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CHAPTER1

First-Person Narration as Structuring Principle in
Moll Flanders as a Fictional Autobiography

Burcak Tuba TAYHAN GUZEL!

Introduction

John Richetti underlines that “Defoe is arguably the most
important writer of the first thirty years of the English eighteenth
century, and the one nowadays the most widely read” (Richetti,
2008). Mostly known as the forefather of the novel genre in the
eighteenth century after Robinson Crusoe (1719), Defoe utilized the
fictional autobiography as a literary form in his novels to portray the
life of an individual through retrospective narrative. In this sense,
Moll Flanders (1722) is a first-person autobiographical narration
that presents the life of a fictional “famous” woman in a linear
sequence of events through the narrating self. Moll Flanders, as the
fictional autobiographical literary form, generates a narrator and a
character that can be perceived clearly by the reader: the narrating

! Lecturer, Kirgehir Ahi Evran University, School of Foreign Languages, Department of
Foreign Languages, Kirsehir/Tiirkiye, 0000-0003-4904-6539, burcak.guzel@ahievran.edu.tr



self as the narrator and the experiencing self as the character. Moll
Flanders, a famous and long-term criminal, narrates her life story
from the perspective of a woman approaching seventy, recently
repentant and remembering her past misdeeds. The retrospective
narrative technique Defoe employs in Moll Flanders has three basic
objectives: firstly, Moll Flanders, as the editor of the preface
emphasizes, assumes a moral aim to instruct his reader through the
morally sinful and legally guilty character and the redeemed and
repentant narrator. In this respect, Defoe persuades his reader that
what he is writing/what is told by Moll Flanders is indeed real life;
hence, his concern in writing this novel is enhanced by a moral aim.
The retrospective first-person narration through the narrating self
and experiencing self in Moll Flanders also foreshadows Moll's
mostly vicious deeds and sinful acts for the reader in advance as a
warning. Lastly, the interference of the narrating self in the novel
justifies the experiencing Moll’s bad-tempered actions and echoes
her younger self. In this respect, this article aims to point out specific
examples of retrospective first-person narration in Moll Flanders
through the narrating self and the experiencing self and to emphasize
the significance of this narration form in narrating a fictional woman
through her own words.

The Early Life of Daniel Defoe

Daniel Defoe (1660-1731), or De Foe, was born into a
Presbyterian middle-class family. Defoe was educated at a
Dissenters Academy due to the exclusion of “Protestant Dissenters
and Roman Catholics from public life” by law (Greenblatt, 2006).
Defoe was a merchant by his early twenties, “selling all manner of
goods, including hosiery, tobacco, wine” (Seidel, 2005). Defoe
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married Marry Tuffley who provided a substantial dowry as the
daughter of a wealthy merchant and supported his financial
adversities in his lifetime. Daniel Defoe was also a man of wide and
varied experience. Daniel Defoe led a life as interesting as the
characters he recounted in his novels: Secret agent, political
provocateur, merchant, rebel, journalist, and writer. He possessed a
comprehensive knowledge of society, varying from the harsh
conditions of Newgate Prison’s holding cells to the private offices of
Britain’s highest-ranking ministers. (Seidel, 2005). Defoe was
imprisoned several times: he joined the Duke of Monmouth
rebellion; after he failed in business, he was sent to Fleet debtors’
prison; he was found guilty of sedition for his pamphlet, The
Shortest-Way with Dissenters (1702) which is a satire on high church
Tory extremists and hypocritical dissenters and he was sentenced to
six months in Newgate prison where “he got a first-hand experience
of the stench, misery, disease and death in the confines of it” (Aamir,
2015); between 1704 and 1713, he served as a governmental agent
and political journalist, and he was imprisoned again due to his debts
and political works. Each time Defoe was “granted with a royal
pardon” (Carabine, 2001).

In 1704, Defoe started The Review, a highly appreciated
political journal that he wrote and edited until 1713. He appeared as
a novelist with the publication of The Life and Strange Surprising
Adventures of Robinson Crusoe (1719), followed by Memoirs of a
Cavalier (1720), and published memoirs, biographies, and
autobiographies like Captain Singleton (1720), Moll Flanders
(1722), A Journal of the Plague Year (1722), Colonel Jack (1722),
and The Unfortunate Mistress: Roxana (1724) in his writing career
until he died in 1731.



Narrative Technique in Moll Flanders: The Narrating Self and
The Experiencing Self

Daniel Defoe, both as a journalist and author, was
considerably occupied with the social, political, and economic
problems that prevailed in his era. In his introduction to Moll
Flanders, Paul A. Scanlon states that Defoe, through his pamphlets,
periodicals, and novels, addresses harsh social and economic issues
such as the misfortunes of children, homelessness, indebtedness,
prostitution, as well as more comprehensive concerns such as
manufacturing, trade, colonization, the empire, and the legal rights
covering women and marriage (2005). Ian Watt, in his prominent
study, The Rise of The Novel (1957), defines Defoe’s innovation in
novel tradition as “formal realism,” and Watt identifies the key
element of formal realism as the novel's responsibility to offer a
comprehensive and genuine depiction of human experience to satisfy
its reader. To achieve this, the novel must offer its readers vivid
details about the originality of characters, specific time periods, and
settings with precise details, using highly referential language that
distinguishes the novel from other literary forms (Watt, 1957).

Defoe sets his characters and events in his novels in a specific
time and places recognizable by the readers from their daily personal
experiences. Defoe’s novels are measured for the readers interested
in real stories and common individuals portrayed in ordinary
language. In this respect, Defoe's depiction of characters, including
"whores, pirates, highwaymen, shoplifters, and adventurers,"
indicates that they are ordinary people shaped by their environment.
Defoe presents them as victims of the circumstances of their

surroundings that anyone might experience, facing the same moral

—7--



dilemmas between their means and ends as others in society,
highlighting the universality of their struggles (Watt, 1957).

Moll Flanders was published “as a 'private history', or what
we would today call an autobiography. Defoe claimed only to be an
editor who had helped to shape Moll's account of her life into a
publishable work™ (More, 2000). In Moll Flanders, Daniel Defoe
uses autobiography as a literary form to portray the life story of a
fictional “famous” woman called Moll Flanders. During the
eighteenth century, personal writings like diaries, private histories,
and autobiographies appeared as essential resources, providing
moral guidance that supported people cope with the growing
intricacies of life in urban settings (More, 2000). Under the influence
of Puritan thought, it was the author’s duty to instruct the reader
morally. Encouraging to record personal experiences, the ideas about
self-hood, individuality and subjectivity predominated eighteenth-
century works, primarily autobiographies. Autobiographies explain
the readers, as Tracy states, “why and how the protagonist's life
occurred, and what he or she made of them - how he or she now sees
those events as part of a pattern to understand and which is finally
clarified by the very down - and write it up” (Tracy, 1986). In this
respect, autobiographies are written in retrospective narration to
redramatize the historical process and to examine and reshape the
past events in the author’s life. Therefore, there are two central
characters in autobiographies: “the person who experienced the
event as it happened, and the older self retelling and reinterpreting
the events later” (More, 2000). As Galbraith signifies “Although
these two selves are the same person, they are different phases of the
self and thus not share the same place, time and knowledge” (1994).
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Daniel Defoe’s Moll Flanders as a fictional autobiography
portrays the life of a fictional character through personal memories
as a factual story. Hence, Defoe creates an illusion of reality and
convinces his readers by giving specific pseudo-factual details about
the character. The title of Moll Flanders promises the reader an
autobiography of a famous female figure in seventeenth-century
England from her birth in Newgate, her childhood, her marriages and
affairs, her misfortunate life as a thief and transported criminal till
her death as a penitent whose life story was “written from her own
Memorandums”. Defoe presents the “imitation of individual
experiences” (Watt, 1957) in his fictional autobiography by
providing realistic images set in ordinary time and place. Defoe
effectively depicts the psychological, social, and economic
dimensions encountered by his characters. His method of
psychological realism is characterized not only by explicit accounts
of their past psychological experiences but also by a detailed image
of their perspectives when remembering these memories
(Shigematsu, 2018).

The present narrating self in the first-person autobiographical
narrative relies on memory. Therefore, the portrayal of the character
through remembering, along with the consistent use of the first-
person pronoun "I" by both the present and past selves, reflects an
ongoing inner debate between the narrating self and the self that has
lived the experiences®. In Moll Flanders, this tension between the

younger experiencing self and experienced narrating self is sensed

2 “ as narrator and | as character are termed “narrating self” and “experiencing self”
respectively in narratology. In the first-person narratives, point of view shifts
between the narrating self and experiencing self as an important element for the
dynamics of the narrative in the first-person novel” (Stanzel, 1984).
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in a more moralistic manner; while remembering her inexperienced
days and acts, the older experienced self both regrets for her actions
and decisions; foreshadows her experienced actions beforehand to
the reader; dictates a moral lesson to her innocent readers by warning
them directly and also justifies her vicious deeds in her younger

inexperienced days.

Moll’s two selves, narrating and experiencing selves, are
utilized by Defoe to convey moral teachings by representing a
repentant woman portraying her unfortunate past life realistically.
Moll Flanders narrates her life in her own words to signify moral
ambiguity based on her later repentance. The memories of Moll
Flanders’ past life are the recollections of an almost seventy-year-
old lady who has “learnt by Experience” (Defoe, 2001), and has
given “an account of what was, not of what ought or ought not to be”
(68) claiming to be an objective and reliable narrator. Moll’s
recollection of her life is mostly based on her claim as a penitent
woman who has become a socially respectable and acceptable

woman out of an outcast.

Moll Flanders starts her narration by introducing herself
directly to the imaginary listener/reader. The account of her early life
beginning from her birth in Newgate prison and real parents is
continuously interrupted by the present narrating self with
statements like “as I have been told,” “the first account that I can
Recollect”, “I have a Notion in my Head,” “but I am not able to be

99 Cey

only this I remember,” “it seems,” (8)

29 ¢

particular in that Account,
to signify her poor information about early childhood years for a
foreshadowing purpose on the later revelation of her actual parents
and incestuous marriage with her half-brother. Moll’s vivid
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recollections from her early childhood are dated to her days with the
Nurse that she has been left after her wandering with gypsies from
town to town. Moll’s childhood is also significant to underline her
misconceptions of “Gentlewoman” which will form her future self,
relationships, and economic circumstances. Her primary perception
of a gentlewoman, which was prompted by her fear of "going to
Service," demonstrates that her youthful aspirations are both vain
and also foreshadow her lifelong impulsions on gentility: "so that
now I was a Gentlewoman indeed, as I understood that Word, and as
I desir'd to be, for by that time, I was twelve Years old, I not only
found myself Cloaths, and paid my Nurse for my keeping, but got
Money in my Pocket too before-hand" (Defoe, 2001). “Her early
ambition to be a gentlewoman reflects the general upheaval in social
distinctions that taking place in the first years of the eighteenth
century” (Harlan, 1931). However, she is unable to acknowledge the
alternative meaning of a “Gentlewoman” which is defined by the
Nurse as “a Person of ill Fame and has had two or three Bastards”
(Defoe, 2001). For the experiencing Moll, earning enough money by
needlework is meant to be a “Gentlewoman”; however, ironically
she admits as the present narrating self that "for they meant one Sort
of thing, by the Word Gentlewoman, and I meant quite another for,
alas! all T understood by being a Gentlewoman, was to be able to
Work for myself, and get enough to keep me without that terrible
Bugbear going to Service, whereas they meant to live Great, Rich,
and High, and I know not what” (Defoe, 2001) “Early incidents in
Moll’s life—as she recounts—go far in determining her later
behaviours” (Scanlon, 2005). By introducing inexperienced Moll's
initial goal to become a gentlewoman who earns her own money not
to be in service, the narrating self, who is now a Gentlewoman as the
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nurse has identified, ironically reveals the direction in which Moll
will evolve.

Moll Flanders also uses her narrating self to justify her
vicious acts while recollecting her memories here and now. Older
and experienced Moll blames her vanity, “the common Vanity of my
Sex” (Defoe, 2001), for the temptation of her younger self by the
elder brother, the brother of her first husband, in Mrs Mayoress’
house when she looks at her past retrospectively. Moll enjoys
hearing other people talking about her since she does not have self-
definition, but a definition given and attributed by others. Moll
misinterprets the praise of society with flattering words and
payment, and defines them as a means to enter and be accepted by
society: Moll, as the experiencing self, takes her chance as a
beautiful girl in pursuit of being a gentlewoman to survive since she
is “a great fortune” (Defoe, 2001). In her seventeen and eighteens,
Moll discovers her beauty and talents are far above the daughters of
the house and also are praised highly by the members of the family
both by money, comments, and compliments which result in her
ruin: “I was too vain of, was my Ruin, or rather my vanity was the
Cause of it...It is true, | had my Head full of Pride, but knowing
nothing of the Wickedness of the times, I had not one Thought of my
own Safety or of my Virtue about me” (Defoe, 2001). While “Moll
as narrator strives to convince us of her initial naivety and vanity,
characteristics which are reinforced by their retention in her
narrative” (Bell, 1985), the narrating Moll also foreshadows her ruin
and also warns her listener/reader as a wise old woman by criticizing
her younger experiencing self. Therefore, the narrating self, the
experienced Moll, conveys her first moral lesson by directly

speaking /writing to her imaginary listener/reader about how
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inexperience, lack of assistance from family and friends and also the
elevation of vanity over virtue: "If my Story comes to be read by any
innocent young Body, they may learn from it to Guard themselves
against the Mischiefs which attend an early Knowledge of their own
Beauty” (Defoe, 2001). Moll reflects that when a young woman
perceives herself as beautiful, she is prone to trust any man who
declares to be in love with her. This confidence in her attractiveness
makes her susceptible to expecting romantic advances. Moll then
warns young women that vanity can easily lead them astray, serving
as a reminder of how pride can overpower virtue. Thus, Moll
Flanders and her story is "a fair Memento to all young Women"
(Defoe 2001). At one level, the narrating Moll is always aware of
her vicious acts, and she dexterously justifies the plausibility of her
deeds or at least rationalizes them. Moll’s recollections of her past
life are a “fair memento” that supplies all possible moral teachings
for young women who may fall into the same misperceptions in real
life. The narrating Moll foreshadows her ruin both with her affair
with the elder brother and the marriage with the younger brother and
also warns her listener/reader as a wise old woman by criticizing her
younger experiencing self who “saw the Cloud, tho’ did not foresee
the Storm” (Defoe, 2001). The experienced narrating self of Moll
warns young innocent women, especially about men. Moll’s explicit
judgments about men are the outcome of her almost seventy-year-
old life in which she has married five times, “lain with two Brothers,
and has had three Children by her own Brother!” (Defoe, 2001), has
been mistresses several times and “has lain with thirteen Men”
(Defoe, 2001). Moll notes that men frequently disregard the harm
they cause as insignificant, emphasizing how self-interest can

override affection, “Honour, Justice, Humanity”, and even Christian
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values, and principles (Defoe, 2001). The experienced narrating
Moll realizes the loss of some possible advantages in this wicked
relationship with both brothers in retrospection. The present Moll is
a woman who can “Deceive the Deceiver” (Defoe, 2001) as a woman
who has been “trick’d once by that Cheat call’d LOVE” (Defoe,
2001). Thus, Moll’s “Pride, not her Principle, her Money, not her
Virtue, kept her Honest” (italics are mine) (Defoe, 2001). In this
respect, while recollecting her earlier memories, narrating Moll
regrets letting her chance to exploit the younger brother slip by since
she “might have made my own terms with him; and if I had not
capitulated for an immediate marriage, I might for a maintenance till
marriage, and might have had what [ would; for he was already Rich
to Excess, besides what he had in Expectation” (Defoe, 2001). The
interference of experienced Moll both reveals and foreshadows the
essence of her future relationships and marriages since “Game was
over; I was resolv’d now to be Married or Nothing, and to be well
Married or not at all” (Defoe, 2001). Therefore, the experienced Moll
reconstitutes the idea of marriage irrespective of love, beauty and
virtue and thus grants a justification for her later indecent
relationships with men: “That Money only made a Woman
agreeable” (Defoe, 2001). The narrating Moll speaks directly to “the
ladies who put themselves below the common Station of a Wife” and
warns them not to be “Cheap and Easy” (Defoe, 2001) and to be well
aware of their real price and to appreciate the advantages that they
will obtain; otherwise, this ladies will “prepare their own
Mortifications, by their submitting so to be insulted by the Men
before-hand, which I confess I see no Necessity of”” (Defoe, 2001).

The narrating Moll leaves the moral lesson and judgement to

the reader most of the time: “leave it as a caution to the Readers of
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this Story” (Defoe, 2001), “I leave the Readers of these things to
their own just Reflections, which they will be more able to make
effectual than I, who so soon forgot my self, and am therefore but a
very indifferent Monitor” (Defoe, 2001), “I leave the Reader to
improve these Thoughts, as no doubt they will see Cause, and I go
on to the Fact”(Defoe, 2001) as the editor in the Preface warns the
supposed reader that all these moral arguments, ambiguities and
teachings in Moll Flanders’ autobiography are “recommended to
those who know how to Read it, and how to make the good uses of
it” (Defoe, 2001). Like the editor himself, as the experienced
narrating self, Moll also secures herself as a penitent woman for the
vicious deeds and crimes she has experienced and takes no
responsibility for most of the moral deductions that will possibly
occur dualistically for readers not to “offend the delicate sensibilities
of certain readers” (Langford, 1992). The social and moral criticism
is left to the reader to be comprehended and judged between the
lines. For instance, in the episode where Moll steals a golden
necklace of a little child returning from dancing school, Moll
configures her stealing act, which is an immoral deed, into a moral
lesson for the parents. Moll also robs a drunken man and again she
claims that robbery is a means to “reform” his virtuous deeds. As
Caton states “The reader is left in an epistemological haze whereby
a quality like immorality appears not to have any referent. Language
has been turned upside down by a rogue ‘logic’ that can turn evil into
good” (Caton, 1997).

Moll Flanders, after her banker husband dies, has to make a
challenging decision: a deal with the Devil himself. At the age of
forty-eight, she is no longer appealing enough to marry, and the

financial catastrophe compelled by her husband’s commercial
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defeats has left her an impoverished widow. Like many women in
London who are deserted by friends and left with little to no financial
protection, she is pushed toward a life formed around crime. Initially
terrified, Moll’s first experience with theft feels like a battle with the
Devil himself, who, as she notes, “never fails to find opportunity for
that Wickedness he invites to” (Defoe, 2001). The experienced
narrating self, Moll, stirs empathy of the reader for herself and
justifies her lifelong vicious and sinful deeds with the hand and
temptation of the Devil “which it is not in the Power of Human
Nature to resist, and few know what would be their Case if driven to
the same Exigences” (Defoe, 2001). In this respect, in the episodes
of her criminal mature life, the reader cannot find the voice and
interference of the narrating self, which is intentionally left out to
stir sympathy with Moll’s vicious deeds as a woman left without
financial support, familial assistance and acquaintances.

As Moll Flanders comes to the present time in her narration,
readers sense the narrating self more by giving an exact account for
her reasons to publish her autobiography: “as the publishing this
Account of my Life is for the sake of the just Moral of every part of
it, and for Instruction, Caution, Warning and Improvement to every
Reader, so this will not pass I hope for an unnecessary Digression
concerning some People being oblig’d to disclose the greatest
Secrets either of their own or other Peoples Affairs” (Defoe, 2001).
Moll's retrospective narration of her life which deals with “the
complex combination of spiritual and material issues with moral
choices (which) daily life customarily involve” (Watt, 1957) is based
on her claim to have repented for her vicious deeds and sinful life.
Moll's lifelong aim as an outcast is to evolve into a socially

respectable and acceptable role and thus, as a later penitent, she
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reshapes earlier experiences in her recollection of her life to fit into
a penitent's more secure and moral life. Moll's story is one of “a
successful mistress, thief, pick-pocket, and bigamist whose setbacks
are only temporary and who ultimately flourishes in a secure and
well-provided old age” (Langford, 1992).

Conclusion

In conclusion, Moll reflects on her past experiences, desiring
to convey both her initial responses and her later thoughts
simultaneously. This approach has two different perspectives: one of
Moll as the suffering heroine, forced by desperation and a powerful
will to survive, and another of Moll as the narrator, detached from
her narrative and demonstrating her experiences and adventures to
caution "the reader". Her entire narrative is shaped around her battle
for financial guarantee. The contradictions stemming from this dual
viewpoint of Moll, introduce noteworthy questions about the
genuineness of her repentance. Moll’s ability to recognize and admit
her previous misdeeds positions her as a more reasonable and
reflective narrator, alienating herself from the kind of self-righteous
moralizing that fails to account for personal fault (Rogers, 1979). In
Moll Flanders, Defoe does not offer a static or remote point of view,
indeed, "Defoe seeks to exploit the homogeneity of Moll as a
character and as narrator" (Bell, 1985). Moll narrates her life from a
point of security at the age of almost seventy and the editor in the
preface alerts us to Moll’s retained volatility through insecure and
secured points of view of the experiencing self and narrating self
respectively. The retrospective first-person narration in Moll
Flanders 1s used as a medium to construct the fictional
autobiography of famous penitent Moll Flanders on a debatable base.
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Defoe has used fictional autobiography as a basic structuring form
for Moll Flanders and he has also suggested issues significant to
autobiographies, such as problems of objectivity and self-knowledge
through the two central characters, narrating self and the
experiencing self of Moll and provides a moral lesson,
foreshadowing her acts as a warning and justification for the retelling
of a lifelong sinful but lately penitent woman.
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CHAPTER 11

The Theory of Modern Poetry

Mehmet Ali BASARAN!

Introduktion

The etymological roots of the word lyric date back to
antiquity. The German noun Lyrik originates from the French
adjective lyrique, which itself derives from the Latin lyricus and
Greek lyricos. The Greek noun [yra denotes sung poetry, such as the
ode and hymn. In German, /jra translates to Leier (lyre) (Braungart,
Rick, Grubmiiller, et al., 2000, p. 499). In German-language texts,
word formations such as lyrical songs and oden (from Latin Lyrica)
are encountered (DWDS). These terms reference the sung quality of
poetic forms that were composed by ancient Greeks and Romans up
until the 18th century. Starting in the 18th century, music gradually
disappeared from the semantic domain of this concept. The term
Lyrik, in its contemporary sense, emerged in France around 1810
(DWDS).

' Dr. Ogr.Gor., Bartin Universitesi, YDYO, Almanca Boliimii, Bartin/Tiirkiye, Orcid: 0000-
0002-1750-848X



In literary terms, /yrics are understood as poetry in verse
form (Weber, 2009, p.5; Hinderer, p.563; Hasenstab, 2008, p.5). In
general, Lyrik is regarded alongside epic and drama as one of the
"three fundamental literary genres" (Feldmann, 2010, p.5; Geyss,
2002, p.9; cf. Hasenstab, 2008, p.5; cf. Weber, p.5). Hasenstab
(2008, p.5) defines it as sung poetry, Lamping (1993, p. 63) as a
single voice in verse, Weber (2009, p.5) as the most subjective form
of poetry, and Bernhart (1993, p. 359) as the absolute expression of
a mindset. These quotations highlight both the content and structural
characteristics of Lyrik. Each description emphasizes a specific
dimension of the word: Weber, Hinderer, and Hasenstab focus on
the external metrical structure of verses; Hasenstab emphasizes the
sung quality and the relationship between music and lyrical texts;
Lamping, Bernhart, and Weber foreground the subjectivity and
monologic language of lyrical poetry.

The Meydan Larousse Encyclopedia (1960, p.11-12) refers
to the musical essence of ancient lyrical texts and to modern poems
with an emotional language and subjective style of presentation:
Lyric poetry in ancient times was poetry recited with a musical
instrument (cf., 1960, p. 11-12). The ancient Greeks understood lyric
poetry as a poetic form expressed with dance or a musical
instrument. Today, poems written in passionate and enthusiastic
language that express the common feelings and inner world of the
author are called Lyrik (cf., 1960, p.11 - 12).

The literary expressions Poesie, Dichtung, and Gedicht are
often used as synonyms for Lyrik (DWDS). Their overlapping
semantic boundaries are not easily distinguishable. Over time, the
meanings of these words have evolved. Until the 18th century,
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Poesie was used for texts in verse. From that century onward, its
meaning expanded; it no longer referred to a single genre, but rather
to all literary texts (cf. Braungart, Rick, Grubmiiller, et al., 2000, p.
97). For Goethe, all three literary genres (epic, drama, and lyric) are
“natural forms of poetry” (Goethe, 1819, p.126). In contrast to
Dichtung, which from the beginning included not only lyrical but
also epic and dramatic texts, Gedicht holds the same meaning: a text
in verse (cf. Braungart, Rick, Grubmiiller, et al., 2000, p.97). Lyric
referring to both the written and verbal product and the production
of texts in verse, is the umbrella term for Gedicht, which refers to
individual written lyrical texts (*The Princeton Encyclopedia of
Poetry and Poetics, 2012, p.858).

In his article Lyric: Problems of Definition, Wolf (2005,
p.22) addresses the subject of Lyrik and presents nine fundamental
characteristics of it: (1) “Lyrik is at least a verbally performative
genre,” differing from dramatic verbal performance through its lack
of dramatic role-play. (2) The brevity and conciseness of lyrical
words, phrases, sentences, and texts generally contrast with long
dramatic and epic texts. Every word carries a maximized semantic
meaning. (3) The language of lyrics is distanced from everyday
language. Through metric structure, rich semantic diversity, and
linguistic techniques like metaphor, lyric diverges from epic and
drama. (4) Visually or structurally, the lines of verse are arranged in
a specific measure, arranged by metrical techniques to establish a
rhythmic harmony. Rhythm and meter in the language relate to
music. Bernhart (cf., 1993, p.359) speaks of the musicality of lyrical
language. (5) Self-reflexivity and self-referentiality are key features
of lyrics. Through rhythmic and rhetorical devices, it forms an

artificial construct, showing itself. Unlike other genres, it does not
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concern itself with a problem but is itself the problem. It is not a
means of knowledge transfer; it is the goal of the action itself. It is
not an object but the subject. (6) The sixth characteristic of lyric is
the immediate consciousness that emerges in the lyrical text,
attributed to monologic language. Wolfgang W. Miiller (1979) calls
this the “lyrical I.” The sixth fundamental element of lyric is
debatable, as many lyrical texts do not have a lyrical I. Like epic
forms, a third-person narrator may appear. (7) The seventh
characteristic is the subject-centered presentation, unlike the object-
centered nature of epic and drama. The attitudes, thoughts, and
especially feelings of the subject, or poet, shape the lyrical form,
with the object largely ignored. Instead of concrete events,
impressions aroused in the subject’s inner world are presented. (8) It
has hardly any chronological or causation-oriented presentation.
Unlike chronologically ordered events, lyrical texts largely lack a
linear, chronological mode of representation. (9) The last feature is
a fictional world with little resemblance to the real world, its
boundaries set by the poet's imagination.

The distinction between the literary genres’ lyric, epic, and
drama has been drawn since Greek antiquity. As an umbrella term,
lyric has been used synonymously with Poesie, Gedicht, and
Dichtung since the 19th century (The Free Encyclopedia).
According to P.B. Shelly, Lyrik is the expression of imagination
(Shelly, 2003, p. 20, in cf., Hollerer, 2003, p.20).

The first concrete definition and classification of the literary
genres can be traced to the renowned German poet Goethe. In his
work Notes and Actions to the West-Eastern Divan (Goethe, 1819,
pp. 126-127), he refers to them as "natural forms of poetry." In
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contrast to epic and drama, whose characteristic constructs are easily
defined, the lyrical genre is complex, resisting categorization as an
independent structure with specific characteristics. Goethe
highlights this difficulty with the following words:

"So wondrously are these elements intertwined, the types of
poetry so manifold to infinity, and therefore so difficult to find an
order by which one could arrange them side by side or sequentially.
One can help oneself somewhat by placing the three main elements
in a circle opposite each other and finding model pieces where each
element reigns supreme on its own. Then, one collects examples that
lean towards one side or another until finally, the union of all three

appears, thus closing the whole circle upon itself" (1927, p.120).

According to Wolf (cf., p. 22), the definitional problem lies
in the rapid transformation of its structural form: originally among
ancient poets, it was marked by music. After a long hiatus, the term
reappeared in the Middle Ages with a similar sung character. Goethe
refers to literary genres as ‘“natural forms of poetry” and
characterizes them through a single feature: “The clearly narrative,
the enthusiastically excited, and the personally acting epic, lyric, and
drama” (cf., Goethe, 1819, pp. 126-127). From this, one understands
that narrative texts belong to epic, excited and emotionally presented
texts to lyrics, and dialogue-structured texts to drama. The question
of whether these three genres are separable is generally answered in
the affirmative. However, a blend between them can also be
observed. In this context, Goethe (1819, pp. 126-127) refers to the
Greek dream play, which combines all three genres, to ballads,
which connect lyrical and epic structures, and to Homeric heroic
poetry, which is presented in an epic form. In the Homeric epic, all
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types and components of human education are reunited and

interwoven.

In summary, we define the term Lyrik and briefly point out
its main characteristics. lyric is one of the main genres of literature.
It refers to poetic texts in verse form. Additionally, it encompasses
all text forms with content-related features such as subjectivity.

1.Basic Terms of Lyric Poetry

The fundamental terms of lyric poetry are categorized into
two groups: structural (such as stanza, verse, meter, rhyme, rhythm,
etc.) and rhetorical (metaphor, image, simile, personification,
euphemism, litotes, irony, cipher, etc.) terms.

1.1.Structural Terms of Lyric Poetry

Structural terms refer to the formal, concrete, visual, and
metric aspects of poetic texts. The organization of letters with
specific acoustic qualities, as well as the number of verse lines,

defines the structural elements of lyric poetry.

1.1.3. Stanza and Verse

Each "group of verses in a poem" is called a stanza, and each
line within a stanza or a lyrical text is known as a verse. The stanza
refers to a portion of a lyrical text and represents a unit in the visual-
graphic and acoustic-rhythmic segmentation of verse texts
(Braungart, Rick, Grubmiiller, et al., 2000, p. 528). In other words,
it is a grouping of verses that share characteristics such as rhythm,
line length, meter, and rhyme scheme. The number of verses in a
stanza is not strictly regulated, as it depends on the poet, the theme,
and the form of the poem. However, each stanza must consist of at
least two verses (Braungart, Rick, Grubmiiller, et al., 2000, p. 528).
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1.1.3. Rhyme

In a broader sense, rhyme is the connection of words with
similar sounds. More specifically, it involves the repetition of a
stressed vowel and the sounds that follow it while maintaining
different initial sounds. If the rhyme (repeating sound) appears at the
end of the verse, it is known as an end rhyme. Common types of end
rhyme include couplet rhyme, cross rhyme, chain rhyme, and
embracing rhyme. A rhyme following the form aa bb is a couplet
rhyme. Cross rhyme appears in the form ab ab. When all end rhymes
within a stanza are the same (aaaa), it is called a “heap rhyme.” A
rhyme in the form aba bcb cdc is a chain rthyme, while a structure
where the first- and fourth-lines rhyme as well as the second and
third is called an embracing rhyme (abba). Rhyme within a verse line
is known as internal rhyme, which may involve the repetition of a
letter or word in a certain pattern. Alliteration, assonance, and
anaphora subforms of internal rhyme. Repeating the same consonant
within a verse line is alliteration (e.g., Bei Wind und Wetter).
Assonance is the repetition of the same stressed vowels in at least
two words. Anaphora is the repetition of a word at the beginning of
two or more successive verses (Kayser, 1992; Pospelov, 2005, pp.
419-435; Zimmermann, 1987, pp. 62-64).

1.1.4. Meter

"Meter refers to a regular sequence of stressed and unstressed
syllables" (Zimmermann, 1987, pp. 60-62). Stressed syllables are
called "stresses" and unstressed ones "unstressed." Stresses are
indicated with (-) and unstressed syllables with (U). Metrical types
vary based on the sequence of stresses and unstressed syllables

within a verse line. Common types include iambic, trochaic,
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anapestic, and dactylic meters, among others. For example, if a verse
begins with an unstressed syllable followed by alternating stressed
and unstressed syllables, it is called an iamb (U - U - U -). If it begins
with a stressed syllable, it is known as a trochee (- U - U). An anapest
consists of two unstressed syllables followed by a stressed one (U U
-), while a dactyl has a stressed syllable followed by two unstressed
syllables (- U U) (Kayser, 1992; Zimmermann, 1987, pp. 60-62).

Other notable forms of meter include the Alexandrine (a
twelve- or thirteen-syllable verse in iambic meter, with six stresses
and remaining unstressed syllables), blank verse (meter used in
dramas without rhyme), Knittelvers (a line with four stresses,
alternating between iambic and trochaic meter), hexameter (a verse
with six stresses in dactylic form), pentameter (a verse with six
stresses in dactylic meter, where the third and sixth syllables are
stressed only), and cadence, which refers to the "rhythmic-metrical
arrangement of verse endings" (Kayser, 1992; Braungart, Rick,
Grubmiiller, et al., 2000, pp. 42, 212-213, 598).

1.2.Rhetorical (Linguistic) Terms of Lyric Poetry

In terms of rhetorical elements, lyric poetry stands out among
the three primary literary genres. Lyric texts frequently employ
various rhetorical or linguistic devices that enhance the expressive

power of language. Below are descriptions of some of these.

