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Trapped Between Two Incommensurable World Views: No 
Longer at Ease 

A. Nejat T¥NG¦R* 

  
ABSTRACT 

Chinua Achebe is celebrated as the pivotal author of African fiction in English. His works which reflect the African people, African 
life, and African cultures realistically and from the perspective of an insider, an African person is widely read and studied. No Longer 
at Ease (1960) in which Achebe gives voice to African people and embraces African cultures is the second of his Trilogy which was 
published after Things Fall Apart (1958) and before Arrows of God (1964). In No Longer at Ease, the plot opens with the trial of Obi 
Okonkwo who came from Britain as an educated and ambitious young man and unfolds with glimpses on westernisation of colonial 
Nigeria, immigration to Britain particularly for education, discrimination and racism by the white men and by the Nigerians towards 
former osus in the background. Impact of British colonialism and British imperialism on individuals and on Nigerian communities, 
the clash of British values and perspectives with those of Nigerian people, and Obiõs attempts to find an equilibrium between these 
starkly opposite world views are Achebeõs focal points in the novel. The aim of this study is to show how Achebe intersects the 
peculiar features of Igbo, Nigerian and African culture with Christianity, the English language and European values in No Longer at 
Ease to display how British colonialism corrupts and traumatises communities and individuals who are unable to reconcile these 
different value systems.  
 
Keywords: No Longer at Ease, Achebe, African Literature, Nigeria, colonialism 
 

 

ķki UyuĹmaz D¿nya Gºr¿Ĺ¿ ArasĔnda SĔkĔĹmak: No Longer at 
Ease (ArtĔk Rahat Yok) 

¥Z 
Chinua Achebe, ķngilizce Afrika edebiyatĔnĔn ºnde gelen yazarĔ olarak kabul edilir. AfrikalĔlarĔ, Afrika yaĹamĔnĔ ve Afrika k¿lt¿rlerini 
i­eriden bir AfrikalĔnĔn gºr¿Ĺ a­ĔsĔndan ger­ek­i bicinde yansĔtan eserleri ­ok okunur ve ­alĔĹĔlĔr. Achebeõnin AfrikalĔlara sºz verdiĶi 
ve Afrika k¿lt¿rlerini kucakladĔĶĔ No Longer at Ease (1960) adlĔ romanĔ Things Fall Apart (1958)õdan sonra ve Arrows of God (1964) 
ºnce basĔlan ve ¿­lemenin ikincisi olan kitabĔdĔr. No Longer at Easeõde olay ºrg¿s¿ Britanyaõdan eĶitimli ve hĔrslĔ bir gen­ adam olarak 
gelen Obi OkonkwoõnĔn yargĔlanmasĔ ile baĹlar ve arka planda sºm¿rge dºneminde NijeryaõnĔn BatĔlĔlaĹmasĔ, ºzellikle eĶitim i­in 
Britanyaõya gº­, beyazlarĔn ayrĔmcĔlĔk ve Ĕrk­ĔlĔĶĔ ve osuõya yapĔlan ayrĔmclĔĶĔ gºz ºn¿ne getirerek devam eder. ķngliz emperyalizmi ve 
ķngliz sºm¿rgeciliĶinin Nijerya topluluklarĔ ve bireyler ¿zerinde etkisi, ķngiliz deĶer ve bakĔĹ a­ĔlarĔ ile NijeryalĔlarĔn deĶerleri ve bakĔĹ 
a­ĔlarĔnĔn ­atĔĹmasĔ ve Obiõnin bu iki tamamen zĔt d¿nya gºr¿Ĺ¿ arasĔnda bir denge bulma ­abasĔ Achebeõnin odak noktalarĔdĔr. Bu 
­alĔĹmanĔn amacĔ ķngiliz sºm¿rgeciliĶinin, topluluklarĔ ve bu farklĔ gºr¿Ĺleri baĶdaĹtĔramayan bireyleri nasĔl yoldan ­ĔkardĔĶĔna ve 
travmatize ettiĶine iĹaret etmek amacĔyla No Longer at Easeõde Achebeõnin Igbo, Nijerya ve Afrika k¿lt¿rleri ile HristiyanlĔĶĔ, ķngiliz 
Dilini ve ķngiliz deĶerlerini nasĔl kesiĹtirdiĶini gºstermektir.  

  
Anahtar Kelimeler: No Longer at Ease, Achebe, Afrika EdebiyatĔ, Nijerya, sºm¿rgecilik 
 

 
 

 

INTRODUCTION 
Chinua Achebe was one of the pioneers in the emergence of African literary voice in English with his 

novels Things Fall Apart (1958), No Longer at Ease (1960), Arrows of God (1964), A Man of the People (1966), 
and Anthills of the Savannah (1987). He populated his novels with African characters, folk life, traditions, flora, 
fauna, landscape, rituals and African languages as an insider in contrast to the perspective of the Anglo-
Saxon writers who created streotypical characters and reflected their deragotory attitude to the colonised. 
He also included myths, tales, legends, faith, ceremonies, and tribal life in his work and òAchebe established 
the total rehabilitation of the image and dignity of the African personality bruised and damaged by the 
colonial masteró (Nnolim, 2011, p.39). Kruger (2021) added that òAchebe is intervening in a discursive field 
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where racist and imperialist depictions of Africa have predominatedó (p.64). His novels date back to the late 
colonial, independence and post-colonial times during which Nigeria transformed from a rural protectorate 
to an independent country. As Boehmer claimed (2009),  

 
Achebe offered a way of writing Africa that would prove influential, not to say path-breaking, a paradigm shift, for 
African literature subsequently. This approach might be characterized as vernacular and idiomatic, embedded in local 
myth and oral tradition, yet also involved in two chief concerns: to explore in the once-colonial language of English the 
subtle, often fatal seductions of the colonial project; and to assert a specifically African voice and historical presence 
(pp.141-142). 

 
So, Achebeõs novels are a rebellion against the net the British threw on West Africa with the slave trade 

and export of their language, education system, legal system, military, law enforcement and religion during 
the colonial period. The ensuing economic and social problems and tribal strife due to the multi-ethnic and 
the multi-lingual structure of the country in the colonial and late colonial period afflicted the society and the 
individuals in varying degrees. Achebeõs No Longer at Ease is important because all these issues find an echo 
in his novel through the lens of a Nigerian author with a fresh insight.  
 

1. Trapped in-between  
The novel is basically about the anguish of the protagonist Obiajulu Okonkwo as he felt trapped in two 

different set of values, life styles, outlooks, languages, beliefs, and traditions in the colonial and late colonial 
periods in Nigeria within the wider framework of the transformation in the Nigerian society from a 
colonised country to independence, its economic and social change, and its impact on the Nigerian people. 
As Babalola (1986) observed, his work also depicted òthe clash of two civilizations, the antipathy between 
youth and old age, human fallibility, social and moral decadenceó (p.139). Obiõs suffocation and despair 
between customs and modern life, between his parents and his girlfriend, between his conscience and his 
financial needs, between his individuality/independence and communal/societal pressures, between city life 
and rural life, and between the affluent parts of the city and the slum areas are the focal points in the novel. 
The novel begins with the trial of Obi in 1956 at the High Court in Lagos for soliciting and accepting bribe 
abusing his post in the Senior Civil Service for scholarships abroad. The novel unfolds with flash backs and 
flash forwards which further inform about Obi and how he failed his family, his friends, his girlfriend and 
his community after various conflicts and dilemmas in his life. At the onset, two very different worlds are 
apparent with the trial scene as it brings out the two totally different reactions to his crime. While the 
Europeans like the judge and Mr. Green expressed their disappointment with this promising man, Nigerians 
blamed Obi for risking his career for such a small sum. They thought it was a shame for òtheir most learned 
offspring, who has been educated for the glory of the clan and to look after their interests, should be so 
incompetent in the elementary conventions of bribe taking (Carroll, as cited in Sakshi, 2013, p.27). However, 
due to their tribal solidarity, they decided to support him despite their disappointment with him in contrast 
to the British people who immediately distanced themselves from him. 

Throughout the novel, Ibo peopleõs crisis between their traditions, and English and Christian teachings 
are depicted again and again. Particularly Obi found himself squeezed by the values of Christianity, English-
style education he had and the dominant Ibo culture in his village, Umuofia, in Eastern Nigeria when the 
country was still a colony of the United Kingdom in the 1930s. Obi was a bright boy and a village celebrity 
in the mission school. The education he had confused his mind as he was reported to have written a letter 
to Adolf Hitler during the war and caned for this disgraceful act. Another inner and intensive conflict in his 
childhood arose in the ôoralõ lessons at school. Every pupil was supposed to tell a folk story and he liked 
them but he was unable to tell a story because his father, a convert, forbade such heathen stories. Finally, 
he learned a story from his mother and told it to the class. It was a pity for him to see that òknowledge of 
his own culture's literature is forbidden by his father's Christian prejudicesó (Rogers, 1983, p.167) which 
was one of the very first crises he would have to undergo throughout his life. In his childhood, he did not 
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believe in the myths and stories of his culture as he found them illogical. It is noteworthy that religion played 
a very significant role in their relationships because Obi had to hide his atheism from his father who had 
been cursed by his grandfather because of his conversion to Christianity and he had to pretend as if he was 
a faithful Christian. Obviously they had difficulty in reconciling Christian faith with the myths, folk tales, 
local religion, and the paternalistic society. Particularly his fatherõs conversion resulted with his rejection and 
opposition to polytheist elements in his culture like giving gifts to the local rainmaker and breaking a kola 
nut for his return because he thought it was idolatry and heathen sacrifice. His father internalised the 
superiority of the white and he believed that the power of the white men was the written word which did 
not disappear in contrast to the uli, black patterns, women made on their bodies which disappeared soon. 
So, he preserved all the books and papers as if they were sacred papers. On the other hand, his mother, 
Hannah, was depicted to be a devout woman who forbade her children to eat food in the neighboursõ houses 
because they offered food to idols. They did not eat heathen food despite the fact that she liked their folk 
tales and ôheathen musicõ. Even his parents who were expected to stick to traditions in the most conventional 
way as they were living in the rural area changed with the irrefutable effect of Christianity.   

So, it is no surprise that Obi, too, changed mentally with his education in the mission school and 
university education in Britain which became a reality thanks to the communal spirit of the Umuofia 
Progressive Union in Lagos sponsoring promising Umuofian students for their studies abroad with a loan. 
Students like Obi were sent abroad as an investment as they were entitled to a European post in the civil 
service after their return. Obiõs education in English literature reflected as allusions and quotations to British 
poets and novelists, Housman, T.S. Eliot, Auden, Graham Greene, Evelyn Waugh and Conrad, which 
alienated him from his community as they did not understand or they were not interested in those people. 
Rogers (1983) supported the idea saying òEuropean education and values constitute the germ of his later 
alienation and betrayal of his parents' worldó (p.166). Here, the different perceptions of the government by 
the local people come to the fore as the government in Nigeria in the late colonial period was still a foreign 
colonial institution from which some posts could be gained and abused in the eyes of the Nigerians. It was 
a foreign institution under the colonisersõ control and they did not feel òa sense of belongingó (Zarrinjooee 
& Khatar, 2016, p.235). Therefore, university degree meant improvement in salary, a comfortable life, a 
position in government, and òsecond only to actually being a Europeanó (Achebe, 1994, p.105). As a first 
step for gaining a government post, Nigerian people needed a scholarship for studying in Britain and 
therefore people were ready to do everything including indecent and immoral acts like bribery and sexual 
abuse to have a scholarship. Obviously, at the beginning, Obi was an idealistic man who tried to behave 
decently and honestly claiming that colonial mentality and corruption in Nigeria would terminate when old 
Africans in important posts were replaced by educated generation. However, he was despaired to witness 
that poverty, corruption, and bribery was the reality of the streets and common people were accustomed to 
giving and taking bribes routinely. On his way to his hometown in the front seat of a lorry, his honesty cost 
the driver to pay more to the police and he was angry with Obi: òNa him make I no de want carry you book 
people,' he complained. 'Too too know na him de worry una. Why you put your nose for matter way no 
concern you?ó (Achebe, 1994, p.50). Apparently, the reality clashed with his sense of righteousness and he 
felt unable to do anything. His reactions and attitude were the implications of his estrangement from his 
own culture and his alienation from his people. 

Soon after he started working in the Civil Service, he bitterly realised that although his salary sufficed to 
afford the instalments for a new car and to live in the posh neighbourhood of Ikoyi, it was not good enough 
to refund his loan to the Union, for his financial needs, for the school fee of his brother, for the financial 
support for his family, and for the expectations of the village people who were glad because he did not come 
back with a white wife like many of his people. His alienation and his òutilitarian concernsó (Rogers, 1983, 
p.178) became evident when the Umuofia Progressive Union organised a welcoming graduation party for 
him. In contrast to the formal clothes of the people, Obi was dressed casually. As opposed to the excitement 
and cheer of the crowd which was celebrating his graduation and his new position in the government, he 
remained silent and calm throughout the event. Even the short speech he delivered lacked any delight or 
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energy. However, when the president warned him not to be attracted by the pleasures in Lagos and not to 
womanize, not to drink as they heard his relationship with òa girl of doubtful ancestryó (Achebe, 1994, 
p.94), Obi got furious, asked them not to interfere in his life, and left. What was expected from him to give 
heed to the warnings of the tribe as a dutiful and indebted young man; however, his personality, which was 
exposed to the overwhelming effect of Western individualism and morality, surpassed his native leanings 
and he refused to obey the impositions of his cultural heritage.    

So, his new challenge was the strong resistance to and condemnation of his relationship with Clara who 
was an osu, an outcast in Nigerian Ibo society by his parents, his friends, and his community. Although he 
had known from the beginning that his family and his people would oppose his marriage with an osu, he 
tried his chances with them. Clara was aware of the futility of his attempts to marry her and suggested 
breaking off their engagement because òthe societal rule forbids a free-born from marrying an outcast like 
Claraó (Serge, 2022, p.24). Obi thought it was foolish to òbe barred from marrying a girl simply because her 
great-great-great- greatgrandfather had been dedicated to serve a god, thereby setting himself apart and 
turning his descendants into a forbidden caste to the end of Timeó (Achebe, 1994, p.82). Even his friends 
Joseph and Christopher warned him that it was not possible for them to marry without the consent of his 
parents and they could not ignore their customs. Joseph said perhaps in the future, people would not mind 
such marriages but it was too early then. Facing so many resistance and protest, Obi was confused. He was 
indecisive whether to have a traditional wedding or a modern one.  

As he expected, he faced the strong opposition of his parents when his father called him to his village 
on the pretext that her mother was ill. His father immediately voiced his disapproval and resistance to his 
marriage with an osu. Obi failed to persuade his father with words from Bible who remained resolute in his 
decision although he knew that her father was a good man and a devout Christian and stated that òOsu is 
like leprosy in the minds of our people. I beg of you, my son, not to bring the mark of shame and of leprosy 
into your family. If you do, your children and your children's children unto the third and fourth generations 
will curse your memoryó (Achebe, 1994, p.152). His mother strictly protested him and threatened to kill 
herself if he married that girl, which drifted him to further conflict between his desires and those of his 
parents. He was neither able to persuade his parents or persuade Clara to stay with him.   

To make everything worse, Clara disclosed that she was pregnant but she aborted and abandoned him 
after her prolonged stay in hospital due to some complications. His motherõs death was the last blow on 
Obi. From that moment on, he started languishing as he felt unable to do anything to change the course of 
the events. Although he did his best for her mother to have a proper funeral service financially, his people 
were dissatisfied and criticised him for not behaving like a respectful son. Moreover, his people blamed him 
for womanizing, drinking, not coming home, and not caring for his family because the osu put something in 
his food. Rather than defying the customs and his people, he locked himself in his house. He felt shame, 
guilt, and despair as he lacked the courage, stamina and energy to resist his family and his community. After 
all these events, he felt squeezed between òtradition and modernityó:   

 
He is looking for Nigerian food but he cannot countenance its taboos. He wants to be close to his people, but he is 
concerned that Clara makes her dresses in the slums. He seeks to transcend tradition, and yet he cannot immerse 
himself in Englishness because it makes him feel like an outsider in his own language. (Ogude, 2014, p. 252).  

 

Kruger (2021) underscored his helplessness stating that:   
 
He is impatient with the remains of the British colonial administration; he is impatient, too, with those Igbo customs 
that get in his way. What this adds up to, however, is never made clear, because these are not principles that ever spur 
Obi into action. His various resolutions to pay off his debt to Umuofia, to help pay Clara for her abortion, to secure 
his parentsõ permission to marry, to avoid succumbing to corruption, all fail; indeed, they are barely attempted (p.70). 
 

Obi tried to remain steadfast to his principles and to act honestly for a long time. But in the end, òunable 
to make a balance between his values and the expectations of the society, Obi experiences a total 
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breakdownó (Zarrinjooee & Khatar, 2016, p.231) as he was unable reconcile two value systems, two ways 
of life, and two attitudes with his lukewarm, unenthusiastic and feeble reactions. 

 
2. Colonialism and Its Impact 
Indeed, the most pervasive and domineering force behind the personal and social crises lay the 

colonialism with its iron fist in the country. The colonial administration and the colonial institutions like 
British Council, club, law courts, Anglican Church, Roman Catholic Church, mission schools, and Church 
Missionary Society were still intact. The higher and administrative posts in Nigeria were still held by the 
Europeans. It was the late colonial period when some Nigerians started questioning the presence of the 
colonizers and there was some change of outlook towards the colonised. In the past, the non-Christians 
were called as ôthe people of nothingõ or ôthe people of the worldõ by the early Christians who thought 
themselves as ôpeople of the Churchõ. Obi remembered his first days at the bush mission school in Umuofia 
20 years ago when òwhite men were very rareó (Achebe, 1994, p.73). The first white person Obi saw in his 
life was the Bishop of Niger and the second person was the school inspector, Mr. Jones, whom everybody 
feared. Mr. Jones slapped the headmaster who retaliated him, which scared everybody because òTo throw 
a white man was like unmasking an ancestral spiritó (Achebe, 1994, p.74). The European culture was still 
influential and its seeds grew to be big plants as the school band played the tunes from the colonial times 
which reflected the strife between the Catholics and the Protestants, which was quite irrelevant for the 
Nigerians. Despite the export of the language, institutions, mannerisms, codes of conduct, life style of the 
British, the Nigerians were able to preserve their customs, ceremonies, deities, languages, and theiró joy of 
life had not yet been killed by those who claimed to teach other nations how to liveó (Achebe, 1994, p.57). 

Nevertheless, the transition of Nigeria from a colonised country into a quasi-independent state caused 
some confusion in the daily lives of the people in varying degrees. Lagos was obviously transforming from 
a rural town into a big city with electricity, cars, and slums. The transition resulted in two areas which were 
like òtwo kernels separated by a thin wall in a palm-nut shelló (Achebe, 1994, p.20). This kernel metaphor 
was also taken as a sign of Obiõs loss of òpolitical pride as well as socioeconomic and cultural integrity 
[which] é describe[d] his dual character as a cultural mulatto and rebeló (Babalola, 1986, p.147) and òthe 
two halves of the palm kernel perfectly represent the two halves of Obi's divided lifeó (Rogers, 1983, p.176). 
The difference was so big that ògoing from the Lagos mainland to Ikoyi on a Saturday night was like going 
from a bazaar to a funeraló (Achebe, 1994, 20). So, Obi had to live among the people who had different 
attitude to the British people in the country with his education in English literature, his aspirations for 
success, his morality, and his atheism. When in Britain, he was homesick for his country and he took every 
opportunity to speak Ibo with his people, but in Nigeria he realised that people spoke Pidgin and Ibo only 
in personal and confidential circumstances. The language of the coloniser was the contact language in their 
dealings in business and legal affairs. Despite regarding the language of the coloniser, everything they 
associated with British culture as prestigious, paradoxically they disapproved the white wives brought from 
Britain. Moreover, even the educated Nigerians ate pounded yams/garri with their hands as they thought it 
tasted better and they did not mind being called uncivilized which was the fear of the first generation 
educated Nigerians although òNo decent restaurant served Nigerian foodó (Achebe, 1994, p. 39).  

There was some improvement in the name of equality and race relations but still there were few Africans 
in the European club after long years of segregation, and the relationships between the colonisers and the 
colonised were still tense, which further deteriorated Obiõs condition. He was very careful in his talks with 
Mr. Greenõs secretary, Miss Marie Tomlinson, lest she could spy on him. Mr. Green, his boss, was depicted 
to be a typical colonist with his condescending behaviour and belittling attitude to the Nigerian office worker 
as he stated that òThe African is corrupt through and throughó (Achebe, 1994, p.3). He was a forbidding 
man who treated his assistant badly, and then rebuked Obi for not calling him ôsir'. Mr. Green claimed that 
Western education which was imported to the country for developing the Africans was a futile attempt 
because òThe fact that over countless centuries the African has been the victim of the worst climate in the 
world and of every imaginable disease. Hardly his fault. But he has been sapped mentally and physicallyó 
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(Achebe, 1994, p.4) without mentioning the horrible effects of colonialism. Zarrinjooee and Khatar (2016) 
posited that òMr. Green is blind to the changes in Nigeria and continues to use the lens of a typical 
colonialistõs mentality to see the world ... The encoded master/slave expressions in his diction, shows his 
colonial mentality and his false image of the Nigerian peopleó (p.233). Indeed, Mr. Green was angry with 
educated Nigerians who demanded money from the government even for their girlfriends when their people 
were suffering from poverty, disease and hunger. Despite his hatred for the colonised, he was still working 
hard in his work like a missionary. Therefore, Obi commented that:  

 
It was clear he loved Africa, but only Africa of a kind: the Africa of Charles, the messenger, the Africa of his garden- 
boy and steward-boy. He must have come originally with an ideal---to bring light to the heart of darkness, to tribal 
headhunters performing weird ceremonies and unspeakable rites. But when he arrived, Africa played him false. Where 
was his beloved bush full of human sacrifice? There was StGeorge horsed and caparisoned, but where was the dragon? 
In 1900 Mr Green might have ranked among the great missionaries; in 1935 he would have made do with slapping 
headmasters in the presence of their pupils; but in 1957 he could only curse and swear (Achebe, 1994, p.121).  

 
Mr. Green said he did not understand why Africans needed annual leave because the original aim was to 

give Europeans a chance to go to cooler places. Marie also thought there were too many holidays in Nigeria 
forgetting the fact that it did not occur to the Europeans, particularly the English colonisers that the posts 
in the country would be held by the Nigerians some day with the same benefits and advantages although 
Mr. Green firmly believed that every Nigerian working in the government was corrupt and therefore 
Nigerians were not fit to govern their own country. Obviously, òMr. Green does not like the real Nigeria, 
but the Nigeria of his imagination. He likes the Nigeria of thick bushes, dirty natives, and submissive 
servants. He likes his office, because his submissive workers, stewards, and messengers who give him a 
pleasing self-image as a colonial master surround himó (Zarrinjooee & Khatar, 2016, p.234). The most 
remarkable event which displayed the barriers between the colonised and the colonisers was the impolite 
and racist intrusion of the Mother and the Bishop of the Roman Catholic Convent who forbade two Irish 
girls to fraternise with African men.  

Although the Nigerians complained, criticised and condemned the European colonisers about their 
discriminatory and racist practices and their hypocritical behaviour, obviously some of them were stricken 
with the similar malaise. In addition to the collectivistic racist behaviour towards Clara, Clara herself did not 
have clean hands regarding discriminatory manners towards people of less fortunate situations. Although 
she suffered the most because she was an osu, Clara showed an attitude towards the desperate girl she came 
across in Obiõs flat with her haughty behaviour and òby her sophisticated un-Nigerian accent she showed 
that she was a been-to éby her walk---quick, short steps instead of the normal leisurely gaitó to show her 
that she had no chances to seduce her boyfriend (Achebe, 1994, p.106). 

 
CONCLUSION 
To conclude, Obi aimed to have a comfortable life in Nigeria after his education in Britain but day by 

day he lost his peace of mind, his relatively comfortable life, his girlfriend, his position, his honor, his goals, 
and his freedom. Obi considered himself impervious to corruption and he tried to act honestly, decently 
and morally. For a long time, he resisted all attempts to tempt him to accept bribe with cash money and 
seduction by taking advantage of his position in the Civil Service. He found himself in an emotional dilemma 
as he already suffered from financial issues despite his relatively high salary and posh life, which were the 
envy of most people. Splitting up with Clara and the death of his mother unscrewed all his moral bolts. 
Economic, familial, and social challenges crippled him and he lost his idealism after he returned. In the face 
of contrasting world views, opposing parents, unhelpful tribe, colonialist and racist mind sets, and successive 
crises, he attempted to find equilibrium and peace. But he failed as a son, as a boyfriend, as an employee, as 
a member of his community and his various strategies like pretension, abject refusal or silent acceptance did 
not help. His ideals and principles were shattered and replaced by passivity, desperation, aimlessness, and 
corruption. He could not conform to the demands of the two incommensurable forces and he felt 
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debilitated, lethargic, and desperate. In contrast to his name, which means ômy heart is at peaceõ, Obi could 
not find peace in the novel. After languishing in his small sphere for some time and not finding an 
equilibrium in his life, he finally gave in to the temptation and starting taking bribes, which led him to 
devastation and destruction  
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Fiction and Sociocultural Inclusion: Intersectionality, Classism and 
Racial Prejudice in Harper Leeõs to Kill a Mockingbird 

Adesanya M. Alabi* 

 
ABSTRACT 

The term 'fiction' is derived from a Latin word, 'fictus', meaning 'to create'ñit is practically invented from the writerõs realm of 
imagination. Hence, every culture has a legacy of fiction, which has long been connected to narrative storytelling involving myths, tales, 
and traditional stories. Fiction primarily presents imaginary events, characters, places, and times to tell a creative story. Its roots may be 
found in classical Greece, where poets like Homer, Hesiod and others created fanciful tales through oral tradition before they were 
subsequently recorded in writing. Fiction may produce various literary forms, including novels, poems, novellas, short stories, and even 
plays. Fictional stories have been used to reflect events that are true and factual, yet those events happen in the writerõs imagination. As 
it is ingrained and holistically inveterate in every culture, it moulds, forms and ameliorates the socio-cultural situation of the people. It 
entertains and enlightens the readers in a way that uniquely changes and shapes their point of view. It reflects an escape from reality to 
an adventurous world that exists only in people's thoughts. In its interconnection with society, social justice, the concept of class 
distinction, gender, marriage and civil rights, it presents crucial sociocultural issues in a universe that is seriously harsh, and people tend 
to seek meaning and congruence in the same lacuna where they are helpless to control their fate. Regarding this, drawing on Harper 
Leeõs To Kill a Mockingbird, this paper examines the themes of intersectionality, racial prejudice and classism and reflects how fiction 
accentuates the cohabitation of evil and good, respectively. 
 
Key Words: Fiction, intersectionality, racial prejudice, classism, society 

 
 

Kurgu ve Sosyok¿lt¿rel KapsayĔcĔlĔk: Harper Leeõnin B¿lb¿l¿ 
¥ld¿rmek AdlĔ RomanĔnda KesiĹimsellik, SĔnĔf­ĔlĔk Ve Irksal 

¥nyargĔ 
¥Z 

'Kurgu' terimi, 'yaratmak' anlamĔna gelen Latince 'fictus' kelimesinden t¿retilmiĹtir; neredeyse yazarĔn hayal g¿c¿nden t¿retilmiĹtir. 
DolayĔsĔyla her k¿lt¿r¿n, mitleri, masallarĔ ve geleneksel hikayeleri i­eren anlatĔsal hik©ye anlatĔmĔyla uzun zamandĔr baĶlantĔlĔ olan bir 
kurgu mirasĔ vardĔr. Kurgu, ºncelikle yaratĔcĔ bir hik©ye anlatmak i­in hayali olaylarĔ, karakterleri, yerleri ve zamanlarĔ sunar. Kºkenleri, 
Homeros, Hesiodos ve diĶerleri gibi Ĺairlerin sºzl¿ gelenek yoluyla hayali hik©yeler yarattĔklarĔ ve daha sonra bunlarĔn yazĔya ge­irildiĶi 
klasik Yunanistan'a dayanĔr. Kurgu, romanlar, Ĺiirler, novelalar, kĔsa ºyk¿ler ve hatta oyunlar dahil olmak ¿zere ­eĹitli edebi bi­imler 
¿retebilir. Kurgusal hik©yeler, ger­ek ve olgusal olaylarĔ yansĔtmak i­in kullanĔlmĔĹtĔr, ancak bu olaylar yazarĔn hayal g¿c¿nde ger­ekleĹir. 
Her k¿lt¿re kºk salmĔĹ ve b¿t¿nsel olarak yerleĹmiĹ olduĶundan, insanlarĔn sosyo-k¿lt¿rel durumunu Ĺekillendirir, bi­imlendirir ve 
iyileĹtirir. OkuyucularĔ eĶlendirerek ve aydĔnlatarak, onlarĔn bakĔĹ a­ĔlarĔnĔ ºzg¿n bir bi­imde deĶiĹtirip Ĺekillendirir.Ger­eklikten, yalnĔzca 
insanlarĔn d¿Ĺ¿ncelerinde var olan macera dolu bir d¿nyaya ka­ĔĹĔ yansĔtĔr. Toplum, sosyal adalet, sĔnĔf ayrĔmĔ kavramĔ, cinsiyet, evlilik ve 
medeni haklarla olan baĶlantĔsĔyla, son derece sert bir evrende ºnemli sosyok¿lt¿rel meseleler sunar ve insanlar, kaderlerini kontrol 
etmekte ­aresiz kaldĔklarĔ aynĔ boĹlukta anlam ve uyum arama eĶilimindedir. Bu baĶlamda, Harper Lee'nin B¿lb¿l¿ ¥ld¿rmek kitabĔndan 
yararlanan bu makale, kesiĹimsellik, Ĕrksal ºnyargĔ ve sĔnĔf­ĔlĔk temalarĔnĔ inceler ve kurgunun sĔrasĔyla kºt¿ ve iyinin bir arada yaĹamasĔnĔ 
nasĔl vurguladĔĶĔnĔ yansĔtĔr. 
 
Anahtar Kelimeler: Kurgu, kesiĹimsellik, irksal ºnyargĔ, sĔnĔf­ĔlĔk, toplum 
 
 
 
 

INTRODUCTION 
After many years since the Civil Rights Act of 1964 and the Voting Rights Act of 1965 were enacted to 

abolish systemic racial distinctions, the force of racism continues to grow in the United States, posing a 
significant threat to Black Americans. Racism in America has been a frequent topic of debate among researchers. 
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Lacy et al. explain that current ôôsocial and civil protests structural racism in the United States urge action, but 
none of us can change what cannot be faced. Reckoning with systemic oppression requires a frank discussion 
of the nationõs historyõõ (ASA, 2023:2). This major issue began in the 16th century with the establishment of 
transatlantic slavery, in which millions of Africans were sold into slavery from their motherland to the Americas. 
This pitiful situation persisted for four hundred years before it was put forward for abolition. Although the 
Southern part of the United States had numerous reasons for not outlawing the slave trade, one of the most 
vital was the free labour that the Black slaves provided for them at home and on their plantations. The Northern 
part strongly opposed slavery; they argued that all men were equal and that it was inhumane for a man to own 
his fellow men as property. Bloom in his Conservatism and Racism in America From the Civil War until the Great 
Depression, it opens that ôô[w]hen Blacks started leaving the South, they did not only go to the big cities in the 
North, where the overwhelming bulk of Blacks in the North live today. Many of them settled in little towns, 
especially in the Midwest (Bloom, 2024:19). The South, however, believed that God could not have created 
both whites and blacks equally. They felt that the Black race was intended to serve and satisfy the white race. 
The issue caused a significant conflict between the North and the South; therefore, the South chose to secede 
from the United States. They believed that if God made all men equally, then some menñthe white onesñ
were more equal than the Black ones. Thus, it resulted in the American Civil War, which ranged from 1861 to 
1865. In the process of reconciliation, the abolition of slavery was a major requirement for the reunification of 
the South with the North, even during the Reconstruction Era. Thus, Edward Saidõs concept of otherisationñ
in which the West regards itself as the first and superior raceñcan also be linked to racial segregation in the 
USA. òWe and the othersó syndrome is implied by this. AbdulMagied pontificates that ôotherõ means different 
things to people in different situations and settings, and the way of defining the other changes from one personõs 
experience to the other. ôOtheringõ is not about one situation; it is about a pattern of behaviour that brings down 
different minority groups or communities. (AbdulMagied, 2022:111). Therefore, the concept of white culture 
and the superiority complex have played a significant role in racial segregation and prejudice in America. In this 
sense, Harper Lee's To Kill a Mockingbird explains intersectionality, classism, and racial prejudice in American 
society. The text primarily exposes the racial injustice that Black Americans face in the Jim Crow South, even 
as it also highlights other significant subjects. The legal system that separated whites and blacks in the 19th 
century was known as Jim Crow Laws, and it was designed to create racial distinction. This legal system 
prohibited Black people from going to the same public lavatory, restaurant, hotel, church, or school as white 
people. They were excluded from several social, political, and economic opportunities. The closest similarity to 
this event is revealed in the British Apartheid rule in South Africa. During this era, the British colonial force 
ruled and persecuted South Africa's indigenous people; this kind of racial segregation was implemented in that 
country. Currently, as ¥zdemir claims, ôôin the USA, it is possible to point out that racism, which did not stop 
under Obama, was endured with Trumpõs presidential process among the different positions of low-income 
Black and minority societiesõõ (¥zdemir, 2021:112). In this regard, this paper thus illustrates the extent to which 
racial division operates in the South of the USA, as it is shown in To Kill a Mockingbird. 

 
1. Racial Prejudice, Intersectionality And Classism In To Kill A Mockingbird 
Despite Leeõs claims that she never intended to address the topic of racial prejudice in the text, its central 

theme reflects this reality. This racial inequality is reflected in a sentence in the text that states, òIn our courts, 
when itõs a white manõs word against a Black manõs, the white man always winsó (224). Harper Lee published 
To Kill a Mockingbird in 1960, set in the fictional Alabama hamlet of Maycomb. The narrator of the story is a six-
year-old Scout Finch. He tells the enlightening stories of various characters who face adversity just because they 
are Black. The text emphasises the cruel treatment of Black people, who are referred to as "trash" and ôôniggerõõ. 
Mrs Dubose's statement to the children echoes this. She always says, ôôYour father is no better than the niggers 
and trash he works for!õõ (105).  Hence, the story mainly centres on Tom Robinson, a Black man who is accused 
of raping a white girl, Mayella Ewell. Also, Jem and Scout encounter certain disparagement and prejudice from 

http://1865.in/
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the members of the community because their father, Atticus, shows kindness to the Blacks. The people treat 
these children with tremendous hostility while they also frequently witness violence around them. Thus, the 
novel describes how white parents train their children to be racially biased against Black people. The way Jem 
and Scout are ridiculed at school is a prime example of this. Cecil Jacobs, who attends the same class as Scout 
Finch, states, ôôMy folks said your daddy was a disgrace, and that nigger ought to hang from the water tank!õõ 
(79). As a result, Atticus' character is entirely different from that of the other Maycomb residents, serving as a 
key jab at individuals who are susceptible to racial prejudice. Yet, he encourages his children to be firm in the 
face of criticism and does not teach them to exhibit racial characteristics. He always instructs Jem and Scout in 
the following statement: ôôShoot all the bluejays you want, if you can hit 'em, but remember it's a sin to kill a 
mockingbirdõõ (93). Looking at the scenario in which Atticus kills a wild dog, one notices that it occurs not only 
in its literal meaning but also in a crucial symbolic context. It reflects a significant number of racist challenges 
facing the community, and the death of that dog demonstrates that racism is a mad dog that must be eliminated. 
To buttress this point in nexus with literary roles in vocalising this phenomenon, Berchez et al enunciate that:  

 
A growing awareness of racial matters and a desire to amplify black voices and spaces have led to a reevaluation of literature, 
notably one like Leeõs, portraying an important black character as Tom Robinson without agency and ð worse ð without 
any guilt. As an illustration of this, we can name the encouragement movement of reading works by black authors (like the 
ones in Howard University), showcasing black heroes from a legitimate perspective (Berchez et al,2024:93). 

 

As we consider racist incidents, we note that Scout's teacher, Miss Gates, also highlights the differences 
between America and Germany, noting that while dictatorship is practised in Germany, democracy is the system 
of government in America. ôôOver here, we don't believe in persecuting anybody. Persecution comes from 
people who are prejudicedõõ (249). She goes on to say that she is biased towards Hitler since he killed millions 
of Jews. As Scout reports to Jem, she makes a racial remark in private, demonstrating her double standard. 

 
Well, coming out of the courthouse that night Miss Gates wasñshe was goinô down the steps in front of us, you musta not 
seen herñshe was talking with Miss Stephanie Crawford. I heard her say it is time somebody taught õem a lesson, they 
were gettinôway above themselves, anõ the next thing they think they can do is marry us. Jem, how can you hate Hitler so 
bad anôthen turn around and be ugly about folks right at homeñ (250-251). 
 

The above statement demonstrates that Miss Gate is a racist who pretends to be polite and kind to Black 
people in public but harbours strong racist bitterness towards them in private. For this reason, we are shown 
how enraged Scout feels because of Miss Gates' hypocritical disposition. He recognises that her own teacher 
has blatant racist and classist tendencies, claiming to despise Hitler for annihilating Jews while harbouring 
prejudices against Blacks. Hence, MohamadAmin and Dabbagh maintain that ôôLee's choice of characters in her 
novel is deliberate, outlining issues that manifest in conventional social interaction as well as emerging events 
likely to aggravate underlying social tensions.õõ (MohamadAmin and Dabbagh, 2019:494). Furthermore, the text 
clearly exposes racist motifs to the extent that even during the Tom Robinson trial, we observe that there is 
much evidence provided in court that proves him undoubtedly innocent of the sexual assault charges, but the 
jury finds him guilty. After being convicted, he attempts to flee and is shot seventeen times. As a result, Scout's 
rhetorical question draws readers' attention to the magnitude of the double standard in American society, which 
proclaims the ideas of equality while ensuring that some people are not equal to white people simply because of 
their skin colour: ôôHow can you hate Hitler so bad and then turn around and be ugly about folks right at home?õõ 

In the case of Tom Robinson, we observe that systemic racism is evident, demonstrating how the legal 
system is exploited to oppress certain groups in favour of others. We can also see that no medical examination 
is conducted on the victim to prove that she is raped. Thus, in a shocking statement made by Tom in his own 
defence, he explains what Mayella says when she jumps on him and holds his waist tight: ôôShe says she never 
kissed a grown man before, and she might as well kiss a nigger. She says what her papa does to her doesnõt 
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count. She says, ôKiss me back, nigger.õ I said, ôMiss Mayella, let me out of here,õ and tried to run, but she got 
her back to the door, and I would have had to push her. I didnõt want to harm her, Mr Finch, and I said, ôLet 
me pass,õ but just when I said it, Mr Ewell yonder hollered through the window.õõ (197-198).  Despite giving all 
this evidence to show that he is not the one who wants to rape her ð she is the one who even attempts to rape 
him, which he rejects ð they still find him guilty. Jones claims that ôôthis novel, which captured the imagination 
while it criticised the morality of American adults, is classified as ôyoung adult literatureõ. This classification has 
caused the work to be ignored by the critical community and has undercut the power of the image of the modem 
hero that it presentsõõ (Jones, 1996:145). Hence, this problem is not peculiar to Tom alone, but also to all the 
Blacks across the globe who understand that justice is not always in what the judge judges; justice is determined 
only by their skin colour. Tom never gets justice even when he singlehandedly defends himself, and he realises 
that justice is not on his side. He tries to escape, and unfortunately, he is shot multiple times. It is revealed that 
To Kill a Mockingbird was inspired by the 1931 Scottsboro Trials that portray nine young Black boys who were 
falsely accused of sexual violence against two white girls. The case was prolonged for virtually six years.  It was 
conducted many times, and five of the boys were convicted of sexual violence despite that one of the girls 
confessed that sexual violence never happened. Thus, To Kill a Mockingbird serves as a symbolic agency for all 
the Black people who have been subjected to one racist treatment or another. Hence, we can observe that 
Atticus dispels the idea that places all Black people in an unscrupulous situation, and he says: 

 
the evil assumptionñthat all Negroes lie, that all Negroes are immoral beings, that all Negro men are not to be trusted 
around our women, an assumption one associates with minds of their caliber. òWhich, gentlemen, we know is a lie as black 
as Tom Robinsonõs skin, a lie I do not have to point out to you. You know the truth, and the truth is this: some Negroes 
lie, some Negroes are immoral, some Negro men are not to be trusted around womenñblack or white. But this is a truth 
that applies to the human race and to no particular race of men. There is not a person in this courtroom who has never told 
a lie, who has never done an immoral thing, and there is no man living who has never looked upon a woman without desireó 
(208). 
 

According to the cited remark, criminal conduct is a universal occurrence that impacts all people, not just 
members of a particular race. The degree of racism, classism, and social injustice that Black people in Maycomb 
must deal with is thus brought to light in To Kill a Mockingbird. The bond between white people and Black 
people was virtually non-existent at the time Lee wrote this book. Because they were viewed as a lower race, 
Black people were not allowed to marry white people or even be friends with them. A major controversy could 
have been caused if the black and white were mixed, which was unacceptable. This dilemma is portrayed in Mr 
Dolphus Raymond, who marries a Black woman and must pretend to be a drunk while sipping Coca-Cola in 
reality, and he does this to hide and avoid social and systemic disparagement. Since he has mixed-race offspring, 
he maintains that òthey donõt belong anywhere. Coloured folks wonõt have õem because theyõre half white; white 
folks wonõt have õem because theyõre coloured, so theyõre just in-betweens and donõt belong anywhere.õõ (163). 
Although Atticus maintains that he brings up his children without seeing disparity in humanity, we cannot refute 
the fact that they can never be absolutely cleansed from the filth of racism, classism, and social injustice that 
have submerged the society they are born into. Sun and Zhou postulate that ôômockingbird as a symbol of 
innocence and Atticus Finch's image as a paragon of virtue, most topics revolved around educational and racial 
issues.õõ (Sun and Zhou, 2022: 737). Furthermore, as Scout narrates the racist and classist situation in the novel, 
we must understand that she does not have a racist tendency but is a tender child who thinks that the entire 
world is contained with just òone kind of folksó. Jem, being older than her, refutes the opinion and maintains 
that òThatõs what I thought, tooó [é] òwhen I was your age. If thereõs just one kind of folks, why canõt they get 
along with each other? If theyõre all alike, why do they go out of their way to despise each other?õõ (231). Jem 
poses rhetorical questions for the audience to consider in the given sentences, which demand further 
explanation. Why do people act spitefully against one another if they are all genuinely of the same type? For 
what reason do they distinguish themselves from one another? For what reason do they mistreat each other? 
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Why do they design a judicial system that diminishes the self-esteem of others? Why are racism, classism, social 
injustice, and inequality established? Scout eventually learns the truth about unfair treatment. In relation to the 
novel element of coercive measures, the text also establishes the intersectionality of race. Despite her low 
socioeconomic standing, Mayella unfairly wins the case against Tom because he is Black and perniciously utilises 
her white privilege to punish an innocent person.  Because of this, Mayella also succumbs to social pressure and 
must deal with the intersectionality of classism, gender inequality, and racial distinction. She chooses to connect 
with the Negro because she feels so lonely. She passes the whole blame on Tom when her father meets her with 
Tom, a Black guy, to free herself from the claw that Maycomb has made against her. As a result, she blames 
Tom falsely despite understanding it is all a lie. She realises that if she accepts that she wants a nigger, the social 
order will make her life miserable. 

 
CONCLUSION  
In conclusion, To Kill a Mockingbird presents a topic that is still very relevant in the twenty-first century in an 

elegant way. It represents the idea that guilt or innocence is not important in the context where a system is 
designed to punish one. This piece of literature clearly portrays the relationship between racism, intersectionality 
and classism, highlighting that individuals who have not encountered such challenges may fail to understand the 
agony they cause. Furthermore, Lee's use of a white youngster from the 1930s South as a narrator emphasises 
the topic of white supremacy. One must question why Leeõs novel has received so much attention, despite her 
claim that she did not intend to write a racist and classist story. Looking at the representation of fire, Afzal et 
al. point out that ôTo Kill a Mockingbirdõ often uses fire to symbolise hatred and destruction. For example, when 
Scout and Jem walk home from school, they pass by a group of white men gathered around a fire. The men are 
talking about Tom Robinson and using racist language. The fire in this scene symbolises the hatred and 
destruction that racism can cause.õõ (Afzal et al., 2023:330). Thus, we should not interpret the novel as a work 
that normalises racism and classism; instead, it serves as a literary tool that encourages readers to become 
learners of moral conduct. Lee introduces the concept of racial enlightenment, urging readers to unlearn racist 
bigotry. This does not imply that readers should internalise the characters in the novel, but rather that they 
should become aware of the consequences of racial discrimination on mankind. Lee also includes a literary 
composition in her fictional work that contributes to the pedagogical customs of the society. Finally, we must 
understand that equality is a fundamental aspect of the American dream, yet the reality remains that Black 
American individuals are still not accorded the same rights as their white counterparts in a society that professes 
ultimate and unrestricted freedom for everyone. In this situation, we can conclude and ask if the idea of the 
American dreamñfreedom and equalityñis not a myth. 
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¥z 

Kurmaca teorisi, edebi metinlerin nasĔl yorumlanacaĶĔnĔ ve yazarĔn hayal g¿c¿nden doĶan kurgusal unsurlarĔ inceleyen bir 
yaklaĹĔmdĔr. Kurmaca yapĔtlar ger­eklikten ayrĔlarak hayali fig¿rler ve olaylar sunar, bu da edebi eserlerin yapĔsĔnĔ anlamak i­in 
merkezi bir konuma sahiptir. Kurmaca ile ger­eklik arasĔndaki iliĹki, kurmacanĔn ger­ek olmayan bir temsil sunmasĔyla tanĔmlanĔr; 
bu, ger­ekliĶin bir yansĔmasĔ veya alternatif bir versiyonu olarak gºr¿l¿r. Alman edebiyat tarihinin Romantizm akĔmĔ temsilcilerinden 
Novalisõin ve edebiyatĔmĔzĔn Tanzimat dºnemi yazarlarĔndan Ahmet Mithat Efendiõnin kurmaca anlayĔĹlarĔ, romantizm ve ger­eklik 
arasĔndaki farklĔlĔklarĔ yansĔtĔr. Novalis, d¿nyayĔ romantikleĹtirmenin gerekliliĶini savunur; sanatĔn somutluktan ka­ĔĹ ve i­sel varoluĹu 
y¿celtme aracĔ olduĶunu belirtir. Bu baĶlamda, insanlarĔn maddiyata yºnelmesinin yarattĔĶĔ yabancĔlaĹmaya karĹĔ bir tepki gºsterir. 
Novalis, edebiyatĔn hayal g¿c¿n¿ ve r¿ya ©lemini y¿celtmesi gerektiĶini vurgular, aynĔ zamanda kurmacayĔ ge­miĹe duyulan ºzlemin 
bir sĔĶĔnaĶĔ olarak deĶerlendirir. Ahmet Mithat Efendi ise edebiyatĔ ahlaki deĶerlerle iliĹkilendirir; romanĔn toplumsal ahlakla 
ºrt¿Ĺmesi gerektiĶini vurgular. Ona gºre, roman ve hik©yelerin genel ahlakla ºrt¿Ĺmesi, edebiyatĔn toplumsal deĶerleri yansĔtmasĔ ve 
insanlara ahlaki dersler vermesi a­ĔsĔndan ºnemlidir. AyrĔca, romanĔn toplumsal ger­ekliĶi yansĔtmasĔ ve okuyucuyu eĶitici bir iĹlev 
¿stlenmesi gerektiĶine inanĔr. EĶer bir eser genel ahlak normlarĔyla ºrt¿Ĺm¿yorsa, onun roman olarak kabul edilmemesi gerektiĶini 
savunur. Bu yaklaĹĔm, edebiyatĔn toplumsal ilerleme ve k¿lt¿rel geliĹim i­in bir ara­ olarak iĹlev gºrmesini ama­lar ve bu nedenle 
kurgunun ahlaki unsurlarla ºr¿lmesi gerektiĶini belirtir. 
 
Anahtar Kelimeler: Kurmaca Teorisi, Romantizm, Tanzimat, Novalis, Ahmet Mithat Efendi, KurgusallĔk ve Hayalilik 
 
 

Perceptions of Fiction and Reality in the Literary Concepts of 
Novalis (Friedrich von Hardenberg) and Ahmet Mithat Efendi 

ABSTRACT 
Fiction theory is an approach that examines how to interpret literary texts and the fictional elements born from the author's 
imagination. Fictional works present imaginary figures and events, detached from reality, and this is central to understanding the 
structure of literary works. The relationship between fiction and reality is defined by fiction's offering of an unreal representation; 
it is seen as a reflection or alternative version of reality. The fictional approaches of Novalis, a representative of the Romantic 
movement in German literary history, and Ahmet Mithat Efendi, a writer from the Tanzimat period in Turkish literature, reflect 
the differences between Romanticism and reality. Novalis advocates the necessity of romanticizing the world, stating that art is a 
means of escaping concreteness and elevating inner existence. In this context, he reacts against the alienation created by people's 
orientation to material possessions. Novalis emphasizes that literature should elevate imagination and the dream world, while 
simultaneously considering fiction as a refuge for longing for the past. Ahmet Mithat Efendi, on the other hand, associates literature 
with moral values, emphasizing the necessity of the novel's alignment with social morality. According to him, the alignment of 
novels and short stories with general morality is crucial for literature to reflect social values and teach moral lessons. He also believes 
that novels should reflect social reality and serve an educative function for the reader. He argues that if a work does not align with 
general moral norms, it should not be considered a novel. This approach aims for literature to function as a tool for social progress 
and cultural development, and therefore argues that fiction should be interwoven with moral elements. 
 
Keywords: Fiction Theory, Romanticism, Tanzimat, Novalis, Ahmet Mithat Efendi, Fictionality and Imagination 
 
 
 
 

GķRķĸ 
Alma edebiyat tarihinde ºnemli bir ayrĔcalĔĶa sahip olan Romantizm akĔmĔ (1795-1840) d¿nya tarihinde 

ºnemli kĔrĔlmalarĔn meydana geldiĶi olaylarla ºr¿l¿d¿r. FransĔz ķhtilali, Napolyon'un Avrupa'yĔ iĹgal etme 
­abalarĔ, AydĔnlanma hareketi, yeni kazanĔlmĔĹ olan demokratik deĶerlerin kaybĔ ve ºzellikle de sanayi 
alanĔnda meydana gelmiĹ olan geliĹmeler Romantizm akĔmĔnĔn oluĹmasĔnda ºnemli unsurlardĔr (Ayta­, 2002: 
172-173). Romantikler bu olaylarĔ genel olarak bir tehdit olarak algĔlamĔĹlar ve bundan dolayĔ somutluktan 
ka­arak i­ d¿nyalarĔna sĔĶĔnmayĔ tercih etmiĹlerdir. AĹkĔn bir d¿zlemde ger­ekleĹen bu yºneliĹ ºz¿nde 
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rasyonelliĶe duyulan bir tepkidir aslĔnda. Romantik sanat­Ĕlar, dolayĔsĔyla yazar ve Ĺairler, bundan dolayĔ 
kurmaca d¿nyalarĔnĔ birey ve onun duygu d¿nyasĔ, r¿ya ©lemi, m¿phemlik, tabiat, memleket, ºzlem ve 
sonsuzluk motifleri ¿zerine inĹa etmiĹlerdir (Bortenschlager, 1986: 192). Bu yazarlardan en ºnemlilerinden 
birisi kuĹkusuz Novalis takma adĔyla bilinen Friedrich von Hardenbergõdir (1772-1801). Novalis'e gºre 
d¿nya romantikleĹtirilmek zorundadĔr. O d¿nyanĔn romantikleĹmesini bir zorunluluk olarak dile getirmiĹ ve 
ancak bu ger­ekleĹtiĶinde hayatĔn ºz deĶerine sahip olabileceĶini savunmuĹtur. RomantikleĹtirmekten neyi 
kastettiĶini kuramsal yazĔlarĔnda dile getirmiĹtir. Ona gºre romantikleĹtirmek olaĶan/sĔradan olanĔn ger­ek 
anlamda tanĔnĔp anlaĹĔlabilmesi i­in nitelik olarak g¿­lendirilmesi ile ger­ekleĹebilir. Bu romantikleĹtirme 
d¿Ĺ¿ncesi spesifik bir kurmaca tekniĶine dayanmaktadĔr ve rasyonellikten uzak asĔl ger­eklik olarak belirttiĶi 
i­sel bir varoluĹun temelini teĹkil eder. 

BaĹlangĔ­ta salt Alman k¿lt¿r ve sanat hareketi olan Romantizm kĔsa bir s¿rede Avrupa'nĔn tamamĔna 
yayĔlmĔĹtĔr. T¿rk edebiyatĔndaki etkisi batĔya yºnelme eĶiliminin hĔz kazandĔĶĔ Tanzimat Dºneminde (1860-
1895) olmuĹtur. Tanzimat dºneminde Realizm ve Nat¿ralizm ile birlikte Romantizmin etkisi bir­ok yazarda 
gºr¿lmektedir. Nat¿ralizmin tesiri Realizm ve Romantizme gºre daha silik olmuĹtur; ancak Realizm ve 
Romantizmin etkisi g¿­l¿ bir Ĺekilde T¿rk edebiyatĔnda hissedilmektedir. 1839 yĔlĔnda G¿lhane Hatt-Ĕ 
ĸerifiõnin okunmasĔ ile baĹladĔĶĔ kabul edilen Tanzimat Dºnemi bir yenileĹme, baĹka bir deyiĹle 
modernleĹme hareketidir. Reformun ana sebepleri arasĔndan en ºnemlileri askeri, teknik ve ekonomik olarak 
OsmanlĔ'nĔn BatĔ karĹĔsĔnda yeni d¿zenlemelere gereksinim duymasĔ, Napolyon'un mĔsĔrĔ iĹgalinden sonraki 
geliĹmeler, Balkanlardaki SĔrp ve Yunan ayaklanmalarĔ, toplumsal olarak eĹitlik ve adalet anlayĔĹĔnĔn onarĔlma 
gereksinimi sayĔlabilir. Bu sebeplerden dolayĔ OsmanlĔ'da hukuki, ekonomik, askeri, eĶitim ve sanayi alanĔnda 
bir­ok kºkl¿ d¿zenleme yapĔlmĔĹtĔr (KabaklĔ, 1966: 520). AynĔ zamanda kuvvetle BatĔya yºnelme karakterine 
sahip olan bu d¿zenlemeler, her alanda olduĶu gibi k¿lt¿r-sanat ve dolayĔsĔyla edebiyat alanĔnda da 
gºr¿lmektedir. Tanzimat dºnemi yazarlarĔndan olan Ahmet Mithat Efendi (1844-1912) bunlardan birisidir. 
Ahmet Mithat Efendi'nin en b¿y¿k ideali toplumu okumaya yºneltmektir. ¢¿nk¿ o ilerlemenin ancak 
toplumun k¿lt¿r d¿zeyinin y¿kselmesiyle m¿mk¿n olabileceĶine inanmĔĹtĔr. YazĔlarĔnda Avrupa'nĔn bilim, 
sanayi ve ­alĔĹkanlĔĶĔnĔ ºverken, OsmanlĔ toplumunun ahlaki deĶerlerini korumasĔnĔ telkin etmiĹtir (KabaklĔ, 
1966: 600-601). Bu ºzelliĶi ile Ahmet Mithat'Ĕn didaktik bir temele dayanan sanat anlayĔĹĔna sahip olduĶu 
sºylenebilir. YapĔtlarĔndaki kurgu d¿zleminin Romantizm ve Realizm arasĔnda gidip gelen didaktik orjinli bir 
mantaliteye dayandĔĶĔ anlaĹĔlmaktadĔr.  

Bu ­alĔĹmada Alman romantizminin ºnemli temsilcilerinden Novalis ile Tanzimat dºneminin ºnemli 
yazarlarĔndan Ahmet Mithat Efendi'nin kurmaca ve ger­eklik algĔlarĔ birincil yazĔnlarĔndan hareketle 
kuramsal bir d¿zlemde karĹĔlaĹtĔrmalĔ olarak ele alĔnacaktĔr. Fakat ºncelikle edebiyatta kurgusallĔĶĔn 
mahiyetini ve ºnemini belirlemede fayda vardĔr. 

 
1. Kurmaca Teorisi 
Edebiyat, kurgusal yapĔsĔndan dolayĔ kurmaca olmayan diĶer metinlerden ayrĔlan karmaĹĔk bir yapĔya 

sahiptir. Kurmaca metinler uydurulmuĹ fig¿rlerden, nesnelerden ve olaylardan bahsederler, bºylelikle 
ger­ekliĶi temel alan metinlerden ayrĔĹĔrlar. Bu ayrĔĹtĔrma edebiyat yapĔtlarĔnĔn doĶasĔnĔ ve niteliĶini araĹtĔran 
edebiyat bilimsel temel araĹtĔrmalar i­in merkezi bir konuma sahiptir.  

Edebiyat bilimi baĶlamĔnda sanatsal tasarĔmlarĔyla ºne ­Ĕkan Ĺiirsel veya edebi metinler ºzel bir kategori 
teĹkil etmektedirler. ôĸiirsellikõ ve ôedebilikõ kavramlarĔ ile edebi metinler edebi olmayanlardan ayrĔĹtĔrĔlĔr. Bu 
kavramlar aynĔ zamanda edebi yapĔtlarĔn niteliĶini ve deĶerini analiz ederek belirlemek i­in ºnemlidir.  

Platonõun Ĺairlerin yalan sºylediĶine dair d¿Ĺ¿ncesinin deĶerlendirilmesi, edebiyattaki kurmacanĔn 
derinlemesine incelenmesini gerektirmektedir. Her ne kadar kurmaca edebi metinlerin karakteristik ºzelliĶi 
ise de, anlatĔlarĔn arkasĔndaki ama­ ve ger­eklik sorgulanmayĔ gerektirmektedir (Rudolf-Ludwig, 1996: 25). 
Bu doĶrultuda edebiyat bizleri kurgu ile ger­eklik arasĔndaki sĔnĔrlarĔ d¿Ĺ¿nmeye ve sanatĔn insan 
deneyimindeki ºnemini irdelemeye yºneltmektedir. 

Ayta­ ôkurmacaõ kavramĔnĔ òger­ekliĶe uyma iddiasĔnda olmayan, yani ôm¿mk¿nõ ve ômuhtemelõ olanĔ anlatan veya 
oynayan eserleró (Ayta­, 2003: 351), olarak tanĔmlarken, ôkurmaca d¿nyaõ ile ilgili olarak òbir yazarĔn hayalinde 
kurduĶu ve kurmaca nesir bir eserde anlattĔĶĔ, fig¿rleri, olaylarĔ ger­ek ger­eklikle deĶil yazarĔn o ger­eklikten s¿z¿p ­ĔkardĔĶĔ 
ger­eklikle ilgili d¿nyaó (Ayta­, 2003: 350-351) a­ĔklamasĔnda bulunmuĹtur. Ayta­'Ĕn ôkurmacaõ ve ôkurmaca 
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d¿nyaõ ile ilgili bu tanĔmlamalarĔna bakĔldĔĶĔnda, kurmacĔnĔn doĶrudan edebiyat ile ilgili yapay, ger­ek 
olmayan ger­eklikten oluĹan konsantre, bºylelikle ­ºz¿mlemeye muhta­ bir oluĹum olduĶu anlaĹĔlmaktadĔr. 
òGer­ek olmayan ger­eklikó ifadesi aynĔ zamanda kurmacanĔn farklĔ bir ger­eklik olduĶuna iĹaret etmektedir.  

Wilpert kurmaca ile ilgili bir­ok tanĔmlamada bulunmuĹtur. Bunlardan birincisi: òUydurma (Erdichtung), 
ger­ek temelden yoksun bir duruma isnatta bulunan Ĺiirsel bir sanat aracĔó. ķkinci tanĔmlama òIspat edilemeyen bir iddia, 
sahtelikó. ¦­¿nc¿ ve sonuncu tanĔm ise ògeniĹ anlamda ger­ek olmayan her t¿rl¿ olayĔn ger­eklik etkisi meydana 
getirecek bir tarz, aynĔ zamanda yazar dĔĹĔnda hi­bir baĶlam ile denetlenemeyen uydurmanĔn betimlenmesidiró (Wilpert, 
1989: 298). Neredeyse b¿t¿n pragmatik edebi t¿rlerin, bilhassa epiĶin (tarih ve tarih edebiyatĔndan farklĔ 
olarak) ger­eklik iddiasĔ.-Onun fig¿r ve olaylarĔ d¿Ĺsel veya hayalidir. Yani ger­ekmiĹ gibi gºr¿nen ama 
ger­ek olmayan bir d¿nyanĔn par­asĔdĔrlar, yine de d¿zmece deĶildirler, yani ger­ek bir varlĔĶĔn etkisini 
uyandĔrmak amacĔyla yaratĔlmĔĹlardĔr. EdebiyatĔn kurmaca karakteri yazar ve okuyucular i­in her zaman aynĔ 
derecede bir bilince sahip deĶildir; onun anlamlandĔrĔlmasĔ 16. y¿zyĔldan beri kendi ­evresinde h¿k¿m 
s¿rmektedir ve romantizmin ironi anlayĔĹĔnda zirveye oturmuĹtur (Wilpert, 1989: 298-299). Wilpertõin bu 
a­ĔklamalarĔ kurmaca ile Romantizm akĔmĔ arasĔnda doĶrudan bir baĶlantĔ kurmaktadĔr. 

ôKurmacalĔkõ ve ôedebilikõ kavramlarĔ genellikle eĹdeĶer olarak kabul edilir. Fakat bunu genellemek her 
zaman m¿mk¿n deĶildir. KarmaĹĔk d¿Ĺ¿nceleri/fikirleri anlaĹĔlĔr hale getirmeyi ama­layan bazĔ felsefi 
diyaloglar gibi edebi kabul edilmeyen kurgusal metinler de vardĔr. Bu metinler a­Ĕk­a didaktik bir amaca 
hizmet ederler ve esasen edebi nitelikte deĶildirler. DiĶer taraftan kurmaca unsurlar ihtiva etmeyen edebi 
metinler de vardĔr. ¥rneĶin otobiyografik yazĔlar, mektuplar ve g¿nl¿kler ger­ek olaylar ve ĹahĔslarĔ 
belgelemektedirler. Bu gibi metinler ger­ekliĶe dayandĔĶĔ ve uydurulmamĔĹ i­eriĶe sahip olduklarĔ i­in 
kurmaca deĶildirler, ama edebi olabilirler (Rudolf-Ludwig, 1996: 25). Gºr¿ld¿Ķ¿ gibi kurmacĔlĔk ve edebilik 
arasĔndaki iliĹki ­oĶu zaman d¿Ĺ¿n¿ld¿Ķ¿nden daha karmaĹĔktĔr. Kurmaca olan, fakat edebi olmayan ile 
kurmaca olmayan ama edebi olan metinler arasĔndaki ayĔrĔm, metinlerin zengin fonksiyonlarĔnĔ anlayabilmek 
i­in ºnem teĹkil etmektedir. 

KurgusallĔk ve ebedilik ile ilgili tasarĔmlar film, tiyatro ve baĹka g¿zel sanatlar alanlarĔnda da karĹĔmĔza 
­ĔkmaktadĔr. Bu kavramlar uydurulmuĹ unsurlarĔn tasarĔmĔ ve sanat yapĔtlarĔnĔ g¿ndelik nesnelerden ayĔran 
estetik niteliklerle ilintilidir. Bundan dolayĔ dilsel kurgusallĔk ile edebilik teorileri, genel kurgusallĔk ve estetik 
teorileri i­inde daha geniĹ bir baĶlamda konumlandĔrĔlmalarĔ gerekmektedir. Bu teorik veriler ile diĶer sanat 
t¿rleri arasĔnda bir baĶlantĔ kurmak i­in bir gerekliliktir (Rudolf-Ludwig, 1996: 26-27). 

òKurmacaó ve òhayalió kavramlarĔ ­oĶunlukla eĹ anlamĔ olarak kabul edilmektedir, ancak aynĔ Ĺeyler 
deĶildir. òKurmacaó var olmayan bir temsilin temsil edilmesi iken; òhayalió nesnelerin belli bir varoluĹ tarzĔnĔ 
ifade eder ki, o da aynĔ Ĺekilde var deĶildir. R¿hling bunu Ĺºyle ifade etmiĹtir:  

 
Das Prªdikat ôfiktionalõ bezeichnet im folgenden ausschlieÇlich eine bestimmte Darstellungsweise, derart, daÇ das 
Dargestellte nicht existiert. Das Prªdikat ôfiktivõ hingegen bezeichnet im folgenden ausschlieÇlich eine, wie sich 
vorlªufig sagen lªÇt, bestimmte Existenzweise von Gegenstªnden (im formalen Sinne), derart daÇ diese Gegenstªnde 
nicht existieren. (Rudolf-Ludwig, 1996: 29-30) 
('Kurgusal' y¿klemi bºylelikle sadece belli bir ifade tarzĔnĔ ifade edilenin var olmayacaĶĔ Ĺekilde ifade 
eder. ôUydurmaõ y¿klemi ise sadece, ºnceden ifade edilebileceĶi gibi, nesnelerin belli bir var oluĹ 
tarzĔnĔ (formal anlamda) onlarĔn var olmadĔklarĔnĔ ifade edecek Ĺekilde ifade eder.)   

 
Buna baĶlĔ olarak sadece hayali nesneleri belirlemek bir metnin kurmacĔlĔĶĔnĔ saptamak i­in yeterli 

deĶildir. ¢¿nk¿ hayali nesneleri ihtiva etmeyen kurmaca metinler de vardĔr. Bu durumda kurmacĔlĔĶĔn temel 
unsuru olarak hayali nesnelerin/unsurlarĔn varlĔĶĔ/kullanĔlmasĔ ge­erli/yeterli deĶildir. Bu tartĔĹma 
kurgusallĔk ve hayaliliĶin birbirinden baĶĔmsĔz olduklarĔnĔ ve mutlaka birbirleriyle baĶlantĔlĔ olmalarĔnĔn 
gerekmediĶini gºstermektedir.  

KurmacalĔk teorisi, yazarĔn spesifik ifadeleri olarak kurmaca metinlerin nasĔl yorumlanacaklarĔnĔ araĹtĔrĔr. 
Epik edebiyatta bir ben anlatĔcĔnĔn kendisini veya bir rol anlatĔcĔnĔn otobiyografik olmayan olaylarĔ anlattĔĶĔ 
anlatĔmsal (narrativ) ifade bi­imi olan ben-romanlarĔ (Ich-Romane) (Best, 1976: 120) kurmacalĔĶĔn ayrĔ bir 
formal yapĔsĔnĔ teĹkil eder. Bunu yaparken hayali diyaloglarĔn ve ben-romanlarĔn (Ich-Romane) kurmaca 
karakterlerinin diyaloglarĔndan yazarĔn alĔntĔlar yaptĔĶĔ varsayĔlĔr. Bu yapĔlanma, yazarĔn konuĹmalarĔnĔn 
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iddialardan/yargĔlardan oluĹan bir forma sahip olduĶu algĔsĔnĔ/farkĔndalĔĶĔnĔ doĶurur. ķsnat edilen bu t¿r 
ifadeler òkurmaca ifadeleró (Fiktionale  uǠerungen) olarak adlandĔrĔlĔr. 

KurmacĔlĔĶĔn en baĹat ºzelliĶi hayali nesnelerden sºz edilmesidir. Bu durum teorik olarak yazarĔn edimsel 
(illokativ) karaktere sahip ifadelerinin analiz edilmesine yºnlendirir/teĹvik eder. Buradan ¿retilebilecek olan 
soru, kurmaca ifadelere ger­eklik deĶeri tahsis edilip edilemeyeceĶidir. Bu durum kurmacanĔn anlaĹĔlabilirliĶi 
i­in belirleyicidir; ­¿nk¿ ºnerme iddia c¿mleleri (Behaupttungssªtze) Kural olarak doĶru veya yanlĔĹ olarak 
deĶerlendirilir. Kurmaca teorisi, kurgusal ifadeler ile kurgusal olmayan metinlerdekine benzer sºylemsel 
konuĹma eylemlerini ger­ekleĹtirdikleri i­in sorunsuz olan daha ¿st d¿zey ifadeler arasĔnda ayĔrĔm yapar. Bu 
ayrĔĹtĔrma kurmacalĔĶĔn karmaĹĔklĔĶĔna, yazarlarĔn kendi metinleri ile nasĔl iletiĹim kurduklarĔna ve bu 
iletiĹimin nasĔl bir ºneme sahip olduĶunu anlamak i­in ºnemlidir (Rudolf-Ludwig, 1996: 30-31).  

Kurmaca ifadeler kurmacĔlĔk teorisinde (Fiktionalitªtstheorie) genel itibarĔyla varsayĔm veya iddialarla 
baĶlantĔlĔ sºzel iletiĹim hareketleri olarak kabul edilir. Platonõa dayanan en eski anlayĔĹ bu t¿r ifadeleri tam 
kelimenin anlamĔyla ôyanlĔĹõ olarak kabul eder. Ancak bu gºr¿Ĺ mantĔk dĔĹĔ olarak telakki edilir; ­¿nk¿ 
okuyucular genel olarak anlatĔlan olaylarĔn hayali olduĶunu bilirler ve bundan dolayĔ onlarĔ yanlĔĹ olarak 
yorumlamazlar. Burada asĔl sorgulanmasĔ gereken husus, kurmaca metinlerin ger­ekten bir iddia veya bir 
yargĔ olarak kabul edilip edilmeyeceĶinidir (Rudolf-Ludwig, 1996: 31-34). 

Saul A. Kripkeõnin Leipnitzõin ôMuhtemel D¿nyalarõ (Mºglichen Welten) teorisinden t¿rettiĶi alternatif 
bir kurmacĔlĔk teorisine gºre kurmaca ifadeler metinde yaratĔlmĔĹ muhtemel d¿nyalar ­er­evesinde 
ger­ektir/doĶrudur. Ancak bu t¿r metinlerin sºz konusu muhtemel d¿nyalarĔ ne derece tesis ettiĶi baĹka bir 
problem ortaya ­ĔkarmaktadĔr. òMuhtemel d¿nyaó kavramĔ metaforik bir d¿zlemde kalmaktadĔr ve 
kurmacĔlĔĶĔn anlaĹĔlmasĔnda yetersizdir. John R. Searle kurgusal ifadelerin, yazarĔn ger­ekte yapmadĔĶĔ bir 
sºylemsel eylemi ger­ekleĹtiriyormuĹ gibi davrandĔĶĔ ôsahte iddialarõ (Scheinbehautungen) olarak 
deĶerlendirilebileceĶi fikrini geliĹtirir. Ancak bu gºr¿Ĺ var saymaktan (vorgeben) neyin kastedildiĶini ve 
yazarĔn niyetinin tek baĹĔna metnin kurgusallĔĶĔ a­ĔsĔndan belirleyici olup olmadĔĶĔnĔ yeterince a­ĔklamadĔĶĔ 
i­in eleĹtirilmiĹtir (Rudolf-Ludwig, 1996: 31-34). 

Kurmaca objeler geleneksel anlamda var deĶillerdir. OnlarĔn varlĔĶĔ romanlarda olduĶu gibi/betimlendiĶi 
gibi spesifik bir baĶlam i­indedir. Bu ayrĔĹtĔrĔcĔ bakĔĹ a­ĔsĔ hem semantik analizin gereklilikleri ile hem de 
metafizik i­ermelerle baĹ etmeyi m¿mk¿n kĔlmaktadĔr. ¢¿nk¿ kurmaca nesnelerin varlĔklarĔ ger­ek olmasa 
da betimlemeleriyle ger­ekleĹtikleri/ger­ek olduklarĔ kabul edilir (Rudolf-Ludwig, 1996: 38). Ancak bunun 
farklĔ anlamda bir ger­eklik, yani kurmaca bir ger­eklik olduĶunu belirtmekte fayda var. 

 
2. Nonalis ve Ahmet Mithat Efendinin Kurmaca D¿nyalarĔ 

 
2.1. Novalisõin Kurgu AnlayĔĹĔ 
Novalisõin fragmanlarĔnĔn bir araya getirildiĶi òFragmanlaró baĹlĔklĔ ­alĔĹmasĔnĔn ikinci cildinde 

(Fragmente II) yaĹadĔĶĔ dºnemin d¿nya gºr¿Ĺ¿n¿ ve estetik anlayĔĹĔnĔ dile getiren bir­ok par­a yer 
almaktadĔr. Romantizmin genel bir niteliĶi olan ge­miĹe ºzlem, Novalisõin sºz konusu ­alĔĹmasĔnda yer alan 
bir­ok fragmanda gºr¿lmektedir. Bir ¥rnek vermek gerekirse: 

 
Ehemals war aller Geistererscheinung. Jetzt sehn wir nichts als tote Wiederholungen, die wir nicht verstehn. Die 
Bedutung der Hieroglyphe fehlt. Wir leben noch von der Frucht besserer Zeiten. (Fragmente II: 38)  
(Bir zamanlar her Ĺey hayalet gºr¿nt¿lerdi. ĸimdi anlayamadĔĶĔmĔz ºl¿ tekrarlardan baĹka bir Ĺey 
gºrm¿yoruz. Hiyerogliflerin anlamĔ eksik. Daha iyi zamanlarĔn meyveleriyle yaĹĔyoruz.) 
 

Novalis bu ifadesiyle a­Ĕk­a ge­miĹe duyduĶu ºzlemini dile getirmiĹtir. Her Ĺeyin somutluĶa dayanmadĔĶĔ, 
hayaletvari bir soyutluĶun, bir baĹka deyiĹle derin kºklere dayanan bir maneviyatĔn h¿k¿m s¿rd¿Ķ¿ ge­miĹ 
bir zamandĔr Novalisõin kastettiĶi. Kendi yaĹadĔĶĔ zamanĔ ise anlaĹĔlamayan ºl¿ tekrarlarĔn var olduĶu bir ­aĶ 
olarak nitelemiĹtir. Bunun sebebi olarak insanlarĔn maddiyata yºnelip kendi ºz k¿lt¿rlerine yabancĔlaĹmasĔ 
olarak yorumlayabiliriz. ķnsanlarĔn kendi tarihlerine, ge­miĹlerine, ºzlerine yabancĔlaĹmĔĹ olmalarĔndan dolayĔ 
Novalis rahatsĔzdĔr. Yeni bir ¿retim, bir baĹka deyiĹle ºzg¿n kurgunun olmayĔĹĔndan duyduĶu ¿z¿nt¿s¿n¿ 
dile getirmiĹtir demek yanlĔĹ olmayacaktĔr. 
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Novalist'ten yapĔlmĔĹ olan YukarĔdaki alĔntĔyla ilgili a­Ĕklamalar ve ­ĔkarĔmlar gºz ºn¿nde 
bulundurulduĶunda, yazarĔn sanat anlayĔĹĔnĔn esas temeli de ortaya ­ĔkmaktadĔr. Buna gºre sanat her Ĺeyi 
rasyonel, somut ve maddiyata dayalĔ olarak ifade etmemelidir. SanatĔn, dolayĔsĔyla edebiyatĔn temelini 
oluĹturan kurmaca da aynĔ ilkeye dayanmalĔdĔr. Her Ĺeyin hayali, fantastik, adeta bir masal ve r¿ya ©lemine 
dºn¿Ĺt¿Ķ¿ bu romantik kurmaca d¿nya, hayat ile ºzdeĹleĹtirilerek Romantizm dºneminde idealleĹtirilmiĹtir. 
Novalisõe gºre hayatĔn romantikleĹtirilmesi bir keyfiyetten ziyade bir gerekliliktir. Bununla ilgili bir baĹka 
fragmanĔnda ĹunlarĔ dile getirmiĹtir: 

Die Welt muÇ romantisiert werden. So findet man den urspr¿nglichen Sinn wieder. Romantisieren ist nichts als eine 
qualitative Potenzierung. Das niedre Selbst wird mit einem bessern Selbst in dieser Operation identifiziert. So wie 
wir selbst eine solche qualitative Potenzenreihe sind. Diese Operation ist noch ganz unbekannt. Indem ich dem 
Gemeinen einen hohen Sinn, dem Gewºhnlichen ein geheimnisvolles Ansehn, dem Bekannten die W¿rde des 
Unbekannten, dem Endlichen einen unendlichen Schein gebe, so romantisiere ich es. ð Umgekehrt ist die Operation 
f¿r das Hºhere, Unbekannte, Mystische, Unendliche ð dies wird durch diese Verkn¿pfung logarythmisiert ð es 
bekommt einen gelªufigen Ausdruck. Romantische Philosophie. Lingua romana. Wechselerhºhung und Erniedrigung. 
(Fragmente II: 38)  
(D¿nya romantikleĹtirilmek zorundadĔr. Ancak bºyle asĔl anlam yeniden bulunabilir. 
RomantikleĹtirmek nitelik olarak y¿kseltmekten baĹka bir Ĺey deĶildir. Bu eylemde deĶersiz olan ºz 
daha iyi bir ºzle ºzdeĹleĹtirilir. AynĔ bizlerin de bºyle bir niteliksel y¿kseltme olduĶumuz gibi. Bu 
eylem hen¿z tanĔnmĔĹ deĶildir. Genel olana y¿ksek bir anlam, alĔĹĔlmĔĹ/sĔradan olana esrarengiz bir 
gºr¿nt¿, tanĔnmĔĹ olana tanĔnmamĔĹlĔĶĔn onurunu, fani olana ebediliĶin izlenimini verdiĶinde 
romantikleĹtirmiĹ olurum. Bu iĹlem y¿celik, tanĔnmazlĔk, mistik sonsuzluk i­in tam tersidir- bu 
baĶlantĔyla logaritmikleĹtirilir. Malum/bilinen bir ifadeye sahip olur. Romantik felsefe linguar romana. 
DeĶiĹken bir y¿celtme ve al­altma.) 
 

Novalis bu fragmanĔnda romantikleĹtirmekten neyi kastettiĶini ve bunun zorunluluĶunu a­Ĕk­a dile 
getirmiĹtir. AynĔ zamanda Romantizm d¿nya gºr¿Ĺ¿, felsefesi ve sanat anlayĔĹĔna ĔĹĔk tutacak nitelikte olan 
bu aktarĔmlar sadece yazarĔn deĶil, b¿t¿n akĔmĔn estetik anlayĔĹĔnĔ niteler ºzelliktedir. YazarĔn bu 
a­ĔklamalarĔndan sanat, dolayĔsĔyla edebiyat ve bunun uzantĔsĔ olarak da kurmaca anlayĔĹĔ da ortaya 
­ĔkmaktadĔr. Ona gºre sanat, dolayĔsĔyla edebiyat ve buna baĶlĔ olarak da kurmaca, romantik sanatĔn temel 
ilkesi olan sĔradanlĔĶĔ ortadan kaldĔrmak i­in bir ara­tĔr adeta. Materyalizmin kesin ­izgilerinin vermiĹ olduĶu 
rahatsĔzlĔktan bir sĔĶĔnak arayĔĹĔ, edebiyatĔn m¿phemliĶinde kendini gºstermiĹtir. Bundan dolayĔ madde 
kurmaca aracĔlĔĶĔyla soyutluĶa yºnelerek aĹĔlmaya ­alĔĹĔlmĔĹtĔr. 

 
2.2. Ahmet Mithat Efendiõnin Kurgu AnlayĔĹĔ  
Ahmet Mithat òEdebiyat YazĔlarĔ Ió baĹlĔklĔ kitabĔnda yer alan Roman ve Hayat baĹlĔklĔ yazĔsĔnda kendi 

edebiyat ve kurgu anlayĔĹĔna ĔĹĔk tutacak nitelikte ºnemli aktarĔmlarda bulunmuĹtur. Yazar sºz konusu 
­alĔĹmasĔnda roman ve hik©ye t¿rlerini ki bu t¿rler bizim edebiyatĔmĔza Tanzimat dºneminde BatĔ etkisiyle 
girmiĹlerdir, ºncelikle ahlak baĶlamĔnda ele almĔĹtĔr. O, roman ve hik©yelerin genel ahlak i­in, yani toplumsal 
ahlak i­in, yararlĔ mĔ yoksa zararlĔ mĔ olduklarĔ sorusunu ortaya atarak, aydĔn insanlarĔn bu konuda fikir 
ayrĔlĔĶĔnda bulunduklarĔnĔ dile getirmiĹ ve òBediyatta bile daima ihtilaf gºrmez miyiz? HalikĔmĔz olan Vacib-i Taala 
hakkĔnda bile fikr-ibeĹerin ihtilaf ¿zere olduklarĔ cay-Ĕ istigrab deĶil midir?ó (Edebiyat YazĔlarĔ I: 41) diyerek bir 
bakĔma insanlarĔn neredeyse hi­bir meselede ittifak edemedikleri i­in aydĔn eleĹtirisinde bulunmuĹtur.  

Moranõa gºre Tanzimat yazarlarĔndan bir­oĶunda olduĶu gibi Ahmet Mithatõta da òeski hik©ye t¿r¿nden 
romana ge­iĹ, hayalcilikten akĔlcĔlĔĶa, ­ocukluktan olgunluĶa, kĔsacasĔ ilkellikten uygarlĔĶa ge­iĹtió (Moran, 1995: 10). 
Bºylelikle romanĔn uygarlĔĶa gºt¿ren bir ara­ olarak kabul edildiĶi d¿Ĺ¿n¿lebilir. Dºnemin bir­ok yazarĔ gibi 
Ahmet Mithat da g¿ncel siyasal ve toplumsal olaylarla yakĔndan ilgilenmiĹtir. RomanĔn uygarlĔĶa 
kavuĹturacak ºnemli t¿rlerden birisi olarak kabul edilmesi yazarlarĔ ahlak meselesine yºneltmiĹtir. Ahmet 
Mithat ilerlemek i­in toplumun k¿lt¿r d¿zeyinin y¿kselmesi gerektiĶine inanmĔĹtĔr (Moran, 1995: 15-16). 
Ona gºre birliĶimizin en ºnemli gºstergesi olan ôdilõ konusunda insanlar uyumsuzdur ve bu konuda tabiatta 
doĶal haliyle yaĹayan canlĔlardan insanlarĔn alacaĶĔ ºnemli dersler vardĔr. Medeniyetin en ºnemli gºstergesi 
ona gºre dildir (Edebiyat YazĔlarĔ I: 42). Bu durumda Ahmet Mithat'Ĕn doĶruyu bulmak i­in tabiatĔ referans 
gºsterdiĶi sonucuna varmak m¿mk¿nd¿r. Bu d¿Ĺ¿nce sanatĔn, dolayĔsĔyla edebiyatĔn oluĹumu i­in de 
tabiatĔn, ºnemli bir izlek olarak kabul edildiĶi kanaatini oluĹturmaktadĔr. Bu durumda edebiyatĔn temel 
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yapĔsĔnĔ teĹkil eden kurgunun esas dokusunu meydana getiren unsur veya unsurlar Ahmet Mithat'a gºre 
tabiat, bir baĹka deyiĹle ger­ekliĶe/rasyonelliĶe dayanmaktadĔr. ¢¿nk¿ Ahmet Mithat'a gºre ºncelikle 
belirlenmesi gereken husus, roman ve hik©yelerin genel ahlakla ºrt¿Ĺ¿p ºrt¿ĹmediĶidir. EĶer ºrt¿Ĺm¿yorsa 
ona roman denilmemesi gerektiĶini òzira roman denilen Ĺey, insan topluluĶu i­inde gºr¿len durumlardan birisini veya 
bazĔlarĔna kaĶĔda aktarmaktan ibarettiró (Edebiyat YazĔlarĔ I: 43) diyerek ifade etmiĹtir. Ona gºre Roman 
toplumsal ahlakla ºrt¿Ĺmelidir. 

Ahmet Mithat'a gºre eĶer genel ahlak insan i­in faydalĔ veya zararlĔ ise, her iki durumun da yazar 
tarafĔndan tam manasĔyla tasvir edilmesi gerekir. FaydalĔ veya zararlĔ olanĔ benimsemek veya reddetmek 
okuyucuya bĔrakĔlmĔĹtĔr. Bununla ilgili Ĺunu dile getirmiĹtir: ò... eĶer muharrir beyazĔ siyah ve siyahĔ beyaz olmak 
¿zere tasvir etmeye kalkĔĹĔp da irat eylediĶi berahin dahi yanlĔĹ olursa, iĹte yalnĔz bundan dolayĔ mesuliyet ve muahezeye du­ar 
oluró (Edebiyat YazĔlarĔ I: 43). Bu ifadeye gºre yazar kurgusunu ger­eklik, bir baĹka deyiĹle doĶruluk ve 
mesuliyet temeline dayandĔrmalĔdĔr. DoĶruyu ve yanlĔĹĔ-ahlaki olanla olmayanĔ ger­ek­i bir Ĺekilde 
aktarmalĔdĔr. Ahmet Mithat ahlaki olanla olmayanĔn ayrĔmĔnĔ okuyucuya bĔrakmĔĹtĔr. YazarĔn manip¿latif 
tavrĔnĔ gayri ahlaki olarak deĶerlendirmiĹtir.  

 Ahmet Mithat'Ĕn bu a­ĔklamalarĔndan anlaĹĔlabileceĶi gibi romanĔn en ºnemli kaynaĶĔ genel ahlaktĔr. Ona 
gºre roman t¿r¿n¿n odak noktasĔ genel ahlak olmalĔ ve bundan dolayĔ da roman ve hik©yenin kurgusu ahlaki 
unsurlarla ºr¿lmelidir. Ahmet Mithat bir bakĔma roman t¿r¿ ile ahlak kavramĔnĔ b¿t¿nleĹtirmiĹtir. Bu 
durumda tamamen toplumsal ger­ekliĶe dayandĔrĔlan ahlak kavramĔ ile hayal g¿c¿ ve uydurma esasĔna 
dayanan kurgulama eylemi nasĔl baĶdaĹtĔrĔlabilir? Ahmet Mithat bu sorunun cevabĔnĔ bazĔ somut ºrnekler 
vererek a­Ĕklamaya ­alĔĹmĔĹtĔr.  

òVukuat-Ĕ umumiyeden her biri hakikaten bir b¿y¿k RomandĔr. hi­ olmazsa bir b¿y¿k romanĔn bir kĔsmĔnĔ olsun tesis 
ve teĹvik eyleró (Edbiyat YazĔlarĔ I: 44) diyen Ahmet Mithat sºz konusu yazĔsĔnda bir gazete haberini aktarĔr. 
Bu haberde bir adamĔn yatak odasĔnda ºld¿r¿lm¿Ĺ olarak bulunduĶundan ve zaptiyenin katilin izini 
bulamadĔĶĔndan bahsedilir. Olayla ilgili baĹka bir bilgi yoktur. Haber ºz olarak bundan ibarettir. Ahmet 
Mithat'a gºre bu haber bir kurgunun temeli teĹkil eden bir vakadĔr. Onun ôvakaõ olarak ifade ettiĶi bu gazete 
haberindeki olay sadece bundan ibaret deĶildir elbette. MeraklĔ bir kiĹi bu meselede derin bir araĹtĔrmaya 
giriĹir, cinayetin ºncesi ve sonrasĔ ile ilgili ­ĔkarĔmlarda bulunur. Bu ­ĔkarĔmlar Ahmet Mithat'a gºre bir 
romanĔn oluĹmasĔna sebep olur (Edebiyat YazĔlarĔ I: 44).  

 Ahmet Mithat bu d¿Ĺ¿ncesine òRoman ve Hayató baĹlĔklĔ aynĔ yazĔsĔnda baĹka ºrnekler de vererek 
saĶlamlaĹtĔrmaya ­alĔĹmĔĹtĔr. Ona gºre herkes az veya ­ok bir romanĔn olay ĹahsĔndandĔr (eĹhas-Ĕ vaka), 
roman genel ahlakĔn tayin ettiĶi yaĹamak i­in gerekli olan Ĺeyler i­inde v¿cut bulur (Edebiyat YazĔlarĔ I: 46). 

 
SONU¢ 
Edebiyat, kurmaca yapĔsĔndan dolayĔ ger­ekliĶi temel alan metinlerden ayrĔĹĔr; karmaĹĔk bir yapĔya 

sahiptir. Kurmaca dĔĹĔnda ôĹiirsellikõ ve ôedebilikõ de edebiyat yapĔtlarĔnĔn niteliĶini ve deĶerini belirleyen 
faktºrlerdir. Bu baĶlamda ortaya ­Ĕkan kurmaca, edebilik ve Ĺiirsellik ¿­geni, edebiyatĔn temel dokusunu 
oluĹturan ve bir metni sanat katĔna taĹĔyan bir faktºr/oluĹum olarak kabul edilebilir. Fakat bunun dĔĹĔnda 
kurmaca olmayan ama edebi niteliĶe sahip olan metinler de vardĔr. Bu durumda kurmaca olmayan metinleri 
sanat katĔna y¿kselten unsur kuĹkusuz estetiktir diyebiliriz. 

ôKurmacaõ ve ôhayaliõ kavramlarĔ ile ilintili unsurlar, metinleri estetikleĹtiren etkenlerdir. Bu kavramlarĔn 
birbirleriyle ºzdeĹmiĹ gibi bir algĔ yaygĔn olsa da ayrĔĹtĔrĔlmalarĔ kurgu teorisinin saĶlamlaĹtĔrĔlmasĔ 
bakĔmĔndan ºnemlidir. Var olmayan bir temsilin temsil edilmesi ôkurmacaõ iken, ôhayaliõ olan daha ziyade 
nesnelerin belli bir varoluĹ tarzĔnĔ ifade eder. Her ikisinin ortak noktasĔ da rasyonel bir varlĔk olmamalarĔdĔr. 
¥rneklendirmek gerekirse: Novalisõin yapĔtlarĔna bakĔldĔĶĔnda yazarĔn betimlemelerinin adeta bir masal 
d¿nyasĔnda, ¿topik betimlemelere dayandĔĶĔ anlaĹĔlmaktadĔr. Bundan dolayĔ Novalisõin edebiyat anlayĔĹĔnĔn 
romantizmin etkisiyle hayali bir temele dayandĔĶĔnĔ sºylemek yanlĔĹ olmayacaktĔr. Ahmet Mithat ise 
yapĔtlarĔnda ­ĔkĔĹ noktasĔ olarak rasyonel bir olayĔ baz alĔr. Ger­ek bir vaka onun kurmaca anlayĔĹĔnĔn temelini 
teĹkil eder, bir baĹka deyiĹle yazarĔn ilhamĔnĔn baĹlangĔcĔdĔr. Yazar rasyonel bir olayĔ, tarihsel ger­ekliĶe 
dayanan bir vakanĔn ºncesini ve sonrasĔnĔ fizik kurallarĔna aykĔrĔ olmayacak Ĺekilde uydurarak, tam anlamĔyla 
sºylemek gerekirse kurgulayarak sanatĔnda geliĹtirir, ahlaki bir temele dayandĔrmayĔ hedefler.  
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Novalis ve Ahmet Mithat ºrneklerinde gºr¿ld¿Ķ¿ gibi bir metnin kurmacĔlĔĶĔnĔ belirlemek i­in hayali 
nesnelere dayandĔrmak yeterli deĶildir. ¢¿nk¿ ôkurgusallĔkõ ve ôhayalilikõ birbirinden baĶĔmsĔzdĔr. Fakat bu, 
kurmaca i­erisinde hayali nesnelerden bahsedilemeyeceĶi anlamĔna gelmez. Yazar kurgusunda yargĔlarda 
bulunur, bir yargĔnĔn deĶerlendirmesi genel itibariyle doĶru veya yanlĔĹ olarak ifade edilir. Bu durumda kurmaca 
ile doĶruluk ve yanlĔĹlĔk yargĔlarĔ karĹĔ karĹĔya gelmektedir. Bu mesele ­oĶu zaman i­inden ­ĔkĔlmasĔ imkansĔz 
bir polemik meydana getirmiĹtir. Oysa yazarĔn yargĔsĔnĔn, hayalciliĶinin veya kurgusallĔĶĔnĔn doĶru veya yanlĔĹ 
olarak kategorize edilmesi mantĔk dĔĹĔdĔr. ¢¿nk¿ ºncelikle yazarĔn yaptĔĶĔ yargĔlamalarĔn ger­ek bir iddia olup 
olmadĔĶĔ ele alĔnmalĔdĔr. Bu durumda alĔmlama estetiĶinin devreye girdiĶini d¿Ĺ¿nmek yanlĔĹ olmayacaktĔr. 
Okur kendi perspektifinden ºzg¿n alĔmlamasĔnĔ, kendi yargĔlarĔ ­er­evesinde subjektif bir Ĺekilde belirler. 
Okur kurmaca objelerin geleneksel anlamda var olmadĔklarĔnĔn, ancak aĹkĔn bir d¿zlemde 
ger­ekleĹebileceklerinin bilincindedir veya olmalĔdĔr. 

Bilin­li bir okur Novalis ve Ahmet Mithat'Ĕn yapĔtlarĔnda da aynĔ durumun sºz konusu olduĶunun 
farkĔndadĔr. Hatta ilk bakĔĹta her iki yazarĔn da kurmaca d¿nyalarĔnĔn farklĔ temellere dayandĔĶĔnĔ anlayabilir. 
Novalis i­in edebiyat ge­miĹe duyulan ºzlemin teselli edildiĶi bir sĔĶĔnaktĔr adeta. Materyalizmin s¿rekli ivme 
kazandĔĶĔ bir dºnemde somutluktan ka­Ĕp soyutluĶa yºnelmesi aynĔ zamanda k¿lt¿r sorunsalĔna 
dayanmaktadĔr. Novalis insanlarĔn maddiyat uĶruna kendi ºzlerine yabancĔlaĹmasĔndan rahatsĔzdĔr. ķ­e 
yºnelik ºzg¿n bir sanatsal ¿retimin, hayal d¿nyasĔnĔn r¿yamsĔ-fantastik kurgulanmasĔnĔn eksikliĶini hissettiĶi 
kendi ifadelerinden anlaĹĔlmaktadĔr. Kurmaca aracĔlĔĶĔyla maddenin masalsĔ bir ©lemde olaĶan¿st¿leĹmesi 
ona gºre romantikleĹmek demektir. Ahmet Mithat Efendi ise edebiyatĔ doĶrudan ahlak ile baĶlantĔlamĔĹtĔr. 
Bunun i­in tabiatĔ referans gºsteren yazar, insanlarĔn birlik ve d¿zeni i­in en ºnemli unsurun dil olduĶunu 
belirtmiĹtir. Bu baĶlamda ger­eklik temelli bir kurgu anlayĔĹĔna sahip olduĶunu belirtebileceĶimiz Ahmet 
Mithat'a gºre roman, toplumun genel ahlak normlarĔyla ºrt¿Ĺmelidir. Her iki yazarda da kuvvetle vurgulanan 
unsurlarĔn Romantizm akĔmĔnĔn bir ºzelliĶi olarak ºz k¿lt¿r, dini ve milli deĶerler olduĶu gºr¿lmektedir. 
Novalisõin kurmaca anlayĔĹĔnĔn kuvvetle Romantizm akĔmĔnĔn tesirinde olduĶunu sºylemek yerinde olacaktĔr. 
Fakat Ahmet Mithat i­in aynĔ Ĺeyi, aynĔ kesinlikle sºylemek doĶru deĶildir. Onun konu bakĔmĔndan daha 
ziyade romantik, bi­im bakĔmĔndan ise realist olduĶunu belirtmek daha isabetli olacaktĔr. 
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ķnsani DeĶerlerin Sessiz TahribatĔ: Herta M¿llerõin òAugenringe 
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¥Z 

Herta M¿ller, Alman dilinin son dºnem yetiĹtirdiĶi ­ok ºnemli yazarlardandĔr ve 2009 Nobel ¥d¿l¿ sahibidir. Gº­men kimliĶi ona 
ºzel bir konum kazandĔrmaktadĔr. Bu ­alĔĹma, yazarĔn òAugenringe der Geiselnó adlĔ denemesi aracĔlĔĶĔyla totaliter rejimlerin birey 
¿zerindeki yĔkĔcĔ etkilerini ve modern savaĹ pratiklerinin siviller ¿zerindeki gºr¿nmez Ĺiddetini karĹĔlaĹtĔrmalĔ olarak incelemektedir. 
M¿llerõin kiĹisel deneyimlerinden yola ­Ĕkan anlatĔ, bireyin sistematik baskĔya maruz kalmasĔnĔ travmanĔn fiziksel ve dilsel izleriyle 
gºr¿n¿r kĔlarken , Kºrfez SavaĹĔ baĶlamĔnda medya temsillerinin sivil maĶduriyetleri estetikleĹtirerek ger­ek acĔyĔ nasĔl ºrtt¿Ķ¿n¿ 
ortaya koymaktadĔr. Bu baĶlamda M¿llerõin anlatĔsĔ, savaĹ ve baskĔ ortamlarĔnda etik duyarlĔlĔĶĔn nasĔl inĹa edilmesi gerektiĶine dair 
g¿­l¿ bir edebi tanĔklĔk sunmaktadĔr. ¢alĔĹma, edebiyatĔn tanĔklĔk g¿c¿n¿ ve savaĹ anlatĔlarĔndaki insan haklarĔ duyarsĔzlĔĶĔnĔ eleĹtirel 
bir ­er­evede tartĔĹmayĔ ama­lamaktadĔr. Bildiride, insan haklarĔ ve ºzg¿rl¿klerin temel deĶerler olarak ºnemi vurgulanmakta, ancak 
yazĔlĔ belgelerde kusursuzca ifade edilmelerine raĶmen pratikteki uygulamalarda sorunlar yaĹandĔĶĔ belirtilmektedir. Kºrfez SavaĹĔ 
sĔrasĔnda yaĹanan British Airways Flight 149 vakasĔ, masum sivillerin òcanlĔ kalkanó olarak kullanĔlmasĔ ve rehin alĔnmasĔ gibi insan 
haklarĔ ihlallerine ºrnek gºsterilmektedir. Yazar, BirleĹmiĹ Milletler gibi uluslararasĔ g¿­lerin dahi diktatºr rejimler karĹĔsĔnda etkisiz 
kalmasĔnĔ ve medyanĔn sessizliĶini eleĹtirmektedir. M¿ller, b¿y¿k dikkatle ve empatiyle diplomatlarĔn ve medyanĔn diktatºrlerin 
su­larĔnĔ meĹrulaĹtĔrmadaki tutumunu gºzlemlerken, rehinelerin gºz altĔ morluklarĔ ¿zerinden yaĹanan travmanĔn estetikleĹtirilmesini 
ve acĔnĔn magazinleĹtirilmesini irdelemekte ve eleĹtirmektedir. Bu, savaĹĔn òakĔllĔ bombalaró ve òtemiz savaĹó gibi sºylemlerle nasĔl 
meĹrulaĹtĔrĔldĔĶĔnĔ da gºstermektedir. Sonu­ olarak ­alĔĹma, savaĹlarĔn insani deĶerler ¿zerindeki yĔkĔcĔ etkilerini azaltmak i­in 
uluslararasĔ hukukun g¿­lendirilmesi, diplomatik ­abalarĔn artĔrĔlmasĔ ve medyanĔn etik ilkelere baĶlĔ kalmasĔnĔn ºnemini 
vurgulamaktadĔr. 
 
Anahtar Kelimeler: Herta M¿ller, Augenringe, Kºrfez SavaĹĔ, insani deĶerler, travma anlatĔsĔ, etik tanĔklĔk, medya temsili, sivil 
maĶduriyet 

 
 

The Silent Destruction of Human Values: An Ethical Reading of 
Herta M¿llerõs Essay ôAugenringe der Geiselnõ and the Gulf War 

ABSTRACT 
Herta M¿ller is one of the most important writers to have emerged from the German language in recent times and is a recipient of 
the 2009 Nobel Prize. Her immigrant identity grants her a special position. This study comparatively analyzes the destructive effects 
of totalitarian regimes on individuals and the invisible violence of modern war practices on civilians, based on Herta M¿llerõs essay 
òAugenringe der Geiselnó. M¿llerõs narrative, constructed from her personal experiences, visualizes the systematic oppression endured 
by individuals through the physical and linguistic traces of trauma. In the context of the Gulf War, the study reveals how media 
representations aestheticize civilian victimisation, obscuring the real suffering. In this regard, M¿llerõs narrative serves as a powerful 
literary testimony on how ethical sensibility should be constructed in times of war and oppression. The study aims to critically 
discuss both the testimonial power of literature and the insensitivity to human rights in war narratives. The article emphasizes the 
importance of human rights and freedoms as fundamental values, noting that despite being perfectly articulated in written 
documents, their practical application remains problematic. The British Airways Flight 149 incident during the Gulf War is cited as an 
example of human rights violations, where innocent civilians were used as òhuman shieldsó and taken hostage. The author criticizes 
the ineffectiveness of international bodies like the United Nations in the face of dictatorial regimes and the mediaõs silence. M¿ller 
critiques the attitudes of diplomats and the media in legitimizing the crimes of dictators, and through the dark circles under the 
hostagesõ eyes, she examines the aestheticization of trauma and the sensationalization of suffering. In conclusion, the study stresses 
the importance of strengthening international law, increasing diplomatic efforts, and upholding ethical principles in media to 
mitigate the devastating effects of wars on human values. 
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GķRķĸ 
Alman diline son yĔllarda b¿y¿k katkĔ saĶlamĔĹ Nobel ºd¿ll¿ yazar Herta M¿llerõ in yoksulluk 

zamanlarĔnda karnĔ doymuĹ olan kiĹinin kendini g¿vende ve rahat hissetmesini ifade eden òsĔcak bir patates, 
sĔcak bir yataktĔró (Eine warme Kartoffel ist ein warmes Bett) (1992) adlĔ eserinde yer alan òRehinelerin Gºz 
AltĔ MorluklarĔó (Die Augenringe der Geiseln) adlĔ denemesi, baskĔcĔ siyasi rejimlerin halkĔn i­ d¿nyasĔnda 
yol a­tĔĶĔ yĔkĔcĔ tahribatĔ konu edinmektedir. M¿ller sºz konusu bu denemesinde, bizzat kendi yaĹantĔsĔndan 
yola ­Ĕkarak halkĔn hissettiĶi acĔyĔ yalnĔzca fiziksel deĶil, aynĔ zamanda dilsel izler ¿zerinden gºr¿n¿r kĔlar. 
Denemesinde M¿ller ayrĔca, Kºrfez savaĹĔ boyunca medyanĔn savaĹĔ d¿nyaya nasĔl farklĔ bir dilde yansĔttĔĶĔnĔ 
ve insanĔ deĶerlerin nasĔl gºrmezden gelindiĶini eleĹtirel bir ¿slupla sunmaktadĔr.  

¢alĔĹmada bu baĶlamda ºncelikle Herta M¿ller ve edebi kiĹiliĶi, ­alĔĹmaya konu olan dºnemin ºnemli 
olayĔ Kºrfez savaĹĔ ve yazĔlĔ olarak t¿m d¿nyaca kabul edilmiĹ fakat uygulamada gºz ardĔ edilen insan 
haklarĔndan kĔsaca bahsedilmesi denemenin daha iyi anlaĹĔlmasĔna katkĔ saĶlayacaktĔr. 

 
1. Herta M¿ller ve Edebi KiĹiliĶi 
Herta M¿ller, 1953 yĔlĔnda RomanyaõnĔn Banat bºlgesinde doĶdu. ¢ocukluk ve gen­lik yĔllarĔ, Almanca 

konuĹulan bir kºyde ge­ti. ¦niversite eĶitimini TemeĹvarõda Alman ve Romen Dili ve EdebiyatĔ ¿zerine 
yaptĔ. 1987 yĔlĔnda Almanyaõya gº­ etti ve 2009 yĔlĔnda Nobel Edebiyat ¥d¿l¿õn¿ kazandĔ (G¿rsoy, 2013, s. 
16-18).  

M¿llerõin eserleri, genellikle Romanyaõdaki ¢avuĹesku rejiminin baskĔcĔ politikalarĔnĔ ve bu rejimin 
insanlar ¿zerindeki etkilerini konu alĔr. En bilinen eserlerinden bazĔlarĔ ĹunlardĔr: òNiederungenó 
(1982/1984): M¿llerõin ilk kitabĔ olan bu eser, Romanyaõdaki Alman azĔnlĔĶĔn yaĹamĔnĔ anlatan kĔsa 
ºyk¿lerden oluĹur. òDer Mensch ist ein groÇer Fasan auf der Weltó (1986): Bu roman, Romanyaõdan ka­mak 
isteyen bir adamĔn hikayesini anlatĔr ve b¿rokratik engelleri eleĹtirir. òHerztieró (1994) baĹlĔklĔ romanĔ, 
¢avuĹesku rejimi altĔndaki Romanyaõda yaĹayan dºrt arkadaĹĔn hikayesini anlatĔr ve rejimin baskĔcĔ 
politikalarĔnĔ eleĹtirir. òAtemschaukeló (2009) romanĔ ise, Romanyaõdaki Alman azĔnlĔĶĔn Sovyetler BirliĶiõne 
s¿rg¿n edilmesini ve zorla ­alĔĹtĔrĔlmasĔnĔ konu alĔr. 

M¿llerõin sºz konusu ­alĔĹmada ele alĔnan òEine warme Kartoffel ist ein warmes Bettó [òSĔcak patates 
sĔcak bir yataktĔró] (1992) adlĔ kitabĔ, Eyl¿l 1990-AralĔk 1991 tarihleri arasĔnda ķsvi­reõde yayĔmlanan aylĔk bir 
dergide yayĔnlanan kºĹe yazĔlarĔndan oluĹan bir derlemedir. Bu kºĹe yazĔlarĔnĔn (dolayĔsĔyla kitabĔn 
bºl¿mlerinin) konularĔ, g¿n¿n g¿ncel sorunlarĔnĔn ­ok ºtesine ge­er. Her c¿mlede bir dºnemin durumunu 
ve ruh halini son derece politik ve son derece Ĺiirsel bir Ĺekilde yansĔtĔrlar (bkz. DaĶabakan, 2018). Yazar, bu 
derlemede yer alan òDie Augenringe der Geiselnó [Rehinelerin gºz altĔ morluklarĔ] baĹlĔklĔ bºl¿m de (M¿ller, 
1992, s. 12-15), o dºnemin uluslararasĔ ºnemli olaylarĔna deĶinir ve insani deĶerler a­ĔsĔndan ­eĹitli 
eleĹtirilerde bulunur. 

 
1.1. Temel deĶerler; insan hak ve h¿rriyetleri 
DeĶerler hem toplum hem de her bir insan i­in hayatĔn ºnemli par­asĔnĔ oluĹtururlar. DeĶerler nedir 

sorusunun cevabĔ ise hem ­eĹitli disiplinler hem de farklĔ k¿lt¿rlerde deĶiĹik cevaplar bulabilir. Ancak Ĺu bir 
ger­ektir ki insan ve toplum ¿zerinde b¿y¿k rol oynarlar. DeĶerler, insanlara yaĹamlarĔnda se­im yapmalarĔ 
i­in rehberlik eder ve yol gºsterirler. ķnsanlarĔn hayatĔnĔ yºnlendirmede, òdoĶru ve yanlĔĹ arasĔndaki fark 
nedir?ó, òyaĹamĔn anlamĔ nedir?ó gibi temel sorularĔn cevaplandĔrĔlmasĔnda deĶerlerin rol¿ b¿y¿kt¿r (Gºz, 
2014). 

¥zg¿rl¿k, eĹitlik, kardeĹlik, adalet, sevgi, saygĔ, hoĹgºr¿, dostluk ve dayanĔĹma insana ºzg¿ ve b¿t¿n 
insanlar i­in ortak sayĔlan deĶerlerdir. ķnsani deĶerler herkesin mutluluĶu i­in ºnemlidir. DeĶerlerin olmadĔĶĔ 
bir toplumu terºr ortamĔ olarak niteleyebiliriz. BarĔĹ i­inde yaĹamak i­in sºz konusu deĶerlerin korunmasĔ 
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gerekmektedir. BarĔĹĔ tehdit edebilecek her konuya karĹĔ aile, okul, kitle iletiĹim ara­larĔ, siyasi partiler ve sivil 
toplum kuruluĹlarĔnĔn duyarlĔ olmasĔ gerekir. Bu deĶerlere sahip ­Ĕkmak i­in BirleĹmiĹ Milletler t¿m halklar 
ve uluslar i­in ortak ideal ºl­¿leri belirleyen bir bildirge ilan etmiĹtir. 

ķnsan HaklarĔ Evrensel Bildirgesiõnden birka­ maddeye iĹaret etmek yararlĔ olacaktĔr: 
 

1. Madde; B¿t¿n insanlar h¿r, haysiyet ve haklar bakĔmĔndan eĹit doĶarlar. AkĔl ve vicdana sahiptirler ve 
birbirlerine karĹĔ kardeĹlik zihniyeti ile hareket etmelidirler... (é) 
3. Madde; YaĹamak, h¿rriyet ve kiĹi emniyeti her ferdin hakkĔdĔr. 
4. Madde; Hi­ kimse kºlelik veya kulluk altĔnda bulundurulamaz; kºlelik ve kºle ticareti her t¿rl¿ Ĺekliyle yasaktĔr.  
(é) 
9. Madde; Hi­ kimse keyfi olarak tutuklanamaz, alĔkonulamaz veya s¿r¿lemez. (Bkz. URL) 
 

Gºr¿ld¿Ķ¿ ¿zere 30 maddeden sadece 4õ¿ incelendiĶinde bile insana verilen deĶerin yazĔlĔ belgelerde ne 
kadar bariz bi­imde ifade edildiĶi a­Ĕk­a gºr¿lmektedir. Fakat yazĔlĔ belgelerde kusursuz bir Ĺekilde temel 
hak ve h¿rriyetlerden bahsedilmiĹ olsa da pratik uygulamalarda insanlarĔn bu deĶerlere yaklaĹĔmĔ halen 
problemlidir.  

1990õda yaĹanan Kºrfez SavaĹĔ ise bu ikircikli duruma g¿zel bir ºrnektir (ayrĔntĔlĔ bilgi i­in bkz. Arslan, 
2017). Bu kapsamda British Airways Flight 149 vakasĔ ºrnek verilebilir. 2 AĶustos 1990õda British Airways Flight 
149 rotasĔndaki 367 yolcu ve m¿rettebat, Kuveytõi iĹgal eden Irak g¿­leri tarafĔndan havaalanĔnda yakalanarak 
rehin alĔnĔrlar (Wikipedia-1). AlĔkonulan kiĹiler, saldĔrĔlarĔ engellemek amacĔyla stratejik noktalara gºt¿r¿l¿p 
òhuman shieldsó yani canlĔ kalkan olarak kullanĔlĔrlar. Rehineler, mock execution (sahte infazlar), fiziksel 
kºt¿ muamele, Ĺiddet ve tecav¿z gibi aĶĔr psikolojik zararlar yaĹarlar; bu durum uzun s¿reli stres sonrasĔ 
bozukluk (PTSD)À olarak geri dºner (bkz. Tevhidhaber, 15 Eyl¿l 2023). 2023ð2024 yĔllarĔnda yaklaĹĔk 100 kiĹi, 
ķngiltere h¿k¿meti ve British Airwaysõe karĹĔ òihmal ve ¿st¿n¿ kapatmaó gerek­esiyle hukuk m¿cadelesi 
baĹlatĔr. A­Ĕklamalar, u­uĹun òsiyah operasyon ekibió taĹĔmak i­in ºzellikle Kuveytõe yºnlendirilmiĹ 
olabileceĶini gºstermektedir (bkz. ¥zen, 2004a, ¥zen 2004b). 

Kºrfez savaĹĔ sĔrasĔnda o topraklarda bulunan masum insanlarĔn ôcanlĔ kalkanõ olarak kullanĔlmasĔ ve rehin 
alĔnmasĔ bu maddelerin sadece yazĔda kaldĔĶĔnĔ gºsterir. BirleĹmiĹ Milletler gibi bir g¿­, insan haklarĔnĔ 
koruyan bu kadar ­ok maddesi olmasĔna raĶmen sorumsuz bir siyasetin ve diktatºr bir rejim karĹĔsĔnda etkisiz 
kalmĔĹtĔr.  

 
2. Kºrfez SavaĹĔ: Tarihsel Arka Plan ve UluslararasĔ Tepkiler 
Bu savaĹa Irak Devlet BaĹkanĔ Saddam H¿seyinõin ­ĔkardĔĶĔ Kºrfez Krizi sebep olmuĹtur. ¥ncesinde 

yaĹanan ķran ile olan savaĹtan aĶĔr zararlara uĶrayan Irak lideri Saddam H¿seyin, bu durumdan kurtulmak 
i­in ­areler aramaktadĔr. Bor­larĔnĔ ºdemekte zorlanan Saddam, ¿lkesinde yaĹanan ekonomik zorluklar i­in 
Kuveytõi su­lamaya baĹlar. Saddamõa gºre ­ok fazla petrol ¿reten Kuveyt, petrol fiyatlarĔnĔn d¿Ĺmesine 
neden olmaktadĔr. Kuveytõe yºnelik bir diĶer su­lama ise, Kuveytõin Irak sĔnĔrĔna yakĔn yerlerde kurduĶu 
tesislerle Irak petrol¿n¿ ­aldĔĶĔ iddiasĔdĔr. 

Irak, bu su­lamalarla 2 AĶustos 1990 tarihinde Kuveytõi iĹgal eder. B¿y¿k bir Irak ordusu, sĔnĔrĔ ge­erek 
Kuveytõin baĹkentini ele ge­irir. Kuveytõin bu saldĔrĔya cevap verebilmesi ise m¿mk¿n deĶildir. Zira Kuveyt, 
Irak ordusu ile karĹĔlaĹtĔrĔlamayacak denli k¿­¿k bir orduya sahiptir. Bu nedenle Irak g¿­leri, 12 saat gibi kĔsa 
bir s¿re i­erisinde Kuveytõin b¿y¿k bir bºl¿m¿n¿ kontrol altĔna alabilmiĹtir.  

IrakõĔn Kuveytõi iĹgali, uluslararasĔ toplumda b¿y¿k bir tepki yaratĔr. BirleĹmiĹ Milletler G¿venlik Konseyi, 
Irakõa karĹĔ ekonomik yaptĔrĔmlar uygular ve IrakõĔn Kuveytõten ­ekilmesini talep eden bir dizi karar alĔr. 
Saddam H¿seyinõin bu talepleri reddetmesi ¿zerine, ABD ºnc¿l¿Ķ¿nde bir koalisyon g¿c¿ oluĹturulur ve 17 
Ocak 1991õde ò¢ºl FĔrtĔnasĔ Operasyonuó adĔ verilen asker´ harek©t baĹlatĔlĔr. 

 
À òPosttravmatik stres bozukluĶuó (PTSD) veya òTravma sonrasĔ stres bozukluĶuó (TSSB), travma yaratan bir olayĔn yaĹanmasĔndan sonra, 

o olayĔn g¿nl¿k yaĹamda veya r¿yada tekrar yaĹanmasĔ, o olayĔ hatĔrlatan durumlardan ka­Ĕnmaya yol a­an bir aĹĔrĔ uyarĔlmĔĹlĔk, kaygĔ 
ve kolayca irkilmeyi i­eren bir kaygĔ bozukluĶudur. (Wikipedia-2) 
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SavaĹ sĔrasĔnda, medya da ºnemli bir rol oynamĔĹtĔr. CNN gibi haber kanallarĔ, savaĹĔn anlĔk gºr¿nt¿lerini 
ve geliĹmelerini d¿nya genelinde izleyicilere aktarĔrlar. Bu durum, savaĹĔn kamuoyu ¿zerindeki etkisini 
artĔrmĔĹ ve uluslararasĔ desteĶi pekiĹtirmiĹtir. 

 
2.1. SavaĹĔn Sonu­larĔ 
Kºrfez SavaĹĔ, Irak ve Kuveyt i­in b¿y¿k yĔkĔmlara yol a­ar. Kuveytõin altyapĔsĔ b¿y¿k ºl­¿de tahrip olur 

ve petrol kuyularĔ aylarca yanar. Irak ise aĶĔr ekonomik yaptĔrĔmlarla karĹĔ karĹĔya kalĔr ve Saddam H¿seyinõin 
rejimi zayĔflar. SavaĹĔn ardĔndan, Irakõta u­uĹa yasak bºlgeler oluĹturulur ve Saddam H¿seyinõin askeri g¿c¿ 
sĔnĔrlandĔrĔlĔr. Ancak, savaĹĔn uzun vadeli etkileri, bºlgedeki istikrarsĔzlĔĶĔ artĔrĔr ve gelecekteki ­atĔĹmalarĔn 
zeminini hazĔrlar. 

 
2.2. MedyanĔn Rol¿ ve Etkisi  
Medya, savaĹlar sĔrasĔnda kamuoyunu bilgilendirmek ve savaĹĔn seyrini etkilemek a­ĔsĔndan ºnemli bir 

rol oynar. Kºrfez SavaĹĔ sĔrasĔnda, medya organlarĔ savaĹĔn anlĔk gºr¿nt¿lerini ve geliĹmelerini d¿nya 
genelinde izleyicilere aktarĔrken, savaĹĔn kamuoyu ¿zerindeki etkisini artĔrĔr ve uluslararasĔ desteĶi pekiĹtirir. 
DolayĔsĔyla medyanĔn savaĹlar ¿zerindeki etkisi, sadece bilgi akĔĹĔyla sĔnĔrlĔ deĶildir, aynĔ zamanda 
kamuoyunun algĔsĔnĔ Ĺekillendirir ve savaĹĔn meĹruiyetini pekiĹtirebilir. Bu nedenle, medyanĔn etik ilkelere 
baĶlĔ kalmasĔ ve tarafsĔz bir Ĺekilde haber yapmasĔ b¿y¿k ºnem taĹĔr. 

Ancak, medya ¿zerindeki kĔsĔtlamalar ve sans¿r, savaĹĔn ger­ek y¿z¿n¿n tam olarak yansĔtĔlmasĔnĔ 
engelleyebilir. Nitekim Kºrfez SavaĹĔ tarihte basĔn ¿zerinde en ­ok kĔsĔtlamanĔn yapĔldĔĶĔ vakalardan biridir. 
Bu savaĹta haber toplamak i­in gazetecilere iki se­enek sunulmuĹtur. Bunlar ya havuz sistemine d©hil olmak 
ya da tek baĹĔna haber yapmaktĔr. Tek baĹĔna haber yapma yºntemini ­ok az sayĔda gazeteci se­ebilmiĹtir. 
Havuz sisteminde ise gazeteciler otel odalarĔnda kalĔp haber yapmaktansa g¿venilir bir Ĺekilde savaĹ alanĔna 
ulaĹabilme garantisi elde etmiĹlerdir (Haldun, 2008, s. 36). Havuz sistemi gazetecilerin objektif bir Ĺekilde 
haber yapmalarĔna b¿y¿k engel teĹkil etmiĹtir. 

 
3. AraĹtĔrmanĔn Yºntem ve Analiz TekniĶi 
AraĹtĔrmamĔzĔn veri kaynaĶĔnĔ, Herta M¿llerõin òEine warme Kartoffel ist ein warmes Bettó (1992) adlĔ 

eserinden òDie Augenringe der Geiselnó baĹlĔklĔ denemesi oluĹturmaktadĔr. Ek olarak, Kºrfez SavaĹĔõnĔn 
(1990/91) tarihsel baĶlamĔnĔ, sivillere yºnelik misilleme sorununu (ºrneĶin British Airways Flight 149) ve savaĹ 
ve Ĺiddetin medyada temsil edilme bi­imini ele alan ­aĶdaĹ tarih ve edebiyat bilimine ait ikincil kaynaklar da 
deĶerlendirilecektir. AyrĔca, Ĺiddetin estetikleĹtirilmesi (Baudrillard, Sontag vb.) ve tanĔklĔk edebiyatĔ ¿zerine 
teorik metinler de M¿llerõin edebi tanĔklĔk ve etik yansĔma arasĔndaki gerilim alanĔnda deneme tarzĔnĔ 
baĶlamsallaĹtĔrmak i­in kullanĔlacaktĔr. 

AraĹtĔrma aĹaĶĔdaki temel sorulardan yola ­ĔkmaktadĔr: 
a) Herta M¿ller, òDie Augenringe der Geiselnó (Rehinelerin Gºz AltĔ MorluklarĔ) baĹlĔklĔ denemesinde 

totaliter rejimlerin deneyimini ve bunlarĔn bireyler ¿zerindeki etkilerini nasĔl yansĔtmaktadĔr? 
b) Kºrfez SavaĹĔ sĔrasĔnda sivillerin maruz kaldĔĶĔ Ĺiddet ve travma nasĔl ele alĔnmakta ve estetik olarak 

iĹlenmektedir? 
c) Medyada sunulan imgeler, acĔnĔn gizlenmesinde veya estetikleĹtirilmesinde nasĔl bir rol oynar ve M¿ller 

bu s¿re­leri nasĔl eleĹtirir? 
d) ĸiddet, baskĔ ve savaĹ deneyimlerinin edebi olarak iĹlenmesi, ­aĶdaĹ insan haklarĔ ve insani deĶerler 

anlayĔĹĔna ne gibi etik sonu­lar doĶurur? 
Analiz, niteliksel-hermenºtik bir yaklaĹĔmĔ izlemektedir. Merkezinde, M¿llerõin dilsel imgeleri, anlatĔ 

stratejileri ve sembolik yoĶunlaĹmalarĔ (ºrneĶin, ògºz altĔ morluklarĔó metaforu) estetik ve etik boyutlarĔ 
a­ĔsĔndan inceleyen, metne yakĔn bir okuma yer almaktadĔr. Metodolojik olarak ¿­ adĔm izlenmektedir: 

a) BaĶlamsallaĹtĔrma: Denemenin Kºrfez SavaĹĔõnĔn tarihsel ve siyasi baĶlamĔnda ve M¿llerõin edebi 
eserlerinin genelinde yerini belirleme. 

b) Medya ve dil eleĹtirisi yaklaĹĔmĔ: M¿llerõin siyasi diplomasi ve medya haberlerine yºnelik eleĹtirisini, 
ºzellikle Ĺiddetin estetikleĹtirilmesi ve gizlenmesi mekanizmalarĔna iliĹkin olarak ortaya koyma. 
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c) Etik ve deĶer analizi: Edebi tanĔklĔĶĔn insan haklarĔnĔn savunulmasĔna, hafĔza k¿lt¿r¿ne iliĹkin sorulara 
ve savaĹ baĶlamĔnda ahlaki sorumluluk konusunda farkĔndalĔk yaratmaya katkĔsĔ olarak yorumlanmasĔ. 

Bu metodolojik adĔmlarĔn birleĹimi, M¿llerõin denemesinin hem estetik tasarĔmĔnĔ hem de politik ve etik 
anlamĔnĔ ele alan ­ok katmanlĔ bir analiz yapĔlmasĔna olanak tanĔyacaĶĔnĔ varsayĔyoruz.      

 
4. AraĹtĔrmanĔn Durumu 
Herta M¿ller ¿zerine yapĔlan araĹtĔrmalar, yĔllardĔr onun edebi ­alĔĹmalarĔ, Banat ĸvabĔ olarak biyografisi 

ile diktatºrl¿k, s¿rg¿n ve gº­ deneyimleri arasĔndaki yakĔn baĶlantĔyĔ vurgulamaktadĔr. òEine warme Kartoffel 
ist ein warmes Bettó (1992) gibi deneme koleksiyonlarĔ, bilimsel tartĔĹmalarda sadece otobiyografik yansĔmalar 
olarak deĶil, aynĔ zamanda Ĺiddet, baskĔ ve gº­¿ eleĹtirel bir bakĔĹ a­ĔsĔyla ele alan edebi etik katkĔlar olarak 
da okunmaktadĔr. 

Merkezi bir referans noktasĔ, M¿llerõin òDer Fisch in der Turnhalleó (Spor Salonundaki BalĔk) adlĔ 
denemesini Xavier Kollerõin òReise der Hoffnungó (Umuda Yolculuk, 1990) adlĔ filmiyle baĶlantĔlĔ olarak analiz 
eden Albayrak ve ¥zt¿rkõ¿n (2019) ­alĔĹmasĔdĔr. Bu ­alĔĹmada, M¿llerõin gº­ ve ka­ĔĹĔn sinematik temsilini 
ð ºzellikle bir ­ocuĶun ºl¿m¿n¿n ara­sallaĹtĔrĔlmasĔnĔ ð nasĔl keskin bir Ĺekilde eleĹtirdiĶi gºsterilmektedir. 
YazarlarĔn gºzlemleri, bireysel deneyimleri, medyada duygusallaĹtĔrma stratejileri ¿zerine etik bir yansĔma ile 
birleĹtirir. Bºylece M¿ller, deĶer odaklĔlĔk tartĔĹmasĔna dahil edilir: DeĶerler sabit b¿y¿kl¿kler olarak deĶil, 
iliĹkisel, s¿re­sel ve mek©na baĶlĔ yapĔlar olarak gºr¿n¿r (bkz. Mokrosch 2013; Regenbogen 1998). 

Bu tekil bulgunun ºtesinde, araĹtĔrmacĔlar M¿llerõin eserini deĶerler ve etik a­ĔsĔndan geniĹ bir 
perspektiften tartĔĹmĔĹlardĔr. HafĔza k¿lt¿r¿ ¿zerine yapĔlan ­alĔĹmalar (ºrn. Corbea-Hoisie 2004; Schmitz 
2011), M¿llerõin metinlerinde diktatºrl¿klerin kurbanlarĔnĔn unutulmasĔna karĹĔ s¿rekli olarak yazdĔĶĔnĔ 
vurgulamaktadĔr. Onun dili, Ĺiddetin normalleĹmesine karĹĔ bir direniĹ iĹlevi gºrmektedir. S¿rg¿n ve gº­ 
¿zerine yapĔlan ­alĔĹmalar (ºrn. ¥zt¿rk 2018; Lºffler 2010), M¿llerõin kºk¿nden koparĔlma temasĔnĔ, siyasi 
ve toplumsal g¿­ iliĹkilerine yºnelik evrensel bir eleĹtiri ile edebi olarak birleĹtirdiĶini gºstermektedir. 

Bunun yanĔ sĔra, M¿llerõin medya eleĹtirisi ve kamuoyundaki tartĔĹmalarda edebiyatĔn rol¿ ¿zerine 
d¿Ĺ¿nceleri de merkezi konular arasĔnda yer almaktadĔr. Bu baĶlamda, M¿llerõin denemelerinin ð òDie 
Augenringe der Geiselnó (Rehinelerin Gºz AltĔ Morluklar) gibi ð sadece belgesel niteliĶinde olmadĔĶĔ, aynĔ 
zamanda dil ve imge politikasĔnĔn mekanizmalarĔnĔ da hedefli bir Ĺekilde sorguladĔĶĔ vurgulanmaktadĔr. 
Merten (2008) veya Tņnņsescu (2013) tarafĔndan yapĔlan araĹtĔrmalar, M¿llerõin edebiyatĔ tanĔklĔk, estetik ve 
etik arasĔnda aracĔlĔk eden eleĹtirel bir ara­ olarak gºrd¿Ķ¿n¿ vurgulamaktadĔr. 

