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YAYIN ILKELERI, YAZIM KURALLARI VE MLA KAYNAK GOSTERME VE METIN iCi
GONDERME BiCIMLERI

-Derginin Amaci

Uluslararast nitelikte ve hakemli olmast planlanan detgimizin kurulug amact cesitli kuramlar ve yaklasimlarla
Italyan, Fransiz, Ispanyol edebiyatlari alaninda ve Ttrk edebiyatinda yeni ¢alismalara olanak saglayan nitelikli
bir akademik yayin ¢ikarmaktir.

-Odak ve Kapsam

Dergimizin igerigi disiplinler arast ve karsilagtirmali bir yaklasimla yazilmig 6zgin akademik makalelerden
olusmast planlanmakta olup, Tiirkge, Italyanca, Fransizca ve Ispanyolca dillerinde farklt calismalara yer
vermesi planlanmaktadir. Dergimiz yilda dért say1 olarak yayimlanacaktir. Yayimlanmak Gzere dergimize
gonderilen tim yazilar yayin kurulu tarafindan belirlenen, alaninda yetkin hakemlerce degerlendirilecektir.

-Yayin Siklig:

MOLESTO: EDEBIYAT ARASTIRMALARI DERGISI Mart, Haziran, Eylil ve Aralik aylarinda
olmak tizere yilda dort kez yayinlanmaktadir.

-Yayin Dili
Tiirkge, Italyanca, Fransizca ve Ispanyolca.

-Gizlilik Beyan

MOLESTO: EDEBIYAT ARASTIRMALARI DERGISI gonderilecek tim veriler (isim, elektronik
posta adresleri gibi kisisel bilgiler vb.) yalnizca Dergi’nin bilimsel ¢aligmalari i¢in kullanilir. Bu veriler, baska
bir amag i¢in kullanilmaz, tG¢linci kisilerle paylasiimaz.

-Telif Hakk

Makalelerdeki distince ve Oneriler ile kaynaklarin dogrulugundan ve kullanimindan yazarlar sorumludur.
Dergi’de yaymnlanan makalelere telif hakki 6denmez. Yazatlar, makalelerinin telif hakkindan feragat etmeyi
kabul ederek, bastma kabul edilen makalelerin telif hakkii MOLESTO: EDEBIYAT
ARASTIRMALARI DERGISI’ne devretmis sayilirlar. Yayin Kurulu, makalelerin yayimlanmast
konusunda yetkilidir.

YAZIM KURALILARI

MOLESTO: EDEBIYAT ARASTIRMALARI DERGISI’ne yayinlanmak iizere génderilen calismalarin
asagidaki kosullart yerine getirmesi gerekmektedir:

Dergi’de yer alacak g¢alismalar, bagka bir yerde yayinlanmamis ya da yayinlanmak tizere bagka bir dergiye
gonderilmemis olmalidir.

-Dergi Yazim Kurallar’na uymayan calismalar degerlendirmeye alinmaz.
-Dergiye gonderilecek calismalar,
-A4 dikey boyutunda, tek aralik, kenar bosluklart her bir kenardan 2,5 cm olacak sekilde hazirlanmalidir.

-Oz, Abstract, Anahtar Sozciikler, Keywords ve Kaynakea sayfast haric, calismanin metin kismi, 2750
s6zciikten az olmamak ve 12000 s6zcligi asmamak kaydiyla, Garamond, 12 punto yazi karakteriyle bir bucuk
aralikla yazilmali ve Microsoft Word dosyast olarak olusturulmadir.
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Calismalar, asagida belirtilen boélimlerden (sirastyla) ve bu boliimlere yonelik diizenleme ilkelerine uyularak
yapilandirilmalidir:

-Tiirkge Baglik: Calismanin Tiirkce basligi, 12 Punto Koyu BUYUK HARFLERLE sayfanin soluna yaslt
olarak yazilmaldir.

-Yabanci Dilde Baglik (Fransizca, Italyanca veya Ispanyolca): Yabanci Dilde Baslik (Fransizca,
Italyanca veya Ispanyolca) baslik, Tiirkce basliktan sonra, 12 Punto Koyu BUYUK HARFLERLE sayfanin
soluna yasli olarak yazilmalidir.

-Yazar / Yazarlar: Bagliklardan sonra, yazarin sadece adi (ilk harfi BUYUK) ve soyadi (BUYUK
HARFLERLE) 12 Punto Koyu olarak yazilmali ve sola yaslanmalidir. Ardindan yazar ile ilgili bilgiler (unvan,
kurum ve yazarin e-posta adresi) dipnotta verilmelidir.

-Oz: Tiirkce “Oz”, 10 Punto olarak, 1 satir araligiyla yazilmali ve 250 sézciigi gecmemelidir.

-Anahtar sézciikler: Calismalarin konularini yansitan en az dort, en fazla alu Tirkce anahtar sézciik
eklenmeli ve tim sozciikler #alik olarak vetilmelidir.

-Yabanc1 Dilde Ozet (Fransizca, Italyanca veya Ispanyolca): “Oz” kisminda yazil olan metin Yabanci
Dilde (Fransizca, Italyanca veya Ispanyolca) verilmelidir.

-Yabanct Dilde Anahtar Sézciikler (Fransizca, Italyanca veya Ispanyolca): Calismalarin konularini
yansitan en az dort en fazla altt Yabanct Dilde anahtar sézctkler, Tirkee verilen anahtar sézctklerle aynt
sirada ve tim sozciikler /zalik olarak verilmelidir.

MLA KAYNAK GOSTERME VE METIN iCi GONDERME BiCiMLERI

Kaynak gdsterme, kaynakca olusturma ve géndermelerde, MLA Handbook for Writers of Research
Papers (7th edition)) kullanilmahdur.

-Ana metinde alt bagliklar, sézciiklerin bas harfleri biiyiik olmak tizere kiiciik harflerle 11 punto ve koyu
yazilmalidir.

-Calismada, yapilan alintillarin ve yararlanilan kaynaklarin belirtilmesi gerekmektedir. Metin icinde yapilacak
dogrudan kisa alintilar, urnak icinde (*...”) #alik verilmelidir. Uzun alintilar (40 sézciikten fazla) ise tirnak
kullanllmaksizin, paragraf bast yapildiktan sonra soldan 1 cm., sagdan 1 cm. birakilarak, diz ve 11 punto
yazilmali, ardindan nokta konulmalidur.

-Fotograf, sema vb. gérsel malzeme kullanilmast durumunda kaynak gésterilmesi gerekmektedir. 1zin ya da
telif konularindaki hukuki sorumluluk ¢alismanin yazarlarina aittir.

KOR HAKEMLIK VE DEGERLENDIRME SURECI
-Ko6r Hakemlik

MOLESTO: EDEBIYAT ARASTIRMALARI DERGISI'ne gonderilen tim ¢alismalarin hakem
degerlendirme stirecinde, calismalarin yazar ve hakem kimliklerinin saklandigi ¢ift kér hakem degerlendirme
yontemi kullanilmaktadir.

-On Degerlendirme Siireci

MOLESTO: EDEBIYAT ARASTIRMALARI DERGISI'ne génderilen galismalar, éncelikle Editor ve
Yayin Kurulu tarafindan degerlendirilir.
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Derginin amag ve kapsamina, Tiirkce ve Yabanct Dilde (Fransizca, Italyanca veya Ispanyolca): ve anlatim
kurallarina uymayan, Szginlik degeri tagimayan ve yayin politikalarina uymayan c¢aligmalar reddedilir.
Reddedilen calismalarin yazarlari, calismanin Dergi’ye génderim tarihinden itibaren en ge¢ on bes giin
igerisinde Editor tarafindan bilgilendirilir. Uygun bulunan ¢alismalar, hakem strecine alinir.

-Hakem Siireci

Calismalar, icerikleri dogrultusunda ilgili hakemlere génderilir. Calismayt inceleyen Yayin Kurulu tyesi,
MOLESTO: EDEBIYAT ARASTIRMALARI DERGISI’nin hakem havuzundan uzmanlik alanlarina
gore en az iki hakem Onerisinde bulunur veya calismanin alanina uygun yeni hakem/hakemler 6nerebilir.

-Hakem Degerlendirme Siireci

Hakem degerlendirme siireci icin hakemlere verilen siire yirmi giindir. Hakemlerden gelen duzeltme
Onerilerinin, yazarlar tarafindan 6neriler dogrultusunda en geg bir hafta icerisinde tamamlanmasi gereklidir.
Hakemler, degerlendirmesini yaptiklart bir ¢alisma icin en fazla iki dizeltme O6nerebilirler. Hakemler,
calismanin dizeltilmis halini (en fazla iki dizeltme o6nerisi sonrast) inceleyerek, “yayinlanabilir” veya
“yayinlanamaz” karart vermek durumundaditlar.

-Degerlendirme Sonucu

Hakemlerden gelen goriisler, calismadan sorumlu Yayin Kurulu dyesi tarafindan en geg iki hafta icerisinde
incelenir. Yayin Kurulu dyesi, calismanin hakem degerlendirme sonuclarina gbre calisma hakkindaki
gorisiini Editore iletir.

-Calisma Gonderme Rehberi
MOLESTO: EDEBIYAT ARASTIRMALARI DERGIiSI'ne c¢alisma gonderecek —yazarlar

http://dergipark.gov.tr/ adresinde yer alan Dergi YoOnetim Sistemi'ne Uye olarak caligmalarini
gonderebilirler.

-Diizeltme Yonergesi ve Yiikleme Rehberi

MOLESTO: EDEBIYAT ARASTIRMALARI DERGISI’nde degerlendirme siirecindeki calismalar
icin, Editor, Yayin Kurulu tyeleti ve/veya hakemler, en fazla iki dizeltme veya iyilestirme Onerebilitler.
Yazarlar, Onerilen diizeltme veya iyilestirmeleri eksiksiz, aciklayict ve zamaninda tamamlamakla
yukiimluditler.

-Calismayi1 Geri Cekme

MOLESTO: EDEBIYAT ARASTIRMALARI DERGISI yayin politikalart geregi, degerlendirme
asamasindaki ¢alismalarim geri ¢cekmek isteyen yazatlar, geri ¢ekme isteklerini e-posta araciliiyla Editér’e
iletmek durumundadirlar. Editérler, geri ¢ekme bildirimini inceleyerek, en ge¢ on giin igerisinde yazarlara
doniis saglar.
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MOLESTO: Edebiyat Aragtirmalar1 Dergisi

HALDUN TANER’IN HIKAYELERINDEKI KADIN
IMGESINE FEMINIST ELESTIRI BAGLAMINDA BiR
YAKLASIM
AN APPROACH TO THE IMAGE OF WOMEN IN HALDUN
TANER'S STORIES IN THE CONTEXT OF FEMINIST
CRITICISM
Makale Bilgisi
Gonderildigi tarib: .. ..
09.01.2019 Bilgin GUNGOR'
Rabul edildigi tarib:
28.01.2019 Oz
;@gzkggfg parib: Feminist elestiri kurami; Kate Millet, Sandra M. Gilbert, Susan Gubar gibi elestirmenler
o tarafindan Oncilik edilen ve 6zellikle de 1980 sonrasinin elestiti dinyasinda 6ne ¢tkan
kuramlardan birisidir. Bu kuram, genel olarak, edebi esetleri kadin imgesi etrafinda
Article Info yorumlamaya, s6z konusu imgenin ataerkil diizendeki kadinin yeriyle olan bagintilarini
irdelemeye dayanir. Feminist elestiri kuramini, 6zellikle de Gilbert-Gubar’in ilgili alandaki
Date submitted: yaklasimint g6z 6niinde bulundurarak Cumhuriyet déneminin 6nde gelen yazarlarindan
09.01.2019 Haldun Taner’in hikayelerindeki kadin imgesi hususunda cesitli veriler elde etmek
Date accepted: miimkiindiir. Séyle ki Taner; gercekei ve devingen olay 6rgiileri etrafinda kurguladigt
28.01.2019 hikayelerinde insant bitin ¢lrimusligiyle ve yozlagsmishgiyla ele alarak elestirel bir
Date published: yaklagima kapi aralar. Bu hususta zaman zaman kurguya mizahi bir ton katmaktan da
21.03.2019 cekinmez. Ancak Tanet'in hikayelerinde kadin imgesi, elestirel ve mizahi bakisin en fazla

yogunlastigt alant imler. S6z konusu hikayelerde kadin, “iki kere kétt’dir: Hem bir insan
hem de bir kadin olarak. Taner; kadinlatin bu konumunu, bazen kadin karakterler bazen de anlaticinin acik mesajlari
tzerinden verir. Kadin karakterler; Gilbert-Gubat'tn canavar (monster) adt altinda kavtamsallastirdigt kadin tipine uygun
bir sekilde resmedilir. Anlaticinin agik mesajlarinin da ayni dogrultuda, canavar kadin ckseninde belirdigi barizdir. Gergi
Tanet'in hikdyeletinde kismen “olumlu”; “makul” kadin tipleri de goriilebilit. Ancak bunlarda yine de birtakim “kéti”
niteliklere rast gelinir. Ustelik bu tir kadin karakterler, erkege “faydalt oldugu” oSlciide “olumlu” ve “makul”diir.
Gergekgi estetige zit bir sekilde resmedilen kadin imgesiyle Taner'in hikayeleri, tim bunlarnn géz 6ntnde
bulundurdugumuzda, ataerkil diizenin estetik bir yeniden-olusturumu seklinde konumlanir.

Anahtar Kelimeler: Feminist elestiri, hikiye, kadin karakterler, kadin imgesi, Haldun Taner.

Abstract

Feminist criticism theory, pioneered by critics such as Kate Millet, Sandra M. Gilbert and Susan Gubar, is one of the
outstanding theories in the field of literary criticism after 1980. In general, this theory is based on interpreting literary
works around the image of women, and examining the relation of the image with the place of the woman in the
patriarchal order. In the light of feminist criticism, especially in light of Gilbert-Gubat's theoretical explanations, it is
possible to obtain various data about the female image in the stories of Haldun Taner, one of the leading writers of
the Republican era. Indeed, Taner; in his stories he constructs around realistic and dynamic events, he takes a critical
approach to dealing with human decayedness and corruption. He does not hesitate to add a humorous tone to it from
time to time. However, in the light of feminist criticism, it can be cleatly seen that the female image in Tanet's stoties
marks the area where the critical and humorous gaze is most concentrated. In these stories, the woman is “twice ill”:
both as a human being and as a woman. Taner gives this position of women, sometimes through female characters
and sometimes through the open messages of the narrator. Female characters are portrayed appropriately for the type
of woman Gilbert-Gubar conceptualizes under the monster name. It is obvious that the narrator's explicit messages
are portrayed as “monstrous”. In fact, in Tanet's stories, “positive” and “reasonable” female types can be seen.
However, some “bad” qualities are encountered. Moreover, such female characters are “positive” and “reasonable” to
the extent that they are “useful” to the man. Taner's stories, with the image of 2 woman portrayed in a contrasting way
to realistic aesthetics, are, when we take all this into account, an aesthetic re-formation of the patriarchal order.

Key Words: Feminist criticism, story, female characters, image of woman, Haldun Taner.

1 Dr. Ogr. Uyesi. Canakkale Onsekiz Mart Universitesi, Fen-Edebiyat Fakiiltesi, Tiirk Dili ve Edebiyatt Boliimdi,
bilgingungor@comu.edu.tr

ORCID: 0000-0001-7702-1668
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MOLESTO: Edebiyat Aragtirmalar1 Dergisi

1.GIRIS

Feminist elestiri kurami, elestiri tarihinde 6ne c¢ikan kuramlardan birisidir. Kadinlarin
ataerkil toplum duzenindeki hak miicadelesine dair bir doktrini ve bu doktrine uygun eylem bigimini
imleyen feminizme (Michel, 1984: 17) dayali bu kuram, kék bakimindan Wirginia Woolf, Simone
de Beauvoir gibi yazarlarin edebiyat-kadin iliskisi ¢er¢evesinde 6ne siirdiikleri distincelere yaslansa
da esasli anlamda feminist hareketin 1960’larda giicli bir siyasi figiir olarak belirisinin edebi
elestiriye yansistyla ortaya cikar. Kate Millet, Sandra M. Gilbert, Susan Gubar, Julia Kristeva gibi
edebiyat arastirmacilart tarafindan temsil edilen bu kuramin, 1980’lerden itibaren edebiyat
calismalarinda fazlastyla ragbet kazandigt ve bugiin dahi “baskin” géruntmler elde eden elestiri

kuramlarindan biri olarak konumlandigs soylenebilir.

Feminist elestirinin, genel olarak iki asama etrafinda somutluk kazandigi goriliir. Berna
Moran tarafindan “okur olarak kadina yonelik feminist elestiri” (Moran, 2010a: 250) seklinde
adlandirilan ik agamada feminist elestiri, cogunlukla, erkek yazatrlarin eserlerindeki kadin
karakterlere veya kadin davranislarina yogunlasir; ataerkil bir toplumda kadinlarin erkekler
tarafindan ortaya konulan edebi eserlerin kurgusunda ne sekilde belirginlik kazandigint sorgular. Bu

asamada ana amag, kadin okurlarin edebi eseri gorme big¢imini irdelemektir:

“Bu yontem, okurun kadin olmast halinde metnin farkli algilanacagi ilkesinden ¢ikar yola.
Cunkti metinde gozlemlenen cinsel ideoloji karsisinda bir kadinin tepkisi ile erkegin tepkisi ayni
olamaz. Ne ki bu iddia her kadin okurun edebiyat yapitin1 bir kadin olarak okudugu anlamina
gelmez, ¢linkii bu baglamda kadinlik biyolojik bir cins ayirimina dayanmaz; sonradan, kiltiirle
kazanilan belli bir kadinlik bilincine dayanir. Kadin olarak okumak i¢in disi olmak yeterli degildir,
disiligin anlamini bilmek gerekir.” (Moran, 2010a: 250).

Tlerleyen zamanlarda feminist elestiri kurami olgunlasir ve onun sorunsal ekseni erkek
yazarlarin eserlerindeki kadin karakterlerin daha da ilerisine uzanir; bu baglamda kadin yazarhig,
kadin s6ylemi gibi olgular da “objektif’e girmeye baslar. Béylelikle feminist elestiride ikinci asama
somutluk kazanir. Moran tarafindan “yazar olarak kadina yonelik feminist elestiri” (Moran, 2010a:

254) olarak adlandirilan bu asamada cevabi aranan sorular genel olarak su sekilde belirir:

“Kadin yazarlarin erkeklerinkinden ayri, kendilerine 6zgii bir edebiyatt var midir? Varsa, bir
gelisme goOstererek evrelere ayrilir mi? Kadin yazarlar arasinda, tema, olay Orgusi, karakterler
bakimindan ortak 6zellikler saptanabilir mi? Bunlarin ataerkil diizenin yarattigi kosullarla ilintisi

nedir?” (Moran, 2010a: 255).
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Her iki asamaya dontk olarak yapilan betimlemelerden de anlasilmaktadir ki feminist
elestiri, temelde, edebi eserlerdeki kadin imgesini sorunsallagtirmay1 -veya Humm’den hareketle
sOylersek “temel bir ¢6ztimleme kategorisi olarak (disil) cinsiyete odaklanmayr” (Humm, 2002: 11)
- ve bunun ataerkil diizen ile olan iliskisine 1stk tutmay: hedefler. Tam da bu noktada eklemek
gerekir: Feminist edebiyat elestirisi/kurami anlamindaki feminist elestiri ile siyaset ve sosyoloji
literattrtndeki femzinist elestiri (feminist critics) birbiriyle siklikla karistirlan iki ayri kavrami temsil eder.
Her ikisi de benzer niteliklere, bakis acilarina sahip olup birbirleriyle —kuramsal anlamda- sik stk
kesisim goOstermis durumda bulunsalar dahi ayni olguyu karsilamazlar. Maggie Humm™in de
belirttigi tizere “genel olarak, feminist elestiri toplumsal ideolojilere ve uygulamalara yonelirken,
feminist edebiyat elestirisi dikkatini bu ideolojilerin ve uygulamalarin edebi metinleri nasil
sekillendirdiklerine yonelir.” (Humm, 2002: 11). Dolayistyla ikisi arasinda, yonelim gosterilen nesne

baglaminda bir ayrim vardir.

Bu yazida; Taner’in hikayelerindeki kadin imgesini feminist elestiri kuraminin 1siginda
sorunsallastirarak s6z konusu imgenin hangi boyutlarda somutlastigina bakacagiz. Temel hareket
noktamiz ise Gilbert ve Gubar tarafindan ortaya konulan ve feminist elestirinin ilk asamast
cercevesinde 6ne ¢tkan kuramsal agiklamalar olacaktir. Bu noktada, bir parantez agarak séz konusu
actklamalara donik kisa bir betimleme yapmak faydalt olacaktit: Gilbert ve Gubar; kadinlarin, erkek
yazarlarin edebi esetlerinde ataerkil toplum diizenine bagh olarak ¢izildigini soyletler ve s6z konusu
eserlerde genel itibariyle iki tur kadin tipinin somutluk kazandigini vurgularlar. IIki, erkek yazarlarin
goziinde ideal(lestirilen) kadin tipini karsilar ve bunu da Virgina Wolf’tan hareketle melek (angel) veya
evdeki melek (angel in the house) olarak adlandirirlar (Gilbert-Gubar: 2000: 20). Bu tip kadinlar; erkege
boyun egen, onun ve temsil ettigi diizenin ahlaki yasalari karsisinda son derece saygili davranan,
bugtinkii dille soylersek “elinin hamuruyla erkek isine karismayan” ve “kendi isinde giicinde
hanimefendi” olarak konumlanan bir karaktere sahiptir. S6z konusu yazarlarin nefret ettigi tip ise
digeridir; yani canavar (cmonster)’dir (Gilbert-Gubar, 2000: 20). Bu tip kadinlar; ataerkil diizenin
sartlarina boyun egmeyip baskaldirirlar, s6z konusu diizene ait degerlerin aksi yoniinde hareket
ederler. Gilbert ve Gubar’in bu ayrimini, Northrop Frye’nin imgelem kuramina (Frye, 2015: 177-
178) dayanarak s6yle de agiklayabiliriz: Erkek yazarlarin eserlerindeki “melekler”, iyilik ve giizellige
dontk imge guctunt temsil eden vaby: imgelenr cergevesinde; “canavarlar” ise kétiluge ve cirkinlige

dontk imge glictint temsil eden geytani imgelem gergevesinde resmedilir.
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2.HALDUN TANER VE HIKAYEDE ATAERKIL DUZENIN TEMSILI

Tirk edebiyatinda epik tiyatronun kurucusu sayilan, bu baglamda kaleme aldigt oyunlariyla
bilinen Haldun Taner; 19407larin sonundan itibaren basladigi ve devrindeki “duraganct” ve
modernist hikaye tarzina zit olarak “devinimsel” ve gercekei bir tarzda yazdigy; “cikis noktasi olarak
insant ele al[-dig1]” (Yalgin, 1995: 292) hikayeleriyle de 6ne ¢ikar. Bu hikayelerinde Taner, yer yer
mizaha bagvurarak, Turk toplumundaki aksakliklara, sorunlara déniik toplumculuk ¢ergevesinde

dusuntlebilecek elestiriler sunar. Fakat Taner’in elestiri oklari, zaman zaman kadinlari da “vurur.”

Hikayelerindeki kadin imgesine genel olarak baktigimizda, Taner’in ataerkil anlayisla son
derece uyumlu ve “olumsuz” bir tablo ortaya koydugunu; boylelikle de onun, stk sik elestirmekten
geri durmadigr topluma doniik bakis acisiyla kadina dontik bakis agist arasinda bu gergevede bir
paralelligin var oldugunu dile getirebiliriz. Yine bu gercevede Taner’in kadin imgesinin, Peyami
Safa’nin Fatih-Harbiye, Biz Insanlar romanlarindaki “6tekilestirilen” kadin imgesini (Moran, 2010b:
219-236) animsattgint da soyleyebiliriz. Gergi Taner’in hikayelerinde sadece kadina degil, genel
olarak insanliga dair olumsuz bir bakist her daim gorebiliriz. Ancak kadin; s6z konusu hikayelerde

“iki kere” kotidur: Hem bir insan hem de bir kadin olarak.

Taner’in hikayelerinde kadina déntk olumsuz bakis, belirgin olarak, iki baglam tizerinden
yurtr: 1-Kadin karakterler baglaminda; 2-belirtik hakikafler baglaminda. Bu iki baglam arasinda 6ne
cikan, ilkidir.

2.1.Canavar Kadinlar

Taner’in hikayelerindeki kadin imgesine kadin karakterler baglaminda yoneldigimizde; bu
imgenin, ¢ogunlukla, Gilbert-Gubar’in tarafindan ¢izilen canavar tipine son derece uygun sekilde
ortaya konuldugunu gorebiliriz. Vefasiz, gbzu yiikseklerde, aldaticy, yalancy, inkarct, ¢tkarct kadinlar;
bu ve benzer yonlerle, Taner’in hikayelerinde adeta birer “canavarlasmis” insan olarak somutlasir.
Bu hususta 6rnek olarak ilkin, Taner’in bir ask iliskisi etrafinda kurgulastirdigt “Gegmis Zaman
Olur ki’ baslikli hikayeye bakabiliriz. Bu hikayede, erkek anlatici-karakterle bir dénem agk yasayan
ve gelecek hayalleri kuran Mahinur’un, sonradan bir “tagrali miiteahhit”le evlenmesi s6z konusu

olur. Bu evliligin 6ntne ge¢mek icin anlatici-karakter Mahinur’a gerekli “uyarilar” yapar ki bu
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“uyarilar’da sevdigi icin her seyi géze alan bir saf asik, René Girard’in terminolojisinden hareketle

soylersek, romantik yalan® cercevesinde disstiniilebilecek bir arzulayan izne’ belirir:
“Az mt aglamistim, az m1 yalvarmistim.

‘Sen raz1 olmazsan, hicbir kuvvet seni o hisir herifle evlenmeye icbar edemez’ diyordum.
Ona Istanbul’dan kagmayi teklif ediyor, tas kirip, yitk tastyip kendisine bakacagimi
soyliyordum.” (Taner, 2016b: 42).

Ancak sevgilinin bu saf asikligr ile karsilastigt manzara pek i¢ agict degildir; tersine, son derece
“cildirtict” vaziyettedir. Mahinur’dan beklenen tepki, daha dogrusu ataerkil diizen ¢ergevesinde
sekillenmis bir bilince sahip erkegin arzu ettigi tepki, onun agzindan doékulenlerin neredeyse

tamamen zittinadit:

“Fakat Mahinur o eski Mahinur degildi artik. Ug giiniin icinde degisivermisti sanki. Bana

burnunun ucundan bakip bir;

‘Cocuk gibi konuguyorsun sen’ deyisi vardi, ¢ildirmak isten degildi. Onu tokatlamamak

icin zor tutuyordum kendimi.” (Taner, 2016b: 43).

Boylelikle hikayede, askina vefa géstermeyen ve gozii yikseklerde kalan bir kadin profili 6ne

cikar. “Canavarhk’ da iste bu noktalar (vefasizlik, ucarilik) etrafinda zuhur eder.

Bir baska 6rnek olarak Taner’in “Isgiizar Bir Polis” adli hikayesini ele alabiliriz. Necmi Uyantk
adli bir polisin karsilastigt olay ve durumlarin yansitildigt bu hikayede kadina déntik olarak baska
“canavarlik” hususlar belirir. Hikaye karakterlerinden Cavidan Hanim, kendisinden yasca buytuk
olan ve miilkiye mifettisi mesleginde bulunan esi Asim Kutay’s, Nazim adli bir gengle aldatir. Bu
aldatmaya sahit olan Necmi Uyanik, durumu Asim Kutay’a yetistirir. Astm Kutay da Cavidan
Hanim’dan hesap sorar. Ancak Cavidan Hanim, hem kendisiyle goriilenin kardesi Nail oldugunu
soyleyerek bu durumu inkar eder hem de Necmi Uyanik’in kendisine sahip olamadig igin iftira
attigint soyler. Fakat ilerleyen zamanlarda, hem Necmi Uyanik’in ¢abalart hem de Nail'in Cavidan
Hanim tarafindan maddi agidan magdur birakilmast karsisinda intikam almaya girismesi sonucunda,
Cavidan Hanim’in oldukga “piskin” bir sekilde “Evet Nazim’1 seviyorum. Daha bir diyeceginiz var

mt?” (Taner, 2016b: 61) soziyle itirafa yoneldigini gérirtz. Asim Kutay, bu itiraftan sonra hayata

2 Romantik yalan; Girard’in terminolojisinde, arzulayan dzze ile arzulanan nesne arasindaki bagintida bir aracinin
(dolayimlayicmin) olmadigy, askin saf bir sekilde nesneden kaynaklandigs anlatilart imler Bkz. Girard, 2013: 34).

3 Arzulayan dgne, Girard’in terminolojisinde, nesne ve bazen dolayimlayici ile birlikte arzu bagintisina giren ve bir arzu
modeli olusturan unsurdur (Girard, 2013: 23-24).
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kiiser; ancak Cavidan Hanmim, herhangi bir 6zir dahi dilemez ve yasantisina kaldigi yerden devam
eder. Hasili, Cavidan Hanim hikayede; aldaticilik, yalancilik, iftiracilik, dolandiricilik ve piskinlik

etrafinda distintilebilecek davranislara ve sdylemlere yonelen bir canavar kadin olarak konumlanir.

Bu baglamda, “Made in USA” bagliklt hikayeye de bakabiliriz. Bu hikayede, dostuna mektupla
basindan gecenleri bildiren isimsiz kadin bas-karakter, s6z konusu mektuptan da anlasiimaktadir ki

saf, “alafranga ziippe™

, hoppa, yurtseverlik duygusundan yoksun, umursamaz bir kadin profili
cizer. Siklikla Ingilizce kelimeler kullanan séz konusu karakter, dostu Serap’in dogum giini
partisinde tanigtigt Izmirli bir gencle ask yasar. [zmirli geng, kendisini Fred adinda Amerikalt bir
asker olarak tanitir ve gelecek vadederek onunla bir iligki yasar. Daha sonrasinda kadin karakter,
ailesine Fred’le evlenmek istedigini soylerse de ailesi buna pek sicak bakmaz. Gergi ailesinin tepkisi,
onun pek de umurunda gérinmez. Ailesinden gelen butiin itirazlart “UNESCO asrinda Hagli seferi
mantalitesi” (Taner, 2016a: 26) seklinde degerlendirir. Ancak Izmirli gencin biitiin foyast nihayet
ortaya ctkar. Cikar ama, s6z konusu kadin karakter tim bu yasanilanlar karsisinda oldukea

umursamaz bir tavir sergiler ve yasamini kaldigi yerden devam ettirir. Dostu Inci'ye yazdigi

mektupta, bu olay ve durumlari anlattiktan sonra sunlart ekler:

“Fakat sana bir sey sOyleyeyim mi, ne dersin, icimde ona karst hi¢ de olmast lazim geldigi
sekilde biiytk bir kin yok. Pek pismanlik hissi de duymuyorum. Bir kere buyik bir sey
kaybetmedim. Sonra da he really did kiss wonderfully.

Neyse, hep ondan mt bahsedecegiz? Biraz da bagka haberler vereyim. Gecen Pazar
Tlterlerin kotrastyla Tuzla’ya bir piknik yaptik Oyle eglendik, éyle eglendik ki sorma... Jale,
Nevin, IThan, Sumru bermutat oradaydilar. Haberin var mu, Sitare Paris’ten déndi. Bana
glizel bir plaj sapkast getirmis. Ben Lyon’da gérdigimuz o siyah ketenden kendime bir
bluz yaptirdim. Altina limonkiifii bir pantolon fena gitmeyecek diye distintyorum... (ve

mektup bu minval tizre birkag sayfa daha devam etmektedir.)” (Taner, 2016: 29).

Son bir 6rnek olarak, Taner’in “Rahatlikla” basligini tastyan hikayesine bakabiliriz. Bir
Universite jlrisinin  parodisinin  yapiddigt ve universitedeki kamplasmalarin, “lizumsuz”
addedilebilecek tutumlarin vurgulandigt bu hikayede birkac satirla estetik dizleme dahil edilen

Sabahat Hanim da bir canavar portrest ile karsimizda durur. O, “kinsiz yapamayan, ille birine dargin

4 Moran, Tanzimat romanlarindaki Batililasma meraklist ve 6zenti karakterleri bu isimle anar (Moran, 2010b: 259-
268). Biz de bu isimlendirmeyi, hemen hemen bezer 6zellikler gosterdigi i¢in yukaridaki hikaye karakteri igin
kullanmaktay1z.
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olmadan edemeyen, boyle olmayinca hayatlart bosalan” (Taner, 2006: 124) insanlardandir. Haliyle

kotiligi, bizzat kendi igerisinde ve herhangi bir sebebe dayanmayan “canavarlar’dan biridir.

Bu bahsi kapatmadan, su noktayt da vurgulamak gerekir: Fredric Jameson’in belirttigi gibi
gercekgilik; klasisizm, romantizm gibi 6nceki zamanlara ait estetik anlayislardan farkls olarak, anlat:
karakterlerini agik bir sekilde “iyi” ve “kotii” olarak ayirmayr hedeflemez. Aksine, onlart gercek
hayattakine uygun bir sekilde, s6z konusu iki “ton” arasinda kurgulamaya dayanir (Jameson, 2018:
128-131). Dolaysiyla anlatida, “iyi” ile “koti” arasindaki iliskiye dontik bir yapitbozuma yonelir;
Friedrich Nietzsche’nin meshur kitabinin adindan hareketle séylersek, anlat1 karakterleri nezdinde
“iyinin ve kotinin Otesinde” olant resmetmeye dontk bir tutumu igerir.  Yukarida da
vurguladigimiz gibi Taner gercekei bir anlatict olmasina ragmen, kadin karakterleri cogunlukla
seytani imgelemle resmetmekle gercekeiligin ilgili ilkesini ihlal etmis olur. Bu baglamda onun
gercekgilikten 6nceki zamanlara ait olan ve yukarida ifade edilen estetik anlayislara yaslandigini ifade

edebiliriz.
2.2.A¢1k Mesajlar, “Genellemeci” Yargilar

Berna Moran; edebi esetlerde yazatin/sairin verdigi mesaji, belirginlik/o6rtiklik acisindan
ikiye ayirir. 1lki, yazarin/sairin olaylar veya durumlar tizerinden dolayli yoldan ilettigi mesajdir ki
buna Moran, drtiik hakikat der (Motan, 2010a: 278-280). Digeri ise yazarin/sairin dogrudan veya
bir kurgu karakterleri araciligiyla ortaya koydugudur ki bunu da Moran belirtik hakikat olarak
adlandirir (Moran, 2010a: 280-284). Iste Haldun Taner’in hikayelerinde, yukarida da belirtildigi gibi,
kadina donik olumsuz bakis bir de hikayedeki beldirtik hakikafler baglaminda vuku bulur. Yani
Taner’in hikayelerinde kadinlar sadece karakterler nezdinde kotucul cizilmez, ayni zamanda
evrensel Olgekte yerilerek onlarin ne kadar canavar olduklar gosterilmeye calisilir. Daha agik bir
ifadeyle, “canavarca” karakter ¢izimine zaman zaman kadinlara doniik “genellemeci” yargt 6rnekleri
eslik eder. Bunlarda da konusan, daima kadin zulmiine maruz kalmis anlatict bas-karakterlerdir.
S6zgelimi, “Allegro ma non troppo” baslikli hikayede bir mtizik okuluna devam eden anlatict bas-
karakter, burada tanistigt ve zamanla ideallestirdigi Mathilda adli gen¢ kadina bir giin miizik
okulunun hocast/kemanist Linowsky’le cinsel munasebette bulunurken rastlayinca sadece ondan
degil, aynt zamanda “kadin denilen mahluk”tan temelli tiksinir ve kadinlari cinsel bir “enstriman”

olarak gérmeye baslar:
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“Kadin denilen mahlukun keman gibi, hatta ondan da kaprisli bir enstriiman oldugunu,
onun da olanca hiiner ve giizelligini ancak ve ancak virtiioz ellerin emrine verdigini

Ogrenisim ¢ok sonralari, saglarimin iyice dokilmeye basladigt devirlere rastliyor.

