ADIYAMAN UNIVERSITY

U — Journal of
/\ J:S Educational

Science

dergipark.org.tr/tr/pub/adyuebd Volume 15, Issue 2, December 2025, Page 767-802 ISSN: 2149-2727

Identities in The Shattered Soul: An Examination Based on the Diagnostic
Criteria for Dissociative Identity Disorder’

Osman Soéner’ Sude Nur Sertkara? Hayrunnisa Yasar3 Ennur Ayse Taskiran*
Article Info Abstract
Keywords This study aims to examine the movie Shattered Soul within the framework of DSM-5

Shattered soul

Dissociative Identity Disorder (DID) diagnostic criteria. The study was conducted within
Dissociative identity disorder

the framework of DSM-5 diagnostic criteria sub-dimensions of dissociative identity
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Movie specified disorders, and unspecified dissociation disorder. Document analysis was used
as the data collection method in the study. In this context, the researchers watched the
movie separately and conducted detailed analyses in line with DSM-5 diagnostic
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based on its correspondence to DSM-5 diagnostic indicators. These analyses of the
film's main characters aim to reveal their psychological states and how they can be
evaluated in accordance with the DSM-5 diagnostic criteria. In particular, dissociative
symptoms such as dissociative identity disorder, dissociative amnesia, and
depersonalization/derealization disorders were examined through the identity
behaviors and the events they experienced. The psychological traumas experienced by
each character and the resulting dissociative symptoms were categorized and analyzed
within the framework of DSM-5 criteria. The findings of the study reveal that the
psychological problems experienced by the main characters of the film show significant
dissociative symptoms according to DSM-5 diagnostic criteria. In this context,
Shattered Soul was evaluated as a cinematographic reflection of dissociative identity
disorder and other dissociative disorders. The study offers significant insights into the
relationship between cinema and psychiatry, providing an in-depth psychological
analysis of film characters.
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Introduction

Dissociative identity disorder (DID) is defined as a serious psychiatric condition in which an individual
experiences disturbances in identity, memory, emotions, perception, behavior, and sense of self (American
Psychiatric Association, 2013). Often associated with early-onset childhood trauma, DID can lead to outbursts
of anger, self-harming behaviors, and suicide attempts. DID is characterized by significant identity disturbances

* This study was presented as a paper at the 19th national PDR student congress.

Corresponding author': Osman Soner, Asst. Prof., Istanbul Sabahattin Zaim University, Turkiye,
osman.soner@izu.edu.tr

Author?: Sude Nur Sertkara, Istanbul Sabahattin Zaim University, Turkiye, sudesertkaraaa@gmail.com
Author 3 : Hayrunnisa Yasar, Istanbul Sabahattin Zaim University, Turkiye, hayrunnisayasar24@gmail.com
Author 4 : Ennur Ayse Taskiran, Istanbul Sabahattin Zaim University, Turkiye, eanynsuerr@gmail.com

Soéner, O., Sertkara, S. N., Yasar, H. & Taskiran, E. A. (2025). Identities in the shattered soul: an examination based
on the diagnostic criteria for dissociative identity disorder. Adiyaman University Journal of Educational Sciences,
15(2), 767-802.


mailto:osman.soner@izu.edu.tr
mailto:sudesertkaraaa@gmail.com
mailto:hayrunnisayasar24@gmail.com
http://dx.doi.org/10.17984/adyuebd.1745050
https://orcid.org/0000-0001-9741-5357
https://orcid.org/0009-0006-6086-7062
https://orcid.org/0009-0001-1980-9040
https://orcid.org/0009-0005-1505-3599

O. Soner, S. N. Sertkara, H. Yasar & E. A. Taskiran 768

and persistent forgetfulness. Historically, DID was neglected for many years and considered an epiphenomenon
of other disorders. However, advances in modern psychiatry and societal shifts in addressing trauma have led
to a renewed focus on DID (Bachrach & Huntjens, 2025; Oztiirk, 2018; Ross & Halpern, 2009; Séderberg et al.,
2025). Recent studies emphasize that DID often emerges as a coping mechanism against long-term trauma
and psychological distress, leading to the fragmentation of identity into distinct alters with unique memories,
emotions, and behaviors (Ozturk, 2023; Ozturk, 2025a). These alter identities may form hierarchical roles such
as protector, child, or avenger, reflecting internalized defense mechanisms found in clinical cases and
dramatized in films. Media representations of DID, particularly Split, Sybil, and Three Faces of Eve, have drawn
attention to the interaction between trauma, dissociation, and societal narratives, but have also been criticized
for their overdramatization (Young et al., 2024). In this study, DSM-5 was preferred over ICD-11 due to its
greater specificity in diagnostic criteria for dissociative identity disorder and its widespread use in clinical
research. While ICD-11 aims for broader clinical use, DSM-5 offers more detailed, symptom-based criteria,
making it more suitable for a film analysis focused on dissociative symptomatology (Tyrer, 2014; Young et al,,
2024). Furthermore, the DSM-5's emphasis on observable behaviors, identity dissociations, and amnesia
provides a clearer framework for coding scenes involving identity shifts and trauma-based reactions in
audiovisual material (Ozturk, 2021). This choice was intended to facilitate consistency with current psychiatric
research by allowing for a more structured and systematic assessment of the dissociative symptoms depicted
in the film.

The history of dissociative identity disorder dates back to the 1800s, when it was initially considered to be
caused by evil spirits and demons. This disorder, which was first described in the early 19th century, was studied
in greater detail in the 20th century, and its name was changed to Multiple Personality Disorder (MPD) (Van
der Hart et al,, 2006). After 1980, a different approach to physical and sexual abuse in childhood led to an
increase in research on DBD. With these developments, the process of defining and classifying dissociative
disorders has progressed, and more comprehensive diagnostic criteria for this disorder have been developed
in diagnostic manuals such as the DSM-5 and ICD-11. According to the DSM-5 Diagnostic Criteria Reference
Manual, the diagnostic criteria for DBD are: identity dissociative disorder, dissociative amnesia,
depersonalization/derealization disorder, other specified dissociative disorder, and unspecified dissociative
disorder. DID symptoms include chronic headaches, fainting spells, auditory hallucinations, intense inner
turmoil, mood swings, and identity uncertainties (American Psychiatric Association, 2013). ICD-11, on the other
hand, defines Dissociative Identity Disorder under code 6B64, emphasizing identity disruption characterized
by two or more distinct personality states and associated memory gaps, particularly for traumatic events (World
Health Organization, 2019). While DSM-5 presents a more granular and symptom-based classification, ICD-11
simplifies and broadens diagnostic categories for global clinical use. The causes of DID include childhood
sexual, physical, and emotional abuse and neglect, and this disorder develops in individuals who are unable to
cope with traumatic events (Danylchuk & Connors, 2016; Steele et al., 2005). In general, DID is described as a
psychiatric condition characterized by severe impairments in identity, memory, and self-perception due to
childhood traumas.

It is noted that dissociative identity disorder is a frequently explored theme in cinema. The film "Shattered Soul”
is an important example that delves deeply into this theme (Altioklar, 2006). The film “Shattered Soul[Beyzanin
Kadinlar]” focuses on a series of murders committed in Istanbul and the psychological mystery behind these
murders. The main character, Beyza, finds herself at the center of these complex events and is compelled to
confront her past. The film explores the theme of dissociative identity disorder, shedding light on the
individual's psychological conflicts and the dark side of society. The film dramatically reflects the effects of DID
through Beyza's traumatic past and multiple personalities. The traumas Beyza experienced during her
childhood led to the emergence of different personalities. These personalities are presented to the audience
as reflections of the traumatic memories and emotions Beyza harbors in her subconscious (Sar & Oztiirk, 2007).
Another important character in the film is Doruk, Beyza's husband and a psychiatrist. Doruk's psychological
manipulation of Beyza, turning her into a tool for murder, emphasizes the potential for abuse of power by
authority figures and how justice mechanisms can be distorted. Doruk's control over Beyza's mental state
disturbs and provokes the viewer's thoughts. In this way, the film shows that DID can be addressed as an
individual problem and in the context of social structure and trauma (Sar & Oztiirk, 2017; Steele et al., 2005).
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The film “Shattered Soul” contributes to the representation of DID in cinema. The film delves deeply into the
complexity of DID and its destructive effects on individuals. While detailing the effects of DID on an individual's
life, the film also highlights cinema's potential role in introducing such complex psychiatric disorders to society.
In this context, cinema increases social awareness and facilitates a better understanding of the challenges
individuals with disorders like DID face. In addition, the film draws attention to the treatment processes of DID
and the ethical dimensions of these processes. The hypnosis and other manipulation techniques that Doruk
uses on Beyza reveal the negative effects of unethical practices on individuals (American Psychiatric
Association, 2013). The film serves as an important example of how DID is represented in cinema, while also
shaping the societal perception of psychiatric disorders (Putnam, 1989). Therefore, the film “Shattered Soul”
dramatically addresses the effects and complexity of Dissociative Identity Disorder, making a significant
contribution to its representation in cinema and its societal perception.

Childhood sexual abuse, physical, and emotional abuse are significant risk factors in the development of DID
(He et al., 2025; Putnam, 1989; Shah, 2023; Soderberg et al., 2025; Van Der Hart et al., 2006). Films with DID
themes in cinema deeply examine the reflection of this disorder in society and the effects of traumatic past
experiences. This study aims to enhance the societal perception and scientific understanding of DID by
analyzing its representations in cinema. First, the study thoroughly examines the diagnostic criteria and
symptoms of DID, evaluating how well the cinematic representation aligns with these criteria. This provides an
important reference for psychiatrists and clinical psychologists in increasing scientific accuracy (Brand et al.,
2014; Dell & O'Neil, 2009). Second, the study aims to increase awareness of DID in society. This helps individuals
with BPD gain greater acceptance and support in society (Brand et al., 2014). Thirdly, the study's scientific
contributions include evaluations of how treatment methods for BPD are represented in cinema. This serves as
a guide for both clinical practitioners and film producers (Draijer & Bloon, 1993). Ultimately, this study
highlights the significance of interdisciplinary research. The interaction between psychiatry and cinema enables
the development of deeper understandings in both fields. This contributes valuable insights to the academic
literature and raises public awareness of mental health issues (Sar, 2011; Van Der Hart et al., 2010). Therefore,
this study aims to investigate how the perception of DID in society is shaped through cinema and how this
perception affects the lives of individuals with DID.

Method

In this section, the research model, the films and characters selected as the study group, the document review
and content analysis methods applied during the data collection process, and the steps followed in the data
analysis are explained in detail.

Research Design

This research employed the document review model, a qualitative research method (Yildinm & Simsek, 2018).
Document analysis is a scientific research method defined as collecting, reviewing, questioning, and analyzing
various documents as the primary source of research data (Sak et al., 2021). Written materials such as films,
videos, photographs, and books are included in the types of document analysis (Yildinm & Simsek, 2018). In
this context, the film “Shattered Soul” was classified as a documentary in this study and examined in relation
to Dissociative Identity Disorder. This film was preferred because its main character displays dissociative
symptoms that clearly align with the DSM-5 diagnostic criteria for Dissociative Identity Disorder. Additionally,
the film presents multiple personalities, a traumatic background, and inner conflicts in a manner that allows
detailed content analysis in line with scientific psychiatric approaches. In the film “Shattered Soul,” situations
consistent with the diagnostic criteria in the DSM-5 diagnostic manual were identified.

Scope of the Study

The scope of the study is the film “Shattered Soul,” released on March 17, 2006, and lasting 2 hours and 2
minutes. The main character of the film, Beyza, has Dissociative Identity Disorder (DID), and the film revolves
around this disorder. Beyza has different personalities due to her traumatic past; these personalities include
"Ayla,” who reflects her childhood, the religious “Rabia,” and the fun-loving “Dilara.” Beyza experiences serious
difficulties when switching between different personalities, reflecting the profound effects of her traumas. The
film progresses as Commissioner Fatih, who is trying to solve the severed leg murders, tracks down Beyza.
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Beyza's husband suggests that the murders may be linked to Beyza's past traumas and Dissociative Identity
Disorder (DID). It is revealed that Beyza's traumatic past is related to the sexual abuse she experienced in the
orphanage. While investigating the murders, Commissioner Fatih discovers that Beyza exhibits different
personalities. During this process, Doruk manipulates Beyza into believing that she committed the murders.
Under intense pressure, Beyza attempts suicide but is rescued. Commissioner Fatih realizes that the murders
may be connected to Doruk and deepens his investigation. Doruk attempts to merge Beyza's personalities
through hypnosis. At this point, it becomes clear that Doruk's real goal is to direct Beyza to kill child abusers.
At the film's end, Doruk and Commissioner Fatih confront and shoot at each other. Ultimately, Beyza ends the
events by shooting Doruk. The film dramatically addresses the complex structure of DID and the effects of this
disorder on an individual's internal conflicts, drawing attention to its psychological and social dimensions.

This particular film was selected not only for its rich psychological themes but also for its unique representation
of DID in a Turkish cultural context—something that has been underexplored in comparison to more widely
studied Western films such as Split or Sybil. While previous academic works like Hancigaz (2016) have analyzed
the film through the lens of “madness” in Turkish cinema, and Serarslan et al. (2011) have approached it from
the standpoint of “sin and punishment,” neither has evaluated the film using DSM-5 diagnostic criteria for DID.
Therefore, this study aims to fill a critical gap by offering a structured psychological analysis grounded in clinical
standards, thereby distinguishing itself from earlier cultural or thematic readings.

Data Collection and Analysis

This research employed qualitative research methods. Qualitative research methods are generally defined as
research conducted using techniques such as document analysis, observation, and interviews to collect data;
events are studied in their environments as a whole, within a process, using qualitative methods (Yildirnm and
Simsek, 2018). The study's documents were examined in accordance with the stages outlined by Karasar (2016).
These stages are “finding sources, reading, taking notes, and evaluating.” Figure 1 illustrates the stages involved
in examining documents.
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1. Finding Sources First

The film Shattered Soul was accessed from
the website
https://www.youtube.com/watch?v=0I5m2Ke
NRIA&t=2919s. For diagnostic criteria, the
DSM-5 Diagnostic Criteria Handbook was
consulted.

/ \ / 2. Reading \

4. Evaluation. At this stage, a file titled "Examination of
Shattered Soul Film in Terms of DSM-5
Diagnostic Criteria for Dissociative Identity
Disorder” was prepared based on the analysis

. of the data. Subsequently, the film was
were supported by explanations and excerpts . .
from the film. watched by researchers in accordance with

K / Kthe diagnostic criterie:c”r(:entioned in the ExceI/
4 )

3. Note-taking

The note-taking stage was carried out in
conjunction with the reading stage, with
researchers watching the scenes from the film
and filling in the relevant sections of the file.

- J

Figure 1. Process stages monitored

Frequency calculations were made based on
the sections viewed and the file filled out in
the final stage, and the findings obtained

Content analysis was employed to analyze the collected data. This method was chosen because it enables the
systematic examination and interpretation of textual and visual materials, making it particularly suitable for
analyzing film content in the context of psychological constructs (Paczesna, 2025). Given the qualitative nature
of Dissociative Identity Disorder representations in the film, content analysis provided a structured framework
for identifying, categorizing, and interpreting the DSM-5 diagnostic criteria as manifested through characters'
dialogues, behaviors, and environments. This method was employed by researchers to determine whether the
diagnostic criteria for Dissociative Identity Disorder, as listed in the DSM-5 Diagnostic Manual, were
represented in the film's scenes in an unbiased and systematic manner, and to record these scenes in the
appropriate fields. In this context, researchers examined the film “Shattered Soul” about the DID diagnostic
criteria in the DSM-5 Diagnostic Manual. During the examination, the dialogues in the film, the characters’
gestures, facial expressions, and movements, as well as the environments in which the events took place, were
observed and recorded. The diagnoses were compiled in the file titled “Examination of Dissociative Identity
Disorder in the Film Shattered Soul According to DSM-5 Diagnostic Criteria,” and how DID was portrayed in
the film was revealed through the diagnostic criteria. The findings were presented with the support of video
recordings taken from the scenes.

In the study, four researchers watched the film independently and took detailed notes on characters, artists,
art forms, techniques, culture, facts, and situations. The researchers' notes were compiled, common points were
identified, and the scenes were interpreted based on this information. A descriptive analysis method was
employed, which involved a thorough examination of the themes identified through content analysis. This
method ensures that the data is presented in an organized and understandable manner (Yildirrm & Simsek,
2018). Again, to ensure the study's reliability, an inter-observer reliability study was conducted. Inter-rater
reliability was measured by applying a single form to four practitioners and calculating their correlation. This
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calculation was performed using the formula P (Agreement Percentage) = [Na (Agreement) / Na (Agreement)
+ Nd (Disagreement)] X 100 (Bakeman & Gottman, 1997), and the p-value was found to be 97%. This result
indicates that the study is reliable.

Ethical Disclosure

Ethics Committee Approval. Since no data collection or experiments were conducted on humans or animals
in this study, there was no need to consult an ethics committee.

Conflict of Interest: The authors declare that they have no conflict of interest.

Author Contributions: The research design was jointly developed by all authors, and the film was
watched and coded by four of them. In addition, the introduction was written by E.A.T., the methods section
by O.S., the findings section by S.S., and the discussion and conclusion section by O.S. and H.Y. All authors
jointly submitted the final version.

Results

The movie “Shattered Soul" was analyzed in accordance with the diagnostic criteria outlined in the DSM-5. In
the DSM-5, dissociative identity disorder was found to have five subtypes: identity dissociation disorder,
amnesia dissociation (dissociative amnesia), depersonalization/derealization (derealization), other specified
dissociative disorder, and unspecified dissociative disorder. During the film analysis, the items within these
subtypes were examined. When making evaluations, the definition of the relevant disorder in the DSM-5 was
first provided, followed by examples of related scenes, which were then interpreted in light of the disorder.

Dissociative Identity Disorder

There are five criteria for identity dissociative disorder, which is one of the subtypes of dissociative identity
disorder in DSM-5. The scenes and comments in the film related to each of these criteria are presented below.

1. Dissociation in identity manifests as two or more distinct personality states (which in some cultures may be
described as a possession experience). Distinct interruptions in the sense of self and sense of agency characterize
dissociative identity disorder. These disruptions are accompanied by fluctuations in mood, behavior,
consciousness, memory, perception, cognition, and/or somatosensory functions related to the condition. These
findings and symptoms are observed by others or reported by the individual (American Psychiatric Association,
2013, p. 292).

Identity fragmentation is when a person has two or more distinct personality states. In some cultures, this
condition is referred to as “"possession.” Identity fragmentation manifests in distinct interruptions in a person's
sense of self and control. These disruptions cause fluctuations in emotions, behavior, consciousness, memory,
perception, thinking, and/or bodily functions. These symptoms may be observed by others or noticed by the
individual. Thus, it becomes clear that the individual shifts between different personality states, leading to
changes in various functions. At this point, scenes and comments from the film related to this diagnosis are
presented below.

