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A BAD-TEMPERED OLD MAN WRITING FROM THE PERIPHERY:
THRESHOLDS IN R.S. THOMAS’S POEMS!

Safak ALTUNSOY?

Abstract

R. S. Thomas relates the story of a person who cannot feel at home in the established
institutions of the society. This study starts with a brief explanation of Welsh poetry
and Thomas’s place in it. Then the study analyses the selected poems of R.S Thomas
from his early and later collections in order to trace the emotional breaking points in
the poems. The study also attempts to read Thomas’s poetry with respect to the
nomadic subjectivity and nomadic time sense. Deliberately choosing to be at the
margin, the poetic persona walks on the borders of reality and illusion by trying to find
an outlet that would let him out of the long-felt restlessness. By discovering the
impossibility of such an option, he turns back to the temporality of the order, but he
grasps the glimpses of what he yearns for in the flux and reflux.

Keywords: Welsh poetry, British poetry, R. S. Thomas, Nomadic Ethics,

subject

KIYIDAN YAZAN HUYSUZ [HTiYAR: R. S. THOMAS’IN SI{IRLERINDE
ESIKLER
Oz
R. S. Thomas, kendisini toplumun yerlesik kurumlar1 i¢inde huzursuz hisseden bir
kisinin hikayesini anlatir. Bu ¢alisma, Galler siiri ve Thomas’in yeri {lizerine kisa bir
aciklamayla baglar. Daha sonra, ¢aligma siirlerdeki duygusal kirilma noktalarmin izini
siirebilmek i¢in Thomas’in ilk ve sonraki derlemelerinden segilen siirleri inceler.
Calisma ayrica Thomas’in siirlerini gécer 6zellik ve gocer zaman kavrami {izerinden
okumaya calisir. Bununla birlikte varacak bir hedefin olmamasi hissi yok¢u bir
deneyime sevk etmez. Aksine birbirine baglanmislik diisiincesini ve Thomas’in siirini
besleyen bir iki bilingliligi oraya ¢ikarir. Marjinde olmayi agik¢a tercih ederek, siir

kigisi uzun siiredir hissettigi huzursuzluktan kendisini ¢ikaracak simnirlar {izerinde

! This study is an extended version of the oral paper “Poet as Nomad in No Man’s Land: Thresholds in R. S.
Thomas’s Mass for Hard Times and No Truce with the Furies” presented at 12™ International IDEA Conference,
April 18-20, 2018.

2 Res. Asst. Dr., Selcuk University, Department of English Language and Literature,
safakaltunsoy@selcuk.edu.tr
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yiiriir. Boyle bir segenegin olmadigini kesfederek, diizenin zamansalligina doner.

Ancak hasretini ¢ektigi seyin kirintilarin1 devingen akista yakalar.
Anahtar Sézciikler: Galler siiri, Britanya siiri, R. S. Thomas, Gécer Etik,
O0zne

Introduction

R. S. Thomas poeticizes certain spatial and temporal terrains in his poems to
demonstrate his own conflict with the reducing network of the dominant and verbalizes a
universalized perception of being isolated from the paradigms of the existing system by
deliberately rejecting its main instruments such as media and technology. In his poems,
Thomas draws the picture of a lonely person who has to bear the heaviness of being
consciousness of a wrongly designated world and his subjectivity or situatedness in it. The
term nomadic visualizes the long-term restlessness of the poet and its reflections projected
onto the poems through flows and ruptures. The feeling of having no destination to arrive
does not lead the poet into a nihilistic experience but a double consciousness which nurtures

the poetry of Thomas and the idea of interconnectedness.

This study evaluates Thomas’s poems in two parts through selected poems from his
early and later collections. After a short introduction of Welsh poetry by means of its major
discussions, the study tries to explain Thomas’s significance as a poet. The selected poems
stand as epitomes for reflecting the poet’s concerns of belief, experience and a struggle
against hegemonic discourses in his poetic career. The first part analyzes some early poems of
Thomas from the respect of perceiving nature and religion. The poems in this early period are
harsh but clear-cut criticism of the modern man who has been alienated to his own labour
through mechanization. The poems also question the influence of nature by deromanticizing
it. The beautiful, the ideal or the heroic are ridiculed in the reality observed by the poetic
persona. Moreover, faith is estranged through a transformation from the role of a priest to that
of an atheist. The second part starts with the definition of the term ‘nomadic’ and how it
appears in Thomas’s later poetry through the selected poems. Similar to the changing tone in
the earlier poems, Thomas’s later poetry conveys the idea of a continuous flux through
emotional and ideological reverberations. Thus, the personal experiences create certain
turning points by forming new thresholds for the poetry of Thomas. Whether the poetic
personas cross these borders or not is questionable since Thomas aims to represent the false
propositions with facets of a hidden truth. However, he also questions the mysticism of such
truth.
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The study also suggests that Thomas’s argument in the selected poems is the
signification of a marginal stance. In Mass for Hard Times and No Truce with the Furies,
Thomas relates the story of a person who cannot feel at home in the established institutions of
the society. By being aware of his position in the periphery, the persona reevaluates his
perception of technology, religion and science. However, Thomas does not suggest any
solution for the current problem he experiences since it means turning into another discursive
entity. Instead, he creates both radical and acknowledging space, which is one of the main
traits in his later poetry. Thus, the study attempts to read Thomas’s poetry within the
theoretical frames of nomadic subjectivity and nomadic perception of time. The image of a
man whose old age always reminding him of what he has lost creates an ontological territory
in which he can access to the glimpses of consolation or relief through the freedom of a
child’s imagination not disrupted by the dominant power yet. So, the study also tries to
delineate the importance of memories in a time when every entity has lost its meaning in the

continuous flux.
Welsh Poetry and R.S. Thomas

Wales is one of the four countries that form the United Kingdom or Great Britain.
England, Scotland, Northern Ireland and Wales have witnessed many conflicts and bloody
wars throughout history especially by the invasion of the Roman Empire. The conflict
between two tribes, Celtic Britons and Anglo-Saxons has been kept with minor alterations
since then. Even etymologically the word ‘Welsh’ means ‘foreigner’ or ‘foreign land’ and
linguistically retells the great cultural gap with the mainstream authority of England. Thus, as
a land of opposite poles, a political voice overwhelms the whole poetry of Wales. “Welsh
poetry’ as being the poetry produced in the Welsh language, “to apply it to the poetry of
Wales composed in English is confusing and to some Welsh-language writers and readers,
offensive” (Garlick and Mathias, 1984, p. 27). But offering the word ‘Anglo-Welsh’ instead
creates another controversy among Welsh poets since some of them believe in the Britishness

as the unifying factor and some others are ardent supporters of separation.

Welsh nationalism can be defined from two opposite perspectives. One advocates
violence such as civil disobedience, clearing the English existence in Wales, and illegal acts
realized in the crimes like the bombing of English residences. The other form of nationalism
acknowledges the pressure historically predominant in Wales but also seeks the ways of a
peaceful integration by keeping the origins such as culture and language in mind. The

arguments of the first group have been institutionalized with the establishment of a separatist
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party, ‘Plaid Cymru’ or Welsh Nationalist Party. While the first impetus for the rising
nationalism in Wales is political, the second reason is cultural. As Ree points out the
nationalism develops through a cultural “reawakening of Welsh and Anglo-Welsh artistic
sensibilities” (1973, p. 99). Some basic initiatives taken in resolving the political and cultural
problems can be summarized as follows,

The establishment of the University of Wales, new Welsh programs in the primary and

secondary schools, and the Welsh Language Act of 1967; in broadcasting (Harlech TV

and BBC Wales-with 14 hours of Welsh language broadcasting per week); in the
disestablishment of the Church in Wales; in the establishment of the office of Secretary
of State of Wales; in a Welsh Arts Council, licensed to fund and support the arts; in the
establishment in 1956 of Cardiff as a capital city [as a part of Welsh Assembly]. (Ree,

1973, p. 101)

Three figures are prominent in Welsh poetry: Dylan Thomas, David Jones and R. S.
Thomas. For the first one, the identity of being Welsh is not strongly felt as it happens in the
case of R. S. Thomas. Wales is only a nostalgic place which keeps the memories of boyhood:
“his portrayal of Welsh rural folk as God-fearing fools and bigots” (Ree, 1973, p. 102). The
attempts of shaping a life outside Wales, and no knowledge of Welsh nor any willingness to
learn it deliberately show Dylan Thomas’s problematic Welsh identity. Painter, poet and
essayist David Jones who lived all his life in London does not believe in the political action
and his concerns are more philosophical. His Welshness is based upon the centre of
Britishness. He likens Welsh identity to “a homemade basket” which is entirely woven with
“British wickers” and a blend of Christian and Roman cultures (Ree, 1973, p. 102-103). When
compared to the above-mentioned poets, R. S. Thomas represents a radically different pole.
Although he learnt Welsh at the age of 30, he always emphasized the importance of the
preservation of language for cultural reasons. He wrote Neb: Golygwyd gan Gwenno Hywyn,
an autobiography in Welsh and always concerned himself with the daily political issues of

Wales where he was committed to his entire lifetime.

In the early Welsh poetry until the 1960s, the landscape of Wales plays a great role in
the conveyance of Welsh nationalism as concretized in famine, poverty, economic crisis,
lands owned by English companies and loneliness. The untouched nature and its being
replaced by industrial buildings and large farmlands demonstrate not only a physically
changing world but a different attitude from the previous era. In other words, because of the
industrial elements such as coal, copper and lead, Wales has endured the destructive influence

of Industrial revolution before England did. Being bordered by high hills, instantly changing
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cold weather and a rough sea, Wales consolidates the marginalized voice of the poets such as
R. S. Thomas.

The later Welsh poetry cherishes the cultural difference and conflicts in a more
cosmopolitan way. Poets diverting from the major discourse of Welsh nationalism gain a
universal vantage point for the human suffering or conflicts and as Wynn Thomas points out,
“with their preference for travelling light, without the baggage of national culture, and their
interest in the casual kaleidoscope of human experience, they were the forerunners of the
postmodernism” (2007, p. 169). In the case of R. S. Thomas, this mobility is sustained by a

change from the political to the spiritual as it can be observed in his later poetry.

Born in Cardiff, Ronald Stuart Thomas is an Anglo-Welsh poet and clergyman in the
Anglican Church in Wales. As Lloyd states Thomas’s poetry can be classified by three major
periods. In the early period between 1946-55, the poet observes the natural ambiance of
Wales. In the middle period between 1955-72, “his interest in the Welsh landscape and
‘peasant’ farmers merges with expressions of his developing nationalist convictions” (1996, p.
438). In other words, the observant eye begins to change its focus from the landscape to
politics and in the later poetic period of R.S. Thomas, politics evolves into the criticism of the
modern world. The corporeality of Wales and Welsh nationalism leaves its place to a more
spiritual subject matter: his problematic relation to God. Moreover, the poet honestly declares
that “I became rather tired of the themes about nationalism and the decay of the rural structure
of Wales” (qtd. in Ewing 1987, p. 121). The poet returns to his inner self through the rejection
of unprecedented materialistic and scientific world in a globalizing world.

In the poetry of R.S. Thomas, it is possible to find certain recurrent themes and images
triggered by the structural change Wales underwent in the last century. In this respect, R. S.
Thomas’s poetry is a reaction to the results of capitalism. As Ree summarizes, Wales is on the
verge of a complete change with

The green valleys in the south turned into industrial wastelands, remote valleys in mid and

North Wales flooded to provide water for the English midlands, open spaces turned into

bombing ranges, beaches and roads becoming ever more crowded by English holiday

travellers, farms being bought up as mere weekend homes for the English, mining in the

Snowdonia district, the economy being directed and managed by outsiders. (1973, p. 102)

R. S. Thomas enriches his poetry by nurturing from the basic obsessions in his life.
Firstly, he is obsessed with the sense of space consolidated in the depiction of landscape. His
unending efforts to find a stable centre make him develop a rather pessimistic tone with the
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glimpses of hope in the end. Secondly, his relation to his mother leads him to a bitter self-
criticism as well as the criticism of others by being knowledgeable, interrogating and scorning
priest. His both apparent and hidden obsession with God in his poetry forms another
conflicting voice as being an Anglican priest questioning the existence of God and criticizing
not only his omnipotence but also his impotence. The poet’s ‘Romantic’ vision also wavers
between two contrasting notions. On the one hand, he regards himself in the tradition of
Shelley and Blake, but on the other hand, he cannot idealize nature nor can he catch a healing
breath from it although he is in the middle of wildlife and away from the industrial lodgings
of southern Wales.

Thomas’s self-deprecating attitude can be traced back to the mother-son relation.
“Biographical sources confirm that Thomas’s mother did experience a complicated birth and
that his father (a sailor) was away from the family for long periods” (Lloyd, 1996, p. 440).
Similar to Eugene O’Neill whose mother was addicted to morphine used during delivering,
Thomas is obsessed by the notion of “prideful sense of unworthiness” (McGill, 2004, p. 100).
Thus, he also destroys the Romantic reception of the ‘child.” As Knapp argues, “the child is
‘dropped,’ like an animal, into this hostile environment, and the only suggestion of cause lies
in that word ‘luckless’ - the endless suffering of which he will become a part seems very
often to be a kind of joke” (1971, p. 2).

He became a priest at the request of his mother. After completing the university, he
travelled around the remote Welsh villages and since then he was actively engaged in the
ecclesiastical circle over thirty years. As Ewing points out, “throughout R. S. Thomas’s
poetry, there is clear evidence of a struggle between vocation and avocation, between
preacher and poet. In his early poems, the voice of the preacher is held in check” (1987, p.
121). But Thomas himself opposes to such a divergence as follows,

A lot of people seem to be worried about how | combine my work as a poet and my work as a

priest. This is something that never worries me at all . . . any form of orthodoxy is just not part

of a poet’s province ... A poet must be able to claim . . . freedom to follow the vision of
poetry, the imaginative vision of poetry . . . And, in any case, poetry is religion, religion is
poetry. The message of the New Testament is poetry. Christ was a poet, the New Testament is

a metaphor, the Resurrection is a metaphor. (qgtd. in Davis, 2007, p. 7)

While clarifying his opinions about religion and poetry, Thomas also expresses the
influence of Romantics on him. As Brown states, especially in his early poetry “R. S. Thomas

adopts an idealistic, indeed Romantic notion of the poet’s calling and his social role” (2000, p.
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454). Thomas regards poet as prophet similar to the Romantics. For instance, in “Taliesin
1952” Thomas employs Taliesin, an ancient Welsh bard to define the role and mission of the
poet in the modern world “and for Thomas he becomes a symbol of the poet’s long struggle to
learn the truth, and finally to communicate that truth to men who continue to suffer in
darkness, to heal them, if he can, by showing them what he has seen” (Knapp, 1971, p. 8).
The process of creation through imagination becomes a religious act. In other words, “He
invokes Coleridge’s conception of Imagination, and stresses the role of the primary
imagination as the agency for the perception of truth- the ultimate reality that is seen to
govern existence” (Herman, 1978, p. 712). But his yearning towards the 19" century
Romantics does not necessarily mean that he is a representative of them in the modern world.
During the Second World War years, Thomas acknowledges that “we are poets, sharing the
trade, if not always the talent of Blake, Shelley and Keats . . . Let the war end that we may see
again the light on the hill where the poet is busy with his book of dreams” (qtd. in Brown,
2000, p. 455).

Poetization of Early Ruptures

Thomas’s use of language demonstrates his psychic dividedness between the
mainstream English and the marginalized Welsh. As Wynn Thomas suggests, “Thomas
attempted to use complex assonantal and alliterative patterns approximate to Welsh barddas
in order to render English ‘foreign’ to its ordinary self, bent out of ‘true’ by the invisible
gravitational pull of another language” (2007, p. 161). Although he is not a member of ‘The
Movement,” he had a considerable influence on other poets from the Movement with his
simple and economical language. Similar to the Movement poets, Thomas regarded the social
function of the poet as the adversary voice of the age by writing “about peasants who have let
themselves become blind to all things of the mind and spirit, about an inhumanly metallic
modern world, and about a Wales which has sold its heritage in exchange for English
factories” (Knapp, 1971, p. 1).

In “Cynddylan on a Tractor” Thomas exemplifies his attitude towards the changing
world as well as the changing Welsh landscape. In the poetry of Thomas ‘peasant’ turns into a
symbol for the evolution from tradition to technology. His Welsh nationalism does not
idealize Welsh farmer as the resident of lands. On the contrary, the peasant’s position is
despicable since he has missed the opportunity of ‘Salvation’ offered by nature. According to
Thomas, when the organic link between man and nature breaks, man also loses the meaning

of life and turns into a ‘monster’ as poeticized as below,
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Ah, you should see Cynddylan on a tractor.

Gone the old look that yoked him to the soil,

He's a new man now, part of the machine,

His nerves of metal and his blood oil.

The clutch curses, but the gears obey

His least bidding, and lo, he’s away

Out of the farmyard, scattering hens. (Thomas, 1989, p. 307)

‘lago Prytherch’ in “A Peasant” and ‘Cynddylan’ in “Cynddylan on a Tractor”
represent the two archetypes in the Welsh landscape. In other words, Thomas employs special
names but these names do not refer to any individuality. Similar to such characters as Henry
and Mr Bones from Dream Songs by John Berryman, these two Welsh farmers speak for the
dissatisfaction and conflicts in the poet. In lago, for instance, “There is something frightening
in the vacancy of his mind. / His clothes, sour with years of sweat/ And animal contact, shock
the refined, / But affected, sense with their stark naturalness” (Thomas, 1984, p. 178). Now
this man and his conventional farming are transformed into another pole, Cynddylan, “Ah,
you should see Cynddylan on a tractor. / Gone the old look that yoked him to the soil”
(Thomas, 1989, p. 307) clarifies that the man on the tractor has lost the close touch with the
soil. By being not a part of nature but a machine, he also loses his humane feelings and

Cynddylan as a robot or to be more precise, an android represents the mechanization of man.

“The clutch curses, but the gears obey/ His least bidding, and lo, he's away/ Out of the
farmyard, scattering hens” (Thomas, 1989, p. 307) visualize both the struggle of having
dominance over the other and the destructive effect of man over nature. The noise of tractor
terrorizes the whole natural world and harmonic melodies of wood and fields are silenced by
the monotonous mechanical sound of the engine,

Riding to work now as a great man should,

He is the knight at arms breaking the fields’

Mirror of silence, emptying the wood

Of foxes and squirrels and bright jays. (Thomas, 1989, p. 308)

“The men like Cynddylan, proud on their tractors, do not think to ask about the spirit
any longer” (Knapp,1971, p. 4). Although he is alienated from his environment, Cynddylan
does not feel any emotion since “he is the knight at arms” (Thomas, 1989, p. 307) on the
tractor. As being a tragic figure he regards himself as powerful as nature. As Wynn Thomas

suggests, “lago is often construed, and constructed, as a geological outcrop, or viewed as
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embodying ‘the land’s patience and a tree’s/ Knotted endurance’” (2007, p. 160) but

Cynddylan signifies the hastiness and insensibility of the new world.

The last lines of “Cynddylan on a Tractor” convey the great gap between the man and
his surroundings since the sun as the source of life has no influence over the man “who runs
his engine on a different fuel” (Thomas, 1989, p. 307). He is given one more chance to
reestablish the broken bond and to recover from the “‘unnatural’ state through auditory images.
Birds call for him and their beaks are fully open as if they are shouting at the top of their
voice, but they cannot make him turn aside from his course. In other words, the centre is
replaced with the “proudly” metallic world,

The sun comes over the tall trees
Kindling all the hedges, but not for him

Who runs his engine on a different fuel.
And all the birds are singing, bills wide in vain,

As Cynddylan passes proudly up the lane. (Thomas, 1989, p. 308)

Another centre, religion cannot hold its old place too. As Davis points out “R. S.
Thomas, as poet and priest, is ideally suited for confronting the apocalyptic moment of recent
history” (1987, p. 92). The god apparent in his poems is an “elusive” one in Wynn Thomas’s
words (2007, p. 167). Although he is a priest, the experience of religion has negative
connotations in the poetry of Thomas. As an ardent reader of Kierkegaard, Bonhoeffer, and
subatomic physics made popular by Paul Davies, Thomas offers a rather postmodern
exploration of God-space (2007, p. 168). In other words, the interrogating voice in R.S.
Thomas’s early poems leaves its place to the questioning of God-space. To exemplify, in the
poem “H’m,” the preacher’s stiffness or his inability to speak of God’s love illustrates the
readers’ perspective on Thomas as a religious poet (Herman, 1978, p. 710). The missing ‘i’
denotes detachment of God and the broken link between man and God. “He is not a rationalist
God- a God of enlightened justice and beauty- but a Dark God, basically unknowable,
distanced, silent” (Herman, 1978, p. 711). In the post-Darwinian world, Thomas suggests a
reevaluation of Christianity but he also criticizes the secularization of the church with the

rising Welsh nationalism.

In a poem written in 1978, “The Empty Church,” Thomas describes an enigmatic God
and religion. The poem in Frequencies does not only reflect the changing style of Thomas
from Welshness to a more universal concern but also offers reconciliation with the unknown

through a rationalized belief in God. Thomas criticizes the institutionalized religion and the
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displacement of God in it through visual images. He calls “the empty church” as a “stone
trap” (Thomas, 1978, p. 35) which has been built to preserve the essence of God. For Thomas
“garden” can be the binary opposite of church since although both places are arranged by
man, the first one provides a space “where man can go for solitude, for regaining his spiritual
bearings, and for a temporary release from his cares (Knapp, 1971, p. 6). But the second place
represents the fear of an entrapped animal,

They laid this stone trap

for him, enticing him with candles,

as though he would come like some huge moth

out of the darkness to beat there.

Ah, he had burned himself

before in the human flame

and escaped, leaving the reason

torn. He will not come any more (Thomas, 1978, p. 35)

Similar to the insects hovering around the fire in darkness, God as a “huge moth” (p.
35) is called to the church by “enticing him with candles,” (p.35) or the regular rituals of the
established church. But Thomas implies that these rituals do not revive God’s presence, on the
contrary, they threaten his existence. The lines “Ah, he had burned himself before/ and
escaped, leaving the reason/ torn” (p.35) refer to the theological crisis in the twentieth
century: the uprooted God. “Man, in this late poetry, seems frequently to be double-crossed
by a God who had, after all, been crucified on a cross” (Thomas, 2007, p. 168). As stated
before, the notion of God is either ignored or agnostically perceived by always being absent in
one way or another in this post-Darwinian world. Thus, Thomas does not wait for a revelation
that would enlighten and purify him in the end. The escaping God image again underlines his
detachment, and ‘emptiness’ of the church actually signifies a spiritual void. A God that “will
not come any more,”

to our lure. Why, then, do | kneel still

striking my prayers on a stone

heart? Is it in hope one

of them will ignite yet and throw

on its illuminated walls the shadow

of someone greater than | can understand? (Thomas, 1978, p. 35)

10
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As Davis suggests “one cannot help but think that Thomas’s poems are, if not like
churches, ‘stone traps,” perhaps they are verbal traps for such a ‘fast/ God’” (2007, p. 94). In
other words, through a multi-referential language, Thomas tries to consolidate certain spiritual
experiences. Thomas reveals what he means through “the process of reconstruction of
meaning . . . out of the drifting bits of faith and doubt, from fleeting and unauthorized

moments of intensity, in neutral fragments of language” (Herman, 1978, p. 711).

The persona wavers between the pessimism and hope. He questions the meaning of
rituals or prayers with “do I knell still/ striking my prayers on a stone/ heart?”” (Thomas, 1978,
p. 35). Thomas draws the picture of a man trying to start a fire in his spiritual world with a
flint stone in hand. The sparks from the flint are likened to prayers that would illuminate the
darkness of empty church. The persona ends with a doubtful or agnostic question with
“shadow of someone greater than I can understand” (p.35) by referring to a spiritual gap
between man and God, which annuls the hope of finding a possible answer. Paradoxically,
Thomas finds the answer in fluidity.

Nomadic Ruptures in Mass for Hard Times and No Truce with the Furies

For Thomas, memories are standing points in the flux and a reference point to begin
with. But they sprinkle into a temporality emphasizing the stance of a lonely and retired man.

We are the lost people.

Tracing us by our language

you will not arrive where we are

which is nowhere. The wind

blows through our castles; the chair

of poetry is without a tenant. (Thomas, 2004, p. 218)

In a poem from No Truce with the Furies, “The Lost,” the meaning of nomadic is
underlined. As the first line of the poem precisely describes, the persona knows his position in
the order with which he cannot comply with. On the one hand, since he does not identify
himself with the suggested ways of the system, he is doomed to be displaced and since there
is no grand narrative, he finds himself in flux, which makes him a nomad. On the other hand,
when the word ‘lost’ is reconsidered within the complementary opposition of the acts ‘earn’
and ‘lose,” he is named as the lost one by reason of that the system cannot include him into its

own regulations.

11
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As Rosi Braidotti points out, “the nomad knows that language is not only and not
even, the instrument of communication, but a site of symbolic exchange that links us together
in a tenuous and yet workable web of mediated misunderstandings, which we call
civilization” (2011, p. 40). For Thomas, this conflicting existence of language between a
powerful means and a weak connection is a reference point to demonstrate his situatedness
and the attempts of the poet to demystify it. The universalizing and polarizing tone of “we”
creates the opposition of ‘we-others’ and the lines “tracing us by our language/ you will not
arrive where we are/ which is nowhere,” (Thomas, 2004, p. 218) stress on the dysfunction of
language. Since it is not configured within the paradigms of stability and desire for a certain
meaning, the nomadic language is inaccessible to the other or “you,” thus remains impossible

to decipher it with the methods of the reason-based epistemology.

Since language inscribes the subjects into the symbolic and constructs an origin for
them with the linear time (according to Kristeva there is a direct interaction between
language, “considered as the enunciation of sentences” and history, both are constructed
within the frame of “departure and arrival” (1986, p. 192)), it is impossible to “trace”
(Thomas, 2004, p. 218) the nomad because his temporality is cyclical in Deleuzian terms and
he deliberately refuses to be positioned in the spatial perception of the Enlightenment. The
feeling of isolation is consolidated with a deserted castle through which wind is storming in a
similar way to the appearance of the wind image in “The Empty Church.” The wind image
also connotes the soul’s loneliness in circular movements. Poetry as the expression of solitude
cannot function either since the lost do not speak the same language of the others. Thus,
Thomas’s evaluation of the Welsh language gains another meaning with its more universal
concern. In other words, his Welshness becomes abstract with a vague perception of the
landscape.

Accordingly, the lines “we are exiles within/ our own country; we eat our bread/ at
pre-empted table” (p. 218) refer to the sense of incompleteness and dissatisfaction underlined
with the following lines,

... ‘Show us,

we supplicate, ‘the way home,’

and they laughing hiss at us:

‘But you are home.” Come in

and endure it.” Will nobody

explain what it is like

12
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to be born lost? We have our signposts
but they are in another tongue. (Thomas, 2004, p. 218)

The opposition of two epistemologically different groups is given through the dialogue
between the persona and “they laughing” (p. 218). When the persona expresses his not feeling
at home, it is not understood by the others. Thus, his desire to find a certain destination is not
fulfilled by “they” (p. 218). What is expected from the persona is to take a stoic stance.
Stoics’ reception of causality can shed light on the relation between causality and language. In
this respect, Stoics differentiate between two types of causality. One is the “all-encompassing
system of interactions causes” and this system is “beyond our grasp” (Due, 2007, p. 54). As
Due maintains, “by contrast, the predicates that we ascribe to things in ordinary language use
and the causes we perceive in experience do not correspond to this all-encompassing order”
(p. 54). Accordingly, Deleuze develops his idea of destiny from this distinction. For him, “the
life we actualize, is a variation and repetition of the composition of causes that we virtually
are” and “this is how we represent our lives to ourselves” (Due, 2007, p. 55). In this respect,
the empirical language cannot convey the persona’s perception. He is aware of the necessity
of another language but he also knows that his chances to reach that language in this world are

almost impossible.

The ironic lines, “‘And a little child,” the Book tells us/ ‘shall lead them.” But this one/
has a linguistic club/ in his hand with which, old as we are,/ he trounces and bludgeons us
senseless” (Thomas, 2004, p. 218) create the antagonism of an innocent child and a tyrant.
Braidotti asserts that in nomadic perception “there are no mother tongues, only linguistic sites
from which one takes one’s departure” (2002, p. 94-95). In the allusion to Isaiah 11:6, peace
and harmony of the opposite entities are signified. But these lines also subvert the possibility
of such a peace. The hegemonic and discursive power of language is consolidated with the
image of “linguistic club,” (Thomas, 2004, p. 218) which entraps the persona with its own

linearity, causality and corporeality.

In another poem, “The Lost” in Mass for Hard Times, the nomadic movement is
developed through the dead. In nomadism, death is “not entropy or the return to inert lifeless
matter, but rather the opening of new intensities and possibilities of the inhuman or non-
human kind” and should be “freed from the double burden of mechanism and finalism in
order to be experienced as merging with the endless generative energy of a cosmos that is
supremely indifferent to humans” (Braidotti, 2006, p. 248). In his poems, R. S. Thomas
relates how a human being can negotiate with death while he is alive and emphasizes it as the

13
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nurturing power rather than regarding it as the obstruction of time and productivity. Death
offers another spatial and temporal network in which intersubjectivity stops. It also promises a
space in which “socio-political mechanisms” cannot “mark, police, sustain and repress the
subject’s inner freedom defined as potential or conatus” (Braidotti, 2006, p. 150). In the lines
“Speak to them/ they will not/ hear. Write them letters,/ they will not receive them” (Thomas,
2004, p. 202), the persona acknowledges the indefinable or impenetrable realm of death since
it is “beyond” the control of grand narratives of this world, as poeticized in “They are beyond

the reach/ even of an Amen. The Grand Inquisitor’s countenance// is averted” (p. 202).
The following lines signify the importance of threshold in nomadic subjectivity,
... Jesus
too? The bread of the one
and freedom of the other
offer no more light
to the nameless than does
the mildew forming upon both. (Thomas, 2004, p. 202)

Reaching a threshold is made obvious by the bodily indications or transformations in
appearance. Braidotti argues that although psychoanalysis regards such anomalies as fear or
anxiety as the symptoms waiting to be detected, she “see[s] them as corporeal warning signals
or boundary markers that express a clear message: ‘too much!’” (2006, p. 159). She also adds
that that is why Deleuze and Guattari study such “self-destructive” disorders such as
masochism and anorexia “in order to explore their function as markers of threshold” (p. 159).
Similarly, R. S. Thomas projects the sense of threshold in his advancing age into his later
poems such as “Afon Rhiw” in which the persona likens himself to a tree, roots and thoughts
since “their best place/ was among the shadows rather/ than being drawn into the light’s/

dryness to perish of too much air” (2004, p. 203).

In another poem, “Geriatric” the threshold is poeticized with the lines as “Despite
withered/ petals, I recognize/ the species: Charcot, Méniere, Alzheimer . . .” (Thomas, 2004,
p. 213). Likewise, in “The Lost” of Mass for Hard Times, neither “the Grand Inquisitor” nor
“Jesus” can provide an access to the “nameless” (p. 202) or the nomadic due to the fact both
Inquisitor and Jesus are formulated within the structure of a reason-based anthropocentric

system.

“Grand Inquisitor” is a direct reference to a parable told in The Brothers Karamazov.

“The bread of the one” (Thomas, 2004, p. 202) refers to the three temptations rejected by
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Jesus, one of which is turning all stones into bread, but he refuses them in favour of freedom.
“Grand Inquisitor” can be interpreted as the institutionalized form of faith and “Jesus” as the
sincere and intuitive one within the frame of the parable told in The Brother Karamazov.
However, according to the persona “the mildew” (Thomas, 2004, p. 202) coating of the two
narratives as the image of threshold is far more promising for giving voice to the “nameless”
(p. 202) by the reason of that the fungi image heralds the closeness to the boundary. Contrary
to the ones feeling safe and at home in the centre, the persona of “The Lost” cherishes the

darkness to the light, moisture and the rottenness to the dryness.

According to Braidotti, “the enfleshed intensive or nomadic subject is rather a
transversal entity: a folding-in of external influences and a simultaneous unfolding-outwards
of affects” (2006, p. 156). For R. S. Thomas, this “enfleshed” (Braidotti, 2006) nomadic
subject is described with ‘the poet’ in “Circles” of Mass for Hard Times. The opening lines,
“Old men looked back, the young/ forward. What did it matter/ in a round world? Love/ and
truth keep their place//on the horizon” (Thomas, 2004, p. 173) spatialize the linear temporality
by stressing on the flux. The poet as the nomad cannot securely establish an intersubjective
relation with “the men” (p. 173) because they only rely on the royal sciences in Deleuze’s
words and disregard the poet’s words “as though their main/ hope was the electron” (p. 173).

men crowded a glass

waiting for it to break

out into new orbit,

ignoring the poet

who, from the rope-trick

of the language, called down

like an angel stranded

somewhere between earth and heaven. (Thomas, 2004, p. 173)

“The rope-trick/ of the language” (p. 173) visualizes how the poet moves towards a
cross direction from the one accepted by the settlers of “a glass” (p. 173). The poet as
“transversal entity” (p. 173) is positioned in a grey line between earth and heaven by calling
into mind the pagan poet Virgil staying in limbo in Dante’ Divine Comedy. Since Virgil is not
judged within the paradigms of the Christian doctrine, he is left out of punishment. In a
similar way, since the nomad cannot be evaluated within the settled norms of the dominant or
centred, he is just “ignor[ed]” (p. 173). ‘Cut and restore rope-trick’ spell also signifies the

working mechanism of the language of royal science or enunciation. Basically, it refers to the
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illusionary connection of language, of which the poet is aware. Instead of circles, it
deliberately demonstrates ruptures as holistic entities. As “Circles” delineates, the nomadic
persona tries to understand his situatedness within the boundaries of corporeality and reason.
Similarly, in “Legend” from Residues, ‘poet’ is described through the persona who retells the
stories of Mohammad or Moses who are ‘enlightened’ in the solitude of the mountain and
presents his madness as a favor rather than an impediment. By climbing to the “holy
mountain/ thinking to be at dawn/a poet or a dead man, but not mad, not mad: | was that
already” (Thomas, 2004, p. 304) he comes across with “the tempter” on the way to home and
he offers him “the kingdom of this world” (p. 304) for his poetry and only his “insanity” (p.
304) saves him. Poet as nomad has two options to cope with the symbolic order: either to be

dead or mad. In both situations, the imposing order is disrupted and reformulated.

In another poem “Aside,” in Mass for Hard Times, Thomas sets his argument of
cyclical time on the double meaning of ‘aside.” The title suggests a literary device, ‘aside,’
intended only for being heard by us as readers, the universal history of man. ‘Aside,” as the
adverb of place, also proposes the difference between the royal and nomad sciences with their
opposing perception of progression. As Pickering points out, “the royal sciences are integral
to the established state, while the nomad sciences sweep in from the steppes to undermine and
destabilize any settled order” (2010, p. 155). The opening lines,

Cold beach, solitary

sea with its monotone

on the shingle; the ring

in the rock prohibiting

the conviction that no one

has been here before. (Thomas, 2004, p. 158)
poeticize the “stumbling block™ (Kristeva, 1986, p. 192) of the narratives or language that
hinder any access to the memories or plurality by creating its sense of a definite and unique
origin. Conversely, the nomadic subject is “a mobile unit in space and time and therefore an
enfleshed kind of memory, this subject is not only in process, but is also capable of lasting
through sets of discontinuous variations” (Braidotti, 2006, p. 156). But the nomad never
denies his intersubjectivity (even if Thomas speaks with death in order to get away from
intersubjectivity) and “the ring in the rock” (p. 158) image visualizes such a bond between a

mountaineer and the mountain he climbs or a shipman binding his boat to the ring on the rock.
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Ring image consolidates or miniaturizes the circles the persona finds as the glimpses of the
imaginary resources. He believes “yet wisdom,”

is at our elbow, whispering,

as at his once: Progress

is not with machine;

it is a turning aside,

a bending over a still pool,

where the bubbles arise

from unseen depths, as from truth

breathing, showing us their roundness

the roundness of our world. (Thomas, 2004, p. 158)

The above lines suggest the ontological separation between the royal and the nomad
sciences. The royal science regards the world as a “knowable place” and its working
mechanism can be grasped through a “cognitive” process (Pickering, 2010, p. 157). On the
contrary, cybernetics as a nomad science perceives the world as an “unknowable” place and
we can only “adapt performatively” (p. 157). Because the royal sciences are reason-based
with the assumption of that every entity can be explained within the frame of cause and effect
relation, the nomad science is marginalized with the paradigms of the established one. But R.
S. Thomas, criticizes the progressive idea of the royal science embodied with ‘machine’ or
technology moving on a definite line (beginning from his early poems such as “Cynddylan on
a Tractor”), and suggests another progress, the destination of which is not an outward voyage
but an inner one, not from predetermined origins but from “unseen depths” (p. 158) and not
from the centre but from the threshold. In Mass for Hard Times, another poem, “Retired”
signifies the alternative notion of progress in “Aside” with the lines “Not to worry myself
anymore/ if I am out of step, fallen behind./ Let the space probes continue; | have a different
distance to travel” (Thomas, 2004, p. 147).

As Braidotti clarifies, “this sense of limits is extremely important to ensure productive
synchronizations [in the poem, roundness of bubble with that of the world] and prevent
nihilistic self-destruction. To be active, intensive or nomadic, does not mean that one is
limitless” (2006, p. 156). In “Circles” from No Truce with the Furies, “astronauts” take the
place of the poet in order to experience the sense of the limitless (since “limitless space took
them to itself; weightlessness possessed them”) within the limited nature of the body

(Thomas, 2004, p. 243). But this feeling of boundlessness does not last long due to the fact
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that man is dependent on the machine and the order from which it is nurtured, “their
instruments were alerted; a forgotten gravity/ began drawing them down to/ where they had
set forth” (p. 243). Their experience enables them to understand that even “infinity” (p. 243)
or the limitless is “was round” (p. 243) and destabilizes the teachings of the royal science for
a moment. However, the ones waiting for them in the world are not their “wives” or
“children” as the symbols of peace and domestic relief, but “the old senators,/ statesmen were
lined up in their funereal clothing, ready/ as ever to declare war,” (p. 243) as the “Grand
Inquisitors” of the existing epistemology. “Funereal clothing” (p. 243) of the administrators

visualize the loss of freedom sensed in the infinite.

“Journeys” and “Stations” from Mass for Hard Times, subvert the existence of a real
starting or ending point. Accordingly, the nomadic subject of “Journeys” is aware of “the
deception of platforms/ where the arrivals and departures/ coincide,” which are defended
through the hidden “knowledge that destinations are the familiarities/ from which the traveller
must set out” (Thomas, 2004, p. 152). Since “nomadic politics is a matter of bonding, of

b

coalitions, of interconnections,” in Braidotti’s words (2011, p. 42), the nomadic persona’s
awareness of the delusions does not draw him into pessimism but into an existential stance in
which he reconciles with “Illusory Arrivals,” due to “the only way I had come by going on
and on (Thomas, 2004, p. 234). In “Stations,” the persona cannot make sense why we keep
the hegemony of an illusion with the lines, “there is no hill beyond this one/ we roll our mind
to the top/ of, not to take off into/ empty space, nor to be cast back down/ where we began,
but to hold the role assigned to us” (Thomas, 2004, p. 140). But Thomas balances this

ambivalence in another poem “Bleak Liturgies” by asking “Where to turn,” “To whom to

appeal” and “Are we our own answer” (p. 184).
Conclusion

Consequently, “Cynddylan on a Tractor” and “The Empty Church” signify the poet’s
vacillation between hope and despair. The peasant and church images do not provide relief for
the observant eye, which creates a fluidity shattering the stereotyped judgments. But the same
images clarify the poet’s political stance. Then a new phase starts for the poet. By rejecting its
conformity, he takes a radical position against the order imposed by the society. The search
for a different voice through the question of man’s place in nature and religion leads the poet
to the borders of loneliness in which he finds both glimpses of optimism and a poetic voice

peculiar to Thomas.
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R. S. Thomas depicts a nomadic persona in his early poems and the poems from Mass
for Hard Times and No Truce with the Furies. As the titles of the poetry collections suggest,
the poet tries to find a mass that would provide relief as the religious ceremonies promise to
do for the believers. Since he does not feel himself at home with religion, politics and science,
these Furies do not stop haunting him by reminding the indispensable intersubjectivity.
Deliberately choosing to be at the margin, the persona walks on the borders trying to find an
outlet that would let him out of the stabilized. By discovering the impossibility of such an
option, he turns back to the temporality of the order, but he grasps the glimpses of what he
yearns for in the “Boundaries” through the flux and reflux,

The country has ebbed over

the centuries, taking the town with it,

and now the town welcomes itself back,

time’s castaway floundering amid the jetsam. (Thomas, 2004, p. 258)
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FRANCOIS BOUCHER’NIN ESERLERINDE CiN KULTURUNUN
ETKISI*
Meliha YILMAZ!
Cihan CANBOLAT?
Oz
Chinoiserie, 18. yiizyilin ilk yarisindan itibaren baslayan resimden tekstile,
mobilyadan i¢ dekorasyona kadar etkili bir iisluptur. Chinoserie’nin en belirgin
donemlerinden biri olan Rokoko bir¢ok sanatciyr etkilemistir. Bu sanatgilardan biri
olan Francois Boucher chinoiserie etkisiyle Cin’in sanat ve kiiltiir anlayisin1 yansitan
eserler iiretmistir. Bu amacla bu arastirmada Frangois Boucher’in Cin Sanat’indan
nasil etkilendigi ve bu dogrultuda Cin sanati1 ve kiiltiir anlayisinin sanat eserlerine
nasil yansidig1 arastirilmistir. Aragtirmada veri toplamak amaciyla genis bir literatiir
taramasi1 yapilmigtir. Literatiir taramalar1 sonucunda Francois Boucher’in Chinoiserie
etkili 10 eseri incelenmistir. Sanatginin Chinoiserie etkili eserlerinde Cin’e 06zgii
figiirler, mavi-beyaz porselenler, Cin tapinaklar1 gibi 6gelerin yaninda, Cin kdiltiiriinde
bulunan kivrik catili kii¢iik kdskler, yakict havadan korunmak i¢in kullanilan semsiye

gibi unsurlara yer verdigi goriilmiistiir.

Anahtar Sozciikler: Resim sanati, Rokoko, Cin sanati, Chinoiserie, Frangois

Boucher.

INFLUENCE OF CHINESE CULTURE ON FRANCOIS BOUCHER'S
WORKS
Abstract
Chinoiserie is an eighteenth-century style ranging from painting to textile, furniture to
interior decoration, and so on. Rokoko, one of chinoserie’s most prominent periods,
influenced many artists. Among these artists, Frangois Boucher produced works
reflecting China's views of art and culture. The present study investigates the ways in

which Frangois Boucher was influenced by Chinese art and how the understanding of
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Chinese art and culture was reflected in the works of art. A comprehensive literature
survey was carried out in order to collect data. As a result of literature surveys, 10
influential Chinoiserie works by Frangois Boucher were studied. Chinese-specific
figures, clothing, blue-white porcelain, pagod, Chinese temples, as well as the Chinese
culture of the small pavilions with curved roofs, garden huts, used for protection from
burning air as well as elements such as umbrella can be seen in the artist's influential
works of Chinoiserie. Frangois Boucher took the elements of his culture to China and

combined them with his own unique touch.
Keywords: Painting art, Rococo, Chinese art, Chinoiserie, Frangois Boucher.
Giris

Avrupa’nin Dogu ile ticaretinin olduke¢a eskilere dayanan bir ge¢gmisi bulunmaktadir.
Bu ticaret sadece ekonomik boyutta kalmamis, bilgi, teknik ve kiiltiir aligverisi seklinde
gerceklesmistir. Dogu, Avrupa i¢in gizemli, kesfedilmesi gereken bir yer olmustur. Dogu
iilkelerinin gizemi ve oradan getirilen lriinler Avrupa dekoratif sanatlarini zaman zaman
etkilemig ve 18. ylizyill baslarinda resimden, duvar kagidina, seramikten tekstile ve i¢
dekorasyona kadar etkisi goriilen “Chinoiserie” adi verilen bir modanin gelismesini

saglamigtir.
Chinoiserie literatiirde su sekilllerde tanimlanmustir:

“Cin motiflerinin bol kullanildigi 18. yiizy1l Avrupa dekorasyon stili (URL-1). Fransizca’da
Chinoiserie “Cin isi biblo; karisik garip is” (URL-2). Pala’ya gore Chinoiserie; “Avrupa
Sanatinda 18. yiizyildan baglayarak yayginlasan, Cin sanatina dykiinen bir akim ve bu akimin

cizgisi dogrultusunda olusturulmus sanat triinleridir” (Calisic1 Pala, 2015, s.21).

Avrupa’da Chinoiserie modasinin olugsmasinda ilk adim kiiresel pazardir. Portekizli
kasif Vasco da Gama’nin Hindistan seferi ile Dogu’dan getirdigi mavi- beyaz renkteki Cin
porselenleri, Avrupalilar i¢in ¢cok dnemli olmustur. XIV. yiizyildan itibaren Avrupa’ya ihrag¢
edilen mavi- beyaz porselenlerin XVIII. yiizyila kadar Avrupa’da iiretilememesi talebin
artmasina sebep olmus ve mavi-beyaz renkteki porselenler popiiler hale gelmistir (Yildirim ve
Erdem Ismal, 2010). Diger bir gériise gore; mavi beyaz porselenlerin Avrupa’ya yayilmasinda
Hollandalilarin etkisi olmustur. Hollandalilarin 1603°te Portekizliler karsisinda elde ettikleri
denizcilik basarilar1 sonucunda ellerine biiyiik miktarda Cin yapimi mavi-beyaz porselen
geemistir. Bu donemin porseleni hala Hollanda’da “Kraak porselen” olarak ge¢mektedir.

Kraak porselen “okyanus seferlerine ¢ikan gemilerle tasinan porselen” anlamini tagimaktadir.
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Bu porselenlerin satisina baglayan Amsterdam, porselen ticaretini diinyanin dort bir yanina

yayarak porselen ticaretinde payii gelistirmistir (Pera Miizesi, 2009, s.16).

“The Great Encounter of China and the West (Cin ve Bati Biiyiik Karsilasma)” adli
kitabinda Mungello (2009), Avrupa'da Cin kiiltiiriiniin yiikselisi i¢cin diger destegin Jesuit
(Cizvit) misyonerlerinden geldigini ifade etmistir. 17. yilizyilin ikinci yarisinda, Fransiz
misyonerleri olan Cizvitler Avrupa’ya Cin ile ilgili bilgi saglamak i¢in liderlik yapmislardir.
Cizvit misyonerleri gayretli bir sekilde Cin diline ve edebi klasiklerine ¢alismis, boylelikle
Cin halk kiiltiirtinii ve sosyal geleneklerini 6grenmislerdir. Cin halkindan olan edebiyatgilar
ile ¢ok yakin iliski i¢ine girmiglerdir. Cizvitler Cin’de dogrudan tecriibe edinerek, Cin
halkinin felsefeleri, tarihleri, yerel dinleri ve sosyal hayatlar ile ilgili gorseller ve yazilari
iceren bilgiler toplamislardir. Ayrica Cin’in en O©nemli ideolojilerinden biri olan
konfiigyiis¢iiliigiin  fikirlerini de degerlendirmislerdir. Bu bilgileri Avrupa’ya yazil
mektuplarda Avrupali meslektaslar1 araciligi ile iletmis ve Avrupa'daki Cizvitler, bu bilgileri

teslim alarak yayimlamiglardir (akt. Chang, 2009).

Cizvitler’in amaci, Roma'daki Katolik yetkililerin goziine girmek i¢in Cin halki adina
olumlu bir bakis acis1 yaratmak, kendilerine mali destek saglamak ve Cin'de vaaz vermeye
devam etmek i¢in izin alabilmektir. Cizvitler'in bu diisiincesi, Cin klasiklerinin, Cin temali
oyunlarin ve Cin iizerine olan seyahat giinliiklerinin Fransa'da hizli bir sekilde yayilmasini ve

Fransa’da ilham kaynagi haline gelmesini saglamistir (Dayis, 1992, s.16).

“Dictionnaire philosophique” adli kitabinda Fransiz yazar ve filozof Voltaire (1764),
Cin halki yiiceltmis ve siki sikiya bagl olduklar1 degerleri icin dvmiistiir. Voltaire, Cin'in
Fransa i¢in uygun bir model oldugunu iddia etmistir. Voltaire’nin Cin ile ilgili bu diisiinceleri,

Fransa’nin Cin’e kars1 olumlu bir bakis agis1 yaratmasini saglamistir (akt. Chang, 2010).

Voltaire’in Cin’i metheden yorumlari, Cizvitlerin Fransa’da yayimladigi bilgiler
Avrupali sanatgilar ve yazarlar i¢in bir ilham kaynagt olmustur. Yazarlar Cinlilerin
yagsamlarini, giysilerini, ev esyalarmi konu alan seyahat giinliikleri yazarken, sanat¢ilar Cin’i

kendi kavramlari ile sekillendirerek eserlerini iretmislerdir.
Rokoko ve Chinoiserie

Avrupa dekoratif sanati olarak bilinen, eglence ve zevkin 6n plana ¢iktifi Rokoko,
1720-1760 yillar1 arasinda yayginlasmis ve Chinoiserie etkisindeki iiriinlerin gelismesine

uygun bir ortam hazirlamistir.

Rokoko “XVIII. ylizy1l baslar1 Fransiz aristokrasisinin zevklerini yansitan, Barok

doneminin asir1 kaba ve agir zevkinden sonra ortaya ¢ikan seckin, renkli, zarif ve ince bir
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siislemedir” (Gombrich, 2013, s.455). Rokoko Doénemi silisleme anlayisini anlatsa da
Fransa’da bagka isimlerle taninmakta Louis isluplar1 olarak gosterilmektedir. Fransa’nin
bundan dnceki sanat1 da XIV. Louis {islubu olarak sanat tarihine ge¢cmistir. Bunun gibi rejans
“Regence” ad1 verilen déneme, XV. Louis lslubu (1723-1774) denilmektedir (Turani, 2015,
S. 488).