Zaten dar omuzlari, genis kalcalari ile kadin, seklen dahi az buguk kemani, daha dogrusu

viyolonseli hatirlatmaz m1?”” (Taner, 2016a: 64)

Yine, “Sonsuza Kalmak” baslikli hikayesinde Taner, anlatict bas-karakter agzindan bir canavar
kadin imgesi yaratir: Yillar sonra, yani emeklilik yillarinda ev sahibi olma firsatina erisen Sunuhi Bey,
kooperatifin arazisinde antik eserler bulunca bunlart tanidigt muze midiresi Stkran Tur’a
gostermeye calisir. Ancak karist bu duruma karst ¢tkar. Sebebi ise sadece evin zora girmesi degildir.
Sunuhi Bey, bir diger sebebi soyle anlatir: “Siikran Hanim’a gicigt var bizimkinin zaten. Her
okumamis kadinin, okumus, meslek sahibi olmus kadina duydugu gibi.” (Taner, 2015: 71). Taner,
Sunuhi Bey’in bu sézleri araciligiyla, “okumus, meslek sahibi olmus” kadini kiskanmanin veya
meslek sahibi olup olmamaktan dogan kiskanclik meselesinin sadece kadinlara 6zgii bir durum

oldugunu iletmis bulunur.

Ornek olarak bir de “Beatris Mavyan™ hikayesine bakalim. Bu hikdyede zengin ve kibar bir
ailenin “cirkin” kiz1 olarak kurgulastirilan Beatris Mavyan, “kirmizihigint belli eden koca burnu ve
her tarafint tiylerin burtidugu purtiik ergenlikli teni ile” (Taner, 2016b: 31) aynanin karsisina gectigi
zaman, anlaticinin nezdinde “cogu” gen¢ kadinda gorilen bir tavirda bulunur: “(...) Ekseri geng
kizlar gibi aynadaki portresini bitaraf bir gézle tetkik edeme[-mek]” (Taner, 2016b: 31) ve hayal
gliciiyle onu daha giizel bir sekilde algilamak. Soylemeye gerek dahi yoktur ki bu sekilde bir
dustinceyle Taner, kendisini oldugundan daha “glizel” gérmeye dayali algt bicimini geng kadinlara,

daha dogrusu geng kadinlarin ¢oguna 6zgt bir durum olarak sunmaktadir.
3.KAIDEYI BOZMAYAN ISTISNALAR

Taner’in hikayelerinde, az da olsa, “iyicil” bir bakisla resmedilen kadin imgesine de rastlariz.
Bunlar da ancak karakter diizleminde beliren birkag evdeki melek etrafinda kurgulanmaktadir; tstelik
bunlarin yer yer “kotictl” nitelikleri de vardir. S6zgelimi, “Yaprak Ne Canlt Yesil” bagliklt hikayeye
bakabiliriz. Bu hikayede entelektiiel bir tniversite asistani olan ve Pelit Kahvesi'nde her firsatta
kiltirint konusturan anlatict bas-karakterin asik oldugu, altt ay iliski yasadigr Zuhal; entelektiiel
digiikliikle ve “dobralik”la “malul” bir kadindir. Oyle ki entelektiielleri “gézliikliiler”;
entelekttellerin —ve anlatict bag-karakterin- ragbet gosterdigi Pelit Kahvesi’ni de “Burnu Buyikler
Kahvesi” olarak adlandirir. Tum bunlara ragmen, dinyayr kitaplarin arkasindan goéren bas-
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karaktere alt1 ayda dogalligi, samimiligi asilayan; haliyle erkeginin “dinya gérisini” ve “yazgi”sint
“olumlu yonde” degistirerek ona mutluluk bahseden yine Zuhal’dir. Nitekim anlatici-bagkarakter,

bunu bizzat soyle itiraf eder:

“Bu alt1 aylik staj diinya goriisimt, kendi goriisiimi, hatta hatta, yazgimi degistirdi. Bana
beni 6gretti. Kisiligime cok sey katti, -katt1 cok yanlis- kisiligim sandigim soytaridan tim
yapay safralari atti. O husir gosterisci, desinlerci cilalart kaziyip, icimdeki art insant bulmay,

dogaya, insanlara, esyalara, her seye Oyle ictenlikle yaklagsmay1 6gretti.

Puroyu birakmistim. ‘Burnu Biyiikler Kahvesi’ne gitmez oldum. Giince tutmayi, not
almayi, kili kirk yarmayi, gézlem pesinde kosmayt sagma bulmaya basladim. Kendimi
gercek kendime biraktim. Geldigi gibi yasadim. Bu katiksiz mutlulugu, bu giftesiz sarki
gibi sarhoslugu, bir daha hayatimin hi¢bir déneminde belki yasayamayacaktim.” (Taner,
2015: 99).

Emekli Albay Nizamettin Bolayir’in basindan gecen olay ve durumlara odaklanan “Kigtk
Harfli Mutluluklar” da bu baglamda bir 6rnek olarak ele alinabilir. Nizamettin Bolayir’in karist her
ne kadar erken uyanmalar karsisinda huzursuz olsa da penaltt kacirmanin yarattigt “stres”1 anlayacak
konumda bulunmasa da son kertede emekli albay tarafindan ¢viilecek bir konumdadir. En azindan

albayin cinsel miinasebet istegi karsisinda “disi bir at sevinci’ni (Taner, 2015: 44) duyabilmektedir!

Son olarak, “san numaract” Kevser Hanimin umumi helada karsilastigi olay ve durumlarin
anlatildigi “Bayanlar 007 hikayesine bakalim. Kevser Hanim, her ne kadar kayirmacilik diisincesine
sahip olsa da ¢alistigt umumi helada oldukea titiz ve ¢aliskan bir profil sergiler, temizlige fazlastyla
onem verir; hatta misterilerinin hacetlerini gérditkten sonra “hafiflemis, ferahlamis olmasindan”
(Taner, 2006: 65) bile memnun olur. Dolayistyla, iyicil imgeletle resmedilerek bu bakimdan Haldun

Taner’in hikayelerinde bir istisnay1 daha olusturur.

Bu noktada belirtmek gerekir: Verilen o6rneklerden de anlagilacagt tzere, Taner’in
hikayelerinde “evdeki melekligin” Sl¢tti, cogunlukla, erkege yararliliktir. Bir sekilde erkegin isini
kolaylastiran veya onun ufkunu genisleten veya onun arzularini tatmin etmekte rol alan kadinlar,
Taner’in gbzinde “makbullik” vasfi tastyan kadinlardir. Ataerkil diinya dizeninde erkegin “her
anlamda yardimcist kadin” anlayisinin bir yansist olarak degerlendirebiliriz bu durumu. Nitekim
kadimnin erkek nazarinda “faydali bir ara¢” olarak konumlanmasi, ancak ataerkil diizende

gortlebilecek bir “agirilik”tir.
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4.SONUC

Goériilmektedir ki Haldun Taner’in ¢ogu hikdyesinde (“Allegro ma non troppo”, “Isgiizar Bir
Polis”, “Sonsuza Kalmak”, “Ge¢mis Zaman Olur ki” vs.) kadinlar, hem karakter hem belirtike
hakikat baglaminda koéticil bir imge anlayistyla belirir; anlayissiz, kiskang, aldatici, yalancy, iftiract
vs. gibi vasiflar tasir. Boylece s6z konusu hikayelerdeki kadin imgesi, Gilbert-Gubar’'in
terminolojisindeki canavar kategorisi etrafinda degerlendirilebilir. “Yaprak Ne Canli Ne Yesil”,
“Kigctik Harfli Mutluluklar” gibi birka¢ hikayede ise kadin karakterlerin -istisnai bir sekilde ve belli
yonlerden- Gilbert-Gubar’in  evdeki melek  kategorisi ¢ercevesinde dustnilebilecegini  dile
getirebiliriz. Ancak bu hikayelerde “evdeki melekligin® Slciitt, genel olarak, erkege dontk fayda
ekseninde somutluk kazanir: Kadin, erkegin isini kolaylastirdigs veya onun cinsel arzularini tatmin
ettigi kadar “iyi”dir. Dolayistyla Taner’in hikayelerinin kurgusu, her bicimde, ataerkil bir toplum

diizeninin estetik yansisi olarak dustinilebilir.

Sunu vurgulamak gerekir: Taner, kadini olumsuzlastiran veya “Gtekilestiren” bir kurgu
anlayisindan 6tird elestirilebilir. Fakat o, Turkiye’nin 6nde gelen bir aydini olsa da son kertede
ataerkil bir diinya diizeninin bireyi olarak konumlanir. Béyle bir diizende dile dahi yansiyan
ataerkilligin bir aydin nezdinde de olsa yikimi oldukea zor bir mahiyet arz eder. Nitekim bu konuda
Taner’in bir istisnayt teskil etmedigini de dusunebiliriz. Dolayistyla s6z konusu elestirinin Taner’den
cok, Taner’in ataerkil bir bakis acistyla hikayeler kaleme alisint kosullayan ataerkil diinya dizenini
hedef almast daha dogru bir yaklasim olarak gorilebilir. Ustelik béylesi, kadinlarin
“Otekilestirilmedigi” bir toplumsal yapiya yonelis agisindan daha faydali ve daha ufuk agict bir

sonuca yol agabilir.
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APOKALIPTIK MODERNIZM, BILIM-KURGU VE MEKANIN

SONU"

Abdulfettah IMAMOGLU!

Oz

Bir sonu betimleyen apokalips ve bir yeni-olma siirecini isaret eden modernizm kavramlari,
Makale Bilgisi bir yandan yirminci ylzyiin yikict ve ayni zamanda yeniden insa edici dizenini

tanimlamada, dier yandan bu yikim-yeniden insa dongiisii tizerine hipotezler sunan bilim-
Ginderildigi tarib: kurgu eserlerinin ortaya ¢iktigr iiretken ortami nitelemeye ve anlamaya elverisli terimler
15.01.2019 olarak karsimiza ¢ikmaktadir. Ileriye gidisin, yeni-olmanin tarif edilmesinde kullanilan bir
Kabul edildigi tarib: terim olan modernizm ve ilerleyisin sona ermesi durumuna isaret eden apokalips, teknolojik
11.02.2019 ¢agin belirgin bir karakteri haline gelen s6z konusu paradoksal durumu isabetli ve kapsayict
Yayilanma taribi: bi¢imde betimleyen iki s6zctik olarak durmaktadir. Nitekim dinamik bir siireci ve devamlilik
21.03.2019 halini tanimlayan modernizm ve bir duraganlasma ve devam etmeme durumunu tarif eden

apokalips kavramlari, teknolojik iletlemeler ile paralel olarak daha hissedilir ve daha kiiresel
bir hile birinen savaglar ve kimyasal felaketler gibi buyiik 6l¢ekte yikimlara sebep olan

Article Info olaylar ile beraber, mekanin sonuna da isaret etmektedirler. Bu makalede “apokaliptik
. modernizm” kavrami, yirminci ylzyil distinsel eserleri tizerinden gelistirilecek kavramsal

Date submitted: . . . . .
yaklastm ve bunu 6rneklendirme adina, bilim-kurgu eserlerinin, karsilastirmali edebiyat

15.01.2019 . < . . .

yaklasimiyla, tematik olarak degerlendirilmesinden hareketle bir tanima kavusturulacak ve

Date accepted: . N L . . .
11.02.2019 boylece mekanin sonu tabiri ile hem sona eren hem de yeniden baslayan bir mekansal
e kosulu tarif eden bir kavram olarak incelenecektir. Béylece, yirminci ylzyil modernizminin
Date published: o g . ’ . o
21.03.2019 aslinda apokaliptik bir nitelik gOsterdigi, bu makalenin olusmast adina secilen bu iki

kavramin birbitleriyle kol kola bir gelisme izledigi vurgulanacaktir.

Anahtar Kelimeler: Apokaliptik modernizm, bilim-kurgu, mekan, karsiastirmali edebiyat.

APOCALYPTICAL MODERNISM, SCIENCE-FICTION AND THE END OF PLACE
Abstract

Apocalypse, as a notion that designates an end, and modernism, as a notion that signifies a process of being “new”,
are two key terms that are set to describe, on one hand, the destructive and re-constructive aspect of the twentieth
centuty, on the other hand, the environment and conditions that have provided an opportunity of development for
the science-fiction works which offer hypothesis regarding this dynamic circle of destruction and re-construction.
Modernism, which is supposed to be used in describing a state of progress and newness, alongside with apocalypse
which indicates an end of progress, seems to be a term to define, in an appropriate and comprehensive manner, the
paradoxical and contradictory aspect being characteristic to the technological era. Those two notions -modernism,
which defines a dynamic process and a state of continuity, and apocalypse, which describes a situation of discontinuity-
denote correspondingly the end of place as a result of occurrences like wars and chemical catastrophes which, in parallel
to technological progress, produced a more global and stronger impact and became more destructive. In this article
the term “apocalyptical modernism”, after a conceptual approach due to theoretical works, and a comparative thematic
evaluation thanks to science-fiction works, will acquire a definition to give way to discuss the question of end of place
in terms of being a reality that refers to a spatial condition which ends and re-begins continuously. In this respect, a
consideration concerning circumstances of the twentieth century will expose the apocalyptical character of that period
as well as the coextensive development which is related to those two notions selected as starting points for the
development of this article.

Keywords: Apocalyptical modernism, science-fiction, notion of place, comparative literature.

“ Bu makale, Prof. Dr. Eric Dayre danismanliginda tamamlanan “Le modernisme apocalyptique en science-fiction” (Bilim-kurgu
esetlerinde apokaliptik modernizm) adlt Yiiksek Lisans tezinden tiretilmistir.
! Dr., Eskisehir Osmangazi Universitesi, Karsilastirmalt Edebiyat Béliimii, aimamoglu@ogu.edu.tr.
ORCID 0000-0003-3509-066X
12
Cilt2 / Say1 1
Mart 2019


mailto:aimamoglu@ogu.edu.tr

MOLESTO: Edebiyat Aragtirmalar1 Dergisi

MODERNISME APOCALYPTIQUE, SCIENCE-FICTION ET LA FIN DE
L’ESPACE

Résumé

Apocalypse, notion désignant une fin, et le modernisme, notion qui signifie un processus de devenir “nouveau”, sont
deux termes-clés susceptibles de décrire, d’une part I'aspect détruisant et reconstruisant du vingtieme siécle, d’autre
part la possibilité de développement qu’ont procurée I'environnement et les conditions particulieres pour la création
des ceuvres de science-fiction offrant des hypotheses par rapport a ce cercle dynamique de destruction et
reconstruction. Modernisme, censé a décrire un état de progres et de nouveauté, aux cotés de I’apocalypse qui indique,
elle, 1a fin du progres, semble étre un terme propre a définir, de maniere convenable et compréhensive, le caractere
paradoxal et contradictoire de I'ére dite technologique. Ces deux notions -modernisme qui définit un processus
dynamique et un état de continuité, et apocalypse qui désigne une situation de discontinuité, dénotent d’une facon
correspondante la fin de espace en tant que conséquence des événements comme guerres ou catastrophes chimiques
qui, parallelement au progres technologique, ont été capable de produire un impact plus global et plus retentissant et
sont donc devenues plus destructrices. Dans cet article, le terme “modernisme apocalyptique”, a la suite d’une approche
conceptuelle qui sera réalisée grace aux travaux théoriques, et une évaluation thématique due aux travaux de science-
fiction choisis, va acquérir une définition qui va donner lieu a discuter la question de la “fin de espace” comme une
réalité faisant référence a une condition de lieu qui, continuellement, se termine et recommence. Ainsi, une
considération concernant les circonstances du vingtiéme siécle va démontrer le caractere apocalyptique de cette période
aussi bien que le développement coextensif de ces deux notions prises comme points de départ pour le développement
de cet article.

Mots-clés : Modernisme apocalyptique, science-fiction, notion d’espace, littérature comparée.

Girig

Fransizcaya Yunancadan gecmis olan ve bu makalede Turkce “apokalips” karsiligiyla
kullantlacak apocalypsé’ tetimi dinsel terminolojide “kiyamet” olarak, daha genis anlamda “diinyanin

sonu”, en genis cercevede ise “son”

olarak tanimlanmaktadir. Apokalips, var olan bir dizenin
sonuna, sona ermesine, kendisini tamamlamasina isaret etmektedir. Bu tabir araciligi ile bir stirecin,
bir olgunun, bir var olma halinin tamamlandigini belirtmek, bu sona bir tanim getirebilmek amaci
gudilmektedir. S6z konusu terimin anilan bu islevinden hareketle, bu makalede, “apokaliptik™ tabiri

ile “sonu getirecek felaket ile ilgili olan” seklinde bir niteleme amaglanmaktadir.

Modernizmin apokaliptik olarak nitelendirilmesindeki yonelim ile ilgili olarak ise 6ncelikle

modernizm ile neyin kastedildigine deginmek geregi ortaya ¢itkmaktadir. Modernizm, en yalin ifade

2 Apo- (uzak) ve calypsis (saklamak, gizlemek) s6zciiklerinden tiiretilen apocalypse, saklamlanin, gézle gérillmeyenin ortaya
ctkmasy, ifsa olmast anlamina geliyor.

Kaynak: CNRTL  (Fransa Ulnsal ~ Metin ~ ve  Siglik Veritabans). “Apocalypse”  maddesi.
http://www.cnrtl.fr/definition/apocalypse/ Erisim Tarihi: 25.12.2018.

3 Kaynaklar:

1. Le Petit Robert Dictionnaire (1989).“Apocalypse” maddesi.

2. Larousse  Fransizea — Elektronik — Sozlik.  “Apocalypse”  maddesi.  https://larousse.fr/dictionnaires
francais/apocalvpse/4522°q=apocalypse#4506/ Erisim Tarihi: 25.12.2018.
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ile modern olma strecini tanimlayan bir terim olarak kabul edilebilir. Bir devamlilik, dinamik bir
durum halini tarif eden modernizm kavrami, Fransizca kokenli modernisme sézcugune kaynak olan
ve “eski”, “antik” sozciiklerine karsilik olarak “yeni”, “yakin zamana ait” anlamlarina gelen moderné’
kelimesinden gelmektedir. Peter Childs, Modernism adlt eserinde, modern-olma siirecini tanimlarken,
modernizmin karakteristik 6zelliklerini ayrisma ve yeniden yapilanma (disintegration and reformation),
parcalanma ve hizli degisim (fragmentation and rapid change) ve kalict olamama (ya da gegicilik) ve
guvensizlik (ephemerality and insecurity) olarak siralamaktadir. (Childs 2008, 16) O halde, yukarida
bahsedilen iki terimin anlam alant g6z 6nitinde bulunduruldugunda, bu makalenin baslhiginda yer

alan apokaliptik modernizm kavramu ile, sonu getirecek felaket ile kosut giden bir modernlesme,

bir modern-olma stireci kastedildigi séylenebilir.

Bu noktada altint gizerek belirtmek gerekiyor ki, bu makalede kastedilen anlamiyla ve
kavramsal butiinligiyle apokaliptik modernizm, mekan olgusu ile dogrudan iligkili bir durumu
nitelemektedir. Zira sonu getirecek felaketin, yani apokalipsin kendini dogrudan hissettirmesi,
algilanabilir bir gerceklik halini almasi mekansal gerceklikten ayri diisintlemeyecek bir durum tegkil
etmektedir. Bir baska deyisle, modernizm ve apokalips, mekan gercegi ile beraber algilanabilir,

kavramsal bir sekil almaktadir.

Yine modernizm ile ilgili olarak, ti¢ boyutlu bir zaman fikri kendini gostermektedir.
Baslangic, simdi ve son olarak isimlendirilebilecek bu ¢ok boyutlu durum, mekan gerceginin yan
sira bir stire¢ olma yontyle de dikkat ¢ekmektedir. Gegmisin uzantist olan bir siirecin sonunu
dillendirmek amact ile meydana getirilmis apokalips s6zctigii, bahsedilen ti¢ boyutlu zamani belirgin
hale getiren bir anlamsal igerige sahip olarak, baslangic, simdi ve son kavramlarina kendine 6zgilik
durumu edindirmektedir. Oyle ki, dinsel arka plant olan apokalips tabiri ile alakalt olarak Incil’de,
Yeni Ahitin “Apokalips” olarak da adlandirilan “Vahiy” isimli son bélimiinde, Isa Mesih’in,
mesajint iletmek i¢in, gonderdigi melegin Yuhanna’ya soyle seslendigi nakledilmektedir: “Korkmal
1l ve son Ben’im. Diri Olan Ben’im. Olmiistiim, ama iste sonsuzluklar boyunca diriyim. Oliimiin
ve Oliler diyarinin anahtarlart bendedir. Bunun i¢in gérdiklerini, simdi olanlart ve bundan sonra

olacaklart yaz.”” Buradan da anlagilabilecegi {izere, apokalips kavrami “son™u isaret ederek,

4+ Kaynak:  CNRTL  (Framsa  Ulnsal ~ Metin ~ ve  Sozhik  Veritabany).  “Moderne”  maddesi.
http://www.cnrtl.fr/definition/moderne/ Erisim Tarihi: 25.12.2018.
> Incil (Yeni Abit), 1:17-19. https://incil.info /kitap /Vahiy/13/ Erisim Tarihi: 25.12.2018.
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baslangic ve simdiye de ayirt edici bir karakter kazandirmis olup, zamani ti¢ boyutlu bir kavrama

donisturmektedir.

Inceleme alant yirminci yiizyil olan bu makalede, apokalips ve modernizm kavramlarinin
beraber meydana getirdikleri bir tanimlama olarak dustinilen apokaliptik modernizm terimi ¢ikis
noktast olmak tizere, s6zii gegen yuzyila ait yapitlarin iceriklerinden hareketle, kavramsal, anlamsal
ve tematik odakli bir ¢alisma amaglanmaktadir. Bu sayede, gectigimiz ylizyil igerisinde, ge¢mis ve
simdiden hareketle, modernizm tzerine degerlendirmeler ve tespitler ileri siiren dustnirlerin
fikirleri 1s181nda, bu galismanin basligina ismini veren s6z konusu kavramin daha iyi anlagilabilmesi
adina kavramsal bir yaklasim gerceklestirilecek, bunun ardindan, ayni kavramin kurgusal ve sanatsal
boyutuna deginilmek tzere yirminci yiizyil trinleri olan ve simdiden hareketle gelecege dontk
perspektifler sunan bilim-kurgu eserlerinden alintillar yapilacak ve buna paralel olarak “mekanin
sonu” tabiriyle neyin kastedildigi anlasilacaktir. Bu baglamda, ilk olarak, modernizm kavrami
tzerine elestirel yaklasimlar araciligiyla bu kavramin anlam alani genisletilecek, daha sonra onun
apokalips, son, baslangic, mekan ve zaman olgular ile olan iliskisi hem tanimlamalar hem de
kurgusal Orneklendirmelerle yorumlanacaktir. En nihayetinde, elde edilen bulgular araciligiyla,
apokaliptik modernizm teriminin, yirminci yuzyilin modern anlamda gerceklesmis deneyimlerini ve
bu deneyimlerden hareketle 6ngorillen modern diinya halini tanimlamaya uygun bir terim oldugu

ortaya cikarilacaktir.

Modernizm ve apokalips iliskine dair yaklagimdan hareketle, apokaliptik modernizm
tzerine kavramsal acilimlarin yer alacagt “Apokaliptik Modernizm” basliklt birinci bélimde, sona
ortam hazirlayan modern kosullara dair disinsel yaklasimlara yer verilerek, bir kavram olarak
apokaliptik modernizm teriminin dinamikleri daha belirgin hale getirilecek ve bu terimle nasil bir
modernizm olgusunun kastedildigi anlatilacaktir. Apokaliptik modernizme zemin hazirlayan
kosullarin 6n plana gikarilacagt birinci bolimiin ardindan, “Mekanin Sonu” baslikli ikinci bélimde,
tarif edilen modernizm stirecinin sebep oldugu “son” ve bu sondan sonra nasil bir modernizm
sureci ortaya ctkabilecegi, kurgusal eserlerden alintilanacak pargalar araciligiyla acikliga
kavusturulacaktir. Bu asamada, apokalips sonrast yeni baslangici anlatmasi nedeniyle yirminci ytizyil
bilim-kurgu eserleri olan, Fransiz yazar Robert Metle tarafindan kaleme alinan Malevil’ ve apokalips

sonrast modernizmin ilerlemis bir versiyonunu sunan ve Amerikali yazar Robert Silverberg

6 Tl bastm yili: 1972.
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tarafindan kaleme alinan The World Inside’, kurgusal hipotez baglaminda, ikinci bolimde

basvurulacak iki temel kaynak olacaktir.

Bu makalenin icerigine sekil verecek birinci ve ikinci bélimde sunulacak bilgi ve yorumlar
araciligiyla, deneyimlenmis kosullardan hareketle gerceklestirilecek kavramsal bir tanimlama ve
deneyimlenmemis bir zamana dair kurgusal bir degerlendirme ile kavramsal anlamda mekanin
sonunun ne gsekilde meydana geldigi ve aslinda apokaliptik modernizm baglaminda mekanin
sonunun gercekten bir son olmadigl, yalnizca stregelen bir modernizm strecinin kendini
tamamlayip yeni bir modernizm siirecine gecisi tarif etme amach bir tabir oldugu gosterilmeye
calistlacaktir. Dolayisiyla, apokaliptik modernizm s6z konusu oldugunda, mekan kavraminin
kesinlikle biten, bitebilecek bir sey olmadigi, modern-olma ile beraber durmadan yenilenen ve bu
yenilenmeyle beraber yeni bir karaktere buirtinen ve ayni zamanda yeni bir sona dogru giden bir

gerceklik/yeni gerceklik oldugu vurgulanacaktir.
Apokaliptik Modernizm

En 6nemli yapitlarinin bu donemde yazilmis olmasi ve icerigine asli kaynak teskil eden
teknolojik ve sosyal gelismeler dolayisi ile bilim-kurgu esetleri agisindan yirminci yuzyil en verimli
cag olarak nitelendirilebilecek bir dénem olarak 6n plana ¢ikmaktadir. Iki buyiik diinya savast,
nukleer felaketler, robotik teknoloji ve uzay teknolojisi alanlarinda meydana gelen ilerlemeler, bu
gelismelerin iki farklt yliziini ortaya koymaktadir. Aynit gelismelerin, insani ve mekani daha 6nce
hi¢ olmadigr kadar hizli bir degisime, doniisime maruz birakmast yine bu dénemin modern-olma
6zelligini yansitan 6nemli bir husus olarak kendini géstermektedir. Bir diger deyisle, yirminci yiizyil,
hizli teknolojik gelismeler ile beraber, diinya tarihinin en buytk savaslarina, yitkimlarina neden olan
ama Ote taraftan yine ayni gelismeler sayesinde insanlarin hayatlarint hi¢ olmadigt kadar kolaylastiran
ve onlara daha hizli degisen ve dontsen yeni bir dinyanin gercekligini sunan sartlari temsil

etmektedir.

Fransiz dustinir Gustave Le Bon, yirminci yuzyili, bu donemde ortaya ¢ikan ilerlemeler ve
calkantilar dolayistyla, bir dinyanin sona erip bir bagska dinyanin basladigi bir dénem olarak
tanimlamaktadir (Le Bon 1927, 7). Bir sosyologun gbztinden sunulan bu tanim, “bir baska diinya”

ile kastedilen seyin, hem insani hem insan-6tesi (teknik, teknolojik, bilissel) boyutunu

7 Tl bastm yilt: 1971.
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hatirlatmaktadir. Modernlesme ile beraber degisen, yenilenen zaman ve mekan algisi, sézi edilen
“baska” olma durumunun iki esaslt bilesenini bize sunmakta, bu iki algt tizerinden modern-olma

durumu ¢ok daha somut bir zemine kavusmaktadir.

Apokalips yani son fikrine rastladigimiz bilim-kurgu yapitlari, bir baska diinyanin nasil bir
zamansal ve mekansal nitelige sahip olabilecegi tizerine 6nermelerde bulunmaktadir. Bu baglamda,
yazar Ugo Bellegamba, bilim-kurguyu “ince bir melezlestirme c¢abasinin trtind” olarak
tanimladiktan sonra, “simdinin meselelerinden alegori yoluyla bahsetmek icin ge¢misten beslenerek
gelecek zamanlart kesfe cikan” bir ugras olarak degerlendirmektedir®’. Gelecek fikrini, merkezi
hipotetik meselesi haline getiren bilim-kurgu, heniiz yasanmamis zamana dair 6nermelerini
bugtiniin sartlart ve ge¢misin bellegini hesaba katmak suretiyle okuyucunun algisina sunmaktadir.
Zamanin melez bir olguya devsirilmesi noktasi ile paralel olarak filozof Nicolas Berdiaeff ise, ge¢mis
ve simdiden hareketle, hayatin itopyaya dogru yol aldigini ifade etmektedir (Huxley 2008, xxxix).
Utopya, heniiz ulasilmamis ancak ulasilmaya dogru gidilen bir modernizm halini tanimlamakta,
ulagilan her varsayimsal modernizm, iitopyanin yeni bir forma biirinmesine neden olmaktadir.
Apokaliptik modernizm, yani modernizmin apokalips fikri ile sonu getirecek felakete dogru
ilerlemesi stiphesiz bu fikirle 6rtismektedir. Zira son olan apokalips, yani sonu getirecek felaket,
apokaliptik karakterde olan modern-olma halinin ortaya ¢itkmasi ile birlikte modernizm siirecinin

iki ucunu temsil etmektedir.

Modern-olma apokalipsle bitip, apokalips ile baslamaktadir. Bir baska ifadeyle, modern-
olma streci ile paralel bir yol izleyen apokalips fikri, s6z konusu modernizm siirecinin sonunun
nasil olacagina dair isaretler de tagtmaktadir. Bu son, titopik bir son karakteri gostermektedir, yani
en basit tabir ile, hentiz gerceklesmemis olan, gercekdist bir son hipotezi icermektedir. Simdiyi
tanimlayan, bunu etkilemekte olan sartlar, bu hipotetik sonun nasil olabilecegine dair ileriye doniik
fikir ve izlenimler vermekte ve bu fikir ve izlenimlerin somut hali olarak bilim-kurgu esetleri, titopya
tzerine bir resim sunarak, onun gercek-olabilirligini degerlendirmektedir. Bahsedilen itopya,
apokalips sonrast bir diinya resmi olup, bu diinya, yeniden modern-olma egilimi ile beraber yeniden
apokalipse dogru ilerlemeye baslamaktadir. Bir baska deyisle, modernizm fikrinin etkisiyle,
yasanilan mekant algilayista yeni bir baslangici temsil eden yeni dinya yeni bir sona dogru

ilerlemektedir.

8 Kaynak: www.ugobellagamba.com /histoire (p.3)/ Erisim Tarihi: 03.11.2010.
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Yeni bir baglangic fikri ile iliskili olarak deneyimlenen son, artik baglayict bir gerceklik
olmaktan ¢tkmakta, yeninin, modern-olmanin verdigi motivasyon ile insan, gelecege odaklanir hale
gelmektedir. Boylelikle, bir felaketin mekansal gercekligini ardinda birakip, o felaketin kiillerinden
yeni bir diinya kurma eylemine gecmektedir. Insanin bu egilimini Yunanca “anastilosis” sézciigii ile
de tanimlamak mimkindir. Zira bu terim, harabe halini almis bir yapinin, yine bu harabe kalintilart
kullanilarak yeniden inga edilmesi durumunu isimlendirmek icin kullanilmaktadit’”. Bu tanimla
paralel olarak, felakete ugrayip “sonlanan” dunyay: yine insa etmeye calisan insanin yeniden
kurdugu yeni diinyayi, ad1 gecen kavramin kastettigi anlamdan hareketle diisinmek, apokaliptik
modernizm ile kastedilen mekansal gerceklik fikriyle ortlismektedir. Zira burada, bir sonraki
bolimde daha iyi irdelenecegi tizere, apokaliptik modernizm, insanin yikima ugrayan, sonlanan

mekani devamli surette yeniden insa etme istegiyle bagdasan bir modernizmi isaret etmektedir.

Apokalips ile beraber, ge¢misin yikintilarindan, simdiki zamant bir gegis evresi olarak
kullanmak sureti ile gelecege dontik olarak bir baska diinya kurma egilimi dogmaktadir. Burada altt
cizilmesi gereken hususun, bu anastilosis siirecinde ge¢misin sadece gelecegi insa etmek igin islev
gordigi, dolayistyla gelecek tGizerinde aktif bir rol oynamadigi, oynayamayacagi noktast oldugunu
dile getirmek geregi ortaya ¢tkmaktadir. Gegmisin bilgi birikimi ile ilerlemesini daha hizl bir ritme
sokan insan, teknik ve teknolojik ilerleme noktasinda harc olarak kullandigr geemisi, gecis
surecinden sonra son halini alacak yeni mekanda taninmayacak bir sekle sokmakta, onu boylelikle

gelecege devsirmis olmaktadir.

Gelismeyi, ilerlemeyi er ya da ge¢ sonu gelecek bir siirecle es tutan René Guénon’a gore,
her tirli gelisme, kacinilmaz olarak, ona kaynak teskil eden 6zden devamli olarak bir uzaklasma
egiliminde olup, tipkt yercekimine kapilmis insan bedeni misali, en tist noktadan baslayip en dibe
dogru durmaksizin artan bir hizla yol almaya baslayarak ve en sonunda bir durma noktastyla karst
karstya gelerek kendini tamamlamaktadir (Guénon 1990, 5). Dolayistyla, bir gelisme siireci olarak
her modern-olma girisimi, ¢ikis noktasindan uzaklasarak gelismekte ve bitmektedir. Boylece,

baslangic son ile, ge¢mis de gelecek ile tamamlanmis olmaktadir.

Felaketi getirecek son fikri ile o sona dogru ilerlemekte olan insan agisindan tedirgin edici
bir karaktere biriinen zaman algist, apokaliptik modernizm ile aynt baglam igerisinde

dustntlebilecek agiklayict bir unsur olarak dikkati ¢ekmektedir. Tedirgin edici bir atmosfer

9 Kaynak: Nouveau Larousse encyclopédigune (1998). “Anastylose” maddesi.
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igerisinde yagamini siirdiren ve bu durumda modern-olmaya devam eden insan, apokaliptik
modernizm stirecinin bir sekilde parcast olmakta, kiiresel ve kitlesel etkisi noktasinda kaginilmaz bir
olgu olarak ileri stirilebilecek modern-olma siireci, kendisine ayak uydurulmasinit hayatin bir geregi
kilmaktadir. Cagin getirdigi, besledigi tedirginlikle eszamanli olarak, zamaninin kosullarina ayak
uydurma halinde bulunan modern-olan insanin, hiz tarafindan manipile edildigini ifade eden
Fransiz distnir Jacques Ellul’e gore, hiz modern-olan insanin hayatina yon vermekte ve onu
boylelikle modern hayata adapte olmaya zotlamaktadir.”"’ René Guénon’a gore ise “modern ¢agin
en belirgin 6zelligi, durmak bilmeyen bir hareketlilik, devamli surette bir degisim, durmadan artan
bir hiz ve bu hizla gelisen olaylara olan gereksinim” seklinde ortaya ¢tkmaktadir (Guénon 1990, 17).
Ellul ile 6rtiisen bir tespitte bulunan Guénon da modernizmi hiz olgusu tizerinden analiz ederek,
modern ¢ag diye isimlendirilebilecek zamanin, ki bu i¢inde bulunulan ¢agr tanimlayan kosullar g6z
6ntinde bulunduruldugunda bugiin icin de gegerli kabul edilebilir, insanlarin hayatint hiz faktori ile

tesiri altina aldigt ve boylelikle ona yon verdigini belirtmektedir.