“As she passes through the revolving door, she is startled when someone holds the door and prevents
her from leaving. She looks at the man with a nervous gaze. She tries to force her way out, but the
man holds the door firmly, preventing Beyza from leaving. After a few seconds of staring at each
other, the man calls, “Dilara.” At the man’s call, Beyza’s expression changes, and she recognizes the
man she had initially looked at with anxiety. Recalling her past experiences with the man, she shifts
into Dilara’s persona. As a result, her gaze and behavior toward the man take on meaning, and they
eventually exit the revolving door together." (11.10)

In this scene, Beyza's identity split is visible. Startled when a man blocks her as she passes through the revolving
door, Beyza looks at him nervously and tries to leave. The man continues to block her exit, and after a few
seconds of staring, he calls out, “Dilara.” With the man's call, a change in Beyza's gaze becomes noticeable, and
her anxious gaze gives way to a familiar one. Beyza transitions into her Dilara persona, recognizes the man,
and recalls memories associated with him. This transition significantly disrupts Beyza's sense of self and agency.
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Fluctuations in emotion, behavior, and consciousness become observable to others. The man also notices this
change and is surprised by the difference in Beyza's attitude. Thus, their interaction and behavior gain meaning
and exit together through the revolving door.

Dilara Naim exits her car, lights a cigarette, and starts walking while smoking. As she walks, tossing
her hair, she catches a man's eye. The man, attracted by her revealing clothing and movements,
stares at Dilara from head to toe. This upsets Dilara, and she leans her hands against a shop window.
At that moment, she experiences a flash of memory, and her expression changes. With this change,
she transitions into Rabia's personality. Rabia tries to cover the revealing parts of her clothing, then
picks up a sheet she sees on the street, wraps it around her hair, and starts running." (13:00)

Beyza's identity dissociation is also observed in this scene. Beyza is in Dilara's personality in this scene. It is
observed that she transitions from Dilara to Rabia when she sees some reminders on the road. With this
transition, it is evident that the two personalities differ in terms of emotions, behavior, and perception, as Dilara
feels uncomfortable with her current attire. Others observe these fluctuations in emotion, behavior, and
consciousness. There are clear interruptions in her sense of self. Her perception of the people around her, their
behavior toward her, and her situation change depending on the Rabia persona she adopts.

Beyza picks up the food on the plate with a knife and puts it in her mouth. She cleans the food spilled
onto the corner of her mouth by looking at herself in the knife's reflection. As she gazes into her
reflection, a transformation comes over her, and she becomes a different person. However, at that
very moment, her husband, Doruk, enters the kitchen. Beyza notices her husband and turns to him
without changing her personality. Doruk smiles at his wife. Beyza looks at the knife in one hand and
then at her husband. Doruk says he came to get some tea. Beyza smiles and says she will bring the
tea in a moment, then turns toward the counter and looks around nervously." (18.10)

This situation is one instance where Beyza's identity split is observed. Beyza is the main character in this scene.
The knife she picks up is a reminder of a traumatic event she experienced in the past. When she sees the knife,
a noticeable change in her gaze is evident, indicating emotional and cognitive fluctuations. However, this
process is interrupted when Doruk enters the room, and a complete personality change does not occur. Doruk's
presence disrupts the reminder's effect, preventing the transition from being completed. In this segment,
perceptual fluctuations are observed.

"A voice from nowhere calls out, ‘Rabia.’ Rabia turns around, looks in the mirror, and covers her
mouth in shock. At that moment, she switches to her Dilara persona. Dilara smiles and speaks to
Rabia in a mocking tone. But then her expression changes, and she reverts to being Rabia again.
Rabia gets angry and curses Dilara. Then her gaze changes again, and she switches to her Dilara
persona. Dilara points to her genitals in a mocking tone and says that she rules the whole world.
Her gaze shifts again, and she reverts to her Rabia persona. Rabia becomes angry, breaks the mirror,
and shouts that Dilara cannot further lead her into sin. She picks up a broken piece of glass and
brings it toward her genitalia. As Rabia tries to cut her genitalia, Dilara stops her. Finally, the glass
shatters in her hand and falls to the ground. Dilara throws her headscarf to the ground and scolds
Rabia for nearly killing them. Just then, the maid knocks on the door and calls, “Beyza.” Her gaze
shifts again, and she transitions into the Beyza persona, beginning to cry. (26.13)

In this scene, Beyza's identity split is observed several times. In this scene, we see the dialogue between Beyza's
two personalities, Dilara and Rabia. These two identities are distinctly different in emotions and behavior,
occupying two opposing positions and fluctuating between them. Their perceptions are opposite to each other.
There are noticeable interruptions in their sense of self. Different characters in the film can observe these
fluctuations in emotion, behavior, and consciousness. According to Oztiirk and Sar (2016), alter personalities
in Dissociative Identity Disorder develop as distinct identity states that serve specific psychological functions,
often formed as protective responses to trauma. In this context, Rabia and Dilara appear to represent
contrasting psychological roles—Rabia, possibly embodying moral rigidity or religious suppression, and Dilara,
reflecting emotional liberation and impulsivity—which aligns with literature findings that alters may embody
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different roles, emotions, and memories depending on the trauma background of the host personality (Oztiirk
& Sar, 2016).

"Beyza is at the cinema with her husband when her phone rings. When the caller says they are
calling for Elif, she gets up. She then sends her husband a message saying she has to go to the
nursery. She arrives at the kindergarten's garden, and the area is very dark since it's nighttime. She
nervously calls out "Aziz Efendi” a few times. As she looks around in fear, she hears children's voices
coming from nowhere and begins to recall her traumatic childhood memories. Her expression
changes as she shifts into Ayla's persona. Ayla starts crying and mumbling, crawling on the ground.
At that moment, Elif runs up to her and says, “I'm coming, Beyza.” Ayla cries as she takes Elif's hand
and tells her they must escape. Elif asks her, “Are you Ayla again?” Ayla says that it is dark here and
she is afraid. Elif tries to calm her down. Ayla mentions that her mother, Pakize, is angry with her
and asks Elif not to leave her. Elif says she won't leave her and that she's her best friend. Elif hugs
Ayla and says, "“Become Beyza so we can go.” Ayla changes her expression as she recalls memories
and transitions into the Beyza persona. (30.18)

Here, too, Beyza's identity split is observable. In this scene, Beyza experiences memories of her childhood
through specific reminders. At the same time, she transitions into the character of "Ayla.” Ayla's personality
represents Beyza's childhood. With this transition, she exhibits childish behavior. She expresses her fear like a
child. The fact that her student, Elif, notices this situation shows that the changes and fluctuations are
observable by others.

Beyza (Rabia) watches the whirling dervishes inside a mosque with admiration. After watching their
performance in a spellbound manner for a while, a blank look appeared in her eyes. She slowly wipes
the smile from her face and closes her eyes. Then, strange movements appear in her eyes. At that
moment, memories of Dilara's lover, Naim, and Koray come to mind. A short time later, she opens
her eyes again with a look of surprise. There are noticeable changes in her gaze and smile." (53.47)

The main character, Beyza, is in Rabia's persona in this scene. She is watching a semazen whirling dervish
performance inside a mosque. At this moment, the presence of the semazens whirling dervishes brings back
some memories of Dilara in Beyza's mind. With this reminder, she transitions from the persona of Rabia to that
of Dilara, accompanied by an eye movement during the personality change. This transition indicates a clear
break in Beyza's sense of self and sovereignty. Her gaze, mannerisms, and smile reveal meaningful differences
reminiscent of Dilara. These fluctuations in emotion, behavior, and consciousness are observable to others.

“Beyza sits up from where she is lying and checks to see if her husband Doruk has left. When she
realizes he has, she immediately gets up and starts rummaging through Doruk's bag, which he was
assigned as a psychiatrist in connection with the severed leg murder. Opening the bag, she finds a
photo of a woman (Serap). Seeing the photo, she freezes in shock and disbelief. At the same time,
some memories of the woman begin to surface in her mind. With a nervous demeanor, she returns
to the bag and continues rummaging through it quickly. She pauses again; this time, she finds a
photo of a man (Koray). As he looks at the photo with fear and anxiety, some memories of the man
also surface in his mind. She stumbles momentarily and knocks over the glass on the table, breaking
it. She screams “Doruk!” in fear and quickly moves away from the bag. She tries to limp toward
where Doruk is. When she reaches the hall, she clutches her heart, and memories of a whirling
dervish performance and smoking cigarettes come to mind with strange eye movements. After these
memories, she collapses to the ground. A few seconds later, he opens his eyes and gets up. He takes
off his clothes and turns toward the mirror. He fixes his hair and clothes. His emotions and demeanor
completely differ from a moment ago." (59.30)

In this scene, Beyza's dissociation of identity is observed. When Beyza sees people connected to her other
personalities, she experiences some gaps in her memory. As with every personality change, memories come
back to her with the help of certain triggers. At the same time, she transitions to her other personality, Dilara,
in this scene. After the personality change, her behavior and emotional state differ greatly from Beyza's
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character. This shows a clear break in Beyza's sense of self and dominance. With her transition to Dilara, there
is a significant difference in her perception of what just happened.

"Beyza, vomiting in front of the toilet, begins to remember conversations about her childhood. Her
gaze changes, and she transforms into Ayla. Just then, the housekeeper enters. Approaching Beyza,
she asks, ‘Beyza Hanim, what happened? Did the milk upset you?’ and tries to pull her to her feet by
her arm. However, Beyza (Ayla) suddenly falls to the ground and remains unconscious for a short
time. When she comes, she looks at the housekeeper with fearful eyes and says, 'Pakize mother, |...
I didn't do anything. You're evil, you're evil.' The housekeeper, trying to calm Beyza (Ayla) by holding
her arm, accidentally falls into the bathtub and faints. Beyza (Ayla) calls out to the housekeeper in
fear, “Pakize, Mom!" (1.23.46)

The film's main character, Beyza, recalls her bad experiences with Pakize, the director of the orphanage, in this
scene. As she recalls, Beyza faints. She transitions to another personality, Ayla, her name at the orphanage. This
transition creates a clear break in Beyza's sense of self and sovereignty. She behaves like Ayla—like a child. She
is afraid of the housekeeper, mistaking her for Pakize, the orphanage director. With the personality change,
fluctuations in her behavior are observed. The housekeeper can observe these fluctuations in emotion,
behavior, and consciousness.

"Commissioner Fatih stands up to arrest Beyza, who has surrendered, and removes the handcuffs
from his belt. As he begins to handcuff her, Beyza has difficulty breathing, and her gaze changes
noticeably. Commissioner Fatih does not understand what is happening. However, Beyza switches
to her Dilara persona and asks Commissioner Fatih for a cigarette. Commissioner Fatih is surprised
by this unexpected request but takes out his cigarette, hands it to Dilara, and lights it. As Dilara
smokes the cigarette, she smiles, revealing her cleavage, and moves closer to Commissioner Fatih."
(1.33.00)

In this scene, Beyza's identity split is visible. Beyza is the main character in this scene. The handcuffs serve as a
reminder in this scene. Along with the reminder, she transitions into Dilara's personality. In this segment,
fluctuations in emotion and behavior are observed. Commissioner Fatih also notices Beyza's transition into
Dilara's personality. Additionally, these fluctuations in emotion, behavior, and consciousness can be observed
by others.

“Dilara says she is bored in the interrogation room, that she is leaving, and that she will return when
the time comes. Then there is a noticeable change in her gaze, and she suddenly faints. Everyone in
the interrogation room, including Commissioner Fatih, panics and gathers around Dilara. One of
the police officers says she needs to be taken to the infirmary. However, Commissioner Fatih slams
his hands on the table in anger. After being treated at the infirmary, Dilara is returned to the
interrogation room, now under the alias Beyza. Beyza does not remember anything that happened
during the interrogation and rubs her temples in confusion. Commissioner Fatih tells Beyza that she
said some very important things during the interrogation. Beyza asks only about her husband,
Doruk, in a tearful voice. Commissioner Fatih states that Doruk's phone was found in Beyza's bag,
and they are unable to reach him. Upon hearing this, Beyza begins to cry. Commissioner Fatih
explains that Dilara told them what she did on the day the last victim was killed during the
interrogation and claimed that she was innocent. He then asks Beyza if she truly remembers what
happened. Beyza says she does not remember how she was brought in for questioning or what
happened, but she does remember being handcuffed by Commissioner Fatih in her father's garden.”
(1.38.25)

In this scene, Beyza's dissociation of identity is observed. Beyza is in Dilara's personality in this scene. After
fainting, she transitions to the main character, Beyza. It is observed that the transition occurs without any
reminders. This transition clearly breaks Beyza's sense of self and sovereignty. These disruptions cause
fluctuations in emotions, behavior, consciousness, memory, perception, thinking, and/or bodily functions.
Others can observe these fluctuations in emotion, behavior, and consciousness.
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2. There are recurrent gaps in remembering everyday events, important personal information, and/or traumatic
events that cannot be explained by ordinary forgetfulness (American Psychiatric Association, 2013, p. 293).

In general, individuals with this disorder experience recurring memory lapses in remembering everyday events,
personal information, and traumatic experiences that cannot be explained by ordinary forgetfulness, which is
considered an indication of a serious cognitive dysfunction. Such memory losses differ from simple inattention
or absent-mindedness and can significantly impact an individual's quality of life and daily functioning.
Especially when arising after traumatic experiences, such forgetfulness can cause disruptions in the integrity of
memories and may be a symptom of psychiatric conditions such as dissociative disorders. The scenes and
comments about this diagnosis featured in the film are presented below.

Beyza goes to her bedridden father. While looking at him, she notices that he is moving his hand
and mentions this. However, the maid next to her says that this is not possible. Beyza carefully looks
at her father again and sees that he is pointing at something with his hand. She goes to the place
her father is pointing at, the desk, and starts rummaging around. She forces open the desk drawer
and finds a wallet inside. Inside the wallet, she sees a photo from her childhood. The back of the
photo says, 'Rabia, my teacher, | learned to read.' Inside the wallet, there is also a business card
belonging to someone named Rabia Cinar. Beyza, unable to recall who Rabia Cinar is, begins to sink
into deep thought. (19.20)

In this scene, it is evident that Beyza struggles to recall everyday events, important personal information, and
traumatic experiences. The character Beyza cannot remember certain periods of her life due to the importance
of personal information about herself and some traumatic events that occurred in the orphanage where she
lived in the past. She experiences flashbacks of the past through some items she finds in a drawer. These gaps
in her memory cannot be explained by ordinary forgetfulness.

Beyza and Elif hug each other in the nursery garden at night when a taxi pulls up. Elif's mother,
Serap, gets out of the taxi and calls "Elif!” several times. Beyza picks up Elif and carries her to her
mother. Serap takes her daughter from Beyza's arms and puts her in the taxi. She then looks at
Beyza carefully and says in surprise that she doesn't recognize her and that she has changed so
much. Serap addresses Beyza as ‘Mrs. Rabia.’ Beyza is stunned by this and cannot understand who
Mrs. Rabia is. She touches the necklace around her neck and pauses thoughtfully." (33.42)

In this scene, it is evident that Beyza struggles with forgetfulness when recalling everyday events, important
personal information, and traumatic experiences. Beyza is quite different from her other personality, Rabia, in
appearance and behavior. Unlike Beyza, Rabia wears a headscarf. Beyza, in her Rabia persona, has previously
met with Elif's mother, Serap. Serap, who sees Rabia again in Beyza's persona, is surprised by the difference in
appearance and addresses Beyza by her name. Beyza pauses upon hearing the name Rabia and recalls it. This
gap in memory cannot be explained by normal forgetfulness.

"Beyza returns home after Serap calls her 'Rabia Hanum'. At home, she picks up the business card
she found in her father's drawer, belonging to Rabia Cinar, and the childhood photo with the words
‘Rabia, my teacher, | learned to read’ written on the back. She stares at the business card and the
inscription for a long time, deep in thought, trying to understand who Rabia Hanim is and why Serap
addresses her that way." (36.34)

In this scene, it is clear that Beyza experiences forgetfulness when recalling everyday events, important personal
information, and traumatic events. Beyza experiences forgetfulness regarding personal information. Even if she
remembers some things by name, she cannot remember them completely. There are repetitive gaps in her
personal information. This forgetfulness cannot be explained by normal forgetfulness.

Beyza comes to her senses in a car at night, remembering some images from the party they had at
their house. She looks around nervously, trying to understand her situation and the man standing
around the car. She examines her surroundings for a long time, but she cannot remember why she
is there, how she got there, or who the man is. She notices that she has a cigarette in her hand. She
quickly throws it away and begins to cry. As she takes deep breaths, her panic grows. She grabs her
bag, gets out of the car trunk, and tries to run away from where she is. While running, the heel of
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her shoe breaks, forcing her to come to a stop. She removes her shoes, holds them in her hand, and
runs toward the highway, quickly leaving the area. (45.02)

In this scene, it is clear that Beyza experiences forgetfulness when recalling everyday events, important personal
information, and traumatic events. It is known that Beyza, the film's main character, transforms into Dilara's
personality at a party held at their home. However, she remembers nothing beyond small moments related to
Dilara or the party. She cannot recall details such as how and why she arrived there or the identity of the man
beside her. The Beyza character experiences significant gaps in her recollections of everyday life. These gaps
cannot be explained by ordinary forgetfulness.

Beyza cries from where she is and begs her husband, "Doruk, help me, help me.” Doruk picks her up
from where she is and puts her in the car. Beyza is scared and sits silently with tears in her eyes,
while Doruk tries to say something angrily but remains silent. After a silent car ride, they arrive
home. Doruk rushes into the house, angrily throws his jacket onto the couch by the entrance, and
starts yelling. Doruk expresses his anger, saying he had been searching for her all night, while Beyza,
filled with fear, slowly sits on the living room couch and begins to cry. She claims she doesn't
remember anything and tries to convince her husband of this. Doruk asks Beyza questions about
whether she cheated on him, but Beyza, unable to remember, doesn't try to answer any of them. In
tears, she kneels at Doruk's feet and promises to change things. (46.17)

In this scene, it is clear that Beyza experiences forgetfulness when recalling everyday events, important personal
information, and traumatic events. Beyza cannot remember how she arrived at her current location at night or
what she did there. She experiences forgetfulness regarding everyday events. This inability to remember cannot
be explained by ordinary forgetfulness.

Beyza kisses her bedridden father's hand and asks for his forgiveness. At that moment, Commissioner
Fatih arrives at her father's house to arrest her. Seeing Beyza enter the garden, Commissioner Fatih
is startled and points his gun at her. Beyza sits down at the table in a submissive manner. Seeing
Beyza's calm demeanor, Commissioner Fatih looks around, puts his gun in his belt, and sits across
from Beyza. As Commissioner Fatih sits at the table, Beyza calmly looks around, her eyes filling with
tears. Wiping away her tears, she tells Commissioner Fatih that she is the woman they are looking
for, but that she did not commit the murders of her own free will Commissioner Fatih asks Beyza if
she remembers the murders. Beyza says she remembers nothing, only what she learned from her
husband's murder file. Commissioner Fatih asks more questions about the details of the murder, but
Beyza repeats that she remembers nothing. (1.29.55)

In this scene, it is evident that Beyza struggles with forgetfulness when recalling everyday events, important
personal information, and traumatic experiences. Beyza is in her personality in this scene. She states that she
remembers what happened while she was in her personality, but does not remember what happened when
she switched to other personalities. Her inability to remember what she experiences in other personalities
creates gaps in her life. These gaps cannot be explained by ordinary forgetfulness.