¥zetle, Herta M¿ller araĹtĔrmalarda Ĺiddet, ka­ĔĹ, hafĔza ve insan onuru gibi etik konularĔ gºr¿n¿r kĔlmak 
i­in edebi ara­larĔ kullanan bir yazar olarak algĔlanmaktadĔr. Metinleri, bireysel deneyimleri deĶerler ¿zerine 
evrensel ge­erliliĶe sahip d¿Ĺ¿ncelerle birleĹtirir. Bºylelikle, òDer Fisch in der Turnhalleó (Spor Salonundaki 
BalĔk) veya òDie Augenringe der Geiselnó (Rehinelerin Gºz AltĔ Morluklar) gibi denemeler, sadece tarihsel 
olaylarĔn edebi bir iĹlenmesi deĶil, aynĔ zamanda g¿n¿m¿ze kadar uzanan toplumsal deĶer tartĔĹmalarĔna da 
m¿dahale niteliĶindedir. 

 
5. Bulgular ve TartĔĹma 
 
5.1. Herta M¿llerõin BakĔĹĔyla Siyasilerin SorumluluĶu 
1990õda BM Genel Sekreteri olarak gºrev yapan Perez ve o zamanĔn Irak CumhurbaĹkanĔ Saddam 

H¿seyinõin DĔĹiĹleri BakanĔ olan TarĔk Aziz ile gºr¿Ĺmesi ºn plandadĔr. ToplantĔ odasĔnĔn kasvetinden ve 
diplomatlarĔn y¿zlerinde anlaĹĔlamayan ifadesizlikten bahsederek, diplomatlarĔn hissizliklerine vurgu yapar. 
Dostluk, saygĔ ve anlayĔĹla ge­mesi gereken bir toplantĔnĔn daha ­ok sessiz ve duygusuzluĶunu, toplantĔ 
odasĔndaki gºsteriĹli aksesuarlarĔn diplomatlardan daha ­ok dikkat ­ektiĶini anlatĔr. 

Gºr¿Ĺme sonrasĔ gazetelerde ve televizyon kanalarĔnda Perezõin y¿z¿ndeki ĹaĹĔrmĔĹ ifadeyi gºr¿r, fakat 
kendisinin aynĔ Ĺeyleri d¿Ĺ¿nmediĶini ve aksine y¿z¿nde hi­bir ifade olmadĔĶĔndan bahseder.  
80õlerin Romanya CumhurbaĹkanĔ ¢avuĹeskuõnun yaĹamĔ boyunca diktatºr olarak anĔlmadĔĶĔndan 
bahsederken, diktatºrlerin yaptĔklarĔ her Ĺeyin meĹrulaĹtĔrĔldĔĶĔnĔ ve diĶer devletlerin sadece seyirci kaldĔĶĔnĔ, 
hatta medyanĔn da diktatºrler karĹĔsĔndaki suskunluĶunu eleĹtirmektedir. Bºylece Marcos, Dubalier, 
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Noriega, ¢avuĹesku ve Saddam gibi d¿nya diktatºrlerinin insanlarĔn cehaletini kullanmalarĔnĔ bir meslek 
haline getirdiklerini ifade eder.  

 
5.2. Herta M¿llerõin Diktatºrl¿k EleĹtirisi 
Yazar, SaddamõĔn yºnetimini eleĹtirirken ¢avuĹesku yºnetimine de gºndermede bulunmaktadĔr. 

òé¢avuĹesku yaĹarken hi­bir zaman diktatºr olarak anĔlmadĔ. ôKana susamĔĹõ kelimesini kullanma riskini yºnetimi 
devrilmeden ºnce hi­ kimse alamadĔéó (M¿ller, 1992, s. 15) 

òDie Augenringe der Geiselnó [Rehinelerin gºz altĔ morluklarĔ] adlĔ bºl¿m incelendiĶinde insani deĶerler 
a­ĔsĔndan iki a­Ĕk eleĹtiri gºr¿lmektedir. Birincisi, savaĹ esnasĔnda su­suz insanlarĔn rehin alĔnmasĔ. 
Diktatºrl¿k rejimlerinin insani deĶerleri tanĔmamasĔ ve fĔrsat­ĔlĔk yapmalarĔ. ķkinci eleĹtiri ise; objektif olarak 
haber yapmasĔ gereken medyanĔn o zamanda kĔsĔtlanmasĔdĔr. òéGazeteciler diplomatlarĔn mimiklerini taklit 
ediyorlardĔ. (Neden Irakõta olduklarĔnĔ) sorgulamĔyorlardĔé Sadece sessizlik hakimdiéó (M¿ller, 1992, s. 15) 

M¿ller, 1990 Kºrfez SavaĹĔnda rehine tutulan Alman bir kadĔnĔn serbest kaldĔĶĔnda sºylediĶi sºzlere yer 
verir. Almanca konuĹan kadĔn: òBiz ºzg¿rce hareket edebiliyordukó. M¿ller bu sºzlere uzun bir ipe baĶlĔ bir 
ºzg¿rl¿k eleĹtirisini yaparken yine kadĔnĔn y¿z¿ndeki ifadelerin yalan sºyleyemediĶini ve gºz altĔndaki 
morluklarĔn kendini ele verdiĶini ifade eder. 

Objektif olmasĔ ve b¿t¿n yaĹananlarĔ tarafsĔz bir Ĺekilde yansĔtmasĔ gereken medyanĔn, orada yaĹananlara 
karĹĔ suskunluĶuna vurgu yaparken, c¿mlelerini òadil nasĔl olunmalĔó, òbirilerine nasĔl yalan sºylememelió sorularĔnĔ 
yºnelterek, bu sessizliĶin b¿y¿k bir ihmal olduĶuyla bitirmektedir (M¿ller, 1992, s. 15). 

 
5.3. DiplomatlarĔn Tutumu ve ķkiy¿zl¿l¿Ķ¿ 
M¿ller, diplomatlarĔn diktatºrlerle olan iliĹkilerinde bile jestlerinin ve davranĔĹlarĔnĔn deĶiĹmediĶini, her 

zaman aynĔ resmi ve soĶuk tavrĔ s¿rd¿rd¿klerini eleĹtirir. Bu durum, diktatºrlerin su­larĔnĔ meĹrulaĹtĔrmakta 
ve onlarĔn toplumsal kabul gºrmesine yol a­maktadĔr. DiplomatlarĔn y¿z ifadelerinin ve jestlerinin, totaliter 
rejimlerin su­larĔnĔ ºrtbas etmeye hizmet ettiĶini belirtir. Bu, insani deĶerlerin gºz ardĔ edilmesine ve 
diktatºrlerin eylemlerinin normalleĹtirilmesine neden olur.  

 
5.4. Totaliter Rejimlerin MeĹrulaĹtĔrĔlmasĔ 
M¿ller, totaliter rejimlerin, diĶer devletler ve medya tarafĔndan nasĔl meĹrulaĹtĔrĔldĔĶĔnĔ eleĹtirir. Bu 

rejimlerin su­larĔ ve baskĔlarĔ, uluslararasĔ toplum tarafĔndan yeterince sorgulanmaz ve eleĹtirilmez. Bu 
durum, insani deĶerlerin korunmasĔ a­ĔsĔndan b¿y¿k bir eksikliktir ve diktatºrl¿k rejimlerinin devam 
etmesine yol a­ar. 

 
5.5. MedyanĔn Rol¿ ve SessizliĶi 
M¿llerõin altĔnĔ ­izdiĶi baĹka bir husus ise medyanĔn kĔsĔtlanmasĔdĔr. M¿ller, medyanĔn da diplomatlar gibi, 

diktatºrlerin su­larĔnĔ sorgulamak yerine sessiz kalmayĔ tercih ettiĶini eleĹtirir. MedyanĔn bu tutumu, 
diktatºrlerin eylemlerinin sorgulanmamasĔna ve kamuoyunun yanlĔĹ bilgilendirilmesine yol a­ar. ¥zellikle 
gazetecilerin, rehinelerin yaĹadĔĶĔ zorluklarĔ ve diktatºrl¿k rejimlerinin baskĔsĔnĔ yeterince sorgulamadĔĶĔnĔ 
vurgular. Bu durum, insani deĶerlerin korunmasĔ a­ĔsĔndan b¿y¿k bir eksikliktir. M¿llerõin denemesinde 
bahsettiĶi b¿t¿n ­oĶu gazete ve televizyon kanallarĔnda yer alan òĹaĹkĔnlĔkó (M¿ller, 1992, s. 13) vurgusu ise 
savaĹ sĔrasĔnda gazetecilere dayatĔlan havuz sisteminin bir yansĔmasĔdĔr. 

 
5.6. Rehinelerin Durumu ve ķnsani DeĶerler 
M¿ller, rehinelerin serbest bĔrakĔldĔĶĔnda sºyledikleri sºzlerin, onlarĔn ger­ekten ºzg¿r olmadĔĶĔnĔ 

gºsterdiĶini belirtir. Rehinelerin y¿zlerindeki ifadeler ve gºz altĔndaki morluklar, yaĹadĔklarĔ zorluklarĔ ve 
baskĔyĔ a­Ĕk­a ortaya koyar. Rehinelerin yaĹadĔĶĔ bu zorluklar, insani deĶerlerin ne kadar ihlal edildiĶini ve 
diktatºrl¿k rejimlerinin insan haklarĔna ne kadar zarar verdiĶini gºsterir. M¿ller, fiziksel ve ruhsal yorgunluk 
belirtilerinin y¿zeysel yorumlara kurban edildiĶini ironik bi­imde dile getirir. YazĔnĔn baĹlĔĶĔna taĹĔdĔĶĔ ògºz 
altĔ morluklarĔó ile yaĹanan travmanĔn estetik bir izlenime indirgenmesini, acĔnĔn magazinleĹtirilmesini 
eleĹtirir. òGºz altĔ morluklarĔó burada bireyin òhayĔró deme bi­imine dºn¿Ĺ¿r. Benzer bir estetikleĹtirme, 
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Kºrfez SavaĹĔ medya temsillerinde de mevcuttur. òAkĔllĔ bombalaró ve òtemiz savaĹó sºylemleriyle koalisyon 
g¿­lerinin saldĔrĔlarĔ meĹrulaĹtĔrĔlmĔĹ, sivillerin yaĹadĔĶĔ yĔkĔm teknik bir baĹarĔ gibi sunulmuĹtur (bkz. 
Baudrillard, 1995; Sontag, 2003). 

M¿llerõin araĹtĔrmaya konu denemelerinin ana temasĔ, ògºz altĔ morluklarĔó metaforudur. Bu metafor, 
metnin tamamĔnĔ yorumlamak i­in bir anahtardĔr. Gºz altĔ morluklarĔ, ºncelikle fiziksel yorgunluk ve 
korkunun dĔĹsal bir belirtisi olmakla birlikte, aynĔ zamanda travmanĔn tarif edilemez boyutunun da bir 
sembol¿d¿r. ĸiddet ve baskĔnĔn dilsel veya politik olarak tamamen gizlenemeyeceĶini gºsterir: V¿cutta, sessiz 
bir tanĔklĔk niteliĶinde izler kalĔr.  

Bu a­Ĕdan bakĔldĔĶĔnda, gºz altĔndaki morluklar, rehinelerin acĔlarĔnĔ ºnemsiz gºsteren diplomatlarĔn ve 
medyanĔn resmi sºylemleriyle ­eliĹmektedir. Tutuklular kamuoyuna yaptĔklarĔ a­Ĕklamalarda òserbest­e 
hareket ettiklerinió iddia ederken, y¿zleri baĹka bir ka­ĔnĔlmaz ger­eĶi ortaya koymaktadĔr. M¿ller, sºzl¿ 
yalan ile bedensel ger­ek arasĔndaki ­eliĹkiyi vurgulamaktadĔr. 

AyrĔca, medyada bu gºz altĔndaki morluklarĔ gºrsel bir detay olarak estetikleĹtirme ve bºylece acĔyĔ 
t¿ketilebilir hale getirme eĶilimini eleĹtirmektedir. M¿ller bu gºr¿nt¿y¿ merkeze alarak, acĔyĔ gºr¿n¿r kĔlmak 
yerine onu y¿zeysel bir Ĺeye dºn¿Ĺt¿ren estetikleĹtirme mekanizmalarĔnĔ ortaya ­Ĕkarmaya ­alĔĹmaktadĔr. 
òGºz altĔ morluklarĔó bºylece tanĔklĔk ve gizleme, yaĹanmĔĹ travma ve medyada ­arpĔtma arasĔndaki gerilimi 
temsil etme yetkinliĶi kazanĔr. 

¥zetle, ògºz altĔ morluklarĔó metaforu sadece edebi bir imge deĶil, aynĔ zamanda etik bir iĹarettir. 
Gºr¿nmeyeni gºr¿n¿r kĔlar ve okuyucuyu Ĺiddetin sessiz izlerini ciddi kanĔtlar olarak algĔlamaya davet eder. 
Bºylece M¿ller, dilin yetersiz kaldĔĶĔ durumlarda bile kurbanlara seslerini geri veren bir direniĹ Ĺiirini ortaya 
koyar. 

 
SONU¢ 
Herta M¿llerõin òDie Augenringe der Geiselnó (Rehinelerin gºz altĔ morluklarĔ) adlĔ denemesi, Kºrfez 

SavaĹĔõnĔn tarihsel baĶlamĔnda yazĔlmĔĹ olsa da savaĹ, Ĺiddet ve insan haklarĔ ¿zerine evrensel bir sorgulama 
niteliĶi taĹĔmaktadĔr. Eser, savaĹla hi­bir ilgisi olmayan masum insanlarĔn rehin alĔnmasĔnĔ, uluslararasĔ 
toplumun ve medyanĔn buna sessiz kalĔĹĔnĔ sert bir Ĺekilde eleĹtirirken, aynĔ zamanda edebiyatĔn etik bir 
d¿Ĺ¿nce ve tanĔklĔk iĹlevini de gºzler ºn¿ne sermektedir. 

Metin, ògºz altĔ morluklarĔó metaforunda beden ¿zerinde gºr¿lebilen travmanĔn bireysel izlerini, Ĺiddetin 
siyasi ve medyatik yollarla meĹrulaĹtĔrĔlmasĔna yºnelik g¿­l¿ bir eleĹtiri ile birleĹtirir. Bºylece, kurbanlarĔn 
acĔlarĔ yalnĔzca kayda ge­irilmekle kalmaz; aynĔ zamanda savaĹ deneyimlerinin estetikleĹtirilmesi, 
sĔradanlaĹtĔrĔlmasĔ ve politik ama­larla ara­sallaĹtĔrĔlmasĔna karĹĔ bir direniĹ bi­imi haline gelir. 

Analiz, M¿llerõin denemesinde ¿­ temel eleĹtiri noktasĔnĔ ortaya ­ĔkarmaktadĔr: 
1. Kºrfez SavaĹĔ sĔrasĔnda sivillerin haklarĔndan mahrum bĔrakĔlmasĔ ve òinsan kalkanĔó olarak 

kullanĔlmasĔ, 
2. Diktatºrl¿klerin uyguladĔĶĔ Ĺiddet karĹĔsĔnda uluslararasĔ aktºrlerin diplomatik soĶukluĶu ve siyasi 

pasifliĶi, 
3. MedyanĔn stilize edilmiĹ gºr¿nt¿ler ve stereotipik anlatĔlar yoluyla ger­ek acĔyĔ ­arpĔtmasĔ ve 

gºr¿nmez kĔlmasĔ. 
Bu ¿­ nokta, insani deĶerlerin ve insan haklarĔnĔn sistematik bi­imde ihlal edildiĶini ve savaĹĔn 

meĹrulaĹtĔrĔlma mekanizmalarĔnĔ a­Ĕk­a gºzler ºn¿ne sermektedir. M¿ller bºylece yalnĔzca baskĔ ve Ĺiddet 
konularĔnĔ edebi bir dille iĹlememekte, aynĔ zamanda etik bir tanĔklĔk ¿stlenmektedir. Eserinde, kriz anlarĔnda 
sĔklĔkla terk edilen evrensel deĶerlerin yeniden hatĔrlatĔlmasĔ ve savunulmasĔ talep edilmektedir. 

Bu ­er­evede, edebiyatĔn iĹlevi yalnĔzca estetik bir ifade aracĔ olmaktan ­Ĕkmakta, hatĔrlamayĔ m¿mk¿n 
kĔlan, gizli kalmĔĹ acĔlarĔ gºr¿n¿r kĔlan ve ahlaki duyarlĔlĔĶĔ talep eden eleĹtirel bir ara­ olarak ortaya 
­ĔkmaktadĔr. M¿llerõin denemesi, savaĹ ve diktatºrl¿k tartĔĹmalarĔnĔn yalnĔzca siyasi ve hukuki d¿zeyde 
kalamayacaĶĔnĔ, edebiyatĔn ise empatiyi uyandĔrma, sºylenemeyeni dile getirme ve insani deĶerleri koruma 
noktasĔnda vazge­ilmez bir alan sunduĶunu gºstermektedir. 

Sonu­ olarak, òDie Augenringe der Geiselnó (Rehinelerin gºz altĔ morluklarĔ), bir savaĹ tanĔklĔĶĔnĔn ºtesinde, 
insan onurunun korunmasĔ ve evrensel deĶerlerin savunulmasĔnĔn her t¿rl¿ toplumsal ve siyasi d¿zenin 
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temeli olmasĔ gerektiĶini vurgulayan g¿­l¿ bir ­aĶrĔdĔr. SavaĹlarĔn insani deĶerler ¿zerindeki yĔkĔcĔ etkilerinin 
azaltĔlmasĔ, uluslararasĔ hukukun g¿­lendirilmesi, diplomatik giriĹimlerin artĔrĔlmasĔ ve medyanĔn etik 
sorumluluklarĔnĔ yerine getirmesiyle m¿mk¿n olabilir. M¿llerõin denemesi, bu noktada edebiyatĔn toplumsal 
hafĔzayĔ canlĔ tutan, unutturulmak istenen acĔlarĔ hatĔrlatan ve barĔĹa dair bir vicdani talep sunan bir alan 
olduĶunu g¿­l¿ bi­imde ortaya koymaktadĔr. 

 
KAYNAK¢A 
 
Albayrak, K., & ¥zt¿rk, A. O. (2019). Werteorientierung bei Herta M¿ller am Beispiel des Filmes Reise 

der Hoffnung von Xavier Koller. Alman Dili ve EdebiyatĔ Dergisi ð Studien zur deutschen Sprache und 
Literatur, 41(1), 107ð121. https://doi.org/10.26650/sdsl2019-0005 

Arslan, A. (2017). YakĔn tarihin en b¿y¿k petrol m¿cadelesi: Kºrfez SavaĹĔ. Journal Ist., 30 AralĔk 2017. 
http-1: https://www.gzt.com/dunya-politika/yakin-tarihin-en-buyuk-petrol-mucadelesi-korfez-
savasi-2775258 (15.01.2025) 

Baudrillard, J. (1995). The Gulf War did not take place (P. Patton, Trans.). Indiana University Press. (ķlk 
baskĔ 1991). 

Corbea-Hoisie, A. (2004). Das rumªnische ăExperimentò: Diktatur und literarisches Gedªchtnis. Frankfurt am 
Main: Suhrkamp. 

DaĶabakan, D. (2018). Das T¿rkenbild im Werk von Herta M¿llers òEine warme Kartoffel ist ein 
warmes Bettó. Abstractheft XIV. T¿rkischer Internationaler Germanistik Kongress Ex Oriente Lux: Orient 
in der deutschen Sprache, Literatur und Kultur, Hrsg. von ¥zt¿rk, A. O./ ¥nc¿, M. T. / Balkaya, D., s. 
44. 
https://gerder.org.tr/GERDER_Dokumente/Germanistik_Kongreleri/erzurum_2018_ozet.pdf 

Gºz, K. (2014). Toplumsal DeĶerler BaĶlamĔnda YaĹama H¿rriyeti. 17. Pamukkale ¦niversitesi ķlahiyat Dergisi 
SayĔ: 1, 85-101. 

G¿rsoy, Y. (2013). RomancĔ Yºn¿yle Herta M¿ller. 13. Diyalog. Interkulturelle Zeitschrift f¿r Germanistik, 2013/2: 
16-28. 

Lºffler, S. (2010). ăExil als Sprachverlust?ò Sprachreflexion und Sprachverlust bei Herta M¿ller. N. 
Lºffler & K. Schwenk (Hrsg.), Exilforschung: Ein internationales Jahrbuch zur Exilliteratur (Bd. 28, s. 
115ð132). M¿nchen: edition text + kritik. 

Merten, J. (2008).  sthetik und Ethik im Werk Herta M¿llers. W¿rzburg: Kºnigshausen & Neumann. 
Mokrosch, R. (2013). Religiºse Werte-Bildung im Pluralismus der Religionen? E. Naurath, B. Schrºder, 

& D. Schweitzer (Hrsg.), Wie sich Werte bilden. Fach¿bergreifende und fachspezifische Werte-Bildung (s. 43ð
63). Gºttingen: V&R unipress. 

M¿ller, H. (1992). Eine warme Kartoffel ist ein warmes Bett, (s. 12-15)Hamburg: Europªische Verlagsanstalt. 
¥zen, C. (2004a). Gizli Operasyonlar ve ķstihbarat SavaĹlarĔ. ķstanbul: IQ K¿lt¿r Sanat YayĔncĔlĔk. 
¥zen, ¥. (2004b). Birilerinin Terºr¿ DiĶerlerinin SavaĹĔ. Bianet. BaĶĔmsĔz ķletiĹim AĶĔ. 14 Eyl¿l 2004; 

https://bianet.org/haber/birilerinin-teroru-digerlerinin-savasi-43057 (15.01.2025) 
¥zt¿rk, A. O. (2018). Transfer der Sprachbilder und -strukturen bei Emine Sevgi ¥zdamar und Herta 

M¿ller. In A. B§nffi-Benedek, G. Bosz§k, S. J§nos & ć. Nagy (Hrsg.), Netzwerke und Transferprozesse: 
Studien aus dem Bereich der Germanistik (s. 249ð267). Wien: Praesens. 

¥zt¿rk, A.O. / BalcĔ, U. (2022). Herta M¿ller KitabĔ. ¢anakkale: Paradigma Akademi. 
Regenbogen, A. (1998). Sozialisation in den 90er Jahren: Lebensziele, WertmaÇstªbe und politische Ideale bei 

Jugendlichen. Opladen: Leske + Budrich. 
Schmitz, H. (2011). On Their Own Terms: Trauma and Memory in Contemporary German Literature. Amsterdam: 

Rodopi. 
Sontag, S. (2003). Regarding the pain of others. Farrar, Straus and Giroux. 
Tņnņsescu, C. (2013). Herta M¿llers poetische Ethik des Widerstands. Germanistische Mitteilungen, 59, 25ð

42. 
Tevhidhaber, (15 Eyl¿l 2023). òKºrfez SavaĹĔ SĔrasĔnda ôCanlĔ Kalkanõ YapĔlan Rehinelerden ķngiltereõye 

https://doi.org/10.26650/sdsl2019-0005
https://gerder.org.tr/GERDER_Dokumente/Germanistik_Kongreleri/erzurum_2018_ozet.pdf


IX. Uluslararasē Batē K¿lt¿r¿ ve Edebiyatlarē Araĸtērmalarē Sempozyumu- Bildiri Tam Metin Kitabē  

9th International Western Cultural and Literary Studies Symposium- Full Text Book of Proceedings 

 
Ali Osman ¥ZT¦RK 

AyĹe Arslan ¢AVUĸOĵLU 
Seval Parlakg¿neĹ ERDOĵAN 

29 

 

Davaó. Tevhidhaber, 15 Eyl¿l 2023; https://www.tevhidhaber.com/korfez-savasi-sirasinda-canli-
kalkan-yapilan-rehinelerden-ingiltereye-dava-160075h.htm (15.01.2025) 

URL. òķnsan haklarĔ evrensel beyannamesió. https://www.hsk.gov.tr/eklentiler/dosyalar/9a3bfe74-
cdc4-4ae4-b876-8cb1d7eeae05.pdf (15.01.2025) 

Wikipedia-1. òBritish Airways Flight 149ó. Wikipedia. 
https://en.wikipedia.org/wiki/British_Airways_Flight_149?utm_source=chatgpt.com 
(15.01.2025) 

Wikipedia-2. òTravma sonrasĔ stres bozukluĶuó. 
https://tr.wikipedia.org/wiki/Travma_sonras%C4%B1_stres_bozuklu%C4%9Fu (07.10.2025) 

Yal­Ĕnkaya, H. (2008) òSavaĹlarda Asker-Medya ķliĹkilerinin GeldiĶi Son AĹama ķliĹtirilmiĹ Gazetecilikó, 
UluslararasĔ ķliĹkiler, Cilt: 5, SayĔ: 19 (G¿z 2008), 29-56. 

YazĔcĔ, M. (2014). DeĶerler ve Toplumsal YapĔda Sosyal DeĶerlerin Yeri/ Values and Position of Social Values in 
Social Structure. FĔrat ¦niversitesi Sosyal Bilimler Dergisi Journal of Social Sciences, 24, 209-223. 

 



IX. Uluslararasē Batē K¿lt¿r¿ ve Edebiyatlarē Araĸtērmalarē Sempozyumu- Bildiri Tam Metin Kitabē  

9th International Western Cultural and Literary Studies Symposium- Full Text Book of Proceedings 
 
 
 
 

30 

 

Trauma, Suicide, and Cultural Imperative: A Comparative Study of 
Death of a Salesman and Death and the Kingõs Horseman  
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ABSTRACT 

This study presents a comparative analysis of psychological trauma and suicidal ideation as depicted in Arthur Miller's mid-20th 
century American classic, Death of a Salesman, and Wole Soyinka's postcolonial Nigerian masterpiece, Death and the Kingõs Horseman. 
Despite distinct cultural and historical originsñthe disillusionment of the American Dream versus the complex interplay of Yoruba 
tradition and colonial impositionñthese plays offer profound insights into the dynamics of severe psychological distress leading to 
self-destruction. Employing modern trauma theory, this paper examines how protagonists Willy Loman and Elesin Oba exhibit 
critical symptoms of trauma, stemming from vastly different yet equally crushing societal and personal pressures: the perceived 
failure of individual aspiration for Willy, and the catastrophic failure to fulfill sacred communal duty for Elesin. The analysis explores 
how their divergent paths towards suicide are deeply embedded within their respective cultural milieus, reflecting culturally specific 
expressions of despair, honor, and existential crisis. Furthermore, the study investigates themes such as the crisis of identity, 
existential immobility, the role of inherited burdens or expectations, and how trauma shapes their language and perception of reality. 
By juxtaposing these seminal works, this research aims to illuminate both the universal dimensions of profound human suffering 
and the culturally contingent ways in which trauma and suicidal urges are experienced, articulated, and tragically resolved, offering 
new perspectives within comparative literature and cross-cultural trauma studies. 
 
Keywords: Trauma theory, comparative literature, suicidal ideation, cultural psychology, Arthur Miller, Wole Soyinka. 

 
 

Travma, ķntihar ve K¿lt¿rel Zorunluluk: SatĔcĔnĔn ¥l¿m¿ ve ¥l¿m 
ve KralĔn AtlĔsĔ'nĔn KarĹĔlaĹtĔrmalĔ Bir ¢alĔĹmasĔ 

¥Z 
Bu ­alĔĹma, Arthur Miller'Ĕn 20. y¿zyĔl ortalarĔnda yazdĔĶĔ Amerikan klasiĶi SatĔcĔnĔn ¥l¿m¿ ile Wole Soyinka'nĔn sºm¿rge sonrasĔ 
Nijerya'nĔn baĹyapĔtĔ ¥l¿m ve KralĔn AtlĔsĔ'nda tasvir edilen psikolojik travma ve intihar d¿Ĺ¿ncelerinin karĹĔlaĹtĔrmalĔ bir analizini 
sunmaktadĔr. K¿lt¿rel ve tarihsel kºkenleri farklĔ olsa da (Amerikan R¿yasĔ'nĔn hayal kĔrĔklĔĶĔ ile Yoruba geleneĶi ve sºm¿rgeci 
dayatmalarĔn karmaĹĔk etkileĹimi), bu oyunlar kendini yok etmeye gºt¿ren Ĺiddetli psikolojik sĔkĔntĔnĔn dinamikleri hakkĔnda derin 
i­gºr¿ler sunmaktadĔr. Bu makale, modern travma teorisini kullanarak, kahramanlar Willy Loman ve Elesin Oba'nĔn, ­ok farklĔ ancak 
eĹit derecede ezici toplumsal ve kiĹisel baskĔlardan kaynaklanan kritik travma semptomlarĔnĔ nasĔl sergilediklerini incelemektedir: 
Willy i­in bireysel arzularĔnĔn algĔlanan baĹarĔsĔzlĔĶĔ ve Elesin i­in kutsal toplumsal gºrevi yerine getirmekteki feci baĹarĔsĔzlĔk. Analiz, 
intihara giden farklĔ yollarĔnĔn, k¿lt¿rel olarak belirli umutsuzluk, onur ve varoluĹsal kriz ifadelerini yansĔtan, kendi k¿lt¿rel 
­evrelerine nasĔl derinlemesine gºm¿l¿ olduĶunu araĹtĔrmaktadĔr. AyrĔca, bu ­alĔĹma kimlik krizi, varoluĹsal hareketsizlik, miras 
alĔnan y¿klerin veya beklentilerin rol¿ ve travmanĔn dil ve ger­eklik algĔsĔnĔ nasĔl ĹekillendirdiĶi gibi temalarĔ araĹtĔrmaktadĔr. Bu 
ºnemli eserleri yan yana koyarak, bu araĹtĔrma hem derin insan ĔstĔrabĔnĔn evrensel boyutlarĔnĔ hem de travma ve intihar d¿rt¿lerinin 
deneyimlendiĶi, ifade edildiĶi ve trajik bir Ĺekilde ­ºz¿ld¿Ķ¿ k¿lt¿rel olarak koĹullu yollarĔ aydĔnlatmayĔ ama­lamakta ve 
karĹĔlaĹtĔrmalĔ edebiyat ve k¿lt¿rlerarasĔ travma ­alĔĹmalarĔna yeni perspektifler sunmaktadĔr. 
 
Anahtar kelimeler: Travma teorisi, karĹĔlaĹtĔrmalĔ edebiyat, intihar d¿Ĺ¿ncesi, k¿lt¿rel psikoloji, Arthur Miller, Wole Soyinka. 

 
 
 

 

INTRODUCTION 
The nature of tragedy in the twentieth century underwent a profound transformation, moving from the 

palaces of kings to the kitchens of common men, from tales of divine fate to explorations of psychological 
and societal collapse. It is within this modern context that two monumental plays, Arthur Millerõs Death of a 
Salesman, and Wole Soyinkaõs Death and the Kingõs Horseman, offer powerful yet starkly different visions of 
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human downfall. Millerõs play, written in the shadow of World War II and the dawn of a new, ferocious 
wave of American consumer capitalism, interrogates the very soul of the nation's foundational myth through 
the psychological implosion of its hero. In contrast, Soyinkaõs work, set during that same war but staged in 
a post-independence era, confronts the devastating spiritual and metaphysical legacy of colonialism through 
the public dishonor of a communal figurehead. Though separated by continent and context, both plays 
culminate in the suicides of their protagonists, and in doing so, they not only explore the personal agony of 
their heroes but also reveal how individual trauma radiates outward, inflicting lasting wounds on families 
and entire communities. 

This paper offers a comparative study of these two dramatic works, arguing that despite their disparate 
settings, both serve as powerful explorations of psychological trauma. However, they reveal that the nature 
of the trauma, its expression, and its tragic resolution are inextricably linked to the cultural imperatives that 
define the protagonistsõ identities and worlds. Through the complementary lenses of modern trauma theory 
and postcolonial critique, this analysis will examine how Willy Lomanõs gradual, internalized trauma stems 
from a chronic sense of personal failure within an individualistic, capitalist society. In contrast, Elesin Obaõs 
trauma is an acute, externally inflicted wound caused by a colonial intervention that severs him from his 
communal duty and shatters his worldõs cosmic order. This study will demonstrate that while Willyõs private 
trauma leads to the dissolution of a family built on a "phony dream," Elesinõs public trauma signifies the 
potential unraveling of a people's metaphysical universe. By juxtaposing Willyõs suicideña desperate act of 
an isolated individual seeking to reclaim valueñwith the ritual death in Soyinkaõs playña communal, life-
affirming act disrupted into a tragedy of shameñthis study illuminates not only the universal dimensions 
of profound suffering but also the culturally contingent ways in which trauma and suicidal urges are 
experienced, articulated, and tragically resolved. 
 

1. The American Anti-Hero: Trauma and the Implosion of the Self in Death of a Salesman 
Arthur Millerõs Death of a Salesman remains one of the most poignant critiques of American capitalism 

and its psychological toll. The play has long been hailed as a modern tragedy, though one that, in the words 
of Raymond Williams, finds its form not in the fall of kings but in the irreconcilable contradictions faced 
by the common man. Williams (1966) argues that Willy's tragedy lies in his fierce holding on to a conviction 
of personal wholeness and significance in a society that has reduced him to a function (p. 104). This 
functionñthat of the salesmanñis predicated on a dream that is both alluring and corrosive. The 
protagonist, Willy Loman, is a figure whose entire identity is constructed upon this myth of the self-made 
man. His psychological collapse is not the result of a single, catastrophic event but rather a chronic, creeping 
trauma born from the immense gap between the life he desperately imagines for himself and the grim reality 
of his failure. 

The cultural landscape of post-war America provides the fertile ground for Willyõs distress. He is a true 
believer in the national ethos of personality and presentation over substance. As his neighbor Charley notes 
in the requiem, òA salesman is got to dream, boy. It comes with the territoryó (Miller, 1998, p. 111). Willyõs dream, 
however, is a distorted version of the original promise. It is not about creation, innovation, or genuine 
contribution but about performance. His core belief, the mantra he passes down to his sons, is that success 
comes not from expertise but from being òwell likedó. He tells his boys, "the man who makes an appearance in 
the business world, the man who creates personal interest, is the man who gets ahead" (Miller, 1998, p. 21). This hollow 
faith is the source of his profound vulnerability. As critic Christopher Bigsby notes in his introduction to 
the play, Willy Loman is a figure who "cannot bear reality, and since he can't do much to change it, he keeps changing 
his ideas of it" (1998, p. xvi). This constant, exhausting effort to reshape the world to fit his delusions is the 
engine of his psychological disintegration, creating what Bigsby calls "a bleeding mass of contradictions" (1998, 
p. xvi). This is evident in his wildly fluctuating assessments of his son Biff, whom he calls a "lazy bum" one 
moment and "not lazy" the next (Miller, 1998, pp. 5-6). 

Willyõs trauma manifests through a series of classic symptoms, most notably the intrusive flashbacks that 
blur the lines between past and present. In the framework of trauma theory, these episodes are more than 
simple memories. Scholar Cathy Caruth (1996) defines trauma as the story of a wound that cries out, that 
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demands to be heard, but has not been fully processed; the traumatic event is not assimilated into the 
survivor's past and instead returns repeatedly and painfully in the present (p. 4). Willyõs òdaydreamsó function 
precisely in this way. They are not nostalgic reminiscences but re-experienced moments of hope and failure 
that haunt him with an unbearable immediacy. His mind slips uncontrollably into an idealized past where 
his sons, Biff and Happy, were high-school heroes poised for greatness, and he was a successful salesman 
on the verge of conquering New England. The playõs innovative structure, which Miller likened to a knife 
cutting "through a layer of cake... revealing its geologic layers" (Bigsby, 1998, p. x), makes these traumatic intrusions 
a reality for the audience. For example, after returning home defeated from a sales trip, his present-day 
exhaustion triggers a vivid flashback to his sons washing his treasured 1928 red Chevvy, a potent symbol of 
a time when the future seemed bright and his identity secure (Miller, 1998, p. 8). This uncontrollable return 
of the past is a form of repetition compulsion, where Willy is forced to relive moments of both potential 
and failure, endlessly seeking a different outcome that will never arrive. 

This psychological fracturing is immediately apparent in his language. Willyõs speech is a tapestry of 
contradictions, half-finished thoughts, and desperate clich®s. He cannot form a coherent narrative of his life 
because his experience is one of constant internal conflict. He rails against the city they are "boxed in" by, 
longing for the natural world where he could "raise a carrot," yet his entire value system is based on urban, 
capitalist success (Miller, 1998, p. 6). He tells Biff to be serious and not crack jokes with Bill Oliver, then 
immediately advises him to "start off with a couple of your good stories to lighten things up" (Miller, 1998, p. 47). This 
linguistic incoherence is the sound of his traumatized mind, a mind that can no longer distinguish between 
dream and reality, past and present, advice and contradiction. His most potent pronouncements, like "The 
woods are burning!" (Miller, 1998, p. 28), are moments where the suppressed terror of his failure breaks through 
the veneer of sales-speak in a flash of desperate, fragmented poetry. The physical setting of the play becomes 
a powerful symbol of this internal state. Miller's stage directions describe the Loman's "small, fragile-seeming 
home" being surrounded by "towering, angular shapes" of apartment buildings that cast an "angry glow" (Miller, 
1998, p. 1). This environment visually represents Willy's psychological suffocation, the crushing of individual 
space and natural growth by the relentless march of an impersonal, urbanized society. The loss of the literal 
frontier, where a man could carve out a life, mirrors the closing of Willy's own professional and mental 
frontiers. 

These intrusions reveal a man whose sense of linear time has been fractured by his inability to process 
his failures. The past is not a settled country but an active, accusatory presence. His trauma is also deeply 
rooted in a profound sense of abandonment that began in his childhood. His own father left him as a boy, 
heading for Alaska and disappearing from his life, leaving behind only the faint memory of a man who 
òplayed the fluteó (Miller, 1998, p. 33). This initial trauma of paternal abandonment is compounded by the 
departure of his older brother, Ben, a mythic, almost surreal figure who represents a tangible and ruthless 
form of success. Ben òwalked into the jungleó at seventeen and emerged at twenty-one, rich with diamonds 
(Miller, 1998, p. 33). He becomes a recurring figure in Willyõs mind, a ghostly arbiter of success whose 
refrain, òWilliam, when I walked into the jungle... by God, I was rich!ó (Miller, 1998, p. 37), is the voice of a primal, 
Gilded Age version of the American Dream, one that mocks Willyõs own futile efforts to get by òon a smile 
and a shoeshineó (Miller, 1998, p. 111). Critic Terry Otten (1995) argues that Ben represents a diabolical 
temptation for Willy, offering a òfalse choiceó between a fantasy of conquest and the crushing reality of his 
life, a choice that ultimately solidifies Willyõs commitment to a destructive and unattainable dream (p. 48). 
This inherited burden leaves Willy feeling perpetually òkind of temporary about myselfó (Miller, 1998, p. 36). 

Willyõs crisis is fundamentally one of identity. His desperate cry, òI am Willy Loman, and you are Biff Loman!ó 
(Miller, 1998, p. 105), is not a simple statement of fact but a frantic assertion against the encroaching void 
of anonymity and failure. His identity is wholly externalized, dependent on his job title, his perceived 
popularity, and the potential success of his sons. When his young boss, Howardña man Willy held in his 
arms as a babyñfires him, he strips Willy of his very reason for being. Willyõs plea, òYou canõt eat the orange 
and throw the peel awayña man is not a piece of fruit!ó (Miller, 1998, p. 61), is the cry of a man who has given his 
life to a system that now discards him as obsolete. The trauma theorist Judith Herman (1997) writes that 
òTraumatic events destroy the victimõs fundamental assumptions about the safety of the world, the positive value of the self, and 
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the meaningful order of creationó (p. 51). For Willy, the Wagner firm was his world and the life of a salesman was 
his meaningful order; their rejection invalidates his entire existence and the values he lived by. 

The inarticulable nature of his trauma is central to his downfall. He cannot explain his pain to his family 
in a coherent narrative. He can only act it out through his angry outbursts, his contradictions, and his 
dissociative episodes of talking to himself. His wife Linda senses the danger, telling her sons, "a terrible thing 
is happening to him... Attention, attention must be finally paid to such a person" (Miller, 1998, p. 40). Yet, the family is 
trapped. They lack the language to address the trauma directly, resorting instead to complicity in his fictions. 
Linda, while fiercely protective, also acts as an enabler. Her daily ritual of finding the rubber hoseña tool 
for suicideñand then placing it back behind the fuse box because she "can't insult him that way" (Miller, 1998, 
p. 42) is a devastating metaphor for the familyõs inability to confront the terrible truth. This is a tragic failure 
of what Herman (1997) calls the communal process of recovery, which requires a safe environment where 
the truth can be spoken and acknowledged (p. 61). The Loman household, built on a foundation of lies, 
provides no such safety. The pivotal traumatic event for his son, Biff, is the discovery of Willy's adultery in 
a Boston hotel room. Biffõs horrified accusation, òYouñyou gave her Mamaõs stockings!ó (Miller, 1998, p. 95), 
is not merely about infidelity; it is the moment the fatherõs "phony" dream is exposed, shattering Biff's 
admiration and setting him adrift. 

This crushing sense of worthlessness leads Willy to suicidal ideation as a final, desperate business 
transaction. He views his life insurance policy as a òguaranteed twenty-thousand-dollar propositionó (Miller, 1998, 
p. 100). This is the ultimate commodification of the self, where a lifeõs value is reduced to its cash equivalent. 
He tells the spectral Ben that the money is like òa diamond, shining in the dark, hard and rough, that I can 
pick up and touch in my handó (Miller, 1998, p. 100). In a life of intangible promises and failed sales, the 
insurance money represents the one tangible success he can finally achieve for his family. His suicide is 
conceived not as an escape, but as a final saleñtrading his life to provide his son Biff with the capital he 
never had. It is a profoundly individualistic act, born of isolation and the corrosive logic of capitalism, a last-
ditch effort to prove his worth in the only terms his culture has taught him to value. 
 

2. The Yoruba Tragedy: Communal Duty and the Shattering of a World in Death and the Kingõs 
Horseman 

If Willy Lomanõs tragedy is the implosion of the individual self, the tragedy of Elesin Oba in Wole 
Soyinkaõs Death and the Kingõs Horseman is the catastrophic dislocation of the self from a communal and 
cosmic whole. The play, based on a historical event in the Yoruba city of Oyo, Nigeria, in 1946, dramatizes 
the collision of two irreconcilable worldviews. In his crucial "Author's Note," Wole Soyinka (1975) explicitly 
cautions producers against reducing the play to a facile òclash of cultures,ó a label he finds prejudicial and 
simplistic. He insists the central conflict is not sociological but metaphysical: "The confrontation in the play 
is largely metaphysical, contained in the human vehicle which is Elesin and the universe of the Yoruba 
mind" (p. 2). Understanding Elesinõs journey requires a departure from Western notions of suicide and an 
immersion in a culture where life and death are part of a cyclical, interconnected continuum. 

The Yoruba cosmology does not view death as a final barrier but as a ònuminous passage which links all: 
transitionó (Soyinka, 1975, p. 2). Maintaining balance between Aye (the world of the living) and Orun (the 
otherworld) is essential for the well-being of the community. Upon the death of the King (Alafin), it is the 
sacred duty of his chief horseman, the Elesin Oba, to commit ritual suicide to accompany his masterõs spirit 
into the afterlife. As literary critic James Gibbs (1986) notes, this is not an act of self-annihilation but a 
"creative and regenerative act" essential for the community's continuity and the preservation of cosmic order (p. 
88). Elesinõs impending death is a life-affirming act, a willing sacrifice. 

When the play opens, Elesin is not a man contemplating a grim end. He is a figure of òenormous vitality,ó 
who òspeaks, dances and sings with that infectious enjoyment of lifeó (Soyinka, 1975, p. 6). His initial exchange with 
his Praise-Singer is filled with rich, proverbial language that establishes his confidence and deep integration 
with his culture's worldview. His opening parable of the "Not-I" bird is a profound philosophical statement 
on responsibility. He describes how, when Death comes calling, the farmer, the hunter, and the courtesan 
all find excuses to flee, swearing "Not I!" (Soyinka, 1975, pp. 7-8). In stark contrast, Elesin presents himself 
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as the one who, when the "Not-I bird perched Upon my roof, bade him seek his nest again... I unrolled My welcome mat 
for him to see" (Soyinka, 1975, p. 10). This establishes him as a man of immense will, the willing agent of a 
cosmic necessity, making his later failure all the more devastating. His final hours are a celebration, a feast 
of earthly pleasures before he undertakes his great duty. He is honored by the market women, led by the 
Iyaloja, who dress him in rich clothes and even grant his last-minute wish to marry a new bride. This is not 
a contradiction of his duty but its prerequisite; he must be filled with the richness of life to be a worthy 
emissary to the ancestors. He confidently proclaims, òOur marriage is not yet wholly fulfilled. When earth and 
passage wed, the consummation is complete only when there are grains of earth on the eyelids of passageó (Soyinka, 1975, p. 
30). His soul is eager, and he promises, òI shall not turn asideó (Soyinka, 1975, p. 10). However, some critics 
point to a subtle tragic flaw in Elesin's profound attachment to worldly pleasures. His desire for the new 
bride can be read not just as a final affirmation of life, but as a moment of hesitation, a "lingering" that might 
have weakened his will even before the colonial intervention. He himself later confesses to a "weight of longing 
on my earth-held limbs," suggesting a complex interplay between external force and internal weakness (Soyinka, 
1975, p. 46). 

The source of trauma in this play is singular, violent, and external: the intervention of the British District 
Officer, Simon Pilkings. As postcolonial scholar Biodun Jeyifo (2004) argues, Pilkings is not merely an 
individual character but an embodiment of the colonial project's "epistemic violence"ñits inherent inability to 
recognize or respect other ways of knowing and being (p. 215). Operating from a position of colonial 
arrogance and cultural blindness, Pilkings views the ritual as a òbarbaric customó (Soyinka, 1975, p. 24) and 
a òcriminal offenceó (Soyinka, 1975, p. 20). His character is a study in colonial deafness. He dismisses the fears 
of his Muslim sergeant, Amusa, regarding the sacred egungun costume as "mumbo-jumbo" (Soyinka, 1975, p. 
19), and fails to grasp the cosmic significance of the drumming that fills the night, dismissing it as just 
another "excuse for making a noise" (Soyinka, 1975, p. 21). His arrest of Elesin just as he is deep in a trance, 
beginning the spiritual transition, is the òcatalytic incidentó that violently wrenches the Yoruba world from its 
òtrue courseó (Soyinka, 1975, pp. 2, 7). 

The trauma that follows is both personal and cosmic. For Elesin, the interruption is a profound violation 
that shatters his will. He later explains his failure: òthe alien hand pollutes the source of will, when a stranger force of 
violence shatters the mindõs calm resolution, this is when a man is made to commit the awful treachery of reliefó (Soyinka, 
1975, p. 48). The cold iron of the handcuffs on his wrists numbs his spiritual connection. This act of colonial 
power reduces a man of immense spiritual authority to a common criminal, covering him in a òstench of 
shameó (Soyinka, 1975, p. 47). The consequences extend far beyond him. As the Iyaloja accuses him, his 
failure has condemned the dead King òto wander in the void of evil with beings who are enemies of lifeó (Soyinka, 
1975, p. 50). 

The natural order has been hideously reversed. This reversal is tragically embodied by his eldest son, 
Olunde, who returns from medical studies in England to bury his father. Critic Derek Wright (2001) 
describes Olunde as a figure who, far from being a "detribalized Been-to," possesses a more profound and 
principled understanding of his culture's metaphysics than his spiritually weakened father (p. 119). Olunde 
fully accepts the ritual necessity and is horrified to find his father alive and in chains. Olunde represents a 
form of colonial hybridity, as theorized by Homi K. Bhabha (1994). He has absorbed Western education, 
yet he uses its logic to critique the West's hypocrisy and affirm the deeper logic of his own culture. He calmly 
compares his father's duty to the self-sacrifice of a British ship captain during the war, a comparison Jane 
Pilkings cannot comprehend (Soyinka, 1975, p. 37). Olunde's calm articulates the failure not of Yoruba 
tradition, but of the colonial mindset to understand any form of duty that transcends individualism. His 
quiet pronouncement, òI have no father, eater of left-oversó (Soyinka, 1975, p. 43), signifies the complete collapse 
of honor and lineage. 

In a final, devastating turn, Olunde commits suicide himself to fulfill the abandoned ritual. When the 
market women bring Olundeõs body to the imprisoned Elesin, the Iyaloja declares, òThere lies the honour of 
your household and of our race. Because he could not bear to let honour fly out of doors, he stopped it with his lifeó (Soyinka, 
1975, p. 52). Confronted with this ultimate evidence of his failureña traumatic repetition of the death he 
was meant to die, now enacted by his sonñElesin takes his own life. But this is not the honorable death he 
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was meant to die. He strangles himself with his own chains, the very symbol of his subjugation. His final 
act is not a triumphant transition but a lonely, pathetic end. 

 
3.The Performance of Identity: A Thematic Intersection 
While the cultural contexts of Miller's and Soyinka's plays are worlds apart, they intersect powerfully on 

the theme of performance. Both Willy Loman and Elesin Oba are men whose public identities are theatrical, 
requiring them to perform a specific role demanded by their culture. However, the nature and purpose of 
their performances are fundamentally different, and their failures to sustain these roles are central to their 
respective tragedies. 

For Willy Loman, life itself is a performance. His role as "The Salesman" is not merely a job but a 
constructed identity built on a script of hollow optimism and feigned familiarity. As the critic Sheila Huftel 
(1965) points out, Willy's obsession with being "well liked" is the core of his performance; he believes that 
personality can be sold as a commodity, and that this sale is the key to success (p. 78). He performs for his 
boss, his sons, and most tragically, for himself. His flashbacks are a form of mental rehearsal, replaying 
scenes where his performance was successfulñwhere Biff was a star athlete and buyers greeted him warmly. 
The trauma of his present reality stems from his inability to maintain this performance. The buyers no longer 
know him, his son sees him as a "phony," and his boss discards him. The play strips away the costume of the 
successful salesman, leaving only the "hard-working drummer who landed in the ash can" (Miller, 1998, p. 106). 
His suicide is a final, desperate performance, an attempt to stage a grand finale where his death produces 
tangible, monetary value, thereby validating the role he could no longer play in life. 

Elesin's role is also a performance, but it is a sacred, ritualistic one, not a commercial one. His identity 
as the King's Horseman is defined by a single, ultimate performance: the dance into the abyss of transition. 
The first half of the play is the preparation for this grand, metaphysical theater. He dons rich costumes 
provided by the market women, engages in poetic call-and-response with his Praise-Singer, and takes a new 
brideñall part of the public, celebratory ritual leading to his final exit. As scholar Ketu H. Katrak (1986) 
explains, in Yoruba ritual drama, the main actor's goal is to bridge the gap between the human and the 
divine, to become a vessel for cosmic forces (p. 34). Elesin's performance is meant to be world-sustaining, 
a sacred act that ensures the continuity of his people. His failure is a catastrophic stage-fright at the ultimate 
moment, a failure of will that is both personal and cosmic. The intervention of Pilkings provides an external 
excuse, but the play suggests an internal faltering. The colonial officer interrupts the performance, but 
Elesin's attachment to the world may have already caused him to miss his cue. His subsequent imprisonment 
is a cruel parody of his sacred role; stripped of his robes and his audience, he is left with no stage and no 
script. His final suicide is an anti-performance, an act of shame hidden in a cell, a stark contrast to the 
glorious public transition he was destined for. 

Comparing the two reveals the cultural values embedded in their roles. Willy's performance is 
individualistic, competitive, and aimed at material gain. Its failure leads to psychological disintegration. 
Elesin's performance is communal, spiritual, and aimed at cosmic balance. Its failure leads to metaphysical 
chaos and communal dishonor. Both men are ultimately crushed by the weight of the roles their societies 
have assigned them. 
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4. A Comparative Juxtaposition: Individual versus Communal Collapse 
Placing Death of a Salesman and Death and the Kingõs Horseman side-by-side reveals a stark contrast in how 

trauma and identity are constructed, a difference rooted in their foundational cultural values. The source of 
trauma for Willy Loman is internal and chronic, the slow erosion of his self-worth in a society that measures 
a man by his economic success. The antagonist is the American Dream itself, an ideology he has so 
thoroughly internalized that its failure becomes his own. For Elesin, the trauma is acute and brutally external. 
His world is stable until Simon Pilkings intervenes. The trauma is not a psychological flaw but a historical 
violence. Willyõs tragedy is the implosion of a man; Elesinõs is the derailment of a cosmos. 

This distinction is reflected in their sense of identity. Willyõs identity is radically individualistic, defined 
by his profession and his ability to be òwell liked.ó When these fail, there is nothing left. Elesinõs identity is 
entirely communal; he is the Kingõs Horseman, a title embodying a sacred function. When Pilkings stops 
him, he erases the manõs identity, rendering him a nameless, functionless being. The function and meaning 
of suicide in each play are also diametrically opposed. Willyõs suicide is a desperate attempt to create 
monetary value. In Soyinkaõs play, death is understood in three distinct ways: Elesin's intended ritual is a 
life-affirming transition; Olundeõs suicide is a tragic but necessary communal sacrifice; and Elesinõs actual 
suicide is a profane act of shame. A powerful point of comparison lies in the key female figures. Linda 
Loman is the guardian of the individual man; her fierce loyalty compels her to protect Willy's fragile psyche, 
even if it means enabling his delusions and perpetuating the family's state of denial. In contrast, Iyaloja is 
the guardian of the community and its metaphysical truths. While she honors Elesin initially, once he fails 
in his sacred duty, her loyalty shifts to the cosmic order he has betrayed. Her final, scathing condemnation 
of Elesin is the voice of the culture itself, prioritizing communal well-being over individual pity. 

Ultimately, the comparison highlights the powerful role of cultural imperatives. The American Dream 
creates an environment where failure is a deeply personal shame. The Yoruba worldview provides a 
framework where an individualõs life has profound meaning beyond the self. Elesinõs tragedy is not that his 
culture failed him, but that a foreign power prevented him from fulfilling his place within it. Homi K. 
Bhabha's (1994) concept of colonial mimicry offers a lens here; Pilkings, by wearing the confiscated egungun 
costume for a fancy-dress ball, performs a grotesque mimicry of a sacred tradition he cannot comprehend 
(Soyinka, 1975, pp. 19-20). He believes he can appropriate the symbol without consequence, demonstrating 
the profound and dangerous ignorance at the heart of the colonial project (Bhabha, 1994, p. 86). His action 
is a colonial fantasy of control over native culture, yet it backfires, revealing his utter powerlessness to grasp 
the metaphysical reality he is desecrating. 

The father-son dynamics provide a final, powerful point of contrast. Biff Lomanõs primary struggle is to 
break free from his fatherõs "phony dream" and the toxic identity Willy has imposed on him. His tearful 
confrontation, "Pop, Iõm nothing! Iõm nothing, Pop. Canõt you understand that?" is a desperate plea for recognition 
of his true, ordinary self (Miller, 1998, p. 106). It is this moment of raw, painful truth that paradoxically 
allows Willy to feel his son's love for the first time before he resolves to die for him. Olunde's struggle is the 
inverse. He does not seek to escape his father's identity but to see it honored. His tragedy is that he must 
take on the duty his father abandoned, sacrificing his own future to mend the broken cord of tradition. Biff 
must destroy his father's dream to save himself; Olunde must sacrifice himself to save his father's (and his 
people's) honor. 

 
CONCLUSION 
The tragedies of Willy Loman and Elesin Oba, while culminating in the same final act of suicide, are 

born from profoundly different worlds. Arthur Millerõs Death of a Salesman charts the slow, internal decay of 
a man undone by a cultural promise of individual greatness that he could not fulfill. Willyõs trauma, as 
explored by critics like Raymond Williams, is a testament to the psychological violence of an atomized, 
materialistic society where a manõs worth is measured by his paycheck. Wole Soyinkaõs Death and the Kingõs 
Horseman presents a different kind of tragedy: the violent, external shattering of a communal and cosmic 
order by the blunt force of colonial ignorance. Elesinõs trauma is not one of personal inadequacy but of 
historical catastrophe. 
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Read together, these two masterpieces demonstrate that while suffering, despair, and the search for 
meaning are universal, the ways in which these struggles are framed and resolved are irrevocably culturally 
specific. Willy Loman dies a lonely death to prove his material value. Elesin Oba dies in shame, his ritual 
purpose stolen and perversely fulfilled by his son. These plays endure because they speak to fundamental 
anxieties that persist in our time. Salesman continues to resonate with audiences grappling with economic 
precarity and the often-unbridgeable gap between aspiration and reality in a hyper-competitive world. 
Horseman remains a vital text in postcolonial studies, speaking powerfully to ongoing dialogues about cultural 
restitution, the lasting spiritual impact of colonialism, and the urgent need to respect the complex integrity 
of different worldviews. By examining these divergent paths to self-destruction, we gain a richer 
understanding of not only the destructive power of a hollow dream but also the devastating consequences 
of a world wrenched from its spiritual axis. They serve as enduring literary evidence that the most profound 
human stories are those that capture the intersection of personal agony and the larger forces of history, 
culture, and belief. 
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Harem kavramĔ ge­miĹten g¿n¿m¿ze farklĔ anlam y¿kleriyle ­eĹitli metin t¿rlerine konu olmuĹ bir temadĔr. ¥zellikle Binbir Gece 
MasallarĔ ve ­evirilerinin etkisiyle zenginleĹen harem k¿lliyatĔ, farklĔ dºnemlerde farklĔ ideolojik yapĔlar ve dºnemsel normlarla 
Ĺekillenen bir olgu haline gelmiĹtir. Harem kavramĔnĔn sºzl¿k anlamĔna bakĔldĔĶĔnda farklĔ bi­imlerde tanĔmlandĔĶĔ gºr¿lmekle 
birlikte esasĔnda gizli, ºrt¿l¿ ve kutsal yer anlamĔna gelmektedir. Ancak ºzellikle Binbir Gece MasallarĔõnĔn etrafĔnda Ĺekillenen harem 
anlatĔlarĔnĔn, BatĔnĔn DoĶuyu egzotikleĹtirme ve erotikleĹtirme yolunda bir ara­ olarak kullanĔldĔĶĔ gºr¿lmektedir. Oryantalist 
sºylemin sĔklĔkla bu ama­la yer verdiĶi harem temasĔnĔn yansĔmalarĔ edebiyat ve sanat alanlarĔnda gºr¿lebilir. Binbir Gece MasallarĔõnĔn 
haremi kurgu boyutunda konu edindiĶini sºylemek yanlĔĹ olmayacaktĔr. On altĔncĔ y¿zyĔldan itibaren BatĔlĔ seyyahlarĔn farklĔ 
ama­larla DoĶuõya yaptĔklarĔ seferlerin sayĔsĔ artmĔĹ, harem her daim bu doĶrultuda bir merak unsuru olmuĹtur. Ancak haremin, 
mahrem alanĔ olarak kabul edilmesi nedeniyle erkek seyyahlarĔn ziyaret arzusu merak boyutunda kalmĔĹtĔr. ¥te yandan bu durum 
BatĔlĔ kadĔnlar i­in ge­erli olmamĔĹ, ºzellikle eĹlerinin gºrevleri aracĔlĔĶĔyla ķstanbulõa gelen hanĔmlar mevkileri sayesinde hareme 
bizzat ziyarette bulunmuĹtur. Bu duruma en iyi ºrnek Lady Mary Montagu olmuĹ, BatĔlĔ erkek seyyahlarĔn harem hakkĔndaki yanlĔĹ 
temsillerini mektuplarĔnda eleĹtirel bir dille ortaya koymuĹtur. ¥yle ki bu mektuplar sonraki dºnemde derlenerek pek ­ok farklĔ dile 
­evrilmiĹ, yeniden basĔlmĔĹ ve harem anlatĔlarĔnĔn temsil boyutunda etkili bir referans oluĹturmuĹtur. Bu ­alĔĹma ise harem 
anlatĔlarĔnĔn tarihi kurgu alanĔndaki temsilini araĹtĔrmayĔ ama­lamaktadĔr. AraĹtĔrma, bu anlatĔlarĔn tarihsel geliĹimine odaklanarak, 
tarihi kurgu alanĔnda harem anlatĔlarĔnĔn T¿rk yazĔn dizgesine giriĹini ve geliĹimini irdelemeyi hedeflemektedir. Tarihsel dºnemlerin 
harem anlatĔlarĔndaki temsilleri nasĔl etkiledikleri, dºnemin yaygĔn ideolojik ve poetik normlarĔnĔn anlatĔ ve alanyazĔnĔ nasĔl 
ĹekillendirdiĶi tartĔĹĔlacaktĔr. 
 
Anahtar Kelimeler: Harem anlatĔlarĔ, tarihi kurgu, oryantalizm, Binbir Gece MasallarĔ. 
 
 

Harem Narratives as Historical Fiction 
ABSTRACT 

The concept of the harem has been represented across various textual and cultural forms throughout history, accumulating multiple 
layers of meaning over time. Enriched particularly through One Thousand and One Nights and its translations, the corpus of harem 
narratives has become a discursive field shaped by changing ideological frameworks and period-specific norms. Although the 
concept of harem is defined in various ways in different sources, at its core it denotes a space that is concealed, protected, and 
regarded as sacred. However, the harem narratives that were shaped around One Thousand and One Nights came to function as a tool 
for the West in exoticizing and eroticizing the East. The harem motif employed for this purpose within Orientalist discourse finds 
its reflections across both literary and artistic domains. In this regard, One Thousand and One Nights may be seen as a cornerstone 
for the fictional codification of the harem. Beginning in the sixteenth century, the number of Western travelers journeying to the 
East for various purposes increased, and the harem consistently remained an object of curiosity within this context. However, since 
the harem was regarded as a strictly private and secluded space, the desire of male travelers to visit it largely remained confined to 
the realm of speculation and distant fascination. By contrast, Western women were not subject to the same restrictions. Particularly 
those who came to Istanbul accompanying their husbands on diplomatic or administrative appointments were able, by virtue of 
their social position, to visit the harem in person. The most exemplary figure in this regard is Lady Mary Wortley Montagu, who, in 
her letters, critically challenged the inaccurate and often sensationalized depictions of the harem circulated by Western male travelers. 
Indeed, these letters were later compiled, translated into numerous languages, and repeatedly republished, ultimately becoming a 
significant point of reference in the representation of harem narratives. Accordingly, this study seeks to explore how harem 
narratives have been constructed, transformed, and circulated within the field of historical fiction. The study focuses on the historical 
development of these narratives and aims to examine how harem narratives entered and evolved within the Turkish literary 
polysystem in the field of historical fiction. It will further discuss how different historical periods shaped the representation of the 
harem, and how the prevailing ideological and poetic norms of each era informed both the narratives themselves and their 
subsequent reception in the scholarly literature.  
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GķRķĸ  
¢eviribilim alanĔnda Manip¿lasyon Ekol¿ olarak adlandĔrĔlan akĔmĔn ºnc¿ isimlerinden Andre Lefevere, 

­eviriyi bir yeniden yazĔm s¿reci olarak tanĔmlamaktadĔr (Lefevere, 1992, s. vii). Lefevereõye gºre hangi 
ama­la ¿retilmiĹ olursa olsun, yeniden yazĔmlar, belli bir ideolojik ve poetik duruĹ sergiler ve bu durumda 
toplumsal kaygĔlar doĶrultusunda manip¿lasyona yol a­ar. Nitekim Lefevere, yeniden yazĔmĔ manip¿lasyon 
olarak tanĔmlamaktadĔr. ¢eviri, antoloji, tarihyazĔmĔ, eleĹtiri ve derlemelerin d©hil olduĶu yeniden yazĔm bir 
­atĔ kavram niteliĶi taĹĔrken Lefevereõye gºre òyeni kavramlar, yeni metin t¿rleri,   yeni ara­larĔn aktarĔmĔnda 
ºnemli bir rol oynayabilir,ó ama aynĔ zamanda òyeniliĶi de baskĔlayabilir, ­arpĔtabilir ve sĔnĔrlayabiliró 
(Lefevere, 1992, s. vii).  Yeniden yazĔmĔn en g¿­l¿ ºrneklerinden olan ­eviride Lefevereõye gºre ideolojik ve 
poetik kaygĔlar, dilsel kaygĔlardan ºnce gelmektedir (1992, s. 39). Bu ­ĔkarĔmdan hareketle, ­evirinin salt dilsel 
bir aktarĔm olmadĔĶĔnĔ sºylemek yanlĔĹ olmayacaktĔr. ¢eviri, yani yeniden yazĔm s¿recine d©hil olan ve 
Lefevere tarafĔndan profesyoneller olarak tanĔmlanan bireyler veya patronaj olarak tanĔmlanan eyleyici ve 
kurumlarĔn rol¿ olduk­a b¿y¿kt¿r. Profesyoneller ­evirmenler, editºrler, eleĹtirmenler, akademisyenler gibi 
eyleyicilerden oluĹur ve patronaj birimi tarafĔndan belirlenen parametreler ĔĹĔĶĔnda yazĔn dizgesini i­eriden 
kontrol eder. Bºylece edebiyatĔn nasĔl olmasĔ gerektiĶi yani poetikasĔ belirlenmiĹ olur. ¥te yandan dĔĹ kontrol 
sistemini yºneten birim ise patronajdĔr. Kontrol mekanizmasĔ olarak patronaj, toplumun nasĔl olmasĔ 
gerektiĶini yani ideolojiyi belirler. Bu doĶrultuda patronaj, yeniden yazĔmĔ ileri taĹĔyabilir veya engelleyebilir. 

Lefevere, yeniden yazĔm s¿recine d©hil olan eyleyicileri yeniden yazanlar olarak da tanĔmlar. Ona gºre, 
bu eyleyiciler òbir yazarĔn, bir eserin, bir dºnemin, bir t¿r¿n, bazen de b¿t¿n bir edebiyatĔn imgelerini 
yarattĔĶĔnĔó ifade etmektedir (1992, s. 5). Lefevere, bu imgelerin genelde rekabet ettikleri asĔllarĔyla birlikte 
var olduklarĔnĔ fakat imgelerin asĔllarĔndan daha geniĹ kitlelere ulaĹtĔĶĔnĔ ve bunun da  kaynak metinleri arka 
plana ittiĶini eklemektedir. Bu noktada yukarĔda bahsedilen manip¿lasyon kavramĔ ºn plana ­ĔkmaktadĔr. 
Yeniden yazĔmlar ideolojik ve poetik olarak manip¿lasyona uĶrayarak ¿retilir ve ortaya ­ĔkardĔklarĔ imgeler 
asĔllarĔndan ayrĔlĔr. 

Lefevereõnin yeniden yazĔm ve manip¿lasyon kavramlarĔndan hareketle, bu ­alĔĹma harem anlatĔlarĔ 
merkezinde y¿r¿t¿lm¿Ĺt¿r. Harem kavramĔnĔn tanĔmĔ ve harem anlatĔlarĔnĔn ­ĔkĔĹ noktalarĔ ele alĔnarak 
ºzellikle oryantalist sºylemin oluĹturduĶu imgelerle OsmanlĔ hareminin temsilleri sorunsallaĹtĔrĔlmĔĹtĔr. 
Binbir Gece MasallarĔyla doĶu temsillerinin en merkezi temalarĔndan birine dºn¿Ĺen harem anlatĔlarĔ, Lady 
Montagu (1689-1762), Julia Pardoe (1806-1862), Pierre Loti (1850-1923), Grace Ellison (1880-1935) gibi 
tanĔnan yazarlarĔn anlatĔlarĔnda en ºnemli odak noktasĔnĔ oluĹturmuĹtur. On dokuzuncu y¿zyĔldan itibaren 
T¿rk yazĔn dizgesi batĔdaki doĶu imgelerine merak sarmaya baĹlamĔĹtĔr. 1930õlu yĔllarda harem anlatĔlarĔnĔn 
nasĔl bir ilgi uyandĔrdĔĶĔnĔ, tarih yazĔlarĔnĔ dºnemin gazetelerinde ve ­ok satan kitaplarĔnda yayĔnlayan Ahmet 
Refik AltĔnay ve ReĹat Ekrem Ko­uõnun gerek telif gerekse ­eviri eserlerinin pop¿lerliĶinden anlayabiliriz. 
Harem anlatĔlarĔnĔn yazĔn dizgesinde en g¿­l¿ temsilcilerinden Lady Mary Montaguõn¿n mektuplarĔnĔn ilk 
­evirilerini T¿rk­eye kazandĔrmĔĹ olmanĔn yanĔnda Lale Devri (1932), Cem Sultan (1924), KadĔnlar SaltanatĔ 
(1916), KĔzlaraĶasĔnĔn Pi­i (1933), Kabak­Ĕ Mustafa (1958), HaĹmetli Yosmalar & OsmanlĔ Tarihinde Yasaklar (1962) 
gibi telif eserlerle Harem anlatĔlarĔnĔn yazĔn dizgesinde yer almasĔnda ºnemli bir rol oynamĔĹlardĔr.  

Harem anlatĔlarĔ, 2000õli yĔllarda benzer bi­imde ­eviri merkezinde yeniden ilgi gºrmeye baĹlamĔĹtĔr. Ann 
Chamberlinõin 1990õlĔ yĔllarĔn sonunda yayĔnladĔĶĔ Sofia baĹlĔklĔ ¿­lemesi ile baĹlayan bu yeni dalga, ­evirmeni 
Solmaz Kamuran baĹta olmak ¿zere harem anlatĔlarĔnĔn merkezde yer aldĔĶĔ pek ­ok tarihi kurgu kitabĔnĔn 
ºn¿n¿ a­mĔĹtĔr. Harem anlatĔlarĔnĔn 2000õli yĔllardaki pop¿lerliĶinin zirve noktasĔ ise MuhteĹem Y¿zyĔl dizisinin 
(2011) yayĔn hayatĔna baĹlamasĔ olarak kabul edilebilir. ¥nceden benzeri gºr¿lmemiĹ bir ilgiyle karĹĔlanan 
dizinin diĶer metin t¿rlerindeki yeniden yazĔmlarĔna ivme kazandĔrdĔĶĔnĔ sºylemek yanlĔĹ olmayacaktĔr. 
¥zellikle ­evirmen/yazar Demet AltĔnyeleklioĶluõnun aynĔ dºnem yayĔnlanan OsmanlĔ Hanedan Serisi bu 
yeniden yazĔmlarĔn ºn plana ­Ĕkan ºrneklerindendir.  

Bu ºrneklerde de gºr¿ld¿Ķ¿ ¿zere harem farklĔ dºnemlerde ideolojik ve poetik koĹullar doĶrultusunda 
yeniden Ĺekillenen, s¿reklilik gºsteren bir temadĔr. Bu noktada, harem anlatĔlarĔnĔn ­ĔkĔĹ noktasĔna dºnmek 
ve bu anlatĔlarĔn beslendiĶi temel kaynaklardan biri olan Binbir Gece MasallarĔ BatĔ yazĔnĔnda DoĶuõyu egzotik 
ve erotik bir mek©n olarak yeniden kurgulayan temsillerin zeminini oluĹturmuĹ ve ilerleyen dºnemde ortaya 
­Ĕkan harem merkezli yeniden yazĔmlarĔn da tematik temellerini atmĔĹtĔr. Bu ­alĔĹma kapsamĔnda, bu 
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temsillerin oluĹturduĶu harem anlatĔlarĔnda ºne ­Ĕkan ortak temalar, Reina Lewis ve Rana Kabbaniõnin 
­alĔĹmalarĔnda belirttikleri bakĔĹ a­ĔlarĔ doĶrultusunda ele alĔnmĔĹtĔr.  

Sonu­ olarak, Lefevereõnin yeniden yazĔm kavramĔnda vurgulandĔĶĔ ¿zere, metinlerin ve imgelerin daha 
geniĹ dolaĹĔm alanĔna girmesi, bu ­alĔĹmanĔn temel sorunsalĔnĔ oluĹturmaktadĔr. Bu baĶlamda, yeniden 
yazĔmlar aracĔlĔĶĔyla harem anlatĔlarĔnĔn temsili ve imgesinin nasĔl ¿retildiĶi, dºn¿Ĺt¿Ķ¿ ve yeniden dolaĹĔma 
girdiĶi sorgulanacaktĔr. 
 

1. Haremin TanĔmĔ ve Harem AnlatĔlarĔ 
Harem kavramĔ, tarih boyunca yalnĔzca fiziksel bir mek©nĔ deĶil, aynĔ zamanda toplumsal, k¿lt¿rel ve 

ideolojik bir alanĔ ifade etmiĹtir. Bu nedenle harem anlatĔlarĔna ge­meden ºnce haremin tanĔmlarĔna bakmak 
doĶru olacaktĔr.  

T¿rk Dil Kurumu G¿ncel T¿rk­e Sºzl¿kõte harem kelimesi: ò(i) saray ve konaklarda kadĔnlara ayrĔlan bºl¿m, 
selamlĔk karĹĔtĔ; (ii) bu bºl¿mde oturan kadĔnlarĔn hepsi; (iii) sarayda padiĹahĔn ºzel hayatĔnĔn ge­tiĶi bºl¿m; (iv) hanĔmó 
(T¿rk Dil Kurumu, t.y.) Ĺeklinde tanĔmlanmaktadĔr. Bu tanĔmlara bakĔldĔĶĔnda, harem kavramĔnĔn hem 
mek©nsal hem sosyal olarak bir karĹĔlĔĶĔ olduĶu sºylenebilir. Harem, mek©nsal olarak kadĔnlarĔn vakit 
ge­irdiĶi yer ve bu kadĔnlardan bahsetmek i­in kullanĔlan bir terim olarak karĹĔmĔza ­ĔkmaktadĔr.  

T¿rk Diyanet VakfĔ ķslam Ansiklopedisiõnde ise harem kavramĔ daha geniĹ bir tarihsel ve k¿lt¿rel baĶlamda 
tanĔmlanmaktadĔr. T¿rk Dil Kurumu Sºzl¿Ķ¿ ile benzer Ĺekilde haremin mek©nsal ºzelliklerine deĶinmekle 
birlikte farklĔ olarak kavramĔn òõºrtmek, gizlemek, baĹkalarĔndan esirgemek; ayĔrmak, tecrit etmekóõ ve òkorunan, 
mukaddes ve muhterem olan Ĺey veya yeróó anlamlarĔna da dikkat ­ekilmektedir (¥zaydĔn & Bozkurt, 1997). ķslam 
ºncesi dºnemde de haremin mek©nsal tanĔmĔna yer veren ķslam Ansiklopedisiõnde harem kavramĔnĔn manevi 
olarak mukaddes, mahrem ve kutsal kabul edildiĶinin ºn plana ­ĔkmasĔ olduk­a ºnemlidir. 

Bu baĶlamda harem kavramĔnĔn BatĔ toplumlarĔndaki tanĔmlarĔyla karĹĔlaĹtĔrmalĔ incelemek adĔna 
ķngilizce Merriam-Webster Dictionaryõdeki anlamlarĔ incelenmiĹtir: ò(i) a. a usually secluded house or part of a house 
allotted to women in some Muslim households, b. the wives, concubines, female relatives, and servants occupying a harem, (ii) 
informal  : a group of women associated with one man;  (iii) a group of females associated with one male, used of polygamous 
animalsó1 (Merriam-Webster Dictionary, t.y.). Bu tanĔmlarda, T¿rk­e kaynaklarda yer alan òmukaddesó, 
òmahremó ve òkutsaló gibi anlamlara karĹĔlĔk gelen herhangi bir ifade bulunmamaktadĔr. ķlk tanĔmlar, 
haremin mek©nsal boyutuna atĔfta bulunsa da ºzellikle ikinci ve ¿­¿nc¿ tanĔmlarda T¿rk­e karĹĔlĔklarĔndan 
uzaklaĹtĔĶĔ gºr¿lmektedir. ¥zellikle tek bir erkeĶin birden fazla kadĔnla iliĹkilendirilmesiyle ortaya ­Ĕkan 
harem temsili tam da oryantalist sºylemin inĹa ettiĶi òsaraydaki sultanĔn ­ok sayĔda cariyesió imgesine hizmet 
etmektedir. Bu anlam kaymasĔ nedeniyle harem, kutsallĔk ve mahremiyetle baĶdaĹan bir yaĹam alanĔ olmaktan 
­Ĕkarak, BatĔõnĔn gºz¿nde erotik, gizemli ve eriĹilmesi arzulanan bir mek©na dºn¿Ĺm¿Ĺt¿r.  

Nitekim sºzl¿kte verilen ºrnek c¿mle, bu dºn¿Ĺ¿m¿n modern BatĔ k¿lt¿r¿ndeki uzantĔlarĔnĔ daha net 
bi­imde yansĔtmaktadĔr: òEvery red-blooded American male has no doubt fantasized about what went on in Hugh Hefnerõs 
bedroom with his harem of blond bombshells.ó (Merriam-Webster Dictionary, t.y.). Playboy dergisinin kurucusu 
olarak bilinen Hugh Hefner, Amerikan pop¿ler k¿lt¿r¿nde ­ok ­okeĹlilik, cinsellik ve g¿­ temsillerinin 
somutlaĹtĔĶĔ fig¿rlerden biridir. Dergisiyle aynĔ adĔ taĹĔyan Playboy Malik©nesi, ºrnekte de belirtildiĶi ¿zere, 
BatĔlĔ erkeklerin harem fantezisinin v¿cut bulduĶu, yani bu fantezinin onlarĔn gºz¿nde òger­ekleĹtiĶió yer 
olarak sembolleĹtirilmiĹtir.  

Bu ºrnek, harem kavramĔnĔn BatĔ toplumlarĔnda uĶradĔĶĔ anlam kaymasĔnĔn yalnĔzca tarihsel bir dºneme 
ºzg¿ olmadĔĶĔnĔ, ge­miĹte ¿retilen oryantalist imgelerin g¿n¿m¿z pop¿ler k¿lt¿r¿nde de farklĔ bi­imlerde 
yeniden ¿retildiĶini, yani yeniden yazĔldĔĶĔnĔ gºstermektedir. DoĶuõya ºzg¿ kutsal, mahrem ve toplumsal bir 
alanĔ tanĔmlayan harem kavramĔ, BatĔõnĔn tarihsel belleĶinde erotize edilmiĹ ve nesneleĹtirilmiĹ bir temsile 

 
1 (i) BazĔ M¿sl¿man evlerde, genellikle kadĔnlara ayrĔlmĔĹ, dĔĹa kapalĔ bir ev ya da evin bºl¿m¿, b. haremde yaĹayan eĹler (kadĔn), cariyeler, akrabalar 
ve hizmetkarlar; (ii) g¿nl¿k dilde bir erkekle iliĹkilendirilen kadĔnlar grubu (ºrnek: pop yĔldĔzĔ ve haremi); (iii) ­ok eĹli hayvanlarda bir erkeĶe 
baĶlĔ diĹi topluluĶu.  
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dºn¿Ĺm¿Ĺt¿r. Bu temsiller farklĔ alanlarda, farklĔ metin t¿rlerinde modern dºnemde dahi k¿lt¿rel ¿retimlerle 
s¿rd¿r¿lmeye devam etmiĹtir.  

Bu olgunun ­arpĔcĔ ºrneklerinden biri olarak Murat Ayka­ Enginºzõ¿n aynĔ yayĔnevinden ­Ĕkan Haremin 
B¿y¿s¿ (1999) baĹlĔklĔ kitap kapaklarĔ gºsterilebilir. KitabĔn T¿rk­e ve ķngilizce basĔmlarĔnĔn ikisi de aynĔ 
kitapevinden, Arion YayĔnlarĔ, ­ĔkmasĔna raĶmen kitap kapaklarĔnda yer alan gºrseller birbirinden son derece 
uzak temsilleri barĔndĔrmaktadĔr. KitabĔn T¿rk­e kaynak metin kapaĶĔnda harem kavramĔnĔn mimari 
ayrĔntĔlarĔna ve mek©nsal unsurlara odaklanan bir gºrsel tercih edilirken, ķngilizce erek metnin kapaĶĔnda 
(The Magic of the Harem) kadĔn bedeni merkezli ve erotize edilmiĹ bir gºrsel tercih edilmiĹtir. Bu iki baskĔ 
arasĔndaki gºrsel fark, harem temsilinin BatĔ baĶlamĔndaki yeniden yazĔmda nasĔl dºn¿Ĺt¿Ķ¿n¿ gºstermekle 
birlikte oryantalist ideolojiyle Ĺekillenen bir manip¿lasyonu iĹaret etmektedir.  

 

 
 
BatĔõda harem imgesindeki bu sapma, yalnĔzca gºrsel temsillerle sĔnĔrlĔ kalmamĔĹ, aynĔ zamanda sºyleme 

de yansĔmĔĹ; hem merak hem yasak unsuru olarak varlĔĶĔnĔ s¿rd¿rm¿Ĺt¿r. Harem bir yandan gizemli ve kapalĔ 
bir alan olarak merak uyandĔrĔrken diĶer yandan ahlaki sĔnĔrlarĔn ihlali ile iliĹkilendirilmiĹtir. Bu ikili durum 
k¿lt¿rel alanda hem cinsel cazibeyle karĔĹĔk bir ilgi hem de ahlaki normlarĔn erozyonuna yºnelik bir tedirginlik 
uyandĔrmĔĹtĔr. 

Bu durum, tarihsel s¿re­ i­inde harem kavramĔnĔn ºzellikle ķngilizce konuĹulan d¿nyada ne t¿r ­aĶrĔĹĔmlar 
taĹĔdĔĶĔnĔ gºstermesi bakĔmĔndan dikkat ­ekicidir.  Yirminci y¿zyĔlĔn baĹĔnda OsmanlĔ kadĔnlarĔ ve harem 
¿zerine pek ­ok eser kaleme almĔĹ olan Grace Ellison, dºnemin bu algĔsĔnĔ kendi anekdotlarĔndan birinde 
olduk­a a­Ĕk bi­imde aktarĔr. Ellison, OsmanlĔ ailesi ve kadĔnlarĔ ¿zerine konuĹma yapmak ¿zere bir dernek 
tarafĔndan davet edildiĶinde, konuĹmasĔnĔn baĹlĔĶĔnda harem kelimesini kullanmamasĔnĔ ºzellikle rica 
ettiklerini aktarmaktadĔr (Ellison, 1913, s. xvi., akt. Lewis, s. 100). ¥yle ki, dinleyicilerin bir kĔsmĔ bu baĹlĔĶĔ 
òcinsel i­eriklió bulup uzak duracak, bir kĔsmĔ ise tam da bu beklentiyle geleceĶinden hayal kĔrĔklĔĶĔ 
yaĹayacaktĔr.  

Bu sºylemsel ve imgesel sapmalar, yalnĔzca harem kavramĔnĔn algĔlanĔĹ bi­imini deĶil, bu kavram 
etrafĔnda Ĺekillenen anlatĔlarĔn kurgusal ºzelliklerini de doĶrudan etkilemiĹtir. BatĔõda oryantalist bakĔĹ a­ĔsĔyla 
¿retilen harem anlatĔlarĔ, bu ideolojik bakĔĹĔn izlerini taĹĔmakla birlikte OsmanlĔ kadĔnlarĔnĔn kaleme aldĔĶĔ 
karĹĔ anlatĔlar, aynĔ temalarĔ farklĔ bakĔĹ a­ĔsĔyla yeniden yorumlamĔĹtĔr. Bu doĶrultuda Reina Lewisõin 
Rethinking Orientalism: Women, Travel and the Ottoman Harem (2004) ve Rana Kabbaniõnin Europeõs Myths of 
Orient: Devise and Rule (1986) baĹlĔklĔ eserlerinden hareketle, OsmanlĔ kadĔnlarĔnĔn genel olarak karĹĔ ­ĔktĔĶĔ 
harem anlatĔlarĔnĔn tematik sĔnĔflandĔrĔlmasĔ aĹaĶĔdaki tabloda ºzetlenebilir: 
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Temalar BatĔ AnlatĔlarĔnda Harem OsmanlĔ KadĔnlarĔnĔn KarĹĔ 
AnlatĔlarĔ 

Egzotizm & Erotizasyon Harem, òyasak ve gizemlió mek©n, 
kadĔn bedeninin erotik nesne olarak 

sunulmasĔ 

KadĔnlarĔn entelekt¿el kimlikleri 
ºne ­ĔkmasĔ 
(Lewis, s. 2) 

ĸiddet & Kºlelik ķmgesi Kºle pazarĔ, zincirlenmiĹ cariyeler 
ve òtutsak kadĔnlaró imgeleri 

Yazarlar kºlelik yanĔnda 
modernleĹme talepleri 

Mek©nĔn KapalĔlĔĶĔ & Gizem Harem, eriĹilmez ve hayal edilen 
òºteki mek©nó (Kabbani, s. 10-11) 

ķ­eriden yazan kadĔnlar haremi 
k¿lt¿rel ¿retim mek©nĔ olarak 

tanĔmlamasĔ (Lewis, s. 5) 

KadĔn Temsili: Sultan vs. OdalĔk 
(Cariye) 

KadĔnlar ya entrikacĔ òsultanó ya da 
cinsel nesne òodalĔkó olarak ikili 

Ĺekilde temsil edilir (Lewis, s. 7-8) 

OsmanlĔ kadĔnlarĔ bu algĔya karĹĔ 
­ĔkĔp ºzg¿rl¿k taleplerini dile getirir 

(Lewis, s. 3) 

 
BatĔ kaynaklĔ harem anlatĔlarĔnda egzotizm ve erotikleĹtirme temasĔ, haremin òyasakó, ògizemlió ve 

òulaĹĔlmazó bir mek©n olarak betimlenmesiyle i­ i­e ge­miĹtir. Bu anlatĔlarda harem, ­oĶunlukla mistik bir 
atmosferde konumlandĔrĔlmakta, kadĔn bedeni ise bu gizemin v¿cut bulmuĹ hali olarak erotik bir nesneye 
indirgenmektedir. Bºylece kadĔn, hem DoĶuõnun simgesi hem de BatĔlĔ erkek bakĔĹĔnĔn arzu nesnesi haline 
getirilmektedir. Buna karĹĔlĔk OsmanlĔ kadĔnlarĔnĔn kaleme aldĔĶĔ karĹĔ anlatĔlarda harem, yalnĔzca mahrem 
bir alan deĶil, aynĔ zamanda entelekt¿el ve k¿lt¿rel bir mek©n olarak yeniden konumlandĔrĔlmĔĹtĔr. Nitekim 
OsmanlĔ saraylarĔndaki harem, bir eĶitim kurumudur, haremdeki cariyeler, baĹta dini eĶitim olmak ¿zere dil, 
musiki ve gºrg¿ alanlarĔnda yoĶun bir ºĶrenim s¿recinden ge­mektedir. 

BatĔdaki oryantalist sºylemde harem anlatĔlarĔnĔn mek©nĔ ­oĶunlukla saray olarak kurgulansa da bu 
anlatĔlarda cariyelerin saraya ulaĹmadan ºnce ge­irdikleri s¿re­lerde kºle pazarlarĔ, zincirlenme sahneleri ve 
esaret imgeleri ºn plana ­ĔkmaktadĔr. KadĔn bedeni, burada yalnĔzca arzu nesnesi deĶil, aynĔ zamanda BatĔlĔ 
beyaz erkek tarafĔndan kurtarĔlmaya muhta­ fig¿r haline getirilir. Oryantalist sºylemin egemen olduĶu bu 
anlatĔlarda edilgen ve kurtuluĹu dĔĹarĔdan bekleyen kadĔnlarĔn aksine, OsmanlĔ kadĔnlarĔnĔn karĹĔ anlatĔlarĔnda 
OsmanlĔ kadĔnlarĔnĔn modernleĹme ve tanĔnma talepleri ºn plana ­ĔkmaktadĔr.  

BatĔlĔ oryantalist anlatĔlarda kadĔn temsili ­oĶunlukla ikili bir karĹĔtlĔk i­inde sunulmaktadĔr. KadĔnlar ya 
entrikacĔ ve ­ĔkarcĔ bir òsultanó fig¿r¿ olarak ya da cinsel arzunun sembol¿ haline getirilen bir òcariye/odalĔkó 
Ĺeklinde tasvir edilir (Lewis, 2004, ss. 7-8). Lewisõin belirttiĶi ¿zere OsmanlĔ kadĔnlarĔnĔn batĔ sºyleminde 
k¿­¿msenme bi­imleri yalnĔzca cinsel d¿zeyde sĔnĔrlĔ deĶildir. Bu k¿­¿mseme aynĔ zamanda zamansal, 
toplumsal ve k¿lt¿rel boyutlarda ger­ekleĹmektedir. Zamansal olarak oryantalist anlatĔlarda DoĶuõnun 
modern ºncesi ge­miĹe hapsolmuĹ bir yer olarak sunulmasĔ sĔklĔkla karĹĔlaĹĔlan temalardandĔr. Genellikle bu 
coĶrafyalardaki geliĹmeler gºz ardĔ edilirken, harem anlatĔlarĔ ºzelinde 16. y¿zyĔl haremi ile 21. y¿zyĔl harem 
tasvirlerinin birbirinden ­ok farkĔ bulunmamaktadĔr. ¥te yandan sºz konusu anlatĔlarda harem, sarayda 
sultanĔn haremini ifade etmektedir. Nitekim anlatĔlarda sĔnĔf farklĔlĔklarĔ yok sayĔlmĔĹ, kadĔnlar yalnĔzca sultan 
veya kºle olarak ele alĔnmĔĹtĔr. Bu kadĔnlardan ºzellikle cariyeler bilin­siz, tembel ve cahil harem kadĔnlarĔ 
olarak sarayda keyif s¿ren kadĔnlar olarak betimlenmiĹtir. KarĹĔ anlatĔlarda ise yine hem sĔnĔf farklĔlĔklarĔna 
dikkat ­ekilmiĹ, hem de haremin entelekt¿el yºn¿ vurgulanmĔĹtĔr.  

 
2. BatĔda Harem AnlatĔlarĔ 
Harem anlatĔlarĔnĔn yazĔlĔ bi­imde Ĺekillenmeye baĹlamasĔ, DoĶuõnun BatĔõdaki temsili a­ĔsĔndan dºn¿m 

noktalarĔndan biri olan Binbir Gece MasallarĔõnĔn ­evirileriyle yakĔndan iliĹkilidir. BatĔ d¿nyasĔnda bu anlatĔlar,  
doĶrudan DoĶu'dan gelmemiĹ, FransĔz oryantalist ve arkeolog Antoine GallandõĔn derlediĶi Les Mille et Une 
Nuits aracĔlĔĶĔyla dolaĹĔma girmiĹtir. GallandõĔn on iki ciltlik derlemesi 1704-1717 yĔllarĔ arasĔnda Parisõte 
yayĔmlanmĔĹ, bu serinin ilk cildi ise yalnĔzca iki yĔl sonra ķngilizceye ­evrilerek Andrew Bell tarafĔndan 
Londraõda basĔlmĔĹtĔr (Dickson, 2019, s. 4) 

Bu aktarĔm s¿reci, DoĶuõnun BatĔõdaki temsiline iliĹkin temel bir ger­eĶi ortaya koymaktadĔr: BatĔnĔn 
òDoĶu imgesió ­oĶu zaman DoĶuõnun kendisinden deĶil, BatĔõnĔn kendi i­indeki k¿lt¿rel ¿retimlerden 
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doĶmuĹtur. Binbir Gece MasallarĔ, bu anlamda yalnĔzca bir ­eviri deĶil, aynĔ zamanda BatĔnĔn DoĶuyu hayal 
etme ve yeniden yazma bi­iminin ilk ºrneklerindendir.  

Harem yukarĔda da belirtildiĶi ¿zere mahrem bir alan olarak bilindiĶinden DoĶuõnun kendi i­inde kaleme 
almaktan sakĔndĔĶĔ bir husustur. Bu nedenle òaslĔó dolaĹĔmda olmamakla birlikte BatĔõnĔn yeniden yazĔmlarla 
yarattĔĶĔ imge Lefevereõnin de bahsettiĶi gibi rekabette olduĶu aslĔndan daha yaygĔn bi­imde dolaĹĔma 
girmiĹtir..  

 
2.1. T¿rkiyeõde Harem AnlatĔlarĔ 
Mahremiyet mek©nĔ olarak harem OsmanlĔ yazĔn dizgesinde veya k¿lt¿r¿n diĶer alt dizgelerinde OsmanlĔ 

romanĔ ortaya ­Ĕkana kadar repertuarĔn bir par­asĔ deĶildir. YazĔn dizgesi ºzelinde OsmanlĔ Devletiõne 
bakĔldĔĶĔnda OsmanlĔ romanĔ baĹlayana kadar iki ana alt dizge olduĶu sºylenebilir: Divan EdebiyatĔ ve Halk 
EdebiyatĔ. Bu iki yazĔn dizgesinin de okur kitlesi birbirinden olduk­a farklĔ olup ðsaray ve halk- konu 
edindikleri olgular ve metin t¿rleri kurguya m¿saade eden bir yapĔda deĶildir. Divan EdebiyatĔnda aĹk 
konularĔ genellikle kadĔnĔn bir bakĔma siluetine ºvg¿ler dizerek devam ederken, Halk EdebiyatĔnda sºz 
konusu olan aĹk Yaradanõa karĹĔ olan tasavvufi duygulardĔr. Kurgunun, T¿rk yazĔn dizgesine Tanzimat 
FermanĔn ilanĔnĔ takip eden dºnemde ºzellikle ­evirilerin baĹlamasĔyla girdiĶini ifade etmek yanlĔĹ 
olmayacaktĔr. ¥zellikle BatĔõdan yapĔlan ­evirilerle dolaĹĔma giren yeni metin t¿rlerini T¿rk­eye aktaran 
­evirmenler daha sonrasĔnda bu t¿rlerde telif eserlerini vererek k¿lt¿rel alĔmdan (import) bir aktarĔm s¿reci 
(transfer) ger­ekleĹtirmiĹlerdir. Bu s¿re­, Tanzimatõtan Cumhuriyetin ilanĔndan sonraki dºneme, sonrasĔnda 
tek partili dºnemden siyasi ideolojinin yansĔmalarĔnĔn toplumun her alanĔnda en derinden hissedildiĶi 
1980õlere ve 1990'lardan g¿n¿m¿ze kadar devam eden bir ºr¿nt¿y¿ de oluĹturmuĹtur. Bu ­alĔĹmada harem 
anlatĔlarĔnĔn dolaĹĔmĔnda rol oynayan eyleyicler bakĔmĔndan benzer ºr¿nt¿leri barĔndĔran 1930 ve 2000õli 
yĔllar ele alĔnmĔĹtĔr.   

BatĔõnĔn DoĶuõya karĹĔ duyduĶu merak, DoĶuõya yapĔlan seyahatlerin artmasĔna neden olmuĹtur. ¥zellikle 
BatĔlĔ beyaz erkeklerin ger­ekleĹtirdikleri seyahatlerde, DoĶu aslĔndan uzaklaĹtĔrĔlarak temsil edilmiĹ, hatta 
bu temsiller oryantalist ressamlarĔn hi­ gitmedikleri Ĺehirlerin, ¿lkelerin resimlerini yapmalarĔna kadar s¿ren 
bir yayĔlma alanĔna sahip olmuĹtur. ¥te yandan DoĶuõya bu seyahatleri sadece erkekler deĶil, kadĔnlar da 
gerek gºreve giden eĹlerinin yanĔnda gerekse de tek baĹlarĔna ger­ekleĹtirmiĹlerdir.  

1716 yĔlĔnda OsmanlĔ Devletiõne ķngiliz b¿y¿kel­isi olarak atanan Edward Wortley Montaguõn¿n eĹi Lady 
Mary Wortley Montagu tam da bu duruma ºrnek teĹkil etmektedir. HayatĔnĔn bir kĔsmĔnĔ b¿y¿kel­i olan eĹi 
ile birlikte ķstanbul ve Edirneõde ge­iren Lady Montagu, ºzellikle harem ve saray yaĹantĔsĔyla ilgili 
gºzlemlerde bulunmuĹ ve bu gºzlemleri ķngiltereõde yaĹayan akrabalarĔna ve arkadaĹlarĔna yazdĔĶĔ mektuplar 
aracĔlĔĶĔyla dolaĹĔmda olan harem anlatĔlarĔna karĹĔ ­ĔkmĔĹ ve haremin asĔl iĹleyiĹini aktarmĔĹtĔr (ķnce & 
G¿nd¿z, 2023, s. 296). Montaguõn¿n ºl¿m¿nden sonra derlenip basĔlan bu mektuplar bir seyahatname 
niteliĶi taĹĔmaktadĔr. T¿rkiyeõde de olduk­a pop¿ler olan bu eser, òCumhuriyet dºneminde (harf inkĔlabĔ- 1928 
sonrasĔ) ķngilizceden T¿rk­eye yapĔlan ­eviri seyahat eserleri b¿t¿ncesine gºre ķngilizceden T¿rk­eye en ­ok ­evrilen seyahat 
eserió olarak kabul edilmektedir (ķnce & G¿nd¿z, s. 307). ķngilizcede Turkish Embassy Letters baĹlĔĶĔyla 
yayĔnlanan eser, T¿rk­eye ĸark MektuplarĔ, T¿rkiye MektuplarĔ, DoĶu MektuplarĔ gibi baĹlĔklarla farklĔ 
­evirmenlerin kaleminden okuyucuyla buluĹmuĹtur. ¥zellikle 1930õlu yĔllarda Ahmet Refik AltĔnay ve ReĹad 
Ekrem Ko­u bu eserin ­evirmenleri olarak ºn plana ­ĔkmaktadĔr. ¦niversitede tarih okumuĹ ve bir dºnem 
dersler vermiĹ bu iki isim, ºnceleri ­evirilerini yaptĔklarĔ bu metin t¿r¿nde kendi telif eserlerini vermeye 
baĹlamĔĹtĔr.  

Even-ZoharõĔn k¿lt¿rel alĔm ve aktarĔm kavramlarĔ (import ve transfer) bu durumu en iyi Ĺekilde 
a­ĔklamaktadĔr. Even-Zoharõa gºre (2003, s. 169), diĶer k¿lt¿rlerden alĔnan (import) ¿r¿nler (eserler), giderek 
erek repertuarĔn bir par­asĔ haline gelir. Erek k¿lt¿rde dolaĹĔma giren bu eserler bir s¿re sonra bir aktarĔma 
(transfer) dºn¿Ĺerek yazĔn dizgesi i­inde bu alĔnan ¿r¿nlere benzer eserler ¿retmeye baĹlar. Ancak bu s¿re­te 
diĶer kaynak k¿lt¿rlerden alĔnan her eser ya da metin t¿r¿ erek k¿lt¿rde her zaman alĔmlayĔcĔsĔnĔ 
bulamayabilir, yani bir aktarĔma dºn¿Ĺmeyebilir. Even-Zohar, k¿lt¿rel alĔmĔn aktarĔma dºn¿Ĺebilmesi i­in 
erek k¿lt¿rde onu karĹĔlayacak ºnc¿llerin, benzer metin t¿rlerinin ve yaygĔn temalarĔn bulunmasĔ gerektiĶini 
belirtir (2003, s. 169). ¥yle ki erek okur a­ĔsĔndan bunlar tanĔdĔk gelmeli ve òyerlió hissi uyandĔrmalĔdĔr. Even-
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ZoharõĔn belirttiĶi hususlar ­er­evesinden Ahmet Refik AltĔnay ve ReĹad Ekrem Ko­uõya baktĔĶĔmĔzda 
bahsedilen aktarĔmĔn harem anlatĔlarĔnda ger­ekleĹtiĶini sºylemek yanlĔĹ olmayacaktĔr. AltĔnay ve Ko­uõnun 
telif eserlerinin baĹka dillere ­evrilerek diĶer k¿lt¿rlerde dolaĹĔma girmesi ise bir dĔĹa aktarĔm (export) s¿reci 
olarak nitelendirilebilir.  

Ahmet Refik AltĔnay, ReĹad Ekrem Ko­u ve Turhan Tan gibi ºnc¿ isimlerin eserleriyle 1930õlu yĔllarda 
harem anlatĔlarĔnda gºzlemlenen bu pop¿lerliĶin benzeri, T¿rk yazĔn dizgesinde 2000õli yĔllarda da 
gºr¿lebilmektedir. ¥zellikle ABDõli yazar Ann Chamberlinõin 1990õlĔ yĔllarĔn sonunda yayĔnladĔĶĔ Sofia serisi 
bu pop¿lerliĶin baĹlangĔ­ noktasĔ olarak d¿Ĺ¿n¿lmektedir. Sofia serisi yayĔnlandĔĶĔ kaynak yazĔn dizgesinde 
fazla pop¿ler olmamasĔna karĹĔn T¿rkiyeõde geniĹ kitlelere ulaĹan bir hayran kitlesiyle karĹĔlaĹmĔĹtĔr. Serinin 
­evirmeni Solmaz Kamuran, eseri kaynak dilinde okuyup olduk­a beĶendikten sonra Chamberlinõe ulaĹarak 
T¿rk­eye ­evirisini bizzat teklif etmiĹtir. Bu s¿re­te KamuranõĔn ­eviriyi baĹlatan bir eyleyici olarak aktif rol¿ 
dikkat ­ekmektedir. KitabĔn tanĔtĔmĔnĔn yapĔldĔĶĔ dºnemde Chamberlinõle birlikte T¿rkiyeõyi gezerek bu 
pop¿lerliĶin daha da artmasĔnĔ saĶlamĔĹtĔr. ¢eviri baĶlamĔnda bakĔldĔĶĔnda ise ­evirmen kimliĶiyle alĔmĔ 
ger­ekleĹtiren Kamuran, Sofia serisinin hemen ardĔndan Kiraze (2000) baĹlĔklĔ telif eserini yayĔnlayarak bu 
alĔmĔ bir aktarĔma dºn¿Ĺt¿rm¿Ĺt¿r. AltĔnay ve Ko­uõya benzer Ĺekilde eserlerinin pek ­ok baĹka dile 
­evrilmesiyle KamuranõĔn da bir dĔĹa aktarĔm s¿reci oluĹmuĹtur.  

Kamuranõa benzer ­evirmenlikten yazarlĔĶa ge­iĹ ºr¿nt¿s¿ olarak niteleyebileceĶimiz baĹka bir eyleyici 
olan Demet AltĔnyeleklioĶlu, Boleyn KĔzĔ (2003) serisiyle tanĔnan ķngiliz yazar Philippa Gregoryõnin eserlerini 
T¿rk­eye aktarmĔĹ, sonrasĔnda da OsmanlĔ Hanedan Serisini kaleme almĔĹtĔr. Harem anlatĔlarĔnĔn ve kadĔn 
karakterlerin merkezde olduĶu bu eserler ºzellikle MuhteĹem Y¿zyĔl (2011-2014) dizisinin etkisiyle, daha geniĹ 
okuyucu kitlesine dolayĔsĔyla etki alanĔna ulaĹmĔĹtĔr.  

AslĔ Sancar, 2000õli yĔllarda harem anlatĔlarĔnĔ kaleme alan yazarlardan biri olarak diĶer yazarlardan k¿lt¿r 
bakĔmĔndan ayrĔlmaktadĔr. Aslen AmerikalĔ olan Sancar, sonradan T¿rk vatandaĹlĔĶĔna ge­miĹtir. BatĔõnĔn 
DoĶuõyu oryantalist bakĔĹ a­ĔsĔyla deĶerlendirmesini kurgu olmayan diĶer tarihi derleme eserlerinde olduk­a 
eleĹtirmiĹ*, kurgu eserlerinde de Lady Montaguõye benzer bir tutumla ger­ekleri aktarmak i­in ­abalamĔĹtĔr.  

Harem anlatĔlarĔnĔn baĹlangĔ­ noktasĔ OsmanlĔ yazĔn dizgesine bakĔldĔĶĔnda, harem olgusunun 
mahremiyeti ve repertuarĔnda bulunmamasĔ nedeniyle uzun s¿re doĶrudan temsil edilmemiĹ ve bu nedenle 
k¿lt¿r¿n hem yazĔn hem de gºrsel anlatĔ alt dizgelerinde konu edilememiĹtir. Ancak Tanzimatõla birlikte 
­evirilerin yazĔn dizgesine yeni metin t¿rlerini kazandĔrmasĔ, kurgu edebiyatĔn oluĹumunu m¿mk¿n kĔlmĔĹ 
ve harem artĔk temsil edilebilir bir anlatĔ temasĔ haline gelmiĹtir. Bu baĶlamda, Lady Montaguõn¿n 
mektuplarĔnĔn yayĔmlanmasĔ ve ºzellikle 1930õlu yĔllarda Ahmet Refik AltĔnay ve ReĹat Ekrem Ko­u 
tarafĔndan T¿rk­eye aktarĔlmasĔ, sadece bir k¿lt¿rel alĔmĔn deĶil, Even-ZoharõĔn ifadesiyle aktarĔmĔn 
ger­ekleĹtiĶi bir dºn¿m noktasĔdĔr. Nitekim bu ­evirilerden doĶan anlatĔ bi­imleri kĔsa s¿rede T¿rk yazĔn 
dizgesinde telif harem metinlerine dºn¿Ĺm¿Ĺ, takibinde bu metinlerin baĹka dillere ­evrilmesi ile dĔĹa aktarĔm 
(export) aĹamasĔ da tamamlanmĔĹtĔr.  

1930õlarda harem anlatĔlarĔnĔn b¿y¿k ºl­¿de erkek tarih­iler/yazarlar tarafĔndan Ĺekillendirilmesine karĹĔn 
2000õli yĔllarda aynĔ anlatĔ d¿nyasĔnĔn daha ­ok kadĔn yazarlar tarafĔndan sahiplenilmesi dikkat ­ekicidir. 
Bununla birlikte, Ann Chamberlin ºrneĶinde de gºr¿ld¿Ķ¿ ¿zere, harem anlatĔlarĔnĔn dolaĹĔma girmesi ­oĶu 
kez ­evirmenin aktif bir eyleyici olarak etkin rol¿yle baĹlamĔĹtĔr. Solmaz Kamuran ve Demet AltĔnyeleklioĶlu 
ºrneklerinde olduĶu gibi ­evirmenin zamanla yazara dºn¿Ĺmesi, harem anlatĔlarĔnda iki farklĔ dºng¿y¿ ortaya 
­ĔkarmĔĹtĔr. Hem anlatĔ olarak harem temasĔ k¿lt¿rel alĔmla birlikte erek k¿lt¿re bir aktarĔma ve tekrar baĹka 
bir k¿lt¿re dĔĹa aktarĔma, hem de ­evirmenler, yazar eyleyicilerine dºn¿Ĺme dºng¿leri sºz konusudur. 
Lefevereõnin yeniden yazĔm kavramĔ ­er­evesinden bir okuma saĶlandĔĶĔnda, s¿rece d©hil olan 
profesyonellerin farklĔ unvanlarla yeniden yazar olarak aktif rol aldĔĶĔ sºylenebilir. 

 
  

 
* Bkz. OsmanlĔ KadĔnĔ: Efsane ve Ger­ek (2009). 
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SONU¢  
Bu ­alĔĹma, harem anlatĔlarĔnĔn farklĔ dºnemlerdeki yeniden yazĔm s¿re­lerini Lefevereõin òyeniden 

yazĔmó ve manip¿lasyon kavramlarĔ doĶrultusunda deĶerlendirmiĹtir. Lefevereõye gºre her yeniden yazĔm 
belli bir dereceye kadar ideolojik yºnlendirmeyi, yani manip¿lasyonu i­erir. Harem anlatĔlarĔnda bu yeniden 
yazĔmlar, oryantalist sºylemle ĹekillenmiĹ, DoĶuõyu egzotik, erotik ve zamansĔz (zamana hapsolmuĹ) bir 
mek©n olarak temsil eden ideolojik bir ­er­eve oluĹturmuĹtur. 

Sºz konusu oryantalist temsil bi­imlerine 20. y¿zyĔlĔn baĹlarĔnda Halide Edip AdĔvar, Zeyneb HanĔm ve 
Melek HanĔm gibi OsmanlĔ kadĔn yazarlarĔ karĹĔ gelmiĹ, eserlerinde harem kavramĔnĔ yeniden tanĔmlayarak 
DoĶu kadĔnĔnĔ edilgen bir fig¿r olmaktan ­ĔkarmĔĹlardĔr. 

T¿rkiyeõde harem anlatĔlarĔ Ahmet Refik AltĔnay, ReĹad Ekrem Ko­u ve Turhan Tan gibi isimlerin 
­evirileri ve telif eserleriyle 1930õlu yĔllarda pop¿lerleĹmeye baĹlamĔĹtĔr. Bu dºnemdeki metinler, BatĔ kaynaklĔ 
imgelerin yeniden ¿retilmesiyle bir t¿r alĔm ve aktarĔm s¿reciyle ­eviri aracĔlĔĶĔyla i­selleĹtirilmiĹtir.  

2000õli yĔllarda benzer bir pop¿lerleĹme eĶilimi yeniden ortaya ­ĔkmĔĹtĔr. Ann Chamberlinõin 1990õlĔ 
yĔllarĔn sonunda kaleme aldĔĶĔ Sofia ¿­lemesi ve bu ¿­lemenin ­evirisiyle birlikte harem anlatĔlarĔ 1930õlu 
yĔllardan farklĔ olarak daha ­ok kadĔn yazarlar aracĔlĔĶĔyla yeniden ¿retilmiĹtir. Solmaz Kamuran, Demet 
AltĔnyeleklioĶlu ve AslĔ Sancar gibi yazar/­evirmenlerin anlatĔlarĔn merkezine kadĔn ºzne yerleĹmiĹ, erkek 
bakĔĹ a­ĔsĔna dayanan anlatĔlarĔn dĔĹĔna ­ĔkĔlmĔĹtĔr. ¥zellikle BatĔlĔ oryantalist sºylemle geliĹen kadĔnĔn erotik 
bir nesne olarak resmedilmesinden uzaklaĹarak artĔk kadĔnlar eĶitimli, irade sahibi ve kendi kaderini 
belirleyen eyleyiciler olarak temsil edilmiĹtir.  

Sonu­ olarak, harem anlatĔlarĔ hem BatĔõnĔn DoĶuõyu inĹa etme bi­imlerinin hem de DoĶu kadĔnlarĔnĔn 
bu temsillere karĹĔ geliĹtirdiĶi direniĹin bir yansĔmasĔdĔr. Bu yºn¿yle harem, tarih boyunca yalnĔzca bir mek©n 
deĶil, ideolojik m¿zakerelerin, k¿lt¿rel ­evirilerin ve temsil m¿cadelelerinin s¿rd¿Ķ¿ dinamik bir yeniden 
yazĔm alanĔ olmayĔ s¿rd¿rm¿Ĺt¿r.  

 
KAYNAK¢A 
 
AltĔnyeleklioĶlu, D. (2009). Moskof cariye H¿rrem. ķstanbul: Artemis YayĔnlarĔ.  
Chamberlin, A. (1996). Sofia. New York: Forge. 
Dickson, D. M. (2019). Cultural encounters with the Arabian Nights in nineteenth-century Britain. Edinburgh 

University Press. 
Even-Zohar, I. (2003). The Making of Culture Repertoire and the Role of Transfer ò, Translations:(Re) 

shaping of Literature and Culture, ed. Saliha Paker, BoĶazi­i University Press, ķstanbul. 
ķnce, S., & G¿nd¿z, A. (2023). Tarihi yeniden kurgularken: Toplumsal bir eyleyici olarak Ahmet Refik 

ve Mektuplar ­evirisi. Dokuz Eyl¿l ¦niversitesi Edebiyat Fak¿ltesi Dergisi, 10(2), 296ð325. 
Kabbani, R. (1986). Europe's myths of Orient: Devise and rule. Springer. 
Kamuran, S. (2000). Kiraze. ķnkĔlap Kitabevi. 
Lefevere, A. (1992). Translation, rewriting and the manipulation of literary fame. Routledge. 
Lewis, R. (2004). Women, travel and the Ottoman harem: Rethinking Orientalism. University Press of Florida. 
Merriam-Webster. (t.y.). Harem. Merriam-Webster ­evrimi­i sºzl¿k. EriĹim tarihi: 15 Eyl¿l 2025, 

https://www.merriam-webster.com/dictionary/harem 
Montagu, M. W. (1933). ĸark MektuplarĔ (A. R. AltĔnay, ¢ev.). Hilmi Kitaphanesi. 
Montagu, M. W. (1993). Turkish embassy letters. Londra: Virago Press. 
¥zaydĔn, A., & Bozkurt, N. (1997). Harem. T¿rkiye Diyanet VakfĔ ķsl©m Ansiklopedisi. EriĹim tarihi: 15 

Eyl¿l 2025, https://islamansiklopedisi.org.tr/harem--kadinlar#1 
SavcĔ, T. (YapĔmcĔ). (2011-2014). MuhteĹem Y¿zyĔl [Dizi]. Tims&B Productions. 
T¿rk Dil Kurumu. (t.y.). Harem. G¿ncel T¿rk­e Sºzl¿k. T¿rk Dil Kurumu. https://sozluk.gov.tr 

https://www.merriam-webster.com/dictionary/harem
https://islamansiklopedisi.org.tr/harem--kadinlar#1


IX. Uluslararasē Batē K¿lt¿r¿ ve Edebiyatlarē Araĸtērmalarē Sempozyumu- Bildiri Tam Metin Kitabē  

9th International Western Cultural and Literary Studies Symposium- Full Text Book of Proceedings 
  
 
 
 

46 

 

Fiction as Faith: Constructing Belief in Kazuo Ishiguroõs Klara and 
the Sun 

AyĹe Nur BELER* 

 
ABSTRACT 

Kazuo Ishiguroõs Klara and the Sun (2021) examines the subject of belief not only to portray the theological heading, but also to 
illustrate the fictional manner of meaning-making. The novel depicts Klara as an AF (artificial friend) that develops belief on the 
Sun. More, this belief becomes to have a sacred role so as to improve her perspective of the World. The commitment to the Sun is 
not an act of programming, rather than that Klaraõs faithfulness appears as a result of narrative-based and ritualized pattern of belief. 
Klaraõs process of solar worship as a modernized way of mythmaking and faith construction is the key research of this paper relying 
on òNotion of narrative faithó by Paul Ricïur and òmythological thoughtó approach of Hans Blumenberg. In the novel it appears 
that belief does not emerge from theological custom or biological intuition. Klaraõs situation presents that belief can proceed through 
perception of experience with fiction and symbols. Such an approach reconstructs belief as narrated structure that enables the 
possibility of belief which may arise even in artificial beings. The experience of Klara indicates that belief persists as an essential and 
existential approach regardless of age of technology. Therefore, Klara and the Sun objects traditional presumptions related to human 
and faith through claiming the idea that fiction may provide the base for guiding ethics and sentimental bonds even in artificial 
intelligence.  
 
Keywords: Kazuo Ishiguro, Klara and the Sun, fiction and belief, narrative faith, mythological thought. 

 
 

ķnan­ Olarak Kurgu: Kazuo Ishiguroõnun Klara ve G¿neĹ 
RomanĔnda ķnancĔn ķnĹasĔ 

¥Z 
Kazuo Ishiguroõnun Klara ve G¿neĹ (2021) adlĔ eseri, inan­ konusunu yalnĔzca teolojik bir baĹlĔk olarak deĶil, aynĔ zamanda anlam 
yaratmanĔn kurgusal bi­imi de resmetmek i­in inceler. Roman, KlaraõyĔ G¿neĹõe inan bir (YA) yapay arkadaĹ olarak tasvir ediyor. 
DahasĔ, bu inan­, KlaraõnĔn d¿nyaya bakĔĹ a­ĔsĔnĔ geliĹtirmek i­in kutsal bir rol ¿stleniyor. G¿neĹõe olan baĶlĔlĔk, bir programlama 
eylemi deĶil, KlaraõnĔn sadakatinin anlatĔ temelli ve rituelleĹmiĹ bir inan­ ºrt¿s¿n¿n sonucu olarak ortaya ­ĔkmasĔdĔr. KlaraõnĔn 
G¿neĹõe tapĔnma s¿recini, mit yaratma ve inan­ inĹasĔnĔn modernleĹtirilmiĹ bir yolu olarak ele alan bu makalenin temel araĹtĔrmasĔ, 
Paul Ricïurõ¿n òanlatĔsal inan­ó kavramĔ ve Hans Blumenbergõin òmitolojik d¿Ĺ¿nceó yaklaĹĔmĔna dayanmaktadĔr. Romanda, 
inancĔn teolojik geleneklerinden veya biyolojik sezgilerden kaynaklanmadĔĶĔ gºr¿lmektedir. KlaraõnĔn durumu, inancĔn kurgu ve 
sembollerde deneyim algĔsĔ yoluyla ilerleyebileceĶini ortaya koymaktadĔr. Bºyle bir yaklaĹĔm, inancĔ, yapay varlĔklarda bile ortaya 
­Ĕkabilecek inan­ olasĔlĔĶĔnĔ m¿mk¿n kĔlan anlatĔsal bir yapĔ olarak yeniden inĹa eder. KlaraõnĔn deneyimi, inancĔn teolojik ­aĶĔndan 
baĶĔmsĔz olarak ºzsel ve varoluĹsal bir yaklaĹĔm olarak varlĔĶĔnĔ s¿rd¿rd¿Ķ¿n¿ gºstermektedir. Bu nedenle, Klara ve G¿neĹ (2021), 
kurgunun yapay zekada bile etik ve duygusal baĶlara rehberlik etmek i­in temel saĶlayabileceĶi fikrini ºne s¿rerek insan ve inan­la 
ilgili geleneksel varsayĔmlara karĹĔ ­ĔkmaktadĔr. 
 
Anahtar Kelimeler: Kazuo Ishiguro, Klara ve G¿neĹ, kurgu ve inan­, anlatĔ inancĔ, mitolojik d¿Ĺ¿nce. 

 
 
 
 

INTRODUCTION 
In todayõs developed world, technological improvements have been renewing itself day by day. While 

some feel optimistic about it, some others perceive it as quite pessimistic. This contradiction clearly causes 
many discussions and constant approaches to technology since the boundary between human and artificial 
intelligence is being more blurred. At first, having been designed as a tool, artificial intelligence is now more 
than that: it has the power to think, learn and even intuit. What if it happens to feel one day? If an artificial 
being begins to question fear, love or hope, even its existence, will it be still defined as machine? 

Because of such concerns of present, it is not surprising to come across with the reflections of 
uncertainty towards artificial intelligence in literature as well. Regarding this dilemma, Kazuo Ishiguroõs 
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critical novel Klara and the Sun (2021) demonstrates a wide variety of critical discussions. One of the most 
salient and confounding of the considerations could be humankindõs stance on technology. In the novel, 
artificial friends are designed to be companions specifically for kids. They are expected to be friends of 
children in their lonely and isolated lives. This illustration is described in a store where AFs wait to be sold, 
and Klara is one of them. However, Klara clearly differs from other AFs. She is apparently more than just 
a programmed companion because of her feelings and strong belief which makes her faithful. In the novel, 
a sick girl named as Josie finds her AF, Klara, however, Klara does not merely help her as an AF, she 
becomes the one who cares and wonders Josie and throughout time believes in Sun and hopes for salvation. 
The novel is constructed through fiction, obviously; yet still fiction is not only a narration here since it 
enables possibilities to demonstrate fictional manner of meaning-making. Further, it is undeniable that 
fiction has always been more than just storytelling because of providing the way of imagining worlds, 
exploring human questions, and giving shape to experiences that cannot be fully explained. Thus, it could 
be asserted that fiction is the way through which writers address deepest uncertainties such as life, death, 
meaning and belief. 

Considering belief as one of the deepest uncertainties, it is not merely constituted of logic and 
observation. Most of the time it (re)shapes through imagination and the capacity to produce fiction. 
Humanõs intention to create stories and find symbols emerges from the complexity of life and invisibility. 
These fictional way of meaning-makings do not directly present solid realities, but it may help our mind to 
experience abstract and internalize them. Human beings try to consider uncertainty through imagination 
and begins to construct such feelings as faith and hope. Therefore, fiction is not merely an aesthetic tool in 
writing, it is a fundamental ground for revealing faith, for deepening faith and for making sense of faith. In 
this regard, fiction always appears as the space where philosophy and imagination meet. In this collaboration 
fiction and faith could be one of the most powerful intersections that fiction creates. In Klara and the Sun 
(2021), exploration of profound existential questions such as humanity, the search for meaning and the role 
of faith could be realized through its description of artificial intelligence. Despite being an artificial friend, 
Klara perceives the world around her as a subject that enables her to create meaning and hopes for the 
future. Critically essential example of this is the healing power of the Sun that she believes which becomes 
a fertile ground for interpreting the novel regarding faith. Thus, the aim of this paper is to analyze Klaraõs 
faith through theoretical perspectives of Paul Ricïurõs narrative faith and Hans Blumenbergõs mythological 
thought. 
 

1. Narrative Faith: An Analysis of Klara and the Sun 
One of the most keystone of the human experiences could be the effort to make sense of life and 

apparently this attempt is not limited with logic or scientific explanations. The individuals need narrative so 
that they could interpret their experiences and establish a unique world of meaning since narration is not 
only a story line, but also a frame in which individuals could conceptualize their lives and form their values 
and beliefs. Thus, belief becomes more than an intangible notion: it happens to be the mechanism that 
directs individualõs life, provides trust in the face of uncertainty and make sense of their experiences. 
Obviously, human beings interconnect the past, the present and the future and build integrity of life which 
finds possible meanings with narration; however, an interesting thing appears with the idea that this progress 
of meaning-making is not limited with human mind anymore while artificial intelligence systems currently 
appear as more than a programmed machines. 

Kazuo Ishiguroõs novel Klara and the Sun (2021) portrays an artificial friend (AF) who can build up her 
own story. Klara noticeably produces a narrative faith through organizing her data and linking events. Even 
from the very first pages of the novel, she presents her difference from other AFs while she wonders about 
everything that she is surrounded by through stating that: 

 
But I realized how much Iõd grown used to making observations and estimates in relation to those of other AFs 
around me, and here too was another adjustment I had to make. In those early days, at stray moments, Iõd often 
look out at the highway going over the hill ð or at the view across the fields from the bedroom rear window ð and 
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search with my gaze for the figure of a distant AF, before remembering how unlikely a prospect that was, so far 
away from the city and other buildings. (2021). 

 

As an artificial being, she does not merely observe or evaluate scientifically, she makes sense of her 
surrounding and clearly attempts to create a possible meaning each time when she cannot find an answer. 
In this regard, Paul Ricïurõs approach of narrative faith appears that demonstrates which faith is beyond 

believing in rules or doctrines because òfaith is a function of trust and conviction.ó (Einsohn, 2014). Relatedly, 
faith could be established in experiences that are shaped by stories and through which it may be possible 
for people to understand themselves, their relationships, behaviors and their connection to the world. 
Considering Ricïurõs claim on narrative faith, his theory of mimesis and hermeneutics is truly important. 

Paul Ricïurõs òattention to the relation of art and life is more explicit when he turns to the concept of mimesis which he 
extracts from his discussion of Aristotleõs poetics but subjects to a radical and highly original interpretation.ó (Carr, Taylor, 
& Ricoeur, 1991). In its basis reflection, mimesis could be defined as the way how stories are constructed 
and how their meanings are related to experiences. His approach refers to three stages; prefiguration, 
configuration and refiguration as follows: òwhen he takes up the question of narrative, it is in the context of prefiguration 
through configuration, which is to say that there is a structure of narrative, through a refiguration which is a temporal movement 
which redoes in an actional way any previous configuration.ó (Ihde, 1991). In this context, narrative could not be 
merely regarded as a way of storytelling, it suggests the way to reestablish temporality as well. 

Apparently in the first stage, experiences are seen in a not organized way; thus, the second stage is 
constructed to arrange events into a coherent story and give meaning and order to what happens. Along 
with them the last stage appears as the final moment when the story finds its reader or listener and influences 
their perception of the world. Once Ricïurõs mimesis is considered in Klaraõs situation, it is possible to 
realize the prefiguration stage through Klaraõs observations on human life, their struggles and emotions. 
This phase is followed by the moment of configuration once she begins to interpret what she sees and 
structures a story based on care, belief, faith and hope. And for the final stage, ònarrative is both actional and 
structural. As a plot it provides structure, meaning, but in the movements from configuration through refiguration in both 
historical and fictional narrative, there is revealed the constitution of textual worlds in correlation with human lifeworlds.ó 
(Ihde, 1991). Thus, in Klaraõs situation it is not surprising to expect her story to shape her actions and affects 
the point of views of both readerõs and humans around her. 

According to Ricïur, òplots, in fact, are in themselves both singular and nonsingularé In addition, plots combine 
contingency and probability, even necessityé Plots, finally, combine submission to paradigms with deviation from the established 
models.ó (Ricoeur, 1984). In the context of Klaraõs plot, although the narrative implies an artificial friend that 
explores humanity at first, the author portrays beyond the familiar science-fiction paradigm. Klaraõs plot is 
in between contingency, probability and necessity while she intends to understand human feelings, while 
she is programmed as a helper and while she observes Josieõs illness progress through which she develops 
beliefs. Thus, the narrative of the novel demonstrates both submission to paradigms and deviation from 
established models. On one hand the plot represents artificial intelligence narrative, on the other hand it 
takes the narrative into an emotional, spiritual and philosophical stage. In this way, the novel offers reader 
both familiar and unique, additionally necessity and coincidental sense of storytelling. 

Conforming to Ricïurõs hermeneutics, he emphasizes òthe function of general hermeneutics to answer problems 
such as: What is a text? i.e., what is the relation between spoken and written language? What is the relation between 
explanation and understanding within the encompassing act of reading? What is the relation between a structural analysis and 
an existential appropriation?ó (Ricoeur, 1977). Depending on his claim, the text should not be seen in its 
linguistic manner. It reflects the meaning-making in between the relation of the text and the reader. Hence, 
the text does not demonstrate a stable meaning. Instead, it could be reinterpreted in each reading. This 
approach is seen in Klaraõs situation when it is realized that she does not directly know the world. 

Klara observes, interprets and constructs her own world of meaning. She first intends to explain human 
attitudes in mechanical and observative sense. Then, she tries to make sense of these explanations through 
attributing a story and belief. In this way, she perceives the world as a text to be read and through her 
interpretation process, she explores meaning, faith and belief. 
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Ricïur connects the notion of mimesis with his concept on hermeneutics by stating that òhermeneutic 
circle is identified with the circle of the stages of mimesis to one that inscribes this dialectic within the larger circle of a poetics of 
narrative and an aporetics of time.ó (Ricoeur, 1984). Adding that òhermeneutic phenomenology of time that provides the 
key to hierarchizing of narrative that allows us to resolve poeticallyñto use an expression already employedñthe most 
speculatively intractable aporias of the phenomenology of time.ó (Ricoeur, 1984). Therefore, hermeneutics could be 
defined as the art of interpretation. The need for hermeneutics stem from the form of the stories which do 
not directly make sense and that is why it requires to be engaged, reflected and interpreted. Not surprisingly 
it enables variety of meanings in each narrative. This process is described as second naivete that òprovides the 
investigative state of mind that we may achieve if we can make use of the ideas of philosophical anthropology; chastened, confused, 
knowing more than we want to about ourselves and others, yet still hopeful, and making use of suspicion as a spur to clearer 
thought.ó (Scott-Baumann, 2009). Hereof Klara as well becomes an interpretable object that directs reader to 
question such concepts as humanity, consciousness, affection, faith and belief. 