“XVIIL yiizy1l “Saray”mim onciiliik ettigi Rokoko iislubu saraylarin i¢ diizenlemesini yeniden
ele almis, salonlar, 6zel odalar, bekleme odalari, yatak odalarinin yeni diizeni incelik fantezi
dolu bir dekorun olusumu beraberinde getirmistir. Rokoko’nun kaynagi Barok donemidir.
Ancak Barok dinsel kaynakli bir mimaridir, Rokoko din disidir. Barok’un yiiksek
kabartmalara olanak saglayan, genis hacimler gerektiren i¢ biikey-dis biikey bigimlere karsi,
Rokoko bezeme, kiigiik boyutlu mekanlara uygun olarak, duvar ve tavanlarda algak
kabartmalar kullanilmistir. Rokoko giinliik yasama girmis, mobilyadan duvar halisina, kumas

desenlerine, kuyumculuga ve giysilere kadar her tiirlii egsyaya uygulanan bir tslup olmustur”

(Germaner, 1996, s. 29).

Sekil 1. Fransa Krali XIV. Louis tarafindan 1670’te yaptirilan porselen kosk

Rokoko Donemi’nde resim sanatinin baslica konulari acik hava eglenceleri, av
partileri, gezintiler, piknik olmustur. Saray ve cevresi dogadan Gylesine uzaklagmistir ki

ozlemini bu tiir resimlerle gidermektedir (Ipsiroglu ve Ipsiroglu, 2009, s.146).

Siirsel ve duygusal konularin yaninda ask oyunlar ile ilgili sayisiz biiyiik bir nese
icinde resimlenmistir. Ask eglencesi ‘Fetes galantes’ Rokoko’nun bas konusudur. Fetes
galantes’in yaraticist Antoine Watteau, erotik motifleri resimden grafik sanatlara ve

endiistriyel sanatlarin tlimiine aktaran bir {islup olusturmustur (G6liinii, 2006, s.29).
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Boyle bir olusum i¢inde dogan Chinoserie de tipki Rokoko gibi birgok alanda
uygulanan bir moda olmustur. Bu durum Chinoserie’nin gelisimini hizlandirmis ve Avrupa’da

yayilmasini saglamistir.

Rokoko ve Chinoiserie, duygu ve diisiincelerle 18. yiizyilin merkezinde olan iki {islup
olmus ve kostiimden dekorasyona kadar uygulanmistir. Her iki iislubun olduk¢a maliyetli ve

uzmanlik ¢ok az oldugu sdylenebilir (Mayor, 1941, s.111).

Chinoiserie; konturlanmig dallar, ¢igeklenmis bambular, kuslarla tamamlanmig
vazolarin yaninda Cin kiiltiiriinde yer alan kivrik catili kiiglik koskler veya bahge kultibeleri,
tapinaklar, yakici havadan korunmak igin semsiyeler, Cin figiirleri gibi unsurlarin kullanildig:
bir moda olmustur. 1740-1760 yillar1 arasinda zirveye ulasan Chinoserie, 18. yiizyilin ilk
yarisinda Avrupa’da her yere yayilan Rokoko Donemi’nin bir pargast oldu ve bu dénemin

sanat¢ilarini etkilemistir.

Rokoko doneminin 6nemli ressamlarindan Frangois Boucher (1703-1770), Rokoko
Donemi Fransiz sosyetesinin ressami olmustur. Fransiz bir kumas desinatoriiniin oglu olan
Francgois Boucher kiiciik yasta resim egitimine baslamistir. Ozel bir koleksiyoncu ile italya’ya
giderek orada dort yil kalmustir. Italya’dan déndiikten sonra kitap ressami ve graviircii olarak

calismistir (Atasoy, 1985, s.182).

Rokoko diinyasinin son derece ucuk ve aydinlik renkli sanat¢isi Boucher eserlerinde
burjuvazi konular1 se¢mis ve sicak tonlarda calismistir. Ipek kumaslara desenler ¢izerek

donemin son derece gozde “Chinoiserie”’lerinin yaraticist olmustur (Conti, 1978, s.55).

Sekil 2. Chinoiserie 6rnegi Royale de Beauvais imalat: Hal1, Ozel Koleksiyon (Jaryy, 1981).

Boucher Cin’in sanat ve kiiltiir anlayisini, Fransiz {islup anlayisi lizerine insa etmistir.

Cizvitlerin Cin ile ilgili olan yayimladiklar1 raporlar, seyahat giinliikleri ve Voltaire gibi
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aydmlarin Cin'i metheden yorumlari Boucher'e bir ilham kaynagi olmus, Boucher'in Cin'i

hayalinde canlandirmasina yardim etmistir.

Francois Boucher, 1740°tan 1760'a kadar kendisini Chinoiserie’'ye adamustir.
Boucher'in Cin'den esinlenerek yaptigi eserler hizli bir sekilde Fransa’ya yayilarak popiiler
bir hale gelmistir. Boucher’in Chinoiserie'leri sadece resim ve graviirle sinirli kalmamis ayni
zamanda duvar kilimine de yansitmistir. Sanat¢inin Chinoiserie’lerinde Cin kiiltiiriinde
goriilebilecek bahge kiiliibeleri, Cin tapinaklari, glines semsiyeleri, paravanlar ile Cin figiirleri

ve kiyafetleri, kafasi kazitilmis figiirler gormek miimkiindiir.

Bu c¢alismanin amaci Francois Boucher’in eserlerinde Chinoiseri etkisini
incelenmektir. Bu ama¢ dogrultusunda Boucher'in Cin’in sanat1 ve kiiltlir anlayisindan nasil
etkilendigi ve sanat eserlerini nasil sekillendirdigi arastirllmistir. Konumuz itibariyle
inceledigimiz 10 eserde yer alan Cin sanat ve kiiltiir anlayis1 anlatilacak olursa ilk ¢alisma

sanat¢inin “Le Dejeuner” isimli eseridir.
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Sekil 3. Le Dejeuner, TUYB, 81.5x65.5¢cm, 1739, Louvre Miizesi, Paris

1739 tarihinde resmedilen Le Dejeuner isimli eser, Boucher'in misafir odasinin
kosesinde ailesi ile samimi bir 6gle yemegini gostermektedir. Resimde mutlulugu ve iyi sansi
temsil eden Cin tanris1 “Pagod” ile yine Dogu'ya 6zgi bir caydanlik rafta durmaktadir.
Boucher'in ailesi ¢ay servisi ile kiiciik lake bir masanin etrafini sarmaktadirlar. Rafin

iizerindeki pagod, cay servisleri ve lake masa, Dogu'ya 6zgii objeleri hatirlatmaktadir.
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Sekil 4. La Toilette, TUYB, 52.5x66.5cm, 1742, Thyssen- Bornemisza Koleksiyonu, Madrid

1742 de resmedilen “La Toilette” isimli eser, yatak odasinda bayan bir hizmetgi ile
jartiyerini baglayan bir hanimefendiyi gostermektedir. Oda, Uzak Dogu esyalart ile
doldurulmustur. Hanimefendinin yaninda kiiclik bir masa iizerinde Cin'e 6zgii ¢ay seti yer
almaktadir. Yerde bir yelpaze bulunmaktadir. Oturan hanimefendinin arkasinda yer alan
paravan, gi¢ekler ve kuslardan olusan bir tasarim ile siislenmistir. Eberhard’a gore; saksagan
kusu, bambu ve erik ¢i¢eklerinden olusan bu motif Cin’de dostluk isaretleri ve mutluluk
habercileri olarak tanimlanmaktadir (2000, s.38).

Francois Boucher’in Chinoiserie etkisinde, farkli temalar1 igeren graviirleri
bulunmaktadir. Bu graviirlerin ortak 6zelligi figiirlerin resmin tam merkezinde kirsal bir

alanda ayakta ya da oturarak resmedilmeleridir.

TAO KOU o Religionse de Taw e la Chir
i oot b Bt ki ves Provids,

Sekil 5. Tao Kou on Religiuse de Tau, Graviir,1731 The British Museum, Londra

28



Yilmaz, M. ve Canbolat, C. (2019). Frangois Boucher’nin eserlerinde Cin kiiltiiriiniin etkisi.
Humanitas, 7(13), 22-35

Sekil 6. Femme du Royaume de Necpal, Graviir, 1731, The British Museum, Londra

Boucher’in eserinde, Sekil 5’te figiir kirsal bir alanda toprak bir tepede oturmaktadir.
Kadin figiir, Cin’e 6zgii bir kiyafet giymis ve sol elinde Cin'in sembolii olan kelebek seklinde
bir yelpaze tutmaktadir. Arkasinda kabarik agaclar ve bir kdprii vardir. On planda bulunan
baz1 bitkilerin yakininda, ¢imlerin iizerinde bir def yer almaktadir. Sekil 6’da figiir kirsal bir
alanda toprak bir tepede kurumus bir agaca yaslanmis ve ayakta durmaktadir. Figiir, Cin
kiiltiirtinde sikca rastlayabilecegimiz belinden baglamali bir kiyafet giymistir. Arka planda
Cin tapinagi Pagoda yer almaktadir.

Sekil 7. I Geng ou Medecin Chinois, Graviir, 1731,The British Museum, Londra

Francois Boucher, ¢imlerin iizerinde yar1 oturur bir bigimde figiirli resmetmistir.
Biyikli ve sag¢1 kazitilmig bu figiir, bir sabahlik giymistir ve kafas1 sola dogru donmiistiir.
Adamin arkasinda sag tarafa egilmis bir agag ve arkada Cin'in belirgin 6zelligi olan bir budist

tapinagi vardir.
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Sekil 8. Recueil de diverses chinoses du Cabinet de Fr. Boucher peintre du Roi, Graviir,

1738 -1745, The Metropolitan Museum, New York

30

Sekil 9. Recueil de diverses chinoses du Cabinet de Fr. Boucher peintre du Roi, Graviir
1738 -1745, The Metropolitan Museum, New York

Boucher’in bu eserinde (Sekil 8) anka kusu, cam ve bamboo agaclari ile etrafi sarilmis
geng bir kadin omzunda tahta bir sepetle ayakta durmaktadir. Bu gen¢ kadinin sagin1 baglama
sekli, saglarini tutturdugu cubuklar ve tzerindeki kiyafetler Cin’i hatirlatmaktadir. Cin
simgeleri sozliigiine gore, anka kusunun viicudu bes insan vasfin1 simgeler. Basi erdemi,
kanatlar sorumlulugu, sirti dogru davramisi, gogsii merhameti, midesi ise gilivenirliligi
yansitan bu hayvan Cin’in kuzeybatisinda sevdali bir erkegi anlatir (Eberhard, 2000, s.35)
Yine eserde goriilen cam, bamboo ve erik agac1 Konfiigyiis dgretilerinde gegen, samimiyeti,

sadakati ve deneyimi anlatan simgelerdendir.
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Sekil 9’da Boucher’in resmettigi yash adam figiirii kiyafetiyle ve sakallariyla Cin’e
ozgi bir figiirdir. Elinde bulunan bitki Cin’de fo-su adi verilen “Buda eli meyvesi”dir.
Turunggile benzeyen bu meyve giizel kokmas1 sebebiyle odalarda saklanan ancak yenmeyen
bir bitkidir. Cin’de bu meyve bircok ogul, ¢ok mutluluk ve uzun 6mrii simgelemektedir

(Eberhard, 2000, s.70).

Sekil 10. Festin de ’empereur de Chine, TUYB, 40x64 c¢m, 1742, Musee des Beaux,
Besangon 31

Frangois Boucher bu eserinde, Cin imparatorunun piknigini sunmaktadir. imparator ve
kralige/cariyesi kopriiniin iizerinde siislii bir semsiye altinda bulunmaktadirlar. Onlarin
arasindaki masa bir Ortii ile kaplhidir ve masanin iizerinde bir tavus kusu yer almaktadir. Cin
simgeleri sozliigiine gore tavus kusu saygmligi, giivenirliligi temsil eden kotiiliikleri
uzaklastiran bir anlama sahiptir. Cin kiiltiirlinde tavus kusu giizel bir kadin gordiigiinde dans
eder (Eberhard, 2000, s.295). Kafalar1 kazitilmis topuzlu iki c¢ocuk c¢adirin Oniinde
oynamaktadir. Bu sa¢ sekli Cin cocuklari arasinda yaygindir ve Cin'den ithal edilen mavi

beyaz porselenlerin iizerinde sik sik temsil edilmistir.
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Sekil 11. La Danse Chinoise, TUYB, 300x570cm, 1742, Musee des Beaux Arts, Besancon

Boucher’in “La Danse Chinoise” eseri, palmiye agaglari, yemyesil bitki Ortiisii ve
binalar ile ¢evrili bir alanda dans eden ve sarki sdyleyen bir grup insani1 sunmaktadir. Soylu ya
da yiiksek tabakay1 temsil eden bir adam yiiksekge bir diizlemde oturmaktadir. Insanlar bu
adamin oniinde dans etmekte ve enstriimanlarin1 ¢almaktadirlar. Sapka takan ve bir sabahlik
giyen bu figiir, sol elinde yuvarlak bir yelpaze tutmaktadir ve dans eden insanlari
izlemektedir. Oturan adamin sol tarafinda bir kadin {iggen bir zil ¢alarken, sol tarafinda bir
kadin Cin’e 6zgi bir ¢algt olan sanxian enstriimanini ¢almaktadirlar. Kafas1 kazitilmis kiigiik
bir ¢ocuk cubuk seklinde zilleri ¢almaktadir. Resmin saginda dikkatini miizige vermis, dans
eden, ellerini kaldiran bes kisilik bir grup insan vardir. Bu figiirlere bakildiginda sag
sekillerinin ve kostiimlerinin Cin’e 6zgii oldugu goriilebilir. Bu grubun tam ortasinda dans

eden adam Cin’e 6zgii bir sapka takmustir.

Sekil 12. The Chinese Fishing Party, Hali, 1742.
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Boucher’in “The Chinese Fishing Party” adli eserinde tepelik bir alanda yasli adam
elinde bir olta tutmaktadir. Hemen saginda yer alan kadin figiir yash adamin iizerine
yaslanmaktadir. Figiiriin {izerinde Cin kiiltiiriine 6zgli bir sabahlik bulunmaktadir. Sagini
Cin’e 0zgii bir ¢cubukla tutturmustur. Yashi adamin hemen yaninda bulunan kafasi1 kazitilmig
cocuk figiirli, elindeki semsiyeyi yaslt adamin ve kadin figiiriiniin {izerine tutmaktadir. Fhen-
shen adinda bir O0ykii kitabindan alinan bir efsaneye gore, Cin’de Zhou Hanedani'nin ilk
imparatoru bilgili bir danigman ararken, nehir kiyisinda balik tutan ¢ok sade giyimli bir yash
adam gormiistiir. Bu, Jiang Ze-ya’dir (diger ismiyle Jiang Tai-gung) ve hep bu haliyle tasvir
edildigi soylenir. Gelecegin imparatoru bu yasli adami alir ve yikilmakta olan Shang
Hanedani’na karsi bas strateji uzmani olarak gorevlendirir (Eberhard, 2000, s.233). Boucher

de bu eserini yaparken Cin’deki bu efsaneden esinlenmis olabilir.
Sonuc¢

Cin sanat1 ve kiiltlirinii Fransiz iislup anlayisi iizerine inga eden Frangois Boucher’in

eserlerini inceledigimiz bu arastirma sonucunda;

Uzakdogu ile Avrupa arasindaki ticari ve kiiltiirel aligveris 18. ylizyilin ilk yarisindan
itibaren Chinoiserie modasinin olusmasini saglamistir. Uzak Dogu’nun kesfi ve oradan
getirilen mavi-beyaz renkteki porselenler, Avrupalilarin ilgisini ¢ekmis ve Cin Sanati’nin

Rokoko Donemi Avrupa resmini iislupsal ve tematik olarak etkilemesine neden olmustur.

Rokoko doneminde Chinoiserie etkisi belirgin bir bigimde gozlenmektedir. Rokoko
Chinoiserie’nin gelismesine zemin hazirlayan bir donem olmustur. Francois Boucher
1740tan 1760a kadar kendisini Chinoiserie'ye adamistir. Sanatci, Cin sanati ve kiiltiiriini,
Fransiz iislup anlayis1 {izerine insa etmis ve bunu sanatina yansitmistir. Cizvitlerin Cin ile
ilgili olan yaymmladiklar1 raporlar, seyahat giinliikleri ve Voltaire gibi aydinlarin Cin'i

metheden yorumlari Bouchere bir ilham kaynagi olmustur.

Boucher’in Chinoiserie etkili eserlerinde Cin piknigi, Cin dansi, balik av1 gibi konulari
islemistir. Graviirlerinde ise kirsal bir alanda Cin’e 6zgii figiirleri oturmus ya da ayakta

resmin merkezinde yer alacak bigimde resmetmistir.

Frangois Boucher eserlerinde Cin’e 6zgii figiirler, kiyafetler, yelpaze, mavi-beyaz
porselenler, pagod, Cin tapinaklar1 gibi 6gelerin yaninda, Cin’de kiiltiiriinde bulunan kivrik
catili kiiciik koskler, bahge kuliibeleri, yakict havadan korunmak igin semsiye gibi unsurlara
yer vermistir. Boucher Cin’e 6zgli bu unsurlar1 almig ve kendi 6zgiin dokunuslariyla
birlestirmistir. Boucher’in Chinoiserie'leri sadece resim ve graviire yansimamis ayni zamanda

duvar kiliminde de yer almistir.
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GETTIER PROBLEMI BAGLAMINDA EPISTEMIK
GEREKCELENDIRME ANLAYISININ KRIiTiGi"
Giiliimser DURHAN?
Oz
Kesin bilginin imkan: sorunu, geleneksel epistemolojide bilgi konusundaki
tartismalarin zeminini olusturmaktadir. Kimi, kesin bilginin imk&nin1 savunurken;
kimi, kesin bilgiye ulasmanin imkansiz oldugu diisiincesiyle epistemolojide siipheci
tartismalara vesile olmuslardir. Ancak cagdas epistemolojide bu anlayis yerini,
gerekcelendirme sorununa birakmistir ve bilginin kosulu, inang, dogruluk ve
gerekgelendirmeye bagli kilinmistir. Gettier bu kosullardan, kesin bilginin elde
edilemeyecegini savunur ve gerekcelendirilmis dogru inan¢ bilgi midir sorunsali
tizerinden diislincelerine agiklik kazandirir. Ona gore, gerekcelendirme, bilgi igin
yetersizdir ve gerekcelendirilmis oldugu diisiiniilen hallerde bile yanilabilirlik ihtimali
ve rastlantisal durumlar olabilir. O halde ¢agdas epistemolojinin merkezi problemi,
dogru inancin bilgiye nasil doniisecegi, ne Olgiide gerekcelendirilebilecegi ve
gerekeelendirme yontemlerinin bilgi de yanilma ihtimalini biitiin olast durumlar i¢in
ortadan kaldirip kaldiramayacagi disiincesidir. Bu dogrultuda amacimiz, Gettier
diisiincesinde epistemik gerekcelendirmenin gerek ve yeterliliginin mantiksal analizini
yapmak ve biitiin olasi durumlar igin bilgide yanilabilirligin biitiiniiyle ortadan

kaldirilmasinin olanakliligini tartigmaktir.
Anahtar Sozciikler: Epistemoloji, gerekcelendirme, inang, mantik, Gettier
THE CRITICALITY OF EPISTEMIC JUSTIFICATION IN THE CONTEXT
OF THE GETTIER PROBLEM
Abstract

The question of the possibilities of certain knowledge forms the basis of discussions
on knowledge in traditional epistemology. Some have been instrumental in sceptical
discussions in epistemology, with the idea that certain information is possible and

impossible. However, the condition of knowledge in contemporary epistemology is

* Bu g¢aligma 9-11 Mart 2018 tarihinde Mardin’de gergeklestirilen IKSAD 1.Uluslararas1 Sosyal Bilimler
Kongresi’nde sunulan “Epistemik Gerekcelendirme Anlayisinin Gettier Problemi Baglaminda Mantiksal
Analizi” adli yaymlanmamus bildirinin genisletilmesiyle hazirlanmistir.
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linked to faith, truth and justification. Gettier argues that certain knowledge cannot be
obtained from these conditions. According to him, justification is insufficient for
knowledge and there may be fallibility even in justified cases. Then the central
problem of contemporary epistemology is the idea that how the right belief is
transformed into knowledge and the justification methods cannot remove the
possibility of misinformation from all sides for all possible situations. Our aim is to
discuss the adequacy of epistemic justification in Gettier's thinking and the possibility
of eliminating the fallibility in knowledge for all possible situations.

Keywords: Epistemology, justification, belief, logic, Gettier
Giris

Bilgi, haklilagtirilmis veya lehinde birtakim gerekgelendirilmelere sahip olan inang
olarak ele alinabilir. Bu noktada gerekgelendirme de bir 6nermenin bilinebilmesinin 6n kosulu
olarak goriilebilir. Bu argiimanlar1 destekler mahiyette Ayer gerekg¢elendirmeyi, bir ifadenin
kesinligini saglayan gerekli kosul (Ayer, 1956, s. 31) olarak degerlendirir. Yine H. Putnam,
eger hakikati elde etme durumundan gerek¢elendirme kosulunu ¢ikarirsak ortaya koyulan
diisiinceler kuru giirtiltiiden, bos sdzden 6te bir sey olmaz (Putnam, 2000, s. 314) diyerek,
gerekgelendirmenin dogru ile yanlis1 ayirt etme noktasinda vazgegilemez 6lgiit oldugunu 6ne
stirmektedir. Dolayisiyla bu durumda gerekcelendirme, bir diisiincenin saglamlastirilmasi

olmaktadir ve saglamlastirilmis yargi muhatabina dogru bilgi olma inancim yiliklemektedir.

Bu baglamda inanci tanimlarsak; inang, ‘“dogruluguyla ilgili kesin veriler
bulunmamasima ragmen, dogrulugu lehinde belirli dayanaklar olan bir &nermenin dogru
oldugunu diisiinme ya da savunma; kesin bilgiden daha zayif, temelsiz sanidan daha giiclii
bilgi pargas1” (Tanriverdi, 2012, s. 7) olarak ele alinmaktadir. O halde bir fikre inanmaksizin
onu bilgi olarak savunmak, bilgide giivensizligi, dolayisiyla septisizme yol agmaktadir. Bu
noktada inang, bir diisiincenin dogruluguna kanaat getirme anlaminda, bilginin bir unsuru

oldugu goriilmektedir.

Dogruluk ise, genel anlamda yarginin nesnesine uygunlugu ya da nesnesiyle uygunluk
tagiyan yargi dogrudur (Tepe, 2016, s. 206) seklinde ifade edilir. O halde dogruluk 6zneye
iligkindir; 6znenin olmadig: yerde bir dogruluk ya da yanlisliktan s6z etmek miimkiin degildir.
Yalniz buradaki uygunluk, Gettier problemi baglaminda sadece sdylenilenin nesnesine
tekabiil etmesi degildir. Aynt zamanda o sdziin, dogru oldugunu gosteren gerekcelerle de
uygunluk saglamasi gerekmektedir. S6z gelimi "bu agag, elma agacidir" soziiniin gergekten

elma agacina isaret etmesi dogruluktur. Bu diisiince dogrudan elde edilir. Ancak bazen bazi
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diisiinceleri dogrudan kavrayamayiz; dolayli olarak bir diisiincenin dogruluguna kanaat
getiririz ki bu da ortaya konan gerekcelerle miimkiindiir. S6z gelimi, Ayse Ali'nin yemek
haneye gittigini gérmiistiir ve yemekhanede ise corba disinda baska yiyecek olmadigin
Ogrenmistir. Bu nedenlerden yola ¢ikarak "Ali ¢orba igmistir" inancina sahiptir. Dolayistyla
bu ifadenin dogrulugu da bu tarz nedenlerle saglanmaktadir. O halde dogruluk ile inang
arasinda bir iliski s6z konudur: Inang sahibi 6zne, bir diisiinceye, dogru oldugunu diisiindiigii
icin inanir ve onun dogru oldugunu disiindiirtecek hakli gerekgeleri vardir. Bu durumda
inancin olusmasi, diislincenin dogru oldugu anlayisim1 gerektirir. O halde dogruluk su

sekildedir:
Ayse inantyor ki Ali ¢orba igmistir.
Ali corba i¢mistir.
O halde Ayse'nin Ali'nin ¢orba i¢tigine inanmasi i¢in nedenleri vardir.
Ya da bu diisiinceyi sembolik olarak ifade edersek;
A inaniyor ki P'dir.
P dogrudur.
O halde A'nin P olduguna inanmasi i¢in nedenleri vardir.

Dolayisiyla bir fiile iligkin birtakim nedenlerin olmasi, o fiilin dyle olduguna dair
kiside bir inan¢ olusturmaktadir. Bu inang¢ dogru ise bilgiye ulasilmis olmaktadir. Goldman'in
ifadesiyle: “Bir p 6nermesini bilmek, p’nin dogru oldugunu bilmektir” (Goldman, 1986, s.
42). Bu ifade, dogruluk bilginin gerek ve yeter kosuludur demeye gelmektedir. Ancak P
onermesini bilmek i¢in onun dogru olmasinin yani sira onu dogru kilan gerekcelerin de dogru
olmas1 gerekmektedir. Iste bu durum Gettier probleminin baslangi¢ noktasini olusturmaktadir.
Oyle ki Gettier, ifade dogru; ancak bu ifadenin dogrulugu igin ortaya atilan nedenler dogru
degilse o zaman sans eseri dogru olan bu diisiinceyi, bilgi olarak kabul etmemek gerektigi ve
geleneksel epistemolojinin aksine gerekg¢e-dogruluk-inang tgliisiiniin yaninda dordiincii bir

unsura ihtiyag¢ oldugu diisiincesi ile yola ¢ikmistir.

Bu baglamda Gettier, 1963 yilinda bir gerek¢e sunarak saglamlastirildigi diisiiniilen
bir diisiincenin ki -bu diisiince inang, kani, sani olabilir- gercek bilgi olarak kabul edilip
edilemeyecegi diisiincesi lizerinde durmaktadir. Boyle bir sorunsalin analizini 6rneklerle
ortaya dokmiis olmasi Gettier’in daha net anlagilmasini saglamistir. “Gettier tipi érnekler”
(Grunberg, 1999, s.100) denilen bu Ornekler iizerinden filozoflar bilginin gerekli sartlarin

ortaya koymuslardir. Bu sartlarin ii¢ tiir oldugunu; ancak bu ii¢iliniin yaninda dordiincii bir
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tiriin de oldugunu diistinen bu filozoflarin dérdiincii bir sart arayist problemi mantik
diistincesinde Gettier problemi olarak ele alinmaktadir. Ayrica bu sorun dordiincii kosul
problemi olarak da adlandirilmaktadir. Zira bu problem, geleneksel bilgi taniminda yer alan
inang, dogruluk ve gerekcelendirme unsurlarina ek olarak dordiincii bir kosul miimkiin miidiir
sorusunun sorulmasina yol agar (Basdemir, 2011, s. 116) ki bu da Gettier probleminin temel
tezi olmaktadir. Boylece Gettier problemi ile birlikte Platon’dan bu yana kabul edilen

geleneksel bilgi tanimi, ciddi bir sekilde sorgulanmaya baslanmastir.
Geleneksel Bilgi Tanim

Platon'dan beri devam eden siirecte bilgi; dogruluk, inang ve gerekgelendirme
unsurlarinin bileskesinden olusan bir diisiincedir. Bu diisiincenin yapis1 da, gerek¢elendirilmis
dogru inang bilgidir seklinde kurulmaktadir. Dolayisiyla geleneksel bilgi tanimi {i¢ parcalidir

ve bu li¢ par¢anin olusu bilginin olusabilmesinin gerekli ve yeterli sartidir.

Geleneksel bilgi tanimi ilk seklini, Platon'un Theaitetos diyalogunda almistir.
Diyalogda, dogru inancin bilgi olamayacagi sorunsali {izerinde durulur. Bu inceleme sonunda
Platon, dogru inancin bilgi i¢in yeterli olamayacagi sonucuna ulagir. Bu sonug, diyalogdaki su
ornekle pekistirilir: S6z gelimi, zorbalik ya da hirsizlik olaymnin goriildiigii bir mahkemede
hakime savunma tarafi, su¢suzlugunu saglayacak deliller sunamamaktadir. Ancak zanlinin
sugsuzlugunu hakim, bir diizmeceden ibaret olan savunma avukatinin sozlerine gore
belirlemistir. Ne var ki savunma diizmece olsa da zanli gercekten sugsuzdur ve hakim de bu
noktada dogru karar vermistir. Bu durumda hakimin, bilgisi olmadig1 bir olayda ve yanlis
gerekgelerle zanlinin sugsuzlugu konusunda dogru inanca sahip oldugu goriilmektedir. O
halde bu 6rnekten kendi basina dogru inancin bilgi olmadig1 anlasilmaktadir (Platon, 20009, s.
526-527). Zira her ne kadar dogru ¢ikmis olsa da hakim, 'ben zanlinin sugsuz oldugunu
biliyorum' diyemez. Ciinkii bildigini iddia edecek yeterli ve gerekli delile sahip degildir.

Yine sirf batil inanglarimin geregi ¢ayimda bir ¢op ¢iktiginda misafir gelecek diyebilir
ve buna inanabilirim. Ve ger¢ekten de bir kag saat sonra misafir gelebilir. Ancak misafir
gelecegine olan inancim sadece biiyiiklerimin soyledigi '¢cay da ¢Op cikarsa misafir gelir'
seklindeki ve benim de Oyle olduguna iliskin inanmamdan veya hissiyatlarimdan
kaynaklanmaktadir. Dolayisiyla bu inan¢ gerceklesmis veya dogrulanmis olsa dahi bunun

bilgi oldugunu sdylemek imkansizdir.
Goriildiigi gibi dogru inancin bilgi olarak goriilmesi tek bagina yeterli olmamaktadir.
O halde bilgide gerekli ve yeterlilige ulagsmak i¢in inancin dogru olmasinin yaninda baska bir

duruma da ihtiyag¢ vardir ki bu da o inanca sahip olmay1 gerektirecek mantikli nedenler ya da
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gerekceler olmasidir. Oyle ki bu gerekgelendirme -Ki bu bir ifadenin logos boyutunu temsil
eder- soze ya da 6nermeye, mantiki bir yon sagladigi igin onermenin anlamli olmasini da
saglamaktadir. Oyle ki dogrulugu gergeklesmis bilgi diizeyindeki bir diisiinceye delil olarak
'Oyle hissettim' veya '0yle inantyorum' gibi bir temel olusturmak kadar bos, anlamsiz bir sey
yoktur. Dolayisiyla bu, bilgi olarak da kabul edilmez. Ancak séz gelimi yukaridaki 6rnegi
temellendirirsek, 'bizi aradilar ve birkac¢ saate misafirlige geleceklerini bildirdiler' vb. gibi
nedenlerle bu inancimizi delillendirmek daha mantikli, anlamli ve kayda deger olur.
Dolayistyla sozli gecen diyalogda Platon, "kanita (logos) dayanan dogru sani bilgidir; bu
kanittan yoksun olan ise, bilgi ile hicbir alakasi yoktur" (Platon, 2009, s. 526-527) diyerek
bilginin gerekgelendirilmis dogru inang¢ olarak tanimlanmasi gerektigini, delilden yoksun
diisiincenin sanidan Gte bir sey olmayacagini belirtmis ve Gettier'e kadar olan siirecte bu
diisiince gegerliligini korumustur.

Gettier Sorunsalh

Gettier; Platon'un ortaya koymus oldugu, gerekcelendirilmis dogru inancin bilgi
oldugu iddiasina karsi ¢ikmaktadir. Zira ona gore, dogru olan veya bilgi olarak kabul edilen
bir Oonermenin yanlis gerekgelendirmeye dayanmasi mimkiindiir. Bu durumda gerekcesi
yanlis olan bir seyi bilgi olarak m1 kabul etmeliyiz? ki Gettier bunu bilgi olarak gérmez. Oyle
ki yanlis gerekgelerle dogru sonuca ulasmak da olanaklidir; ancak bu da rastlantisal olarak ya
da sans eseri dogru olabilir. Bu sekilde elde edilmis bir seyi biliyorum demek ya da bilgi

olarak gormek mantik disidir.

Gettier "gerekcelendirilmis dogru inang bilgi midir?" adli ii¢ sayfalik makalesinde
kendi bilgi diisiincesine 151k tutar. Gettier bu makalesinde, 6nermesel bilginin farkli sekillerde

sunulabilecegini belirtir. Ve bunu ii¢ sekilde izah eder (Gettier, 1963, s. 121):
[1ki, Platon'un diisiincesini destekler sekildedir:
a) Eger ve sadece asagidaki kosullar saglanirsa A kisisi, P 6nermesini biliyordur.
(i) P dogrudur.
(ii) A kisisi P’ye inaniyor.
(i) A kisisinin P’ye inanmasi i¢in gerekgesi vardir.
Ikincisi, rnegin Chisholm bilgi i¢in gerekli ve yeterli sartlar1 su seklide izah eder:
b) Eger ve sadece asagidaki kosullar saglanirsa A kisisi, P 6nermesini biliyordur.
(i) A kisisi P’yi kabul etmektedir.
(i) A kisisi P i¢in yeterli kanita sahiptir.
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(iii) P dogrudur.
Ucgiinciisii ise, Ayer'in diisiincelerini tasir:
c) Eger ve sadece asagidaki kosullar saglanirsa A kisisi, P 6nermesini biliyordur.
(i) P dogrudur.
(i) A kisisi P’nin dogrulugundan emindir.
(iii) A kisisi P’nin dogru oldugundan elindeki kanitlar itibariyle emin
olma hakkina sahiptir.
Ik &rnekte verilen maddeler A'min P'yi bildigi énermesinin dogrulugu igin yeterli
degildir. Aynt durum ikinci ve tgilincli 6rnek icin de gegerlidir. Zira "yeterli kanita sahip

nn

olma" ile "dogrulugundan emin olma", "inancin gerekcesi" olmasi ayni manadadir.

Gettier'e gore A'nin P'ye olan inancinin gerekgelendirilmesinin A'nin P'yi bildiginin
gerekli ya da zorunlu kosulu degildir. Zira sonu¢ dogru olsa dahi gerek¢e yanlis olabilir. O
nedenle ortaya konulmus olan sonu¢ da bilgi teskil etmez. Gettier makalesinde bu
geleneksellesmis bilgi anlayisina iligkin birbirine benzeyen karsi 6rnekler sunar. Boylece bu
geleneksel bilgi taniminin gegerli bir ifade oldugu kanisini felsefi bir yontem kullanarak yikar.

Gettier'in kullanmis oldugu 6rneklerden yola ¢ikarak bakarsak;

“Ahmet” adl1 bir 6gretmen, siifindaki “El¢in” adli bir 6grencinin Ford markali bir
araba sahibi olduguna inanryor. Bunun i¢in hakli gerekgeleri var. Ornegin Ahmet, birkac defa
El¢in’i Ford markal1 bir arabasindan bahsederken duymus ve dahasi El¢in’i Ford marka bir
araba siirerken gdérmiistiir. Ote yandan Ahmet dgretmenin bilgisi olmaksizin "Ali" adl1 ve ayn1
siifta olan bir 6grencinin Ford markali bir arabanin sahibi oldugunu varsayalim. Buradan

Ahmet 6gretmenin olusturabilecegi onermeler sunlardir:

F: El¢in Ford markali bir araba sahibidir.

H: Sinifta Ford markali bir araba sahibi olan 6grenci vardir.

Burada F’den mantiksal olarak H 6nermesi tiiretilmistir. Ancak Ford markali bir
arabaya sahip olan El¢in degil Ali’dir.

P: Ali Ford markal1 bir araba sahibidir.

Su durumda F Onermesi 1yi gerekgeleri sahip olmasina ragmen yanligken, ondan
tiretilen H Onermesi rastlantisal ya da sans eseri olarak dogrudur. Dahasi1 iyi gerekgeli bir
onerme olan F'den tiiretildigi i¢in; gerekceli olan 6nermeden ¢ikan sonug¢ da zorunlu olarak
gerekcelidir geregi, H onermesi de gerekgeli bir 6nermedir. Dolayisiyla Ahmet’in H inanci

hem gerekgeli hem dogru inangtir. Ancak Ahmet’in gerek¢esi dogru olan P 6nermesine degil,
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yanlis olan F Onermesine dayandigr i¢in gerekgelendirilmis dogru inancin bilgi olmadig:
ortaya ¢ikar (Grunberg, 1999, s. 102). Dolayisiyla H 6nermesi bilgi olarak kabul edilemez ya

da Ahmet'in gerekgesi yanlis olsa da ortaya konulan H 6nermesini bildigi sdylenemez.

Baska bir 6rnekteyse, bir cayirda bulunan Ali, uzakta koyun olarak algiladigi bir

nesneyi goriiyor. Ali, bu algisina dayanarak suna inaniyor:
P: Cayirda bir koyun vardir.

Ancak Ali’nin koyun olarak algiladigi nesnenin gergekte iri ve tliyli bir kopek
oldugunu; ancak cayirda Ali’nin gérmedigi bir yerde gergekten bir koyunun bulundugunu
varsayalim. Bu durumda P 6nermesi dogru olur. Oysa Ali, P oldugunu bilmiyor. Nitekim
gerekcesi algi yanilgisina dayaniyor. Bu ornek de aymi sekilde gerekcelendirilmis dogru
inancin bilgi olmadigimi gosteriyor (Bagdemir, 2011, s. 120). Dolayisiyla Ali'nin ¢ayirda bir

koyun oldugunu bildigi séylenemez.

Ayni sekilde yolda giderken polis maketini goren bir siiriicii, yolda polis oldugunu
sOyler. Ancak gercekten de ilerde kuytu bir kdsede polis araci vardir ve siirlicii bunu
gormemistir. Bu durumda siiriiciiniin 'yolda polis var' 6nermesi dogru olur; ancak bunun ayn
zamanda bilgi oldugunu sdylememiz olanaksizdir. Zira kisi polis aracini degil polis maketini
gerekce olarak gostererek polisin olduguna yonelik yargida bulunmustur. Bu nedenle ortaya

stiriilen diisiince yanlis gerekcelendirilmis dogru inang olmaktadir.

Gettier'in yukaridaki gibi benzeri Orneklerinden anlasiliyor ki gerekgesi dogru
olmayan bir inanc¢tan olusturulmus bir sonu¢ dogru olsa dahi bilgi degeri tasimamaktadir. Bu
anlayis, mantikta kullanilan akil yiirlitme kurallarina uygun olarak "Onciillerden biri olumsuz
ise sonugta olumsuz" (Ciigen, 2012, s. 118) dur kuralina dayandigin1 diisiinmekteyiz. Zira
mantikcilarin da ifade ettigi gibi yanlis oncililden dogru sonuca gidilmez. S6z gelimi Ali'nin
Istanbul arabasia bindigi géren Ece, Ali'nin Istanbul'a gittigine dair olusan inancindan dolayi
Ali sehir disindadir sonucunu ortaya koysa; ancak Ali Antalya'da olsa, ortaya koydugu sonug
dogrudur. Fakat bu sonug Ali'nin Istanbul'da oldugu diisiincesiyle ortaya atilmis bir diisiince
oldugundan Gettier i¢in bunu bilgi olarak kabul edemeyiz veya Ece'nin bilgi sahibi oldugunu
sOyleyemeyiz. Dolayisiyla geleneksel bilgi anlayisinin tersine Gettier icin 'gerekg¢elendirilmis
dogru bilgi' bilgi degildir. Boylece Gettier geleneksel bilgi anlayisina karsi ¢ikan ilk filozof

olmustur.

Gelinen bu noktada ¢agdas epistemolojide, ii¢ sarta dayandirilan geleneksel bilgi
anlayisina dordiincii sart olarak, 'yanlis olan hi¢bir onciiliin olmamast' eklenmektedir. Boylece

Gettier probleminin mantiksal ¢éziimlemesi su sekilde olmaktadir:
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A kisisi, P 6nermesinin bilgisine, eger ve sadece asagidaki kosullar saglanirsa sahip

olur.
(1) P dogrudur.
(i1) A kisisi P’ye inaniyor.
(i11) A kisisinin P’ye inanmasi i¢in gerekgesi vardir.

(iv) A kisisinin P Onermesine inanmasinin dogru dayanaklar1 vardir (Basdemir,

2011, s. 54).

Goriildiigii gibi yanlis gerekgeyle ortaya konan sonucun, epistemik bir degeri sz
konusu degildir. Ayn1 zamanda sunulan gerekcelerin ya da delillerin de saglam olmasi
gerekmektedir. Dolayistyla Gettier igin gerek¢elendirmenin dogrulugu ayri bir énem arz

etmektedir.
Sonu¢

Hem geleneksel bilgi taniminda hem de Gettier'in agiklamalarinda gerekgelendirme
onemli bir statiiye sahiptir. Oyle ki geleneksel bilgi anlayisinda ortaya koyulan goriisiin
gerekcelendirilmesi dogru olarak goriilmesi ya da bilgi olarak kabul edilmesi i¢in yeterliyken,
Gettier de bu durum gerekge eger saglamsa, bozucu bir duruma sahip degilse miimkiin
olmaktadir. Dolayisiyla her iki goriis i¢in de gerekg¢elendirme, bilgi i¢in vazgecilmez unsur

olmaktadir.

Bilginin oOlgiiti olarak her ne kadar gerekgelendirme istense de gerekgce ortaya
koyulamayacak durumlarda s6z konusudur. S6z gelimi, insanlarin kendi duygu ve
diisiincelerini ortaya koyan siibjektif onermeler (Emiroglu, 2013, s. 106) vardir. Bunlar
"bugiin icimde bir sikint1 var", "basim feci sekilde agriyor", "ellerim karincalaniyor" gibi
dogrulugu ancak kisinin kendisince bilinebilecek ifadelerdir. Yine ge¢miste ki tecriibeler ya
da hatiralar da ayn1 sekilde gerek¢e One siiriilemeyecek durumlardir. Zira "gegen sene
durmadan basim agriyordu" gibi bir ifadenin sahibine, bunu nasil biliyorsun sorusu sorulsa,
kisinin verecegi cevap, ancak "hatirliyorum" olacaktir ki bu cevap bir gerekce olarak gegersiz
kalacaktir. O halde kisinin kendi yasantisina bagli ve dogrudan; ancak kendisinin bilebilecegi
durumlar i¢in gerekcelendirmenin bir baglayicilig1 yoktur. Bu tiir durumlar, "dolaysiz ya da
temel inanglar" (Basdemir, 2011, s. 47) dir. Bunlarin baglayiciligi, kisinin dogrudan
kendisiyle iliskilidir ya da bu tiir bilgi, bilgi olmakligin1 dogrudan kendisinden alir. Dogrudan

oldugu i¢in agik ve seciktir. Ayrica yine metafizik alan veya numen alani1 dedigimiz alem i¢in
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de bu diisiincenin gecerliligi yoktur. O halde Gettier'in diigiincesinin dogruluk degerini ancak
dis diinyada arayabiliriz.

Gelinen bu noktada goriiyoruz ki gerekg¢elendirilebilmesi agisindan, bilgi s6z konusu
oldugunda, dolayli inanglara ihtiyag¢ vardir. Zira biz subjektif ifadeler i¢in degil ¢ikarimsal ya
da istidlali durumlar dedigimiz dolayli durumlar {lizerinde bilgi arayisina gireriz. Bu bilgi
dogrudan degil dolayli olarak bilinen, yani bir baska bilgiyi gerektiren ve bu bilgiden akil
yiiriitme yoluyla ¢ikarsanan bilgidir (Oktem, 2003, s.141). Dolayisiyla bu tiir bilgi igin
gerekceye ihtiyag vardir; dogrudan bilgi gibi acik ve se¢ik degildir.

O halde gerekgelendirme anlayisinin Gettier problemi baglaminda, epistemik
baglayiciligi s6z konusu olacaksa, Onerme istidlali inanglara dayanmalidir veya
gerekgelendirmeye ihtiya¢ duyacak durumlar iizerine olmalidir. Ayrica bu inanglar i¢in 6ne
striilen gerekge, baska bir seyi diisiindiirtmeyecek veya sans eseri ya da rastlantisal olarak
dogru olmayacak sekilde saglam ve giivenilir bir temel olusturmalidir. Bu olusum ise ancak
dogru bir akil yliriitmenin nasil olmas1 gerektigine ya da dogrunun nasil elde edilebilecegine

yonelik ortaya konan mantik kurallarina riayet etmekle miimkiindiir.
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AN INTERTEXTUAL APPROACH TO
CERVANTES’ DON QUIXOTE AND FIELDING’S JOSEPH ANDREWS
Hilal KAYA?!
Abstract

Cervantes’ novel Don Quixote (1605) has been an inspiration for the works of many
artists, and Henry Fielding himself on the title page of his novel accepts that Joseph
Andrews (1742) was written in imitation of the manner of Cervantes, the author of
Don Quixote. Moving from this point, the ideas developed in this paper are an attempt
to study the thematic and formal similarities between Don Quixote and Joseph
Andrews with an intertextual approach. In this respect, this article explores such
literary elements as satire, parody, picaresque novel, and the Quixotic character
employed both in Don Quixote and Joseph Andrews comparatively and this study,
hence, argues that reading Joseph Andrews through Don Quixote and a comparison

between them will provide the reader with a possibility of new insights about the text.

Keywords: intertextuality, Don Quixote, Joseph Andrews, satire, parody

CERVANTES’IN DONKiSOT VE FIELDING’IN JOSEPH ANDREWS
ADLI ROMANLARINA METINLERARASI BiR YAKLASIM
Oz
Cervantes’in Don Kisot (1605) romani, bir¢ok sanat¢inin eseri igin ilham kaynagi
olmustur ve bizzat Henry Fielding, Joseph Andrews’un, Don Kisot’un yazari,
Cervantes’in {slubunun etkisi altinda kalarak yazildigini, romanimnin kapak
sayfasinda kabul etmektedir. Buradan hareketle, bu makalede gelistirilen fikirler, Don
Kisot ve Joseph Andrews arasindaki tematik ve bigimsel benzerlikleri metinlerarasi bir
yaklagimla inceleme ¢abasidir. Bu baglamda, makalede hiciv, parodi, pikaresk roman
ve Kisotvari karakter gibi her iki romanda da kullanilan edebi unsurlar karsilastirmali
olarak incelenmektedir ve dolayisiyla bu g¢alisma, Joseph Andrews’w Don Kisot
aracilifiyla okumanin ve bu romanlar arasinda karsilastirma yapmanin, okuyucuya

romanda yeni anlayislar bulma olasiligini saglayacag fikrini ne siirmektedir.
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Introduction

Intertextuality as a literary term has been introduced and popularized by Julia Kristeva
who was inspired by Mikhail Bakhtin’s idea of polyphonic novel and dialogism. Polyphonic
novel, according to Bakhtin, defines a text of literature as a fragment of literary texts which
belong to the history of literary tradition. So, each work, in an open and multitude of ways,
resonates and refers to the entire body of works written before and after it. Kristeva (1980)
claims that “each word (text) is an intersection of words (texts) where at least one other word
(text) can be read. [...] any text is constructed as a mosaic of quotations; any text is the
absorption and transformation of another” (p. 66). In this configuration, any text is an intertext
and “the site of an intersection of numberless other texts and existing only through its relation
to other texts” (Abrams, 2014, p. 364). Kristeva believes that the reading of a text is bound to
be incomplete unless the experience of reading is complemented by going through the
intertext by the reader; and that requires the reader to have a knowledge of the main intertexts

so that they can wholly have a satisfactory experience of reading.

These quite intriguing and thought-provoking ideas of Bakhtin and Kristeva have set
the theoretical and methodological outlines of an intertextual inquiry or a discussion of
literary intertextuality. Yet, these ideas, | reckon, have evolved in time and multiple
intertextual approaches have been developed since then. Today there are particularly several
examples of how to apply this theoretical framework as a strategy of interpretation. In other
words, the idea of how to approach a literary work intertextually has produced several
approaches and methods. Some scholars, on the one hand, prefer to make use of “radical
intertextuality” (Scolnicov, 1995, p. 213) to explore a text. They dissolve the very idea of
anachronism and claim that a text does not necessarily be influenced by its antecedents but the
subsequent texts can be influential functioning as intertexts of a specific text as well. In the
vein, some other researchers can prefer to read a text with an approach traversing the
disciplinary boundaries between literary studies, cultural studies and etc. So, it can be put
briefly that scholars and researchers may adopt an intertextual approach to study any text
without feeling the pressure of generic, temporal and spatial boundaries. On the other hand,
the other strategy is to apply “an obligatory intertextuality” (Scolnicov, 1995, p. 218) or a
more “conventional intertextual approach” (Scolnicov, 1995, p. 212) to texts. This requires a
conventional exploration of thematic and formal characteristics of texts comparatively. Like
the radical intertextuality, this second strategy of adopting a conventional intertextual

approach to a text allows the reader to read a text through the reflection of another (or any)
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text. In this approach, because the intertextuality is already embedded in the text, the reader is
obligatorily expected to notice and interpret the intertextuality by the text. As mentioned
above, intertextuality relates to the intentional repeating or using the formal and thematic
and/or other substantial features of another text with the purpose of creating a new text of
literature; or, to put it simply, intertextuality is a complex relationship between different
literary texts and the reader is expected to engage him/herself in writing a work which

displays relationships between existing texts.

Under the light of the theoretical and methodology framework of a discussion of
literary intertextuality introduced above, this study will attempt to adopt and apply a
conventional intertextual approach to Joseph Andrews (1742) because Henry Fielding uses
both formal and thematic intertextual elements that explicitly render Cervantes’ Don Quixote
(1605) as an intertext for his novel, arguably the first modern European novel — that also has
intertextual references to previously written romances of chivalry. Before exploring the
intertextual elements between Don Quixote and Joseph Andrews, it is worth having an
introductory look at these novels.

Since it was published, The Ingenious Hidalgo of Don Quixote of La Mancha or
shortly Don Quixote (1605) has been considered as one of the most valuable works of art, and
it has been regarded as the “first modern European novel and recognised as the beginning of a
new era in fiction writing” (Ponseti, 1988, p. 1). Don Quixote has also been quite influential
in the works of many artists such as Fielding, Dickens, Flaubert, Picasso and Richard Strauss
(Boyd, 2000, p. xiv). Miguel de Cervantes Saavedra (1547-1616) had an extraordinary life as
he had been a member of the household of a great Roman cardinal, a soldier, a captive, a
diplomat, a petty government official, a prisoner and a struggling writer. This interesting life
made him qualified to write a book like Don Quixote. Cervantes published the novel in two
parts, first in 1605, and the final in 1615.

As Cervantes clearly states his objective of writing Don Quixote, at the end of the text,
it is “to ridicule the pretended adventures of knights-errant, those fabulous nonsensical
stories” and make them “the object of public aversion” (Cervantes, 2000, p. 760). There is an
intertextual relationship between Don Quixote itself and romances of chivalry. Thus, it can be
asserted that Cervantes deliberately targets romances of chivalry as the intertexts and on these
romances constructs his own novel because the tales of chivalry and courtly romances were
highly liked and admired by the Cervantes’ readers. The stories were quite attractive to those

readers who encountered magical beasts, beings and phenomena like dragons, witches,
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wizards, enchanting castles and towers against which only the knights stand and do their best

to help the damsels in distress.