Dilara says she is bored in the interrogation room, that she is leaving, and that she will return when
the time comes. Then there is a noticeable change in her gaze, and she suddenly faints. Everyone in
the room, including Commissioner Fatih, panics and gathers around Dilara. One of the police officers
says she needs to be taken to the infirmary. However, Commissioner Fatih reacts angrily, banging
his hands on the table. When she is brought back to the interrogation room from the infirmary,
Dilara is now Beyza. Beyza does not remember anything that happened during the interrogation
and rubs her temples in confusion. Commissioner Fatih tells Beyza that she said some very important
things during the interrogation. Beyza asks only about her husband, Doruk, in a tearful voice.
Commissioner Fatih states that Doruk's phone was found in Beyza's bag, and they are unable to
reach him. This information makes Beyza even sadder, and she begins to cry. Commissioner Fatih
explains that during the interrogation, Dilara claimed that she was innocent and described what she
did on the day the last victim was killed. He then asks Beyza if she truly remembers what happened.
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Beyza states that she does not remember how she was brought in for questioning or what happened,
but she does remember being handcuffed by Commissioner Fatih in her father's garden. (1.38.25)

In this scene, it is clear that Beyza experiences forgetfulness when recalling everyday events, important personal
information, and traumatic events. In this scene, the main character is Dilara. Following the fainting episode,
the narrative shifts to the main character, Beyza. Beyza reports that she does not recall her experiences while
in the Dilara persona. This forgetfulness cannot be explained as ordinary forgetfulness.

3. These symptoms cause clinically significant distress or impairment in social, occupational, or other important
areas of functioning (American Psychiatric Association, 2013, p. 292).

According to the third point mentioned above, these symptoms cause clinically significant distress in the
individual. This distress significantly impacts a person's daily life, functioning, and social relationships, causing
them to struggle professionally, academically, or personally. At this point, scenes and comments related to this
diagnosis from the film are presented below.

Beyza cries out to her husband from where she is, begging, “Doruk, help me, help me.” Doruk picks
her up from where she is and puts her in the car. Beyza is scared and sits silently with tears in her
eyes, while Doruk wants to say something angrily but holds himself back and remains silent. After
a quiet car ride, they arrive home. Doruk rushes into the house and angrily throws his jacket onto
the couch in the entrance. He then yells that he had been searching for her all night and was worried.
Beyza, trembling with fear, slowly moves to the couch in the living room and begins to cry. She tries
to convince her husband that she doesn't remember anything. However, Doruk starts asking her
questions about whether she cheated on him. Beyza can't answer these questions because she
doesn't remember anything. In tears, she kneels at Doruk's feet and promises that she will get better,
change, and that such things will never happen again. (46.17)

In this scene, it is clear that Beyza's work, social life, and other important areas of her life have been significantly
disrupted. She has gaps in her memory regarding how she arrived at her current situation and what she did
there. This inability to remember cannot be explained by ordinary forgetfulness. Furthermore, it affects her
daily life. This symptom manifests itself as a significant disorder.

Dissociative Amnesia

1. An inability to recall information about one's life history that cannot be explained by ordinary forgetfulness is
typically distressing or tension-inducing. (American Psychiatric Association, 2013, p. 294)

This forgetfulness is beyond what you'd call normal forgetfulness. It's usually triggered by something upsetting
or stressful. It manifests as an inability to recall details about your life story. Unlike ordinary forgetfulness, the
forgetfulness in this case is associated with traumatic or stressful events and is usually caused by a traumatic
situation. This type of forgetfulness is characterized by the person's inability to recall important information
related to their life story consciously and has a dissociative feature. At this point, the scenes and comments
associated with this diagnosis in the film are presented below.

“Beyza goes to her bedridden father's side. While looking at him, she notices that her father is moving
his hand and mentions this. However, the maid next to her says that this is not possible. Beyza looks
at her father carefully once more and sees that he is lifting his hand to point at something. She heads
toward the place her father is pointing at, the study, and begins to search around. She forces open
the desk drawer and finds a wallet inside. Inside the wallet is a photo from her childhood. The back
of the photo reads, "Rabia, my teacher, | learned to read.” Inside the wallet is also a business card
belonging to Rabia Cinar. Beyza cannot remember who Rabia Cinar is and sinks into deep thought.
(19.20)

In this scene, it is clear that Beyza cannot remember information about her life story. Beyza cannot remember
the name of the teacher behind the childhood photo she found or the note. It is observed that this forgetfulness
triggers tension. The reason for the tension is her inability to remember information about her life story.
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“Beyza and Elif hug each other in the nursery garden at night when a taxi pulls up. Elif's mother,
Serap, gets out of the taxi and calls “Elif!" several times. Beyza picks up Elif and takes her to Serap.
Serap takes her daughter from Beyza's arms and puts her in the taxi. Later, she looks at Beyza
carefully and expresses her surprise at how much she has changed, and that she no longer recognizes
her. Serap addresses Beyza as ‘Rabia Hanim'. Beyza is stunned by this and cannot understand who
Rabia Hanim is. She thoughtfully brings her hand to the necklace around her neck." (33.42)

In this scene, it is clear that Beyza cannot remember information about her life story. Beyza cannot remember
Rabia, one of her other personalities, or the woman she knew from that personality. Beyza is startled when she
hears the name Rabia and looks confused as she tries to make sense of it. Forgetfulness is often traumatic or
triggers tension. This forgetfulness cannot be explained as ordinary forgetfulness.

"Beyza returns home dfter Serap calls her ‘Rabia Hanim'. As soon as she arrives home, she looks at
the business card belonging to Rabia Cinar that she had previously found in her father's drawer and
the note on the back of her childhood photo that reads, ‘Rabia, my teacher, | learned to read’. Staring
at the business card and photo for a long time, she wonders who Rabia Hanim is and how this person
might be connected to her." (36.34)

In this scene, it is clear that Beyza cannot remember information about her life story. Beyza remembers the
business card she found at her father's house and the note on the photo when she is addressed by Rabia, one
of her other personalities. However, she cannot remember who Rabia was in her past. This forgetfulness triggers
tension. The cause of the tension is her inability to recall information about her own life story. This forgetfulness
cannot be explained by ordinary forgetfulness.

“Beyza comes to her senses in a car at night, remembering some images from the party they had at
their house. Looking around nervously, she tries to understand her situation and the man beside the
car. She examines her surroundings for a long time but cannot remember why she is there, how she
got there, or who the man is. She notices the cigarette in her hand and quickly throws it away,
starting to cry. As she takes deep breaths, her panic grows. Beyza takes her bag, gets out of the car’s
trunk, and tries to run away from where she is. While running, the heel of her shoe breaks, forcing
her to come to a stop. She removes her shoes, holds them in her hand, and dashes toward the
highway to escape.” (45.02)

In this scene, it is clear that Beyza cannot remember information about her life story. Beyza cannot remember
her personality change or what happened after it. This forgetfulness triggers tension. The cause of the tension
is her inability to remember information about her own life story. This forgetfulness cannot be explained as
ordinary forgetfulness.

“Beyza cries from where she is and begs her husband, “Doruk, help me, help me.” Doruk picks her
up from where she is and puts her in the car. Beyza sits there scared and teary-eyed, while Doruk
tries to say something angrily, but holds himself back and remains silent. After a quiet car ride, they
arrive home. Doruk rushes into the house, angrily throws his jacket onto the couch by the entrance,
and starts yelling. While Doruk talks about how he spent the entire night searching for Beyza and
how worried he was, Beyza slowly sits on the living room couch, filled with fear, and begins to cry.
She tries to convince her husband that she doesn't remember anything. However, Doruk starts asking
her questions about whether she cheated on him. Beyza can't answer these questions because she
doesn't remember anything. In tears, she kneels at Doruk's feet and promises that she will get better
and change, and that such a situation will never happen again.” (46.17)

In this scene, it is clear that Beyza cannot remember details about her life story. She has gaps in her memory
about how she arrived at her current situation and what she did there. This inability to remember cannot be
explained by ordinary forgetfulness. The forgetfulness she experiences triggers tension. It affects her daily life.

“Beyza kisses her bedridden father's hand and asks for his forgiveness. At that moment,
Commissioner Fatih arrives at her father's house to arrest her. Seeing Beyza enter the garden,
Commissioner Fatih flinches for a moment and points his gun at her. Beyza sits down at the table
in the garden with a submissive attitude. Seeing Beyza's calm demeanor, Commissioner Fatih looks
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around, puts his gun in his belt, and sits across from her. As Commissioner Fatih sits at the table,
Beyza calmly looks around, her eyes filling with tears. Wiping away her tears, she tells Commissioner
Fatih that she is the person they are looking for, but that she did not commit the murders of her own
free will. Commissioner Fatih asks Beyza if she remembers the murders. Beyza says she remembers
nothing, only what she learned from her husband's murder file. Commissioner Fatih continues to
ask questions about the details of the murder, but Beyza repeats that she remembers none of it.”
(1.29.55)

In this scene, it is clear that Beyza cannot remember information about her life story. Beyza becomes aware of
her other personalities. However, she has gaps in her memory about what her other personalities have done.
This inability to remember cannot be explained by ordinary forgetfulness. The forgetfulness she experiences is
triggering anxiety.

“Dilara says she is bored in the interrogation room, that she is leaving, and that she will return when
the time comes. Then her expression changes, and she suddenly faints. Everyone in the room,
including Commissioner Fatih, panics and gathers around Dilara. One of the police officers says she
needs to be taken to the infirmary. However, Commissioner Fatih slams his hands on the table
angrily and tries to control the situation. After being treated at the infirmary, Dilara is returned to
the interrogation room, now under the alias Beyza. Beyza does not remember anything that
happened during the interrogation and rubs her temples in confusion. Commissioner Fatih tells
Beyza that she said very important things during the interrogation. Beyza asks only about her
husband, Doruk, in a tearful voice. Commissioner Fatih explains that Doruk's phone was found in
Beyza's bag and that they have been unable to reach him. Upon hearing this information, Beyza
begins to cry. Commissioner Fatih explains that during the interrogation, Dilara said that she was
innocent and described what she did on the day the last victim was killed. He then asks Beyza if she
truly remembers what happened. Beyza states that she does not remember how she was brought in
for questioning or what happened, but she does remember being handcuffed by Commissioner Fatih
in her father's garden.” (1.38.25)

In this scene, it is clear that Beyza cannot remember information about her life story. Beyza is aware of her
other personalities. She only remembers what happened when she was herself. However, she has gaps in her
memory about what her other personalities did. This inability to remember cannot be explained by ordinary
forgetfulness. The forgetfulness experienced triggers anxiety.

Other Specific Dissociative Disorder

1. Identity disorder caused by prolonged and intense pressure to believe: Individuals who are subjected to intense
pressure to believe (e.g., brainwashing, mind control, indoctrination while imprisoned, torture, prolonged political
imprisonment, joining sects/sects or terrorist organizations) may exhibit long-term identity changes or a conscious
questioning of their identity (American Psychiatric Association, 2013, p. 292).

Individuals subjected to prolonged and intense pressure to be indoctrinated may experience significant
changes in their identity structure or conscious questioning processes related to their identity. Experiences
such as brainwashing, mind control, indoctrination during captivity, torture, long-term political imprisonment,
or participation in structures such as sects, denominations, and terrorist organizations can seriously threaten
an individual's identity integrity. In such cases, the individual may lose their previous sense of identity, adopt a
new one, or develop a tendency to question their current identity constantly. The resulting identity disorders
are often shaped by intense psychological pressure and manipulation processes beyond the individual's free
will. Therefore, when assessing such identity changes, it is crucial to analyze the psychosocial pressure dynamics
to which the individual has been exposed. At this point, the scenes and comments related to this diagnosis in
the film are presented below.

“Below, Beyza, who witnessed the conversations between her husband, Doruk, and the commissioner
regarding the severed leg murder, goes out onto the terrace to commit suicide, fearing that she had
committed the murders. Her husband, Doruk, catches her at the last moment. He tries to convince



781

Beyza, who does not want to believe that she committed the murders, that she could have committed
them in various ways. (1.19.12)"

At this point, the dialogue below shows Beyza's dialogue during her self-questioning process:
B: I heard you. | heard what you said. | might have killed those people.

D: You might have.

B: But how? | couldn't kill anyone.

D: You could have. Anyone could. What did you feel when you remembered the rape? Pain, sadness,
anger, hatred... A woman... A woman you call “mother” is raping a 4-year-old child. Digging inside
her with her finger. Saying, "It was for your good.” What did you feel when you remembered that?

B: | was glad she was dead, okay? | said, “Good riddance.” | said, “Good riddance.”

D: What if she were to appear before you today, smiling like a kind older woman, asking if you have
children, trying to show affection to her students... Elif, for example.

B: | would kill her. | would kill her.” (1.19.12)

In this scene, Beyza is experiencing identity disorder due to being subjected to prolonged and intense pressure
to believe something. The pressure to believe is being exerted intensely through brainwashing. Beyza is
convinced that she committed the murders, but cannot remember the events. Doruk, on the other hand, is
observed to be attempting to brainwash Beyza into believing that she committed the murders. He tries to
influence her by claiming that she had valid reasons for committing the murders. The main character, Beyza,
undergoes significant identity changes and engages in a conscious examination of her identity.

“Doruk takes Beyza to an empty warehouse. They approach an older man lying on his side, facing
away from them, unconscious. Beyza looks at the man with fearful eyes, while Doruk observes him
with a relaxed expression. Doruk asks Beyza if she remembers this scene, explaining that it was sent
down from heaven for her and that the man had raped young children until they lost consciousness.
He says that the older man's actions resemble the rape story Beyza experienced in her childhood.
Beyza looks at the man with angry and sad eyes and asks Doruk why they did this. Doruk tells Beyza
that she is special, that she has created entirely different women within herself, and reminds her that
everyone remained silent about the rape. Beyza breathes heavily, her anger and sadness growing.
Doruk tells Beyza she must make a decision. He gives her the choice between leaving the man here
to continue raping the children or ending this here. Beyza continues to cry and nods her head in
agreement to end this.” (1.52.55)

In this scene, Beyza is experiencing identity disorder due to being subjected to prolonged and intense pressure
to believe something. This pressure to believe is being exerted intensely through brainwashing. Doruk is
manipulating Beyza into murdering by exploiting the rape she suffered as a child. He is doing this by
normalizing the murders. The main character, Beyza, undergoes significant long-term identity changes and
consciously questions her sense of identity.

Discussion, Conclusion and Recommendations

When the film “Shattered Soul” is examined in the context of the DSM-5 dissociative identity disorder
diagnostic criteria, it becomes apparent that symptoms of DID are observed in various scenes. The findings
obtained in this study are consistent with previous studies in the literature and provide important insights into
how DID is represented in cinema. In the film, Beyza's identity fragmentation and the challenges it brings are
observed in various scenes. For example, scenes where Beyza transitions between her different personalities
demonstrate the disruptions in her sense of identity and the effects on her emotions, behavior, consciousness,
and memory. The lack of awareness between personalities and the display of different behavioral patterns, as
noted in the studies by Goyal et al. (2024) and izci et al. (2024), are also observed in the film. These findings
show that identity fragmentation, one of the fundamental characteristics of DID, is accurately represented in
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the film. The scenes in which Beyza switches between different identities, such as Dilara and Rabia, are a clear
example of identity fragmentation and the complete lack of awareness between these personalities.

The film portrays Beyza's struggles with recalling everyday events, important personal information, and
traumatic experiences. These findings are consistent with the prevalence of memory loss related to traumatic
events described in the study by Ozen and Tasdemir (2022). Furthermore, Oztiirk (2025) argues that trauma
and repression can destabilize psychological integration, leading to fragmented memory and identity
dissociations as protective mechanisms. Oztiirk (2023) further explains that specific alter egos emerge to
protect the core self, and that this can lead to profound amnesia between identity states. In another study,
Oztiirk (2022) presents the “dissoanalysis theory," which emphasizes how denial and massive dissociation
contribute to profound memory gaps beyond what is typically understood as simple forgetfulness in trauma
survivors. These theoretical perspectives strengthen the interpretation that Beyza's fragmented memories,
triggered by the objects she encountered, reflect the profound traumatic etiology of DID rather than ordinary
memory lapses. It is determined that Beyza's memory loss is related to traumatic events and affects her daily
functioning. This situation is consistent with the DSM-5 diagnostic criteria, and the memory loss scenes in the
film support the findings in the literature. For example, Beyza's fragmented memories of the past, triggered by
the items she found in the drawer, indicate memory loss that is too profound to be explained by ordinary
forgetfulness.

The deterioration in Beyza's work and social life is also clearly evident in the film. It is well established that
dissociative processes lead to significant deterioration in an individual's daily life (izci et al, 2024). The
difficulties Beyza experiences in functioning in various scenes demonstrate that these deteriorations cause
clinically significant disorders. These findings are consistent with studies in the literature, which show that
dissociative identity disorder has serious effects on an individual's social and work life. In particular, the
difficulties Beyza experiences in her social interactions and the problems she faces in her work life demonstrate
the negative effects of this disorder on social and professional life.

In the film, Beyza's identity disorder, caused by prolonged pressure and brainwashing, supports the view that
DID is a trauma-based disorder. The relationship between brainwashing and identity changes, as noted in the
work of Derin and Oztiirk (2020), aligns with the film's plot. The traumatic events Beyza experienced in her
childhood and how these events led to her identity disorder are consistent with the traumatic nature of
dissociative reactions. The psychological manipulation and brainwashing techniques applied to Beyza by the
character Doruk demonstrate how this relationship is dramatized in cinema. Beyza's belief that she committed
the murders and the identity changes she experienced during this process reveal that dissociative identity
disorder can develop after trauma and how manipulation techniques can influence this process. Moreover, to
better contextualize the film Shattered Soul, it is necessary to compare it with internationally recognized films
that also portray DID. For instance, Verhulst (2017) analyzed Split, Psycho, and Fight Club, highlighting both
accurate and misleading representations of DID and emphasizing the cinematic impact of trauma-induced
identity fragmentation. Similarly, Nuraeni and Silaban (2019) examined the character Kevin in Split, revealing
how childhood trauma created multiple dominant personalities, aligning with the post-traumatic model of DID.
Additionally, Merry (2017) explored Fight Club and United States of Tara, emphasizing how DID is
metaphorically used to challenge social norms and trauma-based narratives. Compared to these films,
Shattered Soul stands out by not only reflecting internal conflict but also linking DID symptoms to cultural and
moral tensions specific to Turkish society, creating a unique and localized portrayal.

The study found that the film “Shattered Soul” accurately represents Dissociative Identity Disorder (DID) by the
DSM-5 diagnostic criteria for DID. The transitions between Beyza's different personalities, memory loss, and
traumatic memories correspond to the DSM-5 diagnostic criteria. In particular, the presence of structurally
differentiated identities within Beyza reflects the dissociative restructuring process described by Ozturk (2025),
who explains that these identities are formed around conflicting internalized narratives of trauma and survival.
By thoroughly examining the diagnostic criteria and symptoms of DID, the study evaluates how well the
cinematic representation aligns with these criteria. This provides an important reference for psychiatrists and
clinical psychologists in enhancing scientific accuracy (Brand et al., 2014; Dell & O'Neil, 2009). However, in light
of clinical differential diagnosis, it is also important to consider whether the main character's symptoms may
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be indicative of alternative psychiatric disorders rather than DID. For instance, Borderline Personality Disorder
(BPD)—characterized by identity disturbance, impulsivity, and affective instability—could also account for
Beyza's dissociative experiences and emotional dysregulation. Furthermore, conditions such as Complex PTSD
or Malingering should not be overlooked, especially when dissociative symptoms are interpreted through
trauma-related frameworks or potential secondary gains. The study also aims to increase awareness of BPD in
society. This helps individuals with BPD gain greater acceptance and support in society (Brand et al., 2014).
Additionally, the study's scientific contributions include evaluations of how treatment methods for BPD are
represented in cinema. This serves as a guide for both clinical practitioners and film producers (Draijer & Bloon,
1993). Ultimately, this study highlights the significance of interdisciplinary research. The interaction between
psychology and cinema allows for a deeper understanding of both fields. This contributes valuable insights to
the academic literature and raises public awareness of mental health issues (Sar, 2011; Van Der Hart et al.,
2010). Beyza's identity conflicts, distinct behavioral patterns of different personalities, and memory loss were
identified, aligning with findings in the literature (Brand et al., 2014; Steele et al., 2005). However, since the film
does not contain any content related to undiagnosed disorders, no assessment could be made in this area.

