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TEMEL BIiLIMLER ALANINDA YAZILMIS TURKCE
ARASTIRMA YAZILARINDA BILGISELLIK VE KACINMA

Emine Oflaz Kéleci*, Leyla Uzun”

oz

Son donemde bilimsel metinler {izerine yapilan tanitsallik ve listsdylem arastirmalar:
bu metin tiiriiniin salt gercekligi yansittig1 goriisiinden uzaklasarak bir ikna metni
olarak degerlendirilmesi gerektigine isaret etmektedir. Buna gore, bilimsel metin
yazarlari metin boyunca okuyucularini arastirmalarinin 6zgiinliigli, kullandiklari
yontem ya da verilerin uygunlugu gibi konularda ikna etmeye ¢aligmakta ve bu edimi
gerceklestirilebilmek amaciyla birgok farkli strateji kullanmaktadirlar. Yazar
dilbilgisel ya da sozciiksel kullanimlarla metninde sundugu Onermenin
kesinlik/giivenilirligini kodlamakta ve bu kesinlik/giivenilirlik dnerme kipligi altinda
bilgisellik ve tanitsallik karsitligi arasinda degerlendirilmektedir. Bu ¢alismanin
amaci Temel Bilimler alaninda (Biyoloji, Fizik, Kimya ve Matematik) yazilmis
Tiirkge arastirma makalelerinde bilgiselligin nasil kodlandigini betimlemektir. Bu
amagla calismada Temel Bilimler alaninda yazilmig 36 bilimsel metinden olusan bir
veri tabani kullanilmistir. Bu veri tabaninda Hyland’m (2005b) iistsdylem modelinde
kisileraras: istsdylem gergevesinde kaginma islevine karsilik gelen —Abil+-Ir ile
sunulan bilgisel kullanimlar ile bu kullanimlarm doért ayri disiplini temsil eden
metinlerdeki goriiniimleri ve metin i¢i boliimlerdeki dagilimlar: betimlenmistir.

Anahtar Kelimeler: Bilimsel metinler, arastirma makaleleri, iistsdylem, tanitsallik,
bilgisellik, kaginma

EPISTEMIC MODALITY AND HEDGING IN TURKISH
RESEARCH ARTICLES IN FUNDAMENTAL SCIENCES

ABSTRACT

Recently, studies on evidentiality and metadiscourse upon scientific research papers
started to diverge from the view that texts showing absolute facts and started to show
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an approach that they should be assessed as persuasion texts. According to this
approach, scientific paper authors try to persuade the readers on their research’s
authenticity or relevance of their data or methods they use throughout the text and
they use several different strategies to achieve this act. Authors code the
certainty/reliability of the proposition presented in the text with grammatical and
lexical usages and the degree of certainty/reliability is assessed between epistemic
modality and evidentiality contrast. The aim of this research is to present how
epistemic modality is coded on Turkish scientific papers in fundamental sciences
(Biology, Physics, Chemistry and Mathematics). For this purpose, a database consist
of 36 research articles in fundamental sciences are used. The database is analyzed to
describe the epistemic usages presented with —Abil+-Ir suffix -both in four different
disciplines and intertextual sections- to find out the hedging function of Hyland
(2005b)’s metadiscourse model within the framework of interpersonal metadiscourse.

Keywords: Scientific texts, research articles, metadiscourse, evidentiality, epistemic
modality, hedging

1. GIRIS!

Ustsdylem alaninda son dénemde yapilan galigmalar (Vande Kopple, 1985;
Crismore, Markkanen ve Steffensen, 1993; Hyland, 2005b) yazar ve okuyucu
etkilesimini saglayan yazma edimini olduk¢a karmasik bir siire¢ olarak
degerlendirmekte ve yazili metinlerdeki yapilaniglar metindilbilim ve soylem
cOziimlemesi aragtirmalarinin odag: haline gelmektedir. Diger metin tiirlerine
gore oldukga yeni bir inceleme alani sayilabilecek bilimsel metin tiirli ve bu
tiirdeki farkli diizeydeki yapilaniglar son donemdeki sOylem g¢oziimlemesi
aragtirmalarinin odagi konumundadir. Bilimsel metinler, yazarlarinin iyesi
oldugu soylem topluluguna uyum saglama egilimlerinin sonucu olarak
gosterdikleri benzer Ozelliklerinin yami sira ¢esitlilik de sergilemektedir.
Y azarlarmin metin boyunca ¢aligmalarinin gegerliligini savunduklari bu metin
tiirlindeki farklilik ve benzerlikler {istsdylem arastirmalarinin konusudur.
Buna gore bir metin tiiriiniin kendi sinifi icinde ve diger metin tiirlerine gore
gosterdigi farkliliklar tistsdylemin konusudur ve iistsdylemsel kullanimlar
akademik yazmada goriilen ¢esitliligin temel 6gesidir (Hyland, 2005b). Farkli
dillerde {iretilen bilimsel metinler {izerine yapilan iistsdylem arastirmalari
evrensel ve dile 6zgii olarak siniflandirilabilecek bir¢ok dgeyi kapsami altinda
incelemektedir.  Bilimsel metin yazarlarmin 6nermelerinde kodladiklar
kesinlik ve giivenilirlik derecesi de tanitsallikla dogrudan iliskilidir ve kesinlik
ve giivenilirligi saglayan kullanimlar iistsoylemsel islevlere paralel olarak
islemektedir. Dolayisiyla son donemde yapilan bilimsel metin tiiri

! Bu galismada Ankara Universitesi Sosyal Bilimler Enstitiisii Dilbilim Anabilim Dal1
doktora programinda yiiriitilmekte olan “Tiirk¢e Bilimsel Metinlerde Tanitsallik
Sunumlar1 ve Ustsdylem Iliskisi” baslikli tez arastirmasinin verilerinin bir béliimii
kullanilmustir.
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incelemeleri tanitsallik ve istsOylem olmak iizere iki temelde
goriilebilmektedir.

2. Tamtsallik ve Ustséylem Arastirmalar

Calismanin kuramsal artalanini olusturan ve asagida ayrintili olarak ele
alimacak tanitsallik ve iistsdylem konulari, baglam-bagimli, disiplin tanimli ve
kiiltiirel farkliliklar1 isaret etmelerinin yani sira dillere 6zgii farkli tiirden
oriintiilerle de karsimiza c¢ikar. Tiirkgede dilbilgisel goriiniim sergileyen
tanitlarin bilimsel metinlerde hangi iistsdylemsel goriiniimlerle Ortiistiiglinii
ortaya koymak giiniimiizde Tiirk¢e lizerine yapilan ¢aligmalarda da giderek
daha ¢ok ivme kazanan bilimsel metin arastirmalarina biitiinciil bir ¢erceve
saglayacaktir.

2.1. Tamtsallik ve Bilgisellik

Calismanin bir ayagini olusturan tanitsallik kavrami Aikhenvald (2004, s.
392) tarafindan “konusucu/yazarin verdigi bilginin kaynagini belirtmesini
saglayan sozel ulam” olarak tanimlanmaktadir. Mithun (1986, ss. 89-90) ve
Chafe (1986, s. 262) tanitsalliga daha genis bir bakis agisiyla yaklasarak bu
kavrami “konusucunun verdigi bilgiye iliskin tutumunu gosteren ifadeler” ya
da “konusucunun Onermesinin kesinlik diizeyini belirtmesi” olarak
degerlendirmistir. Tanitsalliga “bilgiye iligkin tutum” tlirliinden tanimlamalar
bu kavramin tutumu belirtmeyi saglayan kiplik ulami altinda
degerlendirilmesiyle sonuglanmistir. Palmer (2001) tanitsalligi birgok
arastirmanin da temelini olusturan kiplik siniflandirmasinda 6nerme kipligi

altinda incelemektedir.

Onerme
Kipligi
| | | ]
Bilgi Kipligi T%S?élilk fstek Kipligi Edim Kipligi

Sekil 1: Kiplik Alt-ulamlar1 (Palmer, 2001, s. 22)

Eylem
Kipligi

Sekil 1°de de goriildiigii gibi Palmer (2001) aragtirmamizin iki dnemli ayagi
olan bilgi kipligi ve tanitsalligt onerme kipligi altinda iki ayr1 kutupta
incelemektedir. Palmer’a (2001) gore bilgi kipligi ve tamitsallik kipligi
konusucunun bir dnermeye yonelik tutumunu, 6nermenin sundugu bilginin
dogruluk/gerceklik derecesini gdstermesi nedeniyle 6nerme kipligi altinda ele
almmalidir. Bu smiflandirmaya gore, tanmitsallik kipligi, bir Onermenin
igeriginin dogruluguna iliskin tutumu degil, o bilginin hangi tlirden bir tanita
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dayandigini belirtmesi yoniinden bilgi kipliginden ayrilmaktadir. Bir bagka
deyisle konusucu/yazar tanitsallik kipligi kodlayarak dnermeye degil, bilgiyi
edindigi kaynagin dogruluguna yonelik tutumunu ifade etmektedir. Bilgi
kipliginde ise konusucu/yazar Onermede sunulan bilginin dogruluguna
yonelik tutumunu aktarabilmektedir. Bu ayrim 6nermelerin sundugu bilginin
kesinliginin derecelendirilmesinde diisiik ve yliksek kesinligi saglayan bir
6l¢ekle de yorumlanabilir.

Onerme Kipligi

Bilgi Kipligi Tanitsallik

Kipligi

Sekil 2: Onerme Kipliginin iki Boyutu ve Kesinlik Olcegi

Sekil 2’ye gore metin yazarlar1 6nermelerinde dilin olanaklarina bagli olarak
farkli tiirden Oriintiilerle diisik ya da yiliksek derecede kesinligi
kodlayabilmektedirler. Tiirk¢cede dilbilgisellesmis bir ulam olarak tanitsallik
en yiiksek derecede dogrudan tanit kodlayan —DI ve —Iyor bigimbirimleriyle
saglanabilmektedir (Corcu-Giil, 2010, s. 205). Ote yandan bilgi kipligi
yazar/konugucunun Onermenin igeriginin dogrulugunun olasi olmasi
(rastlantisal tahmin) veya bir ¢ikarima bagl olarak dnerme iceriginin dogru
olmali/dogrudur (¢ikarim/sayiltl) yargisiyla ilgilidir. Sozciiksel diizeyde
olasi, belki vb. kullamimlarin yanmi sira Tirkgede dilbilgisel olarak —Abil
bigimbirimi ile saglanan rastlantisal tahmin alt ulami bu aragtirmanin sinirimi
belirlemektedir.  Bilgiselligin  {i¢  alt-ulamn  asagidaki  tiimcelerle
orneklendirebilir:

(1) Ali bu saatte evde olabilir.
(2) Ali bu saatte evdedir/evde olmali.
(3) Ali bu saatte evde olur.

Buna gore, rastlantisal tahmin igeren tiimece (1)’de konusucunun verdigi
bilgi bir kanit ya da ¢ikarima bagli olmamakla birlikte bilginin dogrulugu
konusucunun sezgileri ya da algisina baghdir. Ote yandan tiimce (2)’de
sunulan bilginin dogrulugu konusucunun bir kanita bagli ¢ikarimi (ig-
dogrultulu tahmin) ve tiimce (3)’te varsayimi (sayilt1) sonucu sunulmaktadir.
Tiimce (1) tiiriinden, 6énermede verilen bilginin bir kanit ya da ¢ikarima
baglanmadan sunuldugu tiimceler konusucunun kesin bilgi vermekten
kagindigi tiimceler olarak degerlendirilmektedir. Bu ¢aligmanin amaci Temel
Bilimler iistalaninda yazilmis arastirma makalelerinde tiimce (1) tiirlinden
rastlantisal tahmin igeren ve bu yoniiyle kesinligi diisiik olarak kodlanmig
kullanimlara kosut olan kaginma iglevini (bkz. Boliim 1.3) betimlemektir.
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2.2. Ustsoylem

Ustsdylem  bir  metindeki  etkilesimsel  anlamlar1  tartismaya;
yazar/konugucunun bakis agisin1 ifade etmesine ve belirli bir sdylem
topluluguna ait okuyucularla iliski kurmaya olanak saglayan 6z-diistiniimsel
bir kavramdir (Hyland, 2005b, s. 37). Ustsdylemsel araglar yazarin ait oldugu
sOylem toplulugunun metin diizenlenigine yonelik beklentilerine yanit
vermesini ve okuyucularla etkilesim kurmasini sagliyor olusu nedeniyle nem
kazanmaktadir. Bilimsel metin tiirlinde etkilesim, konumlandirma ve séylem
topluluguna uyum gosterme gibi gereklilikler bu metin tiirliinde iistsdylemsel
goriiniimlerin incelenmesini énemli kilmaktadir. Ustsdylemsel goriiniimler
evrensel bir takim 6zelliklere sahip olmasinin yani sira farkli dillerde o dile
ozgii farkli secimlerle ve oranlarda yansitilabilmektedir. Ustsdylem,
alanyazinda Halliday’in (1973) dilin metinsel ve kisilerarasi ist-islevleri
ayrimina dayanarak metinsel islevlere odaklanan arastirmacilar (Schiffrin,
1980; Mauranen, 1992; Bunton, 1999) ve metinsel islevlerin yani sira
kigileraras1 islevleri de listsdoylem modellerine dahil eden arastirmacilar
(Williams, 1981; Crismore, 1983; Vande Kopple, 1985; Thompson ve
Thetela, 1995; Hyland, 1998b) tarafindan farkli bigimlerde siniflandirilmistir.
Hyland’in (2005b) iistsdylem smiflandirmasi, Thompson ve Thetela’nin
(1995) smiflandirma onerisinden birgok kavrami icermekte, aragtirmacinin
(2005a) calismasinda 6ne ¢ikardig1 durus ve iligkisellik/baglilik 6zelliklerine
odaklanarak kendisinin (1998) ¢alismasindaki onceki iistsdylem modelinin
daha genis bir bakis acist ile gelismis bigimini sergilemektedir. Hyland
(2005b) siniflandirmasinda {istsdylem araglarimi etkilesimli ve etkilesimsel
olarak iki st baglikla siniflandirmaktadir. Bu iki iistsdylemsel aracin
etkilesim ve konumlandirma islevlerini agiklayan farkli alt ulamlar soz
konudur. Hyland’in (2005b, s. 49) iistsdylem siniflandirmasi Tablo 1°de
gosterilmistir.
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Ulam

Etkilesimli Boyut

Baglayicilar

Cergeve belirleyicileri

Metin i¢i belirleyiciler

Tanitlayicilar

Acimlayicilar

Etkilesimsel

Kagmmalar

Vurgulayicilar

Tutum belirleyiciler

Kisi belirleyicileri

Baglilik/iliski belirleyicileri

islev

Metin boyunca okuyucuyu
yonlendirmeyi saglar.

Anatiimceler arasindaki
iliskileri ifade eder.

Soylem edimlerine, siralanisa ve
evrelere gonderimde bulunur.

Metnin diger boliimlerindeki
bilgiye génderimde bulunur.

Diger metinlerdeki bilgiye
gonderimde bulunur.

Onermesel anlamlar1
ayrintilandirmay1 saglar.

OKuru metne dahil eder.

Bilginin sorumlulugunu
iistlenmekten kaginmayi saglar.

Kesinligi ve kapali diyaloglar
vurgular.

Yazarm 6nermeye yonelik
tutumunu ifade eder.

Yazara a¢ik gonderimi igerir.

Okurla agikea iliski kurar.

Ornekler

Kaynaklar

Ek olarak, ama ve...

Son olarak, sonugta, amacim...
Yukarida  belirtildigi  gibi,

Bakiniz Sekil, 2. Boliimde...

X-A gore, Z..
acgiklamaktadr

seklinde

Yani, ornegin, .... Qibi baska bir
deyisle...

Kaynaklar

Olabilir, belki, olast,
neredeyse...

Ashinda, kesinlikle, agiktir ki...
Maalesef, katiliyorum,
beklenmedik bir bigimde...
Ben, biz; benim, bana, bizim...

Diisiiniin ki, gordiigiiniiz gibi...

Tablo 1: Hyland (2005b)’n Kisilerarasi Ustséylem Modeli

Bu smiflandirmaya gore etkilesimli araclar metindeki anatiimceler
arasindaki iliskileri saglayan baglayicilari; metnin evrelerini isaret eden
cerceve belirleyicilerini; metin i¢i boliimlerdeki gonderimleri saglayan metin
ici belirleyicilerini; metin dis1 bilgileri isaret eden tanitlayicilar1 ve dnermesel
anlamlar agiklayicilari igerir. Etkilesimsel araglar ise, yazarin metinde verdigi
bilginin sorumlulugunu tstlenmedigini gosteren kaginmalari; kesin anlamlari
ifade eden vurgulayicilari; yazarin metindeki 6nermesine karsi tutumunu agik
eden tutum belirleyicilerini; yazarin kendinden soz ettigi kisi belirleyicilerini
ve okuyucuyla agik¢a iliski kurdugunu isaretleyen iliski belirleyicilerini
icermektedir (Hyland, 2005b, s. 49). Bu araglarin metin igerisinde
bilgilendirme, benzer ve farkli tiirden diiglinceleri sunma, karsilastirma ya da
kars1 ¢ikma tiiriinden olasi farkli durumlar olusturmak gibi iglevleri vardir. Bu
calisma, Tiirkge arastirma makalelerinde bilgisellik kapsaminda rastlantisal
tahmin kullanimlarinin ve bu kullanimlara karsilik gelen iistsdylem
araglarmin betimlenmesini odagma alisgt nedeniyle Hyland’in (2005b)
kigileraras1 iistsdylem modelinde etkilesimsel {ist-islev altinda yer alan
kacinma islevini aktaran diizenlemelerin betimlenmesiyle sinirlidir.

2.3. Kacinma Islevi

Hyland’in (2005b) iistsdylem modelinde etkilesimsel {iist-islevler altinda
degerlendirdigi kaginma islevi, bilimsel metinlerde belirsizlik ve olasiligin
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ifadesi olarak goriinmekte ve kesinligin esas oldugu bu metin tiiriinde kaniti
olmayan oOnermelerin dikkatli bir bi¢cimde sunulmasinda ©nemli rol
oynamaktadir (Hyland, 1996, s. 433). Bilimsel metin yazar1 bu yolla metinde
sundugu Onermeye bagliligini diisiik diizeyde kodlamakta ve Onermenin
icerdigi bilginin kesinlikten uzak ve sezgilerine dayali olduguna isaret
etmektedir. Kesinligin yiiksek derecede kodlanmasi giiglii bir metne kosutluk
sagladigindan, bilimsel metinlerde sik karsilasilan kagmma tiiriinden
iistsdylemsel goriiniimlerin metni zayif ve basarisiz kildig1 diistiniilmektedir.
Bagka bir deyisle bilimsel metin yazari, metni boyunca liyesi oldugu sdylem
toplulugunu arastirmasina yonelik ikna ¢abasi igindedir ve verdigi bilginin
kesinligine iliskin diisiik kodlamalar sdylem toplulugunun beklentileriyle
ortiismeyecektir. Bu noktada kanita bagli olmayan sezgisel bilginin ifadesi
kabuledilebilirlik agisindan zayif olarak degerlendirilecektir.

Bilimsel arastirma makalelerinin iistsdylemsel goriintimleri tizerine
yapilan aragtirmalar (Myers, 1989; Hyland, 1996; Hyland, 1998), farkl: tiirden
stratejiler olarak degerlendirilebilmekle birlikte kaginmalarin yazarin sundugu
iddiaya kars1 potansiyel elestiri ve tehditleri en aza indirme ¢abasinin bir
sonucu oldugunu gostermektedir. Hyland’in (1996) giivenilirlik kapsaminda
degerlendirdigi ka¢inma tiirii yazarin verdigi bilginin dogruluguna iliskin
degerlendirmesini yansitmakta ve cogunlukla bilgisel kip, sifat ve belirteglerle
ifade edilmektedir (1996, s. 444). Gugli bir kanita bagli ¢ikarimin yan1 sira
yalnizca kisisel diisiincenin ifade edilmesine de olanak saglayan bilgisellik bu
yoniiyle bilimsel baglamda zayif olarak nitelendirilebilecek metinlerin
gostergesi olarak diisliniilmektedir. Bilimsel bilginin evrensel olan dogasiyla
ortiisgmeyen kigisel inang veya diislincenin ifadesi ile goriinen kaginmalar
yazarin metnindeki iddialarin1 giigsiiz kilmakta (Myers, 1989, s. 14) ve yan
sira yazarin metninde iistlendigi sorumlulugu azaltma isleviyle iletisimsel bir
strateji olarak degerlendirilmektedir.

Tiirkgede sozcliksel diizeyde belki, olasi, bir bakima, biraz... vb. gibi
Ogelerle de sunulabilen kagimmma, bu caligmada dilbilgisel boyutuyla
sinirlandirilarak —Abil+-1r bigimbirimin sagladigi bilgisel okumayla ele
alinmaktadir. —Abil+-Ir bigimbiriminin Tiirk¢ede sagladig yeterlilik, 6neri
vb. okumalar aragtirma kapsaminin disinda tutulmustur.

Caligmada ayrica makalelerin metin i¢i boliimlerindeki bigimlenigler
incelenmis ve rastlantisal tahmin ile kodlanan tiimcelerin ézet, giris, yontem,
bulgular ve sonu¢ olmak iizere bes metin i¢i bolimdeki dagilimlari ortaya
konmustur. Arastirmanin bu adiminda ¢6ziimleme sonucunda edinilen bilgisel
kullanimlar, Uzun’un (2001, s. 203) bilimsel metin boliimlerine iliskin
sundugu islevsel adimlar ¢ergevesinde degerlendirilecektir.

3. Veri Tabani ve Yontem

Calismanin veri tabanini Biyoloji, Fizik, Kimya ve Matematik alt alanlarinda
yazilmis Ulakbim Dergipark’ta yer alan 2010-2017 yillar1 arasinda
yayinlanmis ulusal ve uluslararasi hakemli dergilerden indirilen Tiirkge
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makaleler olusturmaktadir. Arastirmaya dahil edilen makalelerin hakemli
dergilerle smirlandirilmasinin - gerekgesi ise uzmanlagsmis kurullarin
denetiminde yayinlanmis metinlerin, s6z konusu alanlarin soylem topluluguna
ait Olgiitlere gore diizenlendigi ve dolayistyla sézii edilen alanin sdylemsel
ozelliklerini igerdigi gerektirimine dayandirilmistir.  Veri tabaninin
olusturulmasinda 6ncelikle her bir alan i¢in indirilen 20, toplamda 240 makale
kodlanarak arastirmanin evreni olusturulmustur. Sonraki agamada ise evreni
temsil edecek Orneklem icin her bir alandan 9 makale rastlantisal olarak
secilerek toplamda 36 makale iceren esas biitiinceye ulasilmigtir.

Veri tabanmnin ¢éziimlenmesinde Antconc Corpus Analysis 3.4.4.0
programi kullanilmis ve Oncelikle metin (.txt) belgesine doniistiiriilen
dosyalarda her makale ozet, giris, yontem, bulgular ve sonu¢ olmak tizere 5
metin i¢i bolime ayrilmigtir. Boliimlere ayrilan dosyalarda dilbilgisel
cOziimleme uygulanarak —Abil bi¢imbirimi iceren tiimce yiiklemleri dnceki
ve sonraki tlimcelerle birlikte isaretlenmistir. —Abil+gorinis eki ile
isaretlenmis dosyalar tekrar taranarak —Abil bi¢imbiriminin sagladigi bilgi
kipliginin alt ulam1 olan rastlantisal tahmin okumasi digindaki izin ve
yeterlilik okumalar1 dosyalardan c¢ikartilmistir. Inceleme disinda tutulan
kullanimlara veri tabanindaki su 6rnekler verilebilir:

(4) Gelistirilen modellere gelecek c¢aligmalar ile c¢esitli ilaveler
yapilabilir. (Matematik)

(5) Ornegin Z tipi mithimmattan A tipi ucak 5 adet, B tipi ise 2 adet
tagiyabiliyor ise, 12 adet Z tipi mithimmati 3xA veya 6xB ugagi
tagiyabilir. (Matematik)

(6) Molekiiler biyiikliik ve amino asit bilesimi farkliliklardan dolay1
proteinler, jel elektroforez yontemi kullanilarak kolaylikla ortaya
¢ikarilabilir ve genetik markor olarak kullanilabilirler. (Biyoloji)

(7) Tek tek veya panel seklinde istem yapilabilir. Tarama amagh
istemlerde ¢ok ¢esitli test panelleri olusturulabilir. (Kimya)

Gorildagi gibi yukaridaki timce Orneklerinde, —Abil bi¢imbirimi
bilgisellik okumasindan farkli olarak eylem kipligi altinda yer alan okumalarla
eslenmektedir. Veri tabaninda karsilagilan bu tiirden tiimceler inceleme
kapsami disindadir. Sonugta Temel Bilimler alaninda yazilmig 36 makalede
bilgisellik okumasi saglayan toplam 176 —Abil+-zaman/goriiniis eki kullanimi
incelenmistir. Son asamada ise bilgisellik iceren kullanimlarin metin igi
boliim dagilimlart belirlenerek bu kullanimlar bilimsel metin boliimlerinde
gerceklestirilen islevsel adimlar gergevesinde yorumlanmistir. Tablo 2’de
Uzun’un (2001) dnerdigi bilimsel metin bdliimleri ve bu boliimlerde yazardan
beklenen islevsel adimlar goriilmektedir.
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GIRiS

Metni Tamitma

Islevsel adimlar

ANA BOLUM

Modeli Sunma

Bulgular1 sunma

SONUC

Vargilar1 Sunma

Kuramsal Betimlemeli/ Kurumsal Betimlemeli/
Aragtirmalarda Deneysel Aragtirmalarda Deneysel
Aragtirmalarda Aragtirmalarda

islevsel adimlar

Islevsel adimlar

Islevsel adimlar

islevsel adimlar

Konuyu ve Yontem Ornekleme Yontemin- Bulgular

amaci verme olusturma-kuram kuramin iliskilendirerek
gelistirme Ornekleri islerligine kiimeleme

Aragtirma ¢ozlimleyerek iligkin vargilara

sorusunu verme Y ontemin- kiimeleme/ ulasma Bulgular gerekge
kuramin islerligini olarak

Kuramsal gosterme/ Ornekleri kullanarak

cerceveyi verme  gerekgelendirme kiimeleyerek vargilara ulasma

¢Oztimleme

Yo6ntemi verme

Bulgulara ulasma

Ustmetinsel Bulgular
yonlendiriciyi gerekgelendirme
verme

Tablo 2: Bilimsel Metin Béliimleri (Uzun, 2001:203)

Calisma silirecinde oOnce inceleme kapsamina aliman arastirma
makalelerinin metin i¢i bolimlerindeki bilgisel kullanimlarin dagilimlari
belirlenmis, ardindan elde edilen goriiniimiin Tablo 2’deki yazar edimleriyle
kosut olup olmadigina yonelik bir inceleme gerceklestirilmistir.

4. Bulgular

Coziimlemeye dahil edilen ve farkli tirden okumalar igeren —
Abil+zaman/goriiniis eki gdrinimli 176 kullanimdan arastirmanin siirlhihig
cercevesinde rastlantisal tahmin okumasiyla 143 —Abil+-Ir kullanimina
rastlanmigtir. Tablo 3’te ¢6ziimleme sonucu rastlantisal tahmin okumasiyla
kullanilan —Abil+-Ir kullaniminin siklig1 gériilmektedir.

Temel Bilimler Alt Alam Rastlantisal Tahminin
Kullanim Siklig1
Matematik 65 (%45,5)
Kimya 29 (%20,3)
Biyoloji 25 (%17,5)
Fizik 24 (%16,8)

Tablo 3: Temel Bilimler Makalelerinde —Abil+-Ir ile Saglanan Rastlantisal
Tahmin Alt Ulamimin Kullanim Sikhgi ve Oranlari

Tablo 3’te goriildiigii iizere, Matematik makalelerinde rastlantisal
tahmin okumasiyla saglanan bilgisel kullanimlar oldukg¢a yiiksektir. Bu
durum, Matematik alt alaninda yazilmis metinlerin dogasinin olasiliklarin
formiillestirilmesini igermesi ile aciklanabilir. Yani sira, daha somut kanitlar
lizerinde duran Kimya, Biyoloji ve Fizik alt alanlariyla karsilastirildiginda
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Matematik alt alaninin daha soyut kanitlar temelinde ¢alismasi kanitlama
edimini daha ‘gii¢’ kilmakta ve bu alt alanin séylemi yiiksek bilgisellik ile
sonu¢lanmaktadir. Dolayisiyla daha soyut kanitlar temelinde incelemeler
yapan Matematik makaleleri ile somut veriler iizerinde calisan Temel
Bilimlerin alt alanlarinda goriilen diisiik bilgisellik ve buna bagli olarak
kacinma islevli kullanimlar alanyazindaki diger arastirmalarla (Hyland,
1998a; Hyland, 2005b) kosutluk saglamakta ve kendi i¢inde benzer (%20,3;
%17,5; %16,8) bir goriniim sergilemektedir. Biyoloji ve Fizik alt
alanlarindaki  bilgisellik goriiniimii  karsilagtirildiginda ise  Biyoloji
metinlerinde kaginmaya daha sik basvuruldugu ve bu sonucun alanyazindaki
diger arastirmalarla (Hyland, 2005b, s. 145) benzerlik gosterdigi
goriilmektedir. Genel baglamda ise Tiirk¢e arastirma makalelerinde kaginma
islevini saglayan rastlantisal tahmin (-Abil+-1r) kullaniminin olduk¢a yogun
bir bicimde kullanilmas1 Tiirk¢e arastirma yazilarinda kaginma goriiniimleri
iizerine yapilan arastirmalarla (Capar, 2014, s. 46; Algi, 2012, s. 58) kosuttur.

Tablo 4’te veri tabaninda kaginma islevine karsilik gelen rastlantisal
tahmin kullanimlarina 6rnekler verilmistir.

(8) Diger portfoyler igerisinde yer alan hisse senetlerine ne kadar yatirim yapilmasi Matematik
gerektigi ve karsihginda ne kadar getiri ve risk alinacagi benzer sekilde
yorumlanabilir.

(9) Ayni risk diizeyinde bazi hisse senetlerin daha yiiksek beklenen getiriye sahip Matematik
iken, ayn1 beklenen getiri diizeyinde bazi hisse senetlerinin digerlerine gére daha
diisiik riske sahip olduklar1 yorumu yapilabilir.

(10) GSYIH, gelir, niifus gibi birka¢ faktériin enerji talebini etkiledigi bilinir ama Matematik
bunlarin enerji talebini tam olarak nasil etkiledikleri net olmadig: igin enerji talep
tahmini gri sistem sorunu olarak kabul edilebilir.

(11) Arastirmalar arasindaki farklilik bu 6zelliklerin farkli olmast ile iligkili olabilir. Biyoloji
(12) Hem bu alanda yapilan ¢aligmalarin yetersizligi hem de 6rneklerden ¢ogaltilabilir Biyoloji
DNA elde edilememesi baslica iki neden olarak sayilabilir.

(13) Sonuglardaki gorece yiiksek basart oranmnin nedeni, orneklerin bulundugu Biyoloji

bolgenin Tiirkiye’deki en yiiksek kazi alani olmasi (Belli ve Onar, 2003) ve buna bagli
olarak diisiik 1silarin goriilmesi olabilir.

(14) Oral almas1 miimkiin olunca tuz desteginin de katkisi olabilir. Kimya
(15) Servislerde hemsirelerin yogun is yiikii ve rotasyonlu ¢aligmalari, polikliniklere Kimya
gore numune red oraninin yiiksek olmasina neden olabilir.

(16) Serum 1,25 Dihidroksi Vitamin D3 diizeyleri D vitamini depo miktarini Kimya

yansitmadig1 gibi D vitamini eksikligi olanlarda sekonder hiperparatiroidi nedeniyle
yiiksek dahi ¢ikabilir.

(17) Bu bagintinin iyi sonuglar vermesi kiitlesel akimin ve buna bagli olarak ara yiizey Fizik
kayma gerilmesinin diisiik olmasi ile agiklanabilir.

(18) Bunun sebebi, kis aylarindaki giineslenme saatlerinin ¢ok az olmasindan dolay: Fizik
giines-hava sicakliklarinin dis ortam sicakliklarina yakin olmast ile agiklanabilir.

(19) Dolayisiyla agdan bagimsizligin elde edildigi rahatlikla sdylenebilir. Fizik

Tablo 4: Veri Tabanindan Rastlantisal Tahmin ve Ka¢inma Kullanimlari

Tablo 4’te verilen tiimce 6rnekleri incelendiginde, yazarlarin 6nermelerinde
bir kanita bagli olan ¢ikarim ya da varsayimdan uzak sezgisel tahminleri tercih
ettikleri goriilmektedir. Ornegin tiimce (8) ve (9)’da diisiik diizeyde kesinlik
ifade eden —Abil+-Ir kullaniminin yani sira yazarin tercih ettigi eylemin
anlamsal icerigi ve yiiklemi edilgen bicimle kodlamasi iistsdylemsel
cercevede acik bir kaginma islevini yansitmaktadir. Nesnel 6znellik (Uzun,

10
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2011) kavrami altinda incelenen bu tiirden kullanimlar ileri ¢aligmalarin
konusunu olusturmaktadir. Benzer olarak tiimce (10), (13) ve (18)’de yazarlar
bir duruma gerekge olarak sunduklar1 bilgiyi kesinlikten uzak bir bigimde
kodlamakta ve verdikleri bilginin = sorumlulugunu iistlenmekten
kacinmaktadirlar. Tiimce (11) ve (14)’te yazarlar “olabilir” ifadesi ile
onermelerinde verdikleri bilginin kesinligini diisiik kodlamakta; tiimce (12)
ve (15)’te ortaya c¢ikan sonuglarin nedenlerine iligkin kesinlikten uzak
gerekgelendirmeler sunmaktadirlar. Tiimce (16)’da bir nedenleme ile birlikte
olasilik belirtilmekte; tiimce (17)’de ise ortaya ¢ikan durumun sebebine iligkin
baska bir olasiliktan s6z edilmektedir. Yine tiimce (8), (12) ve (19)’da edilgen
bigimle kodlanan ‘yorumla-’, ‘say-’ ve ‘syle-" eylemleri rastlantisal tahmin
iceren bilgiselligin ve buna kosut olarak kacinma islevinin yani sira yazarin
okuyucuyu da metne dahil ederek dnermede sunulan bilginin sorumlulugunu
okuyucuyla paylasma egilimini gostermektedir. Dolayisiyla veri tabaninda
karsilasilan ve Tablo 4’te 6rneklendirilen tiimcelerin tiimi rastlantisal tahmin
okumasiyla metinlerde kaginma iglevini isaret etmektedir.