Depending on this approach, readers are expected to read critically first and then let the narrative to 
shape their understanding in a new and deeper way. Thus, Klaraõs perception of world, especially her belief 
that she attributes to the Sun and her interpretations on human behaviors in a limited but intuitional way, 
is parallel with Ricïurõs statement which argues that in order to understand oneself, another self must be 
comprehended. (Ricoeur, 1992). While readers aim to consider Klaraõs experiences, they begin constructing 
their own interpretations and perspectives regarding what means becoming a human. In this context, 
Ricïurõs concept of hermeneutics enables readers not only perceive Klaraõs narrative as technology related 
story but a narrative that could be interpreted in such manners that are not limited and could be extended 
as existence, meaning, ethics, humanity, affection, belief and faith. 
 

My mind had become filled once more with the Josie worries, and specifically the question of why the Sun hadnõt yet 
sent his special help as heõd done for Beggar Man and his dog. Iõd first expected the Sun to help Josie in the days when 
sheõd become weak before Morganõs Falls. Iõd then accepted that heõd perhaps been correct at that point to wait, but 
now with Josie so much weaker, and so many things concerning her future in uncertainty, it was puzzling why he 
continued to delay  (Ishiguro, 2021). 

 
Klaraõs attempt to narrate fundamentally underlies her way of making sense of the world around her. 

She obviously does not comprehend human relations, their complicated feelings and their attitudes directly. 
Thus, she narrates her observations to make sense of life. This narration is tool for her to both interpret her 
surrounding and sense her existence. The healing power that she attributes to the Sun could be the most 
concrete example of her story because once she faces Josieõs illness, she intends to explain and clarify from 
the same perspective of her narration. Rather than rational causality, Klara establishes a narrative structure 
of meaning. According to this narration, Sun has the power, and Josie could be saved if only Sunõs healing 
power is believed. Further, this belief essentially reflects how she imitates the tendency of human beings to 
believe and make sense. Therefore, her narration is not only her need to understand the world but the aim 
to become a human. 
 

2. The Interplay of Mythological Thought and Spiritual Belief in Klara and the Sun 
Myths have the power to be standing as one of the oldest mirrors of humanity. This may cause from the 

reason that humanityõs need for express their search for meaning, fears, hope and so on since mythology is 
not merely related to gods, goddesses, heroes or extraordinary events. Instead, it is the way to reveal 
symbolic answers characterized by the deepest questions regarding human existence. Humans have 
attempted to make sense of such complexities as life, death, fate and nature through stories. 

òMyth, then, served the needs of archaic man; but for Blumenberg it appears also to be a perennial necessity of human 
existence.ó (Bouwsma, 1987). Thus, myths provide a path to cope with uncertainties. These narratives remind 
people that they are not lonely especially when they face pain or struggle. Each different myth could be a 
manifestation of humanõs internal journeys, fear, passions and much more. Therefore, it is not surprising to 
see people that they find themselves in myths even in modern age by cause of discovering both pastõs 
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depictions and human soulõs (un)stable reflections. In such a way, myths could be a deep and realistic 
perspective for humans so as to express and make sense of themselves rather than escaping to face reality. 
Considering peopleõs consistent need for myths in modern age, could it be possible to see an artificial 
intelligent that seeks mythological stories to make sense of the world? As myths are not only stories but the 
natural result of conscious creatureõs search for meaning, humans structure stories when they cannot directly 
and fully comprehend the world. If it happens to an artificial being, it may tend to exceed the limits of its 
existence and make sense of emotional or intuitional experiences that cannot be explained through data. In 
Kazuo Ishiguroõs novel (2021), Klara as an artificial friend (AF) could stand as the exact example related to 
the subject. Klara perceives the Sun as sacrament, and she tries to make sense of the world through not data 
but belief and faith. According to her, Sun is beyond an energy source; the power that gives life, heals, and 
even create miracles. 
 

Myths are stories that are distinguished by a high degree of constancy in their narrative core and by an equally 
pronounced capacity for marginal variation. These two characteristics make myths transmissible by tradition: Their 
constancy produces the attraction of recognizing them in artistic or ritual representation as well [as in recital], and 
their variability produces the attraction of trying out new and personal means of presenting them. It is the relationship 
of ôtheme and variationsõ, whose attractiveness for both composers and listeners is familiar from music. So myths are 
not like ôholy textsõ, which cannot be altered by one iota (Blumenberg, 1985). 

 
German philosopher Hans Blumenbergõs approach to mythology does not only bring an understanding 

of myths but it could be also essentially related to Klaraõs constructing myth in the novel. Blumenberg 
explains the nature of the myths through the dynamic relationship between theme and variations. According 
to him, while myths present a specific narrative, it leads variety of different and extended readings which 
enables myths to be reinterpreted. They could be both familiar and unique through telling them in distinct 
ways. Thus, myths have the creative power to be reproduced. Additionally, Blumenbergõs attention on the 
dissimilarity between myths and holy texts is critical perspective to comprehend that myths are not dogmatic 
forms but cultural, which could be permanent with its flexibility as the universe of meaning that alters 
around a specific core. In this regard, Blumenbergõs notion of myths could function in Klaraõs situation as 
well. Klara is programmed as an artificial friend that is supposed to be a companion of kids. Although she 
is designed to have a constancy in its core, she develops variations through her observations, constructing 
belief and faith that she attributes to the Sun. For that matter, myths become essential sources for Klara to 
make sense of the world. Once she does not truly understand the events around her, she produces her own 
myth in which Sun becomes the source of life and healing. Although this myth seems as similar, it is reshaped 
by Klaraõs interpretation in the novel and her intention to construct that faith symbolizes the search for 
meaning and hope. 

 
Blumenberg's first major argument in Work on Myth is that this schema of necessary progress òfrom mythos to 
logosó is not the only or the best way to understand the relation between myth and rationality; nor does abandoning 
it entail ceasing to distinguish logos from myth, as tends to occur in Romantic theories. What he proposes is that 
instead of understanding myth in terms of what it "comes from" and serves as a òpreliminaryó substitute for 
(namely, logos, science), we should understand it primarily in relation to what it comes after and serves to overcome 
(Wallace, 1984). 
 

Blumenberg forms the notion of òabsolutism of reality; the limit of concept of work on myth would be to bring myth 
to an end, to venture the most extreme deformation, which only just allows or almost no longer allows the original figures to be 
recognized.ó (Blumenberg, 1985). 

His critical differentiation here appears in Klaraõs process of her making sense of the world. Depending 
on Blumenbergõs approach, myths are generating meaning in face of transparent and threatening reality. 
Thus, myths are perceived as the way that world could be explained. Klaraõs constructing belief in Sun 
mirrors Blumenbergõs the work of myth since she organizes her existence through make sense of the Sun as a 
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savior; it is the source of energy and goodness for her. Hence, this belief enables Klara to find her directions 
in complicated and brutal human world. 

Work on myth, on the other hand, also becomes visible in the further narrative of Klaraõs story. Her faith 
in the Sun is gradually put to the test. òPlease make Josie better. Just as you did Beggar Man.ó Klaraõs expectation 
from the Sun is in confusion especially when she does not see any improvement on Josieõs illness. 

Thus, she begins questioning and working on the myth that she has produced. On one hand, she is the 
conscious that develops a myth because of her need for orientation and understanding, one the other hand 
she explores and analyzes the myth. In this context, Klaraõs tendency to myth seems like an existential 
necessity. Because of uncertain and threating situation of Josieõs illness, she is in search of a source of hope 
through her observations. Standing as an artificial being, she mirrors the need for myth as humans have 
been in need for centuries. 

 
Stories are told in order to ôkillõ [vertreiben] something. In the most harmless, but not least important case: to kill 
time. In another and more serious case: to kill fear. The latter contains both ignorance and, more fundamentally, 
unfamiliarity. In connection with ignorance what is important is not that supposedly better knowledge ð such as later 
generations, in retrospect, have considered themselves to possess ð was not yet available. Even very good knowledge 
about what is invisible ð like radiation or atoms or viruses or genes ð does not put an end to fear. What is archaic is 
the fear not so much of what one does not yet know as merely of what one is not acquainted with. As something one 
is not acquainted with, it is nameless  (Blumenberg, 1985). 

 
Blumenbergõs definition of storiesõ function is apparent in Klaraõs process of making sense of the world. 

Once she faces complexity of human world, especially in Josieõs illness, she cannot directly understand. The 
confrontation with uncertainty and unfamiliarity represents an existential fear. In accordance with 
Blumenbergõs statement, fear does not merely stem from missing information, but from being unfamiliar. 
So as to alleviate and make sense of that fear, Klara ascribes a mythical meaning to the Sun. Constructing 
that faith turns into an almost sacred being since she believes that Sun has the power which can heal Josie. 
Thus, myths remain powerful that offer orientation, hope and meaning in the face of uncertainty, 
unfamiliarity and fear even in a futuristic or technological context in which Klara is not merely a consumer 
of myths but a producer as well. 
 

CONCLUSION 
Ultimately, even though fiction is mostly perceived as the production of imagination, it is an essential 

factor to mirror human realities, feelings and existential questions. Thus, rather than being a tool of writing 
technique, its way to reveal facts of human nature or its relation to nature is critically important. Even in 
contemporary literature, dystopic or technological narratives have the connection to archaic matters such 
as isolation, belonging, affection, and search for meaning. Kazuo Ishiguroõs Klara and the Sun (2021) is one 
of the most striking examples of fictional reality. The narrative, seemingly told through the eyes of an 
artificial intelligence, essentially questions the meaning of the world, being human, the nature of emotion, 
understanding of affection, care, hope, and faith. Although Klara appears as an artificial friend, her 
observations, expectations and beliefs are woven with a human sympathy. Ishiguro uses the boundaries of 
science and fiction and reveals the purest truth about humanity that is the desire to understand and believe. 
Thus, Klara and the Sun (2021) becomes a narrative that expresses the deepest reality of human through 
fiction which here happens to be not merely a technique but a way of reaching humanõs inner truth. 

From Paul Ricoeurõs perspective, Klaraõs belief could be comprehended as an act of narrative faith since 
she constructs her own story that the Sun has the power to heal Josie. Additionally, she remains faithful to 
this story even when the conditions do not seem to authorize it. Through shaping her observations and 
experiences into a constant narrative that springs from past to future, Klara sustains her hope and sense of 
purpose. Further, her belief in the Sunõs healing power is a well-defined example of mythological thought 
in Hans Blumenbergõs sense as well. Josieõs illness characterizes an unknown threat for Klara. Once she 
faces with the uncertainty, she looks for a symbolic solution. In her perception, the Sun becomes not only 
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the source of energy but also the source of healing and salvation. In this regard, the Sun functions as a myth 
of salvation that decreases her existential concern and withstands her hope for the future. Hence, Klaraõs 
faith emerges at the intersection of myth and narrative that fiction functions as a laboratory in which both 
dimensions cooperate. The novel illustrates how fiction can act as a symbolic and narrative structure in 
which faith is both imagined and practiced. Klaraõs story demonstrates that a fictional character can 
represent belief in ways that resonate with human experiences. While mythological thought allows her to 
contribute symbolic order to an uncertain reality, narrative faith acknowledges her to sustain this symbolic 
order with faithfulness and belief throughout time. Ultimately, the novel suggests that even artificial 
intelligence, when confronted with the unknown, turns to narrative and myth for reassurance. This implies 
that the need for faith is not exclusively human but reflects a universal pattern of meaning-making that 
fiction can represent. 
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The Depths of Memory: Concept of Post-truth in òA Village After 
Darkó 
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ABSTRACT 

The aim of this study is to analyse Kazuo Ishiguro's short story òA Village After Darkó (2001) in the context of the reliability of 
memory and post-truth concepts. The present study will examine the concept of post-truth in òA Village After Darkó through the 
view of three seminal sources: firstly, Ulric Neisser's Memory Observed (1982); secondly, the òCar Accident Experimentó (1974) 
conducted by cognitive psychologists Elizabeth Loftus and John Palmer; and thirdly, the Deese-Roediger-McDermott (DRM) 
paradigm. To this end, false memory and intuitive thinking will be examined along with their origins, definitions and characteristics. 
The reliability of memory can be called into question in situations where the brain recalls events that did not actually occur, or where 
memories are altered for the purpose of coping with trauma. On the other hand, with the concept of post-truth, which has recently 
entered literature, truth has become a product of individual perception and emotional investment. As Ulric Neisser states in his 
book Memory Observed (1982), memory is not a fixed record but a reconstructed narrative. The study will conclude that reality is no 
longer based on an objective foundation but on a simulation created by individual perception. This conceptual relationship will be 
examined through Kazuo Ishiguro's short story òA Village After Darkó.   
 
Keywords: Kazuo Ishiguro, A Village After Dark, post truth, reliability of memory, fiction, reality. 
 
 

HafĔzanĔn Derinlikleri: òA Village After Darkó ta Post-truth 
KavramĔ 

¥Z 
Bu ­alĔĹmanĔn amacĔ, Kazuo Ishiguro'nun kĔsa ºyk¿s¿ òA Village After Darkó (2001) 'Ĕ hafĔzanĔn g¿venilirliĶi ve post-hakikat 
kavramlarĔ baĶlamĔnda analiz etmektir. Bu ­alĔĹma, òA Village After Darkóta post-hakikat kavramĔnĔ ¿­ temel kaynak ¿zerinden 
inceleyecektir: ilk olarak, Ulric Neisser'in Memory Observed (1982) adlĔ kitabĔ; ikinci olarak, biliĹsel psikologlar Elizabeth Loftus ve 
John Palmer tarafĔndan y¿r¿t¿len òAraba KazasĔ Deneyió (1974); ve ¿­¿nc¿ olarak, DeeseðRoedigerðMcDermott (DRM) 
paradigmasĔ. Bu ama­la, sahte hafĔza ve sezgisel d¿Ĺ¿nme, kºkenleri, tanĔmlarĔ ve ºzellikleri ile birlikte incelenecektir. Beyin, ger­ekte 
yaĹanmamĔĹ olaylarĔ hatĔrladĔĶĔnda veya travma ile baĹa ­Ĕkmak amacĔyla anĔlarĔ deĶiĹtirdiĶinde, hafĔzanĔn g¿venilirliĶi sorgulanabilir. 
¥te yandan, son zamanlarda literat¿re giren post-truth kavramĔ ile ger­ek, bireysel algĔ ve duygusal yatĔrĔmĔn bir ¿r¿n¿ haline 
gelmiĹtir. Ulric Neisser'in Memory Observed (1982) kitabĔnda belirttiĶi gibi, hafĔza sabit bir kayĔt deĶil, yeniden yapĔlandĔrĔlmĔĹ bir 
anlatĔdĔr. ¢alĔĹma, ger­ekliĶin artĔk nesnel bir temele deĶil, bireysel algĔnĔn yarattĔĶĔ bir sim¿lasyona dayandĔĶĔ sonucuna varacaktĔr. 
Bu kavramsal iliĹki, Kazuo Ishiguro'nun òA Village After Darkó adlĔ kĔsa ºyk¿s¿ ¿zerinden incelenecektir.   
 
Anahtar Kelimeler: Kazuo Ishiguro, A Village After Dark, post-hakikat, hafĔzanĔn g¿venilirliĶi, kurgu, ger­eklik. 

 
 
 

INTRODUCTION 
Social media and digital technologies have made knowledge more accessible to everybody, yet 

paradoxically, the concept of ôtruthõ has seen an epistemological deterioration. The key to this paradox is 
ôpost-truthõ, the Oxford Dictionary's word of the year for 2016. According to Oxford Languages (2016), 
this phrase is defined as òrelating to or denoting circumstances in which objective facts are less influential in shaping public 
opinion than appeals to emotion and personal beliefó (Oxford Languages, 2016). Although this definition initially 
points to a social and political climate, the roots of post-truth essentially lie in the individual's cognitive 
structure and their psychological relationship with reality.  

Long before its popularisation, the term post-truth was firstly used in 1992 by Serbian-American 
playwright Steve Tesich in an article entitled òA Government of Liesó published in The Nation magazine. 
Tesich argued that following events such as the Gulf War and the Watergate scandal, American society 
developed a tendency to prefer narratives that ômake one feel goodõ and ôdo not disrupt one's comfort zoneõ, 
rather than uncomfortable truths (1992). This observation emphasises that post-truth is not simply ôliesõ or 
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ôdisinformationõ; rather, it is a situation where emotional investment replaces truth. Political philosopher 
Lee McIntyre, in his work Post-Truth, claims that this situation is related not so much to ignorance as to the 
tendency to adapt the truth to one's own beliefs and to stick to one's own narrative even when it is refuted 
(2018). He states: òThus, post-truth amounts to a form of ideological supremacy, whereby its practitioners are trying to compel 
someone to believe in something whether there is good evidence for it or not é This can happen at either a conscious or 
unconscious level since sometimes the person we are seeking to convince is ourselvesó (McIntyre, 2018, p.13). 
Philosophically, this situation parallels Jean-Fran­ois Lyotard's definition of the postmodern as òincredulity 
towards metanarrativesó; however, post-truth has replaced this philosophical scepticism with a situation where 
even doubt has disappeared and only the personal narrative has become absolute (1979).   

Literature, by its very nature, has always been a field that questions the subjectivity of truth, perception 
and memory. Especially, modernist and postmodernist literature has fundamentally challenged the idea that 
there is an objective reality and that this reality can be reached through language (Hutcheon, 1988). This 
questioning, which became apparent with the term ôunreliable narratorõ from the modernist period onwards, 
reached its peak in postmodern literature with the deliberate blurring of the distinction between reality and 
narration. One of the most significant contemporary representatives of this literary tradition is Kazuo 
Ishiguro, winner of the 2017 Nobel Prize in Literature. Ishiguro's body of work, as seen in masterpieces 
such as The Remains of the Day and Never Let Me Go, is built upon the deceptiveness of memory, the inability 
to confront past and the self-deception mechanisms (Wong, 2005; Shaffer, 2007). Ishiguro's characters are 
typically ôunreliable narratorsõ who wander through the misty corridors of the past, organising their 
memories to support their current identities and avoid confronting traumatic truths. The short story òA 
Village After Darkó, which is the focus of this study, is one of the texts in which Ishiguro deals with these 
themes most intensely (2001). The story centres on an elderly man, Fletcher, who returns many years later 
to a village in which he believes he played an influential role in the past, and the conflict between his ôheroicõ 
memories and the ôaccusatoryõ collective memory of the villagers. This conflict demonstrates precisely the 
situation of 'competing narratives' in the post-truth context and the defeat of truth in the face of personal 
fiction. 

This study aims to analyse Ishiguro's short story òA Village After Darkó through an interdisciplinary 
approach at the intersection of post-truth and memory studies. The fundamental argument is that the story 
serves as a powerful literary example demonstrating how the reconstructive nature of memory functions in 
creating an individual post-truth situation. In order to support this argument, firstly a comprehensive 
theoretical framework on the concept of post-truth and the place of memory in cognitive psychology will 
be drawn, and then this framework will be used as a lens for the textual analysis of the story. 
 

1. Post Truth and Memory 
Post-truth does not simply mean ôlieõ; it means ôthe devaluation of truthõ (McIntyre, 2018). The 

philosophical roots of this situation can be traced from Nietzsche's proposition that òthere are no facts, only 
interpretationsó (quoted in Danto, 1965) to Foucault's idea of ôregimes of truthõ (1980). In a post-truth 
environment, people hold to the truth they wish to believe because this ôtruthõ is a fundamental part of their 
identity, worldview, and group affiliation. It is emotionally and cognitively costly to dispute this truth since 
doing so would require one to doubt their own identity. Therefore, narratives and the emotional attachment 
to them take priority over facts. 

To analyse the post-truth dynamics and Fletcher's mental state in the story òA Village After Darkó, a 
conceptualisation integrating the three interrelated fields of post-truth theory, narratology and cognitive 
psychology is required. The phenomenon of post-truth can only be fully comprehended when the cognitive 
structure of memory is understood and the ôunreliable narratorõ, the representation of this structure in 
literature, is analysed. 
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1.1. Post-Truth in Literature: Unreliable Narrator and Multi-Layered Truth 
Post-truth often manifests itself around the theme of ôunreliable narratorõ. This term was first used by 

Wayne C. Booth in his work The Rhetoric of Fiction, stating, òI have called a narrator reliable when he speaks for or 
acts in accordance with the norms of the work (which is to say, the implied author's norms), unreliable when he does notó 
(1961, pp. 158ð159). Unreliable narrators challenge the reader's perception of reality by distorting events 
either intentionally, i.e. for the purpose of deception, or unintentionally, i.e. through insanity, lapses of 
memory, self-deception, etc. In this type of narrative, the reader begins to suspect that the narrator has 
distorted the truth due to their limited perspective, personal interests, or trauma. Events are interpreted 
differently by different characters, and the reader may never know the ôultimateõ truth. 

Narratologists such as Ansgar N¿nning argue that reliability is not an absolute category, but rather a 
process of ôframingõ that the reader undertakes based on textual clues and their own world knowledge (1999). 
However, Ishiguro's characters go beyond this definition. They are unintentionally self- deceiving narrators, 
rather than N¿nning's deliberate deceivers. Stevens the butler in The Remains of the Day or Fletcher in òA 
Village After Darkó do not intend to lie to the reader; on the contrary, they lie to themselves to preserve 
their own sense of self. Their narratives are a defence mechanism that leaves out uncomfortable truths, 
reframes traumatic events and glorifies their own roles (Shaffer, 2007). In the context of post-truth, the 
unreliable narrator goes beyond being merely a literary technique and becomes a prototype of the post-truth 
individual. The reader is forced to choose between the ôalternative truthõ presented by the narrator and the 
ôobjective truthõ they perceive through clues in the text. In òA Village After Darkó, Ishiguro leaves the reader 
in a state of absolute uncertainty by not even presenting this ôobjective truthõ. This situation leaves the reader 
with the following post-truth question: If someone is telling the truth, is that the only and actual truth? 

 
1.2. Mechanism of Post-truth: Cognitive Psychology of Memory 
The concept of objectivity is frequently used both in everyday life and in literature. However, is 

objectivity possible for humankind, whose memory is based on such slippery ground? The traditional 
understanding of memory views it as a video camera that objectively records events and recalls them with 
the same accuracy when needed. Nonetheless, the cognitive revolution of the 20th century has proven this 
metaphor to be inaccurate. In other words, it is not possible to fully understand the concept of post-truth 
without the findings of cognitive psychology. The revolution in this field began with Sir Frederic Bartlett's 
work Remembering: A Study in Experimental and Social Psychology (1932). His most famous experiment, òThe 
War of the Ghostsó, was the peak of this approach. In this experiment, Bartlett had British participants read 
a Native American folklore story that was completely foreign to their culture and had a different logical 
structure and asked them to recall the story at different time intervals. However, participants altered the 
story to fit their own cultural ôschemas,õ that is, their knowledge and expectations about the world. As 
Bartlett explained, this situation means that: òRemembering is not the re-excitation of innumerable fixed, lifeless and 
fragmentary traces. It is an imaginative reconstruction, or construction, built out of the relation of our attitude . . .ó (1932, p. 
213). 

One of the founders of cognitive psychology, Ulric Neisser, developed this idea in his works such as 
Cognitive Psychology (1967), Memory Observed (1982) and òThe Ecological Study of Memoryó (1997). His well-
known metaphor compares remembering to a palaeontologist ôconstructingõ a dinosaur skeleton from a few 
dispersed bone fragments and he states: 

 
The traces are not simply ôrevivedõ or ôreactivatedõ in recall; instead, the stored fragments are used as information to 
support a new construction. It is as if the bone fragments used by the paleontologist did not appear in the model he 
builds at allñas indeed they need not, if it is to represent a fully fleshed- out, skin-covered dinosaur. The bones can 
be thought of, some what loosely, as remnants of the structure which created and supported the original dinosaur, and 
thus as sources of information about how to reconstruct it (Neisser, 1967, p. 271). 
 

As can be understood, the palaeontologist uses his own knowledge, theories, and assumptions to close 
these gaps. In a similar vein, the brain creates a cohesive story by combining pieces of the past with present 
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knowledge, expectations, beliefs, and emotional states. Therefore, every act of recollection alters and 
rewrites the memory to some extent. This is precisely the psychological mechanism required by the post-
truth narrative and Fletcher's memory: Truth is not a fixed fact, but a narrative that is constantly 
reconstructed according to the needs of the present.   

Likewise, Elizabeth Loftus's work experimentally supported Neisser's theory and strikingly demonstrated 
how easily memory can be manipulated. Elizabeth Loftus and John Palmer's òCar Crash Experimentó is 
another major source that will be examined in this study. In the first stage of the experiment, participants 
were shown a video of a traffic accident and then asked the question òAbout how fast were the cars going when 
they . . . each other?ó The gap was filled with different verbs for different groups, such as 'smashed', 'collided', 
'bumped', 'hit' or 'contacted'. The results showed that the severity of the verb used directly affected the 
participants' speed estimates (Loftus & Palmer, 1974, p. 586). Nevertheless, the most striking result of the 
experiment emerged a week later. Participants were asked òDid you see any broken glass?ó even though there 
was no broken glass in the video. When hearing a verb perceived as more violent, such as ôsmashedõ, 32% 
of the participants ôrememberedõ seeing broken glass, compared to only 14% in the ôhitõ group. (Loftus & 
Palmer, 1974, p. 587). The findings show that people can develop extremely vivid and convincing ôfalse 
memoriesõ even though they never actually experienced them. This situation is also closely related to the 
concept of ôconfabulationõ. Confabulation is the filling of gaps in memory with details that appear plausible 
but are incorrect, without any intention to deceive (Schnider, 2018). According to McGlynn and Schacter, 
people usually display confabulations without realizing that their memories are untrue and are normally 
ignorant of their own memory deficits (1989). In other words, the individual sincerely believes in the 
accuracy of the false information they have produced. This is the fundamental cognitive act of the post-
truth individual and Ishiguro's character Fletcher: Filling the gaps in the narrative of the self with his own 
emotional investments, not with their truthfulness. 

Another way in which memory misleads people is its tendency to fill in the gaps automatically and 
through intuitive thinking. An experimental demonstration of this automatic filling process is the Deese-
Roediger-McDermott (DRM) paradigm (Deese, 1959; Roediger & McDermott, 1995). In this experiment, 
participants are read a list of words that have a strong semantic relationship with each other, such as bed, 
dream, snoring, night, etc. However, critical lure namely the word 'sleep' which is the main theme of the list, 
is deliberately not included in the list. In the memory tests conducted at the end of the experiment, it was 
observed that participants recalled the word ôsleep,õ which was not on the list, at a very high rate and with 
great confidence (Roediger & McDermott, 1995, p. 807). This is because the brain tends to process 
information on a ôgistõ or ôschemaõ basis, rather than verbatim. In other words, the brain makes a semantic 
deduction that ôall these words are related to sleepõ and encodes this deduction as an actual memory. As the 
DRM paradigm proves, these cognitive shortcuts lead to false memories. 

The three cognitive theories discussed in this chapter provide a powerful analytical lens for examining 
the mental framework of the post-truth individual and analysing the memory processes of Kazuo Ishiguro's 
character Fletcher. In the next chapter, the story will be examined within the given theoretical framework. 

 
2. A Post-Truth Labyrinth: An Analysis of the Story òA Village After Darkó 
Kazuo Ishiguro's literary universe is full of characters wandering through the mysterious halls of the 

past, battling against their memories and constructing their identities on this delicate ground. Although most 
of his books and stories are written in the first person, the narrators in his works are characters who are 
inclined to deceive themselves rather than reveal themselves through speech. In other words, the narrators 
in his texts do not present a convincing, comprehensive picture of the past; instead, they distort their stories 
in an attempt to reconstruct their memories. The author says the following in an interview about this 
situation: òIõve always used first person narrative, and for me, the great advantage of using a narrator who is also a central 
character is that you tell readers what that character is like, not just through what happens to him and what he says and does 
to other characters, but just through the tone of his voice, those words that are there on the pageó (Swaim & Ishiguro, 2008, 
p. 103). In the context of Ishiguro's works, to examine the narrator's memories, one must look not only at 
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what they say, but also at what they deliberately do not say. Ishiguro's own words about his works also prove 
this point: òthe language I use tends to be the sort that actually suppresses meaning and tries to hide away meaning rather 
than chase after something just beyond the reach of words. Iõm interested in the way words hide meaningó (Vorda & 
Herzinger, 2008, p.70-1). So, every incident in his works deals with the dramatic reality that òone side of the 
person demands a certain transparency, and the other side demands some kind of defence from realityó (Kelman, 2008, p.45).  

In the light of all this information, Kazuo Ishiguro's story òA Village After Darkó constitutes an 
illustration in which the psychological theories presented in the previous chapter are embodied on a literary 
dimension. The story centres on Fletcher, an elderly and physically weakened former activist, who makes a 
mysterious visit to a village he believes had a great influence on its in his youth. Fletcher is exhausted and 
cannot remember exactly how he arrived in the village. This physical collapse is a direct metaphor for his 
cognitive state: his memory is also tired and fragmented. The story begins with Fletcher acknowledging that 
his memory has lost its youthful sharpness so he has become ôdisorientedõ and he says: òThere was a time when 
I could travel England for weeks on end and remain at my sharpestñwhen, if anything, the travelling gave me an edge. But 
now that I am older, I become disoriented more easilyó' (Ishiguro, 2001, p.1). This statement can be seen as 
foreshadowing and can be taken as the first signal to the reader of the narrator's unreliability. Fletcher is like 
a passive observer throughout the story; events happen to him, and he makes a passive effort to fit these 
events into the narrative in his mind. His memories of the village are a narrative of heroism and struggle for 
ideals. However, upon arriving at the village, he encounters a picture that is completely at odds with this 
narrative. The villagers recognise him but do not show the gratitude or respect he expects. Fletcher is an 
unintentionally unreliable narrator, according to Booth's definition (1961). Far from lying to the reader, he 
distorts the truth to preserve his own self-perception. His unreliability stems not from a moral flaw, but 
from the suppression of a traumatic past. Throughout the story there is no single, objective truth. Fletcher's 
memory has ôconstructedõ the past in a more positive light and his own role in a more centralised way to 
compensate for the contradiction between his past ideals and his present situation. In this sense, Fletcher's 
encounter with Roger Button is significant. In the context of this encounter, it becomes clear once again 
that Fletcher is an unreliable narrator because he initially states that he does not remember anyone named 
Roger, yet when they confront each other, he tells Roger that he intended to visit him. During their 
conversation, Roger tries to make Fletcher confront his past: òI look back and think, well, he was just a thoroughly 
nasty so-and-so. Yes, it's very clear, looking back, what a nasty little person you wereó (Ishiguro, 2001, p. 10). However, 
Fletcher wants to change the subject so as not to disrupt the heroic narrative in his own memory. In other 
words, Fletcher clings to the image of ôa man once admired,õ forgetting his own mistakes. 

Boƭena KucaĠa, basing her observations on Wong's research, emphasises òthe co-existence of the desires for 
self-deception and self-protection in Ishiguroõs narratorsó. She asserts that òThe truth about their past errors and misdeeds 
is intuited by the narrators but, if fully acknowledged, might prove unbearable, which is why they resort to various strategies of 
evasionó (2014, p. 4). Therefore, the detachment of Fletcher's subconscious from reality can be understood 
as a defence mechanism. Even though the protagonist is unable to alter the past, he undoubtedly looks for 
solace. 

 
2.1. Battle of Narratives: Fletcher's ôHeroõ Scheme vs. Villager's ôTraitorõ Scheme 
The main conflict at the centre of the story is between two opposing ôregimes of truthõ: Fletcher's 

individual memory and the collective memory of the villagers. Fletcher's ôschemaõ is that he played a ôcrucialõ, 
ôinfluentialõ and possibly ôheroicõ role in this village in the past. He expects respect, gratitude, or at least a 
nostalgic recognition. However, every reaction he encounters from the moment he enters the village directly 
contradicts this schema. Here, a complete post-truth situation is observed. Both sides refer to the same past 
but interpret it through two diametrically opposed narratives. Fletcher does not take Roger Button's 
accusations seriously, even considering them ôexaggeratedõ. In order to preserve his own schema, he 
reframes all conflicting evidence. This is a superb illustration of Festinger's (1957) òcognitive dissonanceó theory: 
to reduce the tension between two conflicting cognitions, Fletcher devalues the truth, namely the villagers' 
accusations. 
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2.2. Narrator of the Reconstructed Past 
The most distinctive feature of Fletcher's memory is its lack of detail. He never remembers or tells what 

exactly he did in the past or which actions led to such great consequences. He only remembers abstract and 
emotionally charged concepts such as ôstruggleõ, ôyouthõ, 'ideals'. This is in complete agreement with the 
DRM paradigm, which shows that memory works on a ôgistõ basis (Roediger & McDermott, 1995). To put 
it another way, Fletcher's experience in the village is like a DRM list: full of uncertainties and gaps. These 
enormous gaps in his memory must be filled to ensure coherence in the narrative of the self. Fletcher does 
precisely that: ôconfabulationõ (Schnider, 2018). His expectation of being treated with respect in the village 
is not based on a true memory, but on this confabulated sense of self.  

Fletcher's situation can also be interpreted as an internalised version of the ômisinformation effectõ in 
Loftus and Palmer's experiment (1974). Over the years, Fletcher has probably retold himself his past 
traumatic or morally problematic actions, perhaps even his ôtreacheryõ as Button claims. Over time, this false 
suggestion overwrote the original memory and permanently altered it. Fletcher now sincerely believes that 
he has seen the ôbroken glassõ, that is, the ôheroismõ that does not exist. The villagers' words to him, ôthere 
was no broken glass,õ meaning ôyou are not a hero, you are traitorõ are meaningless to him, because in his 
constructed memory, those ôglasses' are real. In a way, Fletcher lives in his own post-truth simulation. This 
adds a powerful emotional motivation to Neisser's òconstructedó model: Memory rewrites the past not only 
to be cognitively consistent, but also to be emotionally bearable (Neisser, 1967).  

Ishiguro deliberately does not tie the story to a conclusion and locks the reader inside Fletcher's mind. 
The story ends ambiguously at a bus stop, highlighting the dual nature of remembering and forgetting. At 
the end of the story, Fletcher's tragedy is that he has become lost within the ôtruthõ constructed by himself. 
This is an ideal literary portrait of the post-truth individual: Reality is no longer based on an objective 
foundation, but on a fragile simulation created by individual perception. 

 
CONCLUSION 
This study aimed to analyse Kazuo Ishiguro's short story òA Village After Darkó from the perspective 

of post-truth and memory studies with an interdisciplinary approach. Analysis has demonstrated that the 
central conflict in the story is the result of conflicting subjective truth narratives rather than an objective 
search for truth. The character Fletcher is a literary manifestation of Neisser's theory of òconstructed 
memoryó. As demonstrated by Loftus's false memory studies and the DRM paradigm, this construction 
process is highly susceptible to distortion and completion. The findings of the study emphasised how literary 
texts dealing with the deception of memory can serve as a fertile microcosm for understanding and 
interpreting the concept of post-truth.  

In conclusion, òA Village After Darkó is a profound literary work that reveals how the fragility of 
memory, when combined with the instinct to preserve oneõs identity, drives the individual to create their 
own ôalternative truthõ. Taking the story as its basis, the study argues that truth does not have a fixed and 
objective ground, but rather consists of simulations that are constantly constructed, often colliding, by 
individual perception, emotional investment and reconstructive memory. Nevertheless, this study is limited 
to one of Ishiguro's short stories. For future studies, it may be suggested to apply this model of literary-
cognitive analysis to other notable works of the author.  
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Tarih ile Kurgu ArasĔnda: EdebiyatĔn Ger­eĶe M¿dahalesi 

Ayten DEMķR ¢AKIROĵLU* 

 
¥Z 

Tarih, ge­miĹe dair olaylarĔ belgeler ¿zerinden yorumlama faaliyeti olarak tanĔmlanĔrken; edebiyat, bu olaylara estetik ve bireysel 
bakĔĹ acĔlarĔyla yaklaĹan kurmaca bir anlatĔ turu olarak ºne ­Ĕkar. Edward H. Carr, R.G. Collingwood ve Keith Jenkins gibi tarih 
kuramcĔlarĔnĔn gºr¿Ĺleri doĶrultusunda, tarih, nesnellikten ziyade yoruma dayalĔ bir bilgi alanĔ olarak ortaya konulmaktadĔr. Bu 
doĶrultuda tarihi belgeler ¿zerinde tarih­inin se­ici ve Ĺekillendirici rol¿, tarih ile edebiyat arasĔnda g¿­l¿ bir etkileĹim alanĔ oluĹturur. 
Tarih yazĔmĔnĔn yaĹanmĔĹ ger­eklikle, edebi eserin ise yazĔlmĔĹ tarihle ºrt¿Ĺmesi baĹlĔ baĹĔna bir tartĔĹma alanĔ yaratĔr. Tarih yazĔmĔnda 
temel ºl­¿t olarak kabul gºr¿len tarih­inin nesnel duruĹu, edebiyatta yerini daha ºzg¿r bir alana bĔrakĔr. Bu aĹamada tarih bilgisi 
edebiyat alanĔnda bir tur tarihsel duyumsamaya dºn¿Ĺ¿r. Edebi metinler, tarihsel verileri yalnĔzca aktarmakla kalmayĔp, onlara insani 
ºzellikler kazandĔrarak geniĹ kitlelerin algĔsĔna sunar. Tarihin soyut verilerine yapĔlan bu kurgusal m¿dahale bilginin somutlaĹarak 
daha geniĹ kitlelere ulaĹmasĔnda ve k¿lt¿rel belleĶin inĹasĔnda etkili bir ara­ iĹlevi gºr¿r. Bu baĶlamda tarih ve edebiyat, toplumlarĔn 
kimlik inĹasĔnda ve kolektif hafĔzanĔn Ĺekillenmesinde birbirini tamamlayan iki temel alan olarak deĶerlendirilir. Tarih ile edebiyat 
arasĔndaki ­ok boyutlu iliĹkiyi kuramsal bir ­er­evede ele alacaĶĔmĔz bu ­alĔĹmada, her iki disiplinin ortak ve ayrĔĹan yºnleri 
incelenecektir. 
 
Anahtar Kelimeler: Edebiyat, kurmaca, tarih, tarihsel ger­eklik. 
 

 

Between History and Fiction: Literature's Intervention in Reality 
ABSTRACT 

History is defined as the activity of interpreting events of the past through documents, while literature stands out as a fictional 
narrative that approaches these events with aesthetic and individual perspectives. In line with the views of historical theorists such 
as Edward H. Carr, R.G. Collingwood, and Keith Jenkins, history is presented as a field of knowledge based on interpretation rather 
than objectivity. In this sense, the selective and formative role of the historian in historical documents creates a strong area of 
interaction between history and literature. The overlap between historical writing and lived reality, and between literary works and 
written history, creates a discussion area in itself. The historian's objective stance, accepted as the fundamental criterion in historical 
writing, gives way to a freer space in literature. At this stage, historical knowledge transforms into a kind of historical sensibility in 
the field of literature. Literary texts not only convey historical data but also present it to a wider audience by imbuing it with human 
characteristics. This fictional intervention in the abstract data of history serves as an effective tool in making knowledge more 
concrete and accessible to wider audiences and in constructing cultural memory. In this context, history and literature are considered 
two fundamental areas that complement each other in the construction of identity and the shaping of collective memory in societies. 
In this study, which will address the multidimensional relationship between history and literature within a theoretical framework, 
the common and distinct aspects of both disciplines will be examined. 
 
Keywords: Literature, fiction, history, historical reality. 

 
 
 
 

GķRķĸ 
KaynaĶĔ ve hedefi insan olan tarih, her toplum i­in bir referans kaynaĶĔ iĹlevi gºr¿r. Tarihsel deĶerlerin 

geleceĶe kĔlavuzluk edeceĶinin farkĔnda olan toplumlar, ge­miĹ ile baĶĔnĔ hi­bir zaman koparmaz. Tarih 
kavramĔna yºnelik ºnemli ­alĔĹmalarĔ olan Edward Hallet Carr, tarih ile ilgili olarak Ĺu genel tanĔmlayama 
giderek tarihin, tarih­i ile olgularĔ arasĔnda kesintisiz bir karĹĔlĔklĔ etkileĹim s¿reci, bug¿n ile ge­miĹ arasĔnda 
bitmez bir diyalog olduĶunu ifade eder. (Carr, 1987, s.42). Bu tanĔmla baĶlantĔlĔ olarak gelecekte geliĹme 
yeteneĶine inancĔnĔ kaybeden bir toplumun da ge­miĹteki ilerlemeyle ilgilenmekten de ­abucak 
vazge­eceĶine yer verir. (1987, s. 176.) Bºylelikle araĹtĔrmacĔ tarihin birey ve toplum ¿zerindeki etkisini 
vurgular.  

Her yeniye eskiden hareketle ulaĹĔlacaĶĔ fikri ­er­evesinden bakĔldĔĶĔnda tarih, b¿t¿n inan­ ve 
d¿Ĺ¿ncelerin i­ i­e ge­tiĶi ­ok katmanlĔ bir alan olarak karĹĔmĔza ­Ĕkar. OlaylarĔn ve fikirlerin mahĹeri olarak 
nitelendirilen tarih, onu inceleyenlerin ama­larĔna gºre yeni ve farklĔ boyutlar kazanabilir (Kavaz, 2016, s. 
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ORCID No: https://orcid.org/0000-0002-5801-366X.  

mailto:aytendemir1987@gmail.com
https://orcid.org/0000-0002-5801-366X


IX. Uluslararasē Batē K¿lt¿r¿ ve Edebiyatlarē Araĸtērmalarē Sempozyumu- Bildiri Tam Metin Kitabē  

9th International Western Cultural and Literary Studies Symposium- Full Text Book of Proceedings 
 
 

Ayten DEMķR ¢AKIROĵLU 

 
 

61 

 

93-110). Tarih­ilerin tarihsel belgeleri ele almasĔnĔ òbir alĔĹ-veriĹ iliĹkisió olarak deĶerlendiren Carr, tarihin 
toplum ¿zerindeki etkisinden sonra tarih­inin genellikle istediĶi t¿rden olgularĔ elde edeceĶi yºn¿nde ifadeler 
kullanĔr ve òtarih, yorum demektiró (Carr, 1987, s. 33.) sonucuna ulaĹĔr. ĸevket Kotan, zaman i­erisinde tarih 
alanĔnda gittik­e yaygĔn bir kabul gºrmeye baĹlayan bu gºr¿Ĺ¿ bir adĔm ileri taĹĔyarak ge­miĹteki olaylarĔn bir 
kaydĔ olarak bile tarihin hi­bir zaman bir bilim sayĔlamayacaĶĔ, ­¿nk¿ bilimin gerektirdiĶi doĶrulanabilme 
veya yalanlanabilme imk©nlarĔnĔ vermediĶini aktarĔr. Bu durumda da tarih her zaman bir spek¿latif bilgi alanĔ 
olarak kalmaya mahk¾m eder. (Kotan, 2001, s. 28.). 

Tarihin subjektif yoruma a­Ĕk olmasĔ durumunu K. Jenkins ise; Tarihin ka­ĔnĔlmaz olarak kiĹisel bir 
yapĔda olduĶu, anlatĔcĔ sĔfatĔyla tarih­inin bakĔĹ a­ĔsĔnĔn dĔĹavurumu olarak kaldĔĶĔ ­ĔkarĔmĔyla destekler. Ona 
gºre tarih, kuĹkulu olan doĶrudan bellekten farklĔ olarak, baĹka birilerinin gºzlerine ve seslerine dayanĔr. 
Bºylece tarihi, ge­miĹteki olaylarla bizim onlar hakkĔnda okumalarĔmĔz arasĔnda yer alan bir yorumcu aracĔlĔĶĔ 
ile gºrd¿Ķ¿m¿z¿ ileri s¿rer (Jenkins, 1997, s.24). Mehmet Kaplan da benzer bir bakĔĹ a­ĔsĔyla yaĹanĔlan tarihi 
ºĶrenmenin yolunun ancak yazĔlan tarih aracĔlĔĶĔyla m¿mk¿n olduĶunu ifade eder (Kaplan, 1982, s. 62). 
Buraya kadar yer verilen t¿m bu benzer arg¿manlar, tarihin pozitif bir bilimselliĶine ve mevcut tarih bilgisine 
Ĺ¿phe uyandĔrsa da tarihin t¿mden ink©rĔ anlamĔna gelmez. (ArgunĹah, 2016, s.16.) Bununla birlikte, tarihe 
bakĔĹ a­ĔsĔnda Ĺ¿phe duymayĔ ºnceleyen bu sºylemler tarihin dondurulmuĹ, tek boyutlu bir Ĺey olmadĔĶĔ, 
farklĔ bakĔĹ a­ĔlarĔ ile ­oĶaltĔlabileceĶi fikrine de zemin hazĔrlar.  

 
1.Tarih ve Edebiyat ArasĔndaki Kuramsal YakĔnlĔk ve AyrĔĹma NoktalarĔ 
Tarih ile kurmaca arasĔndaki sĔnĔrĔn esnediĶi noktada, XIX. y¿zyĔldan itibaren tarihsel belgelerin bile 

kurmaca ºĶeler taĹĔdĔĶĔ fikri yaygĔnlĔk kazanmĔĹtĔr. Bºylelikle tarih ile edebiyat arasĔndaki etkileĹim daha 
gºr¿n¿r h©le gelmiĹ; tarihsel bilgi, estetik form i­erisinde yeniden ¿retilerek farklĔ bir anlam katmanĔ 
kazanmĔĹtĔr. YukarĔda yer verilen sorgulanabilir tarih anlayĔĹĔ, XIX. y¿zyĔlĔn soĶuk tarih bilimini kurmaca bir 
d¿nya olan edebiyata daha da yakĔn kĔlmĔĹtĔr.  Nitekim bu s¿re­te tarih bir bilim olmaktan bir yorum olma 
konumuna ge­miĹtir.  

Werner Schiffer, tarih­i ve tarihsel edebi eser yazarĔ arasĔndaki iliĹkiye benzer bir a­Ĕyla yaklaĹarak Tarih´ 
belgelerin de birer fiksiyon yapĔsĔna sahip olduĶunu ve sºz konusu belgelerin kurmaca ile beslendiĶini yazar. 
Bu anlamda tarih yazĔcĔsĔnĔ tarihsel bir metin oluĹturmanĔn organize edici bir ºgesi olarak gºr¿r. Tarih­inin 
ge­miĹte meydana gelen olaylarla ilgili belgelere Ĺ¿phe ile yaklaĹmak zorunluluĶunun altĔnĔ ­izerek tarih­inin 
bir olayĔ kaynaklardan yorumlayarak almasĔnĔn onu fiksiyona yaklaĹtĔrdĔĶĔnĔ ifade eder. Bu baĶlantĔ tarih­i ve 
tarih´ roman yazarĔnĔ bir adĔm daha yakĔnlaĹtĔrĔr (Aktaran: ¢elik, 2002, s. 49-68). 

T¿m bunlara karĹĔn, tarihsel edebiyatĔn, tarih ile bir­ok ortak ºzelliĶe sahip olmakla beraber tamamen 
farklĔ bir alan olduĶunu ifade etmek gerekir. SadĔk K. Tural tarihsel edebi eser kavramĔ i­in òedebiyatta belli 
bir olay etrafĔnda teĹekk¿l eden ve ge­miĹe ait bir olayĔ zaman, mek©n, insan unsurlarĔ ­er­evesinde tasvir, 
diyalog ve ºyk¿leme yollu bir anlatĔma tabi tutan eserler, roman, uzun hik©ye, kĔsa hik©ye ve piyes gibi alt 
t¿rlere ayrĔlabilen tahkiyeli metinlerden oluĹuró sºzlerine yer verir ve  bu t¿r metinleri yazarĔn bizzat tanĔklĔk 
etmediĶi bir dºnemi ve olayĔ ger­eĶe yakĔn òfiktif bir hayató halinde anlatan edebiyat eserlerió (Tural,  1993, 
s.70) olarak tanĔmlar. Bununla birlikte edebi tarihsellik kavramĔ bu teorik genel tanĔmlamanĔn ­er­evesiyle 
sĔnĔrlandĔrĔlamayacak bir­ok ºzelliĶe sahiptir. Hans Bertens de edebiyat metninin daima, daha geniĹ bir 
politik, toplumsal ve ekonomik yayĔlĔmĔn bir par­asĔ olarak gºr¿r. YaratĔmĔnĔn tarihsel uĶraĶĔ tarafĔndan 
dokunulmadan kalmaktan bir hayli uzak olan edebiyat metnini doĶrudan doĶruya tarihin i­erisine yerleĹtirir 
(Bertens, 2020, s. 187). 

Edebi tarihsellik, ge­miĹe ve bug¿ne yaklaĹĔmda d¿Ĺ¿nce aracĔlĔĶĔyla, sanat­ĔnĔn bazĔ kurallar 
­er­evesinde, tarihin akĔĹĔna n¿fuz etmesi, ge­miĹ, bug¿n ve gelecek arasĔndaki ger­ek yaĹam baĶlantĔlarĔyla 
olgularĔn anlamĔnĔ ortaya ­Ĕkarma yeteneĶidir (ķgnatov, 2011, s.116-119). Sanat, ºzellikle de edebiyat, varlĔĶĔ 
sºz konusu olduĶu g¿nden bu yana, insanlĔĶĔn geliĹimindeki b¿t¿n deĶiĹimleri bir barometre hassasiyeti ile 
kayĔt altĔna alĔr. Sanat ve edebiyat yapĔtlarĔnĔn ­izdiĶi d¿nya, ger­ekliĶin tĔpkĔ bir kopyasĔ olmamakla beraber, 
her zaman i­in doĶanĔn ve insan yaĹamĔn ºzl¿ yanlarĔnĔ ele alarak d¿nyanĔn rengini ve kokusunu korur 
(Su­kov, 1982, s. 14-15). Tarihsellik kavramĔnĔ edebiyat alanĔnda ºnemli kĔlan ise ¿nl¿ sosyolog Raymond 
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Aronõun ifadeleriyle òilk kez bir baĹkasĔnĔn ruhunu ve sºz¿n¿ bilmenin m¿mk¿n olduĶu sorusunu g¿ndeme 
getirmesidiró (Aron, 2004, s. 183-184) 

YukarĔda yer verildiĶi ¿zere ilk aĹamada doĶruluk kaybĔna uĶrayan tarih, edebi eser aĹamasĔnda kurgu 
denilen ikinci bir deĶiĹim s¿recine girer. Bu nedenle tarihe ait kaynaklarda yer alan ge­miĹte yaĹanmĔĹ 
olaylarĔn ger­eklik deĶerini tartĔĹmaya a­an s¿re­te, tarihsel edebi eserlerin yaĹanmĔĹ olaylarla ºrt¿Ĺ¿p 
ºrt¿ĹmediĶinden sºz etmek bir o kadar spek¿latiftir (Kavaz, 2016, s. 93-110). B. Su­kov, ger­ekliĶi ortaya 
koyan bir yapĔtĔn yazarĔnĔn kiĹisel gºr¿Ĺ¿nden sĔyrĔlamayacaĶĔnĔ sºylerken, yazarĔn kendi yaĹadĔĶĔ ­aĶĔn 
dĔĹĔnda kalan bir vakan¿vis deĶil, kendi ­aĶĔnĔn fikirlerinin savunuculuĶunu yapan biri olduĶuna dikkat ­eker. 
Su­kova gºre, bir yazarĔn ºznel tarih anlayĔĹĔ ona konu olan nesnel ºze her zaman karĹĔlĔk gelmeyebilir 
(Su­kov, 1982, s. 28).  

Edebi kurgu tarihe yaĹanmĔĹ olmanĔn, bir insanĔ ya da insan topluluĶunun baĹĔndan ge­miĹ olmanĔn 
sĔcaklĔĶĔnĔ kazandĔrĔr. Tarih, tarih­i aracĔlĔĶĔ ile yaĹanmĔĹ olanlarĔ tespit ederken edebiyat­Ĕ, b¿t¿n bu 
oluĹumlar i­erisindeki insanĔn, ºzellikle de olaylarĔn, insanĔn i­ d¿nyasĔndaki uzanĔmlarĔyla kurgular. Bu 
noktada H. ArgunĹahõĔn ifadeleriyle; òtarih­i toplumun tarihini, romancĔ ise toplumun i­indeki insanĔn 
tarihini yazaró (ArgunĹah, 2016, s. 12.)  

Tarihsel bilginin edebi alana taĹĔnma s¿recini Yu. Lotman òtarih yazarĔ metinlerle uĶraĹmaya 
mahk¾mduró ­ĔkĔĹĔyla a­Ĕklar. Ona gºre, òyazar, olay ile metin arasĔnda durur ve bu durum bilimsel durumu 
temelden deĶiĹtirir. Metin her zaman birileri tarafĔndan ve bir ama­ i­in yaratĔlĔr, olay metinde kodlanmĔĹ bir 
bi­imde gºr¿n¿r. Yazar, her Ĺeyden ºnce bir deĹifre edici olarak hareket etmek zorundadĔr. Onun i­in 
ger­ek, bir baĹlangĔ­ noktasĔ deĶil, sĔkĔ bir ­alĔĹmanĔn sonucudur. OlgularĔ kendisi yaratĔr, metinden metin 
dĔĹĔ bir ger­eklik, olayĔn anlatĔsĔndan bir olay ­Ĕkarmaya ­alĔĹĔró (Lotman, 1996, s. 301-302). 

Ge­miĹte yaĹandĔĶĔ varsayĔlan birtakĔm olaylarĔn zaman t¿nelinde okuyucu-seyirci i­in belirsizliĶinin 
ancak tarih­inin aktarĔmĔyla ger­eklik deĶeri kazandĔĶĔ ve yeniden a­ĔĶa ­ĔktĔĶĔ bilinmektedir. Kurmaca 
metinde ise edeb´ metin yazarĔ aynĔ iĹi metni kurgulayarak, olay ºrg¿s¿n¿ kurmaca birtakĔm yºntemlerle 
geliĹtirerek yapar (Kavaz, 2016, s. 93-110). DiĶer bir ifadeyle edebi tarihsellik, kurgu yoluyla tarihsel bir 
dºnemin ­ehresini, belirli insan imgeleri ve olaylarĔ aracĔlĔĶĔyla aktarabilme bi­imidir. Bu kurgusal aktarĔm, 
yaĹamĔn belirli yansĔmalarĔyla, insanĔn kaderinde ve olaylarda, bir tarihsel ­aĶĔn ruhunu doĶru bir Ĺekilde 
yeniden yaratma yeteneĶidir. Tarihsellik esere doĶru bir tarihi tanĔk olma ºzelliĶi kazandĔrĔr (ĸilin, 2019, 
s.188). 

Tarih­i ve edebi eser yazarĔnĔn ge­miĹe yºneliĹleri bakĔmĔndan aralarĔnda ºnemli benzerlikler bulunur. 
Nitekim tarih ve edebiyat bilimcilerinin ilgili bulunduĶu ºzne insandĔr. Bu disiplinler, òinsan-dºnem-vakaó 
ortak paydasĔnda birleĹirler (Erol, 2012, s. 2). Bu ºnemli ortak paydaya raĶmen hedefleri baĹta olmak ¿zere 
bir­ok konuda birbirlerinden ayrĔlĔrlar.  

ķnsanlarĔn yiyip i­mesi, uyumasĔ gibi doĶal arzularĔyla ilgilenmeyen tarih­i, bu arzularĔn gelenek ve ahl©k­a 
onaylayacak bi­imde doyum bulduĶu bir ­er­eve olarak, d¿Ĺ¿ncelerin yarattĔklarĔ toplumsal adetlerle ilgilenir 
(Collingwood , 1996, s. 259). Tarihsel edebiyatĔn bu noktada devreye girmesiyle yazar, tarihsel olmayan insan 
eylemlerini hayal d¿nyasĔnda canlandĔrarak olayĔ insani boyuta taĹĔr (¢elik, 2002, s. 22). Bu doĶrultuda, 
òtarih­i i­in metinler yalnĔzca olaylarĔ anlatan belgeler olarak kabul edilirken, filologlar i­in metin, olaya hayat 
veren bir olgu haline geliró (ķgnatov, 2011, s. 116-119). 

V.V. Kojinov da aynĔ d¿Ĺ¿nceden hareketle, òedebi tarihselliĶin bilimsel tarihsellikten niteliksel olarak 
farklĔ olduĶunu ifade ederek sanat­ĔnĔn-edebiyat­ĔnĔn gºrevinin belirli bir ­aĶdaki tarihsel geliĹim modellerini 
form¿le etmek deĶil, insanlarĔn davranĔĹ ve bilincinde tarihin akĔĹĔnĔn yansĔmalarĔnĔ yakalamak olduĶunuó 
savunur (Kojinov, s. 227-230).  

Natalya Priymakova ise tarih ve edebi tarihsellik arasĔndaki iliĹkinin farklĔ bir boyutuna Ĺu sºzlerle deĶinir: 
 
Tarih bilgimiz her zaman eksiktir, kronikler bile tarihin m¿kemmel ve eksiksiz bir dok¿mantasyonunu saĶlamaz. 
Uzak tarih (tarih ºncesi) hi­ belgelenmemiĹtir, bu nedenle hem tarih biliminde hem de sanatsal yaratĔmda tarih 
bilgimiz her zaman yaklaĹĔk olacaktĔr. Sanat, bilimden farklĔ bir niteliĶe sahiptir, tarihi canlĔ y¿zlerde, gºr¿nt¿lerde, 
olaylarla, olgularla kavrar, bu da olaylara ger­ekleĹebilme ihtimali kazandĔrĔr. Tarihsel sanatsal yaratĔmĔn zorluĶu 
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ve g¿­l¿Ķ¿, sanat­ĔnĔn aynĔ anda hem sanat­Ĕ hem de tarih­i olmak zorunda olmasĔnda yatar. Bºylece eseri hem sanat 
hem de tarih olur. Aksi takdirde ne sanat ne de tarih var olacaktĔr (Primakova, 2003, s.3).   

 

Tarih edebiyat iliĹkisinin bir diĶer yºn¿ ise genellikle edebiyata kaynaklĔk eden tarihin yerini tarihe 
kaynaklĔk eden edebiyatĔn almasĔdĔr. Ge­miĹte yaĹanmĔĹ olaylarĔ, insanĔn yaĹamĔnĔn k¿lt¿rel deĶerlerini 
mercek altĔna alan tarih b¿t¿n bunlarĔ bazĔ belgelere dayanarak inceler. Bu belgelerin ºnemli bir par­asĔnĔ 
oluĹturan edeb´ eserler, medeniyet tarihinin bir par­asĔ olarak ele alĔnĔrken edebiyat tarihinin temel 
kaynaklarĔnĔ, dolayĔsĔyla ilgi alanĔnĔ da oluĹturur. Zira bu eserler, yazĔldĔĶĔ dºnemin ­ok boyutlu birer fotoĶrafĔ 
durumundadĔr. Bu yºn¿yle tarihin edebiyata kaynaklĔk etmesi durumunun tersi ger­ekleĹir, sºzl¿ ve yazĔlĔ 
edeb´ eserler, gelecek i­in tarihsel bir anlam y¿klenerek zaman zaman tarihe kaynaklĔk edecek duruma gelir 
(Erol, 2012, s. 2).  

Ge­miĹ zaman, edeb´ metnin ¿zerinde ĹekillendirildiĶi bir zemin olarak metnin ger­eklik deĶerini artĔrĔr. 
Olay ºrg¿s¿ bu yolla belli bir mek©na ve zamana dayandĔrĔlĔr. Belirli bir zaman dilimine baĶlĔ olarak ge­miĹi 
h©le taĹĔmak, konularĔ tarihsel bir mecradan se­mek metne farklĔ bir boyut kazandĔrarak onu daha anlamlĔ 
kĔlar. Tarihte yaĹanmĔĹ olay ve eylemlere yer verilen edeb´ eserler, toplumsal bellekte tarihsel kodlarĔn 
yerleĹmesinde etkili olur. 

Milletlerin hafĔzasĔ olarak tarih, ciddi bir bilgi yĔĶĔnĔ olarak salt haliyle genel olarak dar bir aydĔn kitleye 
hitap eder. Ancak tarihin milli bir Ĺuur oluĹturabilmesi i­in geniĹ kitlelere mal olmasĔ gerekir. Edebiyat bu 
noktada devreye girerek asĔrlarca devam eden sºzl¿ ve yazĔlĔ anlatĔm yollarĔyla tarihin misyonunu y¿klenir ve 
kuĹaktan kuĹaĶa aktarĔr.  

Tarihte iz bĔrakan olay, inanĔĹ, yaĹayĔĹ bi­imi ve iliĹkilerin ait olduklarĔ dºnemin sanat eserlerine iz 
bĔrakmadan geride kalmasĔ m¿mk¿n deĶildir. Edeb´ eserler, iĹledikleri tarih´ olay, kiĹi ve mek©nlarĔn 
ºzelliklerini i­eren ºnemli yazĔlĔ sanat eserlerinden oluĹur. Sºz konusu eserler bir­ok a­Ĕdan okuyucuyu 
bilgilendirme ve ona bir aidiyet duygusu kazandĔrmada etkili olur. Bu durumda tarih k¿lt¿r¿, genel k¿lt¿r¿n 
hem bir par­asĔ hem de kaynaĶĔ durumuna gelir. Bu kaynaĶĔ yansĔtan ve gºsteren ara­ ise sanat k¿lt¿r¿d¿r 
(Erol, 2012, s. 2). Bu anlamda, hemen her dºnemde edebiyattan edinilen bilgi, kitle bilincinde bilimsel bilgi 
kadar deĶerlidir. Kurgusal olmayan bir eser ve bilimsel bir ­alĔĹma ger­ekliĶin doĶru bir resmini sunar ancak 
bir roman okuyucu i­in bir tarih­inin ­alĔĹmasĔndan daha ilgin­ kabul edilebilir. DiĶer taraftan edebi eserlerin 
yeni kuĹaklara tarih bilgisini aktarmak ve tarih ºĶretmek gibi misyonu olmamakla beraber tarihi anlama ve 
sevdirme yolunda etkin bir rol¿ olduĶu a­ĔklĔkla ifade edilebilir (Erol, 2012, s. 2). Bu baĶlamda tarih­inin 
yazdĔklarĔyla sunulan bir tarih´ olay veya Ĺahsiyet, edebiyat ve edeb´ eserler aracĔlĔĶĔyla ilgi duyulan bir alan 
haline getirilebilir. 

Tarih ve edebiyatĔn birbirinden ayrĔldĔĶĔ noktalardan biri de sĔnĔrlarĔnĔn farklĔ olmasĔdĔr. Tarih sadece 
ger­ek olanla sĔnĔrlĔ kalĔr ve yalnĔzca ger­ek olanĔ belgelendirmek zorundadĔr. KĔsaca tarih­iyi baĶlayan diĶer 
bir ifadeyle sĔnĔrlayan bir­ok kural sºz konusudur. Buna karĹĔlĔk edebiyat­Ĕ ger­ek olanla sĔnĔrlĔ olmak gibi 
bir kaygĔ taĹĔmaz. Onun i­in ger­ek sadece bir malzeme, aslolan ise eseridir. DiĶer bir ifadeyle edebiyat­Ĕ 
sĔnĔrsĔz malzemesiyle tarih­iden daha ºzg¿rd¿r (SaĶlĔk, 2010, s. 36-37). Ger­ekliĶe sadakat konusunda 
tarih­inin sorumluluĶunun edebiyat­Ĕdan daha fazla olduĶu ger­eĶini A. Etkind, òtarih ve filoloji arasĔndaki 
sĔnĔrĔn tarih­iler tarafĔndan korunduĶuó (Etkind, 2001, s. 12-13) ifadesi ile a­Ĕklar. Nitekim tarihte yeri 
olmayan kurgu edebiyatĔn alanĔna d©hildir. Buna karĹĔn Fethi Naci edebiyat­ĔnĔn sºz konusu ºzg¿rl¿Ķ¿ne de 
birtakĔm kĔstaslar getirerek, toplumun belleĶinin korunmasĔnda, edeb´ metin yazarĔnĔn da bazĔ sorumluluklarĔ 
olduĶuna dikkat ­eker. Tarihe ait bilgi ve belgelere dayalĔ olay ve eylemleri kurgulayan yazarĔn, ger­ek kiĹilerin 
ger­eĶe uymayan ifadelerle iĹlenmemesi, ele aldĔĶĔ dºnemle ilgili bilgi hatalarĔ yapmamasĔ ve kullandĔĶĔ 
malzemeyi bire bir aktarmamasĔ gerektiĶi yºn¿nde bir yargĔya gider (Naci, 1987, s. 35).  

Bu baĶlamda ºzellikle tarihsel kurmaca metinlerde kahraman, ge­miĹten se­ilen bireylerden se­ildiĶi i­in 
farklĔ ºzelliklere ve kurallara da tabidir. YaĹamĔ ve k¿lt¿rel kimliĶi ile ge­miĹin bir ¿r¿n¿ olan bireyin d¿nyada 
¿stlendiĶi birtakĔm rolleri vardĔr. Tarihsel metinlerde ise bu rol bazen tarih­i, bazense kurmaca metin yazarĔ 
tarafĔndan verilir. Tarihe ait bu rolle kahraman ºzg¿r iradesinden ­ok tarihin kendisine y¿klediĶi 
sorumlulukla hareket etmelidir. Kurmaca metin yazarĔnĔn yºnlendirdiĶi kahraman, rol¿ ve iĹlevi fark 
etmeksizin, varlĔĶĔnĔ ºne ­Ĕkarma, kendini belli etme bakĔmĔndan birey olma kimliĶine sahiptir. (Kavaz, 2016, 
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s. 93-110). Tarihsel kahramanĔn rol¿n¿n ger­ek kimliĶiyle ºrt¿Ĺmesi meselesi ise, hemen her dºnemde hem 
tarih hem de kurmaca eserde tartĔĹma konusudur. Bu konuda yukarĔda yer verilen sorumluluklarĔn her iki 
alanĔn yazarlarĔnĔn da gºz ºn¿nde bulundurmasĔ gereken temel kurallar olduĶu bir ger­ektir. DiĶer taraftan, 
tarihin seyrini b¿t¿n¿yle bireye-kahramana ve aldĔĶĔ kararlara baĶlamak anlatĔlarda subjektif bakĔĹ a­ĔsĔnĔn 
aĶĔr basmasĔna neden olabilir. Bu anlamda G. Lukacs, òtarihin ºnemli kiĹiliklerinin ya da olaylarĔnĔn 
sergilenmesi deĶil, kiĹiliklerin ve olaylarĔn arka planĔndaki d¿Ĺ¿ncelerin a­ĔĶa ­ĔkarĔlmasĔnĔn daha ºnemli 
olduĶuó kanĔsĔndadĔr. Lukacs bu baĶlamda, b¿y¿k tarihsel kiĹilikler ve olaylarĔn toplumsal geliĹmeyi ortaya 
koymak a­ĔsĔndan her zaman yeterli olamayacaĶĔnĔ (Lukacs , 1977, s. 55) ortaya koyarak tarihin bireysel bir 
alana hapsedilmesini reddeder. 

 
SONU¢ 
Tarih ve edebiyat, ortak ºznesi insan olan iki alan olarak birbirinden beslenen bir iliĹki i­indedir. Tarih, 

belgelere dayalĔ kolektif bir hafĔza iĹlevi gºr¿rken; edebiyat bu hafĔzaya ruh, duygu ve insani bir derinlik 
kazandĔrĔr. Her iki disiplinin yºntemsel farklĔlĔklarĔna raĶmen birbirini tamamladĔĶĔ a­ĔktĔr. Kurmaca, tarihin 
soyut verilerini somutlaĹtĔrarak geniĹ kitlelerin tarih bilinci edinmesinde ºnemli bir rol ¿stlenir. 

Bu baĶlamda tarih´ ger­eklik ile kurgu arasĔndaki etkileĹim, toplumlarĔn kimlik ve aidiyet duygularĔnĔn 
inĹasĔnda g¿­l¿ bir iĹlev gºr¿r. Tarih­i ile edebiyat­ĔnĔn yºntemsel ayrĔlĔklarĔna raĶmen, her ikisi de ge­miĹi 
anlamlandĔrma ­abasĔnĔn ayrĔlmaz par­alarĔdĔr. Sonu­ olarak tarih, òhafĔzaó; edebiyat ise bu hafĔzayĔ gºr¿n¿r 
ve anlamlĔ kĔlan òyorumódur. Birlikte oluĹturduklarĔ b¿t¿n, toplumlarĔn k¿lt¿rel belleĶini ve tarih bilincini 
beslemeye devam edecektir. 
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The Ethics of Reading Fiction in Italo Calvinoõs If On a Winterõs 
Night a Traveler  

Berfin ¥zlem ERDEN*  

 
ABSTRACT 

Italo Calvinoõs Italo Calvinoõs If on a Winterõs Night a Traveler is renowned for its metafictional attributes, which challenge the very 
notion of readership, especially when we talk about reading fiction. Calvinoõs fragmented style of writing captivates the reader not 
only because of the anticipation caused by the unfinished excerpts he strategically places throughout the book, but also through his 
way of questioning what being a òreaderó is. By presenting multiple types of readersñfrom academic pursuers to those who jump 
right to the conclusionñthe novel functions as a commentary on the act of reading itself. As a highly postmodern and metafictional 
text, the book also challenges our own perceptions of reading. Thus, on a metatextual level, the novel makes us question why we 
read fiction when it can speak to us directly with its metafictional capabilities. Ultimately, through this playful and perhaps 
convoluted text, Calvino puts a mirror to the readers themselves and their own ethos of reading. 
 
Keywords: Metafiction, reading, metatextuality, fiction, postmodernism. 

 
 

Italo Calvinoõnun Bir KĔĹ Gecesi EĶer Bir Yolcu RomanĔnda Kurgu 
OkumanĔn EtiĶi  

¥Z 
Italo Calvinoõnun Bir KĔĹ Gecesi EĶer Bir Yolcu adlĔ eseri, ºzellikle kurgusal a­ĔsĔndan, okurluk kavramĔnĔ sorgulatan ¿stkurmaca 
metinlerle baĶdaĹlaĹtĔrĔlan ºzellikleriyle tanĔnĔr. Calvinoõnun par­alĔ yazĔm tarzĔ, yalnĔzca kitap boyunca stratejik olarak yerleĹtirdiĶi 
tamamlanmamĔĹ roman alĔntĔlarĔn yarattĔĶĔ merak duygusuyla deĶil, aynĔ zamanda òokuró olmanĔn ne anlama geldiĶini sorgulama 
bi­imiyle de okuyucuyu i­ine ­eker. Akademik bir merakla okuyanlardan doĶrudan kĹtabĔn sonuna atlayanlara kadar farklĔ okur 
tiplerini sunarak, roman okuma eylemi ¿zerine bir yorum niteliĶi taĹĔr. Olduk­a postmodern ve ¿stkurgusal bir metin olan bu kitap, 
aynĔ zamanda bizim okuma algĔmĔzĔ da sorgulamamĔza neden olur. Bu baĶlamda, metin d¿zleminin ºtesine ge­erek, kitap bize 
doĶrudan seslenerek, onu neden okuduĶumuzu sorgulamamĔzĔ saĶlar. Sonu­ta, Calvino bu eĶlenceli ve belki de karmaĹĔk metin 
aracĔlĔĶĔyla okura bir ayna tutar ve okuma etiĶini yeniden d¿Ĺ¿nmeye bizi davet eder. 
 
Anahtar Kelimeler: ¦stkurmaca, okuma, ¿stmetinsellik, kurgu, postmodernizm. 

 
 
 
 

INTRODUCTION 
Experimental literature is often defined by how it can extend the limitations of what a piece of literature 

can be. With its òanti-mimetic, counter-realist, or skeptical motivationsó (Berry, 2012, p. 129), metafiction 
is also generally viewed as a primary outlet of experimental literature. As a distinguished example of both 
experimental literature and metafiction, Italo Calvinoõs If on a Winterõs Night a Traveler pushes the limits about 
fiction as well as metafiction in a similar fashion. In this playful fiction about fictions, Calvino questions the 
nature of both authorship and readership. While he deconstructs the idea of an òall-powerful Author of 
traditional fictionó (Sorapure, 1985, p. 703), he also exposes misconceptions and faults he sees in readers, 
too. Written in the second person point of view, the novel also makes it almost too easy for a reader to 
identify themselves within the narrative. As H. Porter Abbott writes in The Cambridge Introduction to 
Narrative, òOne truism about narrative is that it is a way we have of knowing ourselves. What are we, after 
all, if not characters?ó (Abbott, 2008, p. 130). Hence, our identification with characters can be think of as a 
given with any type of fictional work of art. When it comes to Traveler, however, the person who is òabout 
to begin reading Italo Calvinoõs new novel, If on a winterõs night a traveleró (Calvino, 1998, p. 10), is not the 
only character the real reader might potentially identify with. As readership itself is a main concern within 
the novel, we come across various types of readers, mis-readers, and non-readers in the book. Hence, 
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through our identifications with these representations of readers, the novel allows us to make judgements 
about ourselves and our own ethics of reading fiction. 

 
1. Identifying With the (Male) Reader 
Although at first glance it may seem like the òrealó readerõs, meaning our own, identification should be 

with the (Male) Reader, who sort of functions as the protagonist of the novel; Calvinoõs way of portraying 
the notion of readership complicates this idea. Since the novel is written in the second person point of view, 
there is a feeling that the novel is almost talking to us. In some ways, second-person narrations also carry 
an accusatory tone that can also feel like someone talking to another person within a frame outside of us. 
We may, then, also observe the narrative from the outside. Similarly, Porter Abbott calls second-person 
narrations òmasked first person narrationsó and suggests that òa "you" implies an "I" addressing the "you"ó 
(Abbott, 2008, p. 71). Thus, what the narrative refers to as òyouó in the novel also has a precise 
characterization that we may or may not identify with. In that sense, as Inge Fink describes, òThe "real" 
reader watches how the author plays with his characters, establishing his power by assigning names and 
pronounsó (Fink, 1991, p. 94). Even though at first, we might feel that the pronoun òyouó is referring to 
òusó, it soon becomes clear that Calvino may also be simply making a point of how linguistic plays, such as 
writing a novel in the second person, can alter our perceptions of the text. By the Third chapter, it is clear 
that this character is not our self-insert, but a fictional entity of its own right, as his actions do not seem to 
parallel ours anymore within the text. More than that, this character, who is referred to as the Reader in the 
text, can be regarded as a personification of a reader the ominous authorial voice of the text somewhat 
disapproves of. In the novel, this male reader is often criticized for his aimless ways of reading. Then, 
interpreting the male reader as one of the many readers Calvino presents in his novel would not be a wrong 
judgment to make. Yet, it is suggested in the novel that; òThis book so far has been careful to leave open to the Reader who 

is reading the possibility of identifying himself with the Reader who is read: this is why he was not given a name, which would automatically 

have made him the equivalent of a Third Person, of a character (Calvino, 1998, p. 111). As opposed to what is said in this 
excerpt, the fact that the protagonist òis not given a name does not undermine his status as a fictional 
characteró since there is always an ontological distance between him and the real reader (Cotrupi, 1991, p. 
285). There is also a sexist generalization here that this nameless character being male would give him more 
of a universal appeal, which disregards female or non-male readers who may not necessarily see themselves 
in the protagonist. Even if this were not an issue, the fictionality of the character is still obvious because we 
follow him being dragged by the plot, which is, in fact, pointed out with metafictional playfulness towards 
the end of the novel.  
 

How long are you going to let yourself be dragged passively by the plot? You had flung yourself into the action, filled 
with adventurous impulses: and then? Your function was quickly reduced to that of one who records situations decided 
by others, who submits to whims, finds himself involved in events that elude his control. Then what use is your role as 
protagonist to you? (Calvino, 1998, p. 168) 

 
As the authorial voice here points out here, throughout the book we see the (Male) Reader being dragged 
by a plot he seemingly has no control over. From a metatextual standpoint, it should be obvious why a 
character is always being pulled and put into situations by the author, because this is what storytelling is. 
However, in Traveler, there is also a metatextual awareness of the author and fictionality. Thus, how this 
passage is interpreted lies heavily on how the authorial voice that talks to the Male Reader, too. In that sense, 
if we are reading this voice as Calvino, there is an extra layer of metatextuality since the Male Reader was 
supposed to read òIf On a Winterõs Night a Traveler by Italo Calvinoó in the first place. Hence, Calvino is also 
òa characteró mentioned in the text. Yet, in his writing, Calvino plays with the very notion of authorship, 
and we are not sure of the full capabilities of any author in the book, even the one who actually wrote it. As 
Sorapure writes in her òBeing in the Midstó, òCalvino not only puts his name into the text but also multiplies 
images of himself throughout, thus making it difficult, if not impossible, to determine the single controlling 
voice of the authoró (Sorapure, 1985, 704). How the novel presents òthe authoró in the novel, then, is always 
multiple in a way that renders any analysis incomplete. The novelõs critical presentation of certain characters, 
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on the other hand, is often hard to read in any way other than ridicule. The academic readers, for instance, 
are great examples of this idea. 
 

2. Lotaria as the Academic Pursuer of Reading 
Another reader who is undoubtedly portrayed through a critical lens in the novel is Lotaria, the other 

readerõs scholarly sister. In the text, Lotaria, alongside characters such as Professor Uzi Tuzii, is the 
personification of reading fiction for academic purposes. The male reader first meets Lotaria when he calls 
Ludmilla to ask her about whether or not her copy of Traveler is also falsely printed like his. As opposed to 
Ludmilla, Lotaria is portrayed as a highly obnoxious individual, and her pursuit of academia is not portrayed 
as a noble act. Instead, her attitude towards reading only for her academic and political interests is ridiculed 
in the novel in a very apparent way. When Lotaria asks the Male Reader what sort of Polish novel he is 
reading, he misunderstands her question, and the omniscient narrator makes the following comment: òNo, 

you misunderstood. Lotaria wants to know the authorõs position with regard to Trends of Contemporary Thought and Problems That 
Demand a Solution. To make your task easier, she furnishes you with a list of names of Great Masters among whom you should situate 

him" (Calvino, 1998, p. 39). Whether or not this omniscient narrator is supposed to be Calvino or not, from 
the perspective of the text itself, Lotaria is presented in an apparent negative light. This criticism becomes 
even more explicit when we are given the perspective of Silas Flannery as a character who is an author in 
the narrative. For some critics, such as Madeleine Sorapure, for example, Flannery can also be read as an 
insertion of Italo Calvino within the novel. Nevertheless, according to Flannery, Lotaria, who is writing her 
thesis on his novels, reads these texts òonly to find in them what she was already convinced of before reading 
themó (Calvino, 1998, p. 144). He sees her way of reading his books as disingenuous and conscientious 
because she does not keep an open mind while reading a text, but brings a preconceived agenda that 
inevitably disrupts her reading. Hence, she cannot find a ònoveltyó in the things that she reads, as opposed 
to Ludmilla who can easily lose herself in the fictions that she reads. 

 
3. Ludmilla as òthe Epitome of the Interested Readeró 
While Lotaria is objectively shown as an inadequate reader within the narrative, Ludmilla is represented 

in the opposing way, as an òepitome of an interested readeró (Sorapure, 1985, p. 707). As Sorapure also 
points out in her article òBeing in the Midstó, Ludmillaõs way of reading books is also contrasted with the 
Male Reader in the novel, as we see her remembering key details of almost any book that she has read 
before, unlike the protagonist (706). Moreover, as an author, Flannery admires Ludmilla for the reader she 
is as well. As he asserts in the text, Ludmilla òcould be his òideal readeró (Calvino, 1998, p. 144). As it has 
been mentioned before, reading Flannery as a self-insert of Calvino is common when one analyzes this text. 
This is where separating the narrative voice from Calvinoõs own voice seems like a challenge, too. Here, it 
is tricky to differentiate between the ideas that are presented in this narrative from Calvinoõs, especially 
because of the metafictional aspects of the book. When an author speaks directly to òyouó, this linguistic 
play can cause a reader to, maybe mistakenly, maybe not, suppose the voice is coming from the actual author 
himself. Then, is Ludmilla Flanneryõs or Calvinoõs ideal reader, or is it fair to project what Flannery expresses 
onto Calvino? As H. Porter Abbott suggests, even if what a narrator says should not be confused with an 
authorõs actual perspective, there is also an inevitable blurring between the authorõs voice and the voice of 
the narrator. Hence, this may not be an unfair judgment to make in terms of this specific narrative. Still, the 
complexity of Traveler also challenges this idea, and we can come up with no certain answers. Consider the 
following excerpt in which Ludmilla explains why she prefers novels:òI prefer novels,ó she adds, òthat bring me 
immediately into a world where everything is precise, concrete, specific. I feel a special satisfaction in knowing that things are 
made in that certain fashion and not otherwise, even the most commonplace things that in real life seem indifferent to meó 
(Calvino, 1998, p. 28). These òprecise, concrete, specificó texts that Ludmilla likes to read could not be 
further from the overall structure of Traveler. C. Nella Cotrupi, for instance, describes the novel as a 
òcomplex, heterogeneous assemblageó (1991, p. 280). This, then, begs the question of whether or not 
Ludmilla would like the actual Traveler, the book that exists in our world. And if not, how can she be 
Calvinoõs ideal reader? Considering this, it is not very wise to claim that any of the ideas that are presented 
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or uttered in this book can surely belong to Calvino himself. What would be a more extensive and 
satisfactory conclusion to draw would be that the book represents almost a chorus of ideas on the ethics of 
reading, and Ludmilla should not be taken as the òperfectó reader who can be exempt from these criticisms. 
Holding her to such a standard also misses the point of the individual aspects of reading as an act, which 
Traveler continuously highlights. 

Hence, what is truly admirable about Ludmillaõs strategy of reading is not that she has somehow figured 
out the òrightó way to read; it is that she never loses the passion she has towards reading. When she is 
discussing what the act of reading means to her with Uzi Tuzii, she asserts that, òReading is going toward 
something that is about to be, and no one yet knows what it will be...ó (Calvino, 1998, p. 59). Ludmilla looks 
for something new to discover in each text she reads, as opposed to bringing an already-made-up idea about 
the text in front of her, like her sister does. This allows her to have the mentality of a kid who is maybe 
learning to read for the first time as the excitement she feels towards a book never wavers. It is this exact 
attitude that makes Ludmilla the òideal readeró for Flannery as well. As an author, Flannery feels like he 
cannot manage disinterested readings anymore, which is the only way of reaching enjoyment in reading 
literature for him. Flanneryõs idea of disinterested reading also brings to mind Kantõs aesthetic 
disinterestedness. For Kant, a disinterested way of viewing an artwork entails finding satisfaction in a work 
of art for its own sake, without trying to procure any other additional benefit from it. In other words, 
disinterestedness involves a pure and objective sense of worth for an artwork; the fulfillment comes from 
the sublimity of the art itself, not from what it ògivesó us in any concrete way. Flannery wishes to be able 
to judge works of literature with a similar sense of purity, which he believes he has lost as a result of being 
a writer. In his diary, he questions whether or not the act of reading (or writing) can reach such pure 
disinterestedness as these acts are highly individualistic. As Flannery puts it: 

 
And for the verb òto readó? Will we be able to say, òToday it readsó as we say òToday it rainsó? If you think about 
it, reading is a necessarily individual act, far more than writing. If we assume that writing manages to go beyond the 
limitations of the author, it will continue to have a meaning only when it is read by a single person and passes through 
his mental circuits. Only the ability to be read by a given individual proves that what is written shares in the power of 
writing, a power based on something that goes beyond the individual. (Calvino, 1998, p. 137) 

 
As it can be understood from this passage, Flannery also knows that his wish to reach a universal sentiment 
in the act of reading is not realistic, but nonetheless quite Kantian. Here, a Lacanian analysis of his attitude 
also makes sense since this òdisinterestednessó brings to mind Lacanõs concept of the Real, too. Lacanõs 
Real stage can be summarized as òwhatever is beyond, behind, or beneath phenomenal appearances 
accessible to the direct experiences of first-person awarenessó (Johnston, 2022). In other words, much like 
Kantõs philosophy in terms of arts and aesthetics, Lacan also describes his Real as a sense of being that is 
perhaps beyond human understanding. For Lacan, the Real is, in fact, something that is lost to us after being 
born and introduced to the structures of language and ideology. In the book, Flannery seems to be in a 
similar search for pure meaning in his reading and writing, which he cannot accomplish. As he somehow 
finds this rare attitude of reading in Ludmilla, it draws him to her. Still, as admirable as Ludmillaõs remaining 
childlike wonder towards reading is, the text does not didactically tell us to follow her way of reading texts. 
In Traveler, we rather see a diverse range of reading(s) that may potentially encapsulate anyoneõs way of 
reading a book. 

 
4. A Chorus of Readers on What It Means òto Readó 
In this regard, when the Male Reader stops by a library towards the end of the novel to check out their 

catalogue of books, we hear from various types of readers who explain their perspectives on the act of 
reading. These readers represent a multiplicity of ideas that have been previously shown in the novel about 
this act, and together, they form almost a chorus of stances about why and how a person can read. This 
section, which showcases the attitudes of seven different readers; hence, can be seen as almost a thesis 
statement of the novel. The point is that there can be various ways of reading; one of them is not necessarily 
more virtuous or morally better than the other. One common element that is present in the attitudes of all 
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of these readers is though that they all seem to be talking about the enjoyment they get from reading, even 
if the ways they reach this enjoyment may differ from one another.  

The first reader, for instance, suggests that although he cannot totally focus on a book wholly sometimes, 
the enjoyment he gets from just a few lines still fulfills him. He claims that òeven if, of every book, I manage 
to read no more than a few pages. But those few pages already enclose for me whole universes, which I can 
never exhaustó (Calvino, 1998, p. 196). A second reader, in turn, asserts that he òcannot be detached from 
the written lines even for an instant. I must not be distracted if I do not wish to miss some valuable clueó 
(Calvino, 1998, p. 196), suggesting that he approaches books almost like puzzles, reading them over and 
over again in order to figure out the meaning almost like a detective. Then, the third reader speaks about 
his own strategy and need for rereading a book and claims that òat every rereading I seem to be reading a 
new book, for the first timeó (Calvino, 1998, p. 196) since he experiences a different emotional response to 
a text with each rereading. The conclusion this reader reaches òis that reading is an operation without object; 
or that its true object is itself. The book is an accessory aid, or even a pretextó (Calvino, 1998, p. 196-97). 
Another interesting take comes from the fifth reader who seeks òthat he read in his childhoodó (Calvino, 
1998, p. 197).  As the reader goes on to explain,  

 
In my case, too, all the books I read are leading to a single book,ó a fifth reader says, sticking his face out from behind 
a pile of bound volumes, òbut it is a book remote in time, which barely surfaces from my memories. There is a story 
that for me comes before all other stories and of which all the stories I read seem to carry an echo, immediately lost. In 
my readings I do nothing but seek that book read in my childhood, but what I remember of it is too little to enable me 
to find it again. (Calvino, 1998, p. 197) 

 
It seems like much like Ludmilla, this reader also has not yet lost their childlike wonder as a reader whose 
ideas again echo Kantõs and Lacanõs notions of reaching a form of sublimity. All in all, the way Traveler 
captures this variety of perspectives among readers demonstrates that there is not a singular, right way of 
reading and that reading is inherently a personal act. In this regard, Calvinoõs specificity in constructing even 
these characters who only appear in the book for a few pages makes them highly easy to identify with. If 
you are a reader of fictions of any kind, it is hard not to identify with any of these perspectives that we see 
in this chapter. While others, such as Sorapure, for example, reads Traveler for the most part as a criticism 
of (mis)readings, the text also serves as a reminder of the pleasures of reading. 
 

CONCLUSION 
All in all, the way Traveler captures this variety of perspectives among readers demonstrates that there is 

not a singular, right way of reading and reading is inherently a personal act. In this regard, Calvinoõs 
specificity in constructing even these characters who only appear in the book for a few pages makes them 
highly easy to identify with. If you are a reader of fictions of any kind, it is hard not to identify with any of 
these perspectives that we see in this chapter. While others, such as Sorapure, for example, reads Traveler for 
the most part as a criticism of (mis)readings, the text also serves as a reminder of the pleasures of reading. 
To conclude, circling back to the concept of experimental literature, many of this genreõs merits can also be 
found in If On a Winterõs Night a Traveler in the most quintessential ways. As it has been previously suggested, 
experimental literature has a capacity to broaden the limits of fiction as we know them. That may be why 
reading an òexperimentaló text often creates surprising emotional reactions. As a prime example of a text 
with such characteristics, Calvinoõs If On a Winterõs Night a Traveler elicits a similar response. Reading this 
highly inventive text, we are able to question our own ways of reading or (mis)reading a work of fiction as 
the novelõs self-reflexive and heterogeneous style allows doing so. 
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Fantastik Edebiyatta Kurgu 

B¿Ĺra G¦LER*

 
¥Z 

Fantastik edebiyat 18 ve 19.yyõlarda ortaya ­ĔkmĔĹ olan, AydĔnlanma dºnemi ve Romantizm akĔmĔyla ĹekillenmiĹ bir edebiyat akĔmĔdĔr. 
Ger­ekle hayal g¿c¿n¿n, bilinmeyenin ve doĶa¿st¿n¿n keĹfi olarak ortaya ­Ĕkar. Kurgu ise, hayal g¿c¿n¿n yardĔmĔyla oluĹturulan 
karakterler, mek©nlar, olay ve zamanlardĔr. Kurgu, olaylarĔn belirli bir b¿t¿nl¿k ve mantĔk ­er­evesinde d¿zenlenmesidir. Fantastik 
edebiyatta kurgu, ger­ek d¿nyaya baĶlĔ kalarak ger­ekliĶin kurallarĔnĔ aĹan, olaĶan¿st¿ unsurlarĔn ve varlĔklarĔn bulunduĶu bir yapĔdĔr. 
Fantastik edebiyatta kurgu, semboller, doĶa¿st¿ olaylar, kahramanĔn yolculuĶu, ger­eklik ve ger­ek olmayan kurgusal d¿nyalarĔn 
oluĹturulmasĔyla ger­ekleĹir. ķncelememizi yapacaĶĔmĔz fantastik edebiyat, FransĔz EdebiyatĔõnda, Avrupa edebiyatĔndan farklĔ olarak 
Ĺekillenir. Fransaõda da fantastik anlayĔĹ Avrupa edebiyatĔndan etkilenmiĹ olsa da kendisine ait temalar ve anlatĔm bi­imi oluĹturur. 
Bu farklĔlĔklar, ºzellikle ger­ek ile hayal, akĔl ile irrasyonel, bilin­ ile bilin­dĔĹĔ arasĔndaki sĔnĔrlarĔ sorgulayan bir yapĔya sahiptir. FransĔz 
fantastiĶinde ger­ek hayatĔn i­ine sĔzan doĶa¿st¿ olaylar bulunur. DoĶa¿st¿, bireyin duygusal veya ruhsal ­ºz¿l¿Ĺ¿n¿ temsil eden 
bir ara­ haline gelir. Yazarlar bu durumu gerek ger­ek hayattan yardĔm alarak gerekse hayal g¿­leri yardĔmĔyla kurgulayarak eserlerini 
okuyucularĔyla paylaĹĔrlar. Bu ­alĔĹmada da fantastik t¿r¿n nasĔl oluĹtuĶunu, fantastik edebiyatta kurgunun nasĔl iĹlendiĶini, temalarĔ 
ve kavramlarĔyla bir a­Ĕklama getirilecektir. 
    
Anahtar Kelimeler: Klasik fantastik, fantastik edebiyat ve kurgu, doĶa¿st¿, tekinsizlik. 

 
 

Fiction in Fantastic Literature 
ABSTRACT  

Fantastic literature is a literary movement that emerged in the 18th and 19th centuries, shaped by the age of the Enlightenment and 
the Romantic movement. It emerges as the discovery of reality and imagination, the unknown and the supernatural. On the other 
hand, fiction is created with the help of imagination, with characters, places, events and times. Fiction is the arrangement of events 
with a certain coherence and logic. In fantastic literature, fiction is a form that, while remaining connected to the real world, 
transcends the rules of reality and features extraordinary elements and beings. In fantastic literature, fiction is created through 
symbols, supernatural events, the hero's journey, and the creation of real and unreal fictional worlds. The fantastic literature that we 
will study, is formed differently in French literature than in European literature. Although the notion of fantastic in France has been 
influenced by European literature, it has developed its own themes and narrative style. These differences are particularly evident in 
a form that interrogates the boundaries between reality and imagination, reason and irrationality, consciousness and the unconscious. 
Fantastic literature in French contains supernatural events that seep into real life. The supernatural becomes a means of representing 
the emotional or spiritual breakdown of the individual. Writers share their works with their readers by constructing this situation 
either with the help of real life or with the help of their imagination. This study will explain how the fantastic genre was formed, 
how fiction is handled in fantastic literature, and its themes and concepts. 

 
Keywords: Classical fantastic, fantastic literature and fiction, supernatural, the uncanny. 
 
 
 
 

GķRķĸ 
Fantastik edebiyatĔn ilk izleri 18. yy.õda gºr¿n¿r ancak etkisi 19. yy.õda daha ­ok hissedilir. FransĔz 

EdebiyatĔõnda,  AvrupaõnĔn diĶer edebiyatlarĔndan farklĔ bir Ĺekilde hareket eder. Fantastik, FransĔz 
edebiyatĔnda sadece ger­eklikten ka­ĔĹ deĶil, bireyin i­ d¿nyasĔnĔ, yalnĔzlĔĶĔnĔ, bilin­altĔnĔ ve ger­ekliĶini 
sorgulattĔĶĔ bir t¿rd¿r. Ortaya ­ĔktĔĶĔ dºnem gºz ºn¿ne alĔnĔrsa, 18. yy.õĔn sonunda ger­ekleĹen FransĔz ķhtilali 
ve ardĔndan edebiyata etki eden Romantizm akĔmĔnĔn ºzellikleri ile benzerlik gºsterir. òAncak romantizm ile 
birlikte algĔlamamak gerekir. ¢¿nk¿ romantizm ruhsal durumlarĔ ile birlikte bireyin endiĹelerini ortaya koyarken fantastik 
bireyin evrendeki yeri ile ilgileniró (Ertekin, 2013, s.84). 

Kurgu konusuna baĹlamadan ºnce kurgunun tanĔmĔnĔ yapmak gerekir. Kurgu, edebi bir metindeki 
olaylarĔn, kiĹilerin, zaman ve mek©n gibi olgularĔn yazar tarafĔndan planlanarak, birbiriyle uyumlu olacak 
Ĺekilde bir b¿t¿n oluĹturmasĔdĔr. Fantastik edebiyatta kurgu, ger­ek hayata, tuhaf, garip kiĹi ve olaylarĔn d©hil 
olmasĔyla olur. Kurgulanan metinin fantastik t¿re ait olup olmadĔĶĔnĔ, kahramanda ve aynĔ zamanda okurda 
bĔraktĔĶĔ tekinsizlik hissiyle anlarĔz. Freudõun Das Unheimlich makalesinde kullandĔĶĔ bu kavram insanĔn 

 
* Y¿ksek Lisans ¥Ķrencisi, Sel­uk ¦niversitesi, FransĔz Dili ve EdebiyatĔ, busragulerr@gmail.com, ORCID 
No:https://orcid.org/0009-0005-8326-1023. 

mailto:busragulerr@gmail.com
https://orcid.org/0009-0005-8326-1023


IX. Uluslararasē Batē K¿lt¿r¿ ve Edebiyatlarē Araĸtērmalarē Sempozyumu- Bildiri Tam Metin Kitabē  

9th International Western Cultural and Literary Studies Symposium- Full Text Book of Proceedings 

 
 

B¿Ĺra G¦LER 

 
 

73 

 

bilinmeyene olan korkusu ve tedirginliĶi olarak tanĔmlanabilir. òķnsanlĔĶĔn en eski ve en g¿­l¿ duygusu korkudur, 
en eski ve en b¿y¿k korku da bilinmeyenin korkusuduró (Lovecraft, 2023, s.9). Bununla birlikte, bu tekinsizlik hissi, 
insanĔn bilmediĶi ve kendisine yabancĔ olan bir Ĺeye karĹĔ duygusudur. Fantastik anlatĔlar, kiĹinin gizli ve 
bastĔrĔlmĔĹ duygularĔnĔ kullanĔr. Freudõun tanĔmĔna gºre de; òKorkutucu olan anlamĔna gelen, merak uyandĔran, 
korkutan Ĺeyler anlamĔna gelen tekinsiz sºzc¿Ķ¿n¿n ­ok net bir tanĔmĔ olmada da korkularla ilgili olan pek ­ok Ĺeyi anlatmak 
i­in kullanĔlmaktadĔró (Jentsch & Freud, 2023, s.25-26). 

Bu ­alĔĹmada fantastik yazĔnda kurgunun nasĔl iĹlendiĶini, fantastik edebiyatĔn kurallarĔyla oluĹturduĶu 
baĶ ile okuyucuya nasĔl sunulduĶunun a­ĔklamasĔ yapĔlacaktĔr. 

 
1. Fantastik Kurgu 
Kurgunun en ­ok yer aldĔĶĔ t¿rlerden biri fantastik t¿rd¿r. Fantastik edebiyatĔn neredeyse tamamĔ yazarĔn 

hayal g¿c¿ne dayanĔr. Yazar hayal kurar, kiĹileri, olaylarĔ, zaman ve mek©nĔ oluĹturur ve bunlarĔ uyumlu bir 
Ĺekilde bir araya getirerek eserini ortaya ­ĔkarĔr. òKurmaca, d¿Ĺselin sĔnamadan ge­irilmesidiró (Steinmetz, 2006, 
s.39). YazarĔn hayal g¿c¿ ne kadar derinse kurgulanan hik©ye o kadar derinliĶe sahip olur. Ancak fantastik 
kurguyu incelerken dikkat edilmesi gereken fantastik t¿r¿n belli baĹlĔ ºzellikleri vardĔr. Fantastik t¿rde edebi 
bir eser yazĔlĔyorsa ilk dikkat edilmesi gereken nokta anlatĔnĔn ger­ek d¿nyada ge­mesi ve okuyucuyu hayal 
mi yoksa ger­ek mi ikileminde bĔrakarak kararsĔzlĔk hissettirmesidir.  

FransĔz yapĔsalcĔ kuramcĔ Tzvetan Todorov Fantastik isimli kitabĔnda bu durumu a­Ĕklar. Okuyucu bir 
eseri okurken òneredeyse inandĔmó diyebilmelidir (Todorov, 2004, s.37). Belirsizlik ve korku hissi okuyucuyu 
eserin i­ine ­eker. Ger­ek mi, yoksa karakter hayal mi kuruyor ikilemi, okuyucuda merak uyandĔrĔr. Bu merak 
duygusunun hik©yenin sonuna kadar s¿rmesi fantastik yazĔnda gerekli bir ºzelliktir. òJentsch, bir nesnenin canlĔ 
olup olmadĔĶĔna dair zihinsel belirsizlik olduĶunda ve cansĔz bir nesne canlĔ bir nesneye ­ok fazla benzediĶinde, tekinsiz 
duygularĔ uyandĔrmak i­in ºzellikle elveriĹli bir koĹul oluĹtuĶuna inanmaktadĔró (Freud, 2024, s.276). ¢¿nk¿ eserin 
fantastik t¿re ait olup olmamasĔ bunlarĔn yanĔnda hik©yenin sonunda her Ĺeyin g¿n y¿z¿ne ­ĔkmasĔyla 
belirlenir. òFantastik metnin kendine has yºntemlerle ºnce kurallara uygun bir atmosfer oluĹturduĶunu, sonra da bunu 
bozmaya ­alĔĹtĔĶĔnĔ sºylemek yerinde olacaktĔró (Steinmetz, 2006, s.39). òFantastiĶin kuralsĔz d¿nyasĔ hemen hemen her 
zaman a­Ĕklama olanaĶĔ veren ºrt¿k bir yapĔ ¿zerinde kuruluduró (Steinmetz, 2006, s.43). Olay yaĹanĔr, okur, korku, 
tekinsizlik ve soru iĹaretleriyle hik©yenin sonuna gelir. òMetnin anlattĔĶĔ d¿nyada doĶa¿st¿ (ya da doĶa¿st¿ gibi 
duran) bir olay- bir eylem- meydana gelir; sĔrasĔ geldiĶinde bu olay ºrt¿k okuyucuda (ve genellikle ºyk¿n¿n kahramanĔnda) 
bir tepki uyandĔracaktĔr: ķĹte bu tepkiyi ôkararsĔzlĔkõ diye adlandĔrĔyoruz ve bu tepkiyi uyandĔran metinlere ôfantastikõ 
diyoruzó (Todorov, 2004, s.104). 

òMetindeki-sºz-konusu-ºzne, son ­are olarak, buraya baĹvurur ve yazar onu okuyan kiĹinin eleĹtirel zihnini kararsĔzlĔk 
i­inde bĔrakmaya karar vermedik­e ­oĶu kez burada bir doĶrulanma buluró (Steinmetz, 2006, s.43). Hik©yenin 
sonunda yazar olan biten her Ĺeyi a­Ĕklar ve b¿t¿n soru iĹaretleri ve rahatsĔzlĔk duygusu ortadan kalkar. òBir 
kurgu eserde yer alan her olayĔn zirve noktasĔ veya sonla bir baĶlantĔsĔ bulunmalĔdĔr, bununla birlikte ºncesinde ger­ekleĹen 
olaylarĔn ka­ĔnĔlmaz sonucu olmayan her son uygunsuzdur ve edebi olmazó (Lovecraft, 2024, s.128). 

Tzvetan Todorov, fantastik edebiyatĔ kurgu a­ĔsĔndan ¿­e ayĔrĔr. Fantastik, Garip ve OlaĶan¿st¿.  
 

Fantastik bu kararsĔzlĔk s¿resinde yer alĔr: YanĔtlardan herhangi birisini se­tiĶimiz anda fantastikten uzaklaĹarak 
komĹu bir alana, ya tekinsiz ya da olaĶan¿st¿ t¿rlerin alanĔna girmiĹ oluruz. Fantastik kendi doĶal yasalarĔndan 
baĹka yasa tanĔmayan bir ºznenin gºr¿n¿Ĺte doĶa¿st¿ bir olay karĹĔsĔnda yaĹadĔĶĔ kararsĔzlĔktĔ (Todorov, 2004, 
s.31). 

 
EĶer olay doĶa¿st¿yse, a­ĔklanamĔyorsa, olaĶan¿st¿ olur. Olay, akĔl ve mantĔkla a­Ĕklanabiliyorsa garip. 

Tersine, okuyucu ve kahraman doĶa¿st¿ m¿ yoksa ger­ek d¿nyada bir a­ĔklamasĔ var mĔ bilemiyorsa anlatĔ 
fantastik olur. KĔsaca Todorov fantastiĶi ¿­e ayĔrĔr; olaĶan¿st¿, garip ve fantastik.  Fantastik t¿rde, okur ve 
karakter, olaylarĔn doĶal mĔ doĶa¿st¿ m¿ olduĶundan emin olamaz. Garip t¿rde, olaylar sonunda doĶal 
a­Ĕklamalara kavuĹur. DoĶa¿st¿ t¿rde ise olaylar doĶa¿st¿ olarak kabul edilir ve bºyle s¿rer. FransĔz fantastik 
kurgusu genellikle bu ¿­ alanĔn sĔnĔrlarĔnda gezinir; ºzellikle fantastik ve garip arasĔndaki belirsizlikle vardĔr. 
Bu, kurguyu ºzel ve kendinde has kĔlar.  
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ķngiliz yazar H.P. Lovecraft, Tuhaf Kurgu Yazmak ¦zerine Notlar isimli eserinde fantastik kurgu yazmanĔn 
inceliklerini detaylĔ bir Ĺekilde anlatĔr. Fantastik kurguda hik©yenin odaĶĔnda yaĹanĔlan anormalliĶin etrafĔnda 
s¿rekli bir merak duygusu bulunmasĔ gerekir ve hik©yenin kahramanĔ insan deĶil, olaydĔr (Lovecraft, 2024, 
s.34). 

Tuhaf yazĔnĔ oluĹturan hakiki kozmik korku ºĶelerini taĹĔmayan iĹte bºyle doĶallĔktan yoksun, d¿z bir ºyk¿d¿r. 
Yine de, yalĔnlĔk ve hayaletli antikitenin dokunuĹlarĔ, ­aĶdaĹ okuyucular tarafĔndan ciddiye alĔnmĔĹ ve edebi tarihte 
ºnemi b¿y¿k bir kaide olduĶu i­in ºz¿ndeki beceriksizliĶe raĶmen yaĹandĔĶĔ asrĔn susuzluĶunu duyabilmiĹtir 
(Lovecraft, 2023, s.23). 

  
Lovecraft, fantastik kurguyu, insanĔn en ilkel duygusuyla yani korku duygusuyla birlikte ele alĔr. òNodier 

fantastiĶi imgelem egzersiziyle karĔĹtĔrĔrken Lovecraft a­ĔyĔ Ĺu sºzlere kadar daraltĔr: ôFantastiĶin kºkleri, ­ekiciliĶi sadece 
evrensel olmakla kalmayĔp insanoĶlu i­in gerekli de olan ilksel ve ­ok derin bir ilkeye, Korkuõya kadar uzanĔró (Steinmetz, 
2006, s.29). Fantastik t¿r¿n asĔl ilgilendiĶi hik©yedeki olaydĔr. Bu y¿zden bir­ok fantastik ºyk¿de kahramanĔn 
ismi ºnemsizdir ve bulunmaz. Fantastik kurguda karakterlerin ger­ek hayattan olmasĔ ve ger­ek tepkiler 
vermesi ºnemlidir. MaupassantõĔn Horla isimli hik©yesi buna iyi bir ºrnektir. Hik©yede kahramanĔn gece 
uyurken baĹucuna koyduĶu dolu bardaĶĔn sabah kalktĔĶĔnda boĹ olarak gºrmesi ve kendisinin i­ip 
i­mediĶinden emin olmayarak kendi i­inde bir sorgulama yapmasĔ (Maupassant, 2014, s.226) fantastiĶin 
ger­ekliĶini gºsterir. Fantastik karakterler, ger­ek insanlar bunun gibi olaĶan dĔĹĔ olaylarla karĹĔlaĹtĔklarĔnda 
nasĔl tepki veriyorlarsa ºyle davranmalarĔ gerekir ki eserin ¿slubu ger­ek­i olsun (Lovecraft, 2024, s.37). 

 
Tuhaf kurgunun en ­ok ihtiya­ duyduĶu Ĺey atmosferdir, aksiyon deĶil. AslĔnda olaĶan¿st¿ bir durum i­eren bir 
ºyk¿, insanĔn belli bir ruh halinin canlĔ bir tasvirinden ibarettir. Bunun ºtesine ge­meye ­alĔĹtĔĶĔ zaman kalitesiz ve 
­ocuksu bir hale gelir, ikna ediciliĶini kaybeder. ¦zerinde durulacak ilk Ĺey, hemen gºze ­arpmayacak imalar 
oluĹturmaktĔr, atmosferdeki deĶiĹimleri ­aĶrĔĹtĔran detaylara iliĹkin belli belirsiz ipu­larĔ ve ger­ek dĔĹĔnĔn tuhaf 
ger­ekliĶinin anlaĹĔlmasĔ g¿­ bir ill¿zyonunu yaratmaktadĔr (Lovecraft, 2024, s.23). 

 
Fantastik kurgu gºr¿nd¿Ķ¿nden daha derindir. Karakterin psikolojisi, korkularĔ, bastĔrĔlmĔĹ d¿Ĺ¿nceleri 

doĶa¿st¿ olaylar aracĔlĔĶĔyla aktarĔr. Sosyolojik eleĹtiri, rasyonellik, bilim gibi modern d¿nyaya ait konular 
fantastik ºgelerle birleĹtirilerek bir anlatĔm sunulur. KullanĔlan her fantastik ºge okuyucuda farklĔ izlenimler 
oluĹturabilir. Bu durum kiĹinin hayata bakĔĹ a­ĔsĔ ve tecr¿belerine baĶlĔ olarak deĶiĹiklik gºsterebilir. AnlatĔda 
bulunan fantastik ºgelerin ºnemini Todorov Ĺu Ĺekilde ºzetler;  

 
Birincisi, fantastik okurda, baĹka edebi t¿r ya da bi­imlerin uyandĔramayacaĶĔ ºzel bir etki uyandĔrĔr- korku ya da 
dehĹet, ya da yalnĔzca merak. ķkincisi, fantastik ºyk¿lemenin emrindedir, gerilimi canlĔ tutar: Fantastik ºgelerin 
varlĔĶĔ olay ºrg¿s¿n¿ ºzellikle sĔkĔ tutmaya yarar. Son olarak, fantastiĶin ilk bakĔĹta totolojik gºr¿nen bir iĹlevi 
vardĔr: Fantastik bir evreni betimlemeye yarar ve bu evrenin dil dĔĹĔnda bir ger­ekleĹimi yoktur: betimleme ve 
betimlemenin birbirinden farklĔ yapĔsĔ yoktur (Todorov, 2004, s.94). 

 
AynĔ zamanda fantastik kurgu kiĹisel bir tecr¿bedir. Her okuyucu, anlatĔyĔ farklĔ gºzle ve farklĔ d¿Ĺ¿nceyle 

okur, yorumlar. Bu nedenle, kiĹilerin yorumu, hik©yeden anladĔklarĔ, hissettikleri ve d¿Ĺ¿nceleri deĶiĹiklik 
gºsterir. Todorov, bu konuyla ilgili, aynĔ kiĹinin, aynĔ hik©yeyi birden fazla kez okumasĔ durumunda bile 
kiĹinin ºznel d¿Ĺ¿ncelerinin ve bakĔĹ a­ĔsĔnĔn deĶiĹebileceĶini vurgular.  

 
Bu nedenlerle fantastik bir anlatĔnĔn birinci ve ikinci kez okunmasĔ ­ok farklĔ izlenimler ­ĔkartĔr ortaya (baĹka 
herhangi bir metin t¿r¿ne oranla birbirinden ­ok daha farklĔdĔr bu izlenimler); aslĔnda ikinci okumada ºzdeĹleĹme 
artĔk olasĔ deĶildir, okuma ka­ĔnĔlmaz bi­imde bir ¿st-okumaya dºn¿Ĺ¿r: Fantastikte kullanĔlan yºntem ya da 
tekniklerin neler olduĶu saptanĔr, bunlarĔn etkisini duyumsamak yerine (Todorov, 2004, s.91). 

  
Metaforlar ile oluĹturulan kurgu ilk bakĔĹta okuyucuya doĶa¿st¿ bir hik©ye okuyor gibi hissettirebilir 

ancak alt metinde bireyin yalnĔzlĔĶĔn ya da akĔl saĶlĔĶĔnĔn kaybolmasĔ vurgulanĔr. Fantastik edebiyatta kurgu 
ger­ek hayattan uzaklaĹarak baĹka bir evren yaratmak deĶil, ger­ekliĶin kendisini sorgulatmak i­in kullanĔlĔr. 
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Kurgu, hem bilin­altĔnĔn hem de toplumun gºr¿nmeyen tarafĔyla y¿zleĹtirir. Kurgu ne kadar doĶa¿st¿yse 
karakter ve okuyucu o kadar i­sel ger­ekle y¿zleĹebilir. Fransaõda fantastik edebiyatta kurgu, g¿ndelik hayata 
doĶa¿st¿n¿n karĔĹmasĔyla var olur. Bu nedenle kurgu, yalnĔzca hayal g¿c¿ne dayanan bir anlatĔ yapĔsĔ deĶil, 
aynĔ zamanda bireyin bilin­altĔ, toplumun baskĔlarĔ ve ger­ekliĶin doĶasĔna ait bir sorgulama aracĔ halindedir. 
òBurada fantastik ºĶenin ortaya ­ĔkĔĹĔndan ºnce bir dizi karĹĔlaĹtĔrma, mecazlĔ anlatĔm ya da bildik, g¿ndelik dilde 
yaygĔnlaĹmĔĹ, ancak d¿zanlamĔyla alĔndĔĶĔnda doĶa¿st¿ bir olayĔ gºsteren deyiĹler yer alĔró (Todorov, 2004, s.82). 

 Fantastik yazĔnda kurgu basit ama etkili birka­ metotla oluĹturulabilir. Kurgu ­oĶu zaman g¿ndelik ve 
sĔradan bir d¿nyayla baĹlar. Bu sĔradan d¿nya, okuyucuya ger­eklik duygusunu vermek i­in kullanĔlĔr. SĔradan 
d¿nyaya bir anormallik girer. ¥rneĶin; bir canavar gºr¿l¿r, ºl¿ insanlar canlanĔr, zaman algĔsĔ yok olur. Bu 
olay genellikle tekinsizdir ve bir a­ĔklamasĔ bulunmaz. Belirsizlik ve Ĺ¿phe hik©yeye boyunca var olur. òDaha 
ºnceki sezgilerine sadĔk kalan Castex, fantastiĶin d¿Ķ¿m¿n, ôbaĹĔna ger­ekdĔĹĔ bir olay gelen, koĹa uĶrayan ve zihnin karĹĔ 
­ĔkĔĹlarĔna raĶmen bir olgunun ger­ekliĶini hisseden ve ya hissettiĶine inanan birininõ d¿Ķ¿m¿ olduĶunu ilave ederó 
(Steinmetz, 2006, s.17). Okuyucu ve karakterler, doĶa¿st¿ olayĔn ger­ek mi, hayal mi, r¿ya mĔ olduĶundan 
emin olamaz. Bu durum kurgunun gerilimli ve tedirgin eden kĔsmĔnĔ oluĹturur. Kurgu ­oĶu zaman kesin bir 
a­Ĕklama sunmadan sona erer. Bu durum, fantastik anlatĔyĔ, ger­ekliĶi sorgulamak ve okuru soru iĹaretleriyle 
bĔrakarak olayĔn sonucunu tahmin etmeye ­alĔĹmasĔ gibi eylemlerle amacĔna ulaĹtĔrĔr. FransĔz fantastik 
yazĔnĔnda kurgu genellikle tek bir karakterin bakĔĹ a­ĔsĔyla yapĔlĔr. KiĹinin ºnemi yoktur. Karakter ºyk¿de 
sadece olaylarĔn yaĹanĔlabilmesi i­in bulunur. òFantastik ºyk¿lerde anlatĔcĔ genellikle ôbenõ der- bu gºzlemlenebilir, 
kolayca doĶrulanabilir bir olguduró (Todorov, 2004, s.84).Bir yardĔmcĔ gºrevindedir. Bu karakterler i­sel ­atĔĹmalar 
yaĹayan, genellikle yalnĔz, melankolik ya da akĔl saĶlĔĶĔ yerinde olmayan kiĹilerdir. OnlarĔn yaĹadĔĶĔ doĶa¿st¿ 
olaylar, ­oĶu zaman zihinsel veya ruhsal bozuklukla mĔ ilgili, bir psikoz sºz konusu mu, yoksa ger­ekten mi 
yaĹandĔ sorusunu ortaya atar. Bu durumla birlikte kurgu, sadece dĔĹarĔdan etki eden olaylara deĶil, karakterin 
bilin­altĔna ve psikolojik sorunlarĔna da etki eder. Fantastik kurguda, zaman kavramĔ, ­oĶu zaman dºng¿sel 
ya da kĔrĔlmĔĹtĔr. Karakter ve okuyucu, olaylarĔn ne zaman ve nerede ger­ekleĹtiĶini tam olarak bilemez. 
Olaylar bir r¿ya gibi tekrar eder veya zamanĔn dĔĹĔndaymĔĹ hissi verir. Fantastik kurguda mek©nlar, genellikle 
sĔradandĔr, ger­ek d¿nyaya aittir ancak olaylarĔn etkisiyle tekinsiz hale dºn¿Ĺ¿r. 

Fantastik kurguda betimlemelerin yeri olduk­a ºnemlidir. òFantastik, canavarĔn keĹfiyle doruk noktasĔna ulaĹĔr. 
ķyi d¿Ĺ¿n¿lecek olursa, bu tip anlatĔ, betimlenemezin sĔnĔrĔnda herhangi bir Ĺey, daha tam olarak ôbir Ĺeyõ gºsterecekse 
(kanĔtlamak deĶil), ºyle gºr¿n¿yor ki, bunu ancak kurmaca doĶurabilir, ¿retebiliró (Steinmetz, 2006, s.38). Olay 
ºrg¿s¿, uzam, zaman ve diĶer izlekler hik©yenin okuyucuda uyandĔrdĔĶĔ hissi etkiler. Kurgulanan herhangi 
bir canavarĔn neden ve nasĔl hik©yede var olduĶunu, kahramana etkisini, amacĔnĔ hatta kºkeni gibi nereden 
geldiĶinin a­ĔklanmasĔ gerekir. AynĔ zamanda olayĔn kahramanĔnĔn tepkilerinin, hik©ye hangi dºnemde 
ge­iyorsa ona uygun karakter ve ortamĔn kurgulanmasĔ, olay ºrg¿s¿ne baĶlĔ olarak karakterin en dikkat 
edilmesi gereken kiĹilik ºzelliklerine de yer verilmelidir. ¥zellikle dºneme etki eden doksalara dikkat 
edilmelidir. Hik©yenin kurgusu, anlatĔnĔn ge­tiĶi dºnemde insanlarĔn ­oĶunluĶu tarafĔndan doĶru kabul 
edilmiĹ inan­ unsurlarĔna gºre oluĹturulmalĔdĔr. ķnsanlarĔn inan­larĔ, korkularĔ, zamanla hem bireysel hem de 
toplumsal etkilerle deĶiĹebilir. 18. yy.õda insanlar ­i­ek hastalĔĶĔndan ºlmekten korkarken, g¿n¿m¿zde tĔp 
biliminin geliĹmesiyle bu hastalĔĶĔn ºld¿r¿c¿ etkisi kalmaz ve ºl¿m insanlarĔn aklĔna bile gelmez. Orta 
¢aĶõdaki cadĔ avlarĔ veya hayalet, ruh gibi gºr¿nmez varlĔklardan korkmak ge­miĹ y¿zyĔllarda sĔk­a dile 
getirilen unsurlardĔr. Ancak fantastiĶin ana temalarĔndan olan spirit¿el varlĔklar tamamen kiĹisel bir inan­ 
olduĶundan korku, kolektif olarak deĶerlendirilemez. Bu tarz kavramlar fantastik bir hik©yede, rasyonel 
insanlar i­in korku unsuzu olmaz ve sadece bir karakter olarak kalĔr. Bunlarla birlikte, mek©nlarĔn 
betimlenmesi, olay ºrg¿s¿n¿n g¿n¿n hangi zaman diliminde ge­tiĶi, karakterin yaĹadĔĶĔ ­evre ve k¿lt¿r¿n 
alĔĹkanlĔklarĔnĔn da kurgudaki yeri b¿y¿kt¿r. ¥rneĶin, hik©yenin g¿nd¿z saatlerinde ge­mesi ile gece yarĔsĔ 
veya g¿n doĶumuna yakĔn saatlerde ge­mesi hik©yenin akĔĹĔnĔ b¿y¿k ºl­¿de deĶiĹtir. Fantastik hik©yelerde 
olaylar genellikle gece ge­ saatlerde ger­ekleĹir. ¢¿nk¿ gece, insanlarĔn gºrme yetisinin azalmasĔ, bilinmezlik 
ve sessizlik, insanĔ tekinsizlik hissiyle karĹĔ karĹĔya bĔrakabilir. K¿lt¿rel ve mitolojik inan­lar doĶrultusunda, 
kºt¿ olaylarĔn ­oĶunlukla gece yaĹanmasĔ da insana kodlanan inan­lardan bazĔlarĔdĔr. 

 
Tekinsizlik hissi yaratan ve insanlarĔ korkutan kiĹilere, nesnelere durumlara, etkilere, olaylara baktĔĶĔmĔzda 
ºncelikle bu konuyu ele almak i­in uygun bir ºrnekle baĹlamak daha doĶru olacaktĔr. Jentsch bu noktada ­ok iyi 
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bir ºrnek vermiĹtir: òcanlĔ bir varlĔĶĔn ger­ek anlamda canlĔ olduĶundan ya da cansĔz bir nesnenin aslĔnda canlĔ 
olmadĔĶĔndan Ĺ¿phe etmekó; yani cansĔz bir objenin canlandĔĶĔnĔn d¿Ĺ¿n¿lmesi, heykellerin insanlara benzetilmesi, 
oyuncak bebeklerin ger­ek bebekler sanĔlmasĔ gibi (Jentsch & Freud, 2023, s.33). 

 
Fantastik kurguyu bir ºrnek ¿zerinden a­Ĕklamak gerekirse; Th®ophile Gautierõin 1843 yĔlĔnda yazmĔĹ 

olduĶu Bir Gece Ziyareti adlĔ hik©yesi ºrnek verilebilir. Hik©ye fantastik edebiyatĔn b¿t¿n ºzelliklerini 
barĔndĔrĔr. Hik©yede iki kiĹi vardĔr. Biri anlatĔcĔ biri de anlatĔcĔnĔn ôarkadaĹĔmõ diye bahsettiĶi kiĹidir. 
Kahraman adĔnĔ hik©ye boyunca sºylemez. AynĔ zamanda arkadaĹĔnĔn adĔnĔ da bilmeyiz. Kahraman hik©yeye 
arkadaĹĔnĔ anlatarak baĹlar. SimyacĔ olduĶundan ve deneyler yaptĔĶĔndan bahseder. Kahraman, arkadaĹĔnĔn 
u­mayĔ denediĶini anlatĔr. Hik©ye kendi akĔĹĔnda ilerlerken, kahraman bir gece yaĹadĔĶĔ korkudan bahsetmeye 
baĹlar.  

 
Bir gece, yataĶa yatmĔĹ, hen¿z uykuya dalmamĔĹtĔm. Pencereme bariz bir Ĺekilde ¿­ kez vurulduĶunu duydum. 
Cesaretle itiraf etmeliyim ki, korkun­ bir ¿rperti hissettim. Bu en azĔndan bir hĔrsĔz deĶilse, dehĹetli bir endiĹe ile 
­ĔĶlĔk attĔm, muhakkak Ĺeytan olmalĔydĔ, bilinmeyen, geceler boyunca gezinen, quarens quem devoret1 (Gautier, 
2018, s.174). 

 
OdasĔnĔn penceresini tĔklatan bilinmeyen, tekinsiz bir varlĔk olduĶunu varsayar. ķlerleyen c¿mlelerde 

anlarĔz ki bu varlĔk onun arkadaĹĔdĔr. Okur da burada ¿rperti yaĹayabilir ­¿nk¿ yazar hik©yenin normal 
akĔĹĔnĔn dĔĹĔnda bir olaya ge­iĹ yapar. KahramanĔn arkadaĹĔ sonunda u­mayĔ ºĶrendiĶini ve u­arken neler 
yapabildiĶini anlatĔr. B¿t¿n gece sohbet ederler. Sabah olmaya yakĔn kahraman, arkadaĹĔnĔn eĹyalarĔnĔ 
pencereden ­ĔkĔp gittiĶini sºyler. Bu c¿mle de hik©yenin fantastik t¿re d©hil eden noktalardan biridir. òOna 
pencereyi a­tĔm, o da gºky¿z¿n¿n gri derinliklerine atladĔ, yalnĔz kalmĔĹtĔm, kendimden Ĺ¿phe ediyordum, acaba uyanĔk 
mĔydĔm, yoksa r¿yada mĔó (Gautier, 2018, s.175-176). Yazar burada, fantastik t¿r¿n ºzelliklerinden biri olan 
kararsĔz kalmayĔ net bir Ĺekilde hik©yesinde kullanĔr. Kahraman ne olduĶunu ne yaĹadĔĶĔnĔ bilmez ve o an 
ge­ip gittikten sonra bile kafasĔ soru iĹaretleriyle doludur. R¿ya mĔ, yoksa ger­ek mi? 

BaĹka bir ºrnek ile a­Ĕklamak gerekirse; Guy de MaupassantõĔn 1886õda yazmĔĹ olduĶu Hayalet ºyk¿s¿ 
t¿r¿n ºzelliklerini barĔndĔran eserlerden biridir. Bu hik©ye MaupassantõĔn en ­ok bilinen ºyk¿s¿ HorlaõnĔn ilk 
versiyonu olarak ele alĔnĔr. Hayalet, 1887õde yeniden d¿zenlenir yazĔlĔr ve Horla ismini alarak uzun ºyk¿ 
Ĺeklinde yayĔnlanĔr. Hayalet, HorlaõnĔn kĔsa ve ilk versiyonudur. Konu olarak birbirlerinden farklĔdĔr ancak 
fantastik edebiyat baĶlamĔnda, bahsi ge­en doĶa¿st¿ varlĔk ve karakterin tepkileri gºz ºn¿ne alĔndĔĶĔnda, bu 
durum iki hik©yeyi birbirine baĶlar. Bu bºl¿mde de analizimizi Hayalet ºyk¿s¿ ¿zerinden yapacaĶĔz. Hik©ye, 
karakterin, kĔsa ama korkutucu bir an yaĹadĔĶĔnĔ anlatarak baĹlar. Fantastik yazĔnĔn karakter ºzelliklerini 
gºr¿r¿z. Karakterin adĔ veya herhangi bir tanĔmlamasĔ bulunmaz. Hik©ye birinci kiĹi aĶzĔndan anlatĔlĔr. 
AnlatĔ, okuyucuya konuyu verir. OlayĔn baĹĔnĔ bilmeyiz. Karakter, yaĹadĔĶĔ anĔ anlatmaya baĹlamadan ºnce 
nasĔl hissettiĶine vurgu yapar. Kimseye anlatamadĔĶĔnĔ ancak sonunda paylaĹma gereĶi duyduĶundan 
bahseder. Bu olay aklĔmĔ o kadar karĔĹtĔrdĔ, ºylesine derin, ºylesine gizemli, ºylesine ¿rk¿t¿c¿ bir kargaĹaya d¿Ĺt¿m ki, 
bug¿ne kadar kimseye anlatmadĔm. ķ­imde, insanĔn tahamm¿l edemediĶi, utan­ duyduĶu sĔrlarĔnĔ, varoluĹu s¿resince yaĹadĔĶĔ 
itiraf edilemeyecek zayĔflĔklarĔnĔ sakladĔĶĔ derinliklerde sakladĔm onu (Maupassant, 2014, s.68). 