In conclusion, the film “Shattered Soul” provides a compelling example of how Dissociative Identity Disorder
(DID) is represented in cinema through both clinical and theoretical lenses. The study's findings not only
contribute to raising societal awareness of DID but also align with contemporary theoretical frameworks such
as dissoanalysis, dissociative narcissism, and the concept of defector alter personality. These theories
emphasize the fragmentation of identity under trauma and manipulation, which is clearly dramatized in the
film. By revealing how psychological oppression and brainwashing can lead to the emergence of alter
personalities, the film reflects the complex dynamics of dissociation within modern psychopathology.
Therefore, this study enhances both public understanding and theoretical insight into DID, and it is hoped that
future research will further explore such intersections between cinematic representation and current
dissociative theories.

This study provides important information about how DID is portrayed in cinema and serves as a valuable
resource for understanding the complexity of the disorder. However, more comprehensive studies are needed
to analyze the representation of DID in different films. In addition, it is recommended that collaboration
between cinema and psychiatry be increased so that such studies can contribute to clinical practice and social
awareness. The following recommendations are made for future studies:

1. Comparison with Different Media and Films. Comparing the representation of DID in cinema with different
media and films will provide a better understanding of how this disorder is perceived in society.

2. Education and Awareness Programs. Considering the potential of popular media tools such as cinema and
television series to raise awareness about DID and other mental health disorders, it is important to develop
education and awareness programs.

3. Clinical and Interdisciplinary Studies. Collaboration between clinical psychologists, psychiatrists, and media
experts should be encouraged to promote interdisciplinary studies on the accurate representation of DID and
the social impact of these representations.

4. More Empirical Research. The treatment methods for DID and its representations in different cultures should
be examined through more empirical research.
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Anahtar Kelime Bu calisma, Beyza'nin Kadinlari filminin DSM-5 dissosiyatif kimlik bozuklugu (DKB) tan
Beyza'nin kadinlari kriterleri cercevesinde incelenmesini amaclamaktadir. Arastirma, DSM-5 tani kriterleri
Dissosiyatif kimlik bozuklugu alt boyutlarindan kimlik ¢ézilmesi bozuklugu, dissosiyatif amnezi, kendine
QSM—S yabancilasma (depersonalizasyon)/gercekdisilik  (derealizasyon) bozuklugu,
Film tanimlanmis diger bir ¢ozilme bozuklugu ve tanimlanmamis ¢6zilme bozuklugu
cercevesinde yUrUtllmusttr. Arastirmada veri toplama yontemi olarak dokiiman
incelemesi kullaniimistir. Bu baglamda, arastirmacilar filmi ayri ayri izlemis ve DSM-5
Yiikleme: 18.07.2025 tani kriterleri dogrultusunda detayli analizler gerceklestirmistir. Ozellikle, filmdeki
karakterlerin s6zlu ifadeleri, duygusal dalgalanmalari, davranis degisiklikleri ve yiz
Kabul: 01.12.2025 ifadeleri sistematik olarak goézlemlenerek, kimlik bozulmasi, hafiza kaybi ve
duyarsizlasma/gercek disilik gibi dissosiyatif semptomlar belirlenerek psikolojik
Yayin: 31.12.2025 durumlar degerlendirildi. Sahneler icerik analizi teknigi kullanilarak analiz edildi ve her
g6zlem, DSM-5 tani gostergelerine uygunluguna goére kodlandi. Filmin ana karakterleri
Uzerinde yapilan bu analizler, karakterlerin psikolojik durumlarini ve DSM-5 tani
Arastirma Makalesi kriterlerine gére nasil degerlendirilebileceklerini ortaya koymayi hedeflemektedir.

Ozellikle kimlik ¢ozilmesi bozuklugu, dissosiyatif amnezi ve
depersonalizasyon/derealizasyon bozukluklari gibi dissosiyatif belirtiler, karakterlerin
davranislar ve yasadiklari olaylar Gzerinden incelenmistir. Her bir karakterin yasadigi
psikolojik travmalar ve bunlarin sonucunda ortaya cikan dissosiyatif belirtiler, DSM-5
kriterleri cercevesinde kategorize edilerek analiz edilmistir. Arastirmanin bulgulari,
filmin ana karakterlerinin yasadigi psikolojik sorunlarin DSM-5 tani kriterlerine goére
belirgin dissosiyatif belirtiler gosterdigini ortaya koymaktadir. Bu baglamda, Beyza'nin
Kadinlari filmi, dissosiyatif kimlik bozuklugu ve diger ¢ozilme bozukluklarinin
sinematografik bir yansimasi olarak degerlendirilmistir. Arastirma, sinema ve psikiyatri
arasindaki iliskiye dair énemli bulgular sunmakta ve film karakterlerinin psikolojik
analizini derinlemesine ele almaktadir.
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Giris
Dissosiyatif kimlik bozuklugu (DKB), bireyin kimlik, hafiza, duygular, algi, davranis ve benlik duygusunda
bozukluklar yasadigi ciddi bir psikiyatrik durum olarak tanimlanmaktadir (Amerikan Psikiyatri Birligi, 2013).
Genellikle erken yasta baslayan ¢ocukluk travmasiyla iliskilendirilen DKB, bireylerde 6fke patlamalarina, kendine

zarar verme davranislarina ve intihar girisimlerine yol acabilir. DKB, kimlikte 6nemli bozukluklar ve kalici
unutkanlikla karakterizedir. Tarihsel olarak, DKB uzun yillar ihmal edilmis ve diger bozukluklarin bir epifenomeni
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olarak kabul edilmistir. Ancak, modern psikiyatrideki gelismeler ve travmayi ele almadaki toplumsal degisimler,
DKB'ye yeniden odaklanilmasina yol acmistir (Oztiirk, 2018; Ross ve Halpern, 2009). Son ¢alismalar DID'nin
genellikle uzun vadeli travma ve psikolojik baskiya karsi bir basa ¢ikma mekanizmasi olarak ortaya ¢iktigini ve
kimligin benzersiz anilar, duygular ve davranislara sahip ayr alterlere parcalanmasina yol actigini
vurgulamaktadir (Bachrach & Huntjens, 2025; Oztiirk, 2018; Ross & Halpern, 2009; Séderberg et al., 2025). Bu
alterler, klinik vakalarda bulunan ve filmlerde dramatize edilen icsellestiriimis savunma mekanizmalarini
yansitan koruyucu, cocuk veya intikamci gibi hiyerarsik roller olusturabilir. Ozellikle Split, Sybil ve Three Faces
of Eve gibi DID'nin medya temsilleri, travma, disosiyasyon ve toplumsal anlatilar arasindaki etkilesime dikkat
¢cekmis olsa da, ayni zamanda asiri dramatize ettikleri icin elestirilmistir (Young vd. 2024). Bu calismada,
dissosiyatif kimlik bozuklugu icin tani kriterlerinde daha fazla 6zgillige sahip olmasi ve klinik arastirmalarda
yaygin kullanimi nedeniyle DSM-5, ICD-11'e tercih edilmistir. ICD-11 daha genis klinik kullanim alani
hedeflerken, DSM-5 daha ayrintili ve semptom temelli kriterler sunarak dissosiyatif semptomatolojiye
odaklanan bir film analizi igin daha uygundur (Tyrer, 2014; Young vd., 2024). Dahasi, DSM-5'in gézlemlenebilir
davranislara, kimlik kopukluklarina ve amneziye vurgu yapmasi, gorsel-isitsel materyalde kimlik degisimleri ve
travma temelli tepkileri iceren sahnelerin kodlanmasi icin daha net bir cerceve sunar (Ozturk, 2021). Bu secim,
filmde tasvir edilen dissosiyatif semptomlarin daha yapilandiriimis ve sistematik bir sekilde degerlendirilmesine
olanak taniyarak glincel psikiyatri arastirmalariyla tutarlihdi kolaylastirmayi hedeflemistir.

Dissosiyatif kimlik bozuklugunun tarihcesi 1800'lU yillara kadar uzanmakta olup, baslangicta kotl ruh ve
seytandan etkilenme olarak kabul edilmistir. 19. ylzyilin baslarinda tanimlanan bu bozukluk, 20. yiizyilda daha
detayh calisilmis ve ismi Coklu Kisilik Bozuklugu (CKB) olarak degistirilmistir (Van der Hart ve digerleri, 2006).
1980 sonrasi, cocukluk dénemindeki fiziksel ve cinsel 6rselenmeye farkli yaklasiimasi, DKB Uzerine calismalari
artirmistir. Bu gelismelerle beraber dissosiyatif bozukluklarin tanimlanmasi ve siniflandirilmasi sireci ilerlemis,
DSM-5 ve ICD-11 gibi tani kilavuzlarinda bu bozukluga yénelik daha kapsamli tani kriterleri gelistirilmistir.
DSM-5 Tani Olcitleri Basvuru El Kitabi'na gére DKB tani kriterleri; kimlik céziilmesi bozuklugu, unutkanlik
¢cozllmesi (dissosiyatif amnezi), kendine yabancilasma (depersonalizasyon)/gercekdisilik (derealizasyon)
bozuklugu, tanimlanmis diger bir ¢6zilme bozuklugu ve tanimlanmamis ¢ézilme bozukluklarini icermektedir.
DKB semptomlari arasinda kronik bas agrisi, bayilma ndbeti, isitsel sanrilar, yogun i¢ sikintisi, duygu durum
dalgalanmalari ve kimlik belirsizlikleri yer almaktadir (American Psychiatric Association, 2013). Ote yandan ICD
11, Dissosiyatif Kimlik Bozuklugunu 6B64 kodu altinda tanimlayarak, 6zellikle travmatik olaylar igin iki veya daha
fazla farkli kisilik durumu ve iliskili hafiza bosluklariyla karakterize edilen kimlik bozulmasini vurgular (Diinya
Saglik Orguitii, 2019). DSM 5 daha ayrintili ve semptom temelli bir siniflandirma sunarken, ICD 11 kiiresel klinik
kullanim igin tani kategorilerini basitlestirir ve genisletir. DKB'nin nedenleri arasinda ¢ocukluk ¢agi cinsel, fiziksel
ve duygusal taciz ve ihmal yer almakta olup travmatik olaylarla basa cikamayan bireylerde bu bozukluk
gelismektedir (Danylchuk ve Connors, 2016; Steele vd., 2005). Genel olarak DKB'nin, cocukluk ¢cagi travmalarina
bagl olarak kimlik, bellek ve benlik algisinda ciddi bozulmalarla karakterize edilen bir psikiyatrik durum oldugu
belirtiimektedir.

Dissosiyatif kimlik bozuklugunun sinemada sikca islenen bir tema oldugu belirtilmektedir. "Beyza'nin Kadinlar*
filmi, bu temayi derinlemesine ele alan dnemli bir rnektir (Altioklar, 2006). Beyza'nin Kadinlari filmi, istanbul'da
islenen bir dizi cinayet ve bu cinayetlerin ardindaki psikolojik gizemi konu almaktadir. Ana karakter Beyza,
kendini bu karmasik olaylarin ortasinda bulur ve kendi geg¢misiyle yiizlesmek zorunda kalmaktadir. Film,
dissosiyatif kimlik bozuklugu temasini isleyerek bireyin ruhsal catismalari ve toplumun karanhk yizine 151k
tutmaktadir. Film, Beyza'nin travmatik gecmisi ve coklu kisilikleri Gzerinden DKB'nin etkilerini dramatik bir
sekilde yansitmaktadir. Beyza'nin ¢ocukluk ddéneminde yasadigi travmalar, onun farkh kisiliklerin ortaya
¢tkmasina neden olmustur. Bu kisilikler, Beyza'nin bilin¢cdisinda barindirdidi travmatik anilar ve duygularin birer
yansimasi olarak izleyicilere sunulmaktadir (Sar ve Oztiirk, 2007). Filmdeki diger 6nemli karakter olan Doruk,
Beyza'nin kocasi ve ayni zamanda psikiyatristidir. Doruk'un, Beyza Uzerinde psikolojik manipilasyon
uygulayarak onu cinayetlerde bir ara¢ haline getirmesi, otorite figlrlerinin giiclini kotiye kullanma
potansiyelini ve adalet mekanizmalarinin nasil carpitilabilecegini vurgulamaktadir. Doruk'un, Beyza'nin zihinsel
durumu Uzerindeki kontroly, izleyiciyi hem tedirgin eder hem de distindirmektedir. Bu yoniyle film, DKB'yi
sadece bireysel bir sorun olarak degil, ayni zamanda toplumsal yapi ve travma baglaminda da ele alinabildigini
gostermektedir (Sar ve Oztiirk, 2017; Steele vd., 2005). “Beyza'nin Kadinlan" filmi, DKB'nin sinemadaki temsiline
onemli bir katki saglamaktadir. Film, DKB'nin karmasikligini ve bu bozuklugun bireyler Gzerindeki yikici etkilerini
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derinlemesine islemektedir. Film, DKB'nin bireyin yasami Uzerindeki etkilerini detayli bir sekilde ele alirken,
sinemanin bu tlr karmasik psikiyatrik bozukluklari topluma tanitmadaki potansiyel rolini de gozler 6niine
sermektedir. Bu baglamda, sinema hem toplumsal farkindalgi artirmakta hem de DKB gibi bozukluklari olan
bireylerin yasadigi zorluklarin daha iyi anlasiimasini saglamaktadir. Ayrica, filmde DKB'nin tedavi siireclerine ve
bu siireglerin etik boyutlarina da dikkat ¢ekilmektedir. Doruk'un Beyza lizerinde uyguladidi hipnoz ve diger
manipulasyon teknikleri, etik disi uygulamalarin bireyler Gizerindeki olumsuz etkilerini gdzler 6niine sermektedir
(American Psychiatric Association, 2013). Film, DKB'nin sinemada nasil temsil edildigine dair dnemli bir 6rnek
olmasinin yani sira, psikiyatrik bozukluklarin toplumsal algisini da sekillendirmektedir (Putnam, 1989). Bundan
dolayl "Beyza'nin Kadinlar" filmi, Dissosiyatif Kimlik Bozuklugu'nun (DKB) etkilerini ve karmasikligini dramatik
bir sekilde ele alarak, bu bozuklugun sinemadaki temsiline ve toplumsal algisina dnemli bir katki saglamaktadir.
Cocukluk caginda cinsel istismar, fiziksel ve duygusal taciz, DKB gelisiminde énemli risk faktorleridir (He vd.,
2025; Putnam, 1989; Shah, 2023; Séderberg vd., 2025; Van Der Hart vd., 2006). Sinemada DKB temali filmler, bu
bozuklugun toplumdaki yansimasini ve travmatik ge¢misin etkilerini derinlemesine ele almaktadir. Bu ¢alisma,
sinemada Dissosiyatif Kimlik Bozuklugu'nun temsillerini analiz ederek, bu bozuklugun toplumdaki algisini ve
bilimsel anlayisini gelistirmeyi hedeflemektedir. ilk olarak, calismada, DKB'nin tani kriterleri ve semptomlarini
detayl bir sekilde ele alarak, sinemadaki temsilin bu kriterlerle ne kadar uyumlu oldugu degerlendirilmektedir.
Bu, psikiyatristler ve klinik psikologlar icin bilimsel dogrulugu artirma yéniinde dnemli bir referans sunmaktadir
(Brand vd., 2014; Dell ve O'Neil, 2009). ikinci olarak, calisma, toplumda DKB hakkindaki farkindaligi artirmayi
amaclamaktadir. Bu, DKB'li bireylerin toplumda daha fazla kabul gérmesine ve desteklenmesine yardimci
olmaktadir (Brand vd., 2014). Uclincii olarak, calismanin bilimsel katkilari arasinda DKB'nin tedavi yéntemlerinin
sinemada nasil temsil edildigine dair degerlendirmeler yer almaktadir. Bu hem klinik uygulamalar hem de
sinema yapimcilari icin yol gosterici olmaktadir (Draijer ve Bloon, 1993). Son olarak, bu ¢alisma, disiplinler arasi
arastirmalarin énemini vurgulamaktadir. Psikiyatri ve sinema arasindaki etkilesim, her iki alanda da daha
derinlemesine anlayislar gelistiriimesine olanak tanimaktadir. Bu durum, akademik literatire degerli katkilar
sunmakta ve halkin ruh saghgi konusundaki farkindaligini artirmaktadir (Sar, 2011; Van Der Hart vd., 2010).
Bundan dolayi bu ¢alisma, DKB'nin sinema yoluyla toplumdaki algisinin nasil sekillendigini ve bu alginin DKB'li
bireylerin yasamini nasil etkiledigini arastirmayi hedeflemektedir.

Yontem

Bu bolimde arastirmanin modeli, calisma grubu olarak secilen film ve karakterler, veri toplama sireci
kapsaminda uygulanan dokiiman incelemesi ve icerik analizi ydntemleri ile verilerin analizinde izlenen asamalar
ayrintih olarak agiklanmistir.

Arastirmanin Deseni

Bu arastirma nitel arastirma yontemlerinden dokiiman incelemesi modeli ile yapilmistir (Yildinm ve Simsek,
2018). Dokliman incelemesi, arastirma verilerinin birincil kaynagi olarak ¢esitli dokiimanlarin toplanmasi,
gozden gegirilmesi, sorgulanmasi ve analizi olarak tanimlanabilen bilimsel bir arastirma yontemidir (Sak vd.,
2021). Dokliman analiz tirleri icinde film, video, fotograf, kitap vb. yazili materyaller yer almaktadir (Yildirm ve
Simsek, 2018). Bu baglamda "Beyza'nin Kadinlar" filmi, bu arastirmada dokiman olarak nitelendirilmis ve
Dissosiyatif Kimlik Bozuklugu baglaminda incelenmistir. Bu film, ana karakterinin DSM-5 Dissosiyatif Kimlik
Bozuklugu tani kriterleriyle acikca uyumlu dissosiyatif semptomlar gostermesi nedeniyle tercih edilmistir. Ayrica
film, coklu kisilikleri, travmatik ge¢misi ve i¢ catismalari, bilimsel psikiyatrik yaklasimlara uygun ayrintili icerik
analizine olanak taniyan bir sekilde sunmaktadir. "Beyza'nin Kadinlari filminde, DSM-5 tani kitabinda yer alan
tani kriterlerine uygun durumlar tespit edilmistir.