Metaphor: When a word or phrase is used not in its literal
but in a figurative sense, it is a metaphor. There is a connection based
on formal similarity between the literal and the figurative meanings.
Unlike a simile, a metaphor presents this similarity indirectly. For
instance, in the sentence “She is an angel,” “angel” serves as a

metaphor. While the resemblance between the intended (she) and the
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expressed term is conveyed indirectly, a simile makes this
connection explicit with comparison words like "like" or "as if'":
“She is like an angel” (Zimmermann, pp. 64-66; Kayser, 1992).
Image: An image is a metaphorical representation; for example, a
footballer like Maradona, a linguist like Chomsky. Personification:
A form of metaphor where concepts, objects, and animals are given
human qualities, e.g., “the trees dance,” “linguistics and literature go
hand in hand” (Zimmermann, pp. 64-66). Euphemism: The use of a
gentler term for something unpleasant. Examples: “full-figured”
instead of “fat,” “to pass away” instead of “to die.” Hyperbole: An
exaggerated statement often used colloquially. Example: “I’ve told
you a thousand times.” Litotes: A positive expression achieved by
negating its opposite. Example: “We didn’t work a little” (meaning
“we worked a lot”). Irony: The expression of a meaning opposite to
the literal one. Irony can be detected in the speaker's tone or
emphasis, e.g., “Today you’re really working hard; what’s too much
is too much.” Cipher: A symbol or code whose content is enigmatic
and not easily decipherable (Zimmermann, 1987, pp. 65-69;
Pospelov, 2005, pp. 346-386; Kayser, 1992).

2.Forms of Lyric Poetry
2.1.0de

Ode (from Latin: 6dé, Greek: 6dé) is a long, non-rhyming
poetic form divided into stanzas (DWDS). In ancient Greek and
Roman cultures, the term ode encompassed all types of songs. In
contemporary literature, it refers to a poem composed of multiple
stanzas with a uniform rhyme structure. Typically known as a "song
of praise" (Zedler, 1740, pp. 446-454), the ode is seen as a "not
entirely popular form of poetry" (Bouterwek, 1806, pp. 250-354). In
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ancient times, all singable strophic poems were considered odes,
though most German odes were not composed to be sung (Viétor,
1961). An ode may have a fixed meter (rthythmic) or free rhythm,
with stresses and unstressed syllables arranged according to set rules.
Expressive and suited to the grandeur of its themes, an ode often
explores public topics such as politics, religion, and morality, as well
as private ones like love, friendship, and nature. Generally, an ode
addresses the tension between ideal and reality (Zimmermann, 1987,
p- 72). Notable ode poets include Horace, Pindar, and Klopstock.
The three main types of odes are the Pindaric, Horatian, and
Klopstockian (Bouterwek, 1806, pp. 250-354; Zimmermann, 1987,
pp. 71-72).

2.2. Hymn

The term hymn refers to a lyric text written for singing,
whose primary theme is the praise of a sacred figure. Over time, it
has evolved into a song with a solemn and exalted tone. Its themes
may be drawn from both private and public life. With its expression
of intense enthusiasm, the hymn resembles the ode. It has no strict
rules for rhyme, rhythm, or stanza structure. Hymns are generally
spiritual, cultic, and religious in nature, with prominent motifs of
honoring, praising, and worshiping deities (Schmid, 1767, pp. 302-
308; Zedler, 1740, pp. 446-454). An example of a hymn from

German literature is:

,IM PARK

Rubinen perlen
schmiicken die

Fontinen

Zu boden streut sie
furstlich
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jeder strahl

In eines teppichs
seidengriinen stréhlen.

[...]° (George ,1987,
S.11).

2.3. Elegy
Elegy is a unique form of poetry, reflecting the poet’s

personal experiences, matters, and particularly sorrows. Originating
in Greece, an elegy is characterized by themes of longing,
resignation, and grief. Its language is sentimental and employs
impactful words. The elegy also leans toward an epic style through
its clear and detailed structure, which is reflected in its syllabic
meter. A gentle melancholy is intrinsic to the nature of the elegiac
genre (Zedler, 1740, pp. 446-454). An example of an elegy from

German literature:

,2Amor bleibet ein Schalk, wer
ihm

Vertraut, ist betrogen!
Heuchelnd kam er zu mir:
Traue mir dieBmal nur noch.
Redlich meyn ichs mit dir, du
hast dein Leben und Dichten,
Dankbar erkenn ich es wohl,

meiner Verehrung geweiht.”
(Goethe, Elegie, Rom, 1789, s. 1-44).

2.4. Song
Song similar to a hymn, is a sung form of poetry or an
instrumental piece with no spoken words. It generally consists of

short verses. A song only comes into being when written poetic texts
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are set to music. Songs typically include a refrain, which is the
repeated section of a verse. Various types of songs differ in terms of
themes, functions, or their structural and thematic features. Some of
these are folk songs, love songs, and daily songs (see Zimmermann,
1987, pp. 71-73).

2.5. Sonnet

Sonnet is one of the fundamental forms of lyric poetry. The
term “sonnet” initially refers to the well-known, artful lyrical form
with rhyme. The sonnet is considered the most sophisticated form of
poetry. It is composed of metric elements, two quatrains, and two
tercets. The theme of the sonnet often involves the relationship
between a young man and an angelic woman, with topics such as

beauty and the fear of losing a loved one (Rick, 2010, p. 3).

From the 16th century, the sonnet in Italy was understood as
a musical piece composed for solo or choir. It consists of various
sections, rhythmically divided in distinct ways. Originating in Italy
in the 16th century, it spread throughout Europe. Beethoven,
Schumann, Brahms, Franck, and Debussy are among the most
famous composers of the sonnet (Grolier International Americana
Encyclopedia, Vol. 12, 1993, p. 127). An example can be seen in
Shakespeare’s sonnets.

»Seh’ ich, wie alles, was da wéchst
und steigt,

Nur kurze Zeit in der Vollendung
wiahrt;

Wie diese Welt uns nur Schaubilder
zeigt,

Vom mystischen Einflufl der Gestirn
erklart;
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2.6. Ballad

Ballad combines lyrical, epic, and dramatic elements. Often
presented in dialogue form, it depicts extraordinary events and
human experiences, particularly in challenging situations. It
generally ends tragically and is developed with a dramatic structure.
Characteristics like stanza form, singability, and refrains connect it
to lyrical poetry. The ballad belongs to lyrical poetry with a
structured poetic form, rhyme, and fixed meter. It does not feature a
lyrical "I"; rather, the narrative character is easy to identify.
Additionally, it is known as a narrative poem. There are two types of

Merk ich, dal Menschen sich wie
Pflanzen mehren,

Belebt vom selben Himmel und
gehemmt,

erst stolz im jungen Saft, dann sich
verzehren,

Bis die Vergessenheit hinweg sie
schwemmt:

Dann fiihrt der Blick auf dies
bestdnd’ge Wandeln

Dich, reich an Jugend, vor mein
Angesicht,

Um den die Zeit und der Verfall
schon handeln,

Wie Nacht verschlingen soll dein
junges Licht;

Und kdmpfend mit der Zeit in steter
Treu,

Wie sie dir etwas nimmt, pfropf ich
dich neu.” (Shakespeare, 1871, s.15.)
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ballads: the medieval folk ballad and the modern art ballad (see
Zimmermann, 1987, p. 70).

,,Der Handschuh

Vor seinem
Lowengarten,

Das Kampfspiel zu
erwarten,

SaB} Konig Franz,

Und um ihn die GroB3en
der Krone,

Und rings auf hohem
Balkone

Die Damen in schénem
Kranz [...]“ (Schiller,
1797).

2.7. Epigram

Epigram derives from the Greek word epigraphein, meaning
an inscription carved onto stone, a monument, or a gravestone. The
epigram is a small form of lyrical poetry that originated in antiquity.
It is characterized by brevity, wit, commentary, and verse form and
means "inscription." It emerged from texts like inscriptions on
gravestones or vessels. Today, expressive statements in novels,
dramas, poems, or conversations can be referred to as epigrams.
Ancient poets like Catullus and Martial, French poets such as
Clément Marot and Voltaire, and the German poet Goethe are
regarded as significant representatives of this poetic form
(Anabritannica General Encyclopedia, Vol. 8, 1986, p. 221;
Zimmermann, 1987, p. 71).

Example:

“To be ruled like a Frenchman the Briton is loth, yet in truth
a direct-tory governs them both.” (Coleridge, 1921, p. 166).
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3. The Theory of Modern Poetry

The term "modern" refers to the latest fashion, the freshest
scientific, technical, and social development (Kempcke, 2000, p.
682). It derives from the Latin adjective modernus, meaning
something new. Until the 18th century, it was used as a contrast to
“old.” Anything that was old was called modernus (DWDS).

Modernity describes an era born from social, technical, and
literary transformation, with roots reaching back to the second half
of the 19th century (Henne, 2010, p. 2). The origin, formation, and
development of the modern age were largely driven by industrial and
technical revolutions. "The urbanization of society" and scientific
advancements, especially in natural science, required literature to
take on a new form (see Henne, p. 17). Henne (2010, p. 5) points out
the diversity of modernity, driven by a multitude of influences. In
the German-speaking world, literary works emerging between 1850-
1920 are referred to as “modern” (Iser, 1966, p. 543). Modern
literature is characterized by standing in contrast to traditional
literature. In this regard, Henne (2010) explains that "literary
modernism is primarily a language project that seeks new paths and
questions literary traditions."

From the 18th century onwards, authors referred to their era
as the "New Age," indicating a fundamental difference from
antiquity and a desire to break with it (Kiesel, 2004, p. 13). Although
since late antiquity, authors expressed their cultural distance from
antiquity with the terms new and modernus, the first awareness and
deliberate engagement with modernity came in 1886-87 in the Berlin
Magazine for Literature at Home and Abroad and in the General
German University Newspaper. The six published theses presented
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the idea that brings the new era to life: “Our highest artistic ideal is
no longer antiquity, but modernity” (Kiesel, 2004, p. 13).

One of the most important attempts to sever ties with
antiquity came during the Sturm und Drang period. Authors of this
era no longer wanted to be guided by the strict rules of ancient
literature but by free-spirited songs (Kiesel, 2004, p. 14). According
to Kiesel (2004, p. 32), modern literature includes literary directions
that establish a connection through their overcoming character:
naturalism, activism, futurism, Dadaism, and surrealism. This
overcoming takes three forms: (1) through organic transcendence,
(2) through abrupt and sharp presentation, and (3) through
combination.

When, where, and how modern poetry begins, which poets it
includes, and up to which year lyrical poems are considered modern
are questions with various answers. Due to the different
developmental timelines of national poetry, it emerged in France
around 1850, in Italy in the 1870s, and in Spain, Portugal, and
England at the beginning of the 20th century. In his Structure of
Modern Poetry, Hugo Friedrich claims that modern poetry is an
international phenomenon with Baudelaire as its foundational
representative (Friedrich, p. 19 in: Lamping, p. 134). According to
Lamping, all poetic texts that appeared between 1890 and 1900,
deviating from traditional norms, belong to modernity. Modern
lyrical texts differ structurally (e.g., meter, verse) and linguistically
(e.g., speech types) from previous movements.

Poet Lamping (2010, p. 140) categorizes modern German
poetry into three phases: The first phase begins around 1890 with
Hymns by Stefan George and Phantasus by Arno Holz. With Hymns,
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the deviation from realistic experiential poetry begins, and
metaphorical alienation becomes the main characteristic. Phantasus
breaks away from traditional metric verse structure and employs free
verse. The second phase consists of three opposing directions within
modern German poetry: (1) formal traditionalism, marked by anti-
realistic montage; (2) Brecht's social realism, which favors free verse
and is characterized by metaphorical alienation; and (3) a naturalism
with a magical form of alienation (see Lamping, p. 141). The third
phase begins in the 1930s and 1940s, modifying the first and second
phases and emerging through the interplay of multiple directions,
including hermetic poetry, concrete poetry, and political poetry (see

Lamping, p. 141).

As briefly mentioned, modern poetry differs from traditional
poetry in its multi-dimensional sense, free rhythms, and meters.
According to Gilinter’s view (1979, pp. 345-361), reading modern
poetry is mysterious and closed off, leading to misunderstanding of
modern lyrical poems. Gilinter describes it as the “decay and loss of
a meaningful world” (see Giinter, pp. 345-361), signifying a

departure from the ancient worldview.

Ursula Lange (1970, p. 223) questions the stylistic unity of
modernity and argues that it is difficult to speak of a general modern
style. She also claims that lyrical modernity goes hand in hand with
tradition. Additionally, she refers to the negative criteria
(abnormality, dehumanization, sensory unreality, dematerialization,
dissonance) of modern poetry and concludes that breaking away
from tradition is not the sole aim of modern poetry. Alongside these
negative criteria, she lists the positive ones: suggestion, language
magic, metaphor, and overlay techniques. Another noteworthy
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statement by Ursula Lange (see p. 227) is that the language of
modern poetry "possesses an unprecedented level of freedom in
movement and design, allowing it to remain open to constant
experimentation."

The traditional boundaries of lyrical poetry are hardly
visible. "The driving force of linguistic function was unleashed to
the point of exaggeration, to excess, to the destruction of coherence"
(Eluard, 1963, pp. 160-163 in: Hollerer, 2003, pp. 512-513). This
exaggeration appears in the following “Image Poem” by Kurt

Schwitters (www.merzmail.net).

Ursonate
Zitt tpsiilon iks (normal)
Wee fau Uu
Tee éss arr kuu
Pee Oo dnn &mm
Ell kaa Ii haa
Gee iff Ee dee zee beee Aaaaa
This text contains neither literal meaning, rhetorical
elements, nor metric structure. It consists solely of a sequence of

consonants and vowels. Rhythm emerges in other passages of the
Ursonate.

dll rrrrr beeeee bo
dll rrrrr beeeee bo fiimms bo,
rrrrr beeeee bo fiimms bo wo,

beeeee bo fiimms bo wo téa,
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b6 fiimms b6 wo tida
z4aa,
fimms bo wo tia
zaa Uu:

Modern poetry no longer deals with everyday problems or
human misfortune, as "everything in life appears absurd to [the
poets]." Tristan Tzara expresses this indifference toward social
issues with the following words: “[...], it will be poorly done, but we
don’t care” (1998, pp. 5-12 in: Hollerer, p. 518). He explains the
philosophical background of Dadaist (a modern movement) poetry,
which defines the thematic, technical, and linguistic content of the
text. It involves a rejection of literature's social function, expressing

his disdain for the reality of life.

,»Die Anfinge Dadas waren
nicht die Anfénge einer Kunst, sondern
die eines Ekels. Ekel vor der
Erhabenheit der Philosophen, die uns
seit 3000 Jahren alles erkldrt haben,
Ekel vor der Anmaf3ung jener Kiinstler,
die sich als Stellvertreter Gottes auf
Erden gebaren, [...] Ekel vor all den
katalogisierten Kategorien, Ekel vor
der Trennung zwischen Gut und Bose,
Schon und hésslich, [...] Ekel
schlieBlich vor der jesuitischen
Dialektik, die alles erkldren und in
armselige Gehirne abwegige, stumpf

gewordene Gedanken bringen
kann,[...]* (1998,s.5-12 in: Hoéllerer, s.
518).

Eugenio Montale (1976, pp. 28-38, in: Hollerer, p. 534)
summarizes the development and transformation of the relationship
between poetry, music, and painting from antiquity to modernity.
Initially, music and poetry were closely connected, with a new
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tendency toward architectural forms, leading to the creation of
stanzas and meter. With modernity came a new shift toward visual
and pictorial poem forms that connected with painting. Currently,
there are numerous modern poems that are linked to the art of

painting, some of which we will present as examples.

o $18 <t
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KOLAR JIRI KOL LAR JIRI KoLA

m.z..gna i

1 u;|

Reinhold Koehler 1 | Schmetterling fiir Jiri Kolar 1969

Reinhard Dohl's (1969) painterly poem, or onomatopoeic
poetry, resembles no traditional poem, both formally and in terms of
content. It lacks classical structural elements such as stanza and
meter, and there is no meaning attached to each word. It no longer
serves any social, educational, or political function. In exploring the
characteristics of modern poetry, a new technique emerges: gestural
narrative style. According to Bertolt Brecht (1986, pp. 358-365, in:
Hollerer, 2003, pp. 544-550), the gestural technique “means that
language should entirely follow the gestures of the speaking person.”
These poems exhibit regular rhythms and rhymes, Brecht observes
(cf,, 358-365, in: Hollerer pp. 546-547). By observing
demonstrations, Brecht (cf., 358-365, in: Hollerer pp. 546-547)
discovered how to create irregular rhythms from irregular, unrhymed
verses. The works cry out rhythmically and follow the gesture:
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Someone rings:
»Wir ha-ben Hun-ger*

., Helft euch sel-ber, wihlt Thdl-mann

Inspired by the imitation of demonstrators, he composes the

following verses in a rhyme-free and irregular manner:

,, ja wenn die Kin-der Kin-der blei-ben, dann
Konn-te man ih-nen im-mer Mdr-chen er-zdih-len
Da sie a-ber dl-ter wer-den

Kann man es nicht (vgl., 358-365, in: vgl. Hollerer s.546-547).

The structure relies on the irregular rhythm of the syllables.

It is not intended for reading, but rather for shouting.

4.Conclusion

Lyric poetry is one of the fundamental literary genres. It
includes texts that feature specific content, language, formal, and
structural characteristics. A lyric poem is created through the
interplay of structured features like stanza, verse, meter, rhythm,
rhyme, and linguistic or rhetorical devices like metaphor, imagery,
simile, personification, euphemism, irony, litotes, etc. A stanza is a
unit of verses sharing similar characteristics. Each line within a
stanza is called a verse. Meter refers to the rhythmic pattern between
stressed and unstressed syllables. Rhyme is the repetition of the same
letters, syllables, or words within the stanza.

Using a word in a figurative sense rather than a literal one is
known as metaphor. Simile, imagery, and personification are
different types of metaphors. Euphemism involves softening a word.

Irony is when an expression is presented with opposite meaning.
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When negation words appear twice in a sentence, it creates a positive

meaning, known as litotes.

Lyric poetry is an umbrella term for all poetic forms, such as
ode, hymn, ballad, sonnet, elegy, song, and epigram. An ode is a
metric, strophically, rhythmically structured poetic text, often
connected with music, known for its joyful, expressive language.
Hymns are poems intended to be sung, generally praising a religious
or sacred figure or God. Elegy is characterized by expressions of
longing and sorrow in a sentimental and powerful language. Songs
are poems composed to be set to music and sung, featuring short
stanzas, as well as a refrain—a stanza repeated throughout the text.
The sonnet is considered the most artful poetic form, with a rich
metric structure and a central theme of love between man and
woman. A ballad combines epic, dramatic, and lyrical literature,
often relating to tragic events. Epigrams are short inscriptions on
monuments or gravestones; additionally, meaningful sayings in
books are also called epigrams.

For thousands of years, lyric poetry has undergone
transformations, modifications, renewals, and changes. In ancient
cultures, all texts intended for singing were considered lyric poetry.
Since the 16th century, metrically structured texts have been
categorized as lyric poetry. Due to social, political, technical, and
scientific developments, a new form of lyric poetry emerged:
modern lyric poetry. Modern poems are characterized by linguistic
freedom. Techniques like montage, defamiliarization, visual poetry,
gestural narrative style, and lyrical painting are some of the most

recognized tools in modern lyric poetry. In conclusion, modern lyric
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poetry stands in contrast to tradition. It turns away from traditional

rules, procedures, and conventions.
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CHAPTER 111

Suriye Lehcesinde Kullanilan Yaygin Kaliplar

Merve DOGU!
Mustafa ALMAVAS?

Giris

Lehge, konusulan ana dilin farkli bolgelerinde ya da sosyal
ortamlarda kullanilan dilin alt tiirlerini i¢ermektedir. Lehgeler
ozellikleri bakimindan farklilhlk gdstermekte, her lehgenin
bulundugu bolgeye gore telaffuzu, kelime dagarcigi ve gramer
kurallar1 degiskenlik gostermektedir. Lehgelerde yer alan farkliliklar
cografi, etnik ve sosyal etmenlere bagli olarak ortaya ¢ikmaktadir.
Bir bolgede yer alan lehgenin sayisinin fazla olmasi o bolgenin
kiiltiirel c¢esitliligini ve sosyal etkilesimini yansitmaktadir. Arap
cografyasinda her bolgeye 6zgii lehgeler yer almakta ve 6zellikleri
bakimindan farkliliklar bulunmaktadir. Sam lehgesi bu lehgeler
icerisinde yaygin kullanilan lehgeler arasindadir. Ortadogu’da
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“Suriye Lehgesi” olarak da bilinen Sam lehgesi, gramer kurallari,
kelime dagarcig1 ve telaffuz bakimindan diger lehgelerden farklilik
gostermektedir. Cografi yakinlik ve yapisal benzerlik bazi lehgeler
arasinda uyum olmasina olanak saglamistir, Ornegin Sam lehgesi ve
Misir lehgesi arasinda telaffuz bakimindan benzerlik yer almaktadir.
Bu calismada fasih Arapga ile lehge arasindaki farkliliklar ve Sam
lehgesinin ozellikleri  agiklanmis, Suriye lehgesinde kullanilan
yaygin kaliplar fasih Arapga ile karsilagtirmali olarak ele alinarak

ornek climlelere yer verilmistir.

Arap Dili ve Lehceleri

Lehge terimi birbirine benzeyen bir¢cok anlami igerisinde
barmdirmaktadir. “Sozliikte yer alan le-he-ce & kokii, lehgenin
(Z\.Asjl\) lisan/dil anlamina gelmekte ve bu kelimenin, ikinci harfin
harekesi fetha olarak 4s&ll/ lehece seklinde de okunmaktadir”
(Diizgiin vd., 2015: 22). Lehge baska bir ifadeyle dialect terimi
cesitli iilkelerde ve farkli bolgelerde yasayan kimseler tarafindan
bireyin sosyal statlisine bagli olarak  gelismekte ve
yayginlagsmaktadir. Lehge, kendine 6zgii dil 6zelliklerini icermekte,
kullanilan bolgedeki konusma sekillerini icerisinde
barindirmaktadir, bu durum toplum ve lehge arasinda belirli bir
uyumun ger¢eklesmesine neden olmaktadir. Konusulan Iehge,
toplumun kiiltiirinii ve sosyal diizeyini ortaya ¢ikarmaktadir. Ana
dili igerisinde barindiran lehgeler, birbirinden farkli konusma
cesitlerini kapsamakta ve bu konusma c¢esitleri, bolgeden bolgeye
farklilik gostermektedir. Lehcede yer alan ¢esitliklerinin ortaya
cikmasinda birgok faktér bulunmakta, bu faktorler arasinda goc
hareketleri, savas gibi toplumsal olaylarin yani sira cografya, iklim
gibi fiziksel etmenler ve siyasi faktorler etken rol oynamaktadir.
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Toplumsal ve tarihsel etmenler, dilin gelisiminde belirleyici
olmakta, Leh¢enin konusuldugu bolgede yer alan yonetimin varhigi,
lehgenin varhigmi etkilemektedir. Bu durum devletin giicii ile
dogrudan orantilidir, ¢linkii devlet giiciinlin azalmasiyla lehge
cesitliligi artmakta, giiclii bir devlet yapisinda ise lehge ¢esitliligi
azalmaktadir (Yildiz, 2010:24).

Toplumlar arasinda yer alan kiiltlir ve gelenekler, lehgenin
toplumlar arasinda ¢ogalmasinda etken rol oynamakta, lehgenin
iletisim  ve  kiiltirel etkilesimde  zenginlesmesine  katki
saglamaktadir. Lehcenin konusuldugu bdlgede yayginlagmasinda
etken rol oynayan faktorler arasinda yer alan hac mevsimi, ticaret
pazarlari, siir okuma giinleri gibi pek ¢ok faktor, Araplarin bir araya
gelerek, kendi konustuklar1 lehgelerle hitap etmesine ortam
saglamigtir. O donem igerisinde her kabile, kendilerine ait olan
konugma lehgesini kullanmis, bu durum kabileler arasinda
kendilerine 6zgii bir edebi dil ortaya ¢ikmasina zemin hazirlamistir
(Ceberi, 2007:52). Kabilelere ait olan gelenek ve Kkiiltiirlerin,
giinlimiize kadar ulagmasinda edebi dil etken rol oynamaktadir.

Fasih Arapca ve Lehge

Fasih kelimesi siilasi z=? “fe-su-ha” fiilinden tiiremistir ve
tanim olarak 1y1 konusmay1 ifade etmektedir(Ceberi, 2007:70). Fasih
Arapcanin ortaya ¢iktigi donem, Cahiliye Donemini ve Kur’an-1
Kerim’in indirildigi zaman1 kapsamakta, edebiyat ve yazi dilinde
kullanilmaktadir. Fasih Arapga telaffuzu kolay, climle kurulumu ve
gramer kurallari, Arap dili kaidelerine gore olusan bir dildir (Doni,
2019:139). Arap diinyasinda ortak iletisim araci olarak kullanilan
Fasih Arapca, cesitli platformlarda kullanilmakta (Uysal, 2016: 113)

ve dilin gramer kurallarina bagl, giiniimiizde gazete, dergi,
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televizyon, radyo gibi gorsel, isitsel ve yazili medyada ve Arap
iilkelerinde daha ¢ok resmi kurumlarda yer almaktadir. Fasih
Arapcanin, sosyal medyada ve resmi kurumlarda etkin bir sekilde
kullanilmasi, toplumlarin cesitli katmanlar1 arasinda iletisimin
saglanmasinda etken rol oynamaktadir. Fasih Arapganin giiniimiize
kadar yaygin ve etkili kullanilmasinda 6nemli etkenler arasinda
siirler ve fasih olarak indirilen Kur’an-1 Kerim yer almaktadir
(Kaplan, 2019: 203). Kur’an Arap dilinin 6zellikleri ve kurallarini
icerisinde bulundurmasi sebebiyle kaynak olusturmaktadir.
Indirildigi donemde, yazili eserlerin ¢ok fazla olmamasi sonucunda
ezber yapilmasi ve her harfin harekesine 6zen gosterilmesi,
Kur’an’in igeriginin dogrulugu ve biitlinliigiiniin korunmasina
olanak saglamistir. Bu durum Fasih Arapga ile Kur’an arasindaki
bagi kanitlar niteliktedir.

Fasih Arapcanin Arap {ilkelerinde gilinlik konugma dili
olarak tercih edilmemesine sebep olan bir¢ok etmen mevcuttur. Bu
etmenler arasinda dilin kullaniminda fazla kuralin bulunmasi,
konusmadaki hiz ve kolayliga engel olusturmasi yer almaktadir.
Arapgada irabin yer almasi da konusmayi zorlagtiran bagka bir
etmendir. Ciinkii irab, konusmacinin hizli bir sekilde diisiiniip
kendini ifade edebilmesini zorlastirabilir bu durum da anlam
kaybinin yasanmasina neden olabilmektedir. Buna benzer durumlar,
Fasih Arapcanin giinliik hayatta konusma dili olarak tercih
edilmesini zorlastirmis ve kullaniominda daha az kural olan leh¢enin

tercih edilmesine olanak tanimustir.

Lehce baska bir ifadeyle Ammice veya Avamca, Arap
ilkelerinde daha ¢ok halk arasinda konusulmakta ve Arap dilinde
MAASAL) s A A" gibi kavramlarla ifade edilmektedir (Aydin,
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2015:108). Dilbilim baglaminda lehge, belirli bir bolgeye ait dil
ozelliklerinden olusmaktadir ve ilgili dil ozellikleri konusulan
bolgede aynmi1 olmakta ve degiskenlik géstermemektedir. Her lehge
kullanildig1 ¢evreye 6zgl telaffuzlari igerisinde barindirmakta ve
telaffuzlar bolgeden bolgeye farklilik gostermektedir, cografi bolge
ve sosyal sinif gibi etmenler farkliliklarin ortaya ¢ikma nedenleri
arasinda yer almaktadir (Doni, 142). Lehgelerin kullaniminda sosyal
sinif etken rol oynamakta, bu durumun sebebi farkli toplumlarda yer
alan yasam kosullari, iletisim tarzlar1 ve sosyal sinif farkliliklaridir.
Ciinkii bireylerin leh¢e kullaniminda, egitim seviyeleri, yasam
kosullar1 ve kiiltiirel faktorler belirleyici olmaktadir. Arap dilinin
cesitli bolgelerde kullanilmasi, lehge ¢esitliliginin ve farkliliginin
artmasina neden olmus ve her bolgeye has lehge 6zelliklerinin ortaya
c¢ikmasina zemin hazirlamistir. Arap lehgelerindeki farkliliklar
belirli faktorler ile agiklamak miimkiindiir:

- “Siyasi faktorler: Toplumdaki farkli sosyal
kosullara ait ¢cok smifli ortamlar, dil yapisinin
¢esitlenmesine ve her toplumun kendine ait dil
Ozelliklerinin olusmasina zemin hazirlamakta, bu
durum lehgelerin ortaya ¢ikmasina sebep
olmaktadir. Araplarin topraklarinin isgal altinda
kalmasi, o bolgede yasayan bireylerin farki
milletlerle bir arada olmasina, onlarla iletisim
kurmalarima olanak saglamis, bu durum cesitli
lehgelerin  ortaya c¢ikmasina yol ac¢mistir
(Yesildag, 2019: 9).

- Dillerin temast: Dilsel ¢atisma kavrami lehgelerin
ortaya ¢ikmasinda etken rol oynamakta ve dilsel
siirtiisme olarak da adlandirilmaktadir. Dilin
gelisimi, dilin diger diller iizerindeki etkisi ile
olusmakta ve dilsel siirtlisme, tarihteki bir¢ok
olayda yer almaktadir. Islam iilkelerinde farkli
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ozellikleri ve kullanimiyla yer alan Arap
lehgeleri, dilsel ¢catismanin 6zelliklerini igerisinde
bulundurmaktadir (Sarif,2019:28)”

“Bireysel faktorler: Lehgelerin cesitli olmasinda,
bolgede yasayan bireylerin sayisinin fazla olmasi
onem arz etmektedir. Clinkii her birey farkh
konusmakta, boylelikle de lehgelerin 6zellikleri
degiskenlik gostermektedir. Bu duruma cocuklar
konusurken gozlemleyerek de Ornek verilebilir.
Cocuklar anne babalarindan, ¢evresindeki
bireylerden kelimeleri 6grendikten sonra diger
kelimelerin telaffuzu yetiskinlerden farklilik
gostermekte, bunun sonucunda  diizeltme
yapilmadigir takdirde telaffuz sekli lehgeleri
olusturmaktadir.

Cografi faktorler: Arap cografyasinin dogasi ile
o bolgede yasayan kimseler arasinda gergeklesen
etkilesim, cografi faktorlerin olusmasina zemin
hazirlamistir. ~ Arap Yarimadasinda yasayan
kimselerin devamli olarak seyahat halinde
olmalari, bu etkilesimin gerceklesmesine neden
olmaktadir. Ciinkii bireyler ev sahipligi yaptig
bolgede, yolculuk halinde olan kabilelerle iletisim
halinde olmakta ve her kabile kendine ozgii
lehgesini konugmakta ayn1 zamanda 6diing aldigt
lehceye de asina olmaktadir. Yasanilan bu durum
Arap lehgelerindeki saymin artmasina zemin
hazirlamaktadir (Ceberi, 107).”

Arap cografyasindaki yasam  kosullari, Arapganin
kullanimina etki etmis ve toplumda yer alan bir¢ok konu {izerinde
etki saglamigtir. Yukarida ele alinan faktorlerin de igerisinde
bulundugu bircok etmen Araplarin birbirleriyle ayni ortamda
bulunmalarina sebep olmus, bu durum Arap lehgesinin birliginin
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ortadan kalkmasina ve birbirinden farkli lehgelerin ortaya ¢ikmasina
yol agmustir (Ceberi, 107).

Lehge ve Fasih Arapga karsilagtirmali olarak ele alindiginda,
Modern Standart Arapga olarak da ifade edilen Fusha, lehceye gore
daha ¢ok Arap iilkelerinde giinliik yasamda konusulmakta, lehge ise
Arap cografyasinda halkin iletisimde kullandig1 konusma dili olarak
kullanilmaktadir. Arap lehgeleri arasinda telaffuz, gramer kurallari
gibi birgok etmene bagli olarak farklilik bulunmakta, Fasih
Arapgada ise Arap dilinin gramer kurallari, ciimle kurulumu gibi
konularda herhangi bir degiskenlik olmamakta ve giiniimiizde yazil
medyanin da hakim oldugu isitsel ve goérsel medyada etkin bir
sekilde kullanilmaktadir (Aydin:108). Lehce genel ozellikleri ve
telaffuzuyla belirli bir bolgeye ya da topluluga has dil 6zelliklerini
icerisinde barindirmakta, Fasih Arapca ise ortak dil kurallarini igeren
ve belirli bir bolgeye bagli kalmadan her bolgede kullanilan ortak dil
ozelliklerini icermektedir.

Sam Lehcesinin Ozellikleri

Sam lehgesi, Suriye, Filistin, Liibnan ve Urdiin iilkelerinde
kiiltiirel ve cografi uyum ile dikkat cekmekte ve bu iilkelerin
lehgeleriyle karsilagtirma yapildiginda benzerlik igerisinde oldugunu
ifade etmek miimkiindiir. Misir lehgesi, Sam lehgesinin uyum
icerisinde oldugu lehgeler arasindadir, yapisal benzerlikle birlikte
cografi yakinlig1 da yer almaktadir. Her iki lehgenin telaffuzu diger
lehgelerle karsilagtirildiginda kullanimimin daha kolay ve ikisi
arasinda benzerlik oldugunu aktarmak miimkiindiir. Lehgeler
icerisinde bir¢cok zorluk yer almakta ve bu zorluklar birbirinden
farkli sebepler sonucunda ortaya ¢ikmaktadir. Magrip
iilkelerinde konusulan lehgelerin barindirdig1 zorluklar igerisinde
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telaffuzunun hizli olmasi, yabanci kelimelerin varligi ve bircok
lehcede yer alan kelime baglarinda siikunun kullanilmasidir, bu
durum bireylerin konusma esnasinda zorlanmalarina neden
olmaktadir (Sayir:2023:24). Batililar arasinda ele alinan Sam
lehgesi, Arap lehgeleri arasinda en ¢ok calisilan lehgedir. Arap dili
alaninda dilbilimsel ¢alismasi az olsa da Ingilizce, Fransizca ve
Almanca dilbilimsel kitaplarda diger lehgelerle karsilastirildiginda
Sam lehgesi alanindaki ¢aligmalar 6nem arz etmektedir (Dogru ve
Dervis: 2022: 189).