Cervantes’ major character is a man who is obsessed with ‘Books of Chivalry, he
attempts to turn the purely literary world of the popular chivalry books into real-life
experience. The lives of handsome knights, beautiful damsels, evils wizards and giants in
such books enchant Cervantes’ hero. Thus, with lack of sleep, he comes to such a point at
which he can no longer distinguish between fantasy and reality. What he wants to do is
restoring the former glory of knight-errantry. Therefore, he tries to dress up like a knight. His
armour consists of pieces of cardboard reinforced with iron bars. This middle-aged man takes
a new name for himself and calls himself Don Quixote and finds a horse which he calls
Rozinante, and a beautiful lady, Dulcinea del Toboso. The horse is a weak one and the lady is
indeed a peasant girl, but no in the eyes of Don Quixote. So that, Don Quixote, the personage

and the book, come into being.

Don Quixote is a tragicomic hero. His main quest in life, as mentioned above, is to
bring the long-dead concept of knighthood alive because without which he finds the real life
dull and stale that is deprived of knightly, noble and gallant qualities. He intentionally makes
up or reconstructs his own surrounding and is eager to believe it despite the harsh criticisms
of others. In his logic, what he believes is the best version of the world and he has fervently
faith in himself not only to save the lady or the day but also the entire world in the end. His
idealism and imagination are both his strength and weakness since at the end of the novel, he
turns out to be a hapless and pitiable man, who is substantially loved by the reader though.
Thusly, German Gullon (2005) asserts that “Don Quixote represents the modern human who
has existed within the historical development and has needed to create their own reality
instead of being a captive of a subliminal or transcendental destiny; a strong aesthetical

consciousness witnesses this glorious effort” (p. 1).?

Joseph Andrews is Henry Fielding’s one of the very first novels and it was inspired by
— in order to parody — Samuel Richardson’s Pamela or Virtue Rewarded (1740). In fact, one
year before Joseph Andrews was written, Fielding wrote an earlier work called Shamela
(1741), whose title provocatively reveals Fielding’s aims, in order to satirize and attack

Richardson’s same novel. Written as a direct response to Richardson’s afore-mentioned novel,

2 Translated into English by the author of this article. Rosa Hakmen’s Turkish translation of German Gullén’s
article, originally written in Spanish, is as follows “Don Quijote tarihsel gelisim i¢inde varolan, kendisini asan
kaderin esiri olarak yasamak yerine kendi gercegini yaratma geregi duymus cagdag insani temsil eder; gii¢lii bir
estetik biling, bu ¢abaya taniklik eder (2005: 1).
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Fielding’s Shamela explicitly criticizes the stylistic failings and moral hypocrisy that Fielding
saw in the former’s novel. Richardson’s epistolary tale of a strong-minded maid girl, who has
nothing in the world but her ‘virtue’, and trying to resist her master’s attempts at seduction
managed to be highly popular overnight back in its day, in 1741. To be more precise, Fielding
aimed to satirize the moral message of Pamela that a woman’s virtue has eventually becomes
a value equalling with a commodity — as well as the artlessness and coarseness of the
epistolary form. It is important to underline Fielding’s Shamela in this point of the study
because it serves as a good example of Fielding’s position in writing satirical and parodic
novels which have intertextual nuances even between his own novels. The reader can find
many traces of Richardson’s parody in Joseph Andrews. Above and beyond other
considerations, the protagonist Joseph in Fielding’s novel is Richardson’s character’s
(Pamela’s) brother, and like Pamela, he is portrayed as virtuous and attractive. Fielding
intends to attract the reader’s attention to apparent intertextual references between
Richardson’s popular fiction and his own novel. Thanks to intertextual references, Fielding
manages to employ his parody which is imposed on Pamela. All in all, Fielding’s desire to
ridicule Richardson’s Pamela produced Joseph Andrews. However, it should be added that
although it looks like that Pamela caused Fielding to write Joseph Andrews, Fielding’s novel
is a satirical novel which was truly inspired by Cervantes’ Don Quixote because it is not

merely a parody.

On the opening pages of Joseph Andrews, Joseph is depicted as a seventeen-year-old
handsome, hardworking, innocent, and — like his sister Pamela — virtuous footman of Mr. and
Mrs. Booby. His name implies a strong biblical influence; Joseph is named for the biblical
Joseph who goes through several mishaps and rewarded sue to his chastity. The reader is
informed that after his master’s, Mr. Booby’s, death, Joseph is seduced by Mrs. Booby.
However, when the virtuous young Joseph refuses her advances, he is discharged
immediately. From that point on, the plot line of Joseph Andrews resembles the one in Don
Quixote. Joseph and his quixotic friend-tutor Parson Abraham Adams — whose name hints at
his biblical namesake — set out from London to visit Joseph’s lover, Fanny and to sell
Parson’s sermons. Their journey which occupies almost the entire narration of the novel
becomes the focal point of several adventures that await them. Joseph and Parson Adams go
through a series of both misfortunate and funny experiences and during which they detect and
reveal their own naivety and pureness and, on the other hand, the villainous and deceitful

characteristics of others around them.
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A Conventional Intertextual Approach to Joseph Andrews and Don Quixote

Exploring the intertextual elements between Don Quixote and Joseph Andrews has
much to do with exploring parody, satire and picaresque novel as intertextual elements
revealed in both novels. Parody, in a general sense, is employed in a work of art when the
entire components of that specific work are removed out of their immediate context and when
they are re-applied in the same work, without necessarily the objective of ridicule of the
subject matter. According to Linda Hutcheon (1985) “this sense of parody has again become
prevalent in the twentieth century, as artists have sought to connect with the past while
registering differences brought by modernity” (p. 20). Moreover, it can be asserted that a
parody is a humorous mock version of another literary work whose goal is to reveal and
pinpoint the work’s deficiencies and flaws. A parody can copy and mock the plot, characters,
or style of another work, but by and large, it exaggerates those characteristics. Therefore, this
work is a parody of chivalry and stories about knights. To make a subject seem ridiculous,
parodies use exaggeration, verbal irony, a deliberate mismatch of things that are not
connected with one and another and a distorted imitation that is employed humorously.

Although it was written in the 16™ century, Don Quixote can be regarded as the first
modern novel that parodies the romances of chivalry. Mikhail Bakhtin (1981) claims that “the
novel parodies other genres (precisely in their role as genres); it exposes the conventionality
of their forms and their language; it squeezes out some genres and incorporates others into its
own peculiar structure, re-formulating and re-accentuating them” (p. 5). In a similar vein,
Cervantes with its novel parodies the Medieval romances along with some other love ballads.
The following illustrates his parody which targets a love ballad as follows:

I die your victim, cruel fair;

And die without reprieve,

If you can think your slave can bear

Your cruelty, and live. (Cervantes, 2000, p. 240)

Cervantes in his novel parodies the high literature — romances and ballads — to display
his discontent with the contemporary orthodoxy, truth, veracity and nationalism. Furthermore,
Don Quixote parodies the chivalric romances by employing irony, satire, exaggerations and
understatements. For example, Don Quixote the character is not an ideal knight at all. He is
depicted as a very weak and unhealthy person. He is a day-dreamer. He gains his immortal
name “quixotic” as he is completely a romantic dreamer; he is a dreamer of impossible

dreams. Don Quixote ironically addresses to the prostitutes in the inn as in the following: “I
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beseech ye, ladies, do not fly, nor fear the least offence: the order of knighthood, which |
profess, does not permit me to countenance or offer injuries to anyone in the universe, and

least of all to virgins of such high rank as your presence denotes” (Cervantes, 2000, p. 15).

Stephen Boynd (2000) states that “he [Cervantes] makes his pseudo-knight an elderly,
provincial nobody — absurdly tall, dry-skinned and sunken cheeked” (p. 9). With the
grotesque description, Don Quixote becomes a parody of conventional knight portrait.
Besides, like a rogue in many adventure novels, Don Quixote is depicted as a mad man who is
every now and then humiliated by people around him. As the following lengthy part
illustrates, the concept of madness attributes a humorous side to Don Quixote as well:

...they discovered some thirty or forty windmills that are in that plain; and, as soon as the

Knight had spied them, ‘Fortune,” cried he, ‘directs our affairs better than we ourselves could

have wished: look yonder, friend Sancho, there are at least thirty outrageous giants, whom |

intend to encounter; and, having deprived them of life, we will be begin to enrich ourselves
with their spoils: for they are lawful prize; and the extirpation of that cursed brood will be an
acceptable service to Heaven.” ‘“What giants?’ quoth Sancho Panca. ‘Those whom thou seest
yonder,” answered Don Quixote, ‘with their long-extended arms; some of that detested race
have arms of so immense a size, that sometimes they reach two leagues in length.” ‘Pray, look
better, sir,” quoth Sancho; ‘those things yonder are no giants, but windmills, and the arms you
fancy, are their sails, which being whirled about by the wind, make the mill go.” (Cervantes,

2000, p. 41-2)

Don Quixote can be presented as a funny and fool knight yet he is more than that
because Cervantes depicts him as an ideal or a noble fool who does his best to right the
wrongs unlike the others who have no faith in good deeds because of their vanity and
hypocrisy, and do nothing but tease Don Quixote. Therefore, no matter how much foolish or
mad Don Quixote looks, he is presented much more likeable than the other characters in the

novel.

The use of parody in Joseph Andrews resembles the one exposed in Don Quixote. The
sense of parody used in Joseph Andrews has made Fielding call his novel a “comic romance”
or “comic prose epic” ® on the title page of the novel’s 1% edition. In other words, characters
are portrayed as too much virtuous and/or vicious to be true and therefore, it is obvious that

they are caricaturized lacking any realistic or believable characteristics. By means of

3 “What he meant by these terms has been debated by scholars, but the reason he did not call his work a novel
was that the term had not yet come into popular usage. He knew, however, that this work was not like the serious
romances that had preceded it” (Steinberg, 2013, p. 153).
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caricaturization as a literary estrangement method, the reader does not end up with relating to

those too-extreme-to-be-true characters in the novel.

Satire, as the second literary element of intertextuality employed in Don Quixote, can
be introduced at this point of this study. Satire is a literary technique that is a mixture of a
biting humour and wit with an authorial intension of criticism and improvement addressed
towards all humanity. “The true satirist is conscious of the frailty of institutions of man's
devising and attempts through laughter not so much to tear them down as to inspire a
remodelling” (Thrall and his colleagues, 1960, p. 436). In addition to this, it can be claimed
that satire aims to function as an inherent constructive tool. To illustrate, Robert Harris (1990)
claims that “In his ‘Verses on the Death of Dr. Swift,” [...] Swift denies any malicious intent
in his works, and affirms his purpose was correction” (p. 1):

As with a moral View design'd

To cure the Vices of Mankind:

His vein, ironically grave,

Expos'd the Fool, and lash'd the Knave.

Yet, Malice never was his Aim;

He lash'd the Vice but spar'd the Name.

No Individual could resent,

Where Thousands equally were meant.

His Satyr points at no Defect,

But what all Mortals may correct; (Swift, 2009, p. 132-6)

It should be underlined here that Jonathan Swift, who is one of the most prolific
satirists in the English language and also a contemporary writer of Fielding, suggests that the
satirists should not aspire to fix the entire world. Yet ideally, of course, the satirist would be
fond of witnessing a revival of the practice of morality that society has long given up; but he
is at the same time aware that it is an exhausting and fruitless task and ambition to prevent all
human beings from a total failure and degeneration. Therefore, the only effective and hopeful
aim and task of the satirist could be that s/he could sound annoying and critical in the

extremist way possible in a literary work and hope to decelerate the decay of people.

Don Quixote discusses two sharply different perspectives of the world: idealism
(envisioning things in an ideal form) and realism (envisioning things as they actually are). The
work can be appreciated as a satire of idealism in an imperfect and often corrupt world.

Accordingly, on his heroic journey, Don Quixote meets people from every class and
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condition. Cervates, with his tongue in cheek attitude, satirizes the corrupted society.
Cervantes both satirizes and parodies the pretended adventures of knight-errant, prostitutes,
governors, inn-owners and dukes/duchess etc. by portraying such characters in his book.
Briefly, satire is created by the gap between the ideal and the real.

Cervantes’ purpose in Don Quixote, as mentioned before, is satirizing the
contemporary social evils and vices like affectation, hypocrisy and vanity in his society.
Likewise, Fielding also has the similar purposes in writing Joseph Andrews. Fielding in many
scenes exposes the hypocrisy and callousness of the so-called respected people. As in the plot
of Don Quixote, the reader can find the use of journeys of the hero and his friend(s) in Joseph
Andrews. Along with the journey of Joseph, the reader finds the opportunity to have a contact
with different strata of society: country squires, parsons, philosophers, lawyers, physicians,
beggars and highway men and so forth. In a loose plot structure, Fielding unveils the human
follies and foibles in a satiric manner. To illustrate, the stage-coach scene is quite a good one
to prove how people are corrupted. After Joseph is robbed by highway men and left naked,
the coach passes by and the passengers notice the poor Joseph:

...there was a man sitting upright, as naked as ever he was born ‘O J —sus!’ cried the lady; ‘a

naked man! Dear coachman, drive on and leave him.” Upon this the gentlemen got out of the

coach; and Joseph begged them to have mercy upon him: for that he had been robbed and
almost beaten to death. ‘Robbed!” cries an old gentleman: ‘let us make all the haste
imaginable, or we shall be robbed too.” A young man who belonged to the law answered, he
wished they had passed by without taking any notice; but that now they might be proved to
have been last in his company; if he should die they might be called to some account for his
murder. He, therefore, thought it advisable to save the poor creature’s life, for their own sakes,

if possible; at least if he died, to prevent the jury’s finding that they fled for it. (Fielding, 2001,

p. 26)

Fielding depicts the egoism and cruelty of the respected people or ‘high class people’
of the English countryside in the very first decades of the 18™ century. They feel they have to
help Joseph just because they are all afraid of some mischief that may happen to them.
Furthermore, no one in the coach wants to lend their coat to the naked boy. A poor postilion
gives his coat to him. The physician does not want to attend Joseph as he cannot pay the fee.
It is understood that people have lost their humane values and features. The rich even abhor
the poor and think that they “ought to have an Act to hang or transport half of them”
(Fielding, 2001, p. 200). Like Cervantes, Fielding conveys his satire in a humorous manner,

and therefore, | reckon, his novel transcends being a mere parody or a serious romance and
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sets a good example of the novel for the followers of this genre. When he satirizes a human
vice, he does not simply despise it, he makes his reader laugh and condemn it at the same
time, which prevents the text from ending up like a novel focusing on serious over-

moralization.

The picaresque novel, as the third intertextual element that is used in Cervantes’ novel,
(in Spanish it is picaresca, from picaro to refer to rascal) is one the most major subgenres of
narrative fiction that often employs satire and portray the various experiences of a rascal-like
and low-class protagonist who tries to survive in a corrupted society. This type of novel, as its
name indicates, originating in Spain in the 17" century, has flourished and passed in several
European literature traditions and since then, it has influenced modern literature. In the
tradition of picaresque novel, the adventurer is usually an inexperienced young boy or girl who
undergoes many mishaps and fortunes, and eventually becomes an adult with lots of
experiences. However, in Don Quixote the rascal of the picaresque novel is Don Quixote the
character himself. Although he is a grown-up gentleman, he can still be regarded as a picaro,
when his vivid imagination and immature deeds are considered; he resembles an inexperienced
young man. Furthermore, his humorous adventures are witnessed by the reader. In many of his
adventures, he looks at the same incidents with other characters, but sees it in a different way.
He sees everything not as they are, but as he sees them in his imagination: Windmills are
giants, shepherds are angry armies, prostitutes are damsels in distress, and cruel farmers are
either evil knights or enchanters and so on. Like a picaro, he always counts on his own wits to

decide.

The picaresque novel, furthermore, is episodic in structure and the reader witnesses the
episodic recounting of the adventures of Don Quixote, the parodied-hero on the road. The
picaresque novel is also frequently satirical, and against idealized and romantic fictional
forms. The adventures on Don Quixote’s journey do not include pastoral and romantic
descriptions of the scenery. On the contrary, Don Quixote always goes to the coarse inns and
taverns of La Mancha. What he has to live is a harsh and hostile world. Therefore, Don

Quixote takes refuge in a fantasy world which is pastoral and romantic.

Picaresque novels were very popular in England in the 18" century. The best writer in
this tradition was arguably Henry Fielding, who greatly admired Cervantes' Don Quixote and
wrote his novels in imitation of him, as mentioned. His Joseph Andrews starts as a parody of
Richardson's Pamela but then develops into a picaresque story and a satirical novel. In the

narration of Joseph Andrews, after he is discharged from his job by Mrs. Booby, the on-the-
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road type of story begins. From that point on, the plot line of Joseph Andrews resembles more
the one in Don Quixote in terms of a picaresque novel. Joseph and his quixotic friend-tutor
Parson Adams set out from London to visit Joseph’s lover, Fanny and to sell Parson’s
sermons. The elements of picaresque novel are more apparent that those in Don Quixote.
Resembling Don Quixote in terms of being a picaro, Joseph Andrews is presented as the
picaro of Fielding’s novel. Considering Joseph’s being a protagonist coming from a low rank
of the society (at least until the big revelation about his identity), an outsider in his society,
and going through a series of bad incidents on the road, Joseph looks a better picaro than Don
Quixote in terms of presenting a closer semblance to the depiction of a typical picaro. Also,
when the endings of both novels are considered, it is Joseph, not Don Quixote, as a
representation of a standard picaro who is rewarded with a betterment in his social status after
his true identity is revealed. At the end of the novel, the reader learns that Joseph is the long-
missing son of Mr. Wilson. Because throughout the novel Joseph never gives up on his
principles of kindness, loyalty, honesty and virtue, he is eventually rewarded not only with an
upward social mobility but also a happy marriage with his beloved Fanny. So, in the novel
Fielding clearly delivers his message by underlining that true goodness should be rewarded
after all in a society which lacks moral codes and values like goodness, integrity, earnestness

and benevolence.

Other than such above-mentioned literary tools as parody, satire and picaresque novel
that can perfectly enable us to explore the idea of intertextuality between Don Quixote and
Joseph Andrews, we can maintain that Fielding gets the inspiration of several ideas employed
in his novel from Cervantes, as a matter of fact, “he was designated as ‘the English Cervantes’
by one of his contemporaries, Walter Scott” (Dudden, 1952, p. 337). To illustrate, like
Cervantes, Fielding divided his novel into episodes/chapters and books. Moreover, like
Cervantes, Fielding included some other digressive stories into the main plot line, and
depicted the mock-epic scenes of the violent fights between characters. He, furthermore,
adopted an on-the-road structure, which is evident in Don Quixote. Fielding, as mentioned
above, called his novel a comic prose epic which is another implication of intertextual
reference. From this respect, this reminds one of the great epics of Homer, The Odyssey. Like
Odysseus, Joseph encounters difficulties on his journey to his homeland. They travel on
horseback, on carriages and they sometimes just walk. When they are tired they stop to rest in

an inn. The narrator depicts it as follows:
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Our travellers had walked about two miles from that inn, which they had more reason to have
mistaken for a castle than Don Quixote ever had any of those in which he sojourned, seeing
that had met with such difficulty in escaping out of its walls, when they came to a parish, and
beheld a sign of invitation hanging out. (Fielding, 2001, p. 115)

It is a novel of the road or an adventure novel in the manner of Don Quixote and this

very reference is explicitly revealed in the quotation above.

And yet, the most notable intertextual reference to Don Quixote is the use of a
Quixotic character, Parson Adams, in Fielding’s novel and this issue requires a very particular
treatment and assessment in this part of the study. In Peter Motteux’s (1706) preface to the
translation of Don Quixote, he writes that “[e]veryman has something of Don Quixote in his
humour, some darling Dulcinea of his thoughts, that sets him very often upon mad
adventures” (p. 5). In a similar vein, Fielding portrays the character of Don Quixote,
undergoing a metamorphosis and reappearing in Parson Adams in his novel. As Homer
Goldberg (1969) asserts “[a] character [Don Quixote] set off from the other inhabitants of his
fictional world by a persistent tendency to misconstrue that world in a certain way, yet
exhibiting, for all his errors and oddity, moral and intellectual qualities that earn the reader’s
affection and admiration” (p. 74). Some scholars, like Ziolkowski (1958), even asked how a
“mad buffoon” (p. 33) as Don Quixote could turn into a religious man as Parson Adams in
Fielding’s novel. For Fielding, Don Quixote was not the ridiculous fool or enthusiast, rather
he seemed an admirable yet amusing embodiment of good nature who epitomized the most
essential Christian virtues, including innocence, simplicity, compassion, benevolence and
charity. Therefore, Fielding was putatively the first English novelist to transform Don Quixote

into a noble figure.

Henry Fielding’s sister Sarah Fielding, furthermore, justifies the reasons of her brother

concerning Don Quixote and Abraham Adams:

That strong and beautiful representation of human nature, exhibited in Don Quixote’s madness
in one point, and extraordinary good sense in every other, is indeed very much thrown away
on such reader as consider him only as the object of their mirth. Nor less understood is the
character of Parson Adams in Joseph Andrews by those persons, who, fixing their thought on
the hounds trailing bacon in his pocket (with some oddnesses in his behaviour, and
peculiarities in his dress) think proper to overlook the noble simplicity of his mind, with other

innumerable beauties in his character. (S. Fielding, 1754, p. 368-9)

With “the noble simplicity of his mind,” Parson Adams, like Don Quixote, sometimes

becomes a target of jokes for some characters in the novel; however, he is an idealistic and
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noble fool who preaches to/encourages the reader to think and do good deeds. Despite being
not perfect, like Don Quixote, Parson Adams is a simple and naive human being and because
of these features, he highlights others’ corruption more. By the time Fielding wrote Joseph
Andrews, he had equated good nature in humans with quixotism, and regarded Don Quixote
as a spokesman for virtue, a foil to hypocrisy, and an embodiment of the good-natured man
(Ziolkowski, 1958, p. 37). After all, Fielding’s Joseph Andrews is so eager to compare
corruption and hypocrisy with good deeds and innocence, and Parson Adams as the quixotic
character in it functions as a perfect tool to convey this contrast between the good and evil.

Conclusion

As a consequence, in this study, a conventional intertextual approach has been applied
to Cervantes’ Don Quixote and Fielding’s Joseph Andrews with a comparative consideration
of their use of such literary forms and techniques as parody, satire, caricaturization, and the
picaresque. What is also emphasized here is that there is an intertextual relationship not only
between these two novels but also between many other works like chivalric romances, Bible,
Homer’s The Odyssey, Richardson’s Pamela which have been used as literary tools to
foreground the intertextual approach. Cervantes’ novel becomes an intertext for Fielding’s
novel in terms of employing the on-the-road plot structure and in the manner of a picaresque
novel whose picaro comes across a variety of people in society and reveals the human nature
with all its vices and virtues. All in all, in spite of belonging to different periods and cultures,
it can be asserted that an intertextual approach to Joseph Andrews and Don Quixote serves
writers to bind their work with the history of literary tradition and allows the reader to notice
the connections between texts and understand the text better. The exploration of an
intertextual relationship between Don Quixote and Joseph Andrews in this study thus offers
new and fresh insights into the novels’ status in the systems of intercultural, intertemporal and

interspatial interaction.
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FREUD’UN RUYA TASAVVURU KAPSAMINDA PEYAMI SAFA’NIN
MATMAZEL NORALIYA’NIN KOLTUGU ROMANINDAN
MISALLER iLE METAFORUN GECiCi iKAME TEORISi

Mehmet Akif DUMAN?
Oz
Gegici ikame teorisi (Substitution Theorie) kapsaminda Freud’un riiya tahlilinde
kullandig1 dort asamanin izah edilmesi ile tahkiyeli metinlerin analizi i¢in oldukca
islevsel bir sistemin temelleri atilmig olacaktir. Yani dilin bir riiya isi olmasi, metnin
bir riiya gibi analiz edilmesini mesru kilacak ve ortaya ¢ikan dort katman arasinda
miiellifin ve okurun tavirlar1 (olmasi gerektigi ve oldugu sekilleri de muhtevi olarak)
daha net goriilebilecektir. Bu minvalde tetkiki daha miisahhas kilmak amaci ile

Peyami Safa’nin “Matmazel Noralya’nin Koltugu” isimli romani se¢ilmistir. Miellifin

gerekse pragmatik katmanin esigindeki ve gerekse de pragmatik katmandaki

kullanimlart maksadi izah etmek icin bize oldukg¢a kapsamli bir alan vermektedir.

Anahtar Sozciikler: gegici ikdme teorisi, Sigmund Freud, Peyami Safa,

Matmazel Noralya’nin Koltugu, metafor

THE SUBSTITUTION THEORY OF METAPHOR WITH EXAMPLES FROM
THE NOVEL “MADEMOISELLE NORALIYA’S ARMCHAIR” IN THE
CONTEXT OF THE “INTERPRETATION OF DREAMS” BY FREUD

Abstract

The explanation of the four phases of Freud in the context of the substitution theory
would lay the foundations for a very functional system of analysis of the narrative
texts. The language is legitimized as a dream work and the text is analysed as a dream,
and the author's and reader's attitudes between the resulting four levels can be better
understood. With this in mind, we have selected the novel "Mademoiselle Noraliya’s
Armchair" by Peyami Safa in order to substantiate the analysis. The use of the author
on the fringes of the pragmatic level and on the pragmatic level provides us with a

very wide range to explain the purpose.

Keywords: substitution theory, Sigmund Freud, Peyami Safa, Mademoiselle
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Giris

Teorinin ismi meselesi ile baslamak tahlilin istikametini belirlemek adma bir
gerekliliktir. Substitution’u “yer degistirme, ikdme ve vekalet” kelimeleri etrafinda Tiirkge’ye
cevirmek miimkiindiir. Lalettayin bir ceviri ile teoriyi adlandirmak yerine segilen Tiirkce
karsiligin hem teorinin igerigini izah etmesi hem de temsil kabiliyetine haiz olmas1 gerekliligi
bizi bazi izahata mecbur birakir. Mesela Substitutionstherapie’de harici beslenme maddeleri
ile normalde organlarin iiretebilecegi ama cesitli sebepler ile yeterince iiretilemeyen miktar
yerine konur. Buna seker hastalifindaki insiilin tedavisini misal verebiliriz. Veya
hipotiroidizmde verilen levotiroksin ya da anemideki kan nakli. Burada dikkat edilmesi
gereken sudur; harici unsur ile viicuttaki unsur yer mi degistirmektedir; yoksa harici unsur
kalict midir? Oncelikle substitution’daki maddenin viicuda ait olmadigmi ama viicuda dahil
edilmesi halinde uyum sagladigini unutmamak gerekir. O halde temel mesele bu maddenin
kaliciligi hususunda olacaktir. Eger bu nakil kaliciliga sahip olsa idi yeniden yapilmasina
yahut tekrarlanmasina gerek olmazdi. Bir diger mesele de viicuda alinan bu madde yerine
viicuttan bir sey verilip verilmedigidir. Miizikte substitution “akortlar1 bagkasi ile
degistirmek” manasinda kullanilir. Substitute ise (Substitutionsgiiter) ayni yahut benzer
ithtiyaclar1 karsilamalarindan dolay: tiiketiciler tarafindan es deger kabul edilen mallardir
(Pindyck ve Rubinfeld, 2009, 54). Boylesi bir durum iki maldan birinde meydana gelen fiyat
artist yahut az bulunmak sebebi ile meydana gelir. Bunun en bariz misali margarin ve
tereyagidir. Yani margarinin zorunluluk halinde tereyaginin yerini almasi substitute’dir.
Kiiltiirel anlamda ise bir kiiltiirel 6genin digeri ile degistirilmesi anlasilir. Biyoloji ve kimyada
ise daha ziyade “degistirme” manasinda kullanilir. ikAmenin “yerine koyma, yerine kullanma”
manasina geldigi diisliniiliirse yer degistirmeden daha makul bir karsilik gibi gériinmektedir,
fakat ikdmenin olas1 kalicilik cagrisimi da “gecici” sifati ile tadil edilmelidir. Dolayisi ile en
izah edici adlandirma “gecici ikdme teorisi”dir.

Gegici iIkime Teorisi’nin Temel Isleyisi

Donald Davidson What Metaphors Mean isimli makalesine metafor i¢in yorumlanma
adina onemli bir detay1 isaret ederek baslar. Metaforun dilin diis iiriinii oldugu malumdur;
Davidson’a gore metafor, diger tiim rliya {riinleri gibi, yaraticisinin oldugu kadar
terctimaninin da yorumunu yansitir (Davidson, 1984, 245). Romandan (Safa 1995) bir misal
ile bu hususu izah etmek miinkiindiir. Ferit bitisik odadan gelen sesin mengeini idrake

caligmaktadir: “Bir ses ki, su tahta bolme gibi 6niine ¢ikan her maddeyi bir tiil kadar inceltip
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delik desik ederken actig1 ince bosluklardan igeriye, cevheri 6rselenmeden, elenmis bir halde
giriyor” (s. 8).

Bu tasvirdeki delalet (signifikation) diizenine ve sembol-simge ayrimina (Duman
2018c), lokasyonel diizene (Duman 2018d) veya seleksiyon-kombinasyon (Duman 2019)
gidisatina kabaca bakildigi taktirde fark edilecek ilk husus zihinde canlanacak tek tip bir
terkibin hasil edilemedigi olacaktir. Yani “Okur A” ile “Okur B” arasinda maddenin ses
vesilesi ile bir tiil kadar inceltilmesi, sesin maddeyi tiil gibi delik desik etmesi ve sesin bu
bosluklardan cevheri Orselenmis halde girmesini idrak sirasinda bariz farklar hasil olacaktir.
Burada miisebbeh (ses) ile miisebbehiin bih (cisim) arasindaki siiregte vech-i sebehleri
verilmesine ve kendisine benzetilenin somutlastirilmasina ragmen soyut kalmasi bir diger
tetikleyicidir yorum farki i¢in. Asagidaki misalde tarafeyn arasindaki rabita daha acik bicimde
gozlenmektedir:

“Bir ses ki, bir ses ki, feldketli bir omriin biitiin zehirlerini, onlarin birikmesinde giinahi

olmayanlarin da i¢ine doldurabilmek icin, en kiiciik bir sikayet sebebini biiylik bir bosalma

firsat1 gibi yakalar, tizlesir ve kezzap gibi keskinleserek yalniz sahibini degil, biitlin insanlar1
tehdit eden mechullere kars1 imkansizligin ¢1glig1 imis gibi i¢imizdeki timit koklerini haslar ve

hepimizin miisterek haykirigimiz olmak istidadin1 kazanir” (Safa, 1995, 8).

Buradaki “kezzap” miisebbehiin bihi somuttur, neticeleri kestirilebilir. Zira “limit
koklerini haglamas1” ciddi anlamda yorum farkina sebep olacakken idrak siirecinde bir
tikanma yasanmaz. Bu da miisebbehiin bihin “sembolik™ ve “simgesel” degerleri arasindaki
gecisin 1yl ayarlanmasi ile alakalhidir. Yani “kezzap”in bilinen sembolik kiymeti ile metindeki
kullanim farkli degil ise, yani kezzap denilince akla gelen “yakict bir asit, nitrik asit” tanimi1

ile buradaki kullanim 6rtiistiyor ise (ki Ortiisiiyor) o vakit yorum farki azalir.

Hiilasaten yazarin ne anlattig1 kadar okurun ne anladigi da 6nemlidir. Hatta pratikte
okurun idrak siireci yazarn kastina galebe dahi calabilir. Metaforun ortaya konmasi ile
“yorum” siireci (bitmesi zaten miimkiin degil) sinirlanmis olmaz; bilakis her bir yorumcu ve
bakis acis1 i¢in ele alinis1 ve degerlendirilmesi bagka baska ilavelere yahut eksiltilmelere tabi
olur.

“Vafi Bey, esikte iki adim geride, ayakta, elinde bir kitap, basinda bir takke, gdzliigiiniin

iistiinden, ona gozlerini bir ¢iftenin namlusu gibi dikmig, tehlikeli bir dikkatle bakiyordu”

(Safa, 1995, 38).

“Birdenbire dudaklari iizerinde kizgm dudaklar yayildi. Ince, uzun, bir yilan yavrusu gibi

kivrak ve soguk bir dil” (Safa, 1995, 138).
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Ik misaldeki klise yaninda ikincideki nisbi orijinallik aradaki farki daha net
gormemizi saglar. Yani gercek manada gozlerin c¢ifte namlusu gibi dikilmesi tahayyiil
bakimindan zor olsa da kullanim siklig1 bir kaniksamay1 da beraberinde getirdigi icin idrak
stireci aksamaz. Oysa ikinci misalde dil (miisebbeh) ile bir yilan yavrusu (miisebbehiin bih)
arasindaki ilgi orijinaldir ve idrak edilmesi i¢in kisa siireli de olsa metnin disina ¢ikilmasi
gerekir. Son derece siiratle gergeklesen bu seleksiyon siirecinde “ince, uzun, bir yilan yavrusu
gibi kivrak ve soguk bir dil” ifadesi dil ve yilan isaretleri ile birlesir ve metnin idrak stireci
devam eder. Iste okuru bdylece sembol-simge siirecinde tasavvur imkanlarmni zorlamaya yiten
kullanimlar daha muteberdir.

Riiya Isi

Bilhassa miicerret seylerin izahinda metaforik ifadelerin kullanim zorunlulugu goz
oniline alinirsa diis isi/ riiya tiriinii ifadesinin izah1 da daha saglam bir mecra bulacaktir.
Olmas1 kosul edinilen sey yahut neyin bu kapsamda (bu adlandirma ile) karsilanacagi
meselesi bu yorum siirecinin temelini olusturur. Aslinda Davidson’un arastirma iirlinleri yahut
fikirleri ziyadesi ile kavranmis ve izahina ¢alisilmis olsa da (Cavell, 1986, 495-507) yoruma
muhta¢ kisimlart yok degildir. Burada Davidson, Freud’un “riiyalarin yorumlanmasi”
[Traumdeutung] tstiine diistiniir. Tabi esas soru(n) bunun gegici ikdme teorisi ile olan

rabitasidir.

Bir metaforik ifadenin vekil addedilmesini tahayyiil edelim. Daha dogrusu metaforik
ifadenin bir diger ifade i¢in “temsilci” rolii listlenmesini. Yani “yilan”in “dil”in yerine
kullanim1 esas alinirsa, dili temsil etmesi yahut dilin yerine kullanilmasi mevzubahis olur. Bu
durumda teorinin “kalict olmayan ikdme” kismi biiylik oranda kavranmis olacaktir. Yani
“yilan” her zaman “dil” yerine kullanilmaz, bu ifade edis baglam icinde, olusturulan
atmosfere uygun olarak kesinlikle “gegici”dir. Bu geg¢icilik ne kadar az olur ve klise tavri
artarsa metaforik deger o oranda diiser: “[...] fakat Zehra’da gozler, kulagimizin duymadigi
ve idrakimizin vasitasiz anladig1 sozler sdyleyen hareketsiz ve sessiz birer kiicik agizdi”
(Safa, 1995, 164). Cevabi aranmasi gereken soru gayet basittir: Gozleri agza tesbih alisilmis
midir? Yani kalict midir? Yukaridaki climleyi okuyunca hi¢ garipsemeden, edebi yahut genel
anlamda estetik bir lezzet almadan, vasitasiz bir sekilde idrak edebiliyor muyuz? Siiphesiz
gozleri (miisebbeh) agza (miisebbehiin bih) tesbih etmek kalic1 degildir, tamamiyla gegicidir.
Hatta su halde Peyami Safa’ya ait olmak vasfin1 dahi gosterebilir. Idrake gelince, gozlerin bu

derece anlamli olmas1 (ki Zehra konusamamaktadir) “kulagimizin duymadigi ve idrakimizin
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vasitasiz anladigi sozler sOyleyen hareketsiz ve sessiz” sifatt ile gayet giizel

tamamlanmaktadir.

“Biri digeri yerine kullanildiginda ayni anlami ifade eden” bigiminde kelimesel
karsiligin1 saglama alabilecegimiz ifadeler aslinda ylizeysel olarak boyledir. “Metaforik ifade
esdeger ifade kullanir” da denebilir (Black, 1983, 61). Yani Matmazel Noraliya’nin Koltugu
miiddetince “gdz- ag1z” esdegerligi mevcuttur. Bu durumda miisebbeh ile miisebbehiin bih
arasindaki rabitanin ongoriilmesi gerekir ki bizim karsi ¢iktigimiz sey tam da budur. Birine
“Okiiz” dendiginde ne kastedildigi malum ise, yani maksat sirf “6kiiz gibi” terkibinde dahi
asikar ise metaforik kiymetin artirtlmasi ancak ¢ok orijinal bir baglam i¢inde miimkiin olur:
“Bir 6kiiz benden fazla sagduyu sahibidir. Okiiz, ne giizel hayvan! Ne makul hayvan! Uyku
saatleri hi¢ sasmaz. Asik olmaz. Olursa hedefine gider, sapmaz, sapitmaz. Okiiz veya esek,
hepsi 0yle” (Safa, 1995, 138). Boylesi bir mukayese dahi bu kliseyi tahrife muktedir degildir.

Sadece B ve C Tipi? metaforlar i¢in gegerli olan bu dngoriilebilirlik; kliseligi, sabitligi
ve anlamsal garantiyi beraberinde getirir. Oysa A Tipi metaforlar i¢in gereken pragmatik
katmanin tesisi ancak seleksiyonel diisiinme ile yani sembolik idrakin simgesele kaymasi ile
miimkiindiir. Bu da ideal olan “bilmecevari” tavr ustalikla kurgulamay1 gerektirir. Su héalde
metaforu bu kadar basit bicimde izah etmek metaforun performansini yahut giiciinii naif bir
bigimde kiiglimsemek, durumu yanlis degerlendirmek gibidir (Rolf, 2005, 93). Bu sekilde
metaforun yorumlanabilirlik kabiliyetine ket vurulmus olunur. Ancak bu sekilde anlasilacak
bir gecici ikdme teorisinin, zikri gegen isimlerin kapsam igindeki tavrini yansitmasi miimkiin

goriinmemektedir.

2 Metafor Tiirleri: Tip-A: Masif Metaforlar/ Massive Metaphern: Poetik kiymetleri yiiksektir. Okur yahut
muhatap bunlardan edebi, estetik bir tat alir. Cabucak kavranmazlar. Kisa bir sekilde akla gelecek yakin
anlamlilar1 yahut kolayca yerine konabilecek es degerlileri yoktur. Metaforik arka plan hazir degildir;
verilmemistir. Bunlar basit “mecaz”lar degildir; deyimsel degildirler, banal degildirler, klise degildirler.
Semantik bir deger tasirlar. Az ya da ¢ok miibalaga ve benzerlik (tesbih) tasirlar. Banallik yahut siradanlik
smirina taginmalar1 zaman ile alakalidir; kullanila kullanila bigim, form ve tip degistirmeleri normaldir. Esas ve
ideal form budur. Bunlara “saf metafor” veya “aktif” metafor da denebilir. Tip-B: Zayif Metaforlar/ Schwache
Metaphern: Siirsel kiymetleri diistiktiir. Okur yahut muhatap ya az miktarda edebi tat alir; yahut hi¢ almaz.
Cabucak kavranirlar, yerlerine konacak kelime yahut ifadeler mevcuttur, ki bunlar1 tasavvur uzun silirmez.
Bunlar basit mecazlardir, deyimsel olabilirler. Banal, siradan, bayagi ve klise olma egilimindedirler. Miibalaga
tesiri pek hissedilmez. Bunlara “sdézde metafor”, “sahte metafor” ve “uykudaki metaforlar” denebilir. Tip-C:
Klise veya Olii Metaforlar/ Klischeehafte Oder Tote Metaphern: Higbir poetik deger tasimazlar. Okur yahut
muhatap hicbir sekilde metaforik tesiri hissetmez. Cok sik kullanilirlar, herkes tarafindan bilinirler; dyle ki
kiiciik cocuklar tarafindan bile kullanilabilirler. Deyimseldirler, kaliplasmis ifadelerdir ¢ogu. Bu tipteki bir
metaforu belirlemenin en kestirme yolu (deyim kalib1 disinda) kelimenin kontext’ten bagimsiz olarak da atifta
bulunabilmesidir. Yani “aslan metaforu” dendiginde “aslan” kelimesi bir ciimle iginde kullanilmasina gerek
olmadan zaten pesinen ve hi¢bir hayal giicii, idrak, tasavvur kabiliyeti gerektirmeden “cesaret”i ifade ediyorsa o
vakit kelime bu gruba girer. Bunlar banal, basit, siradan, bayag1 ve klisedirler. Miibalaga tesiri hissedilmez
Bunlara “6lii metafor”, “donmus metafor”, “klise metafor” veya “soyu tilkenmis metaforlar” da denir (Duman,
20184, 5.623-4).
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Soruyu bir misal ile netlestirmekte fayda vardir, zira nerede ise tiim tartigma bu soru
etrafinda konuglanmaktadir. “Ferit, asilmis bir adam gibi kendini boslukta hissediyor ve
ayaklarimi salliyordu” (Safa, 1995, 139). Acaba “Ferit” (miisebbeh) ve “asilmis adam”
(miisebbehiin bih) arasindaki rabita iki taraftan birinin anlamsal biitiinliiglinii garanti altina
almakta midir? Yani “asilmis adam gibi kendini boslukta hissetmek™ ne kadar Ferit ve Ferit
gibileri temsil kabiliyetine sahiptir? Yer degistirmenin kalicilif1 esasli bu soru bizi dolayl
olarak “klise- orijinal” arasindaki genis alanda bazi muhkem binalarin imarina da mecbur
eder. Su halde klise ifadeler yer degistirme esnasinda “gecicilik” tavrini ihlal ettikleri i¢in
metaforik degerleri ya hi¢ yoktur ya da ¢ok disiiktiir. Diger misaller:

1. “Eskisi gibi kagma refleksleri kuvvetli degildi. Dervisce bir teslimiyet vardi halinde”
(Safa, 1995, 204).

2. “Evliya gibi bir kadindi, diye tekrarliyor Fotika” (Safa, 1995, 251).

3. “Artik yalmizim, yalniz, yalmz... Ucu bucagi goriinmeyen okyanuslarin karanlik
dalgalar1 iizerinde avare yiizen bir ¢6p gibi yalniz...” (Safa, 1995, 259)

4. “QOyle giinlerim olur ki dakikalar kursun gibi agirlasip gecmek bilmez” (Safa, 1995,
260).

Ucgiincii misal ile digerleri arasindaki farkin hemen dikkat ¢ekiyor olmas1 gerekir. Zira
“dervis”, “evliya” ve “kursun” miisebbehiin bihlerinin vech-i sebehleri metinden bagimsiz
olarak da tasavvur edilebilir. Yani “evliya gibi”, “dervis gibi” ve “kursun gibi” demek ile ne
kastedildigi asikardir. Fakat ti¢lincii misalde Matmazel Noraliya’nin kendini “¢cop”e tesbihi
oldukca kuvvetli bir gecicilik tavrina sahiptir. Zira “¢op gibi” denildiginde yahut birini ¢ope
tesbih ettigimizde akla gelen mana ile (ki bu evvela temizlik bakimindan olacaktir) metindeki
kullanim tam ortlismemektedir. Buradaki “degersizlik namzeti nesne” ucu bucagi goriinme-

yen okyanuslarin karanlik dalgalari lizerinde avéare bir sekilde yiizmektedir.
Quintilian: “Cum in rebus animalibus aliud pro alio ponitur”

Black’in kastettigi metafor hakkinda bir sey sdyleyen yazarlar substitution teorisine
vakif olanlardir. Ayrica ayni nitelige haiz edebiyat bilimciler ve retorik kitab1 yazicilar1 da
kastedilir (Black, 1983, 61). Black “retorik kitabi yazar1” demekle Quintilian’1 kastetmis
olabilir mi? Bu ihtimal dahilindedir. Zira Quintilian’in “cum in rebus animalibus aliud pro
alio ponitur” (VIII, 6, 9) ifadesi ziyadesi ile dikkat ¢ekicidir. Yani bir ifadenin canlilig1 i¢in
bagka bir ifadenin canlilifindan faydalanmak metafor i¢in “vuku bulan” bir 6n tavirdir. Dilin

kivrak ve kaygan oldugunu ifade i¢in onu “yilan”a tesbih etmek gibi.
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“Mister Joe kilig gibi kesen ve sakirdayan mantigryla ilmin askerlesmis tipiydi” (Safa,
1995, 142). Mantigin (miisebbeh) kilica (miisebbehiin bih) tesbihinde bu canlandirma bariz
bir sekilde miisahade edilebilir. Mantik nedir, neye benzer? Bu sualerin miisahhas bir
cevabmin verilmesine imkan yoktur, oysa mantig1 keskinlik bakimindan kilica tesbih ile

tanimin somut bir hal almasi saglanmistir.

Sadece Quintilian degil Roman Jakobson ve Fransiz psikoanalitik¢i Jacques Lacan da
bu teorinin temsilcisi addedilebilir (Rolf, 2005, 94). Ancak her tasnifte oldugu gibi kesin
sinirlarin ¢izilmesi bu durumda yahut ayrimda da mimkiin degildir. Aslinda ilk defa
Lacan’dan sonra bu teoriden tam olarak ne idrak edilmesi gerektigi net olarak anlagilir.
Dolayis1 ile Lacan’in metafor teorisi i¢in ciddi anlamda detayli bir izah kag¢inilmaz
goriinmektedir. Bilhassa Lacan’in metafor i¢in ortaya koydugu formiillerin degerlendirilmesi
gerekmektedir (Duman, 2018b, 38-52). Bu da bizi yine “riiya triinii/ diis isi” hususunu daha
tafsilatli izaha mecbur eder. “Riiya tiriinii” dort cihete sahiptir. Bu Quintilian’n “dort degisim
kategorisi”ne (Jaffe, 1990, 368) tekabiil eder. Ayrica Chomsky tarafindan ortaya konan dort
farklh “elementsel doniisiim” (Elementartransformationen) de buna karsilik gelir. Bu metafor

teorisi i¢in boliimlemede Jakobson ve Lacan’in goriisleri belirleyicidir.
Die Traumdeutung

Mazmun esash olarak da izah edilebilecek (Duman, 2018a, 479-94) riiya isindeki
“ritya” Freud’un ana tezidir. Ayn1 zamanda Die Traumdeutung (Riiyalarin Yorumu) adli
eserinin tigiincii boliimii riiyalarin azrularin gergeklestirilmesindeki roliine ayrilmistir. Tatmini
“riiya”da gerceklesen arzu yani riiyada tatmini tasavvur olunan arzu aslinda prensip olarak
problemli bir tiire isaret eder. Bu halde arzu “bastirilmis”, “zorla geri ¢ekilmis” durumdadir ki

arzunun riiyada tatmin edilecek olmasi taninmayacak kadar ortiilii oldugu anlamina gelir

(Freud, 1900, 110).

Riiya sahibinin riiyasinda elde ettigi garip, tuhaf, ¢ogu zaman sagma ve genellikle
anlamsiz izlenimler Freud tarafindan “Traumentstellung” adlandirmasi ile izah edilir. Yani
riiyanin baska bir hale gelmesi, tahrifi ilgili kitabin dordiincii (IV.) bolimiidiir. Freud bu
baglamda sansiir fenomeninden de bahseder. Sansiir fenomeni ve “riiyanin tahrifi” miistakil
uygulamalari itibariyla ele alindiginda ayni sartlarin her ikisi i¢in de 6n kosul edinilmesine
miisade olunur. Freud’a gore biz, bireyler tarafindan kabul edilen iki psisik giiciin
(Stromungen, Systeme) riiya tasavvurundaki yazariyizdir. Bu akimlardan yahut sistemlerden

biri riiya aracilii ile dile getirilen arzuyu kurgular. Digeri bu esnada tasavvuru istenilen
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arzunun uygulamas: ile istigal eder. Yani ifadenin tahrifi sansiir vasitasi ile zorlanmaktadir

(Freud, 1900, 99).

Bu anlamda edebi metnin etrafinda dondiigii duygu olarak Klasik Siir’deki asik-
sevgili rabitasini da bir tiir “ulasilamayan arzu” ¢erevesinde degerlendirmek riiya kurgusunun
en basindan beri isler ve islevsel oldugunu da gosterecektir. Arzu’nun siradan istek yerine
kullanim1 siklikla goriiliir. En azindan bir garsonun miisterisine “Bagska bir arzunuz?” demesi
garipsenmez. Mesela: “Bu gece istihareye yatip dlem-i manada reis-i taifeye miilaki olmak
arzusundayim” (Safa, 1995, 102), “Ferit’in i¢inden, sureti mutlakaci olmayan bu adami
kucaklamak arzusu ge¢cmisti” (Safa, 1995, 155) ciimlelerindeki arzu ayni sekilde giindelik

kullanima adapte edilmistir.

Arzu’nun cinsel istek manasinda kullanimi da yekin tutar: “Kadinin gozlerinde arzu
bayginligina ihtimal verdiren bir siiziiliisten sonra deminki saskinlik ve tirkeklik peyda oldu.
Kendi kendisiyle konusur gibi sdyleniyordu” (Safa, 1995, 45), “Bu acayip nidanin ve
bedduanin sebebi, Fatma’nin heyecan aninda iki elini birden sallarken, gdgsiiniin iistiindeki
yorganin diismesiydi. Merdivende baslayan ve hayretle korkunun baskist altinda kalan arzu,
deminden beri, Ferit’in i¢inde, suurun esigini asindiriyor, artik ona kendini haber vermek i¢in

firsat kolluyordu” (Safa, 1995, 46-7).

Fakat “rliya” dokusu ile uyusan ise asla ulagilamayan yahut en azindan biricik olan
istek formudur: “Artik bir tek arzusu o kalmisti, bu mezara gémiilmek™ (Safa, 1995, 252),
“Biitlin omriinde hicbir istedigi olmadi bu kadinin. Son, son, bir tek arzusu, kendi eliyle

hazirladig1 mezara gomiilmekti” (Safa, 1995, 254).

Arzunun ne kadar belirleyici, yonlendirici bir duygu oldugu da zikredilir eserde:

“Artik higbir sey arzu etmiyorum ki keder duyayim” (Safa, 1995, 256).