Bu alĔntĔdan anlayacaĶĔmĔz ¿zere, karakter ne olup bittiĶinin farkĔnda deĶildir. KafasĔ karĔĹĔk, emin deĶil 
ve korku doludur. BazĔ noktalarda delirdiĶini d¿Ĺ¿n¿r ancak deli olmadĔĶĔnĔ kanĔtlamaya ­alĔĹĔr. Karakter bir 
g¿n dolaĹĔrken, eski bir arkadaĹĔna rastlar. KĔsa bir s¿re sohbet ederler. ArkadaĹĔ, eĹinin ani ºl¿m¿ nedeniyle, 
yaĹadĔĶĔ Ĺatoyu terk etmek zorunda kalmĔĹtĔr. Ve kendisine Ĺatoya gidip ona ait olan bazĔ eĹyalarĔ almasĔ i­in 
ricada bulunur. Karakter, bu ricayĔ kabul eder. Ertesi g¿n arkadaĹĔnĔn Ĺatosuna gider. Hik©yenin fantastik 
kĔsmĔ burada baĹlar. Hik©yenin sonuna kadar s¿ren bir merak duygusu h©kimdir. Okuyucu da bu merakla ve 
ilgiyle aynĔ zamanda karakterle birlikte hissettiĶi korkun ve tekinsiz hisle olayĔ takip eder. Karakter Ĺatoya 
girer. ĸato terk edilmiĹ bir gºr¿n¿me sahiptir. KapĔlarĔn, odalarĔn, koridorlarĔn ve hatta bah­enin bu 
korkutucu tanĔmlarĔ hem karaktere hem de okuyucuya tekinsiz ve rahatsĔz edici bir his verir. ĸatoya 
girmeden, bah­ede karĹĔlaĹtĔĶĔ bah­Ĕvan da neden eve girmek istediĶini korkuyla sorgular. òAdam kekeledi: 

 
1Yutmaya birini arayan. 
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ôHayĔr... hayĔr beyefendi... Ama... odayĔ Ĺeyden... ºl¿mden beri a­mamĔĹtĔmó (Maupassant, 2014, s.71). AdamĔn 
korkmuĹ tavĔrlarĔ okuyucuda bir Ĺeylerin ters gittiĶi d¿Ĺ¿ncesini oluĹturur. Karakter, arkadaĹĔnĔn bahsettiĶi 
odaya girer. ķstediĶi eĹyalarĔ bulmaya ­alĔĹĔr. òEv o kadar karanlĔktĔ ki, ºnce hi­bir Ĺey se­emedim. YaĹanmayan, terk 
edilmiĹ, ºl¿ odalara ºzg¿ o ­¿r¿me ve nem kokusu karĹĔsĔnda duraksadĔm. Gºzlerim yavaĹ yavaĹ karanlĔĶa alĔĹtĔ ve 
karmakarĔĹĔk b¿y¿k bir odada bulunduĶumu fark ettimó (Maupassant, 2014, s.72). Karakter sonrasĔnda eĹyalarĔn 
kullanĔlmĔĹ olduĶunu fark eder. OturulmuĹ gibi ­ºkm¿Ĺ olan bir koltuk, baĹ izinin bulunduĶu yastĔk gibi 
nesneler dikkatini ­eker. KaranlĔk odada zor da olsa arkadaĹĔnĔn istediĶi eĹyalarĔ bulmak i­in bir ­ekmeceyi 
a­ar. òR¿zg©rĔn bir Ĺeyleri u­urduĶunu d¿Ĺ¿nerek ºnemsemedim. Ama bir dakika kadar sonra, belli belirsiz baĹka bir 
hareket fark ederek, biraz tedirgin ¿rperdimó (Maupassant, 2014, s.72). HissettiĶi bu ¿rpertiyi ciddiye almadan 
iĹine devam eder ancak hemen sonrasĔnda acĔ dolu bir ses duyar. òBeyazlar i­inde uzun boylu bir kadĔn, bir saniye 
ºnce oturmakta olduĶum koltuĶun arkasĔnda dikilmiĹ bana bakĔyorduó (Maupassant, 2014, s.73). Karakter o kadar 
korkar ki, gºrd¿klerine inanmakta zorlanĔr. Hik©ye doĶal akĔĹĔnda ilerlerken anlatĔma aniden doĶa¿st¿ bir 
varlĔk d©hil olur. Bu durumu okuyucu da beklemez ve karakterle birlikte aynĔ korku ve tedirginliĶi 
hissedebilir. Gºrd¿Ķ¿ hayalet konuĹmaya baĹlar ve karakter bu konuĹmayla birlikte biraz da olsa rahatlar. 
Ancak yine de ortamda tekinsiz bir atmosfer h©kimdir. òKendi kendime kaĹĔmdakinin ger­ek bir kadĔn mĔ hayalet 
mi olduĶunu sorup duruyordumó (Maupassant, 2014, s.73). Hayalet karakterle konuĹmaya baĹlar ve sa­ĔnĔ 
taramasĔnĔ ister. Karakter korku ve teredd¿tle hayaletin sa­larĔnĔ taramaya baĹlar. òNeden o i­imi titreten taraĶĔ 
elime aldĔm ve tenime, yĔlanlara dokunmuĹ­asĔna korkun­ bir soĶukluk hissi veren o uzun sa­lara dokundum? BunlarĔ hi­ 
bilmiyorumó (Maupassant, 2014, s.74). Karakter, hayaletin sa­larĔnĔ taradĔĶĔ anda, kadĔn birden kalkar, teĹekk¿r 
eder ve aralĔk olduĶunu d¿Ĺ¿nd¿Ķ¿ kapĔdan ­Ĕkar gider. Karakter o kadar korkar ki, var g¿c¿yle cama yºnelir. 
A­ĔlmasĔnĔn imk©nsĔz olduĶu kepenkleri kĔrar, i­eri g¿n ĔĹĔĶĔ girer. Her Ĺey daha net gºr¿n¿r. òG¿n ĔĹĔĶĔ i­eri 
doldu. Bu varlĔĶĔn ka­tĔĶĔ kapĔya doĶru atĔldĔm. KapalĔ olduĶunu, kĔmĔldatmanĔn m¿mk¿n olmadĔĶĔnĔ gºrd¿mó 
(Maupassant, 2014, s.75). Karakter bu farkĔndalĔkla gºrd¿Ķ¿ kadĔnĔn normal olmadĔĶĔna ikna olur. BaĹta 
emin olmasa da kapalĔ bir kapĔdan ge­ebilecek varlĔk ancak hayalettir. òG¿c¿n¿ DoĶa¿st¿õnden alan mucizeler 
yaratan ­ĔlgĔnlĔklardan birini yaĹamĔĹtĔmó (Maupassant, 2014, s.75). Karakter yine de yaĹadĔĶĔ anĔn ger­ek olup 
olmadĔĶĔnĔ sorgular, emin olamaz. Beyninin kendisine oyun oynadĔĶĔnĔ d¿Ĺ¿n¿r. ĸatodan ayrĔldĔktan sonra 
gºzleri kĔyafetine takĔlĔr. Ceketinde kadĔnĔn uzun beyaz sa­larĔ vardĔr. Korkuyla sa­larĔ kendisinden 
uzaklaĹtĔrĔr. ArkadaĹĔnĔn ricasĔyla girdiĶi evden eĹyalarĔnĔ kendisine teslim etmek i­in iletiĹime ge­meye ­alĔĹĔr 
ancak o g¿nden beri arkadaĹĔndan da haber yoktur. Ortadan kaybolmuĹtur. òErtesi g¿n Ĺafakla birlikte 
arkadaĹĔmĔn evine gittim. Ger­ekleri anlatmaya karar vermiĹtim. ¥nceki gece ­ĔkmĔĹ ve geri dºnmemiĹtió(Maupassant, 
2014, s.76). Hik©ye bu Ĺekilde biter. Karakter arkadaĹĔnĔ arar, bulmaya ­alĔĹĔr, ancak onu hi­ kimse, hi­ bir 
yerde bulamaz. Okuyucu bu olayda da tekinsiz hissedebilir ve sorgular. Karakterin arkadaĹĔ ger­ekten var 
mĔydĔ yoksa o Ĺatoya gitmesi i­in gelen bir hayalet miydi? Hayalet, arkadaĹĔnĔn ºlen karĔsĔ olabilir miydi? 
òFantastik bizi bir ikilem karĹĔsĔnda bĔrakĔr: ķnanmak ya da inanmamak, hangisi?ó(Todorov, 2004, s.86) ArayĔĹ bir 
s¿re devam eder ancak ne arkadaĹĔndan ne de Ĺatoda gºrd¿Ķ¿ kadĔndan hi­ bir iz bulamaz. Fantastik kurgu, 
bu Ĺekilde iĹler. Cevap yoktur, sadece olay anĔnda hissedilen korku ve Ĺ¿phe h©kimdir. Karakter baĹta olmak 
¿zere, okuyucuya da korku ve tekinsiz his verilmesi, soru iĹaretleriyle bĔkarak rahatsĔzlĔk duygusu ama­lanĔr.    

 
SONU¢ 
T¿m bu bilgiler doĶrultusunda, fantastik kurgunun, ger­ek ve hayal arasĔndaki belirsiz sĔnĔrlarĔ ustalĔkla 

kullanarak okuyucuda hem merak hem de tekinsizlik hissi uyandĔran bir edebi t¿r olduĶu sonucuna 
varabiliriz. FransĔz fantastik edebiyatĔnda kurgu, doĶa¿st¿ olaylarĔn anlatĔldĔĶĔ bir alan deĶil, doĶa¿st¿ ile 
ger­eklik arasĔndaki sĔnĔrdĔr. Okuyucu bu kurguda s¿rekli bir sorgulama halindedir. Bu ger­ekten yaĹandĔ 
mĔ? Yazarlar, doĶa¿st¿ olaylarĔ kullanarak bireyin i­ d¿nyasĔnĔ, bastĔrĔlmĔĹ arzularĔnĔ, toplumsal normlarĔ ve 
ger­eklik algĔsĔnĔ hedef alĔr. Bu nedenle FransĔz fantastik kurgusu, sadece edebi deĶil aynĔ zamanda felsefi ve 
psikolojik bir derinliĶe sahiptir. Bu t¿rde, olaylarĔn ger­ek d¿nyada meydana gelmesi ve bir noktada doĶa¿st¿ 
ºĶelerle birleĹmesi, kahramanĔn ger­ek­i, rasyonel tepkiler verecek Ĺekilde kurgulanmasĔ hik©yenin 
inandĔrĔcĔlĔĶĔnĔ g¿­lendirir. YazarĔn betimlemeleri, karakterler, zaman ve uzam se­imindeki bilin­li tercihler 
ile yazĔldĔĶĔ dºnemin toplumsal ve k¿lt¿rel inan­larĔna uyum saĶladĔĶĔnĔ ve bu tarz detaylarĔn hik©yenin 
atmosferi ile uyumlu olduĶunu gºr¿r¿z. Todorov, Lovecraft ve Steinmetzõin kuramsal yaklaĹĔmlarĔnda da 
gºrd¿Ķ¿m¿z ¿zere, fantastik kurgu, okuru olayĔn doĶasĔ hakkĔnda s¿rekli bir kararsĔzlĔk ile soru iĹaretleri 
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bĔrakarak anlatĔnĔn sonuna kadar etkisini s¿rd¿r¿r. Freud ve Jentschõin ortaya koyduĶu tekinsizlik terimi, 
fantastik anlatĔlarĔ a­Ĕklamaya yardĔmcĔ olur. Fantastik anlatĔlardaki bu belirsizlik, anlatĔnĔn sonuna dek 
korunur ve ­ºz¿lme anĔnda bile okurda zihinsel bir aydĔnlanma yaĹatĔr. Fantastik anlatĔlarda bulunan 
belirsizlik tekinsiz his yaratmak i­in en uygun yºntemlerden biri olduĶunu sºylemek yanlĔĹ olmayacaktĔr. 
DolayĔsĔyla fantastik kurgu, yalnĔzca hayal g¿c¿n¿n ¿r¿n¿ olmakla kalmaz, aynĔ zamanda dºnemin inan­, 
korku ve algĔ d¿nyasĔnĔn edebiyata yansĔyan ºzg¿n bir ifadesi olarak deĶerlendirilebilir. 
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Kurgusal AnlatĔlarda EĹ BenliĶin AnlatĔ Teknikleriyle ķnĹasĔ: 
Tekinsizlikten Otobiyografik ¢ºz¿lmeye 

B¿Ĺra KO¢AK* 
 

¥Z 
Bu bildiri, edebiyatta eĹ benlik (doppelgªnger) fig¿r¿n¿n yalnĔzca ikizlik temasĔna indirgenemeyecek, anlatĔnĔn iĹleyiĹini de etkileyen 
bir kurgu mekanizmasĔ olduĶunu tartĔĹmaktadĔr. ¢alĔĹmada 19. y¿zyĔl ile 21. y¿zyĔl arasĔnda yazĔlmĔĹ beĹ metin incelenmiĹ, fig¿r¿n 
bedensel ikizlikten dilsel ve metinsel ­oĶalmaya doĶru ge­irdiĶi deĶiĹim izlenmiĹtir. ķnceleme, Freud ve Jentschõin tekinsizlik ve 
bastĔrĔlanĔn geri dºn¿Ĺ¿ kavramlarĔyla, anlatĔbilimsel ­ºz¿mlemeyi bir araya getirmektedir. Dostoyevski, Poe, Stevenson ve 
MaupassantõĔn metinlerinde eĹ benlik ­oĶunlukla dĔĹsallaĹmĔĹ bir tehdit olarak belirirken, Delphine de ViganõĔn romanĔnda bu fig¿r 
bedenini kaybedip anlatĔnĔn i­inde yankĔlanan bir sese dºn¿Ĺ¿r. Elde edilen bulgular, eĹ benliĶin yalnĔzca kimliĶin bºl¿nmesiyle ilgili 
olmadĔĶĔnĔ, aynĔ zamanda anlatĔnĔn sesini, g¿venilirliĶini ve ger­eklik algĔsĔnĔ da dºn¿Ĺt¿rd¿Ķ¿n¿ gºstermektedir. Bu a­Ĕdan eĹ benlik, 
edebiyatta hem tekinsizlik ¿reten hem benliĶi ­oĶaltan, hem de anlatĔyĔ kendi sĔnĔrlarĔyla y¿zleĹtiren dinamik bir yapĔ olarak varlĔĶĔnĔ 
s¿rd¿rmektedir. 
 
Anahtar Kelimeler: EĹ benlik, doppelgªnger, kurgu, anlatĔ teknikleri, tekinsizlik. 

 
 

The Construction of the Doppelgªnger Through Narrative 
Techniques in Fiction: 

From the Uncanny to Autobiographical Dissolution  
ABSTRACT 

This paper examines the doppelgªnger figure in literature not merely as a thematic opposition, but as a narrative device that reshapes 
the structure, voice, and reliability of the text. Five works from the nineteenth to the twenty-first century are analyzed in order to 
trace the evolution of the double from a visible, bodily replica into a dispersed presence within language and narration. The study 
combines psychoanalytic theory, particularly Freudõs notion of the return of the repressed and Jentschõs emphasis on uncertainty, 
with narratological analysis. While the doubles in Dostoevsky, Poe, Stevenson, and Maupassant appear as external threats that 
confront the protagonist, Delphine de Viganõs novel relocates the double inside the act of writing, where it emerges as a competing 
voice rather than a physical counterpart. The findings suggest that the double not only fragments identity but also destabilizes 
narrative authority and the readerõs sense of reality. In this respect, the doppelgªnger remains a productive tool for exposing the 
fragility of selfhood and the instability of fictional worlds. 
 
Keywords: Double, doppelgªnger, fiction, narrative techniques, uncanny. 

 
 
 

GķRķĸ 
Edebiyatta en sarsĔcĔ anlardan biri, karakterin dĔĹarĔdaki bir yabancĔyla deĶil, kendi i­inden t¿reyen bir 

bakĔĹla karĹĔlaĹtĔĶĔ andĔr. Bu karĹĔlaĹma, ­oĶu zaman bir ikiz, gºlge, yankĔ ya da sessiz bir tanĔk bi­iminde 
belirir. Fakat asĔl rahatsĔz edici olan, gºr¿lenin baĹka biri deĶil, ºznenin kendisine ait fakat artĔk tanĔmadĔĶĔ 
bir par­a olmasĔdĔr. Edebi metinlerde eĹ benlik fig¿r¿n¿n yarattĔĶĔ etki, korkudan ­ok tanĔdĔklĔĶĔn 
bozulmasĔndan doĶan bir huzursuzluktur. ¥zne, kendisiyle karĹĔlaĹĔr ama bu karĹĔlaĹma bir tanĔma deĶil, bir 
yabancĔlaĹma anĔdĔr. Bu nedenle eĹ benlik (doppelgªnger), basit bir ­oĶalma ya da ikizleĹme deĶil, benliĶin 
kendi i­inden ayrĔĹarak baĹka bir kimliĶe dºn¿Ĺmesi s¿recidir. 

EĹ benlik fig¿r¿, ­oĶu zaman ikiz olarak adlandĔrĔlsa da, edebiyattaki iĹlevi bir yansĔma ¿retmekten ­ok, 
benliĶin kendi i­indeki ­atlaĶĔ gºr¿n¿r kĔlmaktĔr. ķkiz, bu baĶlamda dĔĹarĔdan gelen bir tehdit deĶil, ºznenin 
kendisine yºnelmiĹ bakĔĹĔnĔn yabancĔlaĹmĔĹ halidir. KiĹi kendisiyle karĹĔlaĹtĔĶĔnda tanĔdĔĶĔ bir y¿z deĶil, 
bastĔrdĔĶĔ arzularĔn, su­luluklarĔn, korkularĔn ya da kayĔp b¿t¿nl¿Ķ¿n geri dºn¿Ĺ¿n¿ gºr¿r. Bu fig¿r tam da 
bu nedenle, fantastik edebiyatĔn ºĶesi olmaktan ­Ĕkar, kimlik ¿zerine kurulmuĹ bir sorgulamanĔn merkezine 
yerleĹir. 
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Tekinsizlik kavramĔ, eĹ benlik temasĔnĔn neden bu kadar rahatsĔz edici olduĶunu a­Ĕklamada ºnemli bir 
anahtardĔr. Jentsch, tekinsizi, algĔsal belirsizliĶin yarattĔĶĔ bir huzursuzluk olarak tanĔmlar. Bir Ĺeyin canlĔ mĔ 
cansĔz mĔ, ger­ek mi imge mi olduĶu ­ºz¿lemediĶinde zihnin g¿venliĶi sarsĔlĔr. ķkiz fig¿r¿ tam da bu eĹiĶe 
yerleĹir, ­¿nk¿ dĔĹarĔdan bakĔldĔĶĔnda tanĔdĔk olan y¿z, aslĔnda d¿Ĺ¿nceyle birlikte par­alanmĔĹ bir benliĶin 
yansĔmasĔdĔr(Jentsch, 2019, s. 13ð14). Freudõun yaklaĹĔmĔ bu belirsizlik deneyimini daha da derinleĹtirir. Ona 
gºre tekinsizlik, ilk kez karĹĔlaĹĔlan bir yabancĔlĔktan deĶil, bir zamanlar tanĔdĔk olanĔn bastĔrĔldĔktan sonra 
geri dºnmesinden doĶar. EĹ benlik fig¿r¿, tam da bu geri dºn¿Ĺ¿n sahnesidir. ¥znenin i­inden dĔĹlanmĔĹ 
olan, bir baĹka varlĔk olarak geri gelir ve benliĶi bºlerek tehdit eder. Bu nedenle ikiz, dĔĹarĔdan gelen bir 
kopya deĶil, ºznenin kendisine ait ama unuttuĶu bir par­adĔr (Freud, 2019, s. 60). T¿rk­e edebiyat 
eleĹtirisinde bu fig¿r ­oĶu zaman òeĹinsanó kavramĔyla karĹĔlanĔr. Bu adlandĔrma, ikizliĶi bedensel bir 
­oĶalmadan ­ok, benliĶin kendi i­inde a­tĔĶĔ mesafe olarak ele almayĔ m¿mk¿n kĔlar. Bºylece eĹ benlik, 
yalnĔzca gotik gerilimin bir unsuru deĶil, ºznenin kendi b¿t¿nl¿Ķ¿n¿ koruma m¿cadelesini a­ĔĶa ­Ĕkaran bir 
edebi ara­ haline gelir. 

Bu ­alĔĹma, eĹ benlik fig¿r¿n¿ yalnĔzca tematik bir motif olarak deĶil, kimliĶi, otoriteyi ve anlatĔyĔ 
dºn¿Ĺt¿ren bir kurgu ilkesi olarak ele alĔr. ķncelenen metinlerde ikizlik, kimi zaman somut bir bedende, kimi 
zaman gºr¿nmez bir varlĔkta, kimi zaman da dil ve yazĔ ¿zerinde kurulan bir ­oĶalma bi­iminde karĹĔmĔza 
­Ĕkar. Ama­, bu fig¿r¿n psikanalitik kavramlarla nasĔl kesiĹtiĶini, aynĔ zamanda anlatĔ yapĔsĔna nasĔl m¿dahale 
ettiĶini gºstermektir. Dostoyevski, Poe, Stevenson ve MaupassantõĔn metinleri, eĹ benliĶin klasik 
anlatĔlardaki somutlaĹmĔĹ bi­imlerini gºsterirken, Delphine de ViganõĔn romanĔ, bu fig¿r¿n ­aĶdaĹ edebiyatta 
bedenden dilsel bir mek©na nasĔl taĹĔndĔĶĔnĔ gºzlemlemeye imk©n verir. Bºylece eĹ benlik izleĶi, yalnĔzca 
korku yaratmak i­in deĶil, benliĶin ­ºz¿lmesini, toplumsal baskĔyĔ, yazĔ ile kimlik arasĔndaki gerilimi a­ĔĶa 
­Ĕkaran ­ok katmanlĔ bir ara­ olarak okunur. 
 

1. AnlatĔ D¿zeyinde EĹ Benlik Fig¿r¿n¿n ķnĹasĔ 
EĹ benlik (doppelgªnger) fig¿r¿, edebiyatta yalnĔzca bir ikizleĹme olgusunu deĶil, anlatĔnĔn kendi i­ 

ºrg¿s¿n¿ dºn¿Ĺt¿ren yapĔsal bir unsuru temsil eder. Otto RankõĔn belirttiĶi gibi, bu fig¿r òinsanĔn kendisinden 
bir kopya yaratma arzusuyla, yok olma korkusunun birleĹiminden doĶaró (Rank, 2016, s. 11). Bu nedenle eĹ benlik, 
hem benliĶin devamĔnĔ g¿vence altĔna alan bir yansĔma hem de ºznenin silinmesine iĹaret eden tekinsiz bir 
gºlgedir. Bu ikili doĶa, yalnĔzca karakterin psikolojisinde deĶil, anlatĔnĔn kuruluĹ bi­iminde de belirleyici olur. 
ķkiz ortaya ­ĔktĔĶĔnda yalnĔzca ºzne bºl¿nmez, metin de kendi b¿t¿nl¿Ķ¿n¿ kaybetmeye baĹlar. 

Freudõun tekinsiz kavramĔyla tanĔmladĔĶĔ bu kĔrĔlma, bastĔrĔlmĔĹ olanĔn tanĔnmaz bi­imde geri dºnmesiyle 
ilgilidir (Freud, 2019, s. 60). EĹ benlik fig¿r¿ bu geri dºn¿Ĺ¿ somutlaĹtĔrĔr. Okur bir yandan tanĔdĔk olanla 
karĹĔlaĹtĔĶĔnĔ hissederken, ºte yandan bu tanĔĹĔklĔĶĔn tehdit edici bi­imde yabancĔlaĹmasĔna tanĔk olur. 
Jentschõin belirsizlikten doĶan huzursuzluk olarak a­ĔkladĔĶĔ tekinsizlik (Jentsch, 2019, s. 13ð14), tam da bu 
ara bºlgede ortaya ­Ĕkar. EĹ benlik, ger­ek ile yansĔma, i­ ile dĔĹ, ben ile ºteki arasĔndaki sĔnĔrlarĔ ­ºzer. Bu 
nedenle anlatĔ artĔk tek sesli bir yapĔ olmaktan ­Ĕkar ve ­oklu benliklerin gerilimini taĹĔmaya baĹlar. 

19. y¿zyĔlĔn sonundan itibaren benliĶin i­sel ­ºz¿lmesiyle birlikte, anlatĔ da par­alĔ bir yapĔya evrilir. 
Karakter artĔk sabit bir merkeze sahip deĶildir. Kimlik, yansĔmalar, ikizlikler ve bºl¿nmeler ¿zerinden varlĔk 
kazanĔr. Bºylece eĹ benlik yalnĔzca tematik bir unsur deĶil, anlatĔnĔn kendi iĹleyiĹini gºr¿n¿r kĔlan yapĔsal bir 
simgeye dºn¿Ĺ¿r. Bu baĶlamda eĹ benlik, benliĶin i­ dinamikleri kadar metnin anlatĔ stratejilerini de a­ĔĶa 
­ĔkarĔr. 

Her anlatĔ, bir anlamda yazar ile kendi ºteki sesi arasĔnda kurulmuĹ bir m¿zakere alanĔdĔr. EĹ benlik 
fig¿r¿, bu m¿zakereyi hem tematik d¿zeyde gºr¿n¿r kĔlar hem de bi­imsel olarak ­oĶaltĔr. Bu bildirinin bu 
bºl¿m¿nde, eĹ benlik fig¿r¿n¿n anlatĔ d¿zeyinde nasĔl kurulduĶu; karakter inĹasĔ, dilsel ­oĶalma ve anlatĔ 
tekniĶi a­ĔsĔndan nasĔl iĹlediĶi incelenecektir. Dostoyevski, Poe, Stevenson, Maupassant ve ViganõĔn metinleri 
¿zerinden, eĹ benlik temasĔnĔn hem tarihsel dºn¿Ĺ¿m¿ hem de anlatĔsal g¿c¿ tartĔĹĔlacaktĔr. 
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1.1.  Dostoyevskiõnin ¥teki RomanĔnda EĹ Benlik Fig¿r¿n¿n Psikolojik ve AnlatĔsal ķĹlevi 
Dostoyevskiõnin ¥teki adlĔ romanĔ, eĹ benlik temasĔnĔ yalnĔzca ikiz olgusu ¿zerinden kurmaz. ¥znenin 

kendisini temsil etme yetisini kaybettiĶi bir kĔrĔlma anĔnĔ ortaya ­ĔkarĔr. ķkiz, fiziksel ­oĶalmadan ziyade, 
benliĶin yerinden edilmesi anlamĔna gelir. Bu nedenle romanda eĹ benlik, bastĔrĔlmĔĹ olanĔn geri dºn¿Ĺ¿ 
kadar, ºznenin toplumsal ve dilsel zeminden d¿Ĺmesini de temsil eder. 

RomanĔn erken sahnelerinden biri, benliĶin bu ­atlaĶĔnĔ hen¿z ikiz ortaya ­Ĕkmadan a­ĔĶa ­ĔkarĔr. 
Golyadkinõin doktorla karĹĔlaĹmasĔndaki fizyolojik daĶĔlma, ruhsal bºl¿nmenin ilk iĹaretidir:  

Gri gºzleri garip bir Ĺekilde parlamĔĹ, dudaklarĔ titremeye, b¿t¿n kaslarĔ, y¿z¿n¿n b¿t¿n ­izgileri hareket etmeye 
baĹlamĔĹtĔ. T¿m v¿cudu titriyordu. Bay Golyadkin, bu hareketlerden ve Krestyan ķvanovi­õin elini tuttuktan sonra, 
kendi kendine g¿venmiyor ve bir sonraki hareketi i­in emir bekliyormuĹ gibi hareketsiz kalakalmĔĹtĔ (Dostoyevski, 
2020, s. 14). 

 
Bu sahnede gºr¿len Ĺey, dĔĹsal bir korku deĶil, benliĶin otorite kaybĔdĔr. Karakterin dili, bedeni ve 

davranĔĹĔ eĹzamanlĔ olarak kontrol edilemez hale gelir. Freudõun tekinsiz tanĔmĔnda belirttiĶi gibi, tekinsizlik 

òdĔĹarĔdan gelen yabancĔyla deĶil, i­eriden ­ºz¿len tanĔdĔklaó (Freud, 2019, s. 60) iliĹkilidir. Burada da tehlike, 
kahramanĔn kendisinden y¿kselir. ķkizin ilk kez ortaya ­ĔktĔĶĔ sahne, tanĔdĔklĔĶĔn bozulduĶu eĹiĶi net bi­imde 
kurar: 

éhayĔr bu, bizim Bay Golyadkinõe tĔpatĔp benzemesine raĶmen farklĔ, tamamen farklĔ, baĹka bir Bay 
Golyadkinõdi; boyu bosu aynĔ, giyimi aynĔydĔ, sa­Ĕ bile aynĔ Ĺekilde dºk¿lm¿Ĺt¿, kĔsacasĔ o kadar benziyordu ki yan 
yana otursalar hangisinin ger­ek hangisinin sahte, hangisinin eski hangisinin yeni Bay Golyadkin olduĶunu kimse 
ayĔrt edemezdi (Dostoyevski, 2020, s. 57). 
 

Bu c¿mledeki òtĔpatĔp benzeró ile òtamamen farklĔó ifadelerinin yan yana kurulmasĔ, Jentschõin 
tanĔmladĔĶĔ belirsizlik ¿zerinden tekinsizliĶi tam olarak hissettirir. ķkiz, ne tamamen ºzdeĹ ne tamamen 
yabancĔdĔr. Aradaki gerilim, benliĶin g¿venli sĔnĔrlarĔnĔ ­ºzer. Bu noktadan sonra romanĔn meselesi òiki 
Golyadkinõden hangisi ger­ek?ó deĶil, òtemsil etme hakkĔ kime ait?ó sorusuna dºn¿Ĺ¿r. ķkiz yalnĔzca 
gºr¿nmez, konuĹur, ikna eder, yerine ge­er ve toplumsal alanĔ ele ge­irir: 

ķkinci Bay Golyadkin gºr¿n¿m¿nde geliyor ve gelir gelmez Bay Golyadkinõin kazandĔĶĔ zaferi ve t¿m baĹarĔyĔ 
alaĹaĶĔ ediyor, Bay Golyadkinõi gºlgede bĔrakĔyor, Bay Golyadkinõi ­amura buluyor ve sonunda Bay Golyadkinõin 
ger­ek Golyadkin olmadĔĶĔnĔ, kesinlikle ger­ek deĶil sahte olduĶunu, ger­ek Golyadkinõin kendisi olduĶunu, Bay 
Golyadkinõin gºr¿nd¿Ķ¿ gibi biri olmadĔĶĔnĔ ve bu y¿zden onurlu ve iyi insanlarĔn arasĔnda yeri olmadĔĶĔnĔ 
kanĔtlĔyordu (Dostoyevski, 2020, s. 114-115). 
 

Bu sahne, eĹ benliĶin yalnĔzca psikolojik deĶil, simgesel bir tehdit olduĶunu gºsterir. Buradaki kriz, 
benliĶin par­alanmasĔ deĶil, yerinin ­alĔnmasĔdĔr. LacanõĔn deyimiyle, ºzne dilin aynasĔnda kendi yerini 
kaybetmiĹtir. DolayĔsĔyla ¥teki, ikiz fig¿r¿n¿ gotik bir korku unsuru olarak deĶil, modern ºznenin kendine 
ait olma hakkĔnĔ kaybettiĶi anĔn alegorisi olarak iĹler. Golyadkinõin korkusu benzemek deĶil, silinmektir. EĹ 
benlik burada bir ikiz deĶil, benliĶin yerine yazĔlan bir baĹka bendir. 
 

1.2. Edgar Allan Poeõnun William Wilson ¥yk¿s¿nde EĹ Benlik Fig¿r¿n¿n Psikolojik ve Ahlaki 
Boyutu 

Poeõnun William Wilson ºyk¿s¿, eĹ benlik temasĔnĔ yalnĔzca korku estetiĶi i­erisinde deĶil, modern 
ºznenin ahlaki ­ºk¿Ĺ¿ ve vicdan kaybĔ baĶlamĔnda ele alan bir ºrnektir. ķkiz, Poeõda fiziksel bir ­oĶalma 
deĶil, bastĔrĔlmĔĹ bir ahlaki otorinin geri dºn¿Ĺ¿ olarak belirir. Bu nedenle ºyk¿deki ºteki, kahramanĔn 
benliĶini taklit eden bir fig¿r deĶil, onun yerine kendisini hatĔrlatan ve bu y¿zden yok edilmek istenen i­sel 
bir tanĔktĔr. Poeõnun ikizi, edebi korkudan ­ok, etik bir travmanĔn dĔĹsallaĹmĔĹ bi­imidir. 

¥yk¿, anlatĔcĔnĔn ­ocukluk yĔllarĔna iliĹkin itiraflarĔyla a­ĔlĔr ve ikizle karĹĔlaĹma sahnesi, benzerliĶin 
masum deĶil, tehditk©r olduĶunu daha ilk anda gºsterir: 

Wilsonõla aramĔzda uzak yakĔn hi­bir akrabalĔk baĶĔ olmadĔĶĔnĔ daha ºnce sºylemiĹtim ya da sºylemeliydim. Ama 
kardeĹ olsaydĔk, kesinlikle ikiz olurduk, zira Dr. Bransbyõnin okulundan ayrĔldĔktan sonra adaĹĔmĔn doĶum 
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tarihinin 19 Ocak 18139 olduĶunu ºĶrendim tesad¿fen; bu ­ok tuhaf bir tesad¿ft¿, ­¿nk¿ bu g¿n benim de doĶum 
tarihim (Poe, 2015, s. 163). 

 
Bu sahne, Jentschõin d¿Ĺ¿ncesini doĶrular. ¢¿nk¿ benzerlik burada rastlantĔ deĶil, ahlaki bir kader birliĶi 

olarak kurulur. Poeõnun ikizi, fiziksel eĹleĹmeden ºnce, doĶum (yani varoluĹ) d¿zeyinde bir ikilik yaratĔr. 
Bºylece ikiz, karakterin dĔĹĔna yerleĹtirilmiĹ bir ben deĶil, ºznenin doĶumundan itibaren ona eĹlik eden, 
bastĔrĔlmĔĹ bir ikinci bilin­ olarak belirir. ķkinci William WilsonõĔn varlĔĶĔ, benliĶin yalnĔzca fiziksel deĶil, etik 
ve toplumsal yansĔma ¿zerinden tehdit edildiĶini gºsterir. Bunu en a­Ĕk bi­imde, anlatĔcĔnĔn ikizini algĔladĔĶĔ 
bºl¿mde okuruz: 

Soylu bir aileden gelmiyor oluĹum ve aĹaĶĔ tabakadan insanlara has olmasa da olduk­a sĔradan olan ºn adĔm beni 
her zaman tiksindirmiĹtiré Bu Ĺekilde doĶan kĔzgĔnlĔk hissi, benimle rakibim arasĔnda maddi veya manevi 
benzerlik gºsteren her durumla daha da g¿­lendié Tek kelimeyle, (duyduĶum rahatsĔzlĔĶĔ ºzenle gizlesem de) hayatta 
hi­bir Ĺey, zeka, kiĹilik ve bulunduĶumuz konumlarĔn benzerliĶine dair yapĔlan imalardan daha fazla rahatsĔz 
edemezdi beni (Poe, 2015, s. 165). 

 
Burada ikiz, dĔĹsal bir d¿Ĺman deĶil, anlatĔcĔnĔn kendi ahlaki yetersizliĶiyle y¿zleĹmesini engelleyen 

aynadĔr. Freudõun tekinsizlik tanĔmĔ, tam da bu noktada a­ĔklayĔcĔdĔr. ķkiz, bastĔrĔlanĔn geri dºn¿Ĺ¿d¿r. Bu 
nedenle nefret edilen Ĺey ikiz deĶil, ikizin temsil ettiĶi ahlaki bendir. Poeõnun ºyk¿s¿nde eĹ benlik, vicdanĔn 
sembolik bi­imde bedene dºnmesidir ve kahramanĔn ºfkesi, aslĔnda kendi gºlgelenmiĹ ahlakĔna yºneliktir. 
¥yk¿n¿n doruk noktasĔnda ise Poe, eĹ benliĶi metafor olmaktan ­ĔkarĔp, benliĶin ger­ekliĶiyle ­arpĔĹan 
maddi bir gºr¿nt¿ye dºn¿Ĺt¿r¿r. AynalĔ sahne, benliĶin kendini ºld¿rmeye ­alĔĹtĔĶĔ anĔ gºr¿n¿r kĔlar: 

Kocaman bir ayna -belki de ĹaĹkĔnlĔĶĔmdan baĹlangĔ­ta bana ºyle gelmiĹti- daha ºnce farkĔna varmadĔĶĔm bir ayna 
duruyordu o kºĹede; son derece b¿y¿k bir dehĹet i­erisinde ben aynaya doĶru ilerlerken, beti benzi atmĔĹ, kanlar 
i­erisindeki hayalim de sarsak adĔmlarla bana doĶru geliyordué Ne giysisinde bir tek iplik ne y¿z¿nde bir tek hat 
vardĔ ki benimkilerin tĔpkĔsĔ olmasĔn! Evet, bu, Wilson idi (Poe, 2015, s. 177). 

 
Bu sahnede ºld¿r¿len ºtekinin y¿z¿nde kahramanĔn kendi sureti belirdiĶinde, ikiz fig¿r¿ ahlaki yĔkĔmĔn 

tanĔĶĔ deĶil, sonucu haline gelir. Bºylece Poe, eĹ benliĶi vicdanĔn ºld¿r¿lmesi eĹittir benliĶin ºld¿r¿lmesi 
denklemine baĶlar. AnlatĔ tekniĶi de bu psikolojik ve ahlaki gerilimi destekler. òBenó anlatĔcĔsĔnĔn sesi 
g¿venilmez, par­alĔ ve kendisiyle ­eliĹkilidir. Poe, anlatĔcĔyĔ yalnĔzca olaylarĔ aktaran biri deĶil, ­ºz¿len bilin­ 
olarak kurar. Okur, dĔĹ d¿nyadan deĶil, karakterin i­ yarĔlmasĔndan doĶan bir tekinsizliĶe ­ekilir. Bu, 
Jentschõin belirsizliĶin yarattĔĶĔ huzursuzluk ilkesini yapĔsal bir anlatĔ tekniĶine dºn¿Ĺt¿r¿r. 

Sonu­ olarak William Wilson, eĹ benlik fig¿r¿n¿ bir ikiz motifinin ºtesine taĹĔyarak, bireyin ahlaki ºz¿ne 
yºnelttiĶi Ĺiddetin alegorisi haline getirir. Poeõnun ikizi, kahramanĔn yerine ge­mek isteyen bir gºlge deĶil, 
onun vicdanĔdĔr ve ºld¿r¿ld¿Ķ¿nde kahraman da yok olur. Bu nedenle Poeõnun ºyk¿s¿, modern edebiyatta 
eĹ benliĶin yalnĔzca psikolojik deĶil, etik bir felaketin de adĔ olduĶunu gºsterir. 
 

1.3. Robert Louis StevensonõĔn Dr. Jekyll ile Bay Hyde RomanĔnda EĹ BenliĶin ķ­sel Bºl¿nmesi 
StevensonõĔn Dr. Jekyll ile Bay Hyde romanĔ, eĹ benlik temasĔnĔ yalnĔzca ikinci bir beden ¿zerinden deĶil, 

ºznenin i­indeki ahlaki ve i­g¿d¿sel kutuplarĔn birbirinden ayrĔlarak ayrĔ bilin­lere dºn¿Ĺmesi ¿zerinden 
kurar. Jekyll ve Hyde iliĹkisi, Poeõnun ikiz anlatĔlarĔndaki gibi dĔĹsal bir benzerlik deĶil, tek bir benliĶin ahlaki 
olarak ikiye yarĔlmasĔdĔr. Bu nedenle StevensonõĔn ikizi bedensel bir kopya deĶil, bastĔrĔlmĔĹ olanĔn kendi 
suretini ele ge­irerek geri dºnmesidir. Roman, eĹ benliĶi i­sel yabancĔnĔn ortaya ­ĔkĔĹĔ olarak tanĔmlar. Yani 
ºteki, dĔĹarĔdan gelmez, i­eriden ¿retilir. 

JekyllõĔn HydeõĔ tarif ettiĶi ilk itirafĔ, bu i­sel yarĔlmanĔn yalnĔzca psikolojik deĶil, etik bir dºn¿Ĺ¿m 
olduĶunu a­Ĕk­a ortaya koyar:òAsĔl ve iyi yanĔm yavaĹ yavaĹ elimden gidiyoĔ; yavaĹ yavaĹ ikinci ve kºt¿ yanĔmla 
b¿t¿nleĹiyordum.ó (Stevenson, 2020, s. 73) Bu c¿mlede ikizlik, iki beden arasĔnda deĶil, tek benliĶin ahlaki 
erimesi ¿zerinden kurulur. Freudõun bastĔrĔlanĔn geri dºn¿Ĺ¿ kavramĔ burada somutlaĹĔr. BastĔrĔlan d¿rt¿ler 
geri dºner, ama artĔk benlikle uyumlu bi­imde deĶil, onu dĔĹlayan ikinci bir ºzne olarak belirir. StevensonõĔn 
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burada yaptĔĶĔ, i­g¿d¿sel yºn¿ dĔĹarĔdan bir canavar deĶil, benliĶin i­inden kopmuĹ bir par­a olarak 
kurmasĔndadĔr. 

Roman ilerledik­e dºn¿Ĺ¿m dramatik bir aĹamaya ulaĹĔr. Jekyll, HydeõĔn yalnĔzca bir gece kiĹiliĶi 
olmadĔĶĔnĔ, giderek baĶĔmsĔzlaĹan bir varlĔk haline geldiĶini fark eder. Buna iliĹkin en ­arpĔcĔ ­ºz¿lme itirafĔ 
yine JekyllõĔn aĶzĔndan gelir: òGºzler ºn¿ne ­Ĕkarma g¿c¿n¿ edinmiĹ olduĶum o yanĔmĔ, son zamanlarda gereĶinden fazla 
kullanmĔĹ ve beslemiĹtim; [é] artĔk yavaĹ yavaĹ, ama kuĹkuya yer bĔrakmayacak bi­imde HydeõĔn bedeninden kurtulmakta 
g¿­l¿k ­ektiĶimi d¿Ĺ¿nmeye baĹlamĔĹtĔm.ó (Stevenson, 2020, s. 73). Bu sºzler, eĹ benliĶin yaratĔlan bir ikiz deĶil, 
ºzneyi tersine iĹgal eden bir kuvvet olduĶunu kanĔtlar. Freudcu baĶlamda JekyllõĔn yanĔlgĔsĔ, bastĔrdĔĶĔ Ĺeyi 
denetleyebileceĶine dair kurduĶu yanĔlsamadĔr. Oysa bastĔrĔlan, geri dºnd¿Ķ¿nde sahibini asimile eder. 
Tekinsiz olan, yabancĔ bir bedende beliriveren karanlĔk deĶil, kiĹinin kendi bedeninin bir s¿re sonra kendisine 
ait olmamasĔdĔr. Stevenson, eĹ benlik fig¿r¿n¿ yalnĔzca psikolojik ya da ahlaki bir problem olarak deĶil, 
ontolojik bir kriz olarak geniĹletir. Jentschõin tekinsizlik eĹittir canlĔðcansĔz sĔnĔrĔndaki belirsizlik tanĔmĔ, Hyde 
karakterinde radikal bi­imde iĹler. Hyde, hem JekyllõdĔr hem deĶildir. O, ºznenin bedeninden taĹmĔĹ bir i­ 
g¿­t¿r. Bunun en g¿­l¿ yansĔmasĔ, JekyllõĔn kendi bedeninde var olma hakkĔnĔ yitirdiĶi anda ger­ekleĹir: 
òHydeõĔn g¿c¿ JekyllõĔn g¿­s¿zleĹmesiyle birlikte artmĔĹ gibiydi. [é] bedenine hapsedilmiĹ olarak, homurtularĔnĔ iĹitmesi ve, 
d¿nyaya gelmek i­in boĶuĹtuĶunu hissetmesi; her zayĔflĔk anĔnda ve uykunun mahremiyetinde kendisine baskĔn ­ĔkĔp onu 
hayatĔn dĔĹĔna atmasĔ daha da ¿rk¿t¿c¿yd¿.ó (Stevenson, 2020, s. 81) Bu sahnede ikiz, artĔk gºr¿n¿r bir fig¿r 
deĶil, ºznenin i­inden konuĹan ve ºzneyi silen bir varlĔk haline gelmiĹtir. StevensonõĔn anlatĔ yapĔsĔ da bu 
i­sel bºl¿nmeyi form olarak yeniden ¿retir. Roman ­oklu anlatĔcĔya, itiraf metnine, mektuba bºl¿n¿r. Yani 
benliĶin sºylemi par­alanĔr. JekyllõĔn sesi kesilerek, yerini baĹka anlatĔcĔlar alĔr. TĔpkĔ JekyllõĔn yerini HydeõĔn 
almasĔ gibi. Bºylece eĹ benlik yalnĔzca olay ºrg¿s¿nde deĶil, anlatĔ bi­iminde de sahnelenir. BenliĶin sesini 
kaybetmesi, metnin yapĔsĔna iĹlenmiĹtir. 

Sonu­ olarak Dr. Jekyll ile Bay Hyde, eĹ benlik temasĔnĔ yalnĔzca iyi ve kºt¿ ikiliĶi ¿zerinden deĶil, 
ºznenin kendisine ait olamama deneyimi ¿zerinden ele alĔr. Hyde, JekyllõĔn karĹĔsĔna ­Ĕkan bir yabancĔ deĶil, 
kendisiyle aynĔ bedeni paylaĹan, ama ona yer bĔrakmayan bir ºtekidir. Bu nedenle roman, eĹ benlik temasĔnĔ 
gotik korkunun dĔĹĔna taĹĔyarak, insanĔn kendi doĶasĔna yºnelttiĶi radikal soruya dºn¿Ĺt¿r¿r. 

1.4. Guy de MaupassantõĔn Horla ¥yk¿s¿nde EĹ Benlik Fig¿r¿n¿n Gºr¿nmezleĹmesi 
MaupassantõĔn Horla adlĔ ºyk¿s¿, eĹ benlik temasĔnĔ bedensel bir ikizlik ¿zerinden deĶil, gºr¿nmez bir 

ºznenin benliĶin i­inden y¿kselerek ºzneyi ele ge­irmesi Ĺeklinde kurar. Burada ikiz, bir y¿z ya da bedende 
deĶil, bilin­ d¿zeyinde ortaya ­Ĕkar. MaupassantõĔn yaptĔĶĔ Ĺey, ºtekiyi dĔĹsal bir tehdide deĶil, i­sel bir yokluĶa 
dºn¿Ĺt¿rmektir. Benlik artĔk ikiye bºl¿nmez, silinir. Bu nedenle Horla, benliĶin ­oĶalmasĔ deĶil, benliĶin 
boĹalmasĔ anlatĔsĔdĔr. 

AnlatĔcĔnĔn varlĔkla ilk temasĔ, uykuyla uyanĔklĔk arasĔndaki eĹikte Ĺekillenir. Okur bedensel bir m¿dahale 
sahnesiyle karĹĔlaĹĔr: òYattĔĶĔmĔ ve uyuduĶumu hissediyorumé Hissediyorum ve biliyorumé AynĔ zamanda birinin bana 
yaklaĹtĔĶĔnĔ, bana baktĔĶĔnĔ, bana dokunduĶunu, yataĶĔma ­ĔktĔĶĔnĔ, karnĔma dizleriyle bastĔrdĔĶĔnĔ, ellerini boĶazĔma dolayĔp 
sĔktĔĶĔnĔé SĔktĔĶĔnĔé B¿t¿n g¿c¿yle beni boĶmak i­in sĔktĔĶĔnĔ hissediyorum.ó (Maupassant, 2017, s. 133-134) Bu 
sahne, Jentschõin tanĔmĔnĔn edebi karĹĔlĔĶĔdĔr. Okur, saldĔrganĔn kim olduĶunu bilmediĶi i­in tedirgindir. 
¢¿nk¿ tehdit a­Ĕk­a tanĔmlanamaz. Var olan Ĺey bir beden deĶil, algĔnĔn kĔrĔlmasĔdĔr. Tekinsizlik, varlĔktan 
deĶil, varlĔĶĔ kanĔtlayamama halinden doĶar. 

¥yk¿n¿n g¿nl¿k bi­iminde yazĔlmasĔ, anlatĔyĔ dĔĹsal bir olaydan ziyade bilin­ akĔĹĔ haline getirir. AnlatĔcĔ, 
yaĹadĔĶĔ her duyguyu kaydederken, benliĶinin de yavaĹ yavaĹ kaydĔnĔ tutar. Bu yazĔ ritmi, bastĔrĔlanĔn y¿zeye 
­ĔkĔĹĔnĔ doĶrudan okura aktarĔr: òKayboldum! Biri ruhumu ele ge­irdi ve onu yºnetiyor! Biri, b¿t¿n eylemlerimi, 
hareketlerimi, d¿Ĺ¿ncelerimi yºnetiyor. ArtĔk kendim deĶilim, yapmakta olduĶum her Ĺeyi kºlece, korkarak seyreden bir 
gºzlemciden baĹka bir Ĺey deĶilim.ó (Maupassant, 2017, s. 151) 

Freudõun tekinsiz olan, bastĔrĔlanĔn yabancĔlaĹmĔĹ bi­imde geri dºnmesidir d¿Ĺ¿ncesi burada tam olarak 
gºr¿n¿r olur. Horla, dĔĹarĔdan gelen bir yaratĔk deĶil, ºznenin kendi i­inden konuĹan bir bilin­tir. BastĔrĔlan 
geri dºner, fakat benliĶin par­asĔ olmaktan ­ĔkĔp, benliĶi izleyen bir gºze dºn¿Ĺ¿r. ¥yk¿n¿n kĔrĔlma anĔ ise 
aynada yansĔmayĔ kaybetme sahnesidir: òG¿n gibi ortadaydĔ, kendimi aynada gºremiyordum! Ayna boĹtu, temizdi, 
derindi, ĔĹĔkla doluydu! Aynada yansĔmam yoktuéó (Maupassant, 2017, s. 159) Bu sahnede artĔk yalnĔzca eĹ benlik 
deĶil, benliĶin kendisi de yok olmuĹtur. Ayna, ºznenin varlĔĶĔnĔ doĶrulayan yer olmaktan ­Ĕkar. Geri dºnen 
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bir ikiz yoktur, ­¿nk¿ artĔk ilk benlik bile ortada deĶildir. Tekinsizlik bu noktada en sert formuna ulaĹĔr. 
¥zne kendi bakĔĹĔnĔn nesnesi olamaz. MaupassantõĔn kurduĶu tekinsizlik, dĔĹ d¿nyanĔn karanlĔĶĔndan deĶil, 
insanĔn kendi i­sel yabancĔlĔĶĔndan doĶar. Horla ger­ek mi, yoksa zihinsel bir sanrĔ mĔ? Bu soru ºyk¿ boyunca 
asla yanĔtlanmaz, ­¿nk¿ asĔl mesele HorlaõnĔn var olup olmadĔĶĔ deĶil, ºznenin kendi bilincine artĔk 
g¿venememesidir. BastĔrĔlan geri dºnd¿k­e benlik erir. Gºr¿nmez ºteki g¿­ kazandĔk­a ºzne silinir. 

Bºylece Horla, eĹ benlik temasĔnĔ bedensel ikizlikten soyutlayarak gºr¿nmez, psikolojik, i­sel bir ­atĔĹma 
haline getirir. MaupassantõĔn ºyk¿s¿, insanĔn korkusunun baĹkasĔ olmak deĶil, kendisi olmayĔ kaybetmek 
olduĶunu gºsterir. Horla yok edilmeye ­alĔĹĔldĔk­a, benlik yok olur. DĔĹsal varlĔĶĔ ortadan kaldĔrmaya yºnelik 
her eylem, ºznenin kendi varlĔĶĔnĔ t¿ketir 

 
1.5. Delphine de ViganõĔn Ger­ek Bir Hik©yeden UyarlanmĔĹtĔr RomanĔnda EĹ Benlik ķzleĶi 
Delphine de ViganõĔn Ger­ek Bir Hik©yeden UyarlanmĔĹtĔr adlĔ romanĔ, eĹ benlik temasĔnĔ klasik ikizlik 

anlatĔlarĔndan radikal bi­imde ayĔrĔr. Burada ikiz, bedensel bir varlĔk ya da toplumsal alanda gºr¿len bir ­ift 
deĶil, yazĔnĔn, sesin ve kimliĶin i­ine sĔzan dilsel bir ºteki olarak belirir. ViganõĔn romanĔ, eĹ benlik temasĔnĔn 
modern dºn¿Ĺ¿m¿n¿ gºr¿n¿r kĔlar. ķkiz artĔk karĹĔmĔza ­Ĕkan deĶil, bizim adĔmĔza yazmaya baĹlayan bir 
fig¿rd¿r. Bºylece eĹ benlik, bedenden sºk¿l¿p metne taĹĔnĔr. 

RomanĔn merkezindeki yazar karakteri, yazma eylemi ile benliĶi arasĔndaki ­atlak derinleĹtik­e kendi 
varlĔĶĔnĔ koruyamaz. Bu kĔrĔlma anĔnda L. adlĔ fig¿r belirir. BaĹlangĔ­ta dostluk ve dayanĔĹma gºr¿nt¿s¿ 
altĔnda yaklaĹan bu kiĹi, giderek yazarĔn alĔĹkanlĔklarĔnĔ, d¿Ĺ¿nme bi­imini ve yazma tarzĔnĔ devralĔr. Ancak 
L.õnin en belirgin ºzelliĶi, MaupassantõĔn HorlaõsĔ gibi gºr¿nmez deĶil, Viganõda yazĔnĔn i­inden ­oĶalan bir 
ikiz olmasĔdĔr. Bu durumu anlatĔcĔ Ĺu imgelerle ifade eder: 

Kimi zaman gºz¿m¿n ºn¿ne sabĔrla aĶĔnĔ ºren bir ºr¿mcek geliyor; ya da birden fazla dokunacĔyla beni tutsak eden 
bir ahtapot. Ama bu daha farklĔydĔ. L. daha ziyade bir denizanasĔydĔ; ruhumun bir kĔsmĔna ­ºkm¿Ĺ hafif ve 
saydam bir denizanasĔ. Temas ettiĶi yerde bir yanĔk oluĹmuĹtu ama gºzle gºr¿nm¿yordu. Bu iz gºr¿n¿Ĺte 
hareketlerimi kĔsĔtlamĔyordu ama beni kendine baĶlamĔĹtĔ, hem de tahminimden daha ­ok (Vigan, 2021, s. 192). 

 

Bu sahnede eĹ benlik fig¿r¿, Poeõdaki gibi dĔĹsal bir rakip deĶil, Freudõun kavramĔyla, bastĔrĔlanĔn 
tanĔnmaz bi­imde geri dºn¿Ĺ¿d¿r. L. aslĔnda yazarĔn en ideal, disiplinli ve kusursuz yazan yºn¿n¿n 
yabancĔlaĹmĔĹ halidir. Bu nedenle romandaki tekinsizlik, fiziksel tehditle deĶil, benlik ve yazĔ arasĔndaki 
ge­irgen sĔnĔrla ¿retilir. L.õnin toplumsal gºr¿nmezliĶi de bu tekinsizliĶi artĔrĔr. O, varlĔĶĔyla hem oradadĔr 
hem de deĶildir. Sosyal alanĔ asla tam olarak iĹgal etmez, iliĹkileri sĔnĔrlĔ tutar, yalnĔzca yazarĔn alanĔna sĔzar: 
Bununla birlikte L. ­ocuklarĔmla tanĔĹma ihtiyacĔnĔ hi­ hissetmedi. Hatta bu tanĔĹmanĔn ger­ekleĹmesini saĶlayacak t¿m uygun 
koĹullardan ka­tĔĶĔnĔ sºyleyebilirim. EĶer ­ocuklarĔmla sinemaya gidiyorsam o asla bizimle gelmezdi, eĶer onunla bir yerde buluĹmayĔ 
teklif edersem yalnĔz olup olmadĔĶĔmĔ ºĶrenmeye ­alĔĹĔrdĔé (Vigan, 2021, s. 58). 

Bu mesafeli yakĔnlĔk, Jentschõin tekinsizlik, canlĔ ile cansĔz, yakĔn ile yabancĔ arasĔndaki kararsĔzlĔktan 
doĶar ilkesini doĶrular. L., ne Poeõdaki William Wilson gibi birebir ikizdir, ne de Stevensonõdaki Hyde gibi 
i­g¿d¿sel bir patlama. O, ºĶrenen, taklit eden, yazĔya eklemlenen bir eĹ benliktir. RomanĔn bir baĹka kritik 
sahnesi, eĹ benlik temasĔnĔn mekansal d¿zleme yayĔldĔĶĔnĔ gºsterir. AnlatĔcĔ L.õnin evine girdiĶinde, mekanĔn 
kendisi tekinsizleĹir: òOnun evindeki hi­bir Ĺey eskimemiĹ, sararmamĔĹ, yĔpranmamĔĹtĔé Sanki L. kendini yeniden 
yaratmĔĹtĔ.ó (Vigan, 2021, s. 149) Bu sahne, Freudõun tekinsizliĶi yaĹamĔn iĹaretlerini taĹĔyan cansĔzlĔk olarak 
tanĔmladĔĶĔ noktaya denk d¿Ĺer. L.õnin evi, yaĹayan birine aittir ama yaĹanmĔĹlĔk barĔndĔrmaz. TĔpkĔ eĹ benlik 
fig¿r¿n¿n kiĹiye ait olup, kiĹiye ait olmayan varlĔĶĔ gibi. Bºylece mekan, ikizin ruhsuz yansĔmasĔ haline gelir. 
Bu yºn¿yle ViganõĔn romanĔ, eĹ benlik izleĶinin tarihsel seyrinde yeni bir aĹamayĔ temsil eder. ķkiz yazĔya 
sĔzar. 

Sonu­ olarak Ger­ek Bir Hik©yeden UyarlanmĔĹtĔr, eĹ benliĶi modern edebiyatta yalnĔzca bir karakter 
deĶil, yazĔ i­inde ¿reyen bir ºteki ses olarak yeniden tanĔmlar. ķkiz artĔk aynada deĶil, metnin i­inde belirir. 
BenliĶin yerini almaz, benliĶin adĔna yazmaya baĹlar. Bu nedenle ViganõĔn romanĔ, eĹ benlik temasĔnĔn 
bedensel d¿zlemden dilsel ve sºylemsel d¿zleme kayĔĹĔnĔn ºnemli bir ºrneĶidir. EĹ benlik artĔk karĹĔmĔza 
­Ĕkan deĶil, bizim adĔmĔza konuĹan bir varlĔĶa dºn¿Ĺm¿Ĺt¿r. 
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SONU¢ 
EĹ benlik motifi, edebiyat tarihinde yalnĔzca ikizleĹme olgusunu temsil eden bir kurgu imgesi deĶil, 

ºznenin kendisiyle kurduĶu kĔrĔlgan iliĹkinin a­ĔĶa ­ĔktĔĶĔ anlatĔsal bir aygĔt olarak iĹlev gºr¿r. Bu bildiride 
incelenen eserler, eĹ benlik fig¿r¿n¿n salt bir karĹĔ-benlik deĶil, metnin sesini, yapĔsĔnĔ, ger­ekliĶini ve 
ºznenin algĔ sĔnĔrlarĔnĔ dºn¿Ĺt¿ren dinamik bir unsur olduĶunu ortaya koymuĹtur. Bºylece eĹ benlik, yalnĔzca 
karakter d¿zeyinde beliren bir fig¿r olmaktan ­Ĕkarak, anlatĔnĔn kuruluĹ mantĔĶĔnĔ etkileyen bir yapĔ haline 
gelmiĹtir. 

EĹ benlik izleĶinin tarihsel geliĹimi, temanĔn yalnĔzca i­eriĶinin deĶil, gºr¿n¿rl¿Ķ¿n¿n de deĶiĹtiĶini 
gºstermektedir. ķncelediĶimiz metinlerde ikiz ­oĶunlukla dĔĹarĔdan gelen, bedensel bi­imde karĹĔya dikilen, 
toplumsal ya da ahlaki bir tehdidi temsil eden fig¿rd¿r. Dostoyevskiõde i­sel bºl¿nme toplumsal 
yabancĔlaĹmayla birleĹir. Poeõda ikiz vicdanĔn y¿zeye ­ĔkmĔĹ halidir. Stevensonõda iki benliĶin aynĔ bedende 
­atĔĹmasĔ psikolojik bir savaĹ alanĔ kurar, Maupassantõta gºr¿nmezleĹir, dĔĹarĔdan deĶil i­eriden baskĔ kurar. 
Viganõda ise bedeni tamamen terk ederek yazĔnĔn i­ine yerleĹen bir benliĶe dºn¿Ĺ¿r. Bu dºn¿Ĺ¿m, eĹ benlik 
temasĔnĔn bedensel ikizlikten metinsel ­oĶalmaya doĶru ilerlediĶini gºstermektedir. ArtĔk ikiz, aynada ya da 
sokakta karĹĔlaĹĔlan bir yabancĔ deĶildir. Zihnin i­inde, dilin yapĔsĔnda, anlatĔcĔnĔn sesinde ­oĶalan bir 
gºlgedir. TekinsizliĶi ¿reten Ĺey, dĔĹarĔdan gelen tehdit deĶil, ºznenin kendi bilin­dĔĹĔnĔn yabancĔlaĹmĔĹ 
yankĔsĔdĔr. Bu nedenle eĹ benlik, yalnĔzca gotik gerilimin deĶil, modern bireyin kimlik kaybĔ kaygĔsĔnĔn da 
temsilcisidir. Bu bildirinin temel bulgusu, eĹ benlik fig¿r¿n¿n edebiyatta tematik bir karĹĔtlĔk deĶil, yapĔsal 
bir kĔrĔlma iĹlevi gºrd¿Ķ¿ sonucudur. ķncelenen metinlerde ikiz, anlatĔnĔn ritmini, ses d¿zenini, algĔ 
d¿zeylerini ve ºzne konumunu deĶiĹtiren bir unsur olarak ­alĔĹĔr. Bu baĶlamda eĹ benlik, yalnĔzca bir ºteki 
karakter deĶil, metnin i­ mantĔĶĔnĔ ­oĶaltan, benliĶin b¿t¿nl¿Ķ¿n¿ bozarak yeni anlam katmanlarĔ a­an bir 
kurgusal mekanizmadĔr. 

Sonu­ olarak eĹ benlik izleĶi, edebiyatĔn farklĔ dºnemlerinde farklĔ bi­imlerde gºr¿nse de iĹlevsel 
s¿rekliliĶini korur. Her yeniden yazĔlĔĹĔnda, ºznenin bºl¿nebilirliĶine, tekinsizliĶin s¿rekliliĶine ve benliĶin 
kendi ¿zerine kapanamayan yapĔsĔna iĹaret eder. Bu nedenle eĹ benlik temasĔ, yalnĔzca karakter d¿zleminde 
var olan ikizleĹme deĶildir. EdebiyatĔn insana tuttuĶu en ĔsrarlĔ aynalardan biri olarak varlĔĶĔnĔ 
s¿rd¿rmektedir. 

 
KAYNAK¢A 

 
Dostoyevski, F. M. (2020). ¥teki: Peterburg manzumesi (T. Akg¿n, ¢ev.). T¿rkiye ķĹ BankasĔ K¿lt¿r 

YayĔnlarĔ. (Orijinal eser 1846õda yayĔmlandĔ) 
Freud, S. (1955). The uncanny (J. Strachey, Trans.). In J. Strachey (Ed.), The standard edition of the 

complete psychological works of Sigmund Freud (Vol. 17, pp. 217ð256). London: Hogarth Press. 
(Original work published 1919) 

Freud, S. (2019). Tekinsizlik ¿zerine (H. ĸahin, ¢ev.). ķ­inde D. Hezer (Ed.), Tekinsizlik ¿zerine (s. xxð
xx). Laputa Kitap. (Orijinal eser 1919õda yayĔmlandĔ) 

Jentsch, E. (2019). TekinsizliĶin psikolojisi ¿zerine (H. ĸahin, ¢ev.). ķ­inde D. Hezer (Ed.), Tekinsizlik 
¿zerine (s. xxðxx). Laputa Kitap. (Orijinal eser 1906õda yayĔmlandĔ) 

Maupassant, G. de. (2017). Horla ve karanlĔk ºyk¿ler (S. ķ. Ortaer Montanari, ¢ev.). ķthaki YayĔnlarĔ. 
(Orijinal eser 1887õde yayĔmlandĔ) 

Poe, E. A. (2015). Se­me ºyk¿ler (H. F. Nemli, ¢ev.). ķletiĹim YayĔnlarĔ. 
Rank, O. (2016). EĹ benlik: Bir psikanaliz ­alĔĹmasĔ (G. Metin, ¢ev.). Pinhan YayĔncĔlĔk. (Orijinal eser 

1914õte yayĔmlandĔ) 
Stevenson, R. L. (2020). Dr. Jekyll ile Bay Hyde: Tuhaf bir vaka (C. ¦ster, ¢ev.). T¿rkiye ķĹ BankasĔ 

K¿lt¿r YayĔnlarĔ. (Orijinal eser 1886õda yayĔmlandĔ) 
Vigan, D. de. (2021). Ger­ek bir hikayeden uyarlanmĔĹtĔr (N. C. S¿mter, ¢ev.). DoĶan Kitap. (Orijinal 

eser 2015õte yayĔmlandĔ) 
Vocabulary.com. (t.y.). Doppelganger. 25 Ekim 2025 tarihinde alĔndĔ, 

https://www.vocabulary.com/dictionary/doppelganger 



IX. Uluslararasē Batē K¿lt¿r¿ ve Edebiyatlarē Araĸtērmalarē Sempozyumu- Bildiri Tam Metin Kitabē  

9th International Western Cultural and Literary Studies Symposium- Full Text Book of Proceedings 
  
 
 
 

86 

 

Fiction as Philosophical Dissent: Dehumanization and Resistance 
in The Machine Stops 

Cihannur Selenge BU¢AK* 

 
ABSTRACT 

This paper examines E.M. Forsterõs The Machine Stops (1909/2011) as an early fictional articulation of the epistemic and existential 
crises that would come to define twentieth-century literature. Set in an underground society governed by a vast Machine, the novella 
explores the dehumanizing effects of mechanized systems that suppress individuality, creativity, and authentic human connection. 
Through its speculative narrative, the text anticipates Max Horkheimer and Theodor Adornoõs critiques of òinstrumental reasonó 
and òcultural standardizationó in Dialectic of Enlightenment (1947/2002). 
By portraying automated existence, simulacra, and the reduction of knowledge to mechanical reproduction, the novella engages 
with key contemporary themes such as fiction and society (the social consequences of mechanization), fiction and artificial 
intelligence (automated intellectual life), and science fiction (the genre as socio-political warning). Fiction, in this context, functions 
as a form of dissentña narrative practice that exposes the psychological and cultural costs of technological domination. 
While the novellaõs world approaches collapse, Forster resists total fatalism.  Through Kunoõs rebellion - affirming humanityõs 
longing for unmediated experience - the text constructs a liberatory counternarrative to technocracy. By diagnosing systemic 
pathologies while envisioning renewal, The Machine Stops affirms fictionõs dual role as critical inquiry and imaginative resistance- an 
enduring literary response to the pressures of modernity. 
 
Keywords: E.M. Forster, The Machine Stops, science fiction, modernity, Frankfurt School 

 
Felsefi Muhalefet Olarak Kurgu: The Machine Stopsõta 

ķnsandĔĹĔlaĹtĔrma ve DireniĹ 
¥Z 

Bu ­alĔĹma, E.M. ForsterõĔn The Machine Stops (1909/2011) adlĔ hikayesini, yirminci y¿zyĔl edebiyatĔna damgasĔnĔ vuracak epistemik 
ve varoluĹsal krizlerin erken bir edeb´ dĔĹavurumu olarak ele almaktadĔr. Devasa bir Makine tarafĔndan yºnetilen yeraltĔ toplumunda 
ge­en hik©ye, bireyselliĶi, yaratĔcĔlĔĶĔ ve ger­ek insan iliĹkilerini baskĔ altĔna alan mekanik sistemlerin insanĔ nasĔl yozlaĹtĔrdĔĶĔnĔ 
irdelemektedir. Spek¿latif anlatĔsĔyla metin, Max Horkheimer ve Theodor Adorno'nun AydĔnlanmanĔn DiyalektiĶi (1947/2002) adlĔ 
yapĔtĔnda ortaya koyduklarĔ òara­sal akĔló ve òk¿lt¿rel standardizasyonó kavramlarĔnĔ ºnceden sezinlemektedir. 
OtomatikleĹmiĹ varoluĹu, simulakrayĔ ve bilginin mekanik yeniden ¿retime indirgeniĹini tasvir eden hik©ye, kurgu-toplum iliĹkisi 
(mekanikleĹmenin toplumsal sonu­larĔ), kurgu-yapay zek© iliĹkisi (otomatikleĹmiĹ entelekt¿el yaĹam) ve bilim kurgu (sosyo-politik 
bir uyarĔ t¿r¿ olarak) gibi ­aĶdaĹ temalarla iliĹki kurar. Bu baĶlamda kurgu, teknolojik tahakk¿m¿n psikolojik ve k¿lt¿rel bedellerini 
gºzler ºn¿ne sererek bir muhalefet aracĔ olarak iĹlev gºr¿r. 
Hik©yenin d¿nyasĔ ­ºk¿Ĺe s¿r¿klenirken Forster kaderciliĶe teslim olmaz. Kunoõnun baĹkaldĔrĔsĔ aracĔlĔĶĔylañinsanlĔĶĔn aracĔsĔz 
deneyim ºzlemini onaylayarakñmetin, teknokrasiye karĹĔ ºzg¿rleĹtirici bir karĹĔ sºylem inĹa eder. The Machine Stops, sistemik 
patolojileri teĹhis ederken yenilenme umudunu da canlĔ tutar. Bºylelikle kurgu hem eleĹtirel sorgulama hem de imgelemsel direniĹ 
iĹlevi gºrerek modernitenin baskĔlarĔna karĹĔ kalĔcĔ bir edebi yanĔt oluĹturur. 
  
Anahtar Kelimeler: E.M. Forster, The Machine Stops, bilim kurgu, modernite, Frankfurt Okulu  
 

 
 

 

INTRODUCTION 
E. M. Forster's The Machine Stops (1909/2011) offers a prescient critique of technological modernity. Set 

in a distant future where humanity lives underground, sustained and surveilled by an omnipotent Machine, 
the narrative anticipates many of the anxieties that would later define 20th-century thought, including the 
mechanization of intellectual life, the erosion of individuality, and the existential cost of engineered comfort. 

This anticipatory quality proves particularly striking when the text is placed alongside later critical 
traditions. Although written decades before the rise of digital culture or artificial intelligence, Forster's vision 
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closely parallels concerns later articulated by the Frankfurt School, particularly Theodor W. Adorno and 
Max Horkheimer in Dialectic of Enlightenment (Adorno & Horkheimer, 1947/2002). Their critiques of 
instrumental reasonñwhere rationality becomes a tool of domination rather than liberationñand cultural 
standardizationñthe reduction of thought and art to uniform, consumable formsñare both anticipated in 
the social and intellectual structures Forster imagines. 

Building on this resonance, this paper argues that The Machine Stops functions not merely as speculative 
fiction but as a form of philosophical dissent. It is a narrative that diagnoses systemic crises while also 
imagining the conditions for resistance. Through the opposing trajectories of Vashti and her son Kuno, 
Forster constructs a dialectic between submission and rebellion, artificiality and authenticity, fatalism and 
fragile hope. This tension allows the text to operate simultaneously as critique and as a vision of renewal, a 
balance that situates it within the tradition of critical dystopias. 
 

1. Spatial Control and Dehumanization 
This dissent becomes apparent from the storyõs very first image. Forster (1909/2011) begins: òImagine, 

if you can, a small room, hexagonal in shape, like the cell of a beeé And in the armchair, there sits a 
swaddled lump of fleshña woman, about five feet high, with a face as white as a fungusó (p. 1). This 
description is not merely atmospheric; it encapsulates the central theme of dehumanization. The body is 
reduced to a passive lumpñmotionless, pale, and dependentñenclosed within a space utterly disconnected 
from nature. The room has no windows, no air vents, and no organic light, yet the Machine provides 
comfort and simulation so thoroughly that its occupants no longer perceive what is missing. 

The prose itself mirrors this sterility, employing a detached, clinical voice that describes Vashti not as a 
person suffering but as an object observed, catalogued, placed within a system. This stylistic restraint forces 
readers to generate their own critical distance, to recognize the horror in what is presented as neutral fact. 
From this opening tableau, Forster makes clear that convenience itself has become a cage and that sensory 
life, once the basis of human presence, is reduced to simulation. 

Beyond establishing mood and character, this opening image foregrounds space as an instrument of 
control. The hexagonal cell recalls not only the hive but also the panopticonñan architecture designed for 
maximum containment and surveillance. In Michel Foucaultõs (1975/1995) terms, space here becomes 
disciplinary: the very design of the environment enforces immobility, conformity, and docility (p. 209). The 
Machine does not merely regulate life abstractly; it organizes bodies spatially, enclosing them in geometric 
precision that denies randomness, intimacy, and escape. 
 

1.1. Homelessness and Internalized Domination 
The power of this spatial architecture becomes clearest through its negative counterpart: the threat of 

òHomelessnessó (Forster, 1909/2011, p. 8). To be declared Homeless is to be expelled from the Machineõs 
protective enclosure and cast into certain death on the surface. This category functions as the shadow of 
the cell: if the hexagonal room embodies total containment, Homelessness represents the absolute outside, 
stripped of meaning and survival. What makes this punishment particularly effective is that citizens accept 
it not with resistance but with resignation, unable to imagine existence beyond the Machine. The fear of the 
outside secures compliance more effectively than force. 

This mechanismñcontrol through internalized desire rather than external coercionñdistinguishes 
Forsterõs vision from later dystopias. Where Orwell (1949) would dramatize control through surveillance 
and torture, and Huxley (1932) through biological engineering, Forster identifies something more 
fundamental: that the most effective domination operates by colonizing desire itself. The cell is both 
dwelling and diagram of domination, and Homelessness its ever-looming other. 
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2. Epistemic and Ontological Collapse 
This spatial domination, however, represents only one dimension of the Machineõs power. The control 

exercised over physical space prepares the ground for wider collapsesñepistemological and ontological. 
The Machine replaces discovery with repetition, transforming knowledge itself into a mechanized process. 
As Adorno and Horkheimer (1947/2002) observe, òThe formalization of reason is merely the intellectual 
expression of mechanized productionó (pp. 81-82). Reason ceases to be a path to truth; it becomes a 
mechanism of control, efficiency, and self-preservation. 

Their warning at the opening of Dialectic of Enlightenment captures precisely what Forster dramatizes: 
òEnlightenment, understood in the widest sense as the advance of thought, has always aimed at liberating 
human beings from fear and installing them as masters. Yet the wholly enlightened earth is radiant with 
triumphant calamityó (Adorno & Horkheimer, 1947/2002, p. 1). This paradox lies at the heart of The Machine 
Stops. The Machine represents enlightenmentõs ultimate achievement: complete mastery over nature, total 
elimination of scarcity, perfect efficiency. Fear has been abolished - citizens live in absolute security, 
protected from weather, disease, hunger, and physical danger. Yet this security produces òtriumphant 
calamityó precisely because it eliminates everything that makes human life meaningful. 
 

2.1. The Logic of Instrumental Reason 
The mechanism of this inversion becomes clear when we examine enlightenmentõs own conceptual 

structure. Adorno and Horkheimer (1947/2002) trace it to enlightenmentõs drive to reduce all phenomena 
to calculable, manipulable units. As they argue, òWhat human beings seek to learn from nature is how to 
use it to dominate wholly both it and human beingsó (p. 2). Knowledge becomes instrumentalñvaluable 
only insofar as it enables control. The Machine embodies this logic perfectly. It has learned natureõs laws so 
completely that it can simulate air, light, and sustenance; it has mastered human needs so thoroughly that it 
can provide for them automatically. 

But this total knowledge produces total control, and the objects of that control include the very humans 
who created the system. Forster thus anticipates the Frankfurt Schoolõs core insight decades before they 
articulated it: that reason, unmoored from ethical reflection and human values, becomes purely 
instrumentalñand instrumental reason ultimately instrumentalizes everything, including humanity itself. 
 

2.2. The Commodification of Knowledge 
Forster (1909/2011) dramatizes this paradox most vividly through Vashtiõs intellectual life. She 

participates in the system by giving lectures based entirely on second-hand ideas. She attends talks, consumes 
prepackaged knowledge, and reproduces it in her own presentations, never seeking original insight or 
experience. The Machineõs doctrine reinforces this passivity, warning against òfirst-hand ideasó and 
encouraging the exchange of òtenth-hand onesó (p. 18). This transformation reveals not merely the decay of 
thought but its active reconstruction as commodity. 

Vashtiõs intellectual labor consists entirely of attending other lectures, extracting digestible fragments, 
and repackaging them for her own audience. The Machine facilitates this circulation through its 
communications technology, allowing instant access to thousands of lectures while simultaneously ensuring 
that none require direct encounter or original investigation. In this economy, the category of òoriginal thoughtó 
becomes dangerous precisely because it disrupts circulation. First-hand ideas cannot be efficiently 
transmitted, reproduced, or standardized; they resist the very mechanisms through which the Machine 
organizes intellectual life. 

This portrait of intellectual life as pure circulationñcontent endlessly reproduced without originñwould 
echo through dystopian literature for decades. Bradburyõs (1953) Fahrenheit 451 would later dramatize similar 
concerns through parlor walls that òtell you what to think and blast it inó without allowing time for critical 
reflection (p. 31). But where Bradbury sets his critique in a recognizably mid-century American future, 
Forster achieves something more unsettling: his world feels both alien and inevitable, as if this reduction of 
thought to consumption represents not a dystopian aberration but the logical endpoint of modernity itself. 
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The system of knowledge becomes mythicñno longer tested against reality but sustained by ritualized 
repetition. Knowledge, once rooted in experience, is hollowed out into consumption. 

 
2.3. Simulacra and the Dissolution of Reality 
From this epistemic collapse, ontological crisis naturally follows. Forsterõs vision anticipates what 

Baudrillard (1981/1994) would later theorize as simulacra: the replacement of reality with its representations 
until signs circulate without reference to any original (p. 6). In The Machine Stops, individuals interact not with 
the world but with pre-coded abstractions of itñlectures replace experience, images replace sight, and ideas 
are no longer discovered but endlessly recited. The very category of òthe realó becomes unstable, as life is 
mediated entirely through the Machineõs symbolic system. 

The consequences of this ontological collapse manifest in every aspect of existence. Life itself is hollowed 
out: òPeople never touched one another. The custom had become obsolete, owing to the Machineó (Forster, 1909/2011, p. 
9). Silence becomes unbearable, while natural rhythms dissolve: òneither day nor night existed under the 
groundó (p. 12).  

Even the most basic conditions of life are simulated: òThere were no apertures for ventilation, yet the air is freshó 
(Forster, 1909/2011, p. 1), with the Machine providing artificially what would naturally exist on the surface. 
Vashtiõs aversion to the natural worldñshe admits that she dislikes òseeing the horrible brown earth, and the sea, 
and the stars when it is darkó (Forster, 1909/2011, p. 2)ñepitomizes a civilization that has not only abandoned 
nature but redefined it as irrelevant or dangerous. 

This line of critique parallels the Frankfurt Schoolõs warning that rational progress, when identified solely 
with technological advancement, can become irrational and self-defeating. Forster himself articulates this 
diagnosis: òHumanity, in its desire for comfort, had over-reached itself. It had exploited the riches of nature too far. Quietly 
and complacently, it was sinking into decadence, and progress had come to mean the progress of the Machineó (Forster, 
1909/2011, p. 20). 

 
3. Cultural Standardization and Technological Theology 
Cultural life follows the same pattern of standardization that governs knowledge and nature. Spiritual 

life is automated, lectures are recycled, and originality is distrusted. òYear by year it was served with increased 
efficiency and decreased intelligenceé and in all the world there was not one who understood the monster as a wholeó (Forster, 
1909/2011, p. 19). This dynamic reflects Adorno and Horkheimerõs (1947/2002) critique of the culture 
industry, where every product is standardized to reproduce the same subject: òEach single manifestation of the 
culture industry inescapably reproduces human beings as what the whole has made themó (p. 100). Forster ironizes this 
process through Vashti, who òbelieved she was growing more spiritualó (Forster, 1909/2011, p. 14) even as 
authentic art and inquiry decayed around her. 
 

3.1. The Deification of the Machine 
The culmination of this cultural collapse appears in the Machineõs transformation from tool to deity. 

The Machine functions not merely as infrastructure but as object of worship. Forster (1909/2011) writes 
that citizens pray to it: òO Machine! O Machine!ó becomes their liturgy, and the Book of the Machine their 
scripture (p. 5). This religious dimension reveals how completely the system has captured not just material 
life but metaphysical longing. When Kuno faces the threat of Homelessness for his transgression, the 
Committee denounces his behavior as òunmechanicaló (Forster, 1909/2011, p. 10), a term that carries 
theological weightñhe becomes heretic, blasphemer against the established order. 

The Machine has successfully positioned itself as transcendent authority, the source of meaning and 
value. This transformation of technology into theology anticipates contemporary Silicon Valley discourse, 
where innovation is described in messianic terms and technological progress becomes salvation narrative. 
The Machine's eventual failure thus reads not merely as mechanical breakdown but as theological crisis, the 
death of god producing not liberation but disorientation. 
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Through these interconnected collapsesñspatial, epistemological, ontological, cultural, and spiritualñ
Forster creates what Adorno and Horkheimer (1947/2002) describe as the neutralization of thought: òThe 
present order of life allows the self no scope to draw intellectual or spiritual conclusions. Thought, stripped down to knowledge, 
is neutralized, harnessed merely to qualifying its practitioner for specific labor market functionsó (p. 184). What appears to 
be spiritual growth is in fact only the hollowing out of intellect, repackaged as enrichment. Culture ceases 
to be a site of resistance and becomes instead an apparatus of pacification, sustaining the illusion of growth 
while foreclosing the possibility of genuine freedom. 
 

4. Bodily Resistance and Reclamation 
Yet against this comprehensive system of domination, Forster introduces a form of resistance that 

operates at the most fundamental level: the human body itself. This attention to embodiment as the site of 
truth distinguishes Forsterõs approach from later explorations of alienation. Where Kafkaõs (1915/1972) 
Gregor Samsa, in The Metamorphosis, would experience alienation as bodily transformationñbecoming 
insect, becoming monstrousñForsterõs citizens experience alienation as bodily abandonment. They have 
voluntarily evacuated physical existence: touch has become òobsolete,ó movement unnecessary, presence itself 
superfluous. It is this evacuation that Kuno must reverse. 

His first act of dissent, accordingly, is movement. In a society where stillness has become the norm and 
locomotion nearly obsolete, his insistence on walking, climbing, and physically struggling against 
confinement constitutes a radical reclamation of agency. When Kuno tells his mother of his determination 
to visit the surface, he frames it as a quest for direct encounter with reality rather than its mediated 
representations. His physical journey to breach the Machine's boundaries becomes the foundational act of 
resistance, a refusal to accept simulation as sufficient. 
 

4.1. Sensory Defiance 
This physical rebellion naturally deepens into sensory defiance. Where others accept representations of 

realityñprefabricated images on screens, mediated communicationñKuno insists on direct perception. His 
plea to his mother, òI want to see you not through the Machineé I want to speak to you not through the 
wearisome Machineó (Forster, 1909/2011, p. 2), reveals his conviction that presence itself is a form of truth. 
The longing to feel air, to see stars with his own eyes, is not mere romanticism; it is an epistemological 
demand to anchor knowledge in lived experience rather than in simulation. 

The significance of this demand manifests in the narrativeõs treatment of Kunoõs surface experience, 
where Forster abandons the clinical detachment that characterizes descriptions of Machine life. While the 
underground world receives only mechanical cataloguingñbuttons, tubes, systems rendered with precision 
but emptied of affectñKunoõs account of the natural world pulses with embodied perception. He describes 
hills covered with turf òlike a skin, under which their muscles rippledó (Forster, 1909/2011, p. 15), terrain 
that seems vitally animate rather than inert. He recalls òa belt of mistó that òwas the colour of pearló (Forster, 
1909/2011, p. 15), language that registers sensory particularity rather than abstract classification. Most 
tellingly, his voice rises with conviction as he insists these hills òhad called with incalculable force to men in 
the past, and that men had loved themó (Forster, 1909/2011, p. 15). The prose itself performs the argument: 
direct experience restores not merely sensation but the very capacity for meaningful language. Where the 
Machine reduces discourse to sterile efficiency, unmediated contact with the physical world generates speech 
capable of beauty, passion, and significance. Form and content converge to demonstrate that language 
becomes impoverished when divorced from lived experience, vital only when grounded in sensory 
encounter. 

 
4.2. Philosophical Assertion 
From this sensory and linguistic recovery, Kunoõs dissent culminates in philosophical assertion. His 

declaration that òMan is the measureó (Forster, 1909/2011, p. 12) revives the ancient humanist claim of 
Protagoras as a counter-logic to the Machineõs totalizing rationality. By affirming the bodyñits senses, 
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movements, and vulnerabilitiesñas the true measure of reality, Kuno reasserts the primacy of human 
experience against mechanized abstraction. His resistance unfolds in layers: bodily, sensory, and intellectual. 
Each level prepares the ground for the next, building a cumulative challenge to the Machineõs dominance. 

However, Forster does not mistake this reclamation for redemption. Kuno may reclaim fragments of 
humanity through his body, senses, and philosophy, but his defiance unfolds within a society already 
surrendered to the Machine. Resistance cannot undo centuries of dependence; the system is too entrenched. 
Even Kunoõs early challenge to his motherõs worshipñhis insistence that òMen made it, do not forget that. Great 
men, but men. The Machine is much, but it is not everythingó (Forster, 1909/2011, p. 2)ñproves insufficient against 
the reality of total systemic collapse. What drives the story toward its conclusion is not rebellion but 
inevitability. When Kuno later warns that òThe Machine is stopping, I know it, I know the signsó (Forster, 
1909/2011, p. 20), his prediction reveals the deeper tragedy: not merely that the Machine will fail, but that 
the citizens cannot imagine existence beyond it. Collapse comes not as revolution but as exhaustion, the 
Machine imploding under the logic that sustained it. 

 
5. Critical Dystopia and the Power of Fiction 
Even so, Forster does not close with absolute despair. Amid the ruins, as chaos consumes the 

underground hive, he interrupts the devastation with a brief, piercing vision: òscraps of the untainted skyó 
(Forster, 1909/2011, p. 25). This image does not erase catastrophe, but it punctures the closed system, 
proving that something unmediated remains beyond simulation. The sight of the sky binds resistance and 
collapse together: what Kuno sought through movement and perception becomes momentarily visible even 
in defeat. Survival is not triumph but testimonyña fragment of truth, a reminder that the human longing 
for presence and freedom endures even when systems fail. 

This carefully calibrated endingñdevastation pierced by fragments of skyñresists simple categorization. 
It is neither redemption nor total defeat, neither consolation nor pure despair. It is precisely this fragile 
remainder that Moylan (2000) places at the center of his theorization of the critical dystopia. He even 
borrows Forster's closing phrase as the title of his study, Scraps of the Untainted Sky. For Moylan, such 
narratives do not merely stage authoritarian nightmares or offer consoling utopias; rather, they òlinger in the 
terrors of the present even as they exemplify what is needed to transform itó (p. 199). Unlike classical dystopias, which 
often foreclose hope, the critical dystopia insists on keeping the horizon open, embedding within 
catastrophe some fragment of resistance or desire that resists absorption. 

 
5.1. Generic Evolution and Forsterõs Pioneering 
To appreciate how remarkable Forsterõs anticipation of this mode proves, one must consider the 

evolution of dystopian fiction across the twentieth century. Between 1909 and the late twentieth century, 
dystopian fiction underwent significant evolution. The mid-century pessimistic dystopiasñOrwellõs (1949) 
Nineteen Eighty-Four and Huxleyõs (1932) Brave New Worldñpresented totalitarianism as inescapable, with 
protagonistsõ defeats demonstrating systemic completeness. Feminist dystopias of the 1970s and 1980sñ
Atwoodõs (1985) The Handmaidõs Tale and Piercyõs (1976) Woman on the Edge of Timeñbegan introducing what 
Moylan would later identify as critical elements: resistance embedded within oppression, alternative 
temporalities, refusal of total closure. 

Yet Forster, writing in 1909, had already intuited this balance. His ending preserves fragments rather 
than offering either revolution or complete annihilation. The Machine collapses, but the image of the sky 
survivesñneither redemption nor erasure but remainder. This places Forster not merely before the 
dystopian tradition but as a pioneer of its most sophisticated mode, a mode that would not be fully theorized 
until nearly a century later. The storyõs power lies in this paradoxñthat even in collapse, a fragile kernel of 
utopian possibility endures. 
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5.2. Howards End and the Theme of Connection 
This balance between critique and hope resonates across Forsterõs work and reveals a consistent 

preoccupation with human connection. Just one year after The Machine Stops, Forster (1910/1921) would 
publish Howards End, with its famous imperative òOnly connect!ó That phrase, spoken by Margaret Schlegel, 
envisions connection as both ethical ideal and practical necessity: òOnly connect the prose and the passion, 
and both will be exalted, and human love will be seen at its heightó (p. 187). Read together, the two works 
reveal Forsterõs evolving meditation on connection itself. 

If Howards End imagines connection as difficult but possibleñrequiring courage, compromise, and 
sustained effortñThe Machine Stops shows what happens when connection is surrendered to technological 
mediation. The Machine offers instant, frictionless communication: Vashti can òspeakó to anyone at any 
time, attend lectures across the globe, maintain relationships without physical presence. Yet this ease 
produces profound disconnection. When Kuno pleads to see his mother ònot through the Machineó 
(Forster, 1909/2011, p. 2), he articulates the same longing that drives Howards End, but now as desperate 
resistance rather than achievable ideal. Taken together, the two works crystallize Forster's literary dissent: 
oscillating between despair and fragile hope, estrangement and intimacy, collapse and renewal. 

 
6. Contemporary Relevance 
The contemporary relevance of Forsterõs vision extends this meditation into our own moment. Written 

over a century ago, The Machine Stops reads today with uncanny prescience. Its underground inhabitantsñ
isolated in cells, communicating only through screens, consuming pre-packaged content, and fearing direct 
human contactñcould be describing not a distant future but aspects of our present. The COVID-19 
pandemic made Forsterõs nightmare momentarily literal. Billions of people confined themselves to domestic 
spaces, dependent on digital infrastructure for work, education, and social connection. 

Yet even before 2020, the conditions Forster imagined were emerging. Social media platforms mediate 
nearly all interaction. Algorithmic recommendation systems determine what we read, watch, and believe, 
creating echo chambers as enclosed as Vashtiõs cell. Artificial intelligence automates decisions once requiring 
human judgment. We carry devices that track our location, monitor our health, predict our desires, and 
intermediate our relationships. 

What makes this contemporary parallel particularly troubling is the element of consent. Like Vashti 
dismissing òthe horrible brown earth,ó we trade unmediated experience for curated convenience. We prefer 
the algorithmõs suggestions to our own discovery. We choose the efficiency of delivery over the friction of 
encounter. We celebrate òconnectivityó while experiencing profound isolation. The Machine promised 
comfort, efficiency, and connection; so, do our platforms. The Machine delivered dependence, passivity, 
and alienation; our technologies risk the same. 

Forsterõs value lies not in mere prediction but in diagnosisñnot the technology itself but our willing 
surrender to it, the redefinition of freedom as convenience, the loss of capacity to imagine alternatives. In 
an age of artificial intelligence, ubiquitous surveillance, and platform capitalism, The Machine Stops reminds 
us that the greatest threat is not hostile machines but our own complacency, our acceptance of mediation 
as connection, our failure to maintain unmediated experience as a counterweight to technological 
abstraction. 

 
CONCLUSION 
What emerges from this reading, finally, is a reminder of literatureõs enduring power. The Machine Stops 

demonstrates that fiction is not passive reflection but active intervention: it enacts its role as critique and as 
resistance, giving imaginative form to philosophical dissent long before theory supplied the vocabulary. By 
leaving us with only òscraps of the untainted sky,ó Forster affirms that even fragments matterñthat 
literature can preserve the possibility of freedom when everything else has been foreclosed. In this sense, 
his story remains not only prescient but urgent: a testament that the work of òonly connectingó is as fragile, 
and as necessary, as ever. 
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Through its layered critique of spatial control, epistemological collapse, cultural standardization, and 
technological domination, the text establishes fiction as a site of philosophical inquiry capable of diagnosing 
modernityõs pathologies decades before critical theory would articulate similar concerns. Forsterõs 
pioneering vision of the critical dystopian modeñembedding hope within catastrophe, resistance within 
submissionñdemonstrates literatureõs unique capacity to preserve alternatives even under conditions of 
total system closure.   

The novella thus stands as an enduring testament to fiction's power not merely to reflect reality but to 
interrogate it, to expose the mechanisms of domination that naturalize themselves as progress, and to sustain 
imaginative spaces where alternatives remain thinkable even when they seem impossible. 
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Id, Ego, Superego, Repression, Sublimation and Unconscious: 
Equus As A Portrait of Freudian Psychoanalysis 

Deniz KUTLU* 

 
ABSTRACT 

This paper attempts to analyze Peter Shafferõs play Equus from a psychoanalytic perspective with a focus on the struggle between 
socially sanctioned normality and initial passion. After the psychotherapy sessions between psychiatrist Dr. Martin Dysart and 
teenager Alan Strang, who blinded six horses, the play is turned into a symbolic quest for the cost of ònormalityó paid by 
contemporary civilization. With Alanõs erotic and spiritual fascination with horses, who he perceives as a god called òEquus,ó Shaffer 
depicts how religious confusion, repressed desires, and an abnormal family life can all lead to mental distress. In comparison, the 
Dysart character, as the therapeutic healer, will be examined from a Freudian theory as an individual who struggles with a life of 
repressed desires. Among the reasons for such an approach is the way Shaffer presents Alan as a Dionysian character representing 
passion, while Dysart is represented as embodying Apollonian ideals of reason and control. Rather than giving straightforward 
answers, Shaffer compels the audience to confront uncomfortable questions about conformity, insanity, and the psychological cost 
of allegedly òhealing.ó For this purpose, the definition of madness and normality will be explored according to Freudian theory, 
comparing such dualisms as society and individual. 
 
Keywords: Psychotherapy, madness, passion, Freud, repression, sublimation 
 
 

ķd, Ego, S¿perego, BaskĔlama, Y¿celtme, ve Bili­altĔ: Freudyen 
Psikoanalizin Bir Portresi Olarak Equus 

¥Z 
Bu makale, Peter Shaffer'Ĕn Equus adlĔ oyununu, toplumsal olarak onaylanmĔĹ normallik ile baĹlangĔ­taki tutku arasĔndaki 
m¿cadeleye odaklanarak psikanalitik bir bakĔĹ a­ĔsĔyla analiz etmeyi ama­lamaktadĔr. Psikiyatrist Dr. Martin Dysart ile altĔ atĔ kºr 
eden gen­ Alan Strang arasĔndaki psikoterapi seanslarĔnĔn ardĔndan oyun, ­aĶdaĹ medeniyetin ºdediĶi "normallik" bedelinin sembolik 
bir arayĔĹĔna dºn¿Ĺ¿r. Alan'Ĕn "Equus" adlĔ bir tanrĔ olarak gºrd¿Ķ¿ atlara olan erotik ve ruhsal hayranlĔĶĔyla Shaffer, dini karmaĹanĔn, 
bastĔrĔlmĔĹ arzularĔn ve anormal bir aile hayatĔnĔn zihinsel sĔkĔntĔya nasĔl yol a­abileceĶini tasvir eder. KarĹĔlaĹtĔrma yapmak gerekirse, 
terapºtik ĹifacĔ olarak Dysart karakteri, Freudyen bir teoriyle bastĔrĔlmĔĹ arzularla dolu bir yaĹamla m¿cadele eden bir birey olarak 
incelenecektir. Bºyle bir yaklaĹĔmĔn nedenleri arasĔnda Shaffer'Ĕn Alan'Ĕ tutkuyu temsil eden Dionysos­u bir karakter olarak sunmasĔ, 
Dysart'Ĕ ise Apolloncu akĔl ve kontrol ideallerini temsil eden biri olarak gºstermesi yer alĔr. Shaffer, doĶrudan cevaplar vermek yerine, 
izleyiciyi uyum, delilik ve sºzde "iyileĹmenin" psikolojik maliyeti gibi rahatsĔz edici sorularla y¿zleĹmeye zorluyor. Bu ama­la, delilik 
ve normallik tanĔmlarĔ, toplum ve birey gibi ikilikleri karĹĔlaĹtĔran Freudyen kurama gºre incelenecek. 
 
Anahtar Kelimeler: Psikoterapi, delilik, tutku, Freud, baskĔlama, y¿celtme 
 
 
 
 

INTRODUCTION 
Peter Shaffer's Equus (1973) is one of the remarkable of the 20th-century psychological dramas, one that 

beautifully intertwines elements of the classical tragic play with the sophisticated psychiatric probing of 
modernity. The drama itself gives a centration around an exceptionally disturbing but fascinating event: a 
seventeen-year-old boy, Alan Strang, blinds six horses with a metal spike. An act of violence though 
sensational in its appearance, the act serves as an introduction to a long inquiry into the human mind. By its 
confrontational dialogue, symbolic imagery, and multiply-layered characterization, Equus investigates the 
psychological and emotional conflicts working beneath social normality and self-definition. 

At the center, the essence of the drama is the confrontation between passion and repression. What Alan 
does is not mindless; it involves a complex causal connection to household influence, symbolic religion, sex 
confusion, and inner suffering. His obsession with horses is more than mere love or reverenceñthey are 
godlike objects of a covert, ritualistic cult bordering on his spiritual craving and withheld eroticism. The 
god-like horse "Equus" is an internalized agent of power who simultaneously evokes awe, horror, and lust. 
That is an eternal conflict and it always shares a resonation with core Freudian principles, especially the 
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repression of the id (instinctual drives), ego (reality-based self), and superego (moral conscience).  From this 
point of view, Zohreh Taebi and Mahsa Sadat Razavi expresses that òAlanõs personality crisis is explained 
in terms of lack of ego formation which prevents him from creating a balance between the sense of guilt 
injected by the superego and the pulsing desires of the idó (Taebi & Razavi, 2020, p. 1). 

Equus through a Freudian psychoanalytic theoretical lens is mapping fundamental concepts like the 
unconscious, repression, the Oedipus complex, and libido onto the act of unraveling the psychological 
motivation of its characters. Sigmund Freud's theory provides a critical framework through which to 
examine Alan's inner world and symbolic significance in his actions. Alan's perverse mind is an Oedipal 
textbook exemplar of unresolved tensions, caused by his strongly religious mother, Dora, and his 
emotionally alienated, atheist father, Frank. These conflicting powers not only suppress Alan's natural sexual 
development but also divide his personality so that he externalizes his repressed desires onto a fictional 
deity. To explain the condition, in the work, Eruption of the Submissive: A Study of Neurosis in Peter 
Shafferõs Equus, it is indicated that òAlanõs strong sexual impulse has been sublimated by Equusó (Taebi & 
Razavi, 2020, p. 4). This clearly shows how Alanõs religious obsession with horses masks a deep sexual 
repression. His parentsõ conflicting religious and moral teachings confuse him, contributing to his delusions. 
His mother imparts biblical teachings, while his atheist father represses them. This inconsistency leads Alan 
to deify the horse, merging sexual pleasure with religious ritual. 

Of equal prominence is the intervention of Martin Dysart, the psychiatrist who is responsible for healing 
Alan. As the play progresses, Dysart himself becomes an object of psychoanalytic investigation. His 
soliloquies betray a profound existential discontent and a jealousy of Alan's raw, unfiltered passion. Even as 
he is cast as rational authority figure, Dysart becomes more and more troubled by the possibility that his 
"cure" will rob Alan of the very passion that makes his life worth living. This inverse ironyñin which the 
healer desires the "sick" for their energyñis typical of Freud's remark that repression, as helpful to 
civilization as it is, has an awful personal and spiritual price. 

Through close psychoanalytic examination, this work argues that Equus is more than simply a story 
about madness, but a deep exploration of the condition of humanity, driven by unconscious desires and 
cultural prohibitions. The play re-enacts the perilous tension between instinct and control, belief and 
freedom, sanity and rapture. Through the interpretation of Alan's conduct and Dysart's collapse in the 
language of Freudian thought, the study aims to bring to light the hidden psychological truths written into 
Shaffer's haunting and indelible drama. 

 
1. Freudian Theory: A Frame of Id, Ego, Superego, Repression, Sublimation and The 

Unconscious 
In Sigmund Freud's psychoanalytic theory, id is the most primitive and unconscious aspect of human 

mind. Id is the basic element of personality. It is present since birth, and is controlled entirely by the pleasure 
principle that calls for immediate satisfaction of each desire, need, and craving. So, Freud explains id as: 
òThe id is the dark, inaccessible part of our personality... we call it a chaos, a cauldron full of seething 
excitationsó (Freud, 1923, p. 18). The id does not consider the world outside or the reality, and it does not 
consider moral or ethical consequences of its actions. Its only concern is fulfilling its wants without 
considering anything else. For example, if the id is hungry, it demands food right away; if it desires pleasure 
or comfort, it obtains it without considering the limitations. Second, the id is also completely unconscious 
and not rationalized or regulated by reason and logic. The id is solely instinctual with no perception of space, 
time, or reality. Freud claims the id as where the earliest most ancient urges including sexual needs (libido), 
combat drives, and other lower-level biological necessities are formed. It is a source of instinctual energy, 
and all behavior is conditioned by its satisfaction. From this window, Jean Laplanche & Jean-Baptiste 
Pontalis says that òFreud's concept of the id is a reformulation of the unconscious, emphasizing its 
autonomy and impersonal characteró (Laplanche & Pontalis, 1973, p. 213). 

The superego is the moral aspect of the personality that is established through internalization of societal 
values, parental guidance, cultural norms and environment. Its development gives a start in early childhood 
and it is a guiding force that helps individuals distinguish between right and wrong. Unlike the id, which 
seeks immediate gratification, or the ego, the superego strives for moral perfection. It contains two parts: 
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the conscience and the ego ideal. The superego is highly demanding and keeps people in check and 
restrained and represses one's selfish wishes. While it is essential to the formation of ethical behavior and 
helping the individual adapt to society, too high of a superego will create too much guilt or self-criticism, 
while a low one will create poor moral judgment or irresponsibility. In the light of that, Freud says that 
òCivilized man has exchanged a portion of his possibilities of happiness for a portion of securityó (Freud, 
1930, p. 73). Thus, this is the role of the superego in enforcing social norms. It is always working to restrain 
the id urges and guide the ego in making morally sound choices. 

In Freud's psychoanalytic theory, ego is the rational, conscious element of personality and it develops 
out of the id in a bid to assist an individual come over the necessities of reality. The ego is not a reaction to 
the pleasure principle as the id; rather, it behaves according to the reality principle, such that it strives to 
gratify the needs of the id in practical as well as socially approved ways. The ego is an intermediary between 
the id's instinctual demands, the superego's moral boundaries, and the external world. It comes to 
conclusions using logic, rationality, and problem-solving capacity, typically by delaying gratification or 
seeking alternative solutions in fulfilling needs in a way that will not have ill effects. For this point, Erik 
Erikson has some words to touch: òThe ego is not merely a mediator between the id and the world, but is 
itself a powerful organizer of experienceó (Erikson, 1950, p. 229). The ego takes part in conscious side and 
has a combining role of managing inner conflicts between id and superego and maintaining psychological 
balance. When threatened by anxiety or inner conflict, the ego will employ defense mechanismsñ
repression, denial, sublimation, or projectionñto protect the individual from distressful thoughts or 
feelings. Whereas it typically must contend with the opposing forces of the id and superego, the ego strives 
to achieve order both within the individual and among others. It is then the very center of personality that 
allows an individual to function effectively in the outside world with unconscious desires and moral values 
in check. 

Repression is one of the simplest yet most fundamental defense mechanisms which is described in 
psychoanalytic theory by Freud. It involves a transition from conscious to the unconscious process of 
pushing painful thoughts, memories, wishes, or impulses because they are traumatic, threatening, or socially 
unacceptable to confront directly. As a defense mechanism, Freud tells about reppression: òRepression, we 
have said, proceeds from the ego; it is instigated by the ego, which recognizes the danger that would arise if 
the repressed wish were to become consciousó (Freud, 1920, p. 148). So, repression is employed as a self-
defense by the ego to supply a protection to the individual from psychological discomfort or anxiety, 
especially when the urges are from the id and contrary to the moral standards of the superego. For example, 
traumatic events, forbidden desires, or unresolved struggles may be repressed and fixed in the unconscious, 
from where they continue to influence behavior, feelings, and thought though without necessarily the 
individual's conscious knowledge. Although repression will spare the individual from instant emotional 
distress, it is never an enduring solution; repressed material can resurface in masked forms, such as dreams, 
speech errors (Freudian slips), anxiety symptoms, or as neurotic actions. For this path, Karen Horney shares 
his words: òRepression of hostility does not do away with it; it merely drives it into the unconsciousó 
(Horney, 1937, p. 74). From here, it is easy to understand that Horney maintains the importance of 
repression as a factor in neurosis and unconscious conflict. In addition, Freud believed that uncovering and 
bringing repressed content into consciousness through psychoanalysis was the ticket to curing and personal 
development. But repression is a double-edged swordñit shields the mind against debilitating stress but 
also prevents individuals from understanding themselves or resolving unconscious emotional issues. 

Sublimation is, with the words of Lacan, òSublimation raises the object to the dignity of the Thingó 
(Lacan, 1992, p. 112). It is the mechanism through which unacceptable or socially unapproved impulses, 
often aggressive or sexual in nature, are diverted, at an unconscious level, into productive, socially approved, 
or creative endeavors. Freudõs daughter, Anna Freud describes sublimation like this òSublimation differs 
from other mechanisms in that it achieves a higher cultural and social value through the transformation of 
instinctual energyó (A. Freud, 1936, p. 51). Instead of indicating directly on these raw, instinctual sensations, 
the individual translates them into productive, socially adaptive, beneficial or creative actions, and this is 
contribution to society or personal development. For instance, an individual who has aggressive tendencies 
can sublimate such energy into competitive sports, and one who has powerful sexual desires may channel 
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that intensity into creativity, writing, or mental endeavors. Sublimation offers the ego a middle ground 
between the instinctual needs of the id and the superego's ethical restrictions without producing inner 
conflict or guilt. As opposed to repression, which hides the desire, or displacement, which channels it into 
a less threatening object, sublimation channels the desire into a higher, more culturally valued one. Freud 
considered sublimation to be absolutely essential to civilization and cultural advancement, holding that 
much of human greatest work in art, science, and literature had arisen from sublimated desires. As a defense, 
sublimation not only keeps the psyche in balance but also helps an individual find purpose and meaning by 
transforming potentially destructive force into positive, life-enhancing behavior. 

The unconscious is an early concept which is elaborated by Freud to describe the repressed portion of 
the human mind inaccessible to conscious recognition. The unconscious encapsulates ideas, memories, 
desires, and feelings that are too painful, socially unbefitting, traumatic or anxiety-provoking to be 
consciously realized, Freud claimed. These thought contents are typically repressed and excluded from 
awareness but continue to guide behavior, feeling, and choice in important respects. The unconscious is the 
origin of a number of instinctual drives, especially those of aggression and sex, that are typically in conflict 
with the moral precepts of the superego and with the demands of reality managed by the ego. Even though 
individuals do not know what is in their unconscious, Freud believed that it reveals itself through dreams, 
slips (Freudian), jokes, symptoms, and neurotic behaviors. In that, The Language of Psycho-Analysis (1973) 
gives that òThe unconscious is not a secondary system but a dynamic force underlying all psychic lifeó 
(Laplanche & Pontalis, 1973, p. 452). So, psychoanalysis tries to bring such unconscious material to the 
awareness of individuals so that they can overcome repressed conflicts and unresolved problems. Also, 
Freud did not view the unconscious as an inactive storage place, but as an active and dynamic one that 
dictates much of what human thought and behavior is, even though people may believe they are exercising 
free will or rational will. 

 
2. Unmasking The Psyche: A Freudian Eye of Passion and Conflict in Peter Shafferõs Equus 
Peter Shaffer's Equus is a compelling analysis of psychological depth, identity, and conflict. Under 

speculation of Freudian psychoanalysis, the play offers rich ground for analysis of the human psyche. Terms 
such as id, ego, superego, repression, sublimation, and unconscious illuminate the drives and conflicts of 
the novel's two protagonists: Alan Strang, a troubled boy who commits an act of awful violence, and Martin 
Dysart, the psychiatrist who tries to determine why Alan committed this act. Using these psychoanalytic 
terms, Equus reveals the powerful, typically unconscious forces underlying human behavior and thought. 

 
2.1. The Id: Instinctual Desires and Taboo Desires 
Freud's id is the instinctual, unconscious part of the mind that functions towards immediate satisfaction 

of desires. The id directs Alan Strang, and in its most extreme manifestation, it is in the object of his single-
minded, almost religious interest in horses. They are the targets of his repressed emotional and sexual 
desires. Alan's building of the god-like character "Equus" is symbolic of his id, with raw passion, power, 
and freedom. He says, "Equus, I worship you. Show me your power" (Shaffer, 1973, p. 62). For this, Kolin 
P.C. says in his Peter Shaffer: Theatre and drama: òAlanõs obsession with horsesñespecially his eroticized 
worship of Equusñrepresents the unmediated force of the Freudian id, a fusion of libidinal and aggressive 
impulses that defy social constraint.óñ (Kolin, 1987, p. 142). So, it is understood that Alanõs utopia for 
Equus is marking the emotional and physical intensity of his unconscious lust. His ritualistic behavior of 
Equus is a mixing of sexual arousal and religious fervor that suggests the dominance of primitive urges 
unchecked by rational or moral restraint. The id compels Alan to act on these urges without consideration 
of the consequences, which result in blinding the horses when his feelings of guilt and fear overwhelm him. 
To make an inference, òThe Equus figure is a projection of Alanõs deepest instinctual drives. It is primal, 
pre-verbal, and erotic everything the id stands for in Freudian terms.ó (Roudan®, 1983, p. 88). 

 
2.2. The Ego: Alan's Struggling Mediator 
The ego serves as the rational part of the psyche that negotiates between the unrealistic demands of the 

id and the moral rules of the superego. In Alan's case, the ego struggles to maintain balance between inherent 
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quests and religional principles of his parents. Also, this is confirmed in The Bedford introduction to Drama 
as: òAlanõs ego is fragile and overwhelmed by the conflict between his id-driven desires and the moralistic 
constraints imposed by his parents. His breakdown reflects an ego unable to balance the demands of psychic 
realityó (Jacobus, 1990, p. 119). That is why, he constructs a personal religion centered around Equus to 
give structure and meaning to his feelings, effectively trying to rationalize and control his desires. However, 
this ego defense proves fragile. His internal world is so overwhelmed by the power of the id and the 
judgment of the superego that the ego cannot sustain a coherent reality. Similarly, òDysart, as the therapist, 
plays the role of the rational ego in the play seeking to impose order and understanding on Alanõs psychic 
chaos, but at great emotional costó (Lafayette, 2005, p. 203), Lafayette says. Well, Martin Dysart represents 
an ego under strain. He appears rational and composed, yet his monologues reveal deep dissatisfaction and 
envy of Alan's passionate, albeit destructive life. Dysart confesses, òThat boy has known a passion more 
ferocious than I have felt in any second of my lifeó (Shaffer, 1973, p. 73). This shows the tension between 
his rational duties and emotional yearnings. 

 
2.3. The Superego: Moral Guilt and Religious Influence of Alan 
The superego is an embodiment of the internalized societal and parental values that reign our sense of 

right and wrong. òAlanõs internalized superego constructed from his fatherõs anti-religional values and his 
motherõs religious fervorñmanifests in unbearable guilt over his sexual feelings, which he externalizes onto 
the punishing gaze of Equusó (Bigsby, 1985, p. 214). So, Alan's superego is formulated by a conflicting 
combination of influencesñhis father's strict atheism and his mother's devout Christianity. This duality 
creates confusion and guilt within Alan, particularly concerning sexuality. The moral teachings of his mother 
instill a deep sense of shame around sexual desire, which conflicts with the natural impulses of the id. Alan 
is told by his mother that òGod sees everythingó (Shaffer, 1973, p. 36), a warning that later merges with his 
fear of Equus, whose gaze becomes unbearable. The result is a harsh, punitive superego that condemns his 
thoughts and feelings. This moral pressure plays a key role in Alan's psychological crisis, ultimately driving 
him to punish himself and the horses he both adores and desires. Dysart, too, experiences the weight of the 
superego through his professional duties and societal expectations. His sense of guilt and inadequacyñhis 
feeling that he is stripping away his patients' passion in favor of normalcyñhighlights the superegoõs silent 
control over his actions. 

 
2.4. Repression: The Battle Smothered Deep 
Repression is one of the themes that keep appearing in Equus. It is one act of pushing unacceptable 

desires or memories into unconsciousness. Alan represses his sexual desire and inner struggle because they 
are too strong and taboo in the environment around him when growing up. They do not leave; they erupt 
in grossed-out and symbolized representations, like his nightly ritual activity involving Equus and ultimately 
the harsh act of blinding horses. Dysart notices this and holds, "The extremity is the point! " (Shaffer, 1973, 
p. 76), the observation that Alan's behaviors are an outright manifestation of denied and unmanages psychic 
torment. This behavior can be interpreted as an unconscious attempt to destroy the object of his passion 
and the consequent guilt. Taylor explains this situation as: òAlanõs pathology can be understood as the result 
of repressed sexual desire displaced onto a religious symbolñEquus. The play dramatizes Freudõs theory 
that repressed libidinal energy returns in distorted, symptomatic formó (Taylor, 1982, p. 71). Similarly, 
Dysart suppresses his own unhappiness with life and his craving for passion and liberty. These sentiments 
are covered up by professional duties, but they surface in dreams and thoughts, showing the extent to which 
repression dominates his life as well. 

 
2.5. Sublimation: Redirecting Instincts 
Unlike repression, sublimation involves redirecting instinctual drives into socially acceptable or even 

productive activities. In Alan's case, sublimation largely fails. He lacks the tools and support to channel his 
desires into constructive outlets. Instead of sublimating his urges, he internalizes them until they explode in 
violence. The play portrays this as a tragic consequence of a society that does not allow space for honest 
expression of passion and difference. On the other hand, Dysartõs entire profession could be seen as an act 



IX. Uluslararasē Batē K¿lt¿r¿ ve Edebiyatlarē Araĸtērmalarē Sempozyumu- Bildiri Tam Metin Kitabē  

9th International Western Cultural and Literary Studies Symposium- Full Text Book of Proceedings 
 
 

Deniz KUTLU 

 
 

99 

 

of sublimation. He devotes himself to psychiatry, helping others resolve their inner conflicts, possibly as a 
way of coping with his own. However, the cracks in this defense become clear as he questions the value and 
ethics of his work, exposing the limits of sublimation in his own life. He questions, òCan you think of 
anything worse one can do to anybody than take away their worship?ó (Shaffer, 1973, p. 90) by indicating 
his deep unease about suppressing genuine passion, even for therapeutic reasons. As òDysartõs dilemma 
illustrates the psychoanalytic tension between sublimation and normalization. Alanõs violence may be 
unacceptable, but it is infused with passion that civilization seeks to tameó (Diamond, 1990, p. 63). 

 
2.6. The Unconscious: A Hidden Power 
The unconscious plays a dominant role in the behavior and development of both Alan and Dysart. For 

Alan, the unconscious is filled with unresolved conflicts, desires, fears, and symbolic meanings that erupt in 
dramatic and often disturbing ways. His elaborate myth of Equus, his guilt, and his violent actions all stem 
from unconscious material that he cannot process consciously. The play itself is structured like a 
psychoanalytic session, gradually peeling back the layers of Alanõs mind to reveal what lies beneath. For 
Dysart, the unconscious reveals itself through dreams and internal monologues. His dream of ritual sacrifice, 
where he performs acts he does not understand but is compelled to carry out, reflects his deep-seated unease 
and internal division. These dreams are not random but are expressions of his unconscious desires and 
fearsñparticularly his envy of Alanõs passion and his own emotional emptiness. Dysart remarks, òI sit 
looking at pages of centaurs, and I wonder... what use is passion that only flares up now and then?ó (Shaffer, 
1973, p. 78), reflecting how the unconscious subtly shapes even his introspective thoughts. 

 
CONCLUSION 
Ultimately, Peter Shaffer's play Equus is a complex examination of human psyche dualities in Freudian 

psychoanalysis. The interplay of the id, ego, and superego between characters Alan Strang and Martin Dysart 
instructs us on the intricate dynamics of desire, repression, and the construction of identity. Alan's violent 
blinding of the horses is more than an expression of madness but also a symptom of his unresolved conflicts 
and the crushing burden of his conflicting parental influences. His idolization of Equus symbolizes the 
struggle between his primal instincts and the moral restraint imposed by his upbringing, demonstrating the 
ruinous effects of repression. 

Dysart, on the other hand, is the opposite of Alan, and he embodies the conflict between passion and 
reason. His own crisis of being and envy of Alan's passion expose the cost of conformity in society and 
suppressing primal instincts. Through Dysart's mind, the play poses an ethical question of "curing" 
individuals by conforming them into a state of normalcy, suggesting that it does so at the cost of denying 
the world its very own resources making life worth living. 

Last but not least, Equus theatrically performs Freudian struggle between civilization and instinct, 
delineating the ways in which the unconscious mind shapes human behavior and thought. The play is a stark 
reminder of the precarious balance between passion and repression, forcing audiences to observe the 
repressed corners of their own minds. Through the depths of Dysart's and Alan's struggles, Shaffer invites 
us to ponder the nature of desire, how society influences us, and the deep-seated intricacies of human nature. 
In doing so, Equus is a time-less exploration of human nature that uncovers the destructive and redemptive 
power of the unconscious mind. 
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Concevoir Une Fiction Polyphonique:  
La Structure Du Passage De Milan De Michel Butor 

Duran ķ¢EL* 

 
R£SUM£ 

Passage de Milan, publi® en 1956 demeure un ouvrage repr®sentatif de lõ®cole litt®raire dite Nouveau roman. Cõest aussi le premier roman 
de Michel Butor qui, comme ses contemporains, les repr®sentants du mouvement, sõincline davantage sur lõaspect de la forme du 
r®cit ; une pr®f®rence qui devance lõhistoire racont®e. Au lieu de sõint®resser ¨ une histoire refl®tant une image de la vie sociale qui ð 
comme  il en est question dans les romans balzaciens ð est ®troitement li®e ¨ un dernier message intime de lõïuvre, on se concentre 
plut¹t ¨ la mani¯re de raconter lõhistoire qui semble °tre plus suggestif et significatif ; dõo½ une nouvelle repr®sentation du r®alisme. 
Le r®alisme est d®sormais jug® comme un r®alisme li® ¨ la perception, ¨ lõangle de vue ou ¨ la relativit®. Jean Ricardou reformule 
cette nouvelle tendance romanesque comme ç lõaventure du r®cit et non le r®cit de lõaventureè qui devient lõun des slogans du Nouveau 
Roman. Dans notre ®tude, nous parlons de la structure de Passage de Milan qui peut °tre lu ¨ premier abord comme un roman r®aliste 
¨ travers les descriptions minutieuses et objectives mais dans lequel on pourrait exp®rimenter aussi une lecture d®routante, difficile 
¨ acc®der au(x) sens profond(s) pour ses diff®rents proc®d®s narratifs comme les discours donn®s en fragments, par insertion ou 
par superposition de textes. Nous adopterons une critique bas®e sur lõesth®tique de la r®ception et nous chercherons ¨ exposer la 
conception romanesque de Michel Butor notamment par ses propres t®moignages sur le genre. 
 
Mots-cl®s: Nouveau roman, Passage de Milan, Michel Butor, fictions, r®alisme plurielle.   
 

 

¢ok Sesli Bir Kurgu Tasarlamak:  
Michel Butorõun Passage de Milan RomanĔnĔn YapĔsĔ 

¥Z 
1956 yĔlĔnda yayĔmlanan Passage de Milan romanĔ, òYeni Romanó adĔyla bilinen edebiyat hareketini temsil eden yapĔtlarĔndandĔr. Michel 
Butorõun da ilk romanĔdĔr. Yeni Roman hareketinin temsilcisi diĶer yazarlar gibi, Butor anlatĔnĔn bi­imiyle daha ­ok ilgilidir; anlatĔlan 
Ĺeyleri ikinci plana iten bir tercihtir bu. Balzac romanlarĔndaki gibi toplumsal hayattan kesitler sunan ve sonunda ahlaki ya da felsefi 
bir mesajĔ olan bir hik©yenin sunumundan ­ok, daha anlamlĔ ve ­aĶrĔĹtĔrĔcĔ olduĶu d¿Ĺ¿n¿len hik©yenin anlatĔm bi­imleri ¿zerinde 
durulmuĹtur. Romandaki ger­ekliĶin yeni bir temsili olarak deĶerlendirebileceĶimiz bu anlayĔĹa gºre ger­eklik olgusu algĔ, bakĔĹ a­ĔsĔ 
ve gºrecelilik ile a­ĔklanmaktadĔr. Roman t¿r¿ne bu yeni yaklaĹĔmĔ Jean Ricardouõnun, òYeni RomanóĔn da sloganĔ haline gelmiĹ 
betimiyle verecek olursak: òroman artĔk maceranĔn anlatĔsĔ deĶil, anlatĔnĔn macerasĔdĔr.ó ¢alĔĹmamĔzda, Passage de Milan romanĔnĔn 
yapĔsĔnĔ ele alĔyoruz. Roman, ilk aĹamada, yazarĔn titizlikle ve nesnel olarak yaptĔĶĔ betimlerle ger­ek­i bir roman gibi okunabilir. 
Bununla birlikte okuma ilerledik­e, romanĔn anlatĔm bi­imindeki deĶiĹiklikler, par­asal metinlerin varlĔĶĔ ya da ¿st¿ste gelen 
anlatĔmlar, metni karmaĹĔk ve anlaĹĔlmasĔ giderek zorlaĹan bir yapĔya dºn¿Ĺt¿rebilmektedir. YapĔtla ilgili eleĹtirel yaklaĹĔmĔmĔz 
alĔmlama estetiĶi doĶrultusunda ve Michel Butorõun roman anlayĔĹĔnĔ aktardĔĶĔ kendi sºylemlemlerinden oluĹmaktadĔr.     
 
Anahtar Sºzc¿kler: Yeni Roman, Passage de Milan, Michel Butor, kurgular, ­oĶul ger­eklik. 

 
 
 
 

INTRODUCTION 
Comme il nous est ®vident, un texte litt®raire (conte, nouvelle, l®gende, mythe ou roman) destin® ¨ 

raconter une aventure/une histoire v®cue o½ projet®e est accept® g®n®ralement comme une fiction. En tant 
que produit de lõimagination, la fiction qui para´t synonyme de faux, dõirr®el ou ¨ la rigueur de mensonge a 
cependant son point de d®part dans la r®alit® de la vie de tous les jours. La fiction se montre donc comme 
un ®l®ment repr®sentatif ou une image de la r®alit®: une r®alit® invent®e, suppos®e, manipul®e, exag®r®e, 
fauss®e, mensong¯res, etc. 

Le roman qui, parmi les autres genres litt®raires, est devenu genre majeur pr®cis®ment avec le 
romantisme, au 19e si¯cle, ®tait consid®r® m®taphoriquement comme le miroir de la soci®t®. Et ¨ cette 
®poque-l¨, les romanciers se bornaient surtout ¨ d®crire la r®alit® du monde physique et moral ainsi que celle 
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des personnages telle quõelle se manifestait ; en dõautres termes, on ®tait ¨ la mani¯re du style de Balzac pour 
une histoire objective, conforme au r®alisme de lõ®poque qui ®tait compris par tous comme univoque. Au 
20e si¯cle, avec le d®veloppement de nouveaux r®gimes politiques, la progression technologique et la 
transformation des soci®t®s, le r®alisme est devenu une notion de plus en plus ambigu± voire conflictuelle 
et en cons®quence lõapproche ¨ la litt®rature (comme il en est question pour dõautres disciplines et arts) sõest 
affirm®e en grande partie m®fiante. D®sormais, la r®alit® du jour nõ®tait plus valable, cr®dible et rassurante 
car la pr®sence n®fastes, affreuses des deux guerres mondiales qui avaient abolies toutes les valeurs et 
jugements que disposait lõhumanit® jusquõalors avait totalement chang® le regard aux notions et ¨ la r®alit®. 
Et justement, cõest dans ce contexte quõil faudrait ®tudier lõapparition des mouvements litt®raires au 20e 
si¯cle. On voit le changement progressif des genres romanesques d¯s le d®but du si¯cle (avec Apollinaire 
dans la po®sie, avec les Calligrammes, Proust dans le roman, Giraudoux dans lõart dramatique) : le Surr®alisme 
qui dure jusquõaux ann®es 60 reste le seul mouvement dominant du si¯cle des guerres. Dõautre part, on a 
lõExistentialisme de Sartre qui influe sur les genres litt®raires dont le Nouveau Roman aussi sõest assez aliment® 
notamment ¨ travers lõaspect de la perception de la r®alit®.  

Alors, avec le Nouveau Roman (une ®cole litt®raire apparue aux ann®es 50 dont les pionniers sont Nathalie 
Sarraute, Alain Robbe-Grillet, Jean Ricardou et Michel Butor) quõest-ce qui a chang® ? Bien entendu, le 
roman nõest pas devenu plus "original" ; lõappellation Nouveau  peut d®router notre approche au roman. En 
fait, ­a signifie plut¹t une opposition au roman traditionnel, biographique, r®aliste de lõ®poque pr®c®dente. 
Car les Nouveau romanciers ne sont plus ¨ la recherche de raconter une histoire dõun h®ros ou des personnages 
dõune certaine ®poque, dõun certain lieu o½ sõimpose g®n®ralement un probl¯me qui reste finalement ¨ °tre 
r®solu ; ce qui ®tait valable donc au temps des classiques. Les nouveaux romanciers sõattachent dõavantage ¨ 
chercher les structures alternatives dõune histoire quelconque; et ce nõest plus le sujet ou le contenu qui est 
de premi¯re importance, mais cõest la forme, les diff®rentes mani¯res de mettre en marche une histoire. 
Pourquoi cette tendance, parce que comme nous avons mentionn® tout haut, la r®alit® nõest plus celle quõon 
assume concr¯tement avec nos sens mais cõest plut¹t celle quõon per­oit ; celle qui change de pesanteur et 
valeur dõapr¯s nos approches, nos id®ologies, nos instincts, nos croyances ; dõo½ la relativit® du r®alisme. 
Cõest dans ce contexte quõon aurait int®r°t ¨ lire les romans de Michel Butor : lire dõune part comme un 
roman r®aliste ¨ travers les descriptions minutieuses et objectives mais dans lequel on pourrait exp®rimenter 
aussi une lecture d®routante, difficile ¨ acc®der au(x) sens profond(s) pour ses diff®rents proc®d®s narratifs 
comme les discours donn®s en fragments, par insertion ou par superposition de texte. 
 