Hiz faktoriinin yon verdigi insanin igerisinde bulundugu manipiile edici kogullar
hususunda, Victor Monod, modern-olan insanin en gbze c¢arpan Ozelligini, “6zgurligine dair
kaleleri elinden alindiktan sonra digetleriyle ortak yasamin bir pargast olmaya mecbur kalmasi, yine
bu ortak yasamun prensiplerini benimsemek durumunda olmast ve ancak bu sekilde var oldugunu
hissedebilmesi” olarak belirtmektedir (Monod 1935, 168). Modern-olma surecinin, hizin etkisiyle,
insanlart gevresine, bu cevre tarafindan kabul géren yasam tarzina uymaya zorladigini, dolayistyla
da kitlesel, toplumsal bir karakter tasidigini vurgulayan bu bakis acisi, apokaliptik modernizm
cercevesinde disunuldiginde, modernizm gibi apokalipsin de toplumsal 6l¢ekte bir etki potansiyeli

icerdigini telaffuz edebilmemize olanak saglamaktadir.

Hiz olgusu, apokaliptik modernizm fikri ile glicli derecede bir bagdasiklik icinde
bulunmaktadir. Nitekim modern-olma siireci olarak adlandirdigimiz durum, teknolojik gelismeler
ile dogru orantilt olarak, devamli bir yiikselme egiliminde olan bir hiz ile evirilmeye devam
etmektedir. Hiz, apokaliptik modernizmin normallesmesi, insanin ona daha kolay bicimde ayak
uydurma konumuna girmesine de yardimet bir faktér olmaktadir. Tlerlemeyi bir hayat tarzi olarak
benimseyen ve ona ayak uydurmaya c¢alisan insan, hizin ve toplumsalligin normallestirici etkisiyle,

bu modern yasama tarzinin sebep oldugu ya da bu modern yasama tarzina sebep olan apokaliptik

10 Kaynak: La trabison de la technologie (1992). Jacques Ellul ile Jan van Boeckel tarafindan yapilan roportaj.
http://www.ckouter.net/la-trahison-de-la-technologie-par-jacques-ellul-1550/ Erisim Tarihi: 26.12.2018.
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boyutu modern-olma siirecinin yadirganmaktan uzak bir parcast olarak gérmeye baslamaktadir.
Hizla ilerleyen zamanin ve degisen, yenilenen mekanin pargast olarak, modern yasama tarzini
6ziimseyen modern-olan insan, degisimi, bir diizenden farkli bir diizene gegisi, bir donemin bitip
baska bir donemin baslayisint olagan gelismeler olarak kabullenmektedir. Bu noktada, Bernard
Charbonneau, teknolojik ve teknik gelismelerin, insanlarin tedirgin olmasina neden olan faktorlerin
de ¢6ziimi oldugu hissini yarattigini dile getirerek (Charbonneau 1991, 156), teknolojik gelismeler
yuzinden tedirgin edici bir hal alan modern ¢agin yine teknolojik gelismeler sayesinde bu halden
kurtulabilecegi paradoksunun, modern-olan insanin mekan ve zaman algisinda belitleyici bir
pozisyonda oldugu fikrini vermektedir. Buna gore, apokalipse neden olacak modern kosullar ayni
zamanda apokalipse care olarak kendini gosterip, kabul ettirmekte, bu da modernizm strecinin

apokaliptik boyut olmaksizin gerceklesemeyecegi izlenimini vermektedir.

Hizla ilerleyen modern ¢ag ve bu hizin dogurdugu kosullar, felaket getirecek sonun, yani
apokalipsin de gerceklesme ihtimalini 6ne ¢eken bir faktor olmaktadir. Devamli olarak yiikselen bir
trend izleyen hizin gidiimledigi modern-olma siireci, yeni bir modernizm siirecinin baglamasi adina,
ortaya ¢tkan yeni kosullari kabullenmede bir nevi arabulucu roli oynamaktadir. Bahsedilen kosullar,
bir yandan yasanan sonlarin sayisini artirirken, sonun sebep oldugu yeni diizen baslangiclarinin da
ayni yonde artisina neden olmaktadir. Bu sonlar ve baslangiclara sahne olan yirminci yiizyil,
modernizm ve onun hizli ritminin bir par¢ast olan modern-olan insanin, bir yandan yeni kosullara
daha hizli ayak uydurmasint kaginilmaz hale getirirken, diger yandan, bir diizenin bitmesine ve onu
takip eden yeni bir diizenin baslamasina daha siradan bir gériiniim ve karakter kazandirma durumu

gostermektedir.

Bu bolimde yer verilen ve modernizmi ve modern ¢agi analiz etmeye ve yorumlamaya
yonelik dustinsel yaklasimlar, apokaliptik modernizme kavramsal bir temel olusturmus olup, ikinci
bolimde, edebiyatgt kimlikleriyle, bilim-kurgu yazarlarinin kaleme almis oldugu ve okuyucuya
sundugu kurgusal eserlerin igerikleri tizerinden gelistirilecek tematik bir yaklagim ile yer verilecek
hipotetik 6rneklendirmelerle, apokaliptik modernizm ve onun mekan ile olan iliskisi, referans olarak
alinan edebi metinlerin karsilastirmasi tzerinden irdelenecektir. Bu sayede, heniiz gerceklesmemis
bir zamana dair olarak kaleme alinmis, apokaliptik modern-olma siiregleri tizerine varsayimsal
6nermelerde bulunulacak ve bu bolimde yapilan alintilar araciligi ile deginilen ge¢mis ve simdiki
zaman boyutlartyla beraber, gelecek zamana dair bir degerlendirme gerceklestirilerek, apokaliptik

modernizmi tanimlayan ti¢ zamanl boyut tamamlanmis olacaktir.
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Mekanin Sonu

Yirminci yuzyllda meydana gelen ve apokalips olarak niteleyebilecegimiz kiresel ¢apta
etkiler yaratan dinya savaslari ve Hirosima ve Nagazaki’de meydana gelen nikleer saldirilar, bu
felaketler sonrast ortaya ¢ikan yeni diizenler, bu felaketlerin tekrarlamasina sebep olabilecek
teknolojik sartlarin, evirilerek, bu yeni duzenlerde kendine yer bulmaya devam etmesi, bir taraftan
yirminci ylizyil tanimlayan modernizmi apokaliptik olarak degerlendirebilmemizi, diger taraftan
bilim-kurgu eserlerine, ¢izdikleri Gtopyalarda, esin kaynagt oldugu yargisina varmamizi mimkiin

kilmaktadir.

Yeni bir modernizm siireci ancak son ile baslayabilmektedir. Bununla ilgili olarak, bir bilim-
kurgu eseri olan 1955 tarihli Amerikan yapimi Day The World Ended isimli filmin baslangicinda yer
alan 6n bilgilendirme nitelikli su ibare apokaliptik modernizm ¢ergevesinde sonun, aslinda bir
baslangic oldugu dustincesini desteklemektedir: “Gérmek tizere oldugunuz sey muhtemelen hicbir
zaman gerceklesmeyecek, ancak icinde bulundugumuz bu tedirgin edici ¢agda bir uyari niteligi
tagtyor. Hikayemiz... SON ile basliyor!” Son kelimesine yapilan vurgu ve izleyiciye “uyart” niteligi
tastyan varsayimsal bir resim, birditopya sunma, her zaman bu denli actk ifadelerle olmasa da, bilim-
kurgunun yansittigt diinyanin okuyucuya sunulus tarzi ile alakali olarak karakteristik bir tutumu
isaret etmektedir. Bu varsayimsal ve kurgusal resmi apokaliptik bir projeksiyonla sunan bilim-kurgu
yapitlari, modernizmin sebep olabilecegi muhtemel felaket senaryolart tizerine yeni bir diinyanin
nasil olacagy fikri meselesini merkezine koymakta ve bu tutumuyla, zamansal boyut bahsinde gectigi
gibi, gelecege doniik bir mekansal gerceklik hipotezi gerceklestirmis olmaktadir. Bu baglamda,
George Orwell’in 7984, Ray Bradbury’nin Fabrenbeit 451, Aldous Huxley’in Brave New World, René

Barjavel’in Ravage adli eserleri bu tarzda kaleme alinmis eserler arasinda anilabilir.

David Sicé bilim-kurguyu, olaganistiiniin hayali ve gelecege dair korkunun birlesimi olarak
tanimlamaktadir'!. Bilim-kurgu esetletinin, 6zellikle gelecegi éngoren ve realist gelerden hareketle
meydana getirilen eserlerin, gelecek zamana yonelik hipotezleri ve mekansal gerceklik varsayimlari,
stphesiz, bu edebi kurgu sahasinin en karakteristik 6zelliklerinden en géze ¢arpani olarak kendini
gostermektedir. Yirminci yiizyil ile birlikte, olaganistii olant hayal etme ve bu hayalin géturdigu

yeni diizen fikirlerinden yola ¢tkarak, olmast muhtemel felaket senaryolarindan korkma ikilemini

W g Science-Fiction Passé, Présent et Avenir (31 Ekim 1995).
Kaynak: http://www.davonline.com/decouverte/SFpassepresent 2ed.pdf/ Erisim Tarihi: 26.12.2018.
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deneyimleyen, kurgulayan bilim-kurgu, apokaliptik modernizmi anlamada ve yorumlamada

aciklayict unsurlar barindirmaktadir.

Yirminci ylzyilda meydana gelen apokaliptik olaylar, gelecege dair bakisin korku duygusu
ile gelismesine sebep teskil eden bas etmenler seklinde kendini géstermektedir. Kiresel savaslar ve
kitlesel 6lumler neticesinde yarina dair soru isaretleri, ileri zamana ve mekana dontk senaryolar
gelistirme egilimi, apokalips ihtimalini de yaninda siiritkleyen modern-olan teknolojinin hayran
birakici/merak uyandirict ve ayni zamanda korku besleyici olmak tizere bitbiriyle ¢elisik gériinen
iki tarafli gelisim siirecinin uzantilari olarak kabul edilebilecek unsurlar olmaktadir. Bir yandan,
modern-olan diinyada meydana gelen teknolojik gelismeleri hayranlikla izleyen insan, Ote taraftan,
ayni siirecin pargast olan diger teknolojik gelismeler yiizinden bir tedirgin olma durumuna girmekte
ve bunun sonucu olarak, gelecege dair korku beslemeye baslamaktadir. Tam da bu noktada bilim-
kurgu, gelecek zaman ve mekan ihtimalleriyle, simdiki zamanin modern-olma kosullarint niteleyen
korku ve hayranligt edebl ve kurgusal diizleme tastyarak, okuyucuya, yani modern olma strecini
yasayan insana bir son ve bu sonun sebep oldugu baslangi¢ senaryosu sunmaktadir. Her bilim-
kurgu eserinde baslangica sebebiyet veren son farkli sekilde kendini gosterirken, yine her baslangic
kendine 6zgl, yazarin hayal gicl ile baglantidi bir diizen resmi, bir dizen gergekligi ortaya

koymaktadir.

Apokaliptik modernizm kavraminin edebi kurguya dayalt temsilini daha somut bir bi¢imde
irdeleyebilmek adina bu makale i¢in segilen ve apokalips sonrast olgunlagsmus bir yeni dinya
senaryosuyla okuyucuya ulasan Amerikali romanct Robert Silverberg’in The World Inside adli bilim-
kurgu eserinde apokalips, gecmisin surekliligini sekteye ugratan bir c¢esit devam-etmeme
(discontinuity) durumu seklinde tanimlanirken (Silverberg 2010, 117); apokalips sonrast yeniden
modern-olma siirecine heniiz baslayan bir insan grubunun hikayesinin anlatildigi ve Fransiz
romanct Robert Merle’in kaleme aldigi Malevz/ adli bilim-kurgu romaninda aynt durum bir kirilma
(cassure) olarak tarif edilmektedir (Merle 2010, 10). S6zi gecen kirilma ya da devam eden bir stirecin
sekteye ugramast durumu, ikinci bir baslangic Oncesi gecis evresi olmaktadir. Son ile yeniden
baslangict ayiriyormus gibi gérinen bu ara-dénem sayesinde son ile baslangi¢c arasinda uyuma
yardimct olucu bir gecis siireci yasayan insan, bu stirecin sonunda basladig1 yeni diinya deneyiminde,
yenilenen bir bellek, yenilenen bir mekansal gerceklik, yenilenen bir zamansal bitiinlik ile yeniden

modern-olan hayatina devam etmis olmaktadir. Yeni-olma motivasyonu sayesinde ge¢misle olan
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koprilerini atmaya baslayan, yikict ve yeniden insa edici 6zne vasfi ile insan, ancak bu yolla bir

gelecek kurmaya baslayabilir gériinmektedir.

Bilim-kurgu eserleri i¢in baslangi¢ ve son diyalektigi nemli bir yerde durmaktadir. Yeni bir
dinya fikri, “son” fikriyle siklikla bir bag icinde bulunmakta, 6yle ki yeni bir diinya, var olan, devam
etmekte olan bir stirecin bitmesine ihtiyac duymaktadir. Bu eski duzenle arasinda bir kesinti, bir
kirlma meydana gelmesi, eskinin tahakkiim potansiyelini de kirmakta ve yeni olana kendini
olgunlastirma, kabul ettirme alani yaratmis olmaktadir. Ancak bu sekilde yeni-olma en timel
bicimde gerceklestirilebilmektedir. Yani, eski diizenin apokalips etkisi ile pasiflestirilmesi,
gecersizlestirilmesi ve gecis siireci ile beraber baglanilan yeni diizen alternatifi sebebiyle geride
birakilmasi, yeni diinyanin “yeni” niteligini kazanmast adina vazgecilmez bir kistas niteligi
gostermektedir. Bu anlamda, bir diizenden digerine gecilmesinde yeni olanin, eski olanin gélgesinde
kalmayacak sekilde, olabildigince bagimsiz bir temel tstinde yikselmesi, onun gelecege doniik

olarak olgunlasmast adina gerekli bir durum izlenimi vermektedir.

Modernizmi, birbirini izleyen ve bir baslangici, bu baslangictan gittikce uzaklasan gelisimi ve sonu
olan modern-olma streglerinden meydana gelen bir biitinliik olarak ele alan yaklasim ile ilgili
olarak, Fahrenheit 451 adli romaninda, Amerikalt bilim-kurgu yazart Ray Bradbury, insanin yeniden
baslama kosulunu Ziumridianka kusu imajt ile actklamaktadir (Bradbury 2000, 188). Ad: anilan
kusun her yiizyilda bir kendini yeniden yakarak yeniden dogmast, ileride bahsedilecegi tizere, hem
insanin surekli olarak yeniden baslayan bir hayvan oldugu 6nermesini desteklemekte, hem de
yeniden baslamak icin bir stirecin sona ermesi gerektigi diisincesini akla getirmektedir. O halde
modernizm de aslinda, baslangicindan itibaren sona erecegi belli olan bir strecler dizisini
tanimlamaktadir. Yani modernizm, Zimridianka kusu misali, 6zini tanimlayan modernligi, yeni-
olmay1 hayatta (mekanda ve zamanda) tutabilmek adina killerinden dogmaya ihtiya¢ duymaktadir.
Nitekim modernizm ile ortaya ¢ikan apokaliptik kosullar, bir sona gidis stirecini kaginilmaz hale

getirmektedir.

Birinci boliimde yer verilen anastilosis kavrami ile bahsedilen yikilmis olanin yeniden insast
durumu, tipkt Zimridiianka kusu 6rneginde oldugu gibi, sona eren bir modern-olma siirecinin yeni
bir modern-olma siirecine yerini birakmast fikrini aciklar nitelik tasimaktadir. Oyle ki her modern-
olma sureci, baslangicindan itibaren bir sona dogru gitmekte ve bu sonun gerceklesmesiyle birlikte,
modernizm kendini yenilemekte ve bunu yeni bir modern-olma sireci seklinde

gerceklestirmektedir.
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Son ve baslangic fikrinin yon verdigi bilim-kurgu hipotezleri, bu iki unsur tizerinden
varsaydigt mekansal gercekligin yine bu iki unsuru nasil asimile ettigini, modern-olan insanin bakis
acisindan ve davraniglarindan hareketle yansitmaktadirlar. Buna gore, modernizm etkisiyle yeniden
baslayislar, dolayisiyla sona ermeler, insan hayatinin siradan bir parcasi, dogal bir yani gibi
gorilmektedir. Oyle ki, Malevi/ adli yirminci yiizyil bilim-kurgu eserinde Fransiz yazar Merle,
“Gegisler hayatta olmaz, yalnizca kitaplarda vardir onlar.” (Merle 2010, 315) seklinde bir ifade
kullanarak, yeniden baslama siirecinin insanin hayatinin ayr1 dusintlemez, tabil bir unsuru
oldugunu ifade etmektedir. Gegis donemi diye adlandirilabilecek donem ya da stireglerin gercek
hayatta karsiliginin olmadiginin altini ¢izen Merle, bu tiir siireclerin ancak kitaplarda, bir diizenden
bir diizene gecisi daha net ve belirgin gostermek adina, kendine yer buldugunu hatirlatmaktadir.
Yazar, bu sekilde bir stire¢ adlandirmast ve siuflandirmast araciligiyla, baslangic, son, yeniden
baslama gibi kavramlar kullanilarak ve tasvir edilerek, aslinda igerisinde gegisler barindirmayan ve
tek bir biitinden ibaret olarak tasavvur edilebilecek insan hayatinin zamansal ve mekansal olarak
yeniden bir yapilandirmaya maruz kaldigini bize diisindiirmektedir. Hayati zamansal olarak yeniden
yaptlandirma fikrinin ve bu fikrin barindirdig belirsizlik halinin, insanin diline de yansidigini ifade
eden Merle, “sonra” (aprés) sézcuguniin hem belirsiz simdiki zamani hem de varsayimsal gelecegi
isaret eden bir sozcik oldugunu dile getirmektedir (s. 10). Bu 6rnek, bir yandan, bilim-kurguyu
besleyen simdinin belirsizligi ve gelecegin varsayimi, diger yandan, baslangic kavraminin son
kavramint modernizm etkisiyle gecersiz kilmasi, asimile etmesi fikriyle de bagdasmaktadir. Nitekim
belirsiz simdinin uzantist olan hipotetik gelecek ve buna paralel olarak baslangicin uzantist olan son
(va da sonra), insan yasamt s6z konusu oldugunda, birbirlerini tamamlayan dolayistyla tiiketen iki
durumu tarif etmektedir. Bilim-kurgu, bahsi gecen iki durumu, mekanin sonunu daha algilanabilir
kilmak maksadiyla, ayr1 stirecler gibi gésterse de, modern-olan ya da modern-olmus insanin algist
noktasinda, yasamin dogal bir siireci bigiminde aktarmaktadir. Bu noktada, s6z konusu aktarimin

bilim-kurgu eserlerinde nasil gerceklestirildigine bakmak gerekmektedir.

Kiiresel ¢aplt niikleer bir felaket ardindan, Malevil adli bir satoda bulunan kigtk bir insan
grubunun, bu felaket haberini ve mevcut dizenin sona erdigini, daha sonra tamamen sessizlige
burtinecek kisa bir radyo yayiu sayesinde Ogrenmeleriyle beraber, yeni bir diizen kurma
girisimlerinin anlatildigt bir yirminci yuzyil kurgusu olan Malevifde, yazar, felaket anina degin
suregelmis mevcut mekanin “sona ermesinden” baslayarak, Malevil’de yeniden mekan yaratmaya
gecisi ve sonrasini, birbirini izleyen stregler olarak sunmaktadir. Apokalipsle baslattigi kurgusal

dunyasint yeniden modern-olmaya ilerleyis ile stirdiiren Metle, bu yeniden modern-olma kosulunu,
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kirsalda yasayan bir grup insanin yeni baslangic icin gosterdigi istek ve girisimler tizerinden

aktarmaktadir.

Sonu getiren felaketle altiist olan bir diizenin yerine, “strekli yeniden baslayan bir hayvan”
(Claudel 2007, 175) olarak insanin vakit kaybetmeden yeni bir diizen koyma egilimi, s6z konusu
mekan oldugunda, yasam alant olan mekani tanimlayacak kosullart belitfleme yolunda, son ile
beraber baslangic durumunun da ortaya ¢iktig gecis donemini karakterize eden modern bir tutum
olarak, sonun uzantist olan baslangicin, sonu gegersiz kilmasini, dolayistyla yasamin dogal seyrine,
mekansal ve zamansal gerceklik baglaminda kesintiye ugramaksizin, devam etmesini gézler 6niine
serer nitelikte bir durumu tanimlamaktadir. Malevi/de bu durum, kitabin basinda bahsedilen biiytik
caplt felaketin yerini, vakit kaybedilmeksizin, yeni mekan yaratma girisimine birakmast ve insanlarin
algisinda bu ilk olayin gercekliginin boylelikle etkisini kaybetmesi seklinde islenerek, yasamin dogal

seyrine devam etmesi fikri betimlenmis olmaktadir.

Tipkt insan yasami gibi, tek bir butiinsel gerceklikten ibaret olarak dustinilebilecek mekan
da, modern-olma sirecindeki insanin Ozne roliyle gerceklestirdigi deneyimsel eylemleri
dogrultusunda, strekli yeniden baslamaya kosutlu bir nesne durumuna girmektedir. Nitekim
apokalips sonrast yikilan, tahtip olan, gecerliligini yitiren mekan da kendini yenileme, yeniden
modern-olma strecine girmekte, bu stirecin dogal bir parcast olarak apokalipsin izlerini silmekte ya
da onlart sembolik, pasif bir role indirgemekte ve boylelikle daha 6nce eski diizenin mekansal
gercekliginin yiikseldigi yerde yeni bir mekansal gerceklik var olmaya baslamaktadir. Modern-
olmanin bir pargast olan bu yenilenme, tam da baslangicin sonu asimile etmesi fikrini destekler
bicimde, ge¢misin yeni-olmaya baslamayt engelleyici izlerinin, hem algisal hem de mekansal
anlamda, silinmesini gerekli kilmakta, bunlarin goérantrligini mimkin olabildigince aza

indirgemektedir.

Ote yandan, apokalips ile beraber yeni bir mekin yaratma siirecine giren insan, bir gegis
dénemi olan bu zaman dilimi boyunca, gelecegi gormekte zorlanabilmektedir. Nitekim Robert
Metle, eserinde soziini ettigi buytik felaketin ardindan, yeni bir hayat kurmaya calisan insanlarin
ruh halini, kitabinin hemen basinda, su sozciiklerle tarif etmektedir: “Bir kirllma oldu. Yizyillarin
ileriye dogru iletleyisi sekteye ugradi. Zamanin artik neresinde oldugumuzu, halen bir gelecegin olup
olmadigint bilmiyoruz.”(Metle 2010, 10) Bu 6rnekten de anlastlacagi tizere, yasanilan sonun etkisiyle
uzagl gormekte zorlanan, dolayistyla umutsuzluga kapilan Merle’in insan grubu, apokaliptik

modernizmin 6nemli bir baska boyutunu gézler 6nitine sermektedir.
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Modern-olan tedirgin edici ¢agda, bir son fikri ile beraber yasamak durumunda kalan insan,
beklenilen bu sonun ger¢eklesmesinin ardindan, hayatin devam edip etmeyecegi tizerine karamsar
bir izlenime kapilmaktadir. Bu “gecis donemi” ile ilgili olarak Merle, Malevifde bir bagka detay
vermektedir. S6yle ki, hayatin akisinin, apokalipsin hemen sonrasinda, yavasladigs belirtilen kitapta,
arttk atil duruma dusmus teknolojik aletlerin islevsizlesmesinin yarattigt boslukla beraber hayatin
ritminde hissedilir bir farklilik meydana geldigi dile getirilmektedir. Apokalips sonrast durumun,
“bu bir geriye gidis. Oyle ki bilgi ve teknoloji yok oldu. Insanin var olmasi artik daha biiyiik bir risk
ve tehdit altinda.” (s. 399) ifadeleriyle aktarildigi romanda, buna ragmen, zaman ilerledikee, yeni
modernizm yolunda segilecek yolun “bilim” merkezli olacagina kahramanlar tarafindan karar
verilmektedir (s. 635). Boylelikle, yeniden modern-olma stireci; apokalips, apokalips sonrast gegis
donemi ve en nihayetinde teknoloji ve ilerlemenin belirleyici oldugu ve yeniden bir sona dogru

evirilecek yeni bir yol se¢me ile kendini gergeklestirmis olmaktadir.

Apokalips sonrast yeni baslangicin nasil olabilecegi hususunda bir kurgusal hipotez sunan
Malevil kitabinin sundugu yeni diizen senaryosunun yant sira, bir bagka yirminci ylizyil eseri olan ve
Amerikali bilim-kurgu yazari Robert Silverberg’in kaleme almis oldugu The World Inside adli eserde,
okur kendisini yirmi dérdiincii ytizyilda bulmakta ve iki ytizy1l 6nce yasanmus bir apokalips sonrast
dinyanin nasil yeniden bir modern-olma yolu izledig anlatilmaktadir. Gegmise dair bilgilerin artik
neredeyse var olmadigt bu yeni dinyada, sézii edilen apokalipsin de ne oldugu tam olarak
bilinmemekte ki, kitapta betimlenen mevcut kosullar g6z 6niinde alindiginda, bilinmesinin de
mithim olmadigi anlasilmaktadir. Bu yeni mekan gercekliginde ge¢misle olan bagin kopmus oldugu,
en yalin sekilde, su sozlerle aktarilmaktadir: “Yeni diinyamizi ortaya ¢tkarabilmek i¢in ge¢misimizi
buytk bir istahla son pargasina kadar yedik.”(Silverberg 2010, 164) Yeni ile eski diinya arasindaki
iliskinin, apokaliptik modernizm baglaminda, nasil bir 6zellik gésterdigini dile getiren bu ifade ile,
birinci bélimde bahsedilen yeni diizen ile eski diizen arasinda gelisen ve yeni olanin kendini var
edebilmesi icin eski olant tikketmesi durumunu da destekler bir bakis acist getirilmis olmaktadir.
Burada “ge¢misi buytik bir istahla ve son pargasina kadar yemis olmak™ tabiri ile yeni diizende,
yeniden modern-olan yirmi dérdincii yizyl dinyasinda simdiki zamanin esas oldugu, ge¢misin
ortadan neredeyse tam anlamiyla kaldirildigr (ki gegmise dair kisith ve yuzeysel bilgi niiveleri bu
zamandan kalan tek seydir) ve romanin genel bir panoramast ¢tkarildiginda, gelecegin de aslinda
simdide bulundugu, zira simdiki diizenin ve hayat tarzinin bozulmadan, degisime ugramadan devam
etmesi gerektigi fikrinin hakim olmasindan 6tiiri, gelecegin ayri bir zamansal boyut teskil etmedigi

anlasiimaktadir. Dolayisiyla, Malevilde aktarilan apokalips sonrast yeniden modern-olmanin ilk
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evresine denk gelen gelecek kaygtst, Silverberg’in romaninda, yeniden modern-olmanin olgunluk

cagint tanimlar sekilde, yerini tamamen simdi ile mesgul olma durumuna birakmistir.

Bin katlt ve kendine tamamuyla yeten gokdelenlerle yeniden yaratilmis modern bir mekan
varsayimi sunulan The World Inside adli romanda, teknolojik gelismelerin sebep oldugu buytk ¢apli
bir felaketten sonra, yine teknoloji sayesinde, ultramodern yasam alanlari insa edilip, insanlarin tim
ihtiyaglarinin bu g6gi delen binalarda karsilanacak bicimde bir yasam tarzi olusturulmas: ve
benimsenmesinde kapalt bir toplum diizeni meydana getirme amact gidildigi anlagilmaktadir. Bu
yeni diizende, uyum olmazsa olmaz bir kistas olarak kendini gostermekte ve bu uyumu
saglayamayanlarin “bertaraf”" edildigi goriilmektedir. Teknolojinin mekan yaratma ve yaratilan
mekansal kosullart canlt ve degismez tutmada etkin rol oynadigt bu yeni dizende, ge¢mis zamanla
olan iliskiye benzer sekilde, gokdelenler disinda kalan ve modern olmayan mekan ile neredeyse tam
bir kopus s6z konusu oldugu gozlemlenmektedir. Hal boyleyken, doga ve teknoloji diyalektigi
baglaminda, apokalips sonrast yeniden insa edilen modern dinyanin insanlara sundugu yasam
alaninin, dogayr tamamen Otekilestirmek sureti ile yeniden olusturuldugu, yeniden yaratildig:
anlasilmaktadir. Nitekim modernizm ile birlikte gittikge daha sikt bir iliski icerisine giren doga ve
teknoloji, bu iki unsuru irdeleyen bilim-kurgu esetlert acisindan, yeni diinya 6nermelerinde, doganin
teknolojik ilerlemeler sayesinde kontrol altinda tutulmasi ve hatta doganin modern-olan diinyadan
soyutlanmast temasini islemek noktasinda 6n plana ¢ikarilabilmektedir. Oyle ki The World Inside adls
romanin betimledigi kurgusal diinyada, bu diyalektik, teknolojiyi giivenilir ve yasanilabilir, dogay1
ise uzak durulmast gereken ve yasanilamaz karakterde iki ayrt ug¢ diinya olarak resmetmek suretiyle,
bu iki unsur arasinda meydana gelen keskin bir karsitlhik ve heterojen bir iliski seklinde
gerceklestirilmektedir. Burada, dogaya karst benimsenen s6z konusu tutum, son teknoloji eseri
gokdelenlerde yasamint stiirdiren ve toplumsal hayata ayak uyduran modern insanin cephesinden

aktarilmakta ve bu ytizden de doga ancak dis bir unsur olarak kendini gosterebilmektedir.

Doga ile bir etkilesim igerisinde bulunmanin modern insanin hayat tarzi gergevesinde “hayal
dahi edilemez”(s. 198) olarak goruldigt Silverberg’in yirmi dérdincii yuzyil dunyasinda, bertaraf
edilme riskine ragmen, simdiyi yasadigi gokdelenin, yani tek ve gercek yasam mekani olan binanin
disina c¢tkan ve bunun neticesinde yabani bir mekan olan Doga ile karsilasan roman figiiriiniin,
kendini “aya ilk ayak basan insan”(s. 175) gibi hissettigi seklinde tasvir edilmesi, bu tiir bir deneyimin

ne denli olagandist oldugunu en iyi bicimde gozler éniine sermektedir. Oyle ki, toplumsal &lgekte

12 To go down the chute (3.22).
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arttk kabul gérmiis, normallesmis boyle bir yasam tarzi ile yeni diizenin kendi gercekligini hayata
gecirdigi ve teyit ettigi yeni mekan kosullarinda, doga kendisini tamamen disarida bulmaktadir.
Dolayistyla dogaya, yasak bir mekan, modern diizenin yapisina zarar verecek bir dis tehdit izlenimi

verilmektedir. Nitekim bu yasak diinyaya adim atma curetini gosteren “kahraman”, sonrasinda,

bulundugu bu yabani” ve tahammiil edilemeyecek denli farkli mekanin kosullarina ayak
uyduramayacagint anlaylp, gokdelenine geri doénse de bertaraf edilme yaptirmmindan
kurtulamayarak, dizen agisindan tehdit arz eden bir davranig, mevcut mekansal gercekligin

gecerliligini ayakta tutabilmek adina, en kokli bicimde cezalandirilmis olmaktadir (s. 225).

Toplumsal uyum meselesi, birinci boliimde deginilen modernizmin ve mekansal gercekligin
toplumsal olma boyutu da hatirlanacak olursa, mekanin sonunun da devamliliginin da kitlesel ve
genis Olgekli bir boyut tasidigini yansitan kayda deger bir nokta olarak 6n plana ¢tkmaktadir. Bu
cercevede, Malevilde, sonu getiren felaket sonrasi, gelecek kaygisinin kendini hissettirmesiyle
beraber, kahramanlar arasinda birlikte hareket etme anlayist benimsenerek, kigtk bir mekan olan
ve eski zamandan kalma Malevil Satosu’nun, yeni bir mekan gercekligi yaratma endisesiyle, yavas
yavas olusturulacak ve sekil verilecek yeni diizenin kendisini gelistirecegi ve kahramanlara giivenli
bir ortam sunacagi bir yer halini almasi anlatilmaktadir. Bu tarzda bir bitlikte hareket etme
tutumunun “tamamiyla modern” (Merle 2010, 465) bir davranis oldugu nitelendirilen kitapta,
béylelikle, yeni duizeni insa edebilmek i¢in toplumsal katilimin 6nemine ve bunun modern olma,
yeniye donik olma karakterine isaret edilmektedir. Ayni apokalipsin sonuglarint beraber
deneyimleyen bu kigiik insan grubu, bundan sonra izlenecek yolu da ayni mekan sinirlart icerisinde
beraber deneyimleme karart alarak, sonun da baslangicin da toplumsal boyutunu okuyucuya

gOstermis olmaktadir.

Modern-olmus bir dunyanin anlatildigi The World Inside adli kurguda, yukaridaki duruma
benzer sekilde, toplumsal bilincin kendini gosterdigi ve yasayan herkesin kurallara sartsiz uydugu
(Silverberg 2010, 167), bu sekilde, modern insanin cevresiyle, yasamint sirdirdigi mekan
kosullartyla sorunsuz bir uyum igerisinde oldugu anlatilmaktadir (s. 111). Malevil de, yeni bir hayata
baslayabilmek icin gerekli gorilen toplumsal uyum, The World Inside adli romanin 6nerdigi mevcut
olan ve uzun yillardir devam edegelen yeni hayat tarzinin hayatta kalabilmesi, sonlanmamast adina
benimsenmis ve ayni zamanda yaptirimlart olan gerekli bir tutum seklinde karsimiza ¢ikmaktadir.

Bu da gosteriyor ki tipkt mekan gibi toplumsal bir gercekligi yansitan apokaliptik felaketler ve onu

13 Shaggy places (s.160).
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izleyen modern-olma stregleri, siirekli yeniden baslayan insan icin, bir diizenden digerine gegisi,
yeni bir hayata baslayst hizli bir sekilde ger¢eklestirme ve onu normallestirme adina, birlikte hareket

etmeyi ve uyum saglamay kacinilmaz kilmakta, bunu bir mecburiyet haline getirmektedir.