Arastirmanin Kapsami

Arastirmanin kapsamini 17 Mart 2006'da vizyona giren, 2 saat 2 dakika stren "Beyza'nin Kadinlar” filmi
olusturmaktadir. Filmin ana karakteri Beyza, Dissosiyatif Kimlik Bozuklugu'na sahiptir ve film bu bozukluk
etrafinda sekillenmektedir. Beyza, travmatik gecmisi nedeniyle farkh kisiliklere sahiptir; bu kisilikler arasinda
cocukluk dénemini yansitan "Ayla", dindar "Rabia" ve eglence diiskiini "Dilara" bulunmaktadir. Beyza, farkli
kisilikler arasinda gegis yaparken ciddi zorluklar yasamakta ve bu durum, yasadigi travmalarin derin etkilerini
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yansitmaktadir. Film, kesik bacak cinayetlerini ¢c6zmeye calisan Komiser Fatih'in, Beyza'nin izini siirmesiyle
ilerlemektedir. Beyza'nin esi, cinayetlerin Beyza'nin ge¢mis travmalari ve Dissosiyatif Kimlik Bozuklugu (DKB) ile
baglantili olabilecedini 6ne sirmektedir. Beyza'nin travmatik ge¢misinin, yetimhanede yasadidi cinsel tacizle
iliskilendirildigi gortlmektedir. Komiser Fatih, cinayetlerin izini stirerken Beyza'nin farkli kimlikler sergiledigini
kesfetmektedir. Bu slirecte Doruk, Beyza'yi manipile ederek, onun cinayetleri isledigine inanmasini
saglamaktadir. Beyza, bu yogun baski altinda intihara tesebbiis eder ancak miidahale edilerek kurtarilmaktadir.
Komiser Fatih, cinayetlerin Doruk ile baglantili olabilecegini fark ederek sorusturmasini derinlestirmektedir.
Doruk, Beyza'nin kisiliklerini hipnoz yoluyla birlestirme girisiminde bulunmaktadir. Bu noktada Doruk’un asil
amacinin Beyza'yl cocuk istismarcilarini 6ldirmeye yonlendirmek oldugu ortaya ¢ikmaktadir. Filmin sonunda,
Doruk ve Komiser Fatih yiizlesir ve birbirlerini vurmaktadirlar. Nihayetinde Beyza, Doruk’a ates ederek olaylari
sonlandirmaktadir. Film, DKB'nin karmasik yapisini ve bu bozuklugun bireyin i¢sel catismalar Uzerindeki
etkilerini dramatik bir sekilde ele alarak, psikolojik ve toplumsal boyutlariyla dikkat cekmektedir.

Bu 0Ozel film, yalnizca zengin psikolojik temalari nedeniyle degil, ayni zamanda Tiirk kiltirel baglaminda DID'yi
benzersiz bir sekilde temsil etmesi nedeniyle de segilmistir; bu, Split veya Sybil gibi daha genis capta incelenen
Bati filmlerine kiyasla yeterince incelenmemistir. Hancigaz (2016) gibi énceki akademik calismalar filmi Tirk
sinemasindaki "delilik" merceginden incelerken, Serarslan ve digerleri (2011) filmi "glinah ve ceza" acisindan
ele almis olsa da, higbiri filmi DID icin DSM-5 tani kriterlerini kullanarak degerlendirmemistir. Bu nedenle, bu
calisma klinik standartlara dayali yapilandiriimis bir psikolojik analiz sunarak elestirel bir boslugu doldurmayi
ve boylece dnceki kiiltlirel veya tematik okumalardan farklilasmayi amacglamaktadir.

Verilerin Toplanmasi ve Analizi

Bu arastirma nitel arastirma yontemi ile gerceklestirilmistir. Nitel arastirma yontemini genel bir ifade ile
dokliman analizi, g6zlem ve goériisme gibi tekniklerle verilerin toplanildigi; olaylarin kendi ortamlarinda bitiin
olarak, bir stre¢ dahilinde nitel ydntemler kullanilarak yapilan arastirmalardir (Yildinm ve Simsek, 2018).
Arastirmada dokimanlarin incelenmesi Karasar'in (2016) belirttigi asamalar dahilinde gergeklestirilmistir. Bu
asamalar “kaynaklari bulma, okuma, not alma ve degerlendirme” seklindedir. Sekil 1'de dokiimanlar
incelenirken gergeklestirilen asamalar gosterilmektedir.
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4 )

1. Kaynaklari Bulma

Oncelikle Beyza'nin Kadinlari filmine
https://www.youtube.com/watch?v=0I15m2KeNRI
A&t=2919s sitesinden ulasiimistir. Tani kriterleri

icin "DSM-5 Tani Kriterleri El Kitabina"
ulasiimistir.

- /
/ \ / 2.0kuma \

Bu agsamada verilerin analizinden 'Beyza'nin
4.Degerlendirme Kadinlari Filminin Dissosiyatif Kimlik
Son asamada izlenen béliimler ve doldurulan Bozuklugunun DSM-5 Tani Kriterlerine Gore
dosya dogrultusundan frekans hesaplamalari Incelenmesi" isimli dosya hazirlanmistir.
yapilmis, elde edilen bulgular, aciklamalar ve Sonrasinda excel dosyasinda bahsi gegen tan
filmden alinan kesitlerle desteklenmistir. kriterleri kapsaminda film arastirmacilar
tarafindan izlenmistir.

- AN /
4 )

3. Not Alma

Not alma asamasi okuma asamasi ile birlikte
yuritilmds filmin sahneleri arastirmacilar
tarafindan izlenerek dosyadaki ilgili bolimler
doldurulmustur.

- /

Sekil 1. izlenen islem Asamalari

Elde edilen verilerin analizinde igerik analizi kullanilmistir. Bu ydntem, metinsel ve gdrsel materyallerin
sistematik olarak incelenmesine ve yorumlanmasina olanak sagladigi ve 6zellikle psikolojik yapilar baglaminda
film iceriklerinin analizinde uygun oldugu igin secilmistir (Paczesna, 2025). Filmdeki Dissosiyatif Kimlik
Bozuklugu temsillerinin nitel yapisi goz dnine alindiginda, icerik analizi, karakterlerin diyaloglari, davranislari
ve ortamlarinda ortaya ¢ikan DSM-5 tani kriterlerinin belirlenmesi, kategorize edilmesi ve yorumlanmasi icin
yapilandiriimis bir cerceve saglamistir. Bu ydntem, arastirmacilarin yansiz ve sistematik bir sekilde DSM-5 Tani
El Kitabinda yer alan Dissosiyatif Kimlik Bozuklugu (DKB) tani kriterlerinin filmin sahnelerinde olup olmadigini
belirleyip, bu sahneleri uygun alanlara kaydetmeleriyle gerceklestirilmistir. Bu dogrultuda, DSM-5 Tani El
Kitabi'ndaki DKB tani kriterleri baglaminda "Beyza’'nin Kadinlart" filmi arastirmacilar tarafindan incelenmistir.
inceleme sirasinda filmdeki diyaloglar, karakterlerin jest, mimik ve hareketleri ile olaylarin gectigi ortamlar
go6zlemlenmis ve bu gozlemler kayit altina alinmistir. Tanilar, "Beyza'nin Kadinlari Filminin Dissosiyatif Kimlik
Bozuklugunun DSM-5 Tani Kriterlerine Gére incelenmesi" dosyasinda toplanmis ve filmde DKB'nin nasil
islendigi tani kriterleriyle ortaya konmustur. Tespit edilen bulgular, sahnelerden alinan video kayitlar ile
desteklenerek sunulmustur.

Calismada dort arastirmaci, filmi bagimsiz olarak izleyerek karakterler, sanatci ve sanat dallari, teknikler, kiltar,
olgular ve durumlar gibi konulari ayrintili sekilde not etmistir. Arastirmacilarin notlari bir araya getirilmis, ortak
noktalar belirlenmis ve bu bilgiler dogrultusunda sahneler yorumlanmistir. icerik analizinde elde edilen
temalarin ylizeysel bir incelemesini iceren betimsel analiz yontemi kullanilmistir. Bu yontem, verilerin diizenli
ve anlasilir bir sekilde sunulmasini saglamaktadir (Yildirrm ve Simsek, 2018). Yine calismanin givenirligini
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saglamak amaciyla gozlemciler arasi glivenirlik ¢alismasi yapilmistir. Degerlendiriciler arasi guvenilirlik, tek bir
formun doért uygulayici tarafindan uygulanmasi ve aralarindaki korelasyonun hesaplanmasi ile dl¢ilmistir. Bu
hesaplama, P (Uzlasma YUlzdesi) = [Na (Gorls Birligi) / Na (Gorus Birligi) + Nd (Goris Ayrihgr)] X 100 (Bakeman
ve Gottman, 1997) formli ile gerceklestirilmis ve p degeri %97 bulunmustur. Bu sonug, arastirmanin glvenilir
oldugunu gostermektedir.

Etik Bildirim
Etik Kurul Onayt. Bu calismada insan veya hayvanlar tzerinde veri toplama veya deneyler yapilmadigindan,
etik kuruluna danismaya gerek olmamistir.

Ctkar Catismast: Yazarlar, cikar catismasi olmadigini beyan ederler.

Yazar Katkisi: Arastirma tasarimi tim yazarlar tarafindan ortaklasa gelistirilmis, film dort yazar tarafindan
izlenmis ve kodlanmistir. Ayrica, giris bolimi E.A.T. tarafindan, yontemler bolimi O.S. tarafindan, bulgular
bolimi S.S. tarafindan ve tartisma ve sonug¢ bolimi O.S. ve H.Y. tarafindan yazilmistir. TUm yazarlar nihai
versiyonu ortaklasa sunmustur.

Bulgular

“Beyza’nin Kadinlart” adli sinema filmi DSM-5'te yer alan tani kriterleri ¢cercevesinde incelenmistir. DSM-5'te
dissosiyatif kimlik bozuklugun kimlik ¢6ztlmesi bozuklugu, unutkanlik ¢ézlilmesi (dissosiyatif amnezi), kendine
yabancilasma (depersonalizasyon)/gercekdisilik (derealizasyon) bozuklugu, tanimlanmis diger bir ¢ozilme
bozuklugu ve tanimlanmamis ¢6zilme bozuklugu olarak bes alt boyutu oldugu gértlmustar. Film analizi
yapilirken bu alt boyutlarda bulunan maddeler Gzerinden inceleme yapilmistir. Degerlendirmeler yapilirken
oncelikle ilgili bozuklugun DSM 5'teki tanimi verilmis, sonra bununla ilgili sahne 6rnekleri verilerek sahne
yorumlari bozukluga gére yorumlanmustir.

Kimlik Coziilmesi Bozuklugu

Dissosiyatif kimlik bozuklugunun DSM-5 alt boyutlarindan olan kimlik ¢dzllmesi bozuklugunun bes maddesi
bulunmaktadir. Bu maddelerin her bir 6zelligi ile ilgili filmde yer alan sahneler ve yorumlari asagida
sunulmaktadir.

1.Kimlikte ayrisma iki ya da daha fazla farkl kisilik durumunun varligt (bu durum baz: kiiltiirlerde bir posesyon
-ele gecirilme- yasantist olarak ifade edilebilir) ile kendini géstermektedir. Kimlikteki ayrisma kendilik algist ve
egemenlik algisinda (sense of self and sense of agency) belirgin kesintilerle karakterizedir. Bu kesintilere
duygulamim, davranis, biling, bellek, algi, kognisyon ve/veya somatosensoriyel islevlerde durumla ilgili
dalgalanmalar eslik etmektedir. Bu bulgu ve belirtiler baskalarinca gézlenir ya da kisinin kendisince bildirilir
(American Psychiatric Association, 2013, s. 292)

Kimlik ayrismasi, bir kisinin iki veya daha fazla farkli kisilik durumuna sahip olmasidir. Bu durum, bazi kiltirlerde
"ele gecirilme" olarak ifade edilmektedir. Kimlik ayrismasi, kisinin kendilik ve egemenlik algisinda belirgin
kesintilerle kendini gostermektedir. Bu kesintiler, duygular, davranislar, biling, hafiza, algi, diisinme ve/veya
bedensel islevlerde dalgalanmalara neden olmaktadir. Bu belirtiler, baskalari tarafindan gézlemlenebilir veya
kisi tarafindan fark edilmektedir. Béylece, kisinin farkli kisilik durumlarina gectigi ve bunun cesitli islevlerinde
degisimlere yol actigi anlasiimaktadir. Bu noktada bu tant ile ilgili filmde yer alan sahneler ve yorumlari asagida
sunulmaktadir.

“Déner kapidan gecerken, birisinin kapiyt tutup cikisint engellemesiyle irkilir. Tedirgin bakslarla
adama bakar. Israrla kapiyt zorlayarak ¢tkmaya calisir. Ancak adam, kapuyt gliglii bir sekilde tutarak
Beyza'nin ¢ctkmasint engellemeye devam eder. Birkag saniye boyunca siiren bu bakismanin ardindan,
adam 'Dilara’ diye seslenir. Adamin seslenmesiyle Beyza'nin bakuslart degisir ve ilk anda tedirginlikle
baktigt adamt tanwr. Adamla ilgili gecmis yasantilart animsayarak Dilara kisiligine gecer. Bunun
lizerine, adama olan bakslart ve davranislart anlam kazanuwr ve sonunda déner kapidan birlikte
ctkarlar." (11.10)
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Bu sahnede, Beyza'nin kimlik ayrismasi acikca gozlenmektedir. Doner kapidan gecerken bir adamin onu
engellemesiyle irkilen Beyza, tedirgin bakislarla adama bakar ve ¢ikmaya ¢alismaktadir. Adam, Beyza'nin gikisini
engellemeye devam eder ve birka¢ saniye siren bakismanin ardindan "Dilara" diye seslenir. Adamin
seslenmesiyle birlikte Beyza'nin bakislarindaki degisiklik fark edilir ve tedirgin bakislar yerini tanidik bakislara
birakir. Beyza, Dilara kisiligine gecis yapar ve adami tanir, onunla ilgili ge¢gmis anilarini hatirlar. Bu gegis,
Beyza'nin kendilik ve egemenlik algisinda belirgin bir kesinti oldugunu gosterir. Duygulanim, davranis ve
bilincteki dalgalanmalar baskalari tarafindan gozlemlenebilir hale gelir. Adam da bu degisimi fark eder ve
Beyza'nin tutumundaki farklilik karsisinda saskinlik yasar. Béylece, adamla olan etkilesimi ve davranislari anlam
kazanir ve doner kapidan birlikte cikarlar.

"Dilara Naim'in arabasindan iner, sigarasint yakar ve sigarayt icerek yiiriimeye baslar. Saclarint
savurarak ydrtirken bir erkekle gz goze gelir. Adam, actk giyiminden ve hareketlerinden dolay:
Dilara'yt bastan asagt stizer. Bu durum lizerine Dilara sarsilir ve ellerini bir diikkdnin camna yaslar.
O anda bazi amumsamalar yasar ve bakislarinda bir degisim olur. Bu degisimle birlikte Rabia
kisiligine gecis yapar. Rabia, kwafetlerinin dekolte kisimlarint kapatmaya calisir, ardindan yolda
gordiigi bir ¢carsaft alip saclarint érterek kosmaya baglar." (13.00)

Bu sahnede de Beyza'nin kimlik ayrismasi agikca gézlenmektedir. Beyza bu sahnede Dilara kisiligindedir. Yolda
gordigu bazi animsaticilarla Dilara‘dan Rabia'ya gecis yaptigi gézlemlenmektedir. Bu gegisle birlikte Dilara'nin
o anki giyiminden rahatsizlik duymasindan iki kisiligin de duygu, davranis ve algi agisindan farkh oldugu
gorulmektedir. Duygulanim, davranis ve bilingteki bu dalgalanmalar, baskalari tarafindan goézlemlenmektedir.
Kendilik algisinda belirgin kesintiler oldugu goérilmektedir. Blrlindiigu Rabia kisiligine gore ¢evredeki insanlari,

onlarin kendisine davraniglarini ve icinde bulundugu durumu algilamasinin degistigi acikca gorilmektedir.

"Beyza, tabaktaki yiyecegi bigakla alip agzina atar. Agzinin kenarina bulasan yiyecedi, bigagin
yanstmasindan kendine bakarak temizler. Yanswan goériintiisiine bakarken bakislarinda bir
degisiklik oldu ve baska bir kisilige gecis yapar. Ancak tam bu sirada esi Doruk mutfaga girer. Beyza,
esini fark ederek kisilik degistirmeden ona dogru déner. Doruk, esine tebessiim eder. Beyza ise bir
elindeki bicaga, bir de esine bakar. Doruk ¢ay almaya geldigini séyler. Beyza, tebessiim ederek ¢ay!
birazdan iceri getirecegini séyler ve tezgdha dogru dénerek etrafa tedirgin bakislarla bakmaya
baslar." (18.10)

Bu durum Beyza'nin kimlik ayrismasini agikca gozlenen sahnelerden biridir. Beyza bu sahnede ana karakter
olarak kendi kisiligindedir. Eline aldigi bicak, gecmiste yasadigi travmatik bir olayi hatirlatan bir animsaticidir.
Bicagi gordugiinde bakislarinda belirgin bir degisim fark edilir, bu da duygusal ve bilissel bir dalgalanmanin
isareti olur. Ancak, Doruk’'un odaya girmesiyle birlikte bu slire¢ kesintiye ugrar ve tam bir kisilik degisimi
gerceklesmez. Doruk’un varligi, animsaticinin etkisini bélerek gegisin tamamlanmasini engeller. Bu kesitte
algisal dalgalanmalar yasandigi gorilmektedir.

"Gaipten gelen bir ses, 'Rabia’ diye seslenir. Rabia, arkasina déniip aynaya bakar ve elini agzina
kapatarak irkilir. Bu sirada Dilara kisiligine gegis yapar. Dilara, glilerek Rabia ile alayct bir tavirla
konusur. Ancak bakuslart degisir ve yeniden Rabia olur. Rabia, sinirlenerek Dilara’ya beddualar eder.
Ardindan bakslart tekrar degisir ve Dilara kisiligine gecis yapar. Dilara, alayct bir tavirla cinsel
organint isaret ederek blitiin diinyayt onun yénettigini séyler. Tekrar bakislart degiserek Rabia
kisiligine gecer. Rabia, sinirlenerek aynayt kiwrar ve Dilara’ntn onu daha fazla giinaha
bulastiramayacagint haykurir. Kirtk bir cam parcasint alir ve cinsel organina dogru gétiirtir. Rabia,
cinsel organint kesmeye calisirken Dilara buna engel olur. En sonunda cam pargast elini keserek yere
diiser. Dilara, basindaki értiiyii yere atarak, az kalsin onlart éldiirecegi icin Rabia'ya kizar. Tam bu
strada, hizmetci kadin kaptya vurur ve 'Beyza' ismiyle seslenir. Bakislart degiserek Beyza kisiligine
gecer ve aglamaya baslar." (26.13)

Bu sahnede ise, Beyza'nin kimlik ayrismasi birden ¢ok kez agikca gozlenmektedir. Bu sahnede Beyza'nin iki
kisiligi olan Dilara ve Rabia'nin diyaloglari goriilmektedir. Bu iki kimligin duygu ve davranis agisindan belirgin
sekilde birbirinden tamamen farkli, iki zit konumda ve dalgalanmali olmaktadir. Algilamalari birbirine tamamen
ters durumdadir. Kendilik algisinda belirgin kesintiler oldugu gériilmektedir. Duygulanim, davranis ve bilincteki



791

bu dalgalanmalar, filmdeki diger karakterler tarafindan gézlemlenebilmektedir. Oztiirk ve Sar'a (2016) gére,
Dissosiyatif Kimlik Bozuklugu'ndaki alter kisilikler, genellikle travmaya karsi koruyucu tepkiler olarak olusan,
belirli psikolojik islevlere hizmet eden farkli kimlik durumlari olarak gelisir. Bu baglamda, Rabia ve Dilara'nin zit
psikolojik rolleri temsil ettigi gorilmektedir; Rabia muhtemelen ahlaki katiligi veya dini baskiy1 temsil ederken,
Dilara duygusal 6zglrlesmeyi ve dirtuselligi yansitir. Bu durum, alterlerin, konak kisiligin travma ge¢misine
bagl olarak farkl roller, duygular ve anilar temsil edebilecedi yoniindeki literatlir bulgulariyla ortismektedir
(Oztiirk ve Sar, 2016).