1. Conception du temps et de lõespace dõun immeuble parisien1   
Avant de passer ¨ nos observations sur la structure de lõouvrage de Michel Butor (1926-2016) Passage de 

Milan (1954), on pourrait dõembl®e dire que Butor comme ses contemporains a toujours cherch® par 
diff®rentes mani¯res ¨ peindre le r®el dans son aspect global. Donc, les ïuvres quõil nõa cess® de produire 
semblent °tre comme les composantes de lõimage du r®el. Dans un entretien avec Michel Sicard, lõauteur 
fran­ais prononce ces mots çJõai le sentiment dõavoir fait toujours la m°me chose, de toutes sortes de fa­ons 
diff®rentes : cõest une esp¯ce de substance, tout ce que jõai ®crit. Je suis toujours en train dõ®crire la m°me 
ïuvre. ¢a nõest pas que jõ®crive plusieurs fois la m°me chose, mais tout ce que je fais, cõest comme les 
chapitres dõun grand ensemble ð un peu comme Balzac.è2 Michel Butor consid®rait chaque livre ®dit® 
comme un th®or¯me dont la r®ponse se trouvait dans la suite de ses publications, ainsi tour ¨ tour sõalignait 
successivement th®or¯me et r®ponse, ce qui change ®tait le genre de lõ®crit. Et pour lõauteur lõessentiel ®tait 
çles probl¯mes techniques de repr®sentation : comment raconter quelque chose? Quõest-ce que la r®alit®?è3 
Pour Michel Butor, le roman est le laboratoire du r®cit et le romancier est celui qui cherche ¨ forcer le r®el ¨ se 
r®v®ler. Les romans de Butor ont une double fonction: Relier les probl¯mes formels aux significations; 

 
1 Lors de la r®daction de ce travail sur Passage de Milan, nous nous sommes r®f®r®s dans plusieurs cas ¨ notre th¯se de doctorat 
intitul®: ķ¢EL, Duran. Images et fonctions de la ville dans lõïuvre de Michel Butor (2005). 
2 Magazine litt®raire, mars 1976 no:110. 
3 ķbid. 
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r®aliser lõalliance de la po®sie et du roman (tel Proust: ¨ travers des structures comparables ¨ celle 
g®om®triques ou musicales). Dans un autre entretien Butor souligne ç Toute mon ïuvre est repr®sentation 
[é] Elle est toute enti¯re aussi intervention. è4 Ce qui veut dire quõil ne se contente pas dõune description 
objective de la r®alit® comme le faisait par exemple Alain Robbe-Grillet. Dans ses ïuvres romanesques 
surtout (Passage de Milan, 1954 ; lõEmploi du temps, 1956 ; la Modification, 1957 ; Degr®s, 1960.) il est curieux de 
voir que lõauteur fran­ais a structur® sa fiction sur deux plans : le temps et lõespace. Dans Passage de Milan, 
nous sommes dans un espace bien d®limit® : un immeuble parisien de sept ®tages qui est, r®p®tons les mots 
dõAlb®r¯s (1964:12), "un ®chantillon de la vie sociale".  

Passage de Milan, est compos® de douze chapitres. Lõaction se d®roule de sept heures du soir jusquõ¨ sept 
heures du matin; chaque chapitre correspond ¨ une heure. Le sujet du r®cit comprend une histoire assez 
simple; les habitants rentrent chez eux, cõest le soir, et certains sont invit®s ¨ lõanniversaire dõune jeune fille 
appel®e Ang¯le Vertigues qui f°te ses vingt ans et qui serait retrouv®e morte pendant la nuit. Et cõest le 
lendemain quõon apprendrait cette triste nouvelle. Le lecteur est tent® de chercher les indices de cet 
®v®nement inattendu; est-ce un accident ou un meurtre? Cependant ce probl¯me nõest pas lõ®l®ment 
perturbateur tel quõil ®tait dans la tradition du roman classique plut¹t un ®l®ment qui manifeste son choc 
premier mais qui nõoriente pas directement la suite du r®cit.  A part le paysage de la ville de Paris, au d®but 
du livre donn® par lõoptique dõun personnage du roman (lõabb® Ralon) qui se penche par la fen°tre, lõhistoire 
se borne ¨ un immeuble de sept ®tages qui repr®sente en "miniature" tout le rythme de la m®tropole. 

 
Les maisons basses, sans ®tages, en longues tra´n®es horizontales, avec des toits de bois ou de zinc en diverses pentes, 
et les blocs qui jaillissent en pyramides et en terrasses, ®talant sur le ciel leurs balcons de fer tordu, et leurs flaques de 
verre o½ se perdaient les derni¯res traces du soleil, se mirent ¨ sõallumer irr®guli¯rement, et dans lõenfilade de la rue 
toute teinte encore dõorient vieilli, on entendit les quatre fers dõun cheval qui tr®buchait (1954: 8). 

 
Toutefois, ce rythme int®rioris® est d®j¨ charg® de plusieurs ®nigmes ¨ d®chiffrer de la part du lecteur. 

Lõespace et le temps du r®cit ainsi limit®s; il est question dõun agencement dõhistoires en fragment, dõune 
mani¯re discontinue ou, selon le cas, enchev°tr®e. Ce proc®d® narratif est, pour Butor, une n®cessit® pour 
mieux relater les points de vue de la r®alit® urbaine qui est dans sa totalit® tr¯s complexe et souvent floue. 
Les habitants de cet immeuble sont tous conditionn®s par le temps et par lõespace de ce lieu clos 
int®rieurement en mouvement pour ®voquer des existences entass®es les unes sur les autres: çGr®sillement 
m®tallique. Ainsi perp®tuellement ce soir dans les cuisines superpos®es sonnent les timbres, et leurs notes se suivent comme sõils 
faisaient partie dõun m°me instrument, mais nul de la maison ne peut entendre lõair dans son entierè (Butor 1954: 87). Cõest 
par ce ògr®sillement m®talliqueó que lõon comprend quõil y a quelquõun dans lõimmeuble. Michel Butor, ¨ la 
mani¯re de Balzac, d®crit minutieusement lõespace physique pour mieux sugg®rer lõ®tat des habitants: 

 
Les chambres du sixi¯me sont desservies par un long couloir ¨ deux coudes, ®clair® de jour par trois trous carr®s qui 
traversent lõ®paisseur du toit au milieu de chaque tron­on, de telle sorte que quõaux coins lõobscurit® est quasi totale, 
m°me ¨ midi, et, de nuit, par trois faibles lampes, fix®es au plafond ¨ c¹t® des trois orifices, et reli®es ¨ la minuterie 
mineure de lõimmeuble - domestiques -, pour laquelle on a pens® quõun seul interrupteur au sixi¯me serait suffisant, 
sur le palier, ce qui oblige le plus souvent les habitants des chambres ¨ se passer du secours de leurs yeux jusquõaux 
marches (Butor 1954: 15). 

 

La composition dirait-on musicale par lõagencement de faits ext®rieurs-int®rieurs-ext®rieurs nous attire 
lõattention. Parmi les indications de temps dues ̈  diverses ®tapes de lõhistoire il y a soit òle clocher des sïursó 
et ç le passage du m®tro è : "Le m®tro passant sous la rue fait trembler le verre ¨ dent sur la tablette"(Butor 
1954: 13) qui d®signent des transitions spatiales. Dans son ensemble, Passage de Milan expose une abstraction 
du temps et de lõespace ¨ travers la pr®sence de lõimmeuble, m®taphore de la m®tropole, conservant son 
image dynamique par le grouillement et les actions st®r®otyp®es de ses personnages. Et comme le souligne 
Alb®r¯s, Michel Butor se diff¯re du style balzacien car  

 
4 Andr® Helbo, 1975:11. 
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Plus que de òpeindreó un certain massif du r®el (un immeuble), il sõagit surtout pour lui dõ®tudier une certaine fa­on de 
d®voiler la r®alit®. Il cherche des angles de vue, des proc®d®s, des m®thodes, et, plus quõ¨ la r®alit® quõil d®crit, il sõint®resse 
¨ une certaine mani¯re de la pr®senter: les proc®d®s du roman le passionnent plus que le roman lui-m°meè (1964 : 14-
15). 
 

Que ­a soit une r®alit® mat®rielle ou non, lõapproche de Butor opte pour une description qui ne sõaffiche 
pas tout de suite dans son ensemble mais qui est toutefois ®vocatrice, li®e ¨ dõautres formes de 
repr®sentation. Les objets ne sont pas ind®pendants des humains et vice versa ; ils forment une existence 
li®e r®ciproquement dans un espace distinct.  

 
2. Disposition des personnages et des objets  
D¯s les premi¯res pages de Passage de Milan, le narrateur engendre chez tout lecteur le sentiment dõun 

certain malaise qui va de plus en plus dominer le b©timent. Le narrateur nous d®crit lõatmosph¯re de 
lõext®rieur avant de passer ¨ lõimmeuble par le grouillement des òindividus, chacun avec sa d®marche 
particuli¯re, ses accessoires, ses rites, ses dates, mais sans noms, sans voix, sauf quelques bribes de rires, 
°tres de passageéó (1954: 8) Lõanonymat urbain pr®sent d®j¨ par cette description fait ressentir ®galement 
ce malaise qui gagne de lõampleur vers la fin du roman. Le passage dõun oiseau au d®but du livre  - il sõagit 
dõun milan ð figure comme lõ®l®ment d®clencheur du r®cit. 

Les chapitres du roman sont li®s tant par la description physique de lõimmeuble, tant par lõambiance ¨ 
lõint®rieur de lõimmeuble et aussi par les attitudes des personnages qui pr®disent les myst¯res ¨ venir : "Au 
fur et ¨ mesure que la nuit sõaccentue, les murs ext®rieurs sõ®paississent."(Butor 1954 :47) ; "Au quatri¯me 
palier, la musique suinte de la porte." ; "Au fur et ¨ mesure que la nuit se continue les cloisons deviennent 
de plus en plus poreuses aux sons qui circulent..."(Butor 1954 :118) 

Au premier ®tage, habitent les abb®s Ralon (Jean et Alexis qui vivent avec leur m¯re Virginie Ralon). La 
description continue avec un mot imp®ratif: "Montons" ; comme si le narrateur dispose dõune cam®ra en 
main et sõintroduit avec habilit® de bas en haut ou de haut en bas, ¨ ces logis; ­a fait penser aussi ¨ un 
narrateur-fant¹me susceptible de passer entre les murs. Et l¨ encore, on ne serait °tre s¾r que cet imp®ratif 
est prononc® par le narrateur ou par un habitant quelconque de lõimmeuble. Selon Spitzer (1970: 520) òcette 
technique est plut¹t d®su¯te puisquõelle se repose sur la fiction de lõomniscience de lõauteur qui lui permet 
de p®n®trer dans les pens®es les plus secr¯tes de ses personnages." On comprend plus tard que ce 
personnage est un certain Phillipe: "Philippe se d®gage des porti¯res, laisse descendre la cabine..." Deux 
autres aspects de cette technique: dõabord, cõest la concision des paroles des habitants, comme si cõ®taient 
des r®pliques de th®©tre:  

 
 ç Servez-vous è, lui dit madame. 
ç je vous en prie è, r®pond-il. 
Elle sõex®cute. 
Trois verres (Butor 1954: 81). 
 

Ensuite, il y a aussi le manque des pronoms qui r®v¯le, dirait-on, une description cin®matographique; un 
exemple. "Il lõembrasse sur le front, se retourne, sõ®loigne, h®site, ouvre la porte de la salle ¨ manger."(Butor 
1954: 159). Parfois, cette forme elliptique se trouve en t°te de chaque paragraphe : "Continue ¨ gauche (il 
sõagit de Henri Deletang) [...] Explore [...] Remonte [...]"(Butor 1954: 212-213)  

Le r®cit passera par moment ainsi tant¹t en forme de dialogue qui sera coup® par des faits brusques 
comme "Sonnerie", " lõascenseur passe", "on frappe", "la porte sõouvre",  "deux serrures qui claquent", 
" bruit de Maracas", "Tango", "arr°t automatique", "gong" etc. (qui foisonne comme des instruments 
musicaux), ou coup® encore par lõintervention du narrateur "Quõest-ce quõil lui prend de parler comme 
­a?"(Butor 1954: 81) 
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Dõautre part, d¯s quõun objet est d®crit, on ®tablit des correspondances avec lõespace v®cu, avec aussi 
lõespace projet®, la description est toujours conforme ¨ la perception et aux intentions que lõon a dõun tel ou tel 
objet. Passage de Milan est un roman de la circulation des objets, les habitants aussi, r®ifi®s, sont engag®s dans 
ce r®seau mat®riel. Comme Balzac, Michel Butor r®serve une grande place ¨ la description de lõespace et des 
objets du fait que òd®crire des meubles, des objets, cõest une fa­on de d®crire des personnages [...] Les objets 
sont bien plus li®s ¨ notre existence que nous lõadmettons commun®mentó. (Butor 1964: 54). Dans Passage 
de Milan, chez les Mogne par exemple, toute relation interindividuelle d®pend de la disposition des objets: 
òFr®d®ric Mogne sõest assis au salon pr¯s de la petite table o½ son fils F®lix a coutume de faire ses devoirs. 
Il est l¨.ó (1954: 15-16) Les individus vivent dans lõombre des objets: òLes angles de la table envahissent 
lõespace ¨ tel point quõon a presque toujours peine ¨ voir le visage entier dõun de ses interlocuteursó (1954: 
48); et, chacun est pris dans le m®canisme des rites: òUne vieille main passe un citron, une autre lõaccepte; 
on dirait quõelles sont ¨ la m°me personne.ó (1954: 23) Les °tres se m°lent au d®cor artificiel de lõimmeuble, 
cõest par lõobjet quõils comprennent leurs existences comme cõest le cas pour G®rard qui òse regarde dans la 
grande glace qui couvre lõint®rieur dõun des vantaux de lõarmoire ¨ linge, se voit guind®, cherche une 
contenance.ó(1954:38)  

Les objets m°mes d®crits dans leur ®tat isol® nõ®voquent point un univers d®pourvu dõhumains; les objets 
sont lõattribut des individus qui se sentent dans lõisolation:  

 
De loin en loin on reconna´t un meuble; et, dispos®s en couronne tout autour de la pi¯ce, les cendriers remplis de m®gots 
blancs et jaunes, avec des p®tales de rouge ¨ l¯vres. Cette odeur qui glisse sur le visage, r°che comme du sable humide. 
Des miettes, des fragments de g©teaux, ®cras®s pr¯s des pieds des chaises. Tous les coussins semblaient creus®s par le 
poids dõinvisibles personnages (1954: 256-257). 

 
A part les descriptions indirectes, discontinues et br¯ves, se trouvent ®galement des ®nonc®s, des 

dialogues et des monologues diffus®s tour ¨ tour avec la difficult® de rep®rer pour le lecteur, qui en sont les 
locuteurs et interlocuteurs. Cõest par une rencontre hasardeuse des habitants quõon sõinforme sur le lieu et 
les existences, la coµncidence donc joue un r¹le dans la structuration des situations et des ®v®nements ¨ 
venir. Ga®tan St-Pierre (1970:102) situe la structure textuelle en trois types de coµncidences: ò1. Celle du 
monde int®rieur et du monde ext®rieur. 2. Celle des esprits (monologues int®rieurs qui se r®pondent) 3. Celle 
du monde ext®rieur (dans les dialogues et les rencontres).ó    

Tous les personnages de lõimmeuble s®par®s par les murs ont des existences similaires et superpos®es; au 
lieu de pr®ciser les ®tages des habitants le narrateur se contente de dire : "Au-dessus des Ralon: les Mogne; 
au-dessus des Mogne: Samuel L®onard."(Butor 1954: 58); "Au-dessus des Mogne: Samuel L®onard; au-
dessus de Samuel L®onard: les Vertigues."(Butor 1954: 61); "Au-dessus des Vertigues: les de Vere; au-dessus 
des de Vere: Elisabeth Mercadier."(Butor 1954: 83) Dans cet immeuble, les seuls points de rencontre ou de 
communication entre les voisins sont les escaliers ou les ascenseurs: çCes appartements communiquent les uns avec 
les autres par les escaliers o½ les gens se rencontrent presque tous les jours, mais en g®n®ral, ne sõadressent pas la parole, sõignorent 
presque compl¯tement: un escalier principal ¨ lõint®rieur duquel il y a un ascenseur, et un escalier secondaire quõon appelait 
lõescalier de service è (Butor 1993: 69). 

Cõest justement dans ces lieux de passage en question quõon apprend quõil y a un bal chez les Vertigues, 
au quatri¯me ®tage, en lõhonneur de lõanniversaire dõAng¯le qui va f°ter ses vingt ans; et, "Cõest la premi¯re 
fois quõils entreront dans cet appartement si proche de leur, devant lequel ils sont pass®s si souvent. Cõest l¨ 
en effet quõaura lieu lõaccident."(Butor 1993:70) 

Dans lõimmeuble, chaque personnage agit dõune fa­on toute fausse; pour Butor (1954: 33) cõest "toujours 
la m°me com®die" qui continue entre les individus qui se rencontrent par hasard. Chacun joue le r¹le qui 
convient dans de diff®rentes circonstances. Chacun fait de son mieux pour sõapproprier le caract¯re de 
citadin moderne, homo mechanicus. Michel Butor d®crit, dans Passage de Milan, un monde o½ les relations 
humaines sont pourries, o½ lõartificiel se voit apparemment dans la fausse conduite des individus: òQuand 
nous nous saluons, cõest avec une poign®e de main de complices, tout ce que nous avons cach® en nous-
m°mes tremble alors et se reconna´t.ó(1954: 194-195). Butor repr®sente ainsi un milieu pareil ¨ òHuis closó 
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de Sartre comme pour dire que lõenfer ce nõest pas lõimmeuble mais les autres : "les deux t°tes lõune contre 
lõautre se regardent dans leurs images."(1954: 90) 

 
3. Remarques sur le titre embl®matique du roman et Conclusion 
Avec la mort dõAng¯le Vertigues, la narration prend une forme po®tique surtout ¨ travers le ph®nom¯ne 

du "sommeil". La jeune fille meurt alors que la plupart des habitants de lõimmeuble dorment. Ici, par le fait 
du sommeil, synonyme de mort aussi, le narrateur fait allusion ¨ un passage, dirait-on, de la m®tropole ¨ la 
n®cropole. Le sommeil nõest-il pas un passage ¨ la mort ? "Au-dessus les ressorts du sommier, et au-dessus 
le corps de lõ®gyptien immobile comme un cadavre."(Butor 1954 :235) d®crit le narrateur comme sõil faisait 
allusion ¨ une momie sur le sarcophage. A partir des phrases d®coup®es comme des vers libres : 

 
Et quand la lune brillait au ciel, toujours,  
toujours, un peuple dõimmenses ®toiles lõaccompagnait. Adieu. 
Lui seul pouvait me ramener, et maintenant  
je vais °tre perdu sous la pluie. 
Dans ces maisons (Butor 1954: 245). 

 
Lõ®criture se transforme en une po®tique du lieu ¨ partir du refrain "dans ces maisons", remplac® dans les 

pages suivantes par çDormait L®on, dormait Lydie, comme des flaques dormaient, comme deux troncs dõarbres serr®s dans le filon 

dõune mine, dormaient sous une immense ®corce fourr®e de mousses, blind®e de cristaux opaques, dormaient [...] Dormaient diff®remment, 
marmonnant, murmurant, respirant haut ou doucement, dormaientè (Butor 1954: 247-248). 

Le passage dõun ®tat ¨ un autre, une sorte de voyage astral, une d®marche vers une mort initiatique 
sõaffirmait d®j¨ par le passage de lõoiseau au d®but du r®cit : "Dans le haut de lõair, ailes d®ploy®es, si ce nõest 
un avion, cõest un milan."(Butor 1954: 8) qui pr®disait les ®v®nements futurs. Par ailleurs, Passage de Milan, ce 
titre ®vocateur est un choix de lõauteur, intentionnellement fait pour cr®er lõeffet dõun jeu de mot. Michel 
Butor confie ces paroles retentissantes: 

  
Lorsque je travaillais ¨ ce livre, je lui avais donn® un autre titre que celui quõil a maintenant. Je lõavais appel® 
òlõentrep¹tó, ce qui indiquait le caract¯re mobile des objets ¨ lõint®rieur, et des personnes qui sont toujours li®es ¨ un 
certain habitat, mais beaucoup moins quõauparavant. Autrefois le paysan ®tait dans son village; il ®tait install® dans 
une maison qui ®tait celle de sa famille depuis des g®n®rations et dont il avait le sentiment que cela continuerait tr¯s 
longtemps. Il nõy a plus rien de cela dans un immeuble locatif. Le sentiment cõest quõon est l¨ pour quelque temps [...] 
Au moment de la publication, jõai chang® ce titre en Passage de Milan. Cõest dõabord une indication du quartier dans 
lequel lõimmeuble se situe, le quartier de lõEurope, sur la rive droite de Paris, pr¯s de la gare Saint-Lazare, dans 
lequel toutes les rues ont des noms de villes europ®ennes. Il y a ainsi dans la plupart des villes des r®gions onomastiques, 
o½ les rues sont nomm®es dans un vocabulaire particulier [...] Dans le quartier de lõEurope nous avons ainsi la rue 
de Rome, la rue dõAmsterdam, la rue de Lisbonne. Si, parmi ces noms de ville, jõai choisi, pour mon Passage, celui 
de Milan, alors quõil nõy est pas question de cette ville, quõelle nõy soit m°me pas mentionn®e, je crois, cõest ¨ cause des 
jeux de mots qui peuvent se faire dans ce titre (Butor, 1993 :73). 
 

çPassage de Milanè qui, ¨ premi¯re vue, fait penser au lieu habit®, ¨ lõadresse de lõimmeuble racont® se 
transforme au cours de la lecture des premi¯res pages ¨ un oiseau migrateur, le milan. Pourquoi ce choix 
pour le milan parmi dõautres oiseaux. Michel Butor indique que le milan lõint®resse particuli¯rement car cõest 
lõun des principaux dieux solaires ®gyptiens, Horus. Ce dernier est repr®sent® dans les monuments par un 
®pervier ou un milan. Cette r®f®rence ¨ lõEgypte nõest pas sans raison puisque lõauteur ®crit son premier 
voyage lors de son s®jour en Egypte dans la nostalgie de Paris. En tant que narrateur-milan, Butor joue lui-
m°me le r¹le dõun oiseau qui survole sur sa ville tout en ®voquant des passages mill®naires (milan = mille 
ans) restreint ¨ une histoire br¯ve de 12 heures.  

Le Passage de Milan de Michel Butor est, pour un lecteur habitu® dõune mani¯re traditionnelle ̈  un intrigue 
avec pleins de p®rip®ties et d®nouement une fiction apparemment òmodesteó, voire banale car le meurtre 
de la jeune fille ne d®vie pas lõhistoire. N®anmoins, les descriptions fragmentaires, les coµncidences, les 
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connaissances assur®es par les objets, les r®p®titions, les rites, les rencontres, les allusions, les monologues 
et dialogues sont dot®s dõ®vocations multiples, de messages futurs en train de sõ®crire inlassablement.      
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Toprak KºleliĶinin YansĔmalarĔ: Bir òTabula Rasaó Olarak 
Golovlevlerin Aile Kurgusu  

Duygu ķKķSķVRķ AKDEMķR * 

 
¥Z 

19. y¿zyĔl Rus edebiyatĔnĔn hiciv yazarlarĔndan Mihail Yevgrafovi­ SaltĔkov-ĸ­edrin (1826-1889) 1875-1880 yĔllarĔ arasĔnda ­alĔĹtĔĶĔ 
òGolovlev Ailesió (Gospoda GolovlyovĔ) adlĔ romanĔnda Rusyaõda ­ºkm¿Ĺ olan toprak kºleliĶi sisteminin birey ve toplum 
¿zerindeki sonu­larĔnĔ ele almaktadĔr. SaltĔkov-ĸ­edrin, 1860õlĔ yĔllara kadar toprak kºleliĶi sistemiyle var olan ve 1861 yĔlĔnda, II. 
Aleksandr Dºneminde bu sistemin kaldĔrĔlmasĔndan sonra daĶĔlan bir soylu aileyi kurgulamaktadĔr. Eserdeki aile yapĔsĔ, sadece 
bi­imsel d¿zeyde varlĔĶĔnĔ s¿rd¿rmekte; ancak i­erik bakĔmĔndan sevgi, baĶlĔlĔk ve dayanĔĹmadan yoksun kalmaktadĔr. YazarĔn 
Golovlevlerden AnninkaõnĔn Golovlevo ile kent sosyetesi arasĔnda hissettiĶi karmaĹĔklĔĶĔ betimlerken kullandĔĶĔ òtabula rasaó gºr¿Ĺ¿, 
t¿m kahramanlarĔn ºzelliklerinin nedenini a­ĔklamaktadĔr. Nitekim Golovlevlerin sahip olduklarĔ yaĹamsal, eĶitsel ve duygusal 
malzeme, i­ine doĶduklarĔ toprak sahipliĶi-kºleliĶi d¿zeni tarafĔndan onlara kazandĔrĔlmĔĹtĔr. Golovlevler, bu sistemin 
kaldĔrĔlmasĔndan sonra baĹka t¿rl¿ nasĔl yaĹanacaĶĔnĔ bilememektedirler. Ailede egemen olan Arina Petrovna ve ondan sonra kendini 
Golovlevoõyu idare etmeye adayan Porfiri VladimirĔ­, zorbalĔk, gereksiz uĶraĹlar, gevezelik ve kendinden baĹka kimseyi ya da bir Ĺeyi 
d¿Ĺ¿nmeme gibi d¿zenin getirdiĶi kºt¿l¿kleri devam ettirmiĹlerdir; ancak Golovlevoõdaki d¿zen, ailenin ­oĶu ¿yesinin 
yalnĔzlaĹmasĔna, hastalanmasĔna ve ºlmesine ya da intihar etmesine yol a­mĔĹtĔr. Golovlevoõda aile kavramĔnĔn kutsal g¿c¿ ve adĔ 
kullanĔlarak kiĹisel ­Ĕkarlar ve kaygĔlar ºrtbas edilmektedir. Eser baĶlamĔnda aile, yalnĔzca biyolojik ya da hukuki bir birlik deĶil, aynĔ 
zamanda ­ºken bir toplumsal d¿zenin bireyde bĔraktĔĶĔ ruhsal ve ahlaki tahribatĔn aynasĔ olarak deĶerlendirilmektedir. Bu ­alĔĹmada, 
Rusya tarihinin dºn¿m noktalarĔndan biri olan toprak kºleliĶinin kaldĔrĔlmasĔnĔn sºz konusu dºneme tanĔklĔk eden bir yazarĔn edeb´ 
yaratĔcĔlĔĶĔ aracĔlĔĶĔyla nasĔl bir aile kurgusu yarattĔĶĔnĔn ortaya konulmasĔ ama­lanmaktadĔr.   
 
Anahtar Kelimeler: Aile, kurmaca metin, Rus edebiyatĔ, SaltĔkov-ĸ­edrin, toprak kºleliĶi. 
 

 

Reflections of Serfdom: The Golovlev Family Construct as a 
òTabula Rasaó  

ABSTRACT 
Mikhail Yevgrafovich Saltykov-Shchedrin (1826-1889), one of the satirists of 19th-century Russian literature, addresses the 
consequences of the collapsed serfdom system in Russia on individuals and society in his novel òThe Golovlyov Familyó (Gospoda 
GolovlyovĔ), which he worked on between 1875 and 1880, examines the consequences of the collapsed serfdom system in Russia 
on individuals and society. Saltykov-Shchedrin fictionalizes an aristocratic family that existed under the serfdom system until the 
1860s and disintegrated after the abolition of this system in 1861 during the reign of Alexander II. The family structure in the work 
survives only formally; however, it lacks love, loyalty, and solidarity in terms of content. The authorõs use of the òtabula rasaó 
concept to describe the complexity Anninka Golovleva feels between Golovlevo and city society explains the nature of all the 
characters. Indeed, the Golovlevsõ life experiences, education, and emotional makeup were shaped by the landowning-serfdom 
system into which they were born. The Golovlevs cannot imagine how to live differently after this system is abolished. Arina 
Petrovna, who ruled the family, and then Porfiry Vladimirovich, who devoted himself to managing Golovlevo, perpetuated the evils 
brought about by the system: tyranny, pointless busyness, idle chatter, and thinking of no one or nothing but themselves. But the 
order in Golovlevo has led to the isolation, illness, death, or suicide of most of the family members. In Golovlevo, the sacred power 
and name of the family concept are used to cover up personal interests and concerns. In the context of the work, the family is 
evaluated not only as a biological or legal union, but also as a mirror of the spiritual and moral damage left in individuals by a 
collapsing social order. This study aims to reveal how the literary creativity of an author who witnessed the abolition of serfdom, 
one of the turning points in Russian history, created a family construct.   
 
Keywords: Family, fiction text, Russian literature, Saltykov-Shchedrin, serfdom. 
 
 
 

 
GķRķĸ 
Sanatsal kurgu, edebi yaratĔcĔlĔĶĔn baĹlĔca unsurlarĔndan biridir ve yazarĔn ger­eklikten yola ­Ĕkarak yeni 

sanatsal olgular ya da ger­ekler yaratmasĔ anlamĔna gelmektedir. Bir Ĺair, ger­ekten olanlardan deĶil, 

 
* Dr. ¥Ķr. ¦yesi, Karadeniz Teknik ¦niversitesi, Rus Dili ve EdebiyatĔ, ikisivriduygu@gmail.com, ORCID No: 
https://orcid.org/0000-0001-7630-4199.  

mailto:ikisivriduygu@gmail.com
https://orcid.org/0000-0001-7630-4199


IX. Uluslararasē Batē K¿lt¿r¿ ve Edebiyatlarē Araĸtērmalarē Sempozyumu- Bildiri Tam Metin Kitabē  

9th International Western Cultural and Literary Studies Symposium- Full Text Book of Proceedings 

 
Duygu ķKķSķVRķ AKDEMķR 

 
 

109 

 

olabileceklerden, olasĔlĔk veya gereksinim bakĔmĔndan olasĔ olanlardan bahseder. Yunan filozof Aristotelesõin 
de bu Ĺekilde d¿Ĺ¿nmesi, bir Ĺairin sanatsal kurgusunu Antik Dºneme kadar dayandĔrmaktadĔr. Bununla 
birlikte ger­eklere dayanan Ĺeylerde bile bir kurgunun unsurlarĔ yer alabilmektedir (ĸilin, 2019, s. 90). 

Rus yazar Mihail SaltĔkov-ĸ­edrin, òKarĔĹĔk Bir ķĹó (Zaputannoye delo, 1848) adlĔ povestinde kurgu ve 
ger­eĶin iliĹkisini Ĺºyle ifade etmektedir: 

 
ķvan SamoylĔ­ d¿nyadaki yolculuĶu sĔrasĔnda pek ­ok bilgece sºzler duydu. Hayata dair pek ­ok yararlĔ tavsiye 
duydu onun kulaklarĔ; ama pek de kĔvrak olmayan zek©sĔ, en b¿y¿klerin aĶzĔndan ­ĔkanlarĔ ger­ekten de hayal 
bile edemezdi. Onun konuĹmasĔ ger­eĶin kendisi kadar sade ve yapmacĔksĔzdĔ, ancak aynĔ zamanda bir miktar tuzu 
da yok deĶildi ve bu yºn¿yle kurguya benziyordu. Bºylece ger­ek ve masalĔn, sadelik ve parlak Ĺiirsel kurgunun 
birleĹimini, gºrkemli bir sentezi meydana getiriyordu (SaltĔkov-ĸ­edrin, 1965, s. 262). 

 
SaltĔkov-ĸ­edrinõin edebi yaratĔcĔlĔĶĔnda da yukarĔdaki kendi deĶerlendirmesinde olduĶu gibi ger­ek ve 

kurgu birleĹerek bir sentez oluĹturmaktadĔr. 
19. y¿zyĔl Rus yazarlarĔndan ķvan Turgenyevõin SaltĔkov-ĸ­edrinõe yazdĔĶĔ 28 Ekim (9 KasĔm) 1875 tarihli 

mektubu òGolovlev Ailesiónin (Gospoda GolovlyovĔ) bir roman haline gelme hikayesini verir niteliktedir. 
Turgenyev, òOte­estvennĔye zapiskió (Anavatan NotlarĔ) dergisinde SaltĔkov-ĸ­edrinõin son kĔsa ºyk¿s¿ 
òAile Meclisióni (SemeynĔy sud) okuduĶunu, bu k¿­¿k denemesini olduk­a beĶendiĶini belirtir. Mektuba 
gºre Turgenyev, ºyk¿deki karakterleri ­ok g¿­l¿ ve ger­ek­i bir Ĺekilde ­izilmiĹ bulmaktadĔr. Anne 
karakterinin ger­ek hayattan alĔnmĔĹ olduĶunu varsaymaktadĔr. Alkolik, budala, kendini kaybetmiĹ, var ile 
yok arasĔ yaĹayan baba karakterini de ­ok iyi bulmaktadĔr. Bºyle iyi ­izilmiĹ karakterlerin bulunduĶu k¿­¿rek 
eser yerine karakterler ve olaylar k¿mesi, ana fikir ve geniĹ uygulama alanĔ i­eren b¿y¿k bir roman yazmasĔ 
gerektiĶini ifade etmektedir (Turgenyev, 2003, s. 120). Turgenyev gibi òAile Meclisióni okuyan ve beĶenen 
geniĹ bir okur kitlesi SaltĔkov-ĸ­edrinõin yazĔ dizisini devam ettirmesi gerektiĶini savunur. òAile Meclisió 
okurlarĔndan gelen yoĶun talepler ¿zerine, SaltĔkov-ĸ­edrinõin aileyi ve karakterleri geniĹ bir hacimde 
sunacaĶĔ òGolovlev Ailesió romanĔ bºylelikle ortaya ­Ĕkar. 
 

1. Golovlev Ailesinin Kurgusu 
SaltĔkov-ĸ­edrinõin òGolovlev Ailesió adlĔ romanĔnda kurguladĔĶĔ ailenin yansĔttĔĶĔ tarihsel dºnem toprak 

kºleliĶi sistemi altĔnda ezilen 19. y¿zyĔl RusyaõsĔdĔr. Toprak kºleliĶi (krepostnoye pravo), Rusyaõda 11. 
y¿zyĔlda kºk salĔp 14. y¿zyĔlda tam olarak Ĺekillenen, ­arlarĔn yenilikleriyle kºyl¿leri topraĶa ve beylere daha 
da baĶĔmlĔ hale getiren bir sistemdir. Kºyl¿lerin daha baĶĔmlĔ hale getirilmesi, 18. ve 19. y¿zyĔllarda kºyl¿lerin 
isyanlarĔna yol a­ar; bunlardan en bilineni 1773-1775 Puga­ov ķsyanĔõdĔr. Toplumsal ve siyasi karĔĹĔklĔklarla 
birlikte bu isyanlar, 19. y¿zyĔlĔn ikinci yarĔsĔnda toprak kºleliĶinin kaldĔrĔlmasĔnĔ zorunlu kĔlar. Nihayetinde, 
1855 yĔlĔnda tahta ge­en ¢ar II. Aleksandr, uzun ­alĔĹma ve ­abalarĔnĔn ardĔndan 19 ĸubat 1861 tarihinde 
yayĔmladĔĶĔ bir manifesto ile toprak kºleliĶini resmen kaldĔrĔr (Esen, 2023, s. 290). Kºlelik resmen kaldĔrĔlmĔĹ 
olsa da baĹka t¿rl¿ nasĔl yaĹanacaĶĔnĔ bilemeyen Rus toplumunun duraksamasĔ bir s¿re yaĹanĔr. 

Sºz konusu dºnemi toplumun en k¿­¿k yapĔ birimi olan aile ¿zerinden SaltĔkov-ĸ­edrin bir­ok 
ayrĔntĔsĔyla birlikte kurgular. Yazar, romanĔnda Golovlevlerden kadĔn kahraman Anninka i­in kullandĔĶĔ 
òtabula rasaó ifadesiyle kahramanlarĔnĔn kurgusunun nereye dayandĔĶĔnĔ da belirtmiĹ olur:  

 
Bu karĔĹĔk rus salatasĔ i­inde (ki bunun dĔĹĔnda kendini t¿m¿yle tabula rasa** olarak adlandĔrabilirdi ve hi­ de 
haksĔz sayĔlmazdĔ) bir ­ĔkĔĹ yolu bulabilmek bir yana, neyin ne olduĶunu ayĔrdedebilmek bile olanaksĔzdĔ. Sahip 
olduĶu eĶitsel malzeme onda emek sevgisi, ­alĔĹma sevgisi deĶil, y¿ksek sosyete sevgisi, kavalyelerle kuĹatĔlmĔĹ olma, 
onlardan s¿rekli gºn¿l okĹayĔcĔ sºzler duyma ve sosyete hayatĔ denilen hayatĔn g¿r¿lt¿s¿ne, pĔrĔltĔsĔna, kasĔrgasĔna 
gºm¿lme isteĶi uyandĔrĔyordu (SaltĔkov-ĸ­edrin, 1994, s. 212). 

 
Tabula rasa, Latince òBoĹ, ¿zerine hi­ bir Ĺey yazĔlmamĔĹ k©ĶĔtó anlamĔna gelen bir ifadedir. Felsefe Terimleri 

Sºzl¿Ķ¿õne gºre a­Ĕklamaya devam edecek olursak tabula rasa, deneyci (ampirist) ve duyumcu (sensualist) 
ºĶretileri; her t¿rde deney veya birikimden ºnce ruhun durumunu tanĔmlamak i­in kullanĔlan bir kavramdĔr. 
Sºz konusu ºĶretiler, bilgi sahibi ºznede doĶuĹtan gelen ºn bilgi ve kavramlarĔn bulunmadĔĶĔnĔ, ºznedeki 
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her bilginin sadece dĔĹarĔdan gelen duyu ve deney izlenimleriyle oluĹtuĶunu ileri s¿rmektedir (Akarsu, 1975, 
s. 156). 

Romandaki her bir kahraman, ailenin yaĹadĔĶĔ Golovlevoõnun adeta mihenk taĹlarĔnĔ oluĹturmaktadĔr. 
Golovlevoõdan yolu ge­miĹ olan her kahraman, toprak kºleliĶi sisteminin bir yºn¿n¿ gºstermekte ya da 
eleĹtirel Ĺekilde yanĔt i­ermektedir. Kahramanlardan òaile kurumunun y¿r¿t¿c¿s¿, despot bir toprak sahibi olan 
anneó (S¿t­¿, 2022, s. 502) Arina Petrovna Golovleva, hem topraklarĔnda hem ailesinde hem de evliliĶinde 
egemen roldedir. ķĹten baĹka bir Ĺey d¿Ĺ¿nmez. Ciddi bir kadĔndĔr. KocasĔnĔn ­apkĔnlĔklarĔnĔ fark ettikten 
sonra b¿t¿n dikkatini Golovlevo m¿lk¿n¿n artmasĔna yºneltir; Golovlevoõda idaresi altĔndaki kºyl¿lerin 
¿rettiklerini canla baĹla biriktirmeye ­abalamakta ve baĹarĔlĔ da olmaktadĔr. Anton Vasilyev, Golovlevlerin 
kahyasĔdĔr. Stepan Vladimirovi­ ya da diĶer adĔyla Styopka, Golovlev ailesinin b¿y¿k oĶludur. Haylaz, arsĔz, 
sorumsuz bir adamdĔr. Vladimir Mihaylovi­ Golovlev, ailenin baĹĔ, Arina PetrovnaõnĔn kocasĔdĔr. Hen¿z 
gen­ken bile d¿zensiz bir yaĹam tarzĔ olan ­apkĔn bir adamdĔr. Eserde toprak kºleliĶi kaldĔrĔlmadan ºnce 
vefat ettiĶi bilgisi verilir. Meyhaneci ķvan Mihaylov, Kahya Antonõun can dostu, kendi halinde yaĹayan bir 
mujiktir. Anna Vladimirovna (AnnuĹka), Golovlev ailesinin ikinci b¿y¿k ­ocuĶudur. AnnuĹka, ­iftlikten 
Ulan adĔnda bir teĶmenle ka­ar ve onunla evlenir. Bu ­iftin ikiz kĔzlarĔ Anninka ve Lyubinka d¿nyaya gelirler. 
TeĶmen Ulan ise ailesini terk eder. Birka­ ay sonra da AnnuĹka vefat eder. ķkiz kĔzlar da Arina PetrovnaõnĔn 
bakĔmĔna, Golovlevõce yaĹamaya mecbur kalĔrlar. Porfiri ve Pavel Vladimirovi­, Arina PetrovnaõnĔn k¿­¿k 
­ocuklarĔdĔr. ķki oĶlan da Peterburgõda memurdur. Porfiriõyi abisi Styopka ya da Stepan bazen òķyiduĹkaó 
(SaltĔkov-ĸ­edrin, 1994, s. 21) diye ­aĶĔrmaktadĔr. Porfiri ya da ķyuduĹka, incir ­ekirdeĶini bile 
dolduramayacak kadar boĹ ve k¿­¿k Ĺeylerle uĶraĹĔr, insana yapĔĹĔr, kafasĔna taktĔĶĔnĔ canĔndan bezdirir. 
Porfiri Vladimiri­ tam otuz yĔl bir devlet dairesinde ­alĔĹĔp iĹinden ayrĔlĔr. SonrasĔnda ise Golovlevoõnun 
idaresini eline alacaktĔr. Pavel Vladimiri­ Golovlev ise somurtup duran bir insandĔr, ancak aslĔnda onun o 
asĔk y¿z¿n¿n gerisinde bitip t¿kenmiĹlikten baĹka hi­bir Ĺey yoktur (SaltĔkov-ĸ­edrin, 1994, s. 24). Pavel 
Golovlev, gen­ yaĹta votka ve sucuk yiyip i­mekten ºl¿r. Finogey ķpati­, Golovlev ailesinin vekilharcĔ, 
kesedarĔdĔr. Andrey Osipi­, iri yapĔlĔ, neĹeli, yeme-i­meyi seven, ĹĔk giyinen, keyfine d¿Ĺk¿n bir doktordur. 
Her soylu ailede yanĔnda s¿s kºpeĶi gibi taĹĔdĔĶĔ bºyle bir doktor temsili Golovlevoõda da bulunmaktadĔr. 
YevprakseyuĹka, Ruhban sĔnĔfĔndan gelen bir kadĔndĔr. Bu kadĔn, Porfiri Vladimiri­ ya da ķyuduĹka diyelim 
onun hizmet­isi olarak Golovlevoõda yaĹamaya baĹlar; ancak bir s¿re sonra Porfiriõyle yakĔn bir iliĹki i­erisine 
girer. Petenka, ķyuduĹkaõnĔn subay oĶludur. Baba oĶulun aralarĔnda bir yakĔnlĔk yoktur; ºyle ki k©ĶĔt ¿zerinde, 
resm´ belgelere gºre baba-oĶuldurlar. Petenka, devlet paralarĔnĔ ­alar, kumarda kaybeder ve bu paralarĔ yerine 
koymasĔ i­in kendisine belirli bir s¿re verilir. Bu parayĔ almak i­in gittiĶi Golovlevoõda ne babaannesi Arina 
Petrovnaõdan ne de babasĔ Porfiriõden olumlu yanĔt alamaz. Petenka gºrevine dºnd¿Ķ¿nde hakkĔnda s¿rg¿n 
kararĔ verilir. Yolda s¿rg¿n yerine varmadan hastalanĔr ve yol ¿zerinde bir hastaneye kaldĔrĔlĔr; ancak burada 
ºld¿Ķ¿ haberi babasĔnĔn adresine resmi bir yazĔyla gºnderilir. Volodya ise ķyuduĹkaõnĔn intihar eden oĶludur. 
Volodya kendini tabancayla vurmuĹtur. BabasĔ Porfiriõyle anlaĹamamĔĹ ve bunu kendince intiharla ­ºzm¿Ĺ 
bir evlattĔr. 

Arina Petrovnaõya uĹaklĔk eden, Golovlevoõdaki evlilik dĔĹĔ ­ocuklarĔ doĶurtmak i­in ebelik yapan 
UlituĹka adĔnda bir kadĔn kahraman vardĔr. UlituĹka, y¿kselme emellerini hi­bir zaman ger­ekleĹtiremez. Bu 
emelde tam basamak ­ĔkacaĶĔnĔ d¿Ĺ¿n¿rken her seferinde yerinde saymĔĹ olduĶunu gºr¿r: òBºylece yĔrtĔnĔyor, 
sĔyrĔlĔp sivrilmeye ­alĔĹĔyor, ama bir t¿rl¿ isteĶine ulaĹamĔyordu. Bu uĶraĹlarĔ ta kºlelik hukukunun kaldĔrĔlmasĔna kadar 
devam etti; UĹak­a y¿kselme hĔrslarĔ ancak bºylece son bulduó (SaltĔkov-ĸ­edrin, 1994, s. 248). 

RomanĔn baĹlangĔcĔnda Arina Petrovna, altmĔĹlĔ yaĹlarĔnda olmasĔna raĶmen din­liĶini koruyan ve despot 
bir otorite fig¿r¿ olarak sunulmaktadĔr. Karakteristik ºzellikleri arasĔnda ­elik iradeli ve dediĶim dedik­i bir 
yapĔ ºne ­Ĕkar. Ailenin ºnc¿s¿ olarak, kendisinin tek baĹĔna yºnettiĶi engin Golovlevo m¿lk¿n¿ kimseye 
danĔĹmadan idare etme alĔĹkanlĔĶĔ, onun mutlak hakimiyetini ortaya ­ĔkarmaktadĔr. Arina PetrovnaõnĔn bu 
despotizmi, yalnĔzca m¿lk yºnetimiyle sĔnĔrlĔ kalmaz. Anne Arina Petrovna, ­ocuklar dahil olmak ¿zere 
­evresindeki herkesin ondan korktuĶu bir ortam yaratĔr. Finansal a­Ĕdan hesaplĔ ve cimri olarak 
nitelendirilmesine raĶmen, yerel yºneticilere karĹĔ gºnl¿ y¿ce ve eli a­Ĕk davranmasĔ, otoritesini pekiĹtirme 
stratejisinin bir par­asĔdĔr. Aile i­i iliĹkilerde ise ­ocuklarĔndan beklediĶi davranĔĹ Ĺekli, her eylemlerinde 
òAcaba annemiz ne der?ó (SaltĔkov-ĸ­edrin, 1994, s. 14) diye d¿Ĺ¿nmelerini gerektiren mutlak bir itaat ve 



IX. Uluslararasē Batē K¿lt¿r¿ ve Edebiyatlarē Araĸtērmalarē Sempozyumu- Bildiri Tam Metin Kitabē  

9th International Western Cultural and Literary Studies Symposium- Full Text Book of Proceedings 

 
Duygu ķKķSķVRķ AKDEMķR 

 
 

111 

 

uysallĔktĔr. Bu durum, Golovlev ailesi i­inde hi­ kimsenin ona karĹĔ gelememesinin ve mutlak otoritesinin 
korunmasĔnĔn temel nedeni sayĔlabilir. 

Arina PetrovnaõnĔn kocasĔ Vladimir Golovlev, yani ailenin reisi varla yok arasĔ, daima sarhoĹ gezen bir 
adamdĔr. Arina PetrovnaõnĔn ­ocuklarĔnĔn kimisi Peterburgõda memur, kimisi de babasĔnĔn yolundan giden 
aylaktĔr. AslĔnda bu daĶĔnĔk toplumcuĶa aile de demek m¿mk¿n deĶildir. Romanda Ĺºyle bir a­Ĕklama 
ge­mektedir: òaileõ sºzc¿Ķ¿n¿ dilinden d¿Ĺ¿rmemesine, yalnĔzca aile iĹlerini yoluna koymak i­in duyduĶu kaygĔyla ­alĔĹĔp 
­abalĔyormuĹ gibi gºr¿nmesine karĹĔn aile yaĹamĔnĔ bile unutup gittió (SaltĔkov-ĸ­edrin, 1994, s. 14). 

Stepan Vladimiri­õin Moskovaõdaki evinin a­Ĕk artĔrmayla satĔldĔĶĔ haberini alan annesi Arina Petrovna 
b¿y¿k bir duygusal sarsĔntĔ yaĹar. Evi maddi bir varlĔk olarak gºrmesinin yanĔ sĔra Golovlevlerin òkutsal aile 
yadigarĔó (SaltĔkov-ĸ­edrin, 1994, s. 13) olarak gºrd¿Ķ¿ i­in, oĶlunun bu hareketini ailenin manevi mirasĔna 
yapĔlmĔĹ ihanet olarak algĔlar. Bu olayĔn Arina PetrovnaõnĔn i­ d¿nyasĔndaki yansĔmasĔ, ailenin duygusal baĶlar 
yerine mal m¿lk ¿zerinden kurulan deĶer sistemini gºzler ºn¿ne sermektedir. Anne, kendi kendine yaptĔĶĔ 
bu yargĔlamada evin icra yoluyla ve d¿Ĺ¿k fiyata satĔlmasĔnĔ birka­ kez tekrar ederek vurgulamaktadĔr. Bu 
durum, Arina PetrovnaõnĔn aile kurgusunun temelinde yatan cimrilik ve m¿lk edinme hĔrsĔnĔn, biyolojik 
baĶlarĔn ve sevginin ºn¿ne ge­tiĶini, bu y¿zden de bu satĔĹĔ affedilemez bir ahlaki d¿Ĺ¿Ĺ olarak kabul ettiĶini 
gºstermektedir. 

Yazar, Stepan Vladimiri­õin Golovlevoõya dºn¿Ĺ¿n¿ adeta bir ºl¿m h¿cresine ya da hapishaneye adĔm 
atmak gibi betimlemektedir. Golovlevoõda h¿k¿m s¿ren d¿zenin korkun­luĶu ayrĔntĔlarĔyla gºzler ºn¿ne 
serilir: ¥rneĶin, herkesin òhuysuz MiĹkaó dediĶi Mihail Petrovi­ amca, bir tutsak gibi kĔzĔnĔn yanĔna 
kapatĔlmĔĹ, ònefret edilenleró grubuna dahildir. Mihail Petrovi­, uĹaklarĔn odasĔnda kalĔr ve yemeĶini Trezor adlĔ 
kºpekle aynĔ kaptan yer. AynĔ Ĺekilde Golovlevoõda Vera Mihaylovna hala, Arina PetrovnaõnĔn sºzlerinden 
ka­Ĕnmak i­in o kadar aĹĔrĔ ºl­¿l¿ yaĹamaya ­alĔĹmĔĹtĔr ki, sonunda t¿kenmiĹlikten ºlm¿Ĺt¿r. Stepan 
Vladimiri­õi de buna benzer boĶucu bir son beklemektedir. StepanõĔn belleĶinde canlanan k¿l rengi, sonu 
gelmez boĶucu g¿nler, onu adeta bir u­urumun dibinde yok olmaya s¿r¿kler; gºzlerini istemsizce kapatĔr. 
Zira Golovlevoõdaki bu yapĔ, yalnĔzca acĔmasĔz deĶil, aynĔ zamanda despotluk duygusuyla dolmuĹ bir 
òcanavaró gibidir (SaltĔkov-ĸ­edrin, 1994, s. 40-41). Bu betimleme, evin ve ailenin, bireyler ¿zerindeki ezici 
ve t¿ketici etkisini hissettirmektedir. 

SaltĔkov-ĸ­edrin romanĔnda Arina PetrovnaõnĔn hakimiyetine vurulan ilk darbenin toprak kºleliĶinin 
kaldĔrĔlmasĔndan ziyade bunun i­in yapĔlan hazĔrlĔklarla geldiĶini belirtir (SaltĔkov-ĸ­edrin, 1994, s. 80). Arina 
Petrovna, i­erisinde b¿y¿d¿Ķ¿ sistemin aslĔnda kaldĔrĔlmadan ºnceki kºt¿ye gidiĹini yaĹamaktadĔr. 

Yazar, Arina Petrovna ve onun hayatĔndaki aile kavramĔ i­in Ĺºyle bir deĶerlendirmede bulunmaktadĔr:  
 

HayatĔ boyunca òaileó sºzc¿Ķ¿ dilinden d¿ĹmemiĹti; aile adĔna kimilerini cezalandĔrmĔĹ, kimilerini ºd¿llendirmiĹti; 
aile adĔna kendini her Ĺeyden yoksun bĔrakmĔĹ, kendine iĹkence etmiĹ, hayatĔnĔ hayat olmaktan ­ĔkarmĔĹtĔ, oysa 
Ĺimdi birdendire kendisinde ºzellikle olmayan Ĺeyin aile olduĶu ortaya ­ĔkĔvermiĹtió (SaltĔkov-ĸ­edrin, 1994, s. 
95). 

 
Golovlev ailesinde terk etme, intihar, ºl¿m gibi kºt¿ olaylar yaĹansa bile hareketlilik d¿Ĺ¿Ĺe ge­ip yine 

sakin yaĹam devam etmektedir: òSonra hayat gereksiz telaĹlar ve bitip t¿kenmek bilmez gevezeliklerle dolu olarak eski 
yataĶĔnda akmaya baĹladĔó (SaltĔkov-ĸ­edrin, 1994, s. 185). Sºz konusu devingenliĶin y¿kseliĹi ve hemen 
ardĔndan gelen duraĶanlĔk durumu eserin baĹĔndan sonuna kadar hissedilmektedir. 

Porfiri Vladimiri­õin b¿t¿n d¿Ĺ¿ncesi, yalnĔzca kendini korumaya odaklanmĔĹtĔr. Bu amacĔna ulaĹabilmek 
i­in en aĹaĶĔlĔk yollara baĹvurmaktan asla ­ekinmeyen biridir. AslĔnda o, d¿nyada k¿­¿c¿k bir iz bile 
bĔrakmadan kaybolup gidecek, boĹ bir insandĔr. YazarĔn da belirttiĶi gibi, ne yazĔk ki bu t¿r karakterdeki 
kiĹiler d¿nyada hi­ de az deĶildirler (SaltĔkov-ĸ­edrin, 1994, s. 193).  Porfiri Vladimiri­, SaltĔkov-ĸ­edrinõin 
gºrd¿Ķ¿ bir toprak sahibinin temsilidir. Soylu bir aileden gelen ­ocuk, ailesinin maddi ve manevi mirasĔnĔ 
taĹĔmaya devam etmektedir. 

Toprak sahipleri, ­ardan sonra gelen, b¿y¿k gºr¿lmesi ve sayĔlmasĔ gereken, bir bakĔma yºnetimin 
temsilcileridirler. Toprak sahibi Porfiri Vladimiri­, kendisinden biraz ­avdar istemeye gelen kºyl¿s¿ Fokaõya 
ºĶ¿tler verirken bunu tekrardan ona hatĔrlatĔr: òAllahõĔ sayacaksĔn, bu bir, b¿y¿klerini sayacaksĔn, bu ikié ¢¿nk¿ 
b¿y¿kler ­ardan almĔĹlardĔr b¿y¿kl¿klerinié mesel© toprak sahipleriéó (SaltĔkov-ĸ­edrin, 1994, s. 310). Porfiri 
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Vladimiri­, Kºyl¿ Fokaõya her Ĺeyini paraya ­evirip kºyl¿lerinden uzaklaĹma hayali gibi bir blºfte bulunur, 
Kºyl¿ Foka ise efendisinin gitmesini istemeyerekòGitmeyin Porfiri Vladimiri­, burada, bizimle yaĹayĔn!ó (SaltĔkov-
ĸ­edrin, 1994, s. 312) diyerek yalvarĔr. Yani ne toprak sahibi efendi h¿km¿nden vazge­er ne de toprak kºlesi 
kºlelikten baĹka t¿rl¿ yaĹamayĔ bilir. 

Golovlev ailesinin baĹĔna ­ºken trajedi, aslĔnda kuĹaklar boyunca s¿regelen bir uĶursuzluĶun sonucudur. 
Romanda bu aileyi karakterize eden ve kºk salmĔĹ ¿­ temel ºzellik saptanmĔĹtĔr: òavarelik, iĹe yaramazlĔk ve 
ayyaĹlĔkó (SaltĔkov-ĸ­edrin, 1994, s. 347). ķlk iki ºzellik, boĹ konuĹma, ¿retkenlikten uzak d¿Ĺ¿nce ¿retimi ve 
duygusuzluk gibi yĔkĔcĔ sonu­lara yol a­arken ayyaĹlĔk eĶilimi ise dºnemin genel hayat kargaĹasĔnĔn bir 
yansĔmasĔ olarak deĶerlendirilmektedir. 

Golovlev ailesinin yaĹadĔĶĔ bu ònefretlik evin her kºĹesindeó adeta ºl¿m sinsilikle kol gezmektedir. Evin her 
yanĔnda soluk hayaller dizisi dolaĹmaktadĔr. Vladimir Mihaylovi­, kardeĹi miskin Styopka, onun hemen 
yanĔnda sessiz PaĹka, Lyubinka ve iĹte Golovlev soyunun son filizleri Volodka ile PetkaõnĔn hayalleri evdedir. 
Her biri de sarhoĹ, ĹaĹkĔn, periĹan, korkmuĹ, kurumuĹ kanlar i­erisindedir ve t¿m bu hayallerin ºn¿nde 
kĔmĔldanĔp duran, canlĔ gibi duran, ancak hayalet gibi yaĹayan, Golovlev soyunun son temsilcisi Porfiri 
Vladimiri­õin kaldĔĶĔ gºsterilmektedir (SaltĔkov-ĸ­edrin, 1994, s. 351). Eserin sonunda Porfiri Vladimiri­õin 
sabah ­ok erken vakitte annesi Arina PetrovnaõnĔn mezarĔna giderken yakĔn kºylerden birinde donarak 
ºld¿Ķ¿ haberi gelir. Anninka da odasĔnda sĔtma nºbetinde kendinden ge­miĹ bir haldedir. Geriye 
Golovlevoõda b¿t¿n bu olup bitenleri takip eden AnninkaõnĔn akrabasĔ Nadejda Galkina GoryuĹkinoõda 
kalmĔĹtĔr (SaltĔkov-ĸ­edrin, 1994, s. 359).  GoryuĹkinoõda kalan Nadejda ile Golovlevoõdaki ºl¿m nºbetinin 
devam edeceĶi anlaĹĔlmaktadĔr.  

SaltĔkov-ĸ­edrinõin kurduĶu òGolovlev Ailesió, Rusya tarihinde derin izler bĔrakan toprak kºleliĶi 
sisteminin ­emberine hapsolmuĹ bir ailenin trajedisini g¿­l¿ bir toplumsal eleĹtiri aracĔ olarak sunmaktadĔr. 
Eser, yazarĔn bu sistemi ve onun karĹĔtlarĔnĔ kuramsal yºnden geliĹtirerek iĹlediĶi, bºylece dºnemin 
­arpĔklĔklarĔnĔ gºzler ºn¿ne serebildiĶi geniĹ ve dolu dolu bir levha gºrevi gºrmektedir (Olcay, 2009, s. 127-
128). 

 
SONU¢ 
Sonu­ olarak, SaltĔkov-ĸ­edrinõin òGolovlev Ailesió romanĔ, toprak kºleliĶinin kaldĔrĔlmasĔyla deĶiĹim 

s¿recinden etkilenen 19. y¿zyĔl RusyaõsĔnda bir ailenin psikolojik ve ahlaki ­ºk¿Ĺ¿n¿ nasĔl kurguladĔĶĔ ortaya 
konmuĹtur. Roman, 1861 yĔlĔndaki toprak reformunun Rus toplumunu duraksatan etkilerini, toplumun en 
k¿­¿k yapĔ birimi olan aile ¿zerinden eleĹtirmektedir. Golovlev ailesi, baĹta anne Arina PetrovnaõnĔn despot 
ve mal varlĔĶĔna odaklanmĔĹ yºnetimiyle, sevgi, baĶlĔlĔk ve dayanĔĹmadan yoksun, yalnĔzca bi­imsel d¿zeyde 
varlĔĶĔnĔ s¿rd¿ren bir yapĔ sergilemektedir. 

YazarĔn òtabula rasaó nitelemesini kullanmasĔ, Golovlevo kahramanlarĔnĔn (ºzellikle Anninka) kiĹisel 
kimliklerinin doĶuĹtan deĶil, doĶrudan i­inde yetiĹtikleri toprak sahipliĶi sisteminin ­arpĔk deĶerleri 
tarafĔndan ĹekillendirildiĶini kanĔtlar niteliktedir. 2025 Aile YĔlĔ baĶlamĔnda deĶerlendirildiĶinde, romandaki 
Golovlev ailesi kurgusu, dĔĹarĔdan olan bir sosyo-ekonomik sistemin i­erideki aile yaĹamĔnĔ bile unutturan 
bozma g¿c¿n¿ gºstermesi a­ĔsĔndan ºnem taĹĔmaktadĔr. Porfiri Vladimiri­ ya da diĶer adĔyla òķyuduĹkaó gibi 
aile ¿yelerinin sergilediĶi bencillik, boĹ gevezelik ve zorbalĔk, aile kavramĔnĔn kutsal adĔnĔ kiĹisel ­Ĕkarlar ve 
kaygĔlar i­in bir ºrt¿ olarak kullanmanĔn yĔkĔcĔ sonu­larĔnĔ gºzler ºn¿ne sermektedir. Sonunda 
Golovlevoõdaki bu ònefretlik evdeó h¿k¿m s¿ren d¿zen, s¿rekli yalnĔzlaĹma, hastalĔk, intihar ve ºl¿mle 
sonu­lanarak ailenin aslĔnda ­ºken bir toplumsal d¿zenin bireyde bĔraktĔĶĔ ruhsal ve ahlaki bozuluĹunun 
aynasĔ olduĶunu kanĔtlamaktadĔr. SaltĔkov-ĸ­edrinõin bu eseri, aile kavramĔnĔn bir sĔĶĔnak deĶil, bir hapishane 
h©line gelebildiĶi koĹullarĔ incelemesiyle, nesiller boyu s¿ren uĶursuzluĶun ve toplumsal deĶiĹime adapte 
olamamanĔn bedelini g¿­l¿ bir edebi sentezle ortaya koymaktadĔr. 

 
KAYNAK¢A 
 
Akarsu, B. (1975). Felsefe terimleri sºzl¿Ķ¿. T¿rk Dil Kurumu YayĔnlarĔ. 



IX. Uluslararasē Batē K¿lt¿r¿ ve Edebiyatlarē Araĸtērmalarē Sempozyumu- Bildiri Tam Metin Kitabē  

9th International Western Cultural and Literary Studies Symposium- Full Text Book of Proceedings 

 
Duygu ķKķSķVRķ AKDEMķR 

 
 

113 

 

Esen, P. (2023). Rusyaõda toprak kºleliĶi sistemi. ķdil Sanat ve Dil Dergisi, 12(103), 280ð291. doi: 
10.7816/idil-12-103-01. 

Olcay, T. (2009). Bir òSatyrosó ustasĔ: M. Y. SaltĔkov-ĸ­edrin. NAVķSALVķA Sina KabaaĶa­'Ĕ Anma 
ToplantĔsĔ, 2008 i­inde (ss. 127ð139). Arkeoloji ve Sanat YayĔnlarĔ. 

SaltĔkov-ĸ­edrin, M. Ye. (1965). Zaputannoye delo. Sobraniye so­ineniy v dvadtsati tomah: Tom pervĔy 
hudojestvennaya proza retsenzii stihotvoreniya 1840-1849 i­inde (Cilt 1, ss. 201ð275). Moskva, 
Hudojestvennaya literatura. 

SaltĔkov-ĸ­edrin, M. Ye. (1994). Golovlev ailesi (M. Beyhan, ¢ev.). 2. bsk., Ankara, ¥teki YayĔnevi. 
ĸilin, V. V. (2019). Slovarõ literaturoved­eskih terminov. Moskva, Kanon+ ROOI Reabilitatsiya. 
S¿tc¿, G. (2022). Bir feodal d¿zen trajedisi: Golovlev Ailesi. 9. UluslararasĔ Avrasya Zirvesi Bilimsel ve G¿ncel 

GeliĹmeler Kongresi (International Euroasia Congress on Scientific Researches and Recent Trends 9) i­inde (ss. 
502ð514). Antalya, T¿rkiye. 

Turgenev, ķ. S. (2003). Polnoye sobraniye so­ineniy i pisem v tridtsati tomah. Pisma. Tom ­etĔrnadtsatĔy. 1875. Nauka. 
 
 
 

 



IX. Uluslararasē Batē K¿lt¿r¿ ve Edebiyatlarē Araĸtērmalarē Sempozyumu- Bildiri Tam Metin Kitabē  

9th International Western Cultural and Literary Studies Symposium- Full Text Book of Proceedings 
  
 
 
 

114 

 

ȚȻȫȭȯȫ ȳ ȭɆȷɆȼȰȶ ȭ ȺȹȭȰȼȽȳ Ȍȳȶȫȸȫ ȏȲȾȮȫȰȭȫ çȜȽȹȸ ȲȰȷȶȳè 

Elena Gileva* 

 
ȋȘȘșȝȋȡȓȪ 

ȜȽȫȽɇɊ ȺȹȼȭɊɄȰȸȫ ȫȸȫȶȳȲȾ ȺȹȭȰȼȽȳ ȼȹȭȻȰȷȰȸȸȹȮȹ ȳȸȮȾɃȼȵȹȮȹ ȺȳȼȫȽȰȶɊ Ȍȳȶȫȸȫ ȏȲȾȮȫȰȭȫ çȜȽȹȸ ȲȰȷȶȳè. ȍ ȺȻȹȳȲȭȰȯȰȸȳɊɀ, 
ȹȼȸȹȭȫȸȸɆɀ ȸȫ ȻȰȫȶɇȸɆɀ ȼȹȬɆȽȳɊɀ ȫȭȽȹȻȼȵȳȴ ȭɆȷɆȼȰȶ ȳȮȻȫȰȽ ȹɂȰȸɇ ȭȫȱȸȾɉ Ȼȹȶɇ: ȹȸ ȺȹȲȭȹȶɊȰȽ ȫȭȽȹȻȾ ȸȰ ȺȻȹȼȽȹ 
ȭȹȼȼȹȲȯȫȽɇ ȼȹȬɆȽȳɊ, ȳȷȰȭɃȳȰ ȷȰȼȽȹ ȭ ȯȰȴȼȽȭȳȽȰȶɇȸȹȼȽȳ, ȸȹ ȳ ȲȫȮȶɊȸȾȽɇ ȭȹ ȭȸȾȽȻɇ ȺȻȹȳȼɀȹȯɊɄȰȮȹ. ȍ ȼȭɊȲȳ ȼ ɂȰȷ ȲȫȯȫɂȰȴ 
ȻȫȬȹȽɆ ȼȽȫȶȹ ȻȫȼȼȷȹȽȻȰȸȳȰ ȺȹȭȰȼȽȳ çȜȽȹȸ ȲȰȷȶȳè ȼ Ƚȹɂȵȳ ȲȻȰȸȳɊ ȼȹȹȽȸȹɃȰȸȳɊ ȭ ȸȰȴ ȺȻȫȭȯɆ ȳ ȭɆȷɆȼȶȫ. ȡȰȶɇɉ ȻȫȬȹȽɆ 
ȬɆȶ ȫȸȫȶȳȲ ȼȺȹȼȹȬȹȭ ȳȼȺȹȶɇȲȹȭȫȸȳɊ ȫȭȽȹȻȹȷ ȺȹȭȰȼȽȳ ɀȾȯȹȱȰȼȽȭȰȸȸȹȮȹ ȭɆȷɆȼȶȫ ȯȶɊ ȼȹȲȯȫȸȳɊ ȻȰȫȶȳȼȽȳɂȰȼȵȹȴ ȵȫȻȽȳȸɆ 
ȺȻȹȳȼɀȹȯɊɄȰȮȹ. ȏȶɊ ȯȹȼȽȳȱȰȸȳɊ ɈȽȹȴ ɁȰȶȳ ȳȼȺȹȶɇȲȹȭȫȶȼɊ ȼȹȺȹȼȽȫȭȳȽȰȶɇȸɆȴ ȷȰȽȹȯ, ȵȹȮȯȫ ȻȰȫȶɇȸɆȰ ȼȹȬɆȽȳɊ, ȹȺȳȼȫȸȸɆȰ 
ȭ ȳȼȽȹȻȳɂȰȼȵȳɀ ȯȹȵȾȷȰȸȽȫɀ ȳȶȳ ȺȻȰȯȼȽȫȭȶȰȸȸɆȰ ȭȹȼȺȹȷȳȸȫȸȳɊȷȳ ȹɂȰȭȳȯɁȰȭ ȼȹȺȹȼȽȫȭȶɊɉȽȼɊ ȼ ȹȺȳȼȫȸȳȰȷ, 
ȺȻȰȯȼȽȫȭȶȰȸȸɆȷ ȭ ȺȻȹȳȲȭȰȯȰȸȳȳ. ȍ ȻȰȲȾȶɇȽȫȽȰ ȬɆȶȹ ȭɆɊȭȶȰȸȹ, ɂȽȹ ȭ ȺȹȭȰȼȽȳ ȽȭȹȻɂȰȼȵȹȰ ȭȹȹȬȻȫȱȰȸȳȰ ȫȭȽȹȻȫ, ȼ ȹȯȸȹȴ 
ȼȽȹȻȹȸɆ, ȭȹȼȼȹȲȯȫȰȽ ȳ ȾȮȶȾȬȶɊȰȽ ȻȰȫȶɇȸȹȼȽɇ, ȺȹȲȭȹȶɊɊ ɂȳȽȫȽȰȶɉ ȾȭȳȯȰȽɇ ȷɆȼȶȳ ȳ ɂȾȭȼȽȭȫ ȺȰȻȼȹȸȫȱȰȴ, ȫ ȼ ȯȻȾȮȹȴ - ȼȹȲȯȫȰȽ 
ȹȬɅȰȷ, ȺȹȵȫȲɆȭȫɊ ȼȳȽȾȫɁȳɉ ȼ ȻȫȲȸɆɀ ȼȽȹȻȹȸ. ȝȫȵȳȷ ȹȬȻȫȲȹȷ, ȭ ȼȽȫȽɇȰ ȯȹȵȫȲɆȭȫȰȽȼɊ ȸȰȹȬɀȹȯȳȷȹȼȽɇ ɀȾȯȹȱȰȼȽȭȰȸȸȹȮȹ 
ȭɆȷɆȼȶȫ ȯȶɊ ȯȹȼȽȳȱȰȸȳɊ ȮȶȾȬȹȵȹȴ ȳ ȷȸȹȮȹȼȽȹȻȹȸȸȰȴ ȺȻȫȭȯɆ ȹ ȻȰȫȶɇȸȹȼȽȳ, ȭ ɂȰȷ ȳ ȲȫȵȶɉɂȫȰȽȼɊ ȸȫȾɂȸȫɊ ȲȸȫɂȳȷȹȼȽɇ 
ȻȫȬȹȽɆ. 
 
ȕȶɉɂȰȭɆȰ ȼȶȹȭȫ: ȯȰȺȹȻȽȫɁȳɊ, ȳȸȮȾɃȼȵȫɊ ȶȳȽȰȻȫȽȾȻȫ, Ȍ.ȏȲȾȮȫȰȭ, çȜȽȹȸ ȲȰȷȶȳè, ȻȰȫȶɇȸȹȼȽɇ, ɀȾȯȹȱȰȼȽȭȰȸȸɆȴ ȭɆȷɆȼȰȶ. 

 
 

Bilan Dzugayevõin òTopraĶĔn ķniltisió AdlĔ RomanĔnda 
Ger­ek ve Kurgu 

¥Z 
Bu makalede, ­aĶdaĹ InguĹ yazar Bilan Dzugayev'in òTopraĶĔn Iniltisió adlĔ romanĔ analize ediliyor.  Genel olarak ger­ek olaylara 
dayanan eserlerde yazarĔn yaptĔĶĔ kurgu ­ok ºnemli bir rol oynar ve yazarĔn sadece ger­ekte meydana gelen olaylarĔ yeniden 
yaratmasĔna deĶil, aynĔ zamanda olan bitenin i­ y¿z¿n¿ de gºrmesine olanak tanĔr. Bu baĶlamda, iĹ bu ­alĔĹmanĔn amacĔ òTopraĶĔn 
Iniltisió romanĔnĔ ger­ek ve kurgu arasĔndaki iliĹki a­ĔsĔndan incelemektir . AyrĔca bu ­alĔĹmanĔn amacĔ, yazarĔn romanĔnda ger­ek­i 
bir tabloyu oluĹturmak i­in kurguyu kullanma yºntemlerini analiz etmektir. Bu amaca ulaĹmak i­in, tarihsel belgelerde anlatĔlan veya 
gºrg¿ tanĔklarĔnĔn anĔlarĔnda sunulan ger­ek olaylarĔn, eserde sunulan anlatĔmla karĹĔlaĹtĔrĔldĔĶĔ karĹĔlaĹtĔrmalĔ yºntem kullanĔlmĔĹtĔr. 
Sonu­ olarak, romanda yazar, kendi yaratĔcĔ hayal g¿c¿n¿ kullanarak bir yandan ger­ekliĶi yeniden yaratĔp derinleĹtirerek okuyucunun 
karakterlerin d¿Ĺ¿ncelerini ve duygularĔnĔ gºrmesini saĶlarken, diĶer yandan durumu farklĔ yºnlerden gºstererek anlattĔĶĔ hikayeye 
bir nevi hacim vermektedir. Bºylece, iĹ bu makalede ger­eklik hakkĔnda derin ve ­ok yºnl¿ bir ger­eĶe ulaĹmak i­in sanatsal 
kurgunun gerekliliĶi kanĔtlanmaktadĔr ve bu da ­alĔĹmanĔn bilimsel ºnemini oluĹturmaktadĔr. 
 
Anahtar Kelimeler: s¿rg¿n, ķnguĹ edebiyatĔ, Bilan Dzugayev, òTopraĶĔn ķniltisió, ger­ek, kurgu. 
 

 
 
 

ȍȍȐȏȐȘȓȐ  
ȠȾȯȹȱȰȼȽȭȰȸȸɆȴ ȭɆȷɆȼȰȶ ɊȭȶɊȰȽȼɊ ȿȾȸȯȫȷȰȸȽȫȶɇȸȹȴ ȵȫȽȰȮȹȻȳȰȴ ȶȳȽȰȻȫȽȾȻɆ ȵȫȵ ȭȳȯȫ ȳȼȵȾȼȼȽȭȫ, 

ȹȸ ȭ Ƚȹȴ ȳȶȳ ȳȸȹȴ ȼȽȰȺȰȸȳ ɀȫȻȫȵȽȰȻȳȲȾȰȽ ȼȹȯȰȻȱȫȸȳȰ ȶɉȬȹȮȹ ȶȳȽȰȻȫȽȾȻȸȹȮȹ ȺȻȹȳȲȭȰȯȰȸȳɊ ȭ 
ɂȫȼȽȸȹȼȽȳ ȳ ȳȼȵȾȼȼȽȭȫ ȭȹȹȬɄȰ. ȍɆȷɆȼȰȶ ȺȹȷȹȮȫȰȽ ȫȭȽȹȻȾ ȭȹȼȼȹȲȯȫȽɇ ȻȰȫȶɇȸɆȰ ȼȹȬɆȽȳɊ ȳ ȲȫȮȶɊȸȾȽɇ 
ȭȸȾȽȻɇ ȺȻȹȳȼɀȹȯɊɄȰȮȹ, ȺȻȹȸȳȵȸȾȽɇ ȭ ȼȹȲȸȫȸȳȰ ȺȰȻȼȹȸȫȱȫ ȳ ȲȫȼȽȫȭȳȽɇ ȲȻȳȽȰȶɊ ȰȷȾ ȼȹȺȰȻȰȱȳȭȫȽɇ, 
ɂȽȹ ȯȰȶȫȰȽ ȰȮȹ ȭȫȱȸȰȴɃȳȷ ȳȸȼȽȻȾȷȰȸȽȹȷ ȶȳȽȰȻȫȽȾȻȸȹȮȹ ȽȭȹȻɂȰȼȽȭȫ, Ƚȹ ȰȼȽɇ ȹȺȻȰȯȰȶɊɉɄȳȷ 
ȺȻȳɋȷȹȷ ȼȹȲȯȫȸȳɊ ȶȳȽȰȻȫȽȾȻȸȹȴ ȻȰȫȶɇȸȹȼȽȳ. ò[ȋȭȽȹȻ] ȭɆȯȾȷɆȭȫȰȽ ȺȻȫȭȯȾ ȳ ȼȽȫȻȫȰȽȼɊ ɈȽȹ ȼȯȰȶȫȽɇ Ƚȫȵ, ɂȽȹȬɆ 

ȭɆȯȾȷȫȸȸȫɊ ȳȷ ȺȻȫȭȯȫ ȬɆȶȫ, Ⱥȹ ȭȹȲȷȹȱȸȹȼȽȳ, ȰɄȰ ȺȻȫȭȯȳȭȰȴ, çȸȫȼȽȹɊɄȰȴè. ȝȫȵȫɊ ȽȭȹȻɂȰȼȵȫɊ ȸȰȺȻȫȭȯȫ ð ȬȶȫȮȹȻȹȯȸȫ, ȭȫȱȸȫ, 
ȺȹȶȰȲȸȫ. Ȑɉ ȱȳȭȳȽȼɊ ȯȾɀ ȺȳȼȫȽȰȶɊ ȳ ɂȳȽȫȽȰȶȰȴ. ȨȽȹ ȳ ȰȼȽɇ ɀȾȯȹȱȰȼȽȭȰȸȸɆȴ ȭɆȷɆȼȰȶó (ȎȹȶȾȬȹȭ, 1958). 

ȍ ȺȻȹȳȲȭȰȯȰȸȳɊɀ, ȹȼȸȹȭȫȸȸɆɀ ȸȫ ȻȰȫȶɇȸɆɀ ȳȼȽȹȻȳɂȰȼȵȳɀ ȼȹȬɆȽȳɊɀ, ɀȾȯȹȱȰȼȽȭȰȸȸɆȴ ȭɆȷɆȼȰȶ 
ȺȻȳȹȬȻȰȽȫȰȽ ȹȼȹȬȹȰ ȲȸȫɂȰȸȳȰ, ȺȹȷȹȮȫɊ ȫȭȽȹȻȾ ȲȫȺȹȶȸȳȽɇ ȺȻȹȬȰȶɆ, ȵȹȽȹȻɆȰ ȸȰȳȲȬȰȱȸȹ ȹȼȽȫɉȽȼɊ ȭ 
ȳȼȽȹȻȳɂȰȼȵȳɀ ȯȹȵȾȷȰȸȽȫɀ. ȚȳȼȫȽȰȶɇ ȷȹȱȰȽ ȭȹȼȼȹȲȯȫȽɇ ȭȸȾȽȻȰȸȸȳȴ ȷȳȻ ȺȰȻȼȹȸȫȱȰȴ, ȳɀ ȷɆȼȶȳ, 
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ɂȾȭȼȽȭȫ ȳ ȺȻȳɂȳȸɆ ȺȹȼȽȾȺȵȹȭ, ȹ ȵȹȽȹȻɆɀ ȸȰ ȷȹȱȰȽ ȻȫȼȼȵȫȲȫȽɇ ȳȼȽȹȻȳɊ. ȨȽȹ ȯȰȶȫȰȽ ȻȰȫȶɇȸɆȰ ȼȹȬɆȽȳɊ 
ȬȹȶȰȰ ȱȳȭɆȷȳ ȳ ȺȹȸɊȽȸɆȷȳ ȯȶɊ ɂȳȽȫȽȰȶɊ, ȫ ȼȫȷȹ ȳȼȽȹȻȳɂȰȼȵȹȰ ȼȹȬɆȽȳȰ ȺȻȳȹȬȻȰȽȫȰȽ ȹȬɅȰȷ Ȳȫ ȼɂɋȽ 
ȽȹȮȹ, ɂȽȹ ȬɆȭȫȰȽ ȺȹȵȫȲȫȸȹ ȼ ȻȫȲȸɆɀ ȺȹȲȳɁȳȴ. 

ȏȶɊ ȼȹȲȯȫȸȳɊ ȻȰȫȶȳȼȽȳɂȰȼȵȹȮȹ ȹȽȻȫȱȰȸȳɊ ȳȷȰȭɃȳɀ ȷȰȼȽȹ ȼȹȬɆȽȳȴ ȫȭȽȹȻ ȷȹȱȰȽ ȯȹȬȫȭȳȽɇ 
ȭɆȷɆɃȶȰȸȸɆɀ ȺȰȻȼȹȸȫȱȰȴ, ȼ ȵȹȽȹȻɆȷȳ ȬȾȯȾȽ ȭȲȫȳȷȹȯȰȴȼȽȭȹȭȫȽɇ ȻȰȫȶɇȸɆȰ ȳȼȽȹȻȳɂȰȼȵȳȰ ȶȳɂȸȹȼȽȳ, 
ɂȽȹȬɆ ȺȹȵȫȲȫȽɇ ȼȹȬɆȽȳȰ ȼ ȻȫȲȸɆɀ ȽȹɂȰȵ ȲȻȰȸȳɊ; ȭȹȼȼȹȲȯȫȽɇ ȯȳȫȶȹȮȳ, ȵȹȽȹȻɆȰ ȸȳȵȹȮȯȫ ȸȰ ȬɆȶȳ 
ȲȫȺȳȼȫȸɆ, ȸȹ ȵȹȽȹȻɆȰ ȷȹȮȶȳ ȬɆ ȳȷȰȽɇ ȷȰȼȽȹ ȭ ȯȫȸȸȹȴ ȼȳȽȾȫɁȳȳ, ɂȽȹ ȸȰȹȬɀȹȯȳȷȹ ȯȶɊ ȻȫȼȵȻɆȽȳɊ 
ɀȫȻȫȵȽȰȻȹȭ ȳ ȺȹȸȳȷȫȸȳɊ ȷȹȽȳȭȫɁȳȳ ȮȰȻȹȰȭ; ȼȿȹȵȾȼȳȻȹȭȫȽɇȼɊ ȸȫ ȹȽȯȰȶɇȸȹȴ, ȸȫ ȺȰȻȭɆȴ ȭȲȮȶɊȯ, 
ȸȰȲȸȫɂȳȽȰȶɇȸȹȴ ȯȰȽȫȶȳ, ȵȹȽȹȻȫɊ ȺȻȳȹȬȻȰȽȫȰȽ ȼȷɆȼȶ ȶȳɃɇ ȭ ȵȹȸȽȰȵȼȽȰ ȺȻȹȳȲȭȰȯȰȸȳɊ. 

ȝȫȵȳȷ ȹȬȻȫȲȹȷ, ɀȾȯȹȱȰȼȽȭȰȸȸɆȴ ȭɆȷɆȼȰȶ, ȬȾȯȾɂȳ ȹȼȹȬɆȷ Ȼȹȯȹȷ ɀȾȯȹȱȰȼȽȭȰȸȸȹȴ ȾȼȶȹȭȸȹȼȽȳ, 
ȹȵȫȲɆȭȫȰȽȼɊ ȷȹɄȸɆȷ ȳȸȼȽȻȾȷȰȸȽȹȷ ȯȶɊ ȾȮȶȾȬȶȰȸȳɊ ȳ ȹȼȷɆȼȶȰȸȳɊ ȻȰȫȶɇȸȹȼȽȳ. șȸ ȺȹȲȭȹȶɊȰȽ 
ȳȼȵȾȼȼȽȭȾ ȮȹȭȹȻȳȽɇ ȹ ȱȳȲȸȳ ȸȫ ȾȸȳȭȰȻȼȫȶɇȸȹȷ ɊȲɆȵȰ, ȵȹȽȹȻɆȴ ȺȹȸɊȽȰȸ ȳ ȬȶȳȲȹȵ ȵȫȱȯȹȷȾ. ȚȻȳ ɈȽȹȷ 
ȼȹȲȯȫȸȸȫɊ ȼ ȺȹȷȹɄɇɉ ȭɆȷɆȼȶȫ ȾȼȶȹȭȸȫɊ ȻȰȫȶɇȸȹȼȽɇ ȭȹȼȺȻȳȸȳȷȫȰȽȼɊ ȵȫȵ ȭȹȲȷȹȱȸȹȰ ȭ ȺȹȭȼȰȯȸȰȭȸȹȴ 
ȱȳȲȸȳ ɂȰȶȹȭȰȵȫ. 

ȍ ȸȫȼȽȹɊɄȰȴ ȼȽȫȽɇȰ ɀȹȽȰȶȹȼɇ ȬɆ ȻȫȼȼȷȹȽȻȰȽɇ ȼ Ƚȹɂȵȳ ȲȻȰȸȳɊ ȼȹȹȽȸȹɃȰȸȳɊ ȺȻȫȭȯɆ ȳ ȭɆȷɆȼȶȫ 
ȺȹȭȰȼȽɇ ȼȹȭȻȰȷȰȸȸȹȮȹ ȳȸȮȾɃȼȵȹȮȹ ȺȳȼȫȽȰȶɊ Ȍȳȶȫȸȫ ȏȲȾȮȫȰȭȫ çȜȽȹȸ ȲȰȷȶȳè, ȵȹȽȹȻȫɊ ȲȫȽȻȫȮȳȭȫȰȽ 
ȸȰȵȹȽȹȻɆȰ ȿȫȵȽɆ ȳȲ ȺȻȹɃȶȹȮȹ ȼȰȷɇȳ ȼȫȷȹȮȹ ȫȭȽȹȻȫ. șȯȸȫȵȹ, ȺȻȰȱȯȰ ɂȰȷ ȺȰȻȰȴȽȳ ȸȰȺȹȼȻȰȯȼȽȭȰȸȸȹ 
ȵ ȫȸȫȶȳȲȾ ȺȻȹȳȲȭȰȯȰȸȳɊ, ȸȰȹȬɀȹȯȳȷȹ ȹȬȻȫȽȳȽɇȼɊ ȵ ȭȫȱȸȹȴ ȭȰɀȰ ȳȼȽȹȻȳȳ ȳȸȮȾɃȼȵȹȮȹ ȸȫȻȹȯȫ, ȫ 
ȳȷȰȸȸȹ ȵ ȺȰȻȳȹȯȾ ȯȰȺȹȻȽȫɁȳȳ, ȹȵȫȲȫȭɃȰȷȾ ȼȳȶɇȸȹȰ ȭȶȳɊȸȳȰ ȸȫ ȼȹȭȻȰȷȰȸȸȹȰ ȷȳȻȹȭȹȲȲȻȰȸȳȰ ȳ 
ȺȼȳɀȹȶȹȮȳɉ ȳȸȮȾɃȰȴ. 

 
1. ȏȰȺȹȻȽȫɁȳɊ ȸȫȻȹȯȹȭ ȵȫȵ ȳȼȽȹȻȳɂȰȼȵȹȰ ȼȹȬɆȽȳȰ 
1943 - 1944 ȮȹȯɆ ȼȽȫȶȳ ȽȻȫȮȳɂȰȼȵȳȷȳ ȯȶɊ ȷȸȹȮȳɀ ȸȫȻȹȯȹȭ ȜȹȭȰȽȼȵȹȮȹ ȜȹɉȲȫ: ȳȸȮȾɃȳ, ɂȰɂȰȸɁɆ, 

ȵȫȻȫɂȫȰȭɁɆ, ȬȫȶȵȫȻɁɆ, ȵȻɆȷȼȵȳȰ ȽȫȽȫȻɆ, ȽȾȻȵȳ-ȷȰȼɀȰȽȳȸɁɆ, ȸȰȷɁɆ ȳ ȯȻ. ȬɆȶȳ ȭɆȼȶȫȸɆ ȼ ȲȰȷȰȶɇ, ȸȫ 
ȵȹȽȹȻɆɀ ȹȸȳ ȳȼȽȹȻȳɂȰȼȵȳ ȺȻȹȱȳȭȫȶȳ, ȳ ȹȽȺȻȫȭȶȰȸɆ ȭ ȳȲȮȸȫȸȳȰ ȭ ȜȻȰȯȸɉɉ ȋȲȳɉ ȳ ȕȫȲȫɀȼȽȫȸ, ɂɇɋ 
ȮȰȹȮȻȫȿȳɂȰȼȵȹȰ ȺȹȶȹȱȰȸȳȰ ȳ ȵȶȳȷȫȽ ȼȳȶɇȸȹ ȹȽȶȳɂȫȶȳȼɇ ȹȽ ȺȻȳȭɆɂȸɆɀ ȯȶɊ ɈȽȳɀ ȸȫȻȹȯȹȭ. 
ȚȻȳɂȳȸȹȴ ȯȰȺȹȻȽȫɁȳȳ ȭ ȹȼȸȹȭȸȹȷ ȸȫȲɆȭȫȶȫȼɇ çȺȹȷȹɄɇ ȸȰȷȰɁȵȳȷ ȲȫɀȭȫȽɂȳȵȫȷè, ȫ ȺȻȰȯȼȽȫȭȳȽȰȶȳ 
ȭɆȼȰȶɊȰȷɆɀ ȸȫɁȳȴ ȬɆȶȳ ȹȬɅɊȭȶȰȸɆ ȭȻȫȮȫȷȳ ȸȫȻȹȯȫ. 

ȍɆȼȰȶȰȸȳȰ ȳȸȮȾɃȰȴ ȳ ɂȰɂȰȸɁȰȭ ȬɆȶȹ ȸȫȲȸȫɂȰȸȹ ȸȫ 23 ȿȰȭȻȫȶɊ 1944, ȭ ȼȫȷȹȰ ɀȹȶȹȯȸȹȰ ȭȻȰȷɊ Ȯȹȯȫ. 
ȓ ȾȱȰ ȺȰȻȭɆȰ ȯȸȳ ȯȰȺȹȻȽȫɁȳȳ ȾȸȰȼȶȳ ȱȳȲȸȳ ȷȸȹȮȳɀ ȶɉȯȰȴ. șȺȰȻȫɁȳɊ "ȢȰɂȰȭȳɁȫ", ȹȻȮȫȸȳȲȹȭȫȸȸȫɊ 
ȵȹȷȳȼȼȫȻȹȷ ȭȸȾȽȻȰȸȸȳɀ ȯȰȶ ȖȫȭȻȰȸȽȳȰȷ ȌȰȻȳȰȴ, ȺȻȰȯȺȹȶȫȮȫȶȫ, ɂȽȹ Ȳȫ ȸȰȯȰȶɉ ȭ ȼȹȼȽȫȭȫɀ ȽȹȭȫȻȸɆɀ 
ȺȹȰȲȯȹȭ ȬȾȯȾȽ ȭɆȭȰȲȰȸɆ ȹȬȫ ȸȫȻȹȯȫ. ȍȫȮȹȸɆ, ȸȰ ȺȻȳȼȺȹȼȹȬȶȰȸȸɆȰ ȯȶɊ ȺȰȻȰȭȹȲȵȳ ȶɉȯȰȴ, ȬɆȶȳ 
ɀȹȶȹȯȸɆȷȳ, ȵȻȹȷȰ ȽȹȮȹ, ȭ ȹȯȸȹȷ ȭȫȮȹȸȰ ȸȫɀȹȯȳȶȹȼɇ ȯȹ 40 ɂȰȶȹȭȰȵ. Ȗɉȯȳ ȲȫȬȹȶȰȭȫȶȳ ȹȽ ɀȹȶȹȯȫ, ȹȽ 
ȹȽȼȾȽȼȽȭȳɊ ɈȶȰȷȰȸȽȫȻȸɆɀ ȼȫȸȳȽȫȻȸɆɀ Ⱦȼȶȹȭȳȴ, ȹȽ Ȯȹȶȹȯȫ, Ƚȫȵ ȵȫȵ ȷȸȹȮȳȰ ȭ ȼȺȰɃȵȰ ȸȰ ȾȼȺȰȶȳ ȳȶȳ ȸȰ 
ȼȷȹȮȶȳ ȭȲɊȽɇ ȼ ȼȹȬȹȴ ȯȹȼȽȫȽȹɂȸȹ ȺȻȹȯȹȭȹȶɇȼȽȭȳɊ. ȕȻȹȷȰ ȽȹȮȹ, ȭȰȼɇ ȺȾȽɇ, Ⱥȹ ȼȭȳȯȰȽȰȶɇȼȽȭȫȷ 
ȹɂȰȭȳȯɁȰȭ ȲȫȸɊȶ ȽȻȳ ȸȰȯȰȶȳ, ȳ ȼȷȰȻȽȳ ȷȸȹȮȳɀ ȶɉȯȰȴ ȹȬȾȼȶȹȭȶȰȸɆ ȸȰ Ƚȹȶɇȵȹ ɀȹȶȹȯȹȷ ȳ Ȯȹȶȹȯȹȷ, ȸȹ 
ȳ ȯȶȳȽȰȶɇȸɆȷ ȹȽȼȾȽȼȽȭȳȰȷ ȯȹȶȱȸȹȮȹ ȶȰɂȰȸȳɊ ȭ ȼȳȽȾȫɁȳȳ ɈȷȹɁȳȹȸȫȶɇȸȹȮȹ ȺȹȽȻɊȼȰȸȳɊ, ȭɆȲȭȫȸȸȹȮȹ 
ȭȸȰȲȫȺȸɆȷ ȭɆȼȰȶȰȸȳȰȷ.  

 
ȌɆȭȫȶȳ ȼȶȾɂȫȳ ȼȷȰȻȽȳ. șȼȹȬȰȸȸȹ ȷȸȹȮȹ ȾȷȳȻȫȶȹ ȶɉȯȰȴ, ȭɆȼȰȶȰȸȸɆɀ ȼ ȮȹȻ. ȨȽȹ ȫȬȼȹȶɉȽȸȹ ȭȹȶɇȸɆȰ ȶɉȯȳ, 
ȳɀ ȲȫȽȹȶȵȫȶȳ, ȵȫȵ ȷȾɀ, ȭ ȵȹȻȹȬȹɂȵȾ, ȳ ȹȸȳ ȸȰ ȭɆȯȰȻȱȳȭȫȶȳ. ȗȰȯȳɁȳȸȼȵȹȴ ȺȹȷȹɄȳ ȸȫȷ ȸȰ ȹȵȫȲɆȭȫȶȳ, ȸȰ 
ȬɆȶȹ ȸȳ ȹȯȸȹȮȹ ȭȻȫɂȫ ȸȳ ȭ ȹȯȸȹȷ ȭȫȮȹȸȰ. Șȹ ȭ ȹȽɂȰȽȫɀ Șȕȍȏ ȼȫȸȳȽȫȻȸɆȴ ɂȫȼ ȹȬȹȲȸȫɂȫȶȼɊ. 
(ȣȫȬȰȶɇȸȳȵȹȭ, 2021: ȓȲ ȭȹȼȺȹȷȳȸȫȸȳȴ ȓȼɆ ȕȹȯȲȹȰȭȫ) 

 
ȍȹȲȭȻȫɄȰȸȳȰ ȸȫ ȻȹȯȸɆȰ ȲȰȷȶȳ ȳȸȮȾɃȰȴ, ɂȰɂȰȸɁȰȭ ȸȫɂȫȶȹȼɇ ȶȳɃɇ ȭ 1957 ȮȹȯȾ ȺȹȼȶȰ ȞȵȫȲȫ 

ȚȻȰȲȳȯȳȾȷȫ ȍȰȻɀȹȭȸȹȮȹ ȼȹȭȰȽȫ ȜȜȜț çș ȭȹȼȼȽȫȸȹȭȶȰȸȳȳ ȢȰɂȰȸȹ-ȓȸȮȾɃȼȵȹȴ ȋȜȜț ȭ ȼȹȼȽȫȭȰ 
țȜȟȜțè. ȝȹ ȰȼȽɇ 13 ȶȰȽ ȸȫȻȹȯɆ ȱȳȶȳ ȸȫ ȸȰȻȹȯȸȹȴ ȲȰȷȶȰ ȭ ȸȰȺȻȳȭɆɂȸɆɀ ȯȶɊ ȼȰȬɊ ȾȼȶȹȭȳɊɀ ȳ 
ȸȰȭȹȲȷȹȱȸȹȼȽȳ ȺȹȷȰȸɊȽɇ ȷȰȼȽȹ ȱȳȽȰȶɇȼȽȭȫ, Ƚȫȵ ȵȫȵ ȸȫɀȹȯȳȶȳȼɇ ȸȫ ȾɂɋȽȰ ȼȺȰɁȺȰȻȰȼȰȶȰȸȳȴ. șȯȸȫȵȹ 
ȷȸȹȮȳȰ ȼȷȹȮȶȳ ȫȯȫȺȽȳȻȹȭȫȽɇȼɊ ȳ ȯȫȱȰ ȺȹȼȶȰ ȻȰȫȬȳȶȳȽȫɁȳȳ ȹȼȽȫȶȳȼɇ ȱȳȽɇ ȸȫ ȸȰȻȹȯȸɆɀ ȯȶɊ ȼȭȹȰȮȹ 
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ȸȫȻȹȯȫ ȲȰȷȶɊɀ. ȓȲȭȰȼȽȸȹ ȽȫȵȱȰ, ɂȽȹ ȷȰȼȽȸɆȰ ȱȳȽȰȶȳ, ȼȺȻȫȭȳȭɃȳȼɇ ȼ ȺȰȻȭɆȷ ȭȺȰɂȫȽȶȰȸȳȰȷ ȳ 
ȸȰȮȫȽȳȭȸɆȷȳ ȹȽȲɆȭȫȷȳ, ȵȹȽȹȻɆȰ ȻȫȼȺȻȹȼȽȻȫȸɊȶȳȼɇ ȼȭȰȻɀȾ, ȵȫȵ ȷȹȮȶȳ ȺȹȷȹȮȫȶȳ ȺȰȻȰȼȰȶȰȸɁȫȷ. 

ȕȹȸȰɂȸȹ, ȺȹȯȹȬȸȫɊ ȽȻȫȮȰȯȳɊ ȸȰ ȷȹȮȶȫ ȺȻȹȴȽȳ ȬȰȼȼȶȰȯȸȹ ȯȶɊ ȶɉȯȰȴ. ȍȼȰ ȸȫȻȹȯɆ, ȺȹȯȭȰȻȮɃȳȰȼɊ 
ȯȰȺȹȻȽȫɁȳȳ, ȭ ȼȭȹȰȴ ȳȼȽȹȻȳɂȰȼȵȹȴ ȺȫȷɊȽȳ ȺȻȹɂȸȹ ȲȫȵȻȰȺȳȶȳ Ⱦȱȫȼ ȺȻȹȳȲȹɃȰȯɃȰȴ ȼ ȸȳȷȳ 
ȸȰȼȺȻȫȭȰȯȶȳȭȹȼȽȳ ȳ ȼȽȫȶȳ ȸȹȼȳȽȰȶɊȷȳ ȵȹȶȶȰȵȽȳȭȸȹȴ ȺȼȳɀȹȶȹȮȳɂȰȼȵȹȴ ȽȻȫȭȷɆ, ȼ ȵȹȽȹȻȹȴ ȹȸȳ ȱȳȭȾȽ 
ȳ Ⱥȹ ȼȰȴ ȯȰȸɇ. Ȝ ȯȻȾȮȹȴ ȼȽȹȻȹȸɆ, ȯȶȳȽȰȶɇȸȹȰ ȹȽȼȾȽȼȽȭȳȰ ȸȫȻȹȯȹȭ ȸȫ ȲȰȷȶɊɀ, ȺȻȳȸȫȯȶȰȱȫȭɃȳɀ ȳȷ 
ȳȼȽȹȻȳɂȰȼȵȳ, ȺȹȭȶȰȵȶȹ Ȳȫ ȼȹȬȹȴ ȳ ȺȻȹȬȶȰȷɆ ȷȰȱȸȫɁȳȹȸȫȶɇȸȹȮȹ ȺȹȻɊȯȵȫ, ȵȹȽȹȻɆȰ ȸȰ ȷȹȮȾȽ 
ȻȰɃȳȽɇȼɊ ȳ ȯȹ ȸȫȼȽȹɊɄȰȮȹ ȭȻȰȷȰȸȳ. ȝȫȵ, ȸȫȺȻȳȷȰȻ, ȭ ȯȹȷȫɀ ȳȸȮȾɃȰȴ ȺȹȼȶȰ ȳɀ ȭɆȼȰȶȰȸȳɊ 
ȺȹȼȰȶȳȶȳȼɇ ȶɉȯȳ ȯȻȾȮȳɀ ȸȫɁȳȹȸȫȶɇȸȹȼȽȰȴ, ȵȹȽȹȻɆȰ ȼ ȭȹȲȭȻȫɄȰȸȳȰȷ ȺȻȰȱȸȳɀ ɀȹȲɊȰȭ ȸȰ ȲȫɀȹȽȰȶȳ 
ȺȹȵȳȯȫȽɇ ȱȳȶȳɄȫ, ȮȯȰ ȹȸȳ ȾȱȰ ȺȻȹȱȳȭȫȶȳ ȯȹȭȹȶɇȸȹ ȯȹȶȮȹȰ ȭȻȰȷɊ. ȕȻȹȷȰ ȽȹȮȹ, ȽȰȻȻȳȽȹȻȳȫȶɇȸɆȴ 
ȭȹȺȻȹȼ ȷȰȱȯȾ ȓȸȮȾɃȰȽȳȰȴ ȳ șȼȰȽȳȰȴ, ȹȼȽȻȹ ȼȽȹɊȭɃȳȴ ȳ ȯȹ ȯȰȺȹȻȽȫɁȳȳ, ȺȹȼȶȰ ȸȰɋ ȼȽȫȶ ȰɄɋ ȹȼȽȻȰȰ, 
ɂȽȹ ȺȻȳȭȰȶȹ ȵ ȼȰȻɇɋȲȸȹȷȾ ȷȰȱȸȫɁȳȹȸȫȶɇȸȹȷȾ ȵȹȸȿȶȳȵȽȾ ȹȼȰȸȳ 1992 Ȯȹȯȫ, ȵȹȮȯȫ ȹȬȰ ȼȽȹȻȹȸɆ 
ȺȹȸȰȼȶȳ ȯȹȭȹȶɇȸȹ ȼȰȻɇɋȲȸɆȰ ɂȰȶȹȭȰɂȰȼȵȳȰ ȺȹȽȰȻȳ, ȫ ȱȳȽȰȶȳ ȳȸȮȾɃȼȵȹȴ ȸȫɁȳȹȸȫȶɇȸȹȼȽȳ, 
ȺȻȹȱȳȭȫȭɃȳȰ ȸȫ ȽȰȻȻȳȽȹȻȳȳ ȜȰȭȰȻȸȹȴ șȼȰȽȳȳ, ȬɆȶȳ ȸȫȼȳȶɇȼȽȭȰȸȸȹ ȳȲȮȸȫȸɆ ȳȲ ȼȭȹȳɀ ȯȹȷȹȭ. 

ȝȫȵȳȷ ȹȬȻȫȲȹȷ, ȯȶɊ ȷȸȹȮȳɀ ȸȫȻȹȯȹȭ, ȺȻȹȱȳȭȫȭɃȳɀ ȸȫ ȽȰȻȻȳȽȹȻȳȳ ȬɆȭɃȰȮȹ ȜȜȜț, ȯȰȺȹȻȽȫɁȳɊ 
ȼȽȫȶȫ ȭȫȱȸȰȴɃȳȷ ȼȹȬɆȽȳȰȷ ȳȼȽȹȻȳȳ ȠȠ ȭȰȵȫ, ȺȹȼȶȰȯȼȽȭȳɊ ȵȹȽȹȻȹȮȹ ȹɄȾɄȫɉȽȼɊ ȺȰȻȰȱȳȭɃȳȷȳ 
ȭɆȼȰȶȰȸȳȰ ȶɉȯɇȷȳ Ⱥȹ ȸȫȼȽȹɊɄȰȰ ȭȻȰȷɊ. 

 

1.1.  ȏȰȺȹȻȽȫɁȳɊ ȵȫȵ ȹȯȸȫ ȳȲ ȮȶȫȭȸɆɀ ȽȰȷ ȭ ȳȸȮȾɃȼȵȹȷ ȳȼȵȾȼȼȽȭȰ 
ȕȫȵ ȶɉȬȹȰ ȼȹȬɆȽȳȰ, ȲȫȽȻȫȮȳȭȫɉɄȰȰ ɁȰȶɆȰ ȸȫȻȹȯɆ ȯȰȺȹȻȽȫɁȳɊ ȸȰ ȷȹȮȶȫ ȸȰ ȸȫȴȽȳ ȹȽȻȫȱȰȸȳɊ ȭ 

ȳȼȵȾȼȼȽȭȰ. ȗȹȷȰȸȽɆ ȸȫɂȫȶȫ ȺȰȻȰȼȰȶȰȸȳɊ ȲȫȺȰɂȫȽȶȰȸɆ ȳȸȮȾɃȼȵȳȷȳ ɀȾȯȹȱȸȳȵȫȷȳ ȭ ȯȹȭȹȶɇȸȹ 
ȬȹȶɇɃȹȷ ȵȹȶȳɂȰȼȽȭȰ ȵȫȻȽȳȸ, ȸȫ ȵȹȽȹȻɆɀ ȳȲȹȬȻȫȱȰȸɆ ȸȫȺȹȶȸȰȸȸɆȰ ȼȽȻȫȯȫȸȳȰȷ ȳ ȼȵȹȻȬɇɉ ȶȳɁȫ 
ȶɉȯȰȴ, ȾȭȹȲȳȷɆɀ ȭ ȽȹȭȫȻȸɆɀ ȭȫȮȹȸȫɀ ȭȯȫȶɇ ȹȽ Ȼȹȯȸȹȴ ȲȰȷȶȳ ȳȶȳ ȺȹȽȰȻɊȭɃȳɀ ȸȫ ɂȾȱȬȳȸȰ ȼȭȹȳɀ 
ȬȶȳȲȵȳɀ. 

ȜȾɄȰȼȽȭȾȰȽ ȯȹȭȹȶɇȸȹ ȹȬɃȳȻȸȫɊ ɀȾȯȹȱȰȼȽȭȰȸȸȫɊ ȶȳȽȰȻȫȽȾȻȫ, ȻȫȼȼȵȫȲɆȭȫɉɄȫɊ ȹ ȯȰȺȹȻȽȫɁȳȳ ȳ 
ȱȳȲȸȳ ȶɉȯȰȴ ȭȹ ȭȻȰȷɊ ȭɆȼɆȶȵȳ, ȳ ɈȽȫ ȶȳȽȰȻȫȽȾȻȫ ȺȻȹȯȹȶȱȫȰȽ ȺȹȺȹȶȸɊȽɇȼɊ ȸȹȭɆȷȳ ȺȻȹȳȲȭȰȯȰȸȳɊȷȳ, 
ȵȹȽȹȻɆȰ ȹȼȷɆȼȶȳȭȫɉȽ ȽȻȫȮȰȯȳɉ ȸȫȻȹȯȫ ȼ ȻȫȲȸɆɀ ȼȽȹȻȹȸ.  

ȍȹ ȭȼȰɀ ɈȽȳɀ ȺȻȹȳȲȭȰȯȰȸȳɊɀ ȻȰȫȶɇȸȹȼȽɇ ȺȰȻȰȺȶȰȽȫȰȽȼɊ ȼ ȭɆȷɆȼȶȹȷ: ȸȫ ȿȹȸȰ ȼȹȬɆȽȳȴ, ȳȷȰȭɃȳɀ 
ȷȰȼȽȹ ȭ ȯȰȴȼȽȭȳȽȰȶɇȸȹȼȽȳ, ȯȰȴȼȽȭȾɉȽ ȮȰȻȹȳ, ȵȹȽȹȻɆȰ ȷȹȮȶȳ ȬɆ ȱȳȽɇ ȭ Ƚȹ ȭȻȰȷɊ, ȻȰȫȶɇȸȹ ȺȻȹȱȳȭȫɊ 
ȳȼȽȹȻȳɂȰȼȵȳȰ ȷȹȷȰȸȽɆ, ȹȯȸȫȵȹ ɈȽȳ ȮȰȻȹȳ, Ȼȫȭȸȹ ȵȫȵ ȳ ȹȬȼȽȹɊȽȰȶɇȼȽȭȫ, ȭ ȵȹȽȹȻɆɀ ȹȸȳ ȼȾɄȰȼȽȭȾɉȽ, 
ɊȭȶɊɉȽȼɊ Ⱥȶȹȯȹȷ ȭɆȷɆȼȶȫ ȫȭȽȹȻȫ. ȝȹ ȰȼȽɇ ȭ ȺȹȯȹȬȸɆɀ ȺȻȹȳȲȭȰȯȰȸȳɊɀ ȲȫȯȫɂȰȴ ȫȭȽȹȻȫ ɊȭȶɊȰȽȼɊ 
ȭȹȼȼȹȲȯȫȸȳȰ ȯȰȴȼȽȭȳȽȰȶɇȸȹȼȽȳ ȼ ȺȹȷȹɄɇɉ ȼȭȹȰȮȹ ȽȭȹȻɂȰȼȵȹȮȹ ȭȹȹȬȻȫȱȰȸȳɊ, ɂȽȹ Ⱥȹ ȼȾȽȳ ȳ ɊȭȶɊȰȽȼɊ 
ɀȾȯȹȱȰȼȽȭȰȸȸɆȷ ȭɆȷɆȼȶȹȷ. 

ȗȸȹȮȳȰ ȺȳȼȫȽȰȶȳ ȬȹȶȰȰ ȻȫȸȸȰȮȹ ȺȰȻȳȹȯȫ ȼȫȷȳ ȺȰȻȰȱȳȶȳ ȭɆȼɆȶȵȾ ȳ ȺȻȰȯȼȽȫȭȶɊɉȽ ȼȰȬȰ, ȵȫȵ ɈȽȹ 
ȬɆȶȹ ȭ ȯȰȴȼȽȭȳȽȰȶɇȸȹȼȽȳ, ɂȽȹ ȯȰȶȫȰȽ ȳɀ ȹȺȳȼȫȸȳȰ ȺȰȻȰȱȳȽɆɀ ȼȹȬɆȽȳȴ ȬȹȶȰȰ ȺȻȫȭȯȹȺȹȯȹȬȸɆȷ ȳ ȭ 
ȸȰȵȹȽȹȻȹȷ ȼȷɆȼȶȰ ȬȹȶȰȰ ȯȰȽȫȶɇȸɆȷ, ȯȻȾȮȳȰ ȱȰ, ȬȹȶȰȰ ȷȹȶȹȯɆȰ, ȹȺȳȼɆȭȫɉȽ ȺȰȻȳȹȯ ȯȰȺȹȻȽȫɁȳȳ, 
ȹȼȸȹȭɆȭȫɊȼɇ ȸȫ ȻȫȼȼȵȫȲȫɀ ȼȭȳȯȰȽȰȶȰȴ ȽȻȫȮȰȯȳȳ ȳ ȯȹȵȾȷȰȸȽȫȶɇȸɆɀ ȳȼȽȹɂȸȳȵȫɀ. șȯȸȫȵȹ ȯȫȱȰ ȭ Ƚȹȷ 
ȼȶȾɂȫȰ, ȵȹȮȯȫ ȫȭȽȹȻ ȸȰ ȬɆȶ ȸȰȺȹȼȻȰȯȼȽȭȰȸȸɆȷ ȾɂȫȼȽȸȳȵȹȷ ȯȰȺȹȻȽȫɁȳȳ, ȰȮȹ ɀȾȯȹȱȰȼȽȭȰȸȸȹȰ 
ȭȹȹȬȻȫȱȰȸȳȰ ȺȹȷȹȮȫȰȽ ȰȷȾ ȭȹȼȼȹȲȯȫȽɇ ȼȹȬɆȽȳɊ ȽȹȮȹ ȺȰȻȳȹȯȫ, ȫ ȰȮȹ ȺȻȹȳȲȭȰȯȰȸȳɊ ȭȼȰ Ƚȫȵ ȱȰ 
ȸȫȺȹȶȸȰȸɆ Ȭȹȶɇɉ ȳ ȮȹȻȰɂɇɉ ȺȰȻȰȱȳȽȹȴ ȰȮȹ ȸȫȻȹȯȹȷ ȽȻȫȮȰȯȳȳ.  

ȝȫȵȳȷ ȹȬȻȫȲȹȷ, ȲȫȽȻȹȸȾȭɃȫɊ ȸȰȼȵȹȶɇȵȹ ȸȫȻȹȯȹȭ ȯȰȺȹȻȽȫɁȳɊ, ȵȹȽȹȻȫɊ ȸȫȸȰȼȶȫ ȮȶȾȬȹȵȾɉ 
ȺȼȳɀȹȶȹȮȳɂȰȼȵȾɉ ȽȻȫȭȷȾ ȺȰȻȰȱȳȭɃȳȷ Ȱɋ ȶɉȯɊȷ ȳ ȭɆȲȭȫȶȫ ȼȰȻɇɋȲȸɆȰ ȹȬɄȰȼȽȭȰȸȸȹ-ȺȹȶȳȽȳɂȰȼȵȳȰ 
ȳȲȷȰȸȰȸȳɊ, ȼȽȫȶȫ ȺȻȳɂȳȸȹȴ ȺȹɊȭȶȰȸȳɊ ȯȹȭȹȶɇȸȹ ȹȬɃȳȻȸȹȮȹ ȺȶȫȼȽȫ ɀȾȯȹȱȰȼȽȭȰȸȸȹȴ ȶȳȽȰȻȫȽȾȻɆ, ȼ 
ȹȯȸȹȴ ȼȽȹȻȹȸɆ, ȼȽȫȭɃȰȴ ȭȫȱȸȰȴɃȳȷ ȷȰɀȫȸȳȲȷȹȷ ȼȹɀȻȫȸȰȸȳɊ ȳȼȽȹȻȳɂȰȼȵȹȴ ȺȫȷɊȽȳ ȸȫȻȹȯȫ, ȫ ȼ 
ȯȻȾȮȹȴ - ȹȼȷɆȼȶɊɉɄȰȴ ȵȫȵ ȼȫȷȾ ȯȰȺȹȻȽȫɁȳɉ, Ƚȫȵ ȳ ȺȻȹɁȰȼȼɆ, ȺȹȼȶȰȯȹȭȫȭɃȳȰ Ȳȫ ȸȰȴ. 

 

2. ȜȹȹȽȸȹɃȰȸȳȰ ȻȰȫȶɇȸȹȼȽȳ ȳ ȭɆȷɆȼȶȫ ȭ ȺȹȭȰȼȽȳ Ȍȳȶȫȸȫ ȏȲȾȮȫȰȭȫ çȜȽȹȸ ȲȰȷȶȳè 
ȚȹȭȰȼȽɇ ȼȹȭȻȰȷȰȸȸȹȮȹ ȳȸȮȾɃȼȵȹȮȹ ȫȭȽȹȻȫ Ȍȳȶȫȸȫ ȏȲȾȮȫȰȭȫ çȜȽȹȸ ȲȰȷȶȳè ȺȹȭȰȼȽȭȾȰȽ ȹ ȱȳȲȸȳ ȳ 

ȸȻȫȭȫɀ ȺȹȼȰȶȰȸɁȰȭ ȭȹ ȭȻȰȷɊ ȯȰȺȹȻȽȫɁȳȳ. 
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ȋȭȽȹȻ ȹȬȻȫɄȫȰȽȼɊ ȵ ȳȼȽȹȻȳȳ ȼȭȹȰȴ ȼȰȷɇȳ, ȫ ȳȷȰȸȸȹ ȵ ȹȯȸȹȷȾ ȳȲ ɈȺȳȲȹȯȹȭ, ȺȻȹȳȲȹɃȰȯɃȳɀ ȼ ȰȮȹ 
ȯȰȯȹȷ Ⱥȹ ȹȽɁȹȭȼȵȹȴ ȶȳȸȳȳ ȭȹ ȭȻȰȷɊ ȱȳȲȸȳ ȭ ȜȻȰȯȸȰȴ ȋȲȳȳ. ȓȲȭȰȼȽȸȹ, ɂȽȹ ȭ ȺȰȻȳȹȯ ȭɆȼȰȶȰȸȳɊ ɈȽȹȽ 
ɂȰȶȹȭȰȵ ȭ ȮȸȰȭȰ ȾȬȳȶ ȯȻȾȮȹȮȹ ɂȰȶȹȭȰȵȫ ȭ ȻȰȲȾȶɇȽȫȽȰ ɂȰȮȹ ȷȰȱȯȾ ȼȰȷɇɊȷȳ ȸȫ ȯȹȶȮȳȰ ȮȹȯɆ ȾȼȽȫȸȹȭȳȶȫȼɇ 
ȵȻȹȭȸȫɊ ȷȰȼȽɇ. Ȝȫȷ ȱȰ ȹȸ ȺȹȺȫȶ ȸȫ ȵȫȽȹȻȮȾ, ȮȯȰ ȺȻȹȭɋȶ ȯȹȭȹȶɇȸȹ ȯȹȶȮȹȰ ȭȻȰȷɊ. ȝȫȵȱȰ ȳȲȭȰȼȽȸȹ, ɂȽȹ 
ȭ ɈȽȹȷ ȯȰȶȰ ȬɆȶȫ ȲȫȷȰɃȫȸȫ ȱȰȸɄȳȸȫ.  

ȓȲ ɈȽȳɀ ȼȭȰȯȰȸȳȴ ȫȭȽȹȻ ȼȹȲȯȫɋȽ ȼȶȰȯȾɉɄȾɉ ȼɉȱȰȽȸȾɉ ȶȳȸȳɉ: ȱȰȶȫɊ ȲȫȼȽȾȺȳȽɇȼɊ Ȳȫ ɂȰȼȽɇ 
ȯȰȭȾɃȵȳ ȳȲ ȼȭȹȰȮȹ ȽȰȴȺȫ, ȞȷȫȻ (Ƚȫȵ ȲȹȭȾȽ ȮȰȻȹɊ ȺȹȭȰȼȽȳ, ȺȻȹȽȹȽȳȺȹȷ ȵȹȽȹȻȹȮȹ ɊȭȶɊȰȽȼɊ ȻȹȯȼȽȭȰȸȸȳȵ 
ȫȭȽȹȻȫ) ȸȰɂȫɊȸȸȹ ȾȬȳȭȫȰȽ ȺȫȻȸɊ ȳȲ ȯȻȾȮȹȮȹ ȽȰȴȺȫ ȭ ȻȰȲȾȶɇȽȫȽȰ ɂȰȮȹ ȼȫȷ ȺȹȺȫȯȫȰȽ ȸȫ ȵȫȽȹȻȮȾ, ȫ ȷȰȱȯȾ 
ȼȰȷɇɊȷȳ ȸȫ ȯȹȶȮȳȰ ȮȹȯɆ ȾȼȽȫȸȫȭȶȳȭȫɉȽȼɊ ȾȼȶȹȭȳɊ ȵȻȹȭȸȹȴ ȷȰȼȽȳ. 

ȚȹȭȰȼȽɇ ȻȫȲȯȰȶȰȸȫ ȸȫ ȯȭȰ ɂȫȼȽȳ: ȭ ȺȰȻȭȹȴ ȹȺȳȼɆȭȫȰȽȼɊ ȳȼȽȹȻȳɊ ȞȷȫȻȫ - ȹȯȸȹȮȹ ȳȲ ȮȶȫȭȸɆɀ ȮȰȻȹȰȭ 
ȺȹȭȰȼȽȳ, ȫ ȭȹ ȭȽȹȻȹȴ - ȳȼȽȹȻȳɊ ȌȰȵɀȫȸȫ, ȭȽȹȻȹȮȹ ȮȶȫȭȸȹȮȹ ȮȰȻȹɊ ȺȹȭȰȼȽȳ (ȶȳɂȸȹȼȽȳ ȭɆȷɆɃȶȰȸȸȹȴ), 
ȫ ȽȫȵȱȰ ȳȼȽȹȻȳɊ ȺȻȳȷȳȻȰȸȳɊ ȼȰȷȰȴ.  

ȏȶɊ ȺȻȳȯȫȸȳɊ ȺȹȭȰȼȽȳ ȷȫȵȼȳȷȫȶɇȸȹȴ ȺȻȫȭȯȳȭȹȼȽȳ ȫȭȽȹȻ ȳȼȺȹȶɇȲȾȰȽ ȹȬȻȫȷȶȰȸȳȰ ȭ ȭȳȯȰ ȯȸȰȭȸȳȵȫ 
ȷȫȶɇɂȳȵȫ, ȭȸȾȵȫ ȞȷȫȻȫ, Ȳȫ ȵȹȽȹȻɆȷ ȷȹȱȸȹ ȾȲȸȫȽɇ ȼȫȷȹȮȹ ȫȭȽȹȻȫ ȺȹȭȰȼȽȳ. ȍ ȯȸȰȭȸȳȵȰ, Ⱥȹȷȳȷȹ 
ȬɆȽȹȭɆɀ ȺȹȯȻȹȬȸȹȼȽȰȴ ȱȳȲȸȳ ȳȸȮȾɃȼȵȹȮȹ ȺȹȯȻȹȼȽȵȫ, ȹȺȳȼɆȭȫȰȽȼɊ, ȵȫȵ ȭ ȻȫȲȮȹȭȹȻȰ ȼȹ ȼȭȹȳȷ ȯɊȯȰȴ 
ȷȫȶɇɂȳȵ ȲȫȯȫɋȽ ȭȹȺȻȹȼ ȹ ȵȻȹȭȸȹȴ ȭȻȫȱȯȰ, ȵȹȽȹȻȫɊ ȼȭɊȲɆȭȫȰȽ ȯȭȫ ȽȰȴȺȫ. ȏɊȯɊ ȸȫɂȳȸȫȰȽ ȼȭȹȴ ȻȫȼȼȵȫȲ 
Ƚȫȵ: çȕȹȮȯȫ ȯȰȯȾɃȵȾ ȯȰȺȹȻȽȳȻȹȭȫȶȳ ȭȷȰȼȽȰ ȼ ȹȼȽȫȶɇȸɆȷ ȸȫȻȹȯȹȷ, ȰȷȾ ȬɆȶȹ 14 ȶȰȽ...è (ȏȲȾȮȫȰȭ, 2017 : 9) 

 
2.1. ȍɆȷɆȼȰȶ ȵȫȵ ȼȺȹȼȹȬ ȾȮȶȾȬȶȰȸȳɊ ȻȰȫȶɇȸȹȼȽȳ 
ȓȼȽȹȻȳɊ ȞȷȫȻȫ ȻȫȼȼȵȫȲȫȸȫ ȭ ȷȰȶɇɂȫȴɃȳɀ ȺȹȯȻȹȬȸȹȼȽɊɀ: ȫȭȽȹȻ ȺȹȭȰȼȽȭȾȰȽ ȹ ȰȮȹ 

ȭȲȫȳȷȹȹȽȸȹɃȰȸȳɊɀ ȼ ȱȰȸȹȴ ȳ ȼ ȯȻȾȲɇɊȷȳ, ȺȰȻȰȯȫɋȽ ȰȮȹ ȭȸȾȽȻȰȸȸȳȰ ȺȰȻȰȱȳȭȫȸȳɊ: 
 

ȞȷȫȻ ȬɆȶ ȾȭȰȻȰȸ, ɂȽȹ Ⱦȱ ȰȮȹ ȹȽȰɁ ȸȰ ȼȽȫȶ ȬɆ ȯȾȷȫȽɇ, ȺȹȽȹȷȾ ɂȽȹ ȼȽȫȻɃȳȷ ȭȼȰȮȯȫ ȳȲȭȰȼȽȸȹ, ȵȫȵ ȺȹȼȽȾȺȫȽɇ. 

ȓ ɈȽȳ ȼȺȹȼȹȬɆ ȹȸȳ ȸȰ ȺȻȳȯȾȷɆȭȫȶȳ, ȫ ȶȳɃɇ ȸȫȼȶȰȯȹȭȫȶȳ. șȽ ȹȽɁȫ ȵ ȼɆȸȾ. șȽ ȹȽɁȫ ȵ ȼɆȸȾ. Șȹ ɈȽȫ ɁȰȺɇ 

ȺȻȰȻȭȫȶȫȼɇ ȸȫ ȞȷȫȻȰ. ȐȮȹ ȹȽȰɁ ȸȰ ȺȰȻȰȯȫȶ ȰȷȾ, ȺȹȽȹȷȾ ɂȽȹ ȾȷȰȻ Ȼȫȸȹ. ȝȹɂȸȹ Ƚȫȵ ȱȰ, ȵȫȵ ȯȻȾȮȳȰ ȹȽɁɆ ȸȰ 

ȺȰȻȰȯȫȶȳ ȷȸȹȱȰȼȽȭȾ ȯȻȾȮȳɀ, Ƚȫȵȳɀ ȱȰ, ȵȫȵ ȹȸ. (ȏȲȾȮȫȰȭ, 2017: 44) 

 

 
ȕȹȸȰɂȸȹ, Ⱥȹ ȼȾȽȳ, ȷȹȶȹȯȹȴ ȰɄɋ ȫȭȽȹȻ ȸȰ ȷȹȱȰȽ ȼ ȯȹȼȽȹȭȰȻȸȹȼȽɇɉ ȼȵȫȲȫȽɇ, ȵȫȵ ȼȵȶȫȯɆȭȫȶȫȼɇ 

ȱȳȲȸɇ ȺȰȻȰȼȰȶȰȸɁȰȭ ȸȫ ɂȾȱȬȳȸȰ, ȳ ȽȰȷ ȬȹȶȰȰ ȺȹȯȻȹȬȸȹ ȭȹȼȺȻȹȳȲȭȰȼȽȳ ȭȼȰ ȼȹȬɆȽȳɊ. ȘȰȼȹȷȸȰȸȸȹ, 
ȰȼȽɇ ȼȭȳȯȰȽȰȶɇȼȽȭȫ ȹɂȰȭȳȯɁȰȭ, ȳɀ ȻȫȼȼȵȫȲɆ, ȸȹ ȹ ȱȳȲȸȳ ȵȫȱȯȹȮȹ ȵȹȸȵȻȰȽȸȹȮȹ ɂȰȶȹȭȰȵȫ, ȷȹȱȸȹ ȶȳɃɇ 
ȯȹȮȫȯɆȭȫȽɇȼɊ. ȓ ȲȯȰȼɇ ȸȫ ȺȹȷȹɄɇ ȺȻȳɀȹȯȳȽ ȽȭȹȻɂȰȼȵȹȰ ȭȹȹȬȻȫȱȰȸȳȰ ȫȭȽȹȻȫ, ȵȹȽȹȻȹȰ, ȹȺȳȻȫɊȼɇ ȸȫ 
ȲȸȫȸȳɊ, ȺȹȶȾɂȰȸȸɆȰ ȳȲ ȻȫȼȼȵȫȲȹȭ ȬɆȭɃȳɀ ȺȰȻȰȼȰȶȰȸɁȰȭ, ȵȸȳȮ ȳ ȯȻȾȮȳɀ ȳȼȽȹɂȸȳȵȹȭ, ȷȹȱȰȽ 
ȯȹȷɆȼȶȳȽɇ ȯȰȽȫȶȳ ȳ ȼȹȲȯȫȽɇ ɀȾȯȹȱȰȼȽȭȰȸȸȾɉ ȻȰȫȶɇȸȹȼȽɇ, ȹȵȫȲɆȭȫɉɄȾɉȼɊ ȺȻȫȭȯȳȭȹȴ ȳ ȮȶȾȬȹȵȹȴ. 
òȜȸȰȱȳȸȵȳ, Ⱥȶȫȭȸȹ ȵȻȾȱȫȼɇ, ȼȶȹȭȸȹ ȼȵȹȶɇȲɊ Ⱥȹ ȼȺȳȻȫȶȳ, ȶȹȱȳȶȳȼɇ ȸȫ ȶȫȯȹȸɇ, ȸȹ ȻȫȲȮȶɊȯȰȽɇ ȳɀ ȾȯȳȭȳȽȰȶɇȸȹȰ 
ȼȽȻȹȰȸȳȰ ȸȰ ȺȹȶȾɂȫȶȹȼɇ: ȯȫȭȫɊ ȶȳɃɇ ȷȮȸȹȭȰȸȳȰ ȸȫ Ƚȹ, ɂȽȹȬɆ ȳȷȳ ȺȹȶɉȬȹȭȫȶȳȼɇ, ȹȸȳ ȺȻȰȭȻȫɄȫȶȳȼɇ ȭ ȯȻȹȱȫɄȳȰ 
ȵȫȺȰȶɇȵȳ. ȍ ȶȫȯȹȸɊɀ ȞȷȫȻȫ ȼȹȬȻȫȶȳȼɇ ȵȻȹɀȹȽȸɆȰ ɂȳȼȽɆȰ ȶȾȱȳɁɆó (ȏȲȾȮȫȰȭ, 2017: 9). 