Apokalips sonrast yeniden modern-olma strecinin ilk ve olgunluk safhalarina dair
varsayimlar sunan ve yirminci ylzyila ait iki bilim-kurgu eseri olan Malevil ve The World Inside
romanlari, gerek apokalipsin gerekse modernizmin kosullarinin, mekan gercekliginde, o mekanda
yasayan herkesi ka¢inilmaz olarak etkiledigini; bu iki kavramin da biytik 6lgekli, kiiresel, toplumsal
boyutta sonuglar dogurabilecek durum ya da durumlari tanimladigini 6ne siirmektedir. Yine bu iki
bilim-kurgu eserinin sundugu yeni diizen hipotezleri gostermektedir ki teknolojik ilerleme siirecinin
sonucu olarak meydana gelen apokalips ile birlikte, kendisini yeni bir baslangi¢c yapma durumu
igerisinde bulan insan, eski diizenin sona ermesine sebep olan faktor olsa dahi, teknolojiden yana,
yani yine modern-olmadan yana bir tavir icerisine girmekte ve bu sekilde, yeni diizenin uyumlu bir
pargast olmaktadir. Bir bagka deyisle, apokalips ve apokalipsi takip eden modernizm, insani devamli
surette ileriye gitmeye, vakit kaybetmeksizin gelecege dontk kararlar almaya yonlendirmektedir.
Dolayistyla, yeniden baslama, uyum saglama gibi modern-olma stirecinin kilit unsurlari, apokaliptik
potansiyeli ve ge¢misine ragmen hizi, ilerlemeyi, teknolojiyi yeni bir diizen yaratabilmek icin tek
gecerli yol olarak insanin 6ntine koymaktadir. Bu secimin nasil bir stire¢ izledigini ise bilim-kurgu
esetleri, zamansal ve mekansal bir yeniden yapilandirma ile vermekteditler. Merle’in ifade ettigi
tzere, gercek hayat s6z konusu oldugunda gecislerin olmadigt fikri, boylece, bilim-kurgu
kitaplarinin sundugu mekansal gerceklikler araciligiyla daha net ayirt edilmekte ve bu sayede son ve
onun uzantist olan yeni-baslangicin ne tir bir karakter tasidigt, birbiriyle baglantili bir stirecler zinciri
olarak verilmek suretiyle, okuyucunun algisina sunulmaktadir. Béylece, apokaliptik modernizm ile
kastedilen mekanin sonunun nasil gerceklestigi ve nasil bir siirecin pargast oldugu, bilim-kurgu
eserlerinde aktarilan gelecege dair yeni mekan, yeni diinya varsayimlari araciligiyla daha somut bir
forma birinmektedir. S6z konusu varsayimlarin, biitinsel bir gerceklik seklinde tasarlanmasi ve
yasanmis ya da yasanmakta olan kosullarla olan bagi, bu eserlerde sunulan ileriye donik modernizm
hipotezlerinin karsilastirmali sekilde yorumlanabilir ve gercek mekan ve zaman kosullariyla

kiyaslanabilir olmasint miimkiin kilmaktadir.

Bu bolimde, iki farkli edebiyata ait, yirminci yizyilda kaleme alinmis, iki bilim-kurgu
eserinin igerigi esas almnarak yer verilen tematik yaklasim ve birinci bolimde gelistirilen

perspektiften hareketle gerceklestirilen yorumlar, mekanin sonunu getiren apokalipsin ve yeni
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mekan yaratma fikrinin ¢tkis noktast olan modernizmin, bir arada ve tek bir stirecin bilesenleri
olarak irdelendiginde, birbiriyle ne denli i¢ ice ge¢mis kavramlar oldugunu géstermektedir. Nitekim
yirminci ylizyll modernizmi, bu dénem siiresince deneyimlenmis gelisme ve olaylar diistintldigi
takdirde, apokalips fikri olmaksizin tarif edildiginde eksik bir resim olarak kalmaktadir. Bu noktada,
bilim-kurgu yazarlari, bu iki kavramin arasinda var olan guglii iliskiyi olabildigince gercekei bir
tslupla, eserleri icerisinde, gegmis, gegis stireci ve gelecek boyutlarini algilanabilir bir sekle sokarak,

bir bitiinlik ve tutarlilik icinde sunmak suretiyle goriiniir kilmaktadur.

lleriye doniik diinya énermeleri sunan bilim-kurgu eserleri, yirminci yiizyil apokaliptik
modernizmini anlamada, kurgusal ve edebi katkilariyla, gerek kavramsal ve elestirel, gerekse
varsayimsal ve romanesk bir yaklasima imkan vermektedirler. Yine bu eserler, okuyucuya sunulan
s6z konusu 6nermeleri, bir yandan hayranlik uyandirabilecek hayal trtiint ve teknolojik unsurlarla
ve izlenimlerle, bir yandan da korkuya mahal yaratabilecek ve gercek izlenimi veren Ggeletle
isleyerek, apokaliptik modernizm baglaminda bir mekan gergekligi fikrine kurgusal diizlemde hayat
vermektedirler. Boylelikle, bu makalede yirminci yiizyil kosullari ile baglantili olarak kullanilan
apokaliptik modernizm kavrami ve onunla ilintili olarak dile getirilen mekanin sonu fikri, bilim-
kurgu eserlerinin yeniden yapilandirict ve hipotetik tarafi araciligiyla, kavramsal tanimi da
tamamlayacak sekilde, daha anlasilir ve dikkat ¢ekici hale getirilmektedirler. Nitekim bu eserler, sona
eren mekanin yeniden yaratilmast ve insanlarin, apokalips gercekligini deneyimledikten sonra,
benimsedigi yeniden modern-olma siirecini romanesk ve gercekei bir dille aktararak, apokaliptik
baglamda, gerek mekanin gerekse modern-olmanin, hem biten hem de yeniden baslayan

gerceklikler oldugunu okuyucuya gostermektedirler.
Sonug

Apokalips ve modernizm kavramlarinin isaret ettigi, tanimladigi hal ve kosullar ve bunlarin
birbiriyle olan iligkisi dikkate alindiginda, apokaliptik modernizm, yirminci ylzyilin zamansal ve
mekansal kosullarint irdeleme noktasinda izah edici ve islevsel bir kavram niteligi arz etmektedir.
Mevcut diizenlerin sona erip yenilerinin ortaya ¢tkmasina, yok edilen mekanlarin yerine yeni
mekanlarin inga edilmesine, sonlarin baslangiclara yerini birakmasina ve tim bunlarin, teknolojik
gelismeler sayesinde, hi¢c olmadigt kadar hizli gelismesine sahne olan yirminci yizyil, felaketi getiren
bir son olan apokalipsin ve yeni-olmayi isaret eden modernizmin aynt dinamiklerden beslenerek
gelisim gosterdigi bir donem olma durumu gostermektedir. Bilim-kurgu eserlerinin, olaganiisti

olana dair hayali ve gelecege dair korkuyu birlestirerek, deneyimlenmis veya deneyimlenmekte olan
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mekansal kosullari ileriye doniik hipotezlere devsirmesi ve boyle yaparak, apokalips ve modernizm
kavramlarini ayni resim igerisinde irdelemesi, yirminci yuzyils, bir yandan, dénem disuntrlerinin
gercege ve deneyise dayali bakis acilarindan hareketle kavramsal, 6te yandan, donem bilim-kurgu
yazarlarinin ileriye donik hipotezleri araciligiyla kurgusal anlamda bir incelemeye sokabilmemizi

mumkun hale getirmektedir.

Bu makalede, yirminci yiizyil distince insanlarinin fikirlerinden hareketle kavramsal bir
tanim edindirilen modernizm, ve bundan hareketle, apokalips s6zctigliniin anlam alani irdelenerek
meydana getirilen apokaliptik modernizm kavrami merkeze yerlestirilerek, apokalips sonrasi
modern-olma siirecinin farkls iki versiyonunu aktarmak amaci ile segilmis ve yirminci yiizyilt temsil
eden, Fransiz edebiyatina ait Malevil ve Amerikan edebiyatina ait The World Inside adli iki bilim-kurgu
eseri, karsilastirmali yontemle okunarak; birinci bélimde, 6nce kavramsal tanim kazandirilan
apokaliptik modernizm terimi, ikinci bélum boyunca verilen 6rneklendirmelerle daha anlasilir hale
getirilmistir. S6z konusu terimin kavramsal ¢6ztimlemesinin ardindan, bu terimin edebi ve kurgusal
karsiligin1 ortaya koymak igin, bu makale icin secilmis yirminci yiizyll bilim-kurgu eserlerinde yer
alan ve bu makalenin konusuyla en kuvvetli sekilde bagdasan alintilar aracilig ile kavramsal ve
tematik bir yaklasim gerceklestirilip, “mekanin sonu™ ile kastedilmek istenen sey ortaya konularak,
apokaliptik modernizm cer¢evesinde dusiiniildugiinde, aslinda son olmayan bir sonu ifade eden bu
tabirin bilim-kurgudaki hipotetik karsiligina deginilmistir. Boylelikle, modern-olma, son, yeniden
baslama ve bunun yani sira ge¢mis, gecis stireci, gelecek boyutlarint igine alacak sekilde, modernizm-

apokalips-mekan iliskisi ve bu iliskinin toplumsal boyutu incelenmistir.

Bu calismada edinilen bilgi ve bulgulardan hareketle, apokaliptik modernizm s6z konusu
olunca, mekanin aslinda tam manasiyla sona eren bir sey olmadigy, bir felaket sonrasi neredeyse yok
olan ancak yeniden bir modern-olma siirecinin baslamast ile birlikte yeniden yaratian, yeni bir
karakter kazanan, yeniden modern-olan, toplumsal bir nesneyi temsil ettigi fikri 6n plana
ctkaridmustir. Bu anlamda, mekan ve modernizm kavramlarina bakista, apokalips, varsayimsal bir
sema igerisinde, gelecege dair korku ve olagandist olanin hayran birakict hayalini bitlestiren bilim-
kurgu iceriginden hareketle, ge¢mis ve simdiki zamanin uzantist olarak incelenerek, modern-olan
insanin, icinde bulundugu mekansal kosullarin etkisiyle, korku ve hayranlik ile yaklastigi modern-
olma siirecinde, bu terimin eski diizenin sonunu ama aynt zamanda yeni diizenin baslangicint temsil

ettigi gorulmustir. Bununla baglantili olarak, yirminci yiizyilh tanimlayan mekansal kosullar ve
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modern-olma durumu noktasinda, sona ermenin ve yeniden baglama stirecinin teknoloji ve hiz ile

yakin iliskili oldugu anlagilmis, bunlarin yikict ve yapict rolleri irdelenmistir.

Yirminci yiizyda dair, apokaliptik modernizm ve mekanin sonu kavramlarini referans almak
suretiyle, karsilastirmali edebiyat yaklasimi benimsenerek, bir kavramsal ve tematik inceleme
sunulan bu makalede, adt gecen yiizyili tanimlayan mekansal kosullart irdelemek amaciyla tiiretilen
ve bu doneme dair dile getirilmis fikirler araciligryla ve bunlarin yorumlanmasiyla ici doldurulan
apokaliptik modernizm kavraminin, mekan gercekligi ve onun yikici ve ayni zamanda yeniden insa
edici dinamikleri g6z 6ntine alindiginda, mekanin sonu meselesini gériintr kilma anlaminda islevsel

bir kavram olarak kullanilabilecegi gosterilmistir.
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yizyil sosyal ve politik kiltiri baglaminda yenilik¢i ve siradisi bir figiirdir. Bir kadin
tarafindan yazilan ilk sone dizisinin ve ilk nesir romansin yazart olmasinin yanisira, ilk kadin
Article Info oyun yazatlarindan da biridir. Edebi tretimi cercevesinde ele alindiginda, Wroth, kadinlatla
ilgili konulara 6ncelik veren bir yazar olarak 6ne ¢tkmaktadir. Sone dizisi kadin sesini ifade
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yogunlasmaktadir. Bu baglamda, bu makale, evlilik kurumuna iliskin sosyal baglamu,
Wroth’un bu durum hususundaki elestirisini ve istenmeyen evlilik durumlarinda kadin eylemini incelemeyi
amaclamaktadir.

Anahtar Sézciikler: Lady Mary Wroth, Rénesans, romans, evlilik.

Abstract

Lady Mary Wroth is an innovative and unconventional figure both in terms of her personal background and her
literary production within the sixteenth century social and political context. She is the author of the first sonnet
sequence written by a woman, the producer of the first prose romance by a female pen, and one of the first female
playwrights. Regarding her literary output, Wroth stands out as an author who prioritises the topics in relation to
women. Her sonnet sequence serves as an instrument for expressing female voice; her romance includes myriad of
female characters who question and rebel against the maxim of chaste-silent-obedient; her only play deals with
relationships among several couples emphasising female achievement. Wroth’s determination to focus on women’s
problems underscores the dissidence a woman could achieve under an apparently irresistible social and political
formation. In The Countess of Montgomery’s Urania, she concentrates on the experiences of women who resist
oppressive marital practices. In this sense, this paper aims to examine the social context as to the institution of
marriage, the criticism Wroth poses against it, and female assertiveness in the case of unwanted matrimonies.
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1. Introduction

Lady Mary Wroth (1587-1651/3) is quite an unconventional literary figure in terms of her
personal background and her literary production considering the age she lives in. Her oeuvre
includes the first complete sonnet sequence Pamphilia to Amphilanthus (1621) written by a woman,
the first published work of prose fiction The Countess of Montgomery’s Urania (1621) and one of the
first plays Love’s 1ictory (c. 1620) by a female dramatist (Miller, “Mary” 150). In view of the pieces
she produces, Wroth stands out as an author who prioritises the topics in relation to women. Her
lyric sequence functions as a medium for the expression of female experience while the genre
traditionally silences the female voice in favour of the male sonneteer; her romance harbours an
array of female characters that act against the maxim of chaste-silent-obedient; her pastoral
tragicomedy focuses on the intersexual relationships with an emphasis on female agency. Her
determination to deal with female issues underscores the dissidence a woman achieves under an
apparently irresistible family structure and social formation. In The Countess of Montgomery’s Urania,
among many instances of female agency and achievement, she concentrates on the experiences of
women who resist oppressive marital practices. In this sense, this paper aims to discuss the social
context as to the institution of marriage, the criticism Wroth poses, and female assertiveness in

the case of unwanted matrimonies.

Lady Mary Wroth was born into the renowned Sidney family and literary circle in 1587. Her
father was Robert Sidney (1563-1626) who authored several sonnets and her mother was Lady
Barbara Gamage (1563-1621); her uncle was Sir Philip Sidney (1554-1586) the prominent
Elizabethan poet and courtier and her aunt was Mary Sidney Herbert (1561-1621) the patron of
literature and the translator of Psa/ms, Philippe de Mornay’s A Discourse of Life and Death, Robert
Garniet’s Antonins and Petrarch’s Triumph of Death. Lady Mary got married to Sir Robert Wroth
(1576-1614) in September, 1604 and bore him a son a month before his death in 1614. The
couple’s only son James also died in 1616. Wroth’s extramarital relationship with her cousin
William Herbert the third Earl of Pembroke might have started before their respective marriages
while it is known for certain that they had two illegitimate children after Sir Robert Wroth’s
death. Although her extramarital relationship and the birth of illegitimate children ostracised her
from the court circles, Wroth could raise her two children by the support of the Sidneys and the
Herberts. There is no extant information with regard to the final years of her life except that she

died either in 1651 or 1653 (Miller, Changing 8).
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Wroth’s affair with William Herbert and out-of-wedlock births® obviously indicate her free
spirit and sexual independence undaunted by social prescriptions and the death of her husband
provides her the relatively autonomous position of widowhood in which she incorporates the
roles of motherhood, loverhood and authorhood. Situated at the matrix of familial relationships,
Wroth achieves a certain amount of independence by repudiating the gender stereotypes the
patriarchy assigns her. In this sense, her biography reflects her will to transcend the social

boundaties that enclose hetr.

Wroth’s strong Sidney heritage prepares a solid ground for her literary career. As Hannay
states, “when Wroth began to write, she saw herself not merely as a woman, but as a Sidney woman with a clear

sense of poetic authority in ber lineage” (“Your” 16) which was hinted by the title of her romance:

The Countesse of Montgomeries URANIA. Written by the right honorable the Lady
MARY WROATH. Daughter to the right Noble Robert Earle of Leicester. And
Neece to the ever famous and renowned Sr. Phillips Sidney knight. And to the most

exelent Lady Mary Countesse of Pembroke late deceased.

While she had the option to publish her work anonymously, Wroth preferred to make herself
visible on the title page by situating herself within the Sidney legacy. Her aunt Mary Sidney
Herbert, the Countess of Pembroke was her “wost important model” (Roberts, Critical Introduction
xxxvii) and, considering Mary Sidney’s literary success, “#he label ‘woman writer’ was not an oxymoron”
(Hannay, “Your” 16) for Mary Wroth. Moreover, adopting an egalitarian stance, “#he Countess no
donbt, encouraged Mary, along with her own sons William and Philip Herbert, to write poetry as their uncle had
done’ (Hannay, “Mary” 550). True it is that Mary Sidney Herbert is considerably influential for
Wroth’s literary development but Wroth does not limit her oeuvre to “permitted feminine genres”
(Hannay, “Your” 106) or translations as her aunt does but employs the masculine literary genres in
order to create a feminine vision. Wroth’s identification with the Countess of Pembroke creates a
new paradigm of intergenerational connection that culminates in the development of female
agency. That is, Wroth benefits from her Sidney heritage yet employs it “fransgressively to replace
heroes with heroines at the center of several major genres” (Lewalski, Writing 7). Interestingly enough, even
when she is a little child, Mary Wroth is given the chance to voice her opinion on household

affairs. Hannay records the anecdote on the choice of a steward for the family estate: even

3 It signifies non-verbal resistance contrary to the imprisoning nature of marriage. Illegitimacy was under strict surveillance by the
church and there was even a statute enured in 1576 that ordered punishment for illegitimacy. In 1610, it was decided that the
mothers should be placed in the houses of correction for their crime. The powerful Sidney family was immune to such legislation,
though (Waller, “Sidney” 52).
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though the person Little Mall — as her parents call her — recommends is not suitable for the
position, Robert Sidney hires him, as he cannot refuse his daughter. While the particulars of the
choice are not known, Hannay finds the situation remarkable in that her parents obviously take
into consideration the wish of a nine-year-old child (Mary Sidney 62). The fact that the Sidney
couple valued her opinion, communicated with her and gave her the opportunity to express
herself must have given Wroth the self-confidence to articulate fearlessly her ideas outside the

familial borders.

Nevertheless, Robert Sidney was still under the influence of the patriarchal mores of his age.
Not surprisingly, Mary Wroth’s marriage was based on a patriarchal arrangement, which was
apparently a failure from the beginning. The letter Robert Sidney wrote to his wife only ten days

after the marriage records the mismatch:

There was somewhat that discontent [Sir Robert Wroth]|: but the particulars I could
not get out of him, onely that hee protests that hee cannot take any exceptions to his
wife nor her carriage towards him . . . It were very soon for any unkindness to begin:
and therefore whatsoever the matters bee, I pray you let all things bee carried in the
best maner til wee all doe meet. For mine ennimies would be very glad for such an

occasion to make themselves merry at mee. (Lewalski, Writing 245)

The letter reveals not only the discord between the newly-married couple but also Robert
Sidney’s concern with his prestige within public that leads him even to disregard his daughter’s
happiness. Ben Jonson also relates to William Drummond that “My Lord Lisle’s daughter, my
Lady Wroth, is unworthily married on a jealous husband” (INozes 24). Wroth’s discontent with the
custom is echoed in Urania via several stories in which the sufferings of women by the patriarchal

figures are exposed.

Apart from her arranged marriage, the literary value of Wroth’s output becomes more
significant considering the period of her production that coincides with the reign of James I
(1603-1625). As Lewalski summarises, the Jacobean era was a “regressive period for women” because
of James I discrimination against them. During his reign, female education and freedom receded
in comparison with the relatively free atmosphere the Elizabethan women experienced and
myriad misogynist sermons and tracts were published that contended the biological and
intellectual shortcomings of women (“Writing” 794). James I was a misogynist in terms of the
woman question and he was an absolutist in politics. The French ambassador Beaumont depicts

his derogatory behaviour at the court as follows:
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He piques himself on great contempt for women. They are obliged to kneel before
him when they are presented, he exhorts them openly to virtue, and scoffs with great
levity at men who pay them honour. You may easily conceive that the English ladies
do not spare him but hold him in abhorrence and tear him to pieces with their

tongues, each according to her humour. (Roberts, Critical Introduction xv-xvi)

In the same vein, James I both in his works The True Law of Free Monarchies (1598) and Basilikon
Doron (1599) and in his several speeches emphasises the divine rights of the kings and inferiority
of the female sex. For instance, in his “Speech of 1609 he states “#he State of MONARCHIE” to
be “the supremest thing vpon earth” (307) and in “A Speech in the Starre-Chamber” he imports that
“Kings sit in the Throne of God, and they themselues are called Gods” (326). His discourse reinforces the
patriarchal formation as he compares the hierarchical structure within the household with the
governance of the state: “Kings are also Fathers of families: for a King is trewly Parens patrie, the politique
of his people” (307). In The True Law of Free Monarchies he preaches that “by the Law of Nature the King
becomes a naturall Father to all his Lieges . . . And as the Father of bis fatherly duty is bound to care . . . bis
children, enen so is the bound to care for all bis subjects” (55). Likewise, in Basilikon Doron he advises his
son Prince Henry to expect unquestioned submission from his wife that attests to his patriarchal
mind-set: “I is your office to command, and hers to obey; as ye to command; as willing to follow, as ye to go
before; your loue being wholly knit vnto her, and all her affections loningly bent to follow your will’ (36). James 1
believed that the king was the representative of God on earth and the father was the substitute of
the king within the household. Their authority was absolutely inviolable as it was sanctioned by
God. He thereby legitimated the dominance of the patriarch over the other members of the
family rendering the subjection of woman to the male head as natural as the subjection of the

folk to a king.

As well as the oppressive politics of James I, there was also a burst of conduct literature
throughout the sixteenth century whose sole subject matter was the regulation of female
behaviour. How women should get education, what they could read, what they were allowed to
do, and when or where they could speak were under strict surveillance by the moralists and
educationalists; how women should behave at home and in public was also decided by the
patriarchs and conveyed through conduct manuals, theological pamphlets, sermons, advice and
educational books and exhortations to women. As the institutionalised Church increased the
power of man and his public presence, femininity was depicted within the boundaries of
domesticity. What wives could read, for instance, was limited to their developing feminine skills
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in order to please their husbands; they were preached to pursue proper behaviour such as
keeping their feelings under control, being useful to their husbands and being affectionate to
them without excessive sexual desire. Conduct literature was an instrument for fortifying the
patriarchal ideology. The sexual regulation of female behaviour was emblematic of the patriarchal
power and it was of utmost importance for the Jea/thy maintenance of the institution of family
because a woman’s honour was metonymic for the family’s honour and chastity was requisite for
its spotlessness. Chastity inevitably meant obedience, which was, in effect, the natural result of
silence. The speech was readily associated with a sexual impurity; the more a woman spoke, the
more she was thought to be lascivious. In other words, the moralists reflect the cultural
stereotypes of the age concerning the identification of religious devotion with invisibility in
public. A virtuous woman is the one who reads religious works and silently meditates in her
chamber unavailable to the public eye; seeking fame and being visible in public amount to
disobedience to the Scripture and to the male authority. If a woman disobeys the male head, she
is thought to be unchaste; if she is unchaste, she lacks the Christian virtues and feminine ideals.
Trill summarises the ideal pattern expected of women in conduct literature during the sixteenth

and seventeenth centuries:

The key aspects of her life and character that are highlighted are her wisdom, piety,
humility, meekness, love, constancy, charity, good household government and godly

2 <«

devotion. Above all, these qualities fit the woman for her role as “wife,” “mother”
and “mistress” of the household. This woman never engages in idle gossiping;
instead, great success is laid upon the wholesomeness of her speech, which is usually
compromised of biblical citation . . . Corporately, these texts indicate that the

delineation of the exemplary Christian woman, [between] 1500-1700, did not alter

significantly. (33)

The ideal woman was basically the one who devoted herself to her family and to God as the
supreme patriarch without interfering in public affairs or being absorbed in idle thoughts but only
reading the Gospels so as to gain wisdom. The following proverbs from John Ray’s (1627-1705)
A Compleat Collection of Proverbs (1670) “many women, many words; many geese, many turds” and “free of
her lips, free of her hips” (Aughterson 224) conclude the attitude that associates female speech and

disobedience with promiscuity in the period.

2. Female Agency and Criticism of Marital Practices
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The story of Pamphilia, the Queen of Pamphilia and her constant love for Amphilanthus, the
King of Naples constitute the backbone of Urania together with an array of inset stories that
recount various adventures of male and female characters in various spheres. As regards to the
woman question, Wroth objects to the gender expectations of her age because she “vzew/s/ society
as destructive of woman’s sense of self” (Swift 331) and she aims at creating “a feminine consciousness in
conflict with societal valuwes” (Swift 346). Her work is unquestionably dedicated to “the recovery of
subordinate voices” (Sinfield, Shakespeare 25) because, notwithstanding the oppressive Jacobean
social and political context, she manages to manifest resistance through her romance that
functions as an act of self-assertion thanks to the articulation of female experience through
several heroines. Wroth’s work also partially serves as an answer to Joseph Swetnam’s misogynist
tract The Arraignment of Lewd, Idle, Froward, and Unconstant Women (1615). She refutes the
accusations Swetnam charges women with such as promiscuity, errantry, contumacy and
inconstancy and the cultural belief that women are weak creatures who lack reason and constancy
in the several episodes of Urania. Wroth reflects the female struggle such as the commodification
of women in marriage; she tries to save her female characters from the object position; she
explores their physical and psychological quests as individuals; and, she refutes the falsifications

by the male discourse.

The politics of James I together with the misogynist tracts that have accumulated throughout
the years reinforce the negative image of women. Mary Wroth does not accept these social
constructions nor does she internalise them but mounts strong resistance through her fiction in
which women thwart patriarchal social order through their choices, resolutions or solutions.
Wroth contests the place allotted to women through the exploration of female experience. She
nourishes both from her own experiences and from her keen observation of the society in order
to recuperate the female voice via various heroines who undergo several experiences. Despite the
patriarchal familial context she is born into and the absolutist political regime she is raised in, she
manages to “develop an oppositional selfbood’ (Sintield, Faultlines 37) in terms of her biography and

the feminine matter she focuses on in her romance.

Marriage and marital practices have a substantial place in the romance. Wroth discusses the
problem of the freedom of choice of the marriage partner as she regards it as a barrier to the
agency. Through several stories, she conveys the female protest against the patriarchal
domination in the debate of marriage. Wroth and her female characters reject the oppressive
practices by criticising the custom of arranged marriage or by finding solutions to assert
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independence in love and marriage. She makes the institution of marriage the focus in the bulk of
romance so as to reveal its faulty aspects and the sufferings of women. Thus, Urania both
establishes Wroth as an authorial figure who has the right to express her opinion on an issue that
affects women including herself in the society and provides them with resistance mechanisms
that would help them assert their individual will against the patriarchal authority. In a time when
King James I instructs the priests to “inmveigh vebemently against the insolencies of women” (Roberts,
Critical Introduction xv) and the conduct manuals oppress them not to overreach their assigned
roles, Wroth scrutinises if obedience to patriarchal authority is crucial, what happens when it is
threatened or if there is any means for negotiation within the patriarchal structure. The network
of relationships enables her to portray the panorama of the social formation that gives women
little freedom. Through stories of enforced marriage and abusive fathers or husbands, Wroth
criticises the dominant culture and creates alternative models for women represented by the
heroines resistant to the patriarchal authority. As Cavanagh states, “in contrast to the ‘silent woman’
image often associated with early literature, these female characters provide considerable amounts of dialogue to the

texct, often offering outspoken opinions on issues involving . . . domestic affairs’ (“Romancing” 20).

To understand the social context Wroth writes and to grasp the importance of her protest
against oppression in marriage, it is necessary to assess the late sixteenth and eatly seventeenth
centuries in terms of the institution of marriage. Lawrence Stone in his extensive analysis The
Family, Sex and Marriage in England 1500-1800 detects a gradual shift from open lineage family to
the restricted patriarchal or nuclear family. While in the former the union of the married couple
and the children were less important than the wider kinship bonds such as cousinhood, the
restricted patriarchal family started to gain more importance in the final decades of the sixteenth
century with a focus on the conjugal couple and the inner circle they constitute together with the
children rather than the relatives by blood or marriage (124). One of the reasons for this interest
in the nuclear family stemmed from the shift in the religious understanding of Reformation in the
Church. Contrary to the Catholic belief which was based upon the vow of chastity for the
Church community, the matrimonial bond was ideal for the Protestant believers (135). The
Catholic Cardinal Bellarmine, for example, thought of marriage as “a thing humane, virginity is
angelical” while the Protestant William Perkins described it as “a state in itself far more excellent than the
condition of a single life” (135). In other words, the Protestant belief emphasised the sanctity of
marriage and whereas the institution of marriage was initially necessary only to avoid fornication
and for legitimate procreation, the third ingredient spiritual intimacy came into prominence.

Thomas Cranmer, the first Protestant archbishop of Canterbury, in The Book of Common Prayer
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regarded marriage vital for “wmutual society, help and comfort, that the one onght to have of the other, both in
prosperity and in adversity” (136) or for Robert Cleaver marriage was a union “with the good consent of
them both, to the end that they may dwell together in friendship and honesty, one helping and comforting the other”
(136). Marriage became a partnership based on mutual love, affection and understanding.
Accordingly, the familial influence on the choice of marriage partners decreased towards the end
of the sixteenth century and the parental approval on the children’s choices became less
indispensable though still much valued. Still, however, the fatherly influence was much stronger

in the matchmaking of daughters because they had no option to refuse their paternal choices

(Wrightson 49-52).

Nonetheless, it should be noted that even while the opportunity to choose the spouses was
developing gradually, marriage “was not a union for the satisfaction of psychological and physiological needs”
basically but “an institutional device to ensure the perpetuation of the family and its prosperity” that
foregrounded its “financial benefits” (Stone, Crisis 613). The relationship between the would-be-
couple was of little importance compared to the material gain it would provide. Thus, “parental
pressure was still predominant” (Stone, Family 193) and in the first quarter of the seventeenth century,
“one-third of the older peers were estranged from or actually separated from their wives” (Stone, Crisis 661)
because marriages “deliberately designed to capture an bheiress or to cement a political alliance, when the
compulsion used may be supposed to have been particularly severe’ (662). Marriage was even more
problematic for the daughters because, whatever sects she belonged to, it was the “destined lot of a
girl’ (Kelso 91) and the choice of husband was at the disposal of the fathers, the truth which
Vives explained the logic behind: “#rue virginity knows nothing of sexual union nor seeks after it . . .
therefore . . . the young woman will leave all of that concern to those who wish as much good for her” (155). The
mid-sixteenth century proverb “there goes more to marriage than four legs in a bed’ (Wrightson 58) was
the summary of the outlook on marriage which did not regard physical attraction or mutual

affection essential for its successful maintenance.

Since female sexuality was the determiner of a woman’s social status either as a virgin, a wife, a
widow or a whore depending on her relationship with men, surveillance of female behaviour was
crucial for the production of legitimate children. On the other hand, romantic involvement was
not necessary to procreate. James I in Basilikon Doron cautioned his son to “choose your Wife as 1
advised you to choose your servants . . . For if a man will be careful to breed horses and dogs of good kinds, how
mch more careful should he be, for the breede of his owne loines” (36). Similar to any patriarch, he regarded
women an instrument for childbearing whose marketable value depends on her procreative
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aspect regardless of her thought or feeling. Earlier than James I’s reign, in “An Homily of the
State of Matrimony” (1562) and in “An Homily against Disobedience and Wilful Rebellion”
(1570) the religious, cultural and biological inferiority of women was emphasised and her
obedience to the husband was advised several times. The famous verse from Genesis 3:16 “#hy
desire shall be unto thine busband’ was perpetuated in the aforesaid homilies and in the conduct
manuals and, as an important manifestation of social condition, women customarily ended the
letters to their husbands as “your faithful servant and obedient wife” (Stone, Family 198). Plutarch’s
Moralia, a moral text oft-cited in the early modern age, also fortified the identity of wife as

inseparable from the husband:

Like as a mirrour or looking glasse garnished with golde and precious stones, serveth
to no purpose, if it doe not represent to the life the face of him or her that looketh
into it; no more is a woman worth ought (be she otherwise never so rich) unlesse she
conforme and frame her self, her life, her maners and conditions suitable in all
respects to her husband... even so a wife should have no proper passion or peculiar
affection of her owne, but be a partaker of the sports, serious affaires, sad

countenance, deepe thoughts and smiling looks of her husband. (qtd. in Wayne 69)

The model Plutarch offered was that of a mirror or a looking glass by which men would assert
their omnipotence. In this model, an exemplary wife would be the one who wipes out her wishes
and desires for the sake of her husband’s and even what she could feel would be decided by her
husband. The model called for the annihilation of the wife, as she would be metaphorically dead
to her own self. Since she would have to submit to the will of her husband, she would have no
individuality of her own but would only be the perpetrator of her husband’s desire and
command. Not surprisingly, “ziz a society where circulation of discourses [was] controlled by men the definition
of women [would be| inevitably patriarchal and reductive’ (Belsey 164) and Plutarch’s model would be

instantly adopted by the patriarchal culture.

As the historical evidence suggests, on the one hand, there was an emphasis on spiritual union
but there was a hierarchical relationship between the husband and the wife on the other. The
conflicting views regarding the institution of marriage constitute “an insecure moment in patriarchy”

(43) and their “plausibility falls into disarray” (Sinfield, Fauitlines 45). Such a faultline* or “#he site of

4 The term “faultline” is employed in Cultural Materialism. The theory presumes that no matter how effective any ideology might
be, it always produces cracks and contradictions within itself struggling to strengthen its dominance. Sinfield calls these instances
of conflict within the ideology faultlines: “zhe social order cannot but produce faultlines throngh which its own criteria of plausibility fall into
contest and disarray” (Faultlines 45). He explains the concept with an example: in Shakespeare’s Othello, Desdemona is obliged to her
father, the male head of the family, and should marry whom her father chooses but, on the other hand, in the early modern period
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profound contradiction” (Sinfield, “Power” 265) within the institution of marriage enables Wroth to
explore woman’s place within family and matrimony, the destructive effects of marriage on
women and the means to survive it and the patriarchal formation collectively. Wroth “zusists on the
woman’s role in negotiating the arrangements” (Roberts, Critical Introduction Ixii) because she takes into
consideration the expectations of women as to marriage. She denounces marriage as enthralment
and as masculine violence via several stories in which women are victimised by the tyrannical
patriarchs who do not treasure individual desires. Although the prevailing patriarchal power is
much stronger than their individual power, the female characters manage to “disturb the system in
violation of parental wishes” (Sinfield, Faultlines 33) and claim agency once they do not readily submit
to the dominant culture. Referring to the Elizabethan age, Sinfield claims that “relations between the
stronger and the weak in the housebold . . . were characterised by personal cruelty and the exercise of antocratic
power” (Fanltlines 167). In the same vein, the examples below portray an oppressive power
structure between the weak daughters and wives and the stronger fathers and husbands. Wroth
and her heroines cannot manage to pulverise the patriarchal system yet they manage to raise their

voice in the face of patriarchal intervention.

The first example as to the emphasis on female agency and the criticism of patriarchal marital
practices takes place between Limena, her father and her husband Philargus. Limena, who is
forcibly married to a jealous but wealthy man, embodies the ideal pattern of femininity that
prioritises submission to paternal authority over personal aspiration when she dutifully accepts to
marry. She reflects the inner struggle between the public self that necessitates dutiful

acquiescence and the private self passionately in love with Perissus:

Shee seeing it was her fathers will, esteeming obedience beyond all passions, how
worthily soever, suffered; most dutifully, though unwillingly, said, she would obey;
her tongue faintly delivering, what her heart so much detested; loathing almost it
selfe; yet thus it was concluded, and with as much speed as any man would make to

an eternall happines. (1:5)°

Limena fulfils the seventeenth century maxim of chaste-silent-obedient on the surface because

she does not protest against marriage. However, she remains constant to self-chosen love: “I

there is an emphasis on marriage as a spiritually personal relationship (42-43). This contradiction, “an insecure moment in patriarchy”
(43) as regards to the ideology of marriage is a faultline and there arises dissidence when Desdemona follows her own will and
marries someone she is incompatible with. Even if her act does not make Desdemona an autonomous individual, dissidence takes
place considering the social order she belongs to. The quotation from Sinfield clarifies what dissidence is and how it functions:
“My argnment is that dissident potential derives nltimately not from essential qualities in individunals (though they have qualities) but from conflict and
contradiction that the social order inevitably produces within itself, even as it attempts to sustain itself” (41).