"Beyza, esiyle sinemadayken telefonu calar. Arayanlar Elif icin ulastiklarint séyleyince yerinden
kalkar. Daha sonra esine, krese gitmesi gerektigini belirten bir mesaj atar. Kresin bahgesine gelir ve
gece oldugu icin cevre ¢ok karanliktur. Tedirgin bir sekilde birkac kez 'Aziz Efendi' diye seslenir.
Korkuyla etrafina bakarken gaipten gelen ¢ocuk sesleri duyar ve gecmisindeki kétii cocukluk
antlarint hatirlamaya baglar. Bakislart degiserek Ayla kisiligine gegis yapar. Ayla, aglayarak
saytklamaya baslar ve yerde emekleyerek ilerler. Bu sirada Elif kosarak yanina gelir ve 'Geliyorum
Beyza' der. Ayla, aglayarak Elifin elini tutar ve kagmalart gerektigini s6yler. Elif, ona 'Yine Ayla mt
oldun?' diye sorar. Ayla, buranin karanlik oldugunu ve korktugunu dile getirir. Elif, onu
sakinlestirmeye calisir. Ayla, Pakize annesinin ona kizdigindan bahseder ve Eliften kendisini
birakmamasint ister. Elif ise onu birakmayacagint ve en iyi arkadast oldugunu séyler. Elif, Ayla’ya
sarllarak 'Beyza ol da gidelim' der. Ayla, animsamalar yasayarak bakislarint degistirir ve Beyza
kisiligine gegis yapar." (30.18)

Burada da Beyza'nin kimlik ayrismasi acikca goézlemlenmektedir. Beyza bu sahnede bazi hatirlatici unsurlarla
cocukluguna dair animsamalar yasamaktadir. Bununla beraber "Ayla" karakterine gecis yapmaktadir. Ayla
kisiligi Beyza'nin ¢ocuklugunu temsil etmektedir. Gegisle beraber ¢ocuksu davranislar sergilemektedir. Duygu
durumunda korktugunu bir ¢ocuk gibi dile getirmektedir. Ogrencisi Elifin bu durumu fark etmesi ise
degisimlerin ve dalgalanmalarin baskalarinca gézlenebilir diizeyde oldugunu gdstermektedir.

"Beyza (Rabia), bir caminin icinde dénen semazenleri hayranlikla izler. Bir siire onlarin gdsterisini
bliytilenmis bir sekilde seyrettikten sonra bakislarinda bir bosluk olusur. Yiiziindeki giiliimsemeyi
yavasca siler ve gozlerini kapatir. Ardindan gézlerinde tuhaf hareketler belirir. Bu sirada zihninde,
Dilara kisiliginin sevgilisi Naim ve Koray ile ilgili bazi animsamalar canlandurir. Kisa bir siire sonra
saskwn bir ifadeyle gézlerini tekrar acar. Bakslart ve gliliimsemesinde belirgin degisiklikler olusur."
(53.47)

Ana karakter Beyza, bu sahnede Rabia kisiligindedir. Bir caminin icinde semazen g0sterisi seyretmektedir. Bu
esnada, semazenlerin varligi Beyza'nin zihninde Dilara'ya dair bazi anilari canlandirmaktadir. Bu hatirlaticiyla
birlikte kisilik degisimi esnasinda yaptigi g6z hareketi ile Rabia kisiliginden Dilara kisiligine ge¢mektedir. Bu
gecis, Beyza'nin kendilik ve egemenlik algisinda belirgin bir kesinti oldugunu gdstermektedir. Bakislarinda, hal
ve hareketlerinde, gllimsemesinde Dilara'yi animsatan anlamh farkliliklar olusturmaktadir. Duygulanim,
davranis ve bilingteki bu dalgalanmalar, baskalari tarafindan gézlemlenebilmektedir.

"Beyza, uzandigt yerden dogrularak esi Doruk’un gidip gitmedigini kontrol eder. Onun gittigini fark
edince hemen kalkar ve Doruk'un, kesik bacak cinayetiyle ilgili olarak Psikiyatrist olarak
gorevlendirildigi cantasint hizla karistirmaya baslar. Cantayt actiginda, karsisina bir kadinin (Serap)
fotografi cikar. Fotografi goriince saskinlik ve sok icinde donakalir. Aynt anda, kadwina dair bazi andar
zihninde canlanmaya baslar. Tedirgin tavirlarla ¢antaya tekrar ydnelir ve hizla karistirmaya devam
eder. Bir kez daha duraksar; bu sefer bir adamin (Koray) fotografint bulur. Fotografa korku ve
tedirginlikle bakarken, adamla ilgili bazi aniar da zihninde belirir. Bir an sendeler ve masanin
lizerindeki bardag yere dlistirerek kirar. Korkuyla 'Doruk!" diye bagurarak ¢cantanin yanindan hizla
uzaklastr. Doruk’un bulundugu yere dogru sendeleyerek yiiriimeye calisir. Salona vardiginda kalbini
tutar ve tuhaf goz hareketleriyle semazen gésterisi ile sigara ictigi bazt anilar hafizasinda belirir. Bu
anuarin ardindan yere yigilir. Birkac saniye sonra gézlerini acar ve yerden kalkar. Uzerindeki
kuyafetleri ¢cikarir ve aynaya dogru déner. Sacint ve kiyafetlerini diizeltir. Duygu ve tavirlary, az énceki
hdlinden tamamen farklidir." (59.30)



O. Soner, S. N. Sertkara, H. Yasar & E. A. Taskiran 792

Bu sahnede, Beyza'nin kimlik ayrismasi agikca gozlenmektedir. Beyza diger kisilikleriyle baglantili olan kisileri
goriince hafizasinda bazi bosluklu animsamalar olmaktadir. Her kisilik degisiminde oldugu gibi bazi
hatirlaticilarin  etkisiyle hafizasinda anilar canlanmaktadir. Bununla beraber diger kisiligine -bu sahnede
Dilara'ya- gecis yapmaktadir. Kisilik degisimi sonrasinda sergiledigi davranis ve duygu durumunda Beyza
karakterinden ¢ok farkli oldugu gézlemlenmektedir. Beyza'nin kendilik ve egemenlik algisinda belirgin bir
kesinti oldugunu gostermektedir. Dilara’ya gegmesiyle az 6nce yasananlar algilamasinda énemli farklilasma
olmaktadir.

"Beyza, tuvaletin basinda kusarken c¢ocuklugundaki gecmis yasantilarla ilgili konusmalart
hatirlamaya baglar. Bakuslart degisir ve Ayla kisiligine gegis yapar. Tam bu sirada evin ¢alisant iceri
girer. Calisan, Beyza'ya yaklasarak, 'Beyza Hanim, ne oldu? Sit mii dokundu?' diye sorar ve
kolundan tutup onu ayaga kaldirmaya calisir. Ancak Beyza (Ayla), birden yere dliser ve kisa bir stire
baygin kalir. Yerde kendine geldiginde, evin ¢alisanina korku dolu gézlerle bakarak, 'Pakize anne,
ben... ben bir sey yapmadim. Kétiisiin sen, sen kétiisiin,' der. Evin ¢alisant, Beyza'nin (Ayla) kolunu
tutarak onu sakinlestirmeye calisirken yanlislikla kiivete diigser ve bayiir. Beyza (Ayla), korkuyla
calisanina 'Pakize anne!' diye seslenir." (1.23.46)

Filmin ana karakteri Beyza, bu sahnede yetimhane midiresi Pakize ile olan k&tl yasantilarini animsamaktadir.
Animsamasiyla beraber Beyza bayilmaktadir. Bir diger kisilik olan yetimhanedeki ismiyle Ayla kisiligine gecis
yapmaktadir. Bu gegis, Beyza'nin kendilik ve egemenlik algisinda belirgin bir kesinti olusturmaktadir. Ayla gibi
-bir cocuk gibi- davranislar sergilemektedir. Evin calisanini yetimhane mdidiresi Pakize sanarak korku
duymaktadir. Kisiligin degisimiyle birlikte davranislarinda dalgalanmalar oldugu gorilmektedir. Duygulanim,
davranis ve bilingteki bu dalgalanmalar, ¢alisan tarafindan gézlemlenebilmektedir.

"Komiser Fatih, teslim olan Beyza'y: tutuklamak icin ayada kalkar ve belindeki kelepceyi cikarur.
Kelepceyi takmaya basladigt sirada, Beyza nefes almakta zorlanwr ve bakislarinda belirgin
degisiklikler olur. Komiser Fatih, bu durumu anlayamaz. Ancak Beyza, Dilara kisiligine gecis yapar
ve Komiser Fatih'ten sigara ister. Komiser Fatih, bu beklenmedik istek karsisinda sasiurir ama
sigarasint ¢tkararak Dilara’ya uzatur ve sigarayt yakar. Dilara, sigarasint icerken gliliimseyerek géglis
dekoltesini belirgin sekilde acar ve Komiser Fatih'e dogru yakinlagwr." (1.33.00)

Bu sahnede, Beyza'nin kimlik ayrismasi acik¢a gozlenmektedir. Beyza bu sahnede ana karakter olarak ana
kisiliktedir. Kelepge bu sahnede animsatici konumdadir. Animsaticiyla beraber Dilara kisiligine gegis
yapmaktadir. Bu kesitte duygulanimda ve davranista dalgalanmalar oldugu gdézlemlenmektedir. Beyza'nin
Dilara kisiligine gecisi Komiser Fatih tarafindan da fark edilmektedir. Bununla beraber duygulanim, davranis ve
bilincteki bu dalgalanmalar, baskalari tarafindan gézlemlenebilmektedir.

"Dilara, sorgu odasinda stkildiginy, gidecegini ve zamant geldiginde geri dénecegini séyler. Ardindan
bakuslarinda belirgin bir degisiklik olur ve birden baytlir. Komiser Fatih dahil sorgu odasindaki herkes
telaglanur ve Dilara’nin bagsina toplanur. Polislerden biri, revire gétiiriilmesi gerektigini syler. Ancak
Komiser Fatih, sinirlenerek ellerini masaya vurur. Revirde miidahale edildikten sonra sorgu odastna
geri getirilen Dilara artik Beyza'dir. Beyza, sorgu swrasinda yasanan hicbir seyi hatirlamaz ve saskin
bir sekilde elleriyle sakaklarint ovalar. Komiser Fatih, Beyza'ya sorguda cok dnemli seyler s6yledigini
belirtir. Beyza, aglamaklt bir sesle yalnizca esi Doruk’u sorar. Komiser Fatih, Doruk’un telefonunun
Beyza'nin c¢antasindan c¢iktigint ve kendisine ulasamadiklarint séyler. Bunun lizerine Beyza
aglamaya baslar. Komiser Fatih, Dilara’nin sorguda, son kurbann éldiiriildiigii giin neler yaptigint
anlattigint ve masum oldugunu iddia ettigini aciklar. Daha sonra, Beyza'ya yasananlart gercekten
haturlayp hatirlamadigint sorar. Beyza ise sorguya nasil getirildigini ve neler yasandigint
hatirlamadigint, en son babasinin evinin bahgesinde Komiser Fatih tarafindan kelepcelendigini
haturladigint séyler.” (1.38.25)

Bu sahnede, Beyza'nin kimlik ayrismasi acikca gozlenmektedir. Beyza bu sahnede Dilara kisiligindedir. Bayilma
sonrasinda ana karakter olan Beyza'ya gecis yapmaktadir. Yasanan gegisin herhangi bir animsatici bulunmadan
gerceklestigi gozlemlenmektedir. Bu gecis Beyza'nin kendilik ve egemenlik algisinda belirgin bir kesinti
oldugunu gostermektedir. Bu kesintiler, duygular, davranislar, biling, hafiza, algi, diisiinme ve/veya bedensel
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islevlerde dalgalanmalara neden olmaktadir. Duygulanim, davranis ve bilin¢teki bu dalgalanmalar, baskalar
tarafindan goézlemlenebilmektedir.

2. Glindelik olaylari, énemli kisisel bilgileri ve/veya travmatik olaylart animsamada swradan bir unutkanlikla
actklanamayacak bicimde yineleyici bosluklar vardir (American Psychiatric Association, 2013, s. 293).

Genel olarak bu bozukluga sahip olan bireyler giindelik olaylari, kisisel bilgileri ve travmatik yasantilari
animsamada siradan unutkanlikla aciklanamayacak sekilde tekrarlayan bellek bosluklari yasanmasi, ciddi bir
bilissel islevsellik sorununun gdstergesi olarak kabul edilmektedir. Bu tiir bellek kayiplari, basit dikkat eksikligi
ya da dalginhktan farkli olup, bireyin yasam kalitesini ve ginlik islevselligini énemli 6l¢lide etkileyebilir.
Ozellikle travmatik deneyimler sonrasinda ortaya cikan bu unutkanliklar, anilarin bitinliginde kopukluklara
neden olabilmekte ve dissosiyatif bozukluklar gibi psikiyatrik durumlarin bir belirtisi olabilmektedir. Bu noktada
bu tant ile ilgili filmde yer alan sahneler ve yorumlari asagida sunulmaktadir.

"Beyza, yatalak olan babasinin yanina gider. Babasina bakarken, onun elini kipirdattigint fark eder
ve bu durumu dile getirir. Ancak yanindaki hizmetci kadin, bunun mimkiin olmadigint séyler. Beyza,
babasina bir kez daha dikkatlice bakar ve onun elini kaldirarak bir yeri isaret ettigini goriir.
Babasinin isaret ettigi yere, ¢alisma masasina ydnelir ve etrafi karistrmaya baglar. Masadaki
cekmeceyi zorlayarak acar ve icerisinde bir ciizdan bulur. Clizdanin i¢inde kendi kii¢likliigiine ait bir
fotograf goriir. Fotografin arkasinda, 'Rabia 6gretmenim, ben okumay: dgrendim' yazist yer altr.
Clizdanin icinde ayrica Rabia Cinar isimli birinin kartviziti vardiwr. Beyza, Rabia Cinar'in kim
oldugunu hatirlayamadigindan derin bir diisiinceye dalmaya baglar." (19.20)

Bu sahnede Beyza'nin glindelik olaylari, &nemli kisisel bilgileri ve travmatik olaylari animsamada zorluk yasadigi
aclkca gorulmektedir. Beyza karakteri kendi hakkinda 6nemli kisisel bilgileri ve ge¢miste kalmis oldugu
yetimhanedeki bazi travmatik olaylari sebebiyle yasaminin o dénemlerini hatirlayamamaktadir. Cekmecede
buldugu bazi esyalarla eskiye dair animsamalar yasamaktadir. Bu olaylari animsamadaki bosluklar siradan bir
unutkanlk ile aciklanamamaktadir.

"Beyza ile Elif, gece kresin bahcgesinde birbirlerine sartirken bir taksi yanasir. Taksiden inen Elif'in
annesi Serap, birkag kez 'Elif!" diye seslenir. Beyza, Elif i kucaklayarak annesine dogru gétiiriir. Serap,
kizint Beyza'nin kucagindan alir ve taksiye bindirir. Ardindan Beyza'ya dikkatlice bakar ve saskinlikla
onu tantyamadigini, cok degistigini soyler. Serap, Beyza'ya 'Rabia Hanim' diye hitap eder. Beyza bu
durum karsisinda saskina déner ve Rabia Hanim'in kim oldugunu anlayamaz. Elini boynundaki
kolyesine gétiiriir ve diisiinceli bir ifadeyle duraksar." (33.42)

Bu sahnede Beyza'nin giindelik olaylari, 6nemli kisisel bilgileri ve travmatik olaylari animsamada unutkanlik
yasadigl acikca gorilmektedir. Beyza diger kisiligi Rabia ile goériinim ve davranis agisindan oldukga farkhdir.
Rabia, Beyza'nin aksine tesettlrliidlr. Beyza, Rabia kisiligiyle Elif'in annesi Serap ile gecmiste goriismektedir.
Rabia'yl bu sefer de Beyza kisiliginde goren Serap, Beyza'ya ismiyle seslenerek gorinis farkliligindan dolayi
sasirdiindan bahsetmektedir. Rabia ismini duyan Beyza duraksamis ve bu ismi animsamaktadir. Bu bosluklu
animsama normal unutkanlikla aciklanamamaktadir.

"Beyza, Serap’in ona 'Rabia Hanim' demesinden sonra evine doner. Evde, daha énce babasinin
cekmecesinden buldugu Rabia Cinar'a ait kartviziti ve cocukluk fotografinin arkasindaki 'Rabia
6gretmenim, ben okumayt égrendim' yazisint eline alir. Kartvizite ve yaziya uzun uzun bakar. Rabia
Hanim'in kim oldugunu ve Serap’in neden ona béyle hitap ettigini anlamaya c¢alisarak derin
diistincelere dalar." (36.34)

Bu sahnede Beyza'nin glindelik olaylari, dnemli kisisel bilgileri ve travmatik olaylari animsamada unutkanlik
yasadigi acikca goriilmektedir. Beyza kisisel bilgileri ile ilgili unutkanliklar yasamaktadir. isim olarak bazi seyleri
animsiyor olsa bile tam olarak hatirlayamamaktadir. Kisisel bilgileri ile ilgili yineleyici bosluklar vardir. Bu
unutkanliklar normal unutkanlikla aciklanamamaktadir.

"Beyza, gece vakti bir arabada, evlerinde verdikleri partiden bazi gériintiileri hatirlayarak kendine
gelir. Tedirgin bir ifadeyle cevresine bakarak icinde bulundugu durumu ve aracn cevresinde duran
adamt anlamaya calisir. Uzun siire etrafint inceler, ancak neden orada oldugu, nasil geldigi ve
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adamin kim olduguna dair hicbir sey hatirlayamamaktadir. Elinde bir sigara oldugunu fark eder.
Sigarayt hizla atarak aglamaya baslar. Derin derin nefes alirken panik hali giderek artar. Cantasint
alarak arabanin bagajindan iner ve bulundugu yerden hizla uzaklasmaya calisir. Kogarken
ayakkabisinin topugu kurtlir ve durmak zorunda kalir. Ayakkabuarint ¢ikarip eline alir ve otobana
dogru kosmaya devam ederek oradan hizla uzaklagir." (45.02)

Bu sahnede Beyza'nin giindelik olaylari, dnemli kisisel bilgileri ve travmatik olaylari animsamada unutkanlik
yasadigi acikca gortlmektedir. Filmin ana karakteri Beyza'nin evlerinde verdikleri partide Dilara kisiligine
donlstigld bilinmektedir. Ancak kendisi ne Dilara ne de parti ile ilgili kiglk anlar harici bir sey
hatirlamamaktadir. Oraya nasil ve neden geldigi, yanindaki adamin kim oldugu gibi bilgileri
hatirlayamamaktadir. Beyza karakteri gtindelik yasamla ilgili animsamalarinda énemli bosluklar yasamaktadir.
Bu bosluk siradan unutkanlikla aciklanamamaktadir.