ȨȽȹ ȺȻȫȵȽȳɂȰȼȵȳ ȵȳȸȰȷȫȽȹȮȻȫȿȳɂȰȼȵȹȰ ȹȺȳȼȫȸȳȰ, ȵȹȸȰɂȸȹ ȱȰ, ɁȰȶȳȵȹȷ ȳ ȺȹȶȸȹȼȽɇɉ Ⱥȶȹȯ 
ȭȹȹȬȻȫȱȰȸȳɊ ȫȭȽȹȻȫ, ȺȹȲȭȹȶɊɉɄȳȴ ɂȳȽȫȽȰȶɉ ȭ ȷȰȶɇɂȫȴɃȳɀ ȯȰȽȫȶɊɀ ȺȻȰȯȼȽȫȭȳȽɇ ȼȰȬȰ ȹȬȼȽȫȸȹȭȵȾ, ȭ 
ȵȹȽȹȻȹȴ ȸȫɂȳȸȫȰȽȼɊ ȳȼȽȹȻȳɊ ȞȷȫȻȫ. ȜȫȷȹȷȾ ȱȰ ȞȷȫȻȾ ɈȽȹȽ ȼȸȰȮ ȸȫȺȹȷȳȸȫȰȽ ȯȻȾȮȹȰ ȼȹȬɆȽȳȰ ð 
ȼȽȻȫɃȸȹȰ ȾȽȻȹ ȼȻȰȯɆ 23 ȿȰȭȻȫȶɊ 1944 Ȯȹȯȫ, ȵȹȮȯȫ ȼȹȬȻȫȸȸɆȷ ȸȫ ȺȶȹɄȫȯȳ ȶɉȯɊȷ ȹȬɅɊȭȳȶȳ ȹ 
ȭɆȼȰȶȰȸȳȳ.  

ȨȽȹȽ ȻȰȫȶɇȸɆȴ ȿȫȵȽ ȬɆȶ ȷȸȹȮȹȵȻȫȽȸȹ ȹȺȳȼȫȸ ȵȫȵ ȼȫȷȳȷȳ ȼȭȳȯȰȽȰȶɊȷȳ ɈȽȹȮȹ ȼȹȬɆȽȳɊ, Ƚȫȵ ȳ ȭ 
ɀȾȯȹȱȰȼȽȭȰȸȸȹȴ ȶȳȽȰȻȫȽȾȻȰ. ȕȫȵ ȺȻȫȭȳȶȹ, ȺȹȯȹȬȸɆȰ ȹȺȳȼȫȸȳɊ ȹɂȰȸɇ Ⱥȹɀȹȱȳ ȯȻȾȮ ȸȫ ȯȻȾȮȫ, Ƚȫȵ ȵȫȵ 
ȸȫȺȳȼȫȸɆ ȶȳȬȹ ȸȰȺȹȼȻȰȯȼȽȭȰȸȸȹ ȺȰȻȰȱȳȭɃȳȷȳ ɈȽȹ ȼȹȬɆȽȳȰ ȫȭȽȹȻȫȷȳ, ȶȳȬȹ ȽȰȷȳ, ȵȽȹ ɀȹȻȹɃȹ 
Ȳȸȫȵȹȷ ȼȹ ȼȭȳȯȰȽȰȶɇȼȽȭȫȷȳ ȹɂȰȭȳȯɁȰȭ, ȵȹȽȹȻɆȰ ȺȹȷȹȮȫɉȽ ȳȲȶȹȱȳȽɇ ȼȹȬɆȽȳɊ ȽȹȮȹ ȭȻȰȷȰȸȳ ȭ 
ȷȰȶɇɂȫȴɃȳɀ ȺȹȯȻȹȬȸȹȼȽɊɀ. șȯȸȫȵȹ ȺȰȻȰȱȳȭȫȸȳɊ ȺȰȻȼȹȸȫȱȫ ȲȫȯȹȵȾȷȰȸȽȳȻȹȭȫȽɇ ȸȰȭȹȲȷȹȱȸȹ, ȸȹ 
ȳȷȰȸȸȹ ȹȸȳ ȹȽȻȫȱȫɉȽ ɂȾȭȼȽȭȫ, ȵȹȽȹȻɆȰ ȺȰȻȰȱȳȶȳ ȺȹȯȭȰȻȮɃȳȰȼɊ ȭɆȼȰȶȰȸȳɉ ȶɉȯȳ. ȢȽȹȬɆ ȺȰȻȰȯȫȽɇ 
ȺȫȸȳȵȾ, ȽȻȰȭȹȮȾ, ȸȰȯȹȾȷȰȸȳȰ ȳ ȯȻȾȮȳȰ ɂȾȭȼȽȭȫ ȶɉȯȰȴ, ȾȲȸȫȭɃȳɀ ȸȰȭȰȻȹɊȽȸȾɉ ȯȶɊ ȸȳɀ ȸȹȭȹȼȽɇ, 
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ȫȭȽȹȻɆ ȳȼȺȹȶɇȲȾɉȽ ɀȾȯȹȱȰȼȽȭȰȸȸɆȴ ȭɆȷɆȼȰȶ, ȼ ȺȹȷȹɄɇɉ ȵȹȽȹȻȹȮȹ ȺȹȵȫȲɆȭȫɉȽ ɂȳȽȫȽȰȶɉ Ƚȹ, ɂȽȹ 
ȸȰȭȹȲȷȹȱȸȹ ȾȭȳȯȰȽɇ.  
 

ȨȽȹ ɂȾȭȼȽȭȹ ȺȹȽȹȷ ȸȰ ȻȫȲ ȺȹȼȰɄȫȶȹ ȞȷȫȻȫ, ȸȹ ȽȹȮȯȫ ȬɆȶȹ ȭȺȰȻȭɆȰ: ȹȸ ȸȰ ȭȰȻȳȶ ȽȹȷȾ, ɂȽȹ ȺȻȹȳȼɀȹȯȳȶȹ. 

ȘȰ ȷȹȮȶȹ ȬɆȽɇ Ƚȫȵ, ɂȽȹ ȰɄɋ ȭɂȰȻȫ ȹȸ ȵȫȵ ȹȬɆɂȸȹ ȯȹ ȹȬȰȯȫ ȼȳȯȰȶ ȼ ȯȻȾȲɇɊȷȳ ȭ ȳɀ ȵȶȫȼȼȰ ȭ ȷȰȯȻȰȼȰ, ȫ ȺȹȽȹȷ 

ȮȾȶɊȶ ȼ ȸȳȷȳ ȱȰ Ⱥȹ ȹȵȻȰȼȽȸȹȼȽɊȷ. ȓ ȺȹȲȫȭɂȰȻȫ. ȓ ȺȹȲȫȺȹȲȫȭɂȰȻȫ. ȝȫȵ ȯȹȶȱȸȹ ȬɆȶȹ ȬɆȽɇ ȳ ȼȰȮȹȯȸɊ. ȓ 

ȲȫȭȽȻȫ, ȳ ȵȫȱȯɆȴ ȯȰȸɇ. ȕȫȵ Ƚȫȵ ȺȹȶȾɂȳȶȹȼɇ, ɂȽȹ ȭȼȰ ȼȽȫȶȹ Ⱥȹ-ȯȻȾȮȹȷȾ? șȸ ȸȰ ȷȹȮ ȭɆȻȫȲȳȽɇ ȼȶȹȭȫȷȳ ȼȭȹȳ 

ȷɆȼȶȳ, ȼȶȹȱȳȭɃȳȰȼɊ ȭ ȹȯȸȾ ȿȻȫȲȾ: ȵȫȵ? (ȏȲȾȮȫȰȭ, 2017: 11) 

 

ȨȽȹȽ ȭȹȺȻȹȼ çȵȫȵ?è ȳȶȳ çȲȫ ɂȽȹ?è, ȲȫȯȫȭȫȰȷɆȴ ȼȰȬȰ ɂȰȶȹȭȰȵȹȷ, Ƚȹȶɇȵȹ ɂȽȹ ȺȹȶȾɂȳȭɃȳȷ ȳȲȭȰȼȽȳȰ 
ȹ ȭɆȼȰȶȰȸȳȳ, ȲȭȾɂȳȽ ȭȹ ȷȸȹȮȳɀ ȺȻȹȳȲȭȰȯȰȸȳɊɀ, ȹȺȳȼɆȭȫɉɄȳɀ ȯȰȺȹȻȽȫɁȳɉ: ɂȽȹ ȺȹȯȽȭȰȻȱȯȫȰȽ 
ȺȻȫȭȯȹȺȹȯȹȬȳȰ ȺȹȯȹȬȸɆɀ ȷɆȼȶȰȴ, ȭȹȲȸȳȵȫɉɄȳɀ Ⱦ ȺȰȻȼȹȸȫȱȫ. 

ȏȫȶɇȸȰȴɃȳȰ ȹȺȳȼȫȸȳȰ ȺȻȹɁȰȼȼȫ ȭɆȼȰȶȰȸȳɊ ȽȫȵȱȰ ȼȹȹȽȭȰȽȼȽȭȾȰȽ ȭȹȼȺȹȷȳȸȫȸȳɊȷ ȹɂȰȭȳȯɁȰȭ ȳ 
ȹȺȳȼȫȸȳɊȷ ȭ ȯȻȾȮȳɀ ȺȻȹȳȲȭȰȯȰȸȳɊɀ: ȽȾȽ ȺȹɊȭȶɊȰȽȼɊ ȹȬȻȫȲ çȺȻȹȯȾȭȫȰȷȹȮȹ ȭȰȽȻȹȷ ȽȹȭȫȻȸȹȮȹ ȭȫȮȹȸȫè, 
ȸȫȺȹȶȸȰȸȸȹȮȹ ȯȰȼɊȽȵȫȷȳ ȼȽȹȸȾɄȳɀ ȳ ȵȫɃȶɊɉɄȳɀ ȶɉȯȰȴ, ɂȽȹ ȼȻȫȲȾ ȹȽȼɆȶȫȰȽ ȵ ȯȹȭȹȶɇȸȹ ȳȲȭȰȼȽȸȹȷȾ 
ȼȽȳɀȹȽȭȹȻȰȸȳɉ ȳȸȮȾɃȼȵȹȮȹ ȺȹɈȽȫ Ȍ.ȝȳȷȾȻȲȳȰȭȫ çȘȫ ȍȹȼȽȹȵè: 

 
ȜȽȾȵ ȵȹȶȰȼ, ȼȽȾȵ ȵȹȶȰȼ, 

ȚȫȻȹȭȹȲȸɆȴ ȮȾȯȹȵ - 

ȎȾȶȵȳȷ Ɉɀȹȷ ȶȰȼȫ  

șȽȵȶȳȵȫɉȽȼɊ. 

ȍ ȭȹȼȺȫȶɋȸȸȹȷ ȷȹȲȮȾ 

ȌȰȲȸȫȯɋȱȸɆȴ ȭȹȺȻȹȼ: 

Ȓȫ ȵȫȵȳȰ ȮȻȰɀȳ ȺȻȳɂȳȽȫȰȽȼɊ? 

<...> 

ȕȽȹ-Ƚȹ ȼȽȹȸȰȽ ȭȹ ȽɇȷȰ, 

ȕȽȹ-Ƚȹ ȽȻȰȬȾȰȽ ȺȳȽɇ, 

ȕȽȹ-Ƚȹ ȭ ȵȫɃȶȰ ȼȾɀȹȷ 

ȘȫȯȻɆȭȫȰȽȼɊ... (ȝȳȷȾȻȲȳȰȭ Ȍ.) 

 

ȝȾȽ ȱȰ ȺȹɊȭȶɊɉȽȼɊ ȳ ȹȬȻȫȲɆ ȼȹȶȯȫȽ ȳ ȹȿȳɁȰȻȹȭ, ȬȰȼȺȹɄȫȯȸȹ ȼȽȻȰȶɊɉɄȳɀ ȭȹ ȭȼȰɀ, ȵȽȹ ȸȰ 
ȺȹȯɂȳȸɊȰȽȼɊ ȼȽȻȹȮȹȷȾ ȺȹȻɊȯȵȾ. ȝȹȽ ȿȫȵȽ, ɂȽȹ ȸȰȺȹȯɂȳȸɊȭɃȳɀȼɊ ȺȻȫȭȳȶȫȷ ȺȰȻȰȼȰȶȰȸɁȰȭ 
ȬȰȼȺȹɄȫȯȸȹ ȾȬȳȭȫȶȳ, ȸȰȹȯȸȹȵȻȫȽȸȹ ȺȹɊȭȶɊȰȽȼɊ ȭ  ȭȹȼȺȹȷȳȸȫȸȳɊɀ ȹɂȰȭȳȯɁȰȭ ȽȻȫȮȰȯȳȳ: 

 
ȏȹȻȹȮȫ ȬɆȶȫ ȽȻȫȮȳɂȰȼȵȹȴ. ȍ ȼȹȼȰȯȸȰȷ ȭȫȮȹȸȰ ȼȽȫȻȾɃȵȫ ȾȷȳȻȫȶȫ. ȓ Ⱦ ȸȰɋ ȬɆȶ ȰȯȳȸȼȽȭȰȸȸɆȴ ȼɆȸ. șȸȫ ȬɆȶȫ, 

ȸȫȭȰȻȸȹȰ, ȭ ȬȰȼȺȫȷɊȽȼȽȭȰ ȳ ȽȭȰȻȯȳȶȫ, ɂȽȹ ɀȹɂȰȽ ȷȹȶȹȵȫ. Șȫ ȹȯȸȹȴ ȳȲ ȹȼȽȫȸȹȭȹȵ ȰȰ ȼɆȸ ȭȲɊȶ ȼȹȶȯȫȽȼȵȳȴ 

ȵȹȽȰȶȹȵ ȳ ȺȹȬȰȱȫȶ ȸȫ ȼȽȫȸɁȳɉ. ȎȯȰ-Ƚȹ ȹȸ ȵȾȺȳȶ ɈȽȹ ȷȹȶȹȵȹ. <é> ȚȹȰȲȯ ȾȱȰ ȯȭȳȸȾȶȼɊ, ȳ ȹȸ ȬȰȱȫȶ. șɂȰȸɇ 

ȹȸ ȼȽȫȻȫȶȼɊ ȯȹȮȸȫȽɇ ȸȫɃ ȭȫȮȹȸ. ȏȭȰȻɁɆ ȭȫȮȹȸȫ ȰɄɋ ȸȰ ȬɆȶȳ ȲȫȵȻɆȽɆ, ȭ ȸȳɀ ȼȽȹɊȶ ȼȹȶȯȫȽ, ȳ Ɋ ȼȵȭȹȲɇ ȸȰȮȹ 

ȭȳȯȰȶ, ȵȫȵ ɈȽȹȽ ɂȰȶȹȭȰȵ ȬȰȱȳȽ. ȓ ȵȹȮȯȫ ȼȹȶȯȫȽ ȺȹȸɊȶ, ɂȽȹ ȷȾȱɂȳȸȫ ȸȫȼ ȾȱȰ ȸȰ ȯȹȮȹȸȳȽ, ȹȸ ȭɆȼȽȻȰȶȳȶ. Ȫ 

Ⱥȹȷȸɉ, ȵȫȵ ȺȶȰȼȸȾȶȹ ȷȹȶȹȵȹ, ñ ȹɂȰȸɇ ɂȫȼȽȹ ȷȸȰ ɈȽȹ ȼȸȳȽȼɊ. ȓ ȹȸ ȻȫȼȽɊȸȾȶȼɊ ȸȫ ȼȸȰȮȾ. ȨȽȹ ȬɆȶ ȻɊȯȹȭȹȴ 

ȼȶȾɂȫȴ. (ȣȫȬȰȶɇȸȳȵȹȭ, 2021: ȓȲ ȭȹȼȺȹȷȳȸȫȸȳȴ ȓȼɆ ȕȹȯȲȹȰȭȫ) 

 

ȍȹȼȺȹȷȳȸȫȸȳɊ ȞȷȫȻȫ ȹ ȺȰȻȭɆɀ, ȼȫȷɆɀ ȼȶȹȱȸɆɀ ȯȸɊɀ ȭɆȼȰȶȰȸȳɊ ð ȺȻȹɀȹȯȸȹȴ ɈȺȳȲȹȯ ȵȸȳȮȳ, 
ȺȻȳȲȭȫȸȸɆȴ ȭȭȰȼȽȳ ɂȳȽȫȽȰȶɊ ȭ ȵȾȻȼ ȯȰȶȫ, ȹȯȸȫȵȹ ȫȭȽȹȻ, ȵȫȵ ȳ ȭȼȰ ȺȻȰȯȼȽȫȭȳȽȰȶȳ ȰȮȹ ȸȫȻȹȯȫ 
ȺȰȻȰȱȳȭȫɉɄȳȴ ȵȹȶȶȰȵȽȳȭȸȾɉ ȽȻȫȭȷȾ, ȹȺȳȼɆȭȫȰȽ ɈȽȳ ȷȹȷȰȸȽɆ ȻȰȫȶȳȼȽȳɂȸȹ-ȺȻȹȸȲȳȽȰȶɇȸȹ, ɀȹȽɇ ȳ 
ȯȹȭȹȶɇȸȹ ȶȫȵȹȸȳɂȸȹ. ȚȰȻȰȯ ȮȶȫȲȫȷȳ ɂȳȽȫȽȰȶɊ ȵȫȵ ȵȫȯȻɆ ȼȽȫȻȹȴ ȵȳȸȹȺȶɋȸȵȳ ȺȻȹɀȹȯɊȽ ɈȺȳȲȹȯɆ, 
ȺȰȻȰȱȳȽɆȰ ȼȰȷɇɋȴ ȞȷȫȻȫ ȭȹ ȭȻȰȷɊ ȯȹȶȮȹȮȹ ȺȾȽȰɃȰȼȽȭȳɊ ȼ țȹȯȳȸɆ ȭ ȸȰȳȲȭȰȼȽȸȹȼȽɇ: ȷȮȸȹȭȰȸȸɆȰ, Ȳȫ 
20 ȷȳȸȾȽ, ȼȬȹȻɆ ȭ ȯȹȻȹȮȾ, ȶɉȯȳ ȭ ɀȹȶȹȯȸȹȷ ȳ ȽȰȼȸȹȷ ȽȹȭȫȻȸȹȷ ȭȫȮȹȸȰ, ȯȰȽȳ, ȺȻȳȱȳȷȫɉɄȳȰȼɊ ȯȻȾȮ 
ȵ ȯȻȾȮȾ, ɂȽȹȬɆ ȸȰ ȲȫȷɋȻȲȸȾȽɇ, ȼȷȰȻȽɇ ȷȶȫȯɃȰȴ ȼȰȼȽȻɆ, ȯȶɊ ȵȹȽȹȻȹȴ ȞȷȫȻ, ȼȫȷ ȰɄɋ ȺȹȯȻȹȼȽȹȵ, ȬɆȼȽȻȹ 
ȵȹȺȫȰȽ ȷȹȮȳȶȾ, ɂȽȹȬɆ ȾȼȺȰȽɇ ȯȹ ȽȹȮȹ ȷȹȷȰȸȽȫ, ȵȫȵ ȽȻȹȸȰȽȼɊ ȼȹȼȽȫȭ, ȺȻȳȬɆȽȳȰ ȭ ȜȰȭȰȻȸɆȴ ȕȫȲȫɀȼȽȫȸ 
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ȳ ȼȸȹȭȫ ȺȹɀȹȻȹȸɆ, ȸȹ ȾȱȰ ȽɋȽȳ. ȍȼȰ ɈȽȹ ȵȫȱȰȽȼɊ ȹɂȰȸɇ ȻȰȫȶȳȼȽȳɂȸɆȷ ȳ Ƚȹɂȸȹ ȷȹȮȶȹ ȺȻȹȳȼɀȹȯȳȽɇ ȭ 
Ƚȹ ȭȻȰȷɊ, ȹȯȸȫȵȹ, ȵȹȸȰɂȸȹ, ȼȫȷȹ ȹȺȳȼȫȸȳȰ ɊȭȶɊȰȽȼɊ ɀȾȯȹȱȰȼȽȭȰȸȸɆȷ ȭɆȷɆȼȶȹȷ ȫȭȽȹȻȫ, Ƚȫȵ ȵȫȵ 
ȸȳȵȫȵȳɀ ȯȹȵȾȷȰȸȽȹȭ, ȵȫȼȫɉɄȳɀȼɊ ȳȷȰȸȸȹ ɈȽȹȴ ȼȰȷɇȳ, ȸȰ ȼȾɄȰȼȽȭȾȰȽ. 

ȏȫȶɇȸȰȴɃȰȰ ȹȺȳȼȫȸȳȰ ȼȹȬɆȽȳȴ - ȽȹȱȰ ȫȭȽȹȻȼȵȳȴ ȭɆȷɆȼȰȶ, ȼȽȻȹɊɄȳȴȼɊ ȸȫ ȳȲȭȰȼȽȸɆɀ ȰȷȾ ȻȰȫȶȳɊɀ: 
ȺȻȳȸɁȳȺȫɀ ȳȸȮȾɃȼȵȹȮȹ ȹȬɄȰȱȳȽȳɊ, ȽȻȫȯȳɁȳȹȸȸȹȮȹ ȺȹȭȰȯȰȸȳɊ ȭ ȹȬɄȰȼȽȭȰ (ȫȯȫȽȫɀ) ȳ ȼȭȰȯȰȸȳɊɀ, 
ȺȹȶȾɂȰȸȸɆɀ ȳȲ ȻȫȼȼȵȫȲȹȭ ȹɂȰȭȳȯɁȰȭ ȼȹȬɆȽȳȴ. 

ȍȹȽ, ȸȫȺȻȳȷȰȻ, ȵȫȵ ȹȺȳȼɆȭȫȰȽ ȫȭȽȹȻ ȭȼȽȻȰɂȾ ȞȷȫȻȫ ȼ ȱȰȸȹȴ ȺȹȼȶȰ ȯȹȶȮȹȴ ȻȫȲȶȾȵȳ: 
 
ȏȭȰȻɇ ȻȫȼȺȫɀȸȾȶȫȼɇ ȳ ȸȫȭȼȽȻȰɂȾ ȭɆȬȰȱȫȶȫ, ȾȬȳȻȫɊ ȱɋȼȽȵȳȰ ȺȻɊȯȳ ȭȹȶȹȼ Ⱥȹȯ ȵȹȼɆȸȵȾ, ȷȹȶȹȯȫɊ ȱȰȸɄȳȸȫ, 

ȮȶȫȲȫ Ȱɋ ȼȳɊȶȳ. șȸȫ ȵȳȸȾȶȫȼɇ ȵ ȞȷȫȻȾ, ȸȹ, ȸȰ ȯȹȬȰȱȫȭ ȼȫȷȾɉ ȷȫȶȹȼȽɇ, ȹȼȽȫȸȹȭȳȶȫȼɇ, Ƚȹɂȸȹ ȾȯȫȻȳȶȫȼɇ ȹ 

ȼȽȰȸȾ. ȞȷȫȻ ȾȼȷȰɀȸȾȶȼɊ. ȒȫȽȰȷ ȷȹȶɂȫ ȺȹȵȫȲȫȶ Ȳȫ ȼȺȳȸȾ, ȱȰȸɄȳȸȫ ȽȾȽ ȱȰ ȭɆȼȵȹɂȳȶȫ Ȳȫ ȯȰȻȰȭɊȸȸɆȰ ȭȹȻȹȽȫ. 

ȢȰȻȰȲ ȷȮȸȹȭȰȸȳȰ ȞȷȫȻ ȾȼȶɆɃȫȶ ȻȫȯȹȼȽȸɆȴ ȭȹȲȮȶȫȼ. ȞȭȳȯȰȭ ȺȻȳȭȰȯɋȸȸɆɀ ȷȾȱȰȷ ȬȫȻȫȸȹȭ, ȝȫȷȫȻȳ ɂȾȽɇ ȸȰ 

ȶȳɃȳȶȫȼɇ ɂȾȭȼȽȭ. ȏȫ ɈȽȹ ɁȰȶȹȰ ȬȹȮȫȽȼȽȭȹ!.. (ȏȲȾȮȫȰȭ, 2017: 14) 

 

ȕȹȸȰɂȸȹ, ȺȹȯȹȬȸȫɊ ȼɁȰȸȫ ȭȺȹȶȸȰ ȷȹȮȶȫ ȺȻȹȳȲȹȴȽȳ ȭ Ƚȹ ȭȻȰȷɊ, ȽȰȷ ȬȹȶȰȰ ɂȽȹ ȫȭȽȹȻ, ȲȸȫɊ ȽȻȫȯȳɁȳȳ 
ȳ ȹȬɆɂȫȳ ȱȳȲȸȳ ȳȸȮȾɃȰȴ, ȳɀ ȷȰȸȽȫȶȳȽȰȽ ȸȰ ȺȹȸȫȼȶɆɃȵȰ, ȺȻȫȭȯȳȭȹ ȹȺȳȼɆȭȫȰȽ ȺȹȭȰȯȰȸȳȰ 
ȺȰȻȼȹȸȫȱȰȴ, ȹȯȸȫȵȹ ȵȫȵ ȮȰȻȹȳȸɊ ȹȺȳȼȫȸȸȹȮȹ ȿȻȫȮȷȰȸȽȫ, Ƚȫȵ ȳ ȼȫȷ ɈȺȳȲȹȯ - ɊȭȶɊɉȽȼɊ ȭɆȷɆȼȶȹȷ 
ȫȭȽȹȻȫ. 

ȚȹȼȶȰȯȾɉɄȰȰ ȺȹȭȰȼȽȭȹȭȫȸȳȰ ȽȫȵȱȰ ɊȭȶɊȰȽȼɊ ȭɆȷɆȼȶȹȷ, ȹȼȸȹȭɆȭȫɉɄȳȷȼɊ ȸȫ ȻȰȫȶɇȸȹȷ ȼȹȬɆȽȳȳ. 
ȋȭȽȹȻ ȯȹȯȾȷɆȭȫȰȽ ȮȰȻȹȰȭ, ȼ ȵȹȽȹȻɆȷȳ ȭȼȽȻȰɂȫȰȽȼɊ ȞȷȫȻ, ȼȳȽȾȫɁȳɉ ȰȮȹ ȻȫȲȮȹȭȹȻȫ ȼ ȬȻȫȽȹȷ ȌȰȵɀȫȸȫ 
ȝȳȷȾȻȹȷ, ȸȰȺȻȰȯȸȫȷȰȻȰȸȸȹȰ ȾȬȳȴȼȽȭȹ ȵȹȽȹȻȹȮȹ ȼȽȫȶȹ Ⱥȹȭȹȯȹȷ ȯȶɊ ȵȻȹȭȸȹȴ ȭȻȫȱȯɆ ȯȭȾɀ ȽȰȴȺȹȭ, 
ȫȻȰȼȽ ȞȷȫȻȫ ȳ ȰȮȹ ȺȾȽɇ ɂȰȻȰȲ ȭȼȰ ȺȹȼȰȶȰȸȳȰ ȸȫ ȺȹȭȹȲȵȰ ȭȷȰȼȽȰ ȼ ȫȻȰȼȽȹȭȫȭɃȳȷ ȰȮȹ ȵȫȺȳȽȫȸȹȷ. 
ȋȭȽȹȻȼȵȹȰ ȭȹȹȬȻȫȱȰȸȳȰ, ȼȺȻȹȭȹɁȳȻȹȭȫȸȸȹȰ ȿȫȵȽȹȷ ȯȰȴȼȽȭȳȽȰȶɇȸȹȼȽȳ, ȻȫȲȭȹȻȫɂȳȭȫȰȽ ȭȼɉ ɁȰȺɇ 
ȼȹȬɆȽȳȴ, ȯȳȫȶȹȮȳ ȮȰȻȹȰȭ, ȹȼȽȫȸȫȭȶȳȭȫȰȽȼɊ ȸȫ ȺȹɊȭȶɊɉɄȳɀȼɊ ȸȹȭɆɀ ȺȰȻȼȹȸȫȱȫɀ ȺȹȭȰȼȽȭȹȭȫȸȳɊ: 
ȼȽȫȻȳȵȰ, ȵȹȽȹȻȹȮȹ ȞȷȫȻ ȭȼȽȻȰɂȫȰȽ Ⱥȹ ȯȹȻȹȮȰ ȵ ȯȹȷȾ ȌȰȵɀȫȸȫ, ȵȫȺȳȽȫȸȰ ȒȰȶȰȸȵȹȭȰ, ȵȹȷȰȸȯȫȸȽȰ 
ȺȹȼȰȶȰȸȳɊ ȼȺȰɁȺȰȻȰȼȰȶȰȸɁȰȭ, ȺȻȳȰɀȫȭɃȰȷ ȫȻȰȼȽȹȭɆȭȫȽɇ ȞȷȫȻȫ ȳ Ƚ.ȯ. 

ȓȽȫȵ, ȭ ȺȰȻȭȹȴ ɂȫȼȽȳ ȺȹȭȰȼȽȳ ȼ ȺȹȷȹɄɇɉ ɀȾȯȹȱȰȼȽȭȰȸȸȹȮȹ ȭɆȷɆȼȶȫ ȫȭȽȹȻ ȼȹȲȯȫɋȽ 
ȺȻȫȭȯȹȺȹȯȹȬȸȾɉ ȵȫȻȽȳȸȾ ȼȹȬɆȽȳȴ, ȵȹȽȹȻɆȰ ȷȹȮȶȳ ȬɆ ȺȻȹȳȲȹȴȽȳ ȭ ȻȰȫȶɇȸȹȼȽȳ. ȓȸɆȷȳ ȼȶȹȭȫȷȳ 
ȯȹȼȽȻȫȳȭȫȰȽ ȳȲȭȰȼȽȸɆȴ ȰȷȾ ȵȫȻȵȫȼ ȻȰȫȶɇȸɆɀ ȼȹȬɆȽȳȴ, ȺȻȳȯȫȭȫɊ ȰȷȾ ȱȳȲȸȰȺȹȯȹȬȸɆȴ ȹȬȻȫȲ. 
ȏȰȴȼȽȭȳȽȰȶɇȸȹȼȽɇ ȼȽȫȸȹȭȳȽȼɊ Ƚȹȶɂȵȹȷ ȯȶɊ ȫȵȽȳȭȸȹȴ ȻȫȬȹȽɆ ȽȭȹȻɂȰȼȵȹȮȹ ȭȹȹȬȻȫȱȰȸȳɊ ȫȭȽȹȻȫ, 
ȱȰȶȫɉɄȰȮȹ ȭ ȯȰȽȫȶɊɀ, ȹȬɅȰȷȸȹ ȭȹȼȺȻȹȳȲȭȰȼȽȳ ɈȺȳȲȹȯ, ȹȽȸȹȼɊɄȳȴȼɊ ȵ ȳȼȽȹȻȳȳ ȰȮȹ ȼȰȷɇȳ. 
ȠȾȯȹȱȰȼȽȭȰȸȸɆȴ ȭɆȷɆȼȰȶ ȼȽȫȸȹȭȳȽȼɊ ȸȰȹȬɀȹȯȳȷɆȷ ȳȸȼȽȻȾȷȰȸȽȹȷ ȯȶɊ ȾȮȶȾȬȶȰȸȳɊ ȻȰȫȶɇȸȹȼȽȳ: 
ȭȹȼȼȹȲȯȫȸȳɊ ȺȹȭȰȯȰȸȳɊ ȺȰȻȼȹȸȫȱȰȴ, ȳɀ ɈȷȹɁȳȴ, ȶȹȮȳȵȳ ȻȫȲȭȳȽȳɊ ȵȹȸȿȶȳȵȽȫ. ȋȭȽȹȻ ȸȰ ȺȻȹȼȽȹ 
ȲȫȺȹȶȸɊȰȽ ȸȰȯȹȼȽȫɉɄȳȰ ȳȼȽȹȻȳɂȰȼȵȳȰ ȼȭȰȯȰȸȳɊ, ȼȹȲȯȫɋȽ ȮȶȾȬȹȵȾɉ ȭȸȾȽȻȰȸȸɉɉ ȺȻȫȭȯȾ 
ɂȰȶȹȭȰɂȰȼȵȹȴ ȺȼȳɀȹȶȹȮȳȳ. ȌȶȫȮȹȯȫȻɊ ɈȽȹȷȾ ɂȳȽȫȽȰȶɇ ȷȹȱȰȽ ȺȻȹȼȶȰȯȳȽɇ ȷɆȼȶȳ ȳ ɂȾȭȼȽȭȫ ȮȰȻȹȰȭ 
ȺȹȭȰȼȽȳ, ȳɀ ȻȰȫȵɁȳɉ ȸȫ ȼȹȬɆȽȳɊ ȳ ȺȹɂȾȭȼȽȭȹȭȫȽɇ ȼȰȬɊ ȺȻȳɂȫȼȽȸɆȷ ȵ ɈȽȹȴ ȳȼȽȹȻȳȳ. ȗȹȱȸȹ ȼȵȫȲȫȽɇ, 
ɂȽȹ ȽȭȹȻɂȰȼȵȹȰ ȭȹȹȬȻȫȱȰȸȳȰ ȺȳȼȫȽȰȶɊ ȺȻȳȯȫɋȽ ȸȰȹȬɀȹȯȳȷɆȴ ȺȼȳɀȹȶȹȮȳɂȰȼȵȳȴ ȹȬɅȰȷ ȳ 
ȯȹȼȽȹȭȰȻȸȹȼȽɇ ȹȺȳȼɆȭȫȰȷɆȷ ȼȹȬɆȽȳɊȷ, ȺȹȲȭȹȶɊɊ ɂȳȽȫȽȰȶɉ ȺȰȻȰȱȳȽɇ ȳȼȽȹȻȳɉ ȸȫ ɈȷȹɁȳȹȸȫȶɇȸȹȷ 
ȾȻȹȭȸȰ.  

 

2.2. ȠȾȯȹȱȰȼȽȭȰȸȸɆȴ ȭɆȷɆȼȰȶ ȵȫȵ ȼȺȹȼȹȬ ȼȹȲȯȫȸȳɊ ȹȬɅɋȷȫ ȺȹȭȰȼȽȭȹȭȫȸȳɊ 
ȍȽȹȻȫɊ ɂȫȼȽɇ ȺȹȭȰȼȽȳ çȜȽȹȸ ȲȰȷȶȳè ȺȻȰȯȼȽȫȭȶɊȰȽ ȼȹȬȹȴ ɁȰȶȳȵȹȷ ɀȾȯȹȱȰȼȽȭȰȸȸɆȴ ȭɆȷɆȼȰȶ, ȭ 

ȹȼȸȹȭȰ ȵȹȽȹȻȹȮȹ ȶȰȱȳȽ ȱȰȶȫȸȳȰ ȫȭȽȹȻȫ ȯȫȽɇ ȺȹȶȸȾɉ ȵȫȻȽȳȸȾ ȼȹȬɆȽȳȴ, ȺȹȵȫȲȫȽɇ ȼȳȽȾȫɁȳɉ ȼ ȯȻȾȮȹȴ 
ȼȽȹȻȹȸɆ, ȫ ȽȫȵȱȰ ȻȫȼȼȵȫȲȫȽɇ ȳȼȽȹȻȳɉ ȺȻȳȷȳȻȰȸȳɊ ȭȻȫȱȯȾɉɄȳɀ ȼȽȹȻȹȸ. 

ȎȹȭȹȻɊ ȹ ɀȾȯȹȱȰȼȽȭȰȸȸȹȷ ȭɆȷɆȼȶȰ, ȵȹȸȰɂȸȹ ȱȰ ȳȷȰɉȽȼɊ ȭ ȭȳȯȾ ȭɆȷɆɃȶȰȸȸɆȰ ȺȰȻȼȹȸȫȱȳ ȳ 
ȼȹȬɆȽȳɊ, ȼ ȸȳȷȳ ȺȻȹȳȼɀȹȯɊɄȳȰ, ȭ Ƚȹ ȭȻȰȷɊ ȵȫȵ ȹȬȼȽȹɊȽȰȶɇȼȽȭȫ ð ȷȰȼȽȹ ȯȰȴȼȽȭȳɊ ȳ ȷȰȸȽȫȶɇȸȹȼȽɇ 
ȸȫȻȹȯȫ ð ɊȭȶɊɉȽȼɊ Ƚȹȴ ȻȰȫȶɇȸȹȴ ȹȺȹȻȹȴ, ȸȫ ȵȹȽȹȻȹȴ ȼȽȻȹȳȽȼɊ ȭɆȷɆȼȰȶ. 

ȕȹȸȰɂȸȹ, ȫȭȽȹȻ ȸȰ ȷȹȮ ȲȸȫȽɇ ȹ Ƚȹȷ, ɂȽȹ ȺȻȹȳȼɀȹȯȳȶȹ çȺȹ ȽȾ ȼȽȹȻȹȸȾè ȵȹȸȿȶȳȵȽȫ, ȹȯȸȫȵȹ 
ȽȭȹȻɂȰȼȵȹȰ ȭȹȹȬȻȫȱȰȸȳɊ ȺȳȼȫȽȰȶɊ ȳ ȮȶȾȬȳȸȸȹȰ ȲȸȫȸȳȰ ȺȻȳȸɁȳȺȹȭ ȳȸȮȾɃȼȵȹȮȹ ȹȬɄȰȼȽȭȫ ȺȹȷȹȮȶȹ 
ȰȷȾ ȯȹȼȽȻȹȳȽɇ ȵȫȻȽȳȸȾ. ȎȶȫȭȸɆȷ ȮȰȻȹȰȷ ȭȽȹȻȹȴ ɂȫȼȽȳ ȺȹȭȰȼȽȳ ȼȽȫȸȹȭȳȽȼɊ ȌȰȵɀȫȸ, ȷȶȫȯɃȳȴ ȬȻȫȽ 
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ȾȷȰȻɃȰȮȹ ȹȽ ȻȾȵ ȞȷȫȻȫ ȝȳȷȾȻȫ, - ȺȻȰȯȼȽȫȭȳȽȰȶɇ ȭȽȹȻȹȮȹ ȽȰȴȺȫ ȭ ȵȻȹȭȸȹȷ ȵȹȸȿȶȳȵȽȰ ȯȭȾɀ ȼȽȹȻȹȸ. 
Țȹ ȼȾȽȳ, ȌȰȵɀȫȸ ȳ ɊȭȶɊȰȽȼɊ ȺȻȳɂȳȸȹȴ ȭȼȰȮȹ ȵȹȸȿȶȳȵȽȫ, ȭȰȯɇ ȳȷȰȸȸȹ ȹȸ ȹȵȫȲɆȭȫȰȽȼɊ ȽȫȴȸɆȷ ȷȾȱȰȷ 
ȚȫȽȳ, ȯȰȭȾɃȵȳ ȳȲ ȽȰȴȺȫ ȞȷȫȻȫ, Ȳȫ ȵȹȽȹȻȾɉ ȽȹȽ ȻȰɃȳȶ ȭȼȽȾȺȳȽɇȼɊ. 

ȚȹȭȰȼȽȭȹȭȫȸȳȰ ȭȹ ȭȽȹȻȹȴ ɂȫȼȽȳ ȭȰȯɋȽȼɊ ȹȽ ȶȳɁȫ ȓȼȷȫȳȶȫ, ȭȸȾȵȫ ȌȰȵɀȫȸȫ. ȍȼȰ ɈȽȳ ȺȰȻȼȹȸȫȱȳ 
ɊȭȶɊɉȽȼɊ ȭɆȷɆɃȶȰȸȸɆȷȳ, ȹȯȸȫȵȹ ȭȺȹȶȸȰ ȷȹȮȶȳ ȼȾɄȰȼȽȭȹȭȫȽɇ ȳ ȭ ȻȰȫȶɇȸȹȼȽȳ. 

ȋȭȽȹȻ ȯȸȰȭȸȳȵȫ, ȹ ȵȹȽȹȻȹȷ ȾȱȰ ȮȹȭȹȻȳȶȹȼɇ ȭɆɃȰ, ȸȫɀȹȯȳȽ ȭ ȷȾȲȰȰ, ȮȯȰ ȻȫȬȹȽȫȰȽ ȰȮȹ ȽɋȽɊ, 
ȯȸȰȭȸȳȵȹȭɆȰ ȲȫȺȳȼȳ ȷȹȶȹȯȹȮȹ ɂȰȶȹȭȰȵȫ Ⱥȹ ȳȷȰȸȳ ȓȼȷȫȳȶ ȏ...Ȱȭ, ȹȺȳȼɆȭȫɉɄȰȮȹ ȺȻȹɁȰȼȼ 
ȺȻȳȷȳȻȰȸȳɊ ȭȻȫȱȯȾɉɄȳɀ ȽȰȴȺȹȭ. ȜȽȹȳȽ ȹȽȷȰȽȳȽɇ, ɂȽȹ ȷȾȲȰȴ ȺȫȷɊȽȳ ȱȰȻȽȭȫȷ ȻȰȺȻȰȼȼȳȴ 
çȗȰȷȹȻȳȫȶè ȯȰȴȼȽȭȳȽȰȶɇȸȹ ȼȾɄȰȼȽȭȾȰȽ ȭ ȘȫȲȻȫȸȳ, ȫ ȽɋȽɊ Ȍȳȶȫȸȫ ȏȲȾȮȫȰȭȫ ȯȰȴȼȽȭȳȽȰȶɇȸȹ Ƚȫȷ 
ȻȫȬȹȽȫȶȫ ȯȹ 2019 Ȯȹȯȫ. ȝȹ ȰȼȽɇ ȺȹȼȰɄȰȸȳȰ ȽɋȽȳ ȭ ȷȾȲȰȰ ð ɈȽȹ ȼȳȽȾȫɁȳɊ, ȵȹȽȹȻȫɊ, ȸȫȭȰȻȸɊȵȫ, ȸȰ ȻȫȲ 
ȺȻȹȳȼɀȹȯȳȶȫ ȭ ȻȰȫȶɇȸȹȴ ȱȳȲȸȳ ȫȭȽȹȻȫ ȺȹȭȰȼȽȳ, ȳ ȳȷȰȸȸȹ ȺȹɈȽȹȷȾ ȹȸ ȭȵȶɉɂȫȰȽ Ȱɋ ȭ ȼȭȹɋ 
ȺȻȹȳȲȭȰȯȰȸȳȰ, ȵȫȵ ȼȭɊȲȾɉɄȳȴ ɈȶȰȷȰȸȽ ȷȰȱȯȾ ȯȭȾȷɊ ɂȫȼȽɊȷȳ. ȌȹȶȰȰ ȽȹȮȹ, ȫȭȽȹȻ ȯȸȰȭȸȳȵȫ 
ȻȫȼȼȵȫȲɆȭȫȰȽ ȳ ȹ ȼȷȹȽȻȳȸȫɀ, ȾȼȽȻȹȰȸȸɆɀ ȽȰȽȰȴ ȼȭȹȰȷȾ ȺȶȰȷɊȸȸȳȵȾ: ȸȫ ɂȫȰȺȳȽȳȰ ȭ ȷȾȲȰȰ, ȵȾȯȫ ȹȸ 
ȺȻȳɃɋȶ ȺȹȭȳȯȫȽɇ ȽɋȽɉ, ȺȻȳȼȾȽȼȽȭȹȭȫȶȫ ȷȹȶȹȯȫɊ ȯȰȭȾɃȵȫ, ȵȹȽȹȻȾɉ ȺȹȲȭȫȶȳ Ɋȭȸȹ ȼ ȹȺȻȰȯȰȶɋȸȸȹȴ 
ɁȰȶɇɉ. ȚȹȯȹȬȸɆȰ ȼȺȹȼȹȬɆ ȲȸȫȵȹȷȼȽȭȫ ȷȹȶȹȯɆɀ ȻȫȼȺȻȹȼȽȻȫȸȰȸɆ ȭ ȳȸȮȾɃȼȵȹȷ ȹȬɄȰȼȽȭȰ, ȳ ȫȭȽȹȻ, 
ȵȹȸȰɂȸȹ, ȬɆȶ ȸȰ ȺȻȹȼȽȹ ȳɀ ȼȭȳȯȰȽȰȶȰȷ. 

ȚȹȼȰɄȰȸȳȰ çȗȰȷȹȻȳȫȶȫ ȺȫȷɊȽȳ ȱȰȻȽȭȫȷ ȻȰȺȻȰȼȼȳȴè ȼȽȫȸȹȭȳȽȼɊ ȺȹȭȹȻȹȽȸɆȷ ȺȾȸȵȽȹȷ ȭ 
ȺȹȭȰȼȽȭȹȭȫȸȳȳ: ȫȭȽȹȻ ȸȫɀȹȯȳȽ ȯȸȰȭȸȳȵ ȸȰȵȹȰȮȹ ȓȼȷȫȳȶȫ, ȭ ȵȹȽȹȻȹȷ ȹȺȳȼȫȸ ȺȻȹɁȰȼȼ ȺȻȳȷȳȻȰȸȳɊ 
ȭȻȫȱȯȾɉɄȳɀ Ȼȹȯȹȭ. 

 
Ȫ ȭȺȳȶȼɊ ȮȶȫȲȫȷȳ ȭ ȽȰȽȻȫȯɇ: Ɋ ȹȬɊȲȫȸ ȺȻȹɂȳȽȫȽɇ Ȱɋ. ȒȸȫɊ, ɂȽȹ ɈȽȹ ȲȫȺȻȰɄȰȸȹ, Ɋ ȹȽȵȻɆȶ ȭȳȽȻȳȸȾ, ȭɆȽȫɄȳȶ 

"ȒȫȷȰȽȵȳ..." ȳ ȸȰȽȰȻȺȰȶȳȭɆȷȳ ȻȾȵȫȷȳ ȻȫȼȵȻɆȶ ȳɀ. <...> "...ȹȸȳ ȺȹȰɀȫȶȳ ȭ ȋȸȮȾɃȽ, ȮȯȰ ȺȻȹɀȹȯȳȶȹ 

ȺȻȳȷȳȻȰȸȳȰ. Ȫ ȽȹȱȰ Ƚȫȷ ȬɆȶ. ȍȰɂȰȻȹȷ Ɋ ȸȫȵȹȸȰɁ ȾȲȸȫɉ, ȵȫȵ ȭȼȰ ɈȽȹ ȸȫɂȫȶȹȼɇ..." ȨȽȹ ȹȸȹ! ȍȲȮȶɊȯ ȼ ȯȻȾȮȹȴ 

ȼȽȹȻȹȸɆ. ȘȰ ȬɆȶȹ ȸȳȵȫȵȳɀ ȼȹȷȸȰȸȳȴ, Ɋ Ȳȸȫȶ ɂȰȴ ȺȹȽȹȷȹȵ ȓȼȷȫȳȶ ȏ...Ȱȭ. Ȫ Ȳȸȫȶ, ȵȽȹ ȽȫȵȳȰ ȏ...ȰȭɆ. 

(ȏȲȾȮȫȰȭ, 2017: 60) 

 

ȚȻȳȷȳȻȰȸȳȰ ȼȽȹȻȹȸ - ȻȰȫȶɇȸɆȴ ȿȫȵȽ, ȹȯȸȫȵȹ ȫȭȽȹȻȾ ȸȰ ȳȲȭȰȼȽȸȹ, ɂȽȹ ȰȷȾ ȺȻȰȯɃȰȼȽȭȹȭȫȶȹ, ȵȫȵ 
ȹȸȹ ȮȹȽȹȭȳȶȹȼɇ. ȌȹȶȰȰ ȽȹȮȹ, ȳ ȫȭȽȹȻ ȯȸȰȭȸȳȵȫ, ȹȽ ȳȷȰȸȳ ȵȹȽȹȻȹȮȹ ȭȰȯɋȽȼɊ ȺȹȭȰȼȽȭȹȭȫȸȳȰ, Ƚȫȵ ȱȰ ȸȰ 
ȬɆȶ ȸȰȺȹȼȻȰȯȼȽȭȰȸȸɆȷ ȼȭȳȯȰȽȰȶȰȷ ɈȽȹȮȹ ȼȹȬɆȽȳɊ. ȓȷȰȸȸȹ ȺȹɈȽȹȷȾ, ȺȳȼȫȽȰȶɇ ȭɆȬȳȻȫȰȽ ȽȹȽ ȼȺȹȼȹȬ, 
ȵȹȽȹȻɆȴ ȭ ȰȮȹ ȼȶȾɂȫȰ ȹȵȫȲɆȭȫȰȽȼɊ ȸȫȳȬȹȶȰȰ Ⱥȹɀȹȱȳȷ ȸȫ ȺȻȫȭȯȾ: ȹȺȳȼȫȽɇ ȼȹȬɆȽȳɊ ȹȽ ȶȳɁȫ ȯȻȾȮȹȮȹ 
ȭɆȷɆɃȶȰȸȸȹȮȹ ȺȰȻȼȹȸȫȱȫ, ȵȹȽȹȻɆȴ ȽȫȵȱȰ ȳȷȰȰȽ ȼȭȹɉ ȺȻȫȭȯȹȺȹȯȹȬȸȾɉ ȳȼȽȹȻȳɉ.  

ȝȫȵȳȷ ȹȬȻȫȲȹȷ ȭȹȲȸȳȵȫȰȽ ȺȻȳȰȷ çȯȸȰȭȸȳȵ ȭ ȯȸȰȭȸȳȵȰè: ȭ ȯȸȰȭȸȳȵȰ ȫȭȽȹȻȫ ȺȹȭȰȼȽȳ ȺȹɊȭȶɊɉȽȼɊ 
ȲȫȺȳȼȳ ȳȲ ȯȸȰȭȸȳȵȫ ȓȼȷȫȳȶȫ ȏéȰȭȫ, ȺȻȰȯȼȽȫȭȳȽȰȶɊ ȯȻȾȮȹȴ ȼȽȹȻȹȸɆ ȵȹȸȿȶȳȵȽȫ.  

ȘȰȹȬɀȹȯȳȷȹ ȹȼȹȬȹ ȹȽȷȰȽȳȽɇ, ɂȽȹ ȸȳ ȭ ȺȰȻȭȹȴ ɂȫȼȽȳ, ȸȳ ȭȹ ȭȽȹȻȹȴ ȯȸȰȭȸȳȵȳ ȸȰ ȼȹȯȰȻȱȫȽ 
ȹȺȳȼȫȸȳɊ ȱȳȲȸȳ ȹȼȸȹȭȸɆɀ ȮȰȻȹȰȭ ȺȹȭȰȼȽȳ. șȬȰ ȳȼȽȹȻȳȳ ȿȹȻȷȫȶɇȸȹ ȸȰ ȺȻȳȸȫȯȶȰȱȫȽ ȸȳ ȹȯȸȹȷȾ ȳȲ 
ȯȸȰȭȸȳȵȹȭ: ȺȹȭȰȼȽȭȹȭȫȸȳȰ ȹ Ƚȹȷ, ɂȽȹ ȺȻȹȳȼɀȹȯȳȶȹ ȭȹ ȭȻȰȷɊ ȭɆȼɆȶȵȳ, ȵȫȵ ȬȾȯȽȹ ȭɆȻȫȼȽȫȰȽ ȳȲ 
ȹȬȻɆȭȵȹȭ ȭȹȼȺȹȷȳȸȫȸȳȴ, ȭȳȽȫɉɄȳɀ ȭ ȭȹȲȯȾɀȰ. ȓ Ȱȼȶȳ ȳȼȽȹȻȳɊ ȞȷȫȻȫ ȸȫɂȳȸȫȰȽȼɊ ȼ ȻȫȼȼȵȫȲȫ ȯɊȯȳ 
ȫȭȽȹȻȫ ȯȸȰȭȸȳȵȫ, Ƚȹ ȳȼȽȹȻȳɊ ȌȰȵɀȫȸȫ ȸȫɂȳȸȫȰȽȼɊ ȼ ȻȫȼȼȵȫȲȫ ȹȽɁȫ ȓȼȷȫȳȶȫ.  

șȯȸȫȵȹ ȺȹȭȰȼȽȭȹȭȫȸȳȰ ȸȰ ȬɆȶȹ ȬɆ ȯȹȼȽȫȽȹɂȸȹ ȺȹȶȸɆȷ, Ȱȼȶȳ ȬɆ ɂȳȽȫȽȰȶɇ ȸȰ ȾȲȸȫȶ ȼȾȯɇȬȾ ȚȫȽȳ - 
ȯȰȭȾɃȵȳ, ȼȽȫȭɃȰȴ ȹȼȸȹȭȸȹȴ ȵȹȸȿȶȳȵȽȫ ȷȰȱȯȾ ȼȰȷɇɊȷȳ. ȨȽȹȴ ȮȰȻȹȳȸȰ ȺȹȼȭɊɄȰȸȫ ɁȰȶȫɊ Ȯȶȫȭȫ 
ȺȹȭȰȼȽȳ, ȸȹ ȹȸȫ ȽȫȵȱȰ ȸȰ ɊȭȶɊȰȽȼɊ ɂȫȼȽɇɉ ȸȳ ȹȯȸȹȮȹ ȳȲ ȯȸȰȭȸȳȵȹȭ, ɀȹȽɊ ȼ ȼɉȱȰȽȸȹ ȼȭɊȲȫȸȫ ȼ ȹȬȻȫȲȹȷ 
ȌȰȵɀȫȸȫ.  

ȓȽȫȵ, ȼ ȺȹȷȹɄɇɉ ɀȾȯȹȱȰȼȽȭȰȸȸȹȮȹ ȭɆȷɆȼȶȫ ȫȭȽȹȻ ȼȹȲȯȫɋȽ ȹȬɅɋȷȸȾɉ ȵȫȻȽȳȸȾ ȺȻȹȳȲȹɃȰȯɃȰȮȹ, 
ȳ ɂȳȽȫȽȰȶɇ ȷȹȱȰȽ ȾȭȳȯȰȽɇ ȳȼȽȹȻȳɉ ȼ ȻȫȲȸɆɀ ȼȽȹȻȹȸ, ȼȹȼȽȫȭȳȭ ȼȭȹɋ ȷȸȰȸȳȰ ȹ ȮȰȻȹɊɀ ȺȹȭȰȼȽȳ. ȕȫȵ 
ȞȷȫȻ, Ƚȫȵ ȳ ȌȰȵɀȫȸ ȭɆȲɆȭȫɉȽ Ⱦ ɂȳȽȫȽȰȶɊ ȼȹɂȾȭȼȽȭȳȰ ȳ ȾȭȫȱȰȸȳȰ, Ƚȫȵ ȵȫȵ ȹȬȻȫȲ ȵȫȱȯȹȮȹ ȳȲ ȸȳɀ ȮȶȾȬȹȵȹ 
ȺȻȹȯȾȷȫȸ ȫȭȽȹȻȹȷ, ȸȫɃȰȯɃȳȷ ȳȸȯȳȭȳȯȾȫȶɇȸɆȰ ȶȹȮȳɂȰȼȵȳȰ ȹȺȻȫȭȯȫȸȳɊ ȺȹȼȽȾȺȵȹȭ ȵȫȱȯȹȷȾ ȳȲ 
ȮȰȻȹȰȭ.  

ȎȹȭȹȻɊ ȹ ȼȹȹȽȸȹɃȰȸȳȳ ȺȻȫȭȯɆ ȳ ȭɆȷɆȼȶȫ ȭ ȺȹȭȰȼȽȳ çȜȽȹȸ ȲȰȷȶȳè, ȸȰȭȹȲȷȹȱȸȹ ȸȰ ȾȺȹȷɊȸȾȽɇ 
ȰɄɋ ȹȯȳȸ ȻȰȫȶɇȸɆȴ ȳȼȽȹȻȳɂȰȼȵȳȴ ȿȫȵȽ, ȵȹȽȹȻɆȴ ȳȷȰȰȽ ȷȰȼȽȹ ȭ ȺȹȭȰȼȽȭȹȭȫȸȳȳ: ȹȼȰȽȳȸȹ-ȳȸȮȾɃȼȵȳȴ 
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ȵȹȸȿȶȳȵȽ ȹȼȰȸȳ 1992 Ȯȹȯȫ, ȭ ȵȹȽȹȻȹȷ ȺȹȮȳȬȫȰȽ ȌȰȵɀȫȸ ȳ ȭȼɊ ȰȮȹ ȼȰȷɇɊ, ȳ ȳɀ ȾȲȸȫȰȽ ȞȷȫȻ, ȺȻȳȰɀȫȭɃȳȴ 
ȸȫ ȺȶȹɄȫȯɇ ȭ ȘȫȲȻȫȸȳ, ȮȯȰ ȬɆȶȳ ȭɆȼȽȫȭȶȰȸɆ ȽȰȶȫ ȾȬȳȽɆɀ. ȋȭȽȹȻȾ ȸȰȹȬɀȹȯȳȷȹ ȸȰ ȺȻȹȼȽȹ ȾȺȹȷɊȸȾȽɇ 
ɈȽȹȽ ɈȺȳȲȹȯ ȸȰȺȻȹȼȽȹȴ ȳȼȽȹȻȳȳ ȳȸȮȾɃȰȴ, ȸȹ ȭȵȶɉɂȳȽɇ ȰȮȹ ȭ ȺȹȭȰȼȽȭȹȭȫȸȳȰ, ɂȽȹȬɆ ȹȺȻȫȭȯȫȽɇ 
ȸȫɀȹȯȵȾ ȯȸȰȭȸȳȵȫ ȓȼȷȫȳȶȫ ȭ ȷȾȲȰȰ, ȫ ȽȫȵȱȰ ȶȹȮȳɂȸȹ ȲȫȭȰȻɃȳȽɇ ȼȭȹɋ ȺȻȹȳȲȭȰȯȰȸȳȰ. 

ȝȫȵȳȷ ȹȬȻȫȲȹȷ, ȭ ȵȹȸɁȰ ȺȹȭȰȼȽȭȹȭȫȸȳɊ ȹȼȽȫɉȽȼɊ Ƚȹȶɇȵȹ ȼȾɄȰȼȽȭȹȭȫȭɃȳȰ ȻȰȫȶɇȸȹ ȮȰȻȹȳ 
ȺȻȹȳȲȭȰȯȰȸȳɊ: ȞȷȫȻ ȳ ȰȮȹ ȭȸȾȵ, ȹȸ ȱȰ ȫȭȽȹȻ ȯȸȰȭȸȳȵȫ, - ȭ Ƚȹ ȭȻȰȷɊ ȵȫȵ ȭȼȰ ȺȹȶȸȹȼȽɇɉ ȭɆȷɆɃȶȰȸȸɆȰ 
ȺȰȻȼȹȸȫȱȳ ȹȵȫȲɆȭȫɉȽȼɊ ȶȳɃɇ ȭ ȺȫȷɊȽȳ ȱȳȭɆɀ ȳ ȸȫ Ⱥȹȶȵȫɀ ȷȾȲȰɊ. ȚȹȯȹȬȸɆȷ ȺȻȳɋȷȹȷ ȫȭȽȹȻ ȵȫȵ ȬɆ 
ȭȹȼȼȽȫȸȫȭȶȳȭȫȰȽ Ȭȫȶȫȸȼ ȷȰȱȯȾ  ȺȻȫȭȯȹȴ ȳ ȭɆȷɆȼȶȹȷ ȭ ȼȭȹɋȷ ȺȻȹȳȲȭȰȯȰȸȳȳ. 

ȓȽȫȵ, ȭȹ ȭȽȹȻȹȴ ɂȫȼȽȳ ȺȹȭȰȼȽȳ ȫȭȽȹȻ ȳȼȺȹȶɇȲȾȰȽ ɀȾȯȹȱȰȼȽȭȰȸȸɆȴ ȭɆȷɆȼȰȶ ȯȶɊ ȼȹȲȯȫȸȳɊ ȹȬɅɋȷȫ 
ȺȹȭȰȼȽȭȹȭȫȸȳɊ ȳ ȻȫȼȵȻɆȽȳɊ ȹȬȻȫȽȸȹȴ ȼȽȹȻȹȸɆ ȵȹȸȿȶȳȵȽȫ. ȚȻȳ ɈȽȹȷ ȼȭɊȲɇ ȷȰȱȯȾ ɂȫȼȽɊȷȳ 
ȺȹȭȰȼȽȭȹȭȫȸȳɊ ȳ ȹȯȸȹȭȻȰȷȰȸȸȹ ȷȰȱȯȾ ȯȭȾȷɊ ȼȽȹȻȹȸȫȷȳ ȵȹȸȿȶȳȵȽȫ ȺȻȹȳȼɀȹȯȳȽ ɂȰȻȰȲ ȻȰȫȶɇȸȹ 
ȼȾɄȰȼȽȭȾɉɄȳȰ ȿȫȵȽɆ, ɂȽȹ ȺȹȲȭȹȶɊȰȽ ȫȭȽȹȻȾ ȯȹȬȳȽɇȼɊ ȶȹȮȳɂȰȼȵȹȮȹ ȼȹȭȷȰɄȰȸȳɊ ȺȻȫȭȯɆ ȳ ȭɆȷɆȼȶȫ ȭ 
ȼȭȹɋȷ ȺȻȹȳȲȭȰȯȰȸȳȳ. ȎȳȬȰȶɇ ȮȶȫȭȸɆɀ ȮȰȻȹȰȭ ȺȻȹȽȳȭȹȺȹȶȹȱȸȹȴ ȼȽȹȻȹȸɆ ȵȹȸȿȶȳȵȽȫ ȯȫɋȽ ȫȭȽȹȻȾ 
ȭȹȲȷȹȱȸȹȼȽɇ ȭȹȼȼȽȫȸȹȭȳȽɇ  ȳȼȽȹȻȳɂȰȼȵȳȴ Ȭȫȶȫȸȼ ȳ ȭȰȻȸȾȽɇ ȺȹȭȰȼȽȭȹȭȫȸȳȰ ȵ ȻȰȫȶɇȸȹȼȽȳ. 

 
ȒȋȕȖȩȢȐȘȓȐ 
ȚȹȭȰȼȽɇ Ȍȳȶȫȸȫ ȏȲȾȮȫȰȭȫ çȜȽȹȸ ȲȰȷȶȳè ȹȼȸȹȭɆȭȫȰȽȼɊ ȸȫ ȻȰȫȶɇȸɆɀ ȳȼȽȹȻȳɂȰȼȵȳɀ ȼȹȬɆȽȳɊɀ, ȼ 

ȹȯȸȹȴ ȼȽȹȻȹȸɆ, ȹɀȭȫȽɆȭȫɉɄȳɀ ȽȻȫȮȳɂȰȼȵȳȰ ȼȽȻȫȸȳɁɆ ȳȼȽȹȻȳȳ ȳȸȮȾɃȼȵȹȮȹ ȸȫȻȹȯȫ (ȯȰȺȹȻȽȫɁȳɊ 
1944 - 1957 ȳ ȹȼȰȽȳȸȹ-ȳȸȮȾɃȼȵȳȴ ȵȹȸȿȶȳȵȽ ȹȼȰȸȳ 1992 Ȯȹȯȫ), ȫ ȼ ȯȻȾȮȹȴ - ȳȼȽȹȻȳɉ ȼȰȷɇȳ ȼȫȷȹȮȹ 
ȫȭȽȹȻȫ. ȚȹȯȶȳȸȸɆȰ ȳȼȽȹȻȳɂȰȼȵȳȰ ȼȹȬɆȽȳɊ ȹȬȻȫȲȾɉȽ ȯȹȼȽȹȭȰȻȸɆȴ ȿȹȸ ȯȶɊ ȼɉȱȰȽȫ, ȫ ȺȰȻȼȹȸȫȱȳ, 
ȺȻȰȯȼȽȫȭȶȰȸȸɆȰ ȭ ȺȹȭȰȼȽȳ, ȹȱȳȭȫɉȽ ȶȳɃɇ ȼ ȺȹȷȹɄɇɉ ȽȭȹȻɂȰȼȵȹȮȹ ȭȹȹȬȻȫȱȰȸȳɊ ȫȭȽȹȻȫ, ȵȹȽȹȻɆȴ 
ȸȫȯȰȶɊȰȽ ȳɀ ȷɆȼȶɊȷȳ ȳ ɂȾȭȼȽȭȫȷȳ, ȭȹȼȼȹȲȯȫɋȽ ȯȳȫȶȹȮȳ, ȼȹȬɆȽȳɊ ȳ ȯȫɋȽ ȯȰȽȫȶɇȸȹȰ ȹȺȳȼȫȸȳȰ ȷȰȼȽȫ 
ȺȻȹȳȼɀȹȯɊɄȳɀ ȼȹȬɆȽȳȴ. ȓȸȫɂȰ ȮȹȭȹȻɊ ȫȭȽȹȻ ȳȼȺȹȶɇȲȾȰȽ ȭɆȷɆȼȰȶ ȯȶɊ ȾȮȶȾȬȶȰȸȳɊ ȳ ȭȹȼȼȹȲȯȫȸȳɊ 
ɀȾȯȹȱȰȼȽȭȰȸȸȹȴ ȺȻȫȭȯɆ.  

Ȝ ȯȻȾȮȹȴ ȼȽȹȻȹȸɆ, ȱȰȶȫȸȳȰ ȬɆȽɇ ȹȬɅȰȵȽȳȭȸɆȷ ȳ ȻȫȼȵȻɆȽɇ ȼȾȽɇ ȵȹȸȿȶȳȵȽȫ ȼ ȻȫȲȸɆɀ ȼȽȹȻȹȸ 
ȲȫȼȽȫȭȶɊȰȽ ȫȭȽȹȻȫ ȭȵȶɉɂȳȽɇ ȭ ȼȭȹɋ ȺȹȭȰȼȽȭȹȭȫȸȳȰ ȺȻȰȯȼȽȫȭȳȽȰȶȰȴ ȯȻȾȮȹȴ ȼȽȹȻȹȸɆ ȵȹȸȿȶȳȵȽȫ, ȭ 
ȼȭɊȲȳ ȼ ɂȰȷ ȹȸ ȯȹȷɆȼȶȳȭȫȰȽ ȸȰ Ƚȹȶɇȵȹ ȼȫȷȳɀ ȺȰȻȼȹȸȫȱȰȴ, ȸȹ ȳ ȳɀ ɀȫȻȫȵȽȰȻɆ ȳ ȽȰ ȹȬȼȽȹɊȽȰȶɇȼȽȭȫ, ȭ 
ȵȹȽȹȻɆɀ ȹȸȳ ȷȹȮȶȳ ȬɆ ȼȾɄȰȼȽȭȹȭȫȽɇ, ȫ ȽȫȵȱȰ ȳȼȽȹȻȳɉ ȳɀ Ȼȹȯȫ ȭȺȶȹȽɇ ȯȹ ȭȸȾȵȫ ȮȰȻȹɊ, ȹȽ ȳȷȰȸȳ 
ȵȹȽȹȻȹȮȹ, ȭ ȵȹȸɁȰ ȵȹȸɁȹȭ, ȭȰȯɋȽȼɊ ȺȹȭȰȼȽȭȹȭȫȸȳȰ. ȝȹ ȰȼȽɇ, Ⱥȹȷȳȷȹ ȾȮȶȾȬȶȰȸȳɊ ȺȻȫȭȯɆ, ȫȭȽȹȻ 
ȳȼȺȹȶɇȲȾȰȽ ȭɆȷɆȼȰȶ ȯȶɊ ȻȫȼɃȳȻȰȸȳɊ ȹȬɅɋȷȫ ȺȹȭȰȼȽȭȹȭȫȸȳɊ, ɂȽȹ ȯȫɋȽ ɂȳȽȫȽȰȶɉ ȭȹȲȷȹȱȸȹȼȽɇ 
ȺȻȰȯȼȽȫȭȳȽɇ ȼȳȽȾȫɁȳɉ ɁȰȶȳȵȹȷ, ȳȲȬȰȮȫɊ ȹȯȸȹȼȽȹȻȹȸȸȰȴ ȹɁȰȸȵȳ. ȍȭȰȯȰȸȳȰ ȭ ȼɉȱȰȽ ȳ ȫȸȫȶȳȲ ȷȹȽȳȭȹȭ 
ȺȹȭȰȯȰȸȳɊ ȺȻȰȯȼȽȫȭȳȽȰȶȰȴ ȹȬȰȳɀ ȼȽȹȻȹȸ ȼȹȲȯȫɋȽ ȼȭȹȰȹȬȻȫȲȸȾɉ çȺȹȶȳȿȹȸȳɉè, ȺȹȲȭȹȶɊɊ ȺȹȸɊȽɇ 
ȳȼȽȹȵȳ ȳ ȶȹȮȳȵȾ ȺȹȼȽȾȺȵȹȭ ȵȫȱȯȹȮȹ ȮȰȻȹɊ. ȓȷȰȸȸȹ ɈȽȹ ȹȬɅȰȵȽȳȭȸȹȰ ȳ ȷȸȹȮȹȷȰȻȸȹȰ ȹȽȸȹɃȰȸȳɊ ȵ 
ȺȰȻȼȹȸȫȱȫȷ ȺȹȲȭȹȶɊȰȽ ȹȽȸȰȼȽȳ ȺȹȭȰȼȽɇ  çȜȽȹȸ ȲȰȷȶȳè ȵ ȺȻȹȳȲȭȰȯȰȸȳɊȷ ȹ ȸȫɁȳȹȸȫȶɇȸȹȴ ȽȻȫȮȰȯȳȳ ȳ 
ȯȰȺȹȻȽȫɁȳȳ, ȫ ȸȰ ȵ ȼȰȷȰȴȸɆȷ ȳȼȽȹȻȳɊȷ. ȨȽȹ ȭɆȭȹȯȳȽ ȺȹȭȰȼȽȭȹȭȫȸȳȰ ȸȫ ȾȻȹȭȰȸɇ ȹȼȷɆȼȶȰȸȳɊ ȳȼȽȹȻȳȳ 
ȸȫȻȹȯȫ, ȮȶȹȬȫȶɇȸɆɀ ȳȼȽȹȻȳɂȰȼȵȳɀ ȳ ȼȹɁȳȫȶɇȸɆɀ ȺȹȽȻɊȼȰȸȳȴ ȭ ȰȮȹ ȼȾȯɇȬȰ. 

ȝȫȵȳȷ ȹȬȻȫȲȹȷ ɀȾȯȹȱȰȼȽȭȰȸȸɆȴ ȭɆȷɆȼȰȶ ɊȭȶɊȰȽȼɊ ȸȰȹȬɀȹȯȳȷɆȷ ȼȻȰȯȼȽȭȹȷ ȯȶɊ ȯȹȼȽȳȱȰȸȳɊ 
ȮȶȾȬȹȵȹȴ ȷȸȹȮȹȮȻȫȸȸȹȴ ɀȾȯȹȱȰȼȽȭȰȸȸȹȴ ȺȻȫȭȯɆ  ȭ ȺȹȭȰȼȽȳ Ȍ.ȏȲȾȮȫȰȭȫ çȜȽȹȸ ȲȰȷȶȳè. 
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Emel ¥ZKAYA* 
 

¥Z 
FransĔz EdebiyatĔnda Michel Butorõun DeĶiĹme, T¿rk EdebiyatĔnda Bilge Karasuõnun Gece romanlarĔ, anlatĔ sĔnĔrlarĔnĔ zorlayan, 
zihinsel ­atĔĹmalarĔ kurgusal bi­imde ortaya koyan en ºnemli eserlerin baĹĔnda yer alĔr. DeĶiĹme romanĔndaki, Parisõten Romaõya 
uzanan tren yolculuĶu, ana karakterin zaman i­indeki zihinsel kurgusunu ele alĔr. Tren istasyona yaklaĹtĔĶĔnda, ikinci ­oĶul ĹahĔsla 
verilen anlatĔcĔ, kompartĔman i­indekileri ve ­evrede gºrd¿klerini Ĺimdiki zamanla betimler. Tren tekrar hareket edip, normal hĔzĔna 
ulaĹtĔĶĔnda zihinsel ­ºz¿mlemelerin kurgusu baĹlar. Gece romanĔnda ise, 12 Eyl¿l s¿recinin ­atĔĹmalarĔ, gece ve g¿nd¿z metaforu ile 
verilir. G¿nd¿z yaĹanan olgusal ger­eklikler, -yazar, yaratman, d¿zeltmen- gibi farklĔ ºznelere bºl¿nerek Ĺimdiki zamanla anlatĔlĔr. 
Toplumun yaĹadĔĶĔ i­sel par­alanmĔĹlĔk, gece karanlĔĶĔ ile kurgulanĔr. Zihinsel kurgunun ve okuyucunun romana d©hil edilmesinin 
sºz konusu olduĶu DeĶiĹme romanĔnda Michel Butor, ­oklu anlatĔnĔn ve par­alanmĔĹ kurgunun sºz konusu olduĶu Gece romanĔnda 
Bilge Karasu, klasik anlatĔ sĔnĔrlarĔnĔn dĔĹĔna ­Ĕkarak, okuyucuyu metnin hem ºznesi hem de nesnesi konumuna getirirler. Bu 
­alĔĹmada G®rard Genetteõin anlatĔbilimsel yºntemiyle, her iki eserde de yer alan anlatĔ zamanĔnĔn kurgusal zamana etkisi ele 
alĔnacaktĔr. 
 
Anahtar Kelimeler: Michel Butor, DeĶiĹme, Bilge Karasu, Gece, anlatĔbilim, kurgu, zaman. 
 

 

The Construction of Time in Butorõs Modification and Karasuõs 
Night 

 
ABSTRACT 

In French literature, Michel Butorõs Modification, and in Turkish literature, Bilge Karasuõs Night, stand among the most significant 
works that challenge the boundaries of narrative form and reveal mental conflicts through fictional structures. In Modification, the 
train journey from Paris to Rome represents the protagonistõs mental construction of time. As the train approaches the station, the 
narrator, addressing the protagonist in the second person, depicts the people in the compartment and the surrounding environment 
in the present tense. When the train starts moving again and regains its usual speed, the structure of mental analysis begins. In Night, 
on the other hand, the conflicts of the September 12 period are conveyed through the metaphor of night and day. The factual 
realities of the daytime are narrated in the present tense through the perspectives of various subjectsñsuch as the writer, the creator, 
and the reviser. The inner fragmentation experienced by society is constructed through the darkness of night. In Modification, where 
the mental construction and the inclusion of the reader into the novel are central, Michel Butor, and in Night, where multiple 
narration and fragmented structure prevail, Bilge Karasu, both move beyond the boundaries of classical narrative, positioning the 
reader as both the subject and the object of the text. This study examines, through G®rard Genetteõs narratological method, the 
influence of narrative time on fictional time in both works. 
 
Keywords: Michel Butor, Modification, Bilge Karasu, Night, narratology, fiction, time. 

 
 
 
 

GķRķĸ 
20. y¿zyĔl modern edebiyatĔnĔn ºnemli ºrneklerinden Michel Butorõun DeĶiĹme (1957) ve Bilge 

Karasuõnun Gece (1985) romanlarĔ Kurmaca (Fiction) kavramĔ baĶlamĔnda karĹĔlaĹtĔrmalĔ olarak 
incelendiĶinde her iki yazarĔn, klasik anlatĔ yapĔsĔnĔ yĔkarak kurmacayĔ yalnĔzca bir i­erik deĶil, bi­imsel bir 
olgu olarak ele aldĔklarĔ gºr¿l¿r. AdĔ ge­en romanlarda kurmaca artĔk yalnĔzca uydurulmuĹ bir anlatĔ deĶil, 
metnin kendi doĶasĔnĔ yansĔtan, yapĔ ve anlatĔm ¿zerinden kendini a­ĔĶa ­Ĕkaran bir alan h©line gelir. Bu 
baĶlamda Michel Butorõun DeĶiĹme ve Bilge Karasuõnun Gece romanlarĔ, kurmaca kavramĔnĔn edeb´ bir ara­ 
deĶil, doĶrudan bir konu h©line geldiĶi iki ºzg¿n yapĔttĔr. Bu ­alĔĹma, G®rard Genetteõin anlatĔbilimsel zaman 
kurgusu temel alĔnarak sĔnĔrlandĔrĔlacaktĔr. Bu baĶlamda DeĶiĹme, bireysel i­ hesaplaĹmayĔ kronolojik olmayan 
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bir i­ konuĹma ¿zerinden iĹlerken; Gece, politik bir baskĔ rejiminin ­ok katmanlĔ anlatĔmĔyla, zamanĔn 
par­alanmĔĹ doĶasĔnĔ yansĔtĔr. 

Michel Butorõun DeĶiĹme romanĔ FransĔz edebiyatĔnda, Bilge Karasuõnun Gece romanĔ T¿rk edebiyatĔnda 
anlatĔ sĔnĔrlarĔnĔ zorlayan kurgusal bir yapĔ sunarlar. DeĶiĹme romanĔnda Parisõten Romaõya yapĔlan bir tren 
yolculuĶu anlatĔlsa da, alt metinde bu yolculuk bir kurgu arayĔĹĔna dºn¿Ĺ¿r. AnlatĔnĔn kurulmasĔnda yaĹanan 
zihinsel ­atĔĹmalarĔ gºr¿n¿r kĔlarak, kurgu ¿zerine d¿Ĺ¿nmeye teĹvik eden bir yapĔ sergiler. Gece romanĔnda 
ise, ºyk¿ zamanĔ hangi zaman dilimine ait olduĶu bilinmeyen bir gece ile baĹlar ve biter. Gece metaforu, 
iĹkencelerin yapĔldĔĶĔ, ¿rk¿t¿c¿ bir zaman dilimidir. 

DeĶiĹme romanĔnda, anlatĔcĔ-kahraman L®on Delmont, Paris-Roma arasĔndaki yolculuĶunda, karĔsĔ 
Henriette ile monoton hale gelmiĹ iliĹkilerini ve iĹ hayatĔnĔn sĔkĔntĔlarĔnĔ d¿Ĺ¿nerek, Romaõya ve oradaki 
C®cileõe yºnelir. YolculuĶun anlatĔlma bi­imi, L®onõun kompartĔmanda ge­irdiĶi s¿reyi, anlatĔ zamanĔnĔ 
oluĹturur. AnlatĔcĔ-kahramanĔn ge­miĹteki anĔlarĔ, Roma ve C®cile ile ilgili gelecek projeleri ve trende 
yaĹadĔklarĔ ºyk¿ zamanĔnĔ oluĹturur. Romanda yer alan tren yolculuĶu, yalnĔzca bir karakterin hareketi deĶil, 
aynĔ zamanda zihinsel bir anlatĔ kurgusudur. L®on Delmont karakteri, yolculuk boyunca yalnĔzca bir kadĔna 
ulaĹmaya deĶil, aynĔ zamanda bir yaĹam tarzĔnĔ, bir anlatĔyĔ kurmaya ­alĔĹmaktadĔr. Ancak bu ­aba, metnin 
ilerleyiĹiyle birlikte bozulur, kararĔ deĶiĹir. Gece romanĔnda ise, isimsiz bir anlatĔcĔnĔn gºz¿nden, totaliter bir 
rejim altĔnda yaĹanan baskĔlar ve korkular anlatĔlĔr. AyrĔca anlatĔcĔlĔk gºrevini ¿stlenen N., O., ve Sevin­ 
karakterlerinin birbirlerine yazdĔklarĔ mektuplarda, karanlĔk basĔnca dĔĹarĔda kalmanĔn tehlikelerinden 
bahsederler. 

Butorõun radikal anlatĔ tercihi olan ikinci ­oĶul ĹahĔs kullanĔmĔ òsizó, metnin s¿rekli olarak okura ya da 
karaktere kendini hatĔrlatmasĔna neden olur. Butor, okuyucuyu hem karakterin karar s¿recine hem de bir 
metnin nasĔl kurulduĶu ¿zerine d¿Ĺ¿nmeye davet eder. Bºylece DeĶiĹme romanĔ, klasik anlatĔ kalĔplarĔnĔ 
aĹarak òkurgu bilinció y¿ksek bir metne dºn¿Ĺ¿r. Karasu ise, anlatĔda ­ok sesli bir yapĔ ile ºyk¿ ve anlatĔ 
zamanĔnĔ, toplumsal ve siyasi arka plan ile geniĹleterek zamansal kurguya derinlik kazandĔrĔr. 
 
AnĔlar, ĸimdiki Zaman, Gelecek Projeleri ð ¥YK¦ ZamanĔ    -ķ­ KonuĹmalar (18 yĔl) 
         -Gece ķĹ­ileri 
 
¥yk¿ s¿resi ð ANLATI ZamanĔ      -Tren KompartĔmanĔ (21 saat 

35 dak.) 
                   -G¿nd¿z 

Karasuõnun romanĔndaki, Gece ķĹ­ileri zaman ve mek©nla baĶlantĔsĔz olarak, geceleri kargaĹa ­Ĕkaran 
su­lularĔn oluĹturduĶu kiĹilerdir. ¥Ķleden sonra ortaya ­ĔkĔp, gecenin karanlĔĶĔndan yararlanarak, insanlarĔ 
yaralamaya, ºld¿rmeye baĹlarlar. Bu insanlara karĹĔ olan, toplumsal kargaĹa i­inde yalnĔz bĔrakĔlan, aydĔn ve 
entelekt¿el bir aydĔn olan D¿zeltmen vardĔr. Toplumu karanlĔĶa s¿r¿klemek isteyen, bunu yaparken de Gece 
ķĹ­ilerini kullanan, g¿neĹ ve ĔĹĔĶĔ teĹvik ederek insanlarĔ aldatan G¿neĹ Hareketi adĔnda bir yapĔ 
bulunmaktadĔr. Karasuõnun Gece romanĔ, ­oklu anlatĔcĔ yapĔsĔyla, bireyin ºzg¿rl¿k arayĔĹĔnĔ ve direniĹini 
derinlemesine iĹler. Bireyin baskĔ ve direniĹ temalarĔ i­ konuĹmalar ve bilin­ akĔĹĔyla verilir. 

 
1. AnlatĔbilimsel Zaman YapĔsĔ ve KurgusallĔk ķliĹki 
Genetteõin anlatĔbilimsel zaman yapĔsĔ, bir anlatma bi­imi olan anlatĔyĔ sistematik olarak analiz ederek 

nasĔl anlatĔldĔĶĔnĔ inceleyen ve tekniĶi ortaya ­Ĕkarmaya ­alĔĹan yºntemdir. Genetteõin anlatĔbilimsel yºntemi, 
olaylarĔn anlatĔm sĔrasĔnĔn kronolojik sĔraya gºre d¿zenlenip d¿zenlenmediĶini (SĔra), olayĔn anlatĔda ne kadar 
yer kapladĔĶĔnĔ (S¿re), anlatĔcĔnĔn aynĔ olayĔ ka­ kez aktardĔĶĔnĔ (SĔklĔk), ºyk¿ zamanĔ (histoire) ve anlatĔ 
zamanĔ (r®cit) arasĔndaki farkĔ belirler. Bu ayrĔm, anlatĔ yapĔsĔnĔn hem bi­imsel hem de anlamsal boyutlarĔna 
n¿fuz eder. (Genette, 1972, s. 171) 

Genetteõin anlatĔbilimsel zaman kurgusu yºntemine gºre, Butorõun DeĶiĹme romanĔndaki, ana karakter 
L®onõun anĔlarĔna geri dºn¿Ĺ¿, olaylarĔn anlatĔm sĔrasĔnĔ bozar. Butorõun romanĔnda, Paris-Roma tren 
yolculuĶu s¿resince ge­en ve anlatĔnĔn neredeyse tamamĔnda ikinci ­oĶul ĹahĔsla yapĔldĔĶĔ ºzg¿n anlatĔ bi­imi, 
zamanĔn kurgusallĔĶĔnĔ eĶip b¿ker. Her birinde ¿­ alt bºl¿m¿n bulunduĶu, ¿­ ana bºl¿mden oluĹan DeĶiĹme 
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romanĔ, okuyucunun ya da L®on Delmontõun tren kompartĔmanĔna sabah sekizi on ge­e giriĹiyle baĹlar ve 
ge­miĹin anĔlarĔ, geleceĶin kurgularĔyla devam eder.  

 
Sol ayaĶĔnĔzĔ bakĔr s¿rg¿ye basmĔĹsĔnĔz, saĶ omuzunuzla da s¿rme kapĔyĔ az daha itebilmek i­in boĹuna uĶraĹĔp 
duruyorsunuz. DaracĔk aralĔktan i­eriye kenarlara s¿rt¿nerek sokuluyorsunuz, éolduk­a ufak valizinizi 
ékavrĔyorsunuz ékaslarĔnĔzĔn ve sinirlerinizin t¿m¿n¿n, sadece parmak boĶumlarĔnĔzda, é bileĶinizde ve 
kolunuzda deĶil, éomurlarĔnĔz boyunca da gerilerek meydana ­ĔktĔĶĔnĔ duyuyorsunuz (Butor, 1991, s. 13). 
 

Karasuõnun Gece romanĔ, birbirinden baĶĔmsĔz gibi gºr¿nen, bazen birka­ sayfadan oluĹan bazen de tek 
satĔrdan oluĹan 110 alt bºl¿mden oluĹur. Romanda, alĔĹĔlagelmiĹ bir anlatĔ bi­imi bulunmaz, okur, ardĔĹĔk 
rakamlarla birbirinden baĶĔmsĔz bir yapĔ ile karĹĔlaĹĔr. Karasu, yazĔyĔ kendi anlamsal kalĔplarĔndan kurtarĔp, 
neden-sonu­ baĶĔntĔlarĔnĔ yok eder. ĸimdiki zamanĔ, ge­miĹin ve geleceĶin nedenselliĶinin etkisi olarak 
kurgulamaz. AkĹit Gºkt¿rk, Geceõnin sunuĹ yazĔsĔnda, ºyk¿ ve karakterler arasĔnda nedensellik ilkesinin 
olmadĔĶĔndan bahseder. òAnlatĔnĔn gereci olan yaĹam ile onun yazĔnsal yorumu arasĔndaki iliĹki, ­izgisel bir yalĔn 
yapĔdan ­ok uzak. DeĶiĹik anlatĔcĔlarĔn, birbiriyle karĹĔtlaĹabilen gºzlemleriyle, ger­ek yaĹamĔn, sanat bi­iminde soyutlanmĔĹ 
yaĹamĔn, anlatĔlan, yazĔlan, okunan yaĹamĔn, anlamĔnĔ deĶiĹik yorumlar sarmalĔnda kavratmaya yºneliyor metinó (Karasu, 
2025, s. 8). 

SunuĹ yazĔsĔndan sonra, Turgut Uyar, Jean Genet ve Hegelõden yapĔlan alĔntĔlar, epigraf gºrevi yapar ve 
okur ile metin arasĔnda baĶ kurmaya olanak saĶlar. ķlk alĔntĔ Turgut UyarõĔn òYenilgi G¿nl¿Ķ¿ó isimli 
Ĺiirindendir ve okur ile anlatĔ arasĔnda ilk beklentiyi oluĹturur. òYenilmenin tohumunu taĹĔr her pazartesió (Karasu, 
2025, s. 12). 

ķkinci alĔntĔ, FransĔz yazar Jean Genetõnin G¿l¿n Mucizesi (Miracle de la Rose) isimli eserinden yapĔlmĔĹtĔr. 
Hem FransĔzcasĔ hem de T¿rk­esi verilen bu alĔntĔda, Gece romanĔyla kesiĹen ve benzeĹen noktalara dikkat 
­ekilir. 

 
Geceleri, ­oĶu zaman, uyanĔk, beklerim. UyuyanlarĔn uykusunun kapĔsĔnda dikilen nºbet­iyim ben; o uyku benden 
sorulur. D¿Ĺ¿n kalĔba girmez k¿tlesi ¿zerinde y¿zen ruhum ben. éuzak, tehlikeli bir geceye ð geceler hep bºyledir 
zaten ð girip yittiler. éD¿Ĺleri, her biri bir simge olan kiĹiler, hayvanlar, bitkiler, nesneler Ĺeneltir. éķmin g¿c¿, 
d¿Ĺ¿n g¿c¿d¿ré (Karasu, 2025, s. 13). 

 
Alman filozofu Hegelõin òKendini kuran bireyliĶin devinimi éger­ek d¿nyanĔn oluĹumudur.ó (Karasu, 2025, s. 

13) alĔntĔsĔ, bireyden topluma giden sorgulayĔĹĔ belirtir. Roman, bireyden hareketle toplumsal karanlĔk 
betimleyerek devam eder. òGece yavaĹ yavaĹ geliyor. ķniyor. ¢ukur yerlere dolmaĶa baĹladĔ bile. OralarĔ doldurup ovaya 
yayĔlmaĶa baĹlar baĹlamaz, her yer boza dºn¿Ĺecek. IĹĔklar yanmayacak bir s¿re. Ne ­ukurda ne d¿zde. Tepelerin aydĔnlĔĶĔ, 
bir s¿re, yeter gibi gºr¿necek herkese. Sonra tepeler de karanlĔkta kalacakó (Karasu, 2025, s. 17). 

Epigraf ºzelliĶindeki bu ¿­ alĔntĔda Bilge Karasu, Gece romanĔnĔn baĹlangĔ­ satĔrlarĔyla, gecenin karanlĔk 
atmosferine okurunu hazĔrlamĔĹ olur.  

DeĶiĹme romanĔnda, ana karakter L®onõun tren yolculuĶu sĔrasĔnda zihninden ge­en anĔlar, piĹmanlĔklar 
ve planlarla ilerler. Olaylar anlatĔda kronolojik deĶildir. S¿rekli olarak geriye dºn¿Ĺlerle L®onõun ºnceki Roma 
seyahatlerine, C®cile ile yaĹadĔklarĔna, Parisõteki ailesine dair anĔlarĔna dºn¿l¿r.  

 
KarĹĔnĔzda duran meydanĔn éuzaklardan s¿z¿l¿p gelen dinsel m¿ziĶin g¿zelliĶini birlikte ºvd¿n¿z éC®cileõin 
size sevimli yerleri tanĔtmak istemesi ¿zerine étatlĔ bir gezinti yaptĔnĔz o g¿n. éHer duraksamanĔzda Henriette 
daha gitmek gerektiĶini sºyl¿yordu ve hep haklĔ ­ĔkĔyorduéó (Butor, 1991, s. 118). 

 
Bu alĔntĔ, karakterin Ĺimdiki zamanda yaĹadĔĶĔ bir durumu, ge­miĹteki bir olaya baĶlamaktadĔr. Geriye 

dºn¿Ĺler, hem anlatĔ sĔrasĔnĔ bozar hem de zamanĔn i­ i­e durumunu yansĔtĔr. ķkinci ­oĶul ĹahĔs anlatĔmĔ ile 
Butorõun DeĶiĹme romanĔ, i­sel dºn¿Ĺ¿m¿n kurmacasĔnĔ yansĔtan, modern edebiyatĔn en ºnemli eserlerinden 
biridir. Belirsiz ­oklu anlatĔcĔnĔn bulunduĶu ve metnin ger­eklikten ­ok kendi i­yapĔsĔyla var olduĶu 
Karasuõnun Gece romanĔ da, geleneksel edebiyattaki klasik anlatĔ bi­iminin kĔrĔldĔĶĔ, modern edebiyatĔn 
ºnemli ºrneklerinden biridir. 
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AnlatĔbilimsel kurgu, anlatĔnĔn yapĔsal ºrg¿s¿n¿, anlatĔcĔ se­imlerini, zaman d¿zenini belirler. G®rard 
Genetteõin anlatĔ kuramĔ, disiplinler arasĔ bir kavrayĔĹla, zaman, kip ve ses kategorileri, anlatĔnĔn yalnĔzca ne 
anlattĔĶĔnĔ deĶil, nasĔl anlattĔĶĔnĔ anlamak i­in bir zemin sunar, olay ºrg¿s¿ ile anlatĔm zamanĔ arasĔndaki 
iliĹkileri ele alĔr.  

Gece, Bilge Karasuõnun 1975-1976 yĔllarĔnda yazdĔĶĔ, yayĔnlanmasĔnĔn ise 1985õte m¿mk¿n olduĶu bir 
romandĔr. Kendini okuyucuya kolay ele vermeyen bu anlatĔnĔn, yazĔlmasĔ ve yayĔnlanmasĔ arasĔndaki zaman 
farkĔnĔn sebebi 12 MartõĔn ve 12 Eyl¿lõ¿n yarattĔĶĔ kargaĹa ortamĔ ve eserinin sĔkĔntĔlara yol a­masĔnĔ 
istemediĶindendir. F¿sun AkatlĔõya adanan eser, 1991 yĔlĔnda, on yĔlda bir verilen Pegasus Roman ¥d¿l¿õne 
layĔk gºr¿lm¿Ĺt¿r. (KarlĔdaĶ, 2018, s. 164)   

Karasuõnun Gece romanĔnda da, hem olay ºrg¿s¿nde hem de zaman kurgusunda kronolojik sĔra 
bulunmaz. OlaylarĔn ne zaman baĹlayĔp ne zaman bittiĶine dair kesin veriler bulunmasa da zaman temel 
ºĶeyi oluĹturur. òZamanĔ yok etmeye ­alĔĹĔrken sºyleyiĹimizin yapĔsĔnĔ da bozmak gerekmez mi?ó (Karasu, 2025, s. 24). 

DeĶiĹme ve Gece romanlarĔnda, hareket eden her Ĺey her an deĶiĹmektedir. Karakterler, zamansal ve 
mantĔklĔ bir yapĔ i­inde yer almadan, birden ortaya ­ĔkĔp sonra kaybolurlar. ĸimdiki zaman i­inde anlatĔlan 
olay, ge­miĹin anĔlarĔna ya da gelecek projelerine dºn¿Ĺ¿r. Butor ve Karasuõnun romanlarĔnda, yeni roman 
akĔmĔna ºzg¿ olan, nesnelerin detaylĔ betimlemeleri ve zamanĔn belirsizliĶi, egemen izlekler olarak gºr¿n¿r. 

 
1.1. DeĶiĹme: Zihinsel Kurgu ve AnlatĔ ile Y¿zleĹme 
Butorõun DeĶiĹme romanĔ, ana karakter L®onõun, Parisõten Romaõya yaptĔĶĔ tren yolculuĶu sĔrasĔnda i­ 

d¿nyasĔnda yaĹadĔĶĔ deĶiĹim s¿recini konu alĔr. Ancak bu yolculuk, dĔĹsal bir olaydan ­ok, zihinsel bir 
dºn¿Ĺ¿m¿n ya da dºn¿Ĺememenin anlatĔsĔdĔr. Yazara gºre, okuru metnin i­ine ­ekmek i­in, bir romancĔnĔn, 
kurgusal yazĔm aĹamasĔna dikkat etmesi ve araĹtĔrmacĔ olmasĔ gerekir. (Butor, 1969, s. 81) AnlatĔcĔ, s¿rekli 
olarak okura ya da daha doĶrusu ana karaktere hitap eder: òKarĔnĔzdan ayrĔlmaya karar verdiniz, durumu kendisine 

yazĔnĔzó, òcanlandĔrmak istediĶiniz kiĹiyi yaĹayamĔyorsunuzó, òBir Cizvit papazĔsĔnĔz, ¿st derecedeki kiĹiye mezhepten ayrĔlma 
kararĔnĔzĔ bildirinizó (Butor, 1991, s. 115). 

Burada anlatĔcĔ-kahraman, Genetteõin sĔnĔflandĔrmasĔna gºre, hik©yenin dĔĹĔnda (H®t®rodi®g®tique) bir 
konumda olsa da, anlatĔlan kiĹiyle okur arasĔnda dolaysĔz bir ºzdeĹlik kurar. RomanĔn tamamĔ yaklaĹĔk yirmi 
iki saatlik bir zaman diliminde ge­mesine raĶmen, bu zaman anlatĔnĔn i­inde s¿rekli geniĹleyip daralĔr. Trenin 
sabit, doĶrusal ilerleyiĹine karĹĔn kahramanĔn d¿Ĺ¿nceleri s¿rekli ge­miĹe, hatĔralara, olasĔlĔklara ve alternatif 
kararlara yºnelir. Bºylece anlatĔ, d¿z bir ­izgi deĶil, i­ i­e ge­miĹ bilin­ halkalarĔ halini alĔr. 

RomanĔn sonunda karakter karar veremez, beklenen deĶiĹme ger­ekleĹmez. Bu anlatĔsal sonu­, aynĔ 
zamanda kurgunun da dºn¿ĹemediĶine iĹaret eder. Zihinsel s¿re­ anlatĔya i­kin hale gelirken, deĶiĹim ancak 
olasĔlĔklar d¿zeyinde kurulur ve ertelenir. Ana karakterin d¿Ĺ¿nceleri, duygularĔ, algĔlarĔ ya da i­sel tartĔĹmalarĔ 
anlatĔnĔn sadece konusu deĶil, anlatĔmĔn bir par­asĔ haline gelmiĹtir. Zihinsel s¿re­ler, doĶrudan anlatĔnĔn 
yapĔsĔnĔ Ĺekillendirir, sadece anlatĔlan Ĺey deĶil, aynĔ zamanda nasĔl anlatĔldĔĶĔnĔn da belirleyicisidir. Okur, 
karakterin bilinciyle i­ i­e girer.  

Kurgu, burada bir anlatĔsal kapanĔĹ deĶil, bir kararsĔzlĔk mek©nĔdĔr. Metin, klasik anlamda bir giriĹ-
geliĹme-sonu­ yapĔsĔna deĶil, zamansal kurguda belirsizlik ve varoluĹsal askĔda kalmĔĹlĔk ¿zerine kuruludur. 
AnlatĔcĔ karakterin zihnini bir sahne gibi kullanĔr. Gece romanĔndaki, toplumsal kargaĹanĔn ve karanlĔklarĔn 
­ukurlara dolmasĔ, okur ve roman arasĔndaki ilk ipucunu verirken, DeĶiĹme romanĔnda da L®on Delmontõun 
daracĔk aralĔktan s¿rt¿nerek kompartĔmana girmesi, onun ruhsal yansĔmasĔnĔ oluĹturur. 

¦­ ana bºl¿m ve ¿­er alt bºl¿mden oluĹan DeĶiĹme romanĔnĔn ilk ana bºl¿m¿nde, òsizó kiĹi zamiriyle 
verilen anlatĔcĔ-kahraman kararlĔdĔr, Parisõteki monoton yaĹantĔsĔndan ve ailesinden kurtulup Romaõda bir 
yenilenme yaĹayacaktĔr. Ge­miĹ anĔlarĔndan, gelecek zamana ge­erek Romaõda yapacaklarĔnĔ kurgular. òVe 
kendinizi Roma sokaklarĔnda bulacaksĔnĔz, hava g¿zel olursa, ºĶle yemeĶine kent dĔĹĔnda bir yere gideceksiniz ama C®cile 
isterse.ó (Butor, 1991, s. 84). 

RomanĔn ikinci ana bºl¿m¿nde, anlatĔcĔ-kahramanĔn dikkati, duygularĔndan arĔnarak, kompartĔmandaki 
Hukuk profesºr¿, din adamĔ, yeni evli ­ift, bir anne ve oĶluna odaklanĔr. C®cileõe ve Romaõya duyulan ºzlem, 
Parisõteki monoton olarak nitelediĶi hayatĔyla eĹdeĶer hale gelir. ĸimdiki zaman yapĔsĔ egemen hale gelir. 
òHaydi kalkĔn éara sĔra camdaki buĶuyu silip dĔĹarĔ bakarsĔnĔz. Hi­ a­madĔĶĔnĔz romanĔ etajerden alĔp kanepeye 
bĔrakĔyorsunuz, ­ĔkĔyorsunuz.ó (Butor, 1991, s. 154). 
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AnlatĔcĔ-kahramanĔn ge­miĹ anĔlarĔnĔ tekrar hatĔrlarken, anlatĔdaki olaylar, kronolojik olmaktan ­Ĕkar, 
zaman tekrar geriye dºner ve okur da anlatĔcĔ-kahraman gibi ge­miĹe takĔlĔr. Psikolojik dalgalar halinde, 
L®onõun Parisõte mi yoksa Romaõda mĔ yaĹayacaĶĔ konusunda karar veremeyiĹi, ge­miĹe dºn¿k zaman 
sĔ­ramalarĔnĔ daha da yoĶunlaĹtĔrĔr.óRomaõya geldiĶinizi hi­ bilmemeli, kendisine bir iĹ bulduĶunuzu, birtakĔm 
ayarlamalar yapmĔĹ olduĶunuzu hi­ ºĶrenmemeliéó (Butor, 1991, s. 239). 

Parisõten hareket eden tren, belirli istasyonlarda durarak, Romaõya doĶru fiziksel zaman i­inde 
ilerlemektedir. Tren, Romaõya uzamsal olarak yaklaĹtĔk­a, duygularda uzaklaĹma baĹlar. Ancak anlatĔ zamanĔ, 
L®onõun kararsĔzlĔĶĔ y¿z¿nden, zamansal duraksamalar yaĹar. ¥yk¿ zamanĔnda, ge­miĹ anĔlarĔ ve hatĔralarĔyla 
saatler ge­mesine raĶmen, anlatĔ zamanĔnda sadece birka­ dakika ge­miĹtir. òSaatler ge­miĹ gibi geliyordu ama 
aslĔnda sadece on dakika ge­miĹti.ó (Butor, 1991, s. 69) 

Zihinsel kurgunun deĶiĹmesi, kendi kendine y¿zleĹme ve yeni hayat projesi, ¿­¿nc¿ ana bºl¿mde baĹlar. 
ķ­ konuĹmalarĔ ve bilin­ akĔĹĔ, ge­miĹten, gelecek kurgularĔndan sĔyrĔlĔp, yolculukta okumak i­in yanĔna aldĔĶĔ 
fakat okuyamadĔĶĔ kitap ¿zerinde yoĶunlaĹĔr. C®cileõi gºrmeden, Romaõdan ayrĔlmaya karar verir. òTren durdu, 
RomaõdasĔnĔz. KalkĔp paltonuzu giyiyorsunuz, valizinizi indiriyorsunuz, kitabĔ alĔyorsunuz. G¿n¿n birinde yazacaĶĔnĔz 
yapĔta yºnelirken, i­inizde olan deĶiĹmeyi, okuma yoluyla yeniden yaĹatmayĔ denemelisiniz ò (Butor, 1991, s. 276). 

Butor, romandaki ¿­ ana bºl¿m¿ matematiksel bir kurguyla d¿zenler. BelleĶindeki i­sel ­atĔĹma, 
zamansal kurgunun etkisinde kalĔr. UzaklaĹmaya ­alĔĹtĔĶĔ kiĹilere ve nesnelere yakĔnlaĹmak i­in geri dºnme 
kararĔ alĔr, zihinsel kurgusunda ters simetri oluĹur. Karasu Gece romanĔnda, g¿nd¿z vakti yaĹananlarĔ objektif 
bakĔĹ a­ĔsĔyla anlatĔrken, Butor, DeĶiĹme romanĔnda, kompartĔmanda ve tren istasyonlarĔnda gºrd¿klerini 
betimlemede aynĔ objektif bakĔĹ a­ĔsĔndan yararlanĔr. Gece romanĔnda, karanlĔk t¿m sokaklara ­ºkt¿Ķ¿nde, 
DeĶiĹme romanĔnda ise, tren istasyondan hareket edip, hĔzlanmaya baĹladĔĶĔnda, anlatĔcĔ-kahramanĔn 
duygularĔnda, i­ konuĹmalarĔnda, bilin­ akĔĹĔnda ve zamansal kurgusunda hĔzlanma baĹlar. 

 
1.2. Gece: ¢oklu AnlatĔ, Zamansal Kurguda Belirsizlik 
Karasu, kurgunun sĔnĔrlarĔnĔ zorlayarak anlatĔnĔn kendisini bir diren­ alanĔ olarak kurar. Bu yapĔsal 

se­imler, G®rard Genetteõin anlatĔ d¿zeyleri, odaklama bi­imleri ve ses kategorileriyle birlikte ele alĔndĔĶĔnda 
­ok katmanlĔ bir kurgu ­ºz¿mlemesini olanaklĔ kĔlar. Gece romanĔnda, anlatĔcĔlar sabit deĶil, zaman kronolojik 
deĶildir. AnlatĔ kiĹisi ve anlatĔlan olaylar arasĔnda kopmalar vardĔr ve zaman da bu kopmalara paralel olarak 
par­alanĔr. Geriye dºn¿k anĔlar (analepses), ileriye dºn¿k projeler (prolepses) i­ i­e ge­miĹ durumdadĔr. òBir 
geceydi. Ama o gece, ºteki gecelerden biri olabilir miydi?ó (Karasu, 2025, s. 33) 

AnlatĔ zamanĔnda, sĔra bozukluĶu ve anlatĔcĔ belirsizliĶi vardĔr. Olaylar, d¿zenli bir zaman ekseninde deĶil, 
hafĔza karĔĹĔklĔĶĔ i­inde verilir. AnlatĔda bazĔ boĹluklar vardĔr. Bu anlatĔ boĹluĶu tekniĶinde, okura olayĔn 
sonucu verilmez, s¿reci kurgulamasĔ ve zamansal yapĔyĔ kendinin tamamlamasĔ beklenir. òSonra bir Ĺeyler oldu, 
onlarĔ anlatamam. Anlatmam gerekmiyor.ó (Karasu, 2025, s. 97) 

Kurgusal zaman, zihinsel bir boyutta yeniden yaratĔlĔr. ĸehrin dĔĹĔnda insanlarĔn karĹĔlĔklĔ olarak silahlarĔnĔ 
birbirlerine doĶrultup ateĹledikleri bir mek©nda ben-anlatĔcĔnĔn gºrd¿kleri ve aktardĔklarĔ, zamanĔn 
algĔlanĔĹĔna bir ºrnektir. Oynanan bu kanlĔ oyun, g¿n¿n o saatiyle tezat bir Ĺekilde gºky¿z¿n¿n maviliĶine 
ve g¿neĹin parlaklĔĶĔna leke d¿Ĺ¿r¿r. (ĸiĹman, 2019, s. 194) 

Karasu gecenin karanlĔĶĔnĔ betimlerken, sokaklarda kargaĹa yaratan Gecenin iĹ­ilerine ilave olarak, - 
baykuĹ, yarasa gibi ð yĔrtĔcĔ kuĹlardan da bahsederek, okuru kasvetli bir ortamĔn i­ine ­eker. 

 
Gece gelip dilin ¿zerini ºrtt¿ m¿, artĔk baykuĹlardan baĹka bir Ĺey u­uĹmayacak gecenin i­inde ya da yarasalardan 
baĹka. éBunlarĔn sesinden baĹka bir Ĺey, bunlarĔn hĔĹĔltĔsĔndan baĹka bir ses iĹitilmez olacak. O zaman da 
D¿zeltmenin yalnĔzlĔĶĔ, bir kuyunun yalnĔzlĔĶĔ gibi saracak onu. BaykuĹlar, yarasalar, yarasĔlar, kuĹ baylar 
(Karasu, 2025, s. 24). 

 
AnlatĔcĔ sesin s¿rekli deĶiĹmesi ve sabitlenememesi romanĔn merkezindedir. òBu anlatĔcĔ, belki de ben 

deĶilim. Belki de biri beni anlatĔyor.ó (Karasu, 2025, s. 205) c¿mlesiyle yazar, anlatĔnĔn kendi sĔnĔrlarĔna ulaĹmasĔnĔ 
saĶlar. KĔsa bºl¿mlerle yazĔlmĔĹ, hem anlatĔcĔlar hem de kahramanlarĔn bulunduĶu Gece romanĔnda, metnin 
yapĔsĔ ­ºz¿lmeden, anlama s¿recine ge­ilemez. Metinde sºz konusu olan baskĔ dºneminin, 12 Mart dºnemi 
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mi? yoksa 12 Eyl¿l dºnemi mi? olduĶu ancak k¿lt¿rl¿ ve deneyimli bir okur i­in belirgindir. (KĔran, 1997, s. 
32) 

Gecenin karanlĔĶĔyla birlikte, gecenin iĹ­ileri, insanlarĔ ºld¿rmeye, terºr estirmeye ve gizli eylemler 
ger­ekleĹtirmeye baĹlarlar. Gecenin iĹ­ilerinin ger­ekleĹtirdiĶi terºr eylemleri ve cinayetler, okurun 
bilincinde, yaĹanĔlan baskĔ ortamĔnĔ sezmesine, siyasi otorite atmosferini, ºzg¿r ve baĶĔmsĔz d¿Ĺ¿ncenin 
yasak edildiĶi baskĔ ortamĔnĔ tanĔmasĔna olanak saĶlar. òBilinebilen, gºr¿lebilen ise, iĹ­ilerin, ansĔzĔn duvarlardan, 
kºĹelerden, kapĔ aĶĔzlarĔndan sĔyrĔlarak o genci kalabalĔĶĔn i­inden ­ekip ortalarĔna aldĔklarĔ, bir daha daĶĔlĔp gºzden 
yittiklerindeyse ortada kanlĔ, tanĔnmaz bir et yĔĶĔnĔ kalmĔĹ olduĶuó (Karasu, 2025, s. 30-31). 

RomanĔn zaman yapĔsĔ da par­alĔdĔr. Olaylar, hatĔrlamalar bi­iminde, ge­miĹin yeniden kurgulanĔĹĔ ve 
olasĔlĔklar bi­iminde ilerler. Karakterlerin hafĔzasĔ ve anlatĔcĔnĔn kurgusal yºnlendirmesi, zamanĔn anlatĔ 
d¿zeyinde kĔrĔlmasĔna neden olur. 

Odaklama a­ĔsĔndan roman, hem i­ odaklama hem de sĔfĔr odaklama arasĔnda gidip gelir. Roman boyunca 
kurgunun kendisi bir direniĹ bi­imi haline gelir. Metnin par­alĔ, ­ok katmanlĔ yapĔsĔ, baskĔcĔ ve tek sesli politik 
bir yapĔya karĹĔ ­oĶul anlatĔlarĔn potansiyelini sergiler. Karasu, anlatĔyĔ yalnĔzca bir olay aktarĔm aracĔ olarak 
deĶil, aynĔ zamanda etik ve politik bir jest olarak da konumlandĔrĔr. òHer yanĔmda yapĔĹ yapĔĹ bir acĔ, ­ok eski, 
koyu bir koku. IĹĔk yavaĹ yavaĹ kararĔrken ben, benim artĔk, kĔrĔlmĔĹ her par­anĔn i­erisinde. Aynada tanĔyamadĔĶĔm ben. 
Binlerce par­a. ArtĔk ben de olmayan y¿zbinlerce par­a. B**** K***** Nisan 1975 ð Eyl¿l 1976ó(Karasu, 2025, s. 232). 

Geceõnin son bºl¿m¿, ºyk¿ s¿resince yer alan t¿m anlatĔcĔlarĔ, tek bir anlatĔcĔda yani yazarda birleĹtirir. 
BaĹ harfleri O., N., olan ya da adlarĔ Sevin­, Sevim olan anlatĔcĔlar, yazar tarafĔndan duygularĔnĔ aktarmak 
i­in kurgulanmĔĹ anlatĔcĔlardĔr. Kendisinin tanĔklĔk ettiĶi kargaĹa dºnemini dile getiren yazar, òBunlarĔ 
yazmakla ­ĔldĔrmaktan kurtulunur mu?ó (Karasu, 2025, s. 233) diyerek, romanĔn son alt bºl¿m¿nde, yazma 
arzusunu edebi bir yaratĔcĔlĔĶa dºn¿Ĺt¿r¿r. 

 
 DeĶiĹme Gece 
AnlatĔcĔ  2.­oĶul ĹahĔs (siz) KimliĶi belirsiz, ­oĶul 

 
Zaman Kurgusu Lineer dĔĹ zaman, dºng¿sel i­ 

zaman 
 

Zamansal sabitlikten uzak 

AnlatĔ SĔrasĔ  Geri ve ileri sĔ­ramalar Geri ve ileri sĔ­ramalar, belirsizlik 
Zamansal Durgunluk ķ­ konuĹmalarla zamanĔn 

durdurulmasĔ 
ķ­ konuĹmalarla zamanĔn 
durdurulmasĔ, Bilin­li anlatĔ 
boĹluklarĔ 
 

Tekrarlar KarasĔzlĔĶĔn tekrarlarĔ  KaranlĔk ve korkunun dºng¿sel 
tekrarĔ 
 

    
Butorõun romanĔnda zaman, anlatĔcĔ-kahraman L®on Delmontõun zihinsel dºn¿Ĺ¿m s¿recini gºr¿n¿r 

kĔlmak i­in ilerlerken, Karasuõnun romanĔnda ise, ileri ve geri zihinsel sĔ­ramalarla zamanda belirsizlik ¿retir. 
Her iki yazar da, anlatĔbilimsel zaman kurgusu aracĔlĔĶĔyla, ger­eklik duygusunu sorgular ve kurmaca zamanĔ 
yeniden bi­imlendirir. 

 
2. Zamansal Kurgu ¦zerinden AnlatĔnĔn ķ­sel Dºn¿Ĺ¿m¿ 
Genette, anlatĔbilimsel kuramda, zamansal yapĔ ve anlatĔcĔ ses aracĔlĔĶĔyla, anlatĔnĔn nasĔl kurgulandĔĶĔnĔn 

analiz edilmesi gerektiĶini belirtir. (Genette, 1972, s. 71) Genetteõin tanĔmĔna gºre, hem DeĶiĹme hem de Gece 
romanĔ kronolojik olmayan zamansal bir yapĔ izleyerek, i­ d¿nyaya yºnelik bir anlatĔ stratejisi izler. Butorõun 
DeĶiĹme ve Karasuõnun Gece romanlarĔnda, anlatĔ zamanĔnda ge­miĹte yaĹanmĔĹ bir olayĔn sonradan 
anlatĔlmasĔ durumunu ifade eden geriye dºn¿Ĺ (analepses) tekniĶi sĔk­a kullanĔlĔr. Butorõun kahramanĔ L®on, 
Paris-Roma tren yolculuĶu sĔrasĔnda ge­miĹini yeniden kurgular. òGer­ekten sizin i­in b¿y¿k bir mutluluk, bir 
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zaferdi bu, bununla birlikte ince bir sĔzĔ karĔĹĔyordu sevincinize, ger­i ilk adĔmĔ atmĔĹtĔnĔz ama sonrasĔnĔ nasĔl getireceĶini hi­ 
bilemiyordunuzó (Butor, 1991, s. 141). 

Romanda da hik©yedeki zaman d¿zeni kĔrĔlmĔĹtĔr. AnlatĔ, zamansal olarak geriye ve ileriye sĔ­ramalarla 
ilerler. Genette i­in, anlatĔnĔn zamansal yapĔsĔ, ºncelikle bilin­ akĔĹĔ ¿zerinde oluĹur. (Genette, 1972, s. 95) 
AnlatĔ, ºznenin bilin­ akĔĹĔ ve i­ konuĹmalarĔna gºre bi­imlenmiĹtir. Kronolojik deĶil, zihinsel ve duygusal 
bir zaman algĔsĔ h©kimdir. Her iki romanda da, Genetteõin odaklanma yapĔsĔna gºre, i­ odaklĔ anlatĔm 
kullanĔlĔr. AnlatĔlar, karakterlerin i­ konuĹmalarĔ, bilin­ akĔĹlarĔ ve algĔlarĔ ¿zerinden verilir. 

Her neyse éBu kitabĔ bitirip bitiremeyeceĶini bilmem. Bu durumda kaldĔk­a, sen de bilemezsin. ķstesen de 
bitiremezsin belki. Belki bitirirsin gene de éNe olacaĶĔna daha kimse karar vermemiĹ durumda. Ama bir g¿n 
sonra, ama altĔ ay sonra, karar verilecektir. Bu karar, herhalde, seni salĔvermek olmayacaktĔr. Gerisini bilemem. 
(Karasu, 2025, s. 160). 

 
AnlatĔcĔ, karakterin bilin­ sĔnĔrlarĔ dĔĹĔna ­Ĕkmaz. AnlatĔlar, karakterin bilin­ d¿zeyinde hareket eder. Her 

iki romanda da, i­ odaklĔ anlatĔ yapĔsĔ h©kim olsa da, Bilge Karasuõnun romanĔ, ­ok sesli yapĔsĔyla birden fazla 
i­ odaĶĔn birbirine karĔĹtĔĶĔ bir kurgu sunar. Bu yºn¿yle Gece romanĔ, ­oklu odaklanma izlenimi verir. òBu 
anlatĔ yazĔldĔk­a deĶiĹiyor olabilir.ó (Karasu, 2025, s. 27) 

Genetteõe gºre, anlatĔcĔ ya ºyk¿n¿n dĔĹĔnda (H®t®rodi®g®tique) ya da i­inde (Homodi®g®tique) yer alĔr. 
Butorõda anlatĔcĔ, òsizó zamiriyle okuyucuyu karakterle ºzdeĹleĹtirerek sĔnĔrlarĔ bulanĔklaĹtĔrĔr. Geceõde ise, 
anlatĔcĔlarĔn tam olarak nerede durduĶu belirsizdir. Butorõun DeĶiĹme ve Bilge Karasuõnun Gece 
romanlarĔndaki, i­ konuĹmalar, kimlik ­ºz¿lmeleri ve varoluĹsal sorgulamalar, anlatĔ tekniklerindeki 
benzerliĶin bir diĶer boyutunu d¿Ĺ¿nd¿r¿r. ZamanĔn par­alanmĔĹlĔĶĔ, odaklanmanĔn i­e dºn¿kl¿Ķ¿, anlatĔ 
tekniĶinde ºnemli rol oynar. Butorõa gºre òAraĹtĔrmayan romancĔ karanlĔĶĔ besler ve artĔrĔr.ó (Butor, 1969, s. 81) 
ZamanĔn ­izgisel olmayan kullanĔmĔ, i­ odaklĔ anlatĔm yºnteminin egemen olmasĔ, anlatĔcĔ fig¿r¿ sĔnĔrlarĔnĔn 
bulanĔklaĹmasĔ, her iki eseri de yapĔsal ve tematik olarak birbirine yakĔnlaĹtĔrĔr. Her iki yazar da, anlatĔnĔn 
sĔnĔrlarĔnĔ zorlayarak, okuyucuyu, metnin hem ºznesi hem nesnesi olmaya davet ederler. 

Butorõun DeĶiĹme ve Bilge Karasuõnun Gece romanlarĔ, kurgu aracĔlĔĶĔyla anlatĔnĔn epistemolojik sĔnĔrlarĔnĔ 
sorgular. DeĶiĹme romanĔ, bir anlatĔnĔn neyi ne kadar bilebileceĶi sorusunu okura d¿Ĺ¿nd¿r¿r. Bu kurgulama 
Ĺekli, anlatĔnĔn epistemolojik sĔnĔrlarĔnĔn sorgulanmasĔdĔr. Her iki romanda da anlatĔcĔ geleneksel konumlarĔn 
dĔĹĔna taĹar. DeĶiĹme romanĔnda, ikinci ­oĶul ĹahĔs anlatĔcĔ sĔnĔrlarĔ bulanĔklaĹtĔrĔrken, Geceõde anlatĔcĔ 
­oĶullaĹarak par­alĔ bir anlatĔ evreni yaratĔr. 

Zaman yapĔlarĔ da klasik anlatĔ d¿zenini kĔrar. DeĶiĹme romanĔnda i­sel zaman, anlatĔ zamanĔ ile hik©ye 
zamanĔ arasĔndaki iliĹkiyi ge­ersiz kĔlar. Geceõde ise zaman baskĔ ve hafĔza tarafĔndan manip¿le edilen bir 
d¿zene dºn¿Ĺm¿Ĺt¿r. Butor, DeĶiĹme romanĔnda, anlatĔm bi­imi olarak kullandĔĶĔ ikinci ­oĶul ĹahĔs zamiri 
tekniĶiyle, okuru metnin ºznesi olarak kurar: òBu sabah trene bindiniz ­¿nk¿ hayatĔnĔzda kºkl¿ bir deĶiĹiklik 
yapmaya karar verdiniz.ó (Butor, 1991, s. 25) 

AnlatĔnĔn temelinde, karakterin dĔĹsal bir yolculuĶu deĶil, i­sel bir kararsĔzlĔk s¿reci yer alĔr. Romaõya 
doĶru giden bir tren yolculuĶu sĔrasĔnda ge­en t¿m anlatĔ, L®on Delmontõun zihinsel gelgitlerini iĹler. Ancak 
bu i­sel akĔĹ, okura òsizó diye seslenerek aktarĔlĔr. Bu teknik, kurmacanĔn sĔnĔrlarĔnĔ sorgulayan bir bi­imsel 
tercihtir. Yeni RomanõĔn klasik karakter, olay ºrg¿s¿ ve mek©n kullanĔmĔnĔ reddeden yaklaĹĔmĔ, DeĶiĹme 
romanĔnda kendini g¿­l¿ bi­imde gºsterir (Ricardou, 1967b, s. 34).  

Gece romanĔ ise, Bilge Karasuõnun kurmaca ¿zerine d¿Ĺ¿nsel yaklaĹĔmĔnĔ en a­Ĕk bi­imde ortaya koyduĶu 
eseridir. RomanĔn anlatĔcĔsĔ net deĶildir, metin i­inde s¿rekli ses deĶiĹimleri olur. òYazaró, òanlatĔcĔó, òkarĹĔ-
anlatĔcĔó gibi fig¿rler dºn¿Ĺ¿ml¿ olarak karĹĔmĔza ­Ĕkar. Karasu metnin kurmaca olduĶunu gizlemek yerine, 
onu s¿rekli ifĹa eder. 

Ger­ekte Sevin­ diye biri yok. Benim uydurduĶum bir kiĹi o. Ona sºylettiklerimle yaptĔrdĔklarĔmĔn bir bºl¿Ķ¿, 
uzaklarda kalmĔĹ bir sevginin anĔsĔydĔ; bir bºl¿Ķ¿ de, aylardĔr tutulduĶum Ĺu hastanedeki sºz¿m yabana hekim 
bozuntusunun benimle konuĹmaĶa ­alĔĹtĔĶĔ sĔralarda gºsterdiĶi ­abalardan ­Ĕkma birtakĔm uydurulardĔr 
(Karasu,2025,s.224). 
 

Gece romanĔnda, zaman ve mek©n belirsizdir. Roman, bir diktatºrl¿k rejiminde ge­iyor gibi gºr¿nse de, 
Ĺehir isimsizdir, karakterler semboliktir. Bu belirsizlikler, metnin ger­eklikten ­ok kendi i­yapĔsĔyla var 
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olmasĔnĔ saĶlar. Karasuõnun anlatĔsĔ, hem i­erik hem bi­im a­ĔsĔndan kurmaca ¿zerine kurulu bir yapĔ inĹa 
eder. Okuru metnin anlamĔnĔ ¿retmeye zorlayan bu yapĔ, anlatĔnĔn otoritesini sorgular. 

Michel Butorõun DeĶiĹme romanĔ, bir tren yolculuĶu s¿resine sĔkĔĹtĔrĔlmĔĹ bir i­ monoloĶu merkeze alarak 
zamansal kurguyu i­e doĶru derinleĹtirirken; Bilge Karasuõnun Geceõsi, ­oklu anlatĔcĔ yapĔsĔ ve politik yºn¿yle 
zamanĔn par­alĔ, ­oĶul ve ­oĶu zaman ­eliĹkili doĶasĔnĔ a­ĔĶa ­ĔkarĔr. Her iki romanda da Genetteõin 
tanĔmladĔĶĔ zaman sapmalarĔ, anlatĔnĔn yapĔsal omurgasĔnĔ belirleyen temel teknikler olarak iĹ gºr¿r. 

 AnlatĔ s¿resi ile olay s¿resi arasĔnda, zaman zaman i­ konuĹmalarĔn ger­ek zamanla ­akĔĹmasĔ durumu 
vardĔr.  Trenin Romaõya varĔĹĔ s¿resince ge­en i­ konuĹmalar, bazĔ bºl¿mlerde ºzet ya da duygu duraksamasĔ 
olarak verilir. Ana karakter L®onõun zihninden ge­irdiĶi anĔlar kĔsa c¿mlelerle ºzetlenirken, Ĺimdiki zaman 
daha uzun anlatĔmlarla aktarĔlĔr. 

 
KarĹĔnĔzda oturan, iri yarĔ RomalĔ kadĔnĔn kocasĔ, ikide birde cebinden a­Ĕk mor meĹin kaplĔ k¿­¿k bir not defteri 
­ĔkarĔyor, ésizden izin isteyerek indirdiĶi perdenin ¿zerinde binlerce yĔldĔz parlamaya baĹladĔ. ékadĔnĔn bakĔmlĔ 
ellerini hayran hayran seyrediyordunuz, ébir yandan da sizi bekleyecek olan C®cileõi d¿Ĺ¿n¿yordunuz (Butor, 
1991, s. 200). 
 

Ge­miĹteki anĔlarĔn anlatĔcĔnĔn zihninde nasĔl ¿st ¿ste geldiĶini ve ­ºz¿lmesi g¿­ bir bulanĔklĔk 
oluĹturduĶunu gºsterir. Genetteõin òpsikolojik zamanĔn i­ i­e ge­mesió dediĶi yapĔya ºrnek teĹkil eder. 

DeĶiĹme romanĔ boyunca L®onõun karar verme s¿reci, aynĔ d¿Ĺ¿ncelerin defalarca tekrarlanmasĔyla verilir. 
Zihinsel dºng¿sellik, romanĔn anlatĔ temposunu belirler. Romanda tekrarlayan anlatĔ, Genetteõin 
anlatĔbilimsel zaman kuramĔ ­er­evesinde, ºzellikle birden ­ok kez anlatĔlan olaylar ya da benzer olaylarĔn 
farklĔ zamanlarda yinelenerek aktarĔlmasĔ durumlarĔnda ortaya ­Ĕkar. AnlatĔcĔ aynĔ olayĔ her anlatĔmĔnda farklĔ 
bir bakĔĹ a­ĔsĔ, detay veya duygusal ton ile verebilir. òC®cileõle birlikte yerleĹeceĶiniz eve, (oĶlunuz) sizi gºrmeye de 
gelebilir, isterse yemeĶe kalĔré Ve boĹanmĔĹ olmanĔz, araya belli bir zaman girdikten sonra, ara sĔra annesini gºrmenize, 
ni­in olmasĔn, engel deĶildir; C®cileõden gizlersiniz elbette. ķĹte daha uzunca bir t¿nel dahaó (Butor, 1991, s. 153). 

Defalarca hayal edilen bir anĔn anlatĔlmasĔ, tekrarlayan anlatĔ (r®cit r®p®titif) niteliĶini taĹĔr. Karakterin 
zihninde bu yolculuk, defalarca kurgulanmĔĹ zihinsel dºng¿sellik temposunu oluĹturur. DeĶiĹme romanĔnda, 
anlatĔcĔ-kahraman L®on Delmont, aynĔ d¿Ĺ¿nceyi, karar verip verememe s¿recinde defalarca dile getirir. Bu 
yapĔ anlatĔ zamanĔnĔ geniĹleterek, anlatĔcĔ-kahramanĔn ruh halini metne yansĔtmaya olanak saĶlar. 