Sam lehgesi tarih boyunca farkli sebeplerle giliniimiize kadar
ulasmis ve yaygin bir sekilde kullanilmistir, bu sebepler arasinda
diziler yer almaktadir. Ge¢mis donemlerde Meksika dizilerinin
dublajinda tercih edilen Sam lehgesi, glinimiizde Tirk dizilerinin
dublajinda tercih edilmekte ve Ortadogu’da “Suriye lehgesi” olarak
da ifade edilmektedir (Al Abdullah, 2023: 14). Sam lehgesinin
yayginlagmasinda etken rol oynayan faktorler arasinda, Suriye
bolgesinde uzun siireli ticari iligkiler ve kiiltiirel etkilesimler yer

almaktadir.

Sam lehgesi igerisinde barindirdig: kiiltiirel etkilesimler ve
ozelliklerle kendine o6zgli dil bilimsel yapilar1 ve kaliplar
icermektedir. Bu kaliplar kullanim yonii ile fasih Arapgadan farkl
olmakta, zamirlere ve zamanlara gore degiskenlik gdostermektedir.
Ormegin Sam lehgesinde yaygin kullanilan kaliplar arasinda yer
alan" s 4s"  kalibi  “hissediyorum” anlamina gelmekte,
“hissediyor (miizekker)” anlaminin karsiligi “ P EQRE seklinde
olmaktadir. Bu kullanimin fasih Arapgadaki karsilignr )=y
seklindedir (Tablo 3’te). Kaliplar zamanlarin kullanimina gore

farklilik gosterse de fasih Arapga ile kullanimlarmin bir kisminda
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benzerlik gosterdigi  6ngdriilmektedir. Ornegin  “benim var”
anlaminda kullanilan "2i&" kalibs, biitiin zamirlerde fasih Arapga ile
kullanim y6niinden ayni olmakta, sadece “bizim var” anlamina gelen
“bLe”  kalibimin fasih  Arapgadaki kullanimi  “Laie”  geklinde
olmaktadir. ilgili kalibin zamirlere ve zamanlara gore detayh
cekimine yer verilmistir(Tablo 3’te). Kaliplar Sam lehgesi ve fasih
Arapcgadaki kullanimlar1 ile karsilagtirmasi yapilarak, ornek
climlelerle desteklenmistir.

Sam Lehc¢esinde Kullanilan Yaygin Kaliplar
Tablo 1: "ia; 522" Kalib

Tiirkce Anlam Fasih Arapca Sam Lehgesi
Agrim var. Al e ESPPNS
Senin agrin var. (Miizekker) AJEITS aas A
Senin agrin var. (Miiennes) AJEITS aas e
Onun agrist var. (Miizekker) Al sxic aag e
Onun agrisi1 var. (Miiennes) ;ﬂ Laie SRR
Sizin agriniz var. Al Sxie aa (Kl
Onlarin agris1 var. ;ﬁ pdic w5 Ge
Bizim agrimiz var. Al baie aa e

Kaynak¢a: Barakat, 2009:122.
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Tablo 2: "isj 22" Kalibt Ciimle Icerisinde Kullanimi

Tiirkce Anlami Fasih Arapca Sam Lehcesi
Boynumda agr1 var. 48 ol gae i) 32 sdie
Sirtinda agr1 var. b ol laxie eh 33 13
Atesi var. B sdic 5Hha gdie
Bogazinda agr1 var. sl b ol ae asali 2y 13
Karninda agri var. okl bl ase Gl xap sdie
Basinda agr1 var. ol Al e B ECREIS
Grip hastalig1 var. Dyiglay) e Lgie =i e
Disinde agr1 var, L) bl svie Hin xas sl

Kaynakga: Barakat,122.

Tablo 3: "As " Kalibi: Bu kaliptan sonra sifat gelmekte ve
ciimle tamamlanmaktadir.

Tiirk¢e Anlam Fasih Arapca Sam Lehcesi
Hissediyorum. (Miizekker) il EGEIVES
Hissediyorum. (Miiennes) il PEQIREY
Hissediyor.(Miizekker) Dy R EYIE
Hissediyor. (Miiennes) Dl NIEPIREY
Hissediyorsun. Dy A Cenla
Hissediyorsun. RTP L] Sl ALla
Hissediyorsunuz. BEB RN EQUNRES
Hissediyorlar. sy SA s

Kaynakca: Barakat, 121.
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Tablo 4: " A5 4a" Kalibi Ciimle Icerisinde Kullanimi

Tiirk¢e Anlam

Fasih Arapca

Sam Lehcesi

Mutlu hissediyorum, ¢iinkii
arkadaslarimla birlikte

U—UY ci.\;:m ‘;u\ )&u\
oAl )l U il

NV EE
SRSIEE

geziye gidecegim. aal (a8 )
Oziir dilerim, partiye C il adainy ¢ e & 755 aila 4l Ul
gidemiyorum yorgun il sl dAliall ) EVREGEIHN
hissediyorum. Agaia A
Aciktim (ag hissediyorum), Cogu g sally il | Fodle A JLdls
lokantaya gidecegim. exdaall U cand Nl )
O hasta, bugiin doktora ﬁ:ﬁ j: gt RSy SR Gela
gidecek. T e podll HsSalE - 0%
Yarin sinavimiz var, yorgun e o laia) Laie s 5% Jand e
hissediyoruz. il olaxd s
Pismanim ¢linkii arkadagima Y adilly i AY ALY YA A
kizdim. siia Cunae iy &le

2a ol jadl | 2 e glda SIS s
Yolculuk sonrasi mutluyum. Fogt ¢l

Kaynakga: Barakat, 121.
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Tablo 5: "Gis"Kalibi

Tiirk¢ce Anlamm

Fasih Arapca

Sam Lehcesi

Siit ictikten sonra
uyuduktan sonra
uyudu.

Ol Gl o g

A5 Oall) G g

Sinava gittikten sonra
tatile gittim.

Cayd ) 2m Aaiadll Cuad
olaia

Cal ) pandll Eus iy Ly

) e

Ogle yemeginden
sonra ¢ay ictiler.

slandl amy LA ) 5

(W )50 ) shRa) g

Uykudan uyandiktan Laiginl O sy aga s Jue e o sill (e (318 Ladiag
sonra yiiziinii yikad. ol e s
Isini bitirdikten sonra gl Of 22 alidl) Cuals s SRS g_u.al; S
film izledi. Ledae (10 okl
Yolculuktan Losle s el | itas 208 0 e ] dd s s

sndiikten sonra evi sale Ol am ol ) ik 20 Ga lad ) Ll
donFlu . Ala sl e ) gala
temizlediler.

Kaynak¢a: Barakat,116.
Tablo 6: "2 5" Kalibi
Tiirkce Anlam Fasih Arapca Sam Lehcesi

Cocuk siit icti sonra IS a3 sl gl y Culal) &y A
yumurta yedi. Al Al K s

Film izledi sonra
haberleri dinledi.

okay)

Pl g a5

B EEU LS WS

Once 6gle yemegini
yedi sonra uyudu.

AU S Yl elaall S5 s

Giskis (o 0 S 5
)

Kaynak¢a: Barakat,172.
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"Yie" Kalibi

Sam lehgesinde yaygin olarak kullanilan "&" kalib1 tanim
olarak “benim var” anlamina gelmektedir, kullanim agisindan Fasih
Arapgayla benzerligi olsa da telaffuzunda farklilik yer almaktadir.
Fasih Arapgadaki
karsiligi ise (Yxe) seklindedir. Bu kalibin simdiki, mazi ve gelecek

(be) kalibi “Bizim var” anlamina gelmekte,

zaman kullaninmi asagida yer alan tablolarda Fasih Arapga ile
karsilagtirmasi1 yapilarak detayli bir sekilde agiklanmis ve Ornek
climlelere yer verilmistir.

Tablo 7: "xie" Kalibi Simdiki Zaman Kullanimi

Tiirkce Anlami Fasih (")rnek aie Zamir
Arapca Ciimleler

Bir arabam var. 5l saie e e | M Gl
Bir evin var. - . .
(Miizekker) S S e =
Bir bilgisayarin f ke e bers . .

oo Sl . Sl dae )
var. (Miiennes) S e et e - &
Onun bir kizi1 var. S ok T e "

[WEXERY.} [ SEKE]
(Miizekker) = 2 »
Onun b1r diikkan1 s e a1 e )
var. (Miiennes) g
Bizim partimiz Al L Al e | e (a5
var. - -
\S/;im sinaviniz s eﬁm oland ofe | e }u\
O;larm kitaplhigi 15k Geile ke ie | ol e
var. :
Kaynakc¢a: Barakat, 198.
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Tablo 8: "xic"Kalibi Ge¢mis Zaman Kullanimi

Tiirkge Fasih Ornek v + & | Zamir
Anlam Arapca Ciimleler g ©
Bir arabam . s . e oL -
B gae o8| LHha e & e oK G
vards. S (g2 U O (gue U Exe O
Bir evin vardu. o U U e
RGITTIT C S (Y aw dlie K] e K )
(Miizekker) S SN O A s =
Bir bilgisayarin diie & die & 5 ,
vardi. o | e ol <
(Miiennes)  ismaS - S
Onun bir kiz1
vardi. NERTE SIS Lay die & | Hdie oK A
(Miizekker)
Onun bir
diikkan1 vardi. dax die oK Jaxlde K] Ee & B
(Miiennes)
Bizim partimiz ™ TSR Y e
des Laie < s e & te K G5
vardi. e o ; c ©
Sizin smaviniz Stie gl S8die gk B i
Py j—\J‘
vardi. Slasia) ol [ SEe ’
Onlarmn M fade 0S| A B 0S| e 08 | G

kitaphig1 vardi.

Kaynak¢a: Barakat, 198.
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Tablo 9: 2" Kalibit Gelecek Zaman Kullanimi

Tiirk¢e Anlam Fasih Ornek e+ o8 | Zami

Arapca Ciimleler r

Bir arabam olacak. OsSGign | e (K| 0K 5D G
3k (s2ic R R

Bir evin olacak. OsSichem | e (855 OS5 &)

(Miizekker) 5 ks dlaie S Saie

Bir bilgisayarin OsScism | e (K551 K55 ]

olacak.(Miiennes) SisnaS aie S dlaie

Onun bir kiz1 OsSicase | e KFS [ G588 3

olacak.(Miizekker) LGy daie Sy e

Onun bir ditkkani BESEEP e (8 E5 | O8iED (A

olacak.(Miiennes) e Laaie RIES e

Bizim partimiz &8s s be 58585 U}S.I &) a3

olacak. Alas Laie A te

Sizin siavimz OsSichsm | (Sae (& F5 | S E) S

olacak. i) wSaic Oadal SRaie

Onlarm kitaplig OsSiGiee | QNe ORNES | GsSiED Cia

olacak. i (e s Slie

Kaynak¢a: Barakat, 198.

Tablo 10: " i L iz Kalibt Olumlu Hali

Tiirk¢ce Anlami Fasih Arapca Sam Lehgesi
Aklima geliyor. ‘Sl Sl b e als u
Senin aklina geliyor. (Miizekker) Ally ey Al e aia cd)
Senin aklma geliyor. (Miiennes) Ally Sy Al e ads )
Onun aklina geliyor. (Miizekker) by Sl sl e EREGS
Onun aklina geliyor. (Miiennes) el Hhss SE e 44\; 2
Aklimiza geliyor. Ll Hlady e e s eas
Aklimiza geliyor. caSlly jhady LA e Al
Akillarma geliyor. el Sl ole e s e

Kaynakc¢a: Barakat, 170.
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Tablo 11: "t e 4z Kalibt Olumsuz Hali

Tiirkce Anlamm Fasih Arapca Sam Lehcesi
Aklima gelmedi. L ki ol . ‘:J\_, e 4_,1; PR
Senin aklina gelmedi. iy ks Al A e s eody)
(Miizekker) . ]
Senin aklina gelmedi. cllly Sl A Lok e s 3 ]
(Miiennes) ] ] ] T
Onun aklina gelmedi. Ally by ol ol JAESREGE TS
(Miizekker) ] ’
Onun aklina gelmedi. Aelly by ol RE BEGE TAIN
(Miiennes) ] ”
Aklimiza gelmedi. Ay ey ol Al e ads s
Aklimza gelmedi. Sy s Al e s e A
Akillaria gelmedi. Sy sty ol .ole RS EQE AN

Kaynak¢a: Barakat, 170.

Sonu¢

Sam lehgesi Suriye’de yaygin olarak konusulan bir dil
cesididir. Bolgede giinliik yasamda ve halk arasinda konusulan Sam
lehgesi, diger lehgelerden farklilik gostermekte, bu durumun
sebepleri arasinda bdlgelerin birbirinden farkli kiiltiire ve etnik
yapiya sahip olmalar1 yer almaktadir. Lehgelerin kullanim alanlar
fasih Arapgaya gore daha ¢ok halk arasinda giinliik iletisimde tercih
edilmektedir. Bu durum zamanla lehgelerin sekillenmesine ve dil
ozelliklerinin degismesine zemin hazirlamaktadir. Halk arasinda
leh¢e kullanimi o toplumun kimligi ve kiiltirii hakkinda bilgi
vermektedir. Sam lehgesi, Arapcanin genel 6zelliklerini igerisinde
barindirmakta ancak vurgu, tonlama ve gramer bilgisiyle de fasih
Arapgadan farklilik gostermektedir. Sam lehgesi kendine has kelime
yapist, climle kurulumu ve yaygin kullanilan kaliplariyla diger
lehgelerden ayrilmaktadir.  Bu ¢alismada Suriye lehgesinde
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kullanilan yaygin kaliplar fasih Arapga ile karsilastirmali olarak
aciklanmusg, ilgili kaliplar zamirlere gore c¢ekimlenerek Tiirkge

anlamlarina yer verilmistir.
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CHAPTER 1V

The Folkloric And Religious Elements In The Ballad
“Svetlana” Of Vasily Jukovsky

Sevgi ILICA!

Introduction

Russian poet, writer, translator and pedagog Vasily
Andreyevich Jukovsky is one of the founders of the romantic literary
movement in Russia. The genre ballad is the most adequate
expression of his creativity. In this respect Jukovsky states: “The
ballad is my chosen genre of poetry”. The ballad emerges in
Jukovsky’s poetry as a genre that allows him to express his
philosophical thoughts and views about the moral nature of the
humankind. Creating his ballads, Jukovsky turns to the works of the
leading European poets like Goethe, Schiller, Walter Scott, Biirger
and Uhland (Vyotsheva& Jilyakova, 2008: 229).

Jukovsky introduces the Russian reader to the ballad that is
one of the most beloved genre of Western European romantics.

! Assoc. Prof. Dr., Burdur Mehmet Akif Ersoy University, Faculty of Science and Letters, Russian Language
and Literatute, Burdur, Tlrkiye. ORCID ID: 0000-0002-5908-8487, silica@mehmetakif.edu.tr



Although the genre ballad had appeared in Russian literature long
before Jukovsky, the poet made this genre more popular in Russia.
Among Jukovsky’s works, his ballads hold the most prominent
place. Therefore his friends give him the nickname “the Balladeer”
(Volpe, 1936: 279).

Some of the most significant ballads of Jukovsky are
Lyudmila (J/loomuna), The Forest Tsar (Jlecnoti yapyw), Cassandra
(Kaccanopa), The Hermit (IIycmeinnux), The Cup (Kyooxk), The Old
Knight (Cmapwiii pviyapv), The Revenge (Muwenue) and The
Fisherman (Povibax).

Jukovsky’s ballads are filled with supernatural elements. His
ballads commonly include ghosts, the dead rising from their graves,
a dead groom arriving at midnight to claim his bride, rushing
skeletons and ravens whose caws foretell misfortune. Jukovsky’s
ballads represent a unique and distinctive world (Volpe, 1936: 280).

When discussing Jukovsky's songs, Russian literary critic
Vissarion Grigoryevich Belinsky says: “Jukovsky began his poetic
career with ballads. This genre of poetry was initiated, created and
established in Russia thanks to him. Jukovsky's ballads had a deeper
meaning than was initially understood. Jukovsky’s original ballad
Svetlana was considered as his best work of that time. It was
published in 1813. Jukovsky targeted to be popular with the public.
The content of the ballad titled Svetlana is widely known. It is the
most romantic work” (Belinsky, 1955: 167, 170).

In Jukovsky’s ballads the spiritual world of humankind is
portrayed as open, free and deeply immersed in the element of
dynamic relationships. The gift of lyrical talent of the poet, the art of

penetrating the depths of the human inner world, reveals in his
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ballads. Jukovsky’s ballads serve significant purpose. He aims to
develop a distinctly Russian national poem. His ballads include the
unique character, values and traditions of the Russian people. By this
means, his ballads incorporate Russian religious and folkloric
elements, pointing the beliefs, customs and oral traditions of the
Russian people.

In this study, the religious and folkloric elements in
Jukovsky’s ballad titled Svetlana (Ceemaana) published in 1813 will
be examined. This study will employ textual analysis to examine the
religious and folkloric elements and symbolic analysis to uncover

the deeper meanings in aforementioned ballad.

The Genre Ballad

Ballad is one of the earliest forms of literature. The ballads
are narrative songs traditionally passed down orally from generation
to generation. The term “ballad” originates from the Latin word
ballare that means to dance. The term historically refers to a dancing
song. In time, ballad came to describe various types of lyrical
compositions (Pound, 1921: 39).

A ballad is characterized by its rhythmic structure. Ballads,
typically narrative in form, follow either an ABAB or ABCB rhyme
scheme. Ballads are epic songs of dramatic nature. Russian ballads
are often tonic and epic. The melodies of many ballads are also close
to the melodies of bylinas, but they differ in greater ease and freedom
of variation. The form of the verse and the absence of a refrain
distinguish the Russian ballad from the Western European one
(Balashov, 1963: 7).
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Russian ballads put fate at the center of attention. National,
ethical, social and philosophical issues are depicted through the
prism of individual destinies in Russian ballads. The literary
specificity and nature of the Russian ballad is determined by its
dramatic nature. The needs of dramatic expressiveness dictate the
composition, the method of depicting characters and the very
principle of typifying life events. The most characteristic features of
the Russian ballad's composition are single conflict and conciseness,
discontinuity of narration, abundance of dialogues and repetitions
with increasing drama. The action of the Russian ballad is condensed
into a single conflict, to one central episode and all events preceding

the conflict are either presented very briefly (Balashov, 1963: 8).

The Russian ballad has its own folkloric and national form.
Close to the song and epic traditions, the folkloric Russian ballad is
created according to the principles of tonic versification and is
distinguished by its musicality. Russian folklore and Western
samples are the main sources of the Russian literary ballad (Kozin,
2020: 27).

Folkloric Motifs in Svetlana

Folklore is the entirety of elements such as traditions,
customs, beliefs, tales, epics, songs, folk dances and handicrafts that
reflect the cultural memory of a community or people. Folklore
mostly includes elements that are passed down from generation to
generation through oral tradition. These elements constitute a
society's cultural identity.

Folklore is a rich cultural resource that nourishes literature.
Writers and poets generally create their works by drawing
inspiration from folk tales, legends, proverbs and idioms. This
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contributes to literature gaining a national identity. Especially in the
development of national literatures, folklore plays a crucial role.
Folk tales and legends strengthen the sense of national identity by
emphasizing a nation's shared past and values. Folklore reflects a
community's worldview, values, fears and dreams. Literature can
process these profound factors and elevate them to a universal
dimension. Folklore serves the purpose of preserving a society's
collective memory, while literature conveys this memory to a wider

mass.

The ballad titled Svetlana was written between the years of
1808-1812 and published in 1813 in the journal Vestnik Yevropi.
Jukovski was inspired by the Gothic ballad Lenora, written by the
German poet Gottfried August Bilirger in 1773. Svetlana
significantly reflects Russia's cultural and folkloric elements.
Jukovsky wrote this ballad inspired by Russian folk literature.

Antithesis is an artistic device that forms the basis of the
composition of the ballad. The poet portrays the conflict between
truth and fiction, night and day, and love and death in the ballad.
Jukovsky was able to illustrate the inconsistencies of the human
inner world, the interplay between the soul and the outside world by
using this technique. Svetlana is composed of trochees with a
metrical pattern of 4-3, where the shorter lines rhyme with a
feminine word and the larger lines with a masculine one. The ballad's
stanza has fourteen lines.

Svetlana is a romantic ballad that presents a story of horror
and suspense adorned with mystical elements. The ballad is also a
reflection of the traditional beliefs of the Russian people and their
relationship with nature. The incorporation of natural elements and
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the deep beliefs of the people reinforces the folkloric identity of the
work. Svetlana begins with these lines:

“Once on Epiphany Eve,

The girls were telling fortunes:
They took off a shoe,

And threw it over the gate;

They scattered snow; under the window
They listened; they fed

The counting hen with grain;

They melted the fervent wax;

In a bowl of pure water,

They placed a golden ring,

Emerald earrings;

They spread a white cloth

And sang in harmony over the bowl
Under-the-dish songs.”

(Pas 6 kpewjenckuil 6euepok
Hesywxu eaoanu:

3a eopoma bawumauox,

CHAa6 ¢ noeu, bpocanu,

Chez nononu; noo okHoM

Cnywanu; kopmunu
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CuémHvim Kypuyy 3epHom,

Apuiii 6ock monunu;

B uawy ¢ uucmoro 6oooii

Knanu nepcmens 30nomot,

Cepveu uzympyoHuwl;

Paccmunanu 6enviii niam

U nao uaweii nenu 6 1a0

Ilecenxu noobnioonst.) (Jukovsky, 2008: 31).

Jukovsky introduces archaic realities of pagan divination of
fate. At such times, young maidens used to sit down to predict their
fate. The girls and women gathered. Each threw their item such as a
ring, an earring, a pin, a brooch, a button, a coin into a dish. The
eldest woman or a widow covered the dish with a scarf, shook it.
Then randomly drew the lots while singing special songs, the coded
meaning of which served as a prediction of fate for the owner of the
specific item (Chulkov, 1786: 148).

The period between the feasts of the Nativity of Christ
(January 7) and the Baptism of the Lord (January 19), which is called
the Holy Nights, was considered in Russia to be the most suitable
time for prophecy. People believed that during the time close to the
winter solstice, the boundary between the world of people and the
world of spirits blurred and evil spirits roamed the earth, from whom
one could cautiously glean the future (Belovinsky, 2003: 376).

It was believed that wishes would come true during this
period when it was thought that the souls of the dead roamed the
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world. Fortunes were generally told in the evening or at night. While
fortune-telling, candles, seeds, mirrors and eggs were commonly
used. Additionally, on these days, animals were fed bread marked
with a cross. Snow piles were gathered for purification. Crosses were
drawn on the walls with chalk. They threw shoes over the gate onto
the street, and whichever side they landed on, that would be the
direction in which she would be married; but when it came to the
gate, she would not be married that year (Chulkov, 1786: 148- 152).

Among the girls, only Svetlana was silent and sad. She did
not sing or tell fortunes. Her beloved was far away, and there had
been no news from him for a year. It was hard for Svetlana to endure

the separation from her beloved.
“The moon shines dimly
In the twilight of the fog—
Silent and sad
Dear Svetlana.
"What's wrong, dear friend?"
Say a word,
Listen to the round song;
Take out a ring for yourself.
Sing, beauty: "Blacksmith,
Forge me a golden and new crown,
Forge a golden ring;

I will marry with that crown,
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Engage with that ring

At the holy altar."

"How can I, my friends, sing?"
Dear friend far away;

Fate has destined me to die

In lonely sorrow.

A year has passed — no news;
He doesn't write to me;

Ah! But with him, only the light is beautiful,
Only with him hearts beat...
Or will you not remember me?
Where, on which side are you?
Where is your abode?

I pray and shed tears!

Soothe my sorrow,

The Comforter Angle.”
(Tyckno ceemumcst iyHa

B cympaxe mymana —
Monuanusa u epycmna

Munas Ceemaana.

«Ymo, noopyoicenvka, c mooou?

Boimonsu CJl06€4YKO,
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Crywaii necnu Kpy20801i;
Boinw cebe koneuxo.

Ilou, kpacasuya: «Kysney,
CKyu MHe 31am u HO8 eHey,
Ckyu xonvyo 3namoe;

Mhue senuamuvcs mem 6eHYOM,
Obpyuamwvcsi mem Koabyom
Ilpu cesasmom nHanoer.

«Kax moey, noopyacku, nemo?
Munvuii Opye danéxo;

MHne cyovbuna ymepems

B epycmu oounokou.

T'00 npomuancs — eecmu nem,
Ou Ko MHe He nuuem,

Ax! a um s kpacen ceem,
HUm muww cepoye oviuuum...
Hno ne ecnomuuus 060 mue?
I 0e, 6 kaxoii mvi cmopone?
T0e meost obumensv?

A moniocw u crézvl avio!
Ymonu neuanv moro,

Aneen ymewumens.») (Jukovsky, 2008: 32).
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Svetlana was a young girl, loyal, gentle and deeply moral.
Svetlana was a devout girl. She believed in God and prayed. She
embodied both outer and inner beauty. The table was covered with a
white tablecloth. There was a mirror with a candle and two utensils
on it. Exactly at midnight, Svetlana would see her beloved and her
destiny in the mirror. With trepidation, she sit down by the mirror,
but it was dark in the mirror, only a candle flickered on the table.
Svetlana, frozen in fear, heard footsteps. She timidly looked in the
mirror and it seemed to her that someone was standing behind her

and whispering:
“I am with you, my beauty;
Bliss, light of my eyes,
There is no separation for us.
We're going! The priest is already waiting in the church
With the deacon and the clerks;
The choir sings a wedding song;
The temple shines with candles.”
(1 ¢ mobou, mos kpaca,
Paoocmy, céem moux oueil,
Hem ona nac paznyku.
Eoem! Ilon yac 6 yeprsu sHcoem
C ObsAKOHOM, ObAUKAMU,
Xop eéenuanvHy necHv noem,

Xpam oaecmum ceeuamu.) (Jukovsky, 2008: 33-34).
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They walk up to the gate, get into the sleigh, and the horses
take off at a gallop. They ride through the night steppe, the dim moon
lighting their way.

Religious Motifs in Svetlana

The folklore components are replaced in the later parts of the
composition by Christian and religious motifs. Christian elements
deepen the work's religious and cultural significance. Svetlana is
protected from supernatural threats by prayers, religious symbols
and divine intervention. These motifs highlight the conflict between
good and evil, demonstrating how the Christian religion provides
salvation and hope even in the midst of chaos. Furthermore, both the
religious and folkloric sides of Russian culture are reflected in the
Christian elements mixed with traditional beliefs.

Suddenly, Svetlana's beloved fiance turned dark, pallid and
silent. A church appeared off to the side, a black coffin could be seen
through the open doors and the funeral service for the deceased was
being conducted. The groom was still as silent, somber and pallid.
Svetlana was terrified. A raven circled over the sleigh and cawed,
“Sorrow!” (meuans!) as a snowfall rose. In addition to representing
death and misfortune, the raven can also be connected to the devil.
The raven is a death omen in this instance. Abruptly, a cottage
blanketed in snow emerged. As the sleigh and the groom vanished,
the horses dashed in its direction (Jukovsky, 2008: 33-34).

Svetlana chose to go inside the hut after being left alone.
Additionally, there was a coffin on a table in the hut that was covered
with a white tablecloth. Svetlana kneeled before the Savior's icon
and prayed before sitting in a corner beneath the icons while holding
a cross. The candle by the casket was flickering and burning and the
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blizzard had subsided. The white dove flew down to Svetlana,
perched on her bosom, and spread its wings to embrace her.
However, Svetlana believed the body move. The dreadful corpse
moaned as the cloth dissipated. He was going to get out of the grave
and opened his tense hands. However, a white dove flew up and
landed on the chest of the dead. Weakened, he ground his teeth, went
pale once more, and lay still in the casket.

“Everything is quiet... there's no blizzard...
The candle flickers weakly,
Sometimes casting a trembling light,
Then again it dims...

Everything is in a deep, dead sleep,
A terrible silence...

Hush, Svetlana! In the silence

A gentle murmur...

Look, there it is: in the corner

A snow-white dove

With bright eyes,

Gently flying, has arrived,

Quietly perched on her breast,
Embracing it with its wings.”

(Bcé ymuxno... ébrocu nem...

Cnabo ceeuka maumcs,
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To nponvém oposrcawuii ceem,
To onamov 3ammumcs...

Bcé 6 enybokom, mépmeom che,
Cmpawnoe monuanvwe...

Yy, Ceemnanal.. 8 muwiune
Jlézxoe orcypuanve...

Bom ensaoum: k neu 6 yeonox
FBenocnesxcnwiil 2onybox

C ceemnvimu enazamu,

Tuxo ees, npunemenrn,

K neti na nepcu muxo cen,
Obusn ux kpviramu.) (Jukovsky, 2008: 36).

The angel was represented by the colorful dove, which
rushed to Svetlana's aid at the most critical time. His presence
brightened Svetlana’s life and calmed her spirit. The dove
confronted the raven, chased bad luck away, lead her down the right
road and restored happiness and health to Svetlana. Additionally, the
dove represented the main character's kindness, openness to the
world and purity of soul. Svetlana’s journey was challenging on a
spiritual as well as physical sense. To accomplish her aim, she
needed to get past her doubts and fears.

The image of the dove holds great significance in
Christianity and 1is referenced throughout the Bible. The
peacefulness of the soul was symbolized by the dove. Additionally,
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it was employed to represent the Holy Spirit and divine inspiration,

especially when used in accordance with New Testament depictions:

“As soon as Jesus was baptized, he went up out of the water.
At that moment heaven was opened, and he saw the Spirit of God
descending like a dove and alighting on him.” (Matthew 3: 16).

“I am sending you out like sheep among wolves. Therefore
be as shrewd as snakes and as innocent as doves.” (Matthew 10: 16).

“Just as Jesus was coming up out of the water, he saw heaven
being torn open and the Spirit descending on him like a dove.” (Mark
1: 10).

“When all the people were being baptized, Jesus was
baptized too. And as he was praying, heaven was opened and the
Holy Spirit descended on him in bodily form like a dove. And a voice
came from heaven: You are my Son, whom I love; with you I am
well pleased.” (Luke 3: 21-22).

“Then John gave this testimony: “I saw the Spirit come down
from heaven as a dove and remain on him.” (John, 1: 32). (Internet:

https://www.biblegateway.com/)

Svetlana awakens at a rooster’s crow. Her heart was heavy,
though and she had a horrible dream in which she saw the “secret
darkness of the coming days” (TaiiHblif Mpak rpsaymux aHei). She
sit near the window and gazed at the road to help her decompress.
The house was soon approached by sleds, and “a stately guest walks
to the porch” (craTHbIii TOCTHh K KpBUIBIY HET). Svetlana was
delighted to see that the visitor is her fiancé, who had come to wed
his fiancée.

“Where is it? By the mirror, alone
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In the middle of the light.

In the thin curtain of the window
Shines the ray of dawn;

The rooster beats its wings noisily,
Greeting the day with song;
Everything shines... Svetlana's spirit
Is troubled by a dream.

"Ah! A terrible, fearsome dream!"
He does not bring good news—
Bitter fate;

The secret darkness of future days,
What do you promise my soul,

Joy or sorrow?

She sat down (her chest ached heavily)
Under the window, Svetlana;

From the window, a wide path

Is visible through the fog;

The snow glistens in the sun,

A thin mist rises...

Listen! In the empty distance clangs
A ringing bell;

On the road, the snowy dust;
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They rush as if on wings,

The sled horses are eager;
Closer; here they are at the gate;
A stately guest is approaching the porch...
Who? Svetlana's fiancé.”

(I'oe ac?.. V 3eprana, oona
Ilocpeou ceemauypl;

B monkuu 3anasec okna
Ceemum nyu OeHHUuybl;
Llymuvim 66EmM KpwiIOM NEMYX,
env scmpeuasn nenvem;

Bcé bnecmum... Ceemaanun oyx
Cmymen cHoguoeHvem.

«Ax! yorcacuwiii, eposmubiii con!
He 0o6po sewaem on —
Topvryro cyovouny,

Tatinvuii Mpax epaoywux ouet,
Ymo cyruws oywe moell,
Paoocmu unv kpyuuny? »

Cena (msdxcko Hoem 2pyov)
1100 oknom Ceemnana;

U3 oxkna wupokuti nymo
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Buoen ckeo3b mymana;

CHez Ha conHbluiKe biecmum,

Ilap aneem moukuil...

Yy!.. 6 0anu nycmoti epemum
Konoxonvuux 36onxuil;

Ha oopoce cueorcnoiii npax;

Muam, xax 6yomo Ha Kpbvliax,
Canku KoHu pbsnbl;

Bnuoice; 6om yorc y 6opom,
Cmammublii 20cmo K Kpulibyy UOEM...
Kmo?.. JKenux Ceemnanui.) (Jukovsky, 2008: 37-38).