"Beyza, bulundugu yerden aglayarak esini arar ve 'Doruk, yardim et, yardim et,' diye yalvartr. Doruk,
onu bulundugu yerden alip arabaya bindirir. Beyza korkar ve gozleri dolu bir halde sessizce
otururken, Doruk sinirli bir sekilde bir seyler sdylemek icin yeltenir ancak susar. Sessiz bir araba
yolculugunun ardindan eve gelir. Doruk hizla eve girip sinirli bir sekilde ceketini giristeki koltugun
lizerine firlatr ve bagirmaya baslar. Doruk, biitiin gece onu aradigindan bahsederek 6fkesini dile
getirirken, Beyza korku dolu bir sekilde, yavas hareketlerle oturma odasindaki koltuga oturur ve
aglamaya baslar. Hicbir sey hatirlamadigint ve bunu esine inandirmaya calistr. Doruk, Beyza'ya onu
aldatip aldatmadigiyla ilgili sorular sorar ancak Beyza, hatirlamadigi icin hicbirine cevap vermeye
calismaz. Gézyaglart icinde Doruk’un dizlerine kapanarak diizelecegine ve degisecegine dair s6zler
verir." (46.17)

Bu sahnede Beyza'nin glindelik olaylari, dnemli kisisel bilgileri ve travmatik olaylari animsamada unutkanlik
yasadigl agikca gorilmektedir. Beyza gece bulundugu yere nasil gittigi, orada ne yaptidi ile ilgili hicbir sey
hatirlamamaktadir. Glindelik olay ile ilgili unutkanhk gorilmektedir. Bu hatirlayamama siradan bir unutkanlikla
aciklanamamaktadir.

"Beyza, yatalak babasinin elini 6perek ondan helallik diler. O swrada, Komiser Fatih Beyza'yt
tutuklamak icin babasinin evinin bahgesine gelir. Beyza'nin bahgeye girdigini géren Komiser Fatih
irkilir ve ona silah dogrultur. Beyza, teslim olmus bir tavirla masaya oturur. Beyza'nin bu sakin
durusunu gbéren Komiser Fatih etrafina bakindiktan sonra silahint beline koyar ve Beyza'nin
karsisina oturur. Beyza, Komiser Fatih’in masaya oturdugu strada sakin bir sekilde etrafina bakunr,
goézleri dolar. Gézyaslarint silerken, Komiser Fatih'e aradiklart kadinin kendisi oldugunu ancak
cinayetleri kendi iradesiyle islemedigini séyler. Komiser Fatih, Beyza'ya cinayetleri haturlayip
hatirlamadigint sorar. Beyza ise hicbir sey hatirlamadiginy, sadece esinin cinayet dosyasindan
6grendigi kadar bilgiye sahip oldugunu belirtir. Komiser Fatih, cinayetin detaylart hakkinda daha
fazla soru sorsa da Beyza, hicbirini hatirlamadigint tekrar eder." (1.29.55)

Bu sahnede Beyza'nin giindelik olaylari, 6nemli kisisel bilgileri ve travmatik olaylari animsamada unutkanlik
yasadigl acik¢ca gorilmektedir. Beyza, bu sahnede kendi kisiligindedir. Kendi kisiligindeyken olan bitenleri
hatirlarken diger kisiliklere gegis yaptiginda yasananlar hatirlamadigini belirtmektedir. Diger kisiliklerde
yasadiklarini hatirlamamasi  hayatinda bosluklar olusturmaktadir. Bu bosluk siradan unutkanlikla
actklanamamaktadir.

"Dilara, sorgu odasinda stkildiginy, gidecegini ve zamant geldiginde geri dénecegini séyler. Ardindan
bakslarinda belirgin bir degisiklik olur ve birden bayilir. Komiser Fatih dahil odadaki herkes
telaglanir ve Dilara’nin bagina toplanur. Polislerden biri, onun revire gétiiriilmesi gerektigini ifade
eder. Ancak Komiser Fatih, sinirle ellerini masaya vurarak duruma tepki gosterir. Revirden tekrar
sorgu odasina getirildiginde, Dilara artik Beyza'dir. Beyza, sorgu sirasinda yasanan hicbir seyi
haturlamuyordur ve saskinlik icinde elleriyle sakaklarint ovalar. Komiser Fatih, Beyza'ya sorguda ¢ok
o6nemli seyler sdyledigini anlatir. Beyza, aglamaklt bir ses tonuyla sadece esi Doruk’u sorar. Komiser
Fatih, Doruk’un telefonunun Beyza'nin ¢antasindan ¢iktigint ve ona ulasamadiklarint séyler. Bu
bilgiyle Beyza daha da hiiziinlenir ve aglamaya baglar. Komiser Fatih, Dilara’'nin sorgu strasinda,
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son kurbantn éldiiriildigii giin neler yaptigint ve masum oldugunu iddia ettigini actklar. Ardindan
Beyza'ya yasananlart gercekten haturlayip hatirlamadigint sorar. Beyza ise sorguya nasil getirildigini
ve neler yasandigint hatirlamadiginy, en son babasinin evinin bahcesinde Komiser Fatih tarafindan
kelepcelendigini hatiwrladigint belirtir." (1.38.25)

Bu sahnede Beyza'nin glindelik olaylari, dnemli kisisel bilgileri ve travmatik olaylari animsamada unutkanlik
yasadigi agikca gorilmektedir. Bu sahnede ana karakter, Dilara kisiligindedir. Bayilma sonucunda ana karakter
olan Beyza'ya gecis yapmaktadir. Beyza, Dilara kisiligindeyken yasadiklarini hatirlamadigini bildirmektedir. Bu
unutkanlik, siradan bir unutkanlhkla aciklanamamaktadir.

3. Bu belirtiler klinik olarak belirgin rahatsizlik ya da sosyal yasam, is yasam, ya da baska énemli islev alanlarinda
belirgin bozulma yaratmaktadir (American Psychiatric Association, 2013, s. 292)

Yukarida belirtilen tclinci maddeye gore yasanan bu belirtiler, bireyde klinik olarak belirgin bir sikintiya yol
agmaktadir. Bu sikint, kisinin gtinlik yasamini, islevselligini veya sosyal iliskilerini ciddi sekilde etkileyerek onun
mesleki, akademik ya da kisisel alanlarda zorlanmasina neden olmaktadir. Bu noktada bu tani ile ilgili filmde
yer alan sahneler ve yorumlari asagida sunulmaktadir.

"Beyza, bulundugu yerden aglayarak esine 'Doruk, yardim et, yardim et,' diye yalvarir. Doruk, onu
bulundugu yerden alir ve arabaya bindirir. Beyza, korkar ve gézleri dolu bir halde sessizce otururken,
Doruk sinirle bir seyler séylemek ister ancak kendini tutar ve susar. Sessiz bir araba yolculugunun
ardindan eve gelirler. Doruk, hizla eve girip ceketini Gfkeyle giristeki koltugun lizerine firlatir.
Ardindan bagirarak biitiin gece onu aradigint ve endiselendigini dile getirir. Beyza, korku icinde
yavas hareketlerle salondaki koltuga oturur ve aglamaya baslar. Hicbir sey hatirlamadigint esine
inandirmaya calistr. Ancak Doruk, onu aldatip aldatmadigiyla ilgili sorular sormaya baslar. Beyza,
hicbir sey hatirlamadigt icin bu sorulara cevap veremez. Gézyaslart icinde Doruk'un dizlerine
kapanarak diizelecegine, degisecegine ve bir daha boyle seyler yasanmayacagina dair sézler verir."
(46.17)

Bu sahnede Beyza'nin is ve sosyal yasami veya diger dnemli islev alanlarinda belirgin bozulmalar oldugu acikca
gorulmektedir. Beyza bulundugu yere nasil gittigi, orada ne yaptidi ile ilgili hafizasinda bosluklar yer almaktadir.
Bu hatirlayamama siradan bir unutkanlikla agiklanamaz dizeydedir. Ayrica glindelik yasamini etkileyecek
boyuttadir. Bu belirti, belirgin bir rahatsizlik olarak kendini gostermektedir.

Dissosiyatif Amnezi

1. Stradan bir unutkanlikla agiklanamayacak bir bicimde, genellikle érseleyici ya da gerginligi tetikleyici nitelikte,
6z yasam édykdstyle ilgili bilgileri animsayamama. (American Psychiatric Association, 2013, s. 294)

Bu unutkanlik siradan bir unutkanlikla agiklanamayacak diizeydedir. Unutma genellikle sarsici veya gerginligi
tetikleyici niteliktedir. Yasam oykisuyle ilgili bilgileri animsayamamayla kendini g&stermektedir. Buradaki
unutkanlik, siradan bir unutkanlktan farkli olarak, Orseleyici veya gerginlik yaratan olaylarla baglantili ve
genellikle travmatik bir durumdan kaynaklanmaktadir. Bu tlr unutkanlik, kisinin yasam oykusuyle ilgili dnemli
bilgileri bilingli olarak hatirlayamamasiyla karakterizedir ve dissosiyatif bir 6zellik tasimaktadir. Bu noktada bu
tani ile ilgili filmde yer alan sahneler ve yorumlari asagida sunulmaktadir.

"Beyza, yatalak olan babasinin yanina gider. Ona bakarken, babastnin elini kipirdattigine fark eder
ve bu durumu dile getirir. Ancak yanindaki hizmetci kadin, bunun miimkiin olmadigint séyler. Beyza,
bir kez daha babasina dikkatlice bakar ve babasinin elini kaldiwrarak bir yeri isaret ettigini gortir.
Babasinin isaret ettigi yere, calisma odasina dogru ydnelir ve etrafi karistirmaya baglar. Masadaki
cekmeceyi zorlayarak acar ve icinde bir clizdan bulur. Clizdantn icinde, kendi kiclikliigiine ait bir
fotograf yer alir. Fotografin arkasinda, 'Rabia 6gretmenim, ben okumayt égrendim,' yazist yazulir.
Clizdanin icinde ayrica Rabia Cinar isimli bir kisinin kartviziti de vardir. Beyza, Rabia Cinar'in kim
oldugunu hatirlayamaz ve derin bir sekilde diisiincelere dalar." (19.20)

Bu sahnede Beyza'nin yasam Oykusuyle ilgili bilgileri animsayamamasi agik¢a goriilmektedir. Beyza, buldugu
kiclkluk fotografinin arkasindaki 6gretmeninin adini ve notunu hatirlayamamaktadir. Bu unutkanhdin
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gerginligi tetikleyici nitelikte oldugu goézlemlenmektedir. Gerginligin nedeni 6z yasam 6ykusuyle ilgili bilgileri
animsayamamasidir.

"Beyza ile Elif, gece kresin bahcesinde birbirlerine sarilmisken bir taksi yanastr. Taksiden inen Elif'in
annesi Serap, birkag kez 'Elif!" diye seslenir. Beyza, Elif'i kucaklayarak Serap’a dogru gé6tiirtir. Serap,
kizint Beyza'nin kucagindan alir ve taksiye bindirir. Daha sonra, Beyza'ya dikkatlice bakarak
saskinlikla onun ¢ok degistigini ve tanwyamadigint dile getirir. Serap, Beyza'ya 'Rabia Hanum' diye
hitap eder. Beyza, bu durum karsisinda saskina déner ve Rabia Hanim'in kim oldugunu anlayamaz.
Duisiinceli bir ifadeyle elini boynundaki kolyesine gétiirtir." (33.42)

Bu sahnede Beyza'nin yasam oykusuyle ilgili bilgileri animsayamamasi acik¢a gorilmektedir. Beyza diger
kisiliklerinden olan Rabia kisiligini ve bu kisiliginden tanidigi kadini hatirlayamamaktadir. Beyza, Rabia ismini
duymasiyla irkilmekte ve saskin bakislar Rabia ismini anlamlandirmaya calismaktadir. Unutma genellikle sarsici
veya gerginligi tetikleyici niteliktedir. Bu unutkanlik siradan bir unutkanlikla agiklanamamaktadir.

"Beyza, Serap’in ona 'Rabia Hanim' demesinden sonra evine déner. Eve gelir gelmez, daha énce
babasinin ¢cekmecesinden buldugu Rabia Cinar’a ait kartvizite ve cocukluk fotografinin arkasinda
yazili olan 'Rabia égretmenim, ben okumay: 6grendim' notuna bakar. Elindeki kartvizit ve fotografa
uzun siire dalgin bir sekilde bakara, Rabia Hanim'in kim oldugunu ve bu kisinin kendisiyle nasu bir
baglantist olabilecegini diisiinmeye baslar." (36.34)

Bu sahnede Beyza'nin yasam oykusuyle ilgili bilgileri animsayamamasi acikca goriilmektedir. Beyza, kendisine
diger kisiliklerinden biri olan Rabia ismiyle seslenilmesi sonucu babasinin evinde buldugu kartvizite ve fotograf
Uzerindeki notu hatirlamaktadir. Fakat gegmisindeki Rabia'nin kim oldugunu hatirlayamamaktadir. Bu
unutkanhk gerginligi tetikleyici niteliktedir. Gerginligin nedeni 6z yasam oykusutyle ilgili bilgileri
animsayamamaktir. Bu unutkanlik siradan bir unutkanlikla agiklanamamaktadir.

"Beyza, gece vakti bir arabada, evlerinde verdikleri partiden bazi gériintiileri hatirlayarak kendine
gelir. Tedirgin bir ifadeyle cevresine bakarak, icinde bulundugu durumu ve aracin cevresinde duran
adamt anlamaya calisir. Uzun bir stire etrafint inceler ancak neden orada oldugu, nasu geldigi ve
adamin kim olduguna dair hicbir sey hatirlayamiyordur. Elindeki sigarayt fark eder ve onu hizla
atarak aglamaya baslar. Derin derin nefes alirken panigi giderek artar. Beyza, ¢antasint alarak
arabanin bagajindan iner ve bulundugu yerden hizla uzaklasmaya calisir. Kosarken ayakkabisinin
topugu kurtlir ve durmak zorunda kalir. Ayakkabiarint citkarip eline alir ve otobana dogru hizla
kosarak oradan uzaklasir." (45.02)

Bu sahnede Beyza'nin yasam oykusuyle ilgili bilgileri animsayamamasi acikga goriilmektedir. Beyza, kisilik
degisimini ve bu degisimden sonraki yasananlari hatirlayamamaktadir. Bu unutkanlik gerginligi tetikleyici
niteliktedir. Gerginligin nedeni 6z yasam 6ykdusuyle ilgili bilgileri animsayamamaktir. Bu unutkanlik siradan bir
unutkanlikla aciklanamamaktadir.

"Beyza, bulundugu yerden aglayarak esini arar ve '‘Doruk, yardim et, yardim et,' diye yalvarir. Doruk,
onu bulundugu yerden alip arabaya bindirir. Beyza korkmus ve gézleri yasli bir halde otururken,
Doruk sinirle bir seyler séylemek icin yeltenir, ancak kendini tutarak susar. Sessiz bir araba
yolculugunun ardindan eve gelirler. Doruk, hizla eve girip ceketini éfkeyle giristeki koltugun (izerine
firlatr ve badgirmaya baglar. Doruk, bltin gece Beyza'yt aradigindan ve ona ne kadar
endiselendiginden bahsederken, Beyza korku dolu bir sekilde yavasca salondaki koltuga oturur ve
aglamaya baslar. Hicbir sey haturlamadigina esine inandirmaya calisir. Ancak Doruk, onu aldatip
aldatmadigiyla ilgili sorular sormaya baslar. Beyza, hicbir sey hatirlamadigi icin bu sorulara cevap
veremiyor. Gozyaglart icinde Doruk’un dizlerine kapanarak diizelecegine, degisecegine ve bir daha
béyle bir durumun yasanmayacagina dair sézler verir." (46.17)

Bu sahnede Beyza'nin yasam oykustyle ilgili bilgileri animsayamamasi agik¢a gorilmektedir. Beyza bulundugu
yere naslil gittigi, orada ne yaptid ile ilgili hafizasinda bosluklar yasamaktadir. Bu hatirlayamama siradan bir
unutkanlhkla agiklanamaz diizeydedir. Yasanan unutkanlk gerginligi tetikleyici niteliktedir. Glndelik yasamini
etkileyecek boyuttadir.
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"Beyza, yatalak babasinin elini operek ondan helallik diler. Bu sirada Komiser Fatih, Beyza'y:
tutuklamak lizere babasinin evinin bahcesine gelir. Beyza’nin bahceye girdigini géren Komiser Fatih,
bir an irkilir ve ona silah dogrultur. Beyza, teslim olmus bir tavirla bahgcedeki masaya oturur.
Beyza’'nin bu sakin durusunu géren Komiser Fatih, etrafina bakindiktan sonra silahint beline koyar
ve onun karsistna oturur. Beyza, Komiser Fatih’'in masaya oturdugu siwrada sakince etrafina bakar,
gozleri dolar. Gézyaslarint silerken, Komiser Fatih'‘e aradiklart kisinin kendisi oldugunu ancak
cinayetleri kendi iradesiyle islemedigini séyler. Komiser Fatih, Beyza'ya cinayetleri haturlayip
hatirlamadigint sorar. Beyza ise hicbir sey hatirlamadigini, sadece esinin cinayet dosyasindan
ogrendigi kadar bilgiye sahip oldugunu belirtir. Komiser Fatih, cinayetin detaylarwyla ilgili sorular
sormaya devam eder, ancak Beyza, bunlarin hicbirini hatirlamadigint tekrar eder." (1.29.55)

Bu sahnede Beyza'nin yasam oykusuyle ilgili bilgileri animsayamamasi acik¢a gorilmektedir. Beyza diger
kisiliklerinin farkina varir. Ancak diger kisiliklerinin neler yaptigi ile ilgili hafizasinda bosluklar yasamaktadir. Bu
hatirlayamama siradan bir unutkanhkla aciklanamaz diizeydedir. Yasanan unutkanlik gerginligi tetikleyici
niteliktedir.

"Dilara, sorgu odasinda stkildiginy, gidecegini ve zamant geldiginde geri dénecegini séyler. Ardindan
bakislarinda bir degisiklik olur ve aniden bayilir. Komiser Fatih dahil odadaki herkes telaslanir ve
Dilara’nin bastna toplanur. Polislerden biri, onun revire gétiiriilmesi gerektigini séyler. Ancak Komiser
Fatih, sinirlenerek ellerini masaya vurur ve durumu kontrol etmeye calisir. Revirde miidahale
edildikten sonra sorgu odasina geri getirilen Dilara artik Beyza'dwr. Beyza, sorgu sirasinda yasanan
hicbir seyi hatirlamaz ve saskinlikla elleriyle sakaklarint ovalar. Komiser Fatih, Beyza'ya sorguda ¢ok
o6nemli seyler s6yledigini belirtir. Beyza, aglamaklt bir ses tonuyla yalnizca esi Doruk’u sorar. Komiser
Fatih, Doruk’un telefonunun Beyza'nin ¢antasindan ¢iktigint ve kendisine ulasamadiklarint agiklar.
Bu bilgi karsisinda Beyza aglamaya baslar. Komiser Fatih, Dilara’nin sorgu strasinda, son kurbanin
oldirildiigi giin yaptiklarindan ve masum oldugunu sdyledigini anlatir. Ardindan, Beyza'ya
yasananlart gercekten hatirlayip hatirlamadigint sorar. Beyza ise sorguya nastl getirildigini ve neler
yasandigint hatirlamadigin, en son babasinin evinin bahgesinde Komiser Fatih tarafindan
kelepcelendigini haturladigint ifade eder." (1.38.25)

Bu sahnede Beyza'nin yasam Oykislyle ilgili bilgileri animsayamamasi agikca gorilmektedir. Beyza diger
kisiliklerinin farkina varmaktadir. Beyza sadece kendiyken yasananlari hatirlar. Ancak diger kisiliklerinin neler
yaptigi ile ilgili hafizasinda bosluklar yasamaktadir. Bu hatirlayamama siradan bir unutkanlikla agiklanamaz
dizeydedir. Yasanan unutkanhk gerginligi tetikleyici niteliktedir.