Caligmanin bir diger boyutu olan rastlantisal tahmin kullanimlarina
bagh kacinma goriiniimlerinin metin i¢i dagilim bulgular1 Sekil 3’te
verilmistir.

Temel Bilimlerde Rastlantisal Tahmin
Kullanimlar

35
30
25
20
15

10 I
O —-— I

Ozet Giris Yontem Bulgular Sonug

()]

® Matematik mKimya m®Fizik = Biyoloji

Sekil 3: Rastlantisal Tahmin Kullanimlarmin Makalelerin Metin ici
Boliimlerine Dagilimi

Sekil 3’te de goriilecegi gibi, tiim metinler i¢in bulgular béliimiinde bilgisellik
ve buna bagh olarak kaginma %32,7 oraniyla yiiksek siklikta ortaya
cikmaktadir. Bu durumun bulgularin gerekgelendirilmesi islevsel adimiyla
iligkili oldugu sdylenebilir. Bagka bir deyisle yazar bu bdliimde aragtirmasinin
bulgularini sunmasinin yani sira bulgulanan verileri gerek¢elendirmekte ve bu
asamada bilgisellige ve kaginmaya sik¢a basvurmaktadir.

11
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Bulgular boliimiinii, Matematik metinlerindeki yogun kullanim siklig1
dolayistyla %30,1 orami ile yontem bolimi takip etmektedir. Burada
sergilenen bilgisellik goriinlimii 6zellikle kuramsal aragtirmalar i¢in gecerli
olan yontemin islerligini gosterme ya da kullanilacak  yontemi
gerekgelendirme islevsel adim ile agiklanabilir. Ozellikle teorik igerikli
Matematik c¢aligmalari, yontem boliimlerindeki bilgisellik oraniyla (%20,3)
Fizik metinlerine (yontem/%9,8) benzer bir goriiniim sergilemektedir.
Asagidaki tiimce bir Matematik makalesinin yontem boliimiinde
aragtirmacinin algoritma baslangic degerleri verme asamasinda sundugu
durum ve olasiliklar1 6rneklendirmektedir:

(20) Denklem 3'e benzer bir durum, kalan mesafenin tersi olan durum
degiskeni icin ¢ikarilabilir;

Giris boliimlerindeki metin yogunluguna karsin, yontem boliimiinden
sonra bilgisellige ve kaginmaya yiiksek oranda sonu¢ bdliimiinde
basvuruldugu goriilmektedir. Bu bigimlenis, sonu¢ bdliimiinde yazarlarin
kuramsal metinlerde, kullandiklar1 yontem ya da kuramn islerligine iliskin
vargilar sunma; deneysel arastirmalarda ise bulgular: gerekgelendirerek
vargilara ulasma edimleriyle ilgilidir. Ozellikle Temel Bilimler alaninda
yazilmig metinlerde bulgulanan sonuglarin bulgular bdliimiiniin yani sira
sonuglar bolimiinde yorumlanmasi ve degerlendirilmesi kaginmayla
sonuc¢lanan yogun bir bilgisel goriiniimle ortaya ¢ikmaktadir.

Giris ve Ozet boliimleri bilgisellik ve dolayisiyla kaginmanin en az
goriildiigli metin i¢i boliimler olarak karsimiza ¢ikmaktadir. Giris ve Ozet
boliimlerinde gerceklestirilen konu, amag, arastirma sorusu ve kuramsal
cerceveyi sunma edimleri yogun bir tartigma ve gerekcelendirmeyi
gerektirmediginden bu boéliimlerde bilgisellik ve kagimmaya oldukca az
basvuruldugu goérilmektedir.

5. SONUC

-Abil+-Ir bigimbirimiyle sunulan bilgisellik ve buna paralel olarak bilimsel
metin yazarlariin metninde dnermesinin dogruluguna iliskin sorumluluktan
kacinma stratejisini nasil gergeklestirildiginin arastirildigi bu ¢alismada elde
edilen bulgulara gore, Temel Bilimler {ist alaninda yazilmig arastirma
makalelerinde goriilen bilgisellik ve kacinma edimi gdriiniimleri
alanyazindaki c¢aligmalarla kosutluk gdstermektedir. Sozciiksel diizeyde de
saglanabilen bilgiselligin Tiirk¢e arastirma yazilarinda dilbilgisel diizeyde —
Abil+-Ir kullanimi ile de sik¢a goriilmesi Tirkge makalelerin kaginma
goriiniimlerini inceleyen aragtirmalarla benzerlik gostermektedir. Alt alanlarin
bilgisellik goriiniimleri karsilagtirildiginda ise, daha soyut kanitlar lizerinden
tartisma olusturan Matematik makalelerindeki bilgisellik ve kaginma islevli
kullanimlar, bu alt alana gore kismen daha somut veriler iizerinde duran

12
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Kimya, Biyoloji ve Fizik metinlerinden daha yogun bir gériiniim sergilemekte
ve bu bulgu alanyazindaki arastirmalarin sonuglariyla értiismektedir. Ayrica,
bu aragtirmanin veri tabaninda karsilagilan Biyoloji ve Fizik makalelerindeki
bilgisellige bakildiginda Biyoloji metinlerinin kac¢inmaya daha sik
basvurdugu goriilmekte ve bu bulgu alanyazinla kosutluk saglamaktadir. Bu
durumun Insan Bilimleri ve Uygulamali Bilimler alanlarinda {iretilmis
makaleler i¢in de gegerli olup olmadigi sorusu ileri arastirmalarimizin
konusudur.

Arastirmanin bir diger boyutu olan metin i¢i bilgisellik goriiniimleri
baglaminda ise, bulgularm gerekgelendirilmesi ve arastirmada kullanilan
yontemin iglerligi gdsterme tiirlinden edimlerin yogun bir bilgisellige eslik
etmesi, bilimsel metin boliimlerinde gergeklestirilmesi beklenen edimlere
kosut bir goriiniim sergilemektedir. Diger yandan, 6zet ve kuramsal
cercevenin sunuldugu metin i¢i bdoliimlerde bilgisel kullanimlarin ve
dolayisiyla kagmmanin olduk¢a az goOriilmiis olmasi, tartigma ve
gerekcelendirmeyi gerektirmeyen bu metin i¢i boliimlerdeki yazar edimi
beklentileriyle drtiigmektedir.

Tiirkgede iiretilmis bilimsel metinlerde ikna ediminin yazarlar
tarafindan hangi kosullarda gerceklestirildigi, bu edime hizmet eden dile 6zgii
olanaklar ve ikna ediminin sonucunda ortaya ¢ikan {stsdylemsel
gorlinlimlerin arastirilmasi Tiirkge bilimsel s6ylemin betimlenmesinde 6nemli
rol oynamaktadir. Bu noktada dilin farkli boyutlarinda ve farkli tiirden
oriintiilerle (edilgen, adlastirma vb.) ortaya ¢ikan kullanimlarin gériiniimlerin
¢oziimlenmesinde kullanilacak biitlinciil yaklagimlar ve arastirmalarin diller
aras1 olmasinin yani sira disiplinlerarasi da olmasi bilimsel s6ylemin daha
ayrintili  betimlenmesiyle sonuglanacaktir. Bu ¢alismanin veri tabam
dilbilgisel boyutta tamitsallk ve dolayisiyla bilgiselligin yansittig
iistsdylemsel goriiniimlerin yalnizca bir boliimiinii sunmaktadir. Bu baglamda
yapilacak hem disiplinlerarast karsilastirmalar hem de Tiirk¢enin dilbilgisel
diger Oriintiilerine karsilik gelen sdylemsel 6zelliklerin ortaya konmasina
yonelik daha pek ¢ok ileri ¢aligmaya ihtiyag vardir.
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Yal¢in Kayal®, Esra Kokdemir™
0z
Bu caligmada Hint’e ait i¢ ige gegmis Buddhizm!, Cataka anlatilari, Acanta
Magaralar1 ve duvar resimleri ile ilgili olarak ortaya koyulan kiiltiirel mirasin;
Telangana Eyaleti Arkeoloji Miizesi 6zelinde, Acanta koleksiyonu duvar resimlerine
yansimalar1 konusu islenmistir. Bu ¢ergevede giris boliimiinde; Acanta Magaralarinin
literatiirdeki yeri konusuna deginilmis, sonrasinda sirasiyla edebi bir tiir olarak
Catakalar’in mahiyeti agiklanmis; Acanta duvar resimlerinin kiiltiir tarihindeki yeri
iizerinde durulmustur. Miizenin Acanta koleksiyonunda yer alan ve Buddhist
edebiyatta Catakalar olarak anilan birikimden esinlenerek resmedilmis sahneler ise
calismamizin odak noktasini olusturmustur. {lgili anlatilar dilimize aktarildiktan sonra

degerlendirilmis ve koleksiyona ait fotograflar ¢alismaya eklenmistir.? Sonug olarak
Hint kiilttirii ile iliskili olarak gelisen Buddhist gelenegin, Cataka anlatilar1 ve Acanta

" Dog. Dr., Ankara Universitesi, ykayali@ankara.edu.tr, ORCID: 0000-0002-4917-
3530

“ Dr. Ogr. Uyesi, Ankara Universitesi, ekokdemir@ankara.edu.tr, ORCID: 0000-
0002-3339-0071

! Calismanin genelinde; Sanskrit dili kokenli Buddhizm, Buddha, Buddhist ve
Buddhaci gibi terimsel sozciiklerin aslina sadik kalinmis ve orijinal yazimlar tercih
edilmistir. Tlgili soézciikler dilimize Budizm, Buda, Budist ya da Budac1 seklinde
aktarilsa da bu durum Sanskrit dili fonetigi kurallar1 geregince hatalidir.

2 Makalede yer alan fotograflar; yazarin doktora sonrasi arastirmalar1 kapsaminda,
Hindistan’in Hyderabad sehrinde gergeklestirmis oldugu saha ¢aligsmalart sirasinda
¢ekilmistir.
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Magaralar g¢ercevesindeki yeri ile ilgili degerlendirmelerimiz, Hindoloji biliminin
smirliklar1 dahilinde aktarilmaya calisiimistir.

Anahtar Kelimeler: Buddhizm, Catakalar, Acanta Magaralari, Hindistan- Telangana
Eyaleti Arkeoloji Miizesi.

REFLECTIONS OF BUDDHIST JATAKA TALES ON AJANTA
WALL PAINTINGS: TELANGANA STATE ARCHEOLOGY
MUSEUM (HYDERABAD / INDIA) - AJANTA WALL
PAINTING REPLICA COLLECTION

ABSTRACT

In this study, the intertwined cultural heritage revealed in relation to Buddhism, Jataka
narratives, Ajanta Caves and wall paintings; specific to the India- Telangana State
Archaeological Museum, the reflections on the wall paintings of the Ajanta collection
is handled. In this context, in the introduction section; the place of Ajanta Caves in
the literature has been mentioned, and then the nature of Jatakas as a literary genre
has been explained respectively; the place of Ajanta wall paintings in the history of
culture has been emphasized. The scenes in the Ajanta collection of the museum,
inspired by the experience known as Jatakas in Buddhist literature, are the focus of
our work. After the relevant narratives were transferred to our language, they were
evaluated and the photos belonging to the collection were added to the study. As a
result, our evaluations about the place of the Buddhist tradition, which developed in
relation to Indian culture, within the framework of Jataka narratives and Ajanta Caves,
have been tried to be transferred within the limits of Indology.

Keywords: Buddhism, Jatakas, Ajanta Caves, India-Telangana State Archeology
Museum.

1. GIRIS

Bugiinkii Hindistan’in Maharashtra Eyaleti’nin sinirlar1 icerisinde yer alan
Acanta Magaralari; Taptt vadisindeki yiiksek bir dagin zirve noktasina yakin
bir bolgede insa edilmis magara tapinaklaridir. Dairesel bir diizende ve sira
sira oyulmus Buddhist Acanta Magaralarinin biitliiniine yukaridan
bakildiginda, at nalina benzeyen bir sekil goriilmektedir. Daha 6nceden
planlanmig bir swralama ya da diizenleme s6z konusu degildir. Farkl
zamanlarda ve gelisi giizel bir bicimde insa edilmislerdir. Genellikle, bademi
andiran bir formda oyulmus magaralarin orta kisimlar1 sigkin, girisleri ve arka
kisimlari ise gittikge daralmaktadir. Tamamlanamayanlar ile birlikte toplamda
otuz tane olan Acanta Magaralarinin, yirmi besi vihara (manastir), besi ise
caitya-griha (tapinak) bicimdeki tapinaklardan olugsmaktadir. Bunlardan IX,
X, XIX, XXVI, XXIX numarali magaralar caitya, geri kalani ise sangharama
yani viharadir (Dey, 1986’dan aktaran Kayali, 2018a, s. 30). Magaralarin
numaralandirmasinda, herhangi bir kronolojik ya da bilimsel 6l¢iit g6z 6niinde
bulundurulmamig; basit bir sekilde, en distakinden baglayarak
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numaralandirilmigtir. Sonradan kesfedilenler ise, yerine bakilmaksizin ilgili
siralamanin sonuna eklenmistir. Magaralarin 6niindeki, patika benzeri yol da
sonradan ilave edilmistir (Wiener, 1977°den aktaran Kayali, 2018a, s. 30).

Klasik bir vihara; biiyiik bir toplanma salonu, kesisler tarafindan bir
tiir 6zel oda ya da ¢ile yeri olarak kullanildig: diisiiniilen hiicreler ve icerisinde
biiyiikk bir Buddha heykelinin yer aldigi tapinak olmak iizere toplamda iig
boliimden olusur. Kubbeli bir tavana sahip olan ¢aitya-grihalarin ise dnden
goriliniigleri oldukea ilgi ¢ekicidir. At nalina benzeyen ve caitya pencere adi
verilen biiyiik pencerenin altinda yaklasik iki metre yliksekliginde bir giris
kapist yer almaktadir. Pencerenin yiiksekligi ise, 6n cephenin tamamim
kapsayacak bir bigimde tasarlanmis ve yaklasik olarak kapinin dort ya da bes
kat1 uzunlugundadir. igeride, magaranin merkezinde islenmis biiyiik bir kaya
kiitlesi yer almaktadir. Bu yapiya stiipa adi verilmektedir. Magaranin tavani
ile stiipanin en tepe noktasi arasindaki bosluk, igerideki hava dolasimini
saglamaktadir. Caityalar’in mimari yapilariyla ilgili olarak dikkat ¢eken diger
bir husus ise, magaranin bazi yerlerinde ahsap malzemenin kullanilmig
olmasidir (Agrawal ve digerleri, 2016, s. 219). Kaya oymaciligina dayanan
Buddhist mimarinin en iyi orneklerinden biri olarak kabul edilen Acanta
Magaralari, olusturulduklart doénem itibariyla da iki farkli gruba
ayrilmaktadir. Ilk gelisen ya da birinci grup olarak adlandirilan Acanta
Magaralarinin Buddhizm’in dogusu ve yayilist ile cagdas oldugu
bilinmektedir. Ilki ile ikincisinin gelisimleri arasinda ise, yaklasik dort yiiz
yillik bir fark bulunmaktadir (Smith, 1930, ss. 94-95).

1819 yilinda, Madras’ta gorev yapmakta olan bir grup ingiliz subay
tarafindan kesfedilen Acanta Magaralari ile ilgili ilk bilimsel ¢alisma ise,
James E. Alexander tarafindan yapilmis ve hazirlanan raporlar 1829 yilinda
Transactionals of the Royal Asiatic Society tarafindan basilmistir (Wiener,
1977, s. 1). Ardindan 1843 yilinda Fergusson’un yapmis oldugu kapsamli saha
arastirmalarinin  sonucunda yeni bir rapor hazirlanmis ve ayni yil
yayimlanmigtir. Onun bu ¢aligmasiyla, magara duvarlaria yapilmig fresklere
dikkat ¢ekilmis; Acanta duvar resimlerinin sanatsal ve tarihsel degeri iizerine
yogunlastlmistir.

Acanta Magaralarindaki renkli duvar resimleri, ilgili kiiltiir miras1
acisindan kiymet verilen diger 6nemli bir hususu olusturmaktadir. Magara
duvarlarina yapilmig bu resimlerin konusu genellikle dini olup; ¢ogunlukla
Buddha ve Bodhisattva betimlemeleri ile ilgilidir. Buddha’nin hayatindan
kesitler ve Buddha’nin 6nceki yasamlart ile ilgili efsanevi anlatilarin yer aldigi
Cataka anlatilarindan seg¢ilmis bazi sahneler, magara duvarlarina ustalikla
resmedilmistir. Biz de bu c¢aligmamizda kiiltiir tarihi perspektifinden; sz
konusu Acanta duvar resimlerini, Hindistan’in Hyderabad sehrinde yer alan
Eyalet Arkeoloji Miizesindeki “Acanta Galerisi” Ozelinde irdelemeye
calisacagiz.
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Calismamizin amaci, Hint Biliminin (Hindoloji) sinirliklar1 dahilinde
Buddhist gelenegin Acanta Magaralarina yansimast ve kiiltiirel bir unsur
olarak klasik Hint resim sanatindaki yerinin saptanmasi olmustur. Zira bu
calisma, Hint kiiltiirii, Buddhist gelenek, Buddhist mabetler, magara tapinak
gelenegi, duvar resimleri ve Ozelinde edebiyatla iliskili olarak Cataka
Koleksiyonunun tamami ile dogrudan iliskili bir seyir izlemektedir. Biz de bu
cok disiplinli ve Hint Kiiltiiriiniin tiirli alt dallartyla iliskili olan bu nitel
literatiir taramasi ¢alismastyla ilgili alanlarin konu edildigi muhakemeli bir
analizi sunmaya calistik. Ozellikle Buddhist kiiltiir ile ilgili kullanilan ve
kaynak¢ada da yer alan eserler, konu ile ilgili caligmalarm biiyiik bir
boliimiinde daha once de referans olarak kullanilmistir. Ancak Cataka
anlatilarinin  zaman zaman g¢evirilerini verdigimiz c¢aligmamizdaki ilgili
yerlerde; kaynak malzeme yani Pali dilindeki Cataka metni Ingilizce
gevirisiyle birlikte analiz edilerek Tiirk¢ceye aktarilmistir. Acanta
Magaralarinin duvar resimlerine konu olan Cataka oykiileri ile ilgili, bizim
tespit edebildigimiz kadariyla, bu baglamda ele aliman baska bir ¢alismaya
rastlanilmamistir. Bu sebeple ilgili calismayla Oncelikle bundan sonra
yapilacak olan Hint Bilimi (Hindoloji) ¢aligmalarina kaynak olunabilmesi
hedeflenmistir. Hatta igerigi itibariyle iilkemizdeki Karsilastirmali Edebiyat,
Dinler Tarihi; Buddhizm Caligmalari, Sanat Tarihi ve Asya Kiiltiiri
calismalar1 gibi disiplinlerin de faydalanabilmesi amaglanmistir.

2. Cataka Anlatilar1 Uzerine

Buddhist gelenege ait ve Siddhartha Gautama Buddha’nin liimiinden sonra
miritleri tarafindan yazildigina inanilan (Ruben, 1947, s. 8) gelecegin
Buddha’sinin (Bodhisatta’nin) dogum ve yasam O&ykiilerini igerisinde
barindiran edebi koleksiyona Cataka adi verilir. Cataka kelimesi Pali,
“catatka” isminden tiiremis ve Tiirkgesi “dogum hikayeleri” (Davids ve
Stede, 1921-1925, s. 316) anlamina gelmektedir. Arastirmacilar, ilgili literatiir
icin “Bodhisatta dykiileri”, “Buddha’nin 6nceki yasaminin masallar1” (Kaya,
2017, s. 57) “Buddhist Dogum Hikayeleri” (Sangharakshita, 2006, s. 264) gibi
isim ya da agiklamalar1 da kullanmigtir. Buddha’nin daha 6nceki yasamlarinda
basindan gegenleri anlatan ve bugilinkii edebi yaklagimla bir tiir masalimsi
halk oykiisii olan Cataka anlatilarinda Bodhisatta, Buddha’nin genclik hali
olarak karsimiza ¢ikmaktadir. Buddha’nin (MO. 563-483) &liimiinden sonra,
inananlar1 tarafindan olusturuldugu diisiiniilen Catakalarm; MO 400-200
yillarinda yaziya gegcirildigi ifade edilmektedir. Buddhist gelenek Buddha’nin
aydinlanmadan once diger canlilart da acilarindan kurtarmak ve onlarin
aydmlanmalarimi saglamak i¢in ¢aba gosteren erdemli kisiligiyle bircok olaya
taniklik ettigini kabul etmektedir. Yasadigi bu olaylar aydinlanma yolunda,
ona biiyiik bir deneyim kazandirmigtir. Aydinlandiktan sonra ise bu olaylari
Cetavana Korulugu’ndaki miiritlerine aktarmistir. Ancak bu anlatilarinda
kendisini bir Bodhisatta olarak, yani kelime anlamiyla “miikemmellik
yolunda” ya da diinyada yasayan her canliya yardim ettigi icin
“miitkemmellige ulagmis” kisi olarak tanimlamistir. Bu nedenle Cataka
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metinleri, Buddha’nin aydmmlanmadan O6nceki yasamlarinda yani bir
Bodhisatta iken, ¢esitli varliklar olarak bedenlendigi dykiileri icermektedir
(Kokdemir, 2019, ss. 59-60).

Catakalar adi verilen Buddhist koleksiyon, Buddhist gelenegin
Khuddaka Nikaya birikiminin icerisine dahil edilen miistakil bir dini, edebi
eserdir ve 547 ayri anlatidan olugmaktadir. Catakalarin biiyiik bir kisminda,
diiz yazi ile siir i¢i ice harmanlanmis ve bu haliyle kendine 6zgii bir formda
kaleme alinmistir. Buddhist gelenek Cataka anlatimlarindaki aktarimlar i¢in;
“Buddha, aydinlanmaya kavusana kadar bir Bodhisatta’ydi. Aslinda kendisi
aydinlandig1 halde, diger insanlarin iyiligi i¢in bu diinyadan gitmiyordu. Iste
biitiin bu anlatilar da onun bu asamadaki haliyle iliskiliydi.” seklinde bir
yaklagimi benimsemistir.

Bir yazin tiirii olarak Cataka anlatilari, dort boliimden meydana
gelmektedir: 1) Pagguppanna-vatthu (Giliniimiize ait Oykiiler): Cataka
anlatisinin giris bolimii niteligindedir: “Cetavana korulugunda, ustalik
derecesine ulagmis biri tarafindan (Buddha), tanrilara kurban sunma gelenegi
anlatilirken ustalari, gegmise ait bit dykii anlatir...” Iste bu anlati, Cataka
anlatisinin birinci bolimiinii olusturmaktadir. II) Atita-vatthu (Gegmise ait
oykiiler): Tlgili Cataka’nin yazilmasma sebep olan ana metnin yani Cataka
Oykiisiiniin anlatildigi bolimiidiir. Bu anlati genellikle; “Bir zamanlar
Brahmadatta Benares kralligin1 yonetirken, Magadha kralligini, Kral
Magadha ve Kalinga’y1 da Kral Kalinga yonetirken...” seklindeki bir ifadeyle
baslamaktadir ve burada ge¢miste yasanmis oldugu rivayet edilen bir oykii
anlatilmaktadir. IIT) Gatha (Misralar): Cataka anlatisina konu olan hikayeye
uygun olarak Buddhist 6greti ya da degerlerin 6zlii sozler, ifadeler seklinde ve
misralar halinde yazilmis kismini olusturmaktadir. Bu misralardan bazilari,
Buddhist Pali Tipitaka (Skr. Tripitaka) koleksiyonuna ait Dhammapada ve
Theragatha adli eserlerden alintidir. Bu sozlerle Buddhizm’in 6ziiniin,
Ogretisinin ya da erdeminin kavranmasi amaglanmaktadir. IV) Samodhana
(Bagli oldugu kisi): Bu boliim ise Bodhisatta’nin gegmise ait dykiiler (atita-
vatthu) kisminda anlatilan masaldaki karakterlerin, gercek hayattaki kisilerle
olan baginin agiklandig1 boliimiidiir (Chatterji, 1951; Feer, 1984°ten aktaran
Kokdemir, 2019, ss. 57-58).

Anlatilarin ¢ogunda, gergek hayattan 6rnekler verilmekte, yasanmis
olaylardan hareketle; tedbirli olunmasi, akillica davranilip ahlaki degerlere
sadik kalinmasi dgiitlenmektedir. Cataka anlatilarinin biiyiik bir boliimiinde
erdemli davranig, merhamet motifiyle iliskilendirilmistir (Basham, 2004, s.
289). Cataka birikimi, anlatim o6zellikleri, yazin tiirii ve edebi karakteri
bakimindan; bazi durumlarda yapisinin ¢ok karigik olmasi sebebiyle
elestirilmektedir. Ancak Buddhist gelenekle iligkili olarak okuyucusu ya da
dinleyicisine iletmek istedigi ahlaki 6gretiler sebebiyle de paha bicilmez bir
deger tasimaktadir: iyilik, sabir, diiriistliik, cesaret, kibarlik, sadelik ve
tarafsizlik gibi Buddhist erdem ya da ahlakla ilgili 6gretiler eserde biiyiik bir
ustalikla vurgulanmigtir. Buddhist kiiltiirle harmanlanmig bu kiymetli
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koleksiyon, Hint kiiltiir birikimi igerisindeki yerini sadece edebiyat ya da dini
metinlerle smirlandirmamig; antik donem Hint sanatinin da malzemesi
olmustur. Calismamiza konu olan Acanta Magaralar1 duvar resimleri iste bu
durumun en 6nemli ispat1 niteligini tagimaktadir.

Hindistan’da yapilan arkeolojik kazilarda -Acanta Magaralarina ek
olarak- MO 300’lerden itibaren bazi tapinaklar igerisinde, Cataka anlatilarina
ait tasvirlerin yer aldig1 kalintilar kesfedilmistir. Amaravati, Bharhut Sttpa,
San¢i Stupa ve Buddha Gaya Tapmnagi iste bu Ozel anlatilara ait
betimlemelerin  giinlimiize kadar ulagsmig orneklerini  igerilerinde
barmdirmaktadir. Bu betimlemelerde, Cataka anlatilarinin genellikle II.
boliimiine ait aktarimlarindan, birtakim sahnelerin secilmis oldugu
goriilmektedir.

3. Acanta Magaralar1 Duvar Resimleri

Acanta duvar resimlerinin ilk replikalar1 R. Gill tarafindan yapilmis ve Kristal
Saray’da muhafaza edilmeye baslanmistir. Ancak 1866 yilinda ¢ikan bir
yanginda, besi hari¢ hepsi yok olmustur. 1872 yilina gelindiginde, Griffith
tarafindan ytirtitiilen ¢alismalarin sonucunda, Acanta fresklerine ait replikalar
bir kez daha tamamlanmis ve 1896-1897 yillarinda, iki cilt halinde Secretary
of State for India tarafindan yayimlanmistir (Rowland, 1963’ten aktaran
Kayali, 2018b, s. 506).

Buddhist inang ile ilgili 6gretici temalar1 konu olan bu resimlerin, ayni
zamanda bir manastir olarak kullanilan Acanta Magaralarinin kesisleri
tarafindan ¢izildigi de bilinmektedir (Rawson, 1961°’den aktaran Kayali,
2018a, s. 32). Yasamin her evresindeki erkek, kadin ve ¢ocuk tasvirlerinin
bulundugu Acanta duvar resimlerinde; kraldan-kéleye, zenginden-fakire,
ermisten giinahkara toplumun her kesiminden insana yer verilmistir. Ayrica
resimlerdeki betimlemeler, ilgili donemin saray, sehir ve koy hayati gibi
bir¢ok detay1 da iginde barindirmaktadir. Kullanilan giindelik arag-gerecten,
siis esyalarina; miizik aletlerinden savas aletlerine kadar bir¢ok sey,
bahsedilen duvar resimlerinde sik¢a tasvir edilmistir. Yakshalar, Kinnaralar,
Gandharvalar, Apsaraslar gibi Hindu gelenegine ait bircok mitolojik 6ge de
ilgili duvar resimlerinde yerini almistir (Burgess, 2007, s. 43). Kullanilan
renkler ise dogal sartlar dahilinde elde edilen koyu sar1, limon rengi, tetta verle
(kahverenginin toprak tonlar1), kaolin ve yesilin koyu tonlariyla sinirhidir.

Cogu tahrip olmus Acanta duvar resimlerinin 1915 yilinda
Herringham tarafindan yapilan repliklari, bir kez daha yayimlanmstir. 1933
yilina gelindiginde ise donemin Hyderabad nizaminin himayesinde ve Acanta
duvar resimlerinin korunmasi caligmalar1 kapsaminda, ilgili resimlerin
restorasyonu Ghulam Yazdani tarafindan yapilmis ve yayimlanmistir.
Oldukga hacimli bir koleksiyon olarak hazirlanan bu ¢aligma, ilgili donem
itibartyla Hint duvar resim sanatinin da en kiymetli pargasi olarak
addedilmistir. Bu resimlerin, Buddhist Asya sanatin1 da derinden etkiledigi
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diisiiniilmektedir®. Arastirmacilar, Buddhist gelenege ait resim sanatmin
Tibet, Nepal, Orta Asya, Cin ve en sonunda Japonya’daki Orneklerinin de
klasik formunun Acanta duvar resimlerine dayandigini iddia etmektedir
(Smith, 1930, s. 96).

Acanta’daki duvar resimlerinin en eskilerinin MO 2. yiizyila ait
oldugu ve X numarali magarada yer aldig1 bilinmektedir. Daha &nceleri,
sadece siitun baglar1 lizerine yapilan resimler, Acanta’da daha ileri bir boyuta
tasinmis ve duvar zemininde genis bir alana cizilen kompozisyonlar haline
donigmiistiir. Geleneksel Hint magara duvar resimleri ve onun etkisiyle
gelistigi disiiniilen Asya Duvar resimleri, teknigi itibariyla da Batidan
oldukga farklidir. Bat1 gelenegi, resim yapilacak yiizeyin 6zellikle nemli ve
yumusak olmasina dikkat etmistir. Hint ve Asya’da ise, kiyilmig saman ve
hayvan tiiyleri ile karigtirllmis inek digskisindan elde edilen karigimin, sert
magara duvarlarina siiriilmesiyle elde edilen zemin iizerine resimler
yapilmistir (Rowland, 1963, ss. 5-6). Iste biitiin bu sanatsal zevkin ve
yaraticiligin doruk noktasi olarak anilan Acanta Magaralari, Walter M.
Spink’in deyimiyle; “Insanoglunun tarihteki en dikkat gekici yaratimsal
basaris1 ve sanatsal zevkin ulastifi en yiliksek derecenin gostergesidir”
(Upadhya, 1994, s. 11).

So6zii edilen duvar resimleriyle dikkat ¢eken Acanta Magaralari,
kisaca sdyle dzetlenebilir: I numarali magarada, Catakalar ve Avadanalara ait
betimlemelerin yer aldigt duvar resimleri bulunmaktadir. Magaranin
girigindeki sag ve sol duvarda, “Bastan Cikaran Mara”, “Sravasti’nin
Mucizesi” ve ‘“Nanda’nin Doniisiimii” konulu resimler yer almaktadir.
Magaradaki bir siitun baglhiginin késebendinde ise, bir “boga giiresi” sahnesi
resmedilmistir. Magaranin girig kapisinin sag tarafinda ise Pers elgisine ait bir
resim bulunmaktadir. 11 numarali magaranin duvarlarinda da Avadana
hikayelerinden sahneler sunulmustur. Ozellikle “Maya’nin Riiyasi” ve
“Siddhartha’nin Dogumu” ile ilgili sahne, magaranin sol duvarinda ustalikla
resmedilmistir. Magaranin dort bir tarafi, bu ve benzeri betimlemelerle
stisliidiir. Magara tapmaginin i¢ duvarlarinda ve duvarlarimin muhtelif
boliimlerinde “Bin Buddha” tasviri olarak bilinen betimlemeler de yer
almaktadir. Magaranin hem sag hem de sol duvarinda, Catakalar’daki
anlatimlardan hareketle c¢izilmis iki kadin Buddhist miirit grubu yer
almaktadir. Magaranin Oniindeki verandanin sol taraftaki kemerinde
Kshantivadi Cataka’dan bir sahne resmedilmistir. VI numarali magaranin alt
katinda, giristeki sag ve sol duvarlarda “Sravasti’nin Mucizesi” ve “Bastan
Cikaran Mara” tasvirleri yer almaktadir. IX numarali magarada alti adet

% Oldukga hacimli olan bu &ykiiler, sadece gorsel sanatlar degil aym zamanda hem
dogu edebiyatin1 (Urdu Edebiyat-Intizar Hiiseyin’in Oykiileri) hem de bat1 edebiyatim
(La Fontaine, Grimm Masallari, Aisopos Masallari) fazlasiyla etkilemis ve bu
anlatilar, defalarca farkli dinlere ve farkli cografyalara ait kiiltiirel birikimlerde
islenmigtir (Kokdemir ve Sahbaz, 2020, s. 1462).
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Buddha resmi bulunmaktadir. Bu Buddha tasvirleri magaranin icerisindeki
siitunlarin iizerine biiyiik bir ustalikla resmedilmistir. Ayrica, tapinma
halindeki bir¢ok miiridi tasvir eden resimlere ve hayvan avi betimlemelerine
ait rolyefler de yer almaktadir. Bodhi agaci tasvirlerinin yer aldig1 X numarali
magaranin duvarlarinda Sama Cataka ve Caddanta Cataka’dan sahneler
bulunmaktadir. Acanta’nin en eski duvar resimlerinin bu magarada oldugu
bilinmektedir. XVI numarali magarada da hala gozle goriilebilir durumda olan
duvar resimlerine rastlanilmaktadir. Bunlardan “Olen Prenses”, “Nanda’nin
Donilisiimii”, “Ermis Asita”, “Gautama’nin Ok Talimi” ve benzeri konular,
Avadanalar’daki anlatimlardan esinlenerek resmedilmistir. Magaranin
verandasinda ise, Catakalar’dan sahneler yer almaktadir. Buddha’nin 6nceki
yasamlarindan kesitlerin sahnelendigi bu resimler, Buddhist duvar resim
sanatinin geleneksel hali olarak kabul edilmekte ve deger gérmektedir. XVII
numarali magara, Acanta magara resimlerinin en iyi Ornekleri olarak
gosterilmektedir. Verandasinda, “Apsaraslar ile birlikte ugan Indra”, “Yasam
Carki” ve “Avalokitegvara’nin Vaaz1” gibi sahnelere ait tasvirler yer
almaktadir. Vihara’nin toplanma salonunda ise, Avadanalar’dan, 6zellikle de
Buddha’nin Kapilavastu’daki ve annesi ile birlikte Tushita cennetindeki
goriiniimlerine ait tasvirlere yer verilmistir. Vessantara Cataka’da gecen,
“Tuvaletteki Sarayli Kadin” tasviri ise oldukg¢a net bir bicimde gilinlimiize
kadar ulagsmustir (Upadhya, 1994°ten aktaran Kayali, 2018a, s. 33)

Cataka anlatilarinin  gorsel betimlemeler yoluyla aktarilmaya
calisilmasi, bugiin de oldugu gibi, o dénemde farkli dilleri konusan Hint
halkinin; ortak kiiltiirel birikimlerini ilgili tasvirler yoluyla ortaya koyma
¢abalarinin bir sonucu oldugu ifade edilir. Betimlemelerde, resim alanlarinin
el verdigi kadartyla yani dar bir ¢ergevede, anlatinin mesajini igeren spot
sahne resmedilmeye c¢alisilmistir. Boylece ilgili Buddhist 6greti ya da mesaj,
inanirlarinin aklinda kalmasi ve kolayca hatirlanabilmesi hedeflenmistir.