The rooster represents bravery and power. The rooster has
also been considered a figure that helps to drive away evil spirits
since ancient times. He aided Svetlana in defeating evil and making
her way back home. The magic ends with the rooster's first crow and
Svetlana was brought back to the bright and pure realm of reality
(Kolesnikova, 2019).

“What is your dream, Svetlana,

Foreteller of torment?

The friend is with you; he is still the same
In the experience of separation;

The same love in his eyes,

The same pleasant glances;
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The same sweet conversations on dear lips.
Open up, O temple of God;

You soar to the heavens,

Faithful vows;

Gather, old and young;

Shifting the bells of the cup, in harmony
Sing: many years!”

(Ymo oce meou, Ceemnana, con,
Ipopuyamenv myku?

Ilpye ¢ moboii; 6cé mom dice on

B onwime paznyxu;

Ta sic 1106060 6 €20 ouax,

Te orc npusmmusl 830pbi;

Te oc Ha craoocmmubix ycmax

Munwi pazeogopul.

Omeopsiica s, Boocuti xpam;

Bot iemume x nebecam,

Bepnuie obemul;

Cobepumecw, cmap u Maao;

CosuHy8 360HKU Yauil, 8 1a0

Totime: mnoeu nemwi!) (Jukovsky, 2008: 38).
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The nightmare was not foretelling; Svetlana has been waiting
for her adored fiancé. Following a protracted separation, Svetlana's
flancé eventually shows up for her with the same warmth and

affection.
“Smile, my beauty,
At my ballad;
In it, great wonders lie,
Very little rhyme.
With your gaze happy,
I don't want fame;
Fame — we were taught — is smoke;
Light is a cunning judge.
Here is the gist of my ballad:
“Our best friend in this life
Is faith in providence.”
The law of the Creator's grace:
Here, misfortune is a false dream;
Happiness means awakening.”
(Vavi6nucs, mos kpaca,
Ha moro 6annady;
B neu 6onvuue uyoeca,

Ouenv mano cxknaoy.
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B3zopom cuacmauswiii meoum,

He xouy u cnaswl,

Crasa — nac yuunu — Ovim,

Ceem — cyOwvs 1yKasblil.

Bom b6annaovr monx moeii:

«/Iywwuti Opye nam 6 dHcuzHu ceu

Bepa 6 nposuoenve.

bnaz 3uscoumens zaxomn:

30ecv nHecuacmve — JICUBHLI COM;

Cuacmve — npobysicoenver.) (Jukovsky, 2008: 38).

Conclusion

Among the founders of Russian Romanticism was Vasily
Jukovsky. His outstanding translations introduced the writings of
European romantics to readers back home. Among Jukovsky's most
well-known compositions, the ballad Svetlana is a striking
illustration of early Romanticism in Russian literature and served as
an inspiration for poets and artists. The author crafts a deeply
national piece that is almost folkloric through the use of a romance
plot. With its many folklore components such as omens, divinations,
folktales and ritual songs, the piece captures the spirit of the country.
The only things that enable Svetlana to break free from the
nightmare's grip are faith and earnest prayer. A wedding and a total
rejection of superstitious worries mark the ballad’s happy finale.

The idea that happiness is a personal choice rather than
something that is dictated by outside factors is the moral significance
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of the ballad. The poet suggests that people’s thoughts and attitudes
have the ability to influence their perspective and fate. The main idea
of Svetlana is fortune-telling over the Christmas. The primary thesis
is that superstitions, including fortune-telling, are the product of the
devil and should not be relied upon. Each person forges their own
course in life.

Jukovsky shows that only when there is real love, faith in the
best and one’s own aspirations may thoughts of the beloved, good
wishes and being with them in spirit offer serenity. Svetlana
overcomes her fear and darkness by having faith. God saves the main
character, all the night’s horrors are shown to be dreams and she has
a happy ending.
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CHAPTER V

Baumanci Goc ve Aidiyet ikilemi: Grace Nichols’in
Wherever I Hang Siiri Ornegi

Ajda BASTAN!

Giris
Ingiliz Go¢ Edebiyati

Gdog, bireylerin veya topluluklarin ¢esitli nedenlerle yasadiklar
mekani kalic1 ya da gegici olarak terk ederek baska bir yere yerlesme
stirecidir. Bu  hareketlilik, yalmzca iilke sinirlar1 iginde
gerceklesmekle sinirlt kalmaz; uluslararasi sinirlar1 asarak da hayat
bulabilir (Shivaputra, 2014:200). Ancak go¢, yalnizca fiziksel bir yer
degistirme olarak degerlendirilemez. Bu siireg, bireylerin sosyal ve
kiiltiirel baglamda uyum saglama g¢abalarini, kimliklerini yeniden
inga etmelerini ve yeni bir ¢evreye entegre olma deneyimlerini de
kapsar. Dolayisiyla, gog, yalnizca bireylerin yasamlarini degil, ayni
zamanda gd¢ edilen yerin ekonomik, toplumsal ve kiiltlirel dokusunu
da doniistiiren ¢ok boyutlu bir olgudur (Trager, 2005:37). Gdogiin
temelinde, daha iyi yasam kosullar1 arayisi, hayatta kalma

! Dr.Ogrt. Uyesi, Sivas Cumhuriyet Universitesi, Turizm Fakiiltesi, Sivas/Tiirkiye, Orcid: 0000-0001-
8171-8644, ajdabastan@gmail.com
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miicadelesi ya da gelecegi giivence altina alma istegi gibi ¢esitli
motivasyonlar yatar. Her bir go¢ hareketi, bireyler iizerinde oldugu
kadar toplumlar {izerinde de derin etkiler birakir. Bu yoniiyle, go¢
olgusu insanlik tarihi boyunca Onemini korumus ve en temel
toplumsal dinamiklerden biri olarak varligin1 siirdtirmiistiir
(Manning, 2005:5).

Goc¢ edebiyati ise, bireylerin ve topluluklarin yer degistirme
stireclerini ¢ok boyutlu bir perspektifle ele alir. Bu yazin tiirii, go¢iin
yalnizca fiziki bir hareketlilik olmadigini; ayn1 zamanda kiiltiirel,
toplumsal ve psikolojik doniisiimleri beraberinde getirdigini
gosterir. Insanlarin dogduklar1 yerden ayrilip yeni bir cografyada
yasam kurma cabasi, derin duygusal etkilerle birlikte karmagik
toplumsal sorunlara da zemin hazirlar. Zorunlu ya da istege bagh
olarak gergeklesen bu hareketlilik, bireylerin ve toplumlarin
hayatinda koklii degisimlere yol acar (Frank, 2008:19). Go¢menlerin
deneyimledigi zorluklar, karsilastiklar1 ayrimeilik, yabanci bir
cevrede kendilerini ifade etme miicadeleleri ve aidiyet duygusunu
yeniden inga siiregleri, bu edebiyatin baslica temalaridir. Kimlik
arayisinin - yogun sekilde islendigi eserlerde, bireylerin igsel
catigmalar1 ve yeni bir yere ait olma cabalar1 belirgin bir sekilde 6ne
cikar. GO¢ edebiyati, yalnizca bireylerin hikayelerini anlatmakla
kalmaz; ayn1 zamanda toplumsal ve evrensel bir olguya ayna tutar.
Bu baglamda, edebi eserler, toplumsal yapiy1, go¢menlik
deneyimlerini ve bu deneyimlerin dogurdugu sosyal degisimleri
anlamak i¢in 6nemli bir ara¢ olarak degerlendirilir. G6¢ temasinin
islenisi, yalnizca bireysel hikayeleri degil, ayn1 zamanda toplumlarin
kiiltiirel, politik ve ekonomik yapilarina dair kapsamli bir bakis
sunar. Bu bakimdan, gd¢menlerin yasadigi zorluklar, toplumsal
uyum siirecleri ve gokkiiltiirliiliiglin yaratici etkileri, edebi anlatilarin
temel yap1 taslarindan biri haline gelmistir.

Birlesik Krallik edebiyati, 20. yiizyilin ortalarindan itibaren
somiirgecilik sonrast donemin etkilerini derinlemesine yansitarak
gb¢ temasini eserlerinde siklikla ele almistir. S6z konusu metinler,
yalnizca bireylerin yasadig1 bireysel deneyimlere odaklanmakla
kalmay1p, ayn1 zamanda ¢okkiiltiirliiliiglin dinamiklerini, toplumsal
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catigmalarin nedenlerini ve bu ¢atismalarin dogurdugu dontistimleri
de detayl bir sekilde isler. Ozellikle somiirgecilik sonras1 dénemde,
goemenlerin yasam kosullar1 ve bu kosullarin getirdigi psikolojik,
sosyal ve kiiltiirel etkiler, edebi eserlerde farkli bakis acilariyla ele
almmistir (MacPhee, 2011:42; Vlasta, 2015:3). Go¢menlerin yeni
bir ¢evrede kendilerini var etme ve bu ortama uyum saglama ¢abasi,
goc temali edebi eserlerin temel unsurlarindan biridir. Ozellikle
cagdas Ingiliz edebiyatinda bu olgu, bireylerin i¢sel yolculuklarima
odaklanarak ve bu siiregleri kiiresel bir baglamda ele alarak islenir.
Eserlerdeki karakterlerin deneyimleri, yalnizca bireysel Oykiiler
olarak kalmaz; ayni zamanda gociin ¢ok katmanli yapisini ve
evrensel etkilerini yansitan birer metafor islevi goriir (Prince,
2012:14). Bununla birlikte, Ingiliz edebiyatinda go¢ temasini isleyen
yazarlar yalmzca Ingiltere’ye goc etmis bireylerle simirli kalmaz.
Ingiliz kokenli yazarlar da bu temay ele alarak gogiin bireysel ve
toplumsal boyutlarina 1s1k tutar. Bu ¢esitlilik, gé¢ temasinin farkl
bakis agilartyla islenmesini saglar ve onun evrenselligini vurgular.
Yukarida da belirttigim gibi, 20. yiizy1l ortalarindan itibaren gog
konulu edebi eserlerin sayisinda belirgin bir artig gortilmustiir.
Simdi, bu dénemde Ingiliz edebiyatinda éne ¢ikan ve genis yanki
uyandiran bazi eserlere deginecegim.

Ingiliz yazar Caryl Churchill’in 1976 tarihli Vinegar Tom?
(Sirke Tom) adli oyunu, go¢ temasimni dogrudan ele almamakla
birlikte, toplumsal dislanma ve yerinden edilme gibi go¢
edebiyatiyla drtiisen sorunlari isler. 17. yiizy1l Ingiltere’sinde gecen
bu eser, cadi avlarmin bir sonucu olarak kadinlarin toplumsal
dislanmasin1 ve maruz kaldiklar1 adaletsizligi gozler oniine serer.
Oyunun bagkarakteri Alice’in, bulundugu yerden baska bir yere gog
etme hayali, bu baglamda 6énemli bir sembol haline gelir; ancak bu
hayalini ger¢eklestiremez (Churchill, 1985). Bu kapsamda
Churchill, tarihsel bir baglami kullanarak modern toplumsal
sorunlara dikkat c¢eker ve gociin temel nedenlerinden biri olan
toplumsal baskiy1 ve dislanmay1 vurgular. Bu yaklagimla, eser hem

2 Oyuna adim veren Vinegar Tom, bir kedidir.
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tarihsel bir elestiri hem de ¢agdas bir yorum niteligi tasir.

Hint kokenli Salman Rushdie, Ingiliz gd¢ edebiyatnin 6nde
gelen isimlerinden biri olarak, eserlerinde kimlik, aidiyet ve kiiltiirel
catisma gibi go¢ temalarini derinlemesine isler. Ozellikle 1981
yilinda yayimlanan Midnight’s Children (Geceyarisi Cocuklari)
romani, bas karakter Saleem ve ailesinin hem fiziksel hem de
metaforik anlamda yer degistirme siireglerini konu alir. Rushdie’nin
eseri, yalnizca gd¢menlerin yasadigi bireysel deneyimleri degil, ayni
zamanda sOmiirge sonrasi donemin karmasik sosyo-politik
dinamiklerini de yansitarak gogii kiiresel bir baglamda ele alir
(Rushdie, 2008). Bu yoniiyle Rushdie, Ingiliz edebiyatinda go¢
temasini yalnizca bir bireysel deneyim degil, cokkiiltiirlii bir
doniisiim olarak yeniden tanimlar.

Ingiliz edebiyatinda gd¢ temasmm derinlemesine isleyen
eserlerden biri, irlanda kokenli oyun yazar1 Martin McDonagh’in
1996 tarihli The Beauty Queen of Leenane (Leenane’in Giizellik
Kralicesi) adli tiyatro oyunudur. Bu oyunda, cesitli karakterler
ekonomik zorunluluklar nedeniyle irlanda’dan Amerika veya
Ingiltere’ye gd¢ etmektedir (McDonagh, 2009). Oyunda goc,
yalnizca fiziksel bir mekan degisikligini degil, ayn1 zamanda derin
bir psikolojik donilistimii de temsil eder. Karakterler, yeni
topraklarda kimliklerini yeniden insa etmeye calisirken, ge¢misin
golgesi ve aidiyet duygusunun kaybi gibi karmasik duygularla
ylizlesirler. McDonagh, bu siireci hem bireysel hem de toplumsal
boyutlarda ele alarak, gogiin yalnizca bir cografi yer degistirme
degil, aym1 zamanda kiiltiirel ve ruhsal bir yolculuk oldugunu
ustalikla ortaya koyar.

Jamaika kokenli yazar Zadie Smith’in 2000 y1linda yayimlanan
White Teeth (Beyaz Disler) adli romani, Ingiliz gb¢ edebiyatinin
dontim noktalarindan biridir. Smith, bu eserinde cokkiiltiirlii bir
Londra panoramasi ¢izerek farkli etnik kokenlerden gelen
karakterlerin yasamlarini i¢ ige gecirir. Roman, somtirgecilik sonrasi
Ingiltere’sinde kimlik arayisi, aidiyet duygusu ve kusaklar arasi
catigma gibi temalar1 derinlemesine isler (Smith, 2000). G6¢men
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ailelerin yeni bir kiiltiire uyum saglama cabas1 kadar, ge¢misten
tagidiklar1 kokleriyle hesaplagmalari da anlatinin merkezinde yer
alir. Smith’in White Teeth ile sundugu genis perspektif, Ingiliz
toplumunun ¢okkatmanli yapisini ve go¢menlik olgusunun bireysel
ve toplumsal etkilerini incelikle ortaya koyar. Bu yoniiyle eser,
cagdas Ingiliz gd¢ edebiyatinin 6nemli bir temsilcisi olarak kabul
edilir.

Banglades kokenli Monica Ali’nin 2003 tarihli Brick Lane® adl
roman1, Ingiliz edebiyatinda go¢men kimligini ve kadinin bu
stirecteki roliinii derinlemesine inceleyen onemli bir eserdir. S6z
konusu roman, Bangladesli bir kadin olan Nazneen’in Londra’da
yeni bir hayata tutunma cabasi, kiiltiirel uyum ile kisisel 6zgiirliik
arayis1 arasindaki ¢atismay1 gozler Oniine serer (Ali, 2003). Alj,
Nazneen’in i¢ diinyasint ve dis ¢evresini ustalikla harmanlayarak,
gdecmenlerin yasamlarini ¢eliskiler ve miicadeleler iizerinden ele alir.
Roman, toplumsal normlarla bireysel arzularin gatismasini konu
edinerek, gd¢ deneyimini hem kisisel hem de kolektif bir sorun
olarak ele almamizi saglar. Bu baglamda, Brick Lane, go¢men
kimliginin karmagikligini ve kadinin bu siiregteki dontistimiinii edebi
bir derinlikle sunar (Ali, 2003).

Ingiliz yazar Rose Tremain’in 2007 tarihli roman1 The Road
Home (Memlekete Doniis Yolu) ise, go¢ edebiyatinin tiim
ozelliklerini miikemmel bir sekilde yansitmaktadir (Tremain, 2007).
Roman, Dogu Avrupa’dan Ingiltere’ye gd¢ eden Lev’in hem
ekonomik hem de duygusal bir yolculugunu anlatir. Lev’in hikayesi,
modern Bat1 toplumunda gog¢menlerin yerini sorgularken,
koklerinden kopmanin getirdigi yalnizlik ve yeni bir yere tutunma
cabasini derinlemesine igler. Tremain, bireysel bir hikaye lizerinden
evrensel temalar1 ele alir; aidiyet hissi, yabancilagsma ve toplumda
kabul gérme arzusu, Lev’in deneyimleriyle somutlasir. Bu eser,
gocmenlik deneyiminin hem fiziksel hem de ruhsal boyutlarini,
edebi bir ustalikla gézler oniine serer.

3 Londra’da, 6zellikle Bangladesli gogmenlerin yogun olarak yasadigi bir bolgedir.
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Rachel De-lahay’in 2013 tarihli Routes (Rotalar) adli oyunu,
cagdas Ingiliz gb¢ edebiyatinda 6nemli bir yere sahiptir. Karayip ve
Pakistan kokenli melez tenli ingiliz bir yazar olan De-lahay, eserinde
gocmenlik sorunlarint ve bu sorunlarin bireysel ile toplumsal
etkilerini incelikle igler (De-lahay, 2013). Oyun, 6zellikle Femi ve
Bashir gibi siyahi karakterler izerinden go¢ deneyimlerini ele alarak
toplumsal adalet, kimlik ve aidiyet gibi temel kavramlar1 sorgular.
Routes, gogmenlik sisteminin karmasik yapisint elestirirken,
sistemin bireyler iizerindeki psikolojik ve sosyal baskilarini da
goriiniir kilar. De-lahay’1n anlatisinda yalnizca bireysel acilar degil,
ayni1 zamanda kolektif bir miicadelenin izleri de yer alir. Ele aldig:
evrensel temalar sayesinde Routes, izleyiciyi hem empatik bir
yolculuga c¢ikarir hem de toplumun g6¢menlere bakisini
sorgulamaya davet eder. Bu yoniiyle eser, go¢ olgusunu giincel ve
evrensel bir baglamda yeniden tanimlayarak cagdas Ingiliz
tiyatrosunda gii¢lii bir yank1 uyandirir.

Dahasi, ¢agdas Ingiliz edebiyatinda, Pakistan kokenli Hanif
Kureishi ve Jamaika kokenli Andrea Levy dikkat ¢eken yazarlardir
(Kureishi, 1990; Levy, 2004). Bu yazarlar, gd¢menlerin Ingiltere’de
karsilastig1 kimlik ve aidiyet sorunlarini derinlemesine ele alarak,
bireylerin yeni bir toplum i¢inde kendilerini bulma ¢abalarini yerel
ve kiiresel baglamda inceler. Ozellikle siir alaninda ise, Karayip
kokenli Grace Nichols dnemli bir yere sahiptir; onun eserleri,
kiiltiirel catismalar ve yerinden edilme deneyimleri {izerine
yogunlasarak, gd¢ edebiyatina 6zgiin bir ses getirir (Nichols, 1984).
Bu yazarlar, Ingiliz edebiyatinda gd¢cmenlik deneyimlerinin ¢ok
katmanli anlatilarin1 sunarak, hem bireysel hem de toplumsal
diizeydeki kimlik arayiglarin1 ve kiiltiirel etkilesimleri anlamamiza
katkida bulunurlar.

1.Bauman: Gog, aidiyet, ikilem

Zygmunt Bauman, 20. ve 21. ylizyilda postmodern sosyoloji ve
sosyal teori alaninda ¢18ir agan bir diisiiniir olarak, modern toplumun
karmagik yapisin1 ve bireyin bu yapiyla kurdugu iligkiyi
derinlemesine incelemistir. Polonya asilli olan ve daha sonra
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Ingiltere’ye go¢ ederek iiniversitelerde hocalik yapan Bauman
(Wagner, 2020), ozellikle gog, aidiyet ve bireyin yasadigi ikilemler
iizerine gelistirdigi diisiincelerle giinlimiiz diinyasinin dinamiklerini
anlamak i¢in Onemli bir kuramsal zemin sunar. Bauman’in
caligmalari, postmodernitenin getirdigi “akiskanlik” olgusuna
yogunlasarak, bireylerin kimlik ve aidiyet arayislarini yeniden
tanimlamaktadir.

Go¢, Bauman’a gore, artik yalnizca bir yerden baska bir yere
kalict ge¢is anlamina gelmez. O, Liquid Modernity (Akiskan
Modernite) adli eserinde bu durumu “gdg¢iin modern diinyada
‘akigkan’ bir hale doniistiiglinii” vurgulayarak agiklar (Bauman,
2000:94). Bauman icin bu “akiskanlik”, bireylerin ve toplumlarin
stirekli hareket halinde olmasiyla karakterizedir. Dolayisiyla goc,
fiziksel smirlarin 6tesinde bir anlam kazanarak, bireyin aidiyet
duygusunu da koklii bir sekilde doniistiiriir. Modern diinyada
bireyler, belirli bir cografya ya da kiiltiirle sinirlt olmayan, gecici ve
esnek kimlikler gelistirme egilimindedir. Bu durum, “ev”
kavraminin yeniden tanimlanmasina yol agar (Bauman, 2000:102).
Gogmen birey, “burada” ve “orada” arasinda sikigmislik hissiyle
aidiyet duygusunu yeniden kurgular. Bu baglamda, gé¢cmen
deneyimi yalmizca fiziksel bir yer degisimi degil, ayn1 zamanda
psikolojik ve kiiltiirel bir boliinmiislik anlamina gelir. Bauman’in
isaret ettigi bu bollinmiisliik, bireylerin kendilerini ne tam olarak bir
yere ait ne de biitliniiyle yabanci hissettikleri bir varolugsal ikilemi
beraberinde getirir.

Bauman, modern bireyin yasadigi varolussal gerilimleri ve
ikilemleri “kimlik” ve “aidiyet” kavramlar1 iizerinden ele alir. Ona
gore birey, ait oldugu topluluklarin disinda kalmay1 istemezken,
modernitenin sundugu bireysellik ve 6zgiirliik arayisinda kendini
yeniden insa etmeye ¢alisir (Bauman, 2001:156). Bu ikilem, bireyin
bir yandan toplumla biitiinlegsme ihtiyacin1 duyarken, diger yandan
kendi kimligini koruma ve gelistirme ¢abasi i¢cinde sikisip kalmasina
neden olur. Bauman, bu durumu ‘“ambivalens” (iki anlamlilik)
kavrami lizerinden agiklar ve modern bireyin siirekli bir belirsizlik
ve kararsizlik durumu icinde olduguna dikkat ceker (Bauman,
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2001:162). Moderniteyle birlikte bireyin kimligi, sabit ve degismez
bir yap1 olmaktan ¢ikmis, siirekli degisen ve yeniden sekillenen bir
hale biirtinmiistiir. Bu degisim, yalnizca bireyin i¢ diinyasinda degil,
toplumlarin genelinde de koklii doniistimler yaratir. Bauman, goc
olgusunun bu doniisiimde 6nemli bir rol oynadigini vurgular. Gog,
bireysel diizeyde aidiyet duygusunu sorgularken, toplumsal diizeyde
kimlik sinirlarin1 yeniden tanimlamay1 zorunlu kilar. Gégmenlerin
varligi, yerlesik toplumlarin kiiltiirel, sosyal ve politik yapilarim
kacinilmaz bicimde etkiler. Bu durum, kimi zaman yabanci
diismanlig1 ve ayrimeilik gibi olumsuz tepkilere yol agarken, kimi
zaman da kiiltiirel zenginlik ve ¢esitlilikle sonuglanabilir (Bauman,
1998:78).

Toplumlarin gé¢gmenlere yonelik tutumu, biiyiik 6l¢tide “6teki”
kavraminin nasil tanimlandigina baglidir. Bauman, “6teki’nin
tanimlanma bi¢iminin sosyal politikalar1 ve toplumsal davranislari
derinden etkiledigini sdyler (Bauman, 1998:84). Go¢men, yerlesik
toplumun goziinde kimi zaman tehdit unsuru olarak algilanir, kimi
zaman ise kiiltiirel etkilesimin bir pargasi olarak kabul edilir. Bu
celigkili durum, hem bireyler hem de toplumlar igin siirekli bir
“kimlik miicadelesi” anlamina gelir. Bauman’in gozlemleri, go¢ ve
aidiyet kavramlarinin modern toplumlarda ne denli karmasik ve ¢ok
katmanli bir yapiya sahip oldugunu ortaya koyar. Onun analizleri,
bireylerin ve toplumlarin hizla degisen diinya diizeninde nasil anlam
arayisina girdiklerini yansitir. Bauman (2000:45)’a gore modern
yasam, bireylerin aidiyet hislerini siirekli sorgulamalarina neden
olan bir belirsizlik ve gecicilik i¢inde sekillenmektedir. Bu gegicilik
ve belirsizlik, ozellikle go¢ eden bireylerin yeni topluluklara
entegrasyon siireglerini daha karmasik ve sancili hale getirir.

Bauman, aidiyet kavraminin birey i¢in nasil bir ikilem
yarattigini acgik bir bi¢imde vurgular. Ona gore (Bauman, 2003:78),
aidiyet duygusu bireyler i¢in hem bir giivenlik alani saglar hem de
onlar1 sinirlandirabilir; bu nedenle bireyler, aidiyet arayisinda
baglilik ve 6zgiirlik arasinda bir denge kurma gerekliligiyle kars
karstya kalir. Bu tanimlama, aidiyetin yalnizca bir aidiyet hissi
saglamaktan ibaret olmadigini, ayn1 zamanda bireyin hareket alanini

--99--



simirlayan bir g¢erceve de olusturdugunu gosterir. Bauman, bu
ikilemin bireylerin kimliklerini yeniden insa etme ve toplumsal
baglarin1 sorgulama siireclerinde belirleyici bir rol oynadigini ifade
eder. GOo¢, Bauman’in kuramsal ¢ergevesinde bu aidiyet ikileminin
en goriiniir hale geldigi alanlardan biridir. Go¢men birey, bir yandan
kendine yeni bir gilivenlik alani yaratmak isterken, diger yandan
toplumsal aidiyetini yitirme endisesi tasir. Bauman (2011:112),
gbclin  bireylerin kimliklerini ve sosyal iligkilerini yeniden
yapilandiran bir siire¢ oldugunu belirtir; bu siiregte karsilasilan
zorluklarin, bireylerin aidiyet duygusunu daha karmasik bir hale
getirdigini vurgular. Bu kapsamda go¢menlik deneyimi, bireyin
kokli bir doniisiim yasamasina neden olur; birey, terk ettigi “eski
diinya” ile adim att1g1 “yeni diinya” arasinda bir varolus miicadelesi
verir. Aidiyet arayist ve kimlik ingasi arasindaki ikilem, bireyin
varolussal sorgulamalarini da derinlestirir.

2.Wherever I Hang (Nereye Asiyorsam) Siiri

Karayip kdkenli Grace Nichols (1950-), Ingiliz edebiyatinda
onemli bir yere sahip olan sairlerdendir. Onun siirleri, kiiltiirel
kimlik, go¢menlik, cinsiyet ve etnik koken gibi temalar
derinlemesine ele alir. Nichols’in eserleri, Ingiliz edebiyatina yeni
bir ses, yeni bir bakis agis1 getirmis ve bu baglamda, Ingiliz
edebiyatinin multikiiltiirel ¢ehresini sekillendirmede 6nemli bir rol
oynamustir. Grace Nichols’in 1977°de kaleme aldig1t Wherever I
Hang (Nereye Asiyorsam) adli siiri (Nichols, 2020:128), sairin
Ingiltere’ye goc ettikten hemen sonra yasamis oldugu deneyimleri
son derece samimi ve igten bir dille anlatir. Bu siir, Nichols’in yeni
tilkesinde karsilagtig1 kimlik ve aidiyet sorunlarii derinlemesine ele
alir. Bu baglamda, Wherever I Hang, bir gogmenin yabanci bir
cevreye nasil uyum sagladigini, bu siiregte yasadigr kimlik
catigmalarini ve kendini yeniden tanimlama miicadelesini betimler.
Nichols’in bu eseri, yalnizca kisisel bir deneyimi degil, aym
zamanda bir¢ok go¢menin yasadigi evrensellestirilebilir deneyimleri
de ifade eder. Bu yiizden s6z konusu siir, hem bireysel bir hikaye
hem de kolektif bir anlat: olarak Ingiliz edebiyatinda ve gé¢menlik
edebiyatinda 6nemli bir yer tutar. Siir s0yledir:
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I leave me people, me land, me home, (1)*
For reasons, I not too sure (2)
I forsake de sun (3)
And de humming-bird splendour (4)
Had big rats in de floorboard (5)

So I pick up me new-world-self (6)
And come to this place called England (7)
At first, I feeling like I in dream (8)

De misty greyness (9)

I touching de walls to see if they real— (10)
They solid to the seam (11)

And de people pouring from de underground system (12)
Like beans (13)

And when I look up to de sky (14)

I see Lord Nelson high—too high to lie. (15)
And is so I sending home photos of myself (16)
Among de pigeons and de snow (17)
And is so I warding off de cold (18)
And is so, little by little (19)

I begin to change my calypso ways— (20)
Never visiting nobody (21)

Before giving them clear warning (22)
And waiting me turn in queue— (23)
Now, after all this time (24)

I get accustomed to de English life (25)
But I still miss back-home side (26)

To tell you de truth (27)

I don’t know really where I belaang (28)
Yes, divided to de ocean (29)
Divided to de bone (30)
Wherever I hang me knickers—that’s my home. (31), (Nichols, 2020:129).

431 dizeden olusan siirin her dizesinin sonunda, dize sirasmi parantez i¢inde
belirttim.
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2.1. Siirin Genel Ozellikleri:

2.1.1.Kafiye ve Dize Yapisi:

- Siir, geleneksel kafiye diizenlerinden ziyade serbest
bir yapiya sahiptir. Ancak bazi yerlerdeki kafiye ritim
ve ahenk olusturur (6rnegin “dream” ve “seam” gibi).

- Siirde, ciimleler genellikle kisa ve dogrudan olup,
anlatict go¢menin deneyimlerini adeta bir konugma
gibi aktarir.

- Diizensiz dize yapist, sairin gogmenlik deneyiminin
diizensiz ve parcali dogasin1 yansitir.

2.1.2. Dil ve Anlatim:

2.1.3.

- Nichols, ingilizceyi Karayip diyalekti ile birlestirir.
“De” (the), “me” (my) gibi ifadeler, Karayip
Ingilizcesi’nin 6zelliklerindendir. Bu dil kullanimu,
hem kimligine olan bagliligi hem de Ingiltere’ye
uyum ¢abalarini gosterir.

- Siirin samimi ve konusma tarzindaki anlatima,
okuyucuyu sairin deneyimlerine daha yakin
hissettirir.

- Siirin dili, bir gd¢menin yeni tasindigi iilkenin diline
tam olarak hakim olmadigin1 da vurgular.

Kiiltiirel Simgeler:

Siirde Karayip kiiltiirline dair imgeler (giines,
kalipso) ile Ingiltere’ye dair imgeler (sis, giivercinler,
soguk) arasinda bir karsithik kurulur. Bu imgeler,
sairin iki diinya arasindaki boliinmiisliigiinii yansitir.

2.1.4. Temalar:

- Aidiyet ve Yersizlik: “I don’t know really where |
belaang” dizesi, go¢menlerin siklikla yasadigi kimlik
ve aidiyet sorunsalini ifade eder.
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- Uyum ve Degisim: Sairin “I begin to change my
calypso ways” ifadesi, yeni bir kiiltiire uyum saglama
siirecini ve bunun sonucunda gelen donilisimi
yansitir.

- Yabancilagsma: Sairin “touching de walls to see if
they real” ifadesi, gd¢menlik sonrasi yasanan
gergeklik duygusunu sorgulamay1 betimler.

2.1.5. Duygusal Derinlik:

- Siirde hem memleket 6zlemi hem de yeni bir yer
edinme ¢abasi i¢ i¢edir. “Divided to de ocean, divided
to de bone” ifadesi, bu boliinmiisliigiin fiziksel ve
duygusal boyutunu ortaya koyar.

- Siirin tonu, hiiziinlii ama ayn1 zamanda mizahi ve
ironiktir. Nichols, gd¢menligin zorluklarini ve komik
yanlarin1 dengeler. “I get accustomed to de English
life” ve “I still miss back-home side” ifadeleri,
gocmenin ikilemini, hem uyum saglama hem de
0zlem duyma durumunu yansitir.

3. Siirde Baumana Aidiyet ve Ikilem

Wherever [ Hang siiri, Nichols’in bir go¢men olarak
Ingiltere’ye gelisiyle birlikte baslayan yeni bir hayat1 sembolize eder
gibi goriinse de, bu baslangic derin bir i¢sel ¢catismay1 da beraberinde
getirir. Bauman’in “ikilem” kavramiyla ortiisen bu ¢atigsma, bireyin
eski diinyasini terk etme zorunlulugu ile yeni diinyasina uyum
saglama baskisi arasinda sikisip kalmasina yol agar. Gé¢men, iki
diinya arasinda gidip gelirken sosyal baglar1 ve kimlik algis1 sarsilir.
Bauman’a gore modern bireyler, siirekli bir yeniden uyum saglama
ve kimliklerini yeniden tanimlama c¢abasi igindedir. Nichols’in
siirindeki go¢men figilirli de benzer sekilde, yeni bir mekanda
kendini var etmeye ¢alisirken, geride biraktig1 diinyaya ait duygusal
bir yiik tagimaktadir.