Dolayist ile (bilhassa ask duygusu ¢ergevesinde) arzu ve ona ulagsmak i¢in yapilanlar
gerekli catismay1 da muhtevidir. Peki bu baglamda riiyanin tahrifi/ bozulmasi tam olarak ne
anlama gelir? Rilya bastirilmis, zorla sindirilmis arzunun ortiilii bicimde gergeklesmesidir

(Freud, 1900, 111). Yani riiya aslinda bir ¢esit ger¢eklik kurgular.

Eger bir riiya hatirlanabilir durumda yani bize goriindiigii hali ile mevcut ise
manifesten Trauminhalt yani sarih bir icerik mevcuttur. Bu onu latenten Trauminhalttan yani
“gizli riiya icerigi’nden farkl kilar (Freud, 1900, 94). Bu ayrica riiyanin altinda yatan “riiya
diisiincesini” yahut diisiinceyi de isaret eder. Rilyanin yorumlanmasi evvela “sarih riiya

~ 199

icerigi” ile kars1 karsiya durur. Amag “gizli riiya igerigi’nin teshisi yahut identifikasyonudur.
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Ki bu asamada riiyanin altinda yatan diisiincenin anlagilmasidir aslinda esas mesele. Bu
asamada “riliya isi” ile neden bahsolundugu sorusu da devreye girer. “Traumarbeit” kitabin
altinc1 boliimiidiir. Riiya tasavvuru igindeki “ne” degiserek sarih riiya i¢inde konuslanir. Bu
kismin maksadini biraz daha acginca Freud’a gore “riiyadaki diisiince” ve “riiyanin igerigi nin
iki farkli dilde ayn igerige sahip iki tasavvur gibi oldugu goriilecektir. Daha agik bir tabirle
rilyanin igerigi bize riiyadaki diigsiincenin baska bir ifade vasitasi ile aktarilmasidir. Bu islem
icin gereken kurallari, toplama islemlerini, orijinal ve c¢evirinin mukayesesi vasitasi ile
ogrenmeliyiz (Freud, 1900, 190).

Freud “riiya isi” i¢in dort an belirler:

1. Sikistirma/ yogunlastirma isi (Verdichtungsarbeit)

2. Yer degistirme isi (Verschiebungsarbeit)

3. Tasavvur olunabilirligin degerlendirilmesi/ dikkate alinmasi (Riicksicht auf

Darstellbarbeit)
4. Ikincil islemler (sekundire Bearbeitung) (Duman, 2018a, 549-551).
Sikistirma

Riiyanin diisiinsel yonii ile i¢erigini mukayese eden kisi ilk etapta fark edecektir ki
(yani acikca idrak edilecegi lizre) burada miikemmel bir sikistirma isi yapilmistir. Riiya
diistincelerin kapsami1 ve zenginligi ile mukayese edildiginde daha 6zli, fakir ve kittir. Riiya
goriildiigii hali ile bir yarim sayfay1 ancak doldurabilecekken analizi (riiyanin fikirsel yoniiniin
tahlili) alt1, sekiz, on iki kat fazla bir alana ihtiya¢ duyar (Freud, 1900, 191). Mazmunlar i¢in
de ayni sikistirma eylemi mevzubahistir, her bir mazmun arka planinda sayfalarca izahati
barindirir. Bagka bir deyisle riiya iceriginin her bir dgesi bir¢cok defa riiya diisiincesinde
oldugu gibi bir iist deterministlikle (Uberdeterminierung/ overdetermined) kanitlanir (Freud,
1900, 195). Ancak “iistdeterminizm” ters istikamet icin de verilir. Bu bakimdan metaforik
kullanim ile riiyadaki sikistirma isi birebir ortiisiir.

Bir kerecik dpiilmekten aglayan kizlarin devri bu devir, sehri bu sehir, semti bu semt, ailesi bu

aile, cevresi bu ¢evre, terbiyesi bu terbiye, viicudu bu viicut, yiirliyiisii bu yiiriiyiis olamazdi

(Safa, 1995, 75).

Karakter 6zelliklerinin tasviri yahut tasavvurunda bir¢ok 6zelligi uzun uzun siralamak
ve bunlarin rabitasim1 kurgu i¢inde bigimlendirmek yerine az ve 6z bir sekilde “bir kerecik
Opiilmekten aglayan kizlar” denmek ile bu maksat hasil olacaktir. Kastettigimiz sikistirma

prensip olarak bdyle calisir. Bu esnada tabii okur ile ne derece ve nasil paslasildigi da
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onemlidir. Yani yukaridaki parga- biitiin iliskisi yani karakter 6zelliklerinden birini séyleyip
diger meziyetleri kastetmek diginda metaforik agirligin daha fazla katmana sahip olmasi ¢ok
daha derin bir rilya yapis1 ihtiva eder.

Koltuga oturdugum zaman duydugum ferahligi tarif edemem. Sanki bir bulutun {istiine

oturmusum da i¢ime gokylizii doluyormus gibi oldu (Safa, 1995, 250).

Buradaki “bulut” ve “gdkyiizii” miisebbehiin bihleri Ferit’in Matmazel Noraliya’nin
koltuguna oturdugu vakit hissettigi ferahligi, hafifligi veya huzuru ifade etmek i¢in gayet
ustaca kullanilmistir. Bu ifadeler ile aslinda uzun uzun agiklanmasi miimkiin olan bir ruh hali
kisaca izah edilmistir. Bu tavir karmasik ruh hallerinin ifadesinde oldugu kadar fiziksel
tasvirlerin kesinliginde ve bilhassa anlama canlilik katmak amaci ile de kullanilir. Miithim
olan temelde “klise”den miimkiin mertebe uzak olabilmektir.

Herhalde Ferit’in asagidaki merdivende avugladigini sandigi gogiis bu ejderhaya ait olamazdi.

Yorgani kaldirsa, altindan giizel bir gogiis degil, dik ve sert kill1 bacaklariyla, uzun kuyruguyla

bir katir lesi ¢ikacakti (Safa, 1995, 43).

Hizmetci Fatma’yr (miisebbeh) ejderha yahut katira (miisebbehiin bih) tesbih
esnasinda kullanilan vech-i sebehler bu tiir bir tesirin hasil olmasini saglar. Yine sikistirma
mevzubahistir burada, yani uzun uzun (sayfalarca) yapilacak bir fiziksel tasvir yahut hosa

gitmeyen Ozelliklerin tarifi bu derece tesirli olmayacaktir.

Misallerin de gosterdigi iizere bu sikistirma isleminin yogunlugu metaforik seviye ile
de alakalidir. Yani B ve C Tipi metaforlarda (Duman, 2018a, 623-624) bu “a¢ilim” nispeten
daha az olacaktir; fakat A tipi metaforlarda sikistirma islemi ¢ok daha yogun, girift ve
karmagiktir. Bilhassa somut- soyut gegisindeki istikametin de sikistirmayr olumsuz
etkiledigini unutmamak gerekir.

Fakat o kadar heyecanliyd: ki, hayatta birgok defalar berberin koltugunda onu bastiran ve bir

defasinda yalmiz bir yanaginin trasiyla sokaga firlamasina sebep olan krizlerden birine

yakalanabilirdi (Safa, 1995, 62-3).

Telas aninin zaman, tedirginlik, huzursuzluk, kaygi, eksiklik ve yar1 delilik hali ile bu
kadar i¢ ice anlatilabilmesi siiphesiz ancak dogru miisebbeh ve miisebbehiin bih diizeninin
kurulmasi ile miimkiindiir. “Yalniz bir yanaginin trasiyla sokaga firlamasina sebep olan”
denmek ile kritik, mithim, 6nemli vs. kastedilir. Bu durumda miicerret bir niteleme somut bir
tasvir ile gegici ikdme rabitas1 kurar. Dolayis1 ile sikistirma cok da okurun bakisina gore
farklilik arz eden, yorumlanmaya miisait ve derinlik sahibi bir yap: ihtiva etmez. Romanin

girig climlesine bakalim:
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FERIT, Ferid, it, id, t, d, t degil, d, fotenik, fonetik ve babasinin kahkahalari; sonra annesi, bir
ormanin karanliginda hangi agacin arkasina saklandigini belli etmeden, maymuna benzer bir
gblgenin iifiirdiigii borazan biciminde bir sazin genis agzindan ¢ikan yesil, turuncu, daha sonra
kipkirmizi alevden bir sesle ac1 ac1 haykirtyordu (Safa, 1995, 7).

Tasvirin sembol ve simge arasinda gelip giden kismi annenin aci aci haykirma

esnasindaki sesini tasvir i¢in kullanilmaktadir. Evvela sazin tasvirine bakalim.
Saz (miisebbehiin) borozan (miisebbehiin bih)
Golge (miisebbeh) maymun (miisebbehiin bih)
“Maymuna benzer bir gdlgenin {ifiirdiigii borazan bi¢iminde bir saz” ifadesi boylece

bir tesbih-i mefrik hasil eder.

Tesbih-1 mefrik bu sefer de ses miisebbehinin miisebbehiin bihi olan “alev”in kaynagi
olarak tertip edilir:

“[...] sazin genis agzindan ¢ikan [...] alevden bir ses”

Sesin (miisebbeh) aleve (miisebbehiin bih) tesbihindeki somutluk gidisati “yesil,
turuncu, daha sonra kipkirmizi” siralamasi ile verilir. Muhtemelen eserin ilk climlesi oldugu

icin bu kadar O6zenilmis ve tertibi lezzetli olmustur ciimlenin. Romanin tamaminda bu

giriftlikte bir ciimle bulmak nerede ise imkansizdir.

Ideal olan tam da bu ciimle gibi ¢dziilmesi i¢i gayret sarf edilen, iizerinde diisiiniilmesi
gereken ve bilhassa da sembol kliselerinin simgesel olarak yani yazarin seg¢imleri
cergevesinde (tamami ile seleksiyon esasli) kullanilmasidir. Dolayisi ile burada sikistirma isi

cok daha sarih bir bicimde gézlemlenebilmektedir.

Freud’a gore riiya “diislincesi” sayesinde sadece riiyanin oOgeleri bir¢ok defa
belirlenmemistir; bilakis bireysel riiya diisiinceleri de rilya i¢inde ¢esitli unsurlar tarafindan
temsil edilir. Rityanin bir 6gesi bir¢cok diisiincenin birlesimine yol gosterebilir; onlar1 idare
edebilir; bir riiya diisiincesi (de) bir¢ok riiya 6gesine kars1 ayni tavri gosterebilir (Freud, 1900,
195). Bu da her bir parganin digeri ile baglantili oldugu ve daha da miihimi her bir par¢anin
digerinin idraki i¢in gerekli oldugu manasina gelir. Zira gdlge, borozan, maymun, saz, alev ve
ses gibi Ogelerin normal sartlarda bir arada mantikli bir bigimde hizalanmasi miimkiin olmaz.

Bu yiizden metin herhaliikarda bir biitiin olarak degerlendirilmelidir.
Yer Degistirme
Yer degistirme an1 da gercek kaynaklidir. Freud’a gore “ne” riiyanin igeriginde

belirgin bi¢cimde olusturucu element olarak gorev yapiyorsa, “diisiince” kisminda higbir
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sekilde ayni rolii listlenemez. Bir mazmun asla “sozliik anlami”nda kullanilmaz, mutlaka
baska bir seyi temsil etmektedir. Bu zitlik bize en azindan “maymun”un bildigimiz maymun,
“borozan”in bildigimiz borozan veya “saz”’in bildigimiz saz olmadigimi ikaz etmelidir. Bu
Ogeler metnin diinyasina itildiklerinde gerceklik degerlerini ne kadar yitirirlerse o kadar

kiymetli olurlar.

Ifadelerin sembolik kiymetleri ile simgesel degerleri arasindaki farka burada atif
yapilmaktadir. Yukaridaki misal i¢in mesela “katir” (Safa, 1995, 43) sembolik olarak inat¢ilik
bakimindan kullanilirken buradaki vech-i sebehler ile isaret ve okur baglantis1 6ne ¢ikarilmis
ve katira yeni bir anlamsal cerceve ¢izilmistir. Oyle ki burada mevzubahis olan sadece katir
degil “katir lesi”dir. Aym sekilde ifade edilmek istenen esas 0ge “ses” olmasina yani sesin
terkibi tasvir edilmeye calisilmasina ragmen bununla alakasiz bircok 6ge baglama dahil
olmustur. Ses nihayetinde (Chladni’nin ses figiirleri hari¢, bkz. Duman, 2018a, 276-277)
gozle goriiliir ve sureti miisahhas bir sey degildir. Onun en azindan evvela yesil, turuncu ve
sonra da kipkirmizi olan aleve tesbihi; bu suretle act olmakliginin vurgulanmasi bu ters

isleyisin en azindan karsilikli denkligi saglamayan bigiminde anlagilmasi gerektigini gosterir.

Bagintili olarak diislince- riiya tasavvuru i¢in tersini sdylemek de miimkiindiir. Riiya
diisiincesinde “ne” acik bir bigimde temel igerik ise riiya i¢inde temsil edilmeye hi¢ de ihtiyag
duymaz. Yani mithim olan esas dgeden ziyade onun hazirlayicisi veya tali unsur gibi
goriinenlerdir.

Sonra ormanla beraber sesin anneligi de kaybolurken, trene benzeyen bir golge, hi¢cbir makine

giiriiltiisti ¢cikarmadan hizla geciyor ve haykirig, lokomotifin bacasindan kara bir duman

halinde yiikseliyordu (Safa, 1995, 7).

Sesin anneligi denmek ile (ki bu ifade ziyadesi ile tesirlidir) sesin anne sesine
benzetilmesi temelde ayni prensip ile isler. Golgenin (miisebbeh) trene (miisebbehiin bih)
benzemesi ve haykirisin (miisebbeh) lokomatif bacasindan c¢ikan kara bir dumana
(miisebbehiin bih) tesbihi de keza dyledir. Benzetme siiphesiz “miisebbeh” icin yapilir; onun
sarahati, tesirinin artmasi ve olmadig1 bir surete biirlinerek kuvvetlenmesi icin yapilir. Bu
tahayyiil esnasinda Ferit odasinda, yataktadir. Yani ger¢ek degildir buradaki tasavvur. Buna
ragmen ifadeleri “imis gibi1” tesiri ile katlayan daha ziyade miisebbehiin bihler ve daha da
miihimi bunlarin bir araya gelerek (ses misalindeki gibi: Safa, 1995, 7) olusturdugu terkiptir.
Dolayist ile temel element addedilen miisebbehler aslinda diisiince diizeyinde yani biitiin
algist icinde islevsele iner, nihayetinde tek bir 6ge etrafinda birlesirler. Yukaridaki parcada

esas Oge ses’ten ziyade “sesin anneligi”’; anne hayalidir (belki de heyulasi).
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Ayni sekilde riiya baska bir odaga sahiptir; merkeze odakli icerigi ve diger elementler
diistince nevindendir (Freud, 1900, 209). Dolays1 ile ger¢ek hayattan alinip riiyalar alemine
itilen yani yeri degistirilen 6ge bi¢cim ve anlam da degistirecektir. Yani ger¢ek hayattaki katir
ile Matmazel Noraliya’nin sinirlarina dahil olan katir asla ayni olmayacaktir. En azindan

ozellik transferi esnasindaki tek yonliilik buna mugayir durur.
Tasavvur Olunabilirligin Degerlendirilmesi

Freud’un tasavvur olunabilirligin degerlendirilmesi/dikkate alinmasi (Riicksicht auf
Darstellbarbeit) ile kapsama aldigi sey son derece yiiksek derecede “gorsellige/ imajinel
yaptya” sahip riiyalardir. Daha kestirme bir ifade ile sdylemek gerekirse tasavvur
olunabilirligin “bedel”i; rityanin somutluk kazanmak i¢in 6deyecegi harag gibidir (Rolf, 2005,
96).

Riiya tasavvurunun “an”1 aslinda “gegcici ikdme”nin ikinci tirtidiir. Freud tarafindan
illiistre edilen ilk tiir “yer degistirme”, “substitutiv’dir. Bu, herhangi bir sekilde mutabakat
icinde ilgili bulunan bagka bir tasavvurun belli bir tasavvura yedek olabilmesi ile
ispatlanmistir. Bu bahsedilen yer degistirmenin ikinci tiirii olabilir mi? Bu soruya olumlu
cevap vermekte bir sakinca bulunmamaktadir. Zira Freud’un da agikga belirttigi iizere heniiz
“gecici ikame”nin ikinci tlirinden bahsedilmemistir. Bunun olusumu analiz neticesinde
goriilebilir, tecriibe edilir ve boylece ayni zamanda isabet olunan diisiince icin dilsel ifade
permiitasyonu olup olmadig: da bilinir. Bu durum eger bir element kelime versiyonunu baska
bir digeri ile degisiyorsa mevcut olur (Freud, 1900, 229). Ikinci tiir ciddi bir teorik ilgiye
mazhar degildir Freud’a gore; bilakis bilhassa riiya kisvesine biirlinmiis fantastik abstirtliigii
aydinlatmak i¢in ziyadesi ile uygundur. Bu yer degistirme genellikle istikamete gore degisir.
Zira riiya fikrinin reksiz ve soyut ifadesi, imajinel ve somut olan ile yer degistirmektedir.
Fatma’nin katir lesine tesbihinde zihnimizde “bir sey” canlandig1 yahut canlanabildigi 6l¢iide
metaforik tesekkiilde muvaffak olunur. Bu siiphesiz bireysel farkliliklar1 6ne ¢ikaracak
derecede miiphem oldugu miktarda muteberdir.

Ferit’in onu [Selma’y1] gdrmesi, mesafenin ona kattiklari realitenin indirmesi icin de

lazimd1. Hicbir makyaj ve tuvalet bu mesafe kadar sevgilinin, fakat kacan sevgilinin biiylisiinii

artiramazdi. Bundan kurtulmak i¢in, onun yiiziine bir pudra pomponu kadar yaklagsmak la-

zimd1 (Safa, 1995, 124).

Suret-i mutlakada bilmek 1azimdir ki, insanin ruhu yani beyni, fotograf makinesini andiran bir
mekanizma ile hafizayi, hesap makinesini andiran bir mekanizma ile muhakemeyi, yazi

makinesini andiran bir mekanizma ile dil kabiliyetini, sinema makinesini andiran bir mekaniz-
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ma ile muhayyileyi viicuda getirir (Safa, 1995, 143).

Ruhun isemesinden baska bir sey olmayan aglamak belki higbir halde giizel degil, fakat simdi,

bu adama yakisiyordu (Safa, 1995, 150).

[k iki misal bu bakimdan bir riiya tesekkiilii i¢in yani kendi anlam alanlarinda yeni bir
yap1 viicuda getirmek i¢in bilinen pargalardan ¢ok daha fazla istifade etmektedir. Yani herkes
“pudra pomponu’nun ne oldugunu bilir, bunun “mesafe” vech-i sebehi ile kulanimi da derhal
idrak siirecine dahil olur. Miisebbehin de tespiti ile benzetme sorunsuz isler. Keza ikinci misal
de ayn1 sekilde sorunsuz isler. Ruhun yani beynin® viicuda getirdikleri gayet dlgiilii bir sekilde
tesbih-i mefrik meydana getirir. Hafiza (miisebbeh) fotograf makinesi (miigebbehiin bih) ile,
muhakeme (miisebbeh) hesap makinesi (miisebbehiin bih) ile, dil kabiliyeti (miisebbeh) yazi
makinesi (miisebbehiin bih) ile, muhayyile (miisebbeh) de sinema makinesi (miisebbehiin bih)
ile mukayese edilmektedir. Bilhassa somutlastirma igeren yani miicerret bir hususu miisahhas
kilarak idraki kolaylastiran kullanimlar muteberdir; fakat metaforik derinligin tesisi yani ideal
olan “riiya hali”nin tesekkiilii tam kabil olmaz. Bize son misaldeki gibi “orijinal” bir
benzetme gerekir ki zihin bir miiddet sasirsin, belki bir igrenme yahut garipseme ile idrak
stireci tamalanmaya yaklagsin. Son misalde hem ruh (miisebbeh) teshis edilmis, hem de ruhun
bevl etmesi (miisebbehiin bih) ile aglamak (miisebbeh) arasinda rabita kurulmustur.
Seleksiyon, simge kullanimi, pragmatik katmana gecis gibi hemen tiim sartlar1 saglayan bu

kullanimin metaforik kiymeti oldukga ytiksektir.

Hiilasaten yer degistirmenin bir tiirli temsil edilmesine ragmen Freud nazarinda bu ayr1
tasnif edilir. Daha Onceki agiklamalarla iiglincii bir “an”in tespit edildigini sdyler. Bunun
parcalar1 riiya igerigindeki fikrin doniisiimiinde hi¢ de az miktarda fark edilmez. Oznel
bireysel maddedeki diisliniilebilirligin tasavvuru (ki bunlar riiyaya hizmet etmektedir)

genellikle gorsel imajlardadir. Asil riiya fikrinin farkli yan baglantilar1 kapsaminda, gorsel

3 Geist’in (Yunanca: mvedpo pneuma, vodg nous ve yoyf psyche ve Latince: spiritus, mens, animus vh. anima,
Ibranice: ruach ve Arapca: rih; Ingilizce: mind, spirit; Fransizca: Esprit) bilhassa “zihin” cevirisi ile diger
karsilig1 olan “ruh” ¢elisir. Dolayist ile kavramin felsefe, teoloji, psikoloji ve hatta giinliikk hayattaki tutarsiz
kullanimi izahati gerekli kilar. Biz evvela biling ile onu baglantili tutarak aradaki iki mithim farka yogunlasalim.
Genel olarak Almanca’da kullanilan “geistig” ifadesi insanin 6grenme ve idrak anindaki biligsel faaliyetlerini
isaret eder. Ayni sekilde hatirlama, tasavvur, fantezi kurgulama ve diisiinmenin her tiirlii formu (mesela kanaat
getirmek, segmek, karar vermek, niyet etmek, planlamak, bir stratejiyi takip etmek, ongérmek, tahmin etmek,
degerlendirmek, kontrol etmek vb.) ve insani yeterliligin gerekliligi olan uyaniklik, dikkat ve konsantrasyonun
her derecesi de bu kapsama girer. Bu ifadenin “pratik” yapisidir. Dinsel anlamda ise fiziksel bedenin Gtesinde
ruhsal olami kapsar; ancak Tanri tarafindan yaratilan saf ve mutlak Otesidir. “Heiliger Geist” (kutsal ruh)
Hristiyanlikta “Geist Gottes” olarak adlandirilir. O halde kisaca Geist igin biling ve ruh ikileminin oldugunu, ki
Seele ve Geist’1n karsisinda “madde”nin olmasi dengeyi bu yonde degistirir; kelimenin bilhassa bu ikisi arasinda
¢Oziimlenmesi gerektigini sdyleyebiliriz. Hegel’de, daha dogrusu geleneksel Alman idealizm’inde kavram
bireysellikle alakali (bireysellik {istii) bir yap1 gosterir. Kavramin bu heterojenik yapisi antik felsefeye ve Incil’e
dayanir (Asendorf, 2004, 667; Griesser, 2005, 533; Daldorf, 2005, 118; Treptow, 2001, 204).
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tasavvura miisaade edenlerin, her biri tercih edilebilirlige sahiptir; riiya fikri/diislincesi,
kirilgan diisiincelerin ilkin baska bir dilsel formda degisiklige ugramasindan rahatsizlik

duymaz (Freud, 1900, 232).
ikincil islemler

Son olarak “ikincil” islemler denmekle ne kastedildigine deginelim. Bu durumu bir
rliya hali tasviri ile netlestirir Freud. Riiyada sasirtan, 6fkelendiren, karsi olunan yani riiyanin
icinde bizzat riiyaya karsi olan bi¢iminde nitelenir. Riiya igindeki bu elestiri akimlar
cogunlukla rityanin muhtevasina mugayir sayilmaz. Bilakis riiya materyallerinin edinilmis ve
uygun bi¢cimde kullanilan parcalaridirlar (Freud, 1900, 286). Hareket i¢ine girme/ devinime
dahil olma riiya fikrinin dordiincii anidir. Mazmunlarin gercek anlamlari ile ele alindiklarinda
ortaya koyacaklar1 anlamsizligin beyit biitiinliigii i¢inde ortadan kalkmasi gibi riiya da
sacmalik suretindeki goriintiiyli ve tutarsizlifi biitiinsellik icinde kaybeder. Anlasilabilir bir
deneyim modeline yaklasir. Yani riiya Freud’a gore kendi i¢inde gbrenin “lehine” bir tavra
biliriinmeye calisir.

Sofada kimseler yoktu. Merdivene kadar gidemezdi. Kendisini koltuga birakti. Yorgunlukla

bayginlik arasinda suuru, varliktan kalkip yokluga bulasan liizucetli bir madde gibi uzayip

kisaliyordu. Igine gomiildiigii koltuk sanki onu varlik iginde kucaklayan yokluktu (Safa, 1995,

214).

Suur (miisebbeh) yapiskan bir maddeye (miisebbehiin bih) tesbih edilmektedir.
Normal sartlarda bu iki 6genin bir araya gelmesi mantiksizdir. Su halde de “suur yapiskan bir
maddedir” der isek anlamsizlik hali siirer. Oysa riiyadaki biitlinliik gibi metnin kapsami i¢inde
bu iki 6ge de mantikli bir biitiin olusturma egilimindedir. Yukaridaki paragafi tam idrak
etmeye muvaffak olamasak da bir biitiinliikk icinde en azindan uyumlu bir isleyisin parcasi
oldugunu teslim ederiz.

Koltugun iki kolundan iki beyaz ve siizgiin el, nur damlalar1 halinde eriyip akacakmis gibi

hafif bir durusla sarkiyordu (Safa, 1995, 222).

Ellerin (miisebbeh) normal sartlarda “nur damlalari™na (miisebbehiin bih) eriyip
akacakmis gibi durmak bakimindan benzemesi makul degildir. Metnin temel tavri tiim bu
mantiksizliklar i¢inde kendi mantigin1 yaratmak ve parcalarin baglam i¢inde sabit konumlar

edinerek metin i¢inde diizenli kalmasini saglamaktir.

Ama bu ¢aba her zaman mutlak bir basari ile taglandirilmaz. Devaminda akla gelecek

soruyu cevaplar Freud. Ya riiya ilk bakista kusursuz, mantikli, temiz, dogru ise; ama sonra bu
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suretini kaybederse? Rilyanin tutarli degisimler gostermesi olasidir. Her ne kadar nadiren de
olsa riiyanin bu degisimden sonra yabanci olunmayan bir finalle sonuglanmasi da
mimkiindiir. Bu tiir riiyalar “uyanik diisiince” benzeri psisik fonksiyon edinimi iizerinden
oldukca genis kapsamli bir diizen ortaya koyarlar. Bunlar bir mantiga sahipmis, mutlak bir
anlamlar1 varmig gibi goriiniir Freud’a gore. Ama bu mantik riiyanin hakiki anlamindan
oldukca uzaktir. Analiz edildiginde kanaat edilecegi iizere riiyanin bu ikincil islemleri
materyalik sapma bakimindan en Ozgiirleridir. Yani iliskileri en az birlikte tutulabilecek
olanlardir. Riiyalar biz uyanikken onlar1 anlamli alana ¢ekmeye calismadan Once zaten

yorumlanmig gibidirler (Freud, 1900, 287).

O halde bu son kisim kaldirilabilir niteliktedir. Zira riiya fikrinin dordiincii an’1 yani
ikincil islemler her rityada mevcut degildir (Rolf 2005, 97). Diger ii¢ moment baska bir surette
goriinmektedir. Ancak her dort agiin bir arada olmasi ile Freud belirli bir tutarlilik ortaya
koyar. ilk ikisini en miihimleri sayar. Sikistirma ve yer degistirme islemleri temel reflekslerdir
ayn1 zamanda (Freud, 1900, 211).

Sonu¢

“Gegici ikdme” teorisi i¢in Freud’un dort asamasmin tatbiki ana hatlar1 ile bu
sekildedir. Zira bizim ihtiyactmiz olan disaridan iceri nakledilen “miisebbehiin bihin”
konumunu bilhassa sikistirma ve yer degistirme etrafinda izah ile metaforik siireci anlasilir
kilmaktir. Malum oldugu {izere vech-i sebeh sarih ise yani kolay idrak edilebiliyorsa tesbih-i
karib/tegsbih-i miibtezel; vech-i sebeh’in kavranmasi bir miktar c¢aba gerektiriyor veya
miisebbehiin bih alisilagelenin disinda bir karine ihtiva ediyorsa ftegbih-i baid/ tegbih-i garib
meydana gelir. “Yakin ve degersiz” ile “umulmadik ve garip” arasindaki secim elbette
ikincisinin lehine olacaktir. Bu minvalde, mesela mazmun sairin isini kolaylastirdig:1 kadar
yaraticiligr onilinde de biiyiikk ve kati bir engeldir. Zira o kadar cok tesbih ve isti‘are
yapilmistir ki “yeni ve abes olmayan; tuhaf karsilanmayacak” bir kullanim (yani bikr-i
mazmun) zor bir mesgaledir. Bu ayrimin nihai neticesi olarak verilecek yargmin saglamligi
ancak bu dort asamanin tatbiki neticesinde elde edilecek veriler ile sabitlenebilir. Yani
herhangi bir beyit (1) sikistirma, (2) yer degistirme, (3) tasavvur olunabilirligin
degerlendirilmesi ve (4) ikincil igslemler ekseninde tahlil edilebilir. Zira Divan Siiri’nin
tasavvuruna vesile oldugu “riiyalar alemi” yasanilan diinyanin dili ve sabit mecaz kurallar1 ile

degil, o diinyanin lisan1 ve gecici ikdme ile serhe daha miisaittir.
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LANGUAGE OF THE SELF THROUGH ART AND
REPRESENTATION: MY NAME IS RED

Hiiseyin Ekrem ULUS!
Abstract

In his My Name is Red, Pamuk's clever use of metafiction shows that the novel
responds to problems of plurality, inclusivity, and exclusivism concerning the
theoretical debates on belonging, identity, and secularism in the nation-state. In the
present study, we first show that the novel's statement is expressed via the inherent
plurality of the narrative, achieved through constantly shifting perceptions and the use
of several unexpected narrators in the novel. Second, we find such a pluralist use of
metafiction quite significant, because the novel not only gives voice to the
underrepresented, but also because Pamuk's metafiction offers an alternative and more
plural, inclusive and democratic understanding of self-reflexivity. Metafiction in
Pamuk's sense can make meaningful contributions to theory and its capacity to better

understand modern, cosmopolitan and multicultural nations.

Keywords: art, representation, metafiction, secularism, nation-sate

SANAT VE TEMSIL ARACILIGIYLA KiMLIGIN DIiLi:
BENIM ADIM KIRMIZ|
Oz
Benim Adim Kwmizi romaninda Pamuk’un istkurmaca kullanimi ulus-devlet
biinyesinde aidiyet, kimlik ve sekiilerizm {izerine teorik tartigmalarla dogrudan iliskili
oldugu gibi, ¢cogulculuk, kapsayicilik ve diglayicilik gibi dnemli kimlik meselelerine
roman formu araciligiyla bir cevap niteligi de tasir. Bu g¢alisma ilk olarak romanin
kimlikleri sorgulayan politik durusunun yapisal olarak anlatinin ¢ogulculugu ile olan
baglantisini ve bu bagin romanda siirekli degisen bakis agilar1 ve siradisi/beklenmedik
anlaticilar araciligiyla nasil gelistirildigini agiklar. Makale iistkurmacanin ¢ogulcu bir
perspektifle kullanilmasinin politik Onemini ve temsil meselesi ile iliskisini
gosterdikten sonra Benim Adim Kirmizi eserinin alternatif olarak nasil daha kapsayici,
cogulcu ve demokratik bir anlati sundugunu gosterir. Bu bakimdan Pamuk’un

iistkurmacay1 ¢ogulcu bir sekilde kullanmas1 modern, kozmopolitan ve cokkiiltiirlii
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ulus-devlet yapisinin anlagilabilmesi bakimindan &nemli oldugu gibi, bu alanda

stiregelen teorik tartismalara da yazin ve roman araciligiyla 6zgiin bir katki sunar.
Anahtar Sozciikler: sanat, temsil, listkurmaca, sekiilerizm, ulus-devlet

"Thus withered the red rose of the joy of painting and
illumination that had bloomed for a century in Istanbul,

nurtured by inspiration from the lands of Persia.”

(Pamuk, My Name is Red, p. 501)

Introduction

Orhan Pamuk's My Name is Red is a historical detective fiction that narrates the story
of a search for the murderer of the miniaturists in 16™-century Ottoman Istanbul, when and
where painting was forbidden for ostensibly? religious reasons,® which opens up an argument
about the reasons for the disappearance of the arts of the miniature and painting in Istanbul
and the Ottoman world. My Name is Red is not only the story of the murder of miniaturists,
but also a critique of Turkish modernity and its failures: specifically, its strict identity
categories, its mutually exclusive grammar, its fear of the different and difference, as well as

the apathy of the people.

In this paper, | argue that Pamuk's My Name is Red demonstrates three critical points.
First, each pole of dichotomies* in the world of the novel by definition ceases to have
meaning without the other half. To state this in the language of the novel, "nothing is pure."®
Second, My Name is Red delineates the infertility of seeing the self, art and the world through
identity categories, as well as how adopting or internalizing the imaginary® could drag
individuals into the grammar of mutual denunciation. And third, the identity categories in
question fall short of explaining the complexity of human psychology and behavior. Overall,
Pamuk's My Name is Red questions the place of the individual within the overarching

narratives; specifically, Pamuk’s novel traces individuality between tradition and the modern.

2pamuk’s novel shows that the problems are too intricate to explain with simple classifications.

3"We’re struggling with something more forbidden and dangerous; that is, we're struggling to make pictures in a
Muslim city" (My Name is Red, 200).

4 Some of these dichotomies are meaning and form in art, miniature and portraiture, fiction and fact, East and
West, as well as religious and secular.

5(p. 194).

& | borrow the terms from Benedict Anderson's Imagined Communities. Section 11 of this paper discusses how
Pamuk'’s novel employs both metafiction and several fables to show how fiction and imagination come to reality
and start shaping identities.
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Introduction to Dichotomies

Dichotomies are defined as "mutually exclusive or contradictory" categories.’
However, My Name is Red complicates this relationship by questioning the contradictoriness
of dichotomies and bringing the trait of complementariness to the forefront. In other words,
Pamuk's novel does not see the parts of the dichotomies as the antithesis of one another;
rather, it depicts them as parts of a whole that are nourished by each other. More specifically,
for example, in My Name is Red the arts of miniature and portraiture are not simply
opposites; rather, the miniature artists continuously re-question and re-position their art and
works in relation to their European counterparts and hence, directly or indirectly, are
influenced by European portraiture.

Another dichotomy is God's time vs. the individual's time® in painting, which is
supposedly connected to Eastern (Tebriz and Istanbul) and Western (European) artistic
traditions, but the miniaturists in the novel secretly hide personal details in a miniature, thus
inserting their own perspectives and time into their work, which is otherwise supposed to be
an omniscient view. In other words, the dichotomy of God’s time vs. individual time imposed
by Master Osman (Pamuk, 1998, p. 83) falls short of considering the hidden styles and
creative skills of the miniaturists. Likewise, the dichotomy of word and image becomes a
complementary one, as the miniaturists seek ways to disguise their images under the form of
calligraphy, beautiful writing (Pamuk, 1998, p. 478). Meaning in art® is juxtaposed with form
in art,'° but some supposedly devoted®! artists enjoy drawing things merely for the pleasure of
drawing even though the painting still has a story (Pamuk, 1998, p. 81);1? and there are also
several works and "books commissioned by sultans, shahs and pashas" painted for the
"beauty" of the image (Pamuk, 1998, p. 323).2 In other words, a miniaturist might both have
a story, and draw/paint out of the pleasure of painting an image. Correspondingly, there are

7“A division into two especially mutually exclusive or contradictory groups or entities” in “Dichotomy.”
Merriam- Webster.com. Merriam- Webster, Web. 28 Nov 2015.

8"According to Master Osman, 'time is' what separates a good miniaturist from others (83). "This dichotomy is
also related to the dichotomies of an omniscient view vs. perspective, as well as Sufism vs. Realism and East. vs.
West.

9The art work as a prt of a moral story vs. the art work by itself (meaning form). The miniature: all images must
be a part of a moral story (My name is Red, 132)

Oportraiture, focusing on the details, gestures and generally, on the form(s) of the human.

"Here, | use devoted in two senses; miniaturists are supposed to be devoted to both religious values and artistic
tradition.

2Butterfly and the debtor’s scene. He takes pleasure in making personal additions, such as the beautiful daughter
of a debtor (Pamuk, 1998, p81)

13 Another example is when Ottoman Sultan expects all miniaturists in his workshop to avoid painting without a
moral story (Pamuk, 1998, p.132); however, we witness several miniaturists who do otherwise. Olive is an
example (Pamuk, 1998, p.145-146)
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other miniaturists who employ their creativity to undermine the hierarchy of the intended
moral story of the miniature;'* hence, a detail in a miniature becomes a significant individual
image. In other words, the separation of form-based European artistry from meaning-based
Eastern miniature becomes impossible to effect fully.

An additional dichotomy is subject and object in the art of miniature: the artists argue
over whether the image of horse should be drawn from memory (Pamuk, 1998, p. 58, 88, 92,
94, 227, 264, 306) and either as an example of its kind (an object), or as a distinctive
individual separate from all others of its kind (a subject); several miniaturists enjoy drawing
distinctive images, or place personal clues®® that may lead the image back to its creator.
Consequently, this is one more dichotomy whose parts are not always in conflict with each
other, but artists—deliberately or not—may do both simultaneously.

Fiction and fact is another significant dichotomy in Pamuk's novel, and more
particularly how fiction/imagination seeps into reality.!® Several fables narrated by
miniaturists show readers how fiction could become real.}” One interesting question Pamuk's
novel raises is how the characters fail to recognize the fictionality in/of their lives and
traditions, even though they narrate different versions of this theme. Similarly, Ottoman and
Frankish artistic traditions are juxtaposed with traditions of Tebriz and Herat, which, in the
end, show that these traditions not only position themselves towards each other, but also
considerably benefit from other artistic traditions. So an either/or is not so relevant in this

context.

The dichotomies of secular and religious, traditional/conservative and progressive are
other central themes in the novel; however, as this paper will show, similar to several
dichotomies mentioned above, these are not separate and conflicting entities, nor can they be
clearly and easily defined. The following three parts of this essay show how Pamuk's My
Name is Red undermines the hierarchical and conflicting relationship of dichotomies; and
then how interpreting art and life according to mutually exclusive identity categories can drag

individuals into the grammar of mutual denunciation.

4Miniaturist Butterfly who paints the Sultan and the dog in the same tone of red (Pamuk, 1998, p.81).:

50live’s unintended style and his distinctive way of drawing the nose of the horse (Pamuk, 1998, p.333)is a
good example. This is what gives him away as the murderer.

16 (Anderson, p.36)

7One example is the story of Fahir Shah (Pamuk, 1998, p.85-87). Another example is in Section 11 of this paper;
see “The Quintessence of Histories”
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The Pluralism of My Name is Red

The dichotomies mentioned above, by definition, have two poles and one pole of a
dichotomy cannot exist without the other; as Enishte Effendi mentions, "nothing is pure”
(Pamuk, 1998, p. 194). However, My Name is Red does more than just state this. The novel
articulates this through its form: for instance, events and many details, which would otherwise
not be recounted, are narrated through various characters. As the story progresses, readers get
to know the stories of various symbolic characters, narrated by themselves: a dog*® which
reminds readers that they are reading a fiction (Pamuk, 1998, p. 12);*® a coin which warns®
readers that he/it is "not genuine” but "counterfeit” (Pamuk, 1998, p. 125); a tree with
existential questions asking "to which story was [it] meant to add meaning and grace?”
(Pamuk, 1998, p. 59);* death, who complains that it "had not been drawn with enough
mastery"(Pamuk, 1998, p. 155):> two outcast dervishes who died a long time ago but
managed to survive as they were "rendered?® in the Venetian style” (Pamuk, 1998, p. 373);
Satan, who implies that evil is as important and necessary as virtue (Pamuk, 1998, p. 350);2*
a horse wondering and asking "whether it is [him] being depicted in all cases™ (Pamuk, 1998,
p. 263);%° or the color red, informing us that red is "everywhere. . . before us" but "[r]ed
cannot be explained to he who cannot see" (Pamuk, 1998, p. 228).26 Such multiperspectivism
is the formal stance of the novel towards pluralism. Through metafiction and self-reflexivity,
My Name is Red not only endorses a multiplicity of voices, but also shows the existence of a
multitude of perspectives in an allegedly religious and conservative community. Thus, the

hierarchy of the narratives is undermined by giving voice to various living and non-living

8The dog in question is cursed by a fundamentalist cleric (Pamuk, 1998, p.14), and there is a religious animosity
towards dogs (Pamuk, 1998, p.15). The dog’s perspective adds to the critical, humorous and ironic tone of the
narration.

¥The self- reflexivity of the novel. This sort of use of metafiction is a central theme of the work, and reminds the
readers of the fictionality of beliefs, identities and traditions.

20ne of the several examples of the novel’s self-reflexivity.

2The question of the tree is significant, as it is related to several other dichotomies, such as Venetian/European
Painting cv. Istanbul/Eastern Painting, the moral function of art vs. art of art’s sake. The tree wonders whether it
is possible for him to exist outside a moral story, a role or identity given to him.

22 This is another important theme of the novel: criticism of a general superficiality of works, and lack of depth
of knowledge. On a larger scale, this is criticism of Turkish modernity.

Z Pictured.

24“If all men went to Heaven, no one would ever be frightened, and the world and its governments could never
function on virtue alone; for in our world evil is as necessary as virtue and sin as necessary as rectitude” (Pamuk,
1998, p.350)

% Even though the horse figure is painted frequently, and the horse is sure that the artists perceive him
differently, he finds a commonality in the paintings: “Of course, I’'m proud of myself. Yet, I also question
whether, indeed, it is I being depicted in all cases. It is evident from these pictures that I'm perceived differently
by everyone. Still, I have the strong sense that there’s commonality, a unity to the illustrations” (Pamuk, 1998,
p.263)

%6“The meaning of color is that it is there before us and we see it’, said the other. ‘Red cannot be explained to he
who cannot see’ ” (Pamuk, 1998, p.228)
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things, including things of the imagination. For instance, the color red cannot be described
through dichotomies, traditions, worldviews, or identity categories, nor is it religious or
secular. Yet, as the color itself states, red is everywhere (Pamuk, 1998, p. 228). It is this in-
betweenness and impossibility of classification that gives its name to Pamuk's novel, My
Name is Red. As the epigraph puts it, "the blind and the seeing are not equal."?’ Thus the
novel calls for a new perspective, beyond the discourse of conflicting dichotomies or identity

categories.

Then, what exactly does the color red signify? Pamuk's novel is pluralist in his answer
to this question, as the color red does not have a fixed meaning:?® Butterfly, one of the
miniaturists, depicts a scene in which the Ottoman Sultan frees wretched people from their
debts, and, with a sudden decision, he adds "the poor debtor's wife" into the scene, "wearing a
purple dress in the wretchedness of destitution, along with his longhaired daughter, sorrowful
yet beautiful, clad in a crimson mantle” (Pamuk, 1998, p. 81). In another scene, Butterfly feels
proud about doing "something the old masters never did," that is, painting "the dog resting off
to the side in precisely the same hue as the Sultan's caftan of atlas silk" (Pamuk, 1998, p. 81).
It is the cursed dog, also one of the narrators of the novel, that comes to be painted in the
same hue as the Sultan. Thus, the color red becomes a tool for some miniaturists to insert their
unique individual interpretation into the miniature, and, therefore, the miniaturist secretly

signs the painting, which becomes a way to undermine the implicit social hierarchy.

Another dichotomy in My Name is Red is word and image. Similar to other
dichotomies, these two entities do not always oppose each other. Black, a miniaturist, admits
that "pictures are forbidden by . . . faith,” but pictures can be drawn in the disguise of
calligraphy as "no one has anything to say against decoration" (Pamuk, 1998, p. 478).
Because "masterpieces . . . are ultimately seen as an extension of border ornamentation, no
one would take issue with them, reasoning that they enhanced the beauty of writing and the
magnificence of calligraphy” (Pamuk, 1998, p. 478). Thus, word and image are not separate
and opposing entities, particularly in the context of the art of the miniature and calligraphy.
Similarly, Enishte Effendi, while trying to convince Black to write stories for the illustrations,
says that "poetry and painting, words and color, these things are brothers to each other"”

Z'This is a verse from the Quran from the sura of "The Creator,” which adds more depth to the novel's call:
Pamuk's work does not simply classify religion as a backward or primitive entity; therefore it does not have a
stadial perspective.

ZThis pluralist attitude of Pamuk's novel is clearly different from the monist view of Master Osman, who
believes in just one tone of red. Master Osman agrees with the great masters of the miniature on this issue: "Only
a weak and hesitant miniaturist would use a variety of red tones to depict the red of a caftan, they claimed—
shadows were not an excuse. Besides, we believe in only one red" (Pamuk, 1998, p. 227).
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(Pamuk, 1998, p. 134). Therefore, the dichotomy of word and image is another example of

transitivity between two non-rigid entities.

Mutual Denunciation: Seeing The Self, Art and The World through Ideologies and
Identity Categories

Considering that the whole novel is the story of a failure that leads to the
disappearance of the art of miniature, Pamuk's novel raises a basic question: why and how did
this happen? In this respect, My Name is Red problematizes the infertility of seeing the self,
art and the world through monolithic perspectives and identity categories, and shows how
internalizing the imaginary in the extremes can drag individuals/artists into the grammar of
mutual denunciation. In this context, one of the central themes in the novel is whether the
miniature artists could have a style or not (Pamuk, 1998, p. 119, 443,457, 458, 483); and style
IS seen as a "fault" (Pamuk, 1998, p. 339) as well as an "imperfection” (Pamuk, 1998, p. 22,
79, 80). The miniature artists are expected not to display any marks of individuality in their

miniatures.

Why should an artist not have a style? In the workshop of miniaturists, style and
signature are not allowed, because selflessness is expected from the artist. Master Osman, the
head of the miniaturists' workshop, says that "[i]t is indeed important that a painting, through
its beauty, summon us toward life's abundance, toward compassion, toward respect for the
colors of the realm which God created, and toward reflection and faith. The identity of the
miniaturist is not important" (Pamuk, 1998, p. 70).2° This is a view in which the miniaturists
are expected to repeat the tradition before them, not developing anything new, not questioning
the current methods, as well as rejecting any other rival methods including the European
portraiture and the use of perspective. In doing so, the miniaturists are also required to avoid
anything mundane, and to depict a world "that Allah envisioned and desired” (Pamuk, 1998,
p. 24). In this respect, the head miniaturist seems to be following a fanatical and monist

reasoning in his justification for the refusal of perspective, style and signature in art.

Olive, the murderer miniaturist, explains why he killed Elegant Effendi by stating that
Elegant was complaining that the "use of the science of perspective and the methods of the
Venetian masters were nothing but the temptation of Satan,” picturing "the face of a mortal
using the Frankish techniques, so the observer had the impression not of a painting but of
reality” (Pamuk, 1998, p. 194). Elegant comes to believe that "this image has the power to

entice men to bow down before it, as with icons in churches. . . which is the Devil's work, not

2% Emphasis mine.
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only because the art of perspective removes the painting from God's perspective and lowers it
to the level of a street dog™ (Pamuk, 1998, p. 194). Here, Elegant has an either/or perspective:
the science of perspective of the Venetian masters vs. Eastern tradition; the temptation of
Satan vs. God's way; the moral lesson of a painting vs. bare reality; the Devil's work in
perspective vs. God's omniscient view; and finally, the faithful man vs. a street dog. Still,
Pamuk's novel delves deeper into the psychologies of the miniaturists and shows that this
either/or perspective is too reductionist, and even the most traditional miniaturists desire
uniqueness and style: Black says that "Everybody secretly desires to have a style” (Pamuk,
1998, p. 307). Thus, even though uniqueness is not one of the desired characteristics among
the miniaturists in Master Osman's miniature workshop, there is something enticing in both

being unique and painting the unique(ness) for the miniature artists.

How limiting is belief and tradition for the miniaturists in My Name is Red,
particularly considering that most miniaturists limit their art (by using only the omniscient
view and avoiding perspective) in terms of form? Most miniaturists require their artistic work
to be a part of a moral story; in other words, images in the miniatures are strongly expected to
be a part of a story (Pamuk, 1998, p. 30, 31, 57, 59, 66, 95, 132, 144-145). More specifically,
in terms of function, some miniature artists defend the idea that miniatures should "serve our
religion," (Pamuk, 1998, p. 130)%° whereas in terms of content, story is held to be "essential
for the miniature” (Pamuk, 1998, p. 132). Put differently, unlike European portraiture,
miniatures of 16th-century Istanbul in My Name is Red are expected not to be painted without
a moral story, and an image without one is received as blasphemy (Pamuk, 1998, p. 148).
This, actually, is where the conflicts in the novel start, and they lead to events including the

murders; and it is how the conflict between tradition and modern materializes.

The conception of time is another element in Pamuk's novel that shows how imagined
identities separate themselves from their counterparts. Master Osman explains his criteria to
distinguish a "genuine™ painter from a bogus one, so he asks three questions to all young
miniaturists: which tradition (European or Eastern) a miniaturist believes in, which time he
tries to paint in —particularly, "the illustrator's time™ or "Allah's time,” and what he thinks
about the blindness of the artist (Pamuk, 1998, p. 73). These questions are strictly related to
the expectation of evading individuality and uniqueness; moreover, they call for an
idealized/moralized version of painting and art. This is another point of conflict between old

and new, or tradition and the modern.

Emphasis mine.
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What exactly does the head-miniaturist Osman mean by a separation between
"illustrator's time™ and "Allah's time," which is his second question and criterion? While
explaining his philosophy of the miniature, first he defines the time of illumination: "[b]efore
the art of illumination there was blackness and afterward there will also be blackness”
(Pamuk, 1998, p. 92). In other words, Master Osman believes that this world he is in is
temporary, and the mundane life is irrelevant, particularly when compared to the idea of
eternity. Master Osman takes this idea one step further and clarifies the function of his
understanding of art: "[t]hrough our colors, paints, art and love, we remember that Allah had
commanded us to ‘See’! To know is to remember that you've seen. To see is to know without
remembering. Thus, painting is remembering the blackness™ (Pamuk, 1998, p. 92). If the art
of illumination is an act of remembering of this blackness, of what existed before, it

differentiates itself from the "Frankish™ painting that depicts the here and now.