5 Numbering refers to first part page five.
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worthily chose you; 1 lov’'d you, and constantly love’d you, and in this doe I best allow of my owne judgment’
(1:10). Even though her physical ownership changes from the father to the husband, her rejecting

the spiritual captivity results in violence:

He got a boate, and so passed over to this place, where ever since we have remained,;
for my part, with daily whippings, and such other tortures, as pinching with irons,
and many more terrible . . . Once every day hee brought mee to this pillar where you
found me, and in the like manner bound me, then whipt me, after washing the stripes
and blisters with salt water: but this had been the last (had not you thus happily
arriv’d); for he determined as he said, after my tormenting had been past, in stead of
washing me with sea-water, to cast me into her, and so make a finall end of his

tormenting, and of my torments. (1:88)

Limena carves a space within marriage immune to patriarchal intervention but it leads to torture
by the husband who forces her to confess adultery. The incident is illustrative in several aspects.
The detailed description of the torture methods shows the monstrosity of the mismatched
husband and the cruelty of the father who forces her to marriage. Even though the patriarchal
culture preaches obedience for the maintenance of social order, the episode suggests that filial
obedience is not always the solution to ensure order. It, therefore, debunks the so-called benefits
of conduct literature to maintain social harmony. That Limena is bounded to a pillar denotes her
bondage to patriarchal culture but her heroic endurance against maltreatment asserts her passive
resistance in the face of patriarchal oppression. Likewise, even though she becomes an
exchangeable commodity between the father and the husband, the psychological/physical torture
she endures reinforces her stoic resistance. When she states, “#hreatenings are but meanes to strengthen
free and pure hearts against the threatners” (1:12) she shatters the belief that women are fragile and
vulnerable. Contrariwise, her temerity against the patriarchal imposition evinces female power.
The scars, as embodiments of defiance of the patriarchal authority, register the inviolability of her
decisiveness and function as the records of her agency. Limena dissents from the tradition by
thwarting the dictum that “your desire shall be to your husband” and becomes an agent of her own life
when she insists on her own desire. However means he tries, Philargus cannot control his wife
upon which his male ego is built. Limena abnegates his existence and embraces her own desire as
an autonomous subject. It is noteworthy that she is sympathetically represented while Philargus
and the father turn out to be villains and the former dies penitently asking for forgiveness in the
end. In the tension between duty and desire, Limena achieves agency by holding onto her soul.
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Wroth praises extramarital love and fidelity to a lover rather than a husband so long as it serves
for female agency. She both foregrounds the female perspective and provides a critique of a

mismatched marriage.

Likewise, in the story of Liana, the father is responsible for the daughter’s victimisation
because he threatens to disinherit her and imprisons her despite “Ais promise, which was, never to force
[her] against [her] will, to marry any” (1:248). Even though Liana loves someone else, her father
disregards her wish and demands obedience because he is determined to “breed” (1:247) her. The
specific choice of the verb underlines the financial benefit she would provide due to new alliances
and possible pregnancies instead of paying attention to what she feels because, in the patriarchal
marriage market, women are valuable so long as they serve for the patriarchal practices. Liana,

however, does not keep silent but defies his authority:

yet tell this my father, his kind commands had more wrought in me, then his cruelty,
yet neither against my loyalty in love; but now so hardned I am against paine, with
use of paine, as all torment, and millions of them added to the rest, shall have no
power to move, the least in my affection to unworthy change, for then should my

soule smart, as onely now body is subject to these torments. (1:250)

Similar to what Limena does, she stands upright against male-inflicted torture. Despite the
physical imprisonment, neither the suitor nor the father can spiritually imprison her. She asserts
that patriarchal restriction is not an impediment to true love and, by not following what is
dictated, she defines herself in accordance with her personal will. In this sense, she displays more
active resistance than Limena who silently submits to paternal authority. In any case, their stories
go parallel because in each story the authority figure gets penitent of what he has done.® It
dampens the apotheosis of male discourse regarding the marital customs and incites women to
question what is demanded rather than simple submission and, more importantly, both stories

culminate in triumphant agency for women once they unite with their own choices.

Lisia and Orilena are also victimised by patriarchal reasons that imprison them. They are
forced to marry because their fathers consider financial benefits over their physical and
psychological satisfaction. Lisia’s fate is decided by her father who chooses a man of
“churlishness”, a “dull prece of flesh” (1:599) as a spouse. She associates marriage with imprisonment
when she states she could endure it only “by hunting and other delights abroad, to away trouble . . . at

home” (1:559). Similarly, Orilena is compelled to marry a wealthy gentleman whom she describes

¢ Her father accepts that his is “false judgment . . . a shame unto the Judge” (1:255).
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as “the treasure of all hellish properties” and “Prince of wickednesse” (1:201). The imprisonment imagery
recurs in the episode of Cephalonian lovers: the daughter is “shut up in a Towre” (1:43) because she
loves another man. Therefore, as not to submit to her father’s command, she elopes with her
beloved on the marriage day as she does not accept physical and psychological enthralment. The
beloved is killed by an enemy and the daughter ends up in “zbe next Religious house, where shee wonld
remaine till she might follow hin?’ (1:44). Even though her choice to live in seclusion might be
considered another form of imprisonment, the act is significant in that she oz ber own decides the
course of her life without patriarchal intervention. The episode interprets intentional reclusion
better than marriage, which suffocates women. The examples foreground female experience and

highlight the female perspective on marriage as a form of imprisonment.

Heroines engaged in love triangles also reflect female assertiveness. Wroth is sympathetic to
the adulteresses because even though these women cannot unite with their beloveds, they
maintain their relationship with or loyalty to them (or love). The romance provides sexual
freedom to the heroines. For instance, in the story of Laurimello and the Angler Woman,
although the Angler Woman is forcibly married by her father, she has a secret relationship with
her cousin. The narrator employs the spider imagery to explain the situation she is in: “which being
to crosse from one beame to another, must worke by waies, and goe farre about, mafking more webs to catch her selfe
mnto her owne purpose, then if she were to goe on ordinary straight conrse’ (1:293). The analogy to the
mythological figure Arachne is obvious: in the Greek myth, Arachne is so excellent in weaving
that she challenges Athena’s skill. She is, however, transformed into an insect as a punishment
since she questions the authority figure. The Angler Woman, also cognisant of her transgression,
challenges the patriarchal authority and associates her condition with a spider. On the other hand,
even if what she turns into isolates Arachne from culture, it turns out to be fruitful in the end
because she engages in what she enjoys doing most. The Angler Woman is caught in a patriarchal
network but she follows her desire even though her transgressive behaviour is likely to conclude
in punishment and ostracisation. The weaving metaphor stands for the female voice in her case.
Likewise, Lady Pastora is “married to a Knight, but her affections |are] wedded to her owne choyce” (1:416).
Although her beloved is married as well, it is repeated that marriage does not hinder the marriage
of true minds: “zhezr love (for what love can be kept secret where such barres bee for enjoying) was seene and
spoken of by many, yet few blan’d them, but wish’d they were free, and married together” (1:416). In other
words, Lady Pastora’s affair becomes metonymic for her agency. Bellamira is also the victim of
arranged marriage and she exerts covert resistance by complying with the rules in appearance. As

she states, “bow willingly would 1 have turned to the other hand: but contrary to my soule I gave my selfe to hinm,
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my heart to my first love. Thus more then equally I devide my selfe” (1:388). Bellamira does not suffer from
physical violence but psychological constraint she endures is apparent. Even if her body is a

conduit for male economy, by keeping her soul and body apart, she becomes self-assertive.

As the examples provided above suggest, although the tyrannical patriarchs or conduct manual
authors including James I do not take into consideration the female opinion but focus on female
body as a means of exchange for patriarchal control, the obvious emphasis on the distinction
between body and soul ensures female empowerment for Wroth’s heroines. While the female
body is trafficable, ownable and masterable, the soul is impossible to possess. Thus, women, who
are under the yoke of marriage, embrace their soul both in order to establish agency either in
seclusion or by finding a solution to the oppression within marriage and to isolate it from the
body employed by men to subjugate women. The female body is detained but the heroines

integrate their soul and love that stand for their agency.

On the other hand, it is notable that their action does not ensure subversion of the patriarchal

order because, as Greenblatt states, total autonomous selthood is a myth:

Whenever I focused sharply upon a moment of apparently autonomous self-
fashioning, I found not an epiphany of identity freely chosen but a cultural artefact.
If there remained traces of free choice, the choice was among possibilities whose

range was strictly delineated by the social and ideological system in force. (Se/f

Fashioning 256)

In the same vein, the heroines cannot transcend the social forces which mould them into a
patriarchally acceptable form. In other words, they still remain within the boundaries of the
patriarchal system and the most autonomous choice they make is still as far as the social forces
offer. Nonetheless, their action turns out to be a voice of protest and rebellion because much as
they cannot always completely overcome oppression in the marital issues nor are they contained
by its practices but even the articulation of the misdeeds of the patriarchal figures, their disavowal
of and resistance against the patriarchal practices amplify their voice. In spite of their inability to
become totally autonomous heroines, “dissident potential derives ultimately not . . . from conflict and
contradiction” (41) which preaches mutual affection and submission to the patriarchs
simultaneously and, when the heroines refuse to “identify” their “interests with the dominant’
(Sinfield, Faultlhines 42) there inevitably occurs disturbances thanks to which they assert their

agency.
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Through the afore-mentioned stories, Urania criticises fathers’ “cruel and tirannical power over their
children” (1:43) and portrays the means women subvert their authority in order to assert individual
will. It condemns paternal inconsiderateness and helps the subordinate claim their existence.
Instead of meekness and silence, the muted half of the patriarchal system is given the chance to
express the difficulties they face. Wroth emphasises that a woman should choose her partner
without paternal intervention. As Andrea states, she “valorizes a woman’s freely chosen love (whether
adulterons or not) over the inescapable constraints of aristocratic patriarchal marriage” (337) and whenever
marriage encumbers true love, extramarital love becomes rightful. Wroth sympathises with
extramarital love because the patriarchal custom denies the means to forge subjectivity. It is not
the victimised wives and daughters to blame but the patriarchal culture because if women were
given the chance to fulfil their wishes, they would not cuckold their husbands or would look for
alternatives to transcend fatherly authority. In this sense, Uranza is a critique of patriarchal marital
practices which lead women to transgressive behaviour. It foregrounds the conflict between the
dominant and the subordinate and the resistance strategies women develop. Krontiris considers it
“a guide on how to thwart paternal anthority” (128) because Wroth’s heroines are no longer voiceless
objects but articulate subjects of their individual desires. Even though they do not have total

control of their lives, they carve space for themselves under the parochial social circumstances.

The criticism of the repressive context of marriage is further emphasised through heroines
who do not consider marriage the only option but remain single. These women also represent the
agency as they reject male custody. For example, Alarina changes her name to Silviana after her
lover abandons her. Through renaming, she refashions her identity and her decision to “wed /her/
selfe to chast Dianas life” (1:217) completely renounces the former identity defined by her
relationship to a man. Silviana indicates that marriage is not the only destiny a woman has to
embrace. Her statement “I love my selfe, my selfe loveth me” (1:224) is the highest degree one can
achieve because she even rejects commitment to her self-chosen love. She becomes “/n/istrisse of
[her] thoughts, and freedoms rule” (1:224) and establishes an autonomous, self-sufficient position.
Likewise, the nymph Mirasilva lives alone in the forest after being abandoned by Sildurino
(1:577); the Lady of Robollo resides in an isolated castle after the death of her betrothed (2:149).
These characters take the vow of celibacy and govern their own territory. The ownership of the
land refers to the ownership of their bodies and the places they live become the feminised space
in which they relinquish their feminine duties. The voluntary reclusion endows them with a
position of authority previously denied by men. In sum, one of the characters, Fancy, also on

behalf of all oppressed women, recounts why she rejects all suitors because marriage would be
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“too strict a busines for [ber] to undergoe” as “the bondage to sweet freedome” (2:38). She thinks the husband

would strictly control her:

My man will say, “Why how now, wher had you thes things? Who gave them you?”
This I like not . . . Thes things can nott bee given for any good butt to abuse mee . . .

therfor never will I marry . . . Noe, libertie and good company are my chosen mates.

(2:38)

Fancy imagines a companionate match with “hansome discourse with a reasonable husband, children to
pass away the time’ (2:38) but, even as her name indicates, it is only a fancy for the seventeenth-

century women.

On the other hand, Urania does not only represent mismatched marriages, tyrannical fathers
or violent husbands but also offers examples based on companionate relationship. It envisions a
better world in which marriage is based upon mutual affection and sanctified by the parents.
Dollimore avers that “subjectivity” emerges when the dominant culture is “under pressure of
contradictions” (“Shakespeare” 482). In this sense, the faultline regarding the cultural appreciation
of the institution of marriage ensures the appearance of emergent subjectivities such as articulate
women who strive for their freedom and who question the patriarchal practices, the development
of new relationships between the figures of authority and female figures, new practices which are
not based upon the understanding of women as an exchangeable commodity and new values
such as companionate marriages that cherish individual opinion over the patriarchal tradition.
The couples who undergo various difficulties but end up triumphant in marriage such as
Veralinda and Leonius, Limena and Perissus, Liana and Alanius, Orilena and Philarchos, Dalinea
and Parselius, Urania and Steriamus, Philistella and Selarinus and Melasinda and Ollarandus
provide an ideal for the institution of marriage in which free choice, personal desire and mutual
affection between couples are taken into consideration because a woman is “not Marchandise, nor to
bee gaind that way, but her love [is] free, and freely should be given” (1:478). Through myriad examples,
Urania displays female perception of love, choices, motives, heroism and endurance to
foreground the female voice subordinated by the male hegemony in a patriarchal context which
dictates “Lord the husband [and the father] in all estates from Shepheardes unto Kings” (1:343). By
juxtaposing romantic relationships with arranged marriages, the romance urges women to fight
against hardships. The portrayal of female experience is significant because women who refuse
subjugation and resist patriarchal control threaten the social order and the orthodox dictum of

obedience; those who seek to control their marital and sexual choices in order to claim agency
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over their lives despite parental coercion, physical violence and psychological torture occupy a
subject position through self-assertion. To emphasise the female quest for the agency, Wroth
“affirms resilience rather than victimisation of the female character” (Miller, “Engendering” 158). If
“subcultures constitute consciousness” what should be done is to “validate the individual” to increase the
“potential resources of collective understanding and resistance” (Sinfield, Faultlines 38). This is what Wroth
and her heroines instil. Pamphilia poetically sums up the discussion on the importance of

reciprocal love:

Love is onely to be gained by love equally bestowed, the giver, and receiver
reciprocally liberal, else it is no love; nor can this be, but were affections meete; and

that we must not all expect, nor can it reasonably bee demanded. (1:94)

Pamphilia has a substantial place in the romance among other female characters. The
protagonist of the work, her prominent characteristic is her love for Amphilanthus while she also
holds the positions of authorship and queenship. Much as she remains loyal to his love
throughout the romance, Pamphilia is not a victim of unrequited love but it helps her become a
skilled poet by which she earns agency. She not only manages to fulfil her duties towards the state
but also illustrates the healing side of self-expression and female solidarity. An analysis of
Pamphilia and her motives demonstrate how she becomes an agent of her life within the
patriarchal culture, how she goes against patriarchal matrimonial practices and how her marriage

offers an innovative solution to then-current male-female relationships.

Leandrus’ courtship with Pamphilia and her rejecting the marriage proposal build up her
character in the first place. Leandrus describes love as “a cureles wound by the never fayling commanding
eyes of Pamphilia” (1:101) and, in their first encounter, Pamphilia’s eyes constitute dominance over
Leandrus. The scene recalls the traditional Petrarchan topos in which the male lover suffers from
the cruelty of the distant lady who is mute so that the male could voice his desire but the present
episode does not silence the female voice. Leandrus becomes functional in demonstrating
Pamphilia’s agency because when he proposes marriage, he turns out to be the mouthpiece of the
cultural mores since he assumes Pamphilia would need male protection: “is 7 possible (most excelling
Queene) that such a spirit, and so great a Princesse, should be thus alone, and adventure without guard?” (1:213).
Pamphilia’s answer contrasts the silent and submissive female image once she states she does not

(133

need someone to protect her because she is capable of taking care of herself: ““my spirit my Lord,’
said she, ‘as well guards me alone, as in company; and for my person, ny greatnesse, and these walls are sufficient

warrants, and gnardians for my safety” (1:213). Pamphilia trusts in her soul in order to be self-

Cilt 2 / Say1 1
Mart 2019 52



MOLESTO: Edebiyat Aragtirmalar1 Dergisi

11

sufficient. However, Leandrus tries to persuade her: ““yez your safety might bee more,” said hee, if joynd
with one, who might defend you upon all occasions, both with his love and strength, while these dull walls can only
incompasse you” (1:213). Ironically enough, Wroth makes Leandrus foreground the female
perspective because both for Pamphilia and several heroines, the dull walls are, indeed, the
representatives of the jealous and stagnant husbands/fathers who suffocate their
wives/daughters under the pretence of protection. For this reason, Pamphilia does not accept the
proposal because she does not accede to the enslavement it would bring given that she is in love
with someone else and she believes in her inner strength to protect herself in case of danger.
Pamphilia thus establishes her agency. What is more, she reinforces it when she cunningly
postpones the final decision. She manipulates the patriarchal formation and appropriates the

conventional code of conduct:

I cannot but thanke you for your princely offer; but it must bee my fathers liking,
with the consent of my nearest and dearest friends that can set any other Crowne on
my head, then that which my people have already setled there; and the consent of so
great a people, and so loving to me, must not be neglected; what vertues are in me,
shall appeare through the obedience I owe, and will pay to his Majesty, and the rest:

therefore I am altogether unable to give you satisfaction any further then this. (1:214)

Pamphilia exploits the custom of arranged marriage in which the father is the sole decision
maker. She seems to obey the patriarchal prescription when she directs Leandrus to ask the
father’s consent but she employs a clever manoeuvre to delay the decision. Even though the act
ostensibly lessens her agency, it works for her interest in that when she declines the proposal
once more in front of her father, she strengthens her autonomous stature considering that the

father is higher than a suitor in the patriarchal rank. The father’s attitude is worthy of attention:

After dinner the King call’d his daughter Pamphilia to him, telling her what an
earnest suiter Leandrus was to him for his consent to have her in marriage, which he
liked very well of, considering his worth, and the fitnesse of his estate, alleaging all
the reasons that a wise and carefull father could make unto himself, or perswade

with, to a beloved daughter. (1:262)

The King of Morea is not coercive but he wisely considers the good qualities Leandrus has.

Instead of compelling Pamphilia to an unwanted martiage, he counsels her.” He assures of her

7 Likewise, when Rodomandro asks his consent, he states it is valid only if Pamphilia accepts the proposal: “The King . . . gave his
consent, butt thus, if she liked; other ways bis consent (beeing but to her owne content) must stand fruictles . . . since without her liking hee would nott
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agency and freedom of choice when he states “he would not force her to any thing against her mind’
(1:263). The relationship is not based on the hierarchical one of the dutiful daughter and the
authoritative father but on the exchange of opinions and mutual understanding. The father figure
is distinctive of the age and their dialogue represents a new practice which flourishes between the
father and the daughter. Thereby, Urania does not only criticise the tyrannical patriarchs but

offers a better model to follow. Pamphilia neglects his counsel too:

That all those things his Majesty had said, she confessed to be true, and that he was
worthy of the greatest fortune the world had in a wife: but his Majestie had once
married her before, which was to the Kingdom of Pamphilia, from which Husband
shee could not be divorced, nor ever would have other, if it might please him to give
her leave to enjoy that happinesse; and besides, besought his permission, “for my

Lord,” said shee, “my people looke for me, and I must needs be with them.” (1:262)

Pamphilia declines Leandrus’ proposal also in front of her father when she states she has already
been married to her state, which fortifies her authoritative position. She alludes to Queen
Elizabeth I as an emblem of the impregnability of individual will. What is more, the narrative
establishes an intergenerational bond with Queen Elizabeth I who, in her speech “The Second

>

Version of the Speech Concerning the Queene’s Marriage,” rehearses the similar idea: “Yea, #o
satisfie you, I have already joyned my selfe in Marriage to an Husband, namely, the King of England. And behold
which I marvell ye have forgotten, the Pledge of this my Wedlock and Marriage with my Kingdon” (117). The
Queen privileges her responsibility for the state and the people over her marital concerns.
Pamphilia employs the same strategy in order to ensure independence. The narrative builds
Pamphilia after Queen Elizabeth I and justifies her agency. By fashioning an identity who acts as
a “speaking subject in relation to Elizabeth’s feminisation of the monarch’s position” (Miller, Changing 113)
The Leandrus episode and the incidents that follow are important in several aspects. The father-
daughter relationship dissents from the traditional structure and the King of Morea represents a
solution to the tyrannical parents who disrespect filial choice. Both the father and the daughter
reject blind obedience to the patriarchal prescriptions as to marital affairs and evaluate the

situation individually based on healthy communication. Pamphilia resists the patriarchal custom

of arranged marriage and shows that wifehood does not necessarily define ideal womanhood.

bave had her to wronge her self, contrary fo her affection, to bee forced, since force can never bee companionated with love” (2:270). The Lady of
Robollo’s father is also an affectionate father who does not force her into an unwanted choice although it is his last wish to see
her daughter martied: “my father . . . onely asked mee if 1 liked of itt, hee wowld never constraine mee” (2:150).
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Thus, she exerts her will to define her identity outside the institution of marriage and offers a

covert critique of marital practices.

Pamphilia produces her work either in nature or in her chamber. Even though the conduct
literature confines women into domestic place and Pamphilia retreats into private space, she
furnishes it subversively and creates a feminised space helpful for self-expression: in her room,
she “faking a little Cabinet with ber, wherein she had many papers, and setting a light by ber, began to reade
them, but few of them pleasing her, she took pen and paper, and being excellent in writing, writ these verses”
(1:62). The private chamber separates her from the impositions of the patriarchal culture that
compels women to get married and procreate. It empowers her agency as a woman and as a poet
since she can construct/reveal her identity without patriarchal interference. Interestingly enough,
when the suitor Rodomandro proposes, she appears surrounded by her books and papers: “zhen
hee went to her whom he found alone, onely boockes about her, which she ever extreamly loved and she writing’
(2:270). Her studies separate Pamphilia from the patriarchal culture but Rodomandro -who
embodies it- intervenes to mold her into a socially assigned role. However, it is remarkable that
although he persuades her to marriage, Rodomandro offers an ideal union which counts on
respect and liberty rather than a hierarchical relationship. Rodomandro, remindful of Pamphilia’s
father who does not blindly stick to patriarchal rules, removes the patriarchal dictum that silences
women in marriage: “nor seeke I soverainitie over love, as that way to master, butt to bee a meanes for mee,

poore mee, to bee accepted and receaved by you” (2:271). He promises to provide her with privacy:

Love your booke, butt love mee soe farr as that I may hold itt to you that while you
peruse that, I may Joye in beeholding you and som times gaine a looke from you if
but to chide mee for soe carelessly performing my office . . . Bee solitarie, yet favour
mee so much as that I may butt attend you . . . I will keepe att what distance you

please, butt still in your sight, els how shall I serve you? (2:272)

It is notable that Rodomandro provides the secure space within the matrimonial bond. He
represents a form of marriage ahead of his time based on mutual understanding and support in
which the husband does not force the wife to obedience but supports the freedom for her inner
quest. Wroth, who criticises the custom of arranged marriages through several stories, presents an
ideal marriage based on the union between two equal people. Their marriage represents an ideal
male-female relationship which does not depend on hierarchy but equality as “youke fellows, noe
superior, nor commanding power but in love betweene united harts” (2:381). In spite of her new social

status, Pamphilia remains an individual because she remains loyal to her self-chosen love; she
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continues her reading and writing activities to express herself; she does not fall under the
hegemony of her father; she postpones marriage as much as possible; when she marries, she does
not get involved in the marriage market but selects her partner individually; she challenges the
institutional structure of marriage based on the inequality of sexes; and, although her association
with Queen Elizabeth I immediately empowers her, the combination of two roles as a woman
passionately in love and as a responsible female monarch renders her more potent a woman than
her predecessor. Pamphilia always remains a “subject to her self” (Masten 78) whose several roles

secure her agency and independence.
3. Conclusion

Although Wroth cannot force a considerable shift in the patriarchal system, considering the
oppressive patriarchal context in which she produces Urania, her courage to criticise the marital
practices is quite worthy of attention. It should be noted that even if Wroth constructs a critique
as to how women are treated within the framework of marriage customs, she does not argue for
the abolition of the institution of marriage. Instead, she foregrounds female expression, reflects
the tension women undergo as to their private self and public duty and challenges the gendered
system that assigns women to subordinate roles. She responds to the cultural constraints through
portrayal of heroines uncircumscribed by their social milieu. The stories the heroines experience
grant them agency and, instead of focusing on female victimisation, they eventuate in female self-
assertion. The heroines end up triumphant when they unite with their beloved; when they
completely object to arranged marriage; when they endure physical and psychological torture;
when they balance inner turmoil with public pressure; when they follow their desire once
married; or when they never get married. Although independence from patriarchal interference
becomes impossible at times, the heroines still manage to better their condition within the
present order. Wroth’s heroines are not defiant enough to pursue sexual desire but female
heroism and the will to self-determination stand for the resolution to be the agents of their acts.
The heroines dissent from the maxim of chaste-silent-obedient and refashion themselves against
the seventeenth-century parameters. These articulate subjects question the stereotypical
understanding of femininity and forge idiosyncratic identities. Thus, the heroines challenge the
hierarchical patriarchal culture and create gender confusion that threatens the social order. In a
social context in which the acceptable female behaviour extends as far as the patriarchal figures
approve, Wroth saves women from the subordinate and silent position they are compelled to
occupy. The Countess of Montgomery’s Urania becomes a “site of struggle” (Dollimore, Radical li) in
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which the marginalised women of the patriarchal seventeenth-century culture become the

protagonists.
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Giris

Edebiyat tarihini ele alirken 6zellikle estetik kaygiyl ve toplumsal olaylarin edebi esetlerin
ortaya ¢tkmasindaki etkisini 6ne ¢ikaran Ahmet Hamdi Tanpinar (1901-1962), Osmanli’nin son
doneminin ¢alkantili yuzyii olan on dokuzuncu yizyil Tirk edebiyati tarthini kaleme aldigt
metinlerinde Abdiilhak Hamid Tarhan’a (1852-1937) 6nemli bir yer vermistir. (Dogramacioglu
2010:1014-1031) Turk edebiyat: tarihinin saheserlerinden olan 79 uncu Asir Tiirk Edebiyat: Tarihinde
Recai-zade Mahmud Ekrem Bey’den (1847-1914) sonra Abdilhak Hamid’i ele alan Tanpinar, ona
diger bircok edebiyatciya nispetle daha genis bir yer vermistir (1988).

Tanpinar bu eserde Hamid’in 6nce hayatini ele almis, daha sonra eserlerine tesir eden ¢evresel
etkiler, karakter ve sekil gibi bazi hususlara deginmis, son olarak da siir ve tiyatrolarindan olusan

eserlerini ayrintili bir sekilde degerlendirerek Hamid’e ayirdigt boliimi bitirmistir.

Cesitli dergi ve gazetelerde cikan edebiyata dair makaleleri ile Milli Egitim Bakanlhg:
tarafindan yayinlanan Iskim Ansiklopedisine yazdigi yazilar ve miisterek calismalarda ¢tkan yazilarin
Zeynep Kerman tarafindan bir araya getirilerek olusturuldugu Edebiyat Uzerine Makaleler, onun diger
bir eseridir (1977).

Derslerde 6grencilerinin tuttugu notlardan olusan ve Abdullah Ugman tarafindan yayina
hazitlanan Edebiyat Dersleri adlt kitabinda ise sanatinda 6ne ¢ikan hususlar ele alinmis, Namik

Kemal’le birlikte tiyatroya bakislart aktarilmis ve esetlerine deginilmistir (2016).

Calismamizda Tanpinar’in bu g eserinden ve onun Abdilhak Hamid’e dair goruslerine yer

veren daha baska bilimsel metinlerden yararlanilmistir.

Hayat:

Hamid, hayati eserlerine tesir etmis bir edebiyatcidir. Hayatinin hem merhaleleri hem de
yasadiklart eserlerine yansimistir (Tanpinar 2016:107). Dolayisiyla eserlerini daha iyi anlayabilmek

icin hayatint iyi bilmek gerekir.

Tanpinar’in belirttigi tGzere Abdilhak Hamid’in hayatini ve yasadigt ¢evreyi daha iyi
anlayabilmek icin ise onun Hatzrafini, babasinin Avrupa Seyabatnimesini, kigik amcasinin Lezdif-

Rivayat-1 Endernn’unu ve Abdilhak Molla’nin Tarib-i Liva’int okumak gerekir (1997:500-501).
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Izmirden Misir’a gitmis ve en parlak zamanini II. Mahmud déneminde yasamis bir aileye
mensup olan Abdiilhak Hamid, 1852 yilinda Istanbul’da, Bebek’te diinyaya gelmistir. Ailesi saraya
yakin oldugu icin ilim ve siyasette ileri gelenlere yakin olmus ve bu durum hayatinda 6nemli etkilere

sahip olmustur (Tanpinar 1997:500, 2016:108).

Bes yasindayken mahalle mektebine, sonra Hisar Riistiyesine gitmis, ayn1 sene i¢inde ulema
cocugu olmast dolayistyla kendisine sekiz yiiz kurus maasla Istanbul Ruusu verilmistir. Mithim
hocalardan 6zel dersler almus, bunlardan Tahsin Efendi’nin kendisine siir zevkini astladigini

soylemistir (Tanpinar 1997:501).

1863 yilinda Paris’e, donditkten sonra da babasinin Tahran sefirligine tayininden dolay1 1865
yilinda Iran’a gider. Tahran’da sefaret miinsisi Mirza Sevket'ten Hafiz'in ve Sadi’nin dilini 6grenir.
Burada fazla kalamadan 1867’de babasinin 6liimii tizerine Istanbul’a déner. Cesitli memurluklarda
bulunur. 1871 yilinda akrabasi olan Piri-zade ailesinden Fatma Hanim’la evlenir. Bu seneler

Hamid’in edebiyata basladigi déonemdir (501).

1875’te Paris sefareti ikinci katipligine tayin edilir. Nesteren piyesi, Belde ve Sabra’nin bazi
pargalart Paris seyahatinin mahsuludir. Nestere’in Paris’te yayinlanmast Sultan Abdilhamid’i
kuskulandirir ve 1878’de Istanbul’a geldiginde vazifesinden alinir. Bu devirden itibaren Abdilhamid
idaresi tarafindan hep stpheyle karsilanacak, hatta Namik Kemalle irtibatindan dolay1 sorguya
cekilecektir (502-503).

Paris’ten donditkten sonra 1883 yilinda Hindistan, Bombay’a tayinine kadar gecen stire
hayatinin en buhranlt dénemi olarak kabul edilir. Bu dénemde degisik yerlere nakledilse de hicbir
yerde kalamamistir (503).

Bu dénem Hamid’in en uretken devrelerinden biridir. Bu dénemde Egberi Tarikr, Tezeri
hazirlamus; Tarkin zeyli olan [bni Musa’ya baglamis ve Sahra’yt nesretmistir. Bu dénemin en 6nemli

esetleri ise Hazine-i Evrak’taki kiigik manzumeleridir (503).

Esinin hastaligi dolayisiyla Bombay’dan ayrilir, ancak daha Istanbul’a varmadan 21 Nisan
1885 yilinda, Beyrut aciklarinda esi vefat eder. Bu vefat, Makber, Hacle ve Olii gibi esetlerinin
meydana ¢ikisinda biyiik bir etkiye sahip olacaktir. Bu ti¢ manzum eserinden sonra Divaneliklerin,

Kahbe veya Bir Sefilenin Hasbibali ve Bunlar Oduru nesreder (505).

1886 yilinda Londra sefareti bagkatibi olarak tayin edilir. Hamid, burada kaldig1 stirece Gayret

mecmuasina yazmaya devam eder.
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Londra’da iken 1890 yilinda Nelly Hanim’la evlenir. Evlendikten sonra ¢ok ge¢cmeden
vazifesinden azledilerek Istanbul’a gelir. Zeynep ve Finten'i nesretmeye calisir fakat Maarif Vekaleti

izin vermez. Bir daha eser nesretmemek kaydiyla tekrar Ingiltere’ye génderilir (506-507).

Hamid’in bundan sonra “Orda-yi Hiimayunda bir sair”, “Hediye-i sal” ve imza yerine adinin

bas harflerini koydugu Finter’den pargalar nesretmistir (507).

Ginessizliginden yakinsa da Londra’yt sevmektedir. Buranin en ¢ok sevdigi 6zelliklerinden

biri htrriyettir. Nitekim “Hyde Park” adli manzumesinde bu sevgisini su misra ile ifade eder:
“Aceb hiirriyeti ey kug, bu milletten mi igrendin? (507)”

1895 yilinda Hollanda, Lahey’de gorevlendirilir. Tki sene sonra ise tekrar Londra’ya déner.
Bir ara Madrid sefirligine tayin edilmek istense de “Tarik” adli bir piyes yazmis olmast ve
Ispanya’nin da Miisliiman komutan Tarik b. Ziyad tarafindan fethedilmis olmast dolayistyla buraya

tayini siyasi nezaket agisindan uygun gorilmez (508).

1906°da Britksel’de elcidir ve Mesrutiyet ilan edilirken de oradadir, I/ban’t burada yazmustir.
Belirttigine gore 6nceki karist Fatma Hanim’a benzedigi i¢in evlendigi Nelly Hanim 1911 yilinda

olur.

1912 yilina geldigimizde gorevinden azledilir. Stkintilt bir Istanbul dénemi baslar. Sonunda

Ayan Meclisi’ne” secilir (508).

Birinci Diinya Savast esnasinda bir stire bu meclisin baskan vekilligini yapar. Savastan sonra
yine stkintili giinler baslar. Cumhuriyet hukiimeti kendisine maas baglar. 1928’de Buytk Millet
Meclisine tiye secilir. 1937 yilinda, Nisan ayinin on ikisinde zatiirreden olir (508).

Dogu-Bat1 dillerini ve kiltirlerini yerinde 6grenme imkanina sahip olmast bakimindan sansh
saytlmaktadir. Soyle ki Farsca Ogrenecegi zaman babast Iran’a elci olur. Fransizcayr Paris’te,

Ingilizceyi ise Londra’da iletletir (Tanpinar 1977:253).
Yagadig1 Dénem ve Cevre:

Tanpinar’a gére Abdilhak Hamid’in icine dogdugu ¢evrenin Tanzimat'in en canli bir sekilde

kendini hissettirdigi, Sinasi’nin Tasvir-i Efedr1, Ali Suavi’nin Mubbiri ¢ikardigi bir ¢cevredir. Hemen

2 Mestutiyet donemi ikinci yasama organi.
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oniinde Namik Kemal ve Sinasi gibi edebiyat adamlarint bulan Hamid, bunlarin eserlerini okuyup

benimseyerek buyir (2016:100).

Osmanli’nin son déneminde on dokuzuncu asrin ikinci yarisinda Avrupa tarzi nesir tirinin
dogusu ve 6zellikle edebi tiirlerin ortaya ¢ikmast agisindan 6nem arz eden 1876 yili I. Mesrutiyet’in
ilan edildigi y1l olmasinin yaninda, Hamid’in ilk siir kitabinin nesredildigi tarihler olmast bakimindan

6ne cikar (106-107).