Siirdeki imgeler, bireyin yalnizca fiziksel bir gb¢ deneyimi
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yasamadigini; aynt zamanda duygusal ve kimliksel bir doniistim
stirecinden gectigini acik¢a ortaya koyar. Bu siiregcte birey,
Bauman’in “akiskan modernite” taniminda oldugu gibi, sabit ve
giivenli bir aidiyet duygusu gelistiremeden, siirekli bir belirsizlik ve
gecicilik i¢inde kalir. Nichols, siirinde gé¢menin i¢ diinyasini,
aidiyetsizligini ve bu yeni gerceklikle bas etme ¢abalarini ¢arpici bir
bicimde dile getirir. Oyleyse gd¢, Nichols’in siirinde yalnizca
cografi bir hareketlilik olarak degil, bireyin kimligini ve aidiyetini
yeniden tanimlamak zorunda kaldig1 bir doniisiim olarak ele alinir.
Ancak bu doniisiim, eski benlikle hesaplasmayr da beraberinde
getirir. Nichols’1in metni, Bauman’in sosyolojik gercevesiyle birlikte
degerlendirildiginde, go¢men deneyiminin ¢ok katmanli yapisini
anlamak icin giiclii bir edebi ve diislinsel kaynak sunar. Siirin ilk 7
dizesi su sekildedir:

Halkimi, topragimi, yuvami biraktim, (1) 3
Sebebi neydi, pek emin degilim. (2)
Glinesi de terk ettim, (3)

Ve ihtisaml1 sinek kusumu. (4)
Tahta dosemelerdeki biiyiik fareleri de, (5)
Kendime yeni bir diinya kurmak ig¢in, (6)
sonunda Ingiltere denen bu yere geldim. (7)

Nichols’in Wherever I Hang adl siirinin ilk dizeleri, sairin
biraktig1 memleketini anlatirken, Bauman’in gog, aidiyet ve kimlik
iizerine teorik cercevesi lizerinden ele alindiginda derin anlam
katmanlar1 barindirir. Bauman (2000:94) postmodern toplumda
goclin “akigkan” bir nitelik kazandigini ve bu akigkanligin bireyin
aidiyet duygusunu nasil koklii bir dontisiime ugrattigini vurgular
Nichols’in dizeleri, bu doniisiimiin bireysel ve kiiltiirel boyutlarini
somut imgelerle gozler oniine serer. “Halkimi, topragimi, yuvami
biraktim” dizesi, Bauman’in gé¢menlerin kdklerinden kopusunu ele
aldig1 teorisinin bir yansimasidir. Burada Nichols, bireyin ait oldugu
kiiltiirel ve fiziksel baglarin ¢oziilmesini ifade ederken, Bauman

3 Siir, tarafimca Tiirkgeye ¢evrilmistir.
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(2000:102)’1n belirttigi gibi bu kopus bireyin aidiyet duygusunu
belirsizlestirir ve kimlik arayisini tetikler. GO¢men, kendisini
tanimlayan aidiyet merkezlerinden uzaklagsmak zorunda kalir ve bu
durum, bireyin benliginde derin bir bosluk yaratir.

“Sebebi neydi, pek emin degilim” ifadesi ise gogiin belirsiz
dogasina ve karmasik nedenlerine isaret eder. Bauman’a gore gog,
¢ogu zaman zorunluluklar veya tanimlanamayan igsel itkilere
dayanir. Bu belirsizlik hali, bireyin siirgiin edilmislik duygusunu
derinlestirir ve go¢ siirecini bir “ambivalens” (iki anlamlilik)
durumuna doniistiiriir (Bauman, 2001:162). Nichols, bu dizede hem
bilingli bir tercih hem de i¢sel bir ¢aresizligin izlerini tasiyan gogmen
ruhunun karmasasini dile getirir. “Gtinesi de terk ettim” dizesi ise,
Nichols’in Karayipler’deki dogasin1 ve sicak cografyasini geride
birakmasini sembolize eder. Bu, Bauman (2000:94)’1n tanidik ve
giivenli olanm terk edip bilinmeyen bir gelecege dogru yola ¢ikma
analizine karsilik gelir. Go¢men, fiziksel olarak yer degistirirken
ayn1 zamanda kiiltiirel ve psikolojik bir kopus yasar; bu siirec,
bireyin kimligini yeniden insa etmesini zorunlu kilar. Dahasi, “Ve
ihtisamli sinek kusumu” ifadesi, Nichols’in kisisel ve kiiltiirel
degerlerini simgeler. Nichols (2019), sinek kusunun her yone
ucabilen tek kus oldugunu belirtir. Bu 6zellik, bireyin 6zgiirliigiinii
ve sinirsiz hareketini simgeler. Bauman’in teorisine gore, go¢menler
yalnizca fiziksel varliklarini degil, ayn1 zamanda kiiltiirel anlamda
kendilerini tanimlayan unsurlar1 da geride birakir. Ancak bu
unsurlar, bireyin hafizasinda ve kimliginde iz birakmaya devam
eder. Bu dize, gdo¢menin kayb1 ile yeni bir hayat kurma cabasi
arasindaki ikilemi yansitir.

“Tahta dosemelerdeki biiylik fareleri de” dizesi ise,
Nichols’in gegmiste biraktig1 olumsuzluklara ve zor kosullara isaret
eder. Bauman (1998:78), gd¢menlerin ge¢mislerinden tamamen
kopmalarinin miimkiin olmadigini, hatta bazen bu ge¢misin yeni
yasamlarina sizarak onlar1 bigimlendirdigini savunur. Nichols’in
burada olumsuz imgelerle ¢izdigi eski diinya, bireyin arkasinda
biraktig1 ama etkisinden kurtulamadigi anilarin bir temsili olarak
okunabilir. Devaminda “Kendime yeni bir diinya kurmak i¢in”
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dizesi, Bauman’in gé¢menlerin yeni bir kimlik ve aidiyet insa etme
stireglerine dair goriiglerini dogrular. Nichols’in bu ifadesi, bireyin
bilinmeyen bir ortamda var olma miicadelesini ve yeniden anlam
bulma c¢abasini anlatir. Bu siireg, bir yandan yeni toplumsal baglar
kurmay1 gerektirirken, diger yandan eski benlikle yiizlesmeyi ve onu
doniistiirmeyi zorunlu kilar (Bauman, 2000:102). “Sonunda Ingiltere
denen bu yere geldim” dizesi ise, Nichols’in go¢ yolculugunun nihai
duragmi ifade eder. Ancak bu “nihai” yerlesim, Bauman’in
teorilerinde altin1 ¢izdigi gibi, kalic1 bir aidiyet duygusunu garanti
etmez. Go¢men, yeni mekanda bir kimlik bulmaya ¢aligirken, siirekli
bir gecicilik ve belirsizlikle kars1 karsiya kalir (Bauman, 2000:94).
Nichols’mn bu ifadesi, go¢menin yeni cografyasina ayak basmasiyla
birlikte baslayan yeni bir arayisin, yeni bir ikilemin habercisidir.
Siirin devami ise sOyledir:
[Ik basta, kendimi bir riilyadaymis gibi hissettim (8)
Sisli gri bir bulaniklikta (9)
Gergek mi diye bakmak igin, duvarlara dokunuyorum, — (10)
Hakkaten epeyce saglamlar (11)
Ve insanlar metrolardan sagiliyorlar (12)
Tipki fasulyeler gibi (13)
Gokyiizline baktigimda ise (14)
Lord Nelson’1 goriiyorum, ¢ok yiiksekte—oraya ¢ikamayacak kadar yiiksekte

(15).
Nichols’in Wherever I Hang siirinin 8 ile 15. dizeleri,
Zygmunt Bauman’in gog, aidiyet ve ikilem kavramlari {izerinden
okundugunda, yeniden gé¢gmen deneyiminin derin ve ¢ok katmanl
bir analizi ortaya ¢ikar. Sairin bu dizeleri, bir gégmenin yeni bir
topluma adim attifinda yasadigr duygusal ve zihinsel c¢atigmalari
somut imgelerle betimlerken, Bauman’in modern toplum
elestirileriyle kesisir. Ornegin, “Ilk basta, kendimi bir riiyadaymus
gibi hissettim” dizesi, Bauman’in gé¢menin yeni bir diinyaya adim
attiginda yasadig1 gerceklik kaybi ve yabancilagma durumuna isaret
eder. Go¢men, alisilmis olanin digina ¢iktig1 anda, tanidik referans
noktalarin1 kaybeder ve bu kayip, yeni mekanin gergekligini
sorgulama ihtiyacini dogurur (Bauman, 2000:94). Nichols’in “riiya”
benzetmesi, bu yabancilig1 ve siirreal atmosferi giiglii bir sekilde
yansitir. Go¢menin, karsilastigi yeni mekani algilamaya calisirken
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yasadig1 saskinlik ise, aidiyet arayisinin ilk asamasini olusturur.
Sonrasinda, “Sisli gri bir bulamiklikta” ifadesi, Ingiltere’nin cografi
ve atmosferik 6zelliklerinden hareketle, Nichols’in yeni yasamini
tanimlayan bir metafor olarak okunabilir. Bu sisli gri, Bauman’in
“akigkan modernite” kavramina uygun bir sekilde, modern
toplumlarin belirsiz ve gecici dogasini temsil eder (Bauman,
2000:102). Gogmenin iginde bulundugu bu bulaniklik, yalnizca
mekansal degil, kimliksel ve duygusal bir bulaniklik olarak da
diistintilebilir. Go¢menin yeni aidiyet duygusunu bulma yolculugu,
bu sisli atmosferin i¢inde sekillenir.

Devaminda, “Ger¢ek mi diye bakmak icin, duvarlara
dokunuyorum” dizesi, Nichols’in yeni yasaminin somut ve fiziksel
gercekligine tutunma ¢abasini ifade eder. Bauman (2001:156)’a gore
gdcmenler, yeni bir toplumda var olabilmek i¢in bu toplumun
siirlarii ve yapisal gergekligini anlamaya g¢alisirlar. Nichols’in
duvarlara dokunmasi, yeni diinyasin1 deneyimleme ve kabul etme
cabasidir; ayn1 zamanda, bireyin aidiyetini somutlastirma arayisinin
bir gostergesidir. Hemen ardindan”Hakkaten epeyce saglamlar”
ifadesi ise, Nichols’1n yeni ortamin maddi ger¢ekligini kabul edisini
simgeler. Bu dize, Bauman (2001:162)’in gbd¢menlerin yeni
toplumun normlarin1 ve yapilarini1 zamanla i¢sellestirme siireclerine
dair analizleriyle ortiisiir. Go¢menin, eski diinyasindan kopusu ne
kadar sarsic1 olsa da, yeni diinyasinin somut gercekligiyle
ylizlesmesi, aidiyet duygusunun ilk tohumlarini atar. “Ve insanlar
metrolardan saciliyorlar” ve “tipki fasulyeler gibi” dizeleri ise,
Nichols’mn Ingiltere’nin modern kent yasamini, oOzellikle de
kalabalik ve mekanik insan hareketlerini elestirel bir bakisla
betimledigini gosterir. Bauman (1998:78)’a goére modern toplum,
bireyleri kimliksizlestirerek birer “kitle” haline getirir; bireysellik,
yerini sistematik bir ritme uymaya birakir. Nichols’in fasulye
benzetmesi, insanlarin toplu tagima sisteminden hizla ¢ikigin1 hem
anonimlesme hem de mekaniklesme olarak tasvir eder. Gogmen i¢in
bu durum, bireyselligini kaybetme tehdidiyle yiizlestigi bir an1 ifade
eder. “Gokyiiziine baktigimda ise” ve “Lord Nelson’1 goriiyorum,
cok yliksekte—oraya ¢ikamayacak kadar yiiksekte” dizeleri de,
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Nichols’in Ingiltere’nin tarihsel ve Kkiiltiirel sembollerine karsi
duydugu yabanciligi gozler oniline serer. Yeri gelmisken, Lord
Nelson heykeli, gogmenin erisemeyecegi bir tarihsel “prestij ve giicii
temsil eder” (Johnson, 2021). S6z konusu durumda Bauman (2000:
94), modern toplumlarda “6teki” olan bireyin, hakim kiiltiirtin
sembolleri karsisinda yasadigi dislanmighigi vurgular. Nichols, bu
dizesiyle hem bir hayranlik hem de bir mesafe duygusunu dile
getirir; gO¢menin, yeni toplumda kendini bu sembollerle
iliskilendiremeyisini siirsel bir dille ifade eder. Siirin devaminda ise;

Ve boylece, kendimin fotograflarini yolluyorum eve (16)
Giivercinler ve karlar arasinda (17)
Ve boylece sogugu savusturuyorum (18)
Ve boylece, yavas yavas (19)

Kalipso® tarzimi degistirmeye basliyorum— (20)
Kimseyi ziyaret etmiyorum (21)
Gideceksem de agik¢a dnceden haber veriyorum (22)
Ve sirami bekliyorum kuyrugun i¢inde— (23)

Grace Nichols’in Wherever I Hang siirinin 16 ile 23. dizeleri,
Bauman’in gog¢, aidiyet ve kimlik ikilemi iizerine yaptig1 teorik
analizlerle incelendiginde, gdo¢menin yeni bir kiiltiirel ve sosyal
cevreye uyum saglama siirecinin karmagikligini ve bu siirecte
kimliginin déniisiimiinii gdzler dniine serer. Ornegin, “Ve bdylece,
kendimin fotograflarini yolluyorum eve” dizesi, Nichols’in eski
aidiyet merkezleriyle bagini siirdiirme ¢abasini yansitir. Bauman’a
gore, gocmenler yeni bir diinyada kok salmaya c¢alisirken
gecmisleriyle olan baglarim1  asla tamamen koparamazlar.
Fotograflar, go¢cmenin yeni yasaminin bir kanit1 olmanin yaninda,
geride biraktig1 diinyayla arasindaki duygusal kopriiyli de temsil
eder (Bauman, 2000:102). Bu baglamda, Nichols’in fotograf
gondermesi, gdogmenin hem kendi doniisiimiinii goriiniir kilma hem
de eski kimligini muhafaza etme cabasi olarak yorumlanabilir.
“Giivercinler ve karlar arasinda” ifadesi de, Nichols’in Ingiltere’ye

¢ Karayipler’e 6zgii canli ve ritmik bir miizik tiirii.
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0zgii dogal ve kiiltiirel unsurlarla karsilasmasini anlatir. Giivercinler,
sehir hayatinin rutin bir pargasi iken, kar 6zellikle Karayipler’den
gelen bir birey i¢in yabanci bir doga olayimi temsil eder. Bu imge,
Bauman’in akiskan modernite baglaminda bireyin yeni ortama
adaptasyonunda yasadigi saskinligi ve yabancilagsmayi1 agiklar
(2001:156). Gogmen, bu tiir unsurlar fark ettikge, eski diinyasindaki
tanidik diizen ile yeni diinyanin yabanci ger¢ekligi arasindaki
sinirlart hisseder.

Sonrasinda “Ve boylece sogugu savusturuyorum” dizesi de,
Nichols’in yeni ortama fiziksel ve ruhsal uyum saglama siirecini
ifade eder. Bauman, go¢menlerin bu tiir uyum ¢abalarini, bireyin var
olabilmek 1i¢in c¢evresel sartlara karst bir direng gelistirme
zorunlulugu olarak aciklar (1998: 78). Buradaki soguk, yalnizca
iklimsel bir durumu degil, ayn1 zamanda Ingiltere’deki mesafeli ve
bireyci toplumsal yapiy1 temsil eder. Nichols’in sogugu savusturma
eylemi, bu mesafeyi asma ve varligmi siirdirme miicadelesini
simgeler. “Ve boylece, yavas yavas / Kalipso tarzimi degistirmeye
basliyorum” dizeleri ise, Nichols’in kiiltlirel kimliginin doniisiim
stirecini agikg¢a ortaya koyar. Bauman (2001:162) bu durumu
ambivalens (ikili anlamlilik) kavramu ile agiklar; gogmenler, kendi
kiiltiirel koklerini tamamen terk edemese de yeni normlara uyum
saglama cabasi i¢ine girerler. Kalipso, Karayip kiiltiirline ait canli,
sosyal ve Ozgiir bir yasam tarzin1 simgelerken, Nichols’in bu
huylarmni degistirmesi, Ingiltere’nin bireyci, disiplinli toplum
yapisina uyum saglama zorunlulugunu gosterir. Bu doniisliim,
goemenin eski ve yeni kimligi arasindaki i¢sel catigmasini da
yansitir.

Siirin devaminda “Kimseyi ziyaret etmiyorum / Gideceksem
de agik¢a dnceden haber veriyorum” ifadesi, Nichols’in Ingiltere
toplumunun sosyal normlarina uyum sagladigini gosterir. Bauman’a
gore, modern toplumlarin bireyci dogast, insanlarin birbirleriyle olan
etkilesimlerinde belli protokollere uymalarin1 gerektirir (Bauman,
2000:94). Gogmen, yeni sosyal kodlara uyum saglamak adina
spontane ve dogal iletisim aliskanliklarini terk ederek, toplumsal
beklentilere uygun bir davranis bigimini benimser. Bu siireg, bireyin

--109--



kiiltiirel kimliginin doniisiimiinii hizlandirir ve eski aligkanliklarinin
uyumsuz olarak goriildigli yeni bir diinyada var olma c¢abasini
ortaya koyar. “Ve sirami bekliyorum kuyrugun i¢inde” dizesi ise,
Nichols’in Ingiltere’nin diizenli ve kuralli toplumsal yapisina uyum
saglama c¢abasin1 ifade eder. Bauman (2000:102), modern
toplumlarin biirokratiklesmis ve diizenli yapisinda bireyin bir
sistemin parcast haline geldigini belirtir. Kuyrukta beklemek,
Ingiltere kiiltiiriinde sabir, diizen ve bireyselligin bir gostergesidir.
Nichols i¢in bu eylem, yeni kiiltiirel normlara uyum saglamanin bir
pargasi olmakla birlikte, bireyin eski kiiltlirlindeki spontan yagsam
tarzindan uzaklasarak yeni bir kimlik ingasina dogru ilerlediginin de
bir isaretidir. Siir su sekilde sona erer:

Simdi, bunca zamandan sonra (24)

Ingiliz hayatia alistim (25)
Ama hala 6zlilyorum memleket tarafini (26)
Itiraf etmek gerekirse (27)
Gergekten nereye ait oldugumu bilmiyorum (28)
Evet, okyanusla boliinmiisiim (29)
[liklerime kadar boliinmiisiim (30)
Nereye asarsam ¢amagirlarimi—iste orasidir benim evim. (31)

Nichols’in Wherever I Hang siirinin 24 ile 31. dizeleri,
Bauman’in gog, aidiyet ve ikilem konularina dair teorik cercevesi
1s181nda incelendiginde, gd¢menin yeni bir topluma uyum saglama
stirecinde yagadig1 karmagik duygular ve aidiyet arayisindaki ikilem
carpict bir sekilde goriilmektedir. “Simdi, bunca zamandan sonra”
ve “Ingiliz hayatina alistim” dizeleri, Nichols’in Ingiltere’deki
yasamina ne kadar uyum saglamis oldugunu ifade eder. Ancak bu
uyum saglama, tam anlamiyla bir aidiyet olusturmaz. Bauman,
modern gbé¢ deneyiminin “akigskan” bir yapida gergeklestigini;
gocmenlerin yeni toplumlara entegre olsalar da bu entegrasyonun
kalici bir aidiyet duygusuna doniismedigini belirtir (2000:102).
Burada Nichols’in dizeleri, yeni bir yasam tarzina alismanin
getirdigi ylizeysel bir uyumun altini ¢izerken, derinlerde devam eden
bir yabanciligin varligin1 hissettirir. Sonrasinda, “Ama hala
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Ozliiyorum memleket tarafin1” dizesi, Nichols’in koklerine ve
geemisine olan bagliligini, yani eski yasamina dair aidiyet hissinin
tamamen kopmadigini vurgular. Bauman (2001:156), gogmenlerin
gecmisleriyle olan baglarimin stirekliligine dikkat ¢ceker. Ona gore,
bu bag koparilamaz ve yeni kimlik olusturma siirecini etkileyen bir
unsura doniisiir. Nichols’in bu dizesinde, eski ve yeni yasam
arasindaki ikilem, duygusal bir 6zlem iizerinden dile getirilir.

“Itiraf etmek gerekirse” ve “Gergekten nereye ait oldugumu
bilmiyorum” ifadeleri de, Nichols’in aidiyet duygusundaki
belirsizligi ve ikilemi derinlemesine ortaya koyar. Bauman’in 6ne
sirdligli “ambivalens” (iki anlamlilik) kavrami, bu dizelerle
dogrudan ortiiserek, gd¢menlerin nereden geldikleri ve nereye
gittikleri arasinda siirekli bir kimlik sorgulamasi i¢inde olduklarini
ifade eder (2001:162). Bu kapsamda, Nichols’in ifadelerinde yer
alan “bilmiyorum” vurgusu, gé¢cmen kimliginin ¢cogu zaman kesin
sinirlara sigmadigini ve aidiyetin siirekli sorgulanan bir yapiya sahip
oldugunu gosterir. Yine “Evet, okyanusla boliinmiisim” ve
“fliklerime kadar boliinmiisim” dizeleri de, Nichols’in fiziksel ve
duygusal olarak iki diinya arasinda yasadigi bolinmiisligii ve
ikilemi simgeler. Bauman (1998:78), go¢menlerin yasadigi bu igsel
catigmay1, eski ve yeni hayat arasinda sikisip kalmanin getirdigi
kimlik krizi ve aidiyet belirsizligi olarak agiklar. Nichols’in siirinde
bu boliinmiisliikk, hem cografi hem de kimliksel bir ¢atisma olarak
sekillenir; gogmenin iki diinyaya ait ama ayni zamanda hig¢birine tam
anlamiyla ait olamamasmi dile getirir. “Nereye asarsam
camasirlarimi—iste orasidir benim evim” dizesi, Nichols’in aidiyet
ve ev kavramini yeniden tanimladigi son derece ¢arpici bir ifadedir.
Bu satir, Bauman (2000:94)’in modern go¢ deneyiminde aidiyet
duygusunun sabit bir cografya veya kiiltiire dayanmaktan ¢ikip, daha
akiskan ve hareketli bir yapiya doniistiigii gorisinii destekler.
Nichols, bu dizeyle ¢ok daha esnek bir aidiyet tanimi yapar: adeta
insanin evinin, kendisini nerede rahat ve kabul edilmis hissettiine
bagl oldugunu vurgular. Bu noktada siirin temel ¢atisi, gdgmenin
hareket halindeki varolusunu ve stirekli bir yer arayisimi gozler
oniine serer.
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Sonug¢

Grace Nichols’in  Wherever [ Hang siiri, Zygmunt
Bauman’in go¢, aidiyet ve ikilem teorileri baglaminda
incelendiginde, modernitenin getirdigi karmasikligin ve belirsizligin
bireyler {lizerindeki etkilerini ¢arpici bir sekilde gozler oniine serer.
Nichols, siirinde, go¢menligin yarattig1 aidiyet arayisini ve bu
arayisin getirdigi kimlik c¢atismalarini ele alirken, Bauman’in
“akigkan modernite” kavraminin somut bir ifadesini sunar. Siir,
Nichols’in Ingiltere’ye uyum siirecini anlatirken, gd¢menligin
getirdigi duygusal ve kiiltiirel yabanciligi, aidiyet duygusunun ne
kadar gecici ve degisken olabilecegini gosterir. Bu baglamda,
Nichols’mn dizeleri, Bauman’in gd¢menlerin siirekli bir kimlik
sorgulamasi i¢inde olduklari, “ambivalens” (iki anlamlilik)
durumunu yasadiklar1 goriisiinii dogrular. Siir, gogmenligin, bireyin
kendini nereye ait hissettigi konusunda bir ikilem yarattigini ve bu
ikilemin, bireyin toplumsal iliskilerini ve kisisel kimligini nasil
sekillendirdigini acik¢a ortaya koyar. Bu bakimdan, Nichols’in
Wherever I Hang siiri, yalnizca kigisel bir deneyim anlatici olarak
degil, ayn1 zamanda gd¢menlik olgusunun evrensel yonlerini de ele
alir. Bu siir, Bauman’in gog¢ ve aidiyet iizerine yaptig1 analizlerin,
gercek yasam deneyimleriyle nasil oOrtiistiigiinii ve bu teorilerin
bireylerin yasamlarinda nasil yanki buldugunu gosteren miikemmel
bir 6rnektir. S6z konusu siir, Bauman’in teorik ¢ergevesinin,
goemenligin duygusal ve sosyolojik boyutlarin1 anlamak i¢in ne
kadar faydali ve kapsamli bir ara¢ oldugunu kanitlar niteliktedir.
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CHAPTER VI

Secret Trauma, Insidious Trauma and Literature as
Testimony in Dorothy Allison’s Bastard Out of
Carolina

Ismail Onur SONAT!

Introduction

This paper employs literary trauma theory to critically
analyze Dorothy Allison’s semi-autobiographical novel Bastard Out
of Carolina (1992). The text centers on Bone, an illegitimate
daughter of a working class woman, struggling to cope with the
trauma of being sexually assaulted by her stepfather at the age of five
in 1950s’ South Carolina. By presenting Bone's story from her own
perspective, the novel offers an in-depth examination of her
traumatized psyche and a critical view of the oppressive society
which she lives in. The novel’s carefully crafted depiction of the
pervasiveness of “insidious traumas” and “secret traumas”
underlines the necessity for trauma victims to find new channels for
self-expression and recovery. Ultimately, the text illustrates that
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Bone's experiences are, in fact, a part of a larger issue that stem from
her background in a white trash family in the South, where
patriarchal entitlement over women's bodies is culturally
encouraged. The novel displays how traumas can alter both the
victim’s sense of self and societal perceptions of these individuals,
thereby challenging the reader to reconsider the intersections of
trauma, gender, and class in the American South.

Literary trauma theory is an interdisciplinary field that
synthesizes theories from psychoanalysis and literary studies with an
aim of understanding the dynamics of how individual and collective
traumas are experienced through literature and arts. As a theoretical
field, it attempts to account of the portrayal of trauma through
narratives as well as the role of those narratives in shaping the
societal conception of trauma. As paradoxical as it may sound, one
of the central aspects of literary trauma theory is that it asserts that
trauma is, in essence, unrepresentable. Considering that traumatized
minds are often fragmented, any attempts at representation are
evidently fractured and disjoined, effectively ruling out the
possibility of constructing appropriate words that would incorporate
the traumatic event into reality. Yet, to some extent, this notion of
unrepresentability is what produces complex accounts which are
characterized by disjointed narrations that reflect the disjointed mind
of a traumatized person. As a result, trauma narratives employ
specific techniques such as non-linear and fragmented narrations or
unreliable narrators in order to demonstrate the experience of trauma
in a rigorous manner.

Although recognition of trauma as an impact of extreme
experiences on the human psyche can be traced back to ancient
Greeks and Romans, surprisingly there were no formal studies prior
to the 19th century. It was only after traumatic neurosis emerged as
a disorder, medical and psychological interest beyond “shell shock™
and “battle fatigue” gained relevance. Without a doubt, Sigmund
Freud’s seminal work, Beyond the Pleasure Principle (1920) played
a crucial role in the early development of trauma as a psychological
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theory. In this book, Freud developed several key concepts such as
repression, subconscious and unconscious that led to an in-depth
understand of how unwanted experiences leave scars on the psyche
and alter one’s behavior.

After the World War II and the Vietnam War, extensive
studies on the traumatizing effects of wars on returning soldiers were
published in order to reintegrate them into society. Following these
developments, The American Psychiatric Association included Post-
Traumatic Stress Disorder (PTSD) in the third edition of the
Diagnostic and Statistical Manual of Mental Disorders (DSM-III)
in 1980, which formalized the diagnosis of trauma-related disorders.

In the 1990s, the field of trauma studies began to gain
prominence in literary criticism. Cathy Caruth published her seminal
text, Trauma: Explorations in Memory (1992). In this collection of
essays, she explores the relationship between trauma and memory.
In general, Caruth's importance in Trauma Studies emanates from
the fact that she builds a much-needed bridge between the clinical
and the literary understandings of trauma. In her writings, Caruth
describes trauma as a highly personal experience that is inherently
unrepresentable. She also shows how survivors often resort to
silence that follows traumatic events, which leads to a belated
understanding of it. In 1995, Shoshana Felman and Dori Laub
published Testimony: Crises of Witnessing in Literature,
Psychoanalysis, and History, which pinpoints the significant role
testimony plays in understanding and recovery from trauma.
According to Felman and Laub, testimony acts as a fundamental
connection between personal trauma and its necessary social
recognition. Survivors often compel others to remember not only
their own personal experiences but also those of others by their
bearing witness to examples of suffering. Such a shared experience
between the survivor and the witness is apparently crucial for the
healing of the survivor as well as the community's witnessing of
historical trauma. In 1996, Dominick LaCapra published
Representing the Holocaust: History, Theory, Trauma. In this book,
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he discusses possible challenges of representing traumatic events in
literature and art. LaCapra makes use of Freudian psychoanalysis in
defining the two modes with respect to trauma: Acting out and
working through. Acting out means a repetitive and mostly
unconscious reliving of traumatic events, whereas working through
refers to a deliberate coming to terms with the trauma and its effects.
Understandably, in the wake of 9/11 both scientific researches on
trauma and fictional works that delved into the minds of traumatized
characters gained momentum. Several theoretical works such as
Anne Whitehead’s Trauma Fiction (2001) and Judith Herman’s
Trauma and Recovery: The Aftermath of Violence — From Domestic
Abuse to Political Terror (2002) alongside trauma narratives such as
Don DeLillo’s Falling Man (2007) were published.

The exploration of trauma in literature, is vividly illustrated
in some of the best-known novels of the twentieth and twenty-first
centuries. Mrs. Dalloway by Virginia Woolf (1925) deals with the
psyche of Ms. Clarissa Dalloway as she gets ready for a party in
post-World War I London, focusing particularly on memory and the
trauma of war on individuals and society. J.D. Salinger’s The
Catcher in the Rye (1951), following a teenager protagonist called
Holden Caulfield, is an example of alienation and loss. Elie Wiesel's
Night (1956) recounts the horrific memories from the author's
teenage years spent in Nazi concentration camps during the
Holocaust, presenting one of the most well-known narratives in
literature on survival, faith, and the memory of traumatic events.
Kurt Vonnegut's Slaughterhouse-Five (1969) uses science fiction in
keeping with the author's memories of being a prisoner of war during
the bombing of Dresden to discuss matters of trauma, time, and
absurdity of war via its protagonist Billy Pilgrim. Toni Morrison's
famous Southern Gothic novel Beloved (1987) tells the story of a
former slave, Sethe, tormented by memories of her traumatic choice
to murder her daughter in order to free her from slavery, exploring
the minds and emotions scarred from slavery and the failures of
motherhood. Margaret Atwood's The Handmaid's Tale (1985)
functions as a parable about a dystopic society where women are
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exploited for reproduction. In the 2Ist century, that Cormac
McCarthy writes his novel The Road (2006) about the punishing life
that a father and his son lead as they pass through an apocalyptic
landscape. It is a very bleak book for everyone who values life
because it shows survival and trauma on the parent-child
relationship.

Although it is not as widely known as some of the trauma
narratives mentioned above, Dorothy Allison’s Bastard Out of
Carolina also requires close inspection owing to the fact that it
amalgamates of personal and collective traumas shaped by the
society. Allison’s novel is quite apt for a reading through the lens of

literary trauma theories, as it focuses on “secret trauma”, “insidious
trauma” and the importance of “testimony” for recovery.

Trauma in Bastard Out of Carolina

Bastard Out of Carolina, set in Greenville, South Carolina
during the 1950s, centers on Ruth Anne, also known as Bone, the
illegitimate daughter of a young woman named Anney. Born into a
family that has been labeled as and, to some extent, has internalized
the derogatory term ‘“trash,” Bone carries the burden of her
stepfather Glen's sexual assault, which occurred when she was five
years old. Furthermore, she carries the social stigma associated with
being labeled a bastard all her life. The novel is constructed from
Bone's perspective as a first-person narration, offering insight into
the workings of her trauma-shaped mind. Through the lens of literary
trauma theories, a close reading of Allison's text reveals the
pervasiveness of secret and insidious traumas within the closed,
male-dominated, and patriarchal society of the South as well as
possible approaches towards recovery.

Allison’s text begins ab ovo, with a 9-months-pregnant
Anney stuck in a crowded car that finds itself in an accident,
resulting in her cutting “the top of her head”, bruising her back, and
subsequently finding herself in labor (Allison, 2012, p. 2).
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Considering that “trauma” is the Greek word for physical wound,
one might argue that the meticulous selection of information
pertaining to this particular instance in the life of Bone, which cannot
possibly be known by herself, effectively foreshadows the
impending trauma by its etymological association. To make her
point clear, in addition to several remarks on the injuries from this
near-death experience Anney survives, the third line in the first
chapter, where Bone is talking about how her aunts had to name her,
in a tone that implies passive-aggressiveness, reads: “My mama
didn’t have much to say about it, since strictly speaking, she wasn’t
there” (p. 1). Not only does this notion plant the seeds of a possible
psychological trauma in relation to Bone's mother early on, but it
also imminently prepares the reader for the role of the witness that
comes with a heavy burden. Indeed, it is logistically impossible for
Anney to be absent during her own labor, but as Deborah M. Horvitz
(2000) points out in her article in which she compares Bastard Out
of Carolina to Gayl Jones's Corregidora, Anney “was unconscious,
just as she remains metaphorically ‘unconscious ’to Glen’s abuse
until the brutal sexual assault that closes the text” (p. 52).