Master Osman makes his point more clear by defining what he means by the
blackness: "[t]he great masters, who shared a love of painting and perceived that color and
sight arose from darkness, longed to return to Allah's blackness by means of color. Artists
without memory neither remember Allah nor his blackness” (Pamuk, 1998, p. 92). Thus, the
act of remembering is recalling God, and Master Osman's ideal miniaturists, according to him,
should portray things with a desire to integrate with God, and their main interest should not be
this mundane world. Master Osman's view of art (and hence, that of his workshop)3! is highly
ingrained with his religious beliefs. He even goes further to claim an ultimate goal for the art
of the miniature by saying "[a]ll great masters, in their work, seek that profound void within
color and outside time™ (Pamuk, 1998, p. 92). Thus, Master Osman commissions the art of the
miniature with the task of laying a bridge between this temporary world, and the real, eternal
time of Allah. This is the exact distinction he makes between Illuminator's time and Allah's
time. This is also why all the miniaturists are expected to draw from memory, and blindness is
seen as a respected status for elder illuminators, as they have the experience to draw directly
from memory, without any need to look at the object itself.

Blindness is one of the central themes in My Name is Red and the idea of blindness is
also at the core of the artistic formation of the miniaturists. There are two types of blindness
that are idealized within the world of the miniaturists: the first one is metaphorical blindness,

that is, closing one's eyes to this temporary world and drawing/painting merely from

SMaster Osman imposes his strict understanding of art in the workshop: "Those of us who believe that the old
morality ought to persist at the workshop, that we should follow the path laid by the Persian masters. . . We
shouldn't forgo the old models (Pamuk, 1998, p. 114)"
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memory,® and the other is actual blindness in old age, performed in order to prove that the
seasoned miniaturist does not need to see anymore in order to paint, as in the example of
Master Osman who blinds himself (Pamuk, 1998, p. 394) with the same plume needle that the
Persian Master Bihzad had blinded himself with years ago (Pamuk, 1998, p. 397). Why do the
miniaturists blind themselves? The first reason is to prove they have attained an artistic and
spiritual level where a master miniaturist is able to illustrate things merely from memory, and
in the same omniscient way that God allegedly sees things: "[p]ainting is the act of seeking
out Allah’s memories and seeing the world as He sees the world" (Pamuk, 1998, p. 96). But
secondly, it is equally important how murderer-miniaturists like Olive sees this world: "filthy
and miserable” (Pamuk, 1998, p. 91).

Banning distinct artistic styles and signatures, avoiding uniqueness and individuality,
classifying the work of art only as part of a moral story, the enthusiasm to paint outside of
individual time, and blindness: what brings all of these ideas together? In other words, which
artistic and political perspectives is My Name is Red questioning? A reductionist answer could
have been religion, indicating religious fanaticism, but that is not the case. Pamuk’s novel
juxtaposes the realist tradition, represented by European portraiture, with the Sufi tradition in
the context of the Ottoman miniature, and explores the place for individuality and originality

in this conflict.

The dialogue between Olive (the murderer miniaturist) and Enishte Effendi (who
oversees the painting of the secret book in the European style, commissioned by the Sultan) is
a good example in which My Name is Red brings together the realist and Sufi perspectives.
Olive finds it "dishonorable” to "imitate the world," because "[t]hey® depict what the eye sees
just as the eye sees it" (Pamuk, 1998, p. 206). Thus, the first difference between the two
traditions is that the realist European painting depicts things as they are. Olive's

understanding of the miniature is shaped by his belief: in Master Osman's workshop; he

32All miniaturists in the novel --Olive (Pamuk, 1998, p. 333), Butterfly (Pamuk, 1998, p. 335), Stork (Pamuk,
1998, p. 337)--draw the figure of a horse starting from its hooves or forelegs, completely from memory. The
reason is explained via a fable:

". .. one can properly complete a picture of a horse beginning from its hoof only if he carries the entire horse in
his memory. Obviously, to render a horse through excessive thought and recollection, or even more ridiculous,
by repeatedly looking at a real horse, one would have to move from head to neck and then neck to body. | hear
there are certain Venetian illustrators who are happy to sell tailors and butchers such pictures of your average
street packhorse drawn indecisively by trial and error. Such an illustration has nothing whatsoever to do with the
meaning of the world or with the beauty of God's creation. But I’m convinced that even mediocre artists must
know a genuine illustration isn’t drawn according to what the eye sees at any particular moment, but according
to what the hand remembers and is accustomed to. The painter is always alone before the page. Solely for this
reason he's always dependent on memory" (Pamuk, 1998, p. 324).

30live means Frankish/European artists who do portraits and use perspective in painting.
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refuses to "paint what they see,” instead, says Olive, "we3* paint what we look at" (Pamuk,
1998, p. 206). What is the difference between seeing and looking at?% There is no selectivity
in the former (gdrmek; to see), whereas the latter (bakmak; to look at) is a totally selective act,
as the looker chooses in which direction to look, and what to see. It is no coincidence that the
depiction of several figures (the dog, Satan, death, the woman, the outcast dervishes) for the
secret book creates turmoil both in the coffee house and among the miniaturists. It should be
noted that Pamuk's use of metafiction and having these unexpected minor characters partake
in the narration is a deliberate and pluralist attitude. Master Osman's or Olive's negative
stance towards realist painting is also connected to the dichotomy of uniqueness and
collective identity: Olive, for instance, finds European portraiture dangerous as it creates a
desire to be "different from all others, a unique, special and particular human being" (206),

something he finds incompatible with a collective identity.

On the other hand, My Name is Red does not leave much doubt about the influence of
Sufism on the miniaturists. While expressing the close relationship between himself and
Butterfly, Olive states that they "were never closer than when working on the eight illustrated
plates that were to accompany a collection of Fuzuli poems™ while they were working
together in Tebriz twenty years ago (Pamuk, 1998, p. 120). Hence, Pamuk carefully shows the
influence of Sufism in Istanbul and Tebriz, both at the time of and twenty years before the
incident, and more interestingly, Sufi ideals are influential on both the murderer (Olive) and

the victim (Elegant).

How is the idea of collective identity connected to Sufism? Since the days and nights
Olive and Elegant spent together in Tebriz twenty years ago, Olive still vividly remembers
one single but striking line they used to recite from the collected works of Fuzuli: "I am not
me, but eternally thee" (Pamuk, 1998, p. 120). This line, referring directly to God, sees the
individual and the rest of the world as a revelation of God. This pantheist view mostly informs
the understanding of the self and the world, and shapes the miniaturists' philosophy of art, as
well. Therefore, uniqueness and individuality, for Olive, become incompatible with the

collective identity formed by the revelation of God.

34Even though there seems to be an ambiguity in the use of "we", it is more probable that Olive refers to the
miniaturists of Istanbul and Tebriz, generally non-European artists. The other and less likely possibility is
referring to the miniaturists in the workshop of Master Osman. This is unlikely, because all miniaturists relate
their art to other artists in Tebriz and Herat in the east.

%1n the original: Goziin goriiverdigi her seyi goziin goriiverdigi gibi resmediyorlar. Onlar gordiiklerini
resmediyorlar, bizler ise baktigimiz1" (Pamuk, 1998, p. 197).
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The separation between the realist painting of Europe and the Sufi-informed miniature
of Tebriz and Istanbul is reiterated and emphasized by Olive through another example: "[a]s
we begin to paint in imitation of the Frankish and Venetian masters, as in the book that Our
Sultan had commissioned from your Enishte, the domain of meaning ends and the domain of
form begins" (Pamuk, 1998, p. 386).%¢ Here, the domain of form refers to the European
painting that portrays "a unique, special and particular human being" with all the distinctive
details in each artistic work (Pamuk, 1998, p. 206), whereas the domain of meaning indicates
the pantheist Sufi view that sees people and the world as a reflection of a superior being, of
God. This is also the reason behind most miniaturists' endeavor to paint and figure "the world
as Allah sees it" (Pamuk, 1998, p. 97), not as the painter sees things. How is tradition or the
modern represented in this dichotomy? The artists in question are expected to choose one
specific form over the other, and such an either/or type of expectation becomes too limiting,
inefficacious and in the long run, destructive. Thus, Pamuk’s novel questions the usefulness of

any formalist, reductionist perspectives of self and art.

How does My Name is Red problematize such a perspective? What might be wrong
with defining art through certain political or religious identities? Through a parable in the
novel, Pamuk relates®” the disappearance of the art of the Ottoman miniature to the story of
the Ottoman Sultan, who feels a great discomfort with the "miraculous clock™ sent by the
Queen of England, as it "symbolized the power of the infidel"(Pamuk, 1998, p. 500). After
smashing the clock, the Sultan dreams of the Prophet, who tells him: if [he] "allow[s] his
subjects to be awed by pictures and, worse yet, by objects that mimicked Mankind and thus
competed with Allah's creations, the sovereign would be diverging from divine will" (Pamuk,
1998, p. 500-501). The parable shows another version of how an art(istic work) gets lost

through imagined identities that produce the language of mutual denunciation.

Nevertheless, Pamuk's novel further complicates this issue through its form once
more: we learn that the Prophet's warning comes to the Sultan in a dream. After the Sultan
smashes the clock, he "more or less”®® dictates the events to his "faithful historian,”*° which

were then depicted by calligraphers in pieces, which eventually made their way into a book

%]talics mine.

$™Thus withered the red rose of the joy of painting and illumination that had bloomed for a century in Istanbul,
nurtured by inspiration from the lands of Persia" (Pamuk, 1998, p. 501).

38pamuk’s irony is noteworthy: unreliability is emphasized.

3%Pamuk is very ironic at this point. The word faithful (sadik, in Turkish) refers to the professional integrity and
reliability of the historian. However, several layers of fictionality and Pamuk's use of metafiction makes it quite
hard for readers to believe in the authenticity of the story.
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entitled "The Quintessence of Histories,”*® #* which subsequently came to be told as a parable
by one of the characters, and then came to be published in the novel (Pamuk, 1998, p. 501).
The quintessence of history,*? then, was a story in a story in another story, which was only
approximately narrated to the calligraphers, who brought the story together to create a book,
which was merely a dream in the first place. In other words, there are several layers of
fictionality, and with each additional layer in metafiction, Pamuk's novel reminds readers of
the nature of imagined identities and the difficulties that may arise when/if art and art-works
are read through these lenses.

In connection with this, My Name is Red brings another twist to the plot. At the end of
the novel, the murderer miniaturist confesses to his crimes and retrospectively states that there
was nothing to kill or die for: "[t]here was. . . neither a painting nor anything else so
mysterious that it called for murder!" (Pamuk, 1998, p. 482), because Olive realizes that
Enishte Effendi had just aimed "to prepare a provocative book whose taint of illicitness would
feed his own pride. . . with a slavish awe toward the pictures of the Frankish masters”
(Pamuk, 1998, p. 479). Olive now believes that "there was nothing damaging or sacrilegious
in the book,” and Enishte, well knowing this, just "pretended that he was preparing a
forbidden book and it gave him great satisfaction to be involved in such a dangerous venture"
(Pamuk, 1998, p. 479). Otherwise, Olive cannot see "anything contrary to religion, any
faithlessness, impiety or even the vaguest illicitness” (Pamuk, 1998, p. 479). This twist is
important, because it becomes further apparent at this point that My Name is Red is more
about Turkish modernity, than it is about the Ottoman world. Enishte Effendi attempts to
imitate European portraiture, similar to the Turkish experience of modernity that has
attempted to copy European models of governance—such as secularism and nationalism—
since the 1920s. However, these projects, Enishte Effendi's book and, by implication, Turkish
modernity, fail to be completed successfully (Pamuk, 1998, p. 501) as they lack the required
depth.

Identity Categories Fall Short of Explaining the Complexity of Human Psychology and
Behavior

As the previous section explicates, Pamuk's My Name is Red shows that dichotomies

(meaning-form, miniature-portraiture, fiction-fact, East-West, religious-secular, etc.) and

40Similarly, Pamuk continues his ironic style, showing how imagination turns into reality.

4LAgain, ironically, Pamuk writes that the Sultan "forbade its illustration by miniaturists” (My Name is Red 501).
“42This is also what lies behind the disappearance of an artistic work, the clock, just like the disappearance of the
art of miniature.
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related conflicts do exist; however, there is no either-or relationship between the parts of
dichotomies, and these categories are insufficient to account for the intricacy of human
relationships. In other words, the subdivisions of dichotomies mentioned in this study are not
always in conflict with each other, but they are complementary constituents of a whole. In
addition to this, Pamuk's novel further complicates the matter: a close inspection of the
murderer miniaturist shows that the psychology of the murderer Olive is complex, which is
displayed through several mental and behavioral shifts. Put differently, the murderer
miniaturist's split personality and unstable psychology make it both impossible and irrelevant
to categorize his behavior in the aforementioned dichotomies, such as eastern or western,

religious or secular.

At one moment, Olive feels guilty about the murder,®® and feels restless and
perpetually dissatisfied** in the next. Then he makes himself believe that his crime is now a
thing of a distant past,*® but then he can't help thinking about it*® and he frequently "finds
himself in the same strange state of mind" (Pamuk, 1998, p. 148). As we keep observing
Olive in his stream of consciousness, his mind leaps back to his past and re-experiences his
previous moral and sexual splits and traumas.*” Olive's split personality shows influence
beyond a stream of consciousness and the two murders: the self-narrative of Olive
unmistakably proves that his personal disorder has been influential on his view of art.*® Olive
also seems to have delusions of grandeur, as he repeatedly tells himself that he is the best

artist*® by far.

43"Now and again, | even feel as if | haven't committed any crime at all" (Pamuk, 1998, p. 18). Pamuk's
characterization of Olive is important: Olive is psychologically unstable.

4 "Nevertheless, being a murderer takes some getting used to. I can't stand being at home, so | head out to the
street. I can’t stand my street, so I walk on to another, and then another" (Pamuk, 1998, p. 18). And Olive
continues his walks, "which grow increasingly longer due to [his] restlessness" (Pamuk, 1998, p. 20).

4n . my offense at times recedes from me like a foreign galleon disappearing on the horizon" (Pamuk, 1998, p.
18).

46" force myself to think of different things." (Pamuk, 1998, p. 21).

4™ force myself to think of different things, just as | forced myself, writhing in embarrassment, to banish
thoughts of women when performing prayers as an adolescent. But unlike those days of youthful fits when I
couldn't get the act of copulation out of my thoughts, now, | can indeed forget the murder that I've committed"
(Pamuk, 1998, p. 21).

48 "I’ve spent my time appeasing these jinns and demons. I've painted pictures, which many regard as miracles
that have issued from my hands, with the help of these evil spirits. But for seven days now after dusk, since |
murdered that disgrace, I'm no longer able to control the jinns and demons within me. They rage with such
violence that I tell myself they might calm down if | go out for a while" (Pamuk, 1998, p. 146)

4"They're justified in being jealous. Not one of them could surpass me in mixing colors, in creating and
embellishing borders, composing pages, selecting subjects, drawing faces, arranging bustling war and hunting
scenes and depicting beasts, sultans, ships, horses, warriors and lovers. Not one could approach my mastery in
imbuing illustrations with the poetry of the soul, not even in gilding" (Pamuk, 1998, p. 19-20).
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In another conversation, Olive explains why he killed Elegant Effendi: having
overheard the rumors about the secret book commissioned by the Sultan, he fears that Elegant
would denounce all miniaturists as "unbelievers. . . committing blasphemy" (Pamuk, 1998, p.
147). Therefore, in order to prevent the destruction of the entire workshop and rescue the
Sultan from his helplessness, Olive takes on the task of murdering Elegant (Pamuk, 1998, p.
147). It is true that Olive believes Enishte Effendi's secret book project is "pure blasphemy"
(Pamuk, 1998, p. 148); still, one question becomes relevant: how right would it be to explain
the murder, Olive's and other artists’ approaches to art and the inevitable disappearance of the
art of the miniature only with the vague category of religion or the subcategory of the
religious motives? In other words, how possible is it to categorize Olive's motives and inner
conflicts with the narratives or dichotomies of western and eastern or religious and secular?
As a likely answer to this question, Pamuk's novel shows readers that the roots of the
problems related to art and life lie much deeper and are more complex than they appear to be.
In addition to the complementariness of the dichotomies and the novel's clever use of
metafiction, the complex psychology of the murderer becomes the third element that helps

readers question the validity of thinking through identity categories.

Olive finds Elegant and Enishte Effendi —his two victims— very similar, almost like
the two sides of the same coin, on the basis that they were both spreading fear around. Olive
goes further to claim that Enishte and Elegant tried to scare him and that Enishte hid the
pieces of the whole picture to create an air of mystery; and thus, they just wanted to feel more
significant® by pretending that the project itself was a big "heresy” (Pamuk, 1998, p. 478). In
this regard, Olive believes that Elegant and Enishte Effendi "were a perfect match for each
other" (Pamuk, 1998, p. 479).

With another twist, Pamuk’s novel demonstrates that the murderer and the murdered
are not so dissimilar, and that they are suffering from similar, if not exactly the same
problems. Even if Olive's claims about Elegant and Enishte Effendi (stated above) are true, it
must be noted that Olive has a similar issue of delusion of grandeur, and he wants to be at the

center of attention just like his victims. Moreover, just like Enishte Effendi, Olive tries to

50"A genuine Muslim knows the fear of damnation serves to frighten others, not himself. This is what Elegant
Effendi was doing, you see, he wanted to scare me. It was your Enishte who taught him that he might do such a
thing; and it was then I knew that this was indeed the case” (Pamuk, 1998, p. 478).

5L "Your Enishte taught Elegant Effendi that he was involved in some forbidden project by covering up the final
picture, by revealing only a specific spot to each of us and having us draw something there—giving the picture
an air of mystery and secrecy, it was Enishte himself who instilled the fear of heresy" (Pamuk, 1998, p. 478).
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achieve this through imitating and copying the means of Europeans, which is another striking
similarity:
In the center of this world, where Our Sultan should've been, was my own portrait, which |
briefly observed with pride. |1 was somewhat unsatisfied with it because after laboring in vain
for days, looking into a mirror and erasing and reworking, | was unable to achieve a good
resemblance; still, | felt unbridled elation because the picture not only situated me at the center
of a vast world, but for some unaccountable and diabolic reason, it made me appear more
profound, complicated and mysterious than | actually was. | wanted only that my artist
brethren recognize, understand and share in my exuberance. | was both the center of
everything, like a sultan or a king, and, at the same time, myself. (Pamuk, 1998, p. 485)
Several issues are revealed here: first, Olive is envious of the Sultan's central position
in the hidden painting, and he craves to replace him; second, just like Enishte Effendi and the
hidden project, Olive does not create something new and only attempts to paint his face to
replace that of the Sultan;>? third, similarly to Enishte Effendi and the book project, he fails to
finalize his endeavor; and four, similar to his victims when he has accused, Olive takes an
ambivalent, guilty pleasure from his attempt which, ironically, is doomed to failure. But most
importantly, the common point in all three (Enishte Effendi, Secret Book Project and
Murderer Olive) is the way they all fail: all of the aforementioned are copycats, imitators of
the European means of artistic production.

Then, this brings us to the dichotomy of the murderer and the victim. Once more,
Pamuk's novel shows that the people in these two categories are not so different from each
other. In terms of imitating other traditions, failing to self-question, not being able to explore
and find an original means of artistic production, the murderer Olive and the victim Enishte
Effendi are very similar. For these reasons, the disappearance of the miniature cannot be
explained simply through the religious-secular dichotomy, as these common problems occur

in both central characters.

Accordingly, My Name is Red offers a loud and clear critique of the way people
perceive art and life. In a highly pessimistic tone, Olive predicts that all their methods "will
die out. . . colors will fade™ and nobody will care about books or paintings (Pamuk, 1998, p.
206); mice, termites and worms will eat up the manuscripts, women will burn up books and
paintings in the stoves, children will tear out the books, and whatever is left will be banned by

the "religious censor” (Pamuk, 1998, p. 207). The way Pamuk makes Olive complain about

2Note the similarity: Olive clearly states: "l was unable to achieve a good resemblance” (Pamuk, 1998, p. 485).
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the audience/reader evokes the feeling that Pamuk, as a modern Turkish writer, is indirectly
addressing the people of the modern Turkish community who fail to establish a critical and
productive engagement with the self, art and the world. Once more, Pamuk's novel reminds
how all parties —similar to the characters mentioned above— lack a serious and productive
critical engagement with art and the world: "[w]hile mothers destroy the illustrations they
consider obscene, fathers and older brothers will jack off onto the pictures of women and the
pages will stick together" (Pamuk, 1998, p. 207). More than anything else, in My Name is
Red, it is this shallowness and disinterestedness that lead the way to the disappearance of art.
And in the end, Shekure informs readers of what happened afterwards:
the conflict between the methods of the old masters of Herat and the Frankish masters that
paved the way for quarrels among artists and endless quandries [sic] was never resolved. For
painting itself was abandoned; artists painted neither like Easterners nor Westerners. The
miniaturists did not grow angry and revolt, but like old men who quietly succumb to an illness,
they gradually accepted the situation with humble grief and resignation (Pamuk, 1998, p. 501).
Whose story is this, that of a group of miniaturists in 16th-century Istanbul of the
Ottoman Empire, or that of modern Turkey? Pamuk hides certain clues in the novel, which
might help find an answer to this question. In the closing scene between Olive and the other
miniaturists when Olive is being blinded, a likely answer is provided: “Thanks to your
Enishte, we've all learned the meaning of portrait', 1°® said." God willing, one day, we'll
fearlessly tell the story of our own lives the way we actually live them." 'All fables are
everybody's fables', said Black" (Pamuk, 1998, p. 483-484). Thus, the answer is probably
both; Pamuk’'s My Name is Red is a well-rounded critique of Turkish modernity questioned
within the historical context, which is incomplete and "unfinished" (Pamuk, 1998, p. 501) just

like the Euro-imitation book project of Enishte Effendi.
Conclusion

My Name is Red delineates the shortcomings of reading and understanding the world
through the lenses of certain monolithic perspectives or dichotomies. However, the monolithic
perspectives in question cannot be reduced to any single narrative of nationalism, Islam, nor
Sufism. Instead, Pamuk's novel questions living through any imitated model: the miniature
artists in My Name is Red continuously re-position their art in relation to the great masters of
Tebriz, or the blasphemous Frankish portraiture artists. Yet, miniaturists barely do anything

systematically productive to create something new, except for re-interpreting the European

53 Olive.
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and Persian artistic means of production. The project of Enishte Effendi, being nothing more
than an imitation of European art, is doomed to fail and has no future, because it lacks the
essential intellectual/scientific accumulation and the inquisitive curiosity behind it.
Correspondingly, the disappearance of the art of the miniature is linked to an analogous
reason: between Europe and Tebriz, Ottoman Istanbul fails to develop anything new beyond
incompetent imitations. In this respect, My Name is Red shows that the either/or perspective
(as in the example of making a choice between the old masters of Tebriz or those of Europe)

does not work, because such a perspective is far from being inquisitive or creative.

In his definition of historical stadial consciousness José Casanova writes that
secularism makes a separation between modern and pre-modern, defining the secular as
modern, and the religious as backward or primitive. Pamuk's novel does not have such a strict
Euro-centered secularist perspective; and religion is not perceived merely as "an intellectual
regression” (Casanova, p. 59). In that sense, Pamuk is not biased towards religion and has a

more balanced critical view of Turkish modernity, one that does not scapegoat religion.

Another idea that comes from the novel is the shortcomings of dichotomies in
explaining the complexity of human psychology and behavior. My Name is Red demonstrates
that dichotomies such as secular/religious, East/West, religious/secular and meaning/form
may be too limiting at times, and may not be able to account for the intricacies of human
lives. In several examples, Pamuk’s novel shows that the subdivisions of the dichotomies are
not always in conflict with each other. As the tree in the novel says, "the story is more
complicated" (Pamuk, 1998, p. 56).

Patricia Waugh writes that metafiction brings the element of play into writing to show
that the act of writing itself is something fictional; however, she continues, in a language-
based universe, history itself is an entity that is very similar to fiction; and one of the
functions of metafiction is to show this fictionality (p. 49). In this respect, metafiction has two
significant roles in My Name is Red: first, the sharp use of metafiction helps readers question
the imagined, constructed, fictional aspects of the culture, something the characters of the
novel fail to see. In other words, My Name is Red explores the concepts of fact and fiction and
specifically how they relate to imagination and reality. Through the frequent use of self-
reflexivity, via fables told by characters, and with several layers of fictionality, My Name is
Red shows its readers what the characters cannot see: how the imagined seeps into reality.>*

This is also how Pamuk’s novel “disforms” any imaginative identity as Mirze explains (p.

%*Term is borrowed from Anderson’s Imagined Communities, p. 39.
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290). Second, being pluralist in perspective, My Name is Red gives voice to the parties who
are not represented in a dichotomic either/or perspective: Satan, a dog, a coin, or outcast
dervishes are some of these. As Goknar states, “multiperspectival style” has “political import”
(p. 313), because the characterization of these implies that the strict social values in the world
novel fall short of acknowledging and representing the elements that are left out. Interestingly,
it is art and language (and hence, the novel itself) that gives visibility and recognition to the

under-/mis-represented, which accounts for the political stance of Pamuk’s work.

My Name is Red is a critique of Turkish modernity (Goknar, p. 38). Even though the
novel is set in 16th-century Istanbul, Pamuk's work is more in dialogue with 20th-and 21st-
century modern Turkey, rather than with the Ottoman world. This is so, because the novel, at
the very beginning, informs the reader that there has been a murder (a murder of a
miniaturist), but also, at the end of the novel, the disappearance of the art of miniature is
declared, tying together all the other events in the plot (Pamuk, 1998, p. 501). Therefore,
through its “continuous unfolding and bringing together of different social grammars” (Ali
and Hagood, p. 522), Pamuk's novel becomes the story of the shortcomings of Turkish
modern life: its troublesome and superficial relationship with European culture, its
unproductive identity categories, its mutually exclusive language, and the inherent fear of
others and any change that might come from the outside, as well as the apathy of the people.
Turkish modernity, just like the imitation work of Enishte Effendi, is an unfinished business.
This is how My Name is Red depicts the shortcomings of identity categories, as well as the

inevitability of failure in trying to impose these categories on art and life.
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DANIEL KEHLMANN’IN “BEN VE KAMINSKI” ROMANINDA
AHLAKI BASKALASIM: (BEN)CILLIKTEN (DIGER)KAMLIGA
GECIS
Cihan TUNCER!

Oz
89/90°11 yillardan itibaren edebiyatin c¢ergevesi, konulari1 ve fonksiyonunda
yenilenmeye gidilir. Ayrica 90’11 yillardan itibaren politik, kiiltiirel, sosyal vb.
yeniliklerin de gerceklesmesiyle Cagdas Alman Edebiyat’indan s6z edilmesi miimkiin
olmustur. Bu donemin 6nemli temsilcilerinden biri olan Kehlmann edebiyata bakis
acist ve ele aldigi konular bakimindan cagdaslarindan belirgin bir bigimde ayrilir.
Yapitlarinda agirlikli olarak goze carpan i¢ ice geemis hiciv ve gerceklik onu
digerlerinden ayiric1 6zelliklerdendir. Calismamizda ele aldigimiz Ben ve Kaminski
romant ise hicivsel bir islupla medya etigi, bireysel ahlaki irdeler. Roman 21.yiizyilda
kendini merkezilestirerek cevresine duyarsizlasan bireyin hala i¢inde var olan
vicdanina veya insanca olan yoniine dikkatleri ¢eker. Bu ¢alismada yazarin “Ben ve

Kaminski” romani ahlaki bagkalagim baglaminda incelenmistir.

Anahtar Sozciikler: Daniel Kehlmann, Ben ve Kaminski, bencillik,
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MORAL METAMORPHOSIS IN DANIEL KEHLMANN’S NOVEL “ME AND
KAMINSKI”: THE TRANSITION FROM EGOISM TO ALTRUISM

Abstract

Starting from 89/90s, the framework of literature, its subject matters and functions
have been renewed. It has also been possible to talk about a new literary period, which
is Modern German Literature, as a result of political, cultural and social reforms since
the 90s. One of the most important representatives of this period is Daniel Kehlmann.
This author differs from the representatives of the Modern German Literature in terms
of his viewpoint about literature and the subject matters he handles. The presence of
satire and reality, which are intertwined in his works, is one of the properties that
makes him different from the others. His novel titled Me and Kaminski, which we

handle in our study, addresses media ethics and personal morality in a satirical way.
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This novel attracts the attention to the inner conscience, or the humane aspect still
found in the inner world of an individual who has centralized himself and has become
desensitized towards his surroundings in 21st century. In this study, the novel Me and

Kaminski has been handled within the framework of moral metamorphosis.

Keywords: Daniel Kehlmann, Me and Kaminski, egoism, altruism, moral

metamorphosis
Giris

Cagdas Edebiyat terimi, 1989/1990°11 yillar baslangi¢ noktasi olarak referans alinan ve
giiniimiizde hala devam eden edebi-tarihsel donemi ifade etmek i¢in kullanilir. Bu yillardan
itibaren edebiyatin c¢ergevesi, konular1 ve islevinde yenilenmeler goze carpar. Ancak soz
konusu yenilenmeye ragmen kendinden 6nceki donemle arasina kesin bir sinirin ¢izilmesi
veya ayrimin yapilmasi dogru degildir. Clinkii boylesi bir yaklasim 70’11 ve 80°1i yillarla olan
benzer yonleri yadsima anlamima geleceginden bundan kaginmak yerinde olacaktir. Ancak
90’11 yillardan itibaren politik, sosyal, ekonomik, kiiltiirel ve medyadaki son gelismeler ile bag
gosteren temel degisimler yeni bir edebi donemden bahsedilmesine zemin hazirlar. Edebiyatin
islevsel tanimlarin1 sorgulayarak onceki donemlerle farkliliklarinin ortaya konmasi, insanin
belirlenmisligi gibi karmasik gercekliklerin edebiyata malzeme edilmesi, yeni anlatim
bigimleriyle tarihsel ve toplumsal hafizay1 odaga yerlestirme Cagdas Edebiyat’in yenilikleri
arasinda sayilabilir (Hermann ve Horstkotte, 2016, s. 2-3). Bu yenilikler 1s18inda Cagdas
Alman Edebiyati’ni ele aldig1 konular itibariyle dort baslik altinda toplamak miimkiindiir.

Giincel romanlar, anlatilar, tiyatro eserleri ve siir gibi tiirlerin hakim egilimleri bu dort
grubu meydana getirmektedir. Gerek gilincel gerekse de tartigmali konulari ele almasi
itibariyle bunlardan ilki G6¢men Edebiyati (Migrantenliteratur) grubudur. Bu grubu iilkelerini
terk etmek zorunda kalan, dogduklar tilkelerden kopan ve gog ettikleri iilkede aidiyet sorunu
yasayan, yagam deneyimlerini yapitlarinin merkezine yerlestirenler olusturur. Herta Miiller,
Emine Sevgi Ozdamar, Feridun Zaimoglu, Rafik Schami, Ilija Trojanow gibi isimler bu
grubun temsilcilerinden bazilaridir. Ikinci grubu son yillarda Alman okuyucunun ilgisini
cekmeyi bagaran siir tiirli olusturur. Geng yazarlarin ve okurlarin siire olan ilgilerinin Hip-
Hop etkisiyle artig1 goriisii hakimdir. Oyle ki, Almanca yazilan hip-hop sarki sézlerinin geng
yazarlara ilham vermis olabilecegi tartigilmaktadir. ki dnemli temsilcisi Nora Gomringer ve
Jan Wagner’dir. Uglincii grupta aile romanlar1 (Familienroman) yer alir. Ozellikle
Kusaklararas1 Romanlar (Al. Mehrgenerationenroman) Nasyonal Sosyalizm (NS) ve

Demokratik Almanya Cumhuriyeti (DDR) dénemi gibi Avrupa’nin son donem tarihini konu
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edinirler. Arno Geiger’in ES geht uns gut (2005), Julia Franck’in Die Mittagsfrau (2007) ve
Uwe Tellkamp’in Der Turm (2008) yapit1 21. yiizyillin 6diile layik goriilen aile romanlari
arasindadir. Oniimiizdeki yillarda ise II. Diinya Savasi’ni, savastan donenleri ve yasanan
travmalar1 odaga yerlestirecek yapitlar verilmesi olasidir. Son olarak dordiincii grupta ise
tarihi kisilikleri edebi yapitlarina konu edinen, tarihi kisilikleri giiniimiize tasiyan kurmaca
romanlar yer alir. Bu gruptakilere Alexander von Humboldt ve Carl Friedrich GauB3’u, 2005
yilinda kaleme aldig1 Diinyanin Olgiimii romaninda kars1 karsiya getiren Daniel Kehlmann da
dahildir (Freudenstein-Arnold, 2016, s. 9-13). Gliniimiizde basarili yapitlar vermeye devam
eden yazar son olarak Tyll (2017) adli romanin1 kaleme almis ve 2018 yili igerisinde
Friedrich-Holderlin ve Frank-Schirrmacher-Odiiliine layik goriilmiistiir. Kelhlmann, Cagdas
Alman Edebiyati’'nin 6nemli temsilcilerinden biri olarak gilinlimiize damgasint vurmayi

basarmig bir yazardir.

Hem edebiyata bakist hem de ele aldigi tematik unsurlar1 bakimindan dikkatleri
tizerine ¢eken bir yazardir Kehlmann. Beerholms Vorstellung (1997), Mahlers Zeit (1999) ve
Unter der Sonne (1998) yapitlarinda oldugu gibi sonraki romanlarinda da bu durum goéze
carpar. Bakis agisinin (Erzéhlsituation) insasinda okuyucuya bir ikilem-okuyucunun
giivenilmeyen ya da fantastik bir diinyayla kars1 karsiya olup olmadigi konusunda tereddiitte
kalmasi- yasatir. En Uzak Yer adli romaninda benzer bir bigimde anlatilan diinyanin gergek
yasanti diinyasindan sapip sapmadign konusunda bir Dbelirsizlik hakimdir. Onceki
romanlarinda bilim adamlar1 ¢ilgin bilim adami1 (mad scientist) klisesini yansitmakta iken,
Mabhlers Zeit’in sosyal ¢evresi okuyucuya hiciv unsurlart barindiran bir iiniversite diinyasi
sunar. Modern romani bir hiciv malzemesine doniistiiren Kehlmann’in romanlarinda kurgu,
gerceklik ve olasilik baglantist 6nemli bir yer tutar (Kiihlmann, 2009, s. 337-338).
Yapitlarindaki bu iiclii baglanti onun edebiyat anlayisi? veya edebiyattan beklentisiyle ilgili

bir durumdur.

Kendine 6zgii edebiyat anlayisiyla Kehlmann, sosyal ve bireysel konulara yapitlarinda
yer veren bir yazardir. En Uzak Yer romani bu agidan ele alindiginda yazarin varolus, bireysel
sorumluluk, kendinden kagis vb. izleklere yer ayirdigini soyleyebiliriz. Calismamizda ele
aldigimiz Ben ve Kaminski romani ise medya etigi, bireysel ahlak {izerine yazilmis basarili bir

yapittir. Romanda Sebastian Zollner adli gazetecinin, unutulmus bir ressam olan

2 Kehlmann “Sentaks kurallarmi degil aksine gergeklik kurallarini ¢igneyen edebiyat: devamli en biiyiileyici
bulmusumdur” ifadesiyle edebiyat anlayisini ortaya koyar. Buna gore edebiyat saf realizm anlamina gelmemeli,
biiyiilii (magisch) veya en azindan boliinmiis (gebrochener Realismus) gergekei olmalidir. Bkz. Silke Horstkotte
und Leonhard Herrmann, Poetiken der Gegenwart Deutschsprachige Romane nach 2000, Walter de Gruyter,
Berlin 2013, s. 35
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Kaminski’nin biyografisini yazmak ic¢in ¢iktig1 yolculukta yasadigi degisimler-ahlaki
boyutuyla- 6ykiillenmektedir. Bencilce diistincelerle giidiilenmis olarak ¢iktigi bu yolculuk,
gazetecinin digerkdm bir kisilige doniismesiyle sonuglanir. Kehlmann, gazetecinin bu
bagkalagim stirecini hicivsel bir tslupla ele alir. Roman bir yandan 21. yiizyilda kendine
yonelmisligi ile c¢evresine duyarsizlasan bireyin hala icinde var olan vicdanina,
duygudasligima kisacasi insanca olan yoniine dikkatleri ¢ekerken diger yandan bencilligin
insanlar distirdigii giiliing durumu basarili bir sekilde ele almasi agisindan 6nemli bir

yapattir.
Bencillik izlekleri: Kendine Yonelmisligin Sarmalinda

Bir arada yasayan insanlar eylemlerini yonlendirirken-bagkalari i¢in duyulan kaygi ve
ilgiden dolayi- onlar icin 1yi-koétii, dogru-yanlis vb. bi¢ciminde nitelemelerde bulunurlar. Bu
nitelemeler her bir toplulukta belirli yerlesik diisiinceler, inanglar, toreler, aligkanliklar,
gelenekler dikkate alinarak yapilir ve buyurucu-insanlarin eylemleri iizerinde belirleyici-
ozellige sahiptirler. Insanoglu diinyaya gozlerini acar agmaz kendini boyle kurulu bir diizen
icinde bulur ve daha sonra eylemlerini bu dogrultuda diizenler. Diizenlesmis ve geleneklesmis
bu yasam bigimine ahlak (Moral) adi verilir (Ozlem, 2014, s. 18-19 ). Ahlak ayn1 zamanda
Oteki’nin isteklerine ve gagrilarma verilen yanittir. Ancak burada Oteki’nin ¢agrilarina her
zaman cevap verilip verilmeyecegi veya eylemlerimizin herkesi memnun edip edemeyecegi
gibi bir sorunla karsilagiriz (Heller, 2006, s.477). Bizim ve diger insanlarin eylemleri iyi
niyetli/ahlaki olarak diisiiniilse dahi bazen sonuglar1 baglaminda ele alindiginda karsi taraf
icin olumsuz getirileri -beklenmedik sonuglari veya yan etkileri- olabilmektedir. Bu durumun
oniine gegmek pek de olas1 degildir, ¢linkii olaylarin sonuglarini 6nceden tahmin etme sansina
sahip degiliz. Bu yiizden bazen eylemlerin sonuglari -felaket ve acilari- ahlaklilig: ikinci plana
itilebilmektedir (Bauman, 2011, s. 29). Diyebiliriz ki eylemlerimizdeki bu olasi
ongoriilemezlik, ahlaklilig1 riske edebilen veya 1yi niyetli olsa dahi sorgulanmasina yol agan

karakterini yansitir.

Kehlmann’in, Ben ve Kaminski adini tasiyan romaninda ayni sekilde roman baskisileri
arasindaki tartismali ahlaklilik s6z konusudur. Yapitta olaylarin merkezinde yer alan iki
roman figliri gazeteci Sebastian Zollner ve ressam Manuel Kaminski’dir. Ressamin
biyografisini yazarak sesini duyurmay1 ve maddi kazang saglamay1 isteyen gazeteci, kendini
merkeze alan tutumuyla bencil biridir. Buna karsin ressam ise gozleri gormeyen, kendi
camiasina uzaklasmis adeta kabuguna cekilmis biridir. Biyografinin yazilmasiyla gazetecinin

linlenmesinin yani sira ressamin da eski linlinli yakalayacag: diislintildiiglinde aradaki iliski-
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ahlaki boyutuyla sorunsuz- olduk¢a normal goriinmektedir. Ancak gazetecinin ozellikle

ressamin Olimi {lizerine planlar yapmasi bir taraftan iliskinin ahlaklilik boyutunu tartismali

Roman, olaylarin merkezindeki iki kisiden biri olan gazeteci Sebastian Zollner’in
hakkinda 6n arastirma yaptigr ressam Manuel Kaminski ile roportaj i¢in goriismeye
gitmesiyle baglar. Bu roportaj ayni zamanda olay akisinin baslangicidir. Kehlmann daha
romanin baslarinda okuyucuya gazetecinin duyarsiz ve duygusuz ruh hali hakkinda ipuglar
verir. Bir “av” olarak gordiigii-ilerleyen zamanlarda kendinin av olacagindan habersiz- yash
Kaminski’yle ilk kez karsilasan gazeteci onu kiiclimseyen gozlerle tepeden tirnaga siizer:

“Resimlerindeki ince figiiriiyle karsilastirildiginda, bu kadar kiigiikk olacagini, bdylesine

minicik ve bigimsiz olabilecegini hi¢ diisinmemistim. Bir kazak giymis ve seffaf olmayan,

siyah bir gozliik takmust, bir eli Miriam’in kolundaydi, digeriyse beyaz bir yiiriiyilis bastonuna
abantyordu. Cildi kahverengiydi ve mesin gibi burusuktu, yanaklari gevsek bir bigimde
sarkikti, elleri fazlasiyla iri goriinliyordu, bagini orten saglar1 darmadaginikti. Yipranmis bir
kot pantolon ve lastik ayakkabilar giymisti, ayakkabisinin sag teki baglanmamisti ve bagciklar

pesi sira siirliikleniyordu.” (Kehlmann, 2007, s. 22)

Kaminski ailesi, yazilacak biyografinin gdzden gecirilmesi Onkosuluyla
yayimlanmasini kabul eder. Bu iyi niyetli yaklagima ragmen, yayinci ve gazetecinin, yash
ressamin Oliimiiyle ilgili takindiklar1 hesapg1 tutum kutupsal bir goriintii vermektedir. Aradaki
iliski adeta “av-avcr” iliskisini andirmaktadir. Gazeteci ve yayinci hirs ve basariy1 oncelerken
ahlaki sorumluluklar1 geri plana itmislerdir. Ciinkii diisiindiikleri yalnizca ressamin 6liimiiyle
beraber yazdiklarimin daha fazla Onem kazanacak olmasidir. Burada yash ressamin
“aragsallastirildigi”® bir eylem s6z konusudur. Ahlakin dogasinda yer alan baskalarim gdzeten
kayg1 ve ilgi gibi “asil amaglar” yerini tamamen bencillige birakmistir. Cikar tutkusu, onlari
yaghi birinin Oliimiinii isteyen boylelikle insani degerlerden uzaklastiran kisilere
dontistirmiistiir:

“Knut Megelbach’la yalnizca bir kere, onun biirosunda bulusmustum. Ellerini ovusturarak

asagl yukar1 ylirlimiis, bir eliyle raflardaki kitaplar1 alip sonra yeniden yerlerine birakmus,

diger eliyle de pantolonunun cebindeki bozuk paralari singirdatmisti. Bense bizi bekleyen

3 Hartmann bu konuda Weber’in eylem hakkindaki goriiglerine géndermede bulunarak farkli bir yaklagima
dikkat ¢eker. “ Bir insan amagclari, araglar1 ve yan etkileri degerlendirip amaglarla aracglari, yan etkilerle amaglari
ve cesitli olasi amaglar1 karsilikli olarak ussal bigcimde tartiyorsa, o insanin eylemi amac¢ tasiyan ussal bir
eylemdir. Eger bir insan etik, estetik, dinsel inanislarina gére hareket ediyor ve dngdriilebilir sonuglar1 goz ardi
ediyorsa, 0 zaman onun eylemi tamamen deger tasiyan ussal bir eylemdir; deger tasiyan ussal eylem daima failin
izlemek zorunda olduguna inandig1 ‘emirler’ veya ‘talepler’ dogrultusundaki eylemdir. ” Bkz. Heinz Hartmann,
Ben Psikolojisi ve Uyum Sorunu, Cev. : Banu Biiyiikkal, Metis Yayinlari, Istanbul 2011, s. 71
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Kaminski Roénesansi’ndan s6z etmistim: Yeni doktora tezleri yazilacakti, Centre Pompidou

Ozel bir sergi diizenleyecekti, orada anilarinin belgesel degeri de olacakti, kimleri gérmiis,

kimleri tanimis oldugu unutulmamaliydi; Matise onun hocasi, Picasso dostu olmustu, biiyiik

sair Richard Rieming ona babalik etmisti. Kaminski’yi iyi taniyordum, hatta onunla arkadas
bile sayilabilirdim, benimle sakinmasizca konusacagindan kusku duyulmazdi. Yalnizca kiigiik
bir eksik kalmisti, ondan sonra tiim ilgi ona yonelecek, magazin dergileri onun hakkinda
yazilar yayinlayacak resimlerinin fiyatlar1 artacak ve biyografisi kesin bir basar1 olacakti.

“Peki, neymis bu?” diye sormustu Megelbach. “Eksik olan neymis?” — “ Olmesi gerek tabii.”

— Megelbach bir siire agag1 yukar1 yiirlimiis ve diisiinmiistii. Sonra oldugu yerde duruvermis,

bana giiliimseyerek bakmis ve basiyla onaylamisti.” (Kehlmann, s. 24)

Zollner ve yaymceinin, ressamin dliimiiyle yapitlarinin deger kazanacagini diisiinmesi
ve bu dogrultuda sansasyonel bilgiler elde etmek igin entrikalara girismesi “hicivsel” # bir
nitelik tasir. Yazar burada ¢cagdas sanat anlayisindaki yozlasmaya ve insanlari siiriikledikleri
durumlara dikkat ceker. Cagdas sanat anlayisinin sansasyonel olana yonelmesi yozlasmay1
getirmistir. Sansasyonellik ise insanlarin 6zel yasam alanlarin1 kurcalamayi, 6zel yasama dair
gizli kalmasi gerekenlerin ortaya dokiilmesini talep etmektedir. Gazeteci romanda ¢agdas
sanat anlayisindaki bu yozlagsmanin {iriinii olarak ortaya c¢ikmakta, bu anlayisin
yonlendirmesiyle hareket etmektedir. Ressamin korliigi, evliligi, iliskileri hakkinda bilgi
edinmek i¢in tiirli entrikalar ¢evirmektedir. Yozlagsmis bir anlayisin iiriinii olarak aym
zamanda kars1 tarafi dikkate almayan, eylemlerinde 1yi-kotii, yanlig-dogru ayrimi yapmayan
bir kisidir. Dolayisiyla ahlakin dogasinda yer alan “Otekini dikkate alma, ¢agrilarina yanit

verme” hassasiyeti gazetecide yoktur.

Gazeteci tamamen “bencilce” diisiincelerle glidiilenmis, kime baksa faydalanilacak bir
nesne gdérmektedir. Bierhoff (2017), insani iliskilerin metalastirilmasi karsinda, “/nsan ne bir
nesneye ne de islevi olan bir seye indirgenemez aksine insan, onuru ve dogrulugu ile bir
kendilik degerine haizdir” (s. 10) ifadeleriyle insanlar arasi iligkinin ahlaki boyutuna dikkat
ceker ve insanin “deger”liligine vurgu yapar. Ancak gazeteci, Kaminski’'nin evinde oldugu
sirada kiz1 ile birlikte oldugunu diisiiniip kafasinda hesaplar yapar. “Miriam benden yaklasik
on bes yas daha biiyiiktli, ama bununla bas edebilirdim, hala giizel goriiniiyordu. Kaminski

artik cok uzun yasamazdi, evi, parasi, mutlaka bazi resimleri de kalirdi. Burada oturur, onun

4 Hiciv topluma ayna tutarak var olan aksakliklari, carpikliklar1 gosterir. Mizaht kullanarak okuyucuya
toplumun veya insanlarin diistiikleri durumu anlatir. Hiciv yoneldigi nesneyi, kisileri yerin dibine sokmay1
hedefler. Hicvi tenkit yazisindan ayiran en énemli 6zellik kullanilan bu mizahtir. Bk. Baypnar, Y. (1978). Hiciv
Kavrami Uzerine Bir Inceleme. DTCF Dergisi, 29 (1-4), 31-37.
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mirasin1 yonetirdim, belki de bir miize kurardim” (Kehlmann, s. 27). Maddi zayifligini
baskalar1 tizerinden tamamlama egilimi gosteren gazeteci, baskalarina bagimli-parazit-bir
goriintii verir. Ayrica insanlar1 nesneye indirgeyen tavriyla benmerkezci bir karakterin ete

kemige biiriinmiis halini temsil eder.

Z06llner’in benmerkezci tavr1 onu sonu gelmeyen entrikalara siiriiklemektedir. Ressam
hakkinda ses getirecek yazisi i¢in daha fazla bilgi almak istemektedir. Baskalarindan dolayl
olarak edindigi bilgilerin yan1 sira dogrudan yazarin kendisiyle konusup goziindeki
rahatsizligl, evliligi vb. konularda bilgi almay1 hedefler. Ayrica ressamla birlikte medyada
boy gostererek iinlenmek ve kisa slirede para kazanma amacindadir. Ressamin oliimiini
istemesi, yalnizca bagarisini diisiinen kendine yonelmisligi, karsi tarafi 6nemsemeyen tutumu
ile gazeteci narsistik ve ozel hesapg¢t bir vicdana sahiptir. Zira bireyin davranig normlart ve
kurallariyla pratik iligkisi olarak tanimladig1 ahlaktan s6z ederken, Heller, eylem seciminde ve
insan davranmisinin yargilanmasinda yegane hakem olarak vicdana gondermede bulunur
(Heller, 2006, s. 130-132). Narsistik ve 6zel hesapg1 vicdandan su sekilde bahseder:

Vicdan, kisi 6zel olarak yalnizca ampirik kendi iizerine diisiiniimle mesgulse, narsistik vicdan

haline gelir. Ne ahlak normlar1 ne de degerler kendi iizerine doniisiim agis1 olusturur; bu tiir

diisiiniimde seferber edilen yorumlayici gergevenin tamami ahlakin disindadir. [...] Ozel
hesapgt vicdan iyi/kotli ve basarili/basarisiz denilen iki ayr1 deger yonelim kategorisi ¢iftinin
kaynasmasini temsil eder; burada basar1 iyi, basarisizlik kotiidiir. Bu durumda pragmatik
sonuclar kendi {izerine diisiiniimiin (ahlaki olmayan) 6l¢iisii haline gelir. Biitiin 6teki Slgiitler
kaybolur. Iyi giidiilenim iyi hesaba esittir; “vicdan sizis1” ancak hesap kotii sonug verirse

(sonug bagar1 degil basarisizliksa) hissedilir. Narsistik vicdanin aksine ve vicdanin tek hakem

oldugu durumlara ¢ok benzer bir bigimde, 6zel hesapg¢t vicdan utang karsisinda asiri,

neredeyse histerik bir duyarlik gdsterir. Ozel hesape1 vicdan sahibi kisiler yanlis hesap ve
basarisizlik ortaya c¢iktiginda bagskalarimin goziine goriinmektense siklikla intihari tercih

ederler (Heller, 2006, s. 137-138).