Abdilhak Hamid Tarhan’n iginden ¢iktig1 toplum, “medeniyet degismesi” seklinde ifade

edilen bir kriz icerisindeydi (111-112). Osmanlt toplumu bu krizi Tanzimat’la asmaya ¢alisacaktir.

Tanpinar’a gére Tanzimat, “Garbden bir seyler alma hareketi”dir ve Hamid de bu hareket
cercevesinde romantizmi almistir (Onal 2007:14,143-146, Alptekin 2001:83). “Avrupa ile kiiltiirel
temasta bulunan ilk adamdir.” Hamid, hem sarkta hem de garbda bulunmustur. Garb’ sever fakat

Sark’t da unutmaz. Onda sark-garp esittir.

Tanpinar, Hamid’in Makber adli eserinin yayinlandigi yil olan 1885 alisilmisin disinda
edebiyat tarihinin 6lgiitlerinden biri olarak kabul eder (Onal 153).

Tanzimat sonrast yeni Tirk edebiyatt cercevesinde degerlendirilen Abdilhak Hamid
Recaizade ile birlikte ara nesli (Onal 161, Alptekin 122), diger bir ifadeyle Sinasi ve Ziya Pasa’dan
sonra ikinci veya Uglinct nesli olusturur. Bunun bu sekilde degerlendirilmesi nesillerin birlesmesi

dustincesiyle agiklanmaktadir (Tanpinar 107).
Mizact:

Tanpinar’a gére Hamid’in mizacinda dikkat ¢eken nokta, tam disiplin yoklugudur. (511)
Hamid, Hdtirafinda simartlmis oldugundan ve hentz ilk ¢aglarindan itibaren uysal insan
aradigindan bizzat kendisi bahseder (511). Mektuplarinda, yaptigt isin farkinda olmasina ragmen
kendisinden stk sik siphe duydugunu yazar (511). Hayatinin ilk on sekiz senesinde ¢ok ¢alismis

olmasina ragmen kendini ¢alismak yonunde disipline edemez (511).

Tanpinar Hamid’in devrine gére modern insan sayilabilecegini belirtir ve onun geleneklere
karst kayitsiz oldugunu séyler (511). Onun mizacini anlatan en iyi iki eseti Belde yahut Divaneliklerin

le Garap/1dir (513).

Cocuklugundan beri bas agrilarindan sikayetci olmustur ve bir yigin ruhi tiki vardir (513).
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Tanpimar’a gore Hamid’in eserleri devrine gore degerlendirildiginde yenidir. Hamid,

esetleriyle bir devam zinciri kurmustur (513).
Edebi Kisiligi:

Namik Kemal-Hamid neslinin batt romantiklerini takip ettikleri kanaati yaygindir (Tanpinar
1977:72). Avrupa’yla ilk basta tesadiiflerle, sonra ise bilingli bir sekilde kultiirel temasta bulunan ilk
edebiyat¢t olmast bakimindan 6nemli olan Abdilhak Hamid’in edebi kisiliginin olusmasinda

yasadigl donem ve cografyalarin etkisi buyuktir (108-109).

Otuz bes yasina kadar sahsiyetini tesekkil ettirmis olan (108-109) Abdilhak Hamid’in edebi
zevkinin olusmasinda kendisiyle siirekli bir irtibat halinde bulundugu Namik Kemal egsiz bir role

sahiptir (214, 230-231).

Abdilhak Hamid’in, kendi agzindan aktarildigi tizere Batili edebiyatcilardan 6zellikle Victor
Hugo’yu sevmis ve ondan “zitliklar’” almistir. 1878-1879 yillarindan sonra Hugo’yu iyice tanimustir.
Tanpinar, iyi bir tenkit kitabr olarak gordugii Riza Tevfik’in “Abdtlhak Hamid ve Miulahazat-1
Felsefiye”’sinde Hugo’nun 6zellikle “Dieux” adli epopesinin Hamid’e etkisinden bahseder
(1997:552). Fransiz edebiyatcilardan ise Corneille ve Racine’den 6zellikle konu bakimindan
yararlanmistir. Moliere ise Ahmed Vefik Pasa aracilityla yazari etkilemis ve bu etki I¢/i Kiz’da ortaya

cikmistir. Neszeren adli eserinde Corneille’in, Belde ve Sahra’da ise romantiklerin etkisi gérilir.

Ingiliz edebiyatci Shakespeare’in tesiri ise Hamid’in Londra’ya gitmesinden sonra kendini
gosterir (578). Romantik piyes anlayisint yansittigi Finten ve [bn-i Miisa gibi eserleri Shakespeare’in
etkilerini tasir. Diger bir Avrupalt yazar olan Italyan yazar Dante Alighieri’nin (1265-1321) tesiri ise
Mesrutiyet’ten sonra goriliir (Tanpinar 2016:108).

Sanat Anlayis1

Tanpinar, sanat esetlerinin dogusuna dair sanat tarihgileriyle psikologlar arasinda bir rekabet
oldugunu belirterek edebiyat tarihgilerinin psikologlarin sanat eserlerinin dogusunu kendi metot ve
nazariyeleriyle acikladiklar gbrislerine katilmadiging ifade etmektedir. Ona gbre Freud, Jung vb.
psikologlarin bu alanda yaptiklari, sanat tarihi degil, bir nevi arastirmadir (106). Bununla birlikte
Hamid’i, i¢inden ¢iktigt toplumun bir drind olarak géren (106) Tanpinar, metinlerinde hi¢
beklenmedik bir anda bile diger bir¢ok yazarda oldugu gibi Hamid’in de psikolojik hallerine dair

ipucu veren ciimleler ortaya koyar (Onal 164, Tanpmar 109).
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Hamid’in i¢inde bulundugu psikolojik durumla eserleri arasinda giiclii bir bag oldugunu ifade
eden Tanpinar, onun psikolojisini anlamak i¢in su ciimlesinin dikkate alinmasi gerektigini belirtir:
“Ben dalkavuktan, beni eglendiren adamdan, nasihatten hoslanirdim.” Bu ¢ercevede kendine
hayranlik ve bogulma duygulari arasinda narsisistik bir kisilige sahip oldugunu ifade ettigi Hamid’in
bu 6zelligi kiiciikken babasinin taklidini yapmak veya romantizm unsurlarint barindiran 1Validensde
etraftaki kisilerle alay etmek seklinde aciga ¢itkmus, tirld sikintilar ¢ekmis “anne” figlirti birgok
eserine yanstmistir. Hamid’in narsisizmi kendini bir kriz hazirlama boyutuna kadar varmistir. Bu

durum Hacle adli eserinde daha agik bir sekilde gortlir (109-110).

Hamid’in sanatinda dikkat ¢eken bir baska psikolojik figiir ise ki¢tikken gordiigi bos bir
cukurun, distincesinde 6lum duygusuyla birlikte bir mezar olarak yer etmis olmasidir (Gl
2016:371-384). Kiugikluginde bu mezar dustincesi geceleri aklindan ¢itkmaz ve o bos mezarin
doldurulmasi gerektigi diistincesini hep tasir. Akrabalarindan olenler baska mezarlara gomiiliince o
mezart disincesinde 6lecek olan sevgiliyle doldurur. Sonrasinda da c¢aligmalarinda “tezatlar
sanatt”ni1 takip ettigi ifade edilen Hamid, (Tanpinar 2016:128) Garan/da iki kiz kardesten sevdigi
birini, Fatma Hanim’1 o bos mezara koyar (Tanpinar 1977:250). O dénem toplum tarafindan ragbet

goren bu tir anlatimlar, Tanzimat edebiyatinin duygulani ifade etme cabasiyla 6rtismektedir

(Tanpinar 2016:111).

Abdilhak Hamid, aile hayatinda oldugu gibi sanat hayatinda da kendisinden 6nce gelmis ona
yol gbsteren buytik edebiyateilarin 1s181yla yolunu aydinlatmast bakimindan biytk bir talihe sahiptir.
Bu kendisi i¢in sans olmus olsa bile “stiphenin atesinde pismemis” olmasindan dolay: eserlerinde
birtakim eksiklikler mevcuttur. Bu eksiklik, kendini baskalarini okumama seklinde gosterdigi gibi
bir kere yazdigint bir daha okumama seviyesine kadar varmustir (Tanpinar 1977:253). Tanpinar,
diger yandan Hamid’in tim eserlerinde dil ve tslap bakimindan yaptigt keyfi secimleri elestirmistir
(Demircan 2003:4, Tanpinar 1997:507). Hamid’in elestirdigi baska bir 6zelligi ise oynanmak icin
yazilmast gerekirken dramalarini kaleme alirken bu unsuru dikkate almamasidir (Demircan 6).
Ancak bu gibi eksiklikler sadece kendisiyle ilgili degildir, yasadigi donemin 6zellikleri de bunlarda
etkili olmustur (Tanpinar 1997:256).

Hamid’in nesli eskiyle yeni arasinda, yeni tislubun tam oturmadigt bir dénemde yasadigindan
dolay1 bu dénemde toplumun dilini ve Gislubunu etkili bir sekilde yansitacak eserler ortaya koymak
zotr olmustur. Onun dilinde “mutlak” yoktur. Dildeki bu diizensizlik onu bir nevi kararsizlik icinde
birakir. Bunun diger bir sebebi, sark ve garbin ortasinda kalmasidir (515). Siitlerinde ti¢ dilden alinan
karistk ve keyfi bir dil vardir. Aruzun hemen her veznini, heceyi, serbest nazmi, vezinsiz kafiyeli
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siiri bir arada dener (514). Dilindeki kararsizligin diger bir nedeni de 6mrintn buytk bir kismini
disart memleketlerde gecirmesi ile (515) tzerinde bulunan gurbetin tesiridir (516). Tum bunlara
ragmen Hamid’in eserleri 1885 yillarina dogru oldukega kalabalik bir okuyucu kitlesi tarafindan

benimsenir ve piyesleri baska dillere ¢evrilerek genis bir yanki uyandirir (517).
Tanpinar, Hamid’in sanat hayatini ii¢ ana devreye ayirir:

1. Camlica devri: Paris’e gitmeden Onceki devrini olusturan Camlica devri, Hamid’in
olusumunu gerceklestirmeye calistigi devir olarak kabul edilir.

2. Hindistan devri: Bu dénemde Abdilhak Hamid, Bunlar Odur adli eserinde agikladigt tizere
kendini tabiata adar. Bu dénem Hindistan doniisti ve Makberin ortaya ¢ikisiyla sona erer.

Artik olgunluk devri baslamistir.

Abdilhak Hamid Tarhan Belde, Nazife, Sahra, Ibn-i Miisa (1997:507) gibi lirik esetlerinin
¢ogunu 1886 yilinin sonlarinda Londra’ya gitmeden 6nce kaleme almis ya da yazmaya baslamistir

(Tanpnar 2016:111).

3. Londra’ya gidis: Bu devirde Hamid’in sanati ve kaderi degisir. Nelly isminde bir Ingiliz’le
evlendigi Londra’da Finten, Zeyneb, Ibn-i Miisa ve Garan’1 yazar (108).

Hamid’in eserlerinde ¢ogunlukla su ti¢ mesele konu edilir:

1. Medeniyet degismesi;
2. Inkiraz (¢okiis);

3. Gincel olaylar
Yazarin sanatint belirleyen diger G¢ unsur ise sunlardir:

1. Alim, felsefe diline hakim, tarihi seven bir aileden olmast;
2. (Ciddi tahsili olmamasi, kendini kabul etmesi;

3. Sanatini hayatinin meselelerinden almasi (112-113).

3 [bn-i Miisa, Abdullah U¢man tarafindan hazirlanan Edebiyat Derslerinin 108. Sayfasinda Shakespeare’in etkisiyle,
dolayistyla Londra déneminde yazildigt belirtilitken ayni calismanin 111. sayfasinda Londra 6ncesi dénemde
yazilmis eserler arasinda gosterilir. Bu farklilik, sairin Tbni Musa’ya Edirne’de iken baslamis fakat eserini Londra’da
iken bitirmis olmasindan dolayidir. Ayrica bk. Tanpinar, 79. Yiigyd Tiirk Edebiyat: Taribi, s. 505.
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Gelenegin Tesiri:

Hamid’le Ttirk siiri gelenegin “temiz taraflarina” donmeye baslar. Bu doniis Yahya Kemal’de

zirveye tasinir (Tanpinar 1977:73).

Makberin ortaya ¢itkmasinda Fuzili’nin tesirlerini agtk eden Hamid’in (160), siir konusunda
tzerinde durdugu mesele vezin ve dildir. Bitiin hedefi eski siir seklini kirmak olan sair, yeni dil
arayisindaki gibi Sinasi’den sonra bunu gergeklestiren ikinci kisi olarak kabul edilir (Tanpinar
2016:113-116).

Turk edebiyatindaki 6nemini vurgulamasinin yaninda Hamid’1 tenkit etmekten ¢ekinmeyen
Tanpinar, onun eserlerinde Tanzimat stirecinde gegmisle hesaplasma duygusundan dolayt saglam
bir dil ve teknik bulunmadigr diistincesindedir. Ona gore bu durum sairin etrafindaki degerlerin
surekli degismesinden kaynaklanir. Buna ragmen Makber'inde baglandigr bir sekil vardir (112). Bu
karar, degisen degerler arasinda degismeyen bir sabite olmast bakimindan olumlu olarak algilansa
da klasik siirdeki “nagme”yi anlayamayan Hamid’in (Tanpinar 1997:322) siirindeki dehas1 sekil ve
kafiyeyi asamamaktadir. Tanpinar buna 6rnek olarak sairin en giizel eseri olan Makberi verir ve su

dizeleri ekler:
“Akrep mi yedinm yilan mi yuttum
Yazdikea miirekkebi kuruttum.
Lakin yerimiz olan kovuklar
Komsnysa kiimesteki tavuklar,
Yaz gelse yanarsinz, swaktan
Kag geldi mi dondurnr soguklar (255)...”

Hamid’i sevenlerin onu siirinden dolaytr degil de fikirlerinden dolayt sevdiklerini ifade eten
Tanpinar, siirin bir diisince olmadigini, kaldr ki boyle olsa bile diisincenin Hamid’de ar1 ve duru

bir sekilde bulunmadigini belirtir (256).

Edebiyat Uzerine Makaleler de siitinden sonra tiyatro eserlerini degerlendiren Tanpinar, bunlari
sairin en zayif eserleri olarak nitelendirir. Ornegin en derli toplu trajedi eseri gibi goriinen Egberde,
okuyucuyu sairin diinyasina gotiirecek yedi misra bile bulunamayacagi ifade edilir. Hamid’in yakinlik
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duydugu Fransiz Corneille’in siitleriyle karsilastirdigimizda Hamid’in siitleri daha sonik kalir. Bu
durum onun Corneille’i daha ¢ok konu yoniinden begenmesi dolayisiyladir. Sadece Corneille’i degil,
bitiin sairlerle olan iliskisi de bu yondendir. Durum bu olunca bu bakis agist da sanatina yansimistir

(256). Hamid’i sevenlerin, siirini degil de daha ¢ok fikirlerini sevmeleri de bundan dolay: olabilir.

Manzum tiyatroya inanmayan Abdiilhak Hamid’in trajedide en biiyitk amaci, devrinin klasik

gorust ile tiyatro anlayisint birlestirmektir fakat bunu gerceklestirememistir (Tanpinar 2016:114).

Abdilhak Hamid’in eserlerinin, kendisi hakkinda Namik Kemal’in séyledigi sozlerin 6tesinde
hentiz hakkiyla tenkit edilmedigi gériisiinde olan Tanpinar, sairin etrafindan gelen etkilere actk bir
yapiya sahip oldugunu, bu 6zellik bir sair i¢in eksiklik olarak kabul edilmese bile gelen bu etkiyi
disartya “yepyeni bir kudret ve hayatiyetle” yansitip yansitmadiginin stipheli oldugunu, hatta “nasil
yazmasint degil, nasil yazilmamasint 6greten” biri oldugunu belirtir (1977:258). Fakat begenilsin
veya begenilmesin Hamid, Turk edebiyatinda Makberle Avrupali siir tarzinin ilk biytk taninmis

sairi olma unvanint elde etmistir (258).

Sonrakilere etkisi bakimindan ise su iki 6rnek verilebilir: Recai-zade Mahmud Ekrem (1847-
1914) ve Tevfik Fikret (1867-1915). Siitleri gerek icerik gerekse nazim sekilleri bakimindan Recai-
zade Mahmud Ekrem’e (1847-1914) yol gosterici nitelige sahip olan Hamid, kendisi de Recai-
zade’den etkilenmistir (249-252). Fikret ise siirlerinde apacik bir sekilde Hamid’i taklit etmistir (261).

Sonug

Edebiyat tarihi, tarih icerisinde var olmaya basladigt donemden olmak kaydiyla bir milleti
sistematik ve kronolojik olarak inceleyen bir disiplindir. Edebiyat tarihlerinde anlatim sahis merkezli
olabilecegi gibi asttlara yahut akimlara ayrilmis bir halde de olabilir. Edebiyat tarihgisi, tarihi yazilan

mevcut donemin edebi esetlere yanstyan birikimini saptayip sonraki nesillere aktarandir.

“XIX. Aswr Tiirk Edebiyat: Taribi” ile edebiyat tarihgisi Tanpinar, ylzini Bat'ya ve
modernlesmeye ¢evirme yoni ile Tirk tarihinde doniim noktast niteligi tasiyan bir ast1 objektif ve
stbjektif yorumlari ile okuyucuya sunmustur. Turk Milletinin i¢inde bulundugu buhranli asr
incelerken eski ve yeni zemininden yola ¢ikan Tanpinar, edebiyat tarihini yazmadan 6nce 6nemli
bir hazirlik devresinden ge¢mistir. Yaklasik on yil siiren bu 6n hazirliktan sonra basilan eser metot
acisindan takdir edilmis ve terminoloji olusturma-model kurma yoniyle de dikkatleri tizerine

cekmistir.
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Tanzimat’tan Servet-i Fiinin’a kadar olan dénemin tarihini ele alan Tanpinar, Batihilasma
hareketlerini 6zetleme, sairleri kendi dil ve bicim 6zelliklerine gore siniflandirma ve medeniyet-
edebiyat iliskisini zihniyet degisimi baglaminda ve eski-yeni kapsaminda ortaya koyma acisindan

kendi metodunu ve tarihgiligini uygulayarak géstermis bulunmaktadir.

Abdulhak Hamid, Tirk siirinde modernlesmenin 6nciilerinden sayilmis ve bu yoniiyle 79 uncu
Aswr Tiirk Edebiyat: Tarihinde Tanpinarin tzerinde 6nemle durdugu isimlerden biri olmustur.
Tanpinar, Hamid’e dénemin pek cok sairine nispetle edebiyat tarihinde daha ¢ok yer vermis ve
onun hayatiny, siir ve tiyatrolarini, eserlerine tesir eden etkileri kendi stibjektif degerlendirmelerini

de kullanarak yazimini bitirmistir.

Hamid’in edebi kimligini olusturmasinda Namik Kemalin yeri buytktir. Fransiz
edebiyatindan (Corneille ve Racine)’den konu bakimindan etkilenmistir. Eserlerinde romantiklerin
etkisi gorilir. Piyeslerinde ise Shakespeare’in etkisi oldugu bilinir. Narsisistik kisilik 6zelligi
barindirmakta ve i¢inde bulundugu psikolojik durumlar ile eserleri arasinda giicli bir bag oldugu
gorilir. Begenilsin yahut begenilmesin Hamid, Tirk edebiyatinda Avrupalr siir tarzinin ilk biytik

taninmis sairi olma unvanini elde etmistir.
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MOLESTO: Edebiyat Aragtirmalar1 Dergisi

THE KITE RUNNER AND ITS FILM ADAPTATION AS A SITE OF
TRANSLATION
CEVIRIBILIM GOZUNDEN UCURTMA AVCISIROMANI VE FILM
UYARLAMASI
LE CERF-VOLANT DE KABUL ET SON ADAPTATION FILMIQUE
COMME UN SITE DE TRADUCTION
Makale Bilgisi . . .
SEMA USTUN KULUNK!
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ABSTRACT

In this study, the novel The Kite Runner (2003) by Khaled Hosseini and its film adaptation, presented with the same
title, is analyzed. From a translational point of view, this intersemiotic study questions the references of the rendering
of a verbal source text into a different semiotics system. In other words, the study dwells upon an interdisciplinary
approach, integrating discourse analysis, and intersemiotic translation, and concentrates on the discursive references
that govern the reception of the relevant works. Revealing how different agents of text production might turn the same
source text into different target texts, the study views the novel as the source text and its film adaptation as the target
text. Accordingly, the original and translated texts are elaborated with references to the prevailing concepts of
Translation Studies such as fidelity, intervention, manipulation within a comparative paradigm of source vis-a-vis the
target text.
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ABSTRAIT
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1. Introduction

This study sets out to illustrate an analysis of the film adaptation of the book The Kite Runner (2003)
by Khaled Hosseini. The book was adapted to the cinema with the same title The Kite Runner (2007), directed
by Marc Foster. The script of the film was written by David Benioff. The study focuses on the question
“what can an adaptation of a written work of fiction to the cinema screen can tell us with respect to
translation?”. As a study on products of different sign systems (i.e. verbal and visual), the work requires an
interdisciplinary approach. Accordingly, the theoretical background is based on a triad of perspectives. First,
Critical Discourse Analysis (CDA) provides the analytical framework for the examination of translational
references in the film adaptation. Second, the field of Adaptation Studies is visited to explore its foundational
premises concerning cinema and other visual media and their relation to translation. Third, the concept of
Intersemiotic Translation is explicated as a form of translation that intermingles different sign systems in a
translational framework. This scrutiny on the theoretical framework is followed by a comparative analysis
of the novel and its film adaptation with a concentration on the plot, spatial context, themes, language use,

stylistic elements, and discursive examination of extratextual and metatextual materials.

2. Theoretical Framework
2.1 Critical Discourse Analysis (CDA)

Discourse is the use of language as a social practice with references that vary according to its
contextual framing (Fairclough, 1995, p. 7). It depends on both language and non-linguistic phenomena
(Hatim and Mason, 1997, p. 141). Discourse serves as a medium, either explicit or implicit in any place of
communication, by which certain referents are communicated in a society (Van Dijk, 1997, p. 25). As
Norman Fairclough (1995) argues the importance of the discourse stems from its prominent role in
sociocultural reproduction and change (1995, p. 2). In this study, CDA is instrumentalized to unveil the
translation of the original discourse into another means of communication, which is cinema in this case.

Critical Discourse Analysis (CDA) enables the researcher to study the discourse from several
perspectives, including language, effects of ideology, asymmetrical relations of power, and sociocultural
change. There might be variable concentrations of discourses among which repetition, predictability and
reproduction of practices, or creativity and innovation can be counted.

Fairclough (1995) defines the CDA in a three-dimensional framework: discourse practice, orders of
discourse and intertextual analysis. The first refers to the “ordered set of discursive practices associated with
a particular social domain or institution and boundaries and relationships between them” (Fairclough, 1995,
p. 12). The second dimension of the framework is concerned with the production, consumption and the
distribution of the texts (Fairclough 1995, p. 13); whereas, the third one, as its name suggests, is about the
relation of the texts with one another available in the context under study. In this study, it’s the last premise
that prevails the analysis, in which the film adaption is regarded as a text on its own right. In this vein, the

film and the source novel are elucidated within an intertextual perspective.
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2.2 Adaptation Studies

The word adaptation is defined as “the process of changing something to suit a new situation; a
film/movie book ot play that is based on a particular piece of work but that has been changed for a new
situation” (Oxford Dictionary, 2000, p. 13). As expressed in this entry, adaption always brings about change
regardless of the adapter, or the adapted. In this study, the word is used to refer to the adaptation of a work
of fiction (i.e. a novel), into a visual medium (i.e. cinema).

In the field of Adaptation Studies, it is assumed that adapters cannot simply "transpose" ot transfer
one particular text from one medium to another. They are to re- interpret, re-work, and re-imagine the
precursor text because they are supposed to choose among the various meanings and sensations. In this
regard, the decisions of the meaning-making agents are prevailingly governed by the concerns over the most
compelling and most effective options. In this transformation process, they bring together scenes,
characters, plot elements, etc., in a new medium of disseminating intended meaning (Albrecht-Crane, 2010,
p. 13).

In nature, film adaptations are multi-layered, requiring a number of issues to be considered. Among
them actors, film making conditions, variety of expectations from procedures, as well as time and space can
be counted. Film adaptations of novels invariably superimpose “a double set of generic conventions, which
are drawn from the generic intertext of the source novel itself, and the one consisting of those genres
engaged by the translating medium of film” (Stam, 2008, p. 17). Another important question to be
considered in adaptation is context, referring to the elements that go with and alongside the text.

Furthermore, it would not be wrong to argue that many of the changes between novelistic source
and film adaptation have to do with ideological and social premises. The question to be asked is “whether
the adaptation pushes the novel right by naturalizing and justifying social hierarchies based on class, race,
sexuality, gender, region and national belonging or to the “left” by interrogating or leveling hierarchies in
an egalitarian manner” (Stam and Raengo, 2007, p. 44).

The analysis of a film adaptation mainly dwells upon moralistic terms such as “infidelity, betrayal,
deformation” etc., which is also mostly the case for evaluations on translations. The prevailing negative
emphasis on the adaptation derives from “a priori valorization of historical anteriority and seniority, the
assumption that the older arts are necessarily better arts” (Stam and Raengo, 2007, p. 4). However, there are
also several arguments that negate this claim on the basis of the fact that film is ideally equipped as the novel
with its multi-track and multi-format nature to demonstrate particularities as eloquently as a written work
of fiction.

Along the same line, Stam and Raengo (2007) compare the situation of a novel and its adaptation
with reference to Freudian terms that adaptation is seen as Oedipal son symbolically slaying the source text
as “father” (p. 4). Another motive behind the hostility towards a film adaptation might derive from distaste
for the unseemly “embeddedness” of the film text; “the seen” is regarded as obscene, which is also

mentioned in relation to the issue of censorship. As a characteristic of its medium, a film might evoke
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offence “through its inescapable materiality, its incarnated, fleshly enacted characters, its real locals and
palpable probes, its carnality and visceral shocks to the nervous system” (Stam and Raengo, 2007, p. 6).

As for the materials of a study on a film adaptation, in addition to the film and source book, the
paratextual elements (Genette, 1997) can also be utilized in the discursive analysis, including materials such
as posters, trailers, reviews, interviews with the director as well as metatexts referring to the entire tradition

of critical rewritings.

2.3 Intersemiotic Translation

The phenomenon of intersemiotic translation represents a special creative domain of language
procedures and practices. It yields to “a radical change of habits of interpretation and new forms of sign
manipulation” (Aguiar and Queiroz, 2009). In addition, it pragmatically includes the comparison of different
systems of semiotics. Nevertheless, despite its relevance to the Translation Studies, the theoretical
framework of the tield is left quite unexplored compared to other translational processes such as interlingual
or intralingual translation. The studies mainly depend on the findings of the semiotics and their relation to
the Translation Studies.

Roman Jakobson (2000) distinguishes three ways of interpreting a verbal sign in our quest for
making meaning of the world: it may be interpreted into other signs of the same language, into another
language, or into another, nonverbal system of symbols referring to intralingual, interlingual and
intersemiotic translation respectively (p. 114). He defines intersemiotic translation as “transmutation of signs
— an interpretation of verbal signs by means of signs of different systems” (Jakobson, 2000, p. 113).
Regarding the act as a creative sign of transmutation, intersemiotic translation involves the reconstruction
of an artwork into a distinct semiotic system, by creating a complicated collection of interconnected signs
(Gotlee, 2007, p. 347 quoted in Aguiar and Queiroz, 2009). Though this might be applicable to interlingual
translation, it is not always possible to come up with direct counterparts between varying semiotic layers
such as morphological, phonetic, etc. Accordingly, Aguiar and Queiroz (2009) define intersemiotic
translation as “as a multi-hierarchical process of relation between semi-independent layers of descriptions”.
In this translational process, certain components of each layer are selected and translated into new material
forms.

This claimed partiality evokes the idea of refraction, and the cases of intersemiotic translations can
be considered as a form of refracted rewritings in a less obvious form. As Andre Lefevere (2000) expresses
“refractions are to be found in the obvious form of translation, or in the less obvious forms of criticism
[...], commentary, historiography [...], teaching, the collection of works in anthologies, the product of
plays” (pp. 234-235). In this perspective, intersemiotic translation evokes the subdivision of the original into
various elements and the identification of components, which are then translated into another sign system.

The main difference between a film and a literary work lies in the fact that literature is fixed in a
written form, while in a film the image (representation) is supported by the sound, in form of music or

words. It lies on the distinction between the written and pronounced word. It is possible to divide a film
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adaptation into distinctive elements, among which dialogues, the physical setting, possible voice-overs, the
music, the editing, the framing, lighting, perspective, in relation to the use of human voice, also the
intonation can be counted.

Considering the rich texture of intersemiotic translation, a comparative analysis of source vis-a-vis
target texts requires a rational subdivision of the essential elements of the visual composition of a film along

with stylistic and narrative elements of a work of fiction.

3. Analysis of the Film Adaptation of the Novel The Kite Runner

This section is spared for a comparative analysis of the novel The Kite Runner and its film adaptation
with a concentration on the differences occurring during the intersemiotic transformation. Rather than
considering the omissions and changes as what is lost in the adaptation, they are regarded as the natural
outcome of the transformational process between different sign systems, and the motives behind these
variations are examined.

As stated above, novel and film use different media with their own strengths and are produced in
accordance with the discourse of their creators. Within this perspective, the fact that this novel was written
by an Afghan-American writer, who greatly utilizes his childhood memories and experiences in his writing
and his home country as the setting, whereas, the film was directed by a Swedish director who moved to
the USA to study at a young age can be interpreted as the preliminary determinants of the novel vis-a-vis its
film adaptation. This initial premise refers to transformation of people through varying social and political
contexts, with references to being in-between (i.e. the idea of belonging nowhere and two places at the same
time), migrant identity and integration. The reverberations of this preliminary distinction are further

explicated in the subsequent sections of the analysis.

3.1 The Plot

The novel starts with Amir’s recall of an event that happened twenty-six years ago, when he was
still a boy in Afghanistan, and says that it is this incidence that made him who he is. Before this event, he
lives in a big villa home in Kabul, Afghanistan, with his father called Baba. They have two servants, Ali and
his son, Hassan, who are Hazaras, which is an ethnic minority with a low rank in Afghanistan. Amir and
Hassan are like best friends in their own worlds, but in the society, it is out of question to regard them as
friends. Kite fighting is an important tournament for children in Kabul. When a kite loses, boys chase and
retrieve it, which is called “kite running”. In the last tournament depicted in the novel, Amir wins and
Hassan promises him to bring the last loser kite. Hassan is trapped by Wali, Kamal and sexually abused by
Assef. Though witnessing this event, Amir does not do anything and Hassan does not tell him about it
either. Amir pretends not to know. Nevertheless, Amir cannot get over the feeling of guilt and do something
to send Hassan away. Then the story passes to March 1981, when Baba and Amir are in a truck, escaping
from Kabul after Soviet invasion. They begin to live in Fremont California, Baba working at a gas station

and Amir going to college after high school. Amir falls in love with the daughter of a friend of his father
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and they get married. Amir and Soraya try unsuccessfully to have a baby while Amir works on his writing
careet.

Then Amir gets a call from Rahim Khan, who is sick and calling Amir to Pakistan. He tells Amir
about the murder of Hassan and his wife and their son Sohrab, who is kept by Taliban and sexually abused.
Amir risks his life and goes to Afghanistan to save Sohrab, where he has to fight with Assef, now a Taliban
commander.

After a long struggle and legal procedures, Amir takes Sohrab to the USA and adopts him and
grants him a new life. The novel ends with a kite running, where Amir wins and tells Sohrab he will bring
the last kite for him. Nevertheless, it is implied that there will be a long time required for the boy to smile
and be happy again.

The plot of the novel is well preserved in the film. Neither the course of events nor the main scenes
are changed in the adaptation. As a requirement of the time limitation in the film compared to the numerous
pages in the novel, some of the detailed descriptions are compensated with the opportunities of visual media,
and the film does not involve all the dialogues in the novel, but the ones omitted do not constitute a main
component of the plot.

It would not be wrong to state that the general discourse of the film adaptation is child-sensitive.
The scenes including abuses of the children are either omitted or softened with respect to the harshness of
the incidences. Firstly, the translation of the rape description of the novel into the film scene seems to be a
bit censored, which is quite understandable considering the differences and addressees of two media. While
the rape incidence is narrated in detail in the novel, the film does not represent the same elaboration. The
vivid portrayal of this scene in the film could probably lead to scandals as an obscene image including a
child. This demonstrates the governing role of varying contexts and components of different sign systems
in the act of intersemiotic translation. Moreover, whereas reading a novel is an individualistic act, watching
the film is a social event by nature. The latter reaches mass numbers of people simultaneously, which also
doubles its effect, and makes it subject to criticism in the case of such catalysts.

The same sensitivity also holds true for the case of Sohrab and his sexual abuse by the Taliban
commander, Assef. The detailed narration of the scenes and female appearance of Sohrab in the novel are
not rendered with equal vividness in the film. Rather, the abusive gestures or attempts of Assef are implied
in the film and the make-up of Sohrab refers to the abusive condition, but not with an exaggerated
appearance as in the novel.

Furthermore, the suicide attempt of Sohrab is not carried to the cinema screen. The child commits
suicide in the novel via using the razor that Amir uses to shave. This scene is omitted in the film probably
as a result of the same above-mentioned limitations of the visual media. Another complete omission of the
film is the child adoption process. Amir searches for a number of ways to adopt Sohrab, including both
legal and illegal means. After going through struggles and long legal procedures in the embassy buildings,
he could take him to the USA. Nevertheless, in the film he just takes him to the USA as if it did not pose

any problems. I think the exclusion of this long and trouble some adoption process derived from political
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concerns. The portrayal of the deficits of the US Legal System could pose considerable problems for the
film makers. It is also possible that this was a consequence of directorial choice, time limitation, etc.
Nevertheless, in my view, the inclusion of this emphasis in the film could create affinity among the
addressee, considering the great numbers of immigrants in the USA and other European countries who
endure great struggles to be accepted into these countries and to get a shelter.

As for another political dimension of the film, the anti-Talibanist voice is strong both in the novel
and in the film. Considering the child-sensitive attitude of the director, one would expect the depictions of
the violent battle scenes to be softened in the film too. Nevertheless, differently from this expectation, the
director of the film does not seem to hesitate to shoot extremely violent Taliban scenes as vividly as they
are depicted in the novel. This might evoke the idea that the political discourse of the author and the director
corresponds to one another, leading to a faithful transformation of the political orientation of the novel into
the film.

In addition, Assef’s political stance and his admiration for Hitler is a significant political element of
the novel. He explicitly states that he takes him as a role model, and he approves of what he has done to
the Jews. His blonde hair and the statement that his mother is of German origin also empower this image.
Nevertheless, there are some remarkable differences between the film and the novel considering the Nazi
emphasis. To begin with, the film does not include any single reference to Assef’s admiration for Hitler, and
to his maternal German origin. Secondly, the appearance of the actor (i.e. Assef), also seems to be an
intentional choice to eliminate these German references. He is depicted as a boy with blond hair in the
novel, whereas he has brown hair in the film. This might be a result of the sensitive Hitler — Jews issue
around world, and also the strong influence of the Jewish population in the media, once again manifesting
the different outcomes of contexts in intersemiotic translation.