Furthermore, the implication of Bone’s metaphorically
unconscious mother figure immediately harkens back to Sigmund
Freud's classic example of the fort / da game he uses in order to
explain an infant's anxiety of losing his/her mother and his desire to
control her presence and absence. It is clear that Bone’s editing of
the past events, favoring some bits of information above others, falls
in line with the idea that Bone, as a traumatized individual, becomes
the curator of her own history. Accordingly, it is crucial to note that
it is the trauma victim who constructs her story, but she also puts an
emphasis on the healing outcome of the process of this construction.
As Horvitz suggests, “not until the victim encounters and translates
her ‘unspeakable ’tragedy into ‘her’story can she envision a future
devoid of violence” (Horvitz, 2000, p. 40).

Therefore, aside from the cathartic value of testimony, one
can argue that it is directly linked with the victim's longing for
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reclamation of the power they were once unjustly deprived of. In
other words, one possible function of the testimony is akin to that of
the fort / da game, through which the trauma victim gains “far more
thorough-going control of the relevant powerful experience than was
possible when he was merely its passive recipient” (Freud, 1920, p.
75). Upon examining the recurrent sexual fantasies of Bone, in
which she repeatedly relives her assault, it becomes evident that she
exercises control over the specifics of these scenarios, including the
degree of violence and the presence of observers. In these fantasies,
not only can she stare back at Glen without a “shameful scream”
(Allison, 2012, p. 112), but she is also able to control the reactions
and emotions of the witnesses as evidenced by her assertion that
“those who watched” (p. 112) unquestionably “loved” her and “hated
him” (p. 112). Thus, these fantasies emblematize Bone’s desperate
yearning for control, falling in line with Kirby Farrell’s
conceptualization of trauma as a history that interpretes the past in
order to “square the present with its origins” (p. 14).

In the same vein, the way Bone describes the desire to own
one of the hooks from the mud sounds erotic and ecstatic:

That night I slept over at Aunt Raylene’s place. After she was
asleep, I snuck out to get the hook. I took it back to my room,
pried the chain off, and cleaned and polished it. When it was
shiny and smooth, I got in bed and put it between my legs,
pulling it back and forth. It made me shiver and go hot at the
same time. | had read in one of the paperbacks Daddy Glen
hid in the garage about women who pushed stuff up inside
them. I held the chain and thought about that, rubbed it
against my skin and hummed to myself. I wasn’t like the
women in those books, but it felt good to hold that metal, to
let those links slip back and forth until they were slippery.
(Allison, 2012, p. 193)

This scene works almost perfectly like a reenactment of the
fort / da game, since Bone knows very well that she can use the
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object for her own pleasure and get rid of it whenever she decides
she does not need it anymore. Basically, the strong desire for the
sharp metal object she can “touch any time” (p. 186) exposes both
her vulnerability and the power she desperately wants to wield at the
same time. After all, testimony empowers the victim through making
them the sole authority when it comes to having dominance over
their history, which offers a satisfying explanation regarding the
discrepancy between Bone's dreams related to the hook involving
“dripping blood” (p. 187) and Aunt Raylene's nightmares after
having heard the gruesome made-up stories about the origin of the
hook. In her nightmares Raylene is a dead woman who “had
drowned in the river and the morticians had to sew pieces of her back
together to look like somebody. Only they had to sew different
people’s pieces together just to make up one reasonable body to bury
to show her mama” (p. 187). Apparently, Bone imagines “her flesh
in pieces” (p. 186) and finds it cartoony to the point that having
dreams about it at night does not seem to bother her, but when it is
the morticians who have the control over the parts of the bodies they
need to sew in order to make Aunt Raylene look like somebody, they
are called “nightmares” instead of “dreams”. Thus, the key to the
trauma victim'’s recovery is arguably the acquisition of the ability to
reconstruct what is shattered, which recalls Caruth’s idea of the
restorative function of the language as it carries the potentiality
of “the power to enact healing, give order, and allow the
reconstruction of the victim’s shattered psyche” (Pederson, 2014, p.
339).

By conceptualizing testimony as an interpretation of past
rather than the actual past, it becomes clear that Bone meticulously
selects the moments she wishes to elaborate on and those she prefers
to omit within her narrative. This process, coupled with the “secret
trauma” that stems from her sexual abuse by her stepfather Glen at
the age of five, unveils that her life, much like that of many
individuals, is marked by “insidious traumas” that contribute to the
formation of one's identity. Not yet listed in DSM-V, therefore, still
not widely accepted, but according to the scholars such as Laura S.
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Brown, and Maria Root, is not less serious than the traumas of
Holocaust survivors and PTSD war veterans seem to suffer as far as
the victim's psyche and the overall symptoms are concerned,
insidious trauma refers to overwhelming accumulation of everyday
micro-aggressions, “a prolonged process in which one experience
follows another and where, really, you eventually have a summation,
and more than a summation, a piling up of experiences” (Fromm,
1998, p. 25). These experiences, albeit not “necessarily overtly
violent or threatening to the body well-being” (Brown, 1995, p. 107),
still manage to leave a lasting scar on the psyche. When being a part
of an oppressed social group can mean “a constant lifetime risk of
exposure to certain trauma” (p. 108).

Accordingly, it is noteworthy that South Carolina, as
depicted in the text, emerges as a site of insidious traumas for
individuals other than heterosexual white males, who are idealized
and revered within the Southern cultural context. In her essay
“‘Compulsory Heterosexuality and Lesbian Existence”, feminist
critic Adrianne Rich claims that “southern white women's loyalty to
men hurt other women” (Flora, 2002, p. 256), which can be
associated with the compliant role female characters seem to adopt
in the text. Admittedly, it is perplexing given the matriarchal system
within which the Boatwright women operate. Ideally, these women,
who govern their family, should possess a deeper insight into their
positions. However, they appear to be so culturally indoctrinated by
patriarchal norms that they fail to recognize their own role in
granting men the power to act with impunity. For instance, despite
the numerous young girls' hearts Uncle Earle breaks, none of the
women around him deem him guilty. In fact, he is almost celebrated
by the women in his family for his womanizing and vagabond
lifestyle. Aunt Alma avows that his body is “made for sex” (Allison,
2012, p. 24), and Aunt Ruth describes him as “a hurt little boy with
just enough meanness in him to keep a woman interested” (p. 25).
The text does not explicitly answer why he is hurt despite his good
looks and physical strength, but it suggests that he is inherently
fragile and in constant need of validation from women. The answer,
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indeed, lies in the culture he has grown up in. Granted, “many
cultures have systematically induced trauma or near-trauma in an
effort to reinforce the conviction of a ground of experience and to
strengthen group bonding” (Farrell, 1998, p. 22), but according to
historians who study the South after the Civil War, southern white
men “felt their masculinity had been called into question on a
number of fronts, not just by emancipation and black
enfranchisement but by their own failures as providers that had
toppled their families into tenancy and debt or forced them to leave
the independence of the farm for the regimen of the textile mill”
(Cobb, 2005, p. 174). Unsurprisingly, signs of this fragile
masculinity manifest themselves countless times in Glen's behavior
as well, yet he never ceases to find Anney next to him in order to
make excuses for his brooding personality, anger management
issues, and increasingly violent antics. Glen, who cannot sustain a
job due to his temper and easily breaks out in a sweat and pulls at
“his pants like a boy” (Allison, 2012, p. 99) around his father, is
somehow put on a pedestal by Anney, who functions as one of the
“handmaidens of the status quo” (Caruth, 1995, p. 110). Therefore,
the rape culture is encouraged through constant oppression of
“female sexuality formed on and from violence. A powerful
indictment of men, marriage, and heterosexuality, this text yokes
male-female intimacy with the potential denial and destruction of
women. No heterosexual relationship in this novel (and many are
portrayed) offers anything desirable or appealing” (Horvitz, 2000, p.
41). After all, the inappropriate joke “What's a South Carolina
virgin? 'At's a ten-year-old can run fast” (Allison, 2012, p. 124) is
known even among kids in this society. Hence, insidious traumas
that leave lifelong symptoms can be overlooked among them as long
as it is the decentralized figures, in other words, the individuals who
are definitely not white heterosexual male, that are victimized, and
the status quo is preserved.

Likewise, Bone’s yelling “I'm just another ignorant
Boatwright, you know. Another piece of trash barely knows enough
to wipe her ass or spit away from the wind. Just like you and Mama
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and Alma and everybody” (p. 258), in an attempt to answer to Aunt
Raylene showcases that in spite of the fact that she has never seemed
too concerned about that word, the accumulation of hurtful emotions
caused by being called as “trash” countless times has turned into an
insidious trauma for Bone, not to mention the absence of her father
and its adverse societal repercussions. Even her physical features
that she summarizes as “stubborn-faced, unremarkable, straight up
and down, and as dark as walnut bark” (p. 132) which diverge greatly
from the idealized woman figure in her culture, Southern Belle,
cause Bone to feel vastly inferior in this community where almost
all of the women openly worry about their hair getting darker with
age. Not to mention, in spite of calling herself an ignorant
Boatwright, her impeachments curiously are directed at Anney, Aunt
Alma, Aunt Raylene, but she does not name a single man in her
family. So, even before her sexual assault, Bone's life was prone to
what can be described as insidious traumas as they are “rooted
simultaneously and inextricably within cultural, historical, domestic,
and psychological forces” (Horvitz, 2000, p. 55). Similarly, while
reading Gone with the Wind, she does not seem to be able to identify
with its main character, Scarlett O'Hara, the quintessential Southern
Belle figure with her porcelain-like skin and angelic personality.
Bone laments that she is in fact “part of the trash down in the mud
stained cabins, fighting with the darkies and stealing ungratefully
from” their so-called “betters” (Allison, 2012, p. 206). She says her
“body, [...] was born to be worked to death, used up, and thrown
away” (p. 206), to sum it up; “trash”. This internalization of her
dictated inferiority and expendability leads to the conclusion that she
can only identify with Emma Slattery, a minor character from Gone
with the Wind who becomes pregnant at a young age and causes a
man to get fired from his job. This identification with an
underprivileged, unimportant, and overall negative fictional
character reveals that Bone sees herself as unworthy of the role of a
kind-hearted aristocratic heroine who loves and is loved in return.
This perspective brings Bone close to Horvitz's rendering of her as
someone who is “victimized by systematic sadism in the form of
poverty, is physically and socially deteriorating from hunger,
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beatings, and humiliation because of her family’s low class status”
(Horvitz, 2000, p. 39). Deep down, as a low-class girl living in the
South, Bone knows that her fate will not be much different from
those of her mother and Emma Slattery; she will likely get pregnant
in her early teens and work with her hands for the rest of her life.

In order to comprehend the full extent of the severe insidious
traumas in Bone's life, one needs to look at no further than the albino
girl with whom Bone forms a close yet shaky friendship, Shannon
Pearl. Shannon first appears in the bus amongst the “cootie train!”
(Allison, 2012, p. 154) chants, “walking stolidly past a dozen
hooting boys and another dozen flushed and whispering girls” (p.
154), which immediately makes her a passive object of all of the
surrounding gazes. After she invites her to sit next to her, Bone
recognizes the fire in her eyes which is “banked and raging” (p. 154).
Considering that at this point in the life, Bone has already been a
trauma victim, and has had daydreams about fire and violence
several times, it is no wonder she sees a kindred spirit in this fellow
victim. Apparently, what Bone finds familiar and remarkable about
this girl at the very first time she contacts her proves to be her
defining trait; anger, something Bone likens to her own due to it
being “bottomless and horrible” (p. 207). Despite the fact that there
is no life-threatening traumatic event such as sexual abuse or
accidents in Shannon's life, she is just as traumatized as Bone, and
her rage is a big indicative of it:

I kept going over to Shannon’s house to sit and listen,
openmouthed and fascinated, while this shining creature
went on and on about decapitations, mutilations, murder, and
mayhem. Her stories were remarkable, not fantasies like
the ones I made up. Shannon’s stories had the aura of the
real—newspaper headlines and autopsy reports—and she
loved best little children who had fallen in the way of large
machines. It was something none of the grown-ups knew a
thing about, though once in a while I’d hear a much shorter,
much tamer version of one of Shannon’s stories from her
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mama. At those moments, Shannon would give me a grin of
smug pride. Can’t I tell it better? she seemed to be saying.
Gradually I admitted to myself what hid behind
Shannon’s impassive pink-and-white features. Shannon
Pearl simply and completely hated everyone who had ever
hurt her, and spent most of her time brooding on punishments
either she or God would visit on them. The fire that burned
in her eyes was the fire of outrage. (p. 157)

Evidently, the apparent similarities between Bone and
Shannon that are the basis for their friendship come in abundance:
Both are dealing with serious rage, both like to tell other kids stories
about murder, rape and death. However, unlike Bone, who is
constantly on the pursuit of a way for her trauma to find an outlet as
evidenced by her remarkable interest in books and religion, and
eventually with the help of “memory and narrative” (Horwitz, 2000,
p. 40) proves to be “capable of moving forward into [her] future
without repressing or recreating the sadism of [her] past” (p. 40),
Shannon on the other hand, looks as though she is forever stuck
between the anger stage and the depression stage in Kubler-Ross's
five stages of grief and unable to move on:

Traumatized people often scan the surrounding world
anxiously for signs of danger, breaking into explosive rages
and reacting with a start to ordinary sights and sounds, but at
the same time, all that nervous activity takes place
against a numbed gray background of depression, feelings
of helplessness, and a general closing off of the spirit, as the
mind tries to insulate itself from further harm. (Erikson,
1995, p. 184)

Erikson's description fits Shannon Pearl's characterization
perfectly, as we know how she has bottled up anger that she lets out
so many times, but at other times she is seen trying to protect herself
from the outside of danger by doing prolonged activities that only
involve herself, such as spending “a good five minutes cleaning her
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glasses” (Allison, 2012, p.155) soon after an embarrassing episode
of ridicule. It is no wonder that the source of Shannon's trauma is
directly connected to her somewhat unusual physical appearance, as
the text underlines at any given opportunity how immensely inferior
and anxious Bone herself feels about her Cherokee roots, “dark hair”
and “unremarkable” features. Shannon, with her “white skin, white
hair, and pale pink eyes” (p. 155), is described as a “lurching
hunched creature” (p. 155), implying that only her mother and
sometimes Bone find her beautiful, which makes her a victim of
constant stressors that can be cataloged as insidious traumas. On the
other hand, during a heated argument that subsequently ends their
friendship, Bone finds it surprisingly easy to call Shannon “ugly” (p.
171), as a response to Shannon who calls Bone and her family
“drunks and thieves and bastards” (p. 170). Not only does this scene
blur the line between victim and perpetrator, but it also shows how
effortless it is for these two trauma victims to recognize the exact
wounds each other is suffering from.

Ultimately, Shannon's abrupt entrance into Bone's narrative
and her equally abrupt yet memorable exit serve as a cautionary tale
for Bone, illustrating how trauma, unless given an outlet for
expression, can consume an individual and eventually lead to their
destruction. It is ironic that in this context, Shannon embodies a
distorted version of Jesus Christ, metaphorically dying for the sins
of others as if her own life had not been plagued by others' actions.
She demonstrates to Bone the ease with which a traumatized
individual can vanish from the world if they are unable to find
salvation. However, this analogy is distorted, as the scene of her
death paradoxically portrays Shannon as a weary caricature of the
devil, holding a long fork and with flames rising above her head,
making her appear as though she is wearing a crown of fire.
Surprisingly, this image is juxtaposed with her mother's description
of her as a miracle child and an angel. Nonetheless, it reinforces the
perception of Shannon's crooked body, casting her as an Anti-Christ
figure. Unable to purge herself of trauma through testimony,
Shannon ultimately takes control of her life by unleashing the
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uncontrollable fire she has harbored within, ensuring that everyone
takes notice once and for all.

Shannon’s embodying the dualities of light and darkness,
angel and devil, Jesus and Anti-Christ, is not the sole aspect of the
text that engages with Christian symbolism and themes. For
instance, the scenes that take place early in the text where Anney,
Lyle, Bone, and Reese live together evoke a bliss reminiscent of the
Garden of Eden. However, from the moment Glen appears, he is
depicted as an intruder with the potential to disrupt this idyllic peace,
akin to the serpent in the Garden of Eden. Furthermore, Bone's
affiliation with Jesus and the solace she finds in listening to gospels,
along with her dream of becoming a gospel singer, undoubtedly
warrants discussion. Apparently, Bone’s need to express herself
through music is directly linked to her inability to speak about the
traumatic experience she has survived. Diana Russell, from whom
Cathy Caruth takes the statistics about child abuse calls incest “secret
trauma’:

For girls and women, most traumas do occur in secret. They
happen in bed, where our fathers and stepfathers and uncles
and older brothers molest us in the dead of night; behind the
closed doors of marital relationships where men beat and
sometimes rape their wives and lovers; in the back seats of
cars, where women are forced into sex by their boyfriends,
not knowing until years later that they can call this a rape; in
the offices of physicians and therapists who sexually exploit
patients, knowing that their status is likely to protect them.
(Caruth, 1995, p.101)

When we examine the trauma Bone suffers from as a
consequence of the abuse she received from her stepfather on the
night at the parking lot, it undoubtedly falls into the category of
“secret trauma”, as she does not disclose it to anyone for several
reasons. First, the next morning, when she awakens, she recalls the
event as a hazy memory, which is possibly a result of fragmentation
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caused by her mind's attempt to protect itself. Evidently, repressing
the memory, in Freudian terms, is an act of the pleasure principle.
Like all trauma, the full intensity of the traumatic event itself is
experienced by Bone belatedly. Second, as time passes and she gains
a clearer understanding of what actually happened to her, she feels
an overwhelming shame that prevents her from revealing the truth.
For example, she conceals the wounds, or in other words, the
physical traumas on her body. When Aunt Ruth confronts Bone,
asking if Glen has ever touched her, Bone feels too ashamed to tell
the truth. Similarly, when doctors persist in asking her to reveal the
truth about her injuries, she merely pleads with her mother to take
her home. According to Herman, women are “silenced by fear and
shame, and silence of women give license to every form of sexual
and domestic exploitation” (1997, p. 28). This notion is accentuated
in the passage where Bone learns that Aunt Ruth has died, as she
admits to herself that despite agreeing to talk to each other about
everything, she could not confess what Glen did to her, explaining
her reasoning as being “too ashamed” (Allison, 2012, p. 233).

Bone's shame is not limited to being ashamed of that night at
the parking lot, as since then she is also ashamed of the fact that her
sexuality has been shaped by it. Due to her traumatized state, Bone
is “unable to imagine anything but horror associated with sex or
sexuality because her physical torture invades and pervades her
thoughts as well as her body, Bone con-fuses—conflates as well as
mistakes one for the other—sex with violent victimization” (Horvitz,
2000, p. 41). Indeed, it is clear from her fantasies that Bone cannot
imagine anything other than violence, abandonment and shame
regarding love and sex. For example, during her argument with Aunt
Raylene over Uncle Earle's marriages, Bone straight up defends his
unjust treatment of the girls, saying that he marries to those poor
girls, because he loves them, which prompts Aunt Raylene to say
“girl you are seriously confused about love. Seriously” (Allison,
2012, p. 258). Furthermore, signs of Bone’s shame can also be traced
in her self-accusatory comments, since she either desires the love of
the man who has abused her, or tries to stay away from the house
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due to her belief that Glen is moody and aggressive because of her
ineptitude. Apparently, “the child entrapped in this kind of horror
develops the belief that she is somehow responsible for the crimes
of her abusers” (Herman, 1997, p. 105).

Bone's secret trauma reveals itself multiple times, as she lives
in the same house her perpetrator does, the trauma triggers are too
overwhelming for her to hide the symptoms. For example, for a long
time, it is not Glen's genitalia that she is concerned about, but his
hands, the same hands that she felt that night at the parking lot, and
his eyes, the only things she could see that night, trigger her, looking
extremely dangerous and life threatening. Considering how many
times she notices the size and shape of Glen's hands and how
piercing and cold his eyes look, it almost feels like she is fixated on
them. However, the more she keeps quiet about this fixation and tries
to repress it, the more her trauma tries to find an outlet, as in her
dreams there are “full of long fingers, hands that reached around
doorframes and crept over the edge of the mattress, fear in me like a
river, like the ice-dark blue of his eyes” (Allison, 2012, p. 70).

To delve into Bone's concealed trauma, it is essential to trace
back to her initial encounter with and subsequent passion for gospel
music. In modern Western societies, Christianity functions as an
institutionalized religion that feeds off trauma, primarily the trauma
of Jesus pertaining to his crucifixion and its constant reminders that
are used as symbols such as the cross. As a way to give a voice to at
least Jesus's traumas and the collective traumas of the Christianity,
Bone decides that she wants to be a gospel singer despite not having
a good voice. In a similar vein, all through the text, Bone pleads for
Jesus's and God's help. For example, just after she refuses to tell the
doctor about what happened to her, Bone fantasizes an alternative
turn of events where God tells the doctor about Glen's beatings and
abuse through the wind and Jesus comes into Glen's heart to make
him realize what he did was a sin, which eventually makes him beg
forgiveness on his knees. On the other hand, the night at the revival,
Bone decides that she is not worthy of Jesus love due to the
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internalization of Glen's terrible remarks about her, but she is aware
that gospel music that talks about love, forgiveness, light and Jesus
actually works for her. She says the function of gospel music is to
“make you hate and love yourself at the same time, make you
ashamed and glorified” (Allison, 2012, p. 136), which pinpoints
gospels as both trauma triggers due to their subject material and also
purifiers due to the cathartic act of singing and enabling the listener
to hear other people's testimonies. In addition, just like reading
novels in the woods, stealing objects and fabricating a completely
different backstory to tell others, gospel music ultimately helps Bone
forget what she has been through.

It is unsurprising that the climax of the novel depicts Glen
beating and sexually assaulting Bone once again. However, this time
Anney is present as a witness. When we analyze Bone's dreams, in
which her mother observes her being beaten and abused, they
evidently echo Freud’s case study from The Interpretation of Dreams
that focuses on a father whose son dies of a fever (2005, p. 509). In
Freud's study, the father has a dream where his son’s body catches
fire while he is sleeping, unaware that his son is burning in the next
room. Then he hears the voice of his dead child begging him to see
the fire. Similarly, Bone's secret trauma yearns for others,
particularly her mother, Anney, to acknowledge what has happened
to her. Just as the father in Freud's case study is deeply traumatized
and blames himself for his son's premature death, Bone is
traumatized and subconsciously blames her mother for not
recognizing the suffering she is going through right in front of her.
This concept takes the reader/witness back to the beginning of the
testimony where Bone emphasizes her mother's absence during her
birth. Like the father in Freud's example, Anney, metaphorically
speaking, remains asleep and has never truly awakened. As a
traumatized figure herself who gave birth and raised two children at
a very young age, lost a son during childbirth, and became a widow
after her husband's shocking accidental death, Anney projects
positive aspects of Lyle onto Glen and continues to be compliant
even after witnessing the abuse firsthand. Anney’s initial lack of
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foresight sets the stage for the developments that repeatedly
victimize Bone. The testimony/witness dynamic that Bone shares
with Aunt Ruth, Aunt Raylene, and Shannon Pearl to varying
degrees is conspicuously absent between Bone and Anney,
especially when we consider how Bone silently anticipates her
mother to return to Glen and leave her after the beatings are exposed
within the family.

Conclusion

In conclusion, when we examine Allison’s Bastard out of
Carolina in light of literary trauma theories, Anney emerges as the
central figure in Bone's traumas. The fact that Anney remains
blissfully ignorant of Bone’s suffering suggests that she is the one
who impedes her daughter's healing. This is why Bone is portrayed
as someone perpetually seeking a channel for self-expression all
through her narration. The text chronicles these attempts at healing
by showcasing a variety of outlets Bone has explored over the years.
Religion, gospel music, and escapist activities such as reading are all
highlighted as potential avenues through which Bone can extricate
herself from her traumatized state of mind. The text also suggests
that it is crucial for trauma victims to find a witness or an outlet
through which they can express their emotions, emphasizing the
importance of catharsis by any means necessary. Additionally, the
text comments on the importance of self-expression by using
Shannon as a cautionary example. As someone who refuses to
communicate her bottled-up anger, Shannon is consumed by it.
Ultimately, Bone's testimony draws attention to the notion that her
experiences are part of a larger, collective issue. As a member of a
white trash family in the South Carolina region, where masculinity
is glorified and patriarchal entitlement over women's bodies is
culturally encouraged by other women, secret and insidious traumas
happen to be just a part of the cycle of life.

~-134--



Kaynak¢a
Allison, D. (2012). Bastard out of Carolina. Plume, an

imprint of Penguin Random House LLC.

Brown, L. S. (1995). Not outside the range. In C. Caruth
(Ed.), Trauma: Explorations in memory (pp. 101-120). Johns
Hopkins University Press.

Caruth, C. (1995). Trauma: Explorations in memory. Johns

Hopkins University Press.

Cobb, J. C. (2005). Away down South: A history of Southern
identity. Oxford University Press.

Erikson, K. (1995). Notes on trauma and community. In C.
Caruth (Ed.), Trauma: Explorations in memory (pp. 140-160). Johns
Hopkins University Press.

Farrell, K. (1998). Post-traumatic culture: Injury and

interpretation in the nineties. Johns Hopkins University Press.

Flora, J. M. (2002). The companion to Southern literature:
Themes, genres, places, people, movements, and motifs. Louisiana
State University Press.

Freud, S. (1920). Beyond the Pleasure Principle (Standard
Edition, Vol. 18, pp. 7-64). London: Hogarth.

Freud, S. (2005). The Interpretation of Dreams. Oxford
University Press.

Fromm, E. (1998). The Art of Listening. Parennial Library.

Herman, J. L. (1997). Trauma and recovery. Basic Books.

--135--



Horvitz, D. M. (2000). Literary trauma: Sadism, memory,
and sexual violence in American women’s fiction. State University
of New York Press.

Pederson, J. (2014). Speak, trauma, toward a revised
understanding of literary trauma theory. Narrative, 22(3), 333-353.

--136--



CHAPTER VII

Yapisokiim Kuram Ve Siirin Anlamlandirilmasi:
Erciiment Behzat Lav'in “Senfoni” Siiri Uzerine Bir
Calisma

Ahmet USLU!

Giris

Edebiyat aragtirmalarinin temel Ozelliklerinden biri, eser
incelemeleri sirasinda okura farkli bakis agilari sunmak, yeni
degerlendirmelere olanak saglamak ve okurun eserin sayisiz
yorumlarina ulagsmasina yardimei olmaktir. Eserlerin incelenmesi ve
yorumlanmasi, farkli zihinlerde yeniden ele alinarak yeni anlamlarin
olusmasini saglar. Ancak, tiim bu yorum c¢esitliligi icerisinde eser,
varolussal gercekligiyle oldugu gibi kalir. Tiirk edebiyat1 alanindaki
incelemeler, cagdas diinya edebiyatina yon veren elestiri cesitliligi
acisindan heniiz istenen diizeye ulagmamistir. Bu inceleme ve
yorumlarin artmasi, Tiirk edebiyatinda gecikmis ve daginik elestiri
ortamini sekillendirebilir.
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Edebiyat elestirisi, farkli fraksiyonlar aracilifiyla ayiklama
ve farkliliklarin ortaya ¢ikarilmasinda giiciinii belirler. Herhangi bir
metnin  zaman ve mekan baglamindan kopuk bir sekilde
degerlendirilmesi, edebiyat ortaminin niteligini diistirebilir; ancak
evrensellige ulasmanin yollarindan biri, insana ait davranig
bicimleri, temel giidiler ve bunlarin toplumsal yansimalari
iizerinden insanligin tarih boyunca devam eden ve degismeyen
ozelliklerini gozlemlemektir.

Cagdas diinya edebiyatinda, postmodern anlayis geleneksel
anlayistan oldukca farkli 6zelliklere sahip olmasina ragmen kabul
gérmiis ve yeni bir tlir olarak varligini ispat etmistir. Edebiyat
alaninda, postmodern edebiyat anlayist yazarlarin veya sairlerin
coklu okumalara ve yorumlara acik metinler iiretmesiyle
elestirmenler ve okurlar i¢in yeni bir diinyanin kapilarini aralamistir.
Postmodern diistince, modern diisiince sistemine bir tepki olarak
ortaya ¢ikmistir. Modernizmin simetri, dogrusallik, 1s1k, akil, erk,
diizen, kesinlik gibi kavramlar1 yiiceltmesine karsilik olarak
postmodernizm ¢ogulculuk, belirsizlik ve gorecelik kavramlariyla
kuramsallagmistir.

Bu baglamda, modern ve postmodern diisiinceler arasindaki
fark, analizin bi¢imselligi ve yorumsamanin elestirel boyutu
iizerinden ortaya cikmaktadir (Scherzinger, 1995). Postmodern
diisiince, anlam elestirisini dil, gerceklik ve temsil {izerine
yogunlagtirarak, Saussure’iin gosteren — gosterilen iligkisinin
mutlakligindan ve gosterilenin askin bir téz oldugu kabuliinden
farklilagir. Saussure’den sonra gelen postyapisalct dil ¢alismalari,
dilin sistemik birimlerden olusan O6zerk bir yapt olmadigi
ger¢eginden yola cikarak temsil edilebilecek bir dis gergekligin
bulunmadigin1 ve gergekligin sdylem esnasinda insa edildigini
savunur. Bu nedenle anlam ile nesnenin 6zdes kabul edilemeyecegi
ve gercekligin sOylem igerisinde yapilandigi tezi iizerine kurulur.

1. Yapisokiim Kurami

Postmodern anlayigin bir iirlinii olan yapisékiim kurami,
elestirmenlerin tizerinde durdugu 6nemli bir kavramdir. Yapisokiim
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kuramui, dil filozoflarindan olan Jacques Derrida’nin gelistirdigi bir
kuramdir ve edebiyat, felsefe, sinema ve mimarlik gibi farkli
alanlarda genis bir etki birakmistir. Yapisokiim kavrami, oldukca
popiiler bir anlama sahip olmasinin yani sira daha dar ve teknik bir
anlami da igermektedir (Balkin, 2004). Jacques Derrida, Paul de
Man ve diger bazi diisliniirler tarafindan gelistirilen yapisokiim
kurami, dil ve anlam konulariyla da yakindan ilgilidir.

Yapisokiim (deconstruct) terimi ilk olarak Derrida’nin
1967°de yayimladig1 “Ses ve Fenomen” adli eserinde ortaya ¢ikar.
Derrida, bu eserde Bati felsefesindeki geleneksel diisiinme
mantigiin keyfi ve temelsiz niteligine dikkat ceker. Bu baglamda
yapisoklim kurami, geleneksel diisiinme mantigina ve hakim olan
anlayisa bir tepki olarak dogmus bir karst okuma bi¢imi olarak
tanimlanabilir. Yapisalc1 yaklagimin bir devami gibi goriinse de
Derrida, yapisalciliga yonelik elestirilerde bulunarak siyasal ve dini
otoriteyi de sorgular.

Postyapisalct dil c¢alismalari, dilin sistemik birimlerden
olusan ozerk bir yap1 olmadigi gergeginden yola cikarak, temsil
edilebilecek bir dig ger¢ekligin bulunmadigini ve gercekligin sdylem
sirasinda insa edildigini savunur. Bu nedenle anlam ile nesnenin
0zdes kabul edilemeyecegi tezi tizerinde dururlar. Derrida,
“Saussurecii teoriyi varlik ve yorum sorunsali agisindan ele alarak
hem agkin gosteren — askin gosterilen kategorileriyle dili sabit bir
koken aldatmaciligindan kurtarmak ister, hem de 6zne—nesne, dogru
— yanlis seklindeki ikili karsitliklarin yorum meselesi oldugunu
belirtir.” (Sozen, 1999). Derrida’nin bu diisiinceleri modern akail,
varlik felsefesi, mevcudiyet metafizigi ve doga bilimlerinin elestirel
bir bakis a¢istyla okunmasini ifade eder.

Derrida, yapisokiim kurami araciligiyla Saussure’iin
gosteren — gosterilen iligkisini sabit bir bakis acisindan kurtararak
Ozne—nesne, dogru—yanlis karsitliginin 6znel degerlendirmeye agik
oldugunu one siirer. Derrida, “Yapisokiim bakis agistyla metinleri
okurken, metnin igindeki zaman—mekéan karsithg ve egriltmeler
(Ing. Curvilinear distortion. Bir nesnenin c¢izgilerinin egri ¢ikmasi,
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bozulmasi) gibi tanimlamalari farkli okumalarla zenginlestirmistir”
(Erbarigtiran, 2021). Bu bakis agisi, metin yorumlamasini baska
yorumlara da agik kilarak sonsuz bir yorumlama olasili§ina isaret
eder. Her okuma yeni bir okuma olusturur ve her okuma farkli bir
yoruma yol agar. Ortaya ¢ikan yorumlar bazen metne katki saglarken
bazen eksiltmeler ortaya c¢ikarir. Ancak tiim yorumlamalarin
ardindan, ortada kalan tek gercek metnin kendisidir.

Jean Jacques Rousseau’nun “Yazili metin, dilin kagida
dokiilmiis halidir” sOzline karst c¢ikan Derrida, bu sozii tersine
cevirerek yazinin soziin basit bir kopyasi oldugunu savunur. Kadim
donemden itibaren yazinin kalicilii esas olsa da bu Derrida i¢in
yeterli degildir. Yaziyla birlikte s6z ve akil da yaziyla bir kaliciliga
sahiptir. Yazinin eskimisligi ve yipranmislhigi karsisinda sdz her
donemde kendini yenilemistir. Derrida okumalarinda yazinsal
metinleri ters yiiz ederek bozmus, merkezin dagilmasini saglamis ve
metnin kendisinin 6ne ¢ikmasini asil amag olarak belirlemistir.