Narsistik ve 6zel hesap¢i bir vicdana sahip gazeteci tarafindan ¢ikar nesnesi olarak
gorlilen ressam Kaminski ise romanda zorlu bir siirecten gegerek sohreti yakalamis ancak
sonradan unutulmus biri olarak karsimiza g¢ikar. Cocukluk doneminde basarisiz biri olarak
ressamliga baslamis daha sonralari ¢evresinin destegi ile biraz ilerleme saglamigtir.
Calismalar1 basar1 getirecek niteliklere sahip degildir, kendisi de ¢aligmalarinin yeterli ve iyi
olmadiginin farkindadir bundan 6tiirii bazilarini ortadan kaldirir. “Hemen hemen hepsini daha
sonradan yakmisti, elde kalabilen pek azi1 da yeterince berbatti: altin rengi bir zemin,

govdesinden bos bakisli insan kafalar1 ¢ikan, agaglara beceriksizce kondurulmus sahinler,
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betondan dokiilmiis gibi goriinen bir ¢igegin lizerinde hantal bir etsinegi. Boyle seyler
resmetmesine nelerin neden oldugunu Tanr1 bilir” (Kehlmann, s. 34-35). Ancak Kaminski’nin
resimlerinden biri “painted by a blind man” ibaresiyle sergilenince ad1 duyulmaya baslamistir.
Kor oldugu hakkindaki sdylentiler-Kaminski’nin gergekten kor olup olmadigr belli degildir,
bu bakimdan Kaminski de yalnizca bir kurban degil ayn1 zamanda siipheli bir kisiliktir-
sayesinde adi diinya ¢apinda duyulmustur. Simdi yasadigindan bile habersiz olan insanlarin
dikkatini ¢ekmek ve bu yolla maddi kazang elde etmek i¢in gazeteci, Kaminski’yi kullanmak
istemektedir. “Kaminski’nin hala yasadigini 6grenen hemen hemen herkes, hayret dolu bir
tepki gosteriyordu. Onun hala var olmasi, daglarda, biiylik evinde, korliigiiniin ve iiniiniin
golgesinde saklanmasi inanilmaz geliyordu” (Kehlmann, s. 39). Kehlmann bu noktada cagdas
sanat anlayisindaki yozlagsmanin sebebini okuyucunun gozleri 6niine serer. Oziinden
uzaklasan, “sanat ve sanat¢idan ziyade sansasyonel olaylara odaklanan” bir sanat anlayisina-
ressamin kor oldugu sdylentisiyle adinin diinya ¢apinda duyulmasi ve insanlarin ilgisinin
yazara yonelmesi- toplumun gosterdigi ilgiye vurgu yapar.

Eylemlerinin “haklilik” veya “sinirlilik” boyutunu g6z ardi eden gazeteci entrikalarina
devam eder. Ressam hakkinda etkileyici bilgiler elde edebilmek i¢in evin hizmetgisiyle ile
isbirligi yapar. Hizmetciyi, kendisini evde ressamla yalniz birakmasi igin ikna eder.
Karsiliginda para alan hizmetgi ortadan kaybolur. Amaci bas basa iken ressamin kendisinden
bilgiler almak ve evi karistirarak kitab1 icin malzeme temin edebilmektir. Evi karistirir eski
mektuplar, 6zellikle Kaminski’nin eski sevgilisi Theresa’ya veya Theresa’dan mektuplar, eski
evraklar, dosyalar1 gozden gegcirir. Theresa hakkinda konusmak ister ancak ressam onun
hayatta olmadigin1 sdyler. Ancak Zollner bunun dogru olmadigini ifade eder. Bunun {izerine
Kaminski, Zollner’den kendini ona gotiirmesini ister. Gazeteci bunu yazacagi kitap i¢in bir
firsat olarak goriir. “Iki giin boyunca yolda olacaktik, onunla bu kadar uzun bir zaman
gecirmeyi umut bile edemezdim. Ona istedigim her seyi sorabilirdim. Kitabim kalic1 bir
kaynak eser olur, iiniversitelerde okutulur, sanat tarihgileri tarafindan alintilanirdi”
(Kehlmann, s. 85). Hem yash ressami memnun etmek hem de kendini diisiinerek bu
yolculugu kabul eder Zollner. Bu yolculuktan sonraki gelismeler romanda gazetecinin kendini

sorgulamasini, ahlaki agidan degisime ugramasini saglayan olaylarin baslangicini olusturur.
Digerkamhga Gecis: Golgeyle Yiizlesme
Dogru i¢in bir oOlgiit belirlemek gerekirse “insanlik i¢in dogru” olanin tek dogru

oldugunu sdylemek yerinde olur (Adler, 1996, s. 7-9). Bu noktada yasamin anlami, Ben’in
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disindaki Oteki’ni, diger insanlar1 gdzeterek yapilanda agiga cikar. Otekileri dikkate alarak

siirdiiriilen bir yasam ise duygudaslik ve Oteki’ne odaklanan digerkdmliga isaret eder.

Acmmasizlik ve bencillik iizerine temellenmis olan insanin tavri ahlaki diizlemde
yiikseldikge yerini adalete, yardimseverlige birakir (Sans, 2006, s. 108-109). Ahlakli olmanin
temelinde ise merhamet yatmaktadir. Merhametin Oncelendigi ahlaki davranista bencillik
kendine yer bulamaz, biitliniiyle baskasinin iyiligi ve mutlulugu diistiniiliir (Laing, 2009, s.
176). Kehlmann’in bencil roman karakteri gazeteci Zollner, ressamla yasadiklarindan sonra
ahlaki olarak bir tiir “baskalasim” gegirerek kendi igin baslangigta somiiriilen bir “Oteki” olan
ressam Kaminski’yle duygudaslik iliskisi icerisine girer ve aralarindaki ¢ikara dayali iligki
yerini “insancil” bir iliskiye birakir. Bu bir anlamda yozlasmis ¢agdas sanat anlayisinin sanati
ve sanat¢iyl ¢ikar nesnesi haline getiren anlayisina verilmis onemli bir tepki niteligindedir.
Zollner, gazeteciyi bir 6zne —insan- olarak algilamaya baslar, onu nesneye indirgeyen

cikarciligini bir kenara birakir.

Bu baskalagim stirecini tetikleyen ise ressamin gazeteciye verdigi derstir. Romanda
gazeteci Zollner, ressamla yaptiklart yolculuk sirasinda ressam tarafindan kullanilir. Bu kez
maddi olarak somiiriilen gazeteci, somiiren ise ressam olur. Oyle ki, ressam konaklama ve
yemek masraflarini parasi olmasina ragmen Zollner’e 6detir. Bu durum hicivsel bir unsurdur,
clinkli Z6llner ile ressam arasinda “av-aver” iliskisinde roller degismis, basta Zollner icin bir
“av” olan ressam “avc1” olmustur. Ancak bu durum Zollner’i rahatsiz etmez, ¢linkii ressamla
arasinda soze dokiilmeyen ve gazetecideki “bencilligin duvarlarini yikan” bir yakinlagma

olugmustur. Bu yakinlagma ayn1 zamanda gazeteciyi digerkam bir kisiye ¢evirir.

Yolculuk sirasinda Kaminski’nin kizt Miriam telefonla gazeteciyi arar ve babasini
kacirdig1 i¢in sikayetci olacagini sdyler. Gazetecinin yaniti her ne kadar kendini kurtarmaya
yonelik olsa da “bencillikten siyrilmis” diisiincelerini yansitmasi agisindan olduk¢a énemlidir.

Birincisi adam kagirma lafina cevap bile vermiyorum, bu seviyeye inmem. Babaniz, kendisine

eslik etmemi rica etti benden. Bu yiizden randevularimi degistirmem gerekti, ama duydugum

hayranlik ve dostluk adina yaptim bunu. Bu konudaki konusmamiz batta kayitlidir. Yani polisi
unutun, kendinizi giiliing duruma diisiirmiis olursunuz. Birinci smif bir oteldeyiz, babaniz
kendi odasina ¢ekildi ve rahatsiz edilmek istemiyor, onu yarin aksam geri getirecegim. [...]

Kendimi ona fazlasiyla bagli hissediyorum (Kehlmann, s. 108).

Z6llner ressamla iyiden iyiye yakinlagmis, ¢ikara dayali baslayan seyahatte gerek
ressamin durumuna igerlemesi gerekse vicdani dayatmalardan otiirti diisiinceleri degismistir.

Kendi i¢inde bir vicdani hesaplagsma yasamaktadir. “Kitabin ne zaman yayinlanacagi bile
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umurumda degildi. Yalnizca uyumak istiyordum. Ve 6lmesini istemiyordum” (Kehlmann, s.
131). Kehlmann, bu noktada okuyucuya c¢ikarlar iizerine sekillenmis giiniimiiz diinyasinda

insanlarin i¢inde hala insanca olana dair bir seylerin var oldugu mesajini vermektedir.

Gazeteci’nin yash Kaminski ile duygudaslik i¢ine girmesine neden olan diger onemli
olay eski sevgilisiyle goriismelerinde yasananlardir. Ciinkii Kaminski’nin genglik askinin
evine geldiklerinde yasananlar trajiktir. Theresa olduk¢a yaslanmis, hafizasi ise lyice
zayiflamistir. Zay1f bir hafizayla Kaminski ile sohbet etmeye c¢alisan Theresa, ressamin ismini
dahi dogru telaffuz edemez veya hatirlamakta gii¢lilk ¢eker. Manuel yerine “Miguel” olarak
seslenir yash ressama. Yillar ge¢gmesine ragmen ona olan sevgisinden hi¢bir sey kaybetmeyen
Kaminski, karsisinda gegmisi hatirlamayan genglik agkini goriince hayal kiriklig1 yasar. Bu

trajik durum Zdllner’in ressama karsi olan duyarsiz tavrini iyice degistirir.

Theresa’nin evinden c¢iktiklarinda disarida ressamin kizi Miriam’in  bekledigini
goriirler. Bir silire tartismadan sonra Theresa’ni yagsadigindan haberdar olduklarini, babalarini
iizmemek icin -Theresa’inin 6ldiigli yalanini sdylerler- durumu gizlediklerini sdyler. Ayrica

Zollner ava giderken avlandigini; Miriam’dan yasli ressamin kendisini kullandigini 6grenir.

Tipki1 hepimiz gibi sizi de ele gegirdigini anladim. iki araba ¢almaniza neden olup kendisini
size Avrupa’nin bir ucundan bir ucuna tagittirmadi mi? [...] “Size sézlesmeden bahsetmedi
mi?” “Hangi s6zlesme?” basini ¢evirdiginde babasiyla arasindaki benzerligi ilk kez fark ettim..
“Ad1 Behring saniyorum. Hans...” “Bahring?” Basiyla onayladi. “Hans Bahring” Bahge ¢itine
tutundum. Sivri bir metal ucu elime batti. “Bir dergi i¢in yaz1 dizisi. Richard Rieming, Matisse
ve savas sonrast Picasso, Cocteau ve Giocometti’ye dair anilart. Manuel onunla saatlerce
konugstu. “Sigaray1r yakmadan firlatip attim. Citi daha siki kavradim, daha siki, elimden
geldigince siki. “Ama evimizi bos yere karistirdiginiz anlamima gelmez bu” ¢iti biraktim
elimden ince bir kan si1zintis1 akti. “Bunu size daha 6nce sdylemeliydik belki de. Ama gerisi de
size kaliyor: Cocuklugu, daglarda gecen uzun zaman. Ge¢ donem eserlerinin timii.”

(Kehlmann, s. 150-151)

(P-4

Kehlmann, hicvin “egitici” yoniinii kullanir ve okuyucuya kendini koruma adina
bencil karakterleri kendi silahlariyla-romanda bencillik, insanlart kullanma- etkisiz hale
getirmeyi bir tiir “6z savunma” olarak sunar. Bu baglamda gazeteci ve ressam arasindaki av-

avcl iligkisinde rollerin degigmesi, ressamin gazeteciyi kullanmasi hicivseldir. Yash ressam

® Hicivci gordiigl tiim aksakliklara ragmen insanliga yonelik iimidini kaybetmez, insanlarin iyilestirilebilecegine
inanir, onlar1 yererek, inciterek de olsa bir 6gretmen, egitici gibi onlar1 diizeltmeye ¢alisir. BK. Baypinar, 1978, s.
36
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tarafindan bencilce® kullanildigin1 6grenen gazeteci, ressama neden kendisine gergekleri
sOylemedigini sorar. Ressam ise soruya yanit vermek yerine gazeteciye deniz kenarma gitmek
istedigini soyler. Gazeteci, ressamin son istegini yerine getirir, deniz kenarinda birliktedirler.
Zollner, ressamin istegini gerceklestirdikten sonra ressama dair biitiin belge ve kayitlar1 yok
eder.
Ses kayit aygitini ¢ikardim cebimden. Aygita baktim, parmaklarimin arasinda ¢evirdim onu,
calistirdim ve kapadim. Sonra firlatip attim. [...] Birinci ses kasetini firlattim, ama ¢ok uzaga
ucmadi, fazlasiyla hafif olmaliydi. Bir sonrakinde daha az g¢aba harcadim, sonrakiniyse
yalnizca elimden biraktim, 6ne egildim ve birka¢ saniye siiresince ylizmesini, bir dalgayla
yiikselmesini, bir baska dalganin altinda kalmasini ve batmasini izledim. [...] Not defterimi
¢ikardim. [...] Ik sayfayr yirtip kopardim, burusturdum ve biraktim. ikinci sayfayr yirttim,

burusturdum ve biraktim, sonrakini yirttim. (Kehlmann, s. 156-157)

Ahlaki diizlemde yiikselen Zollner’in bu davranisi-belge ve kayitlarin yok edilmesi-
bastan beri sahip oldugu hirs, bencillik ve cikarciliktan adeta kendini arindirmasini
simgelemekte, “Oteki yararma bir vazgegise” ’ isaret etmektedir. Bu davramis ayn1 zamanda
ZdlIner icin “gdlgeyle yiizlesme™® anlamu ifade etmektedir. Ciinkii gazeteci Zéllner, ressama
kars1 olan insani yilikiimliiliiklerinin farkina varmis, kendini vicdani olarak iyi hissetme adina
onu ahlaki olarak kisitlayan karanlik yonleriyle yiizlesmis, emeklerini hige sayarak

eylemlerini sorgulamis ve kararimi digerkdmlik yoniinde vermistir.
Sonuc¢
Her bir toplumsal organizasyonda insanoglu diinyaya gozlerini acar agmaz kendini
eylemlerinin diizenlendigi bir ortamda bulur. Eylemlerin diizenlendigi ve geleneklestigi bu

yasam bicimi ahlak olarak tanimlanir. Oteki’ni de dikkate alan karakteri ile ahlaklilik,

digerkamlik ile siki bir iliski igerisindedir. Ancak bazen bencil olarak giidiilenen

6 Yaglh ressamin benciligi burada tamamen kendini kullandirtmamaya yonelik ve savunma amagli oldugundan
“saglikl1” olarak degerlendirilebilir. Zira Wolf, insanin 6zsaygisinin ve 6z savunma hakkinin temeli olabilecegi
gibi egoizmin ayn1 zamanda kisisel ¢ikar ve haklar1 korumada gerekli hale gelebildiginden bahseder. Bu tiirden
bir egoizm “saglikli bencillik” olarak yapici (konstruktiv) bir karaktere sahip olup baskalarina baskin gelme veya
zarar veren karaktere sahip yikici (dekonstruktiv) bencillikten ayrilmaktadir. Bkz. Jean-Claude Wolf, Das Bdse,
Walter de Gruyter, Berlin 2011, s. 165

7 Karabulut, ahlakin dogasinda yer alan iyi olani, dogruyu tercih etmenin, Oteki’nin yararina isteklerden
vazge¢menin ahlaki anlayis ile iligkili oldugunu belirtir. Ayrintil bilgi i¢in bkz. Karabulut, M . (2017).Fraulein
Else Adli Eserinde Ahlak Olgusu | Morality in Arthur Schnitzler’s Work “Friulein Else”. Atatiirk Universitesi
Edebiyat Fakiiltesi Dergisi, (59), 25-36. Retrieved from http://dergipark.gov.tr/atauniefd/issue/37366/431659

8 Carl Gustav Jung, gdlgeyi bilingdis1 benligin karanlik yonlerini barindiran bir arketip olarak tanimlar. Toplum
tarafindan onaylanmayan duygu, diisiince ve eylemlerin biling diizeyine ¢ikmasindan sorumlu oldugunu, ahlaki
olarak hos goriilmeyen egilimleri barindirdigindan bahseder. Kisinin benlige ulagsmasi ve karanlik tarafini asarak
kendini gerceklestirmesi i¢in golgesiyle yiizlesmesi gerektiginin altin1 ¢izer. Bk. Keskin, F. (2013).
Yakindogu’da Emanet Oyununda Golgeyle Yiizlesme. Uluslararast Sosyal Arastirmalar Dergisi,6(26), 298-304.
12 Kasim 2018, http://www.sosyalarastirmalar.com/cilt6/cilt6sayi26 pdf/keskin_filiz.pdf
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eylemlerimiz-Oteki’ni dikkate almayan karakterinden kaynakli olarak- ahlaklilig: ikinci plana
itebilmektedir. Kehlmann’in Ben ve Kaminski romaninda bu duruma paralel bir bigimde
sorunlu bir ahlaklilik konu edilmektedir. Romanda ¢ikarci, benmerkezci olarak gilidiilenen
eylemleriyle karsi tarafi nesneye indirgeyen, aragsallagtiran bir iligki s6z konusudur. Ancak
gerek duygudaslik gerekse de merhamet ile ilerleyen siirecte Oteki’ni 6nceleyen, Oteki’ne
kars1 yiikiimliiliikklerin farkina varilmasiyla insancil bir forma biiriinen bir iligki ortaya ¢ikar.
Ahlaki bir baskalagima isaret edilen bu siirecte Kehlmann, insanin i¢ biitiinliigiinii saglama
admna cikarlarmi hice sayarak tamamen Oteki’ne odaklanan bir iliskiye; bencillikten
digerkdmhiga gegise gondermede bulunur. Bu baskalasimi hicivsel bir islupla okuyucuya
aktaran Kehlmann, ayni zamanda toplumsal aksakliklar1 ve yozlasmisliklar1 temsil eden

kisiliklerin diistiikleri giiliing durumlari ustalikla kurgulamistir.
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MEMORY IN THE LIGHTHOUSE BY ALISON MOORE
Kubilay GECIKLI!
Abstract

The Lighthouse by Alison Moore remains to be a narration where the sense of memory
has become influential. Almost all memories with mother are joyful and they are what
connect Futh, the hero of the novel, to life. Especially the lighthouse, which can be
regarded as a concretized form of beautiful memories with the mother, functions as a
source and energy of life for him. Still, it is the unbearable memories, the memories of
loss and abandonment, the memories of betrayal that gradually lead him to death and
dominate his life. It might be argued that Futh was already dead and buried in
memories as his absence is not noticed by others. He is abandoned and betrayed by a
mother and a wife, who, in Futh’s eyes, would hopefully replace the absent mother. In
short, Futh’s life as narrated in the novel is nothing but an account of memories,

mostly tragic, which dominate his life and prevent Futh from living in a sense.

Keywords: Alison Moore, The Lighthouse, memory, object relations theory,

psychoanalytic theory
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ALISON MOORE’UN THE LIGHTHOUSE ADLI ROMANINDA ANI
Oz
Alison Moore’un The Lighthouse romani aninin etkinligini gosterdigi bir anlatidir.
Romanin kahramani Futh’un annesiyle olan amilar1 zevk vericidir ve Futh’u yasama
baglayan onlardir. Ozellikle anneyle yasanan giizel anlarin somutlasmis bicimi olarak
goriilebilecek deniz feneri objesi Futh igin bir yasam kaynagi ve enerjisi olarak islev
goriir. Ancak Futh’u yavas yavas Olime iten ve yasamina egemen olan anilar
kaybetme, terk edilme ve ihanete ugramayla ilgili olan katlanilmaz anilardir. Futh’un
yoklugunun fark edilmemesi nedeniyle onun zaten oliip anilara gémiilmiis oldugu
iddia edilebilir. Futh annesi ve kayip annesinin yerine gecebilecegini diisiindiigi esi
tarafindan terk edilir ve ihanete ugrar. Romanda anlatilan Futh’un yasami ona egemen
olan ve bir bakima Futh’un yasamasina engel olan, siklikla trajik anilarin anlatisindan

baska bir sey degildir.
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kuramui, psikanalitik kuram

Introduction

As a term memory refers to human’s faculty of remembering and being aware of
although it is a quality possessed by any organism. That is, it is not only peculiar to human
beings and depicts the related capacity of anybody or substance. Moreover, even machines
today have memories and it might be argued that today’s memory is primarily virtual.
Memory has recently led to the emergence of a field of study called “memory studies” and it
seems there is an increasing interest in and even fascination with memory as a source of
curiosity, which is in contrast to “the notion that what most characterizes the times in which
we live is a social amnesia, in which we, as modern subjects, are cut off from the pasts that
have created us” (Radstone & Schwarz, 2010, p. 1). That is, it might be paradoxically claimed
that it is the absence of memory that has led to the recent interest in memory. In fact, it is
wrong to assume that human being has learnt to completely disregard the history that has
made him with the advancements in technology; on the contrary, human beings have had a
new interest in history as suggested by the rise of new historicist approaches and studies as
well as the increase in the number of fiction, both print and visual, that focuses on past
periods. In short, human beings try to learn more about history while they are at the same time
called to distance themselves from history. A similar argument might be true for memory:
human beings often are strangely attracted by memory although it is the presence in which
they live and it is the future in which they lay hope. It is also obvious that although memory is

something to escape for some people, it is an energy and source of living for others.

Childhood memories play a very significant role in the lives of people. Asking “What
if understanding who you are, revealed through those [childhood] memaories, has everything
to do with how you live in the present and how successfully you are able to take control of
your future” (Leman, 2008, p. x), Dr. Kevin Leman emphasizes that role in fact. Futh’s
childhood memories indicates his lack of a strong attachment to his parents; in fact, he is
deprived of it. That is the main reason behind his inability to build long-lasting relationships
because “atypical behaviors of motherless children were more than just strong support for the
notion that early experience played a critical role in later social behaviors” (Carter et al.,
2005, p. 3). John Bowlby, another psychoanalyst writing on effects of childhood bonds with
mother, also suggests that child’s social and psychological capacities are not to be understood

when examined without taking into consideration the relation between mother and child.
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Founder of attachment theory, Bowlby argues that traces of attachment to mother could be
observed in behaviours of not only children but also adolescents and adults (Bowlby, 1998, p.
3).

Memory in The Lighthouse

The memories of Futh, the pseudo-protagonist of the novel The Lighthouse who
resembles an anti-hero more, are also like non-verbal confessions, confessions attempting to
reveal to the reader how tragic it has been to live without a good family, without parents, and
finally without a considerate wife. Futh is a middle-aged man who has recently divorced his
wife and he is planning to have restorative holiday along the Rhine. Although this seems to be
a travel inside Germany, it is in fact a travel inside his own past and memories, started with
the intention of finding himself though resulting in loss of oneself. This travel reminds him of
the memories of earlier trips with his parents and his wife and gives the reader clues about his
paranoiac situation. This paranoia is not without reasons because people in Futh’s life have
left unanswered traces and questions behind. That is why, memories haunt Futh’s life. His
travels into the past prove to be a sinister process in which Futh will think about not only the
things he has done till then but also about the things he has not done which thus turn out to
threaten his present. The holiday Futh plans to have is a walking holiday and he walks to his
tragic end although he cannot foresee that. As a maker and seller of artificial smells, Futh has
newer injuries and is hurt while trying to heal his wounds caused by his separation from his
mother and his wife Angela. He is an escapist trying to leave behind the unhappiness that has

dominated his life for years.

Object relations theory, which “put[s] the individual’s need to relate to others at the
center of human development” (Scharff, 1995, p. 3), naturally emerged from psychoanalytic
theory because “the daily work of the psychoanalyst is intimately bound up with his patients’
relations with other people” (Greenberg & Mitchell, 1983, p. 9). Although psychoanalysis is
primarily based on Freud’s ideas and observations, object relations theory points to a shift in
it: “In contrast to Freud’s emphasis on biological instincts as the driving force behind
personality development, all object relations formulations are relational” (Goldstein, 2001, p.
7). This theory claims that human beings are motivated by the need for contact with other
people; “objects” in this sense refer to other significant people around a person. Object
relations theory has been noted for its emphasis on the relationship between mother and child.
Accordingly, it observes the processes through which a child considers his/her own self as

dependent on and/or separate from the mother. It studies “the infant’s move from symbiosis
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with the mother to awareness of separateness from the mother and formation of a relationship
with her as a differentiated other” (Pine, 2000, p. vii). It suggests that a person’s attitudes
and/or reactions to other people and the situations they face are affected by what s/he
experienced during infancy and childhood. That person will in a sense tend to generalize what
s/he feels during childhood and define people and comment upon events taking his/her
experiences as an infant into account. Futh’s tragic situation could be described in the light of
his tragic childhood experiences, especially in the light of his lack of mother. The repeated
uses of flashbacks serve to reveal Futh’s tragic past, which includes his mother’s
abandonment of him, his bitter realization that the friends he thought he had were not friends,
the not-so-promising job he has in making artificial scents as well as his futile attempts to
produce his mother’s scent, his wife’s miscarriages and his divorce. The novel’s melancholy
is nothing but apparent, reminiscent of the Virginia Woolf novel it seems to refer to with its
similar title. Futh is a character who has made faults and who feels the enormous but at the

same time terrible burden of his memories.

From the beginning the holiday Futh takes has a sinister mood. It is very cold although
it is summertime. And with the very first page, Futh’s lack of his mother is mentioned. It is
made clear that at the age of eleven, his mother left him and the next year he went on a
holiday with his father without his mother. He does not remember what he saw in this holiday
simply because of the fact that he is without his mother. And it is also made clear that his
father cannot compensate for the lack of his mother. One of the earliest images related to
Futh’s father depicts him as a drunk man, “smelling of lager” (Moore, 2012, p. 1). Futh’s
mother is not mentioned mostly although Futh wants to hear someone talking about her: *
“Your mother...’ so that his heart would lift. But then, when she was spoken about, she would
invariably be spoiled in some way and he would wish that nothing had been said after all”
(Moore, p. 2). It is felt to the reader that Futh’s mother is not remembered in favourable terms
by those around, which still does not prevent Futh himself from remembering her like an
angel that once lived in his life. It is apparent that he does not want to share her with anyone
else, especially with his father because when his father talks about how he managed to
persuade Futh’s mother to date with him, he simply does not want to hear about the story. One
of the memories of his mother is that of a cinema-going where his father for the first time saw
Futh’s mother, then selling popcorn, and took her on a hill with a beautiful scenery where
they two had some intimate moments. The idea of intimacy between them seems disgusting to
Futh, who himself had another memory of cinema with his father, a memory filled with hints

of homosexuality in that Futh “felt the warm pressure of his father’s thigh against his own,

115



Gecikli, K. (2019). Memory in The Lighthouse by Alison Moore. Humanitas, 7(13), 112-131

felt the tickle of his father’s arm hairs on his own bare forearm, the heat of his father’s beery
breath in his ear hole, his father’s hand reaching into his lap” (Moore, p. 2). Seymour Keitlen
argues that before puberty, love for the mother “plays a large role in the genesis of
homosexuality. After puberty and adolescence, this fixation [upon the mother] is abandoned
in favor of identification with the mother” (Keitlen, 2003, p. 38). The novel does not provide
clear evidence regarding Futh’s homosexuality; however, it is apparent that Futh cannot
maintain a healthy relation with women in general, which might also be the reason why he
divorces from Angela. It might of course be claimed that Futh cannot stand imagining his
mother having intimate moments with his father, which might be interpreted on the basis of
famous Oedipus complex. In fact, throughout the novel the reader feels Futh’s hidden
accusations against his father in the failed marriage; for Futh it is his father that is to blame
for the sudden disappearance of his mother. The father maintains his image as a threatening
one in the novel. And the reader finds the traces of father complex in the narration. For Futh,
his father is the one who has stolen women from his life; it is not only the mother stolen by
the father; Gloria is also firstly loved and possessed by his father. In addition, Futh’s father
has sex with different other women. Futh’s sexual failures stand in stark contrast to his
father’s skills in persuading women to have sex. Therefore, it might be claimed that Futh’s
father stands as a threatening sexual rival against his son. Psychologically, Futh’s fear of
castration is above all related to his impotence in his rivalry against a father who is potent and

manlier than himself.

Futh meets a man on the ferry deck who is going to Utrecht for attending a conference.
Conferences are what Futh finds useless because he does not need advice or knowledge and
information has not proved to be a guide for him till then in his life. In other words, life and
realities of living are beyond the explanations of science for him. Science offers no remedy to
the harsh experiences Futh has had, which includes two abandonments by his mother and his
wife, the reasons for which Futh cannot understand. The feeling of insecurity caused by not
only the lack of his mother but the divorce from his wife is revealed in his unduly cautious
manners. That he wants to stay outside and does not want to stay indoors despite the cold
weather is a sign of his depression. He continually remembers people and/or events from his
past, which might be termed as stream of past life if not stream of consciousness. Futh often
associates something from his present life with an object, event or person from his past life.
For example, his sore feet remind him of a girl with an expertise of reflexology who used to

know how to massage different parts of his body.
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Freud in his Beyond the Pleasure Principle expresses his observations about his
nephew, who, like Futh himself, feels the absence of a mother. This child
“had a reel with a piece of string tied round it. It never occurred to him to pull it along the
floor behind him, for instance, and play at its being a carriage. What he did was to hold the
reel by the string and very skilfully throw it over the edge of his curtained cot, so that it
disappeared into it, at the same time uttering his expressive ‘0-0-0-0’. He then pulled the reel
out of the cot again by the string and hailed its reappearance with a joyful ‘da’ [‘there’]. This,
then, was the complete game —disappearance and return...The interpretation of the game then
became obvious. It was related to the child’s great cultural achievement- the instinctual
renunciation (that is, the renunciation of instinctual satisfaction) which he had made in
allowing his mother to go away without protesting. He compensated himself for this, as it
were, by himself staging the disappearance and return of the objects within his reach” (Freud,

1990, p. 9).

It is inferred from Freud’s observation that the child compensates for the lack of his
mother with an object, which is also the case with Futh. The watch Futh sees on the arm of the
man he sees on the deck, named Carl, seems astonishing to him. The man says it is a gift from
his mother, which explains the reason for Futh’s admiration. Futh seems to be fascinated by
everything that comes from a mother, any mother. It is apparent that the lighthouse Futh has
functions as an object of compensation; Futh, like the child in Freud’s account, wants to feel
the presence of his absent mother with the lighthouse he keeps. Freud also stresses that the
child, who at first remains to be passive, gets more active in time: “At the outset, he was in a
passive situation- he was overpowered by the experience; but, by repeating it, unpleasurable
though it was, as a game, he took on an active part” (Freud, p. 10). Lacan, while interpreting
Freud’s observation in Seminar XI, refuses the idea that the absent mother is reduced to a ball:

“This reel is not the mother reduced to a little ball by some magical game worthy of the

Jivaros- it is a small part of the subject that detaches itself from him while still remaining his,

still retained. This is the place to say, in imitation of Aristotle, that man thinks with his object.

It is with his object that the child leaps the frontiers of his domain™ (Lacan, 1998, p. 62).

Psychoanalytic theory offers differing names for the object that is used to compensate
for the absence of mother. Lacan offers “petit a” (=object a) (Lacan, p. 62) while Winnicott
prefers to use the term “transitional object” (Winnicott, 2005, p. 5). That transitional object,
whatever it is, “yields freedom and joy to babies and all who were once babies” (Rodman,
2005, pp. xi-xii). A transitional object, in Winnicotian sense, will help the baby, and, in a

broader sense, the adult child, to get rid of the anxiety caused by the loss/lack of mother.
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Zizek, from a different perspective, uses the term “biceptor” (Zizek, 2003, p. 59). For Zizek, a
biceptor “properly belongs neither to the child nor to his mother; it is in-between the two, the

excluded intersection of the two sets” (Zizek, p. 59).

The lighthouse Futh always carries on himself is also a reminder of his mother and the
loss of it will bring his end. Futh behaves very carefully in order not to lose or forget it
somewhere. His present appearance is far from being good; he seems tired, has a pale face,
cannot sleep properly. He does not eat enough and drinks alcohol a lot. He thinks this holiday
will revitalise him although the reader feels the same as the man who Futh met on the deck of
the ferry, named Carl, who will suddenly ask: “Do you ever get a bad feeling about
something?” (Moore, p. 25). From the beginning, there is something that disturbs not only
Futh but the reader; it is felt that something ominous will happen to Futh. Even his name
suggests false truths in his life and it seems Futh has suffered a lot from the hypocrisy and
artificiality he has witnessed so far in his life.

Futh’s memories will continue to haunt him. Futh will not be able to stop thinking
about Angela, who must be busy putting Futh’s belongings into boxes. As his home gets
further and further away, his memories get closer and closer paradoxically. His heart “feels
like something peeled and bleeding. It feels the way it felt when his mother left” (Moore, p.
7). For Futh, home is where his mother went years ago because his mother went to New York
saying “I am going home” (Moore, p. 8). All kinds of sudden departures seem odd to Futh
simply because his mother did the same. Futh feels he saw his mother when he suddenly
wakes up in the middle of the night, smells her violet-smelling scent. His childhood memaories
following the departure of his mother are bitter and include the images of a drunken father
and beatings without any reason. That is why Futh prefers to stay out after his mother left. He
unavoidably compares his own isolated and asocial image to the popular image of Kenny, the
son of a nearby neighbour named Gloria. Kenny’s good relationship with his father is
contrasted to the relation Futh has with his father in another memory in which Futh cannot get
his father’s help when he takes apart his bike but cannot put the pieces back together. Like the
lighthouse, the pieces of this bike are kept in a box by Futh in the hope that one day it will be
possible for him to bring them together. In other words, bitter memories are sometimes
concretized by Futh in the hope of a better future although he will not be able to have such a
bright future. Futh’s bitter memories from his childhood also include reading the books that
belong to his mother. Although his father forbids him from reading these books, he keeps

reading them secretly, which is a clear indication of the fact that Futh tries hard to find ways
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to get in touch with his lost mother. Despite his father’s attempts to villainize his mother,
most of Futh’s memories related to his mother are happy and joyful ones in which there is a
woman figure who has good friends to organize parties and who dances in such occasions.
Lack of Angela has been a second shock and strike for Futh as Angela could have proven to
be a good guide for him who will prevent him getting lost if she had not abandoned him like
his mother. It seems Futh regards Angela as a mother figure who will compensate for the lack
of his own mother. He can’t help confessing that “Angela has always done the long-distance

driving and is also the better navigator” (Moore, p. 17).

While Futh’s father is an abandoned husband, Kenny’s mother Gloria is an abandoned
wife and like the child Futh himself, she is without friends. Having a short holiday to forget
abandonment by a beloved one is what Futh has learnt from Gloria as a kind of therapy. That
is why, he tries to console himself by forcing his own self to believe that he is going to solve
all his problems since he has started a holiday. Memories return as nightmares and Futh finds
holiday as an artificial solution to get rid of them. His is a kind of escape from realities;
everything related to the life he has left behind is bitter simply because they are real. Futh
hates his memories with his father because they include betrayals to his mother; during the
holiday he takes with his father after her mother left them, his father has sex with different
women in the hotel room and Futh sees them from their reflections on the mirror of the
bathroom, which causes him to feel disgusted by the mirror and wet the bed. When he takes
shower, he can’t help remembering those reflections of the women with whom his father has

sex during their holiday.

The man whom Futh gives a lift with his own car, called Carl, leads Futh to realize
that his own hands are devoid of life, bloodless and cold unlike Carl’s hands. In fact, Futh
almost always compares his own capabilities, or rather, clumsiness with the things done,
made and achieved by others. The probable reason lies in his memories with his aunt Frieda,
who used to warn him against everything he tried to do from climbing to swimming. Frieda
has had a great role in the emergence and development of Futh’s overcautiousness. The fact
that he has not proved to be a very successful person almost in any sense has led him to talk
about the only thing he feels he is doing well in an exaggerated manner, that is, his production
of scents. The lack of his mother and deprivation of love have both created in Futh a strange
urge to make himself be loved by everyone; he cannot realize this very urge is the main
reason that draws people away from him. That is why he is disliked and in a sense sent away

by Carl’s mother. The angry talk between Carl and her mother in the kitchen reminds him of
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the similar talks he witnessed while he was a child between his father and mother, the talks
“he tried not to hear” (Moore, p. 32). The picnic-like break and the meat pie he has on the
way to Hellhaus, where he is going to stay for the night, reminds him of one of the picnics he
had before his mother left. This is going to be a recurring scene in the rest of the novel
because it contains not only a few beautiful moments and objects belonging to his childhood
but the ciphers of his parents’ broken relationship, a relationship which was doomed to break
perhaps from the beginning. The lighthouse by the sea is an element of this memory; there are
two lighthouses in Futh’s memory: one of them is the beloved one he always keeps with
himself and the other one is the lighthouse by the sea about which his father talks a lot
irritating Futh’s mother and which is not remembered as a favourable object by Futh simply
because it irritates his mother. The lighthouse given by mother and kept by Futh is a kind of
guide for Futh while the other lighthouse is the one that has caused the marriage ship to stray.
Lighthouses as symbols of strength might also refer to isolatedness and fear and for Futh the
lighthouse by the sea remains a symbol of his isolation. The image of the lighthouse is
reflected upon the name of the hotel where he is going to stay; the name Hellhaus means

“lighthouse” but it also suggests a hell-like and ominous place.

That sense of straying or going in the wrong direction makes itself felt also in the
relationship between Futh and his wife Angela. It is clear that Futh has mostly avoided
driving and left this task to Angela. In one of his memories Angela and Futh take the wrong
way on the motorway because of Futh and Futh does not want to confess that he has made a
mistake and led the car in the wrong way as he was raised as an abandoned boy who feared
making mistakes a lot in a house under the problematic life conditions and relations with an
angry father. Futh’s silence, it seems, is what has brought about the failure and end of his
marriage. As a man who has avoided driving until his mid-forties and who is now driving to
his holiday hotel, he cannot understand that he is again taking the wrong way. Futh does not
know how to drive, which is visible in his failed marriage as well. In other words, he has

taken the wrong way in his marriage as well.

The Lighthouse offers a second main character for whom memories mean a lot. It is a
woman named Ester, who works at a hotel run by her indifferent husband and cleans the
rooms. Ester also has a strange habit of having sex with male hotel customers. She is aware of
the fact that she is losing her beauty and sexual attraction, made visible by the spoiling rose
tattoo above her left breast, a tattoo that might also be seen as a wish to feel free under

restricted conditions of life. She uses unnecessarily heavy make-up to hide this fact. The
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reason why she tries to hunt men in the hotel and seduces these men instead of protecting
herself against their evil eyes intentionally is also related to this aim of making herself believe
that she still has enough sexual attraction to show. Her strong interest in maintaining a sexy
body has to do with her memories as a young girl when she used to have very small breasts
and she envied all those large-breasted women. She also gets a strange pleasure from looking
into the suitcases of customers, using their scents and lipsticks, and even stealing some sundry
items belonging to them. In one of such attempts while Futh is having a bath and Ester is
checking his pockets, she touches the lighthouse carefully kept by Futh as if she is touching
his sexual organ; in other words, the lighthouse is associated with the penis in the description
of this scene. That lighthouse will strangely attract Ester and she will try to get it at the

expense of cutting Futh’s life energy.

Futh will be a man to hunt for Ester; she will prove to be a trap into which Futh will
fall down without noticing. The venus’s flytraps in which she has a great interest represent
Ester’s personality while Futh is a fly to be trapped by this flytrap. The destinies of Ester and
Futh strangely coincide with respect to their memories of scents and perfumes. Futh is what
Ester has always wanted to be: a scent producer. However, there is sharp difference. While
Futh desires to obtain his mother’s scent Ester is trying to find her own perfume in order to
make men fall in love with her with the first smell. Her memory related to perfume production
is a bitter one; she once makes a perfume of her own and offers it to her mother after
emptying out her mother’s perfume bottle. When her mother uses it, she stops giving surplus

perfume bottles to Ester to punish her.

Ester keeps forgetting lights on and doors open; her life under the pressure of her
husband Bernard leads her to find ways out of this imprisonment. Like Futh, she seeks her
own right way and feels the lack of the love of mother as her mother used to leave her with
the au pair Lotto. Her marriage with Bernard has a disturbing story behind in which Ester
betrays Bernard’s brother Conrad, whom she was engaged with when she met Bernard. As the
years pass, Bernard manages to remain a man with a good appearance while Ester loses her
beauty day by day under her husband’s suspicions of possible betrayals. For Bernard, Ester
can easily be involved in another act of betrayal as she did while engaged with his brother
Conrad. Perfume bottles and lighthouses are important items for Ester as well. She has a
wooden lighthouse given by Bernard as a gift but this gift is a great disappointment for her as
Bernard has preferred to give her the cheaper wooden version instead of the silver one as a

gift. Violet scent is her favourite as it is Futh’s. Like Futh, Ester has not had a happy
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marriage; her husband Bernard is like a jailor who wants to keep Ester under his control all
the time and regards Ester as a machine to issue a command on. Bernard pretends not to see,
hear and listen to Ester while she likes watching him as if she will be able to find a means to
contact him through her eyes, a contact which she cannot find using speech. Another thing
that occupies Ester’s mind is that Bernard, who is known to be always jealous of his
girlfriends, is never jealous of Ester. For Ester, memory means remembering flirt times with
Bernard. Her efforts to go back to the passionate memories of flirting times are in vain for
Bernard feels almost nothing towards Ester and there is no possibility for an intimacy:
“Bernard, naked now, takes off his watch, stopping to wind it before putting it down on the
bedside table. He gets into the bed and turns towards Ester. He looks at her as if she reminds
him of someone, as if he is trying to remember who. It’s me, she wants to say to him, I remind

you of me” (Moore, p. 115).

The memories of the first visit to the house of Ida, Bernard’s mother, remain beautiful
moments in life although these moments are never repeated during the marriage and Bernard
begins to visit his mother alone, leaving Ester at the hotel. The presence and absence of
Conrad is the main problem of the rise of tension between Bernard and Ester. It seems that the
marriage between Bernard and Ester is the result of a competition and revenge as Conrad has
married the girl with whom Bernard falls in love and Bernard marries Ester simply because he
wants to take revenge upon Conrad. Like Futh, Ester will suffer lack of children, which will
cause troubles between herself and Bernard. And like Angela, she also feels irritated by the
fact that Bernard seeks the image of his mother in her.

Bernard never wants to understand what Ester likes doing. He cannot give a meaning
to her collection of moths. He wants to learn why a woman keeps so many romances. He
wonders why she stores so many old lipsticks and perfume bottles. He always has a sense of
being betrayed; that is why he continually tries to find something Ester hides. It is clear that
the marriage between Ester and Bernard has destroyed Ester’s life instead of putting it into an
order as “Ester does not remember when she started drinking in the morning or sleeping in the
middle of the day. She remembers her first infidelity, but she does not remember them all”

(Moore, p. 168).

Too cautious of being harmed by anyone or anything, Futh first tries to find
emergency exits of the room in which he stays. This action also has to do with his memories
and his relation with his aunt Frieda. This sense of being attacked is a foreshadowing for his

end; that is why perhaps he desperately looks for places on which he could fall after jumping
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out of the room windows while he is attacked. Futh is like the moth that enters his room; like
that moth Futh will also push himself into danger. He cannot help thinking about what he did
wrong during his marriage with Angela, which will be a revelation of details from that
unhappy affair and turn into a confession:
“He was a bad listener, apparently, bewilderingly incapable sometimes of following simple
instructions. He was always late leaving the house, late arriving anywhere, even when he had
to meet Angela. And he never apologised, even when he was clearly in the wrong. These were

small things but he supposed they built up, amounted to something” (Moore, p. 42).

Futh seems to imitate his mother who did not apologise while leaving. And in his
imagination and dreams, there is always a wish to return to past only to change its course and
direction. That is, Futh wishes his memories of his past had taken a different path: “He
imagined things being different. He had a reverie in which he said and di the right thing and
Angela did not leave him” (Moore, p. 42). He keeps blaming himself for making mistakes,
mistakes which might not be his fault at all. He cannot make his own self convinced about the
fact that he might not have made some mistake. In other words, the feeling of being guilty has
turned into a stain that cannot be cleaned from Futh’s personality. Apart from the lighthouse,
Futh likes carrying compass and both of these items are associated with his figure as a man
trying to find his way. He keeps envying people having a proper family and a regular family
life and inevitably contrasts his own isolated situation to their happiness. His continual hunger

is in fact a hunger for orderly life.

The start of Futh’s interest in Angela goes back to the years when he was abandoned
by his mother and carries the traces of a timid and shy male personality as well as the
competition with Kenny, who was always a more popular boy compared to him. The novel
implies that the relationship between Futh and Angela was born out of Futh’s attempt to
replace his mother with her:

“He planted violets in the garden when he and Angela first moved into their house. There was

a huge bed of them and yet there was no scent at all. ‘That’s violets for you’ said Angela.

“You can’t smell them’. And so, to show her their scent, to demonstrate that you could smell

them, he bought her a set of violet toiletries -bath oil, shampoo, soap, body lotion, eau de

toilette. Angela looked at the gifts and said ¢ I’'m not your mother’” (Moore, p. 71).

Angela will utter the same sentences when she and Futh meet again after their first
meeting: “After that first time at her mother’s house, she came round to his place and when
she arrived he took her coat and offered her a cup of tea and a scone and she rolled her eyes

and said ‘I’m not your mother” (Moore, p. 72). It is clear that Angela can never forget the
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married man with whom she had a relation before she married Futh because she uses present
tense while talking about him; she continually contrasts Futh to this previous boyfriend. This
boyfriend is a man who is good at things to be made with hands while Futh is a man of brain
and thoughts. In other words, the previous boyfriend is more physical, more concrete while
Futh represents abstractness. It is also suggestive that she talks about this man while in bed.
While Ester betrays physically, Angela betrays mentally. For Futh, both the abandonment by
his mother and divorce from his wife are kinds of betrayals from women; that is why he takes
shelter in museums, cafes and parks which he has never visited with Angela just as he used to

take shelter in a cave on a tree after his mother left home.

In the mind of Futh, the memories of his father are moments of sarcasm and mocking
targeting himself. His father is the man who has always mocked Futh’s inabilities in any
sense, especially his inabilities in driving. He has always made fun of Futh’s attempts to
obtain the scent of apple, which has a significant place in Futh’s memory and it is associated
with sunshine, music and beauty. When Angela begins to make an apple crumble after Futh
wants her to do, Futh suddenly remembers that beautiful memory with his mother, which only
causes Angela to get angry and decide not to make apple crumble again. Even the women in
their thirties whom Futh looks at while drinking his beer during his breaks in his walk are
reminders of his own mother, who left home when she was in her mid-thirties. Futh also
keeps mistaking different women for his missing mother. He tries to sing the songs which his
mother used to sing. The wedding day on which he married Angela itself includes
implications of an already broken relationship and it carries the traces of a possible intimacy
between Kenny and Angela while it is Futh and Angela who are supposed to have such
intimate moments. The honeymoon is full of annoying events and arguments. In short, Futh’s
life, which is dominated by the feeling of being betrayed, is a search for a lost one, one who is
dear and who is recalled with beautiful memories. Memories following the desertion of
mother are filled with bitterness, vagueness and disappointment. Futh has already lost his
sunshine since his mother left. The harmony and music in his life have disappeared and
Angela has rejected replacing Futh’s lost mother. Futh is an easy meat for anyone who would
like to hunt him. He is flying around the venus’s flytrap and will soon be captured by it. Sleep
is a way to fall into dreams and remember memories; nevertheless, Futh wakes up from his
sleep mostly in pain, which shows that his memories give him pain instead of pleasure. While
the memories belonging to and recalling the period of life before the abandonment of his
mother can be considered as a source and energy of life, those belonging to the period after

the abandonment are painful and nightmarish.
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Early separation between mother and child “has been explicitly linked to
insecure/disorganized attachment and subsequent mental health problems” (Howard et al.,
2013, p. 6). Futh’s life is a summary of pains and these mental and/or psychological pains
have already turned into physical ones; that is why, Futh continually suffers from head ache
and his feet are almost always in pain, forcing Futh to carry plasters. He is exposed to fly
bites. His hunger always pursues him. His throbbing feet are an indication of his long life-
journey which is full of pains and struggles. He cannot even take off his boats despite the
unbearable pain in his feet because his fate makes him get closer to his final destiny without
allowing him to take a different road. He feels as if he is going to be besieged by the trees in
the forest. It seems as if all the world is inviting Futh to his final destination. Ester also suffers
from throbbing feet, which can be taken as a sign of the tiredness stemming from a worn life.
She, like Futh, is a woman who cannot give a meaning to the life she has lived so far. While
the turning point in Futh’s life is the abandonment by the mother, marriage to Bernard is the

start of suffering for Ester.

Walks together with his mother in his childhood emerge as another lovely memory for
Futh because he does not fear being lost while walking over the hills with his mother. As for
his present walks, they include threats of getting lost. His childhood is filled with sombre
memories in which a child bears witness to the slow ending of a marriage about which he can
do nothing. As a child, he knows
“that his mother was leaving them. He knew that when the train reached their station, the
holiday would be over and then she would go. He wanted the train to slow down; he wanted it
never to stop. He wanted his mother to keep on sleeping, his father to stay in the bar. But the
train sped on and the daylight went and through the windows, in the dark, Futh glimpsed the
names of the stations they were hurrying through and he knew that they were almost home.
His father returned from the bar, and the noise he made coming into the carriage looking for

his seat woke Futh’s mother, and the train slowed, and trundled to a stop” (Moore, p. 109).

As can be seen, holidays are not Futh’s favourite times as his mother left him after a
holiday. And the holidays he went on following the abandonment by his mother are disturbing
and have a stressful atmosphere. Futh’s holidays seems to have ended after his mother left
him. Futh could go on an endless holiday with his mother because he lost the sense of time
and place while he was together with her. The holidays he has after she left him turn into

painful moments in which he always feels the pressure of an evil mood.