Representation of the narration of a novel in a full flesh cinema screen seems to have encountered
certain censorship in the transformation process as a result of the political discourse and variation of the
media. The impact of the different settings of the written and visual media are explicitly seen in the analysis

of the plots.

3.2 The Characters

Amir is the protagonist and the narrator of the story. He is a son of a well-known powerful
businessman in Kabul. His best friend is Hassan, but he gets jealous whenever his father shows affection to
Hassan. He is talented at storytelling and becomes a published novelist in the end. His biggest desire is to
prove himself to his father. The feeling of quilt for not saving Hassan from being raped overwhelms his
portrayal. The novel ends with his penance, when he risks his life and saves Hassan’s son.

Hassan is the second important figure of the novel as the best friend and half-brother of Amir.
Hassan is depicted as the symbol of loyalty, and bravery. Despite being uneducated, he is smart and is

interested in reading. As a poor ethnic Hazara with a harelip, he is considered as inferior in Afghan society,
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and he is the victim of racism throughout the novel. Though he thinks that Ali is his father, he is actually
Baba’s son. His rape scene is the catalyst constituting the turning point of the novel.

Baba is the father of Amir, and he is a well-respected businessman. He is an ambitious man getting
what he wants. Nevertheless, that he hides he had a son from a Hazara woman forms a paradoxical
characteristic. This might be why he stays distantly towards Amir as he cannot explicitly show his love to
Hassan.

Ali is the acclaimed father of Hassan in the beginning of the novel, and also the servant of the
house. He is quite humble and his characteristic features are not well defined in the novel. He is also
denigrated for being an ethnic Hazara, and that he suffers from partial paralysis of his face and walks with
a limp strengthen his miserable image.

Sohrab is the son of Hassan and Farzana. He serves as a substitute for Hassan in the novel. He is
also an ethnic Hazara. He is also victim of sexual and physical abuse, leading to a traumatic character who
almost never speaks

Rahim Khan is the close friend of Baba and also Amir. He is the one with whom Baba shares his
secrets. He shows attention to Amir more closely than his father.

Assef is the antagonist of the novel. He sexually abuses both Hassan and his son Sohrab. Assef’s
character is the representative of the all the catalysts. He is a merciless enemy of the Hazaras, and he enjoys
abusing the powertless. Once in the novel, he compares himself to Hitler, praising him.

Comparing the intersemiotic translation of the characters depicted with words in the novel with
images and voices in the film, the crucial point is that “while novels have only a single entity -the character-
film adaptations have both character and performer” (Stam and Raengo 2007, 22). The actors and actresses
chosen for the film add another dimension to the adaptation.

The actor performing Baba is quite different in terms of appearance from his counterpart in the
novel. In the novel, he has a sterner character and well-built body; wheteas, in the film he has a milder, in a
way more humanized appearance. Such a difference affects the powerful stance of the father figure in the
novel, and diminishes the influence of the fear and respect Amir feels for his father. Nevertheless, such an
appearance suits better to the resentful side of the character, reflecting the sorrow he feels for Hassan as he
could not treat him as his son but as the son of his servant. This refers to the losses and gains that might
occur in the case of a translation of verbal description into another medium with visual and vocal
components.

There are also a few instances where some characters’ representation is weakened or completely
omitted. The depiction of Ali, father of Hassan, occupies more space in the novel. While in the film, he
almost does not exist. There is no room for his depiction, and it is not possible to grasp any of his
characteristics from the film. Also, Hassan’s gypsy mother is excluded from the film. Though she is not
allocated to much space in the novel, she appears and reappears for a few times and she constitutes an

important crisis point with her love affair with Amir’s father. In the film, on the other hand, there is no
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single reference to this gypsy Hazara woman. The motives behind her exclusion remain unanswered, as
there is no reference to this omission in the paratexts on this film adaptation.

Along with some character omissions, the film also misses some character particularities with
respect to appearance. As an example, Hassan has a harelip in the novel, which is described in detail. It is
the main issue of the verbal abuses and teases of bully child characters against Hassan. However, the child
actor in the film does not have such a scar on his face. I think such an exclusion eliminates the strong
portrayal of misery and pity that is felt for Hassan. In a similar vein, Hassan’s father, Ali has a limping leg
in the novel, whereas in the short scenes he appears, he does not seem to have any problem with his leg.
His limping leg is also a matter of teases in the society, for which he is despised. The intentional decision to
omit these bodily symptoms, that would otherwise empower the images of the characters, is left unanswered
in the extra-textual materials either.

The examination on the intersemiotic translation of the characters portrays a bi-layered pattern with
the characters appearing physically and figuratively. In the novel, the images of the characters are open to
interpretation generally left to the imagination of the readers on the basis of the descriptive scenes found in
the narrative. In the film, on the other hand, the physical representation of the characters is pre-determined
with the appearances of the actors and actresses. Considering the limitations and distinctive features of a
film compared to a novel, it is seen that certain omissions and changes are inevitable with the change of

media, and the context of the production, which are compensated with the power of showing though.

3.3 Temporal Setting of the Novel and its Film Adaptation

The temporal framework of The Kite Runner spans on four decades. The novel begins in 2001 with
a flashback of Amir, the protagonist. Then it passes to the childhood of Amir and Hassan with a reference
to Amir's birth in 1963. The choice of 1963 as the birth year of the protagonist might be intentional, as it is
an important year for the politics of Afghanistan when the USA and Afghan relations began. The years of
Amir’s early childhood are depicted as happy moments with the exception of ethnic crisis. Nevertheless,
when it comes to the 1970s, the course of events begins to reverse. With the Soviet invasion and the
dethronement of the king, the warfare starts Afghanistan. Then the story moves to 1981 when Amir and
his father Baba leaves Afghanistan to continue their lives in the USA. The 1980s and 1990s are when Amir
becomes an adult in the USA and becomes a writer. These years might be read as a transformation process
of an Afghani in a new country, turning into a translated man. Then it comes to 2001, when Rahim Khan
gives a call to Amir to ask him to come back to Afghanistan to save Hassan’s son, Sohrab. It is when the
country is in a devastated condition under the control of Taliban. After a harsh struggle Amir brings Sohrab
to the USA to live with his family.

The film preserves this temporal setting of the novel. It sets out with the present day and goes
backwards in time with the flashbacks. The transitions between the periods are also explicitly defined in the

film as in the novel. Nevertheless, with the help of visual media, the temporal setting is more vividly
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represented in the film than the novel, which is quite true for people who have no clear image of how
Afghanistan looks like in real life.

As for the publication date of the novel and the release of the film, the novel was published in 2003,
whereas the film was released in 2007. Regarding the case of best sellers, four year-time is quite long to wait
for a film adaptation so as to make use of the popularity of the novel. Among the factors that delayed the
production of the film difficulties of agreeing with a film production company, getting the novel turned into
a film script, finding a good director and selecting an appropriate cast might be counted. Besides, the fact
that the author published a new best seller .4 Thousand Splendid Suns which was sold in millions and received
numerous book awards in 2007 might have had an effect on the release year of the film. This supports the
claim that the release of a film adaptation might be triggered with the proved success and increased

popularity of works of arts and their authors.

3.4 Spatial Context of the Novel and its Film Adaptation

The novel’s spatial context spans from Kabul, Afghanistan to Pakistan and California, the USA.
The space is of importance in the novel, as the ethnic and nation-oriented conflicts constitute
foundational themes of the narration. The portrayal of Afghanistan is predominant in the novel. The
geographic features, the weather and the people of Afghanistan are expressed in beautiful details in the
novel. The same is also true for the parts taking place in the USA. The author vividly describes Afghan-
American community with their struggle to hold on to life in a foreign country. The multi-faceted context
of the spatial setting also dwells upon the notion of being “in-between” under discussion.

The film takes place in Kabul and Afghanistan as well. The director seems to have made good use
of the visual elements in the representation of the Afghan country. With the dialogues conducted in Dari,
the foreignness of the spatial setting is strengthened. Accordingly, visual objects such as smashed Coca
Cola tins, blue jeans, Ford cars in Kabul or an Afghan mosque in California, the American values in
Afghanistan, and Afghan values in America are skillfully implied in the film. I think this utilization of
cross-fertilization is not the case for the novel as the cinema makes use of visual and verbal signs
simultaneously.

As for the places of production concerning both the novel and the film, the book was written in
America where the author Khalid Hosseini lived, whereas, most of the film was shot in Kashgar, China. It
was one of the main criticisms against Hosseini that he wrote about Afghanistan without really knowing
Afghanistan, as he left the country with his family while he was a child and did not return back before the
book was written.

The same criticism also holds true for the spatial representation in the film. The film is not shot in
Kabul but rather in Kashgar, sharing borders with Afghanistan. As known it is a common case for the films
to be shot in different places than the adopted novelistic setting. As a case of intersemiotic translation, the

source text is rendered through an illusion of reality, presenting a different country as Afghanistan in the
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translated text. This is one of the areas where visual media can be manipulated to create the intended image

and representation to make it as believable as its written original.

3.5 The Themes

The book provides a rich texture of themes. As a literary work addressing varying issues in either
an implicit or explicit manner throughout the novel. Among them seatrch for redemption, the tension of a
father- son relation, the patriarchal society with a strong father figure, political context vs. individual lives,
and the haunting of the past can be counted. Rape and its traumatizing effect are also prominent in the
book. The harelip of Hassan, the limping leg of Ali, and the kites flying on the sky are important motives
of the book as well.

Based on the analysis of the intersemiotic translation of these themes, it would not be wrong to say
that the film preserves the thematic features of the novel as well. Above-outlined thematic orientations such
as guilt and redemption are transferred in the film. However, the reverberations of these universal themes
naturally use different media in a novel and the film, in which the former tells while the latter shows. As an
example, elaborate descriptions of the relationship between the son and the father are translated into
gestures, mimics in the film to reflect the same feelings. However, the motives of the novel that mainly
dwell upon the physical deficiencies, abnormalities are missing in the film. The harelip of the protagonist
Hassan, and the lipping leg of his father are omitted in the film, which could setve as strong visual elements
increasing the pitiful images of these characters. While another prevailing motive of the novel, kite-flying is
well preserved and eloquently shown with the use of technology to turn images into remarkable scenes in

cinema.

3.6 Language: The Kite Runner as a Site of Translation

Going beyond the scope of intersemiotic translation, the novel The Kite Runner and its film
adaptation with the same title can also be read as a site of translation both in the figurative and literal sense.
Despite the correlation between the fundamental components of the film and the novel such as the plot
and the setting, the language component varies dramatically in the novel and the film.

To start with, in the novel all the dialogues take place in English, it is presented as if it was the
mother tongue of the characters. Though it is one of the official languages of Afghanistan, Dari is not
mentioned as a separate language in the novel. This inherently makes the novel a translated book. As the
novel is set in Kabul with Afghani characters, they would naturally speak in Dari. Nevertheless, their
speeches are given in English, which refers to an act of interlingual translation from Dari into English in
the mind of the author. The only parts that can be inferred as the reminiscent of the foreign language are

the culture specific Dari words, which are given in italics, attributing some kind of hybridity to the text.
In the movie, on the other hand, the dialogues between the characters in Afghanistan are in Dari.
The only place where the characters speak English is some of the scenes in the USA. The dialogues in Dari
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are accompanied with English subtitles, demonstrating the foreignness of the setting. This shows that
different instruments of rendering a source text into a target text might require alterations in the translational
practices.

In this instance, the prevailing language of the novel is English, and the foreignness of the setting
is reflected with italicized Dari words scattered through the text. In the film, the sense foreignness is evoked
with the use of Dari as a spoken language among the characters, and the very existence of English subtitles
enhances the complex linguistic patterning of the context. The subtitles are a product of bi-faceted
interlingual translation. Namely, the dialogues in the novel are translated into Dari, and they are back
translated into English in the subtitles.

The plurality of language in the novel and the film might also be explained with reference to the
personal habitus of the author. There is no reference to any Dari book written by the author in any of the
paratexts. Thus, I think it is possible that he is not be competent in Dari to write a book in that language.
Besides the addressee might also be decisive in the preference to write in English. Because writing in English
empowers the author to address a considerable number of people around the world, making it quite
accessible to the target readership.

Moreover, in this context, the author’s use of the language of the foreign (the powerful), to tell
about the self/ the home (the weak) might also lead to a post-colonial reading. That Hosseini as an Afghan
American author writes about Afghanistan in English rather than in Dari brings forth questions on
reverberations of the asymmetrical power relations on the language. The condition of Afghanistan as a
colonized country for decades serves well for such an interpretation. In this instance, it can be inferred that
the colonized uses the language of the colonizer to be heard.

As a post-colonial author, the preference of Hosseini to narrate his novel in English eliminates the
necessity of translation in the spatial framework of its production (i.e. in the USA) and in a number of
countries around the world due to the relatively universal status of English. In this case, the lack of
translation at first sight does not cover the whole translational story. As an author of Afghan origin, Hosseini
figuratively translates himself in an English language author with reverberations of his source that are
observed in the Dari words used as organic elements of the text. It can also be argued that this self-
translation bears repercussions in the thematic orientation of the novel with issues such as migration, being
in-between, the search for the identification of the self (Bassnett and Trivedi, 2002, p. 12). The use of words
in Dari might have been used with the intention of defamiliarizing the language to make the readers face

the reality of difference, challenging the idea of standard language (Tymoczko, 2002, p. 32)

The differences in the reflection of bilingualism between the film and the novel appear as a direct
result of the changes in the media. The utilization of subtitles enables the director to shoot the film in
accordance with the setting, taking place in Afghanistan. In other words, while it was not possible for the
author to write the book in Dari and use footnotes for back-translations, it was possible for the director to

shoot most scenes of the film in Dari, and accompany them with English subtitles.
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Furthermore, it is possible to come up with instances of intralingual translation in the novel. There
are several examples where the educated protagonist Amir explains some high-level English words to the
uneducated protagonist Hassan, which can well be depicted as intralingual translation. However, these cases
do not appear in the film adaptation, as the language of the protagonists are changed as Dari in the scenes
taking place in Kabul.

In addition, transformation of the life in Kabul can also be interpreted as a form of figurative
translation. With the invasion of the Soviet Union, Kabul is transformed into a city of warfare, where people
used to live happily. The premises of life are written and this creative transposition (not necessarily in an
affirmative sense) is brought about by Taliban, which claims to shape Afghanistan and manipulate the
country according to their interests. Also, their attempt to get rid of the foreign elements such as ethnic
minority Hazaras, the USA referent objects and any reminiscent of the Soviet might be inferred as a quest
for the pure original, which is the true Afghani people, owners of Afghanistan according to their claims.

The spatial setting of the novel also goes through a transformation in the novel. The protagonist
leads a happy and wealthy life in Kabul, which is turned into a poor one in the suburbs of the USA. The
change in the spaces brings about new life styles and the struggle of compromising the traditions of Afghani
identity with the requirements of new modern life in the USA. The trial of carrying over the components
of the home country evokes the idea of transferring the elements of the original (home country) into the
target (the USA) with the intention of saving what is peculiar to the source.

With these figurative instances of translation, the book emerges as a site of varying translational

practices, which adds to the diversity of its intersemiotic translation in the film adaptation.

3.7 The Style

Style is one of the most difficult components of a literary analysis and searching for the traces of
these stylistic features in another sign system is ever harder. There are not distinctive stylistic elements of
Khalid Hosseini’s writing. It can be defined as plain, making extensive use of descriptive language with a
focus on motion. Though he predominantly uses simple English in the novel, his use of some foreign words
in Dari adds hybridity to his authorial language. He also frequently applies repetitions, flashbacks and
flashforwards as techniques to form his non-linear narration. As for the narrative voice of the novel, it is
told in the first person from the perspective of the protagonist. As the main actor of the course of events
in the book, he portrays an omnipotent narrator. The tone of the novel is rueful, addressing to the tenderest
feelings of the people with images, sudden exclamations, or ironic turns in the attitudes of the characters.

The film is quite successful with respect to the transfer of this rueful tone, which easily makes its
spectators cry. With the flash-forwards and flashbacks the dynamic feature of the novel is also preserved.
Nevertheless, it is not true for the narrative voice. There is no narrator in the film. Rather than the
explanations of the protagonist, which is telling, the director seems to have chosen the power of showing.
This exclusion in the film also emancipates the audience from the interpretation of the narrator, making

some of the scenes more open-ended.
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Furthermore, the hybrid-like language of the novel goes under change in the film. Rather than
inclusion of foreign words into English dialogues as in the novel, the language Dart is used in the film. That
is, differently from the novel, the foreign language is not implied, but explicitly made use of, which
completes the natural setting for the film taking place in Afghanistan. As an advantage of the visual media
accompanied with the vocal mediums, the tone of the voices, the intonations are all complementary
elements of the register used in the film. Last but not the least, the use of musical elements in the film
including successful selections of traditional Afghan music enhances the foreignness, the sense of being an

outsider, emphasized in the film.

3.8 Tracing the Translational Discourse in the Paratextual and Metatextual Elements

The discourse on the film adaptation of the novel The Kite Runner is mostly based on the notion of
fidelity. Most of the critics agree on the point that the adaptation is a faithful one, though what they mean
with “faithful” might vary. In most of these critics, the film is defined as an effective and straightforward
adaptation, a faithful rendition.

Considering the influence of political events in the characters’ developments and transformations,
it would not be wrong to claim that politics determines the course of the story in the novel. The political
unrest in the country leads to the migration of the characters, bringing about discussions on integtity to a
foreign country and negotiation of the conflicting values, traditions.

The director of the film, Foster emphasizes the toughness of making a film on a tender issue such
as sexual abuse of children, in addition to its political orientation, anti-Taliban view. He defines this film as
an “issue movie” referring to the motivation behind its production. In this regard, Foster also elaborates on
the difficulties the film crew endured from the very beginning, starting with their search for native child
actors in the war-zone Afghanistan, with whom communication was carried out via translators (Bernstein,
2007).

There are several issues expressed in the criticisms, which prevailing -as above outlined- concern
political premises. In one of the articles, the director Marc Foster is criticized for exaggerating the status of
Kabul before and after Soviet invasion, claiming that the film manipulated the image of the country under
the impact of the Russian rule (Gonzales, 2007).

In another article on the adaptation, the critic concentrates on the cinematic competence of the
director and praises Foster for his meticulous instrumentalization of lyrical kite-flying sequences, use of
Chinese locations for their similarity to Afghan setting, and the naturalistic performances elicited from the
child performers (Scheck, 2007).

Among the extratextual materials on the film, the child actors and their physical and psychological
well-being appear as a prevailing point of concentration. There are many references to the worties of the
child actors’ families for the safety of their children in Afghanistan, as the country had witnessed the murder
of some of the actors for taking part in films, representing Afghanistan and Taliban negatively. These

concerns preliminarily governed the shooting of the film. That is why, the movie was not shot in Kabul,
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Afghanistan but in Kashgar, China. Besides, the release date of the film was postponed so as to provide
time to these child actors to leave the country for a while (Bernstein, 2007).

Moreover, the existence of sensitive issues such as sexual abuse on children in the narration emerge
as a matter of concern for the actors of the film. The reception of the film within the traditional social
structures adds to the complexity of the issue for the actors, taking place in these scenes. As an example,
the child actor performing “Hassan” in the film, expresses his worries about what his friends would think
about the rape scenes in an article in the London Times (2007) as follows: “I want to continue making films
and be an actor but the rape scene upset me because my friends will watch it and I won’t be able to go
outside any more. They will think I was raped.” This demonstrates how the discourse on a film might go
beyond the political life and directly impact the psychological and social well-being of the individuals.

In addition to the rape scene constituting one of the main catalysts, the ethnic references in the film
has also been a matter of discussion. In the film, the Hazara, an ethnic community in Afghanistan, are
explicitly disguised, seen inferior, there are even statements that support their ethnic cleansing. The families
of the Afghan child actors are concerned with the accusations for making Hazara look bad in the eye of the
world by fellow members of Hazara population. The fact that the violence against the Hazara has been true
for more than a century in Afghanistan and they have been subject to cruel treatment under the control of
Taliban because of the Shiite Muslim faith (Nelson, 2008) does not change the anxiety of actors and their
families because of the power of discourse over the reality.

What is more, the publication of the book and the release of the film might provide insights about
the production line of the intersemiotic translation. The book has been published in 70 counttries, translated
into more than 60 languages since it first came out in 2003 (Thorpe, 2012), making it a worldwide known
book, increasing its impact on the of image-making of Afghanistan. That it has sold more than millions
makes it a “bestseller’” and a popular book, enabling it to reach millions of people. The same is also true for
the film, which gained a spectacular success in the cinema. Despite its positive and extensive reception in
Europe, and the USA, it is not possible to say much about its reception in Afghanistan.

The book is not officially published in Afghanistan. In an interview with Hosseini, he states that his
work hasn’t officially been printed in Afghanistan, though, pirate copies are available. The book has been
officially published in Iran, but as there are not any copyright agreements between Iran and the USA, the
publication was done out of the control of Hosseini’s publishing agency. The territorial closeness of Iran
and Afghanistan has made it possible for these pirate-unofficial publications of Persian edition of the book
to reach Kabul as well as its English editions. In this vein, Hosseini also mentions of an incidence in which
a book seller apologized from him for selling a pirate copy and said “Your book is doing really well; we’re
very happy with it” (Hosseini, 2007) during his visit to Kabul. This instance demonstrates the role of social
and political context on the reception of a novel, which breaks the official borders and linguistic differences.

The statements of the bookseller that Hosseini narrates also reveals the discrepancy between the
official attitude, associated with the state, and the individuals’ reaction in the society toward the same literary

work. Namely, while it is criticized, censored by high authorities of the rule of power, it might be welcomed
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by its very citizens. As for the release of the film in Afghanistan, unfortunately I could not find any traces
of information. Based on the information available on the dissemination of the book in the country, I think
it was probably not shown on the cinema, but pirate copies might have circulated in the society.

Furthermore, the author Hosseini (2007) concentrates upon the increased visibility of Islam in The
Kite Runner as a Hollywood film. He claims that the mosque scenes are the very first examples where an
Islamic praying practice is vividly portrayed and not followed by a suicide bombing in the cinema screen.
On this point, I think the discourse of the author is illusionary and over-optimistic. The adaptation of his
film rather empowers the link created between Islam and violence. The radically violent scenes depicting
the conductions of Taliban, which claims to serve Islam, confirms the negative Muslim image created in the
West.

The political orientation of the novel is not limited with the theme of the narration. The nation-
bound focus of his novels and his affiliation with Afghanistan brought Hosseini recognition in the political
sphere. He was named as Goodwill Ambassador to the United Nations High Commissioner for Refugees,
the UN Refugee Agency in 2006 (Thorpe 2012). With this mission he has visited Afghanistan several times
and he was appointed as United Nations Refugee Agency (UNHCR) Goodwill Ambassador in 2013. After
one of his visits he states that "I knew mote of what to expect. Some things in Afghanistan are better
compared with 2003: there are more kids in school, the economy is better, there are improvements in health
and infrastructure. But things have also slid back in some way. Obviously, there is a war in the southeast
and fighting between the Taliban and the coalition, and an exponential rise in the number of suicide
bombings" (Kay 2007). Besides, there is a NGO foundation called “The Khaled Hosseini Foundation”,
providing humanitarian assistance for the people of Afghanistan. It works with UNHCR with the aim of
building shelters for refugee families and providing economic opportunities, education, and healthcare for
women and children in Afghanistan.

These initiations create an image of Hosseini, who serves for the benefit of his home country with
the power he gained by telling about it, and implying the idea that he knows Afghanistan very well, and has

a lot to tell about it in his subsequent works on it.

4. Conclusion

The study on the intersemiotic translation and discourse of the worldwide best seller novel The Kite
Runner and its film adaptation has yielded resourceful insights with respect to translation.

First, as the above-given detailed analysis demonstrates the film adaptation of The Kite Runner can
be defined as a faithful rendition, preserving fundamental themes and motives of the novel as well as its
temporal and spatial setting. The existence of some omissions or alterations has been explained in terms of
the requirements of the differences between written and visual media as well as discursive motives.

Secondly, it is shown that the differences between the media used in a novel and a film inevitably
necessitated alterations in the transfer process of the source text into a different sign system. It is highlighted

that both have their own strengths and tools to transfer the intended message as well as their own limitations
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which can be temporal, spatial, stylistic, etc. In addition, it is expressed that the non-linear correspondence
of the units between the novel and the hinders the researcher making straightforward comparisons between
the source and the target, differently from interlingual translations.

Thirdly, this study provides a scheme of analysis for intersemiotic translation. In this regard, the
foundational premises of the Adaptation Studies are visited and it is highlighted that an intersemiotic analysis
is to go beyond discussions on fidelity. To explore the underlying motives behind the changes between the
source novel and its adaptation, analytical tools of Critical Discourse Analysis are instrumentalized. This
approach also enables the examination of the intersemiotic units in a wider network of relations with
reference to ideology, power relations, and the impact of political and social context on the transfer process.
Moreover, scrutiny on the novel and the film as products of a discourse has also provided practical grounds
to explicate certain authorial and directorial choices in relation to their contexts of production.

This study has also revealed that the film adaptation of a novel on a tender issue such as child abuse
intentionally or unintentionally leads to some form of censorship. It is argued that it might not be equally
possible to show everything in a film that is already told in a novel. In other words, it is seen that showing
on a cinema screen might not possible for some instances, while they could be told in vivid details in a
narrative of a literary text, revealing the how the media is decisive in the transfer and adaptation process.

Furthermore, the design of the study, elaborating on a film adaptation from a translational point of
view, brings forth the linguistic transfer as foundational premise. In this regard, it is observed that
intersemiotic translation can lead to alterations in the linguistic components of the source vis-a-vis the target.
The novel uses English in the novel as the language of narration and scattered Dari words provides a sense
of foreignness and reflect the Afghani setting of the narrative framing. While the film uses Dari as the
language of dialogues between the characters and English subtitles creates the intended sense of foreignness,
exemplifying a cross-fertilization between different mediums of artistic production.

The linguistic hybridity of the novel is also correlated to the postcolonial writing. In this vein, the
personal habitus of the author suits well to the reading of a postcolonial author, which can be interpreted
as a translated man, writing in the language of the colonizer to tell about the colonized.

Besides, translation emerges as a form figurative rendering in the case of The Kite Runner. 1 suggest
to interpret the transformation of society, the characters as well as the spatial and temporal settings as forms
of translation in which the former constitutes the source text and the altered version represents the target
in accordance with the binary oppositions of the prevailing translational analysis.

As a final remark, the initiations started by Khaled Hosseini such as the organization called Khaled
Hosseini Foundation, and that he is Afghanistan goodwill ambassador of UHNCR have manifested how
the discourse of a novel might go beyond the literary circles. In this case, the politics stands out as an
influential tool of image-building and, in my view, inevitably affects the reception of the existing and
forthcoming novels of Hosseini on Afghanistan around the world along with their adaptations in the digital

media.
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ARACOELI
L’ ABBRACCIO MANCATO
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Riassunto
Aracoeli € 'ultimo romanzo di Elsa Morante. Il protagonista della vicenda ¢ Manuele, un
—— quarantenne fallito e omosessuale, che ripensa all'infanzia paradisiaca vissuta con la madre
Makale Bilgisi . . < .
Aracoeli. Nelle opere della Morante, il rapporto materno, ¢ il tema centrale che ha ispirato
Ginderildigi tarib: tutta la sua produzione letteraria. La scrittrice aveva con la madre un rapporto conflittuale,
27.01.2019 ma allo stesso tempo intimamente legato. Il percorso di Manuele ¢ una g#éze: non ¢ solo
Kabul edildigi tarib: la ricerca della madre, ma vuole raggiungere una veritd. Manuele parte per I’Andalusia,
04.03.2019 . luogo di nascita materno, alla scoperta delle proprie origini. Il racconto delinea il cammino
Yaymnlanma taribi: . . . . .
21.03.2019 del protagonista destinato a concludersi in una «deserta pietraia». Ritornano nel romanzo
1 modelli classici del viaggio: il mitico Otrfeo, Ulisse, Enea e Dante. L’incontro tra madre
Article Info e figlio, si conclude in un abbraccio mancato come quelli del Purgatorio dantesco. 11
motivo dell’abbraccio mancato tra un vivo e un morto, che in Dante rappresenta una
Date submitted: tappa del suo viaggio, diventa in Aracoe/i un punto di arrivo, «ultima stazionex.
27.01.2019
Date accepted: Parole chiave: Rapporto madre/figlio - memoria - viaggio
04.03.2019
Date published:
21.03.2019 Abstract

Aracoeli is the last novel by Elsa Morante. The protagonist of the story is Manuele, a failed and homosexual forty-
year-old, who rethinks the paradisiacal childhood he lived with his mother Aracoeli. In the works of Morante, the
maternal relationship is the central theme that inspired all her literary production. The writer had a conflicting
relationship with her mother, but at the same time intimately linked. Manuele's joutney is a g#éfe: it's not just the
search for the mother, but wants to reach a truth. Manuele leaves for Andalusia, a maternal birthplace, to discover
his origins. The story outlines the path of the protagonist destined to end in a "deserted stony ground". The classic
models of the journey return to the novel: the mythical Orpheus, Ulysses, Aeneas and Dante. The meeting between
mother and son ends in a missed embrace like those of Dante's Purgatory. The reason for the missed embrace
between a living and a dead person, which in Dante represents a stage in his journey, becomes a point of arrival in
Aracoeli, "last station".

Key words: relationship mother/son - memoty - journey

Apracoeli ¢ I'ultimo romanzo di Elsa Morante, scritto negli anni dal 1976 al 1981. Manuele, protagonista
della vicenda, un quarantenne fallito e omosessuale, non riesce a non pensare all'infanzia paradisiaca
vissuta con la madre Aracoeli. Una ragazza andalusa, barbarica e analfabeta, che sposa un ufficiale della
marina italiana, Bugenio Ottone Amedeo. Il rapporto tra madre e figlio ritorna in questo romanzo, vissuto
in modo straziante. Un rapporto gia presente ne L Tsola di Arturo, Lo sciallo andaluso e La storia. In questo
libro si ritrovano 1 fgpoi psicologici e stilistici della narrativa della scrittrice. La necessita dei personaggi di
mitizzare coloro da cui la loro vita dipende; il bisogno di trasformare con la fantasia luoghi e situazioni,
mutando la realta in qualcosa di paradisiaco; il culto della bellezza; I'incapacita di sopportare la propria
infelicita; 'ansia dell’eroico. Si colgono in Aracveli le caratteristiche di Menzogna e sortilegio e de L'Isola di
Arturo.

! Serena Viola, serena.viola@uniroma3.it
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La scrittrice, dopo la pausa di La S7oria, ¢ ritornata sul terreno che le ¢ piu peculiare. Ma subito avvertiamo
che questo ritorno non ¢ felice. Al contrario ¢ stanco, pesante, malato, iperbolico. Non vi ¢ piu la levita della
favola, che percorre LIsola di Arturo e tanti racconti di 1/ gioco segreto e di Lo scialle andaluso. Vi € la pesantezza
greve di una storia che si degrada e si sfa nella dissoluzione e nell’orrore. Le ali della Morante non sono piu
capaci di trasportarci nel regno del sogno infantile e della leggenda, o almeno di farcelo intravvedere. Si sono
appesantite. Si sono incrostate di uno strato indigesto di tragedia miseranda?.

Aracoeli e Manuele sembrano la parodia deformata di Nunziatina e di Arturo. Aracoeli, che crede in
amuleti e mitizza suo marito, ricorda Nunziatina. Come lei proviene da luoghi arcaici legati alla civilta
contadina e come lei proviene dal Sud. Mentre Nunziatina ¢ rappresentata con grazia, nella bellezza di
Aracoeli si intravede qualcosa di animalesco. Il suo corpo e 1 suoi capelli neri preludono alla
trasformazione e alla morte. I’amore per il figlio, che vede bellissimo, diventa patologico e causera il
complesso edipico di Manuele. In Aracoeli il negativo non sta piu nelle deformazioni sociali, politiche,
storiche, nei pregiudizi di classe, ma la fonte del male ¢ la natura stessa. Ed ¢ qui la scoperta pit importante
in Aracoeli: 1a scoperta che il corpo ¢ qualcosa di estraneo, che puo subire deformazioni senza la nostra
volonta. Elsa Morante descrive sempre nei suoi romanzi rapporti affettivi che diventano morbosi.
Personaggi che cercano amore, un amore che li domina e diventa perverso: «Fra 1 vari, possibili beni, di
cui la gente ¢ ghiotta, io, per tutto il mio tempo, domandavo quest’unico: d’essere amato. Ma presto mi
fu chiaro ch’io non posso piacetre a nessuno, come non piaccio a me stesso»’. Per Manuele la madre ¢
tutto l'universo. Prova un bisogno morboso di essere amato, nello stesso momento sperimenta la
solitudine; escluso dalla storia e dagli eventi, trascorre i giorni dormendo per arrivare presto alla vecchiaia.
Il romanzo viene pubblicato nel 1982, quando la Morante malata ¢ costretta a letto, tento di uccidersi
aprendo i rubinetti del gas nella sua casa a via del’Oca. Sopravvisse in clinica fino alla sua morte, nel
1985. «la scrittura della Morante non lascia intravedere modelli»*, il suo & un dialogo con Omero, Dante,
Rimbaud, Simone Weil, Tolstoj, Kafka, Stendhal, che diventano parte delle sue scelte stilistiche e umane.
Morante spazia nei secoli, ma il suo orizzonte di scrittrice autodidatta & soprattutto quello novecentesco’.
La letteratura ¢ quindi al centro della sua vita, ma in lei non vi ¢ nessun fine didattico o militante, solo
quello di opporsi alla distruzione e di cercare la verita «¢ certo che i romanzieri non sempre sono
consapevoli di tutte le verita che scoprono [...] Quello che conta in loro [...] interrogare sinceramente la
vita reale, affinché essa ci renda, in risposta, la sua veritaxs.

La Morante si rapporta ai modelli in modo libero ma anche inconscio, come ¢ evidente nella predilezione
per il personaggio Don Chisciotte (portatore del fantastico) e nella dimensione onirica della sua scrittura.
Concetta D’Angeli’ afferma che all’origine della sua creazione ¢’¢ la memoria: «Che il segreto dell’arte sia
qui? Ricordare come l'opera si ¢ vista in uno stato di sogno, ridirla come si ¢ vista, cercare soprattutto di
ricordare. Che forse tutto 'inventare ¢ ricordare?»’. La memotia inconscia, che non ¢ apprendimento

2 C. Sgotlon, Invito alla lettnra di Elsa Morante, Mursia, Milano 1972, p. 112.
3 E. Morante, Aracoeli, Einaudi, Torino 1982, p. 14.
* C. Garboli, I/ gioco segreto, Adelphi, Milano 1995, p. 19.
5> Elsa Morante e il romanzo, a cura di S. Calderoni, Marco Saya, 2018.
¢ C. Garboli, Introduzione a E. Morante, Pro o contro la bomba atomica, Adelphi, Milano 2013, p. 48.
7 C. D’Angeli, Leggere Elsa Morante Aracoeli, La Storia e Il mondo salvato dai ragazzini, Carocci, Roma 2003.
8 E. Morante, Diario 1938, Einaudi, Torino 1989, p. 20.
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razionale, caratterizza gli scrittori autodidatti che non possiedono un canone stilistico definito. La sua
capacita ¢ quella di trasformarsi in ogni libro e in questa trasformazione c’¢ la disperazione, la guerra, la
morte del padre naturale, la presa di coscienza ideologica e politica, la morte di Bill Morrow, la separazione
da Moravia. Elsa aveva «due padri», il padre anagrafico Augusto Morante, e il padre naturale, Francesco
Lo Monaco (morto suicida nel 1943). Con la madre aveva un rapporto conflittuale, ma ¢ con la madre
che la Morante ¢ intimamente piu legata. Irma riconosce subito in lei il suo talento e si rivolge a Maria
Guerrieri Gonzaga Maraini (madrina di battesimo) per farla ospitare nella sua villa. Irma voleva dare ad
Elsa l'opportunita di affermarsi e di entrare in contatto con un ambiente ricco e aristocratico. Fin
dall’inizio si rivela una crescente invasivita di Irma nei confronti di Elsa, soprattutto nella sfera
sentimentale. Un episodio significativo fu una lite furiosa tra le due donne, dove Elsa infilo sotto la porta
della camera di Irma un biglietto con scritto “maledetta” e poco dopo si penti e ne infilo un altro con

959

scritto “benedetta’.