 
Bir zamanlar Hentietteõle yolculuk yaparken siz de bºyle gen­tiniz ve aranĔzdaki yakĔnlĔĶĔn hi­ azalmadan s¿r¿p 
gideceĶini sanĔyordunuz, doĶacak ­ocuklarĔnĔzĔn bu baĶĔ daha da derinleĹtireceĶini d¿Ĺ¿n¿yordunuz, doĶdular ve 
ger­ekten ºyle oldu, sonra nasĔl da yĔpranĔp gitti duygular ve iĹte bu yolculuĶa ­ĔkmĔĹ bulunuyorsunuz. (Butor, 1991, 
s. 136) 

 
Gece romanĔnda, tekrar eden kargaĹalar, k©buslar ve korkular farklĔ zamanlarda aynĔ bi­imde anlatĔlĔr. 

Zaman i­inde yaĹanan korkular, mek©n farklĔ da olsa bilin­te aynĔ etkiyi gºsterir. òGece yine baĹladĔ. AynĔ 
karanlĔk, aynĔ sessizlik, aynĔ korku.ó (Karasu, 2025, s. 101) 

ķ­ tekrarlarĔn sĔklĔĶĔ yalnĔzca anlatĔnĔn deĶil, karakterin de bilin­ akĔĹĔnĔn yapĔtaĹĔdĔr. Bilge Karasuõnun Gece 
romanĔ, ­ok katmanlĔ yapĔsĔ, ­oklu anlatĔcĔlarĔ ve politik yºn¿yle klasik zaman ­izgisini tamamen alt¿st eder. 
RomanĔn zaman kurgusunda, bozulmuĹ bir kronoloji ve ­oklu anlatĔm gºr¿l¿r. AnlatĔcĔlar zaman zaman yer 
deĶiĹtirir, olaylarĔn sĔrasĔ kesilir, yeniden kurgulanĔr. òBu anlatĔyĔ kim anlattĔ? Onu anlatanĔn anlatĔcĔsĔ kim olacak?ó 
(Karasu, 2025, s. 81) 

Metin, olaylarĔn deĶil anlatĔnĔn d¿zenini esas alĔr. Bu da olaylarĔn kronolojisini s¿rekli olarak kesintiye 
uĶratĔr. AnlatĔ sĔrasĔnda, olayĔn Ĺimdiki anlatĔm akĔĹĔndan ºnce ger­ekleĹmiĹ bir olaya dºn¿lmesi durumu 
(analepses) ve anlatĔnĔn, Ĺu anki zamanĔndan sonra ger­ekleĹecek bir olayĔn, ºnceden haber verilmesi 
(prolepses) durumu sºz konusudur.  

RomanĔn bazĔ bºl¿mleri zamanĔn neredeyse durduĶu, d¿Ĺ¿ncenin yoĶunlaĹtĔĶĔ anlatĔlarla ilerler. ¥zellikle 
iĹkence sahnelerinde zaman adeta uzar, bir duraksama yaĹanĔr. Bu durum, metnin psikolojik gerilimini artĔrĔr. 

òYalnĔzca bir an, bir karanlĔk an, gºzlerinin ardĔnda a­Ĕlan.ó (Karasu, 2025, s. 45) Bu òanó neredeyse bir zaman 
b¿t¿nl¿Ķ¿ne yayĔlĔr; zamanĔn i­sel boyutu geniĹletilir. Roman, aynĔ olaylarĔ farklĔ anlatĔcĔlarĔn aĶzĔndan 
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defalarca anlatĔr. Bu tekrarlayan anlatĔ (r®cit r®p®titif) kurgusu, anlatĔnĔn ­oĶul anlam katmanlarĔnĔ besler. 
¥rneĶin, ògeceó temasĔ hem fiziksel bir zaman dilimi olarak hem de siyasi bir baskĔ metaforu olarak s¿rekli 
olarak yinelemeyle karĹĔmĔza ­Ĕkar. òGeceleri sokaĶa ­ĔkardĔm. ĸehir sessiz olurdu. KarĹĔma hep aynĔ taĹ bina ­ĔkardĔ. 
LambalarĔn sarĔ ĔĹĔĶĔ, binanĔn y¿zeyinde hep aynĔ gºlgeleri oluĹtururdu.ó (Karasu, 2025, s. 63). Gece metaforu, roman 
boyunca tekrar tekrar, ama her seferinde farklĔ tonlamalarla iĹlenir. 

 
 DeĶiĹme Gece 

SĔra 
Lineer zaman sapmalarĔ (analepse 

aĶĔrlĔklĔ) 

¢oklu sĔralama, anlatĔnĔn zamanĔnĔ sorgulayan 

yapĔlar 

S¿re ķ­ monolog ve sahneleme dengesinde 
Duraksama ve i­sel yoĶunlukla zamanĔn 

­ºz¿lmesi 

SĔklĔk Zihinsel tekrarlar, i­ dºng¿ler 
AnlatĔm tekrarlarĔ, ­oklu bakĔĹ a­ĔsĔ ¿zerinden 

­oĶaltĔm 

  
Her iki romanda da anlatĔ zamanĔ, klasik bi­imden saparak, onu yapĔsal bir ara­ haline getirir. Butorõda 

anlatĔ zamanĔ bireysel bir dºn¿Ĺ¿m¿n, Karasuõda ise kolektif karanlĔk bir ­aĶĔn ifadesine dºn¿Ĺ¿r. 
 
SONU¢ 
Michel Butorõun DeĶiĹme, Bilge Karasuõnun Gece eserleri, kurgu kavramĔnĔ hem bi­imsel hem d¿Ĺ¿nsel 

d¿zeyde irdeleyen iki ºnemli yapĔttĔr. Butor, klasik romanĔn karakter ve olay merkezli yapĔsĔnĔ yĔkarak bilin­ 
akĔĹĔ ve i­sel ­ºz¿mlemeye yºnelir. Karasu ise metnin yapĔsĔnĔ s¿rekli gºr¿n¿r kĔlarak, kurmacanĔn kendisini 
politik ve felsefi bir meseleye dºn¿Ĺt¿r¿r. Her iki metin de okuru edilgen bir okuyucudan ­ok, metnin 
anlamĔnĔ ¿reten bir ºzneye dºn¿Ĺt¿r¿r. Bu baĶlamda kurgu, yalnĔzca bir hik©ye kurma eylemi deĶil, 
edebiyatĔn kendisi ¿zerine d¿Ĺ¿nme bi­imi olarak belirir. Butorõun romanĔnda, i­ i­e ge­en Ĺimdiki zaman, 
ge­miĹ ve gelecek zaman bir b¿t¿n olarak algĔlanĔr. YazarĔn L®on Delmont aracĔlĔĶĔ ile ger­ekleĹtirdiĶi 
zamansal kurgu sayesinde, okuyucuda zihinsel algĔlarĔ derinden etkileme sºz konusu olacaktĔr. Bilge 
Karasuõnun Gece romanĔnda, ºyk¿ zamanĔ ile anlatĔlan zaman, ger­ek ile kurgu arasĔndaki d¿zlemde yeniden 
Ĺekillenir. 

G®rard Genetteõin zaman kurgusuna dair teorisi, ­aĶdaĹ romanlarda anlatĔnĔn sadece ne anlatĔldĔĶĔ deĶil, 
nasĔl anlatĔldĔĶĔ sorusunu merkezileĹtirir. DeĶiĹme ve Gece gibi metinler, zamanĔ sadece bir ara­ deĶil, anlatĔnĔn 
ºz¿ olarak kullanĔr. Butor bireyin i­sel hesaplaĹmasĔnĔ tren yolculuĶu ¿zerinden zamansal katmanlarla 
kurarken, Karasu ise politik bir baskĔ dºnemini ­oklu anlatĔlar ve zaman sapmalarĔyla derinleĹtirir. Her iki 
roman, Genetteõin kuramĔnĔ uygulamalĔ olarak sĔnayan, zengin anlatĔ yapĔlarĔ sunar.  
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Historiographic Metafiction and the Reimagining of the Past: The 
Deconstruction of Historical Discourse in Jeanette Wintersonõs 

The Passion   

Enver Keskin * 
 

ABSTRACT 
History is often constructed through the dominant ideological framework that asserts objectivity while marginalizing alternative 
narratives and subjective experiences. Nevertheless, deriving from the postmodernist deconstructive epistemology of historical and 
fictional discourse, Linda Hutcheonõs notion of òhistoriographic metafictionó (1988, p. 3) situates itself in dialogue with historical 
discourse without relinquishing its narrative autonomy as fiction. As such, historiographic metafiction interrogates the authority 
and presumed neutrality of historiography while simultaneously reconfiguring the boundaries between historical representation and 
self-conscious textual incorporation. 
Employing self-referential and self-reflexive strategies, Jeanette Wintersonõs The Passion (1987) constructs a political stance that 
deconstructs historiographic authority through a mode of resistance. It is realized that the utilization of metafictional self-
consciousness foregrounds the act of storytelling within a fictionalized Napoleonic context. Winterson foregrounds the limitations 
of conventional historiography and asserts fictionõs capacity to represent a retelling of the events of history. In doing so, the text 
reclaims narrative space for marginalized voices and critiques the ideology through which historical legitimacy is constructed. 
This paper scrutinizes Jeanette Wintersonõs The Passion through the framework of historiographic metafiction, arguing that the novel 
deconstructs dominant historical discourses by amalgamating fictional and historiographical modes, subverting linear narratives, 
and accommodating marginalized identities. Through the deconstructive narrative strategy, the paper argues that the text not only 
problematizes the epistemological authority of history but also affirms the political and poetical concern of fiction in reimagining 
the past. 
 
Keywords: Historical fiction, postmodern narrative, historiographic metafiction, self-reflexivity, Napoleonic context 

 
 

Tarihsel Meta-Kurgu Ve Ge­miĹin Yeniden Hayal Edilmesi: 
Jeanette WintersonõĔn Tutku AdlĔ Eserinde Tarihsel Sºylemin 

YapĔsºk¿m¿ 
¥Z 

Tarih, genellikle alternatif anlatĔlarĔ ve ºznel deneyimleri marjinalleĹtirirken nesnelliĶi savunan egemen ideolojik ­er­eve aracĔlĔĶĔyla 
inĹa edilir. Bununla birlikte, tarihsel ve kurgusal sºylemin postmodernist yapĔsºk¿mc¿ epistemolojisinden yola ­Ĕkan Linda 
Hutcheon'Ĕn òtarihsel meta-kurguó (1988, p. 3) kavramĔ, kurgu olarak anlatĔ ºzerkliĶinden vazge­meden tarihsel sºylemle diyalog kurar. 
Bu Ĺekilde, tarihsel meta-kurgu, tarih yazĔmĔnĔn otoritesini ve varsayĔlan tarafsĔzlĔĶĔnĔ sorgularken, aynĔ zamanda tarihsel temsil ile 
ºzbilin­li metinsel birleĹtirme arasĔndaki sĔnĔrlarĔ yeniden yapĔlandĔrĔr. 
Jeanette Winterson'Ĕn Tutku (1987) adlĔ eseri, ºz-referanslĔ ve ºz-refleksif stratejiler kullanarak, bir direniĹ bi­imi aracĔlĔĶĔyla tarihsel 
otoriteyi dekonstr¿kte eden bir siyasi duruĹ oluĹturur. Meta-kurgusal ºz-bilincin kullanĔmĔ, kurgusal bir Napolyon baĶlamĔnda hikaye 
anlatĔmĔnĔ ºn plana ­ĔkardĔĶĔ anlaĹĔlmaktadĔr. Winterson, geleneksel tarih yazĔmĔnĔn sĔnĔrlarĔnĔ ºn plana ­ĔkarĔr ve kurgunun tarihsel 
olaylarĔ yeniden anlatma kapasitesini vurgular. Bºylece metin, marjinalleĹtirilmiĹ sesler i­in anlatĔ alanĔnĔ geri kazanĔr ve tarihsel 
meĹruiyetin inĹa edildiĶi ideolojiyi eleĹtirir. 
Bu makale, Jeanette Winterson'Ĕn Tutku adlĔ eserini tarihsel meta-kurgu ­er­evesi i­inde inceleyerek, romanĔn kurgusal ve tarihsel 
anlatĔm bi­imlerini birleĹtirerek, doĶrusal anlatĔlarĔ alt¿st ederek ve marjinalleĹtirilmiĹ kimliklere yer vererek egemen tarihsel 
sºylemleri dekonstr¿kte ettiĶini savunmaktadĔr. Makale, yapĔsºk¿mc¿ anlatĔ stratejisi aracĔlĔĶĔyla, metnin sadece tarihin epistemolojik 
otoritesini sorunlaĹtĔrmakla kalmayĔp, aynĔ zamanda ge­miĹi yeniden hayal etmede kurgunun politik ve Ĺiirsel ºnemini de 
vurguladĔĶĔnĔ savunmaktadĔr.  
 
Anahtar Kelimeler: Tarihi kurgu, postmodern anlatĔ, tarihsel meta-kurgu, ºz-yansĔtĔcĔlĔk, Napolyon dºnemi baĶlamĔ 
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INTRODUCTION 
Within the consensus of Linda Hutcheon, the act of historiographical ontology manifests the dominant 

discourse that determine whose voices that echo through time. Therefore, it could be acknowledged that 
historical discourse emerges from the selective memory of dominant power structures. As a critical mode 
of resistance, the political revisioning of the past, especially through self-conscious postmodern narrative, 
accommodates the subversion of so-called ògrand narratives.ó The act of rewriting foregrounds a radical 
reevaluation of totalising discourses by problematising the possibility of historical objectivity. Hutcheonõs 
òhistorical metafiction,ó embodying the self-referential politics of narrative, concedes literature as an active 
participant in its reconstruction. 

Through postmodernist context, Jeanette Wintersonõs The Passion (1987) reconstructs historiography into 
a site of contestation. More specifically, amalgamating Napoleonic discourse through self-reflective politics, 
it might be uttered that the writer reveals the dominant oppression in which history itself functions as a 
narrative. Considering the given fact, it could be understood that the text is constructed through a political 
mode that both engages as well as problematizes historical discourse. In Wintersonõs novel, therefore, 
history is rewritten from the margins in which personal emotion, gender and identity accommodate the 
resistance against institutionalised memory.  

Acknowledging history as a fictional narrative, it might be realized that Winterson deconstruct the linear 
temporality within the historiographic authority; thus, the text foregrounds the plurality of voices as a critical 
mode of resistance toward the ideological justifications embedded in official history. It might be deduced 
within the consensus that The Passion, through its self-reflexive engagement with the act of rewriting history, 
subverts the epistemological configuration of historiography. Considering the given compendiums, the 
paper will argue that The Passion as a postmodern text reimagines the history as a textual discourse through 
Hutcheonõs notion of òhistoriographic metafictionó (1988, p. 3). 

 
1. Theoretical Framework: Historiographic Metafiction and Postmodernism 
Texts that intertwine historical reconstruction with self-conscious narrative strategies, are theorized by 

Canadian scholar Linda Hutcheon as works of historiographic metafiction, which could be defined as a 
postmodern mode of resistance that challenges the presumed objectivity of historical discourse and exposes 
the ideological mechanisms through which the past is narrated. Historiographic metafiction critically 
interrogates the epistemological status of history, foregrounding the processes of its construction and 
problematizing its writing through the dynamics of subjectivity, intertextuality, referentiality, and ideology. 

Hutcheon argues that history and fiction are both culturally produced sign systems, ideological 
constructed forms, the apparent autonomy and coherence of which are also components of the ideological 
work (1988, p. 112). Foregrounding the textuality of history, the mode of writing, therefore, unveils how 
historical knowledge is mediated through language, narrative form, and power relations rather than existing 
as a transparent reflection of past reality. Within the context of resistance, historiographic metafiction 
dismantles the illusion of factual certainty while simultaneously constructing alternative ways of knowing 
and remembering. 

Within the consensus of historiographic metafiction, therefore, historiography accommodates the 
outcome of interpretive acts which are ontologically ideological in the process of writing history. Munslow 
points out that the historical knowledge is not an immediate recovery of objective reality but is mediated by 
sensory perception and interpretive structures. He further recommends the past to be comprehended as a 
given, and its importance is created by historians using the primacy of sensory experience over intellectual 
abstraction and content over form (1997, p. 81). Consequently, it might be deduced that subjectivity emerges 
as an inherent and unavoidable component of historiography. 

Amalgamating the political historiography through postmodern fiction, the self-conscious act might 
challenge the epistemic authority of institutionalized historiography. The political narrative construction 
manifests the artificial boundaries between fact and fiction which Hutcheon argues that historiographic 
metafiction destabilizes conventional assumptions that separate historical fact from fictional invention. 
Rather than accepting history as a transparent record of truth, this mode of writing challenges the 



IX. Uluslararasē Batē K¿lt¿r¿ ve Edebiyatlarē Araĸtērmalarē Sempozyumu- Bildiri Tam Metin Kitabē  

9th International Western Cultural and Literary Studies Symposium- Full Text Book of Proceedings 
 
 

Enver KESKķN 
 

 

134 

 

epistemological claim that history possesses objective validity (Hutcheon, 1988, p. 93). That is to say that 
postmodernist approach to rewriting history situates the self-reflexive discourse as recontextualizing the 
past. 

It could be acknowledged that the postmodern self-reflexivity toward the text challenges the very notion 
of authenticity itself by foregrounding the subjective and interpretive nature of historical knowledge. Jenkins 
asserts that the process of historiography is subjective, as it is personal and serves as a way of historians to 
play the role of agents of narratives, but not a historian to detach and objectively express facts on the ground 
(2003. p. 14). As opposed to the traditional understanding of historiography, in which causality is 
accommodated, postmodernist political mode of resistance foregrounds that all representation is mediated 
through discourse and power. 

Emphasising narrativity as a political stance of reimagining the past, therefore, constitutes an alternative 
epistemological discourse which the constructedness of history can be both exposed and reinterpreted. 
More specifically, fiction concedes the interpretive processes inherent in all forms of representation. 
Subsequently, the conscious reconceptualization of historical discourse accommodates Linda Hutcheonõs 
theorization of historiographic metafiction, which explicitly challenges the illusion of historical objectivity 
and redefines the relationship between fact and fiction through ideological self-consciousness. 
 

2. Jeanette Winterson And the Politics of Rewriting History 
Jeanette Wintersonõs self-conscious writing foregrounds a political stance toward the notion of objective 

reality within the context of blurring the conception of fact and fiction. According to Grice and Woods, her 
works òself-consciously explore the equivocal status of objective realityó (1998, p. 1), problematising the assumption of 
the reliability of narrative voices as well as the very nature of truth. Correspondingly, it might be stated that 
Wintersonõs interpretation of historiography embodies a political act through resistance against linearity and 
objectivity. Her self-reflexive mode deconstructs history by acknowledging it within a subjective perspective 
that subverts traditional ontology embedded in history writing. The Passion, therefore, intertwines historical 
grand narratives through subjectivity, accommodating the improbable with the factual to unsettle the 
readerõs expectations. 

The text itself propounds a reimagining of the portrayal of Napoleonic France, embedded in military 
heroism and political ambition. Subverting the historical grandeur traditionally ascribed to Napoleon 
Bonaparte, Winterson reorients focalization from imperial spectacle to individual subjectivity. Through 
characterization of Henri, a cook in Napoleonõs camp, The Passion dismantles the heroic mythology of 
conquest and replaces it with an intimate narrative grounded in emotion; therefore, Wintersonõs critical 
inversion of the Napoleonic canon humanizes through mundane detail, such as his obsession toward 
chickens. That is to say that Winterson reclaims narrative authority for the marginal and domestic, situating 
emotion as a site of resistance to the masculinized discourse of historical glory. The structure of the text 
constitutes through Henriõs diary; therefore, it might be acknowledged that the politics of narrative 
foregrounds subjective experience in construction of historical representation. Pressler notes that Henriõs 
diary functions as more than a mere personal chronicle or a conventional war record; therefore, it becomes 
a narrative device for reinterpreting history itself. By documenting Napoleonõs words alongside his own 
experiences, Henri assumes the role of an observer and chronicler of his era (1997, p. 17). In this way, it 
might be argued that Winterson transforms the diary into a counter-discursive form that privileges emotion 
and perception over objectivity. 

Henri, as one of the primary narrators of the novel, provides a personal and somewhat naive account of 
his experience during the Napoleonic era. The protagonist explicitly distances himself from factual or 
chronological history, declaring, òI donõt care about facts, Domino, I care about how I feel. How I feel will change, I 
want to remember tható (Winterson, 1987, p. 29). The reader, on the other hand, is repeatedly reminded of the 
constructed nature of history through the textõs self-reflexive refrain, òIõm telling you stories. Trust meó 
(Winterson, 1987, p. 5). Each iteration of this phrase follows a moment of narrative implausibility, 
compelling the reader to simultaneously believe and question the truth of what is being told. Pressler argues 
that 
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By saying that this narrator is ôtelling storiesõ [é] Winterson makes us suspect him or her as an historian, so even 
though the ôtrust meõ tries to establish reliability, we are set in an endless oscillation between faith in and distrust of 
the narrator. We no longer merely take what history says as the truth, but we must treat it as if it is our own memory. 
(1997, p. 18) 

 
The oxymoron foregrounds the metafictional awareness in which storytelling accommodates both the 

ideological medium as well as the subject of inquiry. In this way, Winterson transforms the narrative into a 
self-conscious exploration of how belief, memory, and imagination participate in the making of history. 

On the other hand, the second focalizer of the novel, Villanelle acknowledges feminist imagination 
within the historiography in the Napoleonic era. It is realized that Villanelle is characterized through her 
defiance of societal norms, òI walked the streets, rowed circles around Venice, woke up in the middle of the night with 
my covers in impossible knots and my muscles rigidó (Winterson, 1987, p. 102). She dresses and behaves as a man, 
and works in a casino, indulging in gambling and unconventional sexual preferences; hence, it could be 
argued that Villanelleõs cross-dressing and gender ambiguity destabilize binary constructions of identity.  

Through bodily features, such as having webbed feet which is only attributed to the Venetian boatman, 
òMy feet were webbed. There never was a girl whose feet were webbed in the entire history of the boatmenó (Winterson, 1987, 
p. 51), it can be stated that Winterson creates a queer body within the historical account to transgress the 
objectivity of historiography. According to Doan, the ambiguity that Villanelle inherits allows her to enter 
into the traditionally male sphere, indicating the futility of searching definite or stable differences in the 
gender issues (1994, p. 148). Through the feminist self-reflexivity, therefore, Winterson manifest a critical 
perspective that challenges traditional gender roles and societal expectations in the past. both Henri and 
Villanelle expose the arbitrariness of gender by engaging in acts of role reversal and by dismantling the 
conventions of sexual difference that structure traditional narratives. Through Henriõs feminized sensitivity 
and Villanelleõs fluid embodiment ultimately rewrites the politics of narration itself through subjective 
characterization in the writing of history. 

 
2.1. The Napoleonic Setting as a Site of Historical Myth 
Aforementioned, it has been acknowledged that Winterson reimagines the Napoleonic wars as a 

subjective as well as emotionally embodied experience through The Passion. Deconstructing the conventions 
of traditional historical writing, the text struggles to amalgamate the grand narrative of war as a historical 
myth with the personal desires through its focalizer. Henriõs intimate experiences in his diary emphasizes 
the disillusionment the understanding of history, therefore, posits a postmodern rejection of an objective 
past. Subsequently, it might be stated that the charactersõ emotional perspectives transform the Napoleonic 
war as a site of historical myth into a liminal space in which historiography and subjectivity intertwine. 
Desire foregrounds the narrative agency as Henri states, òI donõt care about facts, Domino, I care about how I feeló 
(Winterson, 1987, p. 29), which might be deduced that the focus on memory and desire bridges to 
Wintersonõs metafictional self-reflexivity. 

The text self-consciously blurs the binary opposition within historical facts and personal feelings, òwhat 
makes you think you can see anything clearly? What gives you the right to make a notebook and shake it at me in thirty years, 
if weõre still alive, and youõve got the truth?ó (Winterson, 1987, p. 28). The rhetorical question might highlight the 
impossibility of accessing the objective truth within the context of the past, stating that history is shaped 
through ideological discourse. Therefore, it is vital to note that The Passion centres on the subjectivity of 
memory and emotional experiences of the past. 

Winterson places this conflict of fact and feeling in the context of the Napoleonic location and turns it 
into a symbolic landscape of historical myth building and destruction. Napoleon, the hero who was 
traditionally enshrined as the symbol of military genius and imperial ambitions, is transformed in The Passion 
into a textual fiction with all its splendour turned into nonsense with the help of the personal narrative. The 
Napoleonic wars, instead of serving as a backdrop of national glory are re-created as the stage of delusion 
and emotional excess, and how ideology distorts collective memory to myth.  
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Winterson reveals the ideological act of making history, the way power imposes meaning on the past to 
legitimize itself, by re-telling the monumental history of the empire in the everyday idiom of Henri and 
Villanelle, who are ordinary individuals. In this regard, France of Napoleon is a metaphorical database of 
Western rationality and patriarchal rule- an epistemological government in which conquest, discipline and 
linear advancement are treasured. This way, the Napoleonic backdrop of The Passion is no longer simply a 
historical time, but a discursive battlefield in which emotion challenges the empire, the personal, the 
feminine, and the marginal rewrite the historical narrative which was hitherto dominated by the masculine 
heroism and national ideology. 

Wintersonõs focus on memory and desire simultaneously connects with the novelõs metafictional self-
reflexivity as a mode of resistance in the construction of both history and identity. The reimagining of the 
Napoleonic period eventuates a political site in order to scrutinize the politics of narrative and the power 
dynamics. Removing the boundaries between personal experience and historical fact, The Passion unveils that 
history is not an objective account but is rather a disputed version created by those who have access to the 
channels of distribution. In this perspective, Winterson recaptures storytelling as an alternative epistemology 
one founded on emotion, embodiment, and marginal experience, instead of institutional power.  

The dynamics between memory and desire undermines the rationality of the Enlightenment and 
patriarchal historiography, making the subjective voice an acceptable source of knowledge. In turn, 
Winterson previews the silenced and the excluded, those whose voices have been non-existent in the 
mainstream narrative of the past and re-embodies the very novel as a medium of rediscovering the repressed 
point of view. By doing this, The Passion clears the way to a further inquiry of the way marginalized voices 
and alternative modes of knowing recreate history as well as selfhood, in expectation of the shift of the 
novel towards the myth of imperialism to the plural, experiential truth. 

 
2.2. Marginalized Voices and Alternative Forms of Knowledge 
It might be realized that poetics and politics of the narrative emphasises the historiographic metafiction 

as a mode of resistance toward the authoritative historical narrative. Each protagonist, Henri and Villanelle, 
foregrounds alternative voice as an embodiment of subjectivity toward the writing of history. Arostegui 
observes that The Passion employs a polyphonic narrative structure that intertwines two seemingly divergent 
modes (2000, p. 17). Withing the perspective of political remaining of the past, the perceptions toward 
history articulate their distinct emotional inclinations.  

Through Henriõs diary, which might be considered as epistolary construction, the structural concern 
accentuates the subjectivity of historical account. Correspondingly, it might be acknowledged that 
Winterson accentuates the constructedness of the past and the inevitability of subjectivity in historiography. 
Henriõs diary, as opposed to a conventional historical repository, is self-reflexive; he admits, òI invented 
Bonaparte as much as he invented meó (Winterson, 1987, p. 158). Through his statement it is realised that dialogic 
revisionism problematizes the idea of history as an authoritative truth. 

Through characterization of Villanelle, the text also reconstructs history through the framework of 
gender and desire. Villanelleõs fluid identity deconstructs the conventional categories of identity. Her identity 
embodies a form of resistance against the fixed roles, as it is uttered, ò[t]here never was a girl whose feet were 
webbed in the entire history of the boatmenó (Winterson, 1987, p. 51). Therefore, it might be stated that Villanelleõs 
enigmatic gender identity emerges as a political stance toward rewriting history. In other words, the act of 
historical reconstruction is reconstructed through feminist perspective as a performative space to dismantle 
the epistemological hierarchies.  

In contrast to the militaristic and rational setting of France, which represents the embodiment of 
Napoleonõs reign, Winterson associates desire with spatial and cultural displacement, situating Venice as a 
counter-setting space of excess and contradiction. Venice, then, enunciates a political space where the 
dynamics of binary oppositions are synthesised in the act of passion. With that, it might be argued that the 
liminal space subverts prevailing patriarchal ideology. Consequently, the depiction of Venice as a realm that 
transcends such dichotomies, where Villanelleõs fluid identity can prevail beyond societal norms, emerges as 
a locus of resistance and reconfiguration. 
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3. Metafictional Techniques and the Deconstruction of Historical Discourse 
Wintersonõs repetitive refrain of telling stories throughout the novel encapsulates the novelõs self-

conscious metafictional strategy; therefore, the repetitive pattern reminds the reader of the ontologically 
fictional nature of storytelling in history. Therefore, it is deduced that Winterson is self-conscious on the 
epistemological nature of truth in the context of both history and fiction. The metafictional approach 
challenges the traditional view of history as a consistent and objective narrative and stresses the idea that 
any writing of history is subject to mediation in the form of subjective narrative. The self-reflexivity of the 
novel is a political way of resistance to the construction of historical truth. In this respect, it might be pointed 
out that politics of narrative by Winterson recognizes active involvement of the reader in order to interact 
with the ethical consequences of the storytelling and to question the manner in which history is being 
written, recalled and imagined. 

According to Susana Onega, the novelõs amalgamation of reality and fantasy makes it very similar to 
historiographic metafiction, a type of writing that blurs the lines between real and made-up stories (2006, p. 
56). Winterson, with that framework, renounces the conventions of realistic narration to highlight the 
historical subjectivity intrinsic to historical discourse. In other words, the text supports the self-reflexive 
idea that history is a process of rebuilding, not just gathering objective facts.  

Moreover, the cycle of emotional immediacy and narrative distance of the novel dramatizes the 
unsteadiness of historical truth: the emotional memories of Henri and the mythic anecdotes of Villanelle 
are in no order, which demonstrates the coexistence of different epistemologies. By so doing, Winterson 
makes the writing of history into an ethical question, one that requires subjectivity, affect and power to be 
acknowledged as part of the process of creating collective memory. Therefore, the use of metafiction in The 
Passion is not just an aesthetic gesture of postmodernism; this is a political gesture of epistemic distraction, 
of questioning the people who are given the power to write the past and whose voices have been historically 
repressed in the process. 

The process of Winterson as a writer of a metafictional historical writing is not just a stylistic experiment 
but it is an epistemological intervention. The Passion is an attempt to break the narrative artifice of the 
historical discourse and make the reader perceive the mediation of truth by the means of perspective, 
language, and emotion. The destabilization of representation is pre-empted in the novel by the 
superimposition of opposing testimonies and self-reflexive narration, which is turned into a place of inquiry 
and critique instead of validation.  

In this regard, the disruption of historical discourse in Winterson serves as an act of creative resistance: 
not only does it deconstruct established lines of authority, but it also creates an opening in which other 
forms of telling stories can be tried, which put more emphasis on plurality, doubt, and knowledge that are 
affective. The text thereby reconstitutes history as a dialogic process, as something which is being discussed 
and being reshaped, and the narrative itself is the unit of such a dialogue. It is this sense of narrative 
construction, its discontinuities, repetitions and silences that allows the movement from the awareness of 
narrative construction into the investigation of self-reflexivity and fragmentation in the novel where the 
process of narrative telling becomes an object, as well as an approach to representation. 

 
3.1. Narrative Self-Reflexivity and Fragmentation 
Revival of the past is also a resistance process, and storytelling is presented as a political response to 

erasure. The text explains that forgetting and dreaming are mutually exclusive (Winterson, 1987, p. 62) and 
thus, the subjective and marginalized forms of memory are brought out to construct a pluralized form of 
engagement with the past. According to the resistance of narrative constructs, the conventional 
historiographical approach that believes that history is knowable is problematic. 

The magical realism employed by Winterson in the backdrop of Venice acts as an important means of 
challenging the objectivity and truthfulness of the historical accounts. As Villanelle describes it, Venice is a 
òchangeable city. It is not always the same size. Streets appear and disappear overnightó (Winterson, 1987, p. 97), and 
òthe boatmen here have webbed feetó (Winterson, 1987, p. 118), suggesting a city constantly in flux, where time 
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and space are not fixed but fluid. Venice is transformed through fantastical elements; thus, the city, like the 
past itself, is subject to perception as well as subjective experience.  

Moreover, Villanelleõs perspective suggests that the realist narrative mode cannot fully encompass the 
complexity of female subjectivity nor the fluid multiplicity through which she envisions Venice. Makinen 
argues that Winterson interrogates the hegemony of masculine cultural discourse and reconfigures Venice 
as a site of feminine alterity in which meaning emerges through displacement (2005, p. 60). Therefore, 
Venice is depicted as a feminized space, as a òwatery cityó (Winterson, 1987, p. 99). As a city emblematic of 
fluidity, Venice resists fixed boundaries and binary oppositions, functioning as a paradigm through which 
multiplicity of form and voice can emerge as opposition to the militarized France as well as as a city ònot 
even Bonaparte could rationalise Veniceó (Winterson, 1987, p. 112). 
 

CONCLUSION 
Deconstructing the fixed meanings or ideas within history as acknowledging it in the axis of textuality, 

it might be argued that the postmodernist approach toward historiography problematizes the notion that 
any objectivity of historical accounts. Therefore, postmodernism emphasizes that history, in the politics of 
narrative, accommodates subjectivity which is constructed through ideological and emotional influences.  

The objectivity of the past is ontologically intervened through the process of recording and yields in 
interpreting the past events. Self-reflexive narration of history, therefore, situates historiography as akin to 
literature. With that regard, it might be acknowledged that the reimagining the past positions a critical stance 
in order to enunciate marginalized voices in traditional historical accounts. Furthermore, the fragility of 
historical data is highlighted by the potential loss of crucial documents or the historianõs limited ability to 
uncover them, thus further questioning the reliability and completeness of historical records. 

The Passion as a historiographic metafiction destabilizes the authority over traditional historical discourse, 
and thus, accommodates narrative agency on marginalized voices as an alternative perspective. 
Subsequently, amalgamating fiction with facts through emotional and subjective concern on history, the text 
posits a critical mod of resistance toward established power structures. More specifically, the historical 
events are reimagined throughout the text in order to enunciate the storytelling as a political act in which 
narrative embodies the act of reclaiming the past as a process of resistance against the erasure of 
marginalized histories. The text self-consciously reminds readers that the act of storytelling itself 
foregrounds the true significance of reconciliation. Therefore, in rewriting historical account through the 
subjective perspective, Winterson reconceptualizes history as a dynamic space for reimagination and 
reflection. 

It can be deduced that history as depicted in The Passion is one that is forever in a state of ambiguity as 
the lack of a single self must always mean the lack of a single, authoritative history. Through foreshadowing 
the perception and experience of the heart, Wintersonõs text dismantles the fictiveness of historical 
objectivity and instead recognizes the plurality of meaning behind any historiographical act. The interpretive 
instability of historical discourse evident in the construction of the novel by the use of multiple perspectives 
is made to highlight that each narrative is subject to the subjectivity of its narrator and her/his consciousness.  

In this respect, The Passion reveals history as a place of negotiation instead of verification a discursive 
place where meaning is constantly being rewritten. The politics of narrative proposed by Winterson are 
recreations of history to legitimize alternative identities and marginalized visions and disrupt the seemingly 
factual status of the past. The postmodern reconfiguration of the text thus glorifies multiplicity as the only 
true way of appealing to history and makes remembrance itself an act of resistance to creativity. 
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¥Z 

Bu ­alĔĹma, Franz KafkaõnĔn Die Verwandlung (Dºn¿Ĺ¿m) adlĔ eseri ºrneĶinde kurmaca metinlerin ­evirisinde karĹĔlaĹĔlan temel 
sorunlarĔ incelemektedir. ¢alĔĹmada, edebiyat araĹtĔrmalarĔnda sĔklĔkla karĔĹtĔrĔlan òkurmacaó ve òkurguó kavramlarĔ arasĔndaki ayrĔm 
tartĔĹĔlmaktadĔr. ¢eviri yalnĔzca sºzc¿klerin aktarĔmĔyla sĔnĔrlĔ deĶildir aynĔ zamanda ¿slubun, anlatĔ stratejilerinin, metin ritminin ve 
eserin yarattĔĶĔ atmosferin korunmasĔnĔ da gerektirir. KafkaõnĔn bu yapĔtĔ, yabancĔlaĹma, sĔkĔĹmĔĹlĔk ve ­aresizlik duygularĔnĔ yoĶun 
bi­imde iĹlediĶi i­in bu etkilerin erek dilde yeniden ¿retilmesi ­evirmen a­ĔsĔndan ºnemli bir g¿­l¿k oluĹturmaktadĔr. Eserin 
baĹlĔĶĔndaki òDºn¿Ĺ¿mó ve òDeĶiĹimó ayrĔmĔ da metnin ontolojik vurgusunu belirlemesi bakĔmĔndan ayrĔntĔlĔ olarak ele alĔnmaktadĔr. 
¢alĔĹmada eserin a­ĔlĔĹ paragrafĔnĔn farklĔ T¿rk­e ­evirileri karĹĔlaĹtĔrĔlmakta, ­evirmenlerin yºntemsel tercihlerinin okur algĔsĔ 
¿zerindeki etkileri analiz edilmektedir. ¢alĔĹma ­evirmenlere metin analizi, ¿slup aktarĔmĔ ve okur etkisinin korunmasĔna yºnelik 
yºntemsel ºneriler sunarak alana pratik katkĔlar saĶlamayĔ hedeflemektedir. ¢evirmenlere ayrĔca ºrnek uygulamalar ve karĹĔlaĹtĔrmalĔ 
deĶerlendirmeler sunulacak ve bºylece hem akademik araĹtĔrmalara hem de pratik ­eviri s¿re­lerine bir katkĔ saĶlanmĔĹ olacaktĔr. 
 
Anahtar Kelimeler: Kafka, Dºn¿Ĺ¿m, kurgu, kurmaca, hik©ye, ­eviri, m¿tercim. 
 

 

The Problematics of Translating Fictional Texts: A Case Study on 

Kafkas Die Verwandlung 
ABSTRACT 

This study examines the fundamental challenges encountered in the translation of fictional texts, using Franz Kafkaõs Die 
Verwandlung (The Metamorphosis) as a case study. It discusses the distinction between the concepts of fiction and narrative structure, which 
are often conflated in literary research. Translation is not merely the transfer of words; it also involves preserving the style, narrative 
strategies, rhythm, and atmosphere of the original work. Kafkaõs text poses a significant challenge for translators, as it powerfully 
conveys feelings of alienation, confinement, and helplessness, all of which must be re-created in the target language. The semantic 
distinction between the terms òMetamorphosisó and òTransformationó in the title is also examined in detail, as it shapes the 
ontological emphasis of the text. The study compares different Turkish translations of the opening paragraph of the work and 
analyzes how the translatorsõ methodological choices influence readersõ perceptions. By offering methodological suggestions on text 
analysis, stylistic transfer, and the preservation of reader response, this study aims to provide practical contributions to the field of 
translation. Additionally, it presents sample applications and comparative evaluations, thereby contributing to both academic 
research and practical translation processes. 
 
Keywords: Kafka, The Metamorphosis, narrative structure, fiction, story, translation, translator. 

 
 
 
 

GķRķĸ  
Edebiyat araĹtĔrmalarĔnda sĔklĔkla birbirine karĔĹtĔrĔlan kavramlar arasĔnda yer alan òkurmacaó ve òkurguó 

ilk bakĔĹta eĹ anlamlĔ gibi gºr¿nen terimlerdir. Oysa birbirinden farklĔ olan bu iki terimin doĶru bi­imde 
anlamlandĔrĔlmasĔ ºzellikle edebiyat teorisi, anlatĔ bilim ve ­eviri ­alĔĹmalarĔ a­ĔsĔndan b¿y¿k ºnem taĹĔr. Zira 
edebi bir metnin hem òne anlattĔĶĔó hem de ònasĔl anlattĔĶĔó sorularĔ, araĹtĔrma nesnesi olarak ayrĔ ayrĔ 
incelenmesi gereken iki boyut oluĹturur (TepebaĹĔlĔ 2015, s.198-199; Wood 2008; Todorov 2011). 

Kurmaca, edebi metinlerde yaratĔlan, ger­ek d¿nyayla doĶrudan ºrt¿Ĺmeyen, fakat okur tarafĔndan 
òger­eklik yanĔlsamasĔó i­inde algĔlanabilen bir d¿nyanĔn adĔdĔr. Bu baĶlamda kurmaca, yalnĔzca òhayal ¿r¿n¿ó 
olmakla sĔnĔrlĔ deĶil, aynĔ zamanda, toplumsal, k¿lt¿rel ve psikolojik d¿zlemlerde insan deneyiminin yeniden 
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inĹa edilmesidir. BaĹka bir ifadeyle edebi eserler daima bir òyaratĔlmĔĹ d¿nyaóyĔ i­erir ve bu d¿nya, okur ile 
yazar arasĔnda kurulan estetik bir iliĹkiyi zorunlu kĔlar. 

Kurmaca, edebi metnin òne anlattĔĶĔnaó odaklanĔr. Burada ger­ek d¿nyada bulunmayan kiĹi, olay, nesne 
ya da mek©nlar, dil aracĔlĔĶĔyla inĹa edilerek zihinsel bir varlĔk kazanĔr. Bir romandaki karakterler, olay 
ºrg¿s¿nde geliĹen dramatik ­atĔĹmalar ya da fantastik unsurlar kurmacanĔn kapsamĔna girer. Bu nedenle 
kurmaca, edebiyatĔn ºz¿n¿ oluĹturan, okurun zihninde kurulan òyaratĔlmĔĹ d¿nyaóya iĹaret eder. DolayasĔyla 
kurmaca d¿nyalar okur tarafĔndan s¿rekli yeniden ¿retilir ve bºylelikle her okuma s¿reci, yaratĔlmĔĹ d¿nyanĔn 
yeni bir yorumuna dºn¿Ĺ¿r. 

Kurgu ise, bu yaratĔlmĔĹ d¿nyanĔn hangi yºntemlerle d¿zenlendiĶini, yani anlatĔnĔn ònasĔló aktarĔldĔĶĔnĔ 
gºsterir. Kurgunun alanĔna giren unsurlar; olaylarĔn sĔralanĔĹĔ, anlatĔcĔnĔn se­imi ve konumlandĔrĔlmasĔ, zaman 
ºrg¿s¿n¿n kuruluĹu, mek©nĔn iĹlevselleĹtirilmesi ve dilsel tercihlerdir. Kurgu bir metnin yapĔsal boyutunu 
temsil eder ve anlatĔnĔn zamansal d¿zlemleri (ºncesellik, ardĔllĔk, eĹzamanlĔlĔk), anlatĔ d¿zeyleri (dĔĹ ºyk¿sel, 
i­ ºyk¿sel) ve odaklanma bi­imleri kurgusal stratejilerin temelini oluĹturur. 

DolayĔsĔyla kurmaca i­erikle, kurgu ise bi­imle ilgilidir. Kurmaca, anlatĔ d¿nyasĔnĔn òi­inde ne olduĶunaó, 
kurgu ise bu d¿nyanĔn ònasĔl d¿zenlendiĶineó karĹĔlĔk gelir. T¿m bu bilgilerden hareketle bir metni bir baĹka 
dile aktarmak, yalnĔzca kurgu unsurlarĔnĔn doĶru bi­imde ­evrilmesini deĶil, aynĔ zamanda kurmaca i­eriĶin 
de korunmasĔnĔ zorunlu kĔlar.  

Kurmaca metinlerin ­evirisi, salt dilsel bir aktarĔm s¿recinden ziyade k¿lt¿rel, estetik ve edebi boyutlarĔ 
kapsamaktadĔr. Edebi metinlerde yalnĔzca anlamĔn aktarĔmĔ deĶil, aynĔ zamanda ¿slup, metin i­i gºndermeler, 
­ok katmanlĔ anlatĔ yapĔlarĔ ve yazarĔn ºzg¿n estetik anlayĔĹĔ da korunmalĔdĔr. Bu anlayĔĹ ºzellikle Franz Kafka 
gibi modernist edebiyatĔn ºnc¿lerinden bir yazarĔn eserlerinde ­eviriyi daha da problematik h©le 
getirmektedir 

¢evirmen, kurmaca metinlerde hem sºzc¿k d¿zeyinde hem de sºylem d¿zeyinde kararlar almak 
zorundadĔr. Sºzc¿k d¿zeyinde karĹĔlaĹĔlan sorunlar arasĔnda ­ok anlamlĔlĔk, k¿lt¿rel ­aĶrĔĹĔmlar ve dilin 
tarihsel baĶlamĔ bulunurken sºylem d¿zeyinde metnin ritmi, anlatĔcĔnĔn ¿slubu ve okurda uyandĔrĔlan estetik 
etkisi ºnem kazanmaktadĔr. Edebiyat ­evirisinde asĔl mesele, yalnĔzca òne sºylendiĶió deĶil, aynĔ zamanda ònasĔl 
sºylendiĶiódir. Bu nedenle kurmaca metinlerde ­eviri sorunsalĔ, yalnĔzca anlamĔn aktarĔmĔyla sĔnĔrlĔ kalmaz aynĔ 
zamanda edebi deneyimin farklĔ bir dilde yeniden inĹasĔ s¿recini de i­erir. 

Bu baĶlamda KafkaõnĔn òDºn¿Ĺ¿mó adlĔ eserinin yalnĔzca olay ºrg¿s¿yle deĶil, aynĔ zamanda yarattĔĶĔ 
atmosferle de okuyucuda derin bir etki bĔrakmasĔ ­eviri faaliyetini zorlaĹtĔrmaktadĔr zira bu atmosfer, 
sĔkĔĹmĔĹlĔk, yabancĔlaĹma, kasvet ve ­aresizlik duygularĔnĔ barĔndĔrmaktadĔr. ¢eviri a­ĔsĔndan en b¿y¿k 
sorunlardan biri, bu atmosferin baĹka bir dilde aynĔ yoĶunlukla yeniden inĹa edilip edilemeyeceĶi meselesidir. 

KafkaõnĔn òDie Verwandlungó adlĔ eserinin T¿rk­edeki ilk ­evirileri ile sonraki òyenidenó ­evirileri 
karĹĔlaĹtĔrĔldĔĶĔnda, dil ve ¿slup ºzellikleri, kaynak metne baĶlĔlĔk ya da ondan uzaklaĹma derecesi, eĹdeĶerlik 
anlayĔĹĔ ile ekleme-­Ĕkarma gibi farklĔlĔklarĔn belirginleĹtiĶi gºr¿lmektedir. Bu durum, temelde ­evirmenin 
benimsediĶi yºntemle iliĹkilidir. BazĔ ­eviriler metni erek dilde yazĔlmĔĹ izlenimi verecek bi­imde serbest­e 
aktarĔrken, bazĔ ­eviriler ise kaynak metne olabildiĶince baĶlĔ kalmayĔ, onun dilsel ve k¿lt¿rel ºzelliklerini 
korumayĔ hedefler. DolayĔsĔyla ­eviride izlenen yºntem, yalnĔzca metnin bi­imsel yapĔsĔnĔ deĶil, erek dil 
okurunun eseri algĔlama bi­imini de doĶrudan etkilemektedir (Uslu 2024, s. 406). 
 

1. òVerandlungó AdlĔ Eserin ¢eviri Analizi 
KafkaõnĔn Die Verwandlung adlĔ eserinin ­evirisi yalnĔzca dilsel aktarĔm s¿recinin teknik bir uĶraĹĔsĔ olarak 

deĶil, aynĔ zamanda edeb´ kimliĶin korunmasĔ bakĔmĔndan da dikkatle incelenmesi gereken bir sahadĔr. 
¢eviri, metindeki sºzc¿klerin bire bir karĹĔlĔklarĔnĔ bulmanĔn ºtesinde yazarĔn ¿slubunu, anlatĔm bi­imini ve 
atmosferini hedef dile taĹĔma sorumluluĶunu da i­erir. Bu baĶlamda ºzellikle kelime se­imi, metnin estetik 
deĶerini ve anlam derinliĶini doĶrudan etkileyen temel bir unsurdur. ¥rneĶin KafkaõnĔn yoĶun 
betimlemelerle kurduĶu d¿nyada tek bir sºzc¿Ķ¿n yanlĔĹ ya da yetersiz Ĺekilde ­evrilmesi hem olay 
ºrg¿s¿n¿n algĔlanĔĹĔnda hem de karakterlerin ruh h©linin aktarĔmĔnda ciddi farklĔlĔklar yaratabilmektedir. 
Bunun yanĔ sĔra ¿slup d¿zeyinde yapĔlan tercihler, metnin erek k¿lt¿rdeki alĔmlanĔĹĔnĔ belirleyen baĹlĔca 
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faktºrlerden biridir. DolayĔsĔyla ­eviri s¿recinde ºzg¿n metnin ruhuna sadĔk kalĔnĔrken erek dilde aynĔ estetik 
etkinin yaratĔlabilmesi, kuramsal ve pratik a­Ĕdan s¿rekli sorgulanan bir problematik olarak karĹĔmĔza ­Ĕkar. 
 

1.1. ¥rnek ¢eviri Metinlerinde òVerwandlungó Eser ķsminin T¿rk­eye AktarĔlĔĹĔ 
Edebi eserlerin ­evirisinde baĹlĔk se­imi yalnĔzca dilsel bir aktarĔm meselesi deĶil aynĔ zamanda eserin 

i­eriĶini, yazarĔn niyetini ve okurda uyandĔrĔlmak istenen ­aĶrĔĹĔmlarĔ doĶrudan etkileyen ºnemli bir 
unsurdur. Franz KafkaõnĔn 1915 yĔlĔnda yayĔmlanan ve d¿nya edebiyatĔnĔn en ­arpĔcĔ metinlerinden biri 
olarak kabul edilen òDie Verwandlungó adlĔ eseri de bu baĶlamda dikkate deĶer bir ºrnek teĹkil etmektedir. 
T¿rk­e literat¿rde eserin adĔ bazĔ ­evirilerde òDºn¿Ĺ¿mó, bazĔ ­evirilerde ise òDeĶiĹimó olarak aktarĔlmĔĹtĔr. ķlk 
bakĔĹta birbirine yakĔn gºr¿nen bu iki kavram arasĔndaki ayrĔm, aslĔnda hem felsefi hem de dilbilimsel 
d¿zlemde kayda deĶer bir anlam farkĔna iĹaret etmektedir. DolayĔsĔyla, eserin baĹlĔĶĔnĔn doĶru bi­imde 
aktarĔlmasĔ yalnĔzca teknik bir ­eviri tercihi deĶil aynĔ zamanda eserin ºz¿n¿ kavramaya yºnelik 
yorumbilimsel bir giriĹim olarak deĶerlendirilmelidir. 

Almancada òVerwandlungó kavramĔ òVerªnderungó ile eĹanlamlĔ deĶildir. òVerªnderungó daha ­ok s¿reklilik 
i­inde ger­ekleĹen, zamana yayĔlan ve ­oĶu zaman s¿re­ odaklĔ bir deĶiĹim anlamĔ taĹĔr. Buna karĹĔn 
òVerwandlungó ise s¿recin tamamlanmasĔyla ortaya ­Ĕkan niteliksel bir farklĔlĔĶĔ, bir varlĔĶĔn ºz¿nde 
ger­ekleĹen kºkl¿ bir dºn¿Ĺ¿m¿ ifade eder. BaĹka bir deyiĹle, òVerªnderungó deĶiĹimin s¿rekliliĶini ve akĔĹĔnĔ 
vurgularken òVerwandlungó bir varoluĹ halinin radikal bi­imde baĹka bir Ĺeye dºn¿Ĺmesini, yani s¿recin 
sonucunu iĹaret eder. T¿rk­ede bu ayrĔm, òdeĶiĹimó ile òdºn¿Ĺ¿mó sºzc¿kleri arasĔndaki semantik farklĔlĔkla 
ºrt¿Ĺmektedir. òDeĶiĹimó daha ­ok òbir zaman dilimi i­indeki deĶiĹikliklerin b¿t¿n¿ó olarak tanĔmlanabilir 
(TDK 2005, s. 485). Dºn¿Ĺ¿m kavramĔ ise òolduĶundan baĹka bir bi­ime girme, baĹka bir durum alma, tahavv¿l, 
inkĔlap, transformasyonó olarak karĹĔlĔk bulur (TDK 2005, s. 568). KĔsacasĔ òdºn¿Ĺ¿mó kalĔcĔ, kºkten ve ­oĶu 
zaman geri dºnd¿r¿lemez bir sonucu ortaya koymaktadĔr. 

Bu baĶlamda KafkaõnĔn eserinin T¿rk­eye òDºn¿Ĺ¿mó olarak ­evrilmesi yalnĔzca dilsel doĶruluĶu 
saĶlamakla kalmaz, aynĔ zamanda yazarĔn kurduĶu varoluĹsal ­er­eveyi de doĶru bir Ĺekilde yansĔtĔr. Gregor 
SamsaõnĔn bir sabah aniden dev bir haĹereye dºn¿Ĺmesi, sĔradan bir òdeĶiĹimó s¿recinin par­asĔ olarak 
deĶerlendirilemez aksine bir anda ger­ekleĹen ve geri dºn¿Ĺ¿ olmayan bir òdºn¿Ĺ¿mód¿r. Bu noktada baĹlĔĶĔn 
òDºn¿Ĺ¿mó bi­iminde ­evrilmesi, eserin dramatik yapĔsĔna, felsefi derinliĶine ve Kafkaesk atmosferine uygun 
d¿Ĺmektedir. òDeĶiĹimó ifadesi ise s¿recin ºn aĹamalarĔnĔ ima ettiĶi i­in eserin doĶasĔna aykĔrĔ bir indirgeme 
tehlikesi taĹĔr. 

 
1.2. òVewandlungó AdlĔ Eserin ¢eviri Analizleri 
¢alĔĹmanĔn bu bºl¿m¿nde kurmaca metinlerin ­evirisinde karĹĔlaĹĔlan sorunlarĔ somutlaĹtĔrmak amacĔyla 

Franz KafkaõnĔn Die Verwandlung (Dºn¿Ĺ¿m) adlĔ eserinin ­eviri metinleri ele alĔnacaktĔr. Bu analizde eserin 
giriĹ bºl¿m¿ (ilk paragrafĔ) ­eviri sorunsalĔnĔn en belirgin bi­imde gºr¿ld¿Ķ¿ kĔsĔmlardan biri olarak 
se­ilmiĹtir. ¢alĔĹmada ºnce sºz konusu bºl¿m¿n Almanca orijinal metnine yer verilecek ardĔndan ise rastgele 
ºrneklem yºntemiyle T¿rkiyeõde yapĔlmĔĹ bazĔ ­evirilere deĶinilecektir. Bu yºntemle ama­, tek tek 
­evirmenlerin adlarĔnĔ belirtmek deĶil bilakis ­eviri metinlerinin ¿st¿nde durarak konuya a­ĔklĔk getirmektir. 

Franz KafkaõnĔn Die Verwandlung (Dºn¿Ĺ¿m) adlĔ eserinin a­ĔlĔĹ paragrafĔ, hem anlatĔnĔn atmosferini 
belirleyen temel bir giriĹ iĹlevi gºrmekte hem de edebiyat ­evirisi a­ĔsĔndan dikkate deĶer sorunlar ortaya 
koymaktadĔr. Orijinal metinde kullanĔlan betimlemeler, ¿slup ve dilsel stratejiler, eserin ilerleyen 
bºl¿mlerinde de h©kim olan kasvetli atmosferin inĹasĔnda belirleyici rol oynamaktadĔr.  

¢alĔĹmanĔn bu bºl¿m¿nde ºncelikle eserin giriĹ paragrafĔna yer verilecek, ardĔndan sºz konusu metnin 
T¿rk­e ­evirileri dilbilimsel ve ­eviribilimsel a­Ĕdan ele alĔnacaktĔr. ķnceleme s¿recinde ºzellikle òeĹdeĶerlikó 
( quivalenz) ilkesi ­er­evesinde bir deĶerlendirme yapĔlacak ve kaynak metin ile erek metin arasĔndaki 
anlamsal, iĹlevsel iliĹkiler karĹĔlaĹtĔrmalĔ olarak ortaya konulmaya ­alĔĹĔlacaktĔr. 

¥ncelikle eserin orijinal Almanca baĹlangĔ­ paragrafĔna yer verelim: 
 

Als Gregor Samsa eines Morgens aus unruhigen Trªumen erwachte, fand er sich in seinem Bett zu einem ungeheuren 
Ungeziefer verwandelt. Er lag auf seinem panzerartig harten R¿cken und sah, wenn er den Kopf ein wenig hob, seinen 
gewºlbten, braunen, von bogenfºrmigen Versteifungen geteilten Bauch, auf dessen Hºhe sich die Bettdecke, zum 
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gªnzlichen Niedergleiten bereit, kaum noch erhalten konnte. Seine vielen, im Vergleich zu seinem sonstigen Umfang 
klªglich d¿nnen Beine flimmerten ihm hilflos vor den Augen (Kafka 1994, s. 93). 

 
Orijinal metnin farklĔ T¿rk­e ­evirileri incelendiĶinde sºz konusu atmosferin aktarĔmĔnda ­eĹitli 

sorunlarĔn meydana geldiĶi gºzlemlenmektedir. Rastgele ºrneklem yºntemiyle se­ilmiĹ bazĔ T¿rk­e ­eviriler 
Ĺºyledir: 

 
Gregor Samsa bir sabah bunaltĔcĔ d¿Ĺlerden uyandĔĶĔnda, kendini yataĶĔnda dev bir bºceĶe dºn¿Ĺm¿Ĺ olarak buldu. 
ZĔrh gibi sertleĹmiĹ sĔrtĔnĔn ¿st¿nde yatmaktaydĔ ve baĹĔnĔ biraz kaldĔrdĔĶĔnda bir kubbe gibi ĹiĹmiĹ, kahverengi, 
sertleĹen kĔsĔmlarĔn oluĹturduĶu yay bi­imi ­izgilerle parsellere ayrĔlmĔĹ karnĔnĔ gºr¿yordu; karnĔnĔn tepesindeki 
yorgan neredeyse t¿m¿yle yere kaymak ¿zereydi ve tutunabileceĶi hi­bir nokta kalmamĔĹ gibiydi. Gºvdesinin ­apĔyla 
karĹĔlaĹtĔrĔldĔĶĔnda acĔnasĔ incelikteki ­ok sayĔda bacak, gºzlerinin ºn¿nde ­aresizlik i­erisinde, parĔltĔlar sa­arak 
sallanĔp durmaktaydĔ (Cemal, 2017, s. 19). 

 
Gregor Samsa, k©buslarla dolu r¿yasĔndan uyandĔĶĔnda kendini yataĶĔnĔn i­inde dev bir bºceĶe dºn¿Ĺm¿Ĺ olarak 
buldu. ZĔrh gibi sertleĹmiĹ sĔrtĔnĔn ¿st¿nde yatmaktayken, baĹĔnĔ kaldĔrĔp, bir kubbe gibi ĹiĹmiĹ, koyu renkli, 
sertleĹen, ­izgilerle parsellere ayrĔlmĔĹ karnĔna baktĔ. Yorgan t¿m¿yle ¿zerinden d¿Ĺm¿Ĺt¿, tutunabileceĶi hi­bir nokta 
kalmamĔĹ gibiydi. O koca v¿cuduna nispetle, acĔnacak derecede incelmiĹ bacaklarĔ ­aresizlik i­inde sallanĔp 
duruyordu (Asan, 2015, s. 19). 

 
Gregor Samsa bir sabah huzursuz r¿yalarĔndan uyandĔĶĔnda, kendini yataĶĔnda kocaman bir bºceĶe dºn¿Ĺm¿Ĺ halde 
buldu. ZĔrh gibi sert sĔrtĔnĔn ¿zerinde yatĔyordu ve baĹĔnĔ biraz kaldĔrdĔĶĔnda, ¿zerinde yorganĔn neredeyse kayacak 
gibi durduĶu kubbemsi, yuvarlak, kahverengi, yay Ĺeklinde boĶumlara ayrĔlmĔĹ karnĔnĔ gºrd¿. Gºvdesine oranla epey 
cĔlĔz gºr¿nen bir­ok bacaĶĔ, gºzlerinin ºn¿nde ­aresizce kĔmĔldanĔyordu (Schaeferdiek, 2024, s. 7). 

 
Gregor Samsa, bir sabah huzursuz edici r¿yalarĔndan uyandĔĶĔnda, kendini yataĶĔnda kocaman bir bºceĶe dºn¿Ĺm¿Ĺ 
olarak buldu. Bir zĔrh kadar sert olan sĔrtĔnĔn ¿st¿nde ºylece uzanĔyordu. Merakla kafasĔnĔ biraz kaldĔrĔp 
baktĔĶĔnda, kahverengi karnĔnĔ gºrd¿. Kubbe gibi yuvarlak olan karnĔnĔn ¿st¿ndeki battaniye, d¿Ĺmek ¿zereydi, 
zor duruyordu. ķri gºvdesine oranla bacaklarĔ acĔnacak derecede inceydi. SayĔsĔnĔ dahi bilmediĶi bacaklarĔ, gºzlerinin 
ºn¿nde ­aresizce ­ĔrpĔnĔyordu (AvcĔ, 2021, s. 7). 

 
Gregor Samsa bir sabah kºt¿ bir r¿yadan uyandĔĶĔnda, kendini yataĶĔnda korkun­ bir bºceĶe dºn¿Ĺm¿Ĺ olarak 
buldu. Demir gibi sertleĹmiĹ sĔrtĔnĔn ¿st¿nde yatĔyordu. BaĹĔnĔ biraz kaldĔrdĔĶĔnda bir kubbe gibi ĹiĹmiĹ karnĔnĔ 
gºrd¿; kahverengiydi. SertleĹen kĔsĔmlarĔn oluĹturduĶu yay bi­imi ­izgilerle bºl¿nm¿Ĺt¿. KarnĔnĔn tepesindeki yorgan 
neredeyse yere d¿Ĺmek ¿zereydi ve tutunabileceĶi hi­bir nokta kalmamĔĹ gibi gºr¿n¿yordu. Gºvdesinin hacmiyle 
karĹĔlaĹtĔrĔldĔĶĔnda ­ok sayĔda incecik bacak, gºzlerinin ºn¿nde ­aresizlik i­erisinde, parĔltĔlar sa­arak sallanĔp 
duruyordu (¥zmen, 2004, s. 11). 

 
Gregor Samsa, bir sabah korkulu r¿yalardan sonra uyandĔĶĔ zaman yatakta kendini kocaman bir bºcek olarak 
buldu. ArkasĔ ¿st¿ yatĔyordu. SĔrtĔ bir zĔrh haline gelmiĹti. BaĹĔnĔ birazcĔk kaldĔrĔnca, kubbe gibi ĹiĹmiĹ, rengi 
koyulaĹmĔĹ, kavis bi­imi bºl¿mlere ayrĔlmĔĹ karnĔnĔ gºrd¿. Yorgan karnĔnĔn ¿st¿nden kaymĔĹ, nerdeyse yere 
d¿Ĺecekti. Koca bedenine karĹĔlĔk ipincecik, sayĔlamayacak kadar ­ok bacaklarĔ parlaklĔklarĔ ile Gregor'un gºzlerini 
kamaĹtĔrĔyordu (Gelen, 2003, s.15). 

 
Gregor Samsa bir sabah huzursuz d¿Ĺlerinden uyandĔĶĔnda kendini yataĶĔnda kocaman bir bºceĶe dºn¿Ĺm¿Ĺ buldu. 
Panzer gibi sert sĔrtĔnĔn ¿zerinde yatĔyordu ve baĹĔnĔ biraz kaldĔrdĔĶĔnda tepesinde, yorganĔn neredeyse kaymak ¿zere 
olduĶu kubbe gibi yuvarlak, kahverengi, yay bi­iminde sert ­izgilerle boĶum boĶum olmuĹ karnĔnĔ gºrd¿. GeniĹ 
gºvdesine oranla pek cĔlĔz gºr¿nen bir s¿r¿ bacaĶĔ gºzlerinin ºn¿nde ­aresizce ­ĔrpĔnĔyordu (Sert, 2014, s. 4). 

 

1.3. ¢eviri ParagraflarĔnda Kelime Se­imi 
KafkaõnĔn Die Verwandlung adlĔ eserinin ilk c¿mlesi olan òAls Gregor Samsa eines Morgens aus unruhigen 

Trªumen erwachteó ifadesi, ­eviri s¿recinde anlamĔn yºn¿n¿ belirleyen temel bir baĹlangĔ­ noktasĔdĔr. Bu 
c¿mledeki òaus unruhigen Trªumenó ifadesi, bir­ok ­eviride òkorkutucu r¿yalardanó ya da òk©buslardanó Ĺeklinde 
­evrilmiĹtir. Ancak bu t¿r karĹĔlĔklar, Almanca òunruhigó sºzc¿Ķ¿n¿n semantik alanĔnĔ tam olarak 
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yansĔtmamaktadĔr. òUnruhigó sºzc¿Ķ¿, korku ya da dehĹet duygusundan ziyade i­sel bir huzursuzluĶu, 
tedirgin bir uykudan uyanmayĔ imler dolayĔsĔyla burada kullanĔlan sĔfatĔn anlamĔ daha ­ok psikolojik bir 
sĔkĔntĔ, i­ dengesizlik ya da bilin­altĔ huzursuzluĶuyla iliĹkilidir. Bu nedenle òhuzursuz d¿Ĺlerdenó ya da òrahatsĔz 
edici r¿yalardanó gibi ­eviriler, KafkaõnĔn metnindeki atmosferi daha doĶru bi­imde yansĔtmaktadĔr. Nitekim 
bazĔ nitelikli ­eviri ºrneklerinde bu hassasiyet gºzetilmiĹ, metnin duygusal tonunu abartĔya ka­madan 
aktarabilmek i­in òhuzursuzó gibi nºtr ama anlam y¿kl¿ karĹĔlĔklar tercih edilmiĹtir. Ancak ­eviri literat¿r¿nde 
ekseriyetle òk©busó veya òkorkun­ r¿yaó gibi ifadelerin se­ildiĶi gºr¿l¿r ki bu da metnin ger­ek¿st¿ 
baĹlangĔcĔnĔ erken bir Ĺekilde dramatize ederek okuyucunun anlatĔyĔ psikolojik bir dºn¿Ĺ¿m s¿reci olarak 
deĶil, bir dehĹet anlatĔsĔ olarak algĔlamasĔna neden olur.  

AyrĔca KafkaõnĔn ºzellikle òInsektó (bºcek), òKªferó (bºcek) gibi daha belirleyici zoolojik terimleri tercih 
etmediĶini gºr¿lmektedir. Kafka bunun yerine òUngezieferó sºzc¿Ķ¿n¿ kullanarak, Gregor SamsaõnĔn 
dºn¿Ĺ¿m¿n¿ daha belirsiz ve itici bir imgeye dayandĔrmĔĹtĔr. Bu belirsizlik, metnin alegorik yorumlarĔnĔ da 
m¿mk¿n kĔlmaktadĔr. DolayĔsĔyla T¿rk­ede òbºcekó karĹĔlĔĶĔ bu ­ok katmanlĔ anlamĔ daraltmakta ve tercih 
edilen imgenin okuyucunun kafasĔnda oluĹmasĔnĔ zorlaĹtĔrmaktadĔr. AyrĔca òkocaman bir bºcekó ifadesi, 
okuyucunun zihninde doĶrudan bir bºcek imgesi yaratĔr ve Gregorõun dºn¿Ĺ¿m¿n¿n sĔnĔrlarĔnĔ ­izer. Oysa 
KafkaõnĔn kullandĔĶĔ òézu einem ungeheuren Ungeziefer...ó tamlamasĔ tam da sĔnĔrlarĔ belirlenemeyen bir 
òyaratĔĶĔó ­aĶrĔĹtĔrĔr. òUngeheueró sĔfatĔnĔn òkocamanó Ĺeklinde ­evrilmesi kelimenin i­erdiĶi òkorkun­, dehĹet 
verici, canavarcaó gibi anlamlarĔ silik hale getirmektedir. Bu durum, orijinal metinde okura bĔrakĔlan hayal g¿c¿ 
alanĔnĔ daraltmakta ve eserin estetik yapĔsĔnda merkezi ºneme sahip olan muĶlaklĔĶĔn zayĔflamasĔna neden 
olmaktadĔr. Bu baĶlamda òein ungeheures Ungezieferó ifadesini doĶrudan òkorkun­ bir haĹereó veya òdehĹet verici bir 
haĹereó Ĺeklinde ­evirmek KafkaõnĔn niyetine daha uygun gºr¿nmektedir. Bºyle bir tercih hem òUngezieferó 
kavramĔnĔn semantik geniĹliĶini hem de òungeheueró sĔfatĔnĔn taĹĔdĔĶĔ ¿rpertici/korkutucu boyutunu 
koruyacaktĔr. 

 
1.4. ¢evirilerdeki (C¿mle YapĔlarĔnĔn) Bi­emin Orijinal Bi­emi YansĔtamamasĔ 
KafkaõnĔn Die Verwandlung adlĔ eserinin a­ĔlĔĹ paragrafĔ bi­imsel olarak Alman dilinin kendine ºzg¿ 

c¿mle yapĔsĔnĔ sonuna kadar kullanan, uzun, i­ i­e ge­miĹ ve art arda eklemlenen yan c¿mleciklerden oluĹur. 
Bu yapĔ, yalnĔzca bir anlatĔm bi­imi deĶil, aynĔ zamanda anlatĔnĔn psikolojik atmosferini kuran temel bir 
unsurdur. Kafka, bilin­ akĔĹĔ ile betimleyici anlatĔmĔ i­ i­e ge­irerek, okurun da Gregor SamsaõnĔn yaĹadĔĶĔ 
bedensel ve ruhsal sĔkĔĹmĔĹlĔĶĔ doĶrudan hissetmesini saĶlar. Almanca metinde y¿klemin genellikle c¿mlenin 
sonunda yer almasĔ, okuru anlamĔ tamamlamak i­in s¿rekli beklemeye zorlar; bu da tĔpkĔ Gregorõun i­inde 
bulunduĶu fiziksel kĔsĔtlĔlĔk gibi bir bekleme, daralma ve tĔkanma hissi yaratĔr. 

Ne var ki T¿rk­e ­evirilerde bu uzun ve i­ i­e ge­miĹ yapĔnĔn genellikle kĔsa, ayrĔ c¿mlelere bºl¿nerek 
aktarĔlmasĔ, metnin ritmini ve i­sel gerilimini zayĔflatmaktadĔr. ¢evirmenlerin ­oĶu, hedef dilde akĔcĔlĔĶĔ 
artĔrmak ve T¿rk­enin sºzdizimsel ºzelliklerine uyum saĶlamak amacĔyla c¿mleleri bºlmeyi tercih etmiĹtir. 
Ancak bu tercih, Die òVerwandlungóun karakteristik anlatĔ yoĶunluĶunu ve Kafkaesk atmosferini ºnemli 
ºl­¿de dºn¿Ĺt¿rmektedir. Almanca metinde var olan o kesintisiz akĔĹ, Gregorõun bilincinin ve bedensel 
dºn¿Ĺ¿m¿n¿n birbirine karĔĹtĔĶĔ o boĶucu anlatĔ mek©nĔnĔ oluĹtururken, T¿rk­e ­evirilerdeki bºl¿nm¿Ĺ yapĔ, 
okurun bu deneyimi kesintili ve dolaylĔ bir bi­imde yaĹamasĔna yol a­ar. BaĹka bir deyiĹle, dilde yapĔlan 
bi­imsel sadeleĹtirme, anlamda derin bir kayba neden olur. 

BazĔ nitelikli ­evirilerde ­evirmenlerin bu hususa dikkat ettikleri, Almanca c¿mle yapĔsĔndaki s¿rekliliĶi 
T¿rk­e sºzdizimine olabildiĶince sadĔk kalarak aktarmaya ­alĔĹtĔklarĔ gºr¿l¿r. Bu t¿r yaklaĹĔmlar, T¿rk­ede 
alĔĹĔlmadĔk derecede uzun ama KafkaõnĔn anlatĔ atmosferine sadĔk bir okuma deneyimi yaratĔr. Ancak 
ekseriyetle yapĔlan sadeleĹtirmeler, hedef dildeki okunabilirliĶi artĔrsa da, KafkaõnĔn ¿slubunun temel bileĹeni 
olan dilsel klostrofobiyi ortadan kaldĔrĔr. Oysa ­eviride ama­ yalnĔzca anlaĹĔlabilirlik deĶil, yazarĔn yarattĔĶĔ 
anlatĔ bi­imini ve duygusal gerilimi de korumaktĔr. DolayĔsĔyla Die Verwandlungõun T¿rk­e ­evirilerinde 
gºr¿len bu yapĔsal m¿dahaleler, dilin bi­imsel ºzellikleriyle metnin atmosferi arasĔndaki ince dengeyi bozarak 
KafkaõnĔn ¿slubundaki yoĶun varoluĹsal gerilimi kĔsmen etkisizleĹtirmektedir. AĹaĶĔdaki ºrnek bu durumu 
a­Ĕk Ĺekilde gºzler ºn¿ne sermektedir:òBir zĔrh kadar sert olan sĔrtĔnĔn ¿st¿nde ºylece uzanĔyordu. Merakla kafasĔnĔ biraz 

kaldĔrĔp baktĔĶĔnda, kahverengi karnĔnĔ gºrd¿. Kubbe gibi yuvarlak olan karnĔnĔn ¿st¿ndeki battaniye, d¿Ĺmek ¿zereydi, zor duruyordu.ó 
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Bu ­eviri ºrneĶi bi­imsel a­Ĕdan deĶerlendirildiĶinde ºzg¿n Almanca c¿mle yapĔsĔnĔn karakteristik 
b¿t¿nl¿Ķ¿n¿ koruyamadĔĶĔ gºr¿lmektedir. Almanca metinde yer alan ifade, birbirine eklemlenmiĹ yan 
t¿mcelerden oluĹan tek bir uzun c¿mledir ve bu yapĔsal yoĶunluk KafkaõnĔn ¿slubunun temel unsurlarĔndan 
biridir. Buna karĹĔn T¿rk­e ­eviride aynĔ anlatĔ, ¿­ kĔsa ve baĶĔmsĔz c¿mleye bºl¿nm¿Ĺt¿r. Bu bºl¿nme, 
dilsel d¿zlemde yalnĔzca sºzdizimsel bir sadeleĹtirme deĶil, aynĔ zamanda metnin ritmik ve anlamsal 
b¿t¿nl¿Ķ¿n¿ zedeleyen bir m¿dahaledir. ¥zg¿n c¿mledeki art arda gelen betimleyici unsurlar (Gregorõun 
sĔrtĔ, baĹ hareketi, karnĔ ve yorganĔn konumu) tek bir soluksuz anlatĔ akĔĹĔ i­inde verilmiĹken T¿rk­e ­eviride 
bu akĔĹ par­alanarak ardĔĹĔk ¿­ ayrĔ gºzlem eylemine dºn¿Ĺt¿r¿lm¿Ĺt¿r. Bºylece, Almanca metinde var olan 
s¿reklilik duygusu ve buna baĶlĔ olarak ortaya ­Ĕkan boĶucu, kesintisiz atmosfer kaybolmuĹtur. KĔsacasĔ, bu 
­eviri bi­imi, anlatĔ yoĶunluĶunu dilin yapĔsal sĔnĔrlarĔ i­inde yeniden ¿retmek yerine, onu daĶĔtan ve 
sadeleĹtiren bir yºnelim gºstermektedir. Bºylece KafkaõnĔn metninde bi­im aracĔlĔĶĔyla kurulan klostrofobik 
etki erek dilde yeterince yansĔtĔlamamaktadĔr. 

Bu baĶlamda aĹaĶĔdaki ­eviri uygun bir ºrnek olarak ele alĔnmĔĹtĔr. 
òZĔrh gibi sert sĔrtĔnĔn ¿zerinde yatĔyordu ve baĹĔnĔ biraz kaldĔrdĔĶĔnda, ¿zerinde yorganĔn neredeyse kayacak gibi durduĶu kubbemsi, 

yuvarlak, kahverengi, yay Ĺeklinde boĶumlara ayrĔlmĔĹ karnĔnĔ gºrd¿.ó 

Bu ­eviri ºrneĶi, bi­imsel sadakati ve anlatĔ b¿t¿nl¿Ķ¿n¿ koruma yºn¿ndeki baĹarĔsĔyla dikkat 
­ekmektedir. Almanca ºzg¿n metindeki uzun ve eklemlenmiĹ c¿mle yapĔsĔ T¿rk­eye aktarĔlĔrken, yapĔsal 
s¿reklilik b¿y¿k ºl­¿de korunmuĹ ve bºylece KafkaõnĔn ¿slubuna ºzg¿ kesintisiz anlatĔ ritmi baĹarĔyla 
yeniden ¿retilmiĹtir. C¿mlenin tek bir solukta ilerleyen sºzdizimsel yapĔsĔ, Gregor SamsaõnĔn bedensel 
farkĔndalĔĶĔnĔn aĹamalĔ olarak a­ĔĶa ­ĔkmasĔnĔ doĶal bir akĔĹ i­inde yansĔtĔr. òZĔrh gibi sert sĔrtĔó, òbaĹĔnĔ biraz 
kaldĔrmasĔó ve ò¿zerinde yorganĔn neredeyse kayacak gibi durduĶu kubbemsi, yuvarlak, kahverengi, yay Ĺeklinde boĶumlara 
ayrĔlmĔĹ karnĔó ifadeleri arasĔnda kurulan iliĹki, okura kesintisiz bir gºzlem zinciri sunmaktadĔr. Bu yapĔ, ºzg¿n 
Almanca metinde olduĶu gibi, hem anlatĔnĔn bedensel yoĶunluĶunu hem de Gregorõun i­inde bulunduĶu 
durumun rahatsĔz edici s¿rekliliĶini dile taĹĔr. 

¢eviride betimleyici unsurlarĔn dilsel ritmi korunmuĹ, okurun nefes almadan ilerlemesini saĶlayan 
Kafkaesk sĔkĔĹmĔĹlĔk duygusu hedef dilde de s¿rd¿r¿lebilmiĹtir. Bºylece orijinaldeki grotesk imgeler 
T¿rk­ede anlamca ve bi­imce karĹĔlanmĔĹ ve metnin estetik ve psikolojik yoĶunluĶunu korunmuĹtur. Bºyle 
bir ­eviri yaklaĹĔmĔ yalnĔzca i­erik d¿zeyinde deĶil, yapĔsal ve duygusal d¿zlemde de uygun bir eĹdeĶerliliĶi 
saĶlamaktadĔr. DolayĔsĔyla bu ºrnek, bi­imsel ­ºz¿mlemenin ­eviri estetiĶindeki ºnemini somut bi­imde 
gºstermektedir. Sonu­ olarak KafkaõnĔn ºzg¿n ¿slubundaki dilsel yoĶunluk, ritmik akĔĹ ve boĶucu/sĔkĔĹĔk 
atmosfer T¿rk­eye baĹarĔyla taĹĔnmĔĹtĔr. 
 

SONU¢  
KafkaõnĔn Die Verwandlung adlĔ eserinin T¿rk­e ­evirilerinde ortaya ­Ĕkan farklĔlĔklar, edeb´ ­evirinin 

­ok katmanlĔ doĶasĔnĔ a­Ĕk bi­imde gºstermektedir. ¢eviri yalnĔzca bir dilden diĶerine anlam aktarmakla 
sĔnĔrlĔ deĶildir; aynĔ zamanda bi­im, ritim, duygu ve k¿lt¿rel ­aĶrĔĹĔmlarĔn da dºn¿Ĺt¿r¿lmesi s¿recidir. Bu 
nedenle ­evirmen, yalnĔzca anlamĔn deĶil, bi­emin de taĹĔyĔcĔsĔ konumundadĔr. 

Genel olarak bakĔldĔĶĔnda edebiyat ­evirisi yalnĔzca dilsel bir aktarĔm olarak deĶil, aynĔ zamanda k¿lt¿rel 
bir eylemdir. Bu baĶlamda (kurmaca) metinlerin ­evirisi, ­evirmenin hem dilsel yeterliliĶini hem de 
k¿lt¿rlerarasĔ duyarlĔlĔĶĔnĔ ortaya koyan yaratĔcĔ bir s¿re­ olarak ele alĔnmalĔdĔr (Bassnett 2002, s. 22). 

Kafka, en olaĶan¿st¿ olaylarĔ bile sanki sĔradan bir g¿nl¿k olguymuĹ gibi aktarĔr. Gregor SamsaõnĔn bir 
sabah òbºceĶe dºn¿Ĺm¿Ĺó olarak uyanmasĔ, dramatize edilmeden, neredeyse b¿rokratik bir soĶukkanlĔlĔkla ifade 
edilir. ¢eviride fazla òduygusaló ya da òĹiirseló bir dil kullanĔldĔĶĔnda eserin kasvetli doĶasĔ zayĔflar. 

Metin boyunca dar mek©n tasvirleri, evin boĶucu ortamĔ, monoton iĹ hayatĔ ve aile i­i iliĹkilerdeki 
yabancĔlaĹma vurgulanĔr. Bu atmosfer, kĔsa ve tekrarlarla ºr¿lm¿Ĺ c¿mlelerle desteklenir. ¢evirmen burada 
yalnĔzca sºzc¿kleri deĶil, c¿mlenin ritmini de aktarmak zorundadĔr. Aksi takdirde KafkaõnĔn òklostrofobikó 
d¿nyasĔ T¿rk­ede etkisini yitirebilir. 

Kafka, pek ­ok noktada okura net a­Ĕklamalar sunmaz. Gregorõun dºn¿Ĺ¿m¿n¿n sebebi, bºceĶin tam 
t¿r¿ ya da karakterlerin i­sel d¿Ĺ¿nceleri belirsizdir. ¢eviride yapĔlacak en k¿­¿k somutlaĹtĔrma ya da yorum 
katma, bu kasvetli belirsizliĶi bozar. 
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Kelime d¿zeyinde yapĔlan tercihler, KafkaõnĔn anlatĔsĔndaki atmosferin korunmasĔnda belirleyici bir rol 
oynamaktadĔr. ¥zellikle òaus unruhigen Trªumenó ifadesinin òhuzursuz d¿Ĺlerdenó bi­iminde ­evrilmesi, 
òkorkutucuó veya òk©bus doluó gibi aĹĔrĔ duygusal karĹĔlĔklara oranla eserin soĶukkanlĔ anlatĔmĔna daha 
uygundur. Bu t¿r sºzc¿k se­imleri, metnin psikolojik yoĶunluĶunu abartmadan, KafkaõnĔn bilin­li mesafesini 
koruyarak yansĔtĔr. ¥te yandan, ­evirilerde sĔk­a gºr¿len òzĔrh gibi sert sĔrtó ifadesinin sadeleĹtirilerek yalnĔzca 
òsert sĔrtó bi­iminde ­evrilmesi, metindeki grotesk betimlemelerin yitirilmesine yol a­maktadĔr. KafkaõnĔn 
betimlemelerinde kullanĔlan nitelik sĔfatlarĔ ve ayrĔntĔlĔ sĔralamalar, yalnĔzca fiziksel bir gºr¿n¿m deĶil, aynĔ 
zamanda karakterin yabancĔlaĹmĔĹ varoluĹunu imler. Bu nedenle ­evirmenin, y¿zeysel anlamĔn ºtesine 
ge­erek kelimelerin duygusal ve imgesel y¿k¿n¿ de aktarmasĔ gerekir. Sºzc¿k se­imindeki en ufak 
sadeleĹtirme, metnin i­sel gerilimini azaltmakta ve anlatĔnĔn kasvetli doĶasĔnĔ zayĔflatmaktadĔr. 

C¿mle d¿zeyinde yapĔlan ­ºz¿mler, ­evirinin b¿t¿n atmosferini doĶrudan etkilemektedir. Almanca 
ºzg¿n metinde yer alan i­ i­e ge­miĹ, uzun ve ritmik c¿mle yapĔlarĔ, KafkaõnĔn anlatĔsĔnda belirgin bir 
òsĔkĔĹmĔĹlĔkó duygusu yaratĔr. Bu yapĔlar, karakterin hem bedensel hem de varoluĹsal sĔkĔĹmĔĹlĔĶĔnĔ bi­imsel 
d¿zlemde yeniden ¿retir. T¿rk­e ­evirilerde bu uzun c¿mlelerin ­oĶu zaman bºl¿nmesi, anlatĔnĔn ritmini 
kĔrmakta ve metnin i­sel gerilimini azaltmaktadĔr. ¥rneĶin, orijinal metindeki òEr lag auf seinem panzerartig 
harten R¿cken...ó ile baĹlayan c¿mle, Almancada birbirine eklemlenen betimleyici bir zincir oluĹturur. BazĔ 
­evirilerde bu yapĔ ¿­ ayrĔ kĔsa c¿mleye dºn¿Ĺt¿r¿lm¿Ĺ, bºylece okurda s¿reklilik hissinin yerini par­alanmĔĹ 
bir anlatĔ almĔĹtĔr. Buna karĹĔlĔk, bazĔ ­evirilerde uzun c¿mle yapĔsĔ korunarak KafkaõnĔn ºzg¿n ritmi ve anlatĔ 
i­indeki boĶucu atmosfer T¿rk­eye baĹarĔyla taĹĔnmĔĹtĔr. 

KafkaõnĔn metninde anlam yalnĔzca kelimelerde deĶil, onlarĔn diziliĹinde, ritminde ve sºzdizimsel akĔĹĔnda 
gizlidir. Her c¿mle, bilin­li bir bi­imde kurulmuĹ bir gerilimin ¿r¿n¿d¿r; kelimelerin diziliĹindeki ritim, 
karakterin psikolojik sĔkĔĹmĔĹlĔĶĔnĔ bi­imsel d¿zlemde yansĔtĔr. Bu nedenle KafkaõyĔ ­evirmek, yalnĔzca bir 
metni baĹka bir dilde yeniden yazmak deĶil, aynĔ zamanda bu ritmik yapĔyĔ, i­sel tĔnĔyĔ ve sessiz gerilimi 
yeniden inĹa etmektir. 

DolayĔsĔyla òDie Verwandlungó adlĔ eserin ­eviri baĹarĔsĔ yalnĔzca anlam eĹdeĶerliĶinin saĶlanmasĔyla deĶil, 
aynĔ zamanda bi­imsel yoĶunluĶun, duygusal gerilimin ve anlatĔm tarzĔnĔn (¿slubun) hedef dile aktarĔlmasĔyla 
ºl­¿lmelidir. Bir baĹka deyiĹle, ­eviri s¿reci salt dilsel bir aktarĔm eylemi olmaktan ziyade, KafkaõnĔn anlatĔ 
d¿nyasĔndaki sessizliĶi, duraksamayĔ ve sĔkĔĹmayĔ yeniden ¿retme s¿recidir. KafkaõnĔn dili, y¿zeyde yalĔn 
gºr¿nse de alt katmanlarĔnda yoĶun bir anlamsal derinlik ve bilin­li bir anlatĔ tarzĔ barĔndĔrĔr. Bu ­ok katmanlĔ 
yapĔnĔn korunmasĔ, ­evirmenin bi­imsel sadakat ile erek dildeki akĔcĔlĔk arasĔnda ince bir denge kurmasĔnĔ 
gerektirir. 

¢evirmen, ­eviri faaliyetinde bulunurken okura kolaylĔk saĶlama eĶiliminden ziyade, KafkaõnĔn metine 
dair sĔkĔĹmĔĹlĔĶĔnĔ, ritmik karmaĹĔklĔĶĔnĔ ve varoluĹsal sessizliĶini korumaya yºnelmelidir zira KafkaõnĔn dili, 
tam da bu zorluklar aracĔlĔĶĔyla anlam kazanĔr. Ancak metin sadeleĹtirildiĶinde ise ºz¿ndeki gerilim ­ºz¿l¿r 
ve anlatĔ ¿slubunu yitirir. Bu baĶlamda ­evirmenin gºrevi, okurun metinle kurduĶu mesafeyi deĶiĹtirmeden, 
onu KafkaõnĔn d¿nyasĔnda kademeli bi­imde òhapsolmayaó davet etmektir. 

Ancak bu sayede KafkaõnĔn evrensel yabancĔlaĹma deneyimi T¿rk­ede de aynĔ yoĶunlukta aktarĔlmĔĹ olur. 
Bºyle bir ­eviri, yalnĔzca sºzc¿klerin karĹĔlĔĶĔnĔ deĶil, anlatĔnĔn ruhunu, sessizliĶini ve belirsizliĶini de taĹĔr. 
Bu yaklaĹĔm, edebiyat ­evirisini basit bir dil aktarĔmĔ olmaktan ­Ĕkararak, k¿lt¿rlerarasĔ bir yeniden yaratĔm 
eylemine dºn¿Ĺt¿r¿r. Sonu­ olarak, baĹarĔlĔ bir Kafka ­evirisi hem kaynak dilin bi­imsel derinliĶini hem de 
hedef dilin ifade imk©nlarĔnĔ bir araya getirerek, iki dil arasĔnda estetik bir kºpr¿y¿ kurmayĔ baĹaran bir ­eviri 
eylemidir. 
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Disjunction of the Self: Trauma Narrative in Oryx and Crake 

Fatma B¿Ĺra G¿n­el* 

 
ABSTRACT 

Trauma studies help us understand how stories deal with painful experiences that cannot be expressed and processed consciously; 
therefore, only be seen in repeated or omitted words and actions, or compulsive behaviors. In literature, trauma studies have become 
an important theoretical framework to deal with the wounded consciousness of the speaker with a closer analysis of the narrative 
form and their compulsive actions. Margaret Atwoodõs novel, Oryx and Crake, offers substantial content to examine with the scope 
of trauma studies, focusing on the main character of the novel, Jimmy, also known as Snowman. The shift between the two identities 
of the main character portrays his disjunction in terms of identity and his traumatic response to the early psychological wounds that 
he is burdened with. His complicated and neglected relationship with his mother, the catastrophic age he lives in, with the ethically 
debatable genetic enhancements, his questionable passive stance in his best friend Crakeõs new human-like species project, and his 
complicated and compulsive romantic relationship with Oryx leave traces of his trauma. His responses or irresponsiveness play an 
important role in analyzing how he manages or fails to process his painful experiences. This paper focuses on the traumatic 
responses that can be observed through the narrative of Jimmy. Cathy Caruthõs emphasis on trauma as òthe breach in the mindõs 
experience of time, self, and the worldó stands out as the keynote argument on her theory that corresponds to the main focus of 
this paper. 
 
Keywords: Ttrauma, compulsion, identity, narrative and trauma, post-apocalyptic witnessing 

 
 

BenliĶin Par­alanmasĔ: Antilop ve Flurya'da Travma AnlatĔsĔ 
¥Z 

Travma ­alĔĹmalarĔ; hikayelerin, bilin­li Ĺekilde anlatĔlamayan ve ele alĔnamayan yºnlerindeki acĔ verici deneyimleri nasĔl ele aldĔĶĔnĔ 
anlamamĔza yardĔmcĔ olur. Bu deneyimler, yalnĔzca tekrarlanan veya eksik bĔrakĔlan sºzler ve eylemler ya da zorlantĔlĔ davranĔĹlar 
aracĔlĔĶĔyla gºr¿lebilir. Edebiyatta travma ­alĔĹmalarĔ, anlatĔ bi­imini ve takĔntĔlĔ eylemlerini daha yakĔndan analiz ederek 
konuĹmacĔnĔn yaralĔ bilincini ele almak i­in ºnemli bir teorik ­er­eve haline gelmiĹtir. Margaret Atwood'un Antilop ve Flurya adlĔ eseri, 
romanĔn ana karakteri Jimmy, diĶer adĔyla Kar AdamĔ'na odaklanarak travma ­alĔĹmalarĔ kapsamĔnda incelenmek ¿zere geniĹ 
kapsamlĔ bir i­erik sunmaktadĔr. Ana karakterin iki kimliĶi arasĔndaki ge­iĹ, kimlik a­ĔsĔndan daĶĔlmasĔnĔ ve y¿klendiĶi erken 
psikolojik yaralara karĹĔ travmatik tepkisini tasvir eder. Annesi ile karmaĹĔk ve ihmal edilmiĹ iliĹkisi, etik a­Ĕdan tartĔĹmalĔ genetik 
g¿­lendirmeler ile yaĹadĔĶĔ felaket dolu ­aĶ, en iyi arkadaĹĔ Flurya'nĔn yeni insan benzeri t¿r projesine karĹĔ Ĺ¿phe uyandĔrĔcĔ 
derecedeki pasif tutumu ve Antilop ile karmaĹĔk ve takĔntĔlĔ romantik iliĹkisi, travmasĔndan izler taĹĔr. Onun tepkileri veya tepkisizliĶi, 
acĔ verici deneyimlerini nasĔl yºnettiĶi veya iĹleyemediĶi konusunda ºnemli bir rol oynar. Bu araĹtĔrma, Jimmy'nin anlatĔmĔnda 
gºzlemlenebilen travmatik tepkilere odaklanmaktadĔr. Cathy Caruth'un travmayĔ òzihnin zaman, benlik ve d¿nya deneyimindeki 
kĔrĔlmaó olarak vurgulamasĔ, bu makalenin ana odaĶĔna karĹĔlĔk gelen kuramĔnĔn temel arg¿manĔ olarak ºne ­ĔkmaktadĔr. 
 
Anahtar Kelimeler: Travma, zorlantĔ, kimlik, anlatĔ ve travma, kĔyamet sonrasĔ tanĔklĔk. 

 
 
 
 

INTRODUCTION 
Oryx and Crake was written by Margaret Atwood in 2003. Atwood defines the work as a speculative 

fiction with strong elements of science fiction. As a significant leading contemporary author, Atwood 
explores broad subjects, such as issues of biotechnology, environmental collapse, and power, from the 
perspective of a psychologically wounded narrator. Both listed as one of the most influential novels and 
became one of the most-banned books for student access in the USA, Oryx and Crake stands out as a pivotal 
work of the author. The novel is widely studied in light of ecocriticism and posthumanism in the academic 
world. Yet, the text also offers strong elements of trauma narrative. Katherine Snyderõs research on the 
novel is highly noticeable in the framework of trauma studies.  

This paper aims to analyze the fragmented vision and the disjunction of the self of the narrator by 
exploring his wounded psyche from the perspective of trauma studies, taking specifically from Cathy 
Caruthõs theory of trauma as an overwhelming experience of sudden or catastrophic events that are not fully 
grasped or assimilated as they occur, leading to their delayed and repetitive return in the survivor's mind as 
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an òunclaimed experienceó. With this approach, we can discover how genetic experiments and 
pharmaceutical engineering might affect individuals in their ethical understanding and their well-being. 
Studying the novel in terms of trauma theory can illuminate the vulnerability of todayõs individuals in the 
face of the technologically fast-paced world. 

The story juxtaposes between the pre-apocalyptic yesterday and the post-apocalyptic tomorrow of the 
narrator, Snowman, once Jimmy in the past. Neglect and later abandonment of a motherly figure, losing 
loved ones, constant insecurity, being lied to and cheated by close ones, and displacement play important 
roles in the novel to point out the traumatic experience of the narrator. The first-person narrative technique 
portrays the unreliable consciousness of the narrator in terms of how it streams through different times and 
events, omits certain details, avoids, and represses some experiences. Cathy Caruth (1996) defines trauma 
as òan overwhelming experience of sudden or catastrophic eventsó that are not fully comprehended at the 
moment they occur because they are encountered too unexpectedly or too soon (p. 11). This unassimilated 
experience then returns later in delayed, repetitive manifestations like nightmares and flashbacks, revealing 
an "enigma of survival" in which the mind confronts an event it could not fully grasp when it originally 
happened (Caruth, 1996, p. 58). The ongoing change of identity throughout the novel is triumphantly 
foreshadowed in the beginning of the second chapter as follows, òOnce upon a time, Snowman wasnõt 
Snowman. Instead he was Jimmy. Heõd been a good boy thenó (Atwood, 2003, p. 17). Additionally, the gaps 
and silences, the juxtapositions, identity crisis, and relations within seemingly irrelevant events render the 
traces of trauma. Also, Jimmyõs relationships with female characters illustrate a repetitive cycle, and his 
repressed wounds are displayed in his later encounters. Caruthõs emphasis on trauma as òthe breach in the 
mindõs experience of time, self, and the worldó corresponds to the disjunction of the self in the novel. 

 
1. Trauma Theory and a Conceptual Overview of Narrative 
Trauma theory, an important way to study literature, helps us understand how stories deal with painful 

experiences that are hard to express or even remember. Trauma theory comes from psychoanalysis and 
focuses on how trauma is not just a psychological wound but something that disrupts how a person 
experiences time, self, and the world. As Cathy Caruth (1996) explains, trauma is ònot, like the wound of 
the body,ó but rather òthe breach in the mindõs experience of time, self, and the worldó (p.4). These 
experiences often return suddenly and uncontrollably, repeating in the form of flashbacks or dreams. They 
are not chosen or remembered on purpose but feel like something happening outside of a personõs control 
(Caruth, 1996, p. 2). 

Literature, like psychoanalysis, explores the tension between òknowing and not knowingó (Caruth, 1996, 
p. 3). This makes storytelling a powerful way to express trauma. Often, traumatic experiences are not 
remembered clearly or completely, so stories that deal with trauma may seem broken, unclear, or out of 
order. Andrew Barnaby (2018) notes that narrative helps bring the past into the present through òthe labor 
of retrospective understanding,ó even when that past hasnõt been fully processed (p. 34). But trauma doesnõt 
always allow for easy storytelling. It can leave behind gaps and silences. As Joshua Pederson (2018) writes, 
narrative might move òaround trauma like a river past a hillock,ó pointing to the event without directly 
describing it (p. 102). 

Even when the event cannot be fully told, the story still tries to unearth a deeper truth. Caruth (1996) 
writes that trauma is òalways the story of a wound that cries out,ó showing us something real that canõt be 
expressed in other ways (p. 4). Art and literature can give voice to what feels unspeakable. Pederson (2018) 
gives the example of Philomela, who cannot speak about her pain but òuses her art to point toward it,ó 
showing how weaving, like poetry or fiction, can òevoke loss even if that loss is... inarticulableó (p. 99). 

In this way, trauma theory shows how narrative can help us witness and understand what cannot be said 
directly. Stories shaped by trauma often reflect the confusion, repetition, and silence that mark the traumatic 
experience itself. Through these forms, literature becomes a space where history, memory, and identity can 
be explored in the aftermath of what remains difficult to fully understand or express. 

 
2. Traumatic Experience in Oryx and Crake: The Dual Identity from Jimmy to Snowman  
Oryx and Crake depicts a post-apocalyptic world through the perspective of a character known as 

Snowman. The narrative does not follow a chronological order and does not offer a holistic portrayal of the 
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catastrophic experiences humanity has endured. Instead, through a retrospective narrative, Snowman 
alternates between his present situation and memories of the past, referring to his former self as òJimmy.ó 
Sometimes, on the other hand, Jimmy refers to himself as òSnowman.ó Therefore, it becomes apparent that 
there is no climactic turning point at which Jimmy metamorphoses into Snowman by leaving all the traces 
of his past behind. The two selves conjoin and shift alternately throughout the narrative. The memories he 
recalls or the emotional fluctuations come along put either of the identities forward. His memories from the 
childhood years bring the idea that the other self, Snowman, resided within him already, and expressed as 
follows, òAbout the different, secret person living inside him they knew nothing at alló (Atwood, 2003, p. 
66).  

Despite the fact that there is a crossroads where Jimmy becomes Snowman during the outbreak of 
worldwide plague, namely òthe Red Death,ó his life, beginning from his early childhood, is endowed with 
the impacts of the genetic enhancement, foreshadowing of the apocalypse, and the ethical dilemma that his 
parents went through. Thus, the crossroads stand out as the ultimate outcome, rather than a surprising 
climax in his story. Just as the early traces and hints of the apocalypse, the early signs of Snowman, Jimmyõs 
post-apocalyptic self, reside within him, all along. At the first time that Jimmy catches a glimpse of Oryx in 
an adult film that she directly looks into the camera, her gaze brings a grand impression on Jimmy òright 
into the eyes of the viewerðright into Jimmyõs eyes, into the secret person inside him. I see you, that look 
said.ó (Atwood, 2003, p. 104) This moment from Jimmyõs adolescence years puts an emphasis on the early 
existence of Snowman.  

The precise moment when Jimmy feels an urge to adopt a new character, and most importantly, not be 
himself any longer, corresponds to the time he introduces himself to the Crakers, the post-apocalyptic 
species of the new world. 

 
My name is Snowman,õ said Jimmy, who had thought this over. He no longer wanted to be Jimmy, or even Jim, and 
especially not Thickney: his incarnation as Thickney hadnõt worked out well. He needed to forget the past-the distant 
past, the immediate past, the past in any form. He needed to exist only in the present, without guilt, without 
expectation. As the Crakers did. Perhaps a different name would do that for him (Atwood, 2003, pp. 406-407). 
 

As it can be deduced from the quotation above, perhaps the possibility, the potential, or the seeds of an 
alternative identity become his reality as a response to trauma-triggering experience. Barnaby (2018) puts 
trauma as òthe disorienting experience of finding oneself at a loss,ó just as finding Snowman at the loss of 
Jimmy (p. 22). What Jimmy witnesses at this point is a cataclysm or an apocalypse which almost the whole 
of humanity experiences a sudden, contagious disease that has been secretly planned and injected into 
humankind by the very best friend of Jimmy. On the one hand, he has to face Crakeõs betrayal; on the other 
hand, he is responsible from Crakers, establishment of the new world order, and deals with the pain of loss 
of humanity, meaning Homo Sapiens Sapiens. Such a dramatic turn of events corresponds to the definition 
of trauma, as Caruth (1996) emphasizes, as òan overwhelming experience of sudden or catastrophic eventsó 
(p. 11). 

 
3. An Insight into the Narrative Form 
The flashbacks offer valuable insight into the mentality and reason behind the apocalyptic world 

Snowman now inhabits. However, this insight goes beyond the political and social dimensions of the crisis; 
it also explores Jimmyõs personal experiences and emotional responses, gradually tracing his transformation 
into Snowman. The roots of his isolated and perilous worldñpopulated by genetically engineered, human-
like or animal-like but non-human creaturesñcan be found in his childhood. These memories are often 
conveyed through a stream-of-consciousness technique, which, alongside the novel's structured narrative, 
allows readers to follow Snowman's psychological and emotional journey in a changing world. 

The narrative of the novel provides profound tools to analyze the framework of trauma with stream of 
consciousness, omissions, nicknames, inner monologues, and cues that help him recall memories and past 
experiences, perhaps repressed at the time. While in the scope of trauma studies, the narrative of the novel 
and the language used by Jimmy, or Snowman, play an important role since the òtruth, in its delayed 
appearance and its belated address, cannot be linked only to what is known, but also to what remains 
unknown in our very actions and our languageó (Caruth, 1996, p. 4). Therefore, the belatedness of the truth, 
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and also the details that Jimmy utters or avoids expressing, can be interpreted as his traumatic response. 
One of such responses by him is the fact that òthere are a lot of blank spaces in his stub of brain, where 
memory used to beó (5). Consequently, making him an unreliable speaker, his narrative might have missed 
or manipulated some minor or grand details, especially in terms of his involvement in Crakeõs project, and 
so on. Franks (2024) argues that òtrauma generally appears as a sudden, horrifying upheaval of familiar 
circumstances that leads to self-loathing, self-effacement, or self-aggrandizementó in Oryx and Crake, causing 
a dysfunction of the self and an unreliability in terms of narrative (p. 3).  

The contrast between Snowman and Jimmy allows the novel to be read as a trauma narrative. As a post-
apocalyptic survivor, Snowman lives in constant danger and isolation, haunted by his memories. He even 
attempts to avoid some of his memories, yet fails to do so, òôI am not my childhood,õ Snowman says out 
loud. He hates these replays. He canõt turn them off, he canõt change the subject, he canõt leave the roomó 
(Atwood, 2003, p. 77). Particularly significant are his recollections of his parents, which illuminate various 
trauma responses such as memory gaps, repressed anger, identity fragmentation, oscillation between his two 
selves, yearning for maternal affection, disconnection from reality, and feelings of invisibility. These features 
become apparent through close observation of his emotional reactions, the associations he makes between 
events, and the omissions in his storytelling. His childhood exposure to his parentsõ frequent arguments also 
serves as a crucial point in tracing the origins of his psychological trauma.  

 
4. The Influence of Relationships 
Jimmyõs memories of his mother are limited and marked by a specific tone shaped by her eventual 

abandonment of the family. Before leaving her only child and husband, she behaves with paranoia, cynicism, 
and anger. The conflicts she has with Jimmyõs father, as Snowman recalls, are not centered on personal 
matters but rather serve as early signs of the looming global catastrophe. She questions and criticizes the 
political ideologies and ethically questionable research practices of the corporations for which Jimmyõs father 
works. She claims these studies to be òwrong, the whole organization is wrong, itõs a moral cesspooló 
(Atwood, 2003, p.64). Though these genetic experiments are promoted as beneficial to humanity, they 
present serious ethical concerns and threats. In this light, her departure seems more like a protest against a 
corrupt system than a purely personal decision. Yet, for Jimmy, this painful experience is filtered through 
his longing for maternal affection, making it a key element in understanding his traumatic development. 

The dynamics set with his mother during his childhood and adolescence years might have caused an 
early trauma by causing unhealthy bonding and sexual responses later in his life. His relationship with two 
women in different periods who are actually committed to other men, and consider Jimmy as the òfunó or 
òintriguingó one, reflects a pattern of emotional displacement and unresolved maternal conflict (Atwood, 
2003, p. 369). His motherõs emotional absence, her intellectual detachment, and eventual abandonment 
seem to have left Jimmy with a lingering sense of rejection and a craving for affection that is never fully 
met. His detachment from his self as Jimmy also comes along with the detachment from his mother by 
isolating himself with his alternative self: òSnowman has a clear image of his mother ð of Jimmyõs motheró 
(Atwood, 2003, p. 35). This psychological wound manifests in his romantic entanglements with women like 
Oryx and one of his girlfriends. These women, much like his mother, are elusive, emotionally unavailable, 
and ultimately unattainable. Jimmyõs role in these relationships is often passive and secondaryñhe is the 
one being used, entertained, or consoled, but rarely the one truly seen or loved. Katherine V. Snyder (2011) 
mentions the female voice that pops in Jimmyõs mind in quite different settings, yet seems to represent a 
continuity in terms of the identity of her, since òwe come to recognize its imaginary female speaker as both 
utterly generalized- an every woman who is variably a prostitute, his mother, a friend, his lover- and at the 
same time utterly specific: Oryx playing all of these roles.ó (p. 478).   

The ambiguity about the female characters reflects that Jimmy is caught in a repetitive cycle of trying to 
reclaim a nurturing figure through women who cannot provide that stability. His pursuit of women already 
committed to others may reflect an unconscious repetition compulsion, a Freudian concept where one 
reenacts early emotional wounds in an attempt to master or undo them. His avoidance of processing his 
motherõs abandonment might be acted out in his later relationships with other women, as Barnaby (2018) 
puts it, òthe second event then becomes the psychical expression of what in the first event was never 
consciously registeredó (p. 25). In his relationship with Oryx, for instance, Jimmy is both fascinated and 
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tormented by her past, yet he never fully grasps her inner world. She remains, like his mother, a mystery, 
part object of desire. Even when he shows Oryx a picture of herself from the adult film that he first had a 
glimpse of her, she avoids recognizing herself by making ambiguous remarks. Due to the unreliability of 
Jimmy, his perception of Oryx and his honesty about their memories together remain a question. He even 
asks himself, òWas there only one Oryx, or was she legion?ó (Atwood, 2003, p. 362). 

Furthermore, the ideological divide between his mother and father lays the foundation for the internal 
conflicts and interpersonal dynamics Jimmy will later face in his relationships with Oryx and Crakeñtwo 
pivotal figures in both his adolescence and adulthood, and in the creation of the post-apocalyptic world 
itself. Jimmyõs father, a loyal figure within the scientific establishment of the Compounds, embraces the 
technology-oriented worldview, where emotional detachment, profit-driven research, and utilitarian ethics 
dominate. In contrast, his mother resists this system, ultimately leaving both her family and the oppressive 
ideological order it represents. This rupture between logic and emotion, conformity and rebellion, is 
internalized by Jimmy and resurfaces in his inability to reconcile his emotional needs with the dystopian 
society around him. 

Crake represents the intellectualized, dehumanized world of his fatherña world where emotions are 
considered biological defects, and where progress is measured solely in scientific outcomes. Crakeõs 
fascination with control, efficiency, and engineered perfection reflects the logical extreme of the Compound 
ideology. Jimmy, however, remains emotional; he struggles to find meaning beyond what the world has to 
offer. Despite his awareness of the dangers of Crakeõs logic, he is unableñor unwillingñto intervene, 
suggesting a learned helplessness rooted in his childhood role as a powerless observer in his parents' conflict. 
He sees but does not act, just as he did when his mother left, or when Crake began developing the deadly 
BlyssPluss project. In this regard, it also raises the question whether Jimmy is really unaware of the ultimate 
plans of Crake until the Red Death takes over. The later gaps in his memory, as Snowman might have been 
the result of the guilt and conscience he experiences as a result of his former actions or lack of action.  The 
triangle of Jimmy, Crake, and Oryx thus mirrors the unresolved familial structure of his childhood: Crake 
as the cold, calculating father-figure; Oryx as the nurturing-yet-unreachable mother; and Jimmy as the 
emotionally stunted child, caught in between. 

In the end, Jimmy is stuck in the middle; he doesnõt fully believe in Crakeõs project, but he also doesnõt 
stop it. He goes along with Crakeõs plan, even though he feels something is wrong and argues that he ònever 
boughtó what Crake claims to be doing (Atwood, 2003, p. 377). Crake wants to make a new kind of human, 
one without emotions like jealousy or fear, purified from the concept of art and religion, meaning symbolic 
thought, because he sees such things as dangerous. Jimmy, on the other hand, still feels love, sadness, and 
guiltñthings Crake sees as weaknesses. After everything falls apart, Jimmy becomes "Snowman," a lonely 
survivor in a world that no longer makes sense to him. He remembers the past, but there is no one left who 
really understands it. He tells stories to the Crakers, but he knows the stories are not completely true. Jimmy 
ends up being a person in betweenñbetween the old world and the new one, between science and emotion, 
between action and silence. He doesnõt save the world. Instead, he is left behind, carrying the memories of 
everything that went wrong. 

 
CONCLUSION 
Oryx and Crake offers a great insight into a character who survived through the post-apocalyptic world 

yet was wounded more psychologically, rather than physically, in the process. The psychological wound he 
carries stands out most apparently in his shift of identity from Jimmy to Snowman. The disjunction of the 
two selves represents his attempt to refrain from his memories and the past. Adopting a new name, namely 
a new identity brings the idea of detaching from the pains he has to endure, yet could not find a way to cope 
with. Jimmy corresponds to his early childhood before the catastrophe takes place. He has to face the early 
signs of the looming apocalypse with the excessive genetic enhancements and the disagreement on this 
matter between his parents about the ethics beyond these studies. The departure of his mother and his 
emotional paralysis to respond to such a painful experience make up the first traumatic wound of Jimmy. 
This painful experience, which seems to be repressed, is repeated through Jimmyõs relationship with other 
women, who submit to being neglected and being their second option. The unhealthy relationships he 
develops with women who are committed to other men reflect their emotionally unavailable and 
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unattainable nature, a metaphor for Jimmyõs mother. Such compulsive behavior reflects his wounded self 
and trauma. Jimmyõs irresponsive demeanor after his motherõs abandonment continues to a certain extent 
about Crakeõs project. He goes through ethical debates that his mother used to; however, he avoids or fails 
to make an attempt to stop. In the end, after the Red Death takes place, he has to take care of the new 
human-like species that Crake designs. At this point, he willingly becomes Snowman, and his narrative 
alternates through time, between the past and present, with the stream-of-consciousness technique. The 
inconsistency and unreliability of his narrative are the ultimate and most apparent signs of his trauma. 
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Storied Matter and Sustainable Narratives: Material Ecocriticism 
in Dr Seussõ òThe Loraxó 
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ABSTRACT 

Since William Rueckertõs 1978 essay, ecocriticism has evolved from exploring human-nature relationships to incorporating 
intersectional studies like environmental justice and material ecocriticism foregrounding the agency of non-human entities in co-
authoring narrative worlds. This framework can position childrenõs literature as a potent medium to explore environmental themes, 
offering accessible yet impactful stories. Dr. Seussõs The Lorax (1971) exemplifies material ecocriticism by vividly portraying an 
ecosystem devastated through the Once-lerõs mechanized deforestation of Truffula Trees. The Loraxõs persistent proclamation, òI 
speak for the trees,ó emphasizes environmental stewardship, advocating against overconsumption and ecological neglect, thus 
demonstrating interconnected human and non-human narratives. 
Central to the story is the symbolic preservation of a single Truffula seed entrusted to a child, encapsulating the core idea of what 
Iovino and Opperman term òstoried matteróñthe concept that material entities carry memory, agency, and the potential for 
regeneration. This narrative gesture highlights intergenerational responsibility, inspiring readers toward ecological activism. By 
tracing the seedõs journey from exploitative adulthood to a hopeful, child-centered eco-politics, this study demonstrates that 
children's literature effectively mobilizes allegory and affect to recalibrate environmental ethics. 
Analyzing The Lorax within broader twentieth-century environmental movements, this study reveals how incorporating material 
ecocriticism into children's literature broadens theoretical perspectives beyond its adult-centred canon, contributing current debates 
on fiction and ecocriticism, providing educators and activists essential narrative tools to promote sustainability in the Anthropocene. 
 
Keywords: Material ecocriticism, children's literature, The Lorax, storied matter, anthropocene. 
 

 

¥yk¿l¿ Madde ve S¿rd¿r¿lebilir AnlatĔlar: Dr. Seussõun òThe 
Loraxó AdlĔ Eserinde Maddesel EkoeleĹtiri 

¥Z 
William Rueckertõin 1978 tarihli makalesinden bu yana ekoeleĹtiri, insanðdoĶa iliĹkilerini inceleyen bir alandan, ­evresel adalet ve 
maddesel ekoeleĹtiri gibi kesiĹimsel ­alĔĹmalarĔn dahil edildiĶi; insan olmayan varlĔklarĔn anlatĔ d¿nyalarĔnĔn ortak-yazarlarĔ olarak 
taĹĔdĔĶĔ eyleyiciliĶi ºne ­Ĕkaran bir kuramsal ­er­eveye doĶru evrilmiĹtir. Bu kuramsal geniĹleme, hem eriĹilebilir hem de etkili anlatĔlar 
sunarak ­ocuk edebiyatĔnĔ ­evresel temalarĔ keĹfetmek i­in g¿­l¿ bir mecra olarak konumlandĔrĔr. Dr. Seussõun The Lorax (1971) adlĔ 
eseri, Once-lerõĔn Truffula AĶa­larĔnĔ makineleĹmiĹ bi­imde yok etmesiyle ­ºken bir ekosistemi gºz alĔcĔ bi­imde resmederek 
maddesel ekoeleĹtirinin ºrnek bir uygulamasĔnĔ sunar. LoraxõĔn s¿rekli yinelediĶi òAĶa­lar adĔna konuĹuyorumó ifadesi, ­evresel 
sorumluluĶu vurgularken aĹĔrĔ t¿ketim ve ekolojik ihmale karĹĔ ­Ĕkarak insan ve insan-dĔĹĔ anlatĔlarĔn birbirine baĶlĔlĔĶĔnĔ gºr¿n¿r 
kĔlar. 
Hik©yenin merkezinde, bir ­ocuĶa emanet edilen tek bir Truffula tohumu vardĔr; bu tohum, Iovino ve OppermanõĔn òºyk¿l¿ maddeó 
olarak adlandĔrdĔĶĔ, maddi varlĔklarĔn bellek, eyleyicilik ve yeniden doĶuĹ potansiyeli taĹĔdĔĶĔ d¿Ĺ¿ncesini somutlaĹtĔrĔr. Bu anlatĔsal 
jest, kuĹaklar arasĔ sorumluluĶu ºne ­ĔkarĔr ve okuru ekolojik eylemliliĶe teĹvik eder. Tohumun sºm¿r¿ odaklĔ yetiĹkinlikten umut 
dolu, ­ocuk merkezli bir eko-politika tahayy¿l¿ne doĶru izini s¿ren bu ­alĔĹma, ­ocuk edebiyatĔnĔn ­evresel etiĶi yeniden d¿zenlemek 
i­in alegori ve duygulanĔmĔ etkili bi­imde harekete ge­irdiĶini ortaya koyar. 
The LoraxõĔn yirminci y¿zyĔl ­evre hareketleri baĶlamĔnda incelenmesi, maddesel ekoeleĹtirinin ­ocuk edebiyatĔna uygulanmasĔnĔn, 
alanĔn yetiĹkin merkezli kanonunun ºtesine ge­en kuramsal perspektifler sunduĶunu gºsterir; kurgu ve ekoeleĹtiri ¿zerine g¿ncel 
tartĔĹmalara katkĔ saĶlar ve eĶitimciler ile aktivistlere Antroposenõde s¿rd¿r¿lebilirliĶi teĹvik etmek i­in temel anlatĔsal ara­lar sunar. 
 
Anahtar Kelimeler: Maddesel ekoeleĹtiri, ­ocuk edebiyatĔ, The Lorax, ºyk¿l¿ madde, antroposen 

 
 
 
 

INTRODUCTION 
Like many critical approaches in social sciences, ecocriticism has also evolved and accumulated over time 

since it was first coined by William Rueckert in his 1978 essay òLiterature and Ecology: An Experiment in 
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Ecocriticismó.  The changes in it are often referred to as different òwavesó to classify the progress in this field. 
Although òwaveó is a notion that is more typically linked to feminism, it has also been used in ecocriticism 
to represent changes in approach and focus. These waves in ecocriticism are generally clustered in three 
phases. The first wave is based on the introduction of the relationship between humans and nature. The 
studies in this wave also address the environmental concerns which will continue later. Buell indicates the 
thriving anxiety about the possible consequences of industrialization and how modern society is not 
adequate enough to manage them. (2005, p. 5) Additionally,  this first wave is like a call for scholars and 
writers to acknowledge the nature in their works. The second wave, on the other hand, has broadened the 
perspective of the first one and has included minority groups and the aspect of environmental justice in the 
field studies. In fact, as Nuri cited in his work from Buell's òEcocriticism: Some Emerging Trendsó, he appreciates 
this characteristic of the second wave so much that he discusses second wave's ecocriticism most 
distinguished activist point is the unequal sharing of environmental prosperity and threats among the people 
from diverse communities according to their ethnicity and social classes. (Buell, 2011, as cited in Nuri, 2020, 
p. 8) By the time, the appearance of the third wave shows that Buell's genuine prediction about this wave 
was true because the second and third waves of ecocriticism had expanded its focus to include a wider range 
of literary works and genres, exploring previously overlooked issues. (Nuri, 2020, p. 12) This expansion has 
allowed ecocriticism to engage a broader audience and spark new discussions about the relationship between 
humans and the nonhuman world. Still, the more progress ecocriticism has made, the more intersectional it 
becomes. Nowadays, it is studied as a discipline intertwined with other theories like posthumanism and 
postmodernism. As ecocriticism becomes increasingly aligned with these interdisciplinary currents, it opens 
onto material ecocriticism, a branch that deepens the fieldõs engagement with the physical, affective, and 
agential dimensions of the non-human world. 

Material ecocriticism is another specified field under the umbrella of ecocriticism. This branch of 
ecocriticism examines the intersectionality of literature, culture, and ecology with a focus on materiality.  
Therefore, it also explores the vital agency of non-human and more-than-human entities, such as landscapes, 
animals, plants, and environmental processes. It considers how these material forces shape human 
experiences, narratives, and cultural representations. From this point forth, children's literature can have 
rich materials for telling stories about the relationship between humans and the environment. 

 
1. The storied matters of òThe Loraxó 
Since the literary works in childrenõs literature provide simple as well as catchy content, they can reach a 

large target group of readers from children to adults. Thus, showing the relationship between human and 
non-human world within the environmental aspects can òteach the reader to safeguard the resources of nature: water, 
land, air, sea and heritage sitesó. (Baratz & Hazeira, 2012, p. 34) By considering material ecocriticism, this paper 
aims to examine the work of Dr Seuss's òThe Loraxó (1971) as a poignant example in its field. 

The story was published in 1971, known as just one year after the first Earth Day, and it happens across 
the time historian Leslie Thiele has announced that the òthird waveó of the environmentalism was around 
the corner. (Thiele, 1999, as cited in Bergthaller, 2006, 160) The tale opens up with the introduction of the 
setting. It mentions the present situation of a town where the òGrickle-grass growsó. (Seuss, 1971, p. 7) 
Moreover, it picturizes a place which shows its fictional world after a kind of apocalypse in which the former 
inhabitants have left the town, the sky is grey, the dead trees are around, and the birds look weary. It is said 
that only òthe old Once-leró is in the town. Therefore, the setting raises a cautionary feeling about the world 
today and reminds the reader of the significance of the relationships between human beings and the matter. 
At the same time, the opening gives the anticipating feeling about the prequel of the current life through a 
child's inner thoughts uttered by the omniscient narrator questioning what the Lorax was, why it was there 
and encouraging the child to ask him since he knows. (Seuss, 1971, p. 9)  In this opening, the playful word 
choice by the author can be seen. The story of the past continues to be narrated by the old Once-ler, which 
is suitable for his kind because òOnce-leró indicates the traditional beginnings of the tales. Furthermore, it 
shows the power of having the memory of the past to tell stories about. As Oppermann states human action 
differs from material agency thoroughly, but, they require each other òin an intersubjective wayó. (2014, p. 34) 
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In this sense, the concept of narrative agency has an archetypal role in material ecocriticism, consistently 
causing complicated kinship that is often clashing yet always plentiful with the permeation of òvarious beings, 
discourses, meanings, and materialityó; therefore, òstoried matteró is indivisible from the òstoried humanó existentially 
and it produces òepistemic configurations of life, discourses, texts, and narratives with ethico-political meaningsó. 
(Oppermann, 2014, p. 34) The old Once-ler starts to tell the stories about the former state of life with the 
moment that he discovered this special place where the òTruffula Treesó,  the òSwomee-Swansó and the 
òHumming-Fishó are among the settlers. (Seuss, 1971, p. 18-21) He also mentions how the Truffula Trees 
seem unique and precious since their trufs are like silk, and he continues with the time that he built a small 
shop to knit a òThneedó made from a Truffula tree that he chopped. Naming the product as Thneed is also 
alarming the fact that human beings are overconsuming by using the resources of the world to purchase 
some unneeded things. Back to the story, this tree was the life space of the Lorax, so he was the first one 
who noticed that something was going on wrongly in his environment, and he uttered his famous quote 
that will echo in the story and the reader's mind later on: òI am the Lorax. I speak for the trees. I speak for the 
trees, for the trees have no tongues. And I'm asking you, sir, at the top of my lungs. [é] What's that THING you've made 
out of my Truffula tuft?ó (Seuss, 1971, p. 29) 

The Lorax, in this sense, is aware of the òontological identityó of his environment and he knows that the 
Once-ler can harm nature since he seems as a superior subject (Oppermann, 2012, p. 37). The language of 
the tale implies that every substance matters; however, it also gives the sense of dramatic irony that the 
Once-ler never stops, as a matter of fact he does not just like human beings in reality. Although all begin 
with one chop, the activity of chopping trees expeditiously is increased because of the old Once-ler's interest 
and benefit from it. He does not only listen to the Lorax's warning and begging, but he starts to work with 
the machines chopping the Truffula trees even more fastly. The Lorax never gives up òspeaking for the treesó, 
he, indeed, stands for the other habitants like the Brown Bar-ba-loots because their homes are the Truffula 
trees but they are replaced with the big factories and machines to produce extremely more Thneeds. Within 
this context, Dr Seuss's òThe Loraxó manages to make both Nature and child empowered, and as Wagner-
Lawlor argues, òthis empowering is through voice, [é] and these kinds of texts set out to show their reader that in order to 
help, he or she has to speak for Nature, to be its voice in societyó. (1996, p. 150)  Meanwhile in the story, as a result 
of the air and water pollution, the fish and the birds get sick and are displaced. Moreover, the Truffula trees 
come to an end, and eventually, the factory has to stop producing Thneeds.  After all the efforts that the 
Lorax has made, he has to leave his homeland by only leaving òa pile of rocks, with one wordé ôUNLESSõó. 
(Seuss, 1971, p. 62) At first, the Once-ler could not get the meaning of this word as he says, but now he 
understands. He tells the child òUNLESS someone like you cares a whole awful lot, nothing is going to get better. It's 
notó. (Seuss, 1971, p. 64) The conjunction of òunlessó, here, contains the meaning of the materials lost through 
time and it implies that everything could be different. As Canavan suggests, this ending òmakes an impassioned 
demand upon its imagined child reader to (somehow) act to undo a future that is already ruined, at the same moment that the 
grammatical mood of the utterance subtly shifts from the realm of subjunctive possibility to a more starkly declarative final 
doomó. (2017, p. 2) On the other hand, the tale does not end with just an irreversible regret like this and not 
leave the children or any other reader with some bitter feelings alone. The last move of the old Once-ler is 
to give the unnamed child the last seed of the Truffula trees. That seed like a magically real matter has the 
potential of building the future with the hope it carries. The seed has ecophilosophical meaning like it is the 
hypostasis since it has the power of recovering nature. Moreover, the tale also reminds the existence of 
human and gives an advice to the reader via the child character that they should sustain the story of the 
seed. Therefore, the existence of human beings is not underestimated. As Alaimo puts it, the human is 
òintermeshed with the more-than-human world, underlines the extent to which the substance of the human is ultimately 
inseparable from the environmentó. (2010, p. 2) Like in the tale, the corruption of nature eventually harms the 
materiality of every single being. After all, the last seed has been proctected by the old Once-ler but he is 
exhausted to plant it and he gives this mission to the child. As Alaimo recalls Val Plumwoodõs insistence, 
an ethical human and non-human relation requires recognition of òboth the otherness of natureó as well as its 
òcontinuity with the human selfó. (Plumwood, 1993, as cited from Alaimo, 2010, p. 42) 
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CONCLUSION 
In the light of the foregoing research, it is important to highlight that there has been made great progress 

in the ecocritical theories, starting from the discussion of nature writing to the arguments for the 
interpenetrating relationship of human and non-human world. Taking the language factor into account, 
narrative agency plays a pivotal role for unveiling the stories of the matter. Childrenõs literature can provide 
great tools of language for understanding the surroundings and also the value of being aware of the 
environment. Published in 1971, several decades before material ecocriticism debates, Dr Seussõs òThe 
Loraxó demonstrates a story of a place which has an endemic ecosystem similar to the world, and it 
speculates about the possible future of that place which is annihilated day by day. It should remind the 
reader that there can be no place to go when it happens to the real world, and without embracing the inner 
and outer substances that make the human possible to live, it will lead the tragic flaw of the world otherwise; 
therefore, human beings. Carrying out this cautionary aspect, the tale gives the message about the 
significance of the material world since life forms are intermingled and it does not specifically divide the 
world in a binary way but it promotes the idea that even living world is shaped by non-living world and that 
world is home to òsome bodiesó and vice versa.  
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Staging Illusion: Metafiction and the Crisis of Reality in Edward 
Albeeõs Whoõs Afraid of Virginia Woolf? 