Futh cannot forget Angela although his marriage with her is a failed one; a woman he
encounters at the breakfast salon of the hotel he stays in, the book she reads, and the scent she
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has reminds him of his wife. Moore turns the lighthouse Futh keeps in his pocket into an
image of phallus that gives Futh the strength, manliness and virility in this scene. Trying to
find his missing angel in the woman’s personality, Futh desperately seeks the lighthouse in
the pocket of his trousers, which leads the woman to catch a glimpse of “the hand which is
deep inside his pocket, gripping the silver lighthouse, his thumb anxiously circling its smooth,
warm dome” (Moore, p. 117). Futh is depicted as a beggar in the scene and his act of gripping
the lighthouse is described like a masturbation. The condom he carries will be of no use to
him because he does not seem to attract any woman he meets sexually. It will be a better
choice for him if he leaves everything behind, that is, if he escapes. He wants to get rid of
everything that causes him trouble; he decides that he could do with less of anything, that he
could go on his holiday without many of the things he has brought. He thinks he could go on
living eating little although he has always been in hunger and wanted to eat a lot, especially at
the feast tables in Gloria’s house. In fact, Futh wants to get rid of the burden of memory, all
the lived experiences with all those people with whom he has had to share his life for some
durations in his life. His pain is not released; on the contrary, it gets worse. He even tries to
put the lighthouse he keeps carrying in his pocket to his suitcase, which is an indication of the
fact that he even wants to get rid of the memory of his mother, the most beloved woman in the
world. He thinks he will feel lighter after placing the lighthouse into the suitcase. However, he
will be distanced from life as he tries to get himself distanced from the lighthouse because the
lighthouse is the only thing left from Futh’s mother together with the books she used to read
before leaving as Futh’s father burns out everything belonging to his wife after she left simply
to erase any kind of trace from her. Even the packages in which Angela puts Futh’s
belongings are useless for him; he does not want to go back to reality since the real is bitter.
He feels “he would have preferred not to be going back at all” (Moore, p. 119). The novel
offers another foreshadowing here as Futh will really not be able to go back to his past life.
Cutting the connection with memory instead of living in the tragic whirlpool of it seems to be
the best solution for Futh. What makes him think like that is that most probably no one will
ever notice his disappearance. In fact, before marrying Angela, Futh has an interest in

camping, which shows his intention of going away and remaining alone.

It is not only lack of mother but also lack of children that cause Futh to feel deficient.
Unlike Kenny, who has managed to have children after marrying, Futh has not been able to
father a child. He has not been able to prove a good husband, either. Kenny has always stood
for the ideal husband in Angela’s mind. That is why she cheats on Futh with Kenny while

Futh cannot take the liberty to divorce Angela, probably because he wants to go on replacing
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the lack of his mother with Angela. He well knows that Angela cheats on him; however, he
does not want to be the one who ends the marriage. What is more, he feels surprised when he
learns that Angela wants to end the marriage because he simply believes that Angela intends
to keep the marriage bond. He does not want to be abandoned for the second time by his
mother. Unfortunately, he will share the destiny of his father, who also has a failed marriage
and is finally abandoned by the wife. The cigarette image is important in both abandonments;
Futh’s father does not want his wife to smoke and similarly Futh does not want Angela to
smoke. Both Futh’s mother and Angela smoke when they have completed something they
want or achieved something. Futh’s mother smokes when she finally decides to leave the
house and there is the smoke of Kenny’s cigarette in the bedroom of Futh and Angela’s house
after Angela has sex with Kenny. It might be claimed that Futh takes the job of producing

scents to suppress the smell of the cigarette his mother smoked before she left the house.

On the day he plans to leave, the coffee he drinks reminds him of the coffee prepared
by his mother again. His mother used to have very nice coffee cups but the way she drank
coffee is described as another indication of her wish to leave. The day when she left the
house, there is the smell of coffee again in the house. “Abandonment is something that
generally happens without warning and over which the child probably has no control” (Taylor
& Veale, 1996, p. 92) and Futh’s mother leaves the house very quickly: “And then everything
happened in a rush- her kissing him and taking her suitcase and leaving. It happened so
quickly that when he pickep up her coffee cup in the suddenly empty kitchen, he found that it
was still warm” (Moore, p. 161). Futh remembers the fact that his mother used to remain
absentmindedly until the coffee went cold whenever she drank coffee. Drinking coffee is
turned into an image of leaving, getting lost in one’s dreams for Futh’s mother. Futh’s wife
Angela hates the smell of coffee when she gets pregnant, which causes Futh to lose another
connection with his mother. Still, he forces himself to learn how to remember the scents of
people and/or things he lacks; that is why he feels he can get the smell of the coffee his
mother used to make in his happy days and he does so when he catches cold. That is, for Futh,

coffee is associated with treatment and care by the mother.

Futh can find no one to help him; whenever he needs to get some information, for
example, when he needs to learn how he could go to a place, he cannot find anyone to help
him. He has to find his own direction. When he wants to feed the ducks in the river, they
don’t notice the pieces of the bread he throws, that is, they do not notice him. He takes the

wrong bus to Hellhaus and while he is on the bus, he watches the setting of the sun, which is
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the setting of the sun of his life. Futh’s loss of the silver lighthouse will bring him his end. He
puts it into his suitcase and his suitcase is sent to Hellhaus as his final destination is Hellhaus
itself. He plans to go to Utrecht and see Carl again; he even plans to have a meal there but
almost nothing he plans runs its course. He arrives at Hellhaus late and notices the flat tyres of
his car. That is why, he has to spend the night at the hotel. The things he misses are once
again reminiscent of the good old days with his mother:
“He walks on towards the hotel to spend the night as per his itinerary, eager anyway for a
quiet bar with padded seats and chilled drinks; a bedroom door and a key, a soft carpet and a
clean bed and pillows and blankets; a deep bath and a little kettle, a plate of cold sausages and
a packet of complimentary biscuits; his suitcase, his silver lighthouse, his pyjamas and rest”
(Moore, p. 165).

Ester, meanwhile, steals the silver lighthouse that belongs to Futh, thinking that he

would not notice it.

Even the existence of Ester is a great problem for Futh. He is disturbed by her
presence and she is like the death angel for him. Paradoxically though, it seems as if he has a
wish to be killed by her. He is ready to die as he has never compensated for the lack of his
mother. He regards his own self valueless: “He does not want any to be wasted on his
account” (Moore, p. 172). The only thing that will reunite himself with his mother, who he
thinks dies and goes on living only in memories, is death itself. He wants to be prepared to
death by Ester, in fact. He wants to be treated like a son of Ester for the last time. The roles
are changed at the end of the novel. It is now Futh who intrudes into the room of Ester
although it is Ester herself who has a habit of going into the room and privacy of those staying
at the hotel. While trying to search for his silver lighthouse and beautiful but lost memories,
Futh enters the privacy of Ester, who also tries to go back to the good old days when she
believed to be really loved by Bernard. Futh is caught unprepared when he hears that someone
is trying to enter the room. As a man who has always avoided actions for which he cannot
provide a reason, Futh desperately understands he will certainly be misunderstood by the
person entering the room. This is the death bell for Futh. Hiding in the bathroom reminds him
of another memory with Gloria in which Gloria wants him to scrub her back and which makes
Futh feel not only embarrassed but also guilty. The perfume bottles Futh finds in Ester’s
bathroom remind him of “the dark interior of his mother’s wardrobe. It is like being wrenched

soul first through time” (Moore, p. 178).
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The narration does not tell clearly how Futh has been killed by Ester; it is also
probable that he had a heart attack in the bathroom as Ester entered it. If he is killed by Ester,
this might be a typical case of misandry because “some women try to justify misandry as a
legitimate ‘choice’ for women, a ‘voice’ for those who have been silenced. Expressing anger
is useful, they believe, as one feature of collective therapy for women” (Nathason & Young,
2001, p. 245). In the case of Ester, Futh could stand for Bernard, on whom she wants to take
the revenge of not only herself but all suppressed women. She is like “female sex predators”
who “are the hateful and spiteful advocates of misandry” (Davis, 2015, p. 112). And like all
femme fatals, she “harbors a threat which is not entirely legible, predictable, or manageable”
(Doane, 1991, p. 1). Ester kills Futh like a venus’s flytrap because Futh would put himself in
danger in some way or another. In addition, Futh’s death coincides with the smell of camphor,
the scent he dislikes, and scent is what Futh tries to produce as a profession. That is, Futh’s
death would naturally happen during his search for the lost mother; the story of his tragedy is
the story of a continual quest. What is important here is that Futh remains to be a man of no
significance for almost everyone. A person disregarded even by mother will perhaps be
disregarded by the rest naturally. That is why, Carl can never remember Futh’s name although
he tries hard. In his memory, Futh is doomed to remain as a thin man “with thinning hair. He
was pale, but perhaps that was just seasickness. He cannot even remember the man’s name. It
was a name which makes him think of froth, and the powdery wings of a moth. It was a name

which seemed to vanish even as he heard it” (Moore, p. 182).
Conclusion

In conclusion, The Lighthouse by Alison Moore remains to be a narration where the
sense of memory has become influential. Almost all memories with mother are joyful and
they are what connect Futh to life. Especially the lighthouse, which can be regarded as a
concretized form of beautiful memories with the mother, functions as a source and energy of
life for him. It is the unbearable memories, the memories of loss and abandonment, the
memories of betrayal that gradually lead him to death and dominate his life. It might be
argued that Futh was already dead and buried in memories as his absence is not noticed by
others. He is abandoned and betrayed by a mother and a wife, who, in Futh’s eyes, would
hopefully replace the absent mother. In short, Futh’s life is nothing but an account of

memories, mostly tragic, which dominate his life and prevent Futh from living in a sense.
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PSYCHOMETRIC PROPERTIES OF ADAPTATION OF THE
OXFORD UTILITARIANISM SCALE TO TURKISH

Seda ERZI!

Abstract

Studies concerning utilitarian judgements have generally relied on sacrificial moral
dilemmas. In their study, Kahane et al. (2017) made distinction between utilitarian
judgements and developed a new scale to measure two dimensions of utilitarianism
namely impartial beneficence and instrumental harm. This study aims to extensively
examine the psychometric properties of adapted version of the Oxford Utilitarianism
Scale in Turkish sample (n=290). Concerning the reliability of the scale, internal
consistency and item-total correlation coefficients are found to be satisfactory.
Consistent with the original scale two factor model was supported (2 factor solution
was explained 54.24% of total variance) and confirmatory factor analysis revealed an
adequate fit. As for the validity studies, convergent validity of the scale is supported
revealing the association of OUS total, impartial beneficence and instrumental harm
with conceptually related measures, which included sub-clinical psychopathy,
empathy and perspective taking. The theoretical and practical implications of this 132
study are discussed.

Keywords: Oxford Utilitarianism Scale, utilitarian judgements, personality,

convergent validity, confirmatory factor analysis

OXFORD FAYDACILIK OLCEGI’NIN TURK KULTURUNE UYARLAMA
CALISMASININ PSIKOMETRIK OZELLIiKLERI
Oz
Faydac1 yargilara iliskin ¢caligmalar genellikle ahlaki ikilemlere dayanmaktadir. Ancak
Kahane ve ark. (2017) ¢alismalarinda faydaci yargilar arasinda ayrim yapmistir ve
faydaciligin iki boyutunu 6lgmek igin yeni bir dlgek gelistirmistir. Bu iki boyut,
tarafsiz yarar ve aragsal zarar olarak isimlendirilmistir. Bu ¢alisma, Oxford Faydacilik
Olgegi’nin (OFO) uyarlanmis versiyonunun Tiirkiye orneklemindeki psikometrik

ozelliklerini kapsamli bir sekilde incelemeyi amaglamaktadir (n = 290). Olgegin

! Dr. Ogr. Uyesi., Maltepe Universitesi insan ve Toplum Bilimleri Fakiiltesi, Psikoloji Béliimii, Istanbul.
sedaerzi@maltepe.edu.tr

Basvuru/Submitted: 02.01.2019 Kabul/Accepted: 05.03.2019


http://dergipark.gov.tr/humanitas
http://dergipark.gov.tr/humanitas

Erzi, S. (2019). Psychometric properties of adaptation of the Oxford Utilitarianism Scale to
Turkish. Humanitas, 7(13), 132-147

giivenirligi ile ilgili olarak i¢ tutarlilik ve madde-toplam korelasyon katsayilar1 yeterli
bulunmustur. Orijinal 6l¢cege uygun olarak iki faktér modeli desteklenmis (2 faktorlii
model varyans1 %54.24 diizeyinde agiklamistir) ve dogrulayici faktdr analizi yeterli
bir uyum saglamistir. Gegerlilik c¢aligmalar1 icin, ol¢egin yakinsak gecerliligi,
subklinik psikopati, empati ve perspektif alma dahil olmak iizere, OFO toplam puani
tarafsiz yarar ve aragsal zarar ile anlamli diizeyde iligkili bulunmustur. Bu ¢aligmanin

teorik ve pratik etkileri tartigilmigtir.

Anahtar Sozciikler: Oxford Faydacilik Olgegi, faydact muhakemeler, kisilik,

yakinsak gegerlilik, dogrulayici faktor analizi.

Introduction

Utilitarianism comes from the Latin word “utility”. In moral philosophy, utilitarianism
IS seen as a principle that associates the truth of action with the happiness of the majority
(Cevizci, 2012, p. 455). According to Bentham, utilitarianism is expressed as a feature in the
object to bring feelings of joy, goodness, or preventing harm, pain or grief. At this point, if the
group is meant to be a society, the good and happiness of the society and the good and
happiness of the individual should be aimed in our actions. Similar to John Stuart Mill, he
targets happiness, associating it with the absence of pain and suffering. In this context,
philosophers who advocate the view of utilitarianism advocated the principle of the greatest

happiness of the greatest number of people (Beauchamp, 2016).

In the studies on utilitarianism, it is seen that the action is evaluated in two ways. For
example, the answers given to questions such as the harm of a single person to save the lives
of many people cause us to classify the form of reasoning in the form of a deontological or
utilitarian view. According to the beneficiary principle, the decision of individuals about the
event should take care of the happiness of many people. Researchers are argued that it is
important that the quality, correctness, or inaccuracy of the deontology principle rather than
the result of the action is important for the fulfillment of some tasks (Bartels and Pizarro,
2011). In summary, even if a large number of people will be saved as a result of the action,
the act itself is considered morally inaccurate, as the act itself is to harm an innocent human
being. People, in some cases, act in accordance with the principle of deontology, while
prioritizing the nature of the action, in some cases it decides on the outcome of action and the

principle of utilitarianism that points to the happiness of many people.

Utilitarianism is one of the moral problems that philosophy deals with. However, in

recent years, studies in the field of psychology treats utilitarianism as a form of decision
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making and some kind of moral reasoning. In the literature, the most known dilemma in the
studies about the decision making of moral dilemmas is the trolley dilemma used in the study
by Foot (1967). While there are several variations of the dilemma in question, the decision-
maker can either push an innocent person to the front of the train, save 5 people approaching
the train, or change the direction of the train and lead the train to the place where there is only
one person and saves 5 people (as cited in Kahane, Everett, Earp, Farias & Savulescu, 2015).
In the studies conducted using other dilemmas similar to these dilemmas, brain activities,
personality traits and psychological mechanisms underlying these decisions are examined.
Decisions are basically classified as deontological or utilitarian.

In their study Greene et al. (2008) explained the mechanism that is effective in making
utilitarian and deontological decisions as the dual processing model. Accordingly, utilitarian
decisions require a longer period of reasoning, while deontological judgments are more
intuitive, emotional, and faster. Similarly, in a study by Conway and Gawronski (2013), it was
found that cognitive intensity influenced the decision making by individuals to influence
decision making. The manipulation of the sense of empathy has also been shown to contribute
positively to deontological decisions. In the same study, features such as taking perspective

and empathy were associated with deontological decisions.

In a number of similar studies, it seems that utilitarian decision-making for dilemmas
is associated with psychopathy, aggression and antisocial tendencies (Bartels & Pizarro, 2011;
Kahane, Everett, Earp, Farias & Savulescu, 2015; Nichols & Mallon, 2006). In the view of
utilitarian ethics, the happiness of the majority is targeted. However, in studies conducted, the
utilitarian decision making has been associated with psychopathy. For this reason, it is

considered that it is necessary to evaluate the utilitarianism in two dimensions.

The happiness of the majority may sometimes require damage to a person in order to
save more people. Kahane et al. (2017) describe this element of utilitarianism as “instrumental
harm”. The other element of utilitarianism is based on the happiness of the majority but the
majority here serves the common good and the good of all, rather than our own preferences or
interests. Bentham (1789) explained this situation as targeting the happiness of each person
living on the planet (as cited in Demir, 2004). In this case this element of utilitarianism as
“universal or impartial beneficence” (Kahane et al., 2017). To donate some of your income to

the charities is an example of impartial beneficence.

It is observed that the studies are mainly related to the instrumental harm dimension of

utilitarianism (Bartels & Pizarro, 2011; Kahane, Everett, Earp, Farias & Savulescu, 2015).
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Individuals with personality traits such as aggression or psychopathy in the responses to the
dilemmas used in these studies may make decisions that prefer to harm others. However, it is
difficult to say that the same individuals will participate in altruistic actions in which they are
observing the happiness of the majority, as expressed in the universal beneficence. With this
aim, it is thought that the two-dimensional utilitarian scale namely Oxford Utilitarianism
Scale (OUS) developed by Kahane et al. (2017) will extend the scope of studies related to
utilitarianism, which has already been reduced to a single dimension in the literature by
considering these impartial beneficence and instrumental harm dimensions separately. In this
context, in this study, it is aimed to investigate the psychometric properties of the Oxford

Utilitarianism Scale in Turkish culture using samples of university students.

Utilitarianism was related with psychopathy, empathic concern and hypothetical
donation (Kahane et al., 2015; Kahane et al., 2017; Koeings, Kruepke, Zeier & Newman,
2012). In this study subclinical psychopathy, empathy, perspective taking and hypothetical

donation measures were used for to determine convergent validity.

Oxford Utilitarianism Scale (OUS) has two dimensions. Instrumental harm dimension
consists of 5 items and impartial beneficence dimension consist of 4 items. OUS
questionnaire include 7 point scale ranging from strongly disagree (1) to strongly agree (7).
The scale doesn’t include reverse scored items. The highest and the lowest scores to be
respectively obtained from the scale are as follows: OUS total (9-63), instrumental harm (5-
35), impartial beneficence (4-28). In their study Kahane et al. (2017) found that two factors
separately showed excellent model fit. For impartial beneficence x?>=3.56 p=.16, CFI=.99,
RMSEA =.053, SRMR=.022, AIC=4027.46, BIC=4056.59. For instrumental harm x>=3.75
p=.59, CFI=.1.00, RMSEA =.00, SRMR=.021, AIC=5281.13, BIC=5317.54. So two factor

solution showed better model fit.

Thus, this study includes three phases. First, factor structure of the scale is examined
by exploratory factor analysis and confirmatory factor analysis applied for two factor solution.
Then internal consistency and item total-correlation for construct validity. As for the
convergent validity, the correlation of OUS total, impartial beneficence and instrumental harm
with other measures assessing conceptually related constructs (e.g., psychopathy, empathy,

perspective taking, donation to charity).
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Method
Participants

As stated, the reliability and validity coefficients of the OUS were examined in a
sample of university students. 290 participants consist of 49 males (16.9%) and 241 females
(83.1%) (M = 21.24, SD = 3.49). The participants were studying Humanities and Social

Sciences Faculty.
Measures

In addition to the Demographic Information Form, four measures were employed in

the study.
Dark Triad “psychopathy” measure.

This scale consisting of 27 items was developed by Jones and Paulhus (2014). There
are three sub-dimensions which measure the personality traits of machiavellism, narcissism
and subclinical psychopathy and it is 5-likert type. In the reliability study conducted by Jones
and Paulhus (2014), cronbach alpha was found as .79 for subclinical psychopathy. In this
study, 9 items subclinical psychopathy subscale was used. The adaptation of the scale to the
Turkish culture was done by Ozsoy, Rauthmann, Jonason and Ardi¢ (2017) and the cronbach
alpha value was found as .79. In this study, cronbach alpha reliability coefficient was found to
be .76 for psychopathy.

Interpersonal Reactivity (empathy and perspective taking).

This scale was developed by Davis (1983) in order to measure individuals' empathy
and the ability to take the point of view of others. Total number of items is 28, 5 of the Likert-
type scale, there are 4 subscales. In this study, sub scales including perspective taking and
empathy were used. In the study conducted by Kumru, Carlo and Edwards (2004) cronbach
alpha was found as .59 and .60. In this study, cronbach alpha reliability coefficient was found
to be .61 for empathy and .76 for perspective taking.

Hypothetical Donation

Hypothetical donation was measured by a question that measures the amount of
donations to the charity. This measurement is based on the measurement used in the study by

Kahane et al. (2017). 7 Likert type measure was used (1=50 TL, 2=100 TL, 3=150 TL ,
4=200 TL, 5=200 TL, 6=250 TL, 7=300 TL).

Donation Scenario. You work in a company. At the end of the first year of your

salary, an aid campaign is launched to meet the needs of people in need of food and shelter. In
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this campaign, all employees receive 300 TL in addition to their salaries. You have the option
to deposit a portion of this premium in the launched charity campaign, or you can choose to
keep it all to yourself. If you invest 300, you donate 600 TL at your workplace, if you invest
50 TL, your workplace will donate 100 TL. For each person's donation, the company makes
more donations. How much you donated? Donations are taken online system and your name
is kept confidential. In this case, how much do you donate 300 TL? Please specify the

amount.
Procedure

In data collection of study assessment tools were distributed to volunteered students who are
given course credit for their participation. Written informed consent was obtained from
students. Participants were told that their identity information is not required and the results
will be only use for scientific purposes. Necessary permission for the adaptation process was
taken from the first author of the scale. The OUS were translated into Turkish by two
translators and then reviewed by two native Turkish-speaking psychologists fluent in English.
The Turkish translations of scale collected on one form. Back translation of this final form

conducted by two psychologists.
Results

In this section reliability and validity as a part of adaption of OUS and Impartial

Beneficence and Instrumental Harm scales to Turkish were presented.
Exploratory Factor Analysis (EFA)

In order to determine construct validity of OUS, Kaiser-Meyer-Olkin coefficient
was calculated (KMO=.66) and Barlett Test was applied (x*>=504.89 df=28 p<.001).

First EFA was conducted without any factorial limitations and two factor structures were
obtained. Then the factor structure was limited two in order to obtain same structure with

original one and Varimax rotation method was adopted.
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Table 1

OUS Exploratory Factor Analysis and Factor Loading

Items Universal beneficence  Instrumental Harm Total  Variance
Explained

1 .668 249 54.24%

2 742 .027

3 717 -.041

4 . 524 -.019

5 710 -.034

6 .036 .769

8 .032 799

9 -.008 .868

Eigen Values 2.73 1.96

Explained Variance 28.66% 25.58%

N 290

At the end of the analysis the seventh item was taken out its factor loading was less than .40.

Analysis was repeated. OUS explained 54.24% of total variance.

Confirmatory Factor Analysis (CFA)

In order to determine whether the two-factor model obtained as a result of the
exploratory factor analysis was verified, CFA was performed for the student sample. Item
seven was not included in the analysis. In the evaluation of this analysis, the path diagram, the
goodness of fit criteria and the suggestions for correction were taken into consideration.
According to the proposed modification index, for item 4 and item 5 error variances have
been associated. The chi-square difference test (difference 2 difference test) was performed
after each error association (Tabachnick & Fidell, 2013, p. 702). Test results show that these
error associations make the model more compatible. Compliance indices for the models
before and after error associations are given in Table 2. As seen in Table 2, there are

significant differences in the fit indices between the first model and the model in which the

errors are related; indexes reach acceptable levels in the latest model.

138



Erzi, S. (2019). Psychometric properties of adaptation of the Oxford Utilitarianism Scale to
Turkish. Humanitas, 7(13), 132-147

Table 2

The confirmatory factor analysis results for two-factor solution of the OUS

X2 df x3/df CFlI GFlI AGFI RMSEA IFI SRMS
First 65.707 19 3.458 903 .948 .902 .092 905 .0624
Model
One error 36,574 18 2,032 962 .97 .94 .060 962 .0485
associated
model

To assess the model fit, several indexes may be considered. General fitness of the model fit is
tested by chi square. It is recommended that x*/df (CMIN/df) value should be under 3. It is
recommended that comparative fit index (CFl), root mean square error of approximation
(RMSEA), should be incremental fit index (IFI), goodness of fit index (GFI), adjustment
goodness of fit index (AGFI), standardized root mean square residual (SRMS) should be used
to assess the model fit. Recommended values for good fitness of indices as follows: for CFlI
>95; RMSEA<.08; IFI >.95; GFI>.90; AGFI>.90; SRMS<.05 (Karagoz, 2017, p. 463-465).

Two factor solution model was tested by AMOS 25.0. The suggested x?/df ratio (x*/df = 2.03), 139

goodness of fit index showed that the fit could be regarded as adequate; IFI = .96, CFI = .994,
GFI=.97, RMSEA = .060.
Descriptive Statistics and Reliability

Descriptive statistics of the OUS items are indicated in Table 3. Reliability was
assessed using internal consistency indexes. The OUS total had an internal consistency

coefficient of .70, instrumental harm .74, impartial beneficence75.
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Table 3

The descriptive statistics of OUS items and corrected item correlations

Subscale Item Mean Std. Skewness Kurtosis Mini  Maxim ITC

Number dev. mum  um

Impartial

beneficence

1 442 165 -.058 -.951 1 7 459
2 292 171 .882 -.106 1 7 505
3 247 169 1.232 539 1 7 479
4 451 186 -.273 -1.189 1 7 329
5 3.02 176 .705 -.542 1 7 510
Instrumental
Harm
6 519 1.66 -.588 -.700 1 7 505
8 443 177 -.033 -1.054 1 7 553
9 5.04 159 -350 -.873 1 7 671
N=290

Convergent Validity

In order to evaluate convergent validity, the scores of participants on the OUS total,
impartial beneficence and instrumental harm were compared with conceptually related
constructs, namely subclinical psychopathy, empathy, perspective taking and hypothetical

donation.

The correlations among the variables were within the range of expected values (see
Table 4). OUS total was positively correlated with impartial beneficence (r = .83, p<.001),
instrumental harm (r = .61, p<.001), empathy (r = -.14, p<.05), perspective taking (r = -.12,
p<.05) and hypothetical donation (r = -.24, p<.001). Impartial beneficence correlated with
psychopathy (r = .21, p<.001), empathy (r = -.30, p<.001), perspective taking (r = -.22,
p<.001) and hypothetical donation (r = -.38, p<.001). Instrumental harm correlated with
psychopathy (r = -.17, p<.01), empathy (r = .18, p<.01).
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Table 4

The descriptive statistics of the variables and the correlations among the variables

1 2 3 4 5 6 7 Mean Std. Mini- Maxi-

dev  mum mum
N=290
1.0US total .83 .61 .07 -14” -12" -24™ 32,00 7.40 15.00 55.00
2.Universal .077 217 -30™ -227  -38™ 1734 586 5.00 35.00
Beneficence
3.Instrumental -17 .18™ .10 A1 1466 4.09 3.00 21.00
Harm
4.Psychopathy =33 -39 -28™ 1939  6.03 9.00 38.00
5.Empathy 347 25" 2690 441 11.00 35.00
6.Perspective 227 26.26 512  8.00 35.00
Taking
7.Hypothetical 5.64 1.74 1.00 7.00

. 141
Donation
*p<.05 **p<.01***p<.001
Discussion

In the present study, it was aimed to examine the psychometric properties of the
OUS in Turkish sample. The KMO value of the Oxford Utilitarianism Scale Exploratory
Factor Analysis was found acceptable level (.66). In EFA as the factor loading less than .40,
the seventh item was taken out from the scale and analysis carried out with 8 items. After
conducting EFA with 8 items, the factor loading of values of the scale items varied between
.52 and .86. In the original study of the scale factor loadings varied between .38 and .78
(Kahane et al., 2017). Impartial beneficence explained 28.66% of total variance and
instrumental harm explained 25.58% of total variance. These findings show that OUS two
factor solution is consistent with the original study. For construct validity CFA was
conducted. For OUS two factor model, it was observed that fit indices were found at a good
level and were close to the indices in the original study. Two factor models for OUS which
included impartial beneficence and instrumental harm was confirmed. At the end of the

analysis it is determined that the scale is valid.
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For convergent validity of Turkish version of OUS high and medium level
correlations was obtained. It was observed that OUS total was positively correlated
significantly with impartial beneficence and instrumental harm. In the original study they are
also correlated positively (Kahane et al., 2017). In addition to these, subclinical psychopathy
was found to be correlated significantly both impartial beneficence and instrumental harm. In
contrast to original study, it was found that impartial beneficence was positively correlated
with psychopathy while instrumental harm negatively correlated with psychopathy. As
mentioned before generally psychopathy was found to be positively and empathy was found
to be correlated negatively with utilitarianism in the literature (Bartels & Pizarro, 2011;
Carmona-Perera, Verdejo-Garcia, Young, Molina-Fernandez, & Pérez-Garcia, 2012; Duke &
Begue 2014; Gleichgerrcht & Young, 2013; Kahane et al., 2015; Gleichgerrcht & Young,
2013; Kahane, Everett, Earp, Farias, & Savulescu, 2015; Koenigs, Kruepke, Zeier, &
Newman, 2012; Patil, Melsbach, Hennig-Fast & Silani, 2016). In their scale validation study
Kahane et al. (2017) aimed to differentiate utilitarianism in two dimensions. They found that
OUS total and impartial beneficence was negatively correlated with psychopathy and
positively correlated with empathy while instrumental harm positively correlated with
psychopathy and negatively correlated with empathy. However, in this study we found a
different pattern. OUS total and impartial beneficence showed similar pattern in terms of
psychopathy, empathy, perspective taking and hypothetical donation as in the original study
and in this study, but OUS total and impartial beneficence was found to be correlated
positively with empathic concern, perspective taking, hypothetical donation in the original
study and was found to be negatively correlated in this study.

Examination of the items showed that questions included in impartial beneficence
were not totally but partially self-sacrificial. For example, item four suggests that “it is just as
wrong to fail to help someone as it is to actively harm them yourself”. This decision includes
consideration oneself responsibility for all humanity. For instrumental harm items for
example item eight which suggests “It is permissible to torture an innocent person if this
would be necessary to provide information to prevent a bomb going off that would kill
hundreds of people”. This item mentions about hypothetical situation but includes saving
lives. Maybe participants consider the second situation as life or death. But for the first

situation which includes partially self-sacrifice they didn’t feel responsibility.

Moreover, all the items in the impartial beneficence were personal while the items in

the instrumental harm were impersonal in other words they were related to third person. In
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their study Greene et al. (2001) found that personal utilitarian actions were required more
effortful thinking and they were considered as inappropriate to reject but impersonal decisions
did not show similar pattern. In addition to this Baron, Giircay and Luce (2018) found that
empathy positively correlated with utilitarian acts. Participants felt sympathy for the actor
who made utilitarian decisions in their study. So it may be the case that utilitarian judgements

can lead empathic concern and also decreasing psychopathy.

In contrast to those findings, OUS total, impartial beneficence and instrumental
harm significantly correlated with empathy, psychopathy, donation and perspective taking.
Results suggest that this scale had convergent validity for the Turkish version of the scale.
Cronbach alpha coefficients which was calculated for to determine reliability of the Turkish
version of OUS impartial beneficence was found .74 and instrumental harm was found .75.

These results are satisfactory.

The results of the present study should be considered in the light of several strengths
and methodological limitations. In their scale development study Kahane et al. (2017) used
diverse samples in terms of educational level, age, SES level etc. But in this study only
university student sample were used. Gathering data from different samples is considered to
be necessary in order to improve generalizability of the results. Finally, due to the difficulties
of retesting, not being able to examine the test—retest reliability was another limitation of the
present study. In conclusion, the results revealed that the psychometric properties of the OUS
were found to be satisfactory in Turkish sample. Further research using demographically
diverse populations is encouraged to strengthen and support the psychometric properties of
the OUS in different cultures.
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Appendix

Oxford Utilitarianism Scale

Turkish translations of measures as administered in study

innocent person....

Item  Brief English Item Full Turkish Item
1 If the only way to save another Acil bir durumda baska bir kisinin hayatini
person’s life during an kurtarmanin tek yolu, kendi bacagini1 feda
emergency......... etmekse, 0 zaman bu fedakarligi yapmak ahlaki
olarak gereklidir.
2 From a moral point of view, we
should feel obliged to give one of Ahlaki agidan bakarsak, bobreklerden birini
our kidneys. . bobrek yetmezligi olan bir kisiye vermek
zorunda hissedebiliriz; ¢linkii hayatta kalmak
igin iki bobrege ihtiyacimiz yok, saglikli olmak
i¢in sadece bir tanesine ihtiyacimiz var.
3 From a moral perspective, people  Insanlar ahlaki acidan bakildiginda, gezegendeki
should care about the well-being  biitiin insanlarin refahini esit olarak
of all human beings on the planet  6nemsemelidir, onlara sadece fiziksel ya da
equally... duygusal yakinligi olan insanlarin (arkadaslar,
aile vb) iyiligini desteklememelidir.
4 It is just as wrong to fail to help Birine yardim edememek, birine aktif olarak
someone as... zarar vermek kadar yanlistir.
5 It is morally wrong to keep money Bir insanin, ihtiyag¢ sahiplerine bagis yapabilme
that one doesn’t really need... imkani varsa, ihtiya¢ duydugundan fazla parayi
kendisine saklamasi ahlaki olarak yanlistir.
6 It is morally right to harm an Masum bir insana zarar vermek, diger birgok
innocent person... masum insana yardim etmek i¢in gerekli bir arag
ise ahlaki olarak dogrudur.
8 It is permissible to torture an Eger yiizlerce insan1 6ldiirecek bir bombay1

onlemek igin bilgi edinmek s6z konusuysa,

masum bir kisiye iskence etmeye izin verilebilir.
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9

Sometimes it is morally necessary Daha fazla sayida insanin kurtarilmasi s6z
for innocent... konusuysa, masum insanlarin 6lmesi, ikincil bir

zarardir ve ahlaki olarak gereklidir.
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POSTHUMAN AND HUMAN-NONHUMAN RELATIONSHIP IN ORY
AND CRAKE

Cansu Ozge OZMEN!
Nergiz Oznur VARDAR?

Abstract

Recently, numerous scientific and technological advances have taken place and the
idea of man as the measure of all things has been challenged by the flourishing
manifestations of trans-/posthumanism. Therefore, what it means to be human has
been questioned by various theoreticians like Cary Wolfe, N. Katherine Hayles, and
Donna Haraway. In this regard, concepts like Self/Other, human/non-human,
body/mind are analysed in the framework of trans- and posthumanism. Margaret
Atwood’s Oryx and Crake (2003) not only indicates a posthuman condition but also
illustrates the question of identity regarding the characters. Consequently, this study
discloses breaking points which involve issues of authenticity, othering, as well as
identity explorations of the individuals based on post-/transhumanist theories and
significant issues of the contemporary age. In addition, the study scrutinizes the
human-nonhuman animal relationship and how it contributes to the identity formation

of the human in a posthuman era.

Keywords: Margaret Atwood, posthumanism, animal rights, othering, subject

ANTILOP VE FLURYA’DA POST-INSAN VE INSAN-INSAN
OLMAYAN HAYVAN ILiSKisi
Oz
Son yillarda gesitli bilimsel ve teknolojik gelismelerin meydana gelmesiyle insan her
seyin olctisiidiir fikrini savunan hiimanist bakis agisina karsi trans-/posthiimanist
akimlar meydan okumaya baslamistir. Ustelik insan olmanin anlam, Cary Wolfe, N.
Katherine Hayles, Donna Haraway gibi kuramcilar tarafindan sorgulanmuistir. Bu
noktada ben/Gteki, insan/insan olmayan, beden/akil kavramlari trans-/posthiimanizm
gercevesinde yeniden sekillenmistir. Distopya tiirliniin 6rneklerinden Margaret

Atwood’un Antilop ve Flurya (2003) romani sadece insan sonrasi durumu gozler
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Oniine sermekle kalmaz, ayn1 zamanda karakterlerin kimlik sorununu da gosterir. Bu
calisma Ozgiinliik, otekilestirme, kimlik arayist kavramlarimi post-/transhiimanist
kuramlar ve donemin oOne ¢ikan meseleleri baglaminda degerlendirerek ana
karakterlerin kirilma noktalarini inceler. Ayni zamanda insan merkezciligin radikal bir
zemin bularak insan sonrasi ¢agin da etkisiyle yaratabilecegi felaket senaryolarinda
insan olmayan hayvanlarla iligkinin nasil sekillendigi, insanin kimlik olugsumuna nasil

katkida bulundugu da irdelenmistir.

Anahtar Sozciikler: Margaret Atwood, posthiimanizm, hayvan haklari,

otekilestirme, 6zne
Introduction

Margaret Atwood’s Oryx and Crake, the first novel of MaddAddam trilogy was
published in 2003 and caused various discussions about the genre of the book. Because the
novel contained characteristics of other types such as science fiction, gothic fiction, dystopia,
survivor story, Bildungsroman, and quest romance, numerous critics attempted to identify the
genre of the text. However, Margaret Atwood describes her work as speculative fiction setting
it apart from “science fiction proper”:

I said | liked to make a distinction between science fiction proper — for me, this label denotes

books with things in them we can't yet do or begin to do, talking beings we can never meet,

and places we can't go — and speculative fiction, which employs the means already more or

less to hand, and takes place on Planet Earth (Atwood, 2004, p. 513).

When we consider Atwood’s words, it is not difficult to realize a multitude of
developments taking place each day and assume that a lot more will take place in the years to
come. In this respect, as a work of dystopian speculative writing, Oryx and Crake (2003)
contains events which might happen any moment due to the rapid growth in technology. For
instance, it is widely known that animal hybrids exist. Recently, with the removal of certain
genes and injection of stem cells enabling to create necessary organs, experiments about
breeding mice with the pancreatic tissue of rats have become successful. Studies regarding the
production of human-animal hybrids are also conducted in various institutions around the
world. In 2017, scientists of the Salk Institute even published a paper entitled “Interspecies
Chimerism with Mammalian Pluripotent Stem Cells” and shared their findings about a
chimera (an organism including cells from two distinct entities) project. They announced that
they finally managed to grow human cells in pig embryos. Although a pig host’s process of
development differs from a human and it is necessary to solve this problem, the possibility of

pigs as human organ carriers for transplants is brought into discussion in the novel.
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Bioethical discussions regarding medicinal advancements have not been able to curb
the anthropocentric zeal for longer lifespans for humans, anti-ageing possibilities and cures
for terminal diseases, organ failures and other illnesses. Anthroposcene, a term defined and
popularized by Paul Crutzen as “a new age defined by one creature —man- who had become
so dominant that he is capable of altering the planet on a geological scale” (Crutzen, 2002, p.
23) only functioned to invigorate the preconceived notions about human superiority over
nature. Anthropocentrism naturally precedes the Anthroposcene by much longer and has been
a reflex taken for granted when using natural resources and nonhuman animals as means for
human ends. One of the most striking examples of anthropocentric genetic engineering of
animals has been the Oncomouse, a mouse that is designed to have a genetic disposition to
have cancer to enable oncological research was patented twenty six years ago by Harvard
University genetic researchers. A transgenic animal, Oncomouse is given oncogenes of
another animal and has come to be the first patented laboratory animal (Rimmer, 2008, p.
90).

MaddAddam trilogy introduces us to various genetically engineered, transgenic
animals both designed for purposes of xenotransplantation, human consumption and anti-
ageing such as ChickieNobs, a chickenlike bulby creature with no head, therefore no nervous
system; bobkittens, created to destroy pests; rakunks, a hybrid of racoons and skunks;
wolvogs, savage wolves that still behave like affectionate dogs to attract their victims used to
guard corporations and are used as police dogs, and pigoons, genetically modified pigs used
to harvest human organs who become much more intelligent than intended after the successful
growth of human neocortex tissue in their brains. Oryx and Crake contains a warning about
the future of humanity and possible consequences of human actions whether they are
committed with positive or negative intentions. In fact, this concern becomes more complex
when other issues regarding biogenetics, environmentalism, and commodification of
nonhuman others in the light of critique of humanism are revealed. Public attitude towards
nonhuman animal bodies becoming biofactories is overshadowed by corporate power and
greed when corporations replace governments and are transformed into dictatorships.

There are no lawyers, court rooms, regulatory authorities or delays as HelthWyzer and

RejoovenEssence seek regulatory approval based on health and environmental impact studies.

Indeed, it seems that biotechnology in Oryx and Crake is subject to little or no regulation.

Importantly, though, the absence of regulatory institutions and frameworks in Oryx and Crake

does not mean that these actors are less important than other more obvious actors. Rather, the

apparent absence or failure of the law to regulate the development and application of
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biotechnology makes the widespread application of biotechnology possible. (Sanderson, 2013,

p. 236).

The extreme commercialisation of nonhuman animal bodies however is rarely touched
upon in the novel from an animal welfare or rights perspective. Animal welfare entails a
concern for conditions under which the animals are being raised, experimented on and in
general used for human means whereas animal rights activists mostly are against all forms of
animal exploitation and speciesism regardless of how exploitation takes place. Richard Ryder
coined the term in a leaflet in 1970, as he was very much concerned about experiments
conducted on animals most of which he believed had no redeeming justifications to begin
with. Just like race, sex or class he asserted that species is being used as an unjustified
supremacist category (2010, 1). What we encounter in Atwood is speciesism running amok.
The dystopian world created by Atwood is dystopian mainly because of various breaches of
ethical boundaries in both human-human and human-nonhuman animal relationships and
human life has become without exception full of suffering regardless of socio-economic status
because of widespread discrimination which is normalized within the society and speciesism
which people come to accept as part of their socialization process. Still, the novel, despite its
optimistic ending does not promise an antidote for animal suffering and a guarantee that the
same ethical boundaries would never be breached. Since human beings, as opposed to what
we believed throughout the novel, actually have survived the man induced apocalypse. And if
human beings survived, it is highly likely that speciesism did as well. Until that point, we

believed Jimmy (a.k.a. the Snowman), our protagonist was the only survivor.

Unlike humanistic universalism, an opportunity for representation of what is different
emerges. Here, Atwood’s novel presents many situations regarding the demise of human-
centred position, and contemporary posthumanist debates about advanced capitalism, social
construction, technological enhancement, as well as animal rights. Covering these issues, a
repetition about the concept of death is revealed in several ways: first, as a warning about the
destruction of the world; second, as a critique of the humanist subject; third, as a rebirth
signalling the end of the Anthropocene. With the end of this period, the novel introduces

“Post-Anthropocene”, which marks the interrelatedness of other species with human beings.
Human and Non-Human Relationship

In Oryx and Crake, the relationality of species is best exemplified by the Crakers,
which are presented as genetically designated hybrids including the qualities of both humans

and nonhuman animals. Despite their artificiality, these beings live in peace with nature. They
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are vegetarians and adapt to their habitat easily. At the same time, these humanoids are
harmless. They respect each and every creature in the world. Thus, their design and humans’
extinction imply a new period in history. Moreover, these hybrids are significant, for they are
produced as part of both trans- and posthumanist aims. In this sense, the Crakers symbolise a
better posthuman world as a part of Crake’s (originally Glenn, Jimmy’s best friend and the
novel’s mad scientist) utopia. This post-anthropocentric turn in the novel challenges human
supremacy and causes the reader to rethink various modes of human behaviour. Ironically, the
loss of duality is accomplished by the collapse of human beings. Crakers are created by
Jimmy’s childhood friend Crake who wants to eliminate all causes of human suffering by
modifying innate human characteristics. Since Crakers are ultimately compassionate, can
communicate with animals through telepathy and partially are animals themselves, one
assumes animal suffering is also bound to end. Crake however is a utilitarian and have caused
great amount of suffering during his experimentations until he genetically perfected his

Craker humanoids.

Oryx and Crake discloses a social construction of the human and the nonhuman by the
corporations in the Compounds. On the one hand, a positive stance regarding transhumanist
issues about the use of technology is implied. However, on the other hand, the effects of
highly developed technology on human subjectivity are introduced. Based on the memories of
Jimmy, our protagonist, we recognise that scientific advances provide many opportunities for
humans. Through bioengineering, both beauty products and animal hybrids are produced. The
medication for terminal diseases to a certain degree is provided, and new cautions to prevent
ageing are taken. For parents who decide to have kids, genetic manipulations or eugenics
guarantee that the children will have better physical and cognitive capabilities. Nevertheless,
the perception of humans has changed regarding their humanness, which signals the opposite
of transhumanist aims and concentrates on the impact of this transformation. Just like Cary
Wolfe indicates, a situation coming both before and after humanism occurs about
posthumanist stance. We can even realize it by divulging into the memories of young Jimmy.
As his earliest memory, he recalls a bonfire, and feels sorry about the death of the animals,
but his father and mother assure him that the cows and sheep had to die, otherwise they could
spread their disease to humans. Although Jimmy as a naive child feels sadness for the pain
these animals go through, if not his mother, his father seems quite insensitive. When he sees
how anxious Jimmy is, he says the animals “were like steaks and sausages, only they still had

skins on”, without showing any emotions, however Jimmy rationalises:
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And their heads, thought Jimmy. Steaks didn’t have heads. The heads made a difference: he
thought he could see the animals looking at him reproachfully out of their burning eyes. In
some way all of this — the bonfire, the charred smell, but most of all the lit-up, suffering
animals — was his fault, because he’d done nothing to rescue them. At the same time he found
the bonfire a beautiful sight — luminous, like a Christmas tree, but a Christmas tree on fire
(Atwood, 2013, p. 20).

Being both affected and in awe, partly because he is overwhelmed by the extent of
the fire, Jimmy feels guilty. The imagery he creates in his mind reminds us of animals’ gaze
back at the human and alludes to Freud’s unheimlich (uncanny) towards nonhuman others.
Freud defines the uncanny as “that class of the frightening which leads back to what is known
of old and long familiar” (1985, p. 340). When individuals encounter an event that makes
them feel attracted and frightened at the same time, the notion of “uncanny” as something
both strange and familiar might emerge. Unable to evade the event, Jimmy repeatedly asks his
parents why the animals are on fire. Despite telling him that they can be dangerous, during
most of their conversations, his father keeps working and assumes a distant position. Once
Jimmy asks whether the same thing will happen to him or not when he has a cough, his father
confirms recklessly, so Jimmy starts crying. In this respect, by means of a casual
conversation, the normalization of dehumanisation over the other is emphasised, and the
concept of the human as both rational and moral is distorted. In addition, this condition causes
some metanarratives to emerge leading to construction of identities. The children raised under
these circumstances get accustomed to the treatment others receive. Jimmy’s mother says he
is too young for these kinds of jokes, however, her words imply he will get used to them in
time. And Jimmy does get used it, as he calls vegans fundamentalists, consumes animal
products including ChickieNobs and has no moral scruples about working with Crake in the
RejoovenEsense Compound as he grows up. As the narrative moves between the past and the
present, the remembering sequences “signify the need of people to return to a forgotten past,
no matter how traumatic this past is. However, in the case of a half-remembered, half-
simulated experience it seems that memories abandon their bodies and exist as collective,
disowned and disembodied present” (Golban, Benli, 2017, p. 308).

The real animal meat for human consumption by this time have become very rare
and quite prestigious to behold. Jovian Perry in his article “Oryx and Crake and the New
Nostalgia for Meat” talks about the recent trends in the rising prestige of “real” or “natural”
meat. And the novel is an accurate representation of a world desperate for the prestige of what

is lost and what is arguably not even an essential part of a human being’s diet. “In the broiling
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world of climatic upheaval and deepening social injustice that Oryx and Crake so vividly
describes, meat is becoming harder and harder to come by. Not only is a warming world
wreaking havoc on agricultural production, but disease and biological terrorism are running

rampant through the meat production sectors” (2009, p. 243).

An additional factor which contributes to the prestigious status of meat consumption is
its assumed association with masculinity. When masculinity is constructed along the lines of
man’s control and subjugation of nature, animals are perceived merely as a part of that nature
and their conquest bolsters virility. In Oryx and Crake, Jimmy, who used to be quite sexually
active before what is believed to be the end of human species aside from himself, is left
without a possible mate as the novel begins yet still consumes fish. Ironically, the delicacy he
consumes once a week is hunted and brought to him by Crakers who are strictly vegetarians.
Therefore without the possibility of any sexual interaction, all that is left for Jimmy to

validate his masculinity is consuming animal flesh.

That is not to say he does not grow up without learning to be selective in the way he
feels compassion towards some animals. In this sense, the relationship of Jimmy and his
rakunk exemplifies how a person can get attached to a being of another species. As explained
by Jimmy/Snowman, this genetically engineered animal is his tenth birthday present. Around
that time, the rakunks (hybrids of racoons and skunks) are produced as an “after-hours hobby”
(Atwood, 2013, p. 57) at Organinc laboratories. That is to say, playing God, the scientists
bring these creatures into existence for entertainment. When his father gives the animal to
Jimmy, he names it Killer. However, this rakunk becomes more than a distraction for Jimmy.
At one point, he finds comfort in Killer as his best friend. Since the rakunk is the only being
that seems to understand him, he forms a bond with his pet. His strong relationship with the
rakunk indicates that it becomes a part of Jimmy. In other words, Killer comes to represent a
companion species proving that it is possible to demolish the demarcations between humans
and animals. Also, Jimmy’s closer ties with a genetically enhanced hybrid calls for a

distanciation effect.

Apart from that, Jimmy’s bondage with his rakunk shows a “positive kind of
alienation effect” which suggests oneness with other creatures. Since he does not perceive
them as nonhumans, he is able to recognize the cruelty such beings receive. Thus, the
protagonist starts forming a moral consciousness when his mother leaves home, and this event
marks an important breaking point in Jimmy’s life. At this point, Jimmy’s connection with

Killer signals a critique on the human essence. Despite possessing rationality, humans treat

154



Ozmen, C.0., & Vardar, N.O. (2019). Posthuman and human-nonhuman relationship in “Oryx
and Crake”. Humanitas, 7(13), 148-158

other beings in an inhumane manner. They laugh at jokes about eating pigoons. Personal
interests take precedence over everything. With scientists playing God through

bioengineering, the aim of science also changes.

On the day of her mother’s escape, Jimmy finds a note written by her on the table.
This paper informs him that she has left, and taken Killer with her to liberate the rakunk. In
her note, she tells Jimmy she will try to communicate with him, but since the CorpSeCops
men will check everything, she cannot give an assurance. At the same time, she slams the
computers at home with a hammer so that no one can discover the messages she has sent as
well as the people she has contacted. Here, Jimmy gets angry with his mother, but his rage
does not only stem from her disappearance. It is related to a more significant issue. She goes
away because she cannot cope with her guilty conscience, but what she does creates an ironic
situation: first although Jimmy might need her, she leaves her own son without even telling
him where she goes, so he thinks that she does not trust him; second, she takes the rakunk that
has grown up at home. Therefore, her position as an ethical person comes into question.
Jimmy says “Killer was a tame animal, she’d be helpless on her own, she wouldn’t know how
to fend for herself, everything hungry would tear her into furry black and white pieces”
(Atwood, p. 69-70). Through the voice of Jimmy, who is still a child at that time, the reader

questions whether Sharon’s action is right or wrong.