4. Acanta Duvar Resimleri Replikalar1 Koleksiyonu: Telangana Eyaleti
Arkeoloji Miizesi (Hyderabad/Hindistan)

Hindistan’in en zengin koleksiyonlarindan birine ev sahipligi yapan
Telangana Eyalet Arkeoloji Miizesi, Hyderabad sehrinde “Public Gardens”
ad1 verilen bdlgede yer almaktadir. Miize binasmin kendisi de Hint-Islam
mimarisinin tipik bir Ornegi olarak; kubbeli tavanlari, yiiksek kemerli
kapilariyla oldukga dikkat cekicidir. 1931 yilinda agilan miize, Nizam
yonetiminin Hint kiiltiir mirasina hediye ettigi kiymetli eserlerden biridir.
Birbirinden degerli sanat eserlerinin sergilendigi; on ¢ farkli galeriden
olugmaktadir. Caligmamiza konu olan koleksiyon ise “Acanta Galeri” adiyla
ziyaretcilerinin begenisine sunulmustur. Bu galerideki eserler, Acanta
Magaralarinda ¢iplak gézle goremeyecegimiz duvar resimlerinin replikalarini
sunmasi agisindan 6zel bir 6neme sahiptir. Koleksiyonda yer alan replikalar
ise I, X ve XVII numaral1 magaralardaki duvar resimlerine aittir. Galeride ilk
olarak I numarali magaraya ait Campeya Cataka (Bkz. Resim 1) ve
Mahacanaka Cataka’dan (Bkz. Resim 2, 3) spot sahnelerin betimlemelerine
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ait kopyalar yer almaktadir. S6z konusu Cataka metinlerinin anlatimi ise
sOyledir:

4.1. Campeya Cataka, 506

Bir zamanlar Kral Anga, Anga kralliginin; Kral Magadha ise Magadha
kralligimmin giiglii ve yenilmez krallartymis; bu iki kralligin topraklarini,
Campa adindaki bir nehir birbirinden ayirmaktaymis. Magadha ve Anga
kralliklarinin arasinda, yillardir bitmek bilmeyen bir miicadele ve savas
varmis. BOyle bir savas zamani Kral Magadha, Kral Anga’nin karsisinda
yenik diigsmiis, askerlerinin bir bolimi tutsak edilmis. Bunun iizerine geri
donmeye karar veren kral Magadha, smira yani Campa nehrine vardiginda;
nehrin sularmin yiikseldigini ve biiyiik bir hizla aktigin1 gérmiis; “Diismanin
eline diismektense nehrin azgin sularinda can vermeyi tercih ederim.” diyerek
atini suyun igerisine dogru siirmiis.

Nehrin derin sularinin dibinde, miicevherlerle siislii olaganiistii
giizellikteki bir saray insa ettirmis olan yilan kral Campeya, saltanatin1 burada
siirdiirmekteymis. Atiyla birlikte suyun yiikselen sularnin igerisine dalan
Magadha da kendini, iste bu saraymn tam Oniinde bulmus. Yilan kral,
Magadha’y1 goriince yerinden kalkmig ve tahtina Magadha’nin oturmasini
salik vermis. Boylesine tehlikeli bir ise kalkisan Magadha’nin gostermis
oldugu cesaretin, sebebini cok merak ediyormus. Kral, olup biten her seyi tim
ayrintilariyla anlatmis. Yilan; “Korku ve endigseye mahal yok, ey biiyiik kral!
Seni her iki kralligin da hiikiimdar1 yapacagiz.” demis. Boylelikle kral
Magadha’y1 teskin etmis ve sonraki yedi giin boyunca ona hiirmet gostermis.
Yedinci glin Magadha, yilan kralin askerleriyle birlikte kral Anga’nin sarayina
saldirmis ve Anga’yi 6ldiirerek tahtini ele gegirmis. Tipki yilan kralin dedigi
gibi artik her iki kralligin da hiikiimdari olmus. O giinden sonra kral Magadha,
her daim miittefiki ve dostu olan yilan kral i¢in nehrin hemen kiyisina
gosterisli bir saray insa ettirmis ve biitiin insanlar yilan kralin {iniinii ve
gorkemini konusur olmus.

Fakir bir ailenin ferdi olan Bodhisatta da tipki diger insanlar gibi
nehrin kenarina gelmis, yilan kralin giiciinii ve kudretini gérmiis. Ayrica onun
hirsinin ve tutkularmin esiri olmasina da taniklik etmis. Aradan yedi giin
geemis ve yilan kral Campaya 6lmiis. Bodhisatta ise onun tahtinin mirasina
konmus. Yilan kral ¢ok pisman olmus ve nigin bir siirlingen formunda
bedenlendigini kendi kendine sorarak; bdyle bir yasama mahk{im edilmis
olmasinin sebebi aramaktaymis. Sumana adindaki disi geng bir yilan, “bizim
icin boyle dogdunuz!” demis ve diger yilanlarla birlikte onu onurlandirmis.
Yine bagka bir giin, nigin bir siirlingen olarak yaratildigini diisiinmiis ve
yasaminin geri kalanini, saray1 terk edip insanlarin arasinda orug¢ tutarak
gecirmeye; yani yasaminin ger¢eginin pesine diigmeye karar vermis. Bunun
iizerine esi Sumana yanina gelmis ve “Efendimiz, insanlarin arasina gidip
hayatinizin bundan sonraki giinlerini oru¢ tutup kefaretinizi Odeyerek
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gecirmek istiyorsunuz ama insanlarin diinyasi; korku, tehlike ve kederle
doludur.” demis.

O swrada hocasinin yanindaki egitimini tamamlayan geng bir
Brahman, Benares’ten Taksila’ya gelmis ve insanlarla birlikte yasamak
isteyen yilan1 yakalayip koylere ve sehirlere gotirerek dans ettirmeyi;
boylelikle cok para kazanmay1 hayal etmis. Oyle de olmus. Giiniin birinde
Benares’te Kral Uggasena’nin huzurunda da dans etmis ve kral, yilana yemesi
icin 6lmiis kurbagalar sunmus. Y1ilan bunlar1 yemegi reddetmis; zira onun i¢in
oldiriilmiis higbir seyi yiyemeyecegini sOylemis. Bunun iizerine ona,
kurutulmus misir ve bal getirmis. Ama o yine yemeyi kabul etmemis. Zira
eger bir lokma dahi yiyecek olursa kutlu gayesinden sapmis olacak, yemek
yememege dair yeminini bozmus olacakmis. Yaklasik bir ay siiren koy koy
dolasip Brahman’in emrinde dans etmek zorunda kalan yilan, bu siire zarfinda
hicbir sey yememis. Onun bu durumundan endise eden biri varmis, esi
Sumana. Kocasmin ardindan agitlar yakiyor, ¢ok Uziiliiyormus. Kral, olan
biteni isitmis ve “insanlar onu nasil yakaladi?” diye sormus. Kralin emri
iizerine Brahman yilam serbest birakmis. Tutsak edildigi sepetin kapag:
acilmis ve yukarida karis1 Sumana’y1 gormiis. Olup biteni 6grendikten sonra
da yilan kral, kurtaricisi kralin eline dogru saygiyla kivrilmig ve tesekkiirlerini
sunmus. Bu konugmadan sonra Kral Uggasena gitmek istedigini sdylemis ve
oradan ayrilmadan 6nce ona Benares’in gercek kralinin kendisinin oldugunu
ve oraya geri doniip tahtina ¢ikmasini sdylemis (Cowell, 1901, ss. 281-290).

Resim 14

4 Bir siirlingen olarak bedenlenmesinin sebebini arayan yilan kral Campeya’nin
Oykisiiniin anlatildigt Campeya Cataka’dan; yilan Campeya, esi Sumana,
yardimcilari ve halkinin tasvir edildigi bir sahne.
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4.2. Mahacanaka Cataka, 539

Bir zamanlar Videha kralligini kral Mahacanaka yonetiyormus Aritthacanaka
ve Polacanaka adinda iki oglu olmus. Kral 6ldiikten sonra yerine en biiyiik
oglu Aritthacanaka ge¢cmis. Ancak kardesi Polacanaka tarafindan
oldiiriilmekten korktugu i¢in onu zincirlere baglamis ve bir odaya saklamus.
Bir giin bu zincirlerinden kurtulmay1 bagaran Polacanaka, agabeyini tahtan
indirmek i¢in bir plan yapmis. Bu sirada esi hamileymis. Polacanaka
agabeyini 6ldiirmek i¢in saraya girmeden Once esine ‘¢ocugumuzun hayati
icin buradan baska bir yerde yasamalisin’ diyerek onu bagka bir iilkeye
gondermis. Bunun iizerine esi de altinlarin1 ve miicevherlerini alarak yola
cikmus. Gittigi tilkenin krali onun bu caresizligine aciyip, sarayina alarak ona
kiz kardesi gibi bakmis. Bu sirada ¢ok kuvvetli ve yetenekli Bodhisatta
dogmus. Bodhisatta biiyilidiik¢e arkadaslar1 ona babasinin nerede oldugunu
sormuglar. Bir giin Bodhisatta annesine gelip, arkadaslarinin kendisini
kiigiimsediklerini, babas1 olmadigi i¢in dislandigini séylemis. Bunun lizerine
annesi ¢ok ilizlilmiis ve keder icinde giinler ge¢irmeye baslamis. Bu sirada
agabeyini dldiiren Polacanaka, baska bir kadinla evlenmis ve ondan da bir kiz
cocugu olmus. Bodhisatta da babasin1 bulmak i¢in kralligima geri dénmek
lizere yola ¢ikmis. Ancak yolda tiirli zorluklarla karsilasmis. O gelene kadar
babasi da 6lmiis. Saraydakiler de kiz1 evlendirmek i¢in gii¢lii ve yetenekli bir
aday bulmaya calistyormus. O sirada Bodhisatta saraya gelmis ve yetenegini
gostererek kizla evlenmis. Boylece sahip oldugu kralliga geri donerek
yonetmeye baglamis (Cowell, 1905, ss. 19-37).

Resim 2°

5 Dogrudan Mahacanaka Cataka anlatisiyla iliskilendirilemese de 1 numarali
magaradaki tasvirlerin en kiymetlilerinden biri olarak addedilmektedir. Bodhisatta
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Resim 36

X numarali magarada ise; Sama Cataka’ya (Bkz. Resim 4) ait anlatidan
esinlenerek olusturulmus duvar resimleri yer almaktadir.

4.3. Sama Cataka, 540

Benares kralligini bolen nehrin iizerinde kargilikli iki koy varmis. Bu koylerde
avcilar yasarmis. Avcilarn liderleri yillar boyunca iyi bir dostluk kurduklar
icin dogacak g¢ocuklarini birbirleriyle evlendirme s6zii vermisler. Bir giin
yakin kdydeki liderin Dukiilaka adinda oglu olmus. Uzak kdydeki liderin ise
Parika adinda bir kiz1 olmus. Her ikisi de aver kdyiinde dogsalar da higbir
canliya zarar vermezlermis. On alt1 yasina geldiklerinde annesi Dukiilaka’ya
uzaktaki koyde geng giizel bir kizin oldugunu ve bu kizla evlenmesi
gerektigini sdylemis. Dukiilaka, Brahman bir aileden geldigi i¢in evlenmeyi
reddetmis. Ayni sekilde Parika’ya ailesi Dukiilaka’dan bahsetmis ve kiz da
Brahman bir aileden geldigi i¢in onunla evlenmeyi reddetmis. Ancak bir siire
sonra soylarimin devami i¢in bu evliligin gerekli oldugunu diisiiniip bu evliligi

Vacrapani olarak adlandirilir. {lgili tasvirde Bodhisatta, elinde bir lotus cicegi
tagimaktadir ve bu betimleme, Hint sanatinda tanrisal giizelligin resmi olarak
nitelendirilmektedir. Bazi aragtirmacilar, Mahacanaka Cataka tasvirleriyle gostermis
oldugu uyumdan 6tiirii, dogrudan ilgili anlatiyla 6zlestirme egilimi tasimaktadir.

SMahdcanaka Cataka’ya ait oldugu belirtilen bu tasvirde Bodhisatta, saraydaki
tahtinda oturur bir halde betimlenmistir. Her iki tarafindaki yardimcilari ona hizmet
etmektedir. Oyle ki anlatiya gore; Bodhisatta, babasin1 aramak icin sarayma geri
donmeye karar vermistir. Bu sirada babasinin diger esinden olan kiziyla
evlendirilmesine karar verilir. Saraya geldikten sonra tahtina oturur ve diigiin
hazirliklarma baglar. Boylece hak ettigi kralliginin da hiikiimdar1 olmus olacaktir.
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kabul etmigler. Evlendikten bir siire sonra onlarin bir erkek ¢cocugu olmus.
Ona Sama adini vermisler ancak ¢ocugun teni altin renkli oldugu i¢in ona
Suvannasama demisler. Sama yetiskin oldugunda, bir giin anne ve babasi
ormandaki agaglardan meyve toplamaya gitmis. Bu sirada aniden bir yagmur
baslamis. Yagmur ¢ok siddetli yagmis ve onlar da sigimmak i¢in bir agacin
tepesinde ¢ikmiglar. Viicutlarindan damlayan su, orada yasayan bir yilam
rahatsiz etmis. Bunun tizerine yilan, zehrini akitarak her ikisini de kor etmis.
Sama anne-babasinin geri donmedigini fark edince onlar1 aramaya gitmis. Kor
olan anne-babasini agagtan indirmis ve eve getirmis. O glinden sonra onlara
Sama bakmuis. Her giin ormandan topladig1 yiyeceklerle onlar1 beslermis. Bir
giin, Benares krali Piliyakkha avlanmaya ¢iktiginda, Sama'y1 bir kuyudan su
¢ekerken gormiis. Sama’nin yaninda iki geyik varmus. Kral Piliyakkha
geyikleri goriince hemen okunu hazirlamis. Ancak ok kuyudan su ¢ekmekte
olan Sama’ya isabet etmis. Sama’nin belinden isabet eden ok, onu zehirlemis.
Yerde hareketsizce duran Sama, anne ve babasina duydugu endiseyi krala
anlatmig. Bunlart duyan kral yaptigina c¢ok {iziilmiis. Hayatim1 anne ve
babasina adayan birine zarar vermenin pismanligin1 yasamis. Daha sonra kral
Sama’nin kuyudan g¢ektigi suyu almig ve kor ailenin yanina gitmis. Kral,
Sama’y1 vurdugunu ve onun yakinda dlecegini sdylemis. Ikisi de ¢ok iiziilmiis
ancak krala 6fke duymamislar. Yaptiklarindan daha da pigsmanlik duyan kral
son kez gormeleri i¢in onlar1 Sama’nin yanina gotiirmiis. Bu sirada sdylenen
sozlerden kral ¢ok etkilenmis. Mucizevi bir gii¢ Sama’y1 6liimden kurtarmas.
Boylelikle kral da bir daha higbir canliy1 6ldiirmemesi gerektigini ve canlilara
zarar vermenin ¢ok kotii bir sey oldugunu 6grenmis (Cowell, 1907, ss. 38-52).

Resim 47

7 Sama Cataka’ya ait bu duvar resminde ise ilgili anlatinin belki de en dikkat gekici
boliimii tasvir edilmistir. “... Sama yetiskin oldugunda, bir giin anne ve babasi
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Miizenin Acanta Duvar Resimleri koleksiyonunda son olarak, XVII
numarali magarada yer alan duvar resimlerinden; Calaharhsa Cataka (Bkz.
Resim 5), Chaddanta Cataka (Bkz. Resim 6), Vessantara Cataka (Bkz. Resim
7), Mati-Posaka Cataka (Bkz. Resim 8) ve Sarabha-Miga (Mriga) Catakaya
(Resim 9) ait replikalar yer almaktadir. S6z konusu Catakalarin sirasiyla tam
anlatimlari ise su sekildedir:

4.4, Culahamsa Cataka, 502

Bir zamanlar, Benares kralligin1 Bahuputtaka adinda bir kral yonetiyormus.
Onun babasi, ogullart ve Khema adinda bir kraligesi varmig. Bu sirada
Cittakiita daginda yagayan bir kugu varmis. Kendisi diger kugularin renginden
farkli oldugu icin orada yasayan doksan bin kugunun lideri olmus. Bir giin
kralige Khema, riiyasinda bir altin kugu dogurdugunu gérmiis ve bunu krala
anlatmig. Kral da yardimcilarina altin bir kugunun yasayip yasamadigim
sormus. Yardimcilar1 ona Cittakiita daginda altin bir kugunun yasadigini
sOylemis. Bunun iizerine kral bu dagin yakinlarina Khema adinda bir gol
yaptirmis ve kuguyu burada yakalamak i¢in plan yapmig. Goliin i¢ine ¢esitli
yiyecekler ve ¢icekler koydurmus. Bunu fark eden kugulardan biri yiyecekten
yana bol olan bu golde yagamanin daha iyi oldugunu diisiinerek kugularin basi
olan altin kugunun yanma gitmis. Altin kugu, bu durumun kugular i¢in iyi
olmayacagini, yer degistirmenin onlarin hayatlarina zarar verecegini
diisiinmiis; ancak diger kugular da gitmek icin istekli olunca kabul etmek
zorunda kalmis. Altin kugunun yardimcist Sumukha, diger kugulara yardim
ederek gole dogru gitmisler. Zamanla bu golde ¢ok rahat etmisler ve rahatga
yiyecek bulabilmisgler. Aradan birka¢ hafta gectikten sonra avci pusuda
bekleyerek altin kugu ve yanindan hi¢ ayrilmayan yardimcisini yakalamak
icin bir tuzak hazirlamis. Tuzagr hemen fark eden altin kugu, ‘kendinizi
kurtarmn burada tuzak var diyerek’ kendini tuzaga atmis. Bunun {izerine
yardimecisi da diger kugularin kagmasina yardim ettikten sonra tuzaga atlamis.
Altin kugu, yardimeisina buradan gitmesini sdylemesine ragmen Sumukha
bunu reddetmis. Bu duruma avci ¢ok sasirmis ve digerlerinin hayatlarini
kurtarmak i¢in kendi hayatlarini tehlikeye atan bu iki kugu, onu ¢ok etkilemis.
Bu fedakarlik iizerine aver olan biteni iki kuguya anlatmis ve onlar1 serbest
birakmak istemis. Ancak altin kugu krala gitmek istedigini sdylemis. Bunun
iizerine avct onu alip krala gotiirmiis. Kugularin bu cesareti karsisinda kralin
kalbi iyilikle dolmus ve onlar1 sarayinda agirlamak istemis. Birka¢ giin
krallikta kalan kugular sonra yasadiklar1 yere geri donmiis (Cowell, 1901, ss.
264-267).

ormandaki agaglardan meyve toplamaya gitmis. Bu sirada aniden bir yagmur
baslamistir. Yagmur c¢ok siddetli yagmis ve onlar da siginmak icin bir agacin
tepesinde ¢ikmiglardir. Viicutlarindan damlayan su, orada yasayan bir yilani rahatsiz
etmis; bunun {izerine yilan, zehrini akitarak her ikisini de kor etmistir. Sama, anne-
babasinin geri donmedigini fark edince onlart aramaya gitmis. Kor olan anne-babasini
agactan indirmis ve eve getirmistir.”
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Resim 58

4.5. Chaddanta Cataka, 514

Bir zamanlar Himalaya yakinlarindaki Chaddanta Go6lii civarinda sekiz yiiz fil
stirisii yasarmis. Bu fillerin krali olarak dogan Bodhisatta ise diger fillerden
cok farkliymis; viicudu bembeyaz ancak ayaklari ve yiizii kirmizi renkteymis.
Ustelik alti tane de disi varmus. Diger fillerin hayranlikla baktig1 bu filin iki
tane esi varmig. Bir giin serinlemek i¢in esleriyle birlikte nehre gitmis. Burada
nehrin i¢inde sakalasirken, digerine nazaran daha kurnaz ve akilli olan esi,
nehirdeki bir agaca ¢arparak yere diismiis. Agagtan bocek ve kuru yapraklar
iistiine dokiiliirken diger esinin tizerine agacin ¢igekleri dokiilmiis. Bu duruma
cok kizan esi intikam almak {izere oray1 terk etmis. Bagka bir iilkeye giden
esinin aklinda hep Bodhisatta varmis ve ondan intikam almak ic¢in plan
yapmis. Bir avciya onun ¢ok degerli alti digini alip getirmesini emretmis.
Bunun iizerine avci okunu ve yaymu alarak filin yasadig1 yere gidip ona tuzak
kurmus. Bodhisatta da c¢ukuru fark etmeyip i¢ine diismiis. Avci da onu
6ldiirmek i¢in ¢ukura inmis. Karsisinda bembeyaz ve glglii fili goériince
korkmus. Aslinda fil de onu 6ldiirebilecek giicteymis, ancak Bodhisatta ‘ben
kimseyi 6ldirmem bu 6gretilerime ¢ok aykiri” demis. Bunu duyan avci, file
merhamet etmis ve onu 6ldiirmeden déniip gitmis (Cowell, 1907, ss. 20-30).

13

8 Ciilaharhsa Cataka’ya ait ilgili anlatida; “...altin kugu krala gitmek istedigini
sOylemis. Bunun tlizerine avci onu alip krala gétiirmiistir. Kugularin bu cesareti
karsisinda kralin kalbi iyilikle dolmus ve onlar1 saraymda agirlamak istemistir...”

30



KAYALL Y., KOKDEMIR, E. EDEBIYAT FAKULTESI (2021)

Resim 6°

4.6. Vessantara Cataka, 547

Bir zamanlar Bodhisatta, Sivi hanedanliginin bir soyu olan Cetuttara
kralliginda Vessantara adiyla dogmus. Annesinin adi Phusati, babasi ise
Saficaya imis. Vessantara dogdugunda biiyiik bir mucize ger¢eklesmis ve ayni
anda krallikta beyaz bir fil de dogmus. Bu filin kralliga bolluk ve bereket
getirecegine inanilirmig. On alt1 yasina geldiginde Maddi adinda giizel bir
prensesle evlenmis. Onlarin Cali ve Kanhacina adinda iki ¢ocugu olmus. Bu
sirada sekiz Brahmanin yasadigi Kalinga’da kithk meydana gelmis.
Comertligi ile bilinen Vessantara’dan yardim istemisler. Bunun {izerine
Vessantara onlara filini bolluk bereket getirmesi i¢in bagislamis. Bir siire
sonra kendi kralliginda kitlik baglamis ve halk buna ¢ok tepki gostermis. Halk
toplanip durumu babasi Saficaya ile paylagmis. Onlarin yasam kaynagi olan
fili verdigi i¢in Vessantara’nin ormana siirgiine goénderilmesini istemisler.
Kralligin bir felakete siiriikleneceginden korkan babasi oglunu ormana
stirgiine gondermis. Ancak Maddi esinden ayrilmak istemeyip iki ¢ocugunu
da alip Vessantara ile birlikte yola ¢ikmiglar. Kral onlara ormanda yagamlarini
rahat strdirmeleri igin yiyecek-igecek ve kraliyet arabasi vermis. Ancak
yolda yine fakir insanlarin dilenmeleri iizerine yiyecek icecegini hatta kraliyet
arabasini da vererek hicbir seyi olmadan ormanda yagamimi siirdiirmeye
calismis. Maddi ¢ocuklarina bakarken, Vessantara tiim giin ava ¢ikip onlara
yiyecek getirmek suretiyle yasamlarini siirdiirmiigler. Bir giin Vessantara’nin
yorgun diistliglinii goéren Maddi, meyve getirmek i¢in ormana gitmis. Bu
sirada Ciicaka adinda aggdzlii ve kurnaz bir Brahman, Vessantara’dan yiyecek

® Chaddanta Cataka’ya ait bu duvar resminde, fil tasvirleri yapilmistir. Anlatiya ismini
veren alti disli fil (sad+danta=alti dis) Bodhisatta, karis1 olan iki fille birlikte
resmedilmistir. Resmin sag tarafinda Bodhisatta’y1 61diirmek i¢in gelen avci, elindeki
ok ve yay gibi detaylarla birlikte betimlenmistir.
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bir seyler istemis. Vessantara verecek higbir seyinin olmadigini sdylese de
adam1 bos gondermek istemediginden, sadece cocuklarini verebilecegini
sOylemis. Brahman bu teklifi hemen kabul etmis. Cocuklar aglayip gitmek
istememis ancak Vessantara onlar1 zorla Brahmanla géndermis. Maddi geri
dondiiglinde ¢cocuklarini sormus ve Vessantara sessiz kalmig. Maddi biiyiik bir
actyla c¢ocuklarmi ormanda aramaya baglamig. Onun bu halini goren
Vessantara daha fazla dayanamayip olan biteni anlatmis. Tanrilarin kral
Sakka, Vessantara’nin comertliginin smirlarii test etmek istemis ve kilik
degistirerek c¢irkin bir Brahman olmus. Prens Vessantara’nin karsisina ¢ikip
karisin1 istemis. Vessantara bunu da kabul etmis ve karisini vermis. Diger
yandan ag¢gdzlii Brahman Ciicaka, Cetuttara sehrine ulasmis ve kral
Saficaya’nin karsisina ¢ikmis. Krala her seyi anlatmis ve ¢ocuklar: vermek
icin altin ve yiyecek istemis. Kral, acg6zlii Ciicaka’nin tiim istegini yerine
getirmis ve onu kralliginda agirlamis. Vessantara’nin haline ¢ok iiziilen kral,
oglunun kaldig1 yeri 6grenmis ve yardimcilariyla birlikte onu geri getirmek
icin yola ¢ikmiglar. Tanrilarin krali Sakka, bu comertlik karsisinda saskina
donmiis. Cirkin bir Brahman kiligindan ¢ikarak Vessantara’nin yanina gitmis.
Maddi’yi geri vermis. Sonunda Sakka tarafindan kusursuzluga eristigini ve bir
sonraki yasaminda Siddhartha Gautama olarak dogacagini miijdelemis. Bu
sirada babas1 Saficaya ormana gelip onlar saraya gotiirmek i¢in ikna etmis.
Saraya geri donen kral tanr1 Sakka’nin da yardimiyla kralligina bolluk ve
bereket yagmis. BoOylece prens zenginlik icinde yasamina devam etmis
(Cowell, 1907, ss. 246-305).

Resim 7%

10 Vessantara Cataka anlatiminda ifade edildigi sekliyle; bir prens olarak dogan
Bodhisatta’nin, karis1 ve ¢ocuklariyla birlikteki saray hayatindan bir sahne.
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4.7. Mati-Posaka Cataka, 455

Bir zamanlar Brahmadatta’nin Benares’te hiikiim stirdiigii yillarda, Himalaya
bolgesinde Bodhisatta, bir fil olarak diinyaya gelmis. Bembeyaz, devasa bir
gorliniime sahip ve etrafi 80.000 filden olusan bir siiriiyle ¢cevriliymis. Annesi
ise kormiis. O da annesi igin bizzat kendisi, birbirinden lezzetli yabani
meyveler toplayip ulastirmasi i¢in yanindaki fillere verirmis; ancak bu filler,
hepsini kendileri yer ve zavalli anne file bir tane bile vermezlermis. Bir giin
bu durumun farkina varan fil ¢ok iiziilmiis ve “Ben siiriiyii terk ediyorum ve
uzaklarda annemle birlikte mutlu bir hayat siirecegiz.” demis. Bir gece,
yanindaki birka¢ dostu ve annesi ile birlikte Candorna Dagma dogru yola
cikmislar; oraya varinca giivenli bir tepedeki magaraya annesini yerlestirmis
ve onunla giizelce ilgilenmeye baslamas.

Gilinlin birinde, Benares’te yasayan yolunu kaybetmis bir korucu;
esyalarmi yorgunluktan tasiyamaz hale gelmis ve yiiksek sesle inlemeye
baslamis. Sesleri duyan Bodhisatta; “Anlasilan biri zor bir durumda; ama ben
buradayken kimse zorluk igerisinde olmamali.” diye diislinmiis ve dogruca
adamin yanina gitmis fakat adam korkusundan ne yapacagini bilememis. Fil,
adama; “Ey Adam! Benden korkmana gerek yok. Kagmay1 birak da sdyle
bakalim, nicin aglaylp sizlayarak dolasiyorsun?” “Efendim, yolumu
kaybettim ve yedi giindiir bos bos ¢aresizce yiiriiyorum.” demis. “Ey adam,
korkma artik; sana insanlarin kullandig1r dogru yolu gosterecegim.” demis.
Sonra adami sirtina almis ve onu ormana kadar gdtiirdiikten sonra geri
donmiis.

Kiymet bilmez, erdemsiz adam sehre varir varmaz; bu devasa filden
krala bahsetmeye karar vermis ve zaten filin yasadigi yeri hatirlayip
bulabilmek i¢in gectigi yerlerdeki agag, kaya ve tepelere isaretler birakmis.
Iste tam da o giin, kralin gorkemli fili 6lmiis. Kral da ulaklar1 araciligiyla,
kendisine yakisir, gilizel bir fil bilen ya da goren kisilerin derhal haber
vermesini buyurmus. Adam firsattan istifade, hemen kralin huzuruna ¢ikmas;
bembeyaz ve gorkemli bir fil gordiigiinii, tam da kralin istedigi gibi oldugunu
anlatmis. “Size yolu gosterebilirim.” demis utanmaz adam. Ayrica fili saraya
getirebilmek i¢in fil bakicilarinin da yaninda gelmesini istemis. Kral
koruyucuyla birlikte, giivenilir bir adamimi ve bir birlik askerini de onunla
gondermis. Bodhisatta’y1 gélde yemek yerken bulmus. Bodhisatta adimi
goriince; adeta basina gelecekleri sezmis ve “Bu adam bana kotiiliikten baska
bir sey getiremez.” diye diisiinmiis. “Ben ¢ok gii¢liiyiim; bin fille bile
miicadele edebilecek giice sahibim. Hiddetim, bir kraliyet ordusunu dahi yok
edebilecek kadar siddetlidir. Ancak oOfkeme yenilirsem, erdemimi
kaybederim. Bu sebeple de viicudum, bigaklarla delik desik edilse dahi bugiin
asla sinirlenmemeliyim.” demis. Bu karar1 verdigi i¢in de basini egerek
hareketsiz bir halde kalmaya devam etmis.

Korucu lotus goliiniin yanma kadar gelmis ve onu goriince “Gel
oglum, buraya gel!” demis. Sonrasinda adam hortumuna tutunmus ve yedi giin
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stiren bir yolculugun ardindan Benares’e varmiglar. Bodhisatta’nin annesi,
oglu geri gelmeyince, kralin adamlarmin onu yakaladigini anlamis. Fil
bakicisi, heniiz daha yoldayken, krala haber gondermis ve kral, sehrin dort bir
tarafint siisletmis. Fil bakicisi, Bodhisatta’nin her bir kdsesi giizel kokulu
cigeklerle bezenmis sehrin igerisine dogru yol almasi igin rehberlik etmis.
Kral, filin yemesi icin birbirinden giizel yiyecekler hazirlatmig. Ancak
Bodhisatta, bir lokma dahi agzina koymamis ve “Annemsiz higbir sey
yiyemem.” demis. Kral yemek yemesi i¢in adeta ona yalvarmis. Ancak
Bodhisatta (fil) kor olan annesinin durumundan bahsedip ona olan
diiskiinliigiinden bahsedince; kral ¢ok etkilenmis ve memnun olmus. Erdemli
Bodhisatta i¢in gol pek uzak olmayan bir sehir insa ettirmis ve dmrii boyunca
annesinin hizmetinde olmasi i¢in izin vermis. Annesi 6ldiigiinde Bodhisatta,
cenaze toreni icin Korondaka adi verilen bir manastira gitmis. Toren i¢in
buraya yaklasik 500 kesis gelmis ve kral da onlara hizmet etmis. Kral iste tam
buraya Bodhisatta’nin tastan bir heykelini yaptirmis ve Hindistan’m dort bir
yanindan insanlar, Fil Bayramini kutlamak i¢in buraya gelip durmus (Cowell,
1901, ss. 58-61).

Resim 81

4.8. Sarabha-Miga (Mriga) Cataka, 483

Bir zamanlar, Brahmadatta’nin Benares’te hiikiim siirdiigii yillarda Bodhisatta
bir erkek geyik olarak dogmus ve ormanda yasiyormus. O giinlerde avlanmay1
¢ok seven bir kral varmis ve o kadar da kuvvetli bir adammus ki kendisinden
baska kimsenin onun gibi bir giice sahip olmadiginin farkindaymis. Yine bir
glin ava gitmis ve maiyetindekilere; “Bir geyik dahi yakalayamazsaniz,
cezalardan ceza begenin.” demis. Onlar da “Kanca ya da sopayla bir geyik

11 Hayatin1 kor olan annesine adamus, gosterisli bir fil olan Bodhisatta’nm, Mati-
Posaka Cataka’daki anlatimlarindan spot sahneler sunan ¢oklu bir betimleme.
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yakalayinca, onu kralin oldugu yere gotiirmeliyiz.” diye konusmuslar ve krali
avi beklemek iizere yolun sonuna dogru gondermisler. Sonra giizel bir avlak
hazirlamiglar ve sopalarla yere vurmaya baslamuslar. ik yaklasan geyigi
hemen krallarinin huzuruna sunacaklarmis ve iste bir tanesi hemen
oraciktaymig. Caliliklarin arasindan kagip gitmek igin defalarca sansini
zorlasa da her tarafi sariliymis. Heyecanla itigip kakisan adamlari gormiis ve
kralla da goz goze gelmis. Geyigin tirkek bakislarin1 ve sanki goziine kum
kagmiggasina hizli hizli acgilip kapanan géz kapaklarinin hareketini, kral da
fark etmis. Hizlica bir ok atmig ancak 1skalamis. Bilirsiniz geyikler, oklara
kars1 direnmekte ve kagmakta c¢ok iyidirler. Oklarin ardi kesilmiyor; arka
arkaya devam ediyormus. Baginin ve sirtinin tizerinden gegenler, ayaklarinin
arasindan kagan oklarin sayist belli degilmis. Kral, geyigi yuvarlanirken
gbérmiis; onu vurdugunu diisiinmiis ve sevingle haykirmis. Ancak o da ne?
Geyik birdenbire ayaga kalkmis ve riizgar gibi eserek adamlarin arasindan
gecip gitmis. Geyigi goren kralin adamlari, bir araya toplanmis; “Kim yapti
bunu? Geyik, nereye dogru gidiyor? Oysaki kral, vurdum diye bagirmisti”
diye konusup duruyorlarmis. Kral, “Bunlar bana giiliiyor olmali.” diye
diisiinmiis. “Benim taktigimi bilmiyorlar, tabi.” Bel, ayak ve ellerindeki av
aletlerini hazirlamis ve “Yakalayacagim o geyigi” diye haykirmis. Geyik
ormanin derinliklerine dalmis; kral da arkasindan. Simdi geyik, ¢ok sayida
cukurun oldugu ve aga¢ koklerinin ormanin ylizeyini kapladigi sarp bir
bolgede derinlere dogru ilerliyormus. Geyik hemen yanindaki derin bir
gukurun varligini hissetmis. Kral da onu hemen arkasindan takip ediyormus;
geyik ise onun ayak seslerini kulaginin hemen dibinde hissedebiliyormus.
Biran arkasina déonmiis ancak kimse yokmus; onun gukura diistiigiinii anlamus.
Geyik sularin derinliklerinde, hayatta kalmak i¢in miicadele eden krali gérmiis
ve onu igine diistiigii sikintidan kurtarmaya karar vermis; i¢inde en ufak bir
hainlik hissi yokmus. “Korkmana gerek yok kral, seni oradan kurtaracagim.”
demis (Cowell, 1901, ss. 166-174).

Resim 9%2

12 Erkek bir geyik olarak dogmus olan Bodhisatta’nin, Sarabha-Miga (Mriga) Cataka
anlatisindaki avlanma sahnelerini konu alan bir betimleme.

35



KAYALL Y., KOKDEMIR, E. EDEBIYAT FAKULTESI (2021)

5. SONUC

Hindistan’in Maharashtra Eyaleti’nde yer alan Acanta Magaralari, sanatsal ve
tarihsel degerleriyle, Buddhist kiiltiir birikiminin giiniimiize kadar aktarilip
yorumlanmasinda oldukca énemli bir yere sahip olmustur. Iki farkli donemde
olusturuldugu diisiiniilen bu magaralar, Buddhist mimarinin ve Hint kaya
oymaciligmin en dikkat cekici eserleri arasinda yer almaktadir. Magara
duvarlarma islenen fresklerle zenginlestirilmis bu mimari yapilar,
kesfedildikleri tarihten itibaren, Hint’e dair tasidig1 sanatsal, tarihsel ve
kiiltiirel deger sebebiyle arastirmacilar tarafindan énemsenmistir. Temasini
cogunlukla dinsel nitelikli 6gelerin olusturdugu duvar resimlerinin bazilarinda
Bodhisatta oykiilerinin yer aldigi Cataka metinlerine ait anlatilarin
betimlendigi goriilmektedir. Buddhist diislinceye ait olan erdemli ve akilct
davraniglart; ahlaki degerleri kazandirmayi hedeflemis anlatilarin tasvir
edildigi bu freskler araciligiyla, aktarilmak istenen 6gretilerin her kesimden
insan  tarafindan  anlasilirhigimin  kolaylastirilmas:1  amaclandigini
diistinmekteyiz.

19. yiizytlm sonlarmma dogru ilk replikalar1 hazirlanan duvar
resimlerinin, 20. yiizyilin ortalarina dogru birbirinden farkli replikalari
hazirlanmig ve ardindan hacimli birer koleksiyona doniistiiriilerek
korunmustur. Calismamiza konu olan ve Nizam yonetimi doneminde
olusturulup giiniimiize degin ulastirilan bu koleksiyon ise Hindistan’in
Hyderabad sehrindeki Telangana Eyalet Arkeoloji Miizesi’'nde Acanta
Galerisi ismiyle anilmaktadir. S6zii edilen galerideki fresklere ait replikalarin
konusunu olusturan Cataka anlatilarinin tasvirleri ise I. X. ve XVII numarali
Acanta magaralarinda yer almaktadir. Bu ¢alisma ile ad1 gecen magaralarda
yer alan replika duvar resimleri tespit edilmis ve spot sahneler barindiran
betimlemeler; Buddhist kiiltiir, Hint kiiltiirii ve Cataka yazn tiirii liggeninde
iligkilendirilerek, anlatilardaki 6zellikleriyle birlikte yorumlanmistir. Ayrica
Acanta Galerisi 6zelinde duvar resimlerinin her biri ¢alisgmamiz igerisinde
listelenerek gorsel betimlemelerine ait olan Cataka anlatilart dilimize
cevrilerek eslestirilmistir.

I numarali magaraya ait fresklerdeki betimlemeler; Campeya Cataka
ve Mahacanaka Cataka’da yer alan anlatilardan yararlanilarak
olusturulmustur. Bu anlatidan hareketle olusturulan duvar resminde; yilan kral
Campeya, esi Sumana ve etrafindaki ¢alisanlar ile halkin tasvir edildigi spot
sahne resmedilmistir. Bu anlati ile, Hint’e ait y1lan kral mitolojik 6gesinin yam
sira, Buddhist ahlakin 6ngordiigii bicimde, diinyevi hirslardan arinma, orug
tutma, kefaret 6deme gibi degerlere atifta bulunulmustur. I numarali magaraya
ait baska bir duvar resminin betimleme unsurunu barindiran Mahacanaka
Cataka’ya ait anlatida ise agabeyinden kralligi almak isteyen Polacanaka
betimlemesi yer almaktadir. I numarali magarada yer alan ve Bodhisatta
Vacrapani olarak adlandirilan elinde lotus tutan Bodhisatta tasviri, dogrudan
bu anlatiyr resmetmemesine ragmen, bazi arastirmacilar tarafindan
Mahacanaka Cataka ile iligkilendirilmis bir tasvir olarak kabul edilmektedir.
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Mahacanaka Cataka’ya ait oldugu belirtilen bagka bir tasvirde ise Bodhisatta;
etrafindaki yardimcilari ona hizmet ederken saraydaki tahtinda oturur bir
halde betimlenmistir.

X numarali magarada da Sama Cataka’da yer alan anlatinin tasvir
edildigini gérmekteyiz. Sama Cataka’da merhamet ve pigsmanlik motifinin
yogunlukla islendigini ve Buddhist kiiltliriin en keskin 6gretilerinden olan
canlilara zarar vermeme anlayismin  kazandirilmaya  ¢alisildigim
anlagilmaktadir. X numarali magarada yer alan freskte, Sama’nin anne-
babasiin yilan tarafindan zehirlendigi ve daha sonra Sama’nin onlar1 bulup
eve gotiirdiigl sahne resmedilmistir.

Acanta Galeri’de XVII numarali magaradaki duvar resimlerine konu
olan; Culahamsa Cataka, Chaddanta Cataka, Vessantara Cataka, Mati-Posaka
Cataka ve Sarabha-Miga (Mriga) Cataka’ya ait anlatilarin betimlendigi
replikalar da yer almaktadir. Culahamsa Cataka’dan altin kugunun kralin
yanina gittigi ve kralin onlar1 sarayinda agirladigini betimleyen ilgili duvar
resmi araciligtyla halk: i¢in kendisini feda eden lider kugu ve yardimcisinin
sergiledigi fedakarlik ve cesaret, Buddhist motiflere vurgu yapilarak dikkat
¢ekilmek istenmistir. XVII numarali magaradaki bir baska replika ise
Chaddanta Cataka ile ilgili anlatiya aittir. Bu anlatinin spot sahnesi olarak
Bodhisatta’y1 iki karisiyla birlikte gérmekteyiz. Ayrica replika freskte fili
oldiirmeye gelen avci da ayrintilariyla resmedilmistir. XVII numarali
magaradaki replikalarin ait oldugu bir diger anlat1 da Vessantara Cataka’ya
aittir. Kendisinden bir sey isteyenleri geri ¢evirmemek igin elindeki her
seyden feragat eden kisinin, diger dogumunda Buddha olarak diinyaya
gelecegine dair bir 6ngdrii yaratan bu anlati; Buddhist kiiltiire ait comertlik ve
yardimseverlik motifleri ile zenginlestirilmistir. Bu anlatinin resmedildigi
replikada; bir prens olarak dogan Bodhisatta’nin, karist ve cocuklariyla
birlikteligini gosteren saray hayatindan bir kesit bulunmaktadir. Mati-Posaka
Cataka’nin betimlendigi replikada ise Bodhisatta, gelenek oldugu tizere bir fil
bigiminde diinyaya gelmis haliyle karsimiza ¢ikmaktadir. Kendisine karsi
yapilan yanliglara karsi bile merhamet, yardimseverlik ve erdemlilikle
yaklagmanin iyiligini vurgulayan bu anlati Buddhist dinsel ritiiellerinden de
izler barmmdirmasi agisindan kiymetlidir. Bu anlatinin resmedildigi freskte,
anlatinin pek ¢ok boliimiinden unsurlar barindiran ¢oklu bir betimlemeyle
karsilasmaktayiz.  Son olarak Sarabha-Miga (Mriga) Cataka’nin XVII
numarali magaradaki izlerinde; Bodhisatta’yr erkek bir geyik olarak
gormekteyiz. Bu anlatida da fedakarlik, merhamet ve yardimseverlik
motiflerinin; kendisini avlamak isteyen krala karsi merhametle yaklasan geyik
Bodhisatta’nin tutumu iizerinden yansitildig1 anlasilmaktadir. Sarabha-Miga
(Mriga) Cataka’ya dair tasvirin resmedildigi replikada, geyik olarak dogmus
olan Bodhisatta’nin, avlanmasi i¢in ugrasilarmm yer aldigi sahne
betimlenmistir.

Daha o6nce de ifade ettigimiz gibi Cataka anlatilarinin her biri
Buddhist kiiltire ait ahlaki ogretileri, kavramlari, inaniglar1 aktarmasi
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bakimindan olduk¢a 6nemlidir. Bu sebeple biz de bu ¢alismayla, Telangana
Eyaleti Arkeoloji Miizesi 6zelinde, Acanta Galerisi’nin Acanta Magaralari
duvar resimleri koleksiyonu {izerinden; Hint ve Buddhist kiiltiir ile Cataka
anlatilarinin  replika fresklerine olan yansimalarini ele almaya calistik.
Olusturuldugu doneme ait kiiltiirel mirasin aktarilmasinda 6nemli bir rol
oynayan Acanta Magaralart duvar resimleri; ulasmaya calistigi kitleye
iletmeyi amagladig1 ahlaki 6gretileri ve kiiltiirel unsurlar1 aktarmada, edebi bir
iirlin olan Catakalar1 resim sanatiyla sentezlemesindeki basarisindan dolay1
paha bigilmez bir deger tasidigini diisiinmekteyiz. Bu sebeple biz de bu
calismamizla Buddhist sanatin farkli alanlarinda yer alan s6z konusu eserleri,
ortak anlatilar1 vasitasiyla eslestirerek Buddhist ekince dair daha net bir
perspektif sunmak istedik. Boylelikle sonu¢ olarak Buddhist Hint kiiltiirii
merkezli, halkbilim, edebiyat, sanat tarihi ve hatta siyasi tarih disiplinlerini
ilgilendiren bu ¢alisma ortaya ¢ikmis oldu.
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Hatice Bakanlar Mutlu”

ABSTRACT

Nan Shepherd (1893- 1981), a Scottish author and nature lover, entered the literary
scene with her novels Quary Wood (1928), The Weatherhouse (1930) and A Pass in
the Grampians (1933) that focused on the effects of modernity on Scottish rural life
and contributed to the intellectual movement known as Scottish renaissance.
However, it is because of her 1977 memoir, The Living Mountain that she has gained
popularity in recent years. In this mountain memoir, Shepherd shares her impressions
about the years she spent hiking in the Cairngorms, a national park in Scotland. The
Living Mountain can be seen as a pioneering work for its age due to Shepherd’s deep
interest in the non-human animals as well as the natural elements in the mountain
range, her narrative which is not centred on a human but shaped around the non-
human, her sensitivity to anthropogenic ecological problems and the importance she
attached to writing about her bodily sensations and emotions as well as objective
observations during her hikes. The purpose of this study is to analyse The Living
Mountain considering Shepherd’s alleged non-anthropocentrism, ecological
sensitivity and amalgamation of subjective response with objective observations. This
study claims that Shepherd’s memoir can be read as a forerunner of twenty-first
century nature writing, which some ecocritics like Jason Cowley and Alexander J. B.
Hampton prefer to call as “new nature writing”. Twenty-first century nature writing
in Britain is supposedly marked by writers’ ecological awareness, their efforts to
create non-anthropocentric narratives and the importance they attach to their
subjective experiences in nature in addition to objective observations. This paper
discusses how Shepherd managed to integrate these characteristics into her writing,
which can inspire and guide the new generation writers as they tend to show a non-
anthropocentric reaction to the current ecological crisis in their own ways.

“Ogr. Gor., Ege Universitesi, haticebakanlar@gmail.com, ORCID: 0000-0002-9713-
0586
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NAN SHEPHERD’IN THE LIVING MOUNTAIN (1977) iSIMLI
ESERI: YiRMi BiRINCIi YUZYIL BRITANYA DOGA

YAZINININ ONCUSU

oz

Iskog yazar (1893- 1981) ve doga asig1 Nan Shepherd, Isko¢ Ronesansi olarak bilinen
entelektiiel akima katkida bulunan ve modernitenin Iskog kirsal yasamindaki etkileri
tizerine yazdig1 The Quary Wood (1928), The Weatherhouse (1930) ve A Pass in the
Grampians (1933) isimli romanlariyla edebiyat sahnesine ¢iksa da yazarin son
yillarda kazandig1 popiilaritenin asil kaynagi 1977°de basilan The Living Mountain
isimli eseridir. Yazar, bir hatirat olarak degerlendirebilecegimiz bu eserinde, Iskog
milli parklar1 arasinda yer alan The Cairngorms daglarinda gecirdigi yillara iliskin
izlenimlerini paylagmaktadir. Yazarin dagda yasayan insan disi canlilara ve dagi
olusturan elementlere olan yogun ilgisi, tek basina insan1 odagina almayan ve insan
olmayan varliklar etrafinda sekillenen anlatimi, insanin sebep olabilecegi ekolojik
sorunlara yonelik hassasiyeti ve dagda gecirdigi zaman boyunca objektif
gdzlemlerinin yani sira bedensel ve duygusal olarak neler hissettigini yazmaya verdigi
Onem distiniildiigiinde, The Living Mountain kendi ¢agina gore dncii sayilabilecek bir
doga yazini1 6rnegidir. Bu ¢alismanin amaci, The Living Mountain’i Shepherd’in insan
odakli olmayan yaklasimi, ekolojik hassasiyeti ve siibjektif tepkileri 6zelinde
inceleyerek eserin 21. ylizyil Britanya doga yazinina yakinligini ortaya koymaktr.
Jason Cowley ve Alexander J. B. Hampton gibi bazi elestirmenlerce “yeni doga
yazin1” olarak da isimlendirilen 21. yiizyil Britanya doga yazininin, yazarlarin
cevresel kriz konusunda sahip oldugu farkindalik, insan olmayan varliklar i¢in bir
anlati yaratma cabasi ve bunu yaparken anlatilarina siibjektif deneyimlerini dahil
etmeye verdigi onemle kendi ¢izgisini yaratmakta oldugu iddia edilebilir. Bu
¢alismada, i¢inde bulundugumuz ekolojik krize insan merkezli olmayan bir sekilde
tepki gostermek isteyen yeni donem yazarlar i¢in hem bir ilham kaynagi hem de bir
rehber olarak goriilebilecek bu eserinde Shepherd’in bu ¢izgiyi nasil yakaladig:
tartigilmaktadir.

Anahtar Sozciikler: Britanya doga yazini, Nan Shepherd, The Living Mountain, 21.
yiizy1l doga yazini

1. INTRODUCTION

Nan Shepherd (1893- 1981) is a Scottish writer, gardener and hill-walker, in
whose legacy a nature writing competition was started in the summer of 2019
to find the underrepresented voices in nature writing in Britain (“About Nan
Shepherd”, n.d.). Shepherd entered the literary scene in 1930s and 1940s with
her novels The Quary Wood (1928), The Weatherhouse (1930) and A Pass in
the Grampians (1933) (Peacock, n.d.). Lyall (2019) informs that with her three
novels published in 1930s, in which she showed interest in the pressure of
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modernity on rural communities in Scotland, Shepherd greatly contributed to
Scottish cultural revival known as Scottish renaissance (para.4). However, it
is The Living Mountain (1977) that has brough Shepherd into the forefront in
recent years (Peacock, n.d., para.4). A Cambridge professor who stands
among the most well-known English nature writers of the contemporary era,
Robert Macfarlane (2011) points out that even though Shepherd wrote The
Living Mountain in the closing years of the Second World War, it was not
until 1977 that she could have it published (p. xiii). In this article, I would like
to focus on Nan Shepherd’s The Living Mountain, which is her best known
book today although it was neglected for years. | argue that The Living
Mountain, which was written in the second quarter of the twentieth century,
can be seen as a remarkable achievement for British nature writing at a time
when it was facing recognition problems. Also, it can be claimed that The
Living Mountain has contemporary relevance in the current state of British
nature writing because of the writer’s non-anthropocentric attitude, which
enables her to remain attentive to the non-human world in the mountain
without attaching any superiority to human. Her ecological awareness
accompanied by a scientific eye and her personal response to the mountain
range she was utterly in love with also add to the memoir’s strength, for
Shepherd seems to have resolved the subjectivity and objectivity dilemma in
British nature writing, which will be detailed below. Before analysing the
book in terms of the writer’s non-anthropocentric stance, ecological
sensitivity and merger of an objective eye with a personal response, it would
be useful first to have a brief look at twentieth century nature writing in Britain
to understand why The Living Mountain can be regarded as an achievement
for its age and then consider the present state of British nature writing to
appreciate why The Living Mountain has contemporary validity.

2. Nature writing in Twentieth Century Britain

In the twentieth century British nature writing was most of the time trivialized
and the respect afforded to the genre in the Romantic and Victorian literature
was long lost (Hampton, 2018, p. 1). As Macfarlane (2013) puts it, “For much
of the twentieth century in the UK, writing about wildlife or the countryside
was regarded with suspicion tending to contempt” (p. 166). Clark (2011) also
states that in the 1980s there was a consensus in British literary criticism that
“Nature was only a spurious topic in literature, that any account of the natural
world in poetry embodied a mode of false consciousness, an evasion of real
political issues” (p. 15). In fact, discussions around nature writing, which has
a very long history dating back to Antiquity in the west and was greatly
influenced by Romanticism in Britain, had appeared earlier even among
Romantic poets themselves, who are known for their love of nature. For
example, John Clare harshly criticized Keats for metropolitan sentimentality
(Mabey, 2013, para. 1). Clare himself wrote on natural world and rural life,
but he blamed Keats for idealising nature: “The descriptions of scenery are
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very fine, but ... he often described nature as she appeared to his fancies and
not as he would have described her had he witnessed the things he described”
(as cited in Canton, 2012, p. 13). As it is seen, such romanticisation of nature
was disapproved of even by a Romantic poet. In addition, Oscar Wilde's 1889
contemptuous remark about landscape appreciation is worth attention:
“Nobody of any real culture ever talks nowadays about the beauty of sunset.
Sunsets are quite old fashioned. To admire them is a distinct sign of
provincialism of temperament” (as cited in Macfarlane, 2005, para. 11).
Nature writers were, thus, derided.

One of the reasons why the genre was not welcome in the twentieth
century was the attack from writers like Stella Gibbons (Hampton, 2018, p.
454). Hampton (2018) informs that Gibbons, with her comedic novel Cold
Comfort Farm (1932) offered a pastiche of countryside novels by such writers
as Hardy, Lawrence and Bronté (p. 454). In this book, Wilson caricaturized
nature writers as “steeple-climbers in flight from the high waters of
modernity” (as cited in MacFarlane, 2003, para. 3). There was also Evelyn
Waugh who “skewered the plush prose of country diarists in his novel Scoop
(1938) with sentences such as ‘feather-footed through the plashy fen passes
the questing vole’” (MacFarlane, 2013, p. 167). Such a mocking attack on
nature writers has been shared by many other critics and commentators over
the past seventy years (MacFarlane, 2003, para. 3). Such derisive remarks
could have discouraged writers from writing about nature. Raymond
Williams’s The Country and the City (1973) is also claimed to have given
permission to the dismissal of pastoral writing clouding the recognition of
post-pastoral literature (Stenning & Gifford, 2013, p. 1). As a frequently cited
reference book, The Country and the City offers a comprehensive analysis
about the representation of rural life in English literature with a focus on the
social and economic factors that shaped people’s attitude to their landscape.
In this book, Williams criticizes the idyllic and stereotypical representation of
rural life as opposed to the hostile representation of the urban life and claims
that such an idealized representation of the rural area led the social and
economic inequities and the exploitation of natural and human resource to be
ignored (Johnson & Howley, 2000, pp. 146-47). Though The Country and the
City apparently has a Marxist agenda in its approach to writing about the
countryside, it might have caused question marks about nature writing due to
its strongly valid arguments. After all, as Garrard (2004) underlines, Marxist
criticism has challenged even British ecocritics let alone nature writers
themselves (p. 48).

For decades after Gibbons and Waugh, nature writing seemed self-
indulgently sentimental in its longing for oneness with the natural world
(Macfarlane, 2013, p. 167). In addition to exaggerated sentimentalism,
Stenning and Gifford (2013) also mention the lack of philosophical
sophistication in explaining the dismissal of nature writing in the twentieth
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century: “Writing about the British countryside and rural life dwindled in the
mid-to-late twentieth century, perhaps due in part to critical association with
sentimentalism, or a lack of philosophical sophistication, while the
international and urban travel narrative produced bumper crops” (p. 1). Itis
possible that such claims about too much sentimentalism and too little
philosophical sophistication in nature writing cast doubt on the literary quality
of the books written in this field. Moreover, to Stenning and Gifford (2013),
there were also some structural problems concerning the genre: “Finding a
structure for a series of narratives about the external environment is
problematic. It sounds the risk of sounding, to the sceptical British ear,
inauthentic and stagy on the one hand, or indulgently personal and egocentric
on the other” (p. 1). In fact, it appears that this is neither just a simple structural
problem nor an issue of pleasing British readers. This problem could be related
to the question of whether nature writing should be scientific or personal.
Within the tradition of nature writing, be it in the UK or USA, there has been
a divergence of view as to the objectivity of nature writers. Such clash of ideas
was observed in the Romantic period, as well. Canton (2012) reminds us of
the tension between John Clare and John Keats: Clare spent years wandering
in his locale and attached importance to the law of observation in writing about
nature, which provided him with exactitude and expertise in his depiction of
nature while Keats wrote in all emotions (p. 13). Similarly, Smith informs us
that writers like Jim Perrin prefer brute facts and are disturbed by the way
aesthetics distort facts while there is also a tendency that opposes the
endorsement of nature as an object as if it was something that we could know
the true character of through science (2012, pp. 114-15). The lack of a shared
attitude among the practitioners of nature writing about whether the genre
should be entrusted to a scientific eye or a personal experience might have
prevented its establishment in a consistent way, too.

In brief, British nature writing of the previous century has been
challenged from diverse perspectives. It has been cartooned variously as
reactionary ruralism or as sentimentalism for a prelapsarian age of at-one-
with-natureness, and all this hostility caused nature writing to be threatened
with extinction in Britain (MacFarlane, 2003, para. 3). Macfarlane (2003)
notes that “Since Gibbons, it has been increasingly hard to write about ‘nature’
with a straight face, and to expect a serious reception in Britain” (para. 2). As
a result, the public voice of the individual who attempts to interact with nature
has been gradually replaced by the objective voice of the expert, which left
nature writing to scientists (Hampton, 2018, p. 455). In other words, as
Hampton (2018) notes, twentieth century British nature writing was shaped
more by naturalists, geologists and biologists than by writers (p. 455).

Though the criticism addressed at twentieth century British nature
writing sounds harsh, it is an undeniable fact that British nature writing
remained weak compared to American nature writing of the same era. In
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Macfarlane’s (2003) view, the reason why nature writing did not flourish in
Britain of the twentieth century is twofold:

Tradition's decline might be laid at the door of the kind of
selfhood that has come to predominate in Britain: an acrid
mixture of the acquisitive-materialist and the secular-
humanist, which regards “nature” as a commodity, in no way
connected with human enterprise. It might also be linked with
changing employment patterns, which mean that more people
work further away from where they live and move more
frequently ... and there is a diminished sense of interest in any
place in particular, outside one's immediate, and often
temporary, domestic sphere. (para. 9)

In the interview conducted by Ramos (2012), Kerridge said that the
popularity of nature writing in Britain has fluctuated throughout its long
history, with a decline after the Second World War (p. 137). According to
Kerridge, nature writing was popular in the inter-war period as soldiers who
survived the first war turned to the love of wild nature, which resulted in the
genre to be associated with war trauma (as cited in Ramos, 2012, p. 137). After
the second war, however, Kerridge says the genre lost its appeal because the
ideological context was marked by war-related concerns such as a desperate
wish to avoid another war with Germany (as cited in Ramos, 2012, p. 137).
Nature writing in Britain was obviously disrupted by the Second World War.
However, the apparently fragile outlook of twentieth century British nature
writing does not mean that there was no work at all that merited appreciation.
According to Macfarlane (2017), J.A Baker’s The Peregrine (1967) and Nan
Shepherd’s The Living Mountain (1977) are examples of the twentieth century
nature writing masterpieces (para. 15). Thus, it is possible to allege that such
pioneering books and the conditions emerging in the twenty-first century
changed the course of nature writing in Britain.

3. Contemporary Nature Writing in Britain

With the turn of the twenty-first century, a group of writers began to challenge
the view that nature writing should be strictly neutral and scientific, and they
have been trying to rehabilitate British nature writing in a way to re-give voice
to individual experience with nature (Hampton, 2018, p. 455). Twenty-first
century nature writers seem to have determined their stance in the opposition
between facts and aesthetics in nature writing: They are in between just as
Shepherd was. According to Smith (2012), in contemporary nature writing,
neither purely scientific nor purely personal method is welcome because “The
distinctions between nature and culture are more blurred, as are the shifts in
perspective between subjective, intersubjective and objective” (p. 115).

Indeed, it is possible to say that twenty-first century nature writers are
now confidently getting on the stage. Drawing attention to the renaissance that
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nature writing has recently enjoyed in Britain, Macfarlane (2013) points at
two factors: One is the disembodiment people are increasingly feeling as they
are spending more and more time in air-conditioned environments, and the
second is the global ecological crisis we are currently facing (p. 167).
Macfarlane brings literally vital and urgent reasons to our attention in
explaining why people are increasingly tending to read and write about nature.
People obviously need to re/connect with nature before it is too late.

In today’s Britain, best-selling works are by nature writers such as
Roger Deakin, Kathleen Jamie, Richard Mabey, Helen MacDonald and
Robert Macfarlane, which can be regarded as a proof that “new nature
writing” is now an established trope (Hubbard & Wilkinson, 2019, p. 253).
Beaufils (2018) draws attention to what she calls the return of British nature
writing in the twenty-first century making a reference to the popularity of
nature writing in Great Britain in numbers: “The numbers show that sales in
the ‘animal and wildlife’ category have increased significantly, from 426,630
books sold in 2012, to 663,575 books sold in 2015” (para. 6). In addition, there
are new organisations springing up like Two Ravens Press started in Isle of
Lewis, Scotland in 2006 to publish books and a magazine on nature and Little
Toller started in Dorset in 2008 to republish rural classics encouraging a line
of new and young authors to respond to this tradition in their own way (Smith,
2013, p. 30). These developments are a sign that a new literary movement is
on the way. Also, a significant number of book reviews published in some
leading British newspapers such as The Guardian have been dedicated to
nature writing. Among them, Madeleine Bunting’s book review of Mark
Cocker’s Crow Country (2007) is particularly important. In this book review,
Bunting (2007) highlights the fact that a counter-cultural genre which
advocates patient attentiveness to what is immediately around us and which
calls for reconnection with nature in an age of virtual reality is emerging (para.
5). Referring to this book review, Smith (2013) informs us that a literary
movement known as “the new nature writing” began to be noticed in the
popular press in 2007 (p. 5). In addition, Moran (2014) underlines that “The
term ‘new nature writing’ entered public consciousness in Britain in the late
2000s in a series of widely discussed books and a special edition of Granta
magazine under that title” (p. 49). It was the editor, Jason Cowley who first
identified and named “new nature writing” in that 2008 special edition which
covered Robert Macfarlene’s The Wild Places (2007), Kathleen Jamie’s
Findings (2005), Mark Cocker’s Crow Country and Richard Mabey’s Nature
Cure (2005) (Smith, 2013, p. 3). What Cowley (2008) meant by new nature
writing as opposed to old nature writing was as follows:

When we began to commission articles for this issue, we were
interested less in what might be called old nature writing — by
which | mean the lyrical pastoral tradition of the romantic
wanderer — than in writers who approached their subject in
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heterodox and experimental ways. We also wanted the
contributions to be voice-driven, narratives told in the first
person, for the writer to be present in the story, if sometimes
only bashfully. The best new nature writing is also an
experiment in forms: the field report, the essay, the memoir,
the travelogue. (p. 10)

In fact, this special edition of the British literary magazine with such
an introduction is claimed to have marked the establishment of a movement
that has grown exponentially (Hampton, 2018, p. 455). Smith (2013) indicates
that the movement began to receive academic interest through publications in
academic journals and with David Matless’s paper “Nature Voices” (p. 6).
Matless (2009), a professor of cultural geography reviewed Mark Cocker’s
Crow Country (2007), Roger Deakin’s Wildwood (2006), Richard Mabey’s
Beechombings (2007) and Robert Macfarlane’s The Wild Places (2007) and
qualified these four books as ““Nature voices’ in their speaking up for things
animal, vegetable or mineral ... with reflexivity concerning past conventions
of nature writing and attention to uncertain boundaries of culture and nature”
(pp. 178-179). Matless (2009) claims that these works mark out a current
British context drawing attention to their widespread press coverage, which
could be signalling a new nature bandwagon in a time of anxiety over local
and planetary futures (p. 179). Considering the works included in the special
edition of Granta, Cowley (2008) also accentuates the anxiety felt by authors.
He explains that the authors in the edition all have the feeling that we are
devouring our world and humankind has left no landscape or ecosystem
untouched by its members (p. 9). Thus, twenty-first century British nature
writing, namely “new nature writing”, is marked by a feeling of anxiety about
the ecological crisis we are in as well as writers’ attempt to speak up for the
non-human rather than a romantic quest for a self to be found in nature. In
this regard, writers seem to be turning their attention to the non-human and
move away from self-centred narratives just as Shepherd did in The Living
Mountain. In their attempt to write about the non-human nature, nature writers
also seem to be challenging separations like human-non-human, subjectivity-
objectivity and scientificness-literariness.

4. Nan Shepherd’s The Living Mountain (1977)

Although The Living Mountain can be read as a mountain memoir, it is not
that easy to categorise it. Bell (2014) notes that “On the surface it is an attempt
to explore the Cairngorms and document the experience of walking in the
mountains, but it is more deeply concerned with the sense of transcendence
offered to those who are attuned; travel writing, nature writing, philosophical
quest — all three are interconnected in The Living Mountain” (Bell, 2014, p.
129). In the introduction to the book, Macfarlane (2011) also admits that The
Living Mountain is hard to describe: “A celebratory prose-poem? Geo-poetic
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quest? A place-paean? A metaphysical mash-u of Presbyterianism and the
Tao? None of these descriptions quite fits the whole, though it is all of these
things in part” (p. Xv). Macfarlane (2011) informs us that Shepherd wrote The
Living Mountain in the closing years of the Second World War, but she got it
published in 1977 probably because she was discouraged by the novelist, Neil
Gunn, who said that it would be difficult to find a publishing house willing to
publish it (pp. xii-xiii). Bell (2014) indicates that “The Living Mountain, it
seems, was too difficult a text to be assimilated into its age, not purely as a
consequence of the economics of publishing, but also due to the impossibility
of its very categorisation” (p. 132). However, apart from the difficulty in
classifying the book, the absence of the human element in it could have caused
it to be kept in the drawer. In the aftermath of a world war, a book written on
a mountain range without much reference to the war except for the image of
plane crashes and blackout nights might not have received appraisal.
Moreover, Shepherd chose to write about the mountain itself. To be more
specific, she wrote about the mountain range not because what the mountain
offered to her or its human inhabitants but simply because she loved the
mountains for what they were. Thus, her narrative is not self-centred. It is not
even human centred. Shepherd had no expectation from the mountain unlike
other people who climbed it: “The talking tribe, I find, want sensation from
the mountain...They want the startling view, the horrid pinnacle...Yet, often
the mountain gives itself most completely when I have no destination, when |
reach nowhere in particular, but have gone out merely to be with the mountain
as one visits a friend with no intention but to be with him” (Shepherd, 2011,
p. 15). As can be seen from this statement, Shepherd values the mountains
merely for their intrinsic value. Her selfless attitude to the mountain range is
arguably one factor that makes The Living Mountain exceptional for its age.

Shepherd (2011) organized her book in twelve chapters, which are
respectively “The Plateau”, “The Recesses”, “The Group”, “Water”, “Frost
and Snow”, “Air and Light”, “Life: The Plants”, “Life: Birds, Animals,
Insects”, “Life: Man”, “Sleep”, “The Senses” and “Being”. As the titles of the
first nine chapters show, Shepherd (2011) does not create a self-centred plot
but rather attempts to offer narratives for diverse elements of nature without
excluding human. From the way she dedicates separate chapters to the non-
human, it can be inferred that she recognizes the ontological status of the
mountain range including its inhabitants and the elements it hosts, which
makes her narrative non-anthropocentric. From this perspective, it can be
claimed that Shepherd had what Leopold (1949) called “the land ethic”.
Leopold’s concept of land ethic is a moral code of conduct that grows out of
the recognition that the relationships between people and land are intertwined
(“The Land Ethic”, n.d.). Leopold expands the scope of ethics to soils, waters,
plants and animals, all of which he calls “land” and argues that care for people
cannot be separated from care for land (“The Land Ethic”, n.d.). In Leopold’s
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(1949) words, “The land ethic simply enlarges the boundaries of the
community to include soils, waters, plants, and animals, or collectively: the
land” (p. 434).

In Chapter 8, where Shepherd gives a mention to the animals, birds
and insects in the Cairngorms, she beautifully stretches the boundaries of the
community. For example, she refers to golden eagles that live on the mountain
not because of the feeling that the sight of eagles triggers in her but because
of what the eagles simply are. While Shepherd (2011) is on the mountains, she
once comes across two young boys who want to climb Ben MacDhui, the
highest summit in the Cairngorms just to see a golden eagle, and it is
understood from this encounter that seeing a golden eagle is a rare possibility
that attracts some hikers to the hills (pp. 62-63). Different from the young
hikers she ran into, Shepherd considers walking the hills as an end in itself.
Seeing a rare animal or climbing the summit is not really her objective. Yet
still, when she reaches a summit cairn, she sees a golden eagle rise to the sky
as the wind blows. She is apparently amazed by the eagle’s speed and strength
in the wind and writes “The more powerful the wind the more powerful the
flight of the bird... the eagle, like the moss campion, is integral to the
mountain. Only here, where the wind tears across desolate marches, can it
prove the utmost of its strength” (Shepherd, 2011, p. 62). The way she
responds to the unexpected sight of the eagle is non-anthropocentric as she
immediately realizes the eagle’s interconnection with the mountain and the
wind instead of mentioning how she herself felt about this experience. In her
description of the encounter with the eagle, she first remains in the background
and when she turns to herself, she writes “Imagination is haunted by the
swiftness of the creatures that live on the mountain- eagle and peregrine
falcon, red deer and mountain hare” (Shepherd, 2011, p. 64). Although she
implies that she is fascinated by the swiftness of the eagle, she does not tend
to romanticize the animal. She even provides a scientific explanation and
points out that “The reason for their swiftness is severely practical: food is so
scarce up there that only those who can more swiftly over vast stretches of
ground may hope to survive” (Shepherd, 2011, p. 64). It should also be noted
that Shepherd’s respect for the eagle does not involve any fetishisation of the
animal, for she compares a golden eagle to a moss campion, a mountain-
dwelling wild flower. Apparently, in her view, both are equal parts of the
mountain ecosystem though even the adjective “golden” eagle hints the
privileging of this species against the others by language.

Leopold (1949) says that to be able to develop an ethical relation to
land, one needs to have love, respect and admiration for it in addition to a high
regard for its value, which is definitely not defined by the economic gain it
would bring to people but by its existence per se (pp. 446-48). Shepherd’s
eco-centred attitude to the eagle dovetails with Leopold’s understanding. This
non-anthropocentric attitude to the nonhuman without any aim of
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instrumentalising, romanticising or fetishising it is arguably what makes The
Living Mountain a pioneering example for contemporary nature writers. To
Cowley (2008), new nature writers react to the state we are in not by walking
into the wild or rhapsodizing but rather by trying to observe nature with a
scientific eye and write about it with a literary effect (p. 9), and this is what
Shepherd skilfully does.

In this vein, humans are represented in The Living Mountain just as
the other living species in the ecosystem of the Cairngorms. Shepherd mostly
takes solitary walks when she goes to the mountains, and throughout the book
she rarely mentions her personal experiences with other hikers or climbers. In
Chapter 9 titled “Life: Man”, while she mentions the crofters, farmers and
gamekeepers living at the skirts of the mountains, she does not tend to offer
any characterization or create a storyline for the people she alludes to. In the
way it is organized, this chapter is not different from the chapters dedicated to
the elements, plants or other animals of the Cairngorms. When viewed from
this aspect, The Living Mountain erases the hierarchical opposition between
human and non-human, culture and nature. In her article titled “New British
Nature Writing”, Lilley (2017) argues that “The senses of place, nature, and
humanity familiar to the cultural and ecological landscapes of Britain have
become less certain, and the means by which they might be depicted and
interpreted have become more precarious in response” (p. 11). Lilley’s
argument about today’s less certain divisions between nature and culture must
have already been accepted by Shepherd that when she wrote The Living
Mountain, she did not make an essential distinction among the living
organisms that constitute the Cairngorm ecosystem but offered an
experimental way of writing about human and non-human on an equal basis.

In fact, such an attempt to remove binary oppositions signals a change
in the anthropocentric mindset, which has privileged human against the rest
of the planet since at least the Antiquity. As is known, “By firmly demarcating
the human subjective world from the external realm of objects, classical
science has placed human subjectivity in privileged opposition to the
observable universe, positing that the latter and its governing rules could be
understood through observation and experimentation” (Hutchings, 2007, p.
178). Shepherd challenges this human-centred thought system. This shift in
the mindset is a characteristic of contemporary nature writing. Mabey (2013)
maintains that “Most of us prefer to think of ourselves just as writers, who
simply wish to embrace a rather larger than usual cast of characters, the other
beings and landscapes with which we share the planet — and to respect them
as subjects not simply objects” (para. 4). In the way she represents humans
on an equal footing to other beings, Shepherd obviously achieved the bio-
centric goal, which Mabey put forward.
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Another important point about the depiction of humans in The Living
Mountain is that Shepherd, a lover of the Cairngorms, does not provide a
purely idyllic or pastoral representation when she gives an account of the lives
of mountain people. She objectively informs the reader that the life on the
mountain is hard: “The crofter’s wife can’t go to her brother’s funeral in
January, because the cows are beginning to go dry and if a stranger milks
them, they may cease to yield altogether, and there’s the income gone and
milk to be bought forbye” (Shepherd, 2011, p. 81). She touches upon the
difficulty of providing water and washing, as well:

Sometimes there is no well- no spring rises within reach of the
house, but all the water to be used must be carried from the
burn, up steep and toilsome banks. Then the washing is done
in the centuries-old fashion, down at the foot of the banks in
the burn itself- sometimes on a windy day | have seen smoke
rising, and caught the wink of fire, and coming near seen a
great cauldron in a sheltered nook beside the burn and figures
of women moving around it. (Shepherd, 2011, p. 81)

As it is seen above, Shepherd’s depiction of the difficulties of
mountain life does not involve dramatization or sentimentalisation. Williams
(1973) criticizes the nostalgic accounts of rural life in country writing, which
he thinks has marked English country writing tradition: “Against sentimental
and intellectualised accounts of an unlocalised ‘Old England’, we need,
evidently, the sharpest scepticism” (p. 10). Williams (1973) rejects the given
existence of “old Englands to which we are confidently referred” and instead
offers to look at country writing with a critical eye (p. 12). Williams (1973)
warns the reader that in late nineteenth century “A traditional and surviving
rural England was scribbled over and almost hidden from sight by what is
really a suburban and half-educated scrawl” (p. 258). Shepherd (2011) seems
to have kept away from the nostalgic representations of rural life, which
Williams criticized. On the other hand, it should be remembered that in The
Country and the City, Williams (1973) invites his readers to think critically
about the rural life as depicted in English country writing taking into
consideration its social and economic dimensions and tries to discourage
readers from being trapped by idyllic representations. In this regard, The
Living Mountain fails to answer Williams’ criticism completely. Shepherd’s
portrayal of the life in the Cairngorms hardly contains any critical perspective
in social or economic sense because she is not focused on human society or
human problems. For example, as she refers to the young people who want to
leave the mountains for better living conditions, she does not elaborate on
socio-economic problems they might have encountered living on the
mountains. Nevertheless, she can sympathise with them. She admits that “In
these crannies of the mountains, the mode of supplying elemental needs is still
slow, laborious and personal” (Shepherd, 2011, p. 82). She confesses that “If
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| had to do these things every day and all the time | should be shutting the door
on other activities and interests; and | can understand why the young people
resent it” (Shepherd, 2011, p. 82). However, she makes it clear that young
people’s unwillingness to stay on the mountains is not to be generalized: “Not
all the young want to run away. Far from it. Some of them love these wild
places with devotion and ask nothing better than to spend their lives in them”
(Shepherd, 2011, p. 82). As these examples reveal, Shepherd tries to remain
objective in her depiction of the mountain people’s lives without elaborating
on possible socio-economic problems.

As Shepherd describes the life of mountain people, she also contrasts
them with climbers without polarising mountain dwellers and mountain
visitors. She highlights that mountain people welcome mountain climbing and
tolerate people who wish to prowl at night and sleep in the open, but they do
not support winter climbing due to the risks it involves: “They have only
condemnation for winter climbing. They know only too well how swiftly a
storm can blow up out of a clear sky, how soon the dark comes down, and
how terrific the force of a hurricane can be upon the plateau and they speak
with a bitter realism of the young fools who trifle with human life by
disregarding the warnings they are given” (Shepherd, 2011, p. 84). Shepherd
(2011) attempts to show the mountain life from the perspective of mountain
people rather than reducing their life to an outsider’s gaze. Nevertheless, no
matter how objective she tries to be in her portrayal of the mountain people,
she already had feelings for them whether she made acquaintance with them
or not: “Many forceful and gnarled personalities, bred of the bone of the
mountain, from families who have lived nowhere else, have vanished since |
first began climbing here” (Shepherd, 2011, p. 85). Her hidden lament for the
dwindling number of mountain families becomes much more evident when
she shares the names of certain people she became friends with during her
hikes. For example, she attends the funeral of Big Mary, an elderly mountain
woman who died at ninety. Shepherd knew her in person and loved her:
“Someone (whom I bless) had made a wreath for her, from heather and rowan
berries, oats, and barley and juniper, the things she saw and handled day by
day” (Shepherd, 2011, p. 88). The way Shepherd (2011) writes about Big
Mary’s funeral proves that Shepherd does not content herself with giving a
crude account of mountain life, and she is open to reflecting her feelings,
which new nature writers like to do, as well. Hampton (2018) argues that new
nature writers do not want to devaluate their subjective experience (p. 458).
Shepherd does not erase her subjective experience. Just as The Living
Mountain is not centred on Shepherd as the only subject in the narrative, it is
not deprived of Shepherd herself as a subject, either.

The human element in The Living Mountain is not limited to the
mountain dwellers. Shepherd also turns a critical eye on human presence on
the mountains. When she is up in the hills, she sees nobody and hears no one,
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but she underlines that she feels man’s presence: “I am touched at many points
by his presence. His presence is in the cairns, marking the summits, marking
the paths, marking the spot where a man has died, or where a river is born”
(Shepherd, 2011, p. 76). She refers to cultural elements: “Man’s presence too
is in the map and the compass | carry, and in the names recorded in the map,
ancient Gaelic names that show how old is man’s association with scaur and
corries” (Shepherd, 2011, p. 77). Given that Shepherd highlights the human-
made marks on the geographical formations, the tools such as the map and the
compass used to find direction and the names given to scaur and corries, it can
be argued that she implies the interconnectedness of culture and nature. It is
possible to see the impact of culture even up on the hills. Shepherd’s allusion
to cultural elements, however, does not involve the celebration of culture to
the detriment of nature. It turns out that Shepherd is critical rather than
appreciative of man’s presence on the mountains, for she emphasizes his
destructive effect on the ecosystem:

Man’s touch is on the best creation, too. He has driven the
snow bunting from its nesting-sites, banished the capercailzie
and re-introduced it from abroad. He has protected the grouse
and all but destroyed the peregrine. He tends the red deer and
exterminates the wild cat. He maintains, in fact, the economy
of the red deer’s life, and the red deer is at the heart of an
economy that covers this mountain mass and its surrounding
glens. (Shepherd, 2011, p. 80)

Man’s banishing one species only to re-introduce it as well as his
caring for one species while killing out another can be regarded as an arbitrary
and dominating practice exercised by man upon the non-human. The attention
Shepherd pays to the signs of such abuse during her walks demonstrates that
she was ecologically conscious. Shepherd was obviously a mismatch for her
time in terms of her ecological awareness because people’s attention was then
directed to the world war. Kerridge informs that after the second war the
ideological context was marked by war-related concerns such as a desperate
wish to avoid another war with Germany (as cited in Ramos, 2012, p. 137).
Smith (2012), on the other hand, claims that in Shepherd’s time, nature writing
in Britain had a nationalistic tone: “The myth of nationalism seems
unshakeable from the landscape painting and literature of the 1930s and, of
course, only intensifies with the onset of the Second World War” (p. 13).
Whether nature writing was an escape for the survivors of the war or a tool of
nationalistic propaganda, it is clear that the Second World War delayed the
questioning of human’s place in and attitude to nature. In fact, it was only
with the environmental movement of the 1970s that the public was awakened
to ecological issues as the 1973 polls conducted among the then nine members
of the European community revealed that pollution was seen as the most
important problem leaving behind inflation, poverty and unemployment
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(Schleicher, 1989, p. 260). Shepherd seems to have developed ecological
sensitivity much earlier than the environmental movement. MacFarlane
(2011) says that The Living Mountain is a book which embodies ecological
principles without being overtly environmental (p. xxiv). Shepherd’s
perceivable ecological awareness at a time when environmental concerns had
not yet been popularised sets her book as a model for new nature writers.
Macfarlane (2015) draws attention to responsive consciousness of
contemporary nature writers: “The best of the recent writing is ethically alert,
theoretically literate and wary of the seductions and corruptions of the
pastoral. It is sensitive to the dark histories of landscapes and to the structures
of ownership and capital that organise — though do not wholly produce — our
relations with the natural world” (para. 14).

Shepherd’s ecological sensitivity expands to the elements, as well. For
example, in Chapter 4 titled “Water”, where Shepherd mentions the waters in
the Cairngorms, be it in the form of rivers, lochs, snow or mist, she gives
prominence to water itself as a power, not water being a natural resource
disposable for the use of human:

When the snows melt, when a cloud bursts, or rain teems out
of the sky for days on end without intermission, then the burns
come down in spate. The narrow channels cannot contain the
water, which streams down the hillsides, tears deep grooved
in the soil, rolls the boulders about, brawls, obliterates paths,
floods burrows, swamps nests, uproots trees and finally
reaching the more level ground, becomes a moving sea.
(Shepherd, 2011, pp. 26-27)

With this poetic description of water and the diverse states it is found
in, it seems that Shepherd accepts its intrinsic value and yields to its irresistible
strength. Referring to the drownings in Scottish streams, she notes: “For the
most appalling quality of water is its strength. | love its flash and gleam, its
music, its pliancy and grace, its slap against my body; but | fear its strength. |
fear it as my ancestors must have feared the natural forces they worshipped”
(Shepherd, 2011, p. 27). As it is seen, Shepherd does not abstain from giving
place to her emaotions and feelings in nature, and when she does, she does not
necessarily feature eulogic or epiphanic moments.

In Nature Cure (2005), Mabey criticizes the tendency to suppress
subjective response to nature in British Nature writing: “It’s become
customary, on this side of the Atlantic, stiffly to exclude all such personal
narratives from writings about the natural world, as if the experience of nature
were something separate from real life, a diversion, a hobby; or perhaps only
to be evaluated through the dispassionate and separating prism of science” (as
cited in in Hampton, 2018, p. 458). Shepherd seems to have foreseen this
criticism and includes her personal response to the Cairngorms. She dedicates

54



BAKANLAR MUTLU, H. EDEBIYAT FAKULTESI (2021)

the last three chapters of her book to how she herself feels in the mountains,
both physically and intellectually. In the introduction, MacFarlane (2011)
notes that “[The book] is so full of life, death, body, gusto, touch and —subtly-
sexuality. To Shepherd, being on the mountain is a profoundly physical
experience” (p. xxvii). In Chapter 10 titled “Sleep”, Shepherd (2011) writes:
“No one knows the mountain completely who has not slept on it... One neither
thinks, nor desires, nor remembers, but dwells in pure intimacy with the
tangible world” (p. 90).

Her description of the moment of falling asleep on the mountain
reveals how she gets to feel embedded and immersed in the mountains. The
idea of human’s being a part of the entire ecosystem is, thus, physically
exposed. Physicality comes to the forefront also in Chapter 11 titled “Senses”.
To illustrate, Shepherd (2011) shares with the reader that she enjoys walking
barefoot: “Once my shoes are off, I am loth to put them on again. If there are
grassy flats beside my burn, | walk on over them, rejoicing the feel of the grass
to my feet; and when the grass gives place to heather, | walk on still... Dried
mud flats, sun-warmed, have a delicious touch, cushioned, and smooth...” (p.
103). Shepherd (2011) takes pleasure in bodily and sensory experiences in the
mountains: “Walking thus, hour after hour, the senses keyed, one walks the
flesh transparent. But no metaphor, transparent, or light as air, is adequate.
The body is not made negligible, but paramount. Flesh is not annihilated but
fulfilled. One is not bodiless, but essential body” (p. 106). However,
Shepherd’s insistence on bodily experiences does not mean that she separates
mind from body. On the contrary, she implies that she can reach total oneness
on the mountains: oneness of her body and mind and oneness with nature. As
she puts it, “I have walked out of the body and into the mountain. I am a
manifestation of its total life, as is the starry saxifrage or the white-winged
ptarmigan” (Shepherd, 2011, p. 106).

Shepherd’s personal response to the mountain is frequently enriched
by her bodily and sensory experiences. Her emphasis on mountain hiking as a
bodily and material experience matches with what is called new materialisms,
which is a recent orientation in ecocriticism that puts emphasis on matter.
lovino and Oppermann (2012) argue that with the material turn that objected
to the dematerialization of the world by postmodern and poststructuralist
thinking, “The new attention paid to matter has emphasized the need for
recalling the concreteness of existential fields with regard to bodily dimension
and to non-binary object-subject relations” (p. 76). Shepherd (2011) seems to
have embraced this bodily dimension and rejected mind/body opposition
much before the material turn in humanities: “I began to see that our devotions
have to more to do with our physiological peculiarities than we admit. | am a
mountain lover because my body is at its best in the rarer air of the heights
and communicates its elation to the mind” (p. 7). From this standpoint,
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Shepherd goes far beyond her time, again. Macfarlane (2011) also thinks that
the attention paid to body by Shepherd has a contemporary relevance:

More and more of us live more and more separately from
contact with nature. We have come increasingly to forget that
our minds are shaped by the bodily experiences of being in
the world- its spaces, textures, sounds, smells and habits- as
well as by genetic traits we inherit and ideologies we absorb.
We are literally losing touch, becoming disembodies, more
than in any previous historical period. Shepherd saw this
process starting over sixty years ago, and her book is both a
mourning and a warning (p. Xxxi).

5. CONCLUSION

To conclude, with The Living Mountain, Shepherd broke a new ground in
nature writing, posthumously though. Although the book had to be published
a long time after it was written for reasons which can be further detailed in a
separate study, it has managed to earn critical acclaim in recent years helping
to pay Shepherd the due respect. As the organization committee of the Nan
Shepherd Prize acknowledges, “Nan Shepherd is one of our most beloved
authors and while her classic of nature writing The Living Mountain took three
decades to first find a publisher, today the book is recognised as a masterpiece
and Nan is inspiring a new generation of writers” (“A new literary prize”).
This article attempted to show how Shepherd, with her The Living Mountain,
can now be a source of inspiration for contemporary nature writers, who
contribute to the revival of British nature writing in their own ways:
Shepherd’s interest in the non-human nature makes her narrative non-
anthropocentric. Her attention to human influence on the mountain range
shows her ecological sensitivity. Her inclination to provide scientific
information about the non-human elements shows her objective eye. The
importance she attaches to her own emotions and bodily sensations in the
mountain highlights her skill in bringing together subjectivity and objectivity
in writing about nature. All these aspects add to the book’s contemporary
relevance making it pioneering for its age, when British nature writing was in
a fragile condition. As Greig says, it is “Hard to believe it was written in the
Forties; it anticipates by sixty years aspects of the ‘Nature writing’ of our
time” (as cited in Bell, 2014, p. 128). Thus, The Living Mountain can be read
as a powerful example of nature writing which stands as a bridge with one
foot in the twentieth century and the other in the twenty-first century
encouraging contemporary nature writers to write from a non-anthropocentric
and ecologically aware viewpoint without having to choose between scientific
facts and personal responses.
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PRAGMATIC FUNCTIONS OF ‘PARDON’ IN TURKISH
CORPUS

Melike Bas”
ABSTRACT

This corpus-based study aims at investigating the pragmatic uses of the word “pardon’
in Turkish. Concordance lines from Turkish National Corpus (i.e., TNCv.3) were
analyzed and categorized in terms of the pragmatic and discourse functions of the
word pardon. The findings reveal that the lexical meaning of pardon is extended into
several illocutionary functions in addition to its dictionary definition: a light apology,
self-repair, soft opposition, taking attention, interruption, request for repetition and
metonymic use of fault/forgiveness. The quantitative findings demonstrate that
pardon is more frequently used as a discourse marker than an apology form. The study
shows how a single lexeme may gain different functions in language use independent
of its original semantic content, and corpora provide invaluable data for
discourse/pragmatic analyses.

Keywords: pardon, pragmatic function, corpus, discourse marker

TURKCE DERLEMDE ‘PARDON’UN EDIMBILIMSEL
ISLEVLERI

(074

Bu derlem-temelli ¢alisma Tirkgedeki ‘pardon’ sdzcligiiniin edimbilimsel
kullanimlarint arastirmay1 amaglamaktadir. Tiirkce Ulusal Derlem’den (TNCv.3)
¢ekilen esdizim satirlari, ‘pardon’ sdzciigliniin edimbilimsel ve sdylemsel islevleri
acisindan incelenmis ve simiflandirilmigtir. Bulgular, pardon soézciigiiniin sozlitk
tanimindan farkli olarak ¢esitli edimsdz islevleri edindigini gostermektedir: hafif 6ziir
araci, 0z diizeltme, yumusak karsitlik, dikkat cekme, s6z kesme, tekrar etme ricast ve
hata/affetme yerine metonimik kullanim. Bu iglevlerin sayisal dagilimlari, ‘pardon’un
oziir dileme ifadesi disinda daha yaygin bir sekilde séylem belirleyici olarak
kullanildigint gostermektedir. Caligma, bir sozciikbirimin temel anlamsal igeriginden
bagimsiz olarak dil kullaniminda nasil farkli islevler kazanabilecegini ve derlemin
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sOylem/edimbilim ¢6ziimlemeleri ig¢in zengin veri sagladigmi ortaya koymasi
acisindan 6nem tagimaktadir.

Anahtar sozciikler: pardon, edimbilimsel islev, derlem, séylem belirleyici

1. INTRODUCTION

This study is an attempt to identify the pragmatic and discourse functions of
the lexical item ‘pardon’ in daily interaction. In Turkish, pardon is a highly
routinized linguistic formulae that can be classified as a realization of
politeness in social interaction. Borrowed from French, the word ‘pardon’
refers to “I apologize” or ‘pardon me” (lit. oziir dilerim, af edersin) in the
Online Dictionary of Turkish Language Institution® and is generally
categorized under the direct expressions of apology (Cetinavci, 2012;
Goffman, 1971; Gokdayi, 2008; Holmes, 1990). On the other hand, it is
considered as a weaker form of apology in comparison to other forms. For
instance, in her study on apology strategies of Turkish native speakers,
Ozy1ldirim (2010) shows that “pardon’ is used as a ‘light apology’ form, which
is not even regarded as a proper apology as the participants noted that they did
not feel themselves really apologizing when they used the word.

Meaning is not restricted to the semantic content of words, hence
depending on the context, pragmatic functions of words vary. In addition to
the potential message carried by the lexical items in a sentence, which
compose the propositional content of the sentence, there are also non-
propositional part of a sentence “which signal the speaker’s potential
communicative intention” (Fraser, 1996, p. 168). As Aijmer indicates, in order
to understand the meaning potential (i.e., “a network of related meanings
(textual and interpersonal functions)”) of a linguistic item, it is significant to
investigate it within a communication situation (2015, p. 90). Since corpora
provide “large collections of naturally occurring language”, they are ideal in
inspecting language in-use (Baker & McEnery, 2015, p. 4). Accordingly, this
study examines the word ‘pardon’ within a corpus-based and discourse-
pragmatic perspective to come up with its interactional functions (i.e.,
illocutionary acts) in everyday language use in order to unveil the multi-
dimensionality of this lexical item.

2. Corpus Linguistic Analyses in Discourse-Pragmatic Studies

Corpus linguistics has provided a vast opportunity for an experimental
examination of different aspects of language by reducing the biased
interpretation of researchers. Computerized corpora have enabled researchers
to test whether a particular lexical item or feature they encounter in everyday
language is common across a large sample of speakers or not. Hence, corpus-
based approach is seen as best implemented in empirically investigating

! https://sozluk.gov.tr/
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“systematic patterns of variation” in grammar and use (Biber, 2009, p. 164).
Corpus data provide both quantitative and qualitative analyses for researchers
to come up with language patterns that are typical in certain settings. For
instance, Baker (2006) demonstrates explicitly how corpus data can be used
in discourse analysis to uncover the frequency counts, concordances,
collocational networks, modality and metaphorical uses of the lemma ALLEGE.

On pragmatic grounds, corpora help us to distinguish the common
contextual meaning of a lexical item beyond its semantic meaning. Discourse
markers (also called discourse particles or pragmatic markers) are one of the
research areas that gained importance thanks to corpus linguistics. These
cover various lexical phrases (e.g., | mean, you know, etc.), adverbs (e.g.,
actually, frankly, well), interjections (e.g., ahh, oh) or conjunctions (e.g., and,
because, but, so, etc.) with differing functions (Fraser, 1996; Ozbek, 1998;
Yilmaz, 2004). They would be considered as empty meanings or fillers, but
now they are recognized as playing vital roles in the composition of discourse
and performing various pragmatic functions (Brinton, 1996). In her book
English discourse particles: Evidence from a corpus, Aijmer proposes that
discourse particles differ from ordinary words in the way that they can take on
various pragmatic senses. Therefore, corpora, as a representation of genuine
language use, “provide the opportunity to study the distribution and function
of particles in extensive text extracts representing different registers” (2002,

p. 3).

Corpus based research in Turkish discourse and pragmatic analysis
has gained importance in recent years. For instance, to identify the
interactional functions of tamam (lit. alright, okay, fine) in spoken language,
Ruhi (2013) makes use of Spoken Turkish Corpus (STC), and reveals its
several functions such as backchanneling, intensifying assertion, (partial)
agreement, topic closure, introducing new topic, silencing, turn holding, and
so on. Similarly, Erdogan (2013) studies the interactional functions of the
discourse particle sey (thing) in STC, and identifies the functions of self-
repair, holding the floor, introducing a new topic and marking a topic shift and
face-saving device in conversations.

Dinar (2016) examines the expressions ‘baslatma’ and ‘baglarim’ in
Turkish National Corpus (TNC) and reveals how these two statements
function as exclamation markers in different discoursal settings to express the
emotion of anger as a result of gaining slang usage with a semantic shift. Igik
Giiler and Er6z-Tuga (2017) carry out a pragmatic analysis of the Turkish
interjection ‘(u)lan’ in STC and the TNC and find out its various discursive
functions including an interactional marker, a vocative interjection, an
expletive, an intensifier in Turkish, and the emotional function. All these
studies demonstrate that corpus is a vital tool in identifying the patterns of
specific linguistic items as well as the diachronic semantic changes they have
undergone.
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Collocation analyses based on corpora also tell us about the semantic
content and the profile of the lexical items, thus can be used in combination
with discourse-pragmatic analyses. Collocations are “co-occurrence patterns
observed in corpus data” (McEnery & Hardie, 2012, p. 123), hence are
informative in describing the senses and functions of words. Adigiizel (2015)
studies the discourse particle ‘hele” in TNC to identify its pragmatic functions
and lexical profile (i.e., collocates, colligates, semantic preference and
prosody) in detail. He reveals various distinct senses and functions of this
particle that are not included in Turkish dictionaries.

Literature review reveals no study with a primary focus on the uses of
pardon. This suggests that pardon deserves special attention in the research
of pragmatic functions in Turkish. Therefore, in accordance with the previous
corpus-based studies, the present study examines pardon, with the aim of
identifying and accounting for the different uses and discourse-pragmatic
roles it plays other than its dictionary definition.

3. Corpus Data and Analysis

A corpus-based approach (Biber, 2009; Tognini-Bonelli, 2001) was adopted
in the study which helps us not only to describe the data qualitatively but also
to come up with some quantitative findings. Corpus-based approach is
generally described as “a methodology that avails itself of the corpus mainly
to expound, test or exemplify theories and descriptions that were formulated
before large corpora became available to inform language study (Tognini-
Bonelli, 2001 p. 65). In other words, corpus evidence is employed largely as
a storehouse of linguistic instances in interpreting and verifying particular
views.

In the course of the research, Turkish National Corpus (TNCv3)? was
used which represents present-day language and provides a balanced
distribution of words for each text domain, time and medium of text. TNCv3
is a 50M+ word corpus including both written (98%) and transcribed spoken
(2%) data between the years 1990-2013 (Aksan et al. 2012). The keyword
‘pardon’ was searched in the spoken and written domains of the TNC and all
the concordance lines returned by the search engine were included in the
analysis. Because of the frequency imbalance between the written and spoken
data, we didn’t seek to make a distinction between the two registers but to get
a general categorization of functions.

It is important to note that it is not always easy to put the keyword in
a single target category, as it may fulfil more than one function
simultaneously. To tag the function of the keyword ‘pardon’ correctly, the
surrounding co-text in the concordance lines was read carefully, and the most
dominant discourse-pragmatic functions of the keyword in each line were
discerned. 10% of the data was coded by an independent coder to check and

2 https://v3.tnc.org.tr/
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assure the reliability of tagging (Neuendorf, 2002). The interrater reliability
was calculated as 90% agreement between the coders, and the disagreements
were resolved through a post-coding discussion between the coders.

Corpus studies allow researchers to come up with quantitative data
including collocational and categorical frequencies. In order to understand the
lexical selection of the keyword ‘pardon’, its collocations were listed in terms
of the Log-Likelihood (LL) values taken from TNC at the +2/-2 value based
on the collocation-via-significance technique (McEnery & Hardie, 2012) (see
the Appendix). As a final step, the frequencies and percentages of the
functional categories are calculated to reveal what function(s) are more
entrenched in language use.

4. The Pragmatic Functions of Pardon

TNC returns 642 matches (f=12.67 instances per million words) in 345 texts.
The analysis of the concordance lines demonstrates several interactional
functions of pardon: A light apology expression, a self-repair marker, a soft
opposition marker, an attention-taking marker, a request marker for repetition
and a metonym for fault/forgiveness. The quantitative findings of these
functions are presented in Table 1. In the database, 25 lines (3.9%) were not
classified under any of these categories due to the repetition of the same line,
the use of the keyword as a proper noun or misspelling.

Functions TNC
f %

Light Apology Device 157 24.5
Self-Repair Marker 309 48.1
Soft Opposition Marker 54 8.4
Attention-Taking Marker 61 9.5
Repetition-Request Marker 29 45
Metonym for Fault/Forgiveness 7 1.1
N/A 25 3.9
Total 642 100

Table 5: The Frequencies and Percentages of the Interactional Functions of
Pardon in TNC

The functions of self-repair, soft opposition, attention-taking, request
for repetition can be subsumed under the general ‘discourse/pragmatic
marker’ title, in accordance with the previous studies (Aijmer, 2002; Brinton,
1996; Fraser, 1996; Ozbek, 1998). Table 1 demonstrates that pardon functions
more frequently as a discourse marker than an apology marker in interaction.
As a discourse marker, it more frequently performs the function of self-repair
by outnumbering the other functions in the database with 48%. Its use as a
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metonymy is more limited in comparison to other functions. These functions
are discussed in depth in the following sections.

4.1.Pardon as a Light Apology Device

In accordance with its dictionary definition, pardon is commonly used as a
shortcut apology form to compensate for a wrongdoing. In these cases, it
performs as a remedial expression and is usually followed by an account of
the situation as an excuse for the apology as described in the example (1).

(1) (@  Pardon agbi, yumurtalari sahanin digina kirmigim, [...] (W-RA16B2A-0062-36)
Pardon brother, I broke the eggs out of the pan, [...]
(b)  Oh pardon, elimdeki igne yanlislikla size batti (W-SE36E1B-3294-406)

Oh, pardon, the needle in my hand accidentally struck you.

Although pardon is a polite remedial action in regulating social
relations, its apologetical semantic load is lower in degree in comparison to
other forms in Turkish. The example (2a) below describes a situation where a
person unintentionally hurts a woman by throwing something at her but does
not take the offense seriously therefore prefers more indirect apology forms.
In the example, the hearer-oriented degraded apology expression kusura
bakma (lit. overlook my offense) which has a lower directness level
(Ozyildirim, 2010) is replaced with a less direct pardon in the second
utterance followed by a self-defense as the offender believes that his behavior
is not a big fault.

(2) (@ [...] kisa boylu bir satic1 utangag utanga¢ bana bakiyordu. “Kusura bakma yenge, su
arkadasa atiyordum... Size rastladi.”
“Olur mu kardes, bu kalabalikta boyle saka yapilir m1?”
“Pardon dedik ya, yenge... Oldu bir kez, kasit yok...”
“Kaburgam kirild1 sanki, belki de kirtllmustir...”

“Aslan gibi yengesin masallah, suncacik sey senin kaburgani kiramaz, ayipsin valla!” (W-
JA16B3A-0999-1)

[...] a short seller was looking at me embarrassedly. “Sorry sister; | was throwing it to
that friend... It hit you.”

“Come on! Do you make such a joke in this crowd?

“I said pardon, sister... It just happened; it wasn’t intentional...”

“It’s like my rib is broken, maybe it’s broken...”

“You are like a lion, mashallah, this tiny thing doesn’t break your rib, shame on you!”

Goffman states that “often a brief apology is given for a minor offense
and a protracted apology for something bigger” (1971, p. 116). In accordance
with this account, depending on the seriousness of offence, pardon can be
combined with other explicit expressions of apology such as éziir dilerim,
kusura bakma, affedersin (lit. | apologize, no offense, I am sorry, excuse me)
as in (3a-b) or modified by the quantifier ¢cok (lit. very, many, a lot) as in the
example (3c). Speakers can also repeat pardon two or three times in
conversations to highlight their honesty and seriousness (3d). In all these
cases, the sincerity of the excuse increases by fulfilling the sincerity condition
of the speech act of apology. In fact, pardon is at the top of the collocation list
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identified through LL values, while ¢ziir (lit. apology, excuse) is also among
the top ten words collocated with it (see the Appendix). This indicates that it
is natural for language users to combine two apology forms to proclaim the
genuineness of remedial work.
(3) (&) Ay pardon, yanlis yone dogru yiiriimiigiiz, kusura bakmayin. (W-PI143C1A-0522-319)
Ay, pardon, we walked in the wrong direction, sorry about that.
(b)  Pardon, 6ziir dilerim. Espri derken yanlig anlasild1 di mi? (W-P143C1A-0522-60)
Pardon, my apologies. Is it misunderstood when | said humor?
(c)  Cok afedersin kardes. Cok pardon... Sicak soguk ne igersin... (W-FA16B1A-1170-495)
Very sorry, buddy, very pardon... Hot or cold, what would you like to drink...

(d)  Ahaa, pardon pardon pardon. Kafaya bak ya nereye gitti aklim? (S-BEABXY-0063-
94)

Ahaa, pardon pardon pardon. Where did my mind go?

Corpus data reveal that the noun ‘pardon’ can be verbalized in Turkish
by attaching the reciprocal suffix -/4s as in the example (4a), to mean ‘saying
pardon’ to each another. In this setting, pardon acts as a polite expression of
saying sorry to a stranger for an offensive act.

4 @) [...] biriyle hafif tertip carpigtim. Karsilikli pardonlastik. (W-1A16B3A-0474-5)

[...] I collided with someone slightly. We said pardon mutually.

4.2.Pardon as a Self-Repair Marker

Pardon is often used as a self-repair strategy in both written and spoken
language. The aim of self-repair varies; the speaker might use it to correct
what they have previously said mistakenly. For instance, in (5a) the speaker
changes the word ‘summer’ with ‘winter’, ‘seven with ‘fourteen in (5b) and
‘village” with ‘city’ in (5¢). The interjection ‘ay!’ (lit. oh, ouch, wow) which
expresses fear, surprise or hesitation is strongly collocated with pardon to
refer to noticing or remembering before correction as illustrated in (5a).

(5) (@ Normalde yazin geliyo. Ay! Pardon kisin geliyo. (S-BEABXn-0349-41)
Normally it comes in summer. Ay! Pardon it comes in winter.

(b)  Sey, Gozdedeyim 7 ma¢ oynamistim. Pardon 3 kupon var, 14 mag [...] (S-BEABXO-
0060-24)

Well, I was in Gozde’s place, I played 7 matches. Pardon there are 3 coupons, 14 matches

(-]

(¢)  Bu hakkimiz verilmezse kdyilimiizden, pardon ilimizden gegen tren raylarina kendimizi
baglamak da dahil, [...] (W-HE39E1B-2836-423)

If we don’t get our rights, we [...] including tying up ourselves to the railroad tracks that

pass through our village, pardon our city.

Additionally, speakers use pardon to make an addition to their
ongoing utterance (6a-b). The new information is added after pardon. Also, in
conversations, pardon functions as a time-saving marker giving some extra
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time to the speaker to remember the thing they want to say. In such cases, it is
commonly collocated with the hesitation marker sey (lit. thing) (Erdogan
2013; Yilmaz, 2004) as in the example (6¢) where the speaker aims to hold
his turn while trying to remember the name of the movie High Voltage.

(6) (@  Tek basima olduktan sonra neden olmasin, pardon bir de sen tabii! (W-SA16B2A-
1394-496)

As long as | am on my own, why not, pardon and with you, of course!

(b)  Ben yazilarin1 da okumadim. Pardon, okudum ama yillar 6nce. (W-TA16B1A-0919-4)
1 didn’t read his articles either. Pardon | read it years ago.

(€)  Oo! Tastyici degil mi bu? Sey pardon Yiiksek Gerilim... (S-BEABX0O-0080-89)
Oo! Isn’t this Transporter? Well, pardon High Voltage...

Sometimes, speakers use a wrong word or sound on purpose and
immediately correct it to create humor or sarcasm. Thus, in (7a) the words
keriz (sucker) and kriz (crisis) and in (7b) koyun (sheep) and saywn (dear,
honorable) depend on sound similarities and rhyming, while in (7¢) Awrsiz
(thief) and isadam: (businessman) an analogy is created between the two
professions. Although the wrongly uttered word is replaced with the correct
one after pardon, the aim is actually to emphasize the former one, hence such
word plays create double meaning and irony in speech and writing.

(7) (@  Ama susmadan once bir keriz, pardon kriz hikdyesi daha anlatmak istiyorum. (W-
NH32D1B-2566-439)

Before | stop speaking, | would like to tell you one more sucker, pardon crisis story.

(b)  Haftaya [...] bi kizin ¢arpict Sykiisiinil izlemek iizere hoscakalin koyun, pardon, saymn
seyircilerimiz!.. (W-JA16B4A-0799-262)
Goodbye sheep pardon dear audience until next week to watch the stunning story of a
girl, [...]!

(c) [...] ama benimkisi diplomali hirsiz, sey pardon yani diplomali isadami olsun diyorum.
(W-CA16B3A-0577-293)

[...] but I say mine to be a certified thief, well pardon | mean certified businessman.

4.3. Pardon as a Soft Opposition Marker

Data analysis shows that pardon is used before questions or statements to
object for the previously stated proposition by judging and questioning its
validity. In these cases, pardon functions as a linguistic device that tones down
the perlocutionary effect of an opposing utterance on the addressee, hence
diminishing force of the face threatening act of opposition. In other words, it
acts as a softener for saying something that the addressee does not want to
hear or read, hence performs the role of a face-threat mitigator.

(8) (a) Tamam abi, kosmayiz, sizin gibi 6yle oturdugumuz yerde pinekleriz, insan kogmakla
zaten bir yere varamaz ki, degil mi, pardon! (W-HG41C1A-1181-508)

Okay brother, we won’t run, we’ll doze in the place we sit like you do, one cannot get
anywhere by running anyway, right, pardon!
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(b) Benim iistiime ne vazife. Kadincagiz diiriist bir vatandagsa, bu onun sorunu. Bana ne
yani, pardon! (W-GG09C2A-0377-394)

It is none of my business. If the woman is an honest citizen, that's her problem. So
what, pardon!

(c) Bir de “Ay biz bunu zaten her sene yapariz hedede hddodociileri” var ki
insanin “Pardon hangi arada bir derede buradaydiniz biz 20 senedir koylarday1z sizi
g6rmiisligiimiiz yoktur” diyesi geliyor. (W-RE36E1B-3293-154)

There are also (people who say,) “We do this every year blah blah” that one says
“Pardon when the hell have you been here, we have been in the bays for 20 years and
never seen you before.”

When it is collocated with the clitic da (lit. but) and the conjunction
ama (lit. but) it functions as a multiword discourse connective (Goksel &
Kerslake, 2005) that expresses contradiction, challenge and disapproval of a
situation as exemplified in (9). Pardon here signifies the speaker’s desire to
lessen the face loss linked with the main message, hence can also be called as
a ‘mitigation marker’ (Fraser, 1996).

(9) (a) Pardon ama ikiniz de siirekli ayni seyleri soylemeyi birakir misiniz? (W-UA14B1A-
1594-206)

Pardon but would you both stop saying the same things all the time?

(b)  [...] pardonama o zaman diiriist ve ahlakli olsunlar da ekim igin bilgi almaya
gittigimizde ekimi plastik cerrahimiz yapiyor demesinler! (W-WI144F1D-5089-331)

[...] pardon but, they should be honest and ethical then and shouldn’t say that their plastic
surgeon does the transplantation when we go to get information for transplantation!

(c) Pardonda bi Angelina olabilecegini nasil diigiiniirsiin sen hadsizzzz? (W-ZI45E1C-
5072-71)

Pardon but, how would you dare to think that you’ll be an Angelina?

Together with the particle yani (lit. that is, | mean, you see), the fixed
expression “pardon yani!” is formed that signals negative attitude, displeasure
or protestation especially with the exclamation marker at the end of the phrase.
Yani is a discourse marker with different functions depending on its
occurrence in the utterance (Yilmaz, 2004). Yilmaz (2004) finds that its
medial occurrence is essentially ‘self-editing” whereby speakers explain a
point in their prior talk. This is also observed in our data, as discussed in the
self-repair section and exemplified in (7c). However, in the present case,
rather than making a clarification, the speakers/writers point at something that
disturbs them, and the reference to this phrase specifies their annoyance and
rejection of a previous/following argument as seen in the examples in (10).

(10) @) Biz sizin ig islerinize karigtyor muyuz? Pardon yani... (W-GG09C2A-0377-137)
Do we interfere in your internal affairs? Pardon yani...

(b) Corc'lardan borg istedik ama onlar biz Maykil'larin islerine burunlarin1 sokmaya
kalkigtilar! Pardon yani... Bizi sOmiirgesi falan saniyor galiba Corc'lar. (W-
GG09C2A-0377-138)

We asked to borrow money from Corcs, but they tried to meddle in the business of
us Maykils! Pardon yani... Corcs think we are colonized or something.
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() Ne sattigmi anlamak i¢in, ille de mali gormek lazim ki, alacaksak
alalim. Pardon yani! Abuk-subuk yasaklar1 koyup insanlar1 ¢ileden ¢ikaracaginiza,
siz gidin de asil sokaklari pervasizca istila eden bu dayanilmaz giiriiltiileri
yasaklaym! (W-GG09C2A-0377-117)

We need to see the product to understand what is sold before we buy. Pardon yani!
Rather than drawing people mad with nonsense prohibitions, go and ban those
intolerable noises that invade the streets.

4.4, Pardon as an Attention-Taking Marker

As an attention taking device, pardon basically acts as a form of address to
draw the hearers’ attention before asking a question. Therefore, it is mostly
used in the sentence initial position or just after the term of address for this
purpose. The questions may function as seeking for information, making a
request or asking for permission to do something as exemplified in (11).

(11) (@) Pardon hanimefendi biriyle mi karistirdiniz? (W-OA16B4A-0178-198)

Pardon ma’am, have you confused me with someone else?

(b) Pardon... Sizin isminiz nedir? (W-NA16B2A-0497-77)
Pardon... What’s your name?

(©) Pardon bir sorun mu var? (W-QA16B3A-3326-137)
Pardon is there a problem?

(d) Pardon bi pipet alabilir miyim? (S-AAABXN-0004-5)
Pardon may | get a straw?

(e) Pardon, gegebilir miyim? Su sandalyeyi biraz ¢eker misiniz? (W-KA16B3A-0550-
64)

Pardon, can | pass? Could you pull that chair a little bit?

In an ongoing conversation, pardon may also function as a topic
changing or turn switching device. In order not to sound impolite by
interrupting bluntly, pardon signifies that a new topic is probably about to be
introduced by the speaker. Taken from a radio program, (12a) exemplifies
self-interruption; while talking about something else the programmer
interrupts oneself to mention about something else. Similarly, in (12b) the
speaker makes an addition to her speech to learn the names of her addressees
before giving the floor to them. The example (12¢) is from a TV debate
program where one speaker interrupts the host by pardon to get the floor.

(12) @) Dilerseniz ben beden dili konusunda... Pardon Bir soru var galiba. (S-AEABUZ-
0021-28)

If you wish, on the body language topic I... Pardon there is a question | suppose.

(b) [...] bunu ayrica belirtmek gerekir. Buyrun, pardon bu arada isimlerinizi de rica
etsem. (S-ADABPZ-0134-75)

[...] it is necessary to mark this. Yes please, pardon by the way may | get your
names?
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(c) DC: Ali Bey, pardon...
AK: Buyurunuz efendim.
DC: Cok kisa bir sey daha sdyleyebilir miyim? (W-KG43C4A-3334-416)

DC: Ali Bey, pardon...
AK: Yes sir.
DC: Can | say something short?

4.5. Pardon as a Repetition-Request Marker

In conversations, pardon might be used as a request to the addressee for
repetition in the cases of not hearing or understanding speech as in (13a), or
of disbelief in the uttered statement as in (13b) so that the addressees are
allowed to repeat or modify what they have said, and the addressors make sure
whether they understood correctly or not. When it functions as a repetition-
request, pardon is mostly used as a single word followed by a question mark
or an exclamation mark to express astonishment, mistrust or skepticism.
Different from the attention-taker pardon, which is used with a stress on the
first syllable, when used to request for repetition in speech, the last syllable of
the word is stressed.
(13) (@  “Tuvalet nerde?” diye sordu Fiireya.
“Disarda.”

“Pardon?”
“Disarda dedim, disarda, avluda.” (W-MA16B3A-0039-112)

“Where is the toilet?”, asked Fiireya.
“Outside.”

“Pardon?”

“Outside”, said I, “outside, in the yard.”

(b)  “Ben kendi giivenligimi kendim saglarim.”
“Pardon!”
“Benim eski bir dostum vardir, kendisi bu konuda giivenebilecegim tek insandir.” (W-
RA16B1A-1496-213)

“I’ll provide my own security.”
“Pardon!”
“I have an old friend who is the only person I can trust in this matter.”

4.6. Pardon as a Metonym for Fault/Forgiveness

Metonymy is generally described as “a cognitive and linguistic process
through which we use one thing to refer to another” (Littlemore, 2015, p. 1).
It often includes employing a simpler or more concrete concept to signify
something that is more complicated or more abstract (e.g., part for whole,
producer for product). A limited number of examples in the database showed
that pardon which is said after an offensive act may stand for the offense itself.
As a result, based on the apology function of pardon, its meaning is extended
to refer to excuse or mercy. For example, in the statement “There is no pardon
in this game”, to express the significance of making no mistake in a football
match, or in the example (14a), pardon metonymically represents (the
repetition of) fault/excuse. Also, as in (14b), pardon stands for the act of
forgiving especially by legal institutions.
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(14) @) Pardon’a bir pardon daha. (W-PG37E1B-2932-164)
One more pardon to pardon.

ugiinlerde pardonlar ¢ogaldi! [...] Tavir, hakkinda agilan iki davada beraat etti.
(b) B lerd donl galdi! [...] T hakkind lan iki davada b i
(W-PG37E1B-2932-415)

Nowadays pardons have increased! [...] Tavir was acquitted in the two lawsuits
filed against it.

5. CONCLUSION

This corpus-based study focused on the pragmatic functions of pardon from
natural language data, that is, from Turkish National Corpus and provided a
first step in understanding its uses in Turkish discourse. The findings revealed
that ‘pardon’ is a multifunctional lexical item that is used for a variety of
purposes. Accordingly, it is not only a performative expression of apology as
indicated in the dictionary definition, but also a discourse/pragmatic marker
fulfilling different illocutionary acts, as well as a metonymic representation
for fault or forgiveness located within the same conceptual domain. In this
respect, the meaning potential of pardon does not comprise casual meanings
or implicatures, yet the meanings and functions can be related to a core
meaning of polite way of interacting with others. Depending on its function in
discourse, pardon can be self-oriented (e.g., self-repair) or other oriented (e.g.,
apology, taking attention) as speakers/writers aim face-protection and
politeness in the expression of their attitude, opinion or emotion (Brown &
Levinson, 1987).

More specifically, the study shows that this French origin word as a
request for forgiveness develops into a discourse marker in time in Turkish
and today more frequently characterizes the discourse relationship between
the two utterances rather than merely asking for forgiveness. As a direct
apology expression, it is generally used alone in contexts where the faulty
behavior is acknowledged but is believed to be less harmful and easy to be
condoned. As a discourse marker, it creates a cohesive bond between two
phrases, sentences or larger segments of discourse with the intentions of self-
correction, opposition, taking attention and requesting for repetition. It is
particularly conventionalized as a self-repair strategy in language as language
users mostly resort to it to correct themselves, either impromptu or
intentionally to create sarcasm.

Data analysis shows that pardon is interesting not only due to its
multifunctionality but also due to its positional flexibility. It can occur initial,
middle or final positions in a sentence with various roles. Moreover, the terms
of address bey (mr.) and abi (elder brother), ben (I, me) in the top collocation
list in the Appendix, and other terms such as yenge (sister, aunt), hanimefendi
(ma’am) in the examples indicate that pardon can be used in varied contexts
of (in)formality to address to both a person of higher status or a stranger and
a familiar person. Thus, it is not specified to a restricted register in
communication.
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The study also demonstrates that corpus is helpful in examining the
structural and interactional patterns of lexical items. ‘Keyword in context’
(KWIC) concordances and frequency data evidence qualitative and
quantitative forms of analysis both of which are vital in corpus linguistic
studies. Concordance lines provide contextualized data that illustrate clearly
the functions of pardon. Additionally, collocation analysis reveals that it is
commonly used with other discourse markers (i.e., sey, yani, da, ama) and
interjections (i.e., ay, oh, ha), thus turns into a multi-word unit including the
patterns “ay pardon, pardon yani, pardon ama, pardon da, ha pardon, (ya)
pardon (ya), sey pardon.” Paying attention to the clustering (collocations with
other particles) of pardon help us identify its characteristic features more
profoundly. Either as a single item or as a multiword unit, it sustains the
semantic and pragmatic coherence in the flow of interaction.

As Aijmer (2002, p. 3) highlights, a detailed description of discourse
markers has practical implementations in language teaching and lexicography.
In the preparation of contemporary dictionaries, a contextual and corpus-
based method will help lexicographers come up with various illocutionary
meanings of lexical items. Also, for textbook writers and language teachers,
teaching how Turkish native speakers use pardon with different discoursal
functions will be more helpful for learners of Turkish to avoid incorrect uses
or misunderstandings of this item. Finally, this study is limited to the
concordance lines extracted from the corpus. For a deeper description of the
structure and functions of pardon, the data can be expanded, and its lexical
profile can be examined to identify its discourse prosody.
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Appendix: The Top Ten Lexical Words That Collocate with ‘Pardon’ in

TNC
Word Total Expected Observed The number Log-
Number in Collocation Collocation of documents  likelihood
Written- Frequency Value together Value
Spoken
Texts
1 pardon 621 0.0079 52 21 819.6431
2 ay 16751 0.2122 25 24 189.8851
3 yani 50490 0.6396 30 18 173.5465
4 dziir 2549 0.0323 9 6 83.5654
5 bey 18091 0.2292 13 9 79.7164
6 ha 5856 0.0742 10 9 78.3951
7 abi 4096 0.0519 8 7 64.8275
8 dedim 17527 0.222 11 10 64.4947
9 sey 65871 0.8345 15 15 58.6577
10  ben 102566 1.2993 17 17 56.4156
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Bu caligmanin amaci genis seyirci kitlelerinin bilingdis1 fantezilerinin segtikleri
popiiler kurgusal eserlere bilingdis1 fantezi kuraminin uygulanmasiyla analiz
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secimlerine dayanarak bilingdisi fantezilerinin analiz edilmesinin miimkiin oldugunu
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1. INTRODUCTION

There are different approaches when it comes to the hero figure and its
discussion. Majority of those approaches aim to comment on the similarities
of the hero figures in stories or myths, and to form a structural framework that
is applicable. The discussions on the topic are mainly based on the hero figure
and the elements in his story like types of heroes or the steps of his journey.
This article aims to discuss the “popularity” * of the hero figure(s) in relation
to the concept of unconscious fantasy.

This article claims that the application of the unconscious fantasy
concept in the analysis of the popularity is not mutually exclusive with other
theories and pattern explanations. The major issue is not the discussion of the
similarities but the reason behind the audience’s choice among the similar
figures. In the first part, article explains the concept of unconscious fantasy in
relation to the respectable theorists of the field. In the second part examples
from the popular hero figures are given in relation to different patterns of hero
types and theories and the possible unconscious fantasy analysis. The aim of
the second part is to show that the possibility of the popularity of the work
might rest on its ability to satisfy the unconscious fantasies of the public. In
addition to that, the nuances in the previous discussions in the structural
framework for hero figures might prove to be a crucial element in the
satisfaction of an unconscious fantasy.

Conscious or unconscious, fantasies? are the combination of traumas,
desires, unfulfilled wishes, daydreams and experiences. Difference between
the conscious and the unconscious fantasy is the individual’s awareness of its
existence. An unconscious fantasy can be conscious at any moment through
realization. There is no sharp line between the conscious and unconscious
fantasy as its ability to become conscious depends on the defense mechanisms
of the mind (Arlow, 2008, p. 44). However, the unconscious fantasies are
unknown to the person as they are usually blocked® by the defense
mechanisms, and might surface as different forms of fantasies as a result.
Arlow quotes Anna Freud’s example from one of her patients to state the
complexity of the unconscious fantasy function. Anna Freud explains that her
male homosexual patient, who could be described as in a passive and
masochistic role, actually had an unconscious fantasy of being active and

1 Article uses “popular” to describe the mass consumption of the work, whether its
medium is the print text or the screen. Freud himself chose to apply his theories on to
the works with widest range of readers instead of highly esteemed ones (Freud, 1949,
p. 425).

2 In Freud’s primary translations the word is translated as “phantasy”. However later
on it was changed into “fantasy” to prevent it from mixing with the Klein’s concept
of “phantasy”. Therefore, this article uses the word as it is used by Jacob Arlow.

3 They can be blocked, changed or disguised as they are filtered by the defense
mechanisms.
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sadistic (Freud, 1946). The behavior of the patient was the opposite of what
he unconsciously fantasized. It can also be stated as the conscious desires or
fantasies of the patient were the exact opposite of his unconscious ones. Jacob
Arlow comments on this example as “His behavior was one thing, his fantasy
another” (Arlow, 2008, p. 44). The nature of the concept is quite
individualistic as it is related to the desire to experience pleasure through
satisfaction.

Sigmund Freud states that when the child grows up, he stops playing,
and starts fantasizing. The playing function is shifted, and not abandoned as it
is not quite possible for the human mind to discard a pleasure that was once
experienced (Freud, 1949, p. 422). This shift from play to fantasy creates a
disturbance in the mind. The child is expected to behave childish, therefore he
is expected to “play”. However, the adult is not. Adult is expected to behave
in an “adult” fashion. Therefore, the fantasies of the adult are not shared due
to the feeling of shame” (Freud, 1949, pp. 421-422). In the most basic sense,
the adult is ashamed for having a behavior that is considered as childish. Freud
categorizes fantasies into two groups, those that glorify the person
(ambitious), and those that are sexual in nature (erotic). (Freud, 1949, p. 422)
Two groups usually go together as the glorification of the person in the fantasy
might result in sexual achievements. This is the basic form of the vernacular
expression: “the hero saves the day and gets the girl” can be considered as the
perfect description to emphasize the unison of two groups. Freud also claims
that only the unhappy mind fantasizes, as it is an indication of the unfulfilled
desires (Freud, 1949, p. 422). However, later on Arlow argued that the
fantasizing (or fantasying in Arlow’s terms) is a constant mental process
which is quite normal and it does not indicate an unhealthy mind at all (Arlow,
2008, p. 42). Arlow claims that pressure from the drives is contained and
reflected by the fantasy function (Arlow, 2008, p. 25). Arlow agrees that the
fantasies are grouped around certain childhood wishes, experiences and
traumas. He claims that they change as the individual changes. As the person
experiences new things, the fantasies are shaped accordingly. New ones
emerge, or even the old ones gain updates to be fitted into the current situation
better (Arlow, 2008, pp. 42-43).

Freud explains that the fantasying process exists in three temporal
phases: now, past and future. What is experienced invokes an earlier memory,
which contains a similar experience (or an experience that can be linked to the
current one) that results in wish-fulfillment, or satisfaction. Then it creates a
vision of future where the same wish-fulfillment is present, thus forming a
day-dream or a fantasy (Freud, 1949). As a result, fantasies are not static. The

4 For Freud, the process of fantasying is a signification of an unhealthy mind, as the
fantasies are based on a trauma, or a wish unfulfilled and they need to be satisfied
through other channels. However later theorists, especially Jacob Arlow argued that
the fantasying is a constant process of a healthy mind (Arlow, 2008, p. 42).
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existence of fantasies in three temporal phases enables them to adapt
accordingly, therefore making them ever-present. As result both unconscious
and conscious fantasies are ever-present in the mind, and adapt themselves to
the situations that are being experienced, to find a way to fulfill themselves in
“now”. These ever-present fantasies are also numerous for different situations.
Arlow argues that fantasies are grouped according to certain instinctual wishes
and each group has different versions for different stages of development and
situations (Arlow, 2008, p. 42). The adaptation process signifies that there is
a pool of fantasies in the mind, ready to adapt and ready for satisfaction at all
times.

The fulfillment of the unconscious or conscious fantasy is the link
between the artist and the audience. Freud claims that the audience
experiences the unconscious fantasy/ies similar to the creator or the artist.
Awrtist uses his own unconscious fantasy to create a work of art. However, by
using artistic devices he hides the individually specific (or egotistical) aspects
of it to not to repulse the audience, and creates a wish fulfillment scenario
(Freud, 1949, p. 57). Artist removes the individually specific elements to
create a wider range of unconscious fantasy stimulation (Arlow, 2008, p. 27).
Artist’s process of creating the work is not the exact same as the individual
unconscious fantasy function. As the fantasies are focused either on self-
elevation or private erotic desires, if the individual were to share as they are,
the audience would probably be repelled by them. Freud states that in the case
of artist, by altering the fantasies with the devices of his art, he achieves to
create an enjoyable result for everyone. The devices of the art shape the
unconscious fantasies of the artist into a more acceptable, and enjoyable form
for the others. Thus, the artist is able to create a scenario that can provoke the
unconscious fantasies of the audience to achieve satisfaction through the
work. According to Freud the artist forms this desire-provoking link with the
help of the hero figure (Freud, 1949, p.425).

Through the hero, writer forms a link between the reader and his work
(his unconscious fantasies). He puts the hero “under the protection of a special
Providence” that prevents the hero from dying in random situations (Freud,
1949, p. 425). This semi-immortality of the hero enables the continuation of
reader’s and his fantasies. The writer prepares the situation, the event and the
characters to create a scenario that can provoke the reader’s fantasies. Through
the story, he creates the events, controls the environment and creates situations
that would invoke specific fantasies in the reader. This process is a conscious
process for the writer. However, there is also an unconscious part of it, as the
writer himself might not be aware of all of his unconscious fantasies (Freud,
1949, pp. 421-423). In the end, writer and his readers achieve satisfaction for
the provoked fantasies through the literary work®. Although not exactly the

5 Level of satisfaction depends on the cathectic potential of the unconscious fantasy
among other elements (Arlow, 2008, p. 29).

79



AKKURT, B. EDEBIYAT FAKULTESI (2021)

same, the reader’s fantasies would be quite similar to the writers at this point.
As the reader reads the work, he is exposed to the altered fantasies of the writer
and the environment he crafts to provoke, and satisfy them. This invokes
reader’s own fantasies about the situations that he is exposed to in the work.
If the reader finds the fantasies presented in the work to be compatible to his
own, he experiences satisfaction. Freud’s example for the creative writers can
be applied to any form of art. All art includes the unconscious fantasies of the
artist, and has the ability to satisfy the unconscious fantasies of the audience.
As Harry Trosman states: “If the artist is governed by the unconscious fantasy,
surely the audience is similarly possessed” (Trosman, 1990, p. 57). However,
it is not necessary for the audience to have the exact same unconscious fantasy
as the artist. The audience combines the artists fantasy with their own, meet
the artist halfway. In other words, they resonate their own unconscious
fantasies with the work of art (Trosman, 1990, p. 58). This resonance enables
the artist to reach a wider audience as the sameness of the unconscious fantasy
is not required to deliver the feeling of satisfaction.

Arlow argues on the communality of day-dreams, as the similar
developmental and cultural elements that people experience might create
similar unconscious fantasies. He states that “The communality of the fantasy
life is more pronounced in members of the same cultural or social group, or of
any group of individuals whose early childhood experiences are patterned
more or less in the same way and those share a common tradition.” (Arlow,
2008, p. 26). So, it is possible to talk about “shared unconscious fantasies”,
considering that they are ever-present and adaptable according to the
experiences of the person. In other words, the unconscious fantasies adapt
themselves to one’s own (current) situation and experiences, in order to
achieve satisfaction. Through this adaptability it is possible to argue that the
same unconscious fantasies can be shared by those who experience similar
situations. This also proposes common unconscious fantasies, as some events
and experiences can be considered as timeless, and part of human nature.
Unrequited love, lust for power, feeling of powerlessness, desire to be
acknowledged by others are all examples that can be argued as common
unconscious fantasies. The adaptability of the unconscious fantasy function
“updates” the setting, details or situations to the current time period of the
individual. This commonality of the fantasies and their ability to adapt into
different situations, brings a distinct possibility of analyzing the popular®
works of fiction to discuss the unconscious fantasies of the audience.

6 “Popular” is used to signify the contemporary known works that are commonly
consumed and liked by mass audience. It does not imply any opinions on the quality
of the work that is mentioned. Freud himself chose to apply his theories on
unconscious fantasy onto the works that have widest reader population, like romances,
novels, short stories, instead of works that are highly esteemed by critics (Freud, 1949,
p. 425).
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The adaptative quality of the fantasy function might create similar
desires in groups that share similar experiences. The difference of the
popularity of a work might be a result of its ability to satisfy the unconscious
fantasies of different groups. The adaptability of the unconscious fantasy
function shapes itself according to conscious experiences and creates different
editions of the same fantasy that is more appropriate for that current situation,
time or place (Arlow, 2008, pp. 42-43). Unconscious fantasy function is
filtered through the defense mechanisms. Therefore, the created edition can
be defined as an updated version of the fantasy that would serve better for the
current needs of the audience.

2. Hero, Fiction and Unconscious Fantasy Application

Carl Gustav Jung states that the unconscious is indeed “individual”, but there
is a part of it that is collective, shared, universal, and it is that part that the
universal images, or archetypes can be found within (Jung, 1969, pp. 3-4). The
existence of these archetypes state that there are images that have definitive
forms, timeless and unbound of place (Jung, 1969, p. 42). The theory of
archetypes and the collective unconscious is indispensable when it comes to
analyzing the heroes and their journeys. There are two major perspectives on
the subject, Jungian and Freudian. However, they are not mutually exclusive
in this matter. The structural framework of the hero story might be analyzed
from different perspectives. However, what unconscious fantasy theory can
indicate is the popularity of the work in different circles and groups might
depend on the small details, metaphors and symbols.

The individual unconscious fantasies are transformed by the artist and
presented to the audience through his work (Trosman, 1990, p. 58). Therefore,
the popularity of the work rests on its ability to satisfy the unconscious
fantasies of the audience. If the artist’s unconscious fantasies can resonate well
enough with the audience, the reception of the work would result in positive.
Trosman suggests that “One might indeed state that the success’ or failure of
a literary work, in any case, rests on the degree of successful integration of
fantasy into artistic structure” (Trosman, 1990, pp. 58-89).

As a result, although the hero stories share similarities, not all of them
are received in similar manner. The differences in reception might be caused
by the preferences of the individuals or groups that consciously or
unconsciously aim to satisfy their fantasies. Therefore, it is possible to apply
the unconscious fantasy theory to different theories of patterns to determine
the reasons of the work’s positive or negative reception by different groups.

One of the most important, and famous theories in hero literature is
Joseph Campbell’s Monomyth theory. Campbell’s Monomyth® explains the

" The idea of success does not represent the quality of the work, as previously stated.
It is used in the sense of popularity.
8 As a follower of Jung, Campbell’s theory is mainly based on the Jungian perspective.

81



AKKURT, B. EDEBIYAT FAKULTESI (2021)

hero’s journey with a structure that is shared by most hero stories and myths.
Campbell explains the journey in three fundamental parts; departure, initiation
and the return (Campbell, 2004). He also argues on a pattern that several hero
stories share in common, like supernatural aid, the goddess, refusal of the call
and so on (Campbell, 2004, pp. 54-63). In total there are seventeen steps in
Campbell’s structure that can be applied. It is evident that the Monomyth
theory is both indispensable and quite applicable for the hero literature and
studies. As Campbell’s Monomyth focuses on the journey of the hero, both
FitzRoy Sommerset (Lord Raglan), and Otto Rank focus on the journey from
the Freudian perspective in their works. Both Rank and Raglan analyze the
previous hero myths and stories to form a pattern that points out the similar
elements in them. Both Rank and Raglan focus on the hero’s lineage, or blood
to depict his source of superiority, which is tied to the theory of family
romance (Raglan, 2003; Rank, 2004). Family romance is a theory that a child
consciously (and unconsciously) believes that he is adopted, and his true
parents, who are much more important (royalty, divinity etc.) will come and
take him one day (Freud, 1959; Rank, 2004). Rank’s analysis show that
majority of the hero stories include this unconscious fantasy of family
romance (and its satisfaction through the story). As previously argued, this
shared satisfaction increases the popularity of the work among a wider
audience as it is shared by a wider population. Just like family romance, Freud
argues that oedipal fantasy, or desire is a common fantasy among people. He
suggests that due to the presence of oedipal complex in all of us, the play
“Oedipus Rex” still moves the audience as it did in the ancient times (Freud,
2010, p. 280). The examples of family romance and the oedipal fantasy
indicates that it is quite plausible that a work’s popularity rests on its ability
to satisfy the audience’s unconscious fantasies as Trosman states (Freud,
1949, p. 426; Trosman, 1990, pp. 57-58).

Apart from the hero’s journey and the analysis of the elements in it,
the different hero types are also worth mentioning. Sociologist Orrin Klapp
separates heroes into three major categories: conquering hero, clever hero, and
unpromising hero (Klapp, 1949). Conquering hero is famous for his physical
capability (usually strength), courage and skill in combat. The clever hero uses
his intelligence and wits to defeat his opponents. Unpromising Hero is
someone that becomes a hero by chance (or by divine will) (Klapp, 1949, pp.
19-22; Klapp, 1954). All previously argued theories on heroes can be
considered as applicable to contemporary fictional heroes. The argument
presented in this paper is that the popularity of the hero depends on the
satisfaction of the audience’s unconscious fantasy and it is possible to analyze
those common fantasies. The subtle changes in the structure, selection of the
symbols and the metaphors are all chosen to satisfy the unconscious fantasies
of the audience, by the audience themselves. It is the audience that chooses
the work that is best equipped to satisfy their unconscious fantasies through
events, symbols, metaphors or any other artistic devices. The popularity of an
event, symbol, character or metaphor increases the chance of repetition among
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different works of art. As they are tied to the unconscious fantasies of the
audience, their existence increases the popularity of the work. These
repetitions can be seen especially in popular fictional works like television
series.

Television shows tend to follow a specific pattern. If the product sells,
the main structure stays similar to please the audience, and to sell more. It can
be argued that this structural similarity is based on the resonance between the
show and the unconscious fantasies of the audience. These fantasies can be
traced in several different, yet similar shows. Detective-consultant shows are
an excellent example for this argument. Popular shows like Castle, The
Mentalist, or Lucifer® can be argued to include similar fantasies which can be
detected through the similarities among them. In all three shows there are two
major characters, the protagonist and the detective. One female police officer,
who is usually a detective in the police force of a major city. This detective
character has a problematic background that forces her to prove herself to her
peers, forces herself to achieve more. In addition to her backstory, the
detective tends to be a strict female figure who is reserved, skillful, analytical,
and respectful to the laws and regulations but keeps her distance against
others, especially against the protagonist in the beginning. At first glance, her
only focus seems to be her job. Her social life is implied to be subpar
compared to her coworkers due to her reserved nature and her exceptional
focus to prove herself.

The protagonist, usually the one that gives the series its name, is the
exact opposite of this female figure of authority. He is childish and immature
but these qualities are presented as charming and cute in his case. His
childishness is indicated to be a problem at times; however, he repeatedly
charms the audience and the characters with it. His lack of respect for the laws
and regulations is kept under control by the detective (as she is the main
authority figure). The protagonist is rich and does not have any concerns on
wealth. His personal skills are more than enough for him to earn more money
if needed. The creativity and the wittiness of the protagonist is usually what
gives the detective the needed hint to solve the crime, therefore proving his
usefulness and uniqueness. Majority of the cases are solved by a small hint, or
a lucky coincidence that involves the protagonist. He is socially skilled, yet
his behavior is childish and without tact. Yet, this childish bluntness is either
loved by the characters (and the audience), or helps detective to solve the case
by catching the culprit off guard. The social power of the protagonist creates
a strong influence on everyone around. Although he behaves childishly, and
sometimes acts in a disrespectful or selfish manner, he is loved and accepted
by everyone around him. His selfishness is described as a childish naivety and

® It is possible to argue that they are not “heroes” in the classical sense. However, they
are popular Works of fiction that include necessary features that can qualify them as
modern heroes.
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his comments on others are presented as witty remarks that aim to increase the
comical aspects. Although this relationship between the protagonist and the
detective is presented as unorthodox at first, it is quickly accepted by everyone
around.

The basic analysis™ would be the oedipal desires of the audience, as
the protagonist seems to be childish and somewhat pure. This indicates his
role as the child figure in their relationship. His purity is emphasized
repeatedly, as he does not succumb to evil easily (although frequently
tempted). When he does, he is portrayed as “righteously vengeful” and his
actions are either justified or reluctantly accepted due to the extreme
circumstances. Detective is the one that keeps him in line, pushes him towards
doing what is right in most cases. However, the protagonist’s purity and
strength of his heart is presented when the detective finds herself in a moral
dilemma, or when she loses her will to go on. The protagonist is the one that
steers the detective to the right direction or gives her the will to go on.

Intense chemistry between two characters turn into a romance in the
end and they experience love. However, their sexual relationship is not
depicted as a satisfactory act for the carnal desires. Love among them is
emphasized to create a relationship that is beyond flesh, without repulsing the
audience as it bears the hints of oedipal complex. This chemistry, at first,
creates a sexual tension throughout the series and provokes the fantasies of the
audience by creating specific situations. Detective is the active figure in the
story, she controls the environment. She is strict and ordering. She punishes
the protagonist verbally, and mentally which the protagonist usually dismisses
easily by his jokes or his careless nature. Only time the protagonist is affected
is when he (unknowingly) hurts the detective’s feelings. When that happens,
he immediately tries to mend the situation by unnecessary and childish
behavior, which usually ends him genuinely apologizing and mending their
relationship. It is quite possible to argue that the nature of their relationship is
based on a mother-son relationship that include sexual aspects.

Sexual nature of the mentioned shows all include a similar dominant-
submissive nature. Detective is the dominant figure whereas the protagonist
follows her lead, acts childish and gets scolded in several occasions. The
detective uses her established authority, and the protagonist tries to avoid it by
acting in a childish manner, creating diversions or making witty remarks. No
matter how many times the protagonist tries to joke or cheat his way out, in
the end the detective takes control of the situation. The disability of the
protagonist to act normal is usually overcome by his feelings for the detective,
and he agrees to follow her rules. Nevertheless, this power relationship
changes drastically when it comes to the matters of love. As the detective is
socially inferior to the protagonist, she begins to assume a submissive role.

10 These are all but possible analyses. They do not indicate that they are the only
possible or correct ones.
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Being emotionally vulnerable due to her previous problems, detective
hesitates to form a love relationship with the protagonist. This hesitation is
due to her status, and to the untrustworthiness of the protagonist in the matters
of love.

This does not mean that all three shows are the same. They have
distinct differences, as Castle has more humor in it, The Mentalist contains
more graphic crimes and psychological problems, and Lucifer heavily
contains supernatural elements with a combination of comedy and drama in
it. Still, they all share the underlying sexual indications between two
characters. The desire to be dominated by an authority figure, or an oedipal
desire is presented when the detective is in charge. However, when the
protagonist becomes the dominant figure in the sexual part of the relationship,
as well as in their love life, the roles are reversed. Domination through
submission can be argued, as the submissive protagonist becomes the
dominant figure. Desire to dominate the authority figure, both sexually and
emotionally, can also indicate a sadistic-masochistic fantasy. The protagonist
is in charge of the emotional aspect of the relationship from the beginning, but
he is not aware of it. Protagonist flirts with the detective, who acts cold and
reserved to his face, but shows her true feelings to the audience when the
protagonist is not aware. As a result, it enables the audience to satisfy their
feeling of being desired, emotionally and physically, while also invoking the
oedipal desires in them. The part where the protagonist is shown as clueless
about the feelings of the detective creates a possibility for the audience that
they are desired and loved by their object of desire, even if they do not see any
hint about it (or even if their advances are rejected like the protagonist).
Through the protagonist, the situation invokes a possibility for the audience to
have a relationship with their desired partners. They see that in the end the
detective and the protagonist belong together. Through the surrogate
relationship, the audience achieves satisfaction. Their wishes are fulfilled,
day-dreams are completed through the characters. At the same time their
unconscious oedipal desires are also satisfied as the shows create a mother-
son relationship, or dominant-submissive relationship, through series of
metaphors'!. The metaphors presented by the details lead the audience to the
representations of the unconscious fantasies (Arlow, 2008, p. 27), and to the
satisfaction of them.

Another detail in the mentioned works is the visual representations.
Detective is dressed professionally, yet in a plain and simple fashion. The aim
of her clothing is to achieve a professional outlook. However, the protagonist

11 Arlow argues that the metaphors represent the unconscious fantasies, and the
success of the metaphor depends on its ability to represent the aimed unconscious
fantasies (Arlow, 2008, p. 27). In this case the details represent the symbolic values
of the unconscious fantasies, as even the smallest representation has the ability to
invoke them.

85



AKKURT, B. EDEBIYAT FAKULTESI (2021)

wears expensive and fashionable suits that represent his wealth and status. His
clothing emphasizes his wealth and financial power, while the detective’s
lower status is represented in several occasions, from her car, to her house.
The wealth of the protagonist and his clothing subtly stresses his power, his
dominance over the detective. This emphasis is subtle, yet visible. The
audience is presented that the detective is the dominant one, but the image of
the protagonist creates a feeling of power and dominance. This image of the
protagonist can function as a tool to satisfy the audience’s unconscious fantasy
of being dominated, and/or to dominate. Through this image, the audience is
able to satisfy their desire to be in charge, to dominate the authority figure,
who normally holds the power. Yet the symbolic representation of the
protagonist removes the illusion and implies that the protagonist, and through
him the audience holds the power. Even if it does not seem so at first glance.
Clothing signifies another important aspect: civilization. The protagonist is
dressed in a well-tailored suit that signifies him belonging to a higher social
circle. He is civilized and part of the civilization. His wealth, social charm,
contacts, even his car or any other asset symbolizes his status of power and
wealth. The fantasy of the social power is represented through his material
possessions, and his image. The ability to provide for the mate is established
through the wealth of the protagonist, making him the ideal mate for the
detective, and for the audience as well. As the financial and social provider,
protagonist holds the power in their relationship.

Of course, all these comments are based on a single perspective of the
possible unconscious fantasies. As previously stated, fantasies (conscious and
unconscious) are complex, and what is seen might not always indicate what is
desired. The domination argument can easily be reversed into a submission
version where the audience, who is normally in charge, satisfies his desire to
be dominated through the protagonist-detective relationship. Or the charm of
the protagonist might indicate a narcissistic satisfaction through being loved
and desired by every opposite sex figure around the person. It is both possible
and probable that the audience, depending on their unconscious fantasies
(resonating with the writers of the show) might favor one show more than
others, or even dislike others and prefer only one of them. However, the
individual choice does not nullify the shows’ ability to reach mass audience,
which is the main focus in this analysis. All three shows are aired on different
years'?, and have different undertones. All of them aired in different countries
with different ratings. The shows are chosen due to their popularity in US, as
it is still the primary supplier of mass media works.

Klapp’s unpromising hero creates an illusion of being chosen
randomly and being extraordinary at the same time. The unpromising part,

12 The Mentalist aired between 2008-2015, Castle aired between 2009-2016, and
Lucifer started on 2016, still continues. All data are gathered from IMDB
(www.imdb.com).
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where the hero seems to be chosen by pure luck, and randomness, creates a
possibility for the audience to be chosen as well, therefore satisfies their
fantasy to be involved with a heroic act. Being chosen by luck, or fate, also
creates a feeling of importance, as it is not their own choice but the choice of
the divine (or fate) that made them a hero. It can be argued that this type of
hero functions in two layers. First layer aims to satisfy the audience’s
unconscious fantasy of self-glorification by creating a possibility of being
chosen at any moment, any time. Second layer aims to protect the audience
against their own laziness, as the hero is granted powers without doing
anything extraordinary or putting any effort in anything. This amplifies the
first layer and aims to prevent the guilt of the audience. It also empowers
audience’s fantasy process by removing the importance of the physical
requirements or need to be born with special skills or abilities, as the powers
of the hero is “granted” to him. The audience’s unconscious fantasy of self-
glorification is amplified by the possibility of being chosen, as the hero is also
chosen in random, by pure luck or chance. Therefore, the audience can
continue their daily lives and should not feel guilty about not doing “more”.
Second part of this fantasy improves the self-glorification by emphasizing the
importance of the hero figure (therefore the audience who identifies
themselves with the hero). The hero is not chosen random, although the
powers are still granted by a higher force, it is hero’s destiny to have those
powers.

In popular fiction this concept of being chosen in random is frequently
used, as it is both easy to establish the story and beneficial as it gives the
audience an easier chance to identify themselves through the possibility of
becoming the hero. Hero, who was a normal person becomes the hero figure
by experiencing an extraordinary event that grants him powers.® Popular
television shows like Jessica Jones and Luke Cake are both based on this type
of hero, as they become heroes by an experiment. The story sometimes
continues with the second layer, as the story unfolds the audience learns that
the lineage of the hero is in fact important. The hero was meant to be chosen,
and it was not randomness but fate, or divine will that chose the hero.

As previously argued the importance of the lineage, or blood, is based
on the family romance and its satisfaction. Combination of the two layers can
be seen in the story of Harry Potter series (Rowling, 2014). The story creates
a flow between two layers, as it presents Harry as the “boy who survived”,
then introduces a prophecy that signifies his importance. However later on, it
is explained that it was Lord Voldemort’s choice that made Harry a part of the
prophecy. When the audience learns that Harry’s lineage is indeed important,
as he is the direct descendant of Godric Gryffindor, the ambiguity resolves.

13 This theme is frequently used in superhero stories. Spider-man, Fantastic Four,
Captain Marvel, Dr. Manhattan are all but examples of this.

87



AKKURT, B. EDEBIYAT FAKULTESI (2021)

The examples of Jessica Jones and Luke Cage are given on purpose,
as the nature and behavior of the heroes also determine the satisfaction of the
unconscious fantasies of the audience. Luke Cage, a black man who was
incarcerated wrongfully, becomes a super hero by an experiment. The obvious
analysis would be the racial and cultural identification becoming easier with
the character’s background.™ It is also possible to argue that white female
audience would identify themselves with Jessica Jones easier, as she is white
and female. But the fantasies are not always limited with what is visible. Luke
Cage is a person who was wronged by the authorities. He is calm, kind, helpful
and always seems to be in control. However, he is strong on a super-human
level and has an impenetrable skin. He is kind but holds the power to defeat
anyone with ease, as he is stronger than everyone. This creates a feeling of
domination on others, as well as the feeling of being superior as a person, as
he treats everyone in a kind manner. He is physically in a great shape,
muscular and tall, and he is desired by various female figures through the
story. He is totally in control of his environment, loved and desired. His story
can be analyzed with Campbell’s Monomyth theory, which is quite applicable.
He goes to prison, gains super powers and comes back to help and improve
his community. However, among similar characteristics, what makes him
popular is also hidden in details. The feeling of invulnerability, superiority
and being desired are all wish fulfillments for the unconscious fantasies of the
audience. The self-glorification, and sexual desires are satisfied through the
character. His masculinity is emphasized, as he is stronger, healthier and even
smarter than most people. He is a law-abiding citizen as long as the laws make
sense to him. He is desired by the female characters, and loved by the common
people. The racial aspect of the character is also quite important when the
political and historical aspects are taken into consideration®. However, the
analysis of racial unconscious fantasies would require a separate article with
deeper analysis.

Jessica Jones is similarly equipped to deal with contemporary issues.
She also has super-strength but she is neither in control of her emotions nor
her environment. She is the victim of a male villain who has the ability to
control people’s minds and make them do what he wishes. Jessica Jones,
although powerful, is famous for her detective work, as her deduction skills
are praised by several people throughout the series. The villain Killgrave is a
childish male who controls everyone to make his bidding. His capricious
nature and aggressive behavior are masked with a gentlemanly attitude, but
instantly surfaces when he does not get what he wants. He symbolizes the
aspects that is both dominant and childish. The unconscious fantasy of

14 The process of identification increases the resonance between the character/artist
and the audience.

15 Discussing the racial and gender specific unconscious fantasies in US would require
a professional analyst. The analysis made in this article are also limited as the Works
require separate articles to analyze properly.
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defeating the dominant male figure is combined with the desire of disciplining
the immature male figure in him. Just like in protagonist and detective shows,
male figure is childish, socially controlling and witty. However, like Jungian
archetypes, he is the shadow of the protagonist in other shows in this sense.
He is evil, selfish, prone to violence. He creates the oppressing male figure for
the audience. He is both the husband and the child that prevents the female
from achieving success, or just drains her energy, time and sense of self. As
he controls a person’s mind, person loses all free will and becomes a puppet.
Therefore, he also represents God, or destiny. Later the audience learns that
Jessica gradually became immune to his mind controlling powers. This can be
argued as an unconscious representation of obtaining total free will, against
god, destiny, spouse, child and male dominant society. In a way, by becoming
immune to the mind control she chooses her own path, regains control of her
own life and choices, and becomes completely free. From a fantasy
perspective this can indicate the freedom from the spouse, father, child or any
authority figure that controls the audience and limits their freedom. Therefore,
through Jessica, the audience experience the satisfaction of “becoming free”,
getting their lives into their own hands. Like Luke Cage, Jessica Jones can be
argued to have a special audience, as she represents the victimization of
women by being controlled, and abused by Killgrave. This physical and
mental abuse ends when she defeats Killgrave. Details of the show also
indicate different unconscious fantasies. Jessica is also desired by the
characters she met. She engages in physical intercourse when she desires and
has no fear of being forced or hurt due to her supernatural strength. She is not
afraid to go out at night alone, or afraid to talk to strangers. Her increased
tolerance for alcohol prevents her from being abused due to intoxication. All
of these are contemporary problems that women suffer from. In 2018, a social
media survey was conducted among women (Vavra, 2018). They are asked
what would they do if all the men were put under a curfew after 9 pm. The
answers were mainly about fear of being abused, hurt, raped or harassed by
males. Majority of the answers included an activity done at night, from
walking in the park to dancing in a disco. Therefore, being immune to all of
those fears and doing whatever one desires, creates a satisfaction for several
different unconscious fantasies. Identification process is important in this
matter. Hero’s gender, race, financial situation, physical appearance,
disabilities and all other qualities are important, as it directly effects the
satisfaction of the unconscious fantasies of the audience.

As the nature of the unconscious fantasy function is ambiguous (to a
certain extent), it is also possible to argue that the audience might satisfy their
fantasies to completely dominate the other person. Through Jessica’s
domination, it is possible for the audience to satisfy their own desires to
dominate someone. The reason for the need of a detailed analysis rests in this
ambiguity. Adapting Arlow’s words into the current situation; the behavior
audience sees on the screen is one thing, their unconscious fantasies are
another. Watching dominant person might satisfy the urges to be dominated
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and vice versa. This ambiguity requires an in-depth analysis with multiple
examples. It is not possible to obtain an on-point analysis without examining
different works from different perspectives. However, with enough data and
analysis, it can be.

3. CONCLUSION

Unconscious fantasies are quite difficult to analyze, as they depend on the
individual’s childhood traumas, desires, wishes and experiences in life. The
adaptability of the fantasy function creates a possibility of shared unconscious
fantasies. Examples given are but a short and quick analysis of the works and
the possible fantasies they resonate with the audience.

This brings out the main question of this article: Is it possible to
analyze the unconscious fantasies of a large group, or a nation through their
preference of fictional works? Although the answer seems to be positive, there
cannot be a definite answer without more data. It seems both Freud and Arlow
claim that shared unconscious fantasies are possible (Freud, 1949; Arlow,
2008; 1964; 1965). With the presented basic examples, it is possible to argue
that the patterns of the details, as well as the preferred figures and their
behavior is a result of the unconscious fantasies of the audience. A detailed
analysis of these popular stories, however, might indicate the preferences of
the audience. But there are also other factors, cultural differences, physical or
financial ability to access to the content and so on. A basic analysis would
give an overview on the topic. However, to gain a deeper understanding, a
deeper analysis with more data is required.

Family romance, oedipal complex or basic desires of self-gratification
and sexual satisfaction are common fantasies that can be traced in various
works of fiction. Frequency of these fantasies, as well as their styles of
representation can be used to analyze the unconscious fantasies of a large
population. However, it requires specific cultural and psychological
information on the targeted group to conduct a proper analysis. In his work
“Indian Films and Nigerian Lovers: Media and the Creation of Parallel
Modernities” Brian Larkin shares his surprise as he finds out that the Indian
movies are so popular in Nigeria, among Hausa people. He describes how
Hausa people watch Indian movies repeatedly and love them (Larkin, 2002).
He states that the stories and heroes presented in Indian movies are liked by
the Hausa people, which indicates the existence of shared unconscious
fantasies of the two groups (Larkin, 2002, p. 373). The analysis of those
popular movies would provide a possibility to comment on the shared
unconscious fantasies of the groups.

In conclusion, the application of the unconscious fantasy on the
popular fictional hero figures can provide an analysis of the unconscious
fantasies of the writer, and the audience. Unconscious fantasy theory can be
used along with other structural theories to determine the preferences of the
audience in similar patterns and structures. These preferences are the
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indicators of the symbols and metaphors of the unconscious fantasies, which
are shared by the writer and the audience together. As the writer and the
audience meet half way, the strength of the resonance of their fantasies would
determine the nature of the works reception by the audience. In the end it is
possible to say that the application of unconscious fantasy theory to popular
works can give the possibility to uncover the audience’s unconscious
fantasies. However, it cannot be done without enough data on the group and
analysis of various different works that are popular among them.
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ABSTRACT

In this article, I analyze Theodor Adorno’s essay “The George-Hofmannsthal
Correspondence” to investigate the relationship between the sociology of literature
and aesthetic theory in Adorno’s works. While Stefan George’s poetry holds a
significant place in Adorno’s philosophy, his essay on the correspondence differs
from his other works on symbolism such as “On Lyric Poetry and Society,” since it
places heavy emphasis on the sociological analysis of the social and political positions
of Stefan George and Hugo von Hofmannsthal. As such, “The George-Hofmannsthal
Correspondence” displays the way in which Adorno abstracts his later theoretical
framework in Aesthetic Theory from the work and life of the two symbolist poets.
The essay’s oscillation between sociology and aesthetic theory, I argue, illuminates
Adorno’s complex methodology in its entanglement of social critique and aesthetic
autonomy.
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SEMBOLIZMI KURAMLASTIRMAK: ADORNO'NUN
GEORGE VE HOFMANNSTHAL UZERINE DUSUNCELERI

oz

Bu makalede Theodor Adorno’nun “George-Hofmannsthal Mektuplagmasi”
denemesi incelenmekte ve Adorno’nun yapitlarinda edebiyat sosyolojisi ile estetik
kuram arasindaki baglanti ele alinmaktadir. Stefan George’nin siirleri Adorno’nun
felsefesinde 6nemli bir yer tutmaktadir, fakat bu mektuplagmalara dair denemesinde
“Lirik Siir ve Toplum Uzerine” gibi sembolizm hakkindaki diger caligmalarindan
farkli olarak Stefan George ve Hugo von Hofmannsthal’in toplumsal ve politik

konumlarmin sosyolojik analizine agirlik vermektedir. Bu nedenle “George-
Hofmannsthal Mektuplasmalar’” Adorno’nun daha sonra Estetik Kuram’da ortaya
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koydugu kuramsal g¢erceveyi nasil iki sembolist sairin eserleri ve hayatlarindan
soyutlayarak bicimlendirdigini ortaya koymakta, Adorno’nun sosyal elestiri ve estetik
otonominin i¢ i¢e gegtigi metodolojisini aydinlatmaktadir.

Anahtar Sozciikler: Sembolizm, Adorno, George, Hofmannsthal, Estetik kuram

1. INTRODUCTION

“Not a decade passed” Paul Fleming (2004) writes, “without Adorno turning
to and addressing George” (p. 99). From “On Lyric Poetry and Society” (Rede
iiber Lyrik und Gesellschaft, 1957) to “George” (1967), Stefan George exerts
considerable influence on Adorno’s theories about poetry. In these works,
Adorno, “who is careful to keep George’ s elitist ideology at arm’s length,”
does not only defend George’s work against its “reactionary reception history”
but also formulates his theory of the artwork’s autonomy, which later becomes
the central argument of his Asthetische Theorie (1970) (Berman, 1999, p.
174).' In this respect, I would argue that Adorno’s essay “George und
Hofmannsthal. Zum Briefwechsel: 1891-1906,” written in 1940 and published
in Prismen in 1969, showcases the way in which Adorno abstracts his
theoretical framework from the work and life of George at the expense of the
poet’s biography, which nevertheless holds an uneasy significance for
Adorno’s arguments in this essay.

Interpreters of Adorno’s aesthetic theory have noted the way in which
Adorno uses individual works of art to think about language. Fleming (2004)
writes that “Adorno is interested not in lyric poetry but in ‘the idea of pure
language’” (p. 98) while Ulrich Plaas (2007) claims that he “re-duces literature
to the medium and the representative of language” (p. 105).? Peter Uwe
Hohendahl (1991) elucidates Adorno’s philosophical interest in poetry by
contrasting his project to the socio-logical methodology of Lucien Goldmann.
While Goldmann focuses on the “homology between the social and the literary
structure,” in Adorno’s work “the interpretation of the poem refers to the
meaning of history, not to the facts or objective structures. The two realms are
mediated by philosophy” (Hohendahl, 1991, p. 84). As such, “[u]nlike

! As Hohendahl reminds us, in contrast to Benjamin’s “truly materialist theory of art”
Adorno’s Asthetische Theorie was not received well by the German Left in the 1970s
due to its “aesthetic elitism” (Hohendahl, 1991, pp. 77-78). For his critics, Adorno’s
preoccupation with poets like George would be a withdrawal from the realm of
politics which would resemble George and his circle’s withdrawal “into the inner
sanctuary of art” (Strathausen, 2003, p. 256).

2 Fleming (2004) also highlights Adorno’s use of the word ‘vertreten’ instead of
‘darstellen” when he writes that “the lyrical word stands for [vertritt] the being-in-
itself of language” (p. 110). For Fleming, this shows that “lyric poetry does not present
language itself, but is the place holder for what cannot appear as such. Language as
such can only ‘appear’ in its eternal ebbing, can only speak in the form of already
having withdrawn” (2004, p. 110).
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Goldmann, Adorno would never identify the work of art with an individual
social group or class” since “[t]he correspondence between art and society, the
aesthetic and the social meaning, transcends the particular group or class”
(Hohendahl, 1991, p. 85). All the critics I have cited focus on Adorno’s “Lyric
Poetry and Society”, in which he condemns associating lyric poetry, that is
marked by a “pathos of detachment,” and society as an ‘arrogant’
“insensiti[ity] to the Muse,” (Adorno, 1991b, p. 37). The modest goal he
outlines to over-come this difficulty is to undertake an ‘immanent critique’ by
refraining from using poems to prove “sociological theses” and by trying to
find the “social element in them” in order to see “in what way the work of art
remains subject to society and in what way it transcends it” (Adorno, 1991b,
pp. 37-38). Later in his Asthetische Theorie, this model is strengthened by a
more ambitious claim according to which “critique is necessary to the works”
since critique “recognizes their truth content” (Adorno, 1998, p. 88). In other
words, “aesthetic experience is not genuine experience unless it be-comes
philosophy” (Adorno, 1998, p. 131).

Adomo’s essay on the correspondence between George and
Hofmannsthal, however, occupies a strange place within his writings on
aesthetics because of the unusual subject it delves into, namely the
correspondence between Stefan George and Hugo von Hofmannsthal, who
exchanged over 100 letters over a span of 15 years. The friendship between
the two deteriorated over time due to the different paths they took: While
Hofmannsthal decided to “leave the world of Aestheticism behind and turn
toward sociopolitical realm,” by writing screenplays for films and establishing
the Salzburger Festspiele, George “remained confined to the circle of
Aestheticism” and refrained from participating in politics (Strathausen, 2003,
p. 239). Because the correspondence is an intimate document that reveals
more about the personalities and lives of both poets, Adorno continually refers
to their biographies and notes the lack of theoretical discussions between
George and Hofmannsthal, which shows that there is no “artistic
understanding” between them (Adorno, 1997, p. 188). What interests Adorno
in this correspondence is the way in which it displays the different positions
of the two poets vis-a-vis art and society. Thus, Adorno assumes the role of
the critic who, possessed with the knowledge of the difference between the
poetics of the two poets, explains their lack of understanding by looking at
their site of communication (or lack thereof). But unlike in the case of his
essay on lyric poetry, his task is not only that of the philosopher who is
interested in a pure language, but also that of the sociologist of literature who
is interested in social groups. The essay’s oscillation between sociology and
aesthetic theory, I would argue, illuminates Adormno’s struggle with the
entanglement of social critique and aesthetic autonomy.

2. In Defense of Symbolism

As an essay on the (non-)communication between George and Hofmannsthal,
Adorno’s work itself resists communication. Unlike in ‘Lyric Poetry and
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Society’, in which he starts by problematizing the sociology of lyric poetry,
explains his theory of literature and then analyzes individual poems, in this
article biographical information about George and Hofmannsthal is
interspersed with lines from their poems (quoted in a fashion reminiscent of
Benjamin, who had an influence on Adorno while he was writing this piece),
passages from their correspondence, as well as Adorno’s own rumination
about literature.® Praise and criticism (of both the persons and the poems) are
juxtaposed. As such, the essay is a perfect example of the intertwinement of
literature and philosophy in Adorno’s writing, a proximity which Gerhard
Richter (2006) analyzes to illustrate the paradoxical at-tempt of philosophical
discourse to ‘translate’ the artwork’s “speculative truth content” into “grasp-
able, cognitive, and propositional structure” of theoretical commentary (p.
122). But while this resonance between philosophy and literature bolsters
Adorno’s understanding of art according to Richter, James Harding (1992)
claims that “[b]y speaking from the position of art, Adorno eliminates the
necessity for exploring the vast complexities underlying the socio-historical”
(p. 187). In the essay on the correspondence, however, the socio-historical and
philosophical-aesthetic  dis-courses co-exist without uniting in a
comprehensive method; instead, they operate side by side.

In the essay, Adorno the critic wants to analyze and reveal the truth of
the poets’ works not by dividing the whole into analytical parts, but by giving
the whole itself. The truth that he derives from the work is stated on the final
pages, where it becomes clear that his argument aims to fight back against the
critics of symbolism such as Lukacs by redefining immediacy in literature.
Immediacy for Lukécs was the attempt to record every single detail either in
the psyche or in exterior reality without having a general framework to
understand the whole of societal processes and forces. For Adorno, however,
the very attempt to “reflect social life in its immediacy” is problematic (1997,
p. 216). The escape from immediacy is not achieved by representing the
general framework of societal forces since this would still reproduce the
immediacy at another level.

There are two strategies that Adorno deploys in order to give an
alternative reading of symbolism against the charges of elitism, isolation and
escapism. The first one, which corresponds primarily to George’s position, is
to emphasize the artwork’s separation from society and its ‘estrangement.’ In
Adorno’s formulation, the naturalist’s attention to socio-political reality also
means its affirmation as “simply existing — now and always”, while the

3 Emphasizing Benjamin’s earlier “extraordinary praise” for Adorno’s essay on the
correspondence, Ulrich Plaas (2007) writes: “Adorno was always reluctant to follow
Benjamin’s more daring and avant-garde experiments with philosophical and critical
forms of presentations. Adorno’s essay on George and Hofmannsthal constitutes
perhaps the moment of greatest closeness achieved in this intellectual friendship” (p.
95). When the essay was published in Prismen, Adorno dedicated it to Benjamin’s
memory.
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detachment of the symbolist from reality is a “refusal to accept the status quo”
(Adorno, 1997, p. 223). Consequently, George and Hofmannsthal give a more
accurate depiction of reality under capitalism by the very fact that they refuse
communication, while others (meaning naturalists and realists) “allow human
beings to speak fictitiously as though they could still talk to each other
(Adorno, 1997, p. 223). The real state of affairs, Adorno claims, is defined by
non-communication and atomization in capitalist society in which dialogue is
no longer possible. Naturalism is “‘up-to-date’ neither in its understanding of
society nor in its conceptualization of individual’s psychology. This is why
the symbolist movement is better in its “insight of the collapse” than “the
assiduous description of slums and mines” (Adorno, 1997, p. 223). Herein lies
the truth of the works of the two poets: not in their “prayer to beauty”, but in
their “asocial” “defiance” against communicative language (Adorno, 1997, p.
224; p. 223). The poet’s detachment not only turns the poet to an ‘eccentric’
but also transforms his language into a translation. The poet’s self-willed
estrangement to language moves him closer to the truth of capitalist
estrangement itself. While the bourgeois order is dependent on this ‘natural
aspect of everyday language, the aesthete relies on himself, as if he were “his
own idol,” thereby revealing “the utopia of not being oneself,” even when it
is still a posture (Adorno, 1997, p. 224). For Adorno this self-idolization is a
task doomed to unhappiness, but in their denunciation of identity through the
de-terminate negation of both society and its language, George and
Hofmannsthal depict the very struggle of the individual against capitalism, the
struggle of separation and freedom from individuality. In a sense, Adorno’s
account of the two poets very much resembles Lukacs’s criterion for a realist
work: namely that it should represent the individual’s struggle against society
and ultimate defeat and fragmentation. There are, however, two important
differences: While for Lukacs the struggle concerns the characters of the
novel, in Adorno’s account the struggle is between the author and society
through the medium of language. Second, the ultimate defeat in Adorno does
not refer to a fragmentation of the unified individual, but the realization of the
impossibility of becoming totally selfless.

The second strategy, which primarily characterizes Hofmannsthal’s
work, concerns the accusation that symbolists flee from reality. For Adorno,
symbolists are not after a “mystical inward-ness,” because they are already
outside (1997, p. 216). As such, their poetry is not an expression of their
interiority and subjectivity. This idea is based on Adorno’s reading of a story
Hofmannsthal offers about the origin of symbols in sacrifice: In the story, a
man who thinks he is hated by gods grabs a knife and kills a ram, imagining
ecstatically at the moment of slaughter that the blood of the animal is his
blood. As a result, Hofmannsthal claims, the man dies in the animal “just as
we die in symbols”, although this self-sacrifice lasts only for an instant
(Adorno, 1997, p. 222). Adorno translates this tale to the demise of the modern
man and to his “non-committal sacrifice” (Adorno, 1997, p. 222): “The
economic competitor survived by anticipating fluctuations in the market, even
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if he could not do anything about them. The modern poet lets himself be
overwhelmed by the power of things as though he were an outsider being
swallowed by a cartel” (Adorno, 1997, p. 222).4 The first account was the
story of the poet who protects himself from society and its banal language in
order to create something eternal and who as a result dooms himself to
unhappiness, while here, the dissolution of the individual takes place by
another route, namely, by the complete submersion of the poet in societal life.
Adorno’s analogy to being “swallowed by a cartel” changes Hofmannsthal’s
vitalistic language to a political one. Here Adorno comes closest to
Benjamin’s reading of Baudelaire who becomes a commodity in the market
place, so that commaodity-form can be read off his poems. By relinquishing
his subjectivity, the poet becomes the “mouth piece of things” (Adorno, 1997,
p. 222). Yet it is interesting to see that when Adorno translates the story of the
original sacrifice into socio-political terms, he ignores the fact that such
identification between the animal and the sacrificer happens only for an instant
in Hofmannsthal’s story. The demise and desubjectification of the modern
man, however, are taken to be happening constantly. As | will show later in
this article, Adorno revises this reading later in Asthetische Theorie.

These two positions, complete alienation and complete submission to
the market, define the positions of George and Hofmannsthal respectively. In
both cases, however, the symbolist, in contrast to the naturalist, is more
successful in reflecting the spirit of his age, that of late capitalism.
Furthermore, this success does not only stem from their works, but is closely
linked to their positions in society. In other words, the poets occupy a special
position, that of the ‘eccentric.” Here Adorno’s implicit claim is that the very
isolation and rejection of communication characteristic of symbolist artists
and poets explains the lack of communication between George and
Hofmannsthal. The very thing that makes the project of the symbolist
successful is also the reason behind the two poets’ separation: The
correspondence between the two poets can be seen, then, as the attempt of the
poets, who refuse to communicate through their works, to communicate,
thereby making explicit the nature of their enigmatic works.

The explanation of Adorno’s central thesis in the essay, which is
stated only at the end, fully supports the two ‘conservatives’ against socialist
realists without reserve. As such, at the end of the essay, where he gives us a
coherent picture of the relationship between the works and lives of the two
poets, Adorno distinguishes himself from the isolated poet who refuses to
communicate. He wants to communicate to us the truth behind their works (in

4 “Der Dichter der Moderne 148t von der Macht der Dinge sich iiberwiltigen wie der
Outsider vom Kartell. Beide ge-winnen den Schein der Sekuritét: der Dichter jedoch
auch die Ahnung ihres Gegenteils” (Adorno, 1977, p. 235). The use of the word
“outsider” in English is important for Adorno’s style, as I will argue at the end of the
article.
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order to ‘rescue’ them) and to underline the significance of these two figures
for the contemporary reader. Taken all by itself, the end section of the essay
bears the tone of the critic who, very much like the Lukacsian realist,
comprehends and represents the whole by careful selection and organization.
The question is, how-ever, whether this conclusion really sums up all the
different lines of argument in the essay. Do the final paragraphs really offer a
general commentary that reveals the truth behind all the minute aspects that
Adorno analyzes throughout the essay? Or is it just a fragment, which cannot
claim explanatory authority on all the other parts? The laudatory tone at the
end comes as a surprise, since throughout the essay Adorno criticizes both
George and Hofmannsthal. All these criticisms, how-ever, are included in the
essay without much explanation, and the conclusion of the essay does not
dwell on them.

The contrast between the critical tone throughout the essay and the
praise at the end urges us to look at Adorno’s later work, Asthetische Theorie,
in order to come up with an explanation of the methodology he uses. This
reference to his later work proves to be illuminating not because the latter
explains the essay in its entirety, but because it shows us what gets left out
when Adorno the critic moves to another stage of abstraction. It also shows
us to what extent Adorno’s later aesthetics was informed by his analysis of
George and Hofmannsthal. Thus, consulting Adorno’s later aesthetic theory
as an explanation, or a revelation of the truth in Adorno’s essay on George
and Hofmannsthal is useful to see why Adorno does not (or cannot) put all his
criticisms of the two poets in a comprehensive framework at the end of his
essay.

In Asthetische Theorie, Adorno offers a general theory of the artwork
as something that is separated from outside world but at the some time
connected to it. The artworks are “artifacts” and “products of social labor”
which “also communicate with the empirical experience that they reject and
from which they draw their content” (Adorno, 1998, p. 5). The artwork’s
“gravitational force” “gathers around itself its membra disjecta, traces of the
existing. [It] is related to the world by the principle that contrasts it with the
world” (Adorno, 1998, p. 7). But while they detach themselves from reality
by way of organizing their elements differently, they nevertheless remain
bound to external reality since it is where they derive their materials in the
first place. Thus, they are also products with a difference which arises from
their “constitutive absenting from real society,” a detachment that is
reminiscent of Adorno’s earlier take on George (Adorno, 1998, p. 236).
Adorno even mentions the artwork’s position vis-a-vis society in terms of a
willful detachment: “By crystallizing in itself as something unique to itself,
rather than complying with existing social norms and qualifying as ‘socially
useful’, it criticizes society by merely existing, for which puritans of all stripes
condemn it” (Adorno, 1998, pp. 225-226). Moreover, the artwork cannot “be
described or explained in terms of the categories of communication” (Adorno,
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1998, p. 109). Rather, the work expresses “extraartistic things and situations.
Historical processes and functions are already sedimented in them and speak
out of them” (Adorno, 1998, pp. 111-112). All these concerns mirror Adorno’s
earlier analysis of George and Hofmannsthal, but there is a major difference:
What ap-pears to be unique about symbolists is interpreted here as the very
ontology of all works of art. In a sense, Adorno derives his definition of art
itself from his interpretation of symbolism. The power of the artwork as
critique of society is no longer attributed to the historically specific positions
of the symbolists, who, like all artists, are “not demigods but fallible, often
neurotic and damaged, individuals” (Adorno, 1998, p. 171). It is situated at
the ontological status of the artwork itself. The detachment of the artist is no
longer a precondition for the detachment of the work from outside reality. But
this approach renders looking at a work such as the correspondence between
two poets methodologically unnecessary, and even false. Asthetische Theorie,
then, takes from the complicated analysis of the correspondence the basic
ideas about the nature of art, but in this process it loses what is specific to
George and Hofmannsthal.

3. Technique and Domination

While the attribution of the symbolist aspects to the whole of art in Asthetische
Theorie has the dis-advantage of losing the specificity of the two poets’
position in society, Adorno elaborates further on the theoretical content of his
essay later in his book. The relationship between technique and art, for
example, assumes a central role in Asthetische Theorie. Already in George-
Hofmannsthal es-say, Adorno (1997) underlines George and Hofmannsthal’s
preoccupation with technique and writes that “the gesture of the letters tends
to imply that the artist’s profound immersion in his mate-rial renders extensive
reflection unnecessary, or that the writers are too secure in their shared
experiences and attitudes to have to talk them to death” (p. 187). In contrast
to the philosopher, who reveals the truth behind the artwork, the artist is a
technician. This brief reference to technique is important to understand
Adorno’s analysis. Seen in the context of his earlier criticism of technical
mastery and domination of the world, poetry seems to join the ranks with
scientific enterprise and the poet emerges as “the complement of the natural
scientist” (Adorno, 1997, p. 190). As a result, art is not seen as an attempt to
reveal a mystery that is ignored by scientific outlook. It is an appropriation of
the “unexpected, that which has not yet been included in the current material
of expression” (Adorno, 1997, p. 191).

Reading these passages together with Asthetische Theorie shows once
again that in his aesthetic theory Adorno’s interest in technique extends to all
artworks. Métier, Adorno (1998) writes later, is to set “boundaries against the
bad infinity in works. It makes concrete what, in the language of Hegel’s
Logic, might be called the abstract possibility of artworks. Therefore, every
authentic artist is obsessed with technical procedures, the fetishism of means
also has a legitimate aspect” (p. 44). In order for the artwork to exist as
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something rather than being the formless expression of some unknown secret,
it has to have a form, for which it needs the selective technique of the artist.
This thing-like nature of the artwork makes it resemble an artifact, and as such
it has to undergo the same violence against nature which is used extensively
by technology: “Something is excised from the living, from the body of
language, from tones, from visual experience. The purer the form and the
higher the autonomy of the works, the more cruel they are. . . . This is the
ritual of the domination of nature that lives on in play” (Adorno, 1998, p. 50).
If technical domination over nature is an essential component of the artwork,
any mystification of its technical nature appears as a cover. Since “the
ordained mystery does not exist”, it is necessary to look beyond George’s
claims to “[pre-serve] Being from the stream of oblivion on whose banks he
erects his works” (Adorno, 1997, p. 192). Against this Heideggerian reading,
Adorno (1997) sees the mystery as a technical problem:

Yet should the technique which processes the materials be
revealed to the public, it would end the poet’s claim to an
authority which had long since been ceded to the event itself.
... The justification of the Circle, however, as it emerged for
George through his collaboration on Bldtter fiir die Kunst, is
by no means participation in concealed regions nor the
substantiality of the individual; rather, it is technical
competence. (p. 192)

The use of the word ‘mystery’ only serves to the separation between
the reader and the poet, while the real distinction is to be sought in technical
skills. Thus, George and Hofmannsthal, who only talk about technical
problems in their correspondence, are unconsciously aware of the real nature
of art, which Adorno elucidates later in Asthetische Theorie. In his essay on
their correspondence, Adorno makes this ‘secret’ explicit, and in Asthetische
Theorie he derives the necessity of this emphasis on technics from the nature
of the artwork itself. In both of the writings, Adorno is the one who
communicates what was withheld from the two poets’ communication. By
revealing the truth of the artwork, he makes explicit what is already implicit
in the unconscious knowledge of the two poets.

In George’s poetry Adorno (1997) detects the will to dominate nature.
George’s turn to nature is not a search of a pre-technical refuge from modern
society, but an illumination of nature through technique. This domination of
the sensible by the poet and its reduction to a certain goal would seem to stem
from the instrumental rationality which Adorno and Horkheimer attack in the
Dialektik der Aufkidrung (1944). How can a philosopher, who is known for
his critique of enlightenment’s dark side, praise technical domination?® This

> Commenting on this apparent conflict, Jameson (1990) argues that “Adorno
deliberately introduces into the very heart of the aesthetic the dynamic of
‘enlightenment’ and the original sin of Western rationality and domination which he
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is possible only if we bear in mind that the artwork is ontologically different
and that it willfully detaches itself from this world. As such, if George “resorts
in desperation to force”, “strangles words until they no longer elude him,” this
violence done to the sensuous element in language should be seen as a
response to the “disintegration of language” (Adorno, 1997, p. 206). In
Strathausen’s (2003) words, “George’s poetry is able to redeem things only
through a verbal embalmment that preserves their corpses in the mausoleum
of poetic form” (p. 243). The violence inflicted on matter should be seen as a
rebellious act, rather than a simple continuation of the destruction of nature
undertaken by technology: “Thus George’s heroism turns into its opposite. Its
mythical features are diametrically opposed to the heritage in whose name
they were appropriated by political apologists. They are features of defiance”
(Adorno, 1997, p. 206). Implicit in this passage is a disjunction between
political discourse and the language of the poet. Although George might have
been influenced by the anti-liberal sentiments of his epoch and was fascinated
with archetypical relations, what matters for the poetic enterprise is the effect
of estrangement. The domination of nature operating in the artwork is
diametrically op-posed to the political and technological domination operating
in reality. For Adorno, the artwork is always ‘too late’ and is marked by a
temporal distance between what the it aims (namely the origin of words) and
the artwork’s present. The domination in the artwork can never reach its goal;
it is never as serious as it is in political matters. There is almost a melancholic
element in George’s poetics, since it wants to achieve the impossible and to
overcome this lateness according to Adorno. But if this will to capture the
origins is translated into politics by ‘political apologists’, the results become
serious and alarming. The gap between art and reality, as such, is not to be
overcome.

4. George and Politics

In Adorno’s essay (1997) George is seen as “impervious to a mondanité which
was able to conduct international dialogues even about Hitler.” (p. 197).
George’s detachment from politics, just like the detachment of his poetic
technique from reality, saves him from falling into the lure of fascism. His
‘secret Germany’, as such, should be evaluated in terms of art rather than
politics. George’s praise-worthy act is his refusal to act and to be a part of the
current events. As such, he emerges as an “outcast” (Verfemter) who
“assumes the burden of unproductive resistance” (Adorno, 1997, p. 198).
“[T]he hanged man’s criticism of society from an amoral perspective,” in
Adorno’s words, shows that George’s poetry should not be seen in terms of
preserved beauty; rather, its proximity to Baudelairean themes of immorality
is more important to understand his political position (Adorno, 1997, p. 202).

was concerned elsewhere to denounce” (p. 179). This “Trojan horse,” however,
proves to be “a beneficial one” since it serves to bring “the formal and the social or
the historical” together in Adorno’s treatment of art (Jameson, 1990, p. 199).
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Another image provided by Adorno to describe George’s social position is
that of the traveller who has no roots, “the homeless wanderer” in a world
where others are “always at home with themselves” (Adorno, 1997, p. 199).
The experience of the nostalgic wanderer or that of the outcast exemplifies the
‘lateness’ of the artwork that Adorno emphasizes. This lateness signals an
unbridgeable gap and an impossible reconciliation with present reality. This
negativity, however, tends to be ignored by the interpreters of George whom
Adorno names ‘The Literary Historians.” Disregarding and dehistoricizing
George’s immorality and anger at the world, the ‘Literary Historian’ can only
imagine George’s travel to hell “as a sojourn” in a “tourist attraction” and then
can argue that George’s ultimate goal has always been to preserve beauty
(Adorno, 1997, p. 200). I would argue that in Adorno’s criticism the “Literary
Historian” appears to be the counterpart to the ‘political apologist’. While the
Literary Historian isolates the negative themes in George’s poetry and
mythifies them, thereby erasing all criticism implicit in George’s refrain from
current events, the political apologist takes these purified, neutralized and
depoliticized themes in order to misuse them in political matters, not for
negating the current condition and technical and political domination, but for
affirming them. Adorno steps in at the moment when George needs to be
rescued from these two figures, and reconnects him to social and political
reality by emphasizing the negation of that reality in George’s work.

In Adorno’s essay demystification of George’s project relies more on
George’s poetry than on George’s person. George is keen enough to perceive
“the relationship between international aggressiveness and imperialistic
ambitions” and can speak “of Germany in words that must have sounded
blasphemous to his own circle”, but this recognition is not directly related to
his person or to his “important international affiliations. Rather the true cause
of his awareness is to be found in the substance of his poetry” (Adorno, 1997,
p. 195). This is a strange formulation. It claims that George’s personal
detachment from historical events is ‘caused’ by his poetry, and not vice versa.
His poetic detachment precedes his political one. They are not part of a whole
and Adorno gives priority to the poetic aspect. This priority becomes most
apparent in Ashetische Theorie, where detachment and political resistance are
elements of the artwork itself, not that of the artist. However, we should also
ask what happens when Adorno himself moves from a specific evaluation of
George and Hofmannsthal to his own aesthetic theory. How does he avoid
resembling the “Literary Historian”, who ignores the tension between society
and the work? How does the philosopher, who perceives what is essential to
the texts, and who derives his theory of the nature of artwork from the work
of the poet, avoid losing the negativity inherent in symbolism?

To answer this, we need to look at Asthetische Theorie again. Adorno
(1998) claims that despite the resemblance between technological domination
and artistic technique, which “[extends] the realm of human domination to the
extreme”, the artwork’s separation from and opposition to outside world
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render it antithetical to technological domination (p. 77). Artworks, like
technology, operate under the means-ends rationality, but they also expose the
“faulty irrationality of the ration-al world as an overadministered world. For
the aim of all rationality — the quintessence of the means for dominating nature
— would have to be something other than the means, hence something not
rational” (Adorno, 1998, p. 53). The artwork is without any use and as such
suspect for the bourgeois order. But in using the same technical procedure, it
also reveals the meaninglessness be-hind the technical rationality, which does
not have an ultimate end for itself. This separation from outside “strengthens
and exculpates the rational element in art because it resists real domination”
(Adorno, 1998, p. 54). Art’s corrective to instrumental rationalism, then, uses
the same means through an immanent critique. Through its form, the work
gains freedom and becomes “anti-barbaric” (Adorno, 1998, p. 143)— a term
that reminds us of Adorno’s critique of culture industry and totalitarianism —,
and “amoral” (p. 144). But it should also be noted that this technical aspect is
never complete in itself. Art never manages to incorporate all the sensuous
elements into itself. The artwork is seen as a process of this struggle to
appropriate the incommensurable. Artworks continually “seek the identity of
the identical and the nonidentical processually because even their unity is only
an element and not the magical formula of the whole” (Adorno, 1998, p. 176).
They try to become ‘self-identical’ through the reduction of the “non-
identical, heterogeneous, and not already formed” (Adorno, 1998, p. 176). But
this struggle does never come to an end and never reaches complete
‘enlightenment’ of the other, for if it did, it would no longer be art, but only a
commodity (Adorno, 1998, p. 54). In more pessimistic terms, Adorno (1998)
defines this ‘cruelty’ of the art-work as a kind of “despair” due to its
powerlessness (p. 50). Its struggle is a process of disintegration. The
processual “decomposition” of the work is what makes it successful, but it
also dooms it to “melancholy,” since “[a]ll that art can do is grieve for the
sacrifice it makes” (Adorno, 1998, p. 52). The unhappiness that was used to
depict George’s situation in the correspondence essay, which | had analyzed
above, is now attributed to the artwork itself and explained structurally rather
than historically in Asthetische Theorie. Its difference from technology is
established firmly in its un-happiness and its difference from commodities.

In the George-Hofmannsthal essay Adorno (1997) claims that it is
wrong to accuse symbolists for clinging to the ideal of beauty while the
outside reality is so ugly as depicted by the naturalists (p. 217). While the
naturalists deny that there is any beauty, thereby pointing towards the absence
of beauty as an absent utopia, the symbolist poem presents a disintegrating
beauty, a beauty that fights against becoming a mere commodity but falling
prey to the market. The symbolist work portrays beauty’s disintegration under
capitalism. Adorno (1997) also points out that the beautiful object for George
and Hofmannsthal is the commercial objet d’art (p. 218). The beautiful is not
situated over and above the realm of commercial objects of kitsch. The
symbolist’s understanding of beauty does not differ from the kitsch, but in the
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poet’s portrayal of beauty, its fall into the commercial realm is revealed.
Adorno (1997) gives the concluding poem of the Pilgerfahrten as an example
of the necessity for the artwork to appear in commodity form. The poem,
according to Adorno, once again points to George’s unconscious knowledge
of the fact that the artwork stems from real life and that it is inevitably bound
to the realm of commodities. As in the case of the special typeface George
uses or the beautiful books that he decorates, the artwork is reduced to its
market value and made comparable to other commodities, despite the fact that
George emphasizes the artwork’s uniqueness at the same time.

This does not mean, however, that the artwork is only a commodity.
Its secret, the special kind of beauty (which is the deadly beauty of
disintegration), is named by Adorno in his Asthetische Theorie as the enigma
or the shudder. Only the hermetic artwork, which refuses communication,
namely “the adaptation of spirit to utility,” can do justice to the silence of
natural beauty (Adorno, 1998, p. 74). As such, beauty in the artwork is
material, but it is also the falling silent of this material (Adorno, 1998, p. 79).
This fleeting ‘enigma’ escapes understanding and cannot be put into words
even by Adorno (1998) himself: “Artworks that unfold to contemplation and
thought without any remainder are not artworks” (p. 121). Its elusiveness
explains why George or Hofmannsthal could only write about technical
themes in their correspondence. This enigma also makes the perceiver
experience the disintegration of the self for a moment: “For a few moments
the | becomes aware, in real terms, of the possibility of letting self-
preservation fall away, though it does not actually succeed in realizing this
possibility” (Adorno, 1998, p. 245). While in the George-Hofmannsthal essay
Adorno seemed to think that a complete identification during the sacrificial
ritual would be possible, as | have shown by highlighting his explanation of
Hofmannsthal’s story above, he becomes more cautious in Asthetische
Theorie and reformulates the experience of disintegration as a transitory one.’
Itis also important to note that he reinterprets the disintegration of the self not
as an experience of the poet but as an experience of the reader. The

& While Jameson (1990) claims that the culture industry is “negatively presupposed”
(p. 137) by Aesthetic Theory, Tyrus Miller (2007) notes that “Adorno’s views on
modernism, to which he ascribes a critical function in present-day society, must be
seen in the context of his theory of the ‘culture industry’, which he understands as
modernism’s dialectical complement and secret sharer” (p. 81). Bernstein (1992) also
notes the parallel between “the abstractness of the will to novelty” in art and the
“restlessness of capital itself, this production for the sake of production, that gives
modernism, in its earliest theoretical articulations in Baudelaire, ‘a fatalistic ring”” (p.
192).

7 In Plaas’s (2007) words “Poetic self-sacrifice can then be described as an artistic
ruse: through self-negation, the poetic subject becomes susceptible to something that
can be had only by not having it—collective language, which cannot appear, but only
disappear” (p. 93).
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commodification of the poet and the artwork is turned into the opposite of the
enigma. In the separation between George’s bearing (Haltung) and
detachment and Hofmannsthal’s self-abandonment into the market, George
emerges triumphant in Adorno’s later aesthetic theory, and Adorno (1998)
abandons his Benjaminian analysis of Hofmannsthal: “To catch even the
slightest glimpse beyond the prison that it itself is, the | requires not distraction
but rather the utmost tension that preserves the shudder” (p. 245). The
opposition between the positions of George and Hofmannsthal as formulated
in the earlier essay is later transformed into a duality inherent in all works of
art.

5. Commodification and Culture Industry

In Asthetische Theorie, Adorno detects two forces that are at work in art: One
of the poles draws it towards commaodification, while the other forces the form
to become self-conscious of its defeat, disintegration and unhappiness. Early
signs of the formulation of this duality can be seen in Adorno’s analysis of
George, who cannot evade the market, even though he does not succumb to
its forces the way Hofmannsthal does. Adorno (1997) praises Hofmannsthal
for his “real insight that language no longer allows anything to be said as it is
experienced. Language is either reified and banal, as the designation of
commodities, falsifying thought in advance.” (p. 203). Hofmannsthal’s
famous Chandos letter, Adorno claims, is right in its argument that
communication is not really possible, and that relying on communication as
naturalists do would turn the work into a commodity and would strip it of its
enigmatic character. But Hofmannsthal chooses another path. Instead of
relying on the enigma and the ‘bearing’ like George, he resorts to children’s
theatre in order to “emancipate literature from language” (Adorno, 1997, p.
203). Hofmannsthal’s turn to children’s theatre does not only signify the
rejection poetry and its detachment from the word. More importantly, its
technique betrays a desire to hold on to the subject and to provide self-control.
His style becomes an expression of happiness instead of suffering due to the
unbridgeable gap between art and life that Adorno detects in the case of
George. This irresponsibility drives Hofmannsthal’s work to become more
marketable. In Asthetische Theorie, Adorno (1998) emphasizes the danger of
happiness in the work of art when he writes that “whoever enjoys artworks is
a philistine” (p. 13). Entertainment, as such, is seen as a component of
production, through which the artwork is integrated into the social in order to
fulfill a function (Adorno, 1998, p. 253). In Asthetische Theorie, Adorno
comes to see this compromise as integral to the artwork’s nature. Artworks
are always susceptible to becoming commodities due to their “thing-
character”; they are both processes of disintegration (which is the source of
their enigma) and marketable, finished objects (Adorno, 1998, p. 100).

Adorno’s examples in the George-Hofmannsthal essay concern less
this type of compromise that is inherent in the artwork than the actions and
decisions of the two poets, and his mode of analysis is closer to his writings
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on the culture industry. As Andreas Huyssen (1975) claims, “Adorno’s
insistence on autonomy is the logical result of his analysis of mass culture as
the intentional integration of its consumers from above” (p. 8). Before the
concluding paragraphs of his es-say that | have analyzed above, he is as much
interested in the organizational framework and the structure of the work’s
reception, namely in extra-artistic aspects, as in the immanent aspects of the
work itself. Mass culture, for Adorno, does not emerge spontaneously from
the masses, as he argues in his essay “Culture Industry Reconsidered”. The
“customer” becomes a passive receiver and a consumer who is manipulated
for the purposes of earning profit (Adorno, 1991a, p. 99). In the culture
industry, the products are “no longer also commodities, they are commaodities
through and through” (Adorno, 1991a, p. 100). Thus, the designation ‘culture
industry’ refers to a state in which the artwork loses all its enigmatic character
and only caters to the audience’s enjoyment. Technique also changes form: It
is no longer the violence of the work against nature as a rebellion against
technical rationality, but a process of standardization, “distribution and
mechanical reproduction”, based on the “extra-artistic technique of the
material production of goods” (Adorno, 1991a, p. 101). The standardization
of consumer products leads into “mass deception” and “impedes the
development of autonomous, independent individuals who judge and decide
consciously for themselves” (Adorno, 1991a, p. 106). In his work on the
culture industry, Adorno’s focus is on actual people who are involved in the
production and consumption, or creation and reception of works. This
sociological dimension introduces an element of historical contingency to the
analysis, remnants of which can also be detected in Adorno’s essay on George
and Hofmannsthal.

Sociological analyses of George and Hofmannsthal’s actions and
decisions are numerous in Adorno’s essay, and these moments of historical
contextualization cannot be incorporated into the general framework of
Asthetische Theorie. Rather, these analyses insist on the historical specificity
of the poets’ projects and resist the attempt to translate them to a general
theory of art. Adorno gives us a sociological analysis of the position of
intellectuals in German society during the lives of the two poets. Their
“tortured self-rejection”, or unhappiness is attributed to the “problematic
relations between power and the intellectuals” since in contrast to England and
France, the intellectuals are less secure in their lives and can either “[glorify]
the prevailing crudity as substance and ‘life’” or “[substitute] a dream society
for the real one which they obeyed and feared” (Adorno, 1997, p. 195). This
historical context serves as an explanatory framework for Adorno’s
interpretation of the aspirations of the two poets and their integration into the
culture industry of their time. Hofmannthal, as we have seen before, is the one
who is the target of most of the criticism. His resolution to separate himself
from society is not as strong as George’s. Rather, he is a “conciliatory outsider,
too self-infatuated to be truly angry with the others” (Adorno, 1997, p. 202).
Instead of George’s asceticism, which Adorno (1997) cherishes,
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Hofmannsthal opts for a “cosmopolitanism” and remains fascinated with the
luxuries of aristocratic life (p. 194). Far from being an outsider like George,
Hofmannsthal, Adorno claims, both wants to belong and to be superior to
others at the same time. What compromises Hofmannsthal, Adorno seems to
imply, is a personal weakness, which is also closely linked to the situation of
the German intelligentsia. His sensationalism showcases his difference from
George, whose circle is formed around the secret of the technique. Catering to
the needs of both the “average man” with his “cultural journalism” and to
more cultured audience through esotericism, Hofmannsthal exemplifies for
Adorno (1997) the demise of the German intellectual right before the rise of
National Socialism: “In 1914 the forces of barbarism were content with
rhymes, to which Hofmannsthal, of course, also contributed. By the time of
the concentration camps the scribes have learned discrete silence, rugged
speech and elegiac abundance” (p. 197).

Adorno’s criticism is not only limited to Hofmannsthal. On the
contrary, he also shows how George’s position turns into its opposite. With
“his ascetic ideology, George is still more sensational, especially in the late
works” (Adorno, 1997, p. 196). This is made explicit especially in the
discussion of the two poets about prestige and their “rights over the work™
(Adorno, 1997, p. 210). When George accuses Hofmannsthal for not giving
him credit for his use of the word ‘infante’ and writes that “the masses could
misunderstand”, these petty concerns reveal to what extent mundane issues
occupy George’s mind and compromise his asceticism (Adorno, 1997, p.
210). This is where the logic of the market enters the relationship between
George and Hofmannsthal. Lyric poetry itself can be defined by its
detachment from culture industry and its autonomy, but the situation of its
creators is more complicated. It is not possible to attribute the same kind of
detachment to them.

Earlier | had suggested that Adorno was implying a causal
relationship between the detachment of the author and the detachment of the
work when he was praising George and Hofmannsthal against naturalists. But
then, in Asthetische Theorie, this detachment was derived not from the
isolation of the poets, but from the status of the artwork itself. This difference
between the work and the poet is already implicit in the earlier essay, in which
Adorno suggests that both George and Hofmannsthal are contaminated by the
logic of the market. Even if his works are not only commodities ‘through and
through’, George himself behaves like a producer in the culture industry:

George opposes the market as a phenomenon without
touching its underlying conditions. He would like to
emancipate poetry from the demands of the public, yet at the
same time he remains within a social framework which he
will later mythologize with words like ‘league’ and ‘hero’ and
‘deed’. To place oneself above ‘regard for the mass of
readers’ means, for George, to transform the mass of readers
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into a mass of coerced consumers through a technique of
domination closely allied to artistic technique. Hence his
ambivalent attitude to-wards success. . . . His scorn of success
applies solely to the market mechanism which sub-jects the
competing parties to reverses. He strives for success while
avoiding the market. The grandeur that proudly led him not to
seek success is that of the literary tycoon, as which George
previously saw himself and the model of which he could have
easily taken from the German economy of the time. (Adorno,
1997, pp. 210-211)

George’s elitism and detachment from others also separates him from
his readers which Adorno likens to the separation between the producer of
mass commodities and the consumer. His separation from the market only
means that he wants to monopolize the mass production and distribution of
his goods. Like Hofmannsthal, whose fear is not “the actual danger of
lowering himself to the level of the commercial public, but rather of ruining
his chances with it,” George in fact takes the public into account more than he
would like to admit (Adorno, 1997, p. 212). The difference be-tween George
and Hofmannsthal turns into a question of which circles they prefer.
Hofmannsthal, who is critical of the “spurious quality of the collective held
together by command” in George’s circle, does not want to become a member
of George’s ‘company’. What becomes clear in this professional competition
in the market is the sad condition of the two poets who are defeated by the
logic of the market. Both are “threatened by the existing order” (Adorno,
1997, p. 214). Despite the fact that Adorno praises art’s power to resist
commodification and the logic of capitalism, the same is not true of the artists.
In a culture of injustice, they cannot isolate themselves easily.

In these socio-historical analyses, Adorno focuses on the two poets’
circles and their ideologies, which he distinguishes from the suffering of the
solitary man and his rebellious detachment. The notion ‘bearing’, which at
first signifies such a detachment and refusal to communicate in George, is
“compromised by the epithet ‘elegance’, meant to define that distance
positively” (Adorno, 1997, p. 192). In contrast to bearing, elegance separates
a person from society not as an outsider, but as a superior above the masses.
This, in turn, makes it possible for the poets to form an ‘aristocratic
community’ and compromises the solitariness and refusal of the artist to
communicate: “Monads which are repelled from one another by their material
interests can still attract each other through the gesture of being blasé. The
necessity of estrangement is twisted into the virtue of self-sufficiency. Hence,
all are united in the praise of bearing” (Adorno, 1997, p. 192).8 While bearing

8 Jameson (1990) writes that this “doctrine of the monad” helps Adorno to “think
about something every part of which is social but which itself is somehow not social”
(p. 186).
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in art signifies a desperate attempt to hold on to oneself while inevitably
disintegrating, the bearing that is collectivized in a certain group resembles a
collective ideology, thereby showing us that the later appropriation of
George’s themes by the far right is already nascent in the integration of George
to the logic of the market.

The emphasis on “elegance” helps George to form an exclusive group,
but it does not necessarily mean total isolation from the outside. The people
from whom George distinguishes himself with his emphasis on elegance and
(aesthetic) "understanding’ in his letters to Hofmannsthal are still expected to
buy his books by paying more, while the ones closer to the circle only need to
sub-scribe. This economic consideration, which quite consciously reduces
George and his circle to a group of marketing professionals and their readers
to consumers, shows to what extent George was already integrated into the
system. Adorno (1997) claims that is what compromises George’s work and
person. This emphasis on economic considerations explains why Adorno
selects this correspondence between the two poets for his analysis and shows
the difference in method between this essay and his work on lyric poetry. It
reveals that the ‘conversation’ between these two poets inevitably becomes
integrated in the language of business. If art is defined by its detachment and
its monad-like isolation through which it communicates with other works
without actually communicating, any attempt to use mundane language
compromises it and reveals the economic, capitalistic considerations, just like
the communication between the members of George circle becomes possible
only through the terminology of elegance and nobility. The very
communication between the two poets, | would argue, is exactly what
compromises George and Hofmannsthal’s aesthetics ac-cording to Adorno.
Only through hermetic refusal to communicate can the poet rescue himself.

6. CONCLUSION

Adorno’s praise of the symbolists at the end of his essay does not capture the
mundane element in symbolism. Adorno ‘rescues’ George and Hofmannsthal
by underlining their detachment at the end, which later makes its way to his
Asthetische Theorie in which Adorno formulates his theory of the artwork.
But this approach, which ignores the real poets in their human relationship
and profession-al aspirations, leaves out the analysis of the historical
circumstances in which both the artist and the artwork are compromised and
absorbed partially by society. To explain this integration into the market
Adorno instead resorts to his methods of analyzing the culture industry and
focuses on the organizations and actions of individuals in the market.

As | have pointed out at the beginning of this article, neither the
theoretical argument at the end of Adorno’s essay on George and
Hofmannsthal, nor its later generalization in Asthetische Theorie can capture
the historical analysis of George and Hofmannsthal’s integration into culture
industry that Adorno analyzes throughout the earlier parts of the essay. The
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philosopher, who reveals the truth of the work, cannot ‘communicate’ to us
all the aspects in a general framework. The parts where Adorno deals with the
ways the two poets fall prey to the market cannot communicate with the parts
where he emphasizes the detachment and rebellion of their works. What later
gives rise to the unbridgeable dichotomy between the culture industry on the
one hand and the authentic artwork on the other hand is already implicit in this
essay with its two different perspectives, namely, the perspective of the
sociologist who looks at the work in its relation to the culture industry, and
that of the philosopher who focuses on the work’s enigma. Adorno’s essay
itself, then, strives to a unity, but reveals the impossibility of bringing together
the two elements.

The incongruity of the artwork’s enigma and its commodification are
reflected in Adorno’s diction as well. When Adorno (1997) writes that “[i]n
George’s mouth the word ‘gentleman’ looks like a murderer” the English
word ‘Gentleman’ also stands out in Adorno’s exquisite German like a
‘murderer ‘(p. 198). Adorno employs this strategy throughout his essay and
the reader is constantly reminded of the irreconcilable duality of enigma and
commodification whenever Adorno (1977) mixes German and English when
he refers to the social position of the poets with words like “Outsidertum” (p.
210). By its very complexity, Adomo’s essay becomes an example of the
fragmentariness that he attributes to artworks and a powerful reminder of the
proximity of art and philosophy in Adorno’s oeuvre.
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