Tanimlanmis Diger Bir C6ziilme Bozuklugu

1.Uzun siireli ve yogun bir bicimde baskt altinda tutularak inandirdmaya baglt kimlik bozuklugu: Yogun bir
bicimde, baskt altinda inandirdmaya calistlan kisiler (6rn. beyin yitkama, zihin denetimi, tutsakken gériis astlama,
iskence, uzun bir siire siyasal olarak tutuklu kalma, tarikatlar/mezhepler ya da terér érglitlerine girme), uzun
stireli kimlik degisiklikleri ya da bilincli bir bicimde kimligini sorgulama durumu gdsterebilirler (American
Psychiatric Association, 2013, s. 292)

Genel olarak uzun sureli ve yogun baski altinda tutularak inandiriimaya maruz kalan bireylerde, kimlik yapisinda
belirgin degisiklikler ya da kimlige iliskin bilingli sorgulama siirecleri ortaya cikabilmektedir. Beyin yikama, zihin
denetimi, tutsaklik sirasinda asilama, iskence, uzun sureli siyasal tutukluluk ya da tarikatlar, mezhepler ve terér
orgutleri gibi yapilara katilim gibi deneyimler, bireyin kimlik bittunliguni ciddi sekilde tehdit edebilmektedir.
Bu tUr durumlarda kisi, dnceki kimlik algisini yitirebilir, yeni bir kimlik benimseyebilir ya da mevcut kimligini
surekli olarak sorgulama egilimi gelistirebilmektedir. Ortaya ¢ikan kimlik bozukluklari, genellikle bireyin 6zgtr
iradesi disinda, yogun psikolojik baski ve manipilasyon sireglerinin etkisiyle sekillenebilmektedir. Bu nedenle,
bu tur kimlik degisimlerinin degerlendiriimesinde, bireyin maruz kaldigi psikososyal baski dinamiklerinin
ayrintili bir bigimde analiz edilmesi biylik 6nem tasimaktadir. Bu noktada bu tani ile ilgili filmde yer alan
sahneler ve yorumlari asagida sunulmaktadir.

“Asagida kesik bacak cinayeti ile ilgili esi Doruk ve Komiserin konusmalarina tanik olan Beyza
cinayetleri kendisinin isledigi korkusuyla intihar etmek icin terasa ¢ikar. Esi Doruk onu son anda
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yakalar. Cinayet isledigine inanmak istemeyen Beyza'yi cesitli sekillerde cinayetleri islemis
olabilecegi konusunda inandirmaya calistr. (1.19.12)”

Bu noktada asagida yer alan diyalog Beyza'nin kendini sorgulama siirecine iliskin suregteki
diyaloglarini gostermektedir:

“B: Duydum. Duydum. Konustuklarinizt duydum. O insanlart ben éldiirmiis olabilirim.
D: Olabilirsin.
B: Ama nasul? Ben kimseyi 6ldiiremem.

D: Oldiirebilirsin. Herkes éldtirebilir. Tecaviizii hatirladiginda ne hissettin? Aci, tiziintii, éfke, kin... Bir
kadin... Hem de "anne” dediginiz bir kadn, 4 yasindaki bir ¢cocuga tecaviiz ediyor. Parmaguyla icini
desiyor. Senin iyiligin icindi” diyor. Bunlart hatirladiginda ne hissettin?

B: Oldiigiine sevindim, tamam mi? lyi ki 6lmiis dedim. lyi ki 6lmiis dedim.

D: Peki buglin karstna c¢tksa tonton bir ihtiyar gibi giiliimseyip ¢ocugun var mt dese, dgrencilerini
sevmeye kalksa... Elif i mesela.

B: Onu éldiirtiriim. Oldiirtirim.” (1.19.12)

Bu sahnede Beyza, uzun sireli ve yodun bir bigimde baski altinda tutularak inandiriimaya bagl kimlik bozuklugu
yasamaktadir. Baski altinda inandirilmaya calisiimasi beyin yikama yoluyla yogun bir sekilde gerceklesmektedir.
Beyza, cinayetleri kendisinin isledigi distncesine kapilmis ancak olaylari hatirlayamamaktadir. Doruk’un ise
Beyza'ya beyin yikama yolu ile cinayetleri onun isledigine inandirmaya calistigi gézlenmektedir. Bu cinayetleri
islemesinde hakli gerekgeleri oldugunu sdyleyerek etki altina almaya calismaktadir. Ana karakter Beyza'da uzun
sureli kimlik degisiklikleri ve bilingli bir sekilde kimligini sorgulama durumu ile kendini gostermektedir.

“Doruk, Beyza'yt bos bir depoya gétiirtir. Yan yaturilmis, arkast dontik, yasl, baygin bir adamin
yanina yaklagsirlar. Beyza korku dolu gézlerle Doruk ise rahat tavirlarla adama bakar. Doruk
Beyza'ya bu manzaray: hatirlayip hatirlamadigini, gékten onun icin indirildigini ve adamun kiigtik
cocuklara bayiltana kadar tecaviiz ettigini sdyler. Yaslt adamin yaptiklarint Beyza'nin kiigtikliigiinde
kendi yasadigt tecaviiz hikayesine benzedigini sdyler. Beyza, éfkeli ve lizglin bakslarla adama bakar
ve Doruk’a neden bunu yaptiklarint sorar. Doruk, Beyza'ya 6zel biri oldugunu, benliginde bambaska
kadwinlar yarattigint sdyler ve tecaviiziine herkesin sessiz kaldigint hatirlatr. Beyza sik bir sekilde
nefes alip verir, 6fkesi ve liziintiisi gittikce artar. Doruk Beyza'ya bir karar vermesi gerektigini soyler.
Adamt burada burakip ¢ocuklara tecaviiz etmeye devam etmesine miisaade etmek ve burada bu ise
son vermek arasinda secim sunar. Beyza ise aglamaya devam eder ve bastyla bu ise son vermek icin
bastyla onay verir.” (1.52.55)

Bu sahnede Beyza, uzun sureli ve yogun bir bigcimde baski altinda tutularak inandiriimaya bagl kimlik bozuklugu
yasamaktadir. Baski altinda inandirlmaya calisiimasi beyin yikama yoluyla yogun bir sekilde gerceklesmektedir.
Doruk Beyza'ya cocuklugunda maruz kaldigi tecaviizii kullanarak onu cinayet islemeye yonlendirmektedir. Bu
yonlendirmeyi cinayetleri normallestirerek gerceklestirmektedir. Ana karakter Beyza'da uzun sireli kimlik
degisiklikleri ve bilingli bir sekilde kimligini sorgulama durumu ile kendini gostermektedir.

Tartisma, Sonug ve Oneriler

"Beyza'nin Kadinlar" filmi, DSM-5 dissosiyatif kimlik bozuklugu tani kriterleri baglaminda incelendiginde, cesitli
sahnelerde DKB'nin belirtilerinin acik¢a gozlendigi ortaya ¢ikmaktadir. Bu calismada elde edilen bulgular,
literatirde yer alan 6nceki calismalarla uyumlu olup, DKB'nin sinemada nasil temsil edildigine dair dnemli
ipuclar sunmaktadir. Filmde, Beyza karakterinin kimlik ayrismasi ve bu durumun getirdigi zorluklar cesitli
sahnelerde net bir sekilde gdzlenmektedir. Ornegin, Beyza'nin farkli kisilikleri arasinda gecis yaptigi sahneler,
kimlik algisindaki kesintileri ve bunun duygulanim, davranis, biling ve bellek uzerindeki etkilerini
g6stermektedir. Goyal ve digerleri (2024) ve izci ve digerleri (2024) calismalarinda belirtilen, kisiliklerin
birbirinden habersiz olmasi ve farkli davranis ériintileri sergilemesi, filmde de gézlemlenmektedir. Bu bulgular,
DKB'nin temel ozelliklerinden biri olan kimlik ayrismasinin filmde dogru bir sekilde temsil edildigini
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gostermektedir. Beyza'nin Dilara ve Rabia gibi farkli kimliklere gegis yaptigi sahneler, kimlik ayrismasinin ve bu
kisiliklerin birbirinden tamamen habersiz olma durumunun agik bir 6rnegidir.

Filmde Beyza'nin glindelik olaylari, 6nemli kisisel bilgileri ve travmatik olaylari animsamada yasadig guglikler
de belirgin bir sekilde islenmektedir. Bu bulgular, Ozen ve Tasdemir (2022) calismasinda belirtilen, travmatik
olaylara dair bellek kayiplarinin yayginhigi ile értiismektedir. Ayrica, Oztiirk (2025), travma ve baskinin psikolojik
bitlnlesmeyi istikrarsizlastirabilecegini ve koruyucu mekanizmalar olarak parcalanmis hafiza ve kimlik
kopukluklarina yol acabilecegini savunur. Yine Oztiirk (2023), 6z benligi korumak icin belirli alter kisiliklerin
ortaya ciktigini ve bunun kimlik durumlari arasinda derin bir amneziye yol acabilecegini daha da ayrintili olarak
aciklar. Oztiirk (2022) baska bir calismasinda, inkar ve kitlesel ayrismanin, travma magdurlarinda tipik olarak
basit unutkanlik olarak anlasilanin 6tesinde, derin hafiza bosluklarina nasil katkida bulundugunu vurgulayan
"dissoanaliz" teorisini sunar. Bu teorik bakis acilari, Beyza'nin karsilastigi nesneler tarafindan tetiklenen
parcalanmisg anilarinin, siradan hafiza kayiplarindan ziyade DKB'nin derin travmatik etyolojisini yansittigi
yorumunu gugclendirir. Beyza'nin yasadigi bellek yitimlerinin, travmatik olaylarla iliskili oldugu ve ginlik
islevselligini etkiledigi tespit edilmektedir. Bu durum, DSM-5 tani kriterleriyle de uyumludur ve filmdeki bellek
yitimi sahneleri, literatiirdeki bulgular destekler niteliktedir. Ornegin, Beyza'nin cekmecede buldugu esyalarla
eskiye dair bosluklu animsamalar yasamasi, siradan bir unutkanlk ile acgiklanamayacak kadar derin bellek
yitimlerine isaret etmektedir.

Beyza'nin is ve sosyal yasamindaki bozulmalar da filmde belirgin bir sekilde gézlenmektedir. Dissosiyatif
stireclerin, bireyin guinliik yasaminda ciddi bozulmalara neden oldugu bilinmektedir (izci ve digerleri, 2024).
Beyza'nin ¢esitli sahnelerde islevsellikte yasadigi zorluklar, bu bozulmalarin klinik olarak belirgin rahatsizliklar
yarattigini gdstermektedir. Bu bulgular, dissosiyatif kimlik bozuklugunun bireyin sosyal ve is yasaminda ciddi
etkiler yarattigini literatiirdeki calismalarla da uyumlu bir sekilde ortaya koymaktadir. Ozellikle Beyza'nin sosyal
etkilesimlerinde yasadigi zorluklar ve is yasaminda karsilastigi problemler, bu bozuklugun sosyal ve profesyonel
hayata olan olumsuz etkilerini agikga gostermektedir.

Filmde, Beyza'nin uzun sireli baski ve beyin yikama yoluyla kimlik bozuklugu yasamasi, DKB'nin travma temelli
bir bozukluk olarak ele alinmasini desteklemektedir. Derin ve Oztiirk (2020) calismalarinda belirtilen, beyin
yikama ve kimlik degisiklikleri arasindaki iliski, filmdeki olay 6rgisuyle 6rtismektedir. Beyza'nin cocuklugunda
maruz kaldigi travmatik olaylar ve bu olaylarin kimlik bozukluguna yol agmasi, dissosiyatif reaksiyonlarin
travmatik dogasi ile uyumludur. Doruk karakterinin Beyza'ya uyguladigi psikolojik manipilasyon ve beyin
yikama teknikleri, bu iliskinin sinemada nasil dramatize edildigini gostermektedir. Beyza'nin cinayetleri
isledigine inandiriimasi ve bu siirecte yasadigi kimlik degisiklikleri, dissosiyatif kimlik bozuklugunun travma
sonrasi olusabilecegini ve manipdlasyon tekniklerinin bu sureci nasil etkileyebilecegini ortaya koymaktadir.
Ayrica, Shattered Soul filmini daha iyi baglamlandirmak icin, onu DKB'yi de tasvir eden uluslararasi alanda
taninmis filmlerle karsilastirmak gerekir. Ornegin, Verhulst (2017) Split, Psycho ve Fight Club filmlerini analiz
ederek DKB'nin hem dogru hem de yaniltici temsillerini vurgulamis ve travma kaynakli kimlik parcalanmasinin
sinematik etkisini vurgulamistir. Benzer sekilde, Nuraeni ve Silaban (2019) Split'teki Kevin karakterini inceleyerek
cocukluk travmasinin nasil ¢oklu baskin kisilikler yarattigini ve DKB' nin travma sonrasi modeline nasil uyum
sagladigini ortaya koymustur. Ayrica, Merry (2017) Fight Club ve United States of Tara filmlerini inceleyerek
DID'nin toplumsal normlara ve travma temelli anlatlara meydan okumak icin metaforik olarak nasil
kullanildigini vurgulamistir. Bu filmlerle karsilastinildiginda, Shattered Soul yalnizca i¢ ¢atismayr yansitmakla
kalmayip ayni zamanda DKB semptomlarini Turk toplumuna 6zgi kiltirel ve ahlaki gerilimlerle iliskilendirerek
farkli bir tasvir olusturmasiyla 6ne ¢iktigi sdylenebilir.

Calisma sonucunda, “Beyza'nin Kadinlari” filminin DSM-5 Dissosiyatif Kimlik Bozuklugu (DKB) tani kriterlerine
uygun bir sekilde DKB'yi temsil ettigi goriilmektedir. Beyza'nin farkli kisilikleri arasindaki gegisler, bellek yitimleri
ve travmatik animsamalari, DSM-5 tani kriterleriyle drtiismektedir. Ozellikle Beyza'da yapisal olarak farklilasmis
kimliklerin varligi, Oztiirk’tin (2025) tanimladigi disosiyatif yeniden yapilanma siirecini yansitmaktadir. Oztiirk
(2025), bu kimliklerin catismali icsellestirilmis travma ve hayatta kalma anlatilari etrafinda olustugunu
aciklamaktadir. DKB'nin tani kriterleri ve semptomlarini detayli bir sekilde ele alarak, sinemadaki temsilin bu
kriterlerle ne kadar uyumlu oldugu degerlendirilmektedir. Bu, psikiyatristler ve klinik psikologlar igin bilimsel
dogrulugu artirma yoniinde énemli bir referans sunmaktadir (Brand vd., 2014; Dell ve O'Neil, 2009). Ancak,
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klinik ayirici tani 1siginda, ana karakterin semptomlarinin DKB yerine alternatif psikiyatrik bozukluklara isaret
edip etmedigini degerlendirmek de dnemlidir. Ornegin, kimlik bozuklugu, diirtisellik ve duygusal dengesizlikle
karakterize Sinirda Kisilik Bozuklugu, Beyza'nin dissosiyatif deneyimlerini ve duygusal dizensizligini de
aciklayabilir. Ayrica, 6zellikle dissosiyatif semptomlar travmayla iliskili cerceveler veya olasi ikincil kazanimlar
araciligiyla yorumlandiginda, Karmasik TSSB veya Hasta Taklidi gibi durumlar g6z ardi edilmemelidir. Calisma
ayni zamanda toplumda DKB hakkindaki farkindaligi artirmayi amaclamaktadir. Bu, DKB'li bireylerin toplumda
daha fazla kabul gérmesine ve desteklenmesine yardimci olmaktadir (Brand vd., 2014). Ayrica, DKB'nin tedavi
yontemlerinin sinemada nasil temsil edildigine dair degerlendirmeler de calismanin bilimsel katkilari arasinda
yer almaktadir. Bu hem klinik uygulamalar hem de sinema yapimcilari icin yol gdsterici olmaktadir (Draijer ve
Bloon, 1993). Son olarak, bu calisma, disiplinler arasi arastirmalarin énemini vurgulamaktadir. Psikkoloji ve
sinema arasindaki etkilesim, her iki alanda da daha derinlemesine anlayislar gelistiriimesine olanak tanir. Bu
durum, akademik literatlire degerli katkilar sunmakta ve halkin ruh saghg konusundaki farkindaligini
artirmaktadir (Sar, 2011; Van Der Hart vd., 2010). Beyza'nin yasadigi kimlik ayrismalari, farkli kisiliklerin belirgin
davranis 6riintileri ve bellek yitimleri, literatlirdeki bulgularla uyumlu olarak tespit edilmistir (Brand ve digerleri,
2014; Steele ve digerleri, 2005). Ancak, filmde tanimlanmamis bozukluklara dair bir icerik yer almadigi icin bu
alanda bir degerlendirme yapilamamistir.

Sonug olarak, "Paramparca Ruh" filmi, Dissosiyatif Kimlik Bozuklugu'nun (DKB) sinemada hem klinik hem de
teorik agidan nasil temsil edildigine dair etkileyici bir 6rnek sunmaktadir. Calismanin bulgulari yalnizca DKB
hakkinda toplumsal farkindaligin artmasina katkida bulunmakla kalmamakta, ayni zamanda dissosiyatif analiz,
dissosiyatif narsisizm ve defekator alter kisilik kavrami gibi cagdas teorik cercevelerle de ortismektedir. Bu
teoriler, filmde acikca dramatize edilen travma ve manipllasyon altinda kimligin parcalanmasini
vurgulamaktadir. Psikolojik baski ve beyin yikamanin alter kisiliklerin ortaya ¢ikmasina nasil yol acabilecegini
ortaya koyarak film, modern psikopatoloji igindeki dissosiyatif bozuklugun karmasik dinamiklerini
yansitmaktadir. Bu nedenle, bu calisma hem kamuoyunun DKB hakkindaki anlayisini hem de teorik icgoriyi
gelistirmektedir ve gelecekteki arastirmalarin sinematik temsil ile glincel dissosiyatif teoriler arasindaki bu tir
kesisimleri daha fazla arastiracagi umulmaktadir.

Bu arastirma, DKB'nin sinemada nasil islendigine dair dnemli bilgiler sunmakta ve bozuklugun karmasikhigini
anlamak icin degerli bir kaynak olusturmaktadir. Ancak, daha genis kapsamli calismalar yapilarak, farkli filmlerde
DKB'nin temsilinin analiz edilmesi gerekmektedir. Ayrica, bu tir ¢calismalarin klinik uygulamalara ve toplumsal
farkindaliga katki saglamasi icin, sinema ve psikiyatri alaninda is birliklerinin artinlmasi &nerilmektedir.
Gelecekte yapilacak calismalar icin su oneriler sunulmaktadir:

1. Farkli Medya ve Filmlerle Karstlastirma: DKB'nin sinemadaki temsillerinin farkli medya ve filmlerle
karsilastiriimasi, bu bozuklugun toplumdaki algisinin daha iyi anlasilmasini saglayacaktir.

2. Egitim ve Farkindalik Programlari: Sinema ve televizyon dizileri gibi popller medya araclarinin, DKB ve
diger ruh saghg bozukluklar hakkinda farkindalk yaratma potansiyeli gbz éniinde bulundurularak,
egitim ve farkindalik programlarinin gelistirilmesi dnemlidir.

3. Klinik ve Disiplinlerarast Calismalar: Klinik psikologlar, psikiyatristler ve medya uzmanlari arasinda is
birligi yapilarak, DKB'nin dogru temsilleri ve bu temsillerin toplumsal etkileri tzerine disiplinlerarasi
calismalar tesvik edilmelidir.

4. Daha Fazla Ampirik Arastirma: DKB'nin tedavi yontemlerinin ve bu bozuklugun farkl kultirlerdeki
temsillerinin daha fazla ampirik arastirmalarla incelenmesi gerekmektedir.
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