Afterwards, Jimmy’s father’s job as a genographer, and his position in the pigoon
project at Organinc Farms are revealed, so the irony intensifies. As a scientist, he seemingly
works for the benefit of humans, but when the novel progresses, we see that other

interpretations are possible. While remembering the pigoon project, Jimmy adds:

The goal of the pigoon project was to grow an assortment of fool proof human-tissue organs in
a transgenic knockout pig host — organs that would transplant smoothly and avoid rejection,
but would also be able to fend off attacks by opportunistic microbes and viruses, of which
there were more strains every year. A rapid-maturity gene was spliced in so the pigoon
kidneys and livers and hearts would be ready sooner, and now they were perfecting a pigoon
that could grow five or six kidneys at a time. Such a host animal could be reaped of its extra
kidneys; then, rather than being destroyed, it could keep on living and grow more organs,
much as a lobster could grow another claw to replace a missing one. That would be less
wasteful, as it took a lot of food and care to grow a pigoon. A great deal of investment money
had gone into Organinc Farms (Atwood, 2013, p. 25-26).

Here, the function of the pigoons is stated, and the reader is informed about what they

are. Being a genetically engineered species, the pigoons serve as pig hosts to cultivate human

155



Ozmen, C.0., & Vardar, N.O. (2019). Posthuman and human-nonhuman relationship in “Oryx
and Crake”. Humanitas, 7(13), 148-158

tissue organs, so we realize that they increase the lifespan of human beings, which represents
a kind of evolution, but this topic brings about ethical dilemmas about whether these
treatments are morally acceptable. There are other forms of subjugation, this time regarding
people which is revealed through physical segregation. Humans in the pleeblands are used
lavishly for experiments, whereas people in the Compounds become more and more
dependent on the medication promoted by the corporations. So the victims of this era are not
discriminated based on their skin color, race, ethnicity, sexual orientation or gender (although
young girls seem to be forced into prostitution more frequently than young boys both of
whom are bought from destitute families), but whether or not you are born as one of the

experimenters or the test subjects.
Conclusion

There is also a posthuman uncertainty in Oryx and Crake. The hybrids go out of
control in the following days of the catastrophe. The replacement of the human/nonhuman is
exemplified by the behaviours of genetically engineered animals. Once they are liberated,
both pigoons and wolvogs get wild and constantly threaten Jimmy’s safety. While Jimmy is
on the road for supplies, a group of pigoons trap him. Although he manages to escape and
hide for the moment, he drops his garbage bag on the stairs. When he moves on to get it back,
he sees “they were waiting for him, using the garbage bag as bait. They must have been able
to tell there was something in it he’d want, that he’d come down to get. Cunning, so cunning”
(Atwood, p. 319). Understanding Snowman might need something, the pigoons wait closer to
the bag, and this situation proves that they have a form of consciousness which is quite
significant because the way that they act demonstrates these hybrids are not simply hosts for
transplantations. They improve themselves representing evolution, challenging the speciest

discourse created by the human race.

Likewise, when wolvogs (mixtures of wolves and dogs) are released, they start
inducing anxiety in Jimmy. Although they are designated to provide security for the
companies, they exceed their capacities in time. Jimmy explains why he is afraid of them
mentioning that their appearance still resembles dogs wagging their tails and making funny
bounces, but once somebody gets attracted, they go for them, and eventually kill their targets.
As opposed to wolvogs, nothing domesticated stands a chance. In a way, we realize that in a
post-apocalyptic world or to be more precise, in a post-humanist environment, even the power
relations regarding domination and exploitation based on centrality of the human race might

change. While biotechnology can be used to manipulate and assert individual freedom over
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others, it can signal the opposite, deconstructing the established beliefs about Homo Sapiens.
From the examples above, we understand that Cartesian wise “Man” who presents
exceptionality through mind is challenged by the technologically developed posthumans. Still,
since Oryx and Crake does not answer our questions about what happens to the survivors, the

future seems unclear about whether human beings will face total destruction.

Here, on one hand, humanity’s survival is in question. On the other hand, when we
consider Crake’s bioengineered humanoids, this ambiguity is easily dissolved, and a rebirth is
suggested. As a scientific genius, Glenn/Crake designs these “floor models” to replace human
beings. For him, they are what humans lack: a symbol of perfection. Like other human/animal
hybrids, the Crakers blur the divide between humans and nonhumans, but their reason for
existence differs radically from other hybrids. First, they do not function as commodities
necessary for human race, so the Children of Crake carry a higher purpose. Second, unlike
pigoons, bobkittens, and wolvogs, they have not gone out of control. We observe that they do
not show any vengeful behaviours against others. Last, despite being products of science, they
are pure beings. They respect everyone and everything in the universe without putting
themselves at the centre. In other words, at the outset, it seems —hopefully- the world will

never become Crakercentric.
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A.R. PENCK ESERLERINDE
TURK PETROGLIFLERININ IZLERI!
Meliha YILMAZ 2
Hatice BAHATTIN CEYLAN 3

Ozet

Bu aragtirmada amag, Tiirk petrogliflerinin, Batili bir sanat¢i olan A.R. Penck
eserlerini nasil etkiledigini ve sekillendirdigini karsilastirmali bir gekilde irdeleyerek
ortaya koymaktir. Caligma sanatginin 20 adet eseri ile smirlandirilmigtir ve
arastirmada literatiir tarama yontemi kullanilmistir. Go¢ yollari lizerinde bulunan ve
Tiirkler tarafindan yapildig1 kabul edilen petroglifler ve yazinin olmadigi zamanlarda
iletisim yolu olarak kullanilan tamgalarin, soyut ve simgesel tasvirler seklinde, benzer
amaglar gilidiilerek c¢esitlendigi goriilmektedir. Bu yalin bigimler, {islup arayis
igerisinde olan 20. yy Batili sanat¢ilarindan A.R. Penck’i etkilemis ve sanatgi, Tiirk
petroglif ve tamgalarindan yola ¢ikarak 6zgiin bicemini ortaya koymustur. Sanat¢inin
eserlerinde, Tiirklere ait Kiin-Ay tamgasi, dort ok simgesi, gokylizii arabalari, ant
okundugunu isaret eden daire icerisindeki tek nokta ve yarim daire igerisindeki iic
nokta, gezegen sembolleri, saman figiirleri ve tengri gibi simgeleri kullandig1 ve
sanatin diger unsurlartyla birlestirerek Neo-ekspresyonist bir anlayisla yorumladigi
goriilmektedir.

Anahtar Sézciikler: A.R. Penck, Bati Resmi, Neo-ekpresyonizm, Petroglif,

Tamga, Tiirk Kiiltirii
THE TRACES OF THE TURKISH PETROGLYPHS
IN THE WORKS OF A. R. PENCK
Abstract

Through the data that emerge with this research, under the example of A. R.
Penck, it has been aimed to reveal that the modern Western art was shaped also by
those mysterious documents that reflect Turkish culture. In this study, the works of the

Neo-expressionist artist A. R. Penck are chosen among a few artists who had adopted
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the same style, and the Turkish cave paintings and stamps alongside with the artist’s
works have been comparatively scrutinized. To give an example out of the signs and
illustrations that he had used in his works, it is seen that he had used many symbols in
accordance to his artistic style that belong to Turks such as Kiin-Ay stamp, the four
arrow sign, the single dot inside the circle that indicates that an oath has been taken,
countable stone symbols of planets, shaman and tengri figures.

Keywords: A.R. Penck, Western Painting, Neo-expressionism, Petroglyph,
Stamp, Turkish Culture
Giris

Tiirklerin ve kiiltlirlerinin izlerini tasiyan petrogliflere (kayaiistii resim), Orta Asya’da,
Sibirya’da, Ural Daglari’nda, Altaylar Bolgesi ve Tanr1 Daglari’nda Kirim’da, Azerbaycan’da
ve Anadolu’ya ulagan gd¢ yollart boyunca ¢ok genig bir alanda rastlamak miimkiindiir.
Demir’e gore,

“Tiirkler, ulasabildigi her cografyaya tarihini, diislincelerini, yasayis tarzlarini, inanglarini

kayalar iizerine kazimistir. Kaya {iizerine ¢izilen resim, figilir ve yazilar incelendiginde sosyal

ve fen bilimlerinin pek ¢ok alaninda binlerce y1l geriye gidilebilmektedir.” (Demir, 2009, s.6).

Yasanan ortamin isleyisini ifade etme, inan¢ ve dogaiistii giigler ile iletisime gecme,
mesaj gonderme ve alma kaygisini da barindiran bu betimlemeler, ge¢miste de iletisimin
ithtiya¢ oldugunun agik bir gostergesidir. Gliniimiiz iletisimine baktigimizda uzun yazilar bir
cupida anlatabilmek icin illiistrasyonlar hazirlanmakta, kurumsalligt ve taninirlig
saglayabilmek adma yalinlagtirilmis amblem ve logolar kullanilmaktadir. Ayrica uzun
anlamlar iceren basite indirgenmis bu sekiller yalnizca grafik tiriinlerinde yer almamakta batilt
sanatcilarin benimsedigi uslup olarak da karsimiza ¢ikabilmektedir. Kayaiistii resimlerin ve

tamgalarin bigimsel yansimasini rahat¢a gérebileceg§imiz sanat eserlerine sikca rastlayabiliriz.

Ancak sanat eseri yaraticisinin maksadini tahminlere dayanarak belirtmek ve sanat
eserini bu niyetten hareket ederek tanimlamak kuskusuz ki dogru olmayan bir yaklasimdir.
Batili sanatcilar, insanlik igin birer belge niteliginde olan bu petroglif ve tamgalar1 asil
amacinin disinda tamamen plastik kaygilar ile farkli mesajlar i¢in yeniden kompoze
etmislerdir. Tiim bu bilgilerin 1s181nda bu arastirmada, Tiirk tamga ve kayaiistii resimleri ile

benzerlik gosteren A.R. PENCK eserleri incelenmistir.
Yontem ve Simirhliklar

Tiirk petroglifleri ve tamgalarinin A.R. Penck eserlerinde kullanildigin1 géstermek

amaciyla yapilan bu arastirmanin literatiir kismi tarama modeli bi¢iminde gerceklestirilmistir.
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Aragtirmanin temelini olusturan petroglif tamga ve ¢agdas bati sanatinda dogu etkisi icin
literatiir taramas1 yapilmistir. A.R. Penck eserleri ise literatiir tarama sonucu elde edilen
fotograf ve resimler ile karsilastirmali olarak irdelenmistir. Tiirk petrogiflerinde yer alan ¢ok
sayida tamga, sanat¢inin birgok eserinde gorilmektedir. Bu c¢aligmada yer alan

karsilastirmalar, sanat¢inin 20 eseri ile sinirlidir.
Orta Asya’dan Anadolu’ya Kayaiistii Resimler (Petroglifler)

Tirkler tarihsel siliregte her ne kadar farkli cografyalarda yasasalar da kiiltiir birligi
Tiirklerin en 6nemli 6zelligidir. Baglangic noktas1 ve ilerleyis rotasi tizerinde biraktiklart izler

hakkinda Demir’e (2009, s.15) gore;

“Kaynagi Sibirya’dan veya Orta Asya’nin muhtelif bdlgelerinden diinya {iizerine
yayilan Tiirkler, kiiltlir unsurlarint da beraber gotiirmiislerdir. Sibirya’da naksettikleri
resimleri, sifreleri ve karakterleri muhafaza ederek gittikleri yerlerde de c¢izmislerdir.”
Yazimin icadindan Once, insanlar ¢ogunlukla ¢esitli yontemlerle kayalarin iistiine isledikleri
resimlerle, birbirleriyle ya da gelecek kusaklarla iletisim kurmuslardir. “Petroglif” ad1 verilen
bu tamgalar; bir nevi, insanligin ilk entelektiiel izleri ve arayislaridir (Somuncuoglu, 2010,

s.18).

Petrogliflerde vurgu; stil ve motiftedir. Genis cografi diizlemde goriilen petroglifleri
bir kiiltiire baglamanin nedeni de budur. Birbirine benzeyen ve birbirinden ayiran belirleyici

lekesel ya da cizgisel tarzlar vardir.

[k ¢gizimler, dogrudan dogadan alint1 yapilmus, bire bir resimlerdir. Sonralar1 evreni ve
kendini tanima ¢abasi basladik¢a, temasal cizimler ortaya cikmistir. Insan-insan iliskileri,
insan-inan¢ metaforu ve birlikte yapilmaya baslanan dinsel torene ait ¢izimler olugmaya

baslamistir (Somuncuoglu, 2012, s.68).

Onceleri inanglarmi aktarmak admna yapilan bu resimler o donemde ilgi c¢eken
astronomiyi, avcilar,, toplumsal ayinleri, mitolojiyi, eglenceyi, dogumu ve Oliimii
simgelemektedir (Sekil 1). Bunlar1 yaparken bir¢cok isaret ve isaret gurubundan
yararlanmiglardir. Kurt, kopek, ren geyigi, elik geyigi, keci, deve, ay1 gibi hayvanlarin yani
sira insan viicudu tasvirlerine de rastlamak miimkiindiir. Viicudun geneli ya da bir kismi, av
sahneleri, ilkel arabalar ve {izerindeki stilize edilmis insan ve hayvan figiirleri (Sekil 2),

hancerler, mizrak, ok ve yaylar da petrogliflerde goriilen unsurlar arasindadir.
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Sekil 1.Kiin-Ay tengrisi ve toy sahnesi Sekil 2. Yitiken arabast
Yiiksek’e (2010, s.29) gore ise petrogliflerin bir diger 6zelligi ise, hi¢ bir petroglifin
bir digerinin iizerine ¢izilmemis olmasidir. Gogebe halklar, uzun yillar boyunca, kusaktan

kusaga aktarilan figiirlerini farkl tekniklerle kayalara islemis fakat her biri kendi kayasini ve

kendi kaya ylizeyini kullanmistir.
Tiirkler’de Tamga Kavramm

“Yazinin embriyolar1” olarak nitelendirilen resimler, insan diisiincesini aktaran ilk
belgelerdir. Magara duvarlarina islenen insan ve hayvan figiirleri, geometrik sekiller, cesitli
nesneler, insanligin gozle algilayabilmesine, fikir yaratma ve bdylece hatirlayabilir olmasina

olanak saglamistir. (User’den akt. Giilliidag 2015, s.133)

Yazinin olmadig: tarihlerde, iletisim amaciyla dogan tamgalar, Tiirk tarihinin dnemli
belgeleridir. Ayrica bu tamgalarin bazilar1 Tiirklerin ilk alfabesi olan Runik alfabesinin bazi
harflerini meydana getirmislerdir. Tirk boylar1 ve kabileleri, asirlardir kendilerine has
tamgalar kullanmis, hayvan siiriilerini, hatta kullandiklar1 kisisel esyalarini bunlarla
tamgalamislardir. Bu tamgalar, ayn1 zamanda basbuglarin hiikiimranlik sembolleriydiler.
Hakaniye Tiirkleri’ nde, Hakan’ 1n damgasina Tugrak denirdi. Bu kelime, daha sonralar1 Bati

Tiirklerinde Tugra adin1 almaktadir (Akgora’dan akt. Temizel, 2007, s.xi).

Asagida Tiirk Boylarinin tamga 6rnekleri (Sekil 3-4) ve tamgalari kullanarak yapilmig

saman davulu (Sekil 5) gorseli yer almaktadir.

Tirk Oguz Boyu Tamgal =
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Sekil 3. Oguz Boyu tamgalar1 ~ Sekil 4. Eski Tiirk tamgasi Sekil 5. Saman davulu
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Birgok tamga ise esyadan alinmis ve alinmis oldugu esyanin adi ile anilmaktadir.

Makas, cekic, besik gibi. Fakat en ¢cok kullanilan tamga Kiin-Ay tamgalaridir (Sekil 6).

DY Y

Sekil 6. Kiin-Ay tamgast

JTL

Hanedani (15-18 ylizyil) tarafindan kullanilan devlet semboludiir.

Bir diger 6rnek, Tarak Tamga, Kiwrim Hanlarinin mensubu bulundugu Giray

Tamgalar, simgesel anlatimin en eski sekli olarak diisiiniildiigiinde giiniimiizde yerini
amblem, logo, marka gibi tanimlayici isaretlere birakmistir. Ayrica birgok sanat eserinde de
izleyiciye tamga ya da sembol oldugunu disiindiiren benzeri lekesel bi¢imlere rast

gelmekteyiz.

Sekil 7. ATR, Kirim—Tatar TV logosu Sekil 8. Hacattepe Univ. logosu
A.R. Penck ve Eserlerinde Bulunan Petroglif ile Tamga Izleri

A.R. Penck takma adiyla eserlerine hayat veren Yeni Disavurumcu (Neo-
Ekspresyonist) ressam Ralf WINKLER calismalarinda kendisinin “yap1 taslar1™ olarak
adlandirdig1 piktograf benzeri isaretleri referans aldigi goriilmiistiir. Her ne kadar baski
resimlerinde kullandig1 imler esasen farkli amaglarla dogmus olsa da kendisi bagimsiz bir
islubu benimseyip, eserlerini Alman Demokratik Cumbhuriyeti’nin sansiiriine yanit olarak
nitelendirmistir. 1960’larda ¢caligmalarina el konulmasinin ardindan 1980°de Bat1 Almanya’da

bulunan Yeni Disavurumcu ressamlarin arasina katilmistir (www.artnet.com).

Yeni Disavurumculuk, 1970'lerden itibaren Avrupa'da ve ABD'de giindeme gelen yeni

resimsel yaklagimlarin tiimiinii kapsayan genelleyici bir terimdir. Yapisinda, 1960-1980
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stirecinde baskin olan kavramsal temelli yaklagimlara tepki olarak adlandirilan bir anlayis
mevcuttur. Resim, boya, figiir, anlat1 ve tarihin bir tiir “geri doniis™li olan bu sanat tarzi, hem
modemist sanatin, hem kavramsalci egilimlerin saf dis1 biraktig1 birgok geleneksel sanatsal
unsurun yeniden sahiplenilmesine vesile olmustur. Alman Yeni Disavurumculugu'na mensup
A.R. Penck ve diger onde gelen sanat¢ilari, eserlerinde baskin, ham, hatta siddetli bir
disavurumculuk sergilemis, figiir iceren ¢alismalarinda primitif ¢agrisgmli 6gelere yer vermis
ve bu sebepten Nazilerin "Dejenere Sanat" diye damgaladiklart Alman Disavurumcularinin
mirascist olduklart gerekcesiyle kendilerini "Yeni Vahsiler" olarak isimlendirmislerdir

(Antmen, 2009, s:236-266).

Sekil 9. A.R. Penck eseri “the situation now” (siyah ve beyaz), 1992

A.R. Penck’in caligmalarina hem bi¢imsel, hem de imgesel olarak bakildiginda
primitif 6gelerle kompoze edildigi goriilmektedir. Penck’in ¢6p adamlar1 andiran figiirleri ise
arkaiktir. Sanatci, ilk ¢aglara mahsus yapitlar taklit etme veya buna benzer iriinler liretme
cabasindadir. Resimler genellikle self-transformasyon egilimindedir. Uyumdan ziyade zitlik
ilkesiyle meydana gelen renksel olusumlar, ¢alismanin i¢ devinimini etkileyen olduk¢a 6nemli
bir husustur. Saldirgan ve siddetli anlatimimi ise kullandigi renkler ile saglamaktadir.

(Tirkmenoglu, 2008, s:107)
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Prd - '/ ¥

Sekil 10. A.R. Penck eseri “night and day II”, 1994

A. R. Penck renk kullaniminda agirlikla monokrom tarzini benimsemistir. Disavurum
islubunda boyamak, goriinen diinyanin ardini sorgulama ve karsi durma diisiincesidir. Bu
sanatsal hareket, kizginlik aninda insanin saldirgan davranislarda bulunmasi ile eline gecirdigi
bir objeyi duvara firlatma isteminin fevrilik benzerligidir. Ayrica, sanat¢inin hisleri veya
diistinceleri sonrasinda acilen eyleme ge¢mesi seklinde degil tam tersi olarak sirtin1 diinyaya
cevirme psikolojisi olarak da yorumlanabilmektedir. Sanat¢inin ¢ogu g¢alismasindaki siyah
beyaz egemenligindeki resimsel tutum ise; ‘“gilizel” olarak nitelendirilen tiim imgeleri
silbagtan sorgulama ve kisisellestirme arzusu seklinde agiklanabilmektedir (Birol, 2015,

s:110)
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Sekil 11. A.R. Penck’in performans fotografi

Penck bu imgeleri igeren eserleri ile 80’lerin ortalarinda kariyerinin zirvesini yagsamis
ve 2000’lerin sonunda sanat¢inin eserleri sanat tarihinin miras biitiinliigii olarak goriilmeye

baslanmistir (Wwww.artnet.com).

Besbin’in iizerinde ¢aligsmasi olan sanatcinin eserleri yalnizca baski resimlerden ibaret
degildir (www.artnet.com). Heykel, fotograf, tasarim, obje iistli resimleme de yapan sanatgi 166
ayn1 zamanda caz miizisyeni, kuramci ve yenilik¢i yazardir. Farkli ¢alismalariyla kendini
kanitlamay1 basaran A.R. Penck 1991 yilinda illiistrasyonlar1 ile bezedigi bir ara¢ markasi,
doneminin 6zel araglar1 arasinda yer almaktadir (Sekil 12). Bu ¢aligmasi ile gegmis donemde

kayaiistiinde yer alan figiirleri batida modern halkin begenisine ve kullanimina sunmustur.

Sekil 12. Penck imzali arag iizeri illiistrasyon ¢aligsmasi


http://www.artnet.com/
http://www.artnet.com/
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Uzun siiren hastaliktan sonra 2 Mayis 2017°de Ziirih kentinde 6len sanat¢inin eserleri
bugiin Chicago Sanat Enstitiisii, New York Modern Sanat Miizesi, Washington D.C.'deki
Ulusal Sanat Galerisi. Frankfurt Sanat Miizesi, Kunstmuseum Basel ve Frankfurt Stidel

Miizesi koleksiyonlarinda yer almaktadir (www.artnet.com).

Eserlerinin genelinde kendisinin de agikga ifade ettigi gibi primitif isaretler ve figilirler
yoluyla anlatima gitmistir. Aragtirmanin bu bdliimiinde sanat¢inin, Tiirk petroglif ve
tamgalariyla biiyiik benzerlik gosteren figiirleri ve bu esinlenme ile olusturdugu eserlerinden

birkaci karsilastirmali olarak incelenecek, benzerlikler anahtar renk ( ® ) ile isaretlenecektir.

Inceleme 1. A.R. PENCK Eserlerinde Kiin-Ay Tamgalar

DY Y

Sekil 13. Kiin-Ay tamgalari

Sekil 14. Kiin-Ay tamgasi ile benzerlik gosteren A.R. Penck ¢alismalari-1
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Sekil 15. Kiin-Ay tamgas1 ile benzerlik gosteren A.R. Penck ¢aligmalari-2

Tiirklerde astrolojik Kiin-Ay simgesi, hiikiimdarlik isareti olarak kullanilmaktaydi ve
Tirk¢e Kiin-Ay veya Kiinli-Ayh kirtisdi (veya kavusdi) denmekteydi. Kiin-Ay simgesi,
Farsca mihr ii mah(giines ve ay) adi altinda Selguklulara daha sonrasinda Osmanlilara gegip,

Osmanli bayraklarinda Ziilfikar ile beraber resmedilecekti. (Esin, 2001, s.68-69).

Giindiizii sembolize eden GUNES (Kiin) ve geceyi sembolize eden AY bir araya
geldiginde giindiiz ve gece esitleniyor, astral inanglarin yogunlasti§i doneme ve yilbasina
isaret ediyordu. Penck’in eserleri incelendiginde, calismalarinin birgogunun Tiirkler icin
yiizyillardir kutsalligmi  ve ©Onemini yitirmeyen KUN-AY tamgasi ile sekillendigi
goriilmektedir. “Sekil 14”0 olusturan eserler gurubunda kiin-ay soyut insan figiiriniin bas
kisminin lizerinde veyahut yakinlarinda yer aldigi, “Sekil 15”de ise yine kiiltiiriimiiz agisindan

en az kiin-ay kadar 6nemli olan kurt illiistrasyonunun hemen altinda yer almaktadir.

2"

Goktiirk ve Uygur destanlarinda “ata” olarak goriillen kurdun, yine Goktiirkler
doneminde bir devlet sembolii olarak one ¢iktig1 belirtilmektedir. Bu agidan bakildiginda kurt
ve kiin-ay semboliiniin bir arada kullanilmasi, eserin Tiirk sembolleri ile sekillendigini

diistindiirmektedir.
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Inceleme 2. A.R. Penck Eserlerinde Giines ve Ay Arabasi Petroglifleri
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Sekil 17. Weltbild (diinya gériisii) — A.R. Penck, 1961, Kunsthaus Zurich
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Sekil 19. New system paintings (last)- A.R. Penck, 2007 Galeri Michael Werner

Tiirkcede “yedi hanlar” anlamina gelen Yitiken (Biiyiikay:r yildiz takimi) hiikiimdarin
arabas1 sayilip, yillik takvimi belirlemek amaciyla kutupyildizina bagli olarak mevsimler
boyunca gokyliziinde dairesel sekilde hareket ettigi kaydedilmistir. Boylece gok tanrinin veya
arabasinin yillik bir hareketi oldugu farz edilirken, giines ve ay tanrilarinin da arabayla
dondiigli sanilmaktadir. Tiirk kaganlar1 da kagni adi verilen iki tekerlekli arabalara
binmektedirler (Esin, 2001, s.41-42). Somuncuoglu’na (2011, s.40) gore ise gokylizii arabalari
ile goklere ¢ikan samanlari, o donemin kozmik arayislari olarak betimlemek miimkiindiir.
Zira, hayatlarim1 giivende siirdliriiebilmek ic¢in, gokyiiziinii ve gece yolunu bilmek
zorundaydilar. Nurdin Useev (2009, s.22) ise, Tiirk mitolojisi i¢in tekerlek tasvirleri hakkinda
Ogel’in yazisindan yola cikarak, giines arabalarmin bulundugu yerin eskiden beri bu
topraklarda oturan halklar ve sonraki Tiirk boylar1 tarafindan kutsal bir dag olarak sayildigi,

eski halklarin; giines ve tekerlek tasvirlerini, Tiirk boylarinin ise, geyik resimlerini biraktig
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bir tapmnak yeri olarak betimlemistir. Ornek calismalar icelendiginde, Saymali Tas’taki
petrogliflerde de sik¢a karsilagilan ekerlek figiiriiriiniin @ A.R. Penck c¢alismalarinda
kompozisyonu olusturan temel illiistrasyonlardan biri haline geldigi goriilmektedir.
Dolayisiyla, Penck’in tamamen plastik unsur olarak kullandigini varsaydigimiz bu oge ile
yardimc1 bigim ve figiirler bir arada diisiiniildiigiinde, sanat¢1 Tiirk petrogliflerinden
etkilenmistir fakat calismaya petroglifin olusturuldugu tarihteki misyonunu yiiklemek dogru

olmayacaktir.

Inceleme 3. A.R. PENCK Eserlerinde Tengri ve Tiirkmen Tamgalar

Sekil 21. Tiirk tengri simgesi goriilen Penck eserleri - 1
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Sekil 24. Tiirkpen (tiirkmen) tamgasi ile eslesen Penck illiistrasyonlar1 -1
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Sekil 25. Tiirkpen (tiirkmen) tamgasi ile eslesen Penck illiistrasyonlari -2

Inceleme 4. A.R. PENCK Eserleri ve Saman Petroglifi Benzerligi
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Sekil 27. A.R. Penck - 1982
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Sekil 28. A.R. Penck, TXT, 1983 Galerie Lelong — Paris
Sonuc ve Oneriler

Bu aragtirmada 20. yiizy1l modern sanatinin 6nemli isimlerinden Neo-Ekspresyonist
ressam A.R. Penck eserleri incelenmis ve bircok eserinde Tiirk tamga ve petrogliflerin
izlerine rastlanmigtir. Tirklerin Ozglir yasamlarina gonderme yapmis olma fikri ile
caligmalarini sekillendiren PENCK, perspektif kaygis1 olmayan karmasik kompozisyonlarin
icerisinde Kiin-Ay tamgalari, Tengri ve Tiirkmen sembolleri, Hazar ve Hakasya Tiirklerine ait
saman petroglifleri, Goktiirk ve Uygur destanlarinda “ata” olarak goriilen kurt sembolleri ve
gok tanrinin yillik hareketlerini sembolize eden glines ve ay arabalar1 petroglifine yer
vermistir. Tiim bu karsilastirmali inceleme ve bulgularin 1s18inda, Sekil 29’da goriilen eser
dahi, Tibet’e kiiltiirel ve dini anlamda 6nemli etkileri ve derin katkilar1 olan Tiirklerin bir¢ok
cografyada biraktiklar1 kendilerine 06zgii belge niteligindeki izlere, A.R. PENCK

caligmalarinda rastliyor olmamizin tesadiif olmayisina kanit niteligindedir.
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Sekil 29. A. R. Penck, “Ozgiir Tibet — Free Tibet” 1939, Almanya

Bu sonuglardan yola ¢ikarak, Tiirk tamga ve petrogliflerinin, bat1 sanatina yon verisi
kiiltiirlimiizii tanitma ve devam ettirme adina 6nemli bir kazanimdir. A.R. PENCK eserleri
referans alinarak diger batili sanat¢ilarin kompozisyonlari biyiik titizlikle incelenmeli, gerek
plastik dil ve iislup, gerekse ana misyonu iizerinden illiistre edilmis olsun, kiiltliriimiize isaret
eden detaylar belirlenmeli ve duyurulmahdir. Bu tip tespitler, atalarimizin uzun gog yollar
iizerinde biraktig1 mesajlari, belge niteligindeki yasanmislik ve inang isaretlerini bati sanatinin
kompozisyon dgeleri olarak degil, kiiltiiriimiiziin izlerinin asirlar sonra, bati sanatinda yeniden

hayat buluyor oldugunu gérmemiz agisindan oldukga dnemlidir.

175


http://www.artvalue.com/artist--a-r-penck-winkler-ralf-ralph-m-59296.htm
http://www.artvalue.com/artist--a-r-penck-winkler-ralf-ralph-m-59296.htm

Yilmaz, M., ve Ceylan Bahattin, H. (2019). A.R. Penck eserlerinde
Tiirk petrogliflerinin izleri. Humanitas, 7(13), 159-178

Kaynak¢a
AR. Penck. (tb.). 1991 BMW Z1 https://www.bmwartcarcollection.com/2011/05/11-a-

rpenck-bmw-art-car/

A.R. Penck. (t.b.). Artworks http://www.artnet.com/artists/ar-penck/

Antmen, A. (2009). Sanatc¢ilardan yazilar ve ac¢iklamalarla “20.yy bati sanatinda akimlar”.
(2. Baski). Istanbul: Sel Yaymncilik.

Birol, A. (2015). Yeni vahsiler’de (disavurumcular) renk olgusu. Kesit Akademi Dergisi, 1(2),
105-112.

Demir, N. (2009). Tiirk tarihinin ve kiiltiirlinlin kaynagi olarak kaya iizeri resimler
(petroglifler) ve yazilar. Zeitschrift fiir die Welt der Tiirken / Journal of World of Turks
(ZfWT), 1(1), 5-19.

Esin, E. (2001). Tiirk kozmolojisine giris. istanbul: Kabalc1 Yayinevi.

Gilliidag, N. (2015). Tiirklerde damga gelenegi ve nogay tiirklerinin damgalar1 iizerine bir

inceleme. AVRASYA Uluslararasit Arastirmalar Dergisi, 3(6), 132-150.
Somuncuoglu, S. (2010). Sibirya’dan Anadolu’ya tastaki tiirkler (3. Baski). Istanbul: At-Ok

Yayinlart.

Somuncuoglu, S. (2011). Saymalitas — gokyiizii atlar: — saimaluu-tash — sky horses. Istanbul:
At-Ok Yaynlar.

Somuncuoglu, S. (2012). Damgalarin gé¢ii — kurgan- Ankara giidiil kaya resimleri (3.
Baski). Istanbul: At-Ok Yayinlar.

Temizel, O. G. (2007). Tiirk damgalarimin estetik yapisi ve gorsel sanatlar dersinde uygulama

bigimleri. (Yaymlanmamus yiiksek lisans tezi). Selguk Universitesi, Konya.

Tiirkmenoglu, D. (2008). Giiniimiizde elestirel bir yontem olarak Sigmar Polke’nin sanati.

Erciyes Universitesi Sosyal Bilimler Enstitiisii Dergisi, 1(25), 35-46.

Useev, N. (2009). Talasta yeni bulunan eski Tiirk yaziti. A.U. Tiirkiyat Arastirmalar:
Enstitiisii Dergisi, 16(41), 17-24.

Yiiksek, O. (2010). Giines bash insanlar. Sibirya’dan Anadolu’ya tastaki Tiirkler (3. Bask).
Istanbul: At-Ok Yayinlar1.

Sekil

A.R. Penck’in performans fotografi. [Sekil 11]: _ http://prentwerkartbooks.blogspot.com

/2016/02/ar-penck-in-amsterdam.html

176


https://www.bmwartcarcollection.com/2011/05/11-a-rpenck-bmw-art-car/
https://www.bmwartcarcollection.com/2011/05/11-a-rpenck-bmw-art-car/
https://www.bmwartcarcollection.com/2011/05/11-a-rpenck-bmw-art-car/
https://www.bmwartcarcollection.com/2011/05/11-a-rpenck-bmw-art-car/
http://www.artnet.com/artists/ar-penck/
http://www.artnet.com/artists/ar-penck/
http://prentwerkartbooks.blogspot.com/2016/02/ar-penck-in-amsterdam.html
http://prentwerkartbooks.blogspot.com/2016/02/ar-penck-in-amsterdam.html
http://prentwerkartbooks.blogspot.com/2016/02/ar-penck-in-amsterdam.html
http://prentwerkartbooks.blogspot.com/2016/02/ar-penck-in-amsterdam.html

Yilmaz, M., ve Ceylan Bahattin, H. (2019). A.R. Penck eserlerinde
Tiirk petrogliflerinin izleri. Humanitas, 7(13), 159-178

ATR, Kirim-Tatar TV logosu [Sekil 7] http://msl.mediasat.ua/nominations/works/atr/

Eski Tiirk tamgasi [Sekil 4]: https://www.pinterest.dk/pin/215961744611413748/

Hacattepe Univ. logosu [Sekil 8] https://seeklogo.com/vector-logo/64611/hacettepe-

universitesi

Kiin-Ay tamgalari. [Sekil 13] https://lepapillonduchaos.blogspot.com/2015/04/132.html

Kiin-Ay tamgasi [Sekil 6] https://lepapillonduchaos.blogspot.com/2015/04/132.html

Kiin-Ay tamgasi ile benzerlik gosteren A.R. Penck c¢alismalari-1 [Sekil 14]

http://www.artnet.com/artists/ar-penck/?type=prints-and-multiples

Kiin-Ay tamgast ile benzerlik gosteren A.R. Penck ¢alismalari-2 [Sekil 15]:

http://www.artnet.com/artists/ar-penck/?type=prints-and-multiples

Kiin-Ay tengrisi ve toy sahnesi. [Sekil 1]: https://okonuz.blogspot.com/2017/01/saymali-tas-

petrogliflerindeki-toy.html

Nogay tiirkpen (tiirkmen) tamga [Sekil 23] S.Somuncuoglu- Tastaki Tiirkler s:252

Oguz Boyu tamgalart [Sekil 3] https://turuz.com/en/book/title/Asurca+Yazilarda

+0Oghuz+Damaqalari

Penck imzal1 arac lizeri illiistrasyon caligmasi [Sekil 12]

https://www.bmwartcarcollection.com /2011/05/11-a-r-penck-bmw-art-car/

Penck, A.R. (1939). Free Tibet [Sekil 29]. http://www.artvalue.com/auctionresult--a-r-penck-
winkler-ralf-ralph-m-free-tibet-4579597.htm

Penck, A.R. (1982) [Sekil 27]. https://www.ratinger-restauratoren.de/modern-art-care/a-r-
penk-dis/
Penck, A.R. (1983) TXT [Sekil 28]. http://www.galerie-lelong.com/en/artiste-a-r-

penck/oeuvre-4981-txt-acrylic-on-canvas.html

Penck, A.R. (1992). The situation now [Sekil 9] https://www.artspace.com/ar_penck/the-
situation-now-black-and-white

Penck, A.R. (1994) Night and day Il [Sekil 10] https://galerie-kellermann.de/wp-
content/uploads/2018/11/AR_Penck_Night-and- Dayll_1994 46x40_web.jpg

Penck, A.R. (1961). Weltbild [Sekil 17] _https://www.flickr.com/photos /artimageslibrary
/6341570830

Penck, A.R. (2007) New system paintings [Sekil 19] http://www.contemporaryartdaily

.com/2009/09/a-r-penck-at-michael-werner-2/

177


http://msl.mediasat.ua/nominations/works/atr/
http://msl.mediasat.ua/nominations/works/atr/
https://www.pinterest.dk/pin/215961744611413748/
https://www.pinterest.dk/pin/215961744611413748/
https://seeklogo.com/vector-logo/64611/hacettepe-universitesi
https://seeklogo.com/vector-logo/64611/hacettepe-universitesi
https://seeklogo.com/vector-logo/64611/hacettepe-universitesi
https://seeklogo.com/vector-logo/64611/hacettepe-universitesi
https://lepapillonduchaos.blogspot.com/2015/04/132.html
https://lepapillonduchaos.blogspot.com/2015/04/132.html
https://lepapillonduchaos.blogspot.com/2015/04/132.html
https://lepapillonduchaos.blogspot.com/2015/04/132.html
http://www.artnet.com/artists/ar-penck/?type=prints-and-multiples
http://www.artnet.com/artists/ar-penck/?type=prints-and-multiples
http://www.artnet.com/artists/ar-penck/?type=prints-and-multiples
http://www.artnet.com/artists/ar-penck/?type=prints-and-multiples
https://okonuz.blogspot.com/2017/01/saymali-tas-petrogliflerindeki-toy.html
https://okonuz.blogspot.com/2017/01/saymali-tas-petrogliflerindeki-toy.html
https://okonuz.blogspot.com/2017/01/saymali-tas-petrogliflerindeki-toy.html
https://okonuz.blogspot.com/2017/01/saymali-tas-petrogliflerindeki-toy.html
file:///C:/Users/ÖZLEM/Documents/Downloads/%20https:/turuz.com/en/book/title/Asurca+Yazilarda%20+Oghuz+Damqalari
file:///C:/Users/ÖZLEM/Documents/Downloads/%20https:/turuz.com/en/book/title/Asurca+Yazilarda%20+Oghuz+Damqalari
file:///C:/Users/ÖZLEM/Documents/Downloads/%20https:/turuz.com/en/book/title/Asurca+Yazilarda%20+Oghuz+Damqalari
file:///C:/Users/ÖZLEM/Documents/Downloads/%20https:/turuz.com/en/book/title/Asurca+Yazilarda%20+Oghuz+Damqalari
http://www.artvalue.com/auctionresult--a-r-penck-winkler-ralf-ralph-m-free-tibet-4579597.htm
http://www.artvalue.com/auctionresult--a-r-penck-winkler-ralf-ralph-m-free-tibet-4579597.htm
http://www.artvalue.com/auctionresult--a-r-penck-winkler-ralf-ralph-m-free-tibet-4579597.htm
http://www.artvalue.com/auctionresult--a-r-penck-winkler-ralf-ralph-m-free-tibet-4579597.htm
https://www.ratinger-restauratoren.de/modern-art-care/a-r-penk-dis/
https://www.ratinger-restauratoren.de/modern-art-care/a-r-penk-dis/
https://www.ratinger-restauratoren.de/modern-art-care/a-r-penk-dis/
https://www.ratinger-restauratoren.de/modern-art-care/a-r-penk-dis/
http://www.galerie-lelong.com/en/artiste-a-r-penck/oeuvre-4981-txt-acrylic-on-canvas.html
http://www.galerie-lelong.com/en/artiste-a-r-penck/oeuvre-4981-txt-acrylic-on-canvas.html
http://www.galerie-lelong.com/en/artiste-a-r-penck/oeuvre-4981-txt-acrylic-on-canvas.html
http://www.galerie-lelong.com/en/artiste-a-r-penck/oeuvre-4981-txt-acrylic-on-canvas.html
file:///C:/Users/ÖZLEM/Documents/Downloads/%20https:/www.flickr.com/photos%20/artimageslibrary/6341570830
file:///C:/Users/ÖZLEM/Documents/Downloads/%20https:/www.flickr.com/photos%20/artimageslibrary/6341570830
file:///C:/Users/ÖZLEM/Documents/Downloads/%20https:/www.flickr.com/photos%20/artimageslibrary/6341570830
file:///C:/Users/ÖZLEM/Documents/Downloads/%20https:/www.flickr.com/photos%20/artimageslibrary/6341570830
http://www.contemporaryartdaily.com/2009/09/a-r-penck-at-michael-werner-2/
http://www.contemporaryartdaily.com/2009/09/a-r-penck-at-michael-werner-2/

Yilmaz, M., ve Ceylan Bahattin, H. (2019). A.R. Penck eserlerinde
Tiirk petrogliflerinin izleri. Humanitas, 7(13), 159-178

Saman davulu [Sekil 5] https://mantrakadabra.wordpress.com/tag/chamanismo/

Saman petroglifi. [Sekil 26]. https://tarihvearkeoloji.blogspot.com/search?g=rla

Tiirk tengri petroglifi ve simgeleri. [Sekil 20] htps://www.kokturkler.com/tag/tengri/

Tiirk tengri simgesi goriilen Penck eseri -2 [Sekil 22] https://tr.pinterest.com/wdwlls1/ar-

penck-by-widewalls/

Tiirk tengri simgesi goriilen Penck eserleri - 1 [Sekil 21].

http://www.contemporaryartdaily.com/2009/09/a-r-penck-at-michael-werner-2/

Tirkpen (tirkmen) tamgasi ile eslesen Penck illiistrasyonlart -1 [Sekil 24]

http://www.artnet.com/artists/ar-penck/?type=prints-and-multiples

Tirkpen (tirkmen) tamgasi ile eslesen Penck illiistrasyonlari -2 [Sekil 25]

https://tr.pinterest.com/wdwlls1/ar-penck-by-widewalls/

Yitiken arabasi [Sekil 2] Esin, E. (2001). Tiirk Kozmolojisine Giris Kabalci Yayinevi, istanbul
s:42

178


https://mantrakadabra.wordpress.com/tag/chamanismo/
https://mantrakadabra.wordpress.com/tag/chamanismo/
https://tarihvearkeoloji.blogspot.com/search?q=r1a
https://tarihvearkeoloji.blogspot.com/search?q=r1a
https://tr.pinterest.com/wdwlls1/ar-penck-by-widewalls/
https://tr.pinterest.com/wdwlls1/ar-penck-by-widewalls/
https://tr.pinterest.com/wdwlls1/ar-penck-by-widewalls/
https://tr.pinterest.com/wdwlls1/ar-penck-by-widewalls/
http://www.contemporaryartdaily.com/2009/09/a-r-penck-at-michael-werner-2/
http://www.contemporaryartdaily.com/2009/09/a-r-penck-at-michael-werner-2/
http://www.artnet.com/artists/ar-penck/?type=prints-and-multiples
http://www.artnet.com/artists/ar-penck/?type=prints-and-multiples
https://tr.pinterest.com/wdwlls1/ar-penck-by-widewalls/
https://tr.pinterest.com/wdwlls1/ar-penck-by-widewalls/

m ULUSLARARASI SOSYAL BiLIMLER DERGisi E 1
INTERNATIONAL JOURNAL OF SOCIAL SCIENCES

Humanitas, 2019; 7 (13): 159-178 http://dergipark.gov.tr/humanitas

ISSN: 2645-8837

Yayn Tlkeleri

> Tekirdag Namik Kemal Universitesi Fen Edebiyat Fakiiltesi Humanitas- Uluslararasi
Sosyal Bilimleri Dergisi, Toplum ve Insan Bilimleri alanlarinda elde edilen bilimsel
birikimleri ortaya koymak amaciyla bahar ve giiz donemlerinde olmak tizere yilda iki kez
yayimlanan hakemli elektronik bir dergidir.

> Humanitas MLA, EBSCO, CEEOL, ASOS, TEI, COPERNICUS indeksleri tarafindan
dizinlenmektedir.

> Dergiye Psikoloji, Sosyoloji, Felsefe, Tarih, Cografya, Arkeoloji ve Edebiyat yani sira
Dilbilim alanlarinda bilimsel ve 6zgiin makaleler gonderilebilir.

> Dergiye gonderilecek olan makaleler herhangi bir yerde daha 6nce yayimlanmamis
ve herhangi bir yere yayimlanmak {izere gonderilmemis olmalidir. Bilimsel toplantilarda
sunulan bildiriler, daha 6nce baska bir dergide veya bildiri kitap¢iginda yayinlanmamis ise
etkinlik bilgilerinin dipnotta belirtilmesi kosuluyla yaymlanmak tizere degerlendirmeye
aliabilir. Bu konudaki her tiirlii etik sorumluluk yazarlara aittir.

> Derginin yazim dili Tiirk¢edir. Bununla birlikte ingilizce, Almanca ve Fransizca makaleler
de yayimlanabilmektedir.

> Makaleler dergi yazim kurallarimiza uygun bir sekilde hazirlanarak, kaynakgalar dahil
eksiksiz olarak Dergipark sistemi araciligiyla gonderilmelidir. Yazarlarin Dergipark sistemine
giris yaparken ORCID kullanmasi zorunludur.

> Dergipark tizerinden gonderilen makaleler ilk olarak yazi isleri sorumlulari tarafindan
on kontrole alinmaktadir. On kontrolii tamamlanan makaleler icerik ve bicim agisindan
incelenmek {izere yayin kurulu tarafindan belirlenen ¢ift kor; bagimsiz ve 6nyargisiz en az iki
hakeme gonderilir. Hakemler makalelerin yayimlanmasina, yazarlardan diizeltme istenmesine
veya geri ¢evrilmesine karar verebilir. Hakemler tarafindan yapilan degerlendirme sonucunda
olumlu bulunan makaleler yayimlanmaktadir. Ancak makalenin yayimlanmasi ile ilgili son
karar dergi yayin kurulundadir.

> (Gonderilen makalelerin bilimsellik sartlarina ve dergi yazim kurallarima uygun
olmamasi hakem degerlendirme siirecine alinmamasi ve reddedilmesi i¢in yeterlidir.

> Dergimizde yayimlanan yazilarin her tiirlii bilimsel yazim ve hukuksal sorumlulugu
yazarlarina aittir.

> Gonderilecek aragtirma makaleleri icin ve etik kurul karar1 gerektiren klinik ve deneysel
insan ve hayvanlar ilizerindeki c¢aligmalar i¢in etik kurul onayi alinmis olmali, bu onay
makalede belirtilmeli ve belgelendirilmelidir.

> Yayimmlanmig yazilarin tiim yaym haklart sakli olup, dergimizin adi belirtilmeden higbir
alint1 yapilamaz.

> Dergide yayimlanan makalelerin yazarlarina telif iicreti 6denmez.

179


http://dergipark.gov.tr/humanitas
http://dergipark.gov.tr/humanitas
https://orcid.org/signin?oauth&response_type=code&client_id=APP-WIMUDL0VTOXCTAH7&scope=%2Fauthenticate&redirect_uri=http%3A%2F%2Fdergipark.gov.tr%2Foauth%2Flogin%2Fcheck-orcid
https://orcid.org/signin?oauth&response_type=code&client_id=APP-WIMUDL0VTOXCTAH7&scope=%2Fauthenticate&redirect_uri=http%3A%2F%2Fdergipark.gov.tr%2Foauth%2Flogin%2Fcheck-orcid

Principles of Publication

» Humanitas - International Journal of Social Sciences is a double-blind peer-reviewed
international journal, published twice a year in Spring and Autumn by the Faculty of Arts and
Sciences at Tekirdag Namik Kemal University. The aim of the journal is to publish research
papers in the fields of social and human sciences, which would evaluate contemporary and
historical issues and matters of concern with a scientific approach.

> Humanitas is indexed in MLA, EBSCO, CEOOL, ASOS, TEI, COPERNICUS.

» Original and scientific articles are accepted as representing the domains of Psychology,
Sociology, Philosophy, History, Geography, Archeology, Linguistics, and Literature.

» The articles that are submitted to Humanitas should be based on research, be original,
follow ethical rules, and should not have been published or sent to be published before. The
papers presented at scientific conferences are taken for evaluation to be published if they have
not been published in other journals or conference books on condition that the information
regarding the conference is given as a footnote. This ethic responsibility belongs to the writer.

» The language of publication is Turkish, but articles in German, French, and English are
also accepted.

» The form of the article should be organized according to the publication principles and
the complete version, including bibliography, is sent via Dergipark system. Authors are
required to use ORCID.

» The articles submitted to be published via Dergipark are checked by the publication
committee for their form and content before they are reviewed and eventually published. The
texts that are confirmed to correspond to the publication principles are evaluated scientifically
by at least two reviewers according to double-blind independent and unprejudiced peer-
reviewing principles. The reviewers have the authority to declare the manuscript acceptable or
not for publication, or suggest it be corrected, re-written, re-arranged, or proofread. However,
the last decision belongs to the publication committee.

» If the article is not properly organized according to the scientific publication principles, it
is not taken into peer-review process and is rejected.

» The writers, whose texts are published in our journal, are responsible for all the scientific,
orthographical and legal aspects.

» Ethics committee approval should be obtained for the research articles (for clinical and
experimental studies on humans and animals). Ethics committee approval must be specified
and documented in the article.

»  All copyrights of the published texts are reserved. It is illegal to make quotations without
citing our journal's name.

» The writers of the articles published in the journal are not paid for royalty.

180


https://orcid.org/signin?oauth&response_type=code&client_id=APP-WIMUDL0VTOXCTAH7&scope=%2Fauthenticate&redirect_uri=http%3A%2F%2Fdergipark.gov.tr%2Foauth%2Flogin%2Fcheck-orcid
https://orcid.org/signin?oauth&response_type=code&client_id=APP-WIMUDL0VTOXCTAH7&scope=%2Fauthenticate&redirect_uri=http%3A%2F%2Fdergipark.gov.tr%2Foauth%2Flogin%2Fcheck-orcid