Derrida’nin metinleri ters yiliz ederek bozmasi, otoriteye,
baskiya, gelenege, Yaratici’ya ve toplumun etkisizlestirilmesine
kars1 ¢ikarak metafizigin sorgulanmasi sonucunu ortaya ¢ikarmistir.
Bat1 felsefesindeki yazi—soz, erkek—kadin, kiiltiir—doga, gosteren—
gosterilen, varlik—yokluk karsitliklarinda gelenegin olusturdugu
baskiy1 kaldirarak yorum cesitliliginin olugmasi Derrida i¢in bir
kazanimdir. Bu karsitliklar olusturulurken bile ilk sézciikler ikinci
sozciikleri baskilamaktadir. Tiim baskilarin yok sayilmasiyla metnin
on plana ¢ikarilmast yapisokiim kuraminin ana izlegidir.
Merkeziyetci anlayistan siyrilarak 6znelligin ortaya ¢ikmasi, dinsel
yapinin ve gelenegin olusturdugu baski, siyasetin akil ve mantigin
onlinii kesmesi, dogmalarin tartisilmazligina yapilacak elestiriler
yapisokiim kuraminin temel amacidir. “Derrida, 6znenin etrafinda
oriilen siyasal ve sosyal (geleneklerin ve dinin) ¢emberin baskisi
nedeniyle, bunun diisiinsel gelismeye karsi oldugunu defalarca
sOylemistir” (Erbaristiran, 2021).

Grammatoloji (yaz1 bilim) kavrami yapisokiim kuraminda
onemli bir yer tutar. J. Locke’un “bos levha” anlaminda kullandig1
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“tabula rasa” sozciigiinden yola c¢ikarak, grammatoloji insanin
dogdugunda bos bir zihin ve bellekle diinyaya geldigini savunur ve
zamanla beyin duyulariyla bilginin gelistigini, egitim, aile ve
toplumsal sartlarla bos levhanin epistemoloji (bilgi) ve ontoloji
(varlik) sorunlariyla karsilastigini belirtir. Yapisalcilar bu goriisi
gosterge—gosterilen—gosteren licgeniyle belirli bir sistematige
oturtmaya caligir. Derrida ise buna karsi ¢ikar. Ona gore, bu liggen
belirli zorunluluklardan kaynaklanmis, sistematik ve stirekli bir
iliskiyi gerektiren bir zorunluluktur. Bu da metnin yorumlanmasinda
belirli zorunluluklar1 da beraberinde getirir. Soziin yetersizligi ve
karsitlar ilkesinin varligi bu noktada yapisokiim i¢in dnemli hale
gelir. “Derrida’nin kars1 ¢iktig1 yapisalciligin savundugunun aksine,
hicbir dizgenin bagimsiz ya da kendi i¢cinde 6zerk ya da kendine
yeterli olamayacagina odaklanir. Bu olumsuz odakligi yazili
metinlerin tek dogru kaynak olmasinin olanaksizli§inin iizerine de
farkli bir a¢ilim getirir” (Erbarigtiran, 2021). Yapisalcilarin
vurguladigr ikilikler her seyi agiklayacak bir konumda degildir.
Yazili metinlerin katmanli yapisi, yazinin kendi i¢inde bagimsiz
oldugu, ayrica dis etkenlerle de dolayli ya da dolaysiz bir iliskinin
oldugu diisiincesi, yapisokiimiin temel diisiincelerinden biridir.
Yazili metinlerin dolayli ya da dolaysiz bu iliskisi, her donem ve her
kisi i¢in farkli yorumlamalara olanak saglar. Bu nedenle yapisokiim,
dilde anlamin sirsizlig fikrini gelistirir. Buna gore dil belli bir
amaca yonelik degildir, baglantisaldir. Sistemin herhangi bir unsuru
degistiginde, biitiin baglantisallig1 degisir ve her 6ge yeniden ve
yeniden degisir. Her degisim, yeni bir olusumu da beraberinde
getirir. Bu nedenle dilde bir baslangi¢ ya da sonun olmadigini ifade
etmek miimkiin olmaz. Bir baslangicin ve sonun olmadig: fikri,
Derrida’y1 Bat1 metafiziginin koken ve merkez arasinda kurdugu
hiyerarsik baglantinin temelsiz oldugu sonucuna gotiiriir. Bu
diistince, yeni olusturulacak diislinme mantiginin bir anlam arayisi
olmadigini gosterir. Mutlak bir anlamin olmadig1 kabul edildiginde
ise dilin bir sistem icinde sabit varliklarmin olmadigini, sabit
varliklarin olmayisinin ise “iz” kavraminin varlhigini ortaya cikarir.
“Her gosteren, bagka bir gosterilenin izidir, ancak izi gosteren olan
gosterilen de bir bagkasinin izi olarak vardir. Bu dilsel oyun fikri,
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kuskusuz Bati metafizigini besleyen sabit ve degismez hakikat
iddiasinin da iistiinii ¢izer ve gegersiz kilar” (Rutli, 2016).

Derrida, dilsel gostergelerin oyununu ifade etmek {izere,
farkli anlamlarin yani sira erteleme, gecikme, yedek gibi anlamlari
iceren ancak ayrim ve fark anlamlarin1 da ifade eden kendi tirettigi
“differance” kelimesini kullanir. Derrida, s6z konusu terimi Latince
differe kavramindan gelen ve farkli iki anlami1 olan differer fiilinden
tirettigini ifade eder (Derrida, 1982). Differance kavrami, dilsel
gostergeler oyunu i¢in sabit olmayan, sozciikler arasindaki iliskiler
ag1 ile farklilasan bir zemini ifade eder. “Differance ile sdylenmek
istenen, bir kavram ya da bir sozciik degildir. O sadece hareketi ima
eder ve belirsizligin tanimsalligina yoneliktir” (Erbarigtiran, 2021).
Derrida, yazili metinlerin dayanaklarinin saglam olmadigini, iginde
stirekli celiskiler ve farklilasmalar oldugunu ileri siirer. Metnin tam
olarak anlagilabilmesi i¢in metnin i¢inde olmayana, sdylenenden ¢ok
sOylenmeyene odaklanilmasi gerekmektedir. Metnin i¢indeki
celigkiler, ayrimlar, ¢atigmalar belirli bir koken ve merkez iizerine
kurulu olmadig1 ve dis1 imledigi icin farkli yorumlara da kapi
acacaktir. “...differance (ayiram), trace (iz), archi—evriture (kok —
yazi) ve gramme (yaz1) kavramlarindan yola ¢ikarak yapisokiim adi
verilen yeni bir kavram gelistirir. Derrida s6z/yaz1 karsitlhiginda sozii
onceleyen metafizik 6nermeleri yapisokiime ugratir. Ciinkii Derrida
acisindan yazi tiim tarih ve tarihsel olus alanini agar, bu nedenle dilin
kaynag1 ile yazinin kaynagi higbir sekilde birbirinden ayrilmaz”
(Aydinalp, 2017).

Derrida’nin  differance kavrami ile yapmaya calistig
yapisokiim kurami harf kombinasyonlarini da yakindan ilgilendirir.
Ornek olarak tavan — taban, yol — kol, neye — niye kelimelerinde bir
harfin degismesi ile anlam tamamen degismektedir. Bu degisim,
metnin  anlaminda dogrudan ya da dolayli olarak etkili
olabilmektedir. Noktalama isaretlerinin kullanimi1 bile metnin
anlamimi degistirebilir: “Geng hasta yere diistii” climlesi ile “genc,
hasta yere diisti” ciimlesinde bir virgiil anlami kokten
degistirebilmektedir.
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“Bu vicdansiz ve diisiincesiz insanlara sizden c¢ok
kiztzyorum.” Bu ciimlede dilbilgisi hatasi disinda anlam olarak
bakildiginda ikili bir anlam vardir. Kime daha ¢ok kizmaktadir? Bu
vicdansiz ve diislincesiz insanlara m1? Yoksa size mi? Bu ayrim
climleden net olarak anlagilamamaktadir. Daha genis anlamda ise bu
climleyi sdyleyen kisi neden kizmaktadir? Bu vicdansiz ve
diisiincesiz insanlar kimlerdir? Aralarinda nasil bir sey ge¢mistir?
Sizinle climleyi kuran kisi arasinda kizmay1 gerektirecek hangi s6z
ya da davramis etkili olmustur? Vicdansiz ve diisiincesiz olarak
tanimlanan kisilerin hangi 6zellikleri, duygulari, diistinceleri, s6zleri
ya da eylemleri bu sekilde tanimlanmalarin1 gerektirmistir? Sozii
sOyleyen kisi vicdansiz ve diislincesiz kavramlarini nereden ya da
kimden 6grenmistir? Bu ifadeler bilimsel bir karsilig1 olan kelimeler
midir, yoksa toplumsal normlar mi1 bu kelimeleri kullanmasina
neden olmustur? Vicdansiz ve diislincesiz insanlarin karsisinda yer
alan ctimleyi kuran kiginin konumu nedir? Sizin karsinizdaki tutumu
ve konumu nedir? Cilimleyi kuran kisiyi sizden, vicdansiz ve
diistincesiz insanlardan farklilagtiran sey nedir? Kizmak eylemi bir
duygu olarak mi hissedilmektedir? Bir diisiince midir? Eyleme
gececek bir durum mudur? Bu sorular okurun diisiince ve hayal giicii
ile yorumlanabilecek ve her okurun okudugunda ya da zaman ve
mekan degisiminde yeni anlamlar yeni karsiliklar bulacaktir.
“Derrida bu tlirden sonsuz sayida sorunun ¢ikmasini yazili
metinlerin diisiinsel derinligine baglamaktadir. Tiimcelerin,
sozcliklerin ve harflerin degismesiyle, anlamin Oniine yorum
gecmektedir” (Erbarigtiran, 2021). Derrida’nin  differance ile
kavramsallastirdigt bu kuramsal yaklasim 6zne, nesne, sdylem,
kavram vb. her sey icin gecerlidir. “Oteki” kavrami sadece ben ve
oteki arasindaki kopmaz iliskiyi ifade ettigi gibi her kelime ve
ciimlenin de “6teki” kavramiyla dogrudan iliskisi vardir. Oteki ile
kurulan kopmaz ve biitiinlesik iliski metnin yorumlanmasina
cesitlilik katar.

Derrida Kabala felsefesinde yer alan ‘“gemetria” ve
“anagram” kavramlarina da Onem verir. Tevrat pasuklarinin
anlamlandirilmasinda kullanilan bu yontemde goriinenin ardinda
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goriinmeyen bir anlamin var oldugu ve bu anlamin da climlenin
anlamsal biitiinligli icerisinde yer aldigi kabul edilir. Gemetria
Islami eserlerin anlamlandirilmasinda da kullanilan harflerin sayisal
degerlerini ¢ikartarak bazi anlamlarin ortaya ¢ikartilmasini
icermektedir. Ebced hesabi olarak da bildigimiz bu yontemde
kelimeler, sayisal degerler ile ele alindiginda farkli bir okuma ile
karsimiza ¢ikmaktadir. “Derrida herhangi bir yazinin bir¢ok anlama
gelebilecegini, tek ve mutlak bir anlam ya da dogru bulunmadigini
ifade ederken bir ikirciklik ile karst karsiya oldugumuzu
vurgulamaktadir. Aslinda bu ikirciklik tam manasiyla yazidir.
Derrida Yahudilikte var olan Kabalacilikta buna bir kanit bulmustur.
Yahudilikteki bu anlayista “Gemetria” denilen bir tefsir stratejisi
ortaya konulmustur. Bu anlayisla harflerin bazi sayisal degerleri
bulunduguna inanilir ve bu sayisal degerlere gore bir anlam ¢ikartilir
ve harflerin yeri degisince anlamlar da degismektedir. Boylelikle bir
metni her anlama ¢evirebilmek miimkiin hale gelmektedir” (Yanik,
2016).

“Bu baglamda yapisokiim iki asamali bir radikal elestiri
olarak ele alinmalidir. Birinci asamada bozma ikinci asama ise
yeniden insa etme asamasidir. Birinci asamada ele alinan metnin
yapist bozulur. Ikinci asamada ise bambaska bir baglamda metin
tekrar insa edilir. Her iki asamada da malzeme, metni kuran kavram
dagarcigindan baska bir sey degildir. Ikinci asamada ortaya ¢ikan
yeniden kurma islemi kendini bir hakikat iddias1 olarak dayatmak
yerine sonsuz anlamlar zinciri iginde bir iz olarak yeni olas1 anlam
zincirlerine birakir. Bu bakimdan yapisokiim salt bir yikim olarak
degil siirekli yeni yapilar kurma imkanini canli tutmak icin, baska
bir deyisle differance oyununun devami i¢in isleyen bir yap1 sokme
edimidir” (Derrida, 1982).

Derrida’nin yapisokiimii klasik anlamda yikici bir elestiriden
ziyade metinde zaten igerilen ancak bir sekilde iizeri oOrtiilen
alternatif hakikatleri gdstermeyi amaglayan bir metin okuma bigimi
olarak ortaya cikmaktadir. Bu bakimdan yapisokiimii digsal bir
yontem ya da miidahale yerine igsel bir izleme ya da eslik etme
olarak ele almak daha dogru bir yaklasimdir. Yapisokiim digsal
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miidahalelerle, kanonik bir okumadan uzak, metnin kendi igsel
sistematigini bozarak yeniden ingasi ile metnin kendi kendisini
ortadan kaldiran dinamiklerin ortaya ¢ikmasina eslik eden ve metnin
icinden isleyen alternatif bir okuma bigimidir.

2. “Senfoni” Siirinin Yapisokiim Kuram Cercevesinde
Incelenmesi

Cumhuriyet donemi sairlerinden olan Erciiment Behzat Lav,
ilk eseri olan S.0.S.’u 1931 yilinda yayinladi. Siir yazdigi donemde
Tiirk siiri, hizli bir degisim ve doniisiim siirecindeydi ve sair,
dogrudan belirli bir sair kesimine ait degildi. Dogan Hizlan, sairin
Nazim Hikmet, Garip, 1940 Gergek¢i Toplumcu Kusagr ve
1940”larin diger akimlarinin i¢ine dahil olmadigini, diger bir deyisle
sairin gormezden gelindigini belirtir (Hizlan, 1996). Erciiment
Behzat Lav’in higbir siir akimina ait olmayisinin nedenleri arasinda,
ozellikle siirde bigime verdigi agirlik ve igerige olan az ilgisi 6nemli
bir yer tutar. Avrupa edebiyat akimlarini takip etmesi, siirinin
bicimsel 6zellikleri lizerinde 6nemli bir etkiye sahiptir. Bu bigime
verdigi 6nem, Ikinci Yeni hareketi i¢in dil ve bi¢im yoniinde bir
rehberlik sunmus olabilir.

Ercltiment Behzat Lav’in ilk siir kitab1 olan “S.0O.S’ta yer alan
“Senfoni” adli siiri, yapisokiim kuraminin karsithk, belirsizlik,
akiskanlik, degiskenlik, sezdirme, catisma ve ¢oklu anlam olusturma
gibi Ozelliklerini kullanarak incelenmeye uygundur. Yapisokiim
kurami, metnin anlamindan ziyade yapisal 6zelliklere odaklanir ve
ozellikle dil iizerinde durarak okuyucunun daha genis yorumlar
yapabilmesine imkan tanir. Gergekligin dil {izerinden yansimalari,
karsitliklar, catigmalar, degiskenlik ve c¢oklu anlam olusturma,
aslinda metnin vurgulanmasma eslik eder. Senfoni siirinin 1.
Bolimii'nde, sair heniliz giris yaparken metnin ¢oklu anlam
tagidigini ve yorumlara agik oldugunu isaret eder:

Yaz giinii ova buz
Cathiyor boz ovada
Gebe toprak

Bir bugu sarmis boslugu
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Esine 1slik ¢almada kobra
Terliyor et ¢cakil demir kus aga¢ bocek

“Yaz glinii — buz” catismasi, somut ger¢ekligin bir kenara
birakilarak metnin 6ne ¢ikmasina olanak tanir. Yaz giinlerinin sicak
gecmesi beklenirken ovanin buz olmasi zaman ve mekanda bir
belirsizlik yaratir. “Terliyor et cakil demir kus agac bocek™ dizesinde
yaz glniinii hatirlatan ifadeye bir doniis yapilir. Buz kelimesini
yapisokiime ugratirsak, buz — soguk — kis kelimeleri birlikte anilmis
olur. Bu durumda yaz giinii — buz kelimeleri arasinda bir ¢atisma
ortaya cikar. “Yaz giinli ova neden buzdur? Yaz giiniiniin buz olmasi
bu ovaya 6zgii miidiir? Hangi ovadan bahsediliyor? Yaz giinii ova
buz olursa, kis giinii nasil betimlenir? Topragin ¢atlamasinin sebebi
buz mu? Somut bir buz mu, yoksa havanin asir1 soguklugu nedeniyle
mi bu kelime se¢ilmistir? Kobra bu buzlu havada nasil yuvasindan
cikabilmistir? Et, ¢akil, demir, kus, agag, bocek buzda nasil terliyor?
Somut bir buz varsa, neden ova boz durumda? Toprak icindekiler
buzdan mu, sicaktan mi ¢atliyor? Bugu sadece boslugu mu kaplamis?
Bugu sicaklik etkisiyle mi olusmustur? Bugu ovayr mi sarmistir?”
Sairin yaz gilinli ve buz arasinda olusturdugu ¢atigsma, okuyucuya
coklu yorum imkani sunar. Yapisokiimiin pek dikkate alinmadigi,
ancak bu catismanin dizelerde ayni anda gerceklesmesi, dikkat
cekicidir. Buz kelimesini siirden ¢ikardigimizda daha acik bir anlam
ortaya cikar. Sisli bir havada, ova yeni bir mevsime uyantyormus
gibi betimlenir. Ancak, buz kelimesiyle sair, belirsizlik yaratir ve
anlami geride birakarak metni one ¢ikarir. “Bosluk™ da siirde dikkat
ceken diger bir kelimedir. Somut gercekligin arka plana atilmasiyla
olusturulan bu bosluk, varlik alemini siliklestirir ve kaybettirir. Bu
boslugu olusturan bir bugudur. Toprak, ates, hava ve su, bu
boliimdeki akisi saglayan dort unsur olarak sunulur. Yaz giinii/ates,
toprak, bugu/su, 1slik/hava olarak gosterilirken, varlik aleminin dort
unsurunun uyumu ve uyumsuzlugu bir dongii i¢inde sunulur. Yaz
giinli/ates — buz ¢atigmas1 gibi goriinse de sair okuru mevcudiyetten
metafizik alanma dogru siiriikler. Topragin g¢atlamasi susuzlugu
cagristirirken, bugu, suyun varligini temsil eder. Bosluk/hava, su ile
tamamlanir. Ayn1 zamanda diger bir kelime olan 1slik da bu boslugu
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dolduran unsurdur. DOrt unsurun bir dongii icinde boslugu
doldurmasi, varlik aleminin bir 6zelligidir. Varlik alemi, bu devinim
ve zithiklarin catismasiyla yasar. Siirde olusturulan bu ikilem, insan
ruh diinyasina da yansitabilir. Son dizede “et ¢akil demir kus agac
bocek” kelimelerinin dizilisinde bir mantik takip edilmez. Canli ve
cansiz varliklarin bu siralamasi, insanin ruh halinin bir yansimasi
olabilir. Bir yaz giiniinde, ovaya bakan bir insanin oncelikle agaglari,
kuslar1 ve bocekleri gormesi beklenirken, sair goriinenle birlikte
goriinmeyeni, daha 6nemsiz olana bir siralama yapmadan ve bir
noktalama isareti kullanmadan siralar. Canli ve cansiz varlik
aleminin esitligi olarak goriilebilecek bu durum, ruh diinyasinin bir
karmasasi ve varlik alemi karsisindaki hayret ve sagkinliginin bir
ifadesi olabilir. Sairin olusturdugu belirsizlik ve celiskiler, okuru
varlik ve yokluk alemine bir nakis gibi isler. Et ve cakil
kelimelerinin art arda siralanmasi da goriinenin iki yiizlinli yansitir.
Canli ve cansiz varliklarin yap1 taslarinin sdylenmesinden sonra
varlik aleminin isimlendirilmesi ve cesitlendirilmesi okurun yaz
giinii ile baslayan siirdeki beklentisini karsilamaya yonelik bir
deneme gibidir. Ancak okurun “yaz gilini” ile “kus, agag, bocek”
kelimelerine kadar beklentisi karsilanmazken, buz, ¢atlayan toprak,
bugu sarmis bosluk siirde bir krizi de beraberinde getirir. Okurun bu
beklenti ve krizden ¢ikmasi, metni 6ne ¢ikararak yorumlamasiyla
asilabilir. Kobranin 1slik calarak esini aramasi, boslugu dolduran
ikinci unsur olarak karsimiza ¢ikar. Ovadaki bosluk ve esini ¢cagiran
kobra, bir yalnizlig1 da ¢agristirir. Bu yalmzlik, siirdeki “et ¢akil
demir kus aga¢ bocek” varliklarinin terlemesiyle de insana ait bir
ozelligin dogaya yansimasi ve varligin da kendi gibi hissetmesinin
bir sonucu olabilir. Bu yalnizligin bir bagka gostergesi ise yaz giinii
ovanin “buz” olarak tanimlanmasiyla pekistirilir. Metinden “buz”
kelimesinin ¢ikarilmasi ise siiri farkli bir okuma i¢in agik hale
getirir. Siir, “buz” kelimesi ¢ikarildiginda, yaz giiniinde, sabah vakti
yeni uyanmaya baslayan bir ova olarak betimlenir. Yaz giinii, ova
boz renkteymis gibi gosterilerek, okurun baslangictaki beklentisini
bosa cikarir ve diissel bir alemi ¢agristirir.
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Yapisokiimiin sik¢a kullandig1 kelimelerin yer degistirmesi
veya degistirilmesi, ¢oklu yorumlar i¢in kullanilan bir tekniktir. Buz
ve boz kelimelerinin yerleri degistirildiginde, “ova boz”, “catliyor
buz” kelime gruplar1 elde edilir. Bu degisim, kendi i¢inde tutarlilik
saglamakla birlikte, okurun hayal giicii i¢in farkli bir yorum getirir.
Belirsiz bir buz/¢ig tabakasi ardinda goriilen boz ovanin, buz/¢ig
tabakasinin catlayarak topragi agiga ¢ikarmasi, bir yeniden dogus
imgesidir.

Kelimelerin bozularak yeniden yazilmasi ve harflerin yer
degistirilmesi anagram teknigi ile metne bakildiginda, “catliyor,
gebe, toprak, bugu, bosluk, esine, 1slik, kobra, ¢akil, demir, aga¢”
kelimelerini bu metotla inceleyebiliriz.

Eksiltme ile olusturulan kelimeler:

Catliyor — Atliyor

Gebe — Ebe
Islik — Ish
Cakil — akil

Demir — emir

Eksiltme ve yer degistirme ile olusturulan kelimeler:
Agag —¢ag

Harf degisikligi ile olusturulan kelimeler:

Toprak — ¢corak

Bugu — Boga — Kugu

Bosluk — Hosluk

Esine — Isine

Kobra — dobra

Anagram metodunu kullanarak olusturdugumuz bu
kelimelerle metin, farkli bir yoruma uygun hale gelir. Gebelik,
genellikle canlilar i¢in kullanilan bir kavram olup, gebe bir tay veya
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kisragin yaz giinii ovada atlayarak dolasmasi, gdézlenebilecek bir
manzara olabilir. Dogal bir siire¢ olan gebelik, canlilarin kendi
kendilerine dogum yapabilme yetenegini iginde barindirir. Bu
baglamda diisiiniildiigiinde, gebe bir canli ayn1 zamanda kendi ebesi,
doguma yardimci olani olarak anlam tasir. Doganin kendini idare
edebilirliginin bir gostergesi, gebe ve ebe kavramlari arasindaki
iliskidir. Yaz giinii, ovada atlayarak oynayan bir kisragin varlig, bir
bosluk degil, hos bir goriintii olusturur. “Gebe” kelimesini, “bugu”
kelimesine anagram olarak uygularsak “boga” ve “kugu”
kelimelerine de ulasabiliriz. Bir boganin ovada atlayarak dolagmasi,
yukarida belirttigimiz tay ve kisrak ile okuyucunun hayal diinyasini
stisleyen bir unsura doniisiir. Bu goriintii, bosluk ile ¢atigsma i¢indeki
hoslugu ima eder. “Kus” kelimesini ¢agristiran “bugu” kelimesi,
ayni zamanda ovada bulunan hafif¢e donmus bir golii hatirlatir. Bu
ortamda, avina odaklanmis olan bir kobranin esine degil isine
yonelmesi, metnin sonsuz yorumlarindan biridir. “Kobra”
kelimesinin yapisokiime ugratilmasiyla elde edilen “dobra”
kelimesi, korkusuzca davranan, 1slik calip varligini ispat eden bir
tavir olarak diisiiniilebilir. “Kobra” kelimesinin siirde tercih edilme
nedenlerinden biri de ¢oklu anlam tiretmeye uygun olmasidir. “Kus”
kelimesi ile “islik” kelimesinden harf eksiltme ile olusturdugumuz
“isl” sozctigli, “islak” kelimesini animsatmasiyla bu yorumu
destekler niteliktedir. Son dizede, “gakil/akil” ve “demir/emir”
kelimelerinden harf eksiltme ile olusturdugumuz “akil” ve “emir”
kelimeleri, bu manzaray1 akil yoluyla ya da yonlendirmenin getirdigi
bir beynin aligkin oldugu bir manzaraya isaret eder. “Toprak/¢orak”
kelimelerinin birbirine benzer bir sekilde kullanilmasi ve “buz”,
“gebe” kelimeleri ile desteklenmesi, ortamdaki yeniden dogusun
hayal kiriklig1 yaratan unsurlarini biitlinleyici bir nitelik tasir. Yaz
giinli ovada buz bulunmasi ve “boz” renk ‘“aga¢” kelimesinin
yapisokiimii ile olusan “cag” kelimesi, bir ¢caga gondermedir. Artik
hicbir sey eskisi gibi devam etmez. Yeni cag, boyle bir hayal
diinyasin1 beraberinde getirmistir. Yaz giiniiniin buzlu, corak,
bugulu olarak tasvir edilmesi, yeni ¢cagin 6zelliklerinden biri olarak
yorumlanabilir, ancak siirde kobranin 1slik calmasi, kuslarin,
agaclarin terlemesi hala bir umut oldugunu gosterir. Yukarida
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alintiladigimiz boliim, anlatisal kaliplara, 6nyargili ova tasvirine bir
meydan okuma ve yeni anlamlarin {iretimi i¢in bir yoldur. Artik ¢ag,
eskisi gibi degil. Yapisokiime ugratilarak ele aldigimiz bu siir
boliimii, somut gercekligin goz ardi edilmesiyle, okuyucuda varlik
ve yokluk arasinda olusan krizi tetikleyen unsurlardir.

Vadide yalim dere ve
Yeldegirmenleri kizil kusak

Basak denizi tarla
Uzakta noktalar
Kimuiltili insan karaltilari

Erkek kill1 bagr ¢iplak
Beniz yagiz

Kor kostebek

Topraga kul

Siirin ikinci, tiglincii ve dordiincii bentlerinde sair, doga
tasviri ile devam eder. Vadi, dere, yel degirmenleri, tarla, ufuk,
insanlar, kostebek bu boliimleri olusturan temel unsurlardir. Metin,
dogal bir manzarayr anlatirken c¢ok katmanli bir yapt da
icermektedir. Vadideki dere, nereden dogar ve nereye akar?
Karsidan bakildiginda yalim olup olmadig1 anlagilabilir mi?
Biytikliigli ne kadardir? Yel degirmenleri varsa, riizgar nasil
esmektedir? Dere suyu yiiksek bir yerden gelmedigi i¢in mi su
degirmeni yoktur? Vadi ve dere kelimeleri, su degirmenine atifta
bulunsa da neden yel degirmenlerinden bahsedilmektedir? Yel
degirmenleri, vadinin i¢inde mi yoksa diginda m1 yer alir? Cogul
olarak kullanildigina gore, ka¢ tane yel degirmeni oldugu
diistiniilmektedir? Bu say1ya gore ¢evrede yasayan bir¢ok insanin bir
yerlesim yeri olabilir mi? Neden bu kadar ¢ok yel degirmeni
gereklidir? Tarlada hangi iiriinler yetistirilmektedir? Ekin, arpa gibi
basak veren triinler mi? Vadi, dere, yel degirmenleri ve tarla i¢in
kullanilan uzaklik kelimesi, insanlar i¢in nic¢in kullanilmistir?
Insanlar orada ne yapiyor? Sadece karartilar1 gdriinen insanlarin
erkek olduklar1 nasil anlasilmistir? Bu kadar uzak mesafeden,
erkegin killi ve ciplak oldugu, benzinin yagiz oldugu nasil
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gorilmistiir? Bu figilirler ger¢cek mi yoksa hayal mi? Bu manzara,
gercek ile hayal arasinda nerede yer almaktadir? Sadece erkeklerden
bahsedilse de bu insanlar arasinda kadinlar ve ¢ocuklar var midir?
Kostebek, insanlarin oldugu bir yerde mi bulunur?

Bu sorular, metnin yorumlanmasi i¢in sorulabilir ve
cevaplari, metnin ¢ok katmanli yapisina bir gonderme olusturabilir.
Yapisokiimle kelimelerin baglamindan koparilmasi, farkli anlamlar
elde etmeyi miimkiin kilar. Dere kelimesinin sifati olan “alev”’ (TDK
SozIigili) anlamma gelen “yalim” kelimesi, baglamindan
ayrildiginda daha basit bir doga manzarasi ortaya ¢ikarir. Anagram
olarak “yalim — alim” kelimesi, derenin giizelligini ifade eden bir
anlam olusturabilir. “Kusak — usak™ kelimesi de yel degirmenlerinin
insanlarin hizmetinde ¢alismas1 baglaminda bir anlam kazanir.
Insanlarin uzakta olmasi, yel degirmenlerinin bir kole gibi isini
yapmaya devam ettigi bir gosterge gibi goriilebilir. Bu anlam,
doganin insanin hizmetinde ¢alisan bir varlik olarak algilanmasina
isaret eder. “Kizil” kelimesi anagram olarak “kizil — kiz — kizmak —
kirmiz1” gibi kelimeleri ¢agristirabilir. “Kizil kusak™ ifadesi, gelin
kizlara takilan kirmizi kusag hatirlatarak anlam biitlinliigli saglar.
Siirde sadece erkeklerin vurgulanmasina ragmen, yel degirmenleri
bir kiz gibi caligmaktadir. Ataerkil bir toplumda, kadinlarin da
erkeklere yardim etmesi hatta bu yardimin zorunlu olarak kabul
edilmesi ve adeta bir usak gibi ¢alistirilmasi s6z konusu olabilir.
Kadinlarin, erkeklerden uzakta kendilerine atfedilen gorevi yerine
getirmesi, metnin i¢erdigi alt metinlerden biri olabilir.

Yalim/ates, dere/su, yel degirmeni/hava, vadi/toprak olarak
dort unsur, siirde kendine yer bulmaktadir. Varlik alemini olusturan
bu dort unsur, insanlarin hizmetindedir. Bu insan ve varlik aleminde
dogal bir dongli mevcuttur. Devam eden dizelerde de dort unsurun
varligin1 gérmek miimkiindiir: deniz/su, tarla/toprak, uzak/hava,
karalti/ates.

“Basak denizi tarla” dizesi de ¢oklu okumaya uygundur.
Basak kelimesinin yapisokiime ugratilmasi ile basak — ask kelimesi
elde edilir. Tarlanin iiriin vermesi, deniz kelimesi ile bu iiriiniin
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cokluguna isaret edilmesi ¢ift¢ci i¢in beklentinin karsilanmasi bir
askin karsilik vermesi olarak okunabilir. Insan i¢in bir mevsimin
iirliniiniin ¢ok ve bereketli olmasi ve bunun i¢in askla ¢alismasi ve
beklentisinin karsilanmasi insan ve doga arsindaki karsilik verilen
bir agkin gostergesidir. Deniz kelimesinin yapisokiim ile deniz — enis
kelimesini ¢agristirmasi “ask enisi” tamlamasini olusturur. Bu
okuma ile ask duyulan yakin, dost, sevgili anlam1 pekismektedir.
Tarla insan i¢in en yakini olan agkin timsalidir. Bu okuma insan ile
doga arsindaki yakinligi imlemesi bakimindan da dikkate degerdir.
Tarla kelimesinin anagram ile yapisokiime ugratilmasi ile toprakla —
arla kelimesi ortaya ¢ikmaktadir. Dize bir biitiin olarak yapisokiime
ugratildiginda “Ask — enis — ar” kelimeleri bu askin nasil olduguna
dair bir anlam igerir. En yakin sevgiliye duyulan ask bir ar, edep de
icermektedir. Insanin dogaya duydugu saygi ve baghiligin bir edep
icerisinde olmasi varlik aleminin diizenini saglayan temel bir kural
olarak goriilebilir. Uzakta kelimesinin uzak — ak kelimeni igermesi
noktalarin piriltisini ve rengini gostermesi bakimindan anlamlidir.
Glines 15181in ufukta olusturdugu piriltilarin insan i¢in bir mutluluk
kaynagi oldugu da bilinmektedir. Insanlarin ufuk g¢izgisinde
karaltilarinin fark edilmesi bir hareketle birlikte bir karsithigr da
gosterir. Ak noktalar dogay: stislerken insan varligi ile bu pariltiyi,
15181 karanliga gdbmmekte boylece insanin askla baktig1 dogaya bir
noktada zarar veren bir varlik oldugu da ifade edilir. Kimilti kelimesi
hareket bildirmekle birlikte inilti kelimesini de akla getirir. Calisan
insanlarin gii¢ bir isle ugrastiklar1 ve bu sirada ¢ikardig: sesleri de
ifade eden bir anlam igerir. Alt dizelerle birlikte okundugunda
iniltiyle karaltilar1 goriilen insanlarin erkek oldugu c¢ikariminda
bulundugumuzda kadinlarin bir diizen igerisinde ve dogaya uyumlu
olarak calistiklar1 erkeklerin ise iniltiler igerisinde zorlukla
miicadele ettikleri anlamini dogurur. Yapisokiime ugrattigimiz
kusak kelimesinin usak anlamini igermesi basta olumsuz gibi
goriilse de erkeklerin inilti ve karalt1 kelimeleri ile ifade edilmesi asil
usagin kim oldugunu gostermesi bakimindan anlamlidir.