G¿ll¿ YAVUZ* 

 
ABSTRACT 

Who's Afraid of Virginia Woolf? (1962) by Edward Albee is a captivating investigation of fiction as a structural and existential 
requirement, as well as a thematic concern. This study examines the play via Linda Hutcheon's theoretical lens of metafiction, which 
highlights fiction's self-reflexivity, performativity, and ability to challenge the boundaries between narrative fabrication and real 
experience. The drama revolves around George and Martha's creation of an imagined child, which acts as both a coping strategy 
and a symbolic framework for the couple's damaged relationship. Rather than concealing illusion, the play reveals the deliberate 
building of narrative as a coping mechanism for psychological trauma, unmet expectations, and interpersonal disillusionment. The 
dramatic structure maintains its metafictional aspect by organizing performances around performative "games," highlighting the 
performative dimension of language and identity. George and Martha are constantly creating narratives and performing roles, 
mirroring Hutcheon's claim that metafictional works highlight their own textuality while also revealing the volatility of meaning and 
truth. This study contends that Who is Afraid of Virginia Woolf? works as an archetypal work of dramatic metafiction, in which fiction 
serves not only as a representation but also as an active, formative force in the characters' lives. In this setting, Albee's play provides 
a profound commentary on the interplay between illusion and reality, as well as the fictions that both preserve and degrade human 
connection. 
 
Keywords: Metafiction, illusion, reality, self-reflexivity, dramatic fiction. 

 
 

ķll¿zyonu Sahnelemek: Edward Albee'nin Whoõs Afraid of Virginia 
Woolf? AdlĔ Eserinde Meta-Kurgu ve Ger­eklik Krizi 

 
¥Z 

Edward Albee'nin 1962 tarihli Who's Afraid of Virginia Woolf?  adlĔ eseri, kurguyu yapĔsal ve varoluĹsal bir gereklilik ve tematik bir 
konu olarak ele alan b¿y¿leyici bir araĹtĔrmadĔr. Bu ­alĔĹma, Linda Hutcheon'un kurgunun ºz-yansĔtĔcĔlĔĶĔnĔ, performativitesini ve 
anlatĔ kurgusu ile ger­ek deneyim arasĔndaki sĔnĔrlarĔ sorgulama yeteneĶini vurgulayan meta-kurgu teorisi merceĶinden oyunu 
incelemektedir. Oyun, George ve Martha'nĔn hayal ettikleri bir ­ocuĶun yaratĔlmasĔ etrafĔnda dºner. Bu ­ocuk, ­iftin zarar gºrm¿Ĺ 
iliĹkisi i­in hem bir baĹa ­Ĕkma stratejisi hem de sembolik bir ­er­eve gºrevi gºr¿r. Oyun, ill¿zyonu gizlemek yerine, psikolojik 
travma, karĹĔlanmamĔĹ beklentiler ve kiĹilerarasĔ hayal kĔrĔklĔĶĔ i­in bir baĹa ­Ĕkma mekanizmasĔ olarak kurgunun kasĔtlĔ olarak inĹa 
edildiĶini ortaya koyar. Dramatik yapĔ, performatif òoyunlaró etrafĔnda performanslarĔ d¿zenleyerek, dil ve kimliĶin performatif 
boyutunu vurgulayarak meta-kurgusal yºn¿n¿ korur. George ve Martha s¿rekli olarak anlatĔlar yaratĔr ve roller oynarlar, bu da 
Hutcheon'un meta-kurgusal eserlerin kendi metinselliĶini vurgularken aynĔ zamanda anlam ve ger­eĶin deĶiĹkenliĶini ortaya ­ĔkardĔĶĔ 
iddiasĔnĔ yansĔtĔr. Bu ­alĔĹma, Who's Afraid of Virginia Woolf? adlĔ eserin, kurgunun sadece bir temsil deĶil, aynĔ zamanda karakterlerin 
hayatlarĔnda aktif ve bi­imlendirici bir g¿­ olarak da iĹlev gºrd¿Ķ¿, dramatik meta-kurgunun arketipik bir ºrneĶi olduĶunu 
savunmaktadĔr. Bu baĶlamda, Albee'nin oyunu, ill¿zyon ve ger­eklik arasĔndaki etkileĹimin yanĔ sĔra, insan iliĹkilerini hem koruyan 
hem de bozan kurgular hakkĔnda derin bir yorum sunmaktadĔr. 
 
Anahtar Kelimeler: Meta-kurgu, ill¿zyon, ger­eklik, ºz-yansĔtĔcĔlĔk, dramatik kurgu. 
 

 
 
 

INTRODUCTION 
Throughout history, fiction has been far more than a way of telling stories but an important means of 

human beings expressing themselves, negotiate reality and interpret relationships. Through fiction, 
individuals are able to create frameworks that help them organize experiences, give meaning to their inner 
turmoil and confront the ambiguities as well as contradictions of existence. Edward Albee, being one of the 
milestones of American drama, illustrates this principle successfully in his well-known play Whoõs Afraid of 
Virginia Woolf. The play is accepted as domestic drama that represents a dysfunctional married couple, 
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however, when it is examined through the lens of metafiction, the play reveals a far deeper exploration of 
human reliance on illusion and the constructed nature of narrative reality. 

At the core of the play, there is George and Marthaõs imaginary child who is a fictional creation that 
sustains the coupleõs emotional and psychological lives. However, the child is paradoxical, since it both gives 
them a sense of purpose in their lives and instability and pain. Through the child, the couple tries to ignore 
the problems in their relationship and continues their fictional lives. While the imaginary child is exposed 
by George in front of their guests, the couple has nothing to hold on to, since the fictional child is at the 
center of their marriage that keeps them together. Rather than accepting and living a real life, George and 
Martha adopt an illusion and create a fictional life to live in.  

Linda Hutcheonõs theory of metafiction provides an important framework to analyze Albeeõs play. 
According to Hutcheon, metafiction is òfiction about fiction-that is, fiction that includes within itself a commentary on 
its own narrative and/or linguistic identityó (Hutcheon, 1980, p. 1). For that reason, it is both self-reflexive and 
self-critical, hence it aims to show its constructedness to the reader emphasizing its artificiality. In addition, 
Hutcheon claims that the role of the readers is also crucial in terms of metafiction, since they become the 
co-creators of the narrative. Hence, it can be concluded that metafiction is both performative and ethical, 
as it involves the readers in the construction of the illusion. 

In the play, the child becomes the embodiment of metafiction; while the play is the fiction itself, the 
story of the imaginary boy embraces metafiction. Other than the child, the title of the play offers a 
metafictional element since it combines a children nursery rhyme òWhoõs Afraid of the Big Bad Woolf?ó as 
well as the author Virginia Woolfõs name in it. By doing so, Albee combines a song with a literature figure 
to create a sophisticated element for the audience to think. In addition, the act titles of the play and the 
games the hosts play for their guests present a pivotal element in terms of metafiction. The acts òFun and 
Gamesó, òWalpurgisnachtó, and òThe Exorcismó signify the games and plays which embody Linda 
Hutcheonõs significant term òself-reflexivityó. As in every act, the characters build and destroy their own 
games as well as the roles they embrace; they both construct and deconstruct their own narratives. Moreover, 
the reader becomes the part of the narrative construction, as they accept what is told as real; yet when the 
fiction collapses, they also feel betrayed. 

In accordance with Linda Hutcheonõs perspective of metafiction and self-reflexivity, Albeeõs play Whoõs 
Afraid of Virginia Woolf? presents a different angle. While it includes artificial elements like the child, and the 
act titles it also reminds readers that they are reading a game which is also fictional. In addition, it makes the 
reader a participant in the meaning creation since they accept the truth as told until face with the illusion 
itself. Hence, the play can be analyzed through Hutcheonõs understanding of metafiction and self-reflexivity. 

 
1. Theoretical Framework: Hutcheon and Metafiction 
According to Linda Hutcheon, metafiction is an element of fiction that consists of a commentary of 

itself and its own narrative. It is a self-aware form of narrative telling that exposes its own artificiality instead 
of pretending that an art reflects the real transparently. Hence, it reveals how stories and peopleõs 
experiences in stories are shaped by discourse, language, and interpretation rather than the sole and direct 
truth. 

An important feature of theory of metafiction is self-reflexivity, that the textõs ability to draw attention 
to its construction and artificiality. Metafiction blurs the line between reality and fiction by challenging the 
consistency of meaning through this self-awareness. It challenges audiences and readers to recognize the 
subjectivity, construction, and mediation of all forms of representation.  

As Hutcheon emphasizes, metafiction has two important focuses: the first is on its linguistic and 
narrative structures, and the second is on the role of the reader. Hence, the readerõs role is very crucial in 
terms of metafiction, and she states:  

 
[é] the reader lives in a world which he is forced to acknowledge as fictional. However, paradoxically the text also 
demands that he participate, that he engage himself intellectually, paradox of the reader. The text's own paradox is 
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that it is both imaginatively, and affectively in its co-creation. This two-way pull is the narcissistically self-reflexive and 
yet focused outward, oriented toward the reader (1980, p. 7). 
 

So, the role of the audience as an active participant in the meaning-making process is one of the key 
elements of metafiction. It does not offer a sole truth but needs the reader or the audience to engage with 
the textõs layers of illusion and commentary. 

Linda Hutcheon perceives metafiction as both critical and creative, since it tells a story at the same time 
revealing how they are made. Through showing the mechanism of fiction, metafiction offers reflection on 
how the human being creates his own fiction and how he includes it in the story-making and telling progress 
according to their understanding and accepting the realities they adopt. For that reason, this concept is very 
crucial to understand the meaning making and storytelling of the characters in Albeeõs play. Also, it is 
important to understand how Albee implements metafictional techniques such as the title of the play and 
also acts, at the same time the importance of the reader in this meaning-making process. 

 
2. The Title and the Song 
The metafictional play begins with its title. According to Albee, whoõs afraid of Virginia Woolf means 

òwho is afraid of the big bad wolf, ð who's afraid of living life without false illusionsó (Flanagan, 1966). The title of the 
play references to a Disney song called òWhoõs Afraid of the Big Bad Wolf?ó from a show titled òThree 
Little Pigsó. Combining the song with an intellectual figure Virginia Woolf, Albee injects a high modernist 
attitude into a childish nursery rhyme which also operates with layers of fiction and intertextuality. Thus, 
the effect is both humorous and fun, while also being extremely telling. As an author who blurs the border 
between memory, imagination, and reality, she investigates the instability of identity and the subjectivity of 
truth. Being òafraid of Virginia Woolfó thus represents a fear of confronting truth without illusions. The 
title itself gives a hint for what the play is about, which is the fear of living without comforting fictions. 

The same titled song, which is sung by Martha several times during the play, becomes a refrain for the 
night. Having heard of it in the party from someone else and singing it to tease George and the guests, 
Martha subtly reinforces the idea of a constructed performance. It is not a joke, but a question aimed at 
everyone in the play including the reader. Hence, the song is also a metafictional element that emphasizes 
its self-reflexivity; Albeeõs use of the song aligns with Hutcheonõs understanding that art reveals its own 
production making.  

 
3. The Fictional Child: Narrative as Survival 
The most important fictional element in the play is the imaginary child that the couple invents, who is 

the element of their collective imagination that holds their relationship still. The couple constructs their own 
narrative as the child and describes him as a real person. The fictional child becomes their coping mechanism 
against reality and the only thing that helps them to sustain their marriage. Through him, they are able to 
negotiate their unfulfilled expectations, trauma and existential crises. For Martha, the child gives her a 
fantasy of motherhood and satisfaction and an escape from reality and disappointment with her husband. 
For George, on the other hand, the child becomes a story that he tolerates until it becomes unbearable.  

Since it is just a fiction that they invent, the things they say about him are not the very same things they 
both agree on. For example, they cannot even decide the color of their sonõs eyes, hence the reader starts 
to question the reality of the child: 

 
MARTHA (To GEORGE) Our son does not have blue hair ... or blue eyes, for that matter. He has green eyes ... 
like me. 
GEORGE He has blue eyes, Martha. 
MARTHA (Determined) Green. 
GEORGE (Patronizing) Blue, Martha. 
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MARTHA (Ugly) GREEN! (To HONEY and NICK) He has the loveliest green eyes é they aren't all flaked 
with brown and gray, you know é hazel é they're real green é deep, pure green eyes é like mine. (Albee, 1983, 
p. 1.41) 
 

Later on the play, it is revealed that the other couple, Honey and Nick once have expected a child that 
turns out an illusion as well. When George and Nick talk about their marriages, Nick affirms that he is 
married to Honey since he thought she was pregnant. However, after they marry, they learn it is just a false 
pregnancy. According to this, both couples have a fictional child they come up with, and they are only able 
to cope with their problems through a fiction they construct and are obliged to be destroyed when their 
narrative collapses. 

From a metafictional perspective, the child is vital for the performative fiction of the play. As metafiction 
is self-reflexive and self-critical, also draws attention to its constructedness; the child exemplifies this 
principle. Knowingly sustaining the illusion, and engaging in a sophisticated act of storytelling, George and 
Martha try to deal with their loss and disappointment. This reflects the audience's own experience with 
fiction, as they too, suspend disbelief and contribute to the maintenance of illusion. When George 
metaphorically kills the child at the end of the play, he also exposes the fragility of the constructed narrative 
that both within the play and in real life. As Martha brings up the baby in front of their guests without 
consulting George, he does the same to Martha and disappoints her for killing the only thing that makes 
her feel fulfilled. Thus, the couple is free to construct and deconstruct their narratives as they wish without 
consulting one another, since they are the story-makers in the play. 

While emphasizing the importance of the child as a coping mechanism for the couple, Albee highlights 
him as a metafictional element which draws attention to its own self-reflexivity. The play focuses on the 
dilemma Hutcheon finds in metafiction: fiction is both necessary and unsettling at the same time. It upholds 
identity and life while exposing the frailty and contingency of those fundamental structures. The child serves 
as both a mirror and a lens in Whoõs Afraid of Virginia Woolf?, reflecting the charactersõ innermost desires, 
anxieties, and psychological needs while also allowing the reader to observe the nuanced interaction between 
illusion and reality, story and reality. 

 
4. Games, Performance and the Metafictional Structure 
The playõs structure also emphasizes its metafictional nature. The three acts titled òFun and Gamesó, 

òWalpurgishnachtó, and òThe Exorcismó are not just realistic labels but also theatrical signposts. They 
remind the reader that they are reading a ritualized performance rather than simply observing a slice of life. 
According to Lewis, òThe play is a series of games and rules. The games are seriously playful imitations of the social games 
we play to stay aliveó (1964, p. 36).  Thus, the acts are not just narrative segments, but also self-conscious 
dramatization of role-playing, construction of meaning and storytelling. Albeeõs use of games supports 
Hutcheonõs assertion that metafiction reveals the ways in which fiction structures human experience and 
emphasizes the performativity of narrative. 

 
4.1. òFun and Gamesó 
The first act titled as òFun and Gamesó implies that what follows is not a spontaneous chat, but rather 

a staged, rule-based performance, a game built on shared illusions and reciprocal involvement. It consists 
mostly of the creation of the fictional child that is the beginning of the coupleõs narrative telling and thus 
the establishment of the foundation for the metafictional framework. Also, the act includes George and 
Marthaõs insults and storytelling which resemble scripted performances. Their engagement in verbal 
conflicts and insulting one another to test each otherõs psychological limits increases the narrative tension 
as well. By creating a story that they want to accept the truth of it, they also seek to insults which lead to 
narrative making. 

In this act, the couple plays the game òHumiliate the Hostó according to George. Since Martha humiliates 
him in front of the guests by mocking his career failures, especially the fact that he has not risen within the 
university hierarchy despite being married to the presidentõs daughter. By insulting each other in front of 
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their guests and creating games or stories, they also create a world governed by their own rules and illusions. 
This process is also an example of Hutcheonõs self-reflexivity that the art shows its own mechanisms and 
does not give permission to the reader to forget its artificiality. While the couple are having their verbal 
duels and shifting their personas, they dramatize this principle. Since they are aware that they perform, and 
this recognition is made obvious to the reader. 

òFun and Gamesó establishes the playõs metafictional and self-reflexive structure by exposing the 
performative nature of human relationships and the fragility of the fictions that keep them going.  The little 
party that the characters have is actually a staged performance in which George and Martha play numerous 
roles, such as actor, writer, and audience in their own personal narratives.  Their games, insults, and stories 
they make up demonstrate the fact that their lives and relationships are constructed not by fact, but by 
shared narratives.  Albee confronts both his characters and the reader with the unsettling truth that illusion 
is not the opposite of reality, but rather one of its most fundamental foundations. 

 
4.2. òWalpurgisnachtó 
The act titled òWalpurgisnachtó alludes to a night of revelry from the traditional night that suggests 

chaos, disorder and the breakdown of reality. That is why the title fits for the emotional and psychological 
unraveling that happens in this part of the play. In this act, every character takes off their masks and descends 
to a kind of ritualistic madness. They get drunk, spill their secrets out and reality and illusion become totally 
entangled.  

The couple continues with the stories and the insults while Nick and Honey join them in their narrative 
construction. Telling a story which is based on a real event, George encourages Nick to participate in the 
story-making progress. He tells Nick a story of a friend from his past; who loses his mother and is accused 
of it, later on loses his father in a car crash and gets the blame as well. However, it turns out later by Martha 
that the man is actually George who has experienced these in real life and written a book about it. He is 
insulted by her again, as his book is not approved by his father-in-law when he wants to publish it. The fact 
that George tries to be a writer in the play as well is another example of the metafictional element in the 
play. While creating fictional stories, he also produces concrete narrative about his real life.  

After the story George tells, Nick reveals the real fact that he has married to Honey because he thought 
she was pregnant. However, it turns out that it is just a false pregnancy. Despite the truth coming out, Nick 
stays married to her, likely because Honey comes from a wealthy family and he thinks that their money and 
social position can help him in his career. Honey also mentions her false pregnancy to George when she is 
drunk and looks miserable. While George is the storyteller, he also becomes the audience. 

The games they play continues as in this act as well. After George witnesses a sexual intercourse between 
his wife and Nick, and again is humiliated afterwards, decides to play another game: 

 
GEORGE (Composure seemingly recovered, but there is a great nervous intensity) Well! That's one game. What 
shall we do now, hunh? 
(MARTHA and NICK laugh nervously) Oh come on . . . let's think of something else. We've played Humiliate 
the Host . . . we've gone through that one . . . what shall we do now? 
NICK Aw . . . look. . . . 
GEORGE AW LOOK! (Whines it) A www . . . looooook. (Alert) I mean, come on! We must know other games, 
college-type types like us . . . that can't be the . . . limit of our vocabulary, can it? 

NICK I think maybe꜡.꜡.꜡.꜡. 

GEORGE Letõs see now꜡.꜡.꜡.꜡what else can we do꜠? There are other games. How about꜡.꜡.꜡.꜡how about꜡.꜡.꜡.꜡Hump the 

Hostess꜠? HUNH꜠?꜠? How about that꜠? How about Hump the Hostess꜠? (To Nick) You wanna play that one꜠? 

You wanna play Hump the Hostess꜠? HUNH꜠? HUNH꜠? (Albee, 1983, p. 2.72). 
 

However, the other characters do not want to play that game and this time George suggests playing òGet 
the Guestsó. By doing so, he narrates another story to his audience, about a couple that marries because the 
husband thinks his wife is pregnant but it turns out it is just a false pregnancy. Honey and Nick are aware 
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of the fact that it is their own story. Itõs one of the cruelest ògamesó because it drags the guestsõ private pain 
into the spotlight. 

òWalpurgisnachtó expands on the metafictional investigation of audience participation. George and 
Martha pull the reader and their guests into their ritual of humiliation and storytelling, much like witches 
gather to perform magical acts. Nick and Honey turn into participants and witnesses to the blurring of the 
lines between reality and fiction. The lines between performance and reality are almost completely blurred 
by the end of the act, trapping everyone in the terrifying realization that their identity is solely defined by 
the games they play and the stories they tell each other. 

 
4.3. òThe Exorcismó 
The last act of the play functions as the climactic confrontation between illusion and reality. In this act, 

the couple is forced to confront the truth that they have avoided for a long time. George performs the final 
act of narrative authority by metaphorically òkillingó the fictional child that is the symbolic heart of the 
coupleõs constructed reality. After the games and the humiliations of the previous acts, the characters are 
left spiritually exhausted; their secrets have come out, and they witnessed the things that are not appropriate.  
Thus, òThe Exorcismó becomes a ritual of purification though destruction of the couple. 

The child that has revealed as a shared illusion Martha and George created and sustained for years, 
represents their coping mechanism against reality and symbolizes their escape from it. After years, George 
decides to announce the death of the child while saying that he has been killed while trying to get home. 
Martha does not want to accept the death of their son since he is the only thing she holds onto. She claims 
that he cannot decide things alone because they are the co-creators of their fiction. Devastated, she tries to 
convince George not to pursue the subject any further. However, she gradually has to accept the òdeathó 
of their son which leads to her emotional defensesõ collapse. Hence, the couple is left with vulnerability, 
silence and exhaustion rather than jokes, games and roles they have assumed. 

This act thus mirrors a metatheatrical ritual where fiction absolves itself of its own illusion. Georgeõs 
declaration of the death of the child also mimics the structure of storytelling that rises the tension and causes 
catharsis. Yet he does not reinforce the fantasy but annihilates it by undoing the illusion: 

MARTHA (Pleading) Truth and illusion, George; you donõt know the difference. 
GEORGE No; but we must carry on as though we did. (Albee, 1983, p. 3.101) 
òThe Exorcismó thus signifies both an artistic revelation and a spiritual cleansing. It is the exorcism of 

the fiction, the stories, illusions and the games which are defined by the couple. By the end of the play, the 
line between life and art, fiction and illusion dissolves. The playõs structure and ending both become self-
reflexive; it reveals how actors and the readers alike rely on illusion to survive and how terrifying it is when 
the lights go out, and the play is over. 

 
4.4. Audience Complicity 
A significant part of the metafictional effect is how the audience or the reader is drawn in to art. 

Hutcheon notes that metafiction turns the reader into an active co-creator of meaning rather than a passive 
consumer and Albee does this brilliantly. He makes the audience complicit in the illusion and then forces 
them to experience its collapse. That shock is not just emotional but intellectual: it makes the audience 
confront how easily they rely on stories to sustain their sense of reality as well. 

From the first act, the audience is expected to accept the reality of the child as Nick and Honey and 
invest in the illusion. This gives them an opportunity to experience how fiction functions as a psychological 
need, which is a mechanism for coping with problems, disappointments and maintaining identity. Moreover, 
in the second act, the layers of illusion get deeper and the charactersõ shifting personas, role-playing and 
games expose how meaning and truth are created theatrically. In this process, the audience both participates 
and witnesses in the narrative creation at the same time are constantly reminded of its artificiality.  

By the end of the play, the act signifies the destruction of the child which enacts the collapse of illusion. 
When George announces the death of their imaginary son, the audience is also forced to confront the 
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emptiness behind the fiction as the characters. Hutcheonõs claim that metafiction blurs the line between art 
and life is illustrated by the audienceõs and the charactersõ mutual emotional confusion. Viewers become 
moral participants in Albeeõs play when they realize that their feelings support the delusion they are trying 
to question. 

Complicity of the audience in Whoõs Afraid of Virginia Woolf? is a key element of the metafictional 
technique used in the play. Albee dramatizes the complex connection between illusion, narrative, and reality 
by involving the audience in the creation, upbringing, and end of the fictional child. The audience 
participates in the story, co-creates meaning and faces the fragility of fiction itself, rather than just watching 
a story unfold. The destabilization of illusion serves as both a dramatic climax and a metafictional reveal, 
which highlights the audienceõs active role in the continuous negotiation between art and life. Hutcheonõs 
framework provides insight into this process. 

 
CONCLUSION 
Analyzing Albeeõs play Whoõs Afraid of Virginia Woolf? through Linda Hutcheonõs theory of metafiction, 

it can be said that the play does not only explore a dysfunctional couple but also examines the psychological 
cruelty through different stories they create. Depending on the fiction rather than the reality, George and 
Martha produce their own realities and create fictions in a fiction. Thus, the play also draws attention to the 
fragility and fictionõs inescapable role in shaping human experience. 

 Starting from the title to its acts which represent games, the performative dialogues and the creation 
and destruction of the child, the play operates on both narrative and meta-narrative levels. Every element 
in the playõs structure is significant in terms of storytelling, illusion- making and letting the audience 
recognize its fictitious structure. Through these, Albee dramatizes the paradox that Hutcheon identifies 
which is the center of metafiction, that fiction is both sustaining and destabilizing.  

In conclusion, the balance between reality and illusion, creation and destruction, and performance and 
authenticity are revealed by Albee's metafictional stage. Whoõs Afraid of Virginia Woolf? challenges the 
audience/reader and characters to face the artifice they rely on. turns into a study of the human need to use 
stories to give meaning, even when those stories are lies we tell ourselves to stay alive. 
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Modernist Alienation in Sherwood Andersonõs òWinesburg, Ohioó 
and OĶuz Atayõs òThe Man in White Coató  
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ABSTRACT 

The aftermath of the WWI activated profound ontological crises and psychological isolation of the individual within modernist 
discourse. This dissolution of communal bonds accelerated an acute sense of alienation that permeated early twentieth-century 
consciousness. Within the modernist literary tradition, the quest for authentic identity emerged as a central preoccupation for the 
modern subject. Through a comparative analysis of Sherwood Anderson's "Winesburg, Ohio," and OĶuz Atay's "Korkuyu Beklerken," 
this paper discusses how both texts articulate the modernist anxiety surrounding individual meaning-making amid fragmented 
communication networks. 
Anderson's "Winesburg, Ohio," through its innovative structure of interconnected narratives, excavates the interior lives of 
American townspeople, meticulously documenting their concealed anxieties, sublimated desires, and profound isolation that 
characterizes their existence. Atay's protagonist likewise experiences an existential alienation that functions as a microcosm for the 
broader societal collapse of traditional value systems in contemporary Turkish society. Through their implementation of 
experimental narrative techniques both Anderson  and Atay exemplify the modernist conception of alienation and the subsequent 
struggle for authentic selfhood. 
This comparative analysis seeks to explain how the modernist preoccupation with alienation transcends cultural and geographical 
boundaries, establishing a transnational discourse through the juxtaposition of "Winesburg, Ohio" and "Korkuyu Beklerken," thereby 
highlighting universal aspects of the modern condition despite divergent sociocultural contexts.   
 
Keywords: Modernism, individual, alienation, isolation, otherness.  

 
 

Sherwood AndersonõĔn òWinesburg, Ohioó ve OĶuz AtayõĔn 
òBeyaz Mantolu Adamó AdlĔ Eserlerinde Modernist YabancĔlaĹma 

¥Z 
I. D¿nya SavaĹĔ'nĔn ardĔndan modern sºylemde bireyin derin ontolojik krizleri ve psikolojik soyutlanmasĔ harekete ge­ti. Bu 
toplumsal baĶlarĔn ­ºz¿lmesi, yirminci y¿zyĔlĔn baĹlarĔndaki bilinci yayan keskin bir yabancĔlaĹma duygusunu hĔzlandĔrdĔ. Modern 
edebiyat geleneĶinde, ºzg¿n kimlik arayĔĹĔ modern ºznenin temel bir odaĶĔ olarak ortaya ­ĔkmĔĹtĔr. Bu makale, Sherwood 
Anderson'Ĕn "Winesburg, Ohio" ve OĶuz Atay'Ĕn "Korkuyu Beklerken" metinlerinin karĹĔlaĹtĔrmalĔ analizi ile, her iki metnin de kopuk 
iletiĹim aĶlarĔ arasĔnda bireysel anlam yaratma etrafĔnda Ĺekillenen modernist kaygĔyĔ nasĔl ifade ettiĶini tartĔĹmaktadĔr. 
Anderson'Ĕn "Winesburg, Ohio" adlĔ eseri, birbirine baĶlĔ anlatĔlarĔn yenilik­i yapĔsĔyla, Amerikan kasaba halkĔnĔn i­ d¿nyasĔnĔ 
derinlemesine inceliyor, ki bunu da onlarĔn gizli kaygĔlarĔnĔ, bastĔrĔlmĔĹ arzularĔnĔ ve varoluĹlarĔnĔ nitelendiren derin izolasyonlarĔnĔ 
titizlikle belgeleyerek yapĔyor. Atay'Ĕn baĹkahramanĔ da, ­aĶdaĹ T¿rk toplumunda geleneksel deĶer sistemlerinin daha geniĹ 
toplumsal ­ºk¿Ĺ¿n¿n bir ºrneĶi olarak iĹlev gºren varoluĹsal bir yabancĔlaĹmayĔ deneyimler. Anderson ve Atay, deneysel anlatĔm 
teknikleri yoluyla, modernist yabancĔlaĹma anlayĔĹĔnĔ ve sonrasĔnda gelen ºzg¿n benlik m¿cadelesini ºrneklendiriyorlar. 
Bu karĹĔlaĹtĔrmalĔ analiz, modernist yabancĔlaĹma kaygĔsĔnĔn k¿lt¿rel ve coĶrafi sĔnĔrlarĔ nasĔl aĹtĔĶĔnĔ, "Winesburg, Ohio" ve "Korkuyu 
Beklerken"in yan yana getirilmesiyle ulusºtesi bir sºylem nasĔl kurduĶunu ve bºylece farklĔ sosyok¿lt¿rel baĶlamlara raĶmen 
modern durumun evrensel yºnlerini nasĔl vurguladĔĶĔnĔ a­ĔklamayĔ ama­lamaktadĔr.  
 
Anahtar Kelimeler: Modernizm, birey, yabancĔlaĹma, soyutlanma, ºtekilik.  
 

 
 
 

INTRODUCTION 
The early twentieth century became the period of modernism. Moreover, changes in social areas, 

imperial power, and commodity culture at this age shape modernism concept. In this sense, urbanization 
became inevitable process for early twentieth century. For that reason, country life showed great change in 
terms of developments on industry and technology. To Eliot, modernism is a way for escaping from 
personality. Moreover, modern human focuses on intellectual changes. From this perspective, early 
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twentieth century has an importance on literature that includes prominent modernist figures like T.S. 
Eliot, T.E. Hulme, and Ezra Pound. These three thinkers contributed to development of modernist 
literature. Accordingly, modernism is a period that emerged by challenging conventions. As Pound says, 
ômake it newõ forms the main idea of the period. Regarding the modernist idea, Child (2008) states that 
òModernists argued that reality was as varied as the individuals who perceived it. While in many ways empowering, for many 
people such an emphasis on the individual also brought with it feelings of alienation and existential angst after centuries of 
shared religious certaintiesó (p.46).  

This indicates that changes in individualsõ understanding in literature play an important role reshaping 
of modernist idea. Furthermore, it reveals the late 19th century and early 20th century characteristics 
because modernism witnesses shift on arts, understanding of reality, and narrative techniques. To give an 
example, European and American modernism is formed on the center of some elements such as, 
individualism, industrialization, secularization, and urbanization. Thus, as modernist features, it is possible 
to see that fragmentation and change in arts, architecture, sculpture, paintings, poetry and literature. 
Individuality, therefore, becomes functional role in modern literature. People began to look for a private 
space that they can realize themselves. This isolation actually stems from urbanization, and modernization 
processes because people direct to areas which they reflect ideas freely, developing culture and society in a 
positive way. When considered from individual standpoint, human identity helps personal development. 
Modern characters challenge themselves in order to rebel against social norms, expectations, and 
investigations although these individual characters face challenges, such as isolation and alienation from 
society, discrimination, segregation, and social oppression. Accordingly,  one of the significant features in 
modernist literature is not losing identity because having a sense of belonging influences to form its own 
voice. In addition, modern literature reflected not only individualsõ experiences but also diverse cultures of 
different nationalities in the 20th century.  

When it comes to theme of alienation, it affected especially individuals that live in social context. 
Moreover, this alienation, isolation and grotesqueness in individual become an inevitable issue for 
modernist era. In the modernist time, individual feels isolated and alienated. In other words, this emotion 
is a distancing of individual from the society and social world. As to historical background of alienation, 
Kaufmann (1980) expresses that òAlienationó is one of the most modish words of our time. It is also central in the self-
understanding of millions of young people who see themselves as alienated and blame the societies in which they live for 
producing this conditionó (p.29). Although òalienationó term is used with different aspects for years such as 
social alienation, political alienation, psychological alienation, existential alienation, and Marxist alienation, 
there is a common thing that comes together opinions about alienation. It is an idea of absence from one 
group. For that reason, alienation forms essential topic of modern literature, which leads to alienated 
protagonists become the source of modern literature. In the modern world, humanity encounters with 
diverse experiences, struggles of individuals in terms of psychological, economic, segregation, and 
detachment from the society. It is obvious that òalienationó term is extensive concept that covers every 
kind of struggles. Furthermore, why this study highlights the modernist term particularly explains with 
certain roles and experiences of individual in the 20th century because modern world presents fragmented 
era and obscure position to the individual. In selected short fictions, as being in other significant fictions 
sense of possession, discrimination, and social conflicts are adopted both Sherwood Anderson and OĶuz 
Atay. Through the analysis of short fictions, this study aims to demonstrate quest for identity of 
protagonists. Additionally, issues of modern man, such as need of belonging, to be loved, having a home, 
lack of recognition, and acceptance by others are listed. Therefore,  the issue of alienation will continue to 
be inevitable concern of modern man because even today individualization becomes more popularized 
and adoption of individual lifestyle is increasing day by day although the concept of alienation 
differentiates over the years. The Man in the White Coat (1972) by OĶuz Atay and Winesburg, Ohio 
(1919) by Sherwood Anderson exemplify the modern issue alienation. In this sense, Atayõs story depends 
on alienated manõs adventure in modern society. Therefore, it constitutes the main part of the story. 
Andersonõs story focuses on feeling of isolation from society. Throughout the story, Anderson 
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emphasizes the theme of alienation and loneliness. Both stories deal with the alienation of a modern 
individual.  

 
1. Feeling of Isolation in òThe Man in White Coató 
OĶuz Atay constitutes significant part of modern Turkish literature especially the after 1950õs. Atay 

discuss alienation, loneliness, and isolated modern man in his stories because modern man is associated 
with lack of communication. When it comes to alienation in Turkish literature, it began with birth of 
modernism in Turkish literature. For that reason, Belge (1998) utters that while the Western novel or 
novelist was describing the inner worlds and secret feelings of individuals, there was an enriched inner life 
before their eyes. If they developed this method of looking at people from within, which is a novelist's 
privilege, one reason for this was that they had complex inner lives to look at. The handicap that Turkish 
novelists face in this field is the inadequacy of this inner world (p.37). In this sense, modernist fictions 
focus on the individual that modern society embraces. While, real individuals hesitate to go beyond norms, 
the novelist either does not address non-normative feelings and behaviors at all, or describes them by 
denigrating them and drowning them in moralistic speeches. 

In òThe Man in White Coató, Atay covers isolated, alienated, and unreactive people. It is not a 
coincidence that the man stands out in the story with his distinctive appearance. The author's aim is to 
draw attention to his alienated and isolated situation from society. In the story, the hero's appearance is 
not clear. There is no description of any physical features. Being in crowds makes his lack of belonging 
apparent (T¿rkmenoĶlu,2020, p.1236). From this perspective, the writer gives an emotion that does not 
include pity. In addition, when the author accuses of the man being failure in the crowded at beginning of 
the story, he does not only mean financial failure. The loneliness of the hero, who cannot adapt to crowds 
and has lost his sense of belonging, is also a kind of failure. The most crucial point of òThe Man in White 
Coató is to fight for his existential effort because he persistently fails to communicate with people. Thus, 
this lack of communication corners the modern man into the invisible ide with his white coat, which bears 
to judge by others like a stranger. However, this otherness or strangeness renders distinctive character, and 
this person becomes himself. In this sese, ambiguity and uncertainty dominate the story. To give an 
example, crowd and man is expressed in not exact definition so that reader can see alienation of man from 
society that is criticized reflectively.  Essentially the most important part of the feeling of protagonist is 
alienation. Accordingly, hero is at the position of other in the society. When the hero is positioned as a 
subject in the story. However, this subject does not belong to any class, category, or identity because 
community does not allow to include the environment that the hero is able to realize himself. For that 
reason, the hero experienced the feeling of isolation and alienation literally. To give an example of 
communityõs prejudice to the man. òKalabalĔk arttĔ. òAyaklarĔ sargĔ i­indeó òC¿zzamlĔ olmasĔn.ó ķtiĹerek 
­ekildiler. Hi­bir Ĺeyden korkmayan ­ocuklar, yani ­ocuklarĔn hepsi, eteklerini tutarak ­evirdiler onu. 
òKarnĔna ­engelli iĶneler takmĔĹó òKollarĔna ipler baĶlĔ.ó òSakĔn tĔmarhaneden ka­mĔĹ olmasĔnó (Atay, 1975, p.23). 
From these sayings, the community shows the attitude of the modernism understanding. In other words, 
the man in the white coat is labeled a leper or a madman by the crowd and is completely repelled by 
society. In addition, its surroundings by a curious crowd, expansion like a commodity, its reproduction 
was also alienated, and It is worth that it shows that he is apart from the crowd.  

Another idea of alienation in òThe Man in White Coató with the term of othering, Akar (2022) clarifies 
that in the environment where he lives, a person, while creating his identity, needs a òwe" group to which 
he feels he belongs, as well as a "them" group. This opposing relationship always has the feature of feeding 
each other and even constituting each other. òTheyó play an active role in establishing the òweó identity 
(p.135). For that reason, the distinction between us and them positioned within society leads to further 
negativity of the view of them/the other and brings about marginalization. Because of this discrimination 
as being perceived as a threat and this situation causes to negative prejudices, exception of the perceived 
other. Othering can be summarized as he self -reducing the other to the status of an object and seeing it as 
a threat or minority outside itself. 
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2. Grotesqueness in òWinesburg, Ohioó 
Sherwood Anderson is a central writer for American literature and has a great effect on modern 

literature. In 1919, his collection of short stories, Winesburg, Ohio, aroused great interest in the literary 
field as soon as it was published. The main issue of these modern work alienation of individual. It is true 
that the relation between man and self constitutes the focus point of the story. Fromm explains self-
alienation in his work as following:  

By alienation is meant a mode of experience in which the person experiences himself as an alien. He has become, one 
might say, estranged from himself. He does not experience himself as the center of his world, as the creator of his own 
actsñbut his acts and their consequences have become his masters, whom he obeys, or whom he may even worship  
(p.117). 

For that reason, alienated person is detached from the society and the outer world. Furthermore, 
Fromm describes this alienation with the isolation of man from himself. In modern society, individual lost 
its sense of self. Therefore, individual suffers from loneliness, isolation, and separateness from the society. 
When it comes to alienation in òWinesburg, Ohioó, In the story Adventure in Winesburg, Ohio, Alice 
Hindman is a self-alienated person. Aliceõs self-alienation is mainly reflected in her isolation from others 
and. Alice falls in love with Ned Currie, a young man, when she is 16 years old. However, he leaves Alice 
for Cleveland to make a career within a year. In addition, Alice works very hard in a store in Winesburg 
and she waits and expects her lover to return patiently. Alice keeps her loyalty to Ned for eight years, and 
she becomes more and more lonely and scared so she rejects and hates to contact anyone around her. 
Therefore, this situation indicates that she begins to be isolated from others. Moreover, she is bound to 
objects. Furthermore, In the Loneliness story, Enoch Robinson is a totally alienated person and he is 
addicted to his fantasy according to Frommõs understanding of alienation. Enoch has been a lonely person 
since he is a child. He has many skills and he is an excellent talent. However, there is a deficiency because 
he lacks the ability of communication with others. For that reason, he does not understand people and 
people does not care of him.  

From another perspective, importance of language constitutes of the theme of alienation in òWinesburg, 
Ohioó. The writer explains that concept of language presents characters who struggle with problem of 
communication because characters do not contact effectively with others due to their unconventional 
speech ways and expressions in òWinesburg, Ohioó. Characters like Louise Bentley and Joe Welling attracter 
readerõs attention due to their different styles of communication that do not obey cultural and societal 
norms. Therefore, this story focuses on charactersõ struggles with language and issues of isolation, 
miscommunication, and the inability to contact with others meaningfully. Sanchez clarifies (2014) òThis 
language issue as following òafter 1860, however, people began to view deafness as problematic because it represented a 
deviance from a social norm that separated individuals from the larger national communityó (p.27). In this sense, this 
deafness problem creates an alienation and isolation from the society or community. Some individuals 
confronted with segregation problems just because they cannot communicate in a meaningful context or 
they cannot use same language. For that reason, using the sign language for deaf individuals causes a 
society problem It is not individualõs problem because every kind of people is in touch with each other. 
However, only their style of communication is different from others. This does not mean that deaf 
individuals should be alienated from their community to which belongs. Furthermore, Anderson gives this 
different situation of the people with the term of ôgrotesquenessõ.  

Andersonõs grotesques are defined not only by idiosyncratic (and potentially essential) physicality, but also through a 
kind of logical fallacy. As he explains in the text's introductory story, "The Book of the Grotesques," grotesques are 
people who become twisted through their obsession with definitive truths: "the moment one of the people took one of 
the truths to himself, called it his truth, and tried to live his life by it, he became a grotesque and the truth he 
embraced became a falsehoodó (Sanchez, 2014, p. 29). 

Thus, this grotesqueness can be explained with isolated individualsõ stories. Additionally, there is an 
emotional lack of characters. For example, òWinesburg, Ohioó demonstrates readers how the characters 
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in the story experience a sense of isolation. This theme is also analyzed with Stouckõs idea. Stouck (1977) 
utters that òIn almost every book Anderson published the death of a be-loved character is of crucial significance and casts 
the protagonist's life in a wholly different perspective. And on a more philosophical level Anderson saw modern man, 
alienated from creativity by mechanized factory(...)ó (p. 526). From this perspective, he suggests that the idea of 
death in the story represents not just physical death, but also the emotional death of unexpressed desires 
and unfulfilled lives. The characters in Winesburg, Ohio are shown as being trapped in their own 
loneliness and frustration. They also fail to connect with others or express themselves. Thus, he 
emphasizes that the characters reach a point of unbearable frustration where they react with frenzied 
gestures.  

 
3. Comparative Analysis of The Man in White Coat and Winesburg, Ohio in terms of 

Alienation of Modern man 
Culture comes the first idea that defines modern issue because people is surrounded by cultural or 

societal norms. In this sense, culture is fully the expression of a community's similarities. All parts that 
form culture are in harmony with each other. Even in cases where complete harmony is not possible, 
culture tends to establish a balance or to seek a balance in this direction for the continuation of social 
peace and tranquility. In other words, culture wants to suppress and control behaviors that it cannot 
define and that are foreign to it, and generally see them as a possible source of chaos because evil is not 
within the society itself and the òstrangeró, òotheró or òoutsideó is always a threat. Individuals or societies 
suffer indirectly by transferring the evil and sins that they want to get rid of to a person, animal or object 
and destroy it, and they think they are purified. This situation is a need for psychological relief, and society 
needs a sacrifice that recovers for sins in order to feel safe (Muhaxheri and Sezer, 2019, p. 554). For that 
reason, alienation term is collected in many explanations and situations, which is clearly shown in short 
modern fictions. 

In òThe Man in White Coató, the alienation is approached with problematic issue of modern man. To 
give an example, Soy (2022) describes that the hero is nameless is a symbolic expression of his inability to 
reveal his existence or show any presence in the face of the crowd. Because the process of existence or 
this existence begins with having a name and giving a name. Having a name means not only include the 
realm of existence, but also being identified. Thus, it means withdrawing into the safe space. The most 
obvious feature of alienation is that it makes the object and the person undefined, invisible and nameless. 
Because undefined thing is seen as a potential source of danger and fear due to its alienage (p.184). 
Therefore, it is possible to see that the man in white coat not only is unsuccessful, but also, he shows no 
skill, has no painful awkwardness, no capital, and no visible disability. All of these are not statements of 
determination or description. On the contrary, they are expressions of dequalification, deterioration or 
obscuration. 

At the same time, òWinesburg, Ohioó shows American culture during the early 20th century. In this 
respect, the main idea of òisolationó in Winesburg, Ohio reflects the broader societal shifts occurring at the 
time. Furthermore, the characters in the town are demonstrated by symbolizing the isolation and 
disconnect prevalent in society during that era. This theme of isolation is central in understanding the 
characters' struggles and their search for communication and meaning in their lives. Anderson focuses on 
lives of his characters and he is successful at uncover their vulnerabilities, desires, and fears. This 
exploration of isolation both adds depth to the characters and highlights the human experience of solving 
obstacles, miscommunication and understanding in a world. 

In this sense, both òThe Man in White Coató and òWinesburg, Ohioó share the same modern issue. 
Although this issue is generally referred as an alienation term, other related issues such as, loneliness, 
isolation, strangeness, detachment, and grotesqueness come to one point is alienation of modern man in 
the 20th century. However, there are some differences in presenting this alienation theme. While both 
OĶuz Atay's òThe Man in White Coató and Sherwood Anderson's òWinesburg, Ohioó deal with themes of 
alienation, they discover alienation with different perspectives and techniques. Atay centers on the 
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internal, philosophical alienation of an individual in a specific cultural context, through symbols. On the 
other hand, Anderson forwards a broad picture of societal alienation via a series of interconnected stories. 
He also focuses on the general idea of isolation in the experiences of individuals. For that reason, both 
works show important conceptions and understandings that navigate modern individuals and their sense 
of self about being aware of their existence and being individual. 

 
CONCLUSION 
Consequently, modern literature witness alienation and isolation of modern individuals in the 20th 

century. In this sense, both Turkish literature and American literature present the problematic modern 
issue of alienation in OĶuz Atayõs The Man in White Coat and Sherwood Andersonõs òWinesburg, Ohioó. 
both òThe Man in White Coató and òWinesburg, Ohio,ó discover the theme of alienation of modern man. 
This problem is reflected with isolation in contemporary society deeply. òThe Man in White Coató the 
protagonist's alienation is vividly depicted through his separated from the world around him. In this story 
also it is emphasized that the effect of loneliness and sense of despair that exemplifies modern existence 
In the same way, Sherwood Anderson's òWinesburg, Ohioó explores the fragmented lives of individuals in a 
small town. Accordingly, Anderson uncovers their inner struggles and the obstacles that prevent 
communication in real environment. Briefly, both works highlights the problematic issue of modernity. 
Although there are technological advancements and societal progress, individuals generally feel themselves 
more isolated than ever. Besides that, they desire for meaningful relationships and a sense of belonging 
and sense of self. Thanks to these storiesõ rich characterizations and narratives, these significant Turkish 
and American pieces present a challenging critique of the modern situation of individuals. Therefore, they 
direct readers to voice individualsõ expressions and enable to communicate with in a community freely in 
this modern world.  
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Le Harem Ottoman dans les R®cits de Voyage du XIXe si¯cle : la 
Fiction et la R®alit® 

Hamza KUZUCU* 

 
ABSTRACT 

Le XIXe si¯cle voit na´tre un vif engouement pour le harem ottoman, per­u par les ®crivains-voyageurs europ®ens non pas comme 
une r®alit® sociale ¨ comprendre, mais comme un espace exotique ¨ fantasmer. Loin dõoffrir des descriptions objectives, leurs r®cits 
participent ¨ la construction dõun imaginaire orientaliste o½ le harem devient le th®©tre de sensualit®, de myst¯re et dõoppression 
f®minine. Ces textes, souvent empreints de pr®jug®s et de st®r®otypes, projettent les d®sirs et les repr®sentations culturelles de leurs 
auteurs sur un Orient id®alis®. Ce travail propose une analyse de la dimension fictionnelle du harem dans les r®cits de G®rard de 
Nerval, Alphonse de Lamartine, Th®ophile Gautier et Val®rie de Gasparin. Bien que leurs ïuvres diff¯rent dans le ton et la 
perspective, elles contribuent toutes ¨ lõ®laboration dõun mythe du harem, oscillant entre fascination esth®tique et jugement moral. 
En examinant ces textes, nous mettrons en lumi¯re la mani¯re dont le harem devient une id®e fictionnelle loin de la r®alit®.  Cette 
®tude interroge ainsi les repr®sentations du f®minin et de lõOrient dans la culture occidentale, et souligne la n®cessit® dõune lecture 
critique de ces sources, ¨ la crois®e de la litt®rature de voyage. 
 
Mots cl®s: Litt®rature de voyage, orientalisme, fiction, Harem ottoman 

 

OsmanlĔ Haremi XIX. y¿zyĔl Seyahat AnlatĔlarĔnda: Kurgu ile 
Ger­eklik 

¥Z 
XIX. y¿zyĔl, AvrupalĔ seyyah-yazarlarĔn OsmanlĔ toplumuna ve ºzellikle hareme yºnelik ilgisinin doruĶa ulaĹtĔĶĔ bir dºnemdir. Ancak 
bu merak, ­oĶu zaman gºzlem ve ger­eklikten ziyade, DoĶuõyu egzotikleĹtiren hayal g¿c¿ne dayanĔr. Seyyahlar, haremi toplumsal 
bir kurum olarak anlamaktan ­ok, onu BatĔõnĔn arzularĔnĔ, korkularĔnĔ ve ºnyargĔlarĔnĔ yansĔtan bir sembol h©line getirirler. Bu 
metinlerde harem; gizem, duygusallĔk ve kadĔn baskĔsĔ gibi temalar etrafĔnda kurgulanĔr ve bºylece Oryantalist sºylemin merkez´ bir 
unsuru olur. Harem, ger­ek bir mek©ndan ziyade, BatĔlĔ zihnin ĹekillendirdiĶi bir kurmaca evrenine dºn¿Ĺ¿r. Bu ­alĔĹma, G®rard de 
Nerval, Alphonse de Lamartine, Th®ophile Gautier ve Val®rie de Gasparinõin eserlerinde harem temasĔnĔn edeb´ boyutunu 
incelemektedir. Her biri farklĔ bakĔĹ a­ĔlarĔyla DoĶuõyu anlatĔrken, haremi estetik bir merakĔn, ahlaki bir yargĔnĔn ve k¿lt¿rel bir mitin 
odaĶĔna yerleĹtirir. Bu eserler aracĔlĔĶĔyla harem hem cazibenin hem de tutsaklĔĶĔn simgesi h©line gelir. DolayĔsĔyla ­alĔĹma, BatĔ 
k¿lt¿r¿n¿n kadĔnsĔlĔk ve DoĶu imgesini nasĔl kurguladĔĶĔnĔ irdeleyerek, bu metinlerin eleĹtirel bir okumasĔnĔn gerekliliĶini ortaya 
koyar. 
 
Anahtar kelimeler: Seyahat edebiyatĔ, oryantalizm, kurmaca, OsmanlĔ haremi 
 
 
 
 

INTRODUCTION 

Au XIX  si¯cle, le harem, tel quõil appara´t dans les r®cits de voyage europ®ens, rel¯ve moins dõune r®alit® 
observ®e que dõune construction imaginaire, o½ se m°lent myst¯re et fantasme sensuel. Ils refl¯tent 
davantage les attentes culturelles europ®ennes que la r®alit® ottomane. 

En r®alit®, le harem constituait une institution sociale et politique complexe. Loin dõ°tre un simple lieu 
de loisir ou de s®questration, il abritait la famille imp®riale et constituait un centre de pouvoir o½ les femmes, 
en particulier les m¯res et ®pouses du sultan, exer­aient une influence consid®rable sur la succession, le 
mariage et parfois sur les affaires de lõ£tat. La hi®rarchie stricte et les codes de conduite r®gissaient la vie 
quotidienne de ces femmes, offrant un cadre organis® qui contraste fortement avec la vision exotique 
diffus®e en Europe. 

£tudier le harem ottoman exige ainsi une lecture critique des sources occidentales. Il sõagit de distinguer 
la fiction romantique de la r®alit® sociopolitique, et de reconna´tre le r¹le central des femmes dans 
lõorganisation et la strat®gie familiale de lõEmpire ottoman, souvent ®clips® par lõimaginaire orientaliste. Les 
r®cits de voyage de lõ®poque, loin de constituer des descriptions objectives, refl¯tent avant tout les 
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repr®sentations, fantasmes et pr®jug®s des observateurs occidentaux. Loin dõ°tre un simple d®cor, le harem 
devient un lieu symbolique o½ se croisent r®alit® et fiction, alimentant un imaginaire orientaliste qui impr¯gne 
durablement la culture occidentale. 

Les ®crivains orientalistes ont longtemps fa­onn® lõimage du harem comme un sanctuaire de volupt®, 
peupl® de femmes offertes aux d®sirs masculins et vou® ¨ des plaisirs interdits. La r®alit®, pourtant, ®tait bien 
diff®rente. Derri¯re ces murs, la vie suivait des r¯gles strictes : les femmes y recevaient une formation, 
®levaient les enfants, g®raient le quotidien du foyer, apr¯s tout, les femmes avaient la possibilit® d'®tudier au 
harem. L¨, elles lisaient des livres, apprenaient la musique, la po®sie et l'®l®gances. Quelques voyageuses 
occidentales, exceptionnellement admises dans ces espaces, ont r®v®l® une v®rit® plus sobre et nuanc®e, loin 
des fantasmes des ®crivains. L¨ o½ ceux-ci imaginaient des femmes alanguies sur des coussins, prisonni¯res 
de lõennui et attendant la venue dõun homme, se trouvait en r®alit® une organisation domestique rigoureuse. 
Lõacc¯s au harem demeurait strictement limit® : seuls le mari et les proches parents masculins pouvaient y 
p®n®trer. Pour un ®tranger, et plus encore pour un Occidental, franchir ce seuil relevait presque de 
lõimpossible. 

Des ®crivains tels que G®rard de Nerval, Alphonse de Lamartine, Th®ophile Gautier et Val®rie de 
Gasparin ont contribu® ¨ la construction de ce mythe. Leurs r®cits combinent observation directe, m®moire 
de lectures ant®rieures et emprunts ¨ un imaginaire collectif occidental, r®p®tant souvent les m°mes sc¯nes, 
jugements et images. G®rard de Nerval, en ®voquant son s®jour au Caire, reconna´t lui-m°me avoir ç suivi 
ses propres traces è et retrouv® dans la cit® les id®es quõil sõen ®tait form®es ¨ travers les r®cits et traditions 
de lõOrient, r®v®lant combien lõOrient quõil d®couvre est dõabord celui quõil a r°v® : òJe quitte avec regret cette 
vieille cit® du Caire, o½ jõai retrouv® les derni¯res traces du g®nie arabe, et qui nõa pas menti aux id®es que je mõen ®tais form®es 
dõapr¯s les r®cits et les traditions de lõOrientó. (Nerval, 1980, T.1 p. 296) 

Cette communication se propose dõexaminer la tension entre fiction et r®alit® dans la repr®sentation du 

harem ottoman au XIX  si¯cle, en analysant la mani¯re dont les voyageurs occidentaux ont construit, projet® 
et diffus® un imaginaire orientaliste, fascinant, mais largement id®alis®. 
 

1. Le harem : entre r®alit® et imagination dans le Voyage en Orient de Lamartine 
Le harem a toujours beaucoup int®ress® les voyageurs europ®ens. Ils lõont souvent vu comme un lieu 

myst®rieux, interdit et difficile ¨ comprendre. Au XIX  si¯cle, dans les r®cits orientalistes, il est pr®sent® 
comme un espace ferm® aux regards ®trangers et charg® de fantasmes.  

Dans Voyage en Orient (1835), Alphonse de Lamartine, ®crivain romantique fran­ais, observe la diff®rence 
entre la r®alit® du harem et lõimagination europ®enne et il nous montre que le harem nõest pas seulement un 
lieu de fantasme ou de sensualit®, mais un espace domestique, r®serv® aux femmes, souvent cach® et 
ordinaire. Ses descriptions r®v¯lent la diff®rence entre lõimaginaire europ®en et la r®alit® v®cue. Ainsi, le 
harem appara´t ¨ la fois comme un espace r®el, avec ses contraintes, et comme un lieu charg® de myst¯re et 
dõimagination dans la vision occidentale. 

Lamartine explique que le harem est la partie de la maison r®serv®e aux femmes. Il ®crit : ç Le harem, cõest-
¨-dire la partie de la maison r®serv®e aux femmes, ®tait lõendroit o½ nous avions ®t® accueillis. è (Lamartine, 1914, T.2, 
p.193). Il insiste aussi sur le fait que ce lieu est interdit aux regards. Il ne peut voir que lõext®rieur : ç Nous 
nõavons pas pu entrer dans ce lieu interdit aux regards. Nous avons seulement vu les fen°tres ferm®es par des grilles et les beaux 
balcons entour®s de fleurs, o½ les femmes passent leurs journ®es ¨ regarder les jardins, la ville et la mer. è (Lamartine, 1914, 
T.2, p. 230) 

Ces descriptions montrent que le harem est ¨ la fois un espace priv® et un objet de curiosit® pour 
lõEurop®en. Lamartine d®crit les femmes quõil a vues, souvent sans voile. Mais ses observations ne 
correspondent pas ¨ lõimage id®alis®e que les Europ®ens se faisaient des Orientales : ç Jõai vu beaucoup de 
femmes turques des harems sans voile. Elles ®taient petites, p©les, avec un regard triste et un air faible et malade. Seules les 
Arm®niennes et les Juives mõont sembl® belles, mais les plus belles ®taient les femmes grecques de Syrie et dõAsie Mineure. è 
(Lamartine, 1914, T.2, pp. 207-208) 

Dans cette citation Lamartine ne met pas en avant une beaut® exotique. Au contraire, il compare et classe 
les femmes selon ses go¾ts et sa culture europ®enne. Lors dõune visite chez un n®gociant arabe, Lamartine 
raconte quõil est entr® par hasard dans le harem, sans que les femmes aient eu le temps de partir. Il d®crit 
ainsi la sc¯ne : ç Nous avons vu cinq ou six jeunes femmes. Elles se sont lev®es rapidement et sont parties en courant, les 
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pieds nus. Certaines mettaient un voile ¨ la h©te, dõautres portaient leurs b®b®s dans les bras. Elles avaient honte et semblaient 
tr¯s surprises par notre pr®sence. è (Lamartine, 1914, T.1, p. 464) 

Cette sc¯ne donne au lecteur lõimpression dõentrer dans lõintimit® des femmes, presque comme un 
voyeur. Mais elle montre surtout un rapport de pouvoir in®gal : le voyageur europ®en peut voir un lieu qui 
devrait rester interdit ¨ ses yeux. Le harem, ainsi r®v®l®, nõappara´t pas comme un lieu de plaisir ou de luxe, 
mais comme un espace de vie ordinaire, o½ les femmes sõoccupent de leurs t©ches quotidiennes. Elle montre 
bien la g°ne et la peur des femmes, qui se sentent regard®es par des ®trangers dans leur espace intime : 
 

J'ai vu l¨ souvent une grande quantit® de femmes turques des harems d®voil®es ; elles sont presque toutes d'une petite 
taille, tr¯s-p©les, l'ïil triste et l'aspect gr°le et maladif. (é) ; les femmes du moins sont loin d'y m®riter la r®putation 
de beaut® dont elles jouissent ; les Arm®niennes et les Juives seules m'ont paru belles. Mais quelle diff®rence encore avec 
la beaut® des Juives et des Arm®niennes de l'Arabie, et surtout avec l'indescriptible charme des femmes grecques de la 
Syrie et de l'Asie Mineure !  (Lamartine, 1914, T.2, pp. 207-208). 

 
La citation suivante illustre parfaitement le regard orientaliste : lõespace f®minin, interdit et voil®, suscite 

fascination et myst¯re. Les fen°tres grill®es et les balcons fleuris figent les femmes dans un d®cor exotique, 
r®duites ¨ de simples silhouettes contemplatives. LõOrient appara´t ainsi comme un univers clos, s®duisant 
et ®nigmatique pour lõimaginaire occidental : ç Nous n'approch©mes pas plus pr¯s de ce s®jour interdit ¨ l'ïil. Nous 
v´mes seulement les fen°tres grill®es et les d®licieux balcons entour®s aussi de treillis et de persiennes entrelac®es de fleurs, o½ les 
femmes passent leurs jours ¨ contempler les jardins, la ville et la mer. è (Lamartine, 1914, T.2, p.230)  

Avec la citation, ci-dessous, Lamartine met en ®vidence une vision typiquement orientaliste : dõun c¹t®, 
lõaccueil chaleureux du ma´tre de maison, de lõautre, la fuite pr®cipit®e des femmes, surprises dans leur 
intimit®. D®crites comme objets de curiosit®, elles incarnent lõexotisme et le myst¯re. La figure de lõeunuque 
accentue ce d®cor st®r®otyp®, transformant le harem en un th®©tre dõimaginaire occidental : 

 
Ce Turc m'a tr¯s-bien re­u ; il m'a prodigu® les sorbets, les pipes et le caf®, et m'a conduit lui-m°me dans toutes les 
pi¯ces de sa maison (é) mais lorsque nous arriv©mes ¨ leur appartement au harem, l'ordre n'®tait pas encore ex®cut®, 
et nous aper­¾mes cinq ou six jeunes femmes, les unes de quinze ou seize ans tout au plus, les autres de vingt ¨ trente, 
dans ce beau et gracieux costume des femmes arabes, et dans tout le d®sordre de leur toilette d'int®rieur, qui se levaient 
pr®cipitamment de leurs nattes et de leurs divans et s'enfuyaient les jambes et les pieds nus, celles-ci jetant ¨ la h©te un 
voile sur leur visage, (é) ; elles se gliss¯rent dans un corridor sombre, et l'eunuque se pla­a ¨ la porte. Le n®gociant 
arabe ne parut nullement afflig® de cette circonstance, et nous visit©mes toutes les pi¯ces int®rieures du harem 
(Lamartine, 1914, T.1, p.464). 

 
2. G®rard de Nerval, le Harem : entre imaginaire romantique et observation socioculturel. 

Dans la premi¯re moiti® du XIX  si¯cle, lõOrient fascine les ®crivains-voyageurs europ®ens. Le harem, 
symbole par excellence de cet imaginaire, est souvent repr®sent® comme un lieu de volupt® et de myst¯re. 
Toutefois, cette repr®sentation rel¯ve davantage de la fiction que de lõexp®rience directe, les harems 
demeurants largement inaccessibles aux observateurs occidentaux. 

Pour illustrer les couvertures de deux volumes du Voyage en Orient de G®rard de Nerval, la maison 
d'®dition choisit deux images orientalistes : lõune est celui du Comte de Nouy ç Esclave blanche è, lõautre est 
celui de Rosset, ç Costumes orientaux è. La premi¯re montre une esclave nue, assise dans l'int®rieur d'un 
harem, tandis que la seconde repr®sente une femme aux formes s®duisantes cach®e derri¯re un voile. Ces 
deux repr®sentations, apparemment oppos®es mais en r®alit® fond®es sur les m°mes clich®s, proposent une 
vision de lõOrient ¨ la fois myst®rieux et sensuel. En mettant c¹te ¨ c¹te la nudit® expos®e et le corps 
dissimul®, Nerval souligne une contradiction qui refl¯te lõimaginaire occidental : dõun c¹t®, lõattirance pour 
le d®sir charnel ; de lõautre, la frustration n®e de son interdiction. 

Des images orientalistes sont utilis®es sur les couvertures des r®cits de voyages et les livres th®oriques et 
critiques sur lõOrient, lõïuvre dõEdward Said, LõOrientalisme. LõOrient cr®® par lõOccident est un exemple sur 
cette pratique de couverture. 

Le Voyage en Orient (1851) de G®rard de Nerval r®v¯le une tension constante entre la projection imaginaire 
du harem comme espace ®rotis®, propre ̈  la tradition orientaliste europ®enne. Le regard de G®rard de Nerval 
sur le harem illustre une fascination h®rit®e de lõimaginaire romantique. Son r®cit d®construit plusieurs 
images occidentales en montrant que le harem est un espace domestique et familial, que les r®cits europ®ens 
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sur la d®bauche orientale rel¯vent souvent de la fiction. ë travers le harem, Nerval met en lumi¯re non 
seulement les pratiques sociales orientales, mais aussi le r¹le du regard europ®en dans la construction de 
lõOrientalisme.    

Dans le Voyage en Orient, Nerval met en regard ses attentes, nourries par lõimaginaire romantique, avec 
les r®alit®s sociales quõil d®couvre sur place. Sa premi¯re rencontre avec un harem en est un exemple frappant 
: alors quõil sõattend ¨ y voir des femmes id®alis®es, il se retrouve en r®alit® face aux jeunes filles de la maison 
: ç Ces charmantes fleurs aux couleurs vari®es ®taient non pas les femmes, mais les filles de la maison è Į. 

Loin dõ°tre lõespace ®rotis® fantasm® en Europe, le harem se r®v¯le dõabord comme un lieu familial. La 
citation pr®c®dente nous montre que Nerval d®construit une partie de lõimaginaire occidental qui r®duisait 
les harems ¨ des ç prisons sensuelles è r®serv®es aux ma´tresses du ma´tre. Les pratiques orientales, comme 
la mise en vente de jeunes filles, sont per­ues par les voyageurs europ®ens comme des signes de d®bauche. 
Nerval corrige ce malentendu en soulignant leur dimension sociale et ®conomique : ç Plusieurs dõentre elles [é] 
®taient mises en vente pour le compte de leurs parents [é] qui croyaient pr®parer ainsi ¨ leurs enfants la condition la plus 
heureuse è (Nerval, 1980, T.1, pp. 234-235).  Ce passage illustre lõeffort de Nerval pour restituer une logique 
culturelle interne, en distinguant la projection morale occidentale de la r®alit® orientale. 

Dans la citation, ci-dessous, Nerval propose une vision orientaliste m°lant r®alit® et imaginaire. Il sugg¯re 
que le voile offre aux femmes orientales une certaine libert®, mais ram¯ne aussit¹t le lecteur vers le fantasme 
du harem et des intrigues amoureuses. Entre st®r®otypes exotiques et g®n®ralisations culturelles, son r®cit 
construit moins une description sociale quõune image romanesque fa­onn®e par lõimaginaire occidental : 
 

 Pour ce qui est de la libert® de sortir et de faire des visites, on ne peut gu¯re la contester ¨ une femme de naissance 
libre. Le droit du mari se borne ¨ la faire accompagner par des esclaves ; mais cela est insignifiant comme pr®caution, 
¨ cause de la facilit® quõelles auraient de les gagner ou de sortir sous un d®guisement, soit du bain, soit de la maison 
dõune de leurs amies, tandis que les surveillants attendraient ¨ la porte. Le masque et lõuniformit® des v°tements leur 
donneraient, en r®alit®, plus de libert® quõaux Europ®ennes, si elles ®taient dispos®es aux intrigues. Les contes joyeux 
narr®s le soir dans les caf®s roulent souvent sur des aventures dõamants qui se d®guisent en femmes pour p®n®trer dans 
un harem. Rien nõest plus ais®, en effet ; seulement, il faut dire que ceci appartient plus ¨ lõimagination arabe quõaux 
mïurs turques, dans tout lõOrient depuis deux si¯cles (Nerval, 1980, T.1, p. 270). 

 
Pour les orientalistes, le voile nõest plus un simple v°tement : il devient un symbole charg® de myst¯re et 

de sensualit®. Il alimente les r®cits fantasm®s de harems et de femmes s®duisantes. Ce d®tail ordinaire se 
transforme alors en outil id®ologique, qui dissimule la r®alit® sociale pour offrir une image exotique et 
id®alis®e de lõOrient. Le voile, symbole dõoppression dans le discours orientaliste, appara´t ici comme un 
instrument paradoxal de libert® et dõanonymat. Nerval ose m°me lõinversion critique : la femme turque 
b®n®ficierait dõune libert® sociale parfois sup®rieure par rapport ¨ la femme europ®enne. 

Le voile constitue un obstacle majeur pour lõobservateur occidental : ç Le Caire est la ville du Levant o½ les 
femmes sont encore le plus herm®tiquement voil®es è (Nerval, 1980, T.1, p.149). Mais ce voile alimente 
paradoxalement lõimaginaire. ë Constantinople ou Smyrne, o½ les tissus plus l®gers laissent entrevoir les 
visages, le voile devient un objet de d®sir, renfor­ant lõambivalence entre frustration et fascination. 

Enfin, Nerval fait preuve dõune distance critique rare ¨ son ®poque. Il d®nonce certaines inventions 
occidentales : ç é la chose est tr¯s-peu probable, et ce qui dominent nõest sans doute quõune invention des Europ®ens è 
(Nerval, 1980, T.1, p. 267). Il insiste aussi sur les exag®rations concernant le harem du sultan, qui ne compte 
selon lui que trente-trois femmes, loin des fantasmes de concubinats infinis. Cette posture conf¯re ¨ son 
texte une dimension r®flexive, distinguant mythe et r®alit® sociale. 

 
3. Th®ophile Gautier Constantinople : Le harem fiction, fantasme et r®alit®.  
Au XIX  si¯cle, lõEurope d®couvre lõOrient surtout ¨ travers les ïuvres orientalistes : peintures, po¯mes 

et r®cits qui pr®sentent le harem comme le symbole du myst¯re oriental. Quand Th®ophile Gautier publie 
Constantinople en 1853, il propose ¨ ses lecteurs un voyage m°lant ses propres observations et des souvenirs 

litt®raires. Dans ce regard dõ®crivain du XIX  si¯cle, le harem occupe une place importante mais reste 
ambigu. Il est ¨ la fois une r®alit® parfois observ®e et une image cr®®e par lõimagination europ®enne. Gautier 
reprend cet h®ritage et d®crit un monde fait de femmes voil®es, dõint®rieurs d®cor®s avec luxe et de parfums 
dõencens. Ces descriptions rappellent autant Les Mille et Une Nuits que les peintures dõIngres, comme La 
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Grande Odalisque ou Le Bain turc. Ce lieu, souvent inaccessible aux voyageurs, devient un espace r°v® et 
fantasm®. LõOrient y appara´t comme un univers ferm®, f®minin et ®rotis®. Dans la citation suivante, Gautier 
d®crit le bain du harem en sõappuyant sur ces images h®rit®es : ç La vieille, qui fr®quente les bains, lui d®crit 
minutieusement un certain nombre d'Asm®, de Rouchen, de Nourmahal, de Pemb®-Har® de Leila, de Milhri-Mahr, et autre 
beaut®s vierges et nubiles, en ayant soin d'orner de plus de m®taphores orientales le portrait de la jeune fille qu'elle favorise. è 
(Gautier, 1853, p. 201) 

Gautier d®veloppe une description riche et foisonnante qui plonge le lecteur dans une atmosph¯re 

dõorientalisme fantasm®, typique du XIX  si¯cle. Lõespace d®crit est clos et secret, ç asile myst®rieux è interdit 
aux ®trangers, ce qui accentue son caract¯re fantasmatique et intime. Toutefois, cette vision est st®r®otyp®e 
: elle rel¯ve moins dõune r®alit® historique que dõune construction imaginaire europ®enne, o½ lõOrient est 
r®duit ¨ un d®cor luxueux, sensuel et inaccessible. On retrouve, ci-dessous, le go¾t romantique pour 
lõexotisme et la mise en sc¯ne dõun ailleurs id®alis®, o½ le harem devient symbole de plaisir raffin® et de 
myst¯re :  
 

Tout le luxe est r®serv® pour le harem. C'est l¨ que se d®ploient les tapis d'Ispahan et de Smyrne, que s'entassent les 
carreaux de brocart, que s'allongent les moelleux divans de soie, que brillent les petites tables incrust®es de nacre, que 
fument les br¾le-parfums en filigrane d'or et d'argent, que miroitent les glaces ¨ bizeau de Venise, que s'®panouissent 
les fleurs rares dans des cornets de Chine, et que carillonnent capricieusement les pendules ¨ musique; c'est l¨ que 
s'®lancent aux plafonds les inextricables arabesques; que pendent, comme des stalactites, les chemin®es de marbre de 
Marmara, et que gr®sillent sur leurs vasques blanches les filets d'eau parfum®e. Dans cet asile myst®rieux se passe la 
vie r®elle, la vie de plaisir et d'intimit®, o½ nul parent, nul ami ne p®n¯tre (Gautier, 1853, pp. 189-190). 

 
La vision du harem dans la citation suivante sõinscrit dans une logique de domination symbolique propre 

au discours orientaliste. Le harem ®chappe au regard direct de Gautier, il fait lõobjet de descriptions d®taill®es. 
Lõauteur repr®sente un espace quõil ne conna´t pas r®ellement, imposant ainsi sa propre vision. Dans la 
citation, ci-dessous, la vie r®elle des femmes qui lõhabitent dispara´t, remplac®e par une mise en sc¯ne 
purement esth®tique : ç (é) le harem sont r®serv®s tous les raffinements d'un luxe voluptueux, les divans de cachemire, les 
tapis de Perse, les vases de Chine, les cassolettes d'or, les cabinets de laque, les tables de nacre, les plafonds de c¯dre ¨ caissons 
peints et dor®s, les fontaines ¨ vasque de marbre, les colonnes de jaspe. è (Gautier, 1853, p. 289) 

Lõobservation directe de la vie quotidienne dans le harem est rare, voire impossible. Cette impossibilit® 
nourrit paradoxalement la dimension fictionnelle : ce que lõ®crivain ne peut voir, il le reconstruit ¨ partir de 
r®cits orientalistes. Gautier souligne la difficult® pour un homme ®tranger de conna´tre la moindre intimit® 
du harem :  

 
(é) qu'on serait mal venu ¨ demandera un Turc des d®tails sur la vie intime du harem, sur le caract¯re et les mïurs 
des femmes musulmanes ; l'eussiez-vous connu famili¯rement ¨ Paris, e¾t-il pris deux cents tasses de caf® et fum® 
autant rie pipes sur le m°me divan que vous, il balbutiera, r®pondra d'une mani¯re ®vasive ou se f©chera tout rouge et 
vous ®vitera par la suite ; la civilisation, sous ce rapport, n'a pas fait un pas. Les seuls moyens ¨ employer, c'est de 
prier quelque dame europ®enne bien recommand®e et admise en visite dans un harem, de vous raconter fid¯lement ce 
qu'elle aura vu (Gautier, 1853, p. 198). 

 
Gautier met en ®vidence que le harem est un espace strictement interdit : il ne sõagit pas dõun lieu 

accessible, mais dõun tabou social et culturel que m°me les Ottomans respectent avec rigueur :  
 

Pour un homme, il doit renoncer ¨ conna´tre autre chose de la beaut® turque que le domino ou ce qu'il aura pu saisir 
par surprise sous la b©che des arabas, derri¯re la fen°tre des talikas, ¨ l'ombre des cypr¯s dans le cimeti¯re, lorsque la 
chaleur et la solitude conseillent d'®carter un peu le voile (Gautier, 1853, pp.199). 

 
Dans Constantinople, Gautier ne se contente pas dõ®voquer lõOrient ; il met en lumi¯re la projection 

fantasmatique quõen propose lõOccident du XIX  si¯cle. Le harem, loin dõ°tre d®crit comme un espace de 
vie quotidien, devient le miroir dõun imaginaire nourri de clich®s orientalistes. Lõauteur insiste sur la 
fascination quõil suscite chez le lecteur europ®en, attir® par lõexotisme et la curiosit® pour lõinconnu. 
Toutefois, Gautier r®v¯le aussi les limites de cette repr®sentation : derri¯re le d®cor romantique, le harem 
demeure un lieu clos, r®glement®, inaccessible aux regards ®trangers. Par une ®criture ¨ la fois ironique et 
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pr®cise, il montre ainsi que lõOrient r°v® rel¯ve essentiellement dõune construction occidentale, tandis que 
lõOrient r®el reste voil®, insaisissable et profond®ment marqu® par ses propres traditions.  
 

4. Val®rie de Gasparin ë Constantinople, Le Harem D®voil® : Fiction Europ®enne et R®alit® 
Ottomane. 

Au XIX  si¯cle, les Europ®ens sont tr¯s attir®s par lõOrient. Ils lõimaginent comme un monde plein de 
myst¯re et de plaisir, et le harem devient le symbole principal de cette image. Dans ë Constantinople (1867), 
Val®rie de Gasparin, une femme protestante et ®crivaine, d®crit le harem dõune mani¯re originale. Elle 
m®lange des observations r®elles avec des impressions plus personnelles. Mais au lieu de renforcer les r°ves 
occidentaux dõun Orient sensuel et libre, elle montre un autre c¹t® : la solitude, la tristesse et une vie sans 
avenir. Pour elle, le harem nõest pas seulement un lieu de luxe et de beaut®, mais aussi une prison pour les 
femmes qui y vivent.  

Pour Mme Gasparin, le harem appara´t dõabord comme un lieu enferm®, marqu® par lõabsence et le 
silence : ç Derri¯re les treillis de lattes, on discerne vaguement quelques formes blanches. Pas une jalousie soulev®e, pas une 
femme, m°me voil®e, sur les terrasses. Un silence absolu r¯gne dõun bout ¨ lõautre de cette rive, quõon dirait couverte de 
monast¯res.è (Gasparin, 1867, p.192) 

Loin des repr®sentations exotiques dõabondance, le harem est ici assimil® ¨ une prison monastique o½ les 
femmes, priv®es m°me du contact avec la nature, vivent dans une cl¹ture rigide. Lõimage du ç fant¹me voil® 
è (p.218) accentue cette impression de disparition et de d®possession de soi. 
Mme Gasparin insiste sur la privation de libert® et lõennui profond qui caract®risent la vie des femmes dans 
le harem : ç Emprisonn®es d¯s lõenfance, le bain ou le harem, le harem ou le bain, parfois une visite au bazar [é] lõexistence 
ne leur doit rien de plus. è (Gasparin, 1867, p. 192) 

Val®rie de Gasparin d®crit le harem comme un lieu de vide, de souffrance et dõabsence dõavenir, o½ la 
femme vit une double oppression : la r®clusion et lõignorance impos®e. Cette vision, bien quõelle d®nonce 
une r®alit® per­ue comme injuste, sõinscrit dans le cadre de lõorientalisme. Gasparin d®construit le fantasme 
occidental du harem voluptueux, mais le remplace par lõimage dõun harem-prison, perp®tuant malgr® tout 
un imaginaire simplifi® et id®alis® de lõOrient. ç Dans le vide absolu que cr®e la vie de harem, dans cette oisivet® forc®e 
qu'imposent et la r®clusion et l'ignorance relative, les tortures de l'abandon d®chirent au double. Comprend-on l'horreur d'un 
avenir perdu sans retour, (é) è (Gasparin, 1867, p. 248). Ces descriptions mettent en ®vidence la monotonie et 
la souffrance psychologique li®es ̈  lõisolement. Les femmes nõont ni lecture, ni ®ducation, ni v®ritable activit® 
: 

Dans les harems plus vulgaires on trompe les heures en brodant d'innombrables mouchoirs de gaze qui s'®changent 
entre amies, on tricote des bonnets de coton, h®las oui, d'ignobles casques ¨ m¯ches dont on dote maris, p¯res, oncles, 
fr¯res, neveux et cousins, tant qu'il y en a.  Ici, rien, pas un livre, pas un ouvrage, pas de promenades (les grandes 
dames sortent peu), point de m®nage ¨ diriger, point d'enfants ¨ ch®rir, pas d'indigents ¨ soulager (Gasparin, 1867, 
p. 340).  

 
Mme Gasparin, dans la citation suivante, transforme le harem en un v®ritable conte de f®es, satur® de 

pierres, de tissus pr®cieux et de fontaines, renfor­ant lõexotisme r°v® par lõOccident. Sous ce regard 
orientaliste, la vie des femmes y est myst®rieuse, : lõaccent est mis sur le luxe et le spectacle, masquant les 
contraintes, la r®clusion et la r®alit® quotidienne du harem : 
 

 Achmet-Pacha (é) on d®core le harem ; coussins enrichis de gemmes, tapis merveilleux, tentures de brocard, sculptures 
plus d®licates que la guipure, glaces du haut en bas des panneaux, bois rares, bronzes, argent, avec des jets d'eau 
partout, rien n'est ®pargn® ; cette fois les millions y sautent ¨ qui mieux mieux. La Sultane, apr¯s, commande un 
talika en cristal de roche ; l'int®rieur n'est que velours, une escarboucle rattache au fa´te les plis du satin, des dentelles 
sans prix se constellent de pierres pr®cieuses ; on habille les arabadjis en taffetas rose, les harnais sont d'argent bossel® 
d'or ; un conte de f®es, ni plus ni moins !  (Gasparin, 1867, p. 312). 

 
Sous son apparente splendeur, le harem cache une profonde mis¯re morale et intellectuelle. Gasparin le 

d®crit comme un ç monument de lõ®goµsme des Turcs è, refuge pour les hommes mais prison pour les 
femmes. Derri¯re les images po®tiques ç voli¯re è, ç asile parfum® è  se r®v¯le une r®alit® oppressante, m°lant 
illusion romanesque et souffrance r®elle. 
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CONCLUSION 

Au XIX  si¯cle, le harem ottoman est devenu pour lõOccident bien plus quõune r®alit® sociale : il est 
devenu un mythe. Les voyageurs et ®crivains comme Lamartine, Nerval, Gautier, Mme Gasparin, Flaubert 
ou Loti y voyaient un lieu myst®rieux, sensuel et interdit, et ont construit ¨ partir de l¨ une image largement 
imaginaire. En r®alit®, ils parlaient moins du harem tel quõil existait que de lõOrient tel quõils r°vaient de le 
voir. 

Ce m®lange de fiction et de r®alit® a nourri une vision profond®ment marqu®e par les fantasmes et les 
pr®jug®s europ®ens. Le harem est alors d®crit comme un espace de volupt® et dõenfermement, o½ la femme 
orientale reste silencieuse et soumise. Derri¯re cette image se cache en fait une logique de domination : en 
inventant un Orient exotique et inf®rieur, lõOccident affirmait sa propre sup®riorit® culturelle. 

Pourtant, dõautres voix rappellent que la r®alit® ®tait diff®rente. Nerval, par exemple, montre parfois un 
harem plus familial que sensuel, et Val®rie de Gasparin insiste sur lõennui et la solitude des femmes 
enferm®es. Ces t®moignages prouvent que le harem ®tait aussi une institution sociale et politique complexe, 
o½ les femmes pouvaient jouer un r¹le important, loin des clich®s romantiques. 

Mais lõimaginaire orientaliste a d®pass® les r®cits de voyage : il a inspir® la peinture (Ingres, G®r¹me, 

Delacroix), lõop®ra, les romans et m°me les arts d®coratifs. Au XIX  si¯cle, le harem est devenu un symbole 
de lõOrient fantasm®, omnipr®sent dans la culture europ®enne. 

En fin de compte, le harem r®v¯le surtout la mani¯re dont lõOccident a invent® un Orient ¨ son image, 
entre r°ve et r®alit®. Ce lieu, pourtant bien r®el dans la soci®t® ottomane, a ®t® transform® en d®cor exotique 
pour nourrir lõimaginaire collectif europ®en. Il reste aujourdõhui lõun des symboles les plus forts de la 
rencontre entre fiction et r®alit® dans la pens®e occidentale. 
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Navigating the Political Intricacies of a Loyalist Childhood: John 
Chambersõ A Belfast Child: My True Story of Life and Death in the 

Troubles (2020) 

Hatice Esra MESCķOĵLU * 
 

ABSTRACT 
The cultural and literary world of post-conflict Northern Ireland has seen numerous narratives that address the violent legacy of 
the Troubles period. The central problem with these narratives is that post-Troubles writing has to negotiate the intricacies of a 
political climate where mnemonic practices require a fine balance between forgetting and remembering. Autobiographical narratives 
about the Troubles are significant in that they enlarge the discursive space by preserving this balance, resisting the erasure of agency, 
and challenging the clear-cut public and private roles that transformed into fixed identity positions through repeated accounts of 
the past. One example is John Chambersõ A Belfast Child: My True Story of Life and Death in the Troubles (2020), an autobiographical 
account of a childhood in a mixed marriage between a Protestant father and a Catholic mother in Belfast during the Troubles. This 
paper examines how A Belfast Child exposes the limitations of sectarian identities to vocalise his experience as a Belfast Protestant 
growing up during the Troubles. Chambers narrates the Belfast of his childhood, the city he left to escape a world of violence. 
Through this narrative, he makes sense of his experiences and explains how he changed over time while simultaneously preserving 
his attachment to the Loyalist community. Chambersõs experiences lead him across the sectarian divide and alter his previously 
hostile views towards Catholics. By engaging with the critical works about life writing, this study provides a close reading of this 
memoir and discusses this workõs relevance in post-conflict Northern Ireland. This study demonstrates that this memoir serves 
many purposes. Through this life narrative, Chambers contributes to the alternative ways of representing the Troubles. In addition 
to underlining the fact that fictions forged to sustain sectarian cohesion make life difficult within the sectarian communities of 
Belfast, Chambersõ narrative draws attention to alternative music venues that create a space for people across the sectarian divide. 
His work is a testimony to the destructive force of sectarian identity. It highlights the importance of acknowledging its fictional 
nature and presenting alternative versions that are often overlooked. 
 
Keywords: memory, forgetting, Troubles, autobiography, fiction 

 

Britanya Sadakat­iliĶiyle Ge­miĹ Bir ¢ocukluĶun Siyasi 
KarmaĹasĔndan Ge­mek: John ChambersõĔn A Belfast Child: My 

True Story of Life and Death in the Troubles (2020) Eseri ¦zerine 
¥Z 

¢atĔĹma SonrasĔ Kuzey ķrlandaõnĔn k¿lt¿r ve edebiyat d¿nyasĔnda, Kuzey ķrlanda ¢atĔĹmasĔ (Troubles) dºneminde yaĹanan Ĺiddetin 
mirasĔnĔ ele alan ­ok sayĔda anlatĔ mevcuttur. Bu anlatĔlarĔn temel sorunu, ­atĔĹma sonrasĔ yazĔnĔn, hatĔrlama ve unutma arasĔnda 
hassas bir denge gerektiren anĔmsama pratiklerinin ĹekillendirdiĶi karmaĹĔk bir siyasal ortamla m¿zakere etmek zorunda kalmasĔdĔr. 
Kuzey ķrlanda ¢atĔĹmasĔ hakkĔnda yazĔlmĔĹ otobiyografik anlatĔlar, bu dengeyi koruyarak sºylem alanĔnĔ geniĹlettikleri, ºznenin eylem 
g¿c¿n¿n silinmesine direndikleri ve ge­miĹin tekrar tekrar anlatĔlmasĔyla sabit kimlik konumlarĔna dºn¿Ĺen, birbirinden keskin 
­izgilerle ayrĔlmasĔ beklenen kamusal ve ºzel alan rollerine meydan okuduklarĔ i­in ºnem taĹĔr. Bunun bir ºrneĶi, John ChambersõĔn 
A Belfast Child: My True Story of Life and Death in the Troubles (2020) adlĔ eseridir. Bu otobiyografik anlatĔ, ­atĔĹma dºneminde Protestan 
bir baba ile Katolik bir annenin òmezhepler arasĔ evliliĶindenó d¿nyaya gelen yazarĔn Belfastõta ge­en ­ocukluĶunu konu alĔr. Bu 
bildiri, A Belfast ChildõĔn, ChambersõĔn ­atĔĹma dºneminde b¿y¿yen BelfastõtĔ bir Protestan olarak deneyimlerini dile getirirken 
mezhep­i kimliklerin sĔnĔrlayĔcĔ yºn¿n¿ nasĔl ortaya serdiĶini incelemektedir. Chambers, ­ocukluĶunun BelfastõĔnĔñĹiddet dolu bir 
d¿nyadan ka­mak i­in terk ettiĶi ĹehriñanlatĔr. Bu anlatĔ aracĔlĔĶĔyla, yaĹadĔklarĔnĔ anlamlandĔrĔr ve zaman i­inde nasĔl deĶiĹtiĶini 
a­Ĕklarken aynĔ zamanda Britanya Sadakat­isi (Loyalist) topluluĶuna olan baĶlĔlĔĶĔnĔ da korur. ChambersõĔn deneyimleri, onu 
mezhepsel ayrĔmĔn ºtesine taĹĔr ve Katoliklere yºnelik ºnceden sahip olduĶu d¿Ĺmanca bakĔĹ a­ĔsĔnĔ dºn¿Ĺt¿r¿r. Bu ­alĔĹma, yaĹam 
yazĔnĔ ¿zerine eleĹtirel metinlerle etkileĹim kurarak, sºz konusu anĔ kitabĔnĔn bir okumasĔnĔ sunar ve bu eserin ­atĔĹma sonrasĔ Kuzey 
ķrlanda baĶlamĔndaki ºnemini tartĔĹĔr. Bu araĹtĔrma, sºz konusu otobiyografinin ­ok katmanlĔ iĹlevlerini ortaya koymaktadĔr. 
Chambers, bu yaĹam anlatĔsĔ aracĔlĔĶĔyla ­atĔĹmayĔ temsil etmenin alternatif yollarĔna katkĔda bulunur. Mezhep grubundaki b¿t¿nl¿Ķ¿ 
korumak i­in yaratĔlan kurgularĔn, Belfastõtaki Katolik ve Protestan topluluklar i­inde yaĹamĔ zorlaĹtĔrdĔĶĔnĔ vurgulamanĔn yanĔ sĔra, 
ChambersõĔn anlatĔsĔ, mezhepsel ayrĔmĔn her iki tarafĔndaki insanlarĔn bir araya gelebildiĶi alternatif m¿zik mek©nlarĔna da dikkat 
­eker. Onun eseri, mezhep­i kimliĶin yĔkĔcĔ g¿c¿ne tanĔklĔk eder; bu kimliĶin kurmaca doĶasĔnĔn kabul edilmesinin ve sĔklĔkla gºz 
ardĔ edilen alternatif versiyonlarĔnĔn sunulmasĔnĔn ºnemini vurgular.  
 
Anahtar Kelimeler: Bellek, unutma, Kuzey ķrlanda ¢atĔĹmasĔ, otobiyografi, kurmaca 
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INTRODUCTION 
This paper focuses on the memoir of John Chambers, an ordinary Protestant man who grew up in Belfast 

during the Troubles and later wrote about his difficult childhood in the post-Troubles period. Even though 
this autobiographical piece of writing does not draw literary attention at first glance, this study proposes 
devoting attention to its role within the context of post-conflict life writing in Northern Ireland. 
Autobiographical works, including the memoirs of Unionist politicians, have been widely circulated and 
studied for their representation of the Unionist perspective. As Thomas Leahy (2018) argues, the British 
government, the Northern Irish Unionists, as well as Sinn F®in, and the Irish government use memories 
about the Troubles period to challenge their respective political opponents. One question that derives from 
this political culture is whether John Chambersõ account of his childhood serves this aim by offering a 
narrative that òfoster[s] and protect[s] a sense of legitimate grievance in respect of the killings and injuries of innocent 
Protestant civiliansó (Simpson, 2008, p. 465) that Simpson underlines to be central to the Loyalist identity. 
Another possibility is that Chambersõs work serves the ideals of transitional justice and reminds younger 
generations in Northern Ireland of the difficulties of a violent past like other memoirs including Can I Give 
Him My Eyes? (2009) by Richard Moore, and Little House on the Peace Line: Living and Working as a Pacifist on 
Belfast's Murder Mile by Tony Macaluay. With these questions in mind, this paper seeks to understand how 
John Chambersõ autobiographical narrative can serve as a venue for exploring multiple forms of fiction that 
shaped life in a polarised setting in the 70s and have survived into the post-Agreement Northern Irish 
Protestant culture. To do so, this study examines the transformations the young Chambers undergoes and 
explores how the narrator makes sense of his childhood experiences by explaining how he changes over 
time while simultaneously preserving his attachment to the Loyalist community.  

 
1. Writing About a Difficult Childhood in the Aftermath of Violence 
Even though 2023 marked the 25th anniversary of the Good Friday Agreement (1998) that brought an 

end to the armed conflict after three decades of violence, peace remains fragile in 21st-century Northern 
Irish society. Political tension looms large after the UK voted to exit the EU in the Brexit referendum, which 
has escalated arguments for a united Ireland. In this context, understanding the past is even more important 
yet more difficult than ever for a peaceful future. Peace requires alternative reconciliation paradigms, which 
can emerge from revisiting the past with an awareness of the limitations of current paradigms of the 
Troubles. As Stefanie Lehner (2020) argues in Nation: Reconciliation and the Politics of Friendship in Post-
Troubles Literature, the political paradigm that considers the Northern Irish Troubles as a family feud fails 
to bring the divided communities of Catholics and Protestants together. Alternative reconciliation 
paradigms can help sustain peace and encourage dialogue between Protestant and Catholic communities.  

This study argues that life-writing can offer narrative accounts of the past that do not follow the family 
feud template. At first sight, John Chambersõs life story might not seem like the best choice for this search 
since John Chambers narrates the difficulties of being born into a mixed marriage, having an absent Catholic 
mother and a Protestant father who dies too young. Although Chambersõs parents might seem like the staple 
of yet another love-across-the-divide novel, this autobiographical narrative does not rely on their story; 
instead, it offers a vision of the youth culture that defies the sectarian divide and creates solidarity within 
and across communities. Chambers finds his way into this youth culture scene after living a difficult 
childhood, experiencing hostile feelings towards the Catholic community, and becoming part of a violent 
system himself. The narrator does not claim to live beyond the sectarian prejudice and hatred. On the 
contrary, he goes through a period in his childhood when he embraces all the fictions about the ôenemyõ and 
he questions every one of them as he grows up and gets in contact with people across the divide. 

The key events in Chambersõ life highlight the timeline known as the Troubles in Northern Ireland. The 
narratorõs father, John Chambers Sr., and his mother, Sally McBride, meet, fall in love, and marry in the 
early 1960s, during the Civil Rights Movement years. While Catholic and Republican groups march against 
deep-seated discrimination against Catholics, tensions between the police, protesters, and divided sectarian 
communities escalate. As their childrenñMargareth (1962), Jean (1964), John (1966), and David (1968)ñ
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are born, Belfast becomes the scene of riots, the burning of houses, death, displacement and the arrival of 
the British Army for ôOperation Bannerõó (Chambers, 2020, p. 23). As mixed neighbourhoods vanish, the 
Chambers family struggle to find a place that can house a Catholic woman, a Protestant man, and their four 
children. In 1969, Sally leaves Belfast for London with two of her children, later returning. The Chambers 
children remember very little about their mother, since their parentsõ separation is permanent. As far as they 
know, their mother is dead, and no one on their fatherõs side mentions their Catholic blood. They grow up 
within the Protestant community in a neighbourhood called Gleincairn. Their childhood joy is cut short 
when they lose their father to cancer, and each sibling is sheltered by another relative. From that moment 
on, young John Chambers experiences domestic abuse from his uncle, who offers him a place to stay. With 
nowhere else to go, he lives a difficult childhood made even more difficult by the violence both at home 
and on the streets. He seeks refuge in drugs, Mod groups that offer him a new family, and finally leaves 
Belfast for London. In his words, he knows òthat if I didnõt leave Northern Ireland soon, I would end up 
either in prison or dead, or on the dole for the rest of my lifeó (Chambers, 2020, p. 12). He meets his wife, 
starts his own family and even finds his mother years later. Even though he spends his adult life away from 
Northern Ireland, he feels a strong and proud sense of belonging to Northern Ireland as a Loyalist. 

What might strike the reader as the account of an ordinary childhood during the chaos of an armed 
conflict is important in ways, and this paper argues that its importance can be understood with reference to 
the relationship between autobiography as a genre and its potential to lay bare the workings of fact and 
fiction in everyday life, identity formation and collective memory through the gap between the narrating self 
and the self who experienced the past. Through this gap, this autobiographical account proves its relevance 
not only to the author himself and his stated target reader but to generations who survived the Troubles 
and those who never experienced it. More importantly, the relevance of the work, as will be discussed in 
this paper, comes from the fact that it reminds us that Northern Irelandõs past as a polarised society is 
neither unique to a faraway island nor irrelevant to the rest of the world. 

To discuss the significance and relevance of this autobiographical work, the authorõs introduction might 
be a good starting point. Chambers states from the beginning that òThis isnõt a book about the day-to-day events 
of the Troublesó (Chambers, 2020, p. 11) and continues: 

 
This is simply the story of a boy trying to grow up, survive, thrive, have fun and discover himself against a backdrop 
of events that might best be described as ôexplosiveõ, captivating and shocking the world for thirty long years. Iõve 
written this book because even I find my own story hard to believe sometimes, and only when I see it on the shelves will 
I truly know that it happened. In addition, itõs a story I would like my own children and grandchildren to read. I 
want them to live in peace, harmony and understanding in a multicultural world where everyone tolerates and respects 
each other. I suppose Iõve always been a dreamer é(Chambers, 2020, p. 12). 
 

This point is a reminder that writing can be a place to create continuity across many parts of the 
fragmented self and between generations separated by radically different experiences. As Joe Coulter 
expresses in the article he wrote with Joe Duffy, Living Through It, Living After It: Personal Reflections on 
ôThe Troublesõ in Northern Ireland, for a generation of Northern Irish children who grew up after the Good 
Friday Agreement and even attended integrated primary and secondary school, there remains òan inexplicable 
presence of a shadow in the background of life in Northern Irelandó  (Coulter and Duffy, 2023, p. 5). Narrative 
accounts of the past, like that of Chambers, give a more concrete shape to the shadow that remains 
intangible for generations who lack firsthand experience.  

Chambersõ autobiographical work resonates with the argument that Duffy makes in the same article. As 
Duffy states, having òworked closely alongside people with lived experience of ôThe Troublesõ who openly share their personal 
stories with students in the classroom settingó (Chambers, 2020, p. 3), he considers these stories as examples of 
what Boler (1999) refers to as ôpedagogy of discomfortõ and believes in their benefit in fostering a culture 
of understanding towards others in a post conflict society. Chambersõ account successfully raises discomfort 
as he honestly talks about how he òhated Catholics with a passionó (Chambers, 2020, p. 13), about his 
embarrassment and shame when he learns that he has òôCatholic bloodõó (Chambers, 2020, p. 70). He describes 



IX. Uluslararasē Batē K¿lt¿r¿ ve Edebiyatlarē Araĸtērmalarē Sempozyumu- Bildiri Tam Metin Kitabē  

9th International Western Cultural and Literary Studies Symposium- Full Text Book of Proceedings 
 
 

Hatice Esra MESCķOĵLU  

 
 

181 

 

feeling òunclean, tainted, impureó (Chambers, 2020, p. 70) upon learning that he is half Catholic. The author 
also describes his mixed feelings when he sees a Protestant woman being tortured and humiliated in his 
family neighbourhood. He shouts insults to the tarted and feathered young woman with the neighbourhood 
kids, but deep down, òsome part of [him], the part that wasnõt screaming ôFenian bitch!õ with all the others, suddenly felt 
hugely sorry for heró (Chambers, 2020, p. 18). As moments like this turn the work into a source of discomfort 
for the reader, the narrator provides context to the Young Chambersõ sense of identity. Describing his 
childhood, the author says,   

   
As I headed towards my tenth birthday my views about the ôFeniansõ were definitely hardening. Now I see how 
intolerant I was, but back then everything seemed to be dominated by the conflict going on all around us and it engulfed 
every aspect of our daily lives. To us it was simply black and white: they hated us, we hated them and never the twain 
should meet. The daily news seemed a never-ending nightmare of IRA murder and slaughter, while Loyalist anger 
and outrage fed the hatred and paranoia between our two warring tribes (Chambers, 2020, p. 53). 
 

As Chambers evaluates his past self, he does not seek redemption through the distance that he puts 
between himself as the protagonist of his childhood and the narrator of the work, nor does he seek empathy 
from the reader. The distance created by Chambers reminds us of Gusdorfõs idea regarding autobiographical 
work, which, as Gusdorf argues, òrequires a man to take a distance with regard to himself in order to constitute himself 
in the focus of his special unity and identity across timeó (Gusdorf, in Olney, 1972, p. 35). The distance that Chambers 
creates between his childhood self and himself as the narrator allows him to explore the shortcomings of a 
sense of identity that is built on sectarian division and mutual hatred.  

One powerful example of the exploration that happens thanks to the distance between the narrator and 
his childhood self is his account of the notorious ôShankhill Butchersõ. As the young Chambers hears the 
legend of a gang of Loyalist paramilitaries who tortured and murdered Catholics, he feels that these murders 
are beyond acceptable, even in a state of war.  

 
I knew Provies killed Loyalists, and we killed them. Thatõs how it was. In my mind that was all fair. We were under 
siege, and at war. But to have murdered this man just because he was a Catholic? And to have used knives on him, 
literally carving him up like a piece of meat? I knew something about this was terribly, terribly wrong and I wondered 
why God in all his wisdom would let such things happen (Chambers, 2020, p. 61).   
 

He finally concludes that òthe ôButchersõ killings had little connection with everyday Loyalism and more to do with the 
psychopathic condition of the gangõs membersó (Chambers, 2020, p. 61). Like his contemporaries who grew up 
during the Troubles, Chambers feels a strong clash between his urge to belong to a group with pride and 
enthusiasm and his refusal to tolerate or legitimise the injustice that the other community suffers. This aspect 
is significant in two senses. First of all, these contradictory feelings go against the assumptions regarding 
how monolithic the Northern Irish Loyalist community is. As Rory Allen argues in his work entitled Ulster 
Protestant Variousness, there are certain general assumptions about a loyalist upbringing, one being that 
òsuch an upbringing could preclude its members from introspection and critical thinkingó (Allen, 2024, p. 15). Chambersõs 
work is built on his introspection and growing detachment from his hatred towards Catholics that he felt 
during his childhood. 

In addition to bearing testimony to the power of introspection and critical thinking in his life, Chambersõ 
autobiographical work is significant since it provides anecdotes of Catholics and Protestants coming 
together at unexpected times and in unlikely places. In his account of the time he spent at a childrenõs 
hospital when he injured his knee, he mentions that he was surrounded by Catholic children and continues: 
òI was surprised and a wee bit disappointed to find that they didnõt have horns or run around shouting praises to the Pope or 
were smelly. In fact, they were a lot more like me than Iõd ever expected, or been toldó (Chambers, 2020, p. 77). The 
fictions about Protestants and Catholics are fuelled by the lack of third spaces where people from these two 
opposing groups can come together. Two instances where Chamberõs account bears testimony to the 
presence of third spaces are his story about the time that he spends at the childrenõs hospital surrounded by 
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Catholics. The other time is his involvement in the Mod groups. As the author explains, whether Catholic 
or Protestant, these groups of young people are more interested in music, outfits, and their shared interests, 
as well as òbad habits actually helped to break down barriersó (Chambers, 2020, p. 101). More importantly, these 
groups of Mods who come together in clubs, listen to music, and enjoy dancing create an alternative 
community for John Chambers and remind him that, Catholic or Protestant, being Mod gives them a lot 
more to share than the divide created by violence.  

The sense of identity that John Chambers finds within the Northern Irish Mod communities as a 
teenager also enables him to come to terms with his conflicts:  

 
In a way, being a Mod suited my conflict of identity. My life had always been full of contradictions. I was part-
Catholic, although that religion had never played a part in my life, yet Iõd signed up for a Loyalist paramilitary 
organisation. I was a fierce Loyalist, yet a pacifist. I couldnõt envisage killing anyone. If Gerry Adams himself had 
walked into my line of fire I couldnõt have pulled the trigger. That kind of thing wasnõt me at all (Chambers, 2020, 
p. 113). 
 

John Chambers is not the only one who feels a sense of belonging to the Mod community. As Chambers 
describes, òMod took no notice of religion. There was no place for hatred or division among the scooter boys and girls who 
gathered on a Saturday afternoon by the City Hall, or drank in the Abercorn bar in Castle Laneéó (Chambers, 2020, 
p. 115) Mod culture is mostly based on shared fashion and music interests and manifests itself in other parts 
of the UK and Europe. Even though it does not erase the conflict and sectarian divide, its followers find 
enough mutual ground to put aside the deeply ingrained beliefs about the opposing community. More 
importantly, Chambersõs work reminds the reader to look at alternative zones of contact for a different 
account of togetherness between Protestants and Catholics that might otherwise be missed.  
 

CONCLUSION 
To sum up, Chamberõs work might at first strike the reader as an ordinary account of childhood in 

Northern Ireland during the Troubles. Yet, this work shows the intertwined nature of the personal and the 
political, as well as demonstrating the role of fictions about the opposing communities in the construction 
of mutual hatred and violence. Growing up in Northern Ireland does not allow the author a personal space 
tht is devoid of the political tension. As a child, he is raised with intense political emotions. The workõs 
honest depiction of hatred, shame, and embarrassment functions as ôpedagogy of discomfortõ while the 
young Chambersõs attitude towards his community, as well as the Catholics of Northern Ireland changes 
through these feelings. This transformation happens through contact. Chambersõs experiences lead him 
across the sectarian divide and alter his previously hostile views towards Catholics. He forges connections 
across the divide. Through his autobiographical writing, he extends these connections to another realm; he 
creates continuity between the older generations of his family and his children, as well as between different 
periods of his life.  

Even though his depiction of the segregated city during his childhood is similar to accounts in many 
other works of life writing, the work offers an alternative account of the Northern Irish Loyalist community 
and the underexplored role of youth subculture in creating a third space. Chambers narrates the Belfast of 
his childhood, the city he left to escape a world of violence. Through this narrative, he makes sense of his 
experiences and explains how he changed over time while simultaneously preserving his attachment to the 
Loyalist community. Rather than offering a narrative that serves today's political agendas in Northern 

Ireland, Chambers underscores the suffering endured by all communities. Through this life narrative, 
Chambers contributes to the alternative ways of representing the Troubles. In addition to underlining the 
fact that fictions forged to sustain sectarian cohesion make life difficult within the sectarian communities of 
Belfast, Chambersõ narrative draws attention to alternative music venues that create a space for people across 
the sectarian divide. His work is a testimony to the destructive force of sectarian identity. It highlights the 
importance of acknowledging its fictional nature and presenting alternative versions that are often 
overlooked.     
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Posth¿man Distopyalarda Kurgu ve Ger­eklik SĔnĔrlarĔnĔn KaybĔ: 
Marie Darrieussecqõin Notre Vie Dans Les For°ts RomanĔnda 

Kimlik ve Bedenin Yeniden KurgulanĔĹĔ 

Hilal TUN¢EZ* 

 
¥Z 

Posth¿manizm, insanĔ d¿nyanĔn merkezi olarak belirleyen d¿Ĺ¿nceye karĹĔ gelmekle birlikte teknolojik geliĹmelerle insan benliĶinin, 
d¿Ĺ¿nce yapĔsĔnĔn ve ger­ekliĶin yapay, daĶĔlmĔĹ ve deĶiĹken olduĶu bir alan gºstermektedir. Bu ­alĔĹmada,  FransĔz Yazar Marie 
Darrieussecqõin Notre Vie Dans Les For°ts isimli distopik romanĔnda, posth¿man felsefe ile birlikte, kurgusal alanĔn ger­ekliĶi nasĔl 
etkilediĶi ve nasĔl bir dºn¿Ĺ¿m yaĹattĔĶĔ ele alĔnacaktĔr. ķtalyan filozof Feminist ve kuramcĔ Rosi Braidottiõnin posth¿manizmin etik 
ve ºznellik kavramlarĔ ile AmerikalĔ Edebiyat EleĹtirmeni Katherine Haylesõin beden, bilin­ ve bilgi iliĹkisine dair yaklaĹĔmĔ bu 
­alĔĹmanĔn kuramsal zeminini oluĹturacaktĔr. Bu ­alĔĹma, posth¿man distopya anlatĔlarĔnda insanĔn ºzne, kimlik ve beden gibi 
kavramlarĔn romanĔn anlatĔ yapĔsĔ i­inde nasĔl deĶiĹime uĶradĔĶĔnĔ incelemeyi ama­lamaktadĔr. Roman anlatĔcĔsĔ, zihinsel olarak 
daĶĔlmĔĹ, hafĔzasĔ kopuk ve insanlarĔn klonlarĔ olduĶu bir d¿nyada yaĹayan karakterdir. AnlatĔ ­ºz¿mleme yºntemi olarak anlatĔcĔnĔn 
par­alanmĔĹ bellek aktarĔmĔ, konumu ve eserdeki kopukluklar ele alĔnacaktĔr. Bu kopukluklar sadece tema olarak iĹlenmez, anlatĔnĔn 
yapĔsal kurgusunda da yansĔtĔlmaktadĔr. BelleĶin kopuk aktarĔmĔ, olaylarĔn doĶrusal olmayan yapĔsĔ ve anlatĔcĔnĔn g¿venilmez oluĹu, 
ger­eklik ile kurgu arasĔndaki ­izginin silinmesine de sebep olur. AnlatĔnĔn distopik evrenindeki kimliĶin, bedenin ve algĔnĔn yeniden 
ĹekillendiĶi posth¿man alan kurgu ile saĶlanĔr. AnlatĔ Ĺeklinin belirsizliĶi ve tutarsĔzlĔĶĔ aynĔ zamanda klonlarĔn varlĔĶĔ ger­eklik 
olgusunu sarsan bir kurgu yaratĔr. Bu ­alĔĹmada, Marie Darrieussecqõin Notre Vie Dans Les For°ts isimli distopik romanĔnda 
posth¿man ºznenin anlatĔ i­eriĶinde ve yapĔsal olarak nasĔl inĹa edildiĶi aynĔ zamanda ger­eklik ile kurgunun arasĔndaki sĔnĔrlarĔn 
aĹĔlmasĔ ile kimliĶin ve bedenin nasĔl par­alandĔĶĔ ele alĔnacaktĔr. 
 
Anahtar Kelimeler: Posth¿manizm, kurgu, distopya, Marie Darrieussecq, kimlik, beden, genetik m¿hendislik, teknoloji. 
 

 

The Blurring of Fiction and Reality in Posthuman Dystopias: The 
Reconstruction of Identity and the Body in Marie Darrieussecqõs 

Notre Vie Dans Les For°ts 
ABSTRACT 

Posthumanism, while opposing the idea that positions the human as the center of the world, also presents a realm in which human 
identity, modes of thought, and reality itself become artificial, dispersed, and mutable through technological developments. In this 
study, the focus will be on how the fictional realm affects and transforms reality within the French author Marie Darrieussecqõs 
dystopian novel Notre Vie Dans Les For°ts, in conjunction with posthuman philosophy. The theoretical framework of this study 
is grounded in Italian philosopher, feminist, and theorist Rosi Braidottiõs concepts of posthuman ethics and subjectivity, as well as 
American literary critic Katherine Haylesõs approach to the relationship between body, consciousness, and information. This study 
aims to examine how concepts such as subject, identity, and body undergo transformation within the narrative structure of 
posthuman dystopian fiction. The narrator of the novel is a character living in a world where minds are fragmented, memories are 
ruptured, and humans exist alongside their clones. As a narrative analysis method, the narratorõs fragmented memory transmission, 
positionality, and the ruptures within the work will be explored. These ruptures are not only treated as a thematic element but are 
also reflected in the structural design of the narrative. The fragmented transmission of memory, the non-linear progression of 
events, and the narratorõs unreliability lead to the blurring of the boundary between reality and fiction. The posthuman realm, in 
which identity, body, and perception are reshaped within the dystopian universe of the narrative, is constructed through fiction 
itself. The ambiguity and inconsistency of the narrative form, along with the existence of clones, generate a fictional structure that 
destabilizes the notion of reality. This study will explore how the posthuman subject is constructed both thematically and structurally 
in Marie Darrieussecqõs dystopian novel Notre Vie Dans Les For°ts, and how the transgression of boundaries between reality and 
fiction leads to the fragmentation of identity and the body. 
 
Keywords: Posthumanism, fiction, dystopia, Marie Darrieussecq, identity, body, genetic engineering, technology. 
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GķRķĸ 
Tarih boyunca insan, yaĹadĔĶĔ evrene farklĔ anlamlar y¿klemek ve onu yeniden Ĺekillendirmek i­in 

edebiyatĔ kullanmĔĹtĔr. Edebiyat, insanĔn hem ger­eĶi yansĔtmasĔna hem de kurguyla ger­eklerin yeniden 
dizayn edilmesine olanak saĶlamĔĹtĔr. Ger­ek ve kurgu kavramlarĔ, dºnemlerin tarihsel ve sosyal ĹartlarĔna 
gºre deĶiĹimler ge­irmiĹtir. Antik dºnemde doĶa ve insan taklit edilirken olabilecek olanĔn kurgusu 
ger­ekliĶe giden bir yol olarak gºr¿lm¿Ĺt¿r. Orta ¢aĶõda ise ilahi ger­eklik insan aklĔnĔ ve hayal g¿c¿n¿ 
bastĔrmĔĹtĔr. Bu dºnemden sonra ger­ekleĹen Rºnesans hareketi, TanrĔ merkezli anlayĔĹa karĹĔ ­Ĕkar ve insan 
merkezci bir bakĔĹ a­ĔsĔnĔn ortaya ­ĔkmasĔna zemin oluĹturur. Bu dºnemde edebi ger­eklik ilahi bir sisteme 
baĶlĔ olmak yerine insan yaĹamĔna baĶlanĔr. AydĔnlanma ­aĶĔyla birlikte ger­eklik insan aklĔna ve bilimine 
baĶlĔ bir kavram haline gelir. ķnsanĔn gºzlemlediĶi d¿nya ger­ek, o d¿nyanĔn farklĔ anlamlar kazanmasĔ ise 
kurgu haline gelir. Ger­eklik, realizm ve nat¿ralizm gibi edebi akĔmlarla birlikte bilimselleĹmeye yºn tutar, 
kurgu ise toplumsal d¿zenin bir yansĔmasĔ olarak iĹlenir. On dokuzuncu y¿zyĔlĔn sonu ve yirminci y¿zyĔl 
baĹĔnda ortaya ­Ĕkan teknolojik ilerlemelerin, sanayi devrimi sonucu oluĹan sĔnĔf eĹitsizliklerinin ve D¿nya 
SavaĹlarĔnĔn sonucunda bu ger­eklik anlayĔĹĔ par­alanĔr. ArtĔk hakikatin tek bir noktadan a­ĔklanamayacaĶĔ 
anlaĹĔlĔr. Bu par­alanma modernist yazarlar tarafĔndan edebiyata aktarĔlĔr. Ger­eklik artĔk par­alĔ, akĔĹkan ve 
tutarsĔz hale gelir. Postmodernizm ile birlikte artĔk kurgu bir ara­ ya da temsilci olmaktan ziyade ger­ekliĶin 
kendisine dºn¿Ĺ¿r. Iserõa (1975) gºre, ger­eklik okurun kurgu aracĔlĔĶĔyla deneyimlediĶi alanda anlam 
kazanan bir yapĔdĔr. Ger­eklik, yeniden inĹa edilebilir bir yapĔ haline gelir. 

Yirmi birinci y¿zyĔla gelindiĶinde, edebiyatta insan merkezli bakĔĹ a­ĔsĔnĔn merkezi konumu derinden 
sarsĔlmĔĹ durumdadĔr. Posth¿man distopyalar, yapay zek©, biyoteknolojik deĶiĹimler ve sim¿lasyon 
teknolojileri gibi bilimsel olgularĔ da kurgularĔnĔn i­ine dahil eder. Ger­eklik kavramĔ artĔk insan ile 
sĔnĔrlandĔrĔlmaz bir aĶsal yapĔdĔr. Bu baĶlamda, posth¿man distopyalarda var olan teknolojik kurgular i­inde 
insan kendi kimliĶini ve bedenini yeniden kurgulamak zorunda kalĔr. 

Bu bildirinin amacĔ posth¿man distopyalarda kurgu ile ger­ekliĶin arasĔndaki sĔnĔrĔn belirsizleĹmesini 
incelemektir. FransĔz yazar Marie Darrieussecqõin Notre vie dans les for°ts isimli distopik romanĔnda kimlik ve 
bedenin nasĔl yeniden kurgulandĔĶĔnĔ irdelenmesi hedeflenmektedir.  

 
1. Posth¿manist Felsefe ve Distopya EdebiyatĔ 
Antik dºnemde var olan her Ĺeyin ºl­¿s¿n¿n insan olduĶu d¿Ĺ¿ncesinden etkilenen h¿manizm, daha 

sonra Leonardo Da Vinciõnin Vitruvius AdamĔ resmiyle ideal òerkek-insanó fikrini modeli haline getirir ve 
insan merkezci ¿lk¿s¿n¿ vurgular. òBu ikonik imge, insan yetilerinin biyolojik, sºylemsel ve ahlaki d¿zeyde d¿zenlenmiĹ, 
akĔlcĔ bir ilerleme fikrine uzanmasĔnĔ tamama erdiren bir doktrin olarak h¿manizm amblemidiró (Braidotti, 2013, s. 23). 
Ancak bu amblemle birlikte kurduĶu m¿kemmel insan dĔĹĔnda kalanlarĔn ºtekileĹtirilmesi ve hatta dĔĹlanmasĔ 
h¿manizmin eleĹtirilere maruz kalmasĔna sebep olur. Posth¿manizm, h¿manizmin insan merkezli bakĔĹ 
a­ĔsĔnĔn neden olduĶu bu yanlĔĹlarĔ aĹmayĔ hedefleyen, insan ve insan dĔĹĔ unsurlarĔn bir arada var olacaĶĔnĔ 
savunan felsefi ve k¿lt¿rel bir d¿Ĺ¿nce sistemidir. ò... posth¿manizmde insan, d¿nyanĔn t¿m etmenlerinden sadece biri 
olarak yeniden konumlandĔrĔlmaktadĔró (AĶĔn, 2020, s. 29). 

Posth¿manizm, insanĔn ne olduĶuna odaklanmayĔ bĔrakĔp ­evresiyle, teknolojiyle ve diĶer canlĔ veya 
cansĔz unsurlar ile nasĔl iliĹkiler kurduĶunu inceler. Posth¿manizm, herkes i­in eĹit ve adaletli, herkesi ve her 
Ĺeyi i­ine alan bir yaklaĹĔm geliĹtirmeyi ve insanoĶlunun her Ĺeyden ¿st¿n olduĶu anlayĔĹĔnĔ bitirmeyi ama­lar. 
Bu baĶlamda, posth¿man insan artĔk sade biyolojik bir varlĔk olmaktan ­Ĕkar ve k¿lt¿rel, teknolojik, ekolojik 
ve etik baĶlamlarda s¿rekli yenilenen bir varlĔk haline gelir. 

Posth¿manizm, postmodern d¿Ĺ¿nceden etkilenmesinin yanĔ sĔra tarihsel olaylar, teknolojik ilerlemeler 
ve sosyal deĶiĹimler ile ĹekillenmiĹ bir felsefi akĔmdĔr. AydĔnlanma ­aĶĔndan beri s¿re gelen insanĔn 
m¿kemmele ulaĹacaĶĔ ¿lk¿s¿ iki b¿y¿k d¿nya savaĹĔ sonrasĔ sarsĔlĔr. Postmodernizmin temelleri ķkinci 
D¿nya SavaĹĔ sonrasĔnda oluĹan yĔkĔma denk gelir. Bu dºnemde, HiroĹimaya atĔlan atom bombasĔ ve Nazi 
AlmanyaõsĔnda bilimin ve ilerleyen teknolojinin kºt¿ye kullanĔmĔ insanlarĔn g¿venini sarsar ve modernizme 
yºnelik eleĹtirilere neden olur. Bu yĔkĔmlar ve oluĹan kaos havasĔ postmodernizmi insan merkezli bakĔĹ 
a­ĔsĔndan uzaklaĹtĔrĔr ve posth¿manizmin felsefi zemini oluĹur.  
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Posth¿manizmin geliĹimi ºncelikle postmodernizm etkisiyle baĹlar. H¿manizmin sĔnĔrlarĔ ve insan 
merkezli yaklaĹĔmĔ eleĹtirilir. Donna Haraway, Michel Foucault ve Jacques Derrida gibi d¿Ĺ¿n¿rler, insanĔn 
diĶer canlĔ cansĔz unsurlar ile iliĹkisini sorgular. Harawayõin Siborg Manifestosu (2006) eserinde, insanĔn 
teknolojiyle olan simbiyotik baĶĔnĔ inceler. Bu baĶlamda, posth¿man ºzne duraĶanlĔktan kurtulur ve 
deĶiĹken bir yapĔ halini alĔr. 1980 ile 2000 yĔllarĔ arasĔnda biyoteknoloji, yapay zek© ve dijital teknolojinin 
ilerlemesiyle insan kimliĶini ve sĔnĔrlarĔnĔ belirleme arzusu kendini gºsterir. Yeni materyalist d¿Ĺ¿nceyle 
birlikte insanĔn d¿nya ¿zerindeki tek ºzne olamayacaĶĔdĔr. ķnsan olmayan diĶer unsurlarĔn da ºzne 
konumuna ge­ebileceĶi yaklaĹĔmĔna Posth¿manizmde katĔlĔr. G¿n¿m¿zde posth¿manist felsefe, insanĔn 
doĶayla ve diĶer canlĔlarla olan baĶĔnĔ d¿Ĺ¿nerek ekolojik bir boyut kazanĔr. Rosi Bradotti ve Bruno Latour 
gibi d¿Ĺ¿n¿rler, posth¿man evrende etik ve s¿rd¿r¿lebilir bir hayat bakĔĹ a­ĔsĔnĔ geliĹtirmeye ­alĔĹĔr. 

Her fikir her akĔm gibi posth¿manizm de ­eĹitli eleĹtirilere maruz kalĔr. Teknolojinin bu denli ilerlemesi 
insan ¿zerinde olasĔ olumsuz etkiler bĔrakabileceĶi d¿Ĺ¿ncesi, posth¿manizm ile insanĔn deĶer ve 
ºzg¿nl¿Ķ¿n¿ kaybedebileceĶi fikri gelen eleĹtirilerden bazĔlarĔdĔr. 

Distopya edebiyatĔ posth¿manizmin edebi d¿zlemde yer alabildiĶi en olasĔ d¿nyadĔr. Distopya edebiyatĔ, 
totaliter rejimlerin gelecekte dºn¿ĹebileceĶi karanlĔĶĔ gºsteren ve okuyucusunu bu gelecek hakkĔnda uyaran 
bir t¿rd¿r. òDistopyalarĔn kºt¿ geleceĶe dair uyarĔlar yapan ºnc¿l ­aĶrĔlar olmasĔnĔn temelinde toplumun yaĹanmĔĹlĔklarĔ 
yer alĔr. Mevcut ger­eklerden hareketle gelecekte ne gibi sorunlara gebe olunacaĶĔna dair ­ĔkarĔmlarda bulunuluró (TekĹan 
ve Demir, 2023, s. 1655). Distopik anlatĔlar, ¿topyanĔn vadettiĶi kusursuz topluma ulaĹĔrken arka planda 
bireyin nelerden vazge­mesi gerektiĶini ele alĔr. Gºr¿n¿r Ĺekilde olmasa da eĹitlik kriterini saĶlamak i­in 
­eĹitliliĶi ve bireyselliĶi, toplum i­inde oluĹturulan uyumun s¿rmesi i­in ise ºzg¿rl¿Ķ¿ baskĔ ve Ĺiddet ile yok 
etmesi ¿topyalarĔn karanlĔk y¿z¿d¿r. Bu durum distopyanĔn ortaya ­ĔkĔĹĔna zemin olur.  ò¦topyalarda, bireyin 
toplum i­in vazge­tiĶi kiĹisel ºzg¿rl¿klerinin aslĔnda mutlu toplumu oluĹturacak olan bireylerin en temel hakkĔ olduĶunu fark 
eden distopik yazarlar, bu ­eliĹkili duruma dikkat ­ekmiĹlerdiró (Kavas, 2020, s. 79). ¦topyada kurulan yeni 
toplumda, herkesin eĹit olmasĔ ve bireylerin tek baĹĔna anlam ifade etmemesi yalnĔzca kurucu ya da yºnetici 
sĔfatĔnĔ karĹĔlayacak bir role sahip olursa dikkat ­ekmeleri distopya edebiyatĔnĔn eleĹtiri konularĔndan birka­ĔnĔ 
oluĹturur. 

Her ne kadar farklĔ alanlarĔn t¿rleri olsalar da distopik anlatĔlar ve posth¿man felsefe aslĔnda teknolojik 
geliĹmelere ve m¿kemmel insan modeline duyduĶu kuĹkuda bir araya gelir. Hem distopya edebiyatĔnda hem 
de posth¿manist felsefe de, insan sabit kimliĶi ve insanĔn doĶaya h¿k¿m s¿rmesi fikrine karĹĔ ­ĔkĔlĔr. Distopik 
metinlerin ve posth¿man felsefenin ortak noktalarĔndan biri ilerleyen teknolojiyle birlikte genetik 
m¿hendisliĶin insan bedenini deĶiĹtirme kapasitesine sahip olma olasĔlĔĶĔdĔr. Bir diĶer nokta ortaya ­ĔkĔĹlarĔna 
zemin olan felsefi ve edebi t¿rlerin ulaĹmak istediĶi m¿kemmel insan-toplum modeline karĹĔ ­ĔkmalarĔdĔr. 
Her iki d¿Ĺ¿ncede de, insan olmanĔn ne demek olduĶu irdelenir. ¥zellikle modern distopik anlatĔlar ve 
posth¿manizm, ilerleyen teknolojiyle ortaya ­Ĕkan yapay zek© ve bilin­ temalarĔnda buluĹur. Bu durum 
distopyanĔn bilin­ kavramĔnĔn yalnĔzca biyolojik zemine dayanmadĔĶĔ gºsterir. Posth¿manizm ise yapay 
zekanĔn veya bilin­ geliĹtirmiĹ makinelerin etik ºzneler olabilir mi sorusunu tartĔĹmalara a­ar. Bu durumda, 
her iki akĔm da bilin­ kavramĔnĔn insana ºzg¿ bir biyolojik unsur olmadĔĶĔnĔ gºsterir. Bir diĶer ortak noktalarĔ 
ise anlatĔlarĔn ana temalarĔndan olan gºzetim, kontrol ve biyoiktidardĔr. BunlarĔn yanĔnda, distopik eserlerin 
¿topyalarĔ eleĹtirerek iĹlediĶi ana tema yºnetimdir. Posth¿manizm de kontrol mekanizmalarĔnĔ, bedenin 
oluĹumundan itibaren var olan politik ve teknolojik bir alan olarak ele alĔr. AnlatĔlarda kontrol¿n iĹleyiĹi 
konusu da artĔk ­aĶa uyum saĶlamĔĹ ve dijitalleĹmiĹ ve insan unsuru olmaktan ­ĔkĔp sistemin bir par­asĔ 
haline gelmiĹtir. G¿n¿m¿zde, ekoloji posth¿manizmi etkisine alan bir yaklaĹĔmdĔr. Bu yaklaĹĔm distopyayĔ 
ve posth¿manizmi iklim felaketi senaryosunda buluĹturur. AynĔ zamanda doĶaya h¿k¿m s¿ren insan modeli 
distopyanĔn da posth¿manist d¿Ĺ¿ncenin de eleĹtirdiĶi ortak noktadĔr.  

Distopik anlatĔlarĔn ve posth¿manist felsefenin ama­larĔ ve yaklaĹĔmlarĔnda ortak noktalarĔ da ayrĔ 
d¿Ĺ¿ncelerde vardĔr ancak distopik anlatĔlar, h¿manizmin savunduĶu m¿kemmel erkek-insan simgesinin 
kurduĶu sistemin yĔkĔlĔĹĔnĔ ele alĔr. bununla birlikte yeni ºzne formlarĔnĔ, etik yapĔlarĔ ve t¿rler arasĔ baĶlarĔn 
incelendiĶi posth¿manist bir alana yer a­ar. 
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