Ad un certo punto della sua vita si aggiunse anche I'impossibilita di Elsa di convivere con un padre
putativo, emarginato dalla famiglia (Augusto Morante), non sentito quindi come genitore. Elsa vede Irma
responsabile di questa situazione familiare e non riconosce cosi I'autorevolezza della madre. Con gli anni
rifiuta gli incontri con il padre Augusto Morante, provando un senso di colpa. Anche i rapporti con la
madre cambiano, il loro legame diventa difficile e doloroso. 1l rapporto con il materno ¢ il tema centrale
di tutta la sua vita, ma anche il suo dramma piu profondo, che le ha permesso un’indagine su se stessa e
sul mondo, motivo che ha ispirato tutta la sua produzione letteraria. I.a “doppia” figura materna di Irma
e Maria Guerrieri Gonzaga Maraini richiama Menzogna e sortilegio, dove la protagonista Elisa si confronta
con due madri: laristocratica Anna e la popolana Rosaria. La “doppia” figura paterna si ritrova in
Francesco De Salvi: il vecchio e umile Damiano e il padre naturale, Nicola Monaco, che ricorda il vero
padre di Elsa. Ia situazione umiliante di Francesco De Salvi disprezzato da Anna ¢ quella analoga di
Augusto Morante rifiutato da Irma (la madre di Elsa). Il rapporto strettissimo di Francesco con la madre
Alessandra, che dopo la conoscenza dellidentita del padre muta drasticamente, richiama il rapporto
ambivalente di Elsa con Irma. Un distacco netto, con rimpianti e sensi di colpa. Elsa fa in modo che
Anna, poco prima di morire, ammetta 1 propti errori verso il marito morto e “riconosca’ la figlia Elisa.
Elsa Morante, nonostante il rapporto irrisolto con la madre Irma, permette ad Elisa di riconciliarsi con
Anna, salvando in questo modo il significato del materno e il futuro di Elisa. Anche all'interno dell’Iso/a
di Arturo si trovano due figure, la madre morta di Arturo e la giovane matrigna Nunziata.

Morante vive un periodo di solitudine e di crisi a meta degli anni Sessanta, quando sctive Pro o contro la
bomba atomica: «La Morante ¢ stata uno scrittore precoce, ma di originalita tardiva. Precoce e irresistibili i
primi passi, il bisogno di raccontare favole e storie; ma tardiva la rivelazione di sé a se stessa, la conquista
della personalita e dello stile»". In lei ¢ artivata tardi anche la coscienza politica. La scoperta
dell’antifascismo non ¢ stata un’esperienza della gioventu, ma si puo datare agli anni del dopoguerra,
quando la morte di Bill Morrow (precipitato da un grattacielo il 30 aprile 1962) e la separazione da Moravia
(tra il 1961 e i 1963), la costrinse a confrontarsi nuovamente con la societa. Fino a quel momento, il
rapporto con Moravia I'aveva protetta e le aveva permesso di abbandonarsi alle favole di Menzogna e
sortilegio. Elsa aveva sempre confuso la solitudine con I'indipendenza e quando Moravia la lascio per una

9 M. Morante, Maledetta benedetta, Garzanti, Milano 1986, p. 86.
10 C. Gatboli, I/ gioco segreto, cit., p. 21.
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donna pitt giovane, dovette fare i conti con il suo orgoglio per affrontare una realta che non capiva''. A
meta degli anni Sessanta si avvertono i primi segni di quella metamorfosi che divise in due la sua vita, sia
da un punto di vista letterario che biografico. La sua metamorfosi la porta a trasformare il rapporto
madre-figlio in una maternita che esplode in modo drammatico in Aracoeli e che assume un carattere
funebre. La metamorfosi, prima di essere un tema letterario, ¢ un fenomeno soggettivo. In ogni libro
appare sempre diversa, rinata dalle sue ceneri come la Fenice. Scrive Cesare Garboli: «I’opera della
Morante ha per oggetto la metamorfosi, mentre ¢ in se stessa, a ogni libro, una metamorfosi. Ma la fuga
non si ferma qui. I libri della Morante sono anche lo specchio in cui si conserva e si riproduce, tradotta
in linguaggio romanzesco, la stupefacente metamorfosi fisiologica de loro Autore»'.

C’¢ una fonte che caratterizza tutta 'opera di Morante, la fonte biblica. La spiritualita della scrittrice mette
insieme la matrice ebraico cristiana (Irma era ebrea) unita all’interesse per la cultura induistica. Una ricerca
di fede che vive una parabola discendente. Manuele osserva nello specchio dei propri occhi con la
speranza di arrivare a distinguere «finalmente in fondo alla pupilla 'ultimo Altro, anzi 'unico e vero Se
stesso, il centro di ogni esistenza e della nostra, insomma quel punto che avrebbe nome Dio»!3. Nel centro
della sua anima non trova Dio ad attenderlo, ma solo la richiesta ostinata d’amore: «Sempre il medesimo,
con la sua domanda d’amore ormai scaduta e inservibile, ma ostinata fino all’'indecenza»!4. Morante mette
continuamente in discussione la fede, soprattutto in quest’ultimo romanzo, dove si avverte la ricerca
verso un Dio che non riesce a trovare nello ‘scandalo che dura da diecimila anni’:

E’ risaputo ch’io non creda in Dio; ma per quanto 'idea paia strana (anche a me stesso) pure, dentro questa
sinfonia di chiacchiere rovesciata dall’altoparlante, io tento di captare una frase rivelatrice, forse un
comunicato diretto proprio a me. Non ¢ possibile che una simile quantita di matetia sia solo una valanga di
rifiuti, senza un brandello — almeno — di significato!®.

11 credo cristiano di Elsa Morante si basa sul fascino dell’amore praticato da Dio.

La storia di Manuele si unisce ai momenti piu tragici della storia europea a partire dagli anni Trenta.
Un parallelismo tra storia privata e storia pubblica ¢ presente anche nel romanzo La Storia. Le accuse
di Pasolini all’inizio di Pefro/io nei confronti della scrittrice per il mancato impegno erano infondate.
Pasolini concepisce in modo militante I'impegno politico da parte degli intellettuali, che non
apparteneva certo alla Morante. Nella struttura di Aracoe/i Elsa Morante considera gli eventi storici
all'interno dei quali si inserisce I'zzer di Manuele. 1l viaggio inizia durante le feste dei morti del 1975 e
viene collegato cosi agli avvenimenti politici pit importanti di quell’autunno: la morte di Francisco
Franco (20 novembre) e quella di Pier Paolo Pasolini (nella notte trail 1° e il 2° novembre). La nascita
di Manuele, il 4 novembre 1932, ¢ connessa all’ascesa del nazismo in Germania. Nel 1936 Aracoeli e
Eugenio regolarizzano il matrimonio e si trasferiscono nei Quartieri Alti. Nello stesso anno inizia la

L E. Morante, I'amata. Lettere di ¢ a Elsa Morante, a cura di Daniele Morante e di Giuliana Zagra, Einaudi, Torino 2012.
12.C. Garboli, I/ gioco segreto, cit., p. 12.
13 E. Morante, Aracoeli, cit., p. 107.
14 Jvi, p. 107.
15 Jui, p. 130.
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guerra in Spagna e I'Italia conquista 'Etiopia. Nel 1938 Manuel (il fratello di Aracoeli) muore in
Spagna, combattendo contro i franchisti e in Italia vengono promulgate le leggi razziali antiebraiche.
Nel 1939 muore la neonata Carina di Aracoeli. I franchisti conquistano la Spagna e scoppia la seconda
guerra mondiale. Nel 1946 muore Eugenio, nasce la Repubblica italiana. I.a desolazione del luogo di
morte di Pasolini, ucciso all’idroscalo di Ostia, ¢ lo stesso deserto che si rivela a Manuele all’artivo a
El Almendral. Elsa Morante ha voluto rappresentare 'incontro tra il popolo contadino e lalta
borghesia, ma l'unione tra l'andalusa Aracoeli e il piemontese Eugenio, non determina una
integrazione positiva, ma un contagio negativo tra i due mondi. I’ordine borghese cerca di censurare
il mondo di Aracoeli e in quel momento esplodono i suoi istinti che distruggono tutto. Giovanna Rosa
interpreta il romanzo come «l ritratto di una comunita, colta in una fase di trapasso epocale: il
fallimento della vecchia borghesia liberale, d’ispirazione laica, che, consegnato il paese alla brutalita
volgare e alla violenza cieca del regime fascista, ne viene irrimediabilmente travolta»'s. Il protagonista
¢ il rovesciamento psicologico di Arturo, dove non ci sono i sogni della giovinezza, ma solo quelli
indotti dalla droga. Si puo cosi comprendere la coesistenza di due registri: I'alto e il basso, la favola e
la realta. Il magistero linguistico e narrativo sussistono ancora in Aracoel, ma le doti della scrittrice
rispecchiano ora la sofferenza della vita, della malattia e della vecchiaia. Una narrazione che non segue
la linea cronologica dei fatti, ma gli episodi si legano tra di loro per analogia o in maniera arbitraria. Il
risultato ¢ una narrazione stratificata, il cui ritmo narrativo a volte ¢ lento. Scrive Vincenzo Mengaldo:

Con Aracoeli 1a Morante torna in sostanza allo stile alto (qui tragico e quasi violento) dei due primi romanzi;
pero Pesperienza della S7oria non ¢ passata invano, regalando al nuovo libro non solo il tipico uso espressivo
dei vari caratteri tipografici, ma, di pit, un plurilinguismo prima impossibile. Si tratta, intanto, della continua
inserzione di parole, frasi, canzoni spagnole nell’italiano, ma anche della frequenza (questa volta
s . r £ . ” . .

storicizzante”) di francesismi della moda femminile. Ma non ¢ tanto questo plurilinguismo orizzontale che
conta, quanto un grande pluristilismo “verticale”, con continua commutazione di registri e intreccio fra
parole di alta letterarieta e parole basse, anche romanesche o romano-meridionalil”.

Tra i tanti personaggi che sognano di viaggiare all’estero (da Teodoro Massia a Arturo fino a Ninuzzo)
Manuele ¢ il primo che parte e ci racconta la sua esperienza. Una spia del disagio provato dalla Morante
che deve appoggiarsi ad un movimento che coinvolga spazio e tempo. Tutto inizia al terminal di Linate,
l'arrivo all’aeroporto di Madrid, prosegue con la sosta ad Almeria, e il percorso in corriera fino a Gergal.
Manuele parte cosi per ’Andalusia, luogo di nascita della madre, alla scoperta delle proprie origini. 11
racconto delinea il cammino del protagonista destinato a concludersi in una «deserta pietraia». La
«chiamata» in Andalusia non ¢ che un altro inganno di Aracoeli'. Il romanzo ¢ la parodia dello schema
madre/figlio (Ida/Useppe, Nunziata/Arturo) che non puo piu rappresentare il mondo. E’ una parodia
piena di dolore, di un qualcosa ormai perduto, tra madre e figlio si stende una «sassaia desertay. Il tema
archetipo dell’'unione tra madre e figlio si sviluppa attraverso il viaggio di iniziazione, in un’epoca e in uno
spazio che sono storicamente definiti, ma al tempo stesso ¢ un’esplorazione nell’inconscio per cercare
una verita: «A volte — specie in certe solitudini estreme — nei vivi prende a battere una pulsione disperata,
che li stimola a cercare i loro motti non solo nel tempo, ma nello spazio»". Significativo in Aracoeli ¢ il

16 G. Rosa, Cattedrali di carta. Elsa Morante romanziere, 11 Saggiatore, Milano 1995, p. 339.
17 P. V. Mengaldo, I/ Novecento, 11 Mulino, Bologna 1994, p. 166.
18 C. Sgotlon, Invito alla lettura di Elsa Morante, Mutsia, Milano 1972, p. 111.
19 E. Morante, Aracoel cit., p. 6.
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rapporto sesso-morte che travolge la protagonista subito prima della malattia mortale. Per Garboli «la
Morante ¢ uno di quei romanzieri che per sadismo, o per spirito religioso, sono maestri nel far morire le
persone»”™. Si deve pero mettere in evidenza che anche se il tema della morte & centrale, il momento del
trapasso non ¢ mai rappresentato. Edoardo, malato di tisi in Mengogna e sortilegio, ha una profonda paura
della morte. Anna rifiuta i cimiteri, cosi come Arturo immagina la madre una sirena che dal cielo protegge
I'isola di Procida. I nomi tanto amati da Aracoeli, il fratello Manuel e la neonata Carina, diventano cosi
tabu. Dopo la morte Aracoeli inizia a perseguitare Manuele: «E allora, ¢ incominciata la vendetta di
Aracoeli. Da morta, ora, essa mi faceva soltanto paura, e quasi orrore. Non era del suo spettro, che nutrivo
spavento; ma proprio di lei, com’era stata nel suo corpo vivo di prima»*. Nel contempo Aracoeli &
metafora della morte: perché la madre ¢ dispensatrice di vita e di morte. Il tema della vita e della morte si
ritrova ne La Storia, quando Nino (il figlio morto) perseguita in sogno la madre e I'accusa di averlo messo
al mondo. Le stesse accuse che Manuele rivolge alla madre Aracoeli morta: «Malanotte a te Aracoeli, che
hai ricevuto il seme di me come una grazia, e ’hai covato nel tuo calduccio ventre come un tesoro, e poi
ti se sgravata di me con gioia per consegnarmi, nudo, ai tuoi sicari [...] Era meglio se tu mi abortivi, o mi
soffocavi con le tue mani alla nascita, piuttosto che nutrirmi e crescermi col tuo amore infido, come una
bestiola allevata per il macello»?2.

Cesare Garboli vede nel romanzo 'opposizione assoluta tra maternita e sessualita. Quello che emerge
nella scrittrice ¢ la contraddizione nell’organismo biopsichico di ogni donna: I’ervs, che non puo sublimarsi
nell’istinto materno, si trasforma nell’aggressivita seduttiva. Il desiderio procreativo non si manifesta in
modo sereno all’interno di una famiglia: o madre adottiva di mestiere prostituta (Rosaria) o matrigna,
sposa di un uomo omosessuale (Nunziata) o madre stuprata da un soldato tedesco destinato alla morte
(Iduzza), la maternita non accetta un marito che legittima la prole. Aracoeli si sente malata nella pancia e
nella testa. Freud ha dedicato degli Studi sull’isteria”, dove la connessione utero/cervello € alla base dei
disturbi isterici femminili. Si deve al ricordo degli studi di Freud il legame tra la malattia uterina e la
malattia cerebrale in Aracoeli. Da un punto di vista clinico il “male” ¢ il tumore celebrale che la porta alla
morte, ma il tumore rappresenta anche il ritorno di Aracoeli ad uno stato di barbarie, iniziato aspettando
Carina. Aracoeli ritorna cosi al corpo, al mondo magico, irrazionale, alla sessualita e alle passioni, in
opposizione alle istituzioni della societa. Dopo I'operazione all’utero, perde la capacita di procreare e si
estingue ogni forma di affetto nei confronti di Manuele. In questa sua durezza si puo scorgere una sorta
di Medea, figura mitica del mondo antico che si macchia del crimine piu orrendo che una madre puo
compiere, I'uccisione dei propri figli. Secondo Cesare Garboli la «visceralita» dell’ultimo romanzo deriva
dal desiderio-rimpianto-rimorso per una maternita mancata. I.’autobiografismo che Garboli individua ¢
legato alla vecchiaia vista come malattia che porta alla morte e che ha generato la colpa di aver rinnegato
la maternita:

20 C. Garboli, I/ gioco segreto, cit., p. 163.
2l E. Morante, Aracoeli, cit., p. 300.
22 E. Morante, Aracoel;, cit., p. 100.
23 Dal confronto diretto con il fondo Elsa Morante, presso la Biblioteca Nazionale di Roma, ¢ emersa la presenza delle opere
di Freud che attestano una conoscenza profonda degli studi sulla psicoanalisi. Nel caso specifico sopra menzionato, il
rifetimento ¢ con Vopera Casi clinici/ Sigmund Frend [prefazione di Cesare L. Musatti; traduzione di Mauro Lucentini] P.
Boringhieri, Torino 1962. Altri testi presenti sono: S. Freud, L 7nterpretazione dei sogni, Astrolabio, Roma 1952; 1d., Inibizione,
sintomo e angoscia, P. Boringhieri, Torino 1964; 1d., Dizionari di psicoanalisi: tratto dalle opere di Sigmund Freud, a cura di Nandor
Fodor e Frank Gaynor; prefazione di Theodor Reik, Feltrinelli, Milano 1967; 1d., Carteggio Frend-Groddeck, Adelphi, Milano
1973; 1d., Sogno e occultismo: seritti 1921-32, P. Boringhieri, Torino 1980.
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11 sopraggiungere della vecchiaia, per Elsa, ¢ stata ’esplosione di un uragano, tanto piu terribile quanto pit
i passi della tempesta erano silenziosi; quest’uragano sconvolse il corpo di Elsa, lo altero, lo trasformo, lo
spodesto, facendolo occupare a una persona nella quale Elsa non riconobbe mai se stessa. Soprattutto, una
persona che Elsa non amava. Con grande coraggio, e anche grande astuzia, Elsa cercod ogni mezzo per
stabilire, col nuovo essere, delle regole di convivenza; e non ci riusci solo per una sorta di maledizione e di
maleficio. La trasformazione del suo corpo fu piu forte di lei; e cosi mostruosa, cosl inverosimile da
configurarsi, ai suoi occhi, non solo come una pista, un indizio, un enigma da interrogare, ma come lo
spettro ritornante di una colpa rimossa, troppo a lungo rimossa. Una vecchia piaga si riapri con i primi
sintoni di senescenza nel corpo di Elsa e concentro su di sé ogni pensiero come la sola delle esperienze non
compiute, la sola delle divinita alle quali non era stato sacrificato: la maternita rinnegata e offesa. Sono gli
anni della S7oria, e piu tardi, di Aracoeli: due romanzi simmetrici, due immagini della maternita, e due diverse
figure dell’Annunciazione?*.

Il viaggio di Manuele alla ricerca di Aracoeli

Il primo modello del viaggio ¢ quello mitico di Orfeo: nel mito il tempo lineare della ragione viene
sostituito da un continuo ritorno su se stesso, passaggl tra presente e passato, il tempo della memoria si
sostituisce a quello della realta. Il viaggio, oltre che in un altro momento della vita, trasporta il protagonista
in un altro luogo. Il protagonista si colloca in uno spazio metafisico che richiama un altro modello, quello
di Ulisse. Il percorso di Manuele all’inizio ¢ una vera guéfe: non ¢ solo la ricerca della madre, cioe
dell’origine, ma vuole raggiungere una verita. Si delineano cosi altri due modelli classici di letteratura
odeporica, Eneide di Virgilio e 1’Odissea di Omero. Enea discende nel’Ade per incontrare il padre
Anchise e per sapere il suo destino (canto VI). Lo stesso scopo di Odisseo, il cui ingresso agli Inferi
obbligato da Circe, lo spinge a chiedere a Tiresia il suo futuro (canto IX). I.’angoscia di Manuele in una
Spagna desertificata, rispecchia sia la crisi dellindividuo che la crisi dell’'umanita che ha perso la pietas
verso il mondo. Il punto d’incontro che unisce le due opere ¢ 'abbraccio impossibile tra un vivo e un
morto, legato alla resurrezione del corpo e al conseguimento della felicita. Il viaggio in Spagna ¢ anche
un percorso psicoanalitico; come rivela il rapporto edipico con la madre, 'omosessualita causata
dall’eccessivo amore materno, I'impossibilita di essere amato come conseguenza del rifiuto materno, la
bruttezza fisica sentita come una colpa. Piu che negli altri romanzi, la scrittrice ha voluto rappresentare
in maniera magistrale in Aracoe/i il dramma della separazione:

114 novembre di 43 anni fa, ore tre pomeridiane. E’ il giorno e 'ora della mia nascita, mia prima separazione
da lei, quando mani estranee mi strappano dalla sua vagina per espormi alla loro offesa [...] Io so difatti, che
il mio ¢ stato un vero pianto, di lutto disperato: io non volevo separarmi da lei [...] Vivere significa:
Pesperienza della separazione: e io devo averlo imparato fino dal 4 novembre, col primo gesto delle mie
mani, che fu di annaspare in cerca dilei. Da allora in realta io non ho mai smesso di cercatla, e fino da allora
la mia scelta era questa: rientrare in lei. Rannicchiarmi dentro di lei, nell’unica mia tana, persa ormai chi sa
dove, in quale strapiombo?.

Manuele viene letto spesso come un Arturo adulto e disilluso, ma il desiderio di ritrovare la madre ¢
presente anche in Nunziatina, quando ricordando la perdita del padre e dei fratelli, sostiene che tutti si
ritroveranno un giorno un’altra volta «nella vera festa eternaly. I motivo della resurrezione era per
Nunziata 'occasione per rincontrare i propri cari, per Manuele la resurrezione dei morti ¢ legata alla

24 C. Garboli, I/ gioco segreto, cit., p. 196.
%5 E. Morante, Aracoeli, cit., p. 18.
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capacita del corpo di conservare i ricordi che possono riemergere attraverso le sensazioni. Alle fonti
classiche si deve aggiungere il modello di ogni viaggio moderno: la Recherche di Marcel Proust che
introduce I'elemento della memoria come in Aracoeli. In Aracoeli tutto il presente ¢ irreale, ma anche il
passato a volte rivela il dubbio di un qualcosa di ingannevole: «Con I'aria di chi informa, la Morante
mescola carte diverse, avvicina cose lontane e distanzia le presenti. In una parola, cancella il tempo. Ma

cancella il tempo attraverso la desctizione esatta d’un luogo»™

. Per Proust il passato ¢ sempre irreale,
anche quando viene mantenuta la memoria, perché si perdono le emozioni di quel momento, che possono
ritornare attraverso /es intermittences du coenr. Manuele ricorda le canzoncine cantate dalla madre e la lingua
spagnola, quando ancora il loro era un rapporto di profonda unione, una lingua che lui perdera nel corso
della vita. Manuele adulto rifiuta la lingua spagnola, perché lo spagnolo di Aracoeli ¢ il primo linguaggio
conosciuto da Manuele, quello dell’amore, che ha espresso per un breve periodo il sogno della simbiosi
assoluta con la madre, realizzata nel paradiso di Totetaco, ma poi subito distrutta. Il linguaggio di Aracoeli
¢ affettivo, non comunicativo, alterato nella scrittura tanto da diventare «un idioletto indecifrabile, con
forti caratteri magici, dove le parole possiedono una specie di prospettiva o eco che ne modifica nel
profondo il senso primox»”. E’ significativo che nel recupero delle sensazioni che appattengono al passato,
il riemergere delle filastrocche venga messo in relazione all'immagine dell’allattamento al seno del
bambino, alla quale ¢ legata anche I'apprendimento della lingua spagnola. Il romanzo procede attraverso
tre fasi separate: la prima riguarda i primi anni di vita di Manuele, in cui vi ¢ un unico linguaggio tra madre
e figlio; la seconda fase riguarda invece il periodo che risale al trasferimento nei Quartieri Alti, dove a
dominare ¢ la lingua del Padre; I'ultimo periodo inizia con il viaggio in Spagna, dove Manuele recupera lo
spagnolo. Con il trasferimento ai Quartieri Alti, Morante delinea quell’opposizione tra lo spagnolo come
lingua materna naturale (appresa spontaneamente) ¢ 'uso dell’italiano come lingua paterna (artificiale)
con regole grammaticali fisse. La stessa opposizione dantesca tra la lingua latina e quella volgare. Se la
lingua spagnola ¢ caratterizzata dalla musicalita delle filastrocche materne, la lingua italiana del padre ha
una forma anaffettiva che rispecchia una societa divisa in classi. Per Manuele, I'ingtesso nella societa dei
Quartieri Alti, coincide con la scissione del linguaggio nello spagnolo come lingua materna e nell’italiano
come lingua paterna. Nell’incontro finale con il fantasma della madre a El Almendral, Manuele recupera
la dimensione primigenia della comunicazione, perduta ed ora ritrovata come si vede nell’appellativo
«Mama! mamal» in apertura del dialogo. Di fronte all'impossibilita di comprendere la lingua di Manuele
che vuole razionalizzare il loro incontro, il fantasma di Aracoeli risponde «nifio mio chiquito, non c’¢
niente da capire». Una risposta che richiama la Canzone degli F.P e degli .M., secondo la quale la felicita
sta nel rinunciare a trovare una spiegazione al mistero della vita®. Linguisticamente questo momento
coincide con il ritorno dello spagnolo, espressione della dimensione materna. L’incontro si conclude in
un abbraccio mancato come quelli danteschi nel Purgatorio. Il motivo dell’abbraccio mancato tra un vivo
e un morto, che in Dante rappresenta una tappa del suo viaggio, diventa in Aracoeli un punto di arrivo,
«ultima stazione». Per tre volte Dante cerca di abbracciare 'ombra che gli viene incontro (canto II), ma
fallisce perché le ombre hanno solo apparenza, non consistenza. Il desiderio di Dante personaggio di
vedere il corpo risorto dei beati si realizza nel’Empireo: «Vedéa visi a carita siiadi, /d’altrui lume fregiati
e di suo tiso, / e atti ornati di tutte onestadi» (Paradiso XXXI). I’immagine dell’abbraccio tra un vivo e
un morto si ritrova in Virgilio, ma risale all’l/ade quando Achille cerca di abbracciare il fantasma di
Patroclo e all’Odissea in cui Odisseo nell’oltretomba cerca di abbracciare la madre Anticlea. Virgilio lo
riprende da Omero nell’Enezde tra Enea e Creusa (II libro) tra Anchise ed Enea (VI libro) e nelle Georgiche

26 G. Garboli, Introduzione a E. Morante, I.%sola di Arturo, Einaudi, Torino 1995.
27 C. D’Angeli, Leggere Elsa Morante Aracoelr, La Storia e I mondo salvato dai ragazzini, cit., p. 45.
28 B. Morante, I/ mondo salvato dai ragazzini, Einaudi, Torino 2012.
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tra Orfeo e Euridice (IV libro). I.’abbraccio mancato indica non solo la mortalita del corpo, ma anche la
necessita di distaccarsi dal proprio corpo e dal mondo terreno per raggiungere il Paradiso e 'amore di
Dio. Il canto XIV del Paradiso unisce il desiderio delle anime di ricongiungersi al corpo con I'affetto per i
propri cari, cio dimostra che la resurrezione ¢ concepita come vittoria contro la morte, ma sottolinea
anche il legame che il corpo ha con il passato, con i sentimenti verso le persone che sono state importanti
nella vita: «T'anto mi parver subiti e accorti/ e 'uno e I'altro coro a dicer «Amme»!/ che ben mostrar disio
d’i corpi morti:/forse non pur per lor, ma per le mamme/per li padri e per li altri che fuor cari/anzi che
fosser sempiterne fiamme». Rimane cosi il carattere ambivalente presente nella Commedia: da una parte
Manuele ha recuperato la dimensione materna perduta nello spagnolo come lingua originaria e dall’altra,
puo dire alla madre definitivamente «addio». Nel saggio Pro e contro la bomba atomica la scrittrice afferma
che Parte ¢ tragica perché tragica ¢ la vita, ma ¢ anche liberatoria perché coglie tutti gli aspetti della realta:
«E tentavo di spiegare che cosa sia la realta; ma purtroppo dubito di esserci riuscita, giacché questa ¢ una
cosa che si capisce solo quando la si prova, e quando la si prova, non si ha bisogno di spiegazioni»”.
Parole che si riallacciano al «non c’¢ niente da capire» nel dialogo con Aracoeli e confermano che alla
conoscenza della realta ci si arriva non in maniera logica e razionale, ma attraverso le sensazioni. Dopo
I'incontro di Manuele con il fantasma di Aracoeli, dove si ¢ reimpossessato della lingua materna, non gli
resta che un confronto con il padre, possibile attraverso I'ultima «resurrezione dei morti». Alla fine del
romanzo, 'incontro con il padre consumato dall’alcol rappresenta il crollo del mondo patriarcale e, come
per Aracoeli, si manifesta nel corpo sfatto e nel disintegrarsi del linguaggio. Tutti i personaggi del romanzo
si caratterizzano per la loro duplicazione:

Lo sdoppiamento ¢ la percezione costante che Manuele ha di se stesso, riconoscendosi sempre nella forma
oppositiva della acquisizione di un doppio degradato e maligno, che ¢ 'immagine di sé¢ adulto, e di un doppio
trionfante e glotioso, che ¢ I'immagine del mitico zio Manuel, colui che, fin dai primi racconti della madre,
Manuelino ha eletto a suo eroe e che non si cancella dagli sconsolati suoi sogni di utomo maturo.

Accanto al raddoppiamento di Manuele, ¢’¢ quello tristissimo del padre dopo la fuga di Aracoeli e 'ultimo
incontro con il figlio. Eugenio Ottone Amedeo ¢ completamente diverso dal giovane ufficiale descritto
all'inizio del romanzo. Soprattutto si raddoppia Aracoeli, una vera e propria metamorfosi. Le alterazioni
fisiche, con la seconda gravidanza, modificano i tratti del suo volto, alcune parti del corpo, lo sguardo, il
tono e il timbro della voce: il suo fisico rispecchia il disfacimento del sistema morale. Scrive Stefania
Lucamante: «Nei lavori della Morante, la decomposizione nei suoi tratti psicologici della figura materna,
e comunque del personaggio del genitore indica ulteriormente il disinganno verso di questi che coincide
con il pieno decadimento della loro bellezza fisica, oltre a segnare il raggiungimento dell’eta adulta nei
figli»"'. Nella memoria di Manuele, Totetaco (quartiere di Monte Sacro) viene ricordato come un luogo
campestre, una grande foresta, con distese di prato e il fiume Aniene. Di quegli anni Manuele non serba
nessuna memoria del padre, nella casa di Totetaco ci sono solo loro due, Manuele e Aracoeli. Fin dalla
sua nascita, per Manuele «paternita significava assenzax». La figlia di Aracoeli, Carina, dopo un mese dalla
nascita muore. Il piccolo Manuele viene allontanato dalla madre, ogni volta che prova ad entrare nella
camera per ricevere affetto: «La sindrome degli amori morantiani ¢ che 'amore non pud mai essere

2 E. Morante, Pro e contro la bomba atomica, cit., p. 117.
30 C. D’Angeli, Leggere Elsa Morante Aracoelr, La Storia e Il mondo salvato dai ragazzini, cit., p. 69.
31S. Lucamante, Elsa Morante ¢ leredita proustiana, Cadmo, Firenze 1998, p. 44.
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corrisposto, perché ¢ solo lo specchio di se stesso. Ogni amore ¢ un amore perso. Non infelice: perso,
invivibile»®2. Verso il padre non prova nessuna pieta, ma solo un sentimento di rancore: «Mi sorpresi
addirittura a desiderare che una prossima guerra lo uccidesse»”. Alla fine della guerra Manuele scopre che
il padre I'8 settembre (dopo I'armistizio) diserto la flotta e si nascose in un edificio nel quartiere di San
Lorenzo. Manuele vede il padre ubriaco e prova un sentimento di ribrezzo. Il colloquio si conclude con
una domanda del padre: «Ci rivedremo presto?». Manuele fugge via e inizia a piangere. Solo diversi anni
dopo comprende le ragioni di quel pianto, che viene chiamato il «seme del piantow, espressione dantesca
sulla cima del Purgatorio, quando Dante (Purgatorio XXXI) riconosce di fronte a Beatrice le “memorie
tristi” del passato e le supera. Manuele comprende che piangeva per amore:

Amore di chi? Di Aracoeli, lasciata indietro sola a decomporsi nell’orrida parco? No, impossibile. Per me,
in quella stagione, Aracoeli era negazione, ripudio, vendetta, oblio. Niente amore di lei. NO. Di lei no.
Amore di un altro, invece. E di chi? Di Eugenio Ottone Amadeo. Mai finora nel corso del tempo avevo
amato costui. Ma durante la mia visita su all’interno 15 oggi, mi rivoltavo di schifo alla sua presenza, io forse
ne ero preso disperatamente d’amore. E se al salutarmi sulla soglia, invece di porgermi quella sua mano
schifosa fredda e sudata, con quella stessa mano lui mi avesse carezzato la testa (una di quelle sue carezze
istituzionali, da me sempre accolte in passato con una giusta frigida indifferenza) io forse gli avrei urlato: Ti
amo!34,

Questa spiegazione sopravviene nel 1946, un anno dopo lo scoppio di quel pianto, alla notizia della morte
del padre: «Non piansi affatto alla notizia [...] certi individui sono pil inclini a piangere d’amore, che di
morte»®. [’amore di Manuele per il padre, avviene nel momento in cui crolla 'universo patriarcale, dopo
aver disertato I'esercito e frantumato le norme che regolano la societa. Manuele puo capire il padre solo
dopo avere recuperato la lingua materna, in cui non esistono differenze di genere e si puo ritornare nella
dimensione paradisiaca di Totetaco. La pieta umana di Elsa Morante non lascia via d’uscita nemmeno a
chi sceglie di rifiutare il padre. Accettare il padre significa diventare adulto, acquisire la maturita, pero ¢
anche vero che non accettare il padre, per la sua inettitudine, rappresenta per un figlio la condanna alla
solitudine e a un destino che non permette di vivere una vita adulta. Nell’'ultima manifestazione d’amore
di Manuele verso Eugenio si coglie anche 'ultimo messaggio di Elsa nei confronti del padre naturale, una
sorta di riconciliazione con Francesco Lo Monaco. Elsa ¢ stata una «donna che nulla di sé nego alla vita
come alla scrittura, pagando di persona il suo essere estrema e assoluta»™. Attraverso le sue parole Cesare
Garboli ci lascia un’immagine estremamente a fuoco della scrittrice:

E’ che non riesco a dissociare 'immagine di Elsa Morante scrittore e poeta dall'immagine che ho di lei come
persona fisica, vivente e contemporanea. Le due immagini si confondono, si sovrappongono [...]. E poiché
sono portate d’istinto a vivere secondo modi di sentire universali, si direbbe che ignorino, queste persone,
la morte. Ma siccome ignorano la morte |[...] si direbbe che ignorino anche il riposo, quella pace parassitaria
della vita che chiamiamo maturita. Sono tutte vive, tutte infantili, le persone come Elsa Morante, e nella loro

32 C. Garboli, I/ gioco segreto, cit., p. 94.

3 E. Morante, Aracvels, cit., p. 301.

3 E. Morante, Aracvels, cit., p. 328.

% E. Morante, Aracvels, cit., p. 328.

3 G. Bernabo, La fiaba estrema, Elsa Morante tra vita e scrittura, Carocci, Roma 2016, p. 325.
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infanzia si portano addosso la croce di far parte non di un oggi, ma di un sempre. Cosi “in eterno ogni perla
del mare ricopia la prima perla, e ogni rosa ricopia la prima rosa”".
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