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Abstract

This Master’s thesis aims to investigate the role of radio aesthetics in contemporary
cinematography, specifically focusing on films where sound is presented as a substance
independent of the visual image. The central subject of the research involves the contrasting
yet phenomenologically intertwined transcendental and traumatic dimensions of perception.
The research hypothesis is based on the notion that acousmatic sound—severed from its visual
source—becomes a mediator and a bridge between physical reality and the transcendental
dimensions existing beyond it. Theoretically, the work draws upon Michel Chion’s concepts
of sound, allowing for an examination of sound not as an additive to the image or a filler for
visual absence, but as an independent narrative method and an autonomous component of

cinematic language.

The thesis is divided into two primary structural parts. In the first part, the concept of radio
aesthetics is established, defining the weight of the term and its application in modern cinema.
Consequently, through the examples of Lois Patifio’s Samsara and Apichatpong
Weerasethakul’s Memoria, the study analyzes the meditative state constructed through sonic
elements, where sound is employed as an archaeological tool of memory (Memoria) and a
spiritual guide (Samsara), transforming the viewer into an active listening subject and opening
a path toward transcendental experience. In the second part, based on the analysis of Laszl6
Nemes’s Son of Saul and Jonathan Glazer’s The Zone of Interest, the focus shifts to sound as a
radical form of representing traumatic experience. In these works, the soundscape is used to
convey historical horrors that, based on ethical or aesthetic maxims, are impossible to
illustrate; here, sound becomes a conduit for traumatic shock. As a result of the research, the
concept of radio aesthetics is formulated, establishing that contemporary authors increasingly
rely on sonic narrative methods to achieve ontological depths of perception that would remain

inaccessible through traditional expressive methods alone.

Keywords: radio aesthetics, transcendental, acousmétre, trauma, contemporary cinema.