“Erkek killi bagri ¢iplak” dizesinde karaltilar1 goriilen
insanlara biraz daha yakindan bakilan metinde {istte yer alan dizeler
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ile yeni bir anlam kazandigin1 sdyleyebiliriz. Anagram metodu ile
bagr1 — agri, ¢iplak — plak kelimelerinin yer almast kimilti — inilti
arasinda kurulan bagi destekler. Inilti icinde galisan erkeklerin bu
isin agirligini ve viicutta biraktig1 izin anlasilmasi agr1 kelimesi ile
biitlinliik saglar. Ciplak — plak kelimesi ise yapilan isin siirekliligini
ve ayniligint gostermesi bakimindan onemlidir. “Beniz yagiz”
dizesinde giinesin yakiciligi ile karaltiyr olusturan insanin
yagiz/esmer olmasi da anlamsal biitiinliige isaret eder. Beniz
kelimesinin yapisokiime ugratilmasi ile deniz kelimesinin elde
edilmesi de siirin anlamlandirilmasini farkli bir boyuta gotiiriir.
Deniz — su iliskisi yagiz kelimesi ile inilti ve agn ile c¢alisan
erkeklerin susuzluguna da bir gondermedir. Kostebeklerin kor
oldugu bilinen bir gergektir. Kostebek icin “kor” sifatinin
kullanilmas1 evrimsel bir siirece gondermedir. Siirekli karanlikta ve
toprak altinda yasayan kostebeklerin gozlerinin islevsiz olmasi
onlara toprak diginda bir hayat imkani tanimaz. Bu nedenle de
kostebek “topraga kul”dur. Kul kelimesinin dini literatiire ait ve bir
yaratictya baglhihigi ifade etmesi dizede anlamsal bir farklilik
olusturur. Kdostebegin varlik nedeni ve sahibi toprak olmasa da
kostebek ve toprak arasinda yasamsal bir bag vardir. Kostebek
tarlada agtig1 deliklerle topragin havalandirilmasini saglamakla
birlikte bir taraftan da dogal bir ¢apa gorevi goriir. Kul kelimesinden
yapisokiim ile elde ettigimiz pul kelimesi kostebekle toprak
arasindaki iliskiyi acilmasi bakimindan anlamsal genislik saglar.
Kor ve kul arasinda kurulacak bir anlamsal bag da kostebegin
bilingsiz ve istemsiz bir bagliligini farkindaliginin olmamasini
imlemesi bakimindan dikkate deger bir yaklasimdir. Erkeklerin
esmer, kill1 ve bagrinin ¢iplak olmasi ile toprak arasinda da anlamsal
bir benzerlik s6z konusudur. Toprak i¢in ¢aligsan kostebekler varken
erkeklerin bir “kul”unun olmamasi yalnizligin da bir gostergesidir.
Doga birbirini tamamlarken bu devinim ve biitiinliik i¢erisinde insan
bu denklemin disinda kalmaktadir.

Disi
Kivrak kalgali kisrak
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Tayla oynasta

Etinde cicek kokulart yabansi
Basaklarin ¢i¢ek kokular1 yabansi
Bagaklarin kirilip devrilisi
Toprakta ¢ift govde

Solusan burun kanatlar1

Citirdar gogiis kemik

Ast

Siirin bu boliimii, sairin kelime oyunlariyla devam eder.
“Kisrak”, disi bir at i¢in kullanilan bir terimdir. Ancak sair, kisragin
disi oldugunu vurgular. Disi kelimesine odaklanarak, sair “kivrak —
kisrak” kelimelerini kullanarak belirsizlik yaratir. Disi sifatinin,
zaten disi oldugu bilinen kisraga oOnce “kivrak”tan sonra
kullanilmasi, cinsellikle iliskilendirilebilir. Disilik, kivraklik, kalgali
olma durumu, kisragin tayla oyun oynarken hayvanlarin cinsel
iligkisine gonderme yapabilir. Kivrak kelimesinin arada herhangi bir
noktalama isareti olmaksizin kullanilmasi hem kisragin hem de
kisragin kalgasini tanimlayan bir sifat olarak anlasilabilecegini
gosterir.

Erkek at i¢in kullamlan “tay” kelimesi igin bir sifat
kullanilmamasi, bu oyunun taym isteginden ziyade kisragin
disiligini vurgulamasinin bir gostergesidir. Kisrak — kivrak
kelimelerinin yer degistirmesiyle, “disi kisrak, kalgali kivrak”
tamlamalari, siire farkli bir anlam katar. Ancak bu degisim, siirin
anlaminda daralma yaratabilir. Sair i¢in, bu oyun sirasinda disinin
disiligini yansitan etinin yabansi c¢icek kokulariyla koktugunu
belirtmesi, disi kelimesinin 6nemini vurgular. Basaklarin yabansi
cicek kokularin1 belirtmesi, c¢esitli okumalarla ve anagram
yontemiyle farkli anlamlar1 cagristirir.

Basak kelimesinden elde edilen ask kelimesi, kisrak ve tay
arasindaki oyunun bir agk isareti oldugunu gosterir. Yabansi
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kelimesi, yabanci kelimesiyle yakin anlamda iligkilidir. Kisrak ve
tay arasindaki iliskinin igsel bir eylem oldugu diisiiniildiigiinde,
cicek kokular1 bu igsel eyleme yabancidir. Bu yabansi durum,
metinde iki kez kullanilarak dikkat ¢eken bir unsurdur. Diirtiiniin
kisrak ve tay arasindaki iliskiye kap1 agmasi, his ve duygunun varlik
aleminde oncelikli olduguna isaret eder. Basak kelimesinden elde
ettigimiz ask kelimesiyle bu misray1 yeniden yazarsak, “Asklarin
kirilip devrilisi” ifadesi ortaya ¢ikar. Bu ifade, cinsellikle ilgili olan
ask1 basitlestirerek Oonemsizlestirebilir. Fiziksel haz, askin verdigi
diirtii, arzu ve istegi sonlandirarak, kaba bir fiziksel manzaraya yol
acabilir: “Toprakta ¢ift govde / Solusan burun kanatlar1 / Citirdar
gogiis kemik / As1”. Metinde “yabansi” gibi “solusan” kelimesi de
yeni bir kavram olarak karsimiza c¢ikar. Soluk alip vermek tekil
olarak yapilan bir eylem iken solusan nefes aligverisin bir oldugu ve
bir birlesmenin gergeklestigini belirtmesi yoniiyle metne anlam
katar. Metin “disi” ve “as1” kelimeleri arasinda kisrak ve tay
arasindaki cinsel birlesmeyi yar1 agik bir sekilde anlatir. Disi
kelimesinin icerdigi enerji ve cinsellik dirtiisii, diirtiiden eyleme
gecisin de bir gostergesidir.

Ahirda giin tiiter giibre
Sinekler tekerlenir

Pir1l pir1l havada

Ezik bocek viziltist
Sazlikta yumurtlar balik
Suda kimil kimil kurtlar

Siirin bu boliimiinde metin, acik alandan kapali alana gecis
yapar. Ahirda yapilan tasvirde, ova ve vadi gibi fark edilmeyen
hayvanlar 6n plana cikarilir. Metinde karsithiklarla birlikte bir
biitiinliik sezilmektedir. Ahirda giibre kokusu tiiterken, havanin pril
piril olmasi, ayn1 anda yasanan zitlig1 gosterir. “Ahirda giin tiiter
giibre” dizesindeki “glin” kelimesi anlamsal yapiy1 ve biitiinliigii
sarsa da “giin/giines” kelimesi acik ve kapali alanin birbirine olan
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etkisini gostermesi agisindan onemlidir. Giinesin etkisiyle giibre
kokusu ortaya ¢ikar ve hissedilir.

“Sinekler tekerlenir” dizesinde, anagram ydntemiyle elde
edilecek “sinek — inek” kelimesi, ahirda bulunan canlilar1 ifade
etmesi bakimindan ¢esitli anlamlar saglar. “Tekerlenir — teker —
tekir” kelimeleri de bu dizeden elde edilebilecek diger kelimelerdir.
Tekir kedilerin mutluluktan yerde donmesi gibi, sinekler de
mutluluktan tekerlenir. Sineklerle birlikte ahirda donen diger
hayvanlar ise ineklerdir. Bu ¢oklu anlamlar ve mutluluk manzarasi,
dizedeki piril piril hava ifadeleriyle biitiinliik saglar.

Sonraki dizede gecen “ezik bdcek” ifadesi, bu manzarada
yenen ve yiyenin ifade edildigi ¢oklu bir anlam ifadesidir. Giicli
bilinen inekler, havada ugan sineklere ve yerde yiiriiyen boceklere
kars1 bir iistiinliik saglar. Bu da doganin devinimi i¢inde kazanan ve
kaybedenin oldugunu ifade etmesi bakimindan énemlidir.

Ahirda giibre kokusu, sinekler, bocekler dogan devinim
icinde varliklarim1  devam  ettirirken;  sazlikta  baliklarin
yumurtlamasi, kurtlarin suda hareket etmesi, her canlinin kendi
mekaninda var olmastyla ilgilidir. Bu boliimdeki hayvanlarin giinliik
yasamlarindaki dogal seyir dort unsurla desteklenir. Tiitmek — ates,
giibre — toprak, pir1l piril hava — hava — suda kurtlar — su kelimeleri;
hayatin devamliligim1 ve bu devamlilik iizerindeki dort unsurun
islevini ifade eder. Sineklerin tekerlenmesi, baliklarin yumurtlamasi,
kurtlarin hareketi; dogadaki hareketliligi gosterir. Eylem bildiren
kelimelerin kullanilmasi, siiri diiz bir betimlemeden hareket goriilen,
yasamui ifade eden bir diizeye ¢ikarir. Baliklarin yumurtlamasi ve
kurtlarin suda hareket etmesi, yasamin kaynagi olan suyu One
cikarir. Piril piril havada koku, ses ve 151k kavramlarini igermesiyle,
hayatin temel saglayicisi olan su ve havayr metnin goriiniir
boliimiine tasir. Sineklerin havada ugmasi beklenen bir durumken,
sineklerin tekerlenmesi ve ezik boceklerin viziltilartyla varliklarin
gostermesi, alisilmadik bir anlam saglar. Toprak, canlilarin kaderini
belirleyen bir unsur olarak dikkat ¢eker.”

11
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Ufiiriiliir ¢cicek tohumlari
Kumlar1 eser kunduz
Golgede inekler gevislenir
Menevislenir burnu
Stimiiklii buzagilarin
Keciyle toklasir teke
Tepede dolambagh bayir
Bir aygir

Kisnemesi

Memeyi yutkuna yutkuna
Isirir ¢ocuk

Huylanir ana

Siirin ikinci boliimiinde, siradan yasamin zithiklarla olan
uyumu vurgulanmaktadir. Kunduz, inek, buzagi, kegi, teke, aygir
gibi hayvanlar ilk bakista metin igerisinde karsithigir temsil eden
unsurlar olarak algilanmaktadir. Kunduz ve aygirin sik rastlanmayan
hayvanlar olmasi, vadinin ve ovanin genellenmis bir konsept olarak
sunulmasinin bir gostergesidir. Bu hayvanlarin neslinin tilkkenmekte
oldugu diisiiniildiigiinde varlik ile yokluk, gecmis ile gelecek
arasinda bir bag kurulmaktadir.

Metinde ¢igek tohumlar1 kim tarafindan ifiirtilmektedir?
Bunlar nasil ¢igeklerdir? Ciceklerin iifiiriilmesi ile amaglanan nedir?
Kunduzun kumlar1 esmesindeki amaci nedir? Inekler neden golgede
gevislenir? Inek, buzagi, keci, teke dogada serbest sekilde
dolagsmakta midir? Bunlarin basinda bir ¢oban olup sahipli midir?
Cocugu emziren anne bu hayvanlarin sahibi midir? Bakicist midir?
Bunlar ehli hayvanlar midir? Sorulari okurun ilk asamada cevap
arayacagr ve cevap bulacagi sorulardir. Cigek tohumlarmin
tfiiriilmesi eger bir insan tarafindan yapiliyorsa bu ayn1 zamanda
insanin dogaya bir katkist olarak okunabilir. Doganin dogal
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devinimine bir miidahale olarak okunabilir. Bilin¢li olarak ¢icek
tohumlart ekilmedigine gore belli bir mekandan daha ¢ok geneli
amaclayan bir eylem s6z konusudur. Cigek tohumlarinin tiflenmesi
ise manzaray1 giizellestirmek isteyen bir elin varligin1 gosterir.
Kunduzlarin yuvalarini toprak altina yapmasi ve tiremelerini burada
gerceklestirmesi  diisiiniildiigiinde kunduzlarin topragi esmesi
barinma ihtiyacini karsilamasi ile canliligmin ve soyunun devam
etmesi i¢in lireme mekani olusturmasinin da bir gostergesidir.
Kunduz kelimesinden anagram yontemi ile elde edecegimiz kunduz
— glindliz kelimesi de topragin altindaki karanlik ve disarisinin
aydmlik olmasi yoniiyle bir karsitlik olusturur. ineklerin gdlgede
gevis getirmesi, buzagilarin burnundan siimiiklerin akmasi
manzaranin giizelligini ifade etmesi bakimindan énemlidir. Buzagi
kelimesini yap1 sokiime ugratarak azik kelimesinin elde edilmesi
buzagilarin karmlariin doyurdugunu ve tok karin ile dolastiklarini
doganin hayvanlarin ihtiyaclarin1 karsilayan bir unsur olarak
gosterilmesinin bir tiriintidiir. Keci ve tekenin “toklas”mas1 dogal bir
manzara da olsa karsithig1 ve dogadaki giic ve hakim olma isteginin
de bir miicadelesidir. Inek — buzagi, kegi — teke arasinda da metinde
bir karsithigin devam ettirildiginin bir ifadesidir. Bu karsithiklar
dogadaki hayatin akiciligini ve kendi kendiliginin de bir
gostergesidir. Tepe ve bayir kelimelerinin ayn1 dizede kullanilmasi
da ayn bir pekistirme ifade eder. Hayvanlarin dogal yasamlari
icerisinde ylkseklere c¢iktikca karmasiklasan bir durum soz
konusudur. Diiz bir tepe yerine dolambacli bir bayirin olmasi
yerdeki dogalliga kars1 yiikseklerin zorlugunu ifade eder. Metinde
yiiksekler degil daha ¢ok ova goriinlimiiniin 6n plana ¢ikartilmasi
psikolojik baglamda algak ve yiiksek arasindaki karsitlig
gosterirken ayn1 zamanda algak yerlerin mekan olarak
kullanilmasinin daha elverisli oldugunu belirtir. Dolambacli bayir,
bir aygir dizelerinin arka arkaya gelmesi bayir kelimesinden
anagram ile elde edece8imiz bayir — ayir kelimesi aygirin bu
manzara igerisinde ayr1 bir yere sahip oldugu seklinde okunabilir.
Erkek atlara aygir dendigi bilindigine gore atin kisnemesi ancak atin
diger hayvanlardan ayr1 bir yere konumlandirilmas: da metindeki
cok sesliligin bir gostergesi olarak okunabilir. Cocugu emziren anne
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de bu dogal akisa uygun bir goriintiidiir. Ancak ¢ocugun annesinin
memesini 1sirmasi, insanin dogal akistaki farkliligini ve zararini
ifade eder. Her seyin giizel bir manzara resmini tamamladigi bir
noktada, annesinin canin1 yakmasiyla c¢ocuk, insanin dogaya
uyumsuzlugunun bir gostergesi olarak karsimiza ¢ikar.

Metnin bu boliimiinde de dort unsur olan hava, su, toprak,
ates dortlemesi kullanilmistir. Hayatin onemli unsurlar1 olarak
goriilen dort unsur neredeyse siirin tamaminda bir biitiinlin biitiin
parcalarinin  gosterilmesi bakimindan kullanilan bir unsurdur.
Metinde kullanilan dort unsur tizerinde karsitliklarin bir biitiiniin
parcalar1 gibi yerlestirilmesi dogalligin bir simgesi olarak
okunabilir.

Doga asktan yorulan kadin

Agir tembel gerinmede

Riizgarla savurulur ot kekik kokusu
Dalar uykuya gol

Sirtlar kapaklanir suya

Catlak yayik memelerle

Cingirak ¢ingirtilar:

Sallanan memeler apislarinda
Agila doner siirii

Bu boliim, dogada devam eden hayatin deviniminden
duragan bir goriiniime gegtigi zamana odaklanmaktadir. “Asktan
yorulan kadin”, metnin diger boliimlerinde oldugu gibi, insanin
dogay1 bozan, diizeni sarsan yapisin1 gostererek bu boliimiin girigini
olusturuyor. Yapisokiim metodu ile “yorulan” kelimesini
cikardigimizda “Doga astan kadin” dizesini elde ederiz. Doganin
daha oOnceki boliimlerde oldugu gibi giizel bir manzara olarak
betimlenmesi, doganin agki temsil eden bir kadin gibi goriilmesi
seklinde yorumlanabilir. Bu ¢ikarma islemi, metne farkli anlamlar
kazandirirken ayni zamanda ¢esitli yorumlara da uygun hale getirir.
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Asktan kadinin “agir tembel gerinmede” olusu ise, aksam ve
gece ile doganin uykuya dalarken hareketlenmenin kadina
gelmesinin bir gostergesidir. Insan igin gece, doganin uyudugu ve
cinselligin 6n plana c¢iktig1 bir zaman dilimidir. Uykudan yeni
uyanmig, tembellikten siyrilmaya c¢alisan kadinin gerinmesi,
hareketin zamanmin kendisine geldigini ifade eder. Bu anlami
derinlestiren ve pekistiren, riizgarin et ve kekik kokusunu yaymasi,
goliin  sessizligi, siirliniin agila donitisii ifadeleridir. Doganin
devinimi giin 1s1ymncaya kadar duraganliga gecerken, kadin igin
farkl1 bir zaman diliminin dogusunu gosterir.

Riizgarin ot ve kekik kokusunu savurmasi, dogada bir
temizlik, yenilenme ve yeni gline hazirlanma eylemidir. Goliin
uykuya dalmis olmasi, i¢indeki canlilarla birlikte duraganlasarak
yeni giine hazirlanmanin ve insan i¢in duraganlasan manzara
karsisinda ask duygusunun one ¢ikmasimi saglar. Dogadaki bu
uykuya dalisin, duraganlagsmanin son sesleri de ¢ingirak seslerinin
kesilmesi, aksama kadar karinlarini doyurarak siit sagimina hazir
hale gelen kecilerin memelerinin sagimi beklemesi aksamin
hareketliliginin son eylemleridir.

Anagram yontemiyle yayik — ayik kelimesinin tiiretilmesi de
memelerin dolu ve sagim i¢in hazir hale gelisinin farkli bir
ifadesidir. Meme — emmek kelimesi arasindaki iliski, yapisokiimiin
coklu anlam olusturmadaki yontemlerinden biridir. Hazir ayik, dolu
memelerin kegilerin ve ineklerin yavrulari i¢in hazirladigl yasamin
devamui icin gerekli besini saglayan dogal devinimin devamliligini
ifade eder.

Metinde meme kelimesinin iki kez kullanilmasi, asktan
yorulan kadin ile degerlendirildiginde, memelerin hayvanlarin apis
aralarinda olmasina ragmen bu durumun tekrar dile getirilmesi
cinselligin bir ifadesi olarak yorumlanabilir. Bir 6nceki boliimde
hayvan isimleri tek tek ifade edilirken burada toplu bir sekilde
“stiri” kelimesinin kullanilmas1 da hayvanlarin doga icerisindeki
bireysel duruglarinin sona erdigini ve bir biitiin olarak goriildiigiiniin
bir gostergesidir.
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Kelime eksiltme ile “kapaklanir, yayik, c¢ingirak,
apislarinda” kelimeleri ¢ikartildiginda betimlenen manzara daha
sakin bir goriinlime kavusur. Ancak metinde tiim ayrintilarin gerekli
ya da gereksiz olup olmadigina bakilmaksizin ifadesi doganin dogal
dongiisiiniin bir sesle birlikte sona erdigini ifade eder.

Gece solur

Yikanir suda aglar surath ay
Vaklasir kurbagalar

Fiskeler karanlig ciftlesen ates
Bocekleri

Perde arkalarinda golgeler
Kimildasir

Satir’in boynuzlu sakaklarinda ter
Burun siirter kulaklara

Mlikler {irperir

Bahar figkirma filiz tomurcuk
Geng kiz

Hayiz

Bir 6nceki boliimde gece tasvirine yapilan giris, bu boliimde
daha detayl bir sekilde islenir. “Gece solur” dizesi, “solur — olur”
anlamiyla daha siradan bir anlam elde edilmesini saglar. Ay’in
“aglar suratli olmas1”, metnin genelinde bir karsithigin isaretidir.
Vadi ve ovadaki giin 151gmin olumlu yanlar1 ve mutlu bir manzara
cizerken her yeri kaplayan karanlik ve gece, bu manzarayi
olumsuzlastirr. Ikinci dize, anagram yontemiyle coklu okumaya da
uygun hale getirilmistir. “Yikanir — kanar”, “surathh — sur ath —
stiratli” kelimelerinin tiiretilmesiyle aymn gecenin karanliginda
temizlendigi ve aydinlandigi, diinya disinda bulunan bir varligin
yine diinya iizerinde bir anlam kazandig1 seklinde yorumlanabilir.
Gecenin karanlhiginda ortaya ¢ikan ay, hizla yikanarak etrafi
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aydinlatir. Tek basina bir anlam ifade etmeyen ay, diinyada dogayla
birlestiginde anlam kazanir. “Suratli — sur atl’” kelimesinin
tiiretilmesi de ayin, bir atla gelip suda yikanan ve temizlenen bir
varlik gibi algilanmasini hatirlatir. Ayin doga dis1 bir varlik olarak
diinyaya gelmesi ve suya yikanarak “kanar” kelimesinin tiiretilmesi,
ayin dogayla birlestiginde ancak hayat kaynagina ulasabilecegini
ifade eder.

Ayin “aglamas1” da dogadan uzak oldugunun bir isaretidir.
Ay dogayla birlesmesi ve entegrasyonu, gece devinimine katkida
bulunur. Temizlenen ve suya kanan ay ile, kurbagalar, ates bocekleri
de gece manzarasini giizellestiren varliklar olarak goriiliir. Karanligi
aydinlatan ates bocekleri, geceyi bolen ve 1s1k veren varliklardir.
Anagram yoOntemiyle elde edilen “karanlik — anlik” kelimesi, ates
boceklerinin siirekli bir 151k kaynagi olmadigini, ara sira anlik olarak
151k verdiklerini ifade eder. Bu kelime ile “fiskelemek” kelimesi,
stirekliligin olmadigin1 vurgulayan bir ifade haline gelir.

Metin, bir 6nceki boliimde baglayan gece, karanlik, cinsellik
kavramlar1 ile bu boliimde de devam eder. Ates bodceklerinin
ciftlesmesi, geceye ait bir durumdur. Bu cinsel vurgu, “perde
arkalarinda golgelerin kimildasmasi1” dizesi ile devam eder. Ay 15181
ile diistintildiiglinde “gdlge — gol” kelimesi, mehtap manzarasi ve
cinselligi hatirlatan bir goriintii olusturur.

“Kimildamak”  yerine  “kimildasmak™  kelimesinin
kullanilmasi1 da karsilikli bir eylemi cagristirir. Bu {icleme iginde
gece, karanlik ve cinsellik, farkli bir giice ve giizellik anlamina gelir.

Antik Yunan mitolojisinde yer alan yar1 keci yar1 insan
yaratik olan Satir’mm boynuzlu sakaklarinda terin cinsellikle
iligkilendirilmesi bir mitolojik unsurdur. Bu varlik, bir birlesmenin
ve dogusun ifadesidir. “Boynuzlu sakak” tamlamasinda “boynuzlu”
kelimesi cinselligin bir engeli olarak diisiiniiliir. Yapisokiim yontemi
ile bu kelime ¢ikarildiginda engelsiz bir ¢iftlesme ve cinsellik ortaya
cikar. Ancak metinde “boynuz” kelimesi ile bu birlesmenin dogal
olmadigini ve gizlilik gerektiren eylemin, kurbagalarin siirekli ses
cikardig1 bir ortamda dikkatin dagildigini ifade eder. “Ter — er”
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kelimesi liretimi ile kulaklara burnu siirtiilen, sakaklarinda gezinen
ilikleri tirperten erkek bir varlik iken bu duygulart hisseden ve
muhatap olan da disi bir varliktir. Gengligin bir gostergesi olan
bahar, bu cinsel birlesmede liremeyi saglamamasi i¢in uyarilir.
Ciinkii geng kiz cinsellik i¢in uygun kosullara sahip degildir. Satir”in
boynuzlarinda belirtilen engel, gen¢ kizin hayiz olmas: ile birlikte
anlamli bir biitlinliik kazanir. “Geng kiz — hayiz” kelimeleri arasinda
“hayir — hayir” kelimesinin tiretilmesi, gen¢ kizin cinsellige engel
olmasi ve bu durumun istenmedigi fikrini akla getirir. Cinselligin
anlatildig1 bu bélimde, dort unsur — hava/solur, su, ates/ates bocegi,
toprak/bahar — filiz tomurcuk kelimeleri ile ifade edilir. Dort
unsurun, cinselligin vurgulandigi bu boliimde de yer almasi, doganin
ve evrenin sabit ve degismez kurallar1 arasinda cinselligin de 6nemli
bir yer tuttugunu ifade eder.

Zaman ugar golge
Ugsuz bucaksiz ¢ol
Hayvan iskeletleri

Siirin son boliimii, beklenen sonu isaret eder. Giindiiz ve
gece karsitlig1 gibi bu boliimde hayat ile 6liim arasindaki zitligi ifade
etmesi bakimindan 6nemlidir. Metin, hayatin 1yi ve kotli, uyumlu ve
uyumsuz, ayni ve karsit 6zelliklerini verdikten sonra hayatin sona
ermesiyle sona erdirilir. Zaman, 1s18a bagl olarak belirli bir
zamanda ortaya ¢ikan bir golge gibi gelip gegicidir. “Zaman — an”
kelimesinin kullanimi, yagsamin ve zamanin anlik ve gecici dogasini
ifade etmesi bakimindan Onemlidir. “Goélge — go6l” kelimesi ile
¢oldeki suyun bitmesi, susuzlugun hayatin sonu anlaminda dogal bir
sonu igaret eder. Suyun olmadigt yerde hayat bulunmaz. Geriye
kalanlar ise iskeletlerdir. Co6liin sonsuzlugu, yine doganin i¢indeki
sonsuzlugun varligini ifade eder. Metin, bastan sona incelendiginde
yapisokiim metodu kullanilarak, ¢oklu anlam iireten ve karsitliklarin
bir biitlinii olusturarak yeni anlam kapilar1 agan bir yapiya sahiptir.

Sonuc¢
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Postmodern anlayigin bir {iriinii olarak yapisokiim kuramui,
edebiyat elestirmenlerinin lizerinde durdugu 6nemli bir kavramdir.
Jacques Derrida’nin 1967°de yayimladig1 “Ses ve Fenomen” adli
eserinde ortaya koydugu bu kuram, 6zellikle Paul de Man gibi bazi
elestirmenler tarafindan gelistirilmistir. Dilin, Saussure’den sonra
sistematik anlam kazanan birimlerden olugsan ozerk bir yap:
olmadig1 gercegi lizerinden hareketle, temsil edilebilecek bir dis
gercekligin bulunmadigint ve gercekligin sdylem esnasinda insa
edildigini savunur. Bu nedenle anlam ile nesnenin 6zdes kabul
edilemeyecegini vurgular.

Derrida, metni 6ne ¢ikararak okurun metin temelli ¢oklu
anlam c¢ikartabilmesinin yolunu agan yeni bir yapt olusturmay1
hedefler. Yapisokiim kurami, Saussure’iin gosteren—gdsterilen
iligkisini sabit bir bakis agisindan kurtararak 6zne—nesne, dogru—
yanlig gibi karsitliklarin 6znel bir degerlendirmeye acik oldugunu
ileri stirer. Derrida’nin  vurguladigi  kriz, c¢eligki, beklenti,
merkeziyet¢ilik, dilsel yaraticilik gibi unsurlar, metinde bu
iliskilerin tespitinin okura farkli anlam kapilar1 ve ¢oklu yorum
imkanlar1 sunabilecegi iizerinde durur.

Karsitliklar, belirsizligin meydana getirdigi farkli anlamli
climleler, bulaniklik, her seyin dil {izerinden ifade edilmesi, ¢oklu
ozne ve nesne iliskisi, zamansal biitlinliik, dolayl1 ve dogrudan
kurulan baglantilar, iletisim ve iligkinin metafizik boyutta
yorumlanabilmesi, ¢oklu dogrular, yanliglar, belirsizlikler, doga
ustiliik, kelimelerle oynama, anagram, gematria gibi tekniklerin
kullanimi, yapisokiim kuraminin belli bagh o6zellikleri olarak
siralanabilir.

Ercitiment Behzat Lav’in “Senfoni” adl1 iki béliimden olusan
siiri, yapisokiim kurami ile incelenebilecek bir yapiya sahiptir.
Gorilinenin ardinda dogrudan ve dolayl: iliskilerle elde edilebilecek
manzaralar, manzaranin diiz bir betimlemesinden ¢ok belirsizlikler
ve cagrisimlarla ¢oklu anlam elde edilebilir. Ozellikle doga
manzarasindan baglayarak ayrintilara dogru bir yolculugun
gorildiigli siirde her bir boliim ayr1 bir s6z adacigr ve anlamsal
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biitlinliik saglar. Bu anlamsal biitiinliik, belirsizlik ve bulaniklikla
birlikte anagram yoluyla elde edilen farkli okuma bi¢imleri, kelime
eksiltme ile anlam cesitlemeleri, bir akiskanligin izlerinin takip
edildigi siirde dort unsurun siirekli siirin alt yapisinda yer almasi
doga ve insan karsithiginin tamamlayici ve ayirt edici bir unsur
olarak kullanilmasini siirde ¢oklu anlam okumalarina tasir.

Metafizige yoOnelmeyen siirde doga, dogal bir devinim
icerisinde varligini siirdiirirken ¢eligski olusturacak durumlar da
siirde kendine yer bulur. Karsitliklar, g¢eliskiler, bulanik ifadeler
siirin bashigi ile bir biitiinliik saglar. Ahenkli bir doga deviniminde
ortaya c¢ikan celiskili ve bulanik durumlar, belirsizlikler hayatin
ahengini ve anlamimi saglayan bir senfoni gibidir. Senfoninin
ahenkli olmasi beklenirken, bu ahengi bozan unsurlar da siirde
senfoniyi farklilagtiran, siradanliktan ¢ikaran unsurlar olarak
goriilebilir. Okurun siirde diiz bir manzara betimlemesi yerine
anlamca zenginlestirilmis dizelerle karsilagsmasi, bilinenin aksine
farkli yonlere, hayallere dogru ¢ikilan bir yolculuk anlam biitiinligi
yaninda anlam c¢esitliliginin de belli bash gostergesi olarak
kullanilir.

Siirde ayn1 zaman ve mekan diliminde goriilen ¢eliskiler,
siiri farkli okuma ve yorumlara yoneltir. Bu ¢eliskiler, ilk bakista
anlamsal biitiinliigli bozuyor gibi goziikse de, siirin akiginda bir
biitiinliigiin ve ¢eligkilerin uyumunu géstermesi bakimindan oldukga
dikkat c¢ekicidir. Senfoni siirinde hayat1 biitiin unsurlar ile gérmek
miimkiindiir. Hayatin kendi varliginda yer alan kolaylik ve zorluklar,
1yi—kotii, dogru—yanlis kavramlariin siirde varlik alemi tizerinden
gosterilmesi ve gosteren—gosterilen iligkisinin disina ¢ikilarak
gosterenin birden fazla anlami gostermesi, siiri zenginlestiren
unsurlar arasindadir.

Dort unsurun siirde hemen her boliimde yer almasi, bazi
boliimlerde unsurlardan birinin kullanilmamas: ya da eksiltilmesi,
okuru bu boliimde diisiinmeye ve yorum yapmaya zorlar. Siirin
sorularla yorumlanmasi ve bu sorulara cevaplar aranmasi; bulunan
her cevabin diger soru ve cevaplar ile birlikte degerlendirildiginde
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farkli yorumlara ulasilmasini saglar. Erciiment Behzat Lav’in siiri
iizerinde yaptigimiz yapisokiim kurami uygulamasinin, siir
tahlilinde yararlanilabilecegini ve oOzellikle postmodern donem
siirlerinin anlamlandirilmasinda okura farkli agilimlar, yorum ve
anlam kabiliyeti katma konusunda katkida bulunabilecegini
sOyleyebiliriz.
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