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BELLEGIN TOPOGRAFYASI VE SiiRSEL
MEKAN: EDiP CANSEVER iLE SEAMUS
HEANEY SIiIRLERINDE HAFIZA, KIMLIK VE
YERSIZLIK

Serap SARIBAS!

1. GIRIS

Siir, bireysel hafizanin estetik bir dile doniistiigi,
mekanin, zamanin ve benligin i¢ ice gectigi bir sdylem
diizlemidir. Bu diizlemde siirsel biling, yalnizca duygularin degil,
ayn1 zamanda tarihsel, kiiltlirel ve topografik aidiyetlerin de bir
bellege doniistiigii 6zgiin bir semiyotik yapilar biitiinii insa eder.
Bu baglamda, modern siirde mekan, yalnizca fiziksel bir baglam
olarak degil, ayn1 zamanda bellegin cisimlestigi poetik bir
duzlemdir. Ozellikle Edip Cansever ve Seamus Heaney’nin
siirlerinde, bireyin icsel diinyasi ile digsal cografyanin karsilikli
etkilesim i¢inde oldugu gozlemlenir. Bu ¢alismada, s6z konusu
iki sairin poetikasinda mekanin nasil bir bellek alani haline
geldigi, mekansal deneyimin siirsel bilingle nasil doniistiigii ve
siirin topografik bir hafiza formu olarak nasil isledigi analiz
edilmektedir. Mekan ile bellek arasindaki iliski, ozellikle Pierre
Nora’nin ortaya koydugu “lieux de mémoire” (hafiza mekanlari)
kavramiyla birlikte kiiltiirel arastirmalarin temel eksenlerinden
biri haline gelmistir. Nora’ya gore, modern toplumlarda tarihsel
stirekliligin yerini alacak bigimde baz1 mekanlar kolektif bellegin
yogunlastig1 simgesel diigiim noktalarina doniisiir (Nora, 2010, s.
16). Nora’nin yaklagimini genisleten Jan Assmann ise kiiltiirel
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bellegin yalnizca tarihsel verilerin degil, ayn1 zamanda toplumsal
deneyimlerin, ritiiellerin ve anlatilarin mekansal bigimlerde
muhafaza edildigini savunur (Assmann, 2019, s. 72). Bu
dogrultuda, siirdeki mekansal gondermeler yalnizca betimleyici
Ogeler degil; aynt zamanda kimligin, travmanin ve bellegin
tasiyicilaridir.

Siirin bu ¢ok katmanli yapisinda mekan, yalnizca bir arka
plan olarak degil; siirsel 6znenin varolugsal koordinatlarini
belirleyen aktif bir 6znedir. Gaston Bachelard’in klasiklesmis
eseri Mekanmin Poetikast, siirsel imgelemin “yer” kavrami
etrafinda nasil sekillendigini gostererek, ozellikle oda, ev, kuyu
ve kose gibi mikro-mekanlarin bireyin biling haritasinda nasil
yankilandiginmi ortaya koyar (Bachelard, 2021, s. 38). Bu mikro-
mekanlar, Edip Cansever’in siirlerinde sik¢a karsilasilan kapali,
dar, bogucu mekansal imgelerin, 6znenin i¢sel yalnizlig1 ile nasil
oriildiigiinii anlamak acisindan énemlidir (Ugan, 2014, s. 47). Ote
yandan Heaney’nin siirlerinde kirsal mekéan, tarlalar, batakliklar
ve kuyu motifleri tzerinden tarihsel bellekle bireysel deneyimi
harmanlayan bir poetik hafiza sahasma doniisiir (Ozgelik, 2022,
s. b1).

Mekanin siirdeki bu ontolojik doniisiimiinii yalnizca
fiziksel baglamda degil, ayn1 zamanda kiiltiirel-politik baglamda
da degerlendirmek gerekir. Ozellikle Seamus Heaney, Kuzey
Irlanda’nin  sémiirge sonrast kirilmalarmi kirsal cografya
imgesiyle birlestirerek, “cografi benlik” dedigimiz kavramu siirsel
diizleme tasir (Ertiirk, 2019, s. 90). Heaney 'nin siirinde “yer”” hem
aidiyetin hem de yitim duygusunun tasiyicisidir. Bu noktada
Edward Said’in “toprak anlatilarina” dair yaklasimi, mekanin bir
hatirlama aygit1 oldugunu ve kiiltiirel temsillerle nasil yeniden
kuruldugunu vurgular (Said, 1993, s. 12). Heaney nin siirinde de
“kuyular”, “mezarliklar” ve “toprak” imgesi ilizerinden yiiriiyen
bu topografik hafiza, kolektif travmanin bireysel beden iizerinden
dile gelisiyle somutlagr.
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Edip Cansever ise modern Tiirk siirinin en 0zgilin
seslerinden biri olarak, 6zellikle Tkinci Yeni hareketi igerisinde
mekan varolussal sikismanin ve ontolojik boslugun bir ifadesi
olarak igler. Cansever’in siirsel evreninde yer alan “masa”, “oda”,
“acik kap1”, “bos sokak™ gibi mekansal 6geler, bireyin dis diinya
ile kurdugu eksik ve kirik iligkiyi goriiniir kilar (Ayhan, 2020, s.
121). Cansever’in poetikasinda mekan, i¢sel diyalogun hem
sahnesi hem de aktdriidiir. Bu yoniiyle onun siiri, yalnizca anlam
arayisinin degil, ayn1 zamanda bellegin parcalanmus izlerini takip

etmenin de bir yolu haline gelir (Aydin, 2013, s. 20).

Bu c¢alismanin amaci, Edip Cansever ile Seamus
Heaney’nin siirlerinde mekanin nasil bir belirleyici bellek
diizlemi olarak islev gordiigiinii karsilagtirmali bir perspektifle
incelemektir. Bu baglamda, mekan-bellek iliskisi, her iki sairin
siirinde de Oznel deneyimin estetik temsili olarak karsimiza
cikmaktadir. Calismada, Bachelard’in mekansal poetika anlayisi,
Assmann’in kiiltiirel bellek kurami, Nora’nin hafiza mekanlari
kavrami ve Said’in kiiltiirel topografya analizleri temel alinarak,
siirlerin anlam haritalar1 ¢oziimlenecektir. Ayrica, Yi-Fu Tuan ve
Edward Casey gibi mekan kuramcilarinin “yer deneyimi” odakli
yaklagimlar1 da siirsel anlatilarin ¢oziimlenmesinde yardimci
kavramsal ¢ergceve sunacaktir. Caligmanin 6zgiin yonii, Tiirk ve
Irlanda siirinin iki bilyiik ismi iizerinden topografik bellegin
poetik yapisini karsilastirmali olarak incelemesi ve siirde mekani
yalnizca betimleyici degil, epistemolojik ve varolussal bir islev
tagtyan bir unsur olarak degerlendirmesidir. Bu bakimdan, siir ve
cografya arasindaki iligkiler yalnizca tematik diizeyde degil, ayni
zamanda poetik formlar ve bellegin estetik yapilar1 iizerinden
analiz edilecektir. Bu baglamda, mekanin siirde bir hatiza mekani
olarak nasil kuruldugu sorusu hem tarihsel hem varolussal
diizlemleri kesen ¢ok katmanli bir poetik arastirmanin eksenini
olusturacaktir.
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2. KURAMSAL CERCEVE ve YONTEM

Bu c¢alismanin kuramsal temeli, siirsel metinlerde
mekanin yalmizca fiziksel bir baglam degil, aynm1 zamanda
epistemolojik, ontolojik ve semiyotik bir yap1 olarak ele alindigi
disiplinlerarasi yaklagimlara dayanmaktadir. Ozellikle mekan ve
bellek iligskisi hem bireysel hem de kolektif deneyimlerin dilsel,
imgesel ve poetik yapilar lizerinden nasil bedenlendigini ortaya
koymak acisindan kilit bir kavramdir. Bu c¢ercevede Jan
Assmann, Pierre Nora, Gaston Bachelard, Yi-Fu Tuan, Edward
Casey, Edward Said ve Julia Kristeva gibi diisiiniirlerin
gelistirdigi kuramsal ¢erceveler, Edip Cansever ile Seamus
Heaney siirlerini karsilastirmali olarak ¢coziimlemek tizere temel
alinmistir. Siirde mekanin yalnizca topografik bir baglam olarak
degil, aym1 zamanda ge¢mise dair imgelerin ve deneyimlerin
yeniden iretildigi bir bellek diizlemi olarak islev gordiigi fikri,
Assmann ve Nora’nin c¢alismalariyla teorik bir zemin
kazanmigtir. Assmann’a goére kiiltiirel bellek, kolektif
deneyimlerin belirli semboller, ritiieller ve anlatilar araciligiyla
mekana yerlestirilmesi yoluyla yeniden iiretilir (Assmann, 2019,
s. 72). Bu mekanlar, yalnizca hatirlamay1 saglamakla kalmaz,
aynm1 zamanda kimlik insasinin da bir araci héline gelir. Pierre
Nora ise modern toplumlarda hafizanin artik tarihsel siireklilik
icinde degil, simgesel yogunluk tasiyan mekanlar araciligiyla
varligin siirdiirdiigiinii ifade eder (Nora, 2010, s. 18). Siir, bu
anlamda bir “hafiza mekani”na doniiserek, bireyin igsel
cografyasiyla digsal tarihsel-toplumsal gercekligi kesistiren bir
arayiiz iglevi goriir. Bu bakis acisindan degerlendirildiginde, Edip
Cansever’in siirlerinde yer alan masa, sokak, pencere gibi
giindelik mekan imgeleri, yalnizca fiziksel degil, ayn1 zamanda
psikolojik birer bellek alan1 olarak kurgulanir (Ugan, 2014, s. 48).
Aymi sekilde, Heaney’nin siirlerindeki kirsal mekanlar,
Irlanda’nin somiirge sonrasi tarihsel yiikiinii tasiyan, gomiilii
gecmisin metaforik uzamlari olarak belirir (Ozgelik, 2022, s. 52).
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Mekanin bireyin i¢sel yasantisina dair verilerle driilmesi,
Gaston Bachelard’in  Mekdnin Poetikast (La Poétique de
I’Espace) adli eserinde gelistirdigi “imgesel mekan” kavramiyla
aciklanabilir. Bachelard, ev, oda, kuyu, merdiven gibi yapilari
yalnizca mimari formlar olarak degil; bilingdis1 arzularin,
korkularin ve hatiralarin yansidigi mekansal metaforlar olarak
degerlendirir (Bachelard, 2021, s. 39). Bu gercevede, Cansever’in
siirlerinde sikca karsilagilan kapali mekanlar, 6znenin yalnizligi,
iletisimsizligi ve varolussal sikigmiglhiginin imgesel izdiistimleri
olarak okunabilir (Ayhan, 2020, s. 124). Ote yandan Heaney’nin
siirsel evreninde “kuyu”, “bataklik” ve “mezar” gibi motifler,
tarihsel gomiilii bellegin tasiyicilart olarak isler. Bu tiir imgelem,
Edward Casey’nin mekanin “yer bellegi” olusturduguna dair
goriisiiyle Ortiislir. Casey’e gore yerler, hatiralar1 yalnizca
muhafaza etmekle kalmaz, onlar1 beden ve mekan arasinda
duygulanimsal bir iligki yoluyla yeniden {iretir (Casey, 2013, s.
85). Bu noktada Heaney’nin siirlerinde fiziksel cografya, tarihsel
travmanin ve politik catismanin siirsel tastyicist haline gelir
(Erturk, 2019, s. 94).

Heaney siiri, yalnmizca bireysel hafizanin degil, ayni
zamanda bir somiirge sonrasi bilincin siirsel diizlemde nasil
kuruldugunu géstermesi agisindan énemlidir. Kuzey Irlanda’nin
tarihsel kirilmalari, siirde yerellik iizerinden poetik bir politikaya
doniisiir. Bu baglamda, Edward Said’in “cografi imgelem”
kavrami, mekanin bir tiir temsil savagsi alan1 olduguna isaret eder.
Said’e gore kiiltiirel anlatilar, mekani1 ideolojik bir haritaya
dondstiirtir (Said, 1993, s. 14). Heaney, bu ideolojik mekant,
bireyin icsel deneyimleriyle orerek yeniden siirlestirir. Homi
Bhabha’nin “kiiltiire]l melezlik” ve “iigilincli mekan” kavramlari
da Heaney’nin siirindeki yer-duyarliligin1 agiklamak agisindan
kullanighdir. Bhabha’ya gore somiirge sonrasi 6zne hem yerel
hem de evrensel olanin kesistigi melez bir anlat1 kurar (Bhabha,
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1994, s. 38). Bu gercevede Heaney’nin siirinde hem ge¢cmisin
golgesi hem de gelecege dair etik bir yonelim yer alir.

Edip Cansever’in siirinde mekan, yalnizca dis diinya ile
0zne arasindaki iligkiyi degil, ayn1 zamanda ontolojik bir arayisi
da temsil eder. Bu noktada Maurice Blanchot ve Julia Kristeva
gibi diisiiniirlerin “bosluk™, “eksiklik” ve “abject” kavramlar
Cansever’in poetikasini anlamada anahtar sunar. Kristeva'nin
gelistirdigi “abjection” kavramu, sinirlarin belirsizlestigi, benligin
pargalandig1 deneyim alanlarini tanimlar (Kristeva, 1980, s. 4).
Cansever’in siirindeki bosluk dolu mekéanlar, bu pargalanmis
0zne yapisinin uzamsal izdlisiimleri olarak degerlendirilebilir. Bu
baglamda, Cansever’in poetikasinda mekan, yalnizca betimsel
degil, aym zamanda felsefi bir meseledir: Oznenin ne’ligine,
yalnizligina ve sessizligine dair bir soru alani. Bu da Cansever’i,
yalmzca Ikinci Yeni’nin bir parcasi olmaktan ¢ikarip, mekansal
bilingle ontolojik sorgulama arasindaki ince ¢izgide
konumlandirir (Yalgin, 2016, s. 89).

Bu caligsma, karsilagtirmali siir ¢éziimlemesi yontemini
benimsemektedir. Her iki sairin se¢ilmis siirleri, mekan temasi
etrafinda yakin okuma (close reading) yontemiyle incelenmis,
betimsel analizlerle desteklenmistir. Kuramsal ¢er¢eve, mekan-
bellek iligkisi iizerine gelistirilmis disiplinleraras1 yaklagimlara
dayanmaktadir. Edip Cansever’den “Masa da Masaymis Ha”,
“Bezik Oynayan Kadinlar” ve “Umutsuzlar Parki”; Heaney’den
ise Bogland, Digging, Clearances ve Personal Helicon gibi siirler
temsili olarak analiz kapsamina alinmigtir. Bunun yani sira,
sairlerin siirsel s0z dagarcigi, mekansal imgeleri ve bu imgeler
tizerinden insa ettikleri zaman ve benlik algilari, metin igi
gondermeler ve tarihsel baglam cercevesinde c¢oziimlenmistir.
Siirlerde kullanilan mekansal imgelemin yalnizca anlam yiiki
degil, aym1 zamanda poetik islevi de degerlendirilmistir.
Boylelikle hem poetik yapt hem de kiiltiirel bellegin isleyisi cok
katmanli olarak analiz edilmistir.
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3. EDiP CANSEVER’DE MEKANSAL BELLEK
VE ONTOLOJIK YALNIZLIK

Modern Tiirk siirinin en 6zgiin ve deneysel seslerinden
biri olan Edip Cansever, ozellikle 1950 sonrasi Ikinci Yeni
kusaginda, mekanin siirsel bir sorgulama nesnesine
doniistiiriilmesinde 6ncii bir figiir olarak o6ne c¢ikar. Onun
siirlerinde “yer” yalnizca bir fon degil, 6znenin hafiza, benlik ve
zaman ile kurdugu iliskinin bedensellestigi bir sahne olarak islev
goriir. Bu baglamda Cansever’in poetikasinda mekan hem
bireysel hem de kolektif bellegin tasiyicist hem ontolojik
yalmizligin ifadesi hem de varolussal sorgulamanin poetik
aracidir. Siirsel mekan, burada yalmizca temsili degil;, ayni
zamanda kurucu ve doniistiiriicli bir yapidir. Cansever’in siirleri,
genellikle ge¢misin parcali ve ¢ogu zaman belirsiz izlerinin,
belirli mekan imgeleri tizerinden dile geldigi metinlerdir. Bu
durum, Pierre Nora’nin “hafiza mekanlar1” (lieux de mémoire)
kavrami ile dogrudan iligkilendirilebilir. Nora’ya gdre modern
cagda tarih ile bellek birbirinden ayrilmistir ve artik ge¢mis,
somut olaylardan ¢ok belirli mekanlarda yogunlasan bir duygusal
hatirlama big¢imi olarak yasanir (Nora, 2010, s. 19).

Cansever’in siirinde bu tarz hafiza mekanlar1 siklikla
“masa”, “oda”, “bos park”, “bekleme odas1”, “deniz manzarali
pencere” gibi giindelik ve siradan goriinen unsurlar {izerinden
insa edilir. Ornegin, “Masa da Masaymis Ha” siirinde masa,
giindelikligin i¢inden c¢ikarak hem bireyin hem de toplumun
bellegini tagiyan bir sembole doniisiir: “Bir masada oturuyorduk
ti¢ kisi / Kadin kagit oynuyordu / Adam da oynuyordu / Ben de
oynuyordum.”

Bu dizeler, goriiniiste siradan bir masa basi anini anlatsa da alt
metinde bir yalnizlik tiggeni, iletisimsizlik ve varolugsal kopusun
izlerini tasir. Masanin ¢evresinde kurulan bu diyalogsuzluk,
Cansever’in siirsel mekaninda hafizanin daima eksik, parcali ve
sarkastik oldugunu gdosterir (Ugan, 2014, s. 50). Gaston
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Bachelard’in  (2021) belirttigi iizere, “evin her Kkosesi,
yasanmigliklarla dolu birer i¢ mekandir” ve siir, bu i¢ mekanlari
bilingaltinin uzantisi olarak yeniden kurar (s. 45).

Edip Cansever’in mekan anlayisi, 6zellikle kapali ve dar
alanlara yonelmesiyle dikkat ¢ceker. Onun siirinde “oda”, yalnizca
bir yasam alan1 degil; ige dénmenin, diisiincenin ve ¢okiislin
sahnesidir. “Bezik Oynayan Kadinlar” siirinde gegen “tiil
perdelerden siiziilen yalnizligimiz” ifadesi, mekanin sadece bir
arka plan degil, duygunun kendisi oldugunu ima eder. Bu
baglamda Cansever’in mekanlari, “igerisi” ile “disarist”
arasindaki sinirlar1 belirsizlestiren ve 6znenin kendi benligiyle
catistig1 esik alanlar olarak karsimiza ¢ikar. Bu tiir sinir ihlalleri,
Julia Kristeva’nin (1980) “abjection” kavramiyla yakindan
iligkilidir. Kristeva’ya gore abject, benligin disladigi ama yine de
tam anlamiyla atamadigi, varlikla yokluk arasindaki gri bolgede
konumlanan seydir (s. 4). Cansever’in siirinde 6zne, tam da bu gri
bolgede mekéanla iligki kurar ne mekana tam anlamiyla
yerlesebilir ne de ondan kurtulabilir. Bu “yarim yerlesiklik”,
Cansever’in siirlerinde sikc¢a hissedilen huzursuz mekansalligin
temelidir (Yalgin, 2016, s. 90). Ornegin “Bekleme Odasi”
siirinde, “Biitiin giin oturmusum orada / Ne bekledigimi
bilmeden” dizeleriyle tanimlanan mekan ne baslangictir ne de
sonug; bir gecissizlik halidir. Blanchot (1989), bu tiir mekanlar
“bosluk mekan1” olarak tanimlar ve siirin tam da bu boslukta
anlam kazandigini savunur (s. 68). Bu perspektiften bakildiginda,
Cansever’in siirsel mekani, bir geg¢is alan1 degil; gegememe
halinin temsilidir.

Cansever’in siirinde yalnizca i¢ mekanlar degil, dis diinya
da bir o kadar énemlidir. Ozellikle sehir, park, deniz gibi agik
mekanlar, bireyin kolektif bellekle kurdugu iliskiyi
anlamlandirmada belirleyici olur. “Umutsuzlar Parki” siirinde
gecen “Ve biz burada bekliyoruz / Bize ait olmayan bir gelecegi”
dizesi, bir parkin ortasinda donmus bir zamansallig1 ve aidiyet
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yitimini dile getirir. Park, burada hem ge¢misin yitimi hem de
gelecek beklentisinin boslugu ile yiiklidiir. Bu tiir mekanlar,
Assmann’in (2019) kiiltiirel bellegin fiziksel tasiyicilar1 olarak
niteledigi “mnemoteknik yapilar” ile ortiisiir (s. 75). Cansever’in
siiri, mekan1 hatirlamanin degil, hatirlayamamanin mekani olarak

isler.

Benzer sekilde “Denizin Ustii Képurir” siirinde gecen
“bir mart1 bile hatirliyor ge¢misi / ben hatirlamiyorum” dizesi,
mekanin hatirlayan bir 6zneye doniismesi karsisinda insanin
belleksizlesmesine dair bir ironiyi ortaya koyar. Bu tiir dizeler,
Cansever’in siirinde mekanin yalnizca bir imge degil, ayn
zamanda bir etik ve ontolojik sorunsal olarak var oldugunu
gosterir. Cansever’in mekan kurgusu, sadece tematik dizlemle
siirli degildir; ayn1 zamanda siirin bigimsel yapisina da niifuz
eder. Ozellikle enjambmanlar, ani kopuslar ve zamansal
sicramalar, mekanin kirik yapisini siirsel diizeye tasir. Bu
bicimsel Ozellikler, mekanin yalnizca betimlenmedigini, ayni
zamanda siirin yapisal mantiginda iretildigini gosterir. Siirdeki
anlamsal bosluklar, mekansal bosluklarla Ortlisiir ve bir biitiin

~ 199

olarak siiri “eksiklik estetigi”ne yonlendirir.

Aydogan (2017), Cansever’in siirindeki mekansal
estetigin, modernitenin bireyi yersizlestiren yapisina karsi
gelistirilmis bir poetik diren¢ oldugunu vurgular (s. 97). Bu
direng, mekanin sabitlenemez, anlami siirekli ertelenen bir yap1
olarak kurgulanmasiyla kendini gosterir. Cansever’in siirinde
mekan, bu anlamda, sabit bir varlik degil; daima kaygan, daima
¢oziilmekte olan bir dilsel yapidir. Sonug olarak Edip Cansever’in
siirinde mekan, yalnizca bir betimleme unsuru degil; bellegin,
varolusun ve dilin i¢ ige gectigi cok katmanli bir poetik yapidir.
Bu mekansal yapi, bireyin yalnizligi kadar toplumla kurdugu
catismal iliskiyi de goriiniir kilar. Cansever’in mekan poetikasi
hem ontolojik hem estetik hem de kiiltlirel bir sorgulamanin
tasiyicisi olarak Tiirk siirinde essiz bir yer isgal eder.
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4. SEAMUS HEANEY’'DE KIRSAL
TOPOGRAFYA VE TARIHSEL BELLEGIN
KATMANLARI

Seamus Heaney, modern Irlanda siirinin en 6zgiin
seslerinden biri olarak, kirsal topografya lizerinden insa ettigi
siirsel bellegiyle yalnizca bireysel deneyimi degil, ayn1 zamanda
tarihsel travmalari, ulusal kimlik arayislarin1 ve somiirge sonrast
Oznelik sorununu dile getiren ¢ok katmanli bir poetika
gelistirmistir. Heaney’nin siiri, mekanin tarihsel, duygusal ve
kiiltiirel kodlarmi ¢éziimleyen ve bu kodlar1 bireysel benlik ile
kolektif biling arasinda dolastiran bir poetik sdylem iiretir. Onun
siirinde doga, yalnizca pastoral bir arka plan degil; hafizanin,
sucun, aidiyetin ve kimligin katman katman islendigi bir
topografik metindir. Heaney’nin siirinde kirsal alanlar, 6zellikle
tarlalar, batakliklar, kuyular ve tas duvarlar, fiziksel bir cografya
olmaktan ¢ikarak, kiiltlirel bellegin tasiyicilar1 haline gelir.

Bu baglamda Heaney'nin siir poetikasi, Edward Casey’nin
“yer bellegi” (place memory) kavrami ile ortiigiir. Casey’ye gore
yerler, gee¢mis deneyimlerin yalnizca animsandigi alanlar
degildir; ayn1 zamanda bu deneyimlerin beden, duygu ve anlati
yoluyla yeniden Uretildigi dinamik yapilardir (Casey, 2013, s.
84). Heaney, bu tlr bir mekan deneyimini, 6zellikle “Digging”,
“Bogland” ve ““Personal Helicon™ gibi siirlerinde gii¢lii bicimde
isler. Ozellikle “Digging” siiri, bireysel bellegin kusaklar arasi
aktarimi ile topragin kazilmasi arasindaki metaforik paralelligi
carpict bir bigimde ortaya ¢ikarir. Burada kazma eylemi, sadece
topraga degil, ayn1 zamanda ge¢mise, aile tarihine ve kiiltiirel
koklere yoneliktir. Kalem, bir kiirek gibi islev gorerek bellegin
topragini eseler. Bu metafor, siirde yerin bir hatirlama pratigine
doniismesini saglar (Heaney, 1998, s. 3). Heaney’nin 6zellikle
“Bog Poems” bashig altinda topladig: siirler, irlanda’nin hem
jeolojik hem de tarihsel katmanlarin1 metaforik bir doku haline
getirir. “The Tollund Man” siirinde gegen: “Some day I will go
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to Aarhus / To see his peat-brown,head,” dizeleri, Danimarka’da
bulunan bir bataklik mumyasina yapilan referansla, ge¢misin
nasil topraga gomiildiigiinii ve bugiin hala o topragin altinda nasil
yasadigini gosterir. Bu figiir, Jan Assmann’in “kiiltiirel bellek”
tanmimindaki gibi, sadece tarihsel verilerin degil, ayn1 zamanda

ritiielize edilmis travmalarin bir tastyicisidir (Assmann, 2019, s.
74).

Bataklik, burada yalnizca doganin bir parcasit degil; aym
zamanda Oliilerin, unutulmuslarin ve bastirilmislarin mekanidir.
Bu acidan, Heaney’nin siirlerinde bataklik, Freudyen “das
Unheimliche” (tekinsiz) kavramini ¢agristirir: bastirilmis olanin
geri doniis alani. Bu “geri dontis”, 6zellikle Heaney’ nin Katolik
kimligi ile Anglo-Protestan egemenligi arasindaki ¢atismanin,
tarihsel diizlemde dile gelisidir (Ertiirk, 2019, s. 91). Heaney’nin
siiri, ayn1 zamanda sOmiirge sonrasi 6zne insasini sorgulayan bir
poetik sdylem iiretir. Kuzey Irlanda’da dogmus bir Katolik olarak
hem Ingiliz hegemonyasinin kiiltiirel tahakkiimiine hem de yerli
[rlanda kimliginin kirilgan temsiline maruz kalmistir. Bu durum,
Heaney’nin siirinde Edward Said’in tanimladigt “cografi
imgelem” kavrami ile dogrudan iliskilidir. Said’e gore, modern
edebiyatin bir¢ok 6rnegi, cografyay yalnizca bir mekan degil, bir
sOylem olarak isler: “Cografya, gii¢ iliskilerinin kodlandig:
simgesel bir anlat1 diizeyine doniisiir” (Said, 1993, s. 12).

Heaney’nin siiri, bu baglamda, “yer” {izerinden yeniden
yazilan bir kimlik anlatisidir. “Glanmore Sonnets™ dizisinde
oldugu gibi, tasra yasantisinin detaylariyla oriilii dizeler, bir tiir
karsi-hatirlama pratigi gelistirir. Homi Bhabha’nin (1994)
“liclincli mekan” (third space) kuramiyla aciklanabilecek bu
poetik yap1 hem yerli olanin hem de somiirgecinin dilsel alanin
yeniden yapilandirarak melez bir 6zne iiretir (s. 36). Heaney, bu
baglamda kendi kalemiyle hem tarihsel zemini hem de dilin
tahakkiiminii yeniden kazma girisiminde bulunur. Heaney’nin
mekan poetikasinda kirsal doga yalnizca ge¢misin tasiyicisi degil;
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ayni zamanda etik bir sorumlulugun mekanidir. *“Clearances”
dizisi, annesinin Oliimiine dair anilari iglerken, mekani yas,
sucluluk ve sefkatin katmanlariyla orer:

“When all the others were away at Mass / | was all hers as
we peeled potatoes.”
Bu dizeler, sade kirsal bir sahneyi bir tiir ahlaki hafiza alanina
doniistiiriir. Heaney, burada doga ile iliskisini sadece pastoral
degil; karsilikli bir taniklik iligkisi i¢inde kurar. Doga, tanik
olunan bir mekandir; ama ayn1 zamanda 6znenin eylemlerinin de
tanigidir. Bu noktada, Bachelard’mm (2021) doganin siirsel
imgelemdeki islevine dair tespitleri Heaney ic¢in oldukca
aciklayicidir.  Bachelard, mekanin duygulanimsal olarak
doldugunu ve bu duygularin siirsel imgelere doniistiiglini
savunur (s. 53). Heaney’nin siirinde kirsal mekan, sadece
hatiralarin zemini degil; ayn1 zamanda insanin ge¢misle ve
dogayla kurdugu etik bagin da zeminidir. Sonug olarak, Seamus
Heaney nin siiri, kirsal irlanda topografyasim bireysel ve kolektif
bellegin kesistigi bir mekansal alan olarak isler. Toprak, bataklik,
kuyu ve tag gibi unsurlar, yalnizca fiziksel ¢evre 6geleri degil;
kiiltlirel travmalarin, hatirlama bigimlerinin ve somiirge sonrasi
0znenin yeniden insa siireglerinin tasiyicilaridir. Bu baglamda
Heaney’nin siiri, mekanin tarihsel ve duygusal katmanlarini
kaziyarak siiri bir hafiza arkeolojisine doniistiiriir. Bu siirsel
hafiza hem bireysel benligin hem de ulusal kimligin etik ve estetik
bir yeniden kurulus alanidir.

5. KARSIT TOPOGRAFYALAR: BELLEK,
SESSIZLIK VE DIRENISIN SIiRSEL
HARITALARI

Edip Cansever ile Seamus Heaney, farkli Kkiiltiirel
zeminlerde, ayr tarihsel baglamlarda ve farkli dilsel yapilarda
liretim vermelerine ragmen, siirsel diinyalarinda mekani sadece
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temsili bir unsur olarak degil; ayn1 zamanda bellegin, sessizligin
ve direnisin poetik haritas1 olarak yapilandirmalar1 bakimindan
ortak bir estetik stratejiyi paylasirlar. Her iki sairin de siirsel
mekan anlayisi, yalmzca fiziksel bir topografya betimlemekle
kalmaz; aym1 zamanda tarihsel yiikleri, duygusal g¢atigmalari,
kiiltiirel travmalari ve etik sorumluluklari barindiran ¢ok katmanli
yapilar sunar. Bu yoniiyle Cansever ve Heaney’nin siirleri, siirsel
bellegin mekansal olarak nasil kuruldugu, sessizligin nasil estetik
bir ara¢ haline getirildigi ve siirin direnisle kurdugu iliski
bakimindan karsilastirmali bir ¢oziimlemeyi hak etmektedir.

Her seyden once Cansever’in siirsel mekanlari, bireyin
igsel evreninin haritasi olarak kurulurken; Heaney’nin mekanlari,
tarihsel-toplumsal yiiklerle yogrulmus jeopolitik zeminlerdir.
Cansever’in kapali mekanlar1 (oda, masa, pencere, park) 6znenin
ontolojik yalmzligin1 ve igsel kopusunu imlerken, Heaney’nin
acik mekanlar (bataklik, tarla, kuyu, tasra evi), kolektif bellegin
izlerini tagiyan yerlerdir. Bu fark, iki sairin siirsel “yer”
kavrayisindaki temel epistemolojik ayrimi ortaya Kkoyar.
Cansever’de mekén, bireyin ige kivrildigi, kendiyle hesaplastigi
bir i¢sel bosluk iiretir. Ozellikle “Bekleme Odasi”, “Masa da
Masaymis Ha”, “Umutsuzlar Parki” gibi siirlerde, mekan,
hatirlama eylemini sekteye ugratan, konugmay1 imkansizlagtiran
ve Ozneyi varolugsal bir sessizlige mahkiim eden bir arag
halindedir. Bu sessizlik, Blanchot’nun “edebi dilin konugsmaktan
cok susmay1 isaret etmesi” diisiincesiyle ortiistir (Blanchot, 1989,
s. 68). Cansever’in siirinde sessizlik, dilin sinirlarinda dolasan bir
poetik gerginlik olarak mekan1 kusatir.

Heaney’de ise mekan, tam tersine, tarihsel konusmanin,
tanikligin ve direnisin zemini olarak insa edilir. “Digging”,
“Bogland”, “The Tollund Man” ve “Clearances” siirlerinde,
siirsel 6zne topragi kazarken ge¢misi de aciga cikarir. Burada
sessizlik, bastirilmis tarihin isareti degil; tarihsel hatirlamanin 6n
kosuludur. Heaney icin siirsel mekdn, Assmann’in (2019)
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tanimladig1 gibi, “kiiltiirel bellegin ritiiel yoluyla yeniden
tiretildigi” bir eylem alamidir (s. 76). Cansever ile Heaney
arasinda mekanin bellekle iliskisi baglaminda en belirgin fark,
hatirlama bigciminde ortaya c¢ikar. Cansever’de hatirlama,
melankolik bir ice kapamsla gergeklesirken; Heaney’de
hatirlama, sahitlik ve yeniden sdyleyis lizerinden isler.

Cansever’in  siirlerinde, 6zne hatirlamaktan ¢ok
hatirlayamamanin trajedisiyle yizlesir. “Yercekimli Karanfil”
siirinde diisen karanfilin ¢agristirdigt anilar bile mutlak bir
sessizlikle sarilidir: “Bir karanfil sarkarken boslukta, insan, nasil
hatirlasin  kendini?” Bu tur dizelerde bellek, nesnelerle ve
mekanla kurulmaya calisilan kirilgan bir bagdir. Siir, 6znenin
sessizlikte yok olusunu degil, bu yok olusun mekansal yankilarini
dile getirir (Ayhan, 2020, s. 125). Heaney’nin siirlerinde ise
hatirlama, cogu zaman tarihi diriltici bir islev tasir. Ornegin “The
Tollund Man™ siirinde batakliga gomiilmiis cesedin hikayesi,
Irlanda’min  bastirilmis gecmisine alegorik bir gondermedir.
Heaney bu imgeyi, yalnizca bireysel bir hafiza nesnesi degil, ayni
zamanda kolektif travmanin topraga gomiilmiis sesi olarak isler.
Bhabha’nin (1994) “sOmiirge sonrasi anlatilarin bastirilmis
tarihle kurdugu catigmali diyalog” kavrami burada belirgin
bicimde devreye girer (s. 41). Heaney’nin siiri, bu catismay1 agiga
cikararak taniklik tretir; Cansever’in siiri ise o c¢atismanin
sessizligini estetiklestirir.

Dil, her iki sairin mekansal estetiginin bigimsel diizlemde
de ayristig1 bir baska noktadir. Cansever’in siirlerinde dil, parcali,
devrik, ice ¢cokmiis climlelerle Oriiliir. Enjambmanlar, ani gegisler
ve zamansal kirilmalar, siirde bir tiir mimari bosluk duygusu
yaratir. Bu bigimsel yapi, siirsel mekanin sabitlenemezligini ve
O0znenin zamansal/mekansal yerindenligini pekistirir (Yalgin,
2016, s. 95). Heaney’de ise siir dili cogu zaman klasik olgiilerle
kurulur. Kirsalin ritmi, topragin derinligi ve sozli gelenegin
izleri, onun siirine hem yankili bir hafiza hem de ritmik bir direng
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kazandirir. Heaney’nin dilsel yapisi, mekanin siirekliligini ve
tarihsel katmanliligini gorsellestiren bir poetik mimariye sahiptir.
Bu vyapi, Bachelard’in “duygulanimsal mekan imgeleri”
kuramiyla birebir ortiigiir (Bachelard, 2021, s. 53).

Cansever’in siiri, bireyin ontolojik varolusuna dair bir
direnisi estetize ederken; Heaney’nin siiri, toplumsal-politik
hafizanin tanikligini tasir. Bu nedenle Cansever’de siir, kendine
kars1 bir dil iiretme bi¢imi olarak islemlerken; Heaney’de siir,
baskalarinin da tasiyabilecegi ortak bir hafizay1 dillendirme
aracidir.  Cansever’in  poetikasinda  direnis, sessizligin
estetiklestirilmesiyle viicut bulurken; Heaney’de direnis, soziin
tarihsel olarak konumlandirilmasi ile gergeklestirilir.

Cansever’in 6znesi, bos bir odada ya da terk edilmis bir
parkta yalnizca “bekler” ve bu bekleyisin anlami ¢ogu zaman
belirsizdir. Oysa Heaney’nin 6znesi, topraga bir kiirek saplar, bir
mezar1 kazmaya baglar ya da annesiyle birlikte patates soyar. Her
eylem, bir kiiltirel jest, bir siirsel etik tretir. Bu durum,
Cansever’de varolusgu melankolinin, Heaney’de ise tarihsel
etik’in siirsel bigime doniismesi anlamina gelir. Sonug¢ olarak
Edip Cansever ile Seamus Heaney’nin siirlerinde mekan, siirsel
bir temadan ¢ok daha fazlasidir: her ikisi i¢in de siirsel 6znenin
zamanla, bellekle ve toplumla kurdugu iliskinin en temel
diizlemidir. Cansever’de mekan, sessizligin ve yalmzhigin
derinlestigi bir i¢sel bosluk yaratirken; Heaney’de mekan, tarihsel
bellegin katman katman ag¢ildig1 bir taniklik ve eylem alan1 haline
gelir. Bu karsitlik, yalnizca siirsel temalarda degil; dilin
yapisinda, hatirlama bi¢imlerinde ve direnisin dogasinda da
kendini gosterir. Boylece her iki sairin poetikasi, farkli siirsel
cografyalardan  seslenmelerine ragmen, mekan  siirsel
diisiincenin merkezi bir aracina doniistiirerek, edebi topografyayi
yeniden cizer.
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5.1. Mekanin Ontolojisi: Siirsel Varh@in Bedeni
Olarak Yer

Siirde mekanin bedensel bir varlik olarak kavranmasi,
ozellikle fenomenolojik diisiince geleneginin mekana yiikledigi
anlam tlizerinden anlasilabilir. Edward Casey’nin (2013) belirttigi
gibi, “place” (yer), sadece bir seylerin konumlandig1 bir
koordinatlar biitiinii degil, ayn1 zamanda O6znenin diinyayla
iliskiye gectigi, kok saldigr ve bellek insa ettigi dinamik bir
diizlemdir (s. 83). Bu baglamda, Cansever’in siirinde masa, oda,
bekleme salonu gibi mekénlar, fiziksel yapilar olmaktan ¢ok,
siirsel 6znenin kendi varligiyla yiizlestigi yogunlasma alanlaridir.
Ornegin “Masa da Masaymis Ha” siirinde masa, yalnizca bir
esya degildir; ayn1 zamanda siirsel 6znenin zihinsel karmasasini,
sosyal yabancilagmasint ve iletisimsizligini yansitan bir
“ontolojik aynadir”: “Bir masada oturuyorduk {ii¢ kisi / Kadin
kagit oynuyordu / Adam da oynuyordu / Ben de oynuyordum.”

Bu masa, 6znenin kendi iizerine kapanigini ve toplumsal
baglamdan kopusunu gosteren bir siirsel nesneye doniisiir.
Gaston Bachelard’a gore boyle nesneler, i¢sel bir imgelemin
disavurumudur; siir, bu imgelemi bir mekan olarak kurar ve 6zne,
kendi i¢ mekaninda yankilanir (Bachelard, 2021, s. 45).
Heaney’nin siirinde ise mekan, bireyin ge¢misle, aileyle ve ulusla
olan bagin1 kurdugu *“topografik bir kimlik alan1”dir. Ozellikle
“Digging” (Kazmak) siirinde kalemin bir kiirege doniismesi,
siirsel hafizanin bedensel bir eyleme doniistiiriilmesidir: “The
squat pen rests; snug as a gun... / I’ll dig with it.” (Kalin kalem
elimde; silah gibi siki tutuyorum... / Onunla kazacagim.) Burada
mekan, yalnizca gegmisin izlerini tasimaz; ayni1 zamanda eylemle
kurulan bir Kkimliktir. Maurice Merleau-Ponty’nin (1968)
ifadesiyle, “beden yalnizca diinyada bulunmaz; diinya da bedende
yankilanir” (s. 114).
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5.2. Zamansal Bosluklar ve Mekanin Coziilen
Siirekliligi

Siir, mekam yalmzca bir yer olarak degil, zamanin
kesintiye ugradigi, siireksizligin hakim oldugu bir deneyim alani
olarak da kurar. Julia Kristeva’nin (1980) “monumental time”
(anmitsal/zamandist siire) kavrami, siirde zamanin lineer akistan
cikip sezgisel, dongiisel ve hatta travmatik bigimlerde yeniden
insa edildigini ifade eder (s. 13). Bu kuram c¢ercevesinde
Cansever’in siirlerinde mekan, genellikle zamanin akmadigi,
“donmus” ya da “bekleyen” yerlerdir.Ozellikle “Bekleme Odast”
siirinde gegen “Geldim, oturdum, bekliyorum / Ne geldi, ne
gidecek™ dizeleri, zamanin mekan i¢inde nasil askiya alindigini
ve 6znenin bu ask1 durumunda ¢oziilmeye basladigini gosterir. Bu
poetika, Blanchot’nun “the literary time of eternal waiting”
(sonsuz bekleyisin edebi zamani) diislincesiyle birebir Ortiisiir
(Blanchot, 1989, s. 63). Cansever’in siirindeki mekan, tam
anlamiyla bir “temporal vacuum’ (zamansal bosluk) yaratir.

Heaney’nin siirinde ise zaman, bataklik gibi katman
katman birikmis, ¢oziilmemis ama taslasmus bir yapidir. Ozellikle
“Bogland” (Bataklik Ulkesi) siirindeki: “The wet centre is
bottomless.” (Islak merkez dipsizdir.) satirt, zamanin doga
tarafindan nasil muhafaza edildigini gosterir. Bu tiir siirsel
soylem, Michel Foucault’nun (1972) *“arkeolojik bilgi”
anlayisiyla agiklanabilir: bilgi (ve siirsel hafiza), kronolojik degil,
katmanlidir; her katman, ge¢misin bir bagka formudur (s. 129).

5.3. Siirsel Oznenin Yersizligi ve Yerle Kurulan
Ontolojik Gerginlik

Mekan, her iki sairin poetikasinda 6znenin kendilik
deneyimini kurdugu ya da kaybettigi bir ontolojik alan olarak
islev goriir. Ancak Cansever’de 0zne, ¢ogu zaman “yurt
edinilemeyen bir mekanda” var olur. Bu, Edward Said’in (2000)
“dislocated subject” (yerinden edilmis ozne) kavramiyla
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aciklanabilir: modern birey, kendini konumlayabilecegi bir sabit
yer bulamaz; dolayisiyla siirsel benlik daima gogebe, daginik ve
parcalidir.

Ote yandan Heaney'nin siirinde &6zne, mekanda
yerlesmeye calisan bir benliktir. Ancak bu yerlesme, somiirge
sonrasi bir catigmayla kusatilmistir. Ozellikle “A Constable
Calls” (Bir Polis Memuru Ziyareti) ve “Requiem for the
Croppies” (Isyancilar I¢in Agit) siirlerinde, mekan hem aidiyetin
hem de tarihsel siddetin mekéni olarak islev goriir. Bu yerler hem
yasanilan hem de travmanin izlerini tasiyan topraklardir (Ertiirk,
2019, s. 95).

5.4. Mekanin Siirsel Varhgi: Ontolojik Estetik ve Etik

Cansever’in pargali dizeleri, enjambman kullanimi, kopuk
imgeleri ve zaman sigcramalar;; mekanin sabitlenemezligini
bicimsel diizeye tasir. Siir, bir anlamda, mekanin dagmikligini
taklit eden bir yapidadir. Bu bi¢gimsel dagimiklik, 6znenin kendini
kuramama halinin estetik bi¢imidir (Yalgm, 2016, s. 91).
Heaney’de ise siir bigimi daha istikrarlidir; geleneksel dlgiiler ve
i¢ ritimler, mekanmn siirekliligini yansitir. Heaney’nin siiri,
mekan bir etik sorumluluk alani olarak isler: taniklik, yazi ve
eylem, ayn1 poetik zeminde bulusur. Bu yontiyle Heaney nin siiri,
sadece estetize eden degil; aym1 zamanda hatirlatict ve
dondistiiriicii bir mekan poetikasi kurar (Assmann, 2019, s. 80).

Sonug olarak, ekan, Edip Cansever’de varolugsal ¢okiisiin
siirsel sesi, Seamus Heaney’de ise tarihsel tanikligin bedensel
zeminidir. Cansever’in mekanlari, 6znenin kendi i¢ine kapanisini,
sessizlesmesini ve ¢oziiliisiinii imlerken; Heaney’nin mekanlari,
gecmisle ylizlesmenin, direnisin ve etik tanikligin haritasi olarak
islev goriir. Her iki sairin poetikasinda da mekan, bir yer olmaktan
cikarak, siirin kendisi haline gelir: siir, mekanla konusur, mekanla
susar, mekanla hatirlar ve nihayetinde mekanla var olur.
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6. MEKANIN HAFIZAYA DONUSMESI:
TOPOGRAFIK IMGELEM VE SIiRSEL ARSIV

Modern siir, mekani yalnizca bir tema, atmosfer ya da
duyusal c¢agrisim araci olarak degil, aym1 zamanda siirsel
hafizanin cisimlestigi bir alan olarak yeniden kurgular. Ozellikle
Edip Cansever ile Seamus Heaney 'nin siirlerinde mekan, bireysel
bellek ile kolektif tarih, gegmisin yankisi ile simdi’nin kirilganligt
arasinda salinan ¢ok katmanli bir sairane arsiv haline gelir. Bu
boliimde, her iki sairin poetikasinda mekanin bir hatirlama
stratejisi, bir epistemolojik harita ve ayni zamanda bir kaybolma,
silinme, bastirilma diizlemi olarak nasil yapilandigi ¢ok disiplinli
bir teorik ¢ercevede ¢ozlimlenecektir. Kavramsal altyapi, Michel
Foucault’nun bilgi arkeolojisi, Jan Assmann’in kiiltiirel bellek
modeli, Paul Ricoeur’iin anlati bellegi kurami ve Gaston
Bachelard’in mekénsal imge estetigi lizerine kuruludur.

Mekanin siirde arsivsel bir diizleme doniismesi, en
temelde Michel Foucault’nun (1972) The Archaeology of
Knowledge (Bilginin Arkeolojisi) adli eserinde belirttigi bilgi
modeline dayanir. Foucault’ya gore bilgi, dogrusal bigcimde
ilerleyen bir tarih degil, “katman katman yigilan, her biri hem
istiinii 6rten hem de altindakini goriintir kilan arsivsel tortulardir”
(s. 131). Bu katmanlilik fikri, hem Cansever’in parcali ve girift
mekanlarinda hem de Heaney’nin topraga gomiilmiis tarihi
kodlarinda siirsel bigimde karsilik bulur. Heaney’nin “Bogland”
(Bataklik Ulkesi) siirinde bataklik, doga ile tarihin birbirine
karigtig1, hafizanin silt gibi biriktigi bir alan olarak belirir: “The
bogholes might be Atlantic seepage. / They’ll never dig coal
here.” (Bataklik ¢ukurlar belki Atlantik’in sizintisidwr. / Buradan
komiir ¢ikaramazlar.) Buradaki bataklik yalmizca cografi bir
motif degil; Irlanda’nin travmalarla yiiklii sémiirge ge¢misinin
gomiilii belgesi, siirsel bir kayit cihazidir. Bu “dogal arsiv”,
Assmann’in  (2019) “kiiltirel mnemoteknikler” (cultural
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mnemotechniques) dedigi, hafizayr mekan ve ritiiel iizerinden
stirdliren anlat1 yapilariyla ortiisiir (s. 76).

Benzer bir siirsel kazi, Cansever’in “Umutsuzlar Parki”
siirinde gerceklesir. Ancak bu siirde hafiza, agikca hatirlanabilir
bir anlati degildir; park, gecmisin yitimine, gelecegin
gelmeyecegine dair bir mekan olarak kurulur: “Ve biz burada
bekliyoruz / Bize ait olmayan bir gelecegi.” Bu dizelerde park,
sessiz bir tarih barindirir; gegmisin agirhgmi degil, artik
konusulamayan1 tasir. Cansever’de siirsel mekan, Foucault’cu
anlamda bir “epistemolojik ¢okiintii” alanidir: hatirlanan degil,
hatirlanamayanin mekani. Bu yoniiyle Cansever’in siiri, mekan
boslugun estetigi iizerinden bellege doniistiiriir (Blanchot, 1989,
S. 68).

Siirsel mekanin bir bellek alani haline gelmesinde
nesneler, yalnizca betimleyici figiirler degil; ayni zamanda
bastirilmis anlatilarin tasiyicilaridir. Cansever’de masa, perde,
bos sandalye gibi giindelik esyalar; Heaney’de kiirek, kuyu,
bataklik bitkileri gibi yerel nesneler, siirsel arsivin maddi diline
doniigiir. Paul Ricoeur’iin (2004) “nesnellestirilmis hafiza”
(objectified memory) kavrami burada islevseldir: hafiza, yalnizca
zihinde degil, seylerin iginde ve iizerinden yeniden kurulabilir (s.
93). Heaney’nin “Digging” (Kazmak) siirinde kalem bir kiirek
olarak kurgulanir:

“Between my finger and my thumb / The squat pen rests;
snug as a gun. / 1’1l dig with it.”
(Parmaklarumn arasinda kalin kalem durur,; tabanca gibi siki. /
Onunla kazacagim.) Bu dize, siirin kendisini bir kazi eylemi
olarak tanimlar. Kalem, yalnizca yazma arac1 degil; ayni zamanda
gecmisi agiga cikaran bir bellek sondasidir. Heaney burada, siiri
bir topografik anlati aracima doniistiriir. Cansever’de ise
nesneler daha ¢ok dilin yetemedigi yerde devreye girer. “Bezik
Oynayan Kadminlar” siirinde  “Till perdelerden siiziilen
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yalnizhigimiz” dizesi, mekanin duygulanimsal kodlarimi tagiyan
esyanin konusma bi¢imidir. Julia Kristeva’nin (1980) “abjection”
(igrenme/atuim) kavramyla agiklanabilecek bu dil Oncesi
mekansal kayitta, siirsel 0zne konusamaz; ancak perdeler,
duygunun yerini alir (s. 4). Nesneler, bu noktada sessiz
taniklardir: siirde anlatilamayani anlatan, dile gelemeyeni
mekanlagtiran figtirlerdir.

Her iki sairin poetikasinda da siirsel arsiv, biitlinliiklii bir
anlati iiretmez. Cansever’in siirleri, c¢ogu zaman eksik
hatirlamalar, yarim hikayeler ve kirik zamansalliklarla oriiliidiir.
Bu yap1, Maurice Blanchot’nun (1989) “anlatilamayanin yazis1”
dedigi seydir: siir, tam da sdylenemeyen seyi imleyerek anlam
uretir (s. 64). “Tragedyalar” siirinde ge¢en “Bir yer vardi. Higbir
yer.” dizesi, bu eksikligin mekan formunda ifadesidir. Heaney’de
ise giirsel arsiv daha somut olsa da hi¢bir zaman kapanmaz. “The
Tollund Man” siirinde ceset, Irlanda’nin ge¢misine dair gémiilii
ama konusmayan bir sembol halindedir: “Someday I will go to
Aarhus / To see his peat-brown head.” (Bir gun Aarhus’a
gidecegim / Turba kahverengisi bagini gormek icin.) Bu arzu,
gecmisin goriilme arzusudur; ama ayni1 zamanda gegmisin daima
uzak kalacagini, tam anlamiyla hatirlanamayacagin1 gosterir.
Heaney burada sairi bir tanik olarak konumlandirir: gdmiilmiis
olan1 aciga ¢ikarma sorumlulugunu iistlenen etik 6zne (Assmann,
2019, s. 78). Sonug olarak, Edip Cansever ile Seamus Heaney’nin
siirlerinde mekan, yalnizca yasanan bir alan degil; ge¢misin
gomiildigi, hatirlandigr ya da unutuldugu bir poetik arsiv alani
olarak igler. Cansever’in mekanlari, eksik, sessiz ve pargalidir;
Heaney’ninkiler ise tarihsel, maddi ve etik sorumlulukla
yukliidiir. Her iki sairin siiri, mekan yalnizca temsili degil; ayni
zamanda hatirlamamin  big¢imi, unutmanin sahnesi Ve siirsel
hafizanin zemini olarak yeniden Kkurar.
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7. DIL, SUSKUNLUK VE MEKAN: SiiRDE
SOYLENEMEYENIN ESTETIGI

Modern siirin  kurucu oOzelliklerinden biri, anlami
liretmenin Gtesine gecerek anlamin siirlarinda gezinen bir poetik
dil olusturmasidir. Bu dil, her zaman konusmakla ilgili degildir;
tam tersine, sOylenemeyenin cevresinde dolasan, bosluklari
goriiniir kilan ve sessizligin kendisini anlamin pargas: haline
getiren bir sdylem bi¢imidir. Bu baglamda Edip Cansever ile
Seamus Heaney 'nin siirleri, dilin sarsildigi, suskunlugun estetize
edildigi ve mekanin bu sessizlikle sekillendigi o6rnekler sunar.
Siirdeki sessizlik, yalnizca sozciiklerin yoklugu degil; ayni
zamanda dilin tagtyamadigi, bastirdigi ya da disladigi anlamlarin
tastyicisidir. Bu boliimde, dil ile mekanin suskunluk (silence)
tizerinden kurdugu karsilikli iliski, ontolojik (ontological), etik
(ethical) ve estetik (aesthetic) diizeylerde agimlanacak; Blanchot,
Derrida, Kristeva, Barthes, Agamben ve Butler gibi kuramcilarin
diisiinceleriyle zenginlestirilecektir.

Maurice Blanchot (1989), sessizligi yalnizca bir eksiklik
degil, bir varolus bi¢imi olarak degerlendirir: “SOzcuklerin
yoklugunda varlik, kendi sessizliginde yankilanir” (s. 54). Bu
diisiince, Edip Cansever’in “Bekleme Odasi” siirinde agikca
goriiliir. Mekan, burada bir beklentinin degil, bir yoklugun
adresidir. Cansever’in 6znesi, Heidegger’in Dasein (orada-olus)
kavraminin tersine, orada-olmayan bir 6zne olarak belirir; mekan
ise ontolojik bosluk (ontological void) olarak kodlanir.
Heaney’nin siirinde ise sessizlik, tanikligin etik bigimi olarak
ortaya ¢ikar. “The Strand at Lough Beg” siirinde sair, kaybi
anlatmaz; kaybi sessizlikle orter. Agamben’in (1999) ifadesiyle
bu, siirin “dilsiz dili”dir: “Siir, soziin bittigi yerde baslar” (5.
121).

Julia Kristeva’nin abjection (atim- dislama) kuramu,
Cansever’in siirlerinde sik¢a karsilasilan bastirilmis imgeleri
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anlamada anahtardir. “Bezik Oynayan Kadinlar” siirinde gegen
“tiil perdelerden siiziilen yalnizlik”, kadmin hem toplumsal
goriinmezligine hem de siirsel suskunluguna isaret eder. Bu, dil
oncesi bir estetiktir (pre-linguistic aesthetics): sdylenemeyeni,
nesneler ve mekin dile getirir. Heaney’de bu bastirilmislik,
“Punishment™ siirindeki bataklik kadinin bedeninde belirir.
Butler (2004), “yas tutulabilir beden” (grievable body)
kavramiyla, hangi kayiplarin dile getirildigini ve hangilerinin
suskun birakildigin1 sorgular. Heaney’nin siiri, sessizlik i¢inde
adalet arayisini temsil eder.

Roland Barthes (1977), modern edebiyati bos gostergenin
(empty signifier) hakimiyeti altinda tanimlar. Cansever’in
“Tragedyalar” siirindeki “Bir yer vardi. Hi¢chir yer” dizesi,
mekanin hem fiziksel hem de anlamsal bir bosluk olduguna isaret
eder.  Sozciikler  yerlerini  kaybeder, siir  yoklukla
konusur.Heaney’de bu durum daha dolaylidir. *“A Call” siirinde
calan telefon bir anlam tasimaktan c¢ok, bekleyisin mekanin
kurar. Barthes’in “yarali metin” (texte blessé) kavrami burada
devreye girer: anlam, eksiklikten dogar. Giorgio Agamben
(1999), siirin Oziinii, ‘“sozciiklerin sinirinda kalmak™ olarak
tanimlar. Cansever’in “Konusmakla diigiinmek arasinda bir yer
var, orast benim” dizesi, bu sinir bolgesini aciga ¢ikarir. Sair ne
susabilir ne konusabilir; siir, bu agmazdan dogar. Heaney nin
“Whatever You Say Say Nothing™ siiri ise, siirdeki sessizligin bir
politik zorunluluk oldugunu ortaya koyar. Dilin geri ¢ekilisi,
siirin etik mesafesini kurar. Sessizlik, burada yalnizca estetik bir
tercih degil, hayatta kalma stratejisidir.

Edip Cansever ile Seamus Heaney’nin siirlerinde
sessizlik, yalnizca bir sdylem eksikligi degil, ayn1 zamanda bir
estetik, bir etik, bir varolus bi¢cimidir. Bu siirlerde sessizlik, hem
bireysel bellegin (individual memory) hem kolektif travmanin
(collective trauma) yankisini tagir. Sessiz Ozne, konusamayan
ama susarak taniklik eden figlirdiir. Bu figiir, mekanla
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birlestiginde, dilin digladig1 tiim deneyimlerin siirsel mekanlarda
goriiniir kilindig1 (rendered visible through poetic space) bir
anlat1 kurar. Cansever’in siiri, i¢e dogru ¢dken bir sessizligin
ritmiyle ortiliirken; Heaney’ninki dis diinyaya kars1 duyulan etik
sorumlulugun sessizligini tasir. Her iki siirde de dilin olanaklar
tilkenmis, ama bu tiikkenisten yeni bir anlam arayis1 dogmustur.
Barthes’in ifadesiyle: “Sessizlik, bazen en gii¢lii anlatidir” (1977,
s. 109). Bu nedenle, Cansever ve Heaney’nin poetikasi, yalnizca
sozciiklerle degil; boslukla, gecikmeyle, eksilerek olusan bir
anlatimla kendini var eder. Sessizlik, burada yikim degil; yeniden
insa edilecek bir hafizanin baslangi¢ noktasidir.

8. HAFIZANIN CIiNSIYETIi: MEKANIN
BEDENLENISINDE KADIN IMGESIi VE
ANAERKIL iZLER

Bellegin yapisal dogasi, sadece hatirlanan nesnelere ya da
olaylara degil, bu hatirlamanin nasil bedenlendigine, kimler
araciligiyla dile geldigine ve mekanda nasil izler biraktigina da
baglidir. Feminist bellek kuramlari, hatirlama siire¢lerinin her
zaman cinsiyetle isledigini, 6zellikle kadin bedeninin ve mekanin
i¢ ice gectigi durumlarda, bellegin yeni bir poetik dile
kavustugunu savunur (Hirsch & Smith, 2002, s. 6). Edip Cansever
ile Seamus Heaney nin siirlerinde, kadin figiirii yalnizca bir 6zne
degil; zaman, mekan ve hafizanin diigiim noktasidir. Bu figiir,
bazen sessiz bir tanik, bazen ritiielin tagiyicisi, bazen de kayip bir
geemisin bedensellesmis izi olarak karsimiza ¢ikar. Her iki sairin
siirsel diinyasinda kadin; mekanin hatirlama islevini yoOneten,
bellegi disil bir bigimde oriintiileyen kurucu bir figlire doniisiir.
Kadin imgesinin mekanla iliskisi, yalnizca fiziksel bir varolus
degil; tarihsel ve ritiielistik bir miras1 da beraberinde tasir. Marija
Gimbutas (1991) ve Gerda Lerner (1986), tarih 0Oncesi
topluluklarda kadin figiiriiniin doga, tiretkenlik, mevsimsellik ve
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dongiisellik gibi kavramlarla 6zdeslestigini ve bu figiiriin
zamanla bastirilarak patriyarkal anlatilarla yer degistirdigini one
siirer. Bu bastirma siireci, ayn1 zamanda anaerkil hafizanin da
sessizlige gomiilmesi anlamina gelir. Ancak siirsel anlati, bu
gomuli bellegi yeniden kazima islevi goriir.

Cansever’in “Bezik Oynayan Kadinlar” siiri, bu gémiili
bellegin estetik bir yeniden ifadesidir. Kadinlar arasindaki sessiz
birliktelik, goriiniirde siradan bir oyunun 6tesinde, kadinlar arasi
iletisimin  sdzsiiz ritlielini (nonverbal ritual of feminine
communication) yansitir. Siirde mekan, bir ev i¢i ortam hem
bastirtlmis zamanlarin hem de birbirine baglanan kadin
bedenlerinin tagiyicisidir. Bu durum, Kristeva’nin “semiotik
alan” (semiotic chora) kavramiyla agiklanabilir. Kristeva’ya gore
anneyle olan 6n-dilsel bag, bedensel titresimler, ritmik tekrarlar
ve sessizliklerle ifade bulur (Kristeva, 1984, s. 100). Cansever’in
siirinde bu semiotik diizlem, kadinlar arasinda kurulmus
goriinmeyen bir mekan1 sekillendirir.

Heaney’nin siirinde ise bu anaerkil hafiza, 6zellikle
“Clearances™ siir dizisinde belirginlesir. Annesiyle yasadigi
siradan anlar1 anlatirken kullandig1 detaylar, mekanin annesel bir
aura ile yiiklendigini gosterir. “We were never closer the whole
rest of our lives / than when we peeling potatoes™ dizesi, gindelik
eylemin annesel bir hafiza mekani haline geldigini kanitlar. Bu
siirsel an, Benjamin’in “simdiki zamanin ig¢indeki ge¢cmisin
gorilintlisii” (image of the past in the now) anlayisini yansitir
(Benjamin, 2007, s. 396). Iris Marion Young (1980), patriyarkal
kiiltiirlerde kadinin kamusal alandan dislanarak 6zel mekanlara,
ozellikle eve, kapatildigini; ancak bu kapanmanin iginde
ritiielistik bir giliciin de bulundugunu savunur. Ev i¢i mekan,
yalnizca bastirilmis bir alan degil; ayn1 zamanda kadinlarin hafiza
tiretme bi¢imlerine ev sahipligi yapan bir ritliel sahnesidir.
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Cansever’in “Masa da Masaymis Ha” siirinde masa,
erkek figiiriniin bir temsil araci gibi goriinse de masanin
etrafindaki sessiz kadin figiirleri, aslinda bu sembolii stirekli
yeniden iretmektedir. Siirde, kadmlarin g6z ardi edilen
hareketleri, su getirme, bekleme, silme, Goffman’in mikroritiiel
kavrami ile agiklanabilir. Bu mikroritiieller, toplumsal diizenin
stirekliligini saglayan goriinmez emek bicimleridir (Goffman,
1967, s. 55). Heaney’nin ““Funeral Rites™ siiri, kadinlarin cenaze
torenindeki sessiz ama kurucu rollerini ortaya koyar. Kadinlarin
elleriyle hazirladigi 6li beden, ayni zamanda ge¢misin ve
hafizanin dokunulur hale gelmis bi¢imidir. Bu siirde, mekanin
kadin elleriyle insa edilen sessiz bir hatirlama alan1 oldugunu
goriiriiz. Kadinlar, s6z sdylemeden; bedenleriyle, jestleriyle ve
ritiielleriyle gegmisin anlatisini kurarlar.

Judith Butler’a gore toplumsal cinsiyet yalnizca bireyin
kimligi degil, ayn1 zamanda bellegin kimin tarafindan nasil temsil
edilecegini de belirleyen politik bir diizlemdir (Butler, 1990, s.
25). Cansever’in siirlerinde kadinlar konusmaz; sessizlikleriyle
varliklarini siirdiiriirler. Ancak bu sessizlik, yalnizca dislanmiglik
degil; ayn1 zamanda siirin hafiza ekonomisini diizenleyen sessiz
bir taniklik bigimidir. Heaney’nin ““Punishment” siiri, bu sessiz
taniklig1 dogrudan isler. Bataklikta bulunan geng¢ kizin cesedi
hem ge¢misin siddetine hem de bugiiniin etik sorumluluguna
isaret eder. Sairin “l almost love you / but would have cast the
stones of silence™ dizesi, yalnizca bireysel suclulugu degil; ayni
zamanda kolektif sessizligin ideolojik yapisimi aciga cikarir.
Agamben (1999), tanikligin en saf halini “konusamamanin
taniklig1” olarak tanimlar; Heaney nin siiri bu taniklikla sekillenir
(s. 131).

Cansever ve Heaney nin siirinde kadin, yalnizca bir anlati
figiirli degil; zamanin, sessizligin ve ritiielin bedenlenmis halidir.
Bu kadinlar konusmazlar ama mekani1 doniistiiriirler; sozciikleri
kurmazlar ama bellegi tasirlar. Hafiza, onlarin ellerinde
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sekillenen bir giirsel zamana doniisiir. Mekan, artik fiziksel degil;
bedensel bir hafiza alanidir. Bu alan, patriyarkal tarih yaziminin
disinda kalan, sessizlikle, jestle, dokunusgla ve ritiielle oriilmiis
alternatif bir tarih kurgusudur. Heaney’nin annesiyle gegirdigi
mutfak anlar1 ya da Cansever’in suskun kadinlari, yalnizca
bireysel deneyimler degil; toplumsal hafizanin disil kodlarla
yeniden yazimidir. Bu poetika, geleneksel ataerkil hatirlama
bicimlerine karsi, anaerkil hafizanin gdriinmeyen katmanlarin
yeniden goriiniir kilar. Kadin, mekana kazinan bir beden, siire
sizan bir sessizlik ve hafizaya tutunan bir ritiiel olarak belirir. Bu
sayede siir hem kisisel hem de kolektif bellegin en incelikli
bi¢cimlerinden biri olarak, kadins1 sessizligin mekansal yankisinda
var olur.

9. TRAVMATIK COGRAFYALAR: YIKIM,
KAYIP VE MELANKOLININ POETIKASI

Modern siir, yalnizca bireysel duygularin estetik ifadesi
degil, ayn1 zamanda tarihsel kirilmalarin, kayiplarin ve travmatik
deneyimlerin mekanda cisimlestigi bir alandir. Edip Cansever ve
Seamus Heaney’nin siirlerinde, mekan ¢ogu zaman yalnizca bir
arka plan degil; travmanin kendisinin tasiyicisi, yikimin iz
diisiimii, gegmisin yankilandigi siirsel bir cografya haline gelir.
Bu boliimde, her iki sairin metinlerinde mekanin nasil bir “yaral
alan” (wounded space) olarak belirdigi ve melankolinin poetik bir
aygit olarak nasil islev gordiigii incelenecektir. Travmatik olaylar
yalnizca bireylerin zihninde degil, ayn1 zamanda mekanda iz
birakir. Cathy Caruth’un tanimryla travma, “bir olayin dogrudan
yasanamayacak kadar siddetli olmasi ve bu nedenle sonradan
musallat olmasidir” (Caruth, 1996, s. 4). Cansever’in siirlerinde
bu musallat hali, 6zellikle kentli bireyin ice ¢okmiis mekanlarla
kurdugu iligki tizerinden goriiniirlik kazanir. “Ben Ruhi Bey
Nasitlim” adl siirde, sokaklar, merdivenler, otel odalar1 birer
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“yarali mekan” olarak karsimiza ¢ikar. Ruhi Bey’in yiirtidiigi her
yer, ayn1 zamanda bir kayip cografyasidir.

Siirin mekan1 burada yalmizca dissal bir alan degil,
Oznenin i¢ travmasii yansitan psikocografik bir haritadir
(psychogeographic map). Ruhi Bey’in i¢ diinyasi, kentsel
bosluklarda yankilanir; sehir, onun duygusal enkazini iistlenir. Bu
noktada Freud’un “melankoli” tanimi, Cansever’in poetikasini
anlamak ac¢isindan acgiklayicidir. Freud’a gore melankoli, sevilen
bir nesnenin kaybinin bilincinde olmadan yasanmasi halidir
(Freud, 1917/2001, s. 243). Ruhi Bey, kaybettigi seyi tam olarak
adlandiramaz ama onun yasini sehir boyunca tasir. Heaney’nin
siirinde ise travmatik cografya daha cok Irlanda’nin siyasi
tarihindeki siddet olaylari ile iliskilidir. Ozellikle “The Strand at
Lough Beg” siirinde, kuzeninin cinayetine duydugu sarsici 6fke
ve sucluluk duygusu, manzaranin pastoral anlatistyla i¢ ice geger.
Sair, mekanin sessizligini kullanarak travmay1 dolayli ama derin
bir sekilde aktarir: “I turn because the sweeping of your feet / has
stopped behind me, to find you on your knees / with blood and
roadside muck in your hair.” (Ayaklarinin hisirtist kesildigi i¢in
donerim / seni dizlerinin iistiinde bulmak i¢in / saclarinda kan ve
yol kenart ¢gamuruyla.) Burada doga artik bir siginak degil; sugun
ve travmanin sessiz tanigidir. Mekan, siirsel bir imge olmaktan
cikarak etik bir yiizlesme alanina déniisiir (Hart, 2010, s. 88).

Siir, zamanla harabeye doniisen mekanlar1 yalnizca
betimlemez; ayn1 zamanda bu harabeleri varolussal sorgulamanin
alan1 haline getirir. Cansever’in “Umutsuzlar Parki” siirinde
park yalnizca bir kamusal alan degil, melankolik bir
mahkdmiyetin simgesidir. Oturulan bank, sessizce icilen cay,
paslanmis demirler... Hepsi, zamanla ¢oken bir yasamin maddi
izleridir. Bu harabelik hali, Walter Benjamin’in “simdiye ait
olanin ge¢misle carpismast” olarak tanimladigi sok deneyimini
(shock experience) c¢agristirir (Benjamin, 2007, s. 397). Sair,
kentteki yikimi sadece digsal bir durum olarak degil; varolussal
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bir sarsint1 bigiminde isler. Melankoli, bu yikimin siirsel estetigi
haline gelir.

Heaney’de harabe estetigi daha ¢ok arkeolojik bir derinlik
kazanir. “Bogland” siirinde Irlanda batakliklar1 hem doganin
hem de tarihin i¢ine gdmiilmiis gecmisi simgeler. Bataklik, siirde
hem bir koruyucu hem bir gizleyici olarak islev goriir. Bu
baglamda Heaney’nin siiri, travmay1 yalnizca goriiniir kilmakla
kalmaz; onu jeolojik zamanla esitleyerek zamansal bir derinlik
kazandirir (Lloyd, 1993, s. 67). Hem Cansever hem Heaney’nin
siirinde yas ac¢ik¢a adlandirilmaktan ¢ok, sessizligin ve boslugun
icinde yer alir. Bu durum, Nicholas Abraham ve Maria Torok’un
“kript” (crypt) kavramiyla agiklanabilir. Onlara gore travmatik
bir kayip, bilingdisinda bir tiir mezar olarak saklanir; bu “kript”
ancak dolayli imgeler, metaforlar ve siirsel dil araciligiyla ifade
bulabilir (Abraham & Torok, 1994, s. 130). Cansever’in
siirlerinde karakterler ¢ogu zaman ‘“neden iizgiin olduklarim
bilmeyen”  figiirlerdir. Bu  “adlandirilamayan  kayip”,
melankolinin &ziinii olusturur. Ozellikle “Tragedyalar 1117
siirinde kullanilan pargali anlatim, sesin surekli bolinmesi,
metnin travmatik bir bellegi isledigini gosterir.

Heaney’nin “Requiem for the Croppies” siirinde ise 1798
isyanina katilan Irlandalilarin yasini tutar. Siir, bir tiir agit gibidir
ama dogrudan agit degil; yer altina gdmiilmiis seslerin yankisidir.
Heaney, tarihsel sessizlikleri siirsel bir sorumlulukla yeniden
tiretir. Edward Said’in belirttigi gibi, sairin goérevi yalnizca
anlatmak degil; susturulani duyulur kilmaktir (Said, 2000, s. 176).
Cansever ile Heaney’nin siirleri, mekani bir temsil araci olmaktan
¢ikarip, travmatik bellegin yankilandig1 poetik bir cografyaya
dontstiiriir. Sehirler, batakliklar, sokaklar, mutfaklar, parklar,
hepsi birer travma alanina doniisiir. Bu cografyada siir, sadece
ifade degil; taniklik, yas ve sessizlikle oriilii bir etik goérev
ustlenir. Cansever’in kentli bireyleri ile Heaney’nin tarihsel
figtirleri, birbirinden uzak zamanlara ve cografyalara ait olsalar
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da ortak bir siirsel zeminde bulusurlar: melankoliyle islenmis
mekanlarda, kaybin siirle hatirlandig1 bir zemin. Bu nedenle her
iki sairin siiri, birer topografik agittir: ge¢cmisin suskunlukla
oOriilen, ama siirle duyulur hale gelen haritas.

10. YERSIZ YURTSUZLUK VE SiiRSEL
MULKIYET: GOCEBE HAFIZA VE KiMLIK
BOSLUKLARI

Modern siirin en belirleyici temalarindan biri olan
aidiyetsizlik, yalnizca fiziksel bir siirglin ya da go¢ deneyimiyle
siirli degildir; ayn1 zamanda bireyin kimligini dayandiracagi
sabit bir yer duygusunun aginmasiyla ilgilidir. Edip Cansever ile
Seamus Heaney’nin siirleri bu baglamda, sairin yersizligiyle
birlikte siirin yerlesik bellek rejimlerini nasil bozdugunu ve
“sairane miilkiyet” olarak adlandirilabilecek yeni bir hafiza
bicimi kurdugunu gozler Oniine serer. Edip Cansever’in
siirlerinde mekan ¢ogu zaman kesin sinirlar1 olan bir yer degil,
kendisini stirekli terk eden bir biling durumudur. Ozellikle “Ben
Ruhi Bey Nasilim” siirinde ana karakterin mekansal gegisleri,
kisiligin sabitlenemezligini ifade eder. Ruhi Bey’in kimligi,
kaldig1 otel odalarinda, yiiriidiigii sokaklarda ya da bir telefonun
basinda kurdugu hayali diyaloglarda siirekli yeniden dagilir. Bu
durum Gaston Bachelard’in “yerin zamansal olmayan, duygusal
bir kavrayisa doniistiigii ev imgeleri’ne benzer (Bachelard, 1994,
s. 5). Ruhi Bey’in dolastig1 yerler, aidiyet hissi yaratmak yerine
kimligin eridigi gegici ugraklar haline gelir.

Heaney nin siirinde ise yersizlik hem politik hem kiiltiirel
bir diizlemde isler. Irlanda’nin béliinmiis kimligi, Heaney’ nin
kendisini ne tamamen Ingiliz edebiyatina ne de geleneksel Irlanda
siirine ait hissedebilmesine neden olur. “From the Frontier of
Writing” siiri bu ikilikle basa ¢ikmaya ¢alisan sairin sinir halini
anlatir. Smirda beklemek, kendi dilinde bile siirgiinde olmak
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anlamma gelir. Bu baglamda Edward Said’in “filistinli
entelektiielin her yerde yabancilagsmig 6zne olmas1” tanimi (Said,
2000, s. 144), Heaney icin de gecerlidir. Hem Cansever hem de
Heaney, siirlerinde sabitlenemeyen, siirekli yer degistiren bir
hafiza bi¢imi yaratirlar. Bu hafiza ne kolektif tarihle ne de kisisel
biyografiyle tam olarak Ortiisiir; iki alan arasinda akigkan bir
liciincli  bolge yaratir. Mikhail Bakhtin’in  “kronotop”
(chronotope) kavrami burada belirleyicidir. Kronotop, zaman ve
mekanin belirli bir bi¢imde kurgulanmasidir (Bakhtin, 1981, s.
84). Ancak Cansever ve Heaney nin siirinde bu kronotoplar sabit
degil, gocebedir.

Cansever’in ““Tragedyalar” serisindeki mekanlar, bir
hastane koridoru, bir ¢amagirhane, bir otel odasi ne baslangi¢
noktasi ne de varis yeridir. Bu alanlar, karakterlerin siirekli bir
“yer degistirme hali” i¢inde olduklarini gdsterir. Bu gogebe
durum, Benjamin’in pasajlar hakkindaki yorumlariyla da
iligkilidir: “Yersiz yurtsuz bir bakisla her sey yeniden
adlandirtlir” (Benjamin, 2007, s. 388). Heaney’nin “North”
siirinde ise hafiza, yalnizca bireyin ge¢misine degil; toplumsal
acilara, gomiilii tarih katmanlarina ve kolektif bilingdisina uzanur.
Siir, Iskandinav mitolojisini Irlanda bataklik cesetleriyle
birlestirerek kiiltiirel go¢ebe hafizanin izlerini siirer. Hafiza,
burada bir zaman ¢izgisi degil; katmanl bir tortu, jeolojik bir
derinlik halindedir (Lloyd, 1993, s. 65). Aidiyetsizlik, mutlak bir
kopus degil; yerle kurulan iliskinin yeniden tanimlanmasidir. Bu
noktada hem Cansever hem de Heaney’nin siiri, kendine has bir
siirsel miilkiyet bi¢cimi Onerir. Bu miilkiyet, topragin fiziksel
degil; duygusal, kiiltiirel ve etik anlamda sahiplenilmesini ifade
eder.

Cansever’de masa, sandalye, merdiven gibi nesneler birer
kisilik kazanir; mekanin yalnmizca ait olunan degil, anlam
yiiklenen bir varlik oldugu vurgulanir. “Masa da Masaymis Ha”
siirinde masa, bir aidiyet nesnesi degil; siirsel bir varolus
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bicimidir. Masa iizerinde olup biten her sey, sairin mekanla
kurdugu etik iligkinin bir parcasi haline gelir.Heaney’de bu
durum 6zellikle “Digging™ siirinde belirgindir. Babasinin topragi
kazdig1 anlar1 gbzleyen sair, “Between my finger and my thumb
/ The squat pen rests. / I’ll dig with it.” (Parmaklarimin ve bas
parmagimin arasinda / tiknaz kalemim durur. / Ben bununla
kazacagim.) diyerek, sairligin topraga benzeyen bir hafiza eylemi
oldugunu ortaya koyar. Burada kalem, fiziksel topragin degil;
kilttrel bellegin miilkiyetini kazmak i¢in bir aragtir.

Bu etik bag, mekanin sabitlenmesine degil; onunla
diyalojik bir iliski kurulmasina dayanir. Mekan artik ne sahip
olunan ne de terk edilen bir seydir; siirsel olarak doniistiiriilen,
anlam yiiklenen bir varlik alanidir. Cansever ile Heaney’nin
stirleri, aidiyetsizligi bir eksiklik olarak degil; siirsel bir
potansiyel olarak isler. Yerle bag kurmak, topraga kok salmak
degil; onunla etik, estetik ve duygusal bir iligki kurmaktir. Bu
iligki, sabitlenemezligiyle birlikte, gog¢ebe hafizanin estetik
bicimlerini yaratir. Bu anlamda “siirsel miilkiyet”, ne milli
kimlige ne de cografi mekana siki sikiya baghdir. Sair, mekani
kendi hafizasinin ve dilinin aynasinda yeniden kurar. Boylece
yersizlik bir eksiklik degil; siirin yeni bir mekansal ve
duygulanimsal aidiyet bi¢imi haline gelir.

11. SONUC

Bu ¢alisma, Edip Cansever ile Seamus Heaney’nin siirsel
evrenleri arasinda oriilen poetik, ontolojik ve kiiltiirel baglantilari
hafiza, mekan ve kimlik kavramlari {izerinden disiplinlerarasi bir
yaklagimla ele alarak, farkli tarihsel ve toplumsal baglamlarda
sekillenen modern siirlerin ortak duyarliliklarini ortaya ¢ikarmayi
hedeflemistir. Cansever'in varolugsal kirilmalar1 Tiirk siirinde
benzersiz bir bigimde poetize eden parcali 6znesi ile Heaney’nin
Irlanda’min  tarihsel travmalarmni arkeolojik ve mitolojik
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derinliklerle 6rdiigi siirsel dili, bu ¢alismada bir karsilagsma alani
yaratmis; siirin yalnizca bireysel duygu ya da ulusal sdylem degil,
aymi zamanda hafizanin mekansal bi¢imlenisi ve dilin
suskunlukla kurdugu iligski lizerinden okunabilecek bir taniklik
sahasi oldugunu géstermistir.

Edip Cansever’in siirinde mekan, hi¢cbir zaman duragan
ya da temsili bir arka plan degildir. Aksine, siirsel 6znenin
pargalanmis kimliginin aynasi, bellegin yankilandig: kirilgan bir
ylizey, hatta ¢ogu zaman dilin sinirina gelindigi bir esik mekan
olarak karsimiza ¢ikar. Otel odalari, parklar, hastane koridorlari
gibi giindelik alanlar, Cansever’in 0znesi i¢in yalnizca gecici
ugraklar degil, varolugsal bir ¢itkmazin haritalaridir. Bu baglamda
mekan, Gaston Bachelard’in (1994) duygulanimsal topografya
yaklagimiyla birleserek, psikolojik olanin fiziksel olana
izdiistimiidiir. S6zgelimi, Ben Ruhi Bey Nasilim siirinde zaman,
diiz bir ¢izgi yerine ice ¢cokmiis, mekan ise sabit bir referans degil,
O0znenin kendinden kagisinin izdistimiidiir. Bu mekansal
¢oOziilme, calismada ayrintili bi¢imde incelendigi gibi, sessizlik
estetigi, eksiltme stratejileri ve dilsel kesintiler yoluyla
somutlasmaktadir. Freud’un (1917/2001) melankoli tanimi
burada belirleyici bir ¢er¢eve sunar: kaybin bilingli olarak
taninmamasi1 halinde 6znenin kendi benligini kaybetmesi.

Heaney'nin siirinde ise hafiza ile mekan arasindaki bag,
dogrudan politik tarih, somiirgecilik, kimlik ¢catigsmasi ve kiiltiirel
kopus kavramlar1 iizerinden kurulur. Ozellikle North, Bogland,
Punishment ve The Strand at Lough Beg gibi siirlerde tarihsel
katmanlarla fiziksel mekan arasinda bir jeolojik benzesim
kurulur. Heaney’nin kazma, bataklik, sinir, mezar gibi imgeleri,
yalnizca topraga degil; kolektif bilin¢disina, bastirilmis kiiltiirel
bellege, unutulmus travmalara wulagmanin yollar1 olarak
islevsellesir. Edward Said’in (2000) yerinden edilmis entelektiiel
figiiri, Heaney'nin poetikasinda mekansal bir aidiyet degil,
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duygusal ve etik bir bagin insast anlamina gelir. Burada miilkiyet,
topragin tapusundan degil, siirin taniklik giiciinden dogar.

Her iki sairde de hafiza, dogrusal degil; katmanli, kirilgan
ve siirekli doniisen bir yapiya sahiptir. Cansever’in siirsel sesi,
zaman zaman i¢ monologlara, bazen metinleraras1 diyaloglara,
kimi zaman ise suskunluklara bdliinerek bu ¢ok katmanlhilig: dil
dizeyinde temsil eder. Heaneymnin ise Kkiiltiirel travmalari
“arkeolojik sessizlikler” lizerinden ifade etmesi, siiri kiiltiirel yas
alanina doniistiiriir. Bu anlamda her iki sairde de siir, yalnizca
hafizay1 dile getirme degil, hafizayla bag etme bigimi, bir nevi
psiko-poetik arinma siireci olarak belirir.

Bu calismanin 6zgiin katkilarindan biri, Cansever’in
bireysel bosluk estetigi ile Heaney’nin tarihsel sessizlik estetigini
mekan ve hafiza cercevesinde karsilastirarak, siirdeki aidiyetin
yer degistiren dogasini agiga ¢ikarmasidir. Aidiyet ne sabit bir
mekana ne de ulusal kimlige siki sikiya baglidir; siirsel 6zne i¢in
bu daha ¢ok duygusal ve etik bir bagin olustugu gegici temas
alanlaridir. Cansever’de bu temas alanlart ¢ogu zaman
basarisizlikla sonuglanir; Heaney’de ise karanlik ve sessizlik
icinden sizulen bir anlatiyla yeniden anlamlandirilir. Her iki
durumda da siir, travma, kayip ve kimlik yitimine kars1 karsi-
bellek (counter-memory) islevi goriir. Calismada ayrica, “gdcebe
hafiza” kavrami ¢ergevesinde sairlerin mekanla kurduklari1 bagin
sabit olmaktan ziyade akiskan, gecici ve doniisiime agik oldugu
gosterilmigtir. Cansever’in 0znesi mekanla ylizleserek degil,
ondan kacarak kimligini insa etmeye ¢alisir; Heaney’nin sair
figliri ise topraga kazi yaparcasina ge¢misi yeniden lretir. Bu
baglamda, her iki sairde de mekan, 6znenin aidiyetini kurdugu
degil; siirekli sorguladigi bir sahne haline gelir.

Sonu¢ olarak, Edip Cansever ile Seamus Heaney’nin
stirleri, farklh kiiltiirel cografyalardan beslenen ama ortak poetik
ve etik kaygilarla oriilii iki evrendir. Bu ¢alisma, mekanin siirsel
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temsilinde bellek, sessizlik, kadin imgesi, aidiyet yitimleri ve
gocebe kimliklerin nasil kavramsallastirildigini karsilastirmali
bicimde ortaya koyarak, siirin yalnizca bir edebi tiir degil, ayn1
zamanda tarihsel, psikanalitik ve ontolojik bir ifade bigimi
oldugunu vurgulamistir. Siir, Cansever’de oldugu gibi bireyin
icsel catigmalarinin mekansal izdiislimiinii kurabilir; ya da
Heaney’de gorildigii gibi kiiltiirel bir hafizanin yeniden
yazimina taniklik edebilir. Her iki durumda da siir, travmanin
mekansal bellege kazindigi, sessizligin yankilandigi ve kaybin
anlamlandirildigr etik bir sdylem bi¢imi olarak var olur. Bu
baglamda, Cansever ile Heaney’nin siirlerini yan yana okumak,
yalnizca iki sairin poetikasini degil; siirin dil, bellek, mekan ve
etik sorumluluk gibi temel meseleleriyle nasil yiizlestigini
anlamak ag¢isindan da degerli bir imkan sunmaktadir.
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CULTURAL SIMULACRA AND MODERN
MYTH: LONELINESS AND SHADOW IN
TURKISH AND JAPANESE LITERATURE

Serap SARIBAS!

1. INTRODUCTION

In the shifting terrains of contemporary world literature,
the modern city is not merely a spatial backdrop but a conceptual
nexus in which memory, identity, and alienation intersect. This
study undertakes a comparative analysis of Turkish and Japanese
modern literature through the works of Haruki Murakami, Oguz
Atay, and Tezer Ozli, exploring how urban settings become
hyperreal topographies of psychological isolation and ontological
uncertainty. Rooted in disparate cultural and linguistic contexts,
these authors nevertheless converge in their portrayal of the city
as a liminal space where subjectivity fragments and interiority is
externalized. Their characters do not merely inhabit cities, they
are haunted by them.

Jean Baudrillard's theory of simulacra and hyperreality
(1994) provides the central theoretical framework of this study.
According to Baudrillard, in the age of simulation, signs no longer
refer to any concrete reality but instead generate a self-referential
system of meaning, wherein reality is replaced by a web of signs
that signify only each other. As he asserts, “We live in a world
where there is more and more information, and less and less
meaning” (Baudrillard, 1994, p. 79). Within this matrix, the

1 Assoc.Prof.Dr. Karamanoglu Mehmetbey University, Faculty of Letters, English

Language and Literature Department, serapsaribas@kmu.edu.tr , ORCID: 0000-
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modern city becomes a hyperreal entity, an urban palimpsest in
which historical depth is erased, symbolic reference implodes,
and the built environment assumes the characteristics of a mirage.
Urban space, once a site of collective memory and civic meaning,
is transformed into a stage for spectrality, performative existence,
and emotional desolation.

In Haruki Murakami's fiction, this hyperreality is
manifested in Tokyo's nocturnal landscapes and subterranean
metaphors. Novels such as After Dark (2004), Norwegian Wood
(2000), and Sputnik Sweetheart (2003) depict characters whose
identities disintegrate as they traverse dreamlike cityscapes,
encountering enigmatic figures and non-linear temporalities. As
Rubin (2002) suggests, Murakami's city is not an empirical place
but a narrative construction of suspended temporality and
symbolic absence. His characters drift through cafés, train
stations, love hotels, and anonymous apartment buildings,
disconnected from both social rituals and coherent inner selves.
As Can (2021) notes, this state of detachment is not merely
psychological but ontological: “Murakami's protagonists are
haunted by a metaphysical void, reflecting a larger crisis of
authenticity in contemporary urban life” (p. 149).

Parallel tropes are observable in the works of Oguz Atay,
whose postmodern narratives such as Tutunamayanlar (2000) and
Tehlikeli Oyunlar (2001) fragment conventional notions of
character, plot, and linguistic unity. Through metafiction, irony,
and self-referential parody, Atay disassembles the realist novel
and exposes the urban subject as a performative construct trapped
in a language game. As Girbilek (2011) elaborates, Atay's
protagonists experience a cognitive dissonance between their
inner alienation and the sociopolitical expectations of modern
Turkish urban life (p. 77). The city in Atay's fiction becomes a
space of semantic excess, wherein every attempt to establish
meaning collapses into absurdity, irony, or paralysis. Like
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Murakami, Atay encodes the city as a maze of signs without
referents, where memory functions less as recollection and more
as recursive breakdown.

Tezer Ozl adds a distinctly gendered and affective
dimension to this poetics of urban disintegration. Her works
Cocuklugun Soguk Geceleri (1988) and Yeryuziine Dayanabilmek
Icin (1992) reveal a phenomenology of female subjectivity
enmeshed within trauma, spatial silence, and disembodied
memory. Ozli's cities, Istanbul, Zurich, Berlin, are traversed not
as navigable environments but as affective landscapes in which
grief, loss, and gendered erasure are inscribed. As Yiicebas (2020)
emphasizes, Ozli turns the city into an extension of the female
body: “an exterior topology of inward fragmentation1” (p. 219).
The corridors, hospitals, and urban voids in her fiction are not
passive settings but sites of embodied memory, liminality, and
melancholic reverberation.

This study proposes that despite their differing
sociohistorical coordinates, Murakami, Atay, and OzIii articulate
a shared urban ontology: one in which the modern city acts as
both a medium and a mirror of existential rupture. Their urban
imaginaries are haunted by what Augé (1995) calls “non-places”
(p. 78) spaces of transience, alienation, and dislocation,
emblematic of supermodernity’'s erosion of spatial intimacy.
Lefebvre's (1991) assertion that space is not a container but a
social product (p. 33) is especially relevant here, as each author
reveals how cities produce subjects as much as they are inhabited
by them. Thus, by triangulating hyperreality, postmodern urban
aesthetics, and poetic interiority, this study situates Turkish and
Japanese modern literatures within a global constellation of
spectral cities and simulated identities. In the sections that follow,
we shall first construct a theoretical framework grounded in
Baudrillardian urban theory, then proceed to close readings of
Murakami's ghosted cityscapes, Atay's linguistic urban
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labyrinths, and Ozli's melancholic geographies. Together, these
analyses will chart a comparative poetics of postmodern urban
solitude and the simulacral self.

2. THEORIZING THE HYPERREAL CITY:
BAUDRILLARD AND MODERN
MYTHOLOGIES

Jean Baudrillard’s conceptualization of simulacra and
hyperreality is pivotal in understanding how urban space becomes
a mythologized yet ontologically void structure in postmodern
literature. In his seminal work Simulacra and Simulation (1994),
Baudrillard delineates four successive phases of the image: the
first reflects a basic reality, the second masks and perverts it, the
third masks the absence of a basic reality, and the fourth bears no
relation to any reality whatsoever, it becomes its own pure
simulacrum. These stages reflect the evolution of signification in
late capitalist culture, where signs increasingly refer not to the
real but to other signs, leading to the collapse of meaning into
endless referential loops.

The modern city, when seen through this framework,
ceases to be a lived space and becomes a hyperreal construct, a
self-sustaining mythos composed of simulations that erase the
historical and experiential depth of urban life. As Baudrillard
(1994) remarks, “It is the map that precedes the territory” (p. 1),
suggesting that in a world of simulations, representation no longer
corresponds to reality but produces it. Thus, the city becomes
what Debord (1994) termed “the spectacle” a terrain of visual
consumption and sign saturation, wherein meaning is replaced by
circulation.

Beyond the aesthetic surface, hyperreal cities function as
ideological environments where social relations are mediated by
signs, images, and symbolic excess. Marc Augé’s concept of
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“non-places” transit zones such as airports, shopping malls, and
hotel rooms devoid of identity, relation, or historical anchorage,
further reinforces the city as a fragmented, ahistorical field. These
non-places, abundant in both Murakami and Atay’s works,
signify a profound epistemological rupture: spaces that refuse
memory, belonging, and narrative continuity (Augé, 1995, p. 78).

In Haruki Murakami’s fiction, particularly in After Dark,
1Q84, and Kafka on the Shore, Tokyo becomes a spectral
labyrinth wherein urban topography is reduced to floating
signifiers. Characters pass through anonymous structures and
vacant spaces that resemble the “implosion of meaning”
Baudrillard describes, a setting where experience is mediated
through television screens, computer monitors, and radio
frequencies. This ambient media saturation produces what
Yoshimoto (2006) calls “urban amnesia,” a forgetting structured
into the very architecture of the city (p. 213).

Likewise, in Oguz Atay’s Tutunamayanlar and Tehlikeli
Oyunlar, Istanbul becomes a poststructuralist puzzle, its streets
echo with recursive dialogues, metafictional commentary, and
fragmented identities. Atay’s protagonist Hikmet Benol is
trapped in a linguistic maze where the city reflects his ontological
disintegration. As Gurbilek (2011) argues, Atay’s Istanbul is not
a lived environment but “a semantic trap” a textual city in which
language circulates without anchoring the self (p. 92). The result
IS a mise-en-abyme of alienation where the hyperreal city no
longer contains its inhabitants but consumes them through infinite
semiotic substitution.

Tezer Ozlii, in Yeryiizine Dayanabilmek Icin and
Cocuklugun Soguk Geceleri, frames Zurich and Berlin not as
metropolises of modern rationality but as affective ruins. These
cities become architectural proxies for melancholia, trauma, and
dissociation. Ozlii’s protagonists navigate institutional spaces,
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psychiatric clinics, public transport, cemeteries, that echo with
silence and estrangement. The urban setting becomes what
Kristeva (1989) would term an *“abject landscape,” where
subjectivity confronts its own internal void mirrored in external
structures (p. 231).

Taken together, Murakami, Atay, and OzI{ dislocate the
city from its Enlightenment function as a site of progress and
community, and instead mythologize it as a simulacrum of self-
fracture. These writers present the modern city as a cipher for
cultural exhaustion, a dreamlike terrain haunted by the collapse
of historical meaning, affective connection, and ontological
stability. The postmodern subject, no longer grounded by
narrative or memory, wanders through an urban ecology of
reflections, echoes, and phantoms. Thus, the city becomes an
aesthetic artifact and an ontological condition, mythic, yet vacant;
saturated, yet silent. Through Baudrillard’s lens, Murakami’s
spectral Tokyo, Atay’s ironic Istanbul, and Ozli’s melancholic
Berlin emerge as intertextual mythologies of the hyperreal city,
illuminating a shared cultural imaginary in which space no longer
anchors identity but destabilizes it, fragmenting the self into
postmodern simulacra.

3. MURAKAMI’S SPECTRAL TOKYO: URBAN
ABSENCE, MELANCHOLY, AND
WITHDRAWAL

In Haruki Murakami’s literary oeuvre, Tokyo functions
less as a geographic entity and more as a metaphysical arena
where spectrality, solitude, and psychic disorientation converge.
His urban spaces are structured not by architectural coherence but
by epistemological uncertainty and emotional detachment. From
After Dark (2004) to 1Q84 (2009-10), Murakami renders the city
not as a site of social activity but as a dreamlike zone suspended
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between reality and unreality. Characters in these works traverse
the city as somnambulists, navigating silent streets, underpasses,
and anonymous interiors that generate a sense of haunting rather
than habitation.

In After Dark, the narrative’s compressed temporal
framework, unfolding over a single night accentuates Tokyo’s
transformation into a nocturnal limbo. Spaces such as the
Denny’s diner, the love hotel Alphaville, and the underground
office are liminal nodes within a larger network of spatial
disconnection. These sites evoke what Foucault (1986) would
describe as “heterotopias,” real places that function as counter-
sites, simultaneously representing, contesting, and inverting other
spaces (p. 24). The temporal fragmentation and spatial ambiguity
dissolve the boundaries between the living and the spectral, as the
city becomes a threshold through which disembodied presences
(such as the woman trapped in a monitor) manifest.

This spectral urbanity is not merely aesthetic but
ontological. Murakami’s characters often experience what
Heidegger (1962) terms “uncanniness” (Unheimlichkeit) a sense
of not-being-at-home in the world. Tokyo in Murakami’s fiction
is thus a site of Dasein’s existential confrontation with
nothingness, a domain where the familiar is defamiliarized and
the symbolic order destabilized. As Hijiya-Kirschnereit (1999)
argues, this estrangement is amplified by Murakami’s narrative
style, which blurs the distinction between psychological
interiority and urban exteriority (p. 109). Tokyo becomes the
mise-en-scéne of a phenomenological dislocation, a topography
of absence.

Moreover, Murakami’s cities are populated by symbols of
metaphysical ambivalence: wells, cats, elevators, and jazz bars,
which do not signify but defer meaning. In The Wind-Up Bird
Chronicle (1997), the protagonist Okada descends into a dry well,
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a gesture of both spatial and psychological regression. This
subterranean descent mirrors the disintegration of symbolic
coordinates, echoing Kristeva’s (1982) theory of abjection,
wherein the subject confronts what must be expelled to constitute
the self, yet remains intimately tied to it (p. 3). The urban voids,
both literal and figurative, serve as abject spaces in which identity
Is undone and rewritten.

This aesthetic of urban descent continues in Kafka on the
Shore (2002), where the character Nakata, who is cognitively
impaired and metaphysically attuned, navigates a Tokyo that
becomes a surreal palimpsest of voices, objects, and dislocated
timelines. The presence of talking cats and raining fish constructs
a magical-realist texture, yet one in which these elements signal
not enchantment but existential unease. As Rubin (2002) notes,
“Murakami’s magic is melancholic; it estranges rather than
consoles” (p. 178).

The notion of interiority is central to Murakami’s spatial
aesthetics. Unlike realist portrayals of the city as a dynamic,
interactive milieu, Murakami’s Tokyo isolates the individual
within affective capsules, cars, bedrooms, stairwells, spaces that
encapsulate psychological stasis rather than social engagement.
As Napier (2001) observes, “Murakami’s urban landscapes are
spaces of withdrawal, not encounter” (p. 146). This withdrawal is
not only interpersonal but also metaphysical; it signifies a retreat
from the Real into a symbolic dreamscape where memory, time,
and corporeality are suspended.

Furthermore, Murakami’s urban imaginary stages an
implicit critique of postmodern Japan’s socio-cultural fabric. The
characters’ alienation, temporal disorientation, and emotional
detachment mirror the consequences of accelerated urbanization
and technological mediation. Tokyo ceases to be a city in the
empirical sense and becomes, instead, a floating signifier for a
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society adrift in sign systems. As Azuma (2009) contends,
Murakami’s worlds illustrate the “database logic” of postmodern
culture, wherein narratives are modular, affect is stylized, and
meaning is no longer inherited but assembled (p. 45).

Moreover, the narrative layering in Murakami’s work,
multiple narrators, circular time structures, symbolic
intertextuality, transforms Tokyo into a postmodern allegory of
non-belonging. In 1Q84, the bifurcation of reality into parallel
dimensions renders the city an epistemological uncertainty zone.
The two moons above Tokyo mark not fantasy, but the splitting
of reality itself into simulacral layers, paralleling Baudrillard’s
(1994) claim that “the real is no longer real” (p. 1). In this sense,
Tokyo becomes a hyperreal myth, a city that exists not in
geography but in the collective unconscious, populated by
spectral doubles and narrative voids.

Through this lens, Murakami’s spectral Tokyo represents
not a failure of realism, but a heightened mode of mythic
expression, a literary invocation of the city as an allegory for
existential disquiet, symbolic fragmentation, and the collapse of
coherent subjectivity. The urban becomes uncanny not because it
harbors hidden truths, but because it reveals the absence of
anchoring myths. Murakami’s Tokyo is thus a haunted city in
both literal and theoretical terms: a simulated topography echoing
with the silent cries of interior lives, suspended in an aesthetic of
melancholic dissonance.

4. OGUZ ATAY’S PARODIC ISTANBUL:
FRACTURE, REPETITION, AND SEMANTIC
EROSION

In the works of Oguz Atay, particularly in his seminal
novel Tutunamayanlar, Istanbul transcends its role as a physical
metropolis and becomes an epistemological trap, a city embedded
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with self-referential narratives, absurd repetitions, and the
deflation of meaning. Atay’s Istanbul is neither romanticized nor
demonized,; rather, it is dissected through a satirical and parodic
lens, revealing the absurdities of modern subjectivity within an
increasingly fragmented symbolic order. This approach aligns
with what Hutcheon (1985) defines as “historiographic
metafiction,” wherein parody destabilizes grand narratives by
exposing their constructed nature (p. 7).

The protagonist Selim Isik embodies this crisis of
representation, inhabiting an Istanbul that has lost its historical
and cultural semiotic coherence. Unlike Murakami’s Tokyo,
which veers toward melancholic abstraction, Atay’s Istanbul is
saturated with ironic excess. The city appears as a palimpsest
overwritten by bureaucratic speech, clichéd political ideologies,
and failed intellectual gestures. This aligns with Bakhtin’s (1981)
theory of dialogism, where competing discourses within the urban
text collide without synthesis, generating a centrifugal chaos
rather than narrative unity (p. 272).

Atay frequently uses Istanbul’s spaces, such as
bureaucratic offices, tramways, coffeehouses, and the mental
hospital, as grotesque miniatures of a society caught in rhetorical
inertia. These spatial forms become metonymic of ideological
paralysis. In a key passage, Selim traverses the streets in a mode
of internal monologue, listing his failures, fixations, and linguistic
defeats. As Karpat (2011) argues, this catalogic self-reflection
collapses the boundary between outer urban topography and inner
psychic space (s. 218). The city is not only inhabited but spoken
into being, through fragments, slogans, and parodic iterations of
failed meaning.

Moreover, Atay’s Istanbul becomes a city haunted not by
ghosts but by scripts, scripts of national modernization, literary
tradition, and social expectation. These inherited forms fail to
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provide authentic subjectivity; rather, they proliferate as
simulacra. Baudrillard’s (1994) concept of the simulacrum
becomes particularly apt here, as Atay’s characters act out
received cultural roles in ironic mimicry, rendering them hollow.
Selim’s ironic suicide, presented through the filter of another
character’s writing, epitomizes the loss of authentic experience in
a world dominated by textual overdetermination.

Unlike the metaphysical detachment found in Murakami’s
urban solitude, Atay’s parody is deeply historical. His Istanbul is
shaped by Turkey’s rapid yet incomplete modernization process,
which produced what Serif Mardin (1981) calls the “center-
periphery” problem, a structural fragmentation between
Westernized elites and marginal voices (s. 185). This
fragmentation is spatially encoded in the novel, where Selim’s
movements between urban peripheries and intellectual salons do
not bridge gaps but underscore their absurd disconnection.

Importantly, language in Atay’s Istanbul does not mediate
understanding but foregrounds its own futility. Characters speak
in slogans, recite pseudo-poetry, or lapse into recursive self-
doubt. As Goknar (2013) notes, “language is not a tool of
liberation for Atay, but a mirror of alienation” (s. 97). The city,
shaped by this semiotic erosion, becomes a hypertext of failed
connections, a labyrinth of signifiers pointing to absent referents.

The performative nature of identity in Tutunamayanlar
also echoes Judith Butler’s (1990) theory of performativity,
wherein the self is not pre-given but constructed through
repetitive acts within a discursive matrix (p. 25). Selim and
Turgut, in their quest for coherence, repeatedly inhabit cliches,
social scripts, and pastiches of failed intellectualism. Istanbul, as
their backdrop, reflects this recursive loop: its bridges, alleyways,
and archives signify not transition or accumulation but stasis and
decay.
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Atay’s parodic Istanbul ultimately becomes a necropolis
of meaning, a city where texts cannibalize each other, where
laughter is the only remaining gesture of revolt. As Berna Moran
(1991) suggests, Atay’s modernism is simultaneously a critique
of the modern: an act of negation, deconstruction, and existential
skepticism (s. 155). Istanbul, in this light, is the perfect host for
such irony, at once monumental and decayed, overdetermined
and void. The spatial and linguistic entropy in Atay’s fiction
configures the city not as a narrative space, but as a post-narrative
ruin, a site of ontological exhaustion in the face of cultural
repetition and parody.

5. TEZER OZLU’S EXISTENTIAL JOURNEY:
INTERURBAN MELANCHOLY AND THE
FEMININE MEMORY OF TIME

Tezer Ozlu’s literary geography stretches across several
European and Turkish cities, yet her urban consciousness is
markedly different from both Murakami’s spectral withdrawal
and Atay’s ironic deflation. In works such as Yasamin Ucuna
Yolculuk (Journey to the End of Life, 1983) and Cocuklugun
Soguk Geceleri (The Cold Nights of Childhood, 1980), Ozli
constructs a female-coded urban poetics, where the journey is less
spatial than temporal, less material than affective. The cities she
traverses, Berlin, Zurich, Vienna, Istanbul, are not backdrops but
palimpsests of memory, trauma, and introspection. Her
protagonists do not merely pass through these places, they absorb
them, are shaped by them, and in turn, leave behind ephemeral
traces of subjective experience.

Unlike Atay’s cacophonic Istanbul, Ozlii’s urban
landscapes are muted, melancholic, and steeped in temporal
dislocation. As Bora (1999) notes, Ozli’s city is a psychic
extension of the narrator’s emotional interior: “the city is not
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described,; it is suffered” (s. 63). This suffering is gendered. Her
female protagonists often navigate spaces of alienation: mental
institutions, cold train compartments, unfamiliar streets. In
Yasanmin Ucuna Yolculuk, the narrator retraces the paths of her
European literary predecessors, Kafka, Svevo, Pavese, not as
homage but as existential alignment. This intertextuality
transforms urban mobility into a literary séance, evoking ghosts
of past writers as spectral interlocutors. Each city thus becomes a
layered text, simultaneously real and imagined, concrete and
haunted.

Ozli’s cityscapes frequently dissolve into dreamlike
fragments. The chronology collapses, and the distinction between
now and then, here and there, becomes porous. This narrative
modality parallels Kristeva’s (1980) concept of women’s time, a
non-linear temporality aligned with cyclical rhythms, affect, and
memory (p. 17). Her protagonists do not “move” through the city
but rather oscillate, return, and relive, a structure that opposes the
phallic linearity of traditional urban quests. OzIii’s fragmented
narrative in Cocuklugun Soguk Geceleri enacts this temporality
through sudden shifts between childhood trauma and adult
disillusionment, all situated within emotionally charged urban
spaces. These shifts are not disruptions but necessary repetitions,
rituals of memory work that allow the narrator to reclaim
narrative agency over past wounds.

Ozli’s writing shares affinities with Virginia Woolf’s
stream of consciousness, yet hers is darker, rooted in existential
despair and psychoanalytic scars. The urban environment,
especially in Istanbul, is a repository of childhood wounds. The
mother’s silence, institutionalization, and the protagonist’s sense
of estrangement are spatially encoded into streets, corridors, and
staircases. As Oztiirk (2011) states, “Ozli’s Istanbul is not a map
but a scar tissue, layered, tender, and partially erased” (s. 142).
This corporeal metaphor underlines how OzIlii’s cities are
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experienced through the body, particularly the female body
marked by psychological and social vulnerability. In this sense,
OzIi’s urban poetics are tactile and sensorial, privileging memory
over monument, atmosphere over architecture.

In Journey to the End of Life, Ozlii fuses autobiographical
fiction with travelogue, yet the travels are internalized. Even the
titular journey suggests a metaphorical descent into death,
memory, and the dissolution of identity. As Benjamin (2006)
asserts, “to dwell means to leave traces,” and OzIU’s characters
dwell nowhere, leaving only textual traces, letters, inner
monologues, unsent postcards. Their itinerancy reflects a post-
traumatic disconnection with place, a refusal or inability to
belong. This lack of spatial anchorage resonates with the broader
condition of modern alienation, where cities no longer function
as sites of belonging but as transient frames for psychic
dislocation.

The tension between urban anonymity and intimate
memory is also crucial. Trains and border crossings dominate
OzIi’s narratives, staging a liminality that suspends identity. In
these spaces, Ozl{ reconfigures the city as a transient locus rather
than a stable referent. Her protagonists are always in-between, not
just geographically but ontologically. This ontological
displacement resonates with Deleuze and Guattari’s (1987)
notion of the “nomadic subject,” one who resists territorialization
and fixed identity (p. 380). Ozlii’s women are neither citizens nor
exiles; they are drifters whose internal landscapes shape and
reshape the cities they pass through.

Moreover, Ozli’s insistence on a confessional tone, often
addressed to unnamed interlocutors or lost loves, positions her
urban text within a tradition of feminine melancholia. The city
becomes a diary written across space, each street and room a page
in the female subject’s attempt to narrate pain without resolution.
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Ozlirs rejection of closure aligns her with the aesthetics of
incompletion, an urban melancholy that is not a symptom but a
method. Her fragmented, affectively charged prose becomes a
mode of epistemological resistance, challenging the rationalized,
masculinist cartographies of urban planning.

In contrast to Atay’s parody and Murakami’s spectrality,
Ozlii offers a poetics of presence through absence, a city haunted
not by illusions but by irretrievable affect. Her urbanity is
gendered, wounded, and archival. It does not simulate myth but
mourns its impossibility, tracing a uniquely feminine cartography
of memory, time, and dislocation. Through OzIi’s lens, the
modern city ceases to be a space of progress or spectacle; it
becomes instead a resonant echo chamber of loss, a space where
women write, walk, remember, and resist.

6. SPATIAL SIMULACRA AND URBAN LOSS:
THE AESTHETICS OF GHOSTLINESS

Modern urban literature often negotiates the tension
between the real and the imagined, the visible and the invisible.
In both Turkish and Japanese narratives, the city becomes a
spectral space, a haunted topology in which presence and absence
coexist. This section explores how the aesthetics of ghostliness
operate in urban imaginaries, not merely as horror tropes but as
semiotic configurations that reveal the disintegration of spatial
and cultural coherence.

Baudrillard’s (1994) theory of the simulacrum posits that
in postmodern culture, signs no longer refer to reality but to other
signs, a process that erodes the real and replaces it with
hyperreality (p. 6). This conceptual framework finds fertile
ground in the literary cities of both Haruki Murakami and Tezer
Ozlii. Their cities are not representations of physical places;
rather, they are synthetic spaces, constituted by memory,
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projection, and symbolic residue. The result is an urban
simulacrum where the ghost becomes not an intruder but a
constitutive element of space.

In Murakami’s After Dark (Geceyarisindan Sonra, 2004),
Tokyo is depicted as a liminal zone inhabited by shadowy figures,
flickering screens, and anonymous buildings. The novel
constructs a nocturnal metropolis where time is suspended and
reality becomes fluid. Characters drift between spaces, losing
their ontological anchorage. As Yamamoto (2010) notes,
Murakami’s urban fiction often operates through *“a double
exposure of the city, one photographic, the other metaphysical”
(s. 81). The ghost in this context is not necessarily dead but
dislocated, a symptom of informational excess and emotional
alienation.

In a parallel yet distinct register, Ozli’s Istanbul is
suffused with absences, abandoned streets, silent hospitals,
locked doors. These absences function as urban ghosts, bearing
witness to past traumas and unspoken memories. Ozlii’s ghosts
are melancholic rather than malevolent, embodying what Derrida
(1994) terms hauntology: a spectral temporality in which what is
no longer present continues to influence the now (s. 10). Istanbul,
in Ozli's work, becomes a haunted city, not because of
supernatural phenomena but due to the accumulation of
ungrieved losses and displaced subjectivities.

The ghostly urbanity in both writers’ works also
challenges the Cartesian dichotomy of interior versus exterior. As
Lefebvre (1991) argues, space is not a neutral container but a
social product (p. 26). In Murakami’s and OzlU’s texts, space is
produced through spectral experiences, through dreams,
flashbacks, and emotional intensities. In Kafka on the Shore
(Sahilde Kafka, 2002), the city becomes a surreal dreamscape
where talking cats and raining fish coexist with abandoned
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libraries and metaphysical portals. These elements destabilize
spatial logic and render the city a hall of mirrors where reality is
endlessly deferred.

Similarly, in Ozli’'s The Cold Nights of Childhood, the
protagonist’s movement through Istanbul is not geographical but
mnemonic. The city is traversed through memory traces and
emotional echoes. Ozlii’s fragmented narration turns the urban
space into a cinematic montage of grief, desire, and confusion. As
Akgln (2008) observes, “Her cityscapes are less about spatial
mastery and more about affective disorientation” (s. 97). This
disorientation mirrors the postmodern subject’s struggle to locate
herself within an urban matrix stripped of meaning and
permanence.

Both writers also mobilize the ghost as a metaphor for
modern subjectivity. The protagonists in these texts are often
spectral themselves, disconnected, transparent, and marginal.
They inhabit interstitial zones, such as subways, stairwells, or
train stations, non-places that Augé (1995) defines as “spaces of
transience without identity” (p. 78). These spaces facilitate
encounters not with others but with versions of the self that are
fractured and uncanny. In this sense, the ghostly becomes a mode
of being, a structure of feeling rooted in the failures of
communication and the entropy of the social.

Furthermore, the interplay between memory and
architecture is essential to the spectral city. Buildings become
archives of affect, holding onto the traces of those who passed
through them. In Murakami’s Norwegian Wood, the protagonist’s
dormitory and surrounding cityscape become saturated with
memories of lost friends and unfinished desires. These sites are
not remembered; they remember. They exert a ghostly agency,
shaping the characters’ emotional trajectories. OzIii’s buildings,
especially in her depictions of hospitals and childhood homes,
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similarly house the echoes of prior emotional intensities,
functioning as mnemonic anchors in an otherwise floating world.

Ultimately, the aesthetics of ghostliness in these urban
narratives reflect broader concerns with identity, memory, and the
instability of representation. They suggest that in a world
dominated by simulations and displacements, the ghost is not an
aberration but a necessary figure for understanding contemporary
spatial experience. In cities where the real has dissolved into
images and the self into fragments, the ghost becomes the most
reliable witness, one who lingers not to haunt but to testify.
Through Murakami and Ozlii, we see that the postmodern city is
not a map but a séance, a palimpsest of spectral traces and
emotional residues. The city does not live; it remembers. And in
that remembering, it stages the unresolved dramas of those who
once passed through it, and of those who, unable to leave, become
its ghosts.

7. CULTURAL MEMORY, NATIONAL MYTH,
AND URBANIZATION

Both Turkish and Japanese modern literatures reflect deep
engagements with the memory structures of national trauma and
identity ~ formation, often articulated through urban
transformation. This section explores how cultural memory and
national myth interact with urbanization processes in the works
of Haruki Murakami, Oguz Atay, and Tezer Ozlii, revealing how
the city becomes a battleground for contested historical
narratives.

In Norwegian Wood, Murakami constructs a postwar
Tokyo burdened by memory yet devoid of clear ideological
anchoring. The city, simultaneously hypermodern and
melancholically nostalgic, reflects the fragmentation of national
myths in post-imperial Japan. As Napier (2005) notes,
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“Murakami’s worlds are filled with absence, not just personal
loss, but the erosion of grand narratives that once grounded
collective identity” (s. 132). The city becomes a palimpsest of
forgotten ideologies and suspended modernities.

Similarly, Oguz Atay’s Tutunamayanlar presents a
disjointed and parodic Istanbul whose intellectual figures suffer
from what Assmann (1999) would call “communicative
breakdowns of cultural memory” (s. 68). Atay’s characters are
stranded in a rapidly urbanizing, bureaucratically regulated
society in which national ideals have become simulacra, signs
detached from any authentic referent. As Altiok (2012) argues,
“Atay’s critique is aimed not at Westernization per se, but at the
hollowed-out symbols of modernity that obscure historical
continuities” (s. 45).

Tezer Ozlu, in contrast, inscribes national trauma in the
corporeal and emotional experiences of her female protagonists.
In The Cold Nights of Childhood (Cocuklugun Soguk Geceleri,
1980), the city’s institutional spaces, psychiatric hospitals,
schools, train stations, are inscribed with silenced memories of
violence, repression, and familial disintegration. OzIi’s Istanbul
is not only haunted by private loss but also by the unprocessed
legacy of republican modernization. As Girbilek (2011) suggests,
Ozli’s writings reflect “the failed interiorization of the modern
project in female consciousness” (s. 102), where the city becomes
a mnemonic wound.

The notion of “urban amnesia” is also crucial. According
to Nora (1989), lieux de mémoire emerge precisely when living
memory disappears. In Murakami’s novels, such as The Wind-Up
Bird Chronicle, urban topography is filled with inexplicable
absences, empty lots, derelict houses, secret wells, that signal
occluded historical traumas, particularly those related to Japan’s
wartime past. These voids act as memory triggers, inviting the
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protagonist (and the reader) into a labyrinthine search for
historical meaning beneath the sanitized surfaces of modern
urban life.

In Turkey, the violence of modernization projects,
particularly those aiming to suppress or overwrite Ottoman,
Kurdish, or Alevi cultural markers, creates what Bora (2002) calls
“the geography of denial.” The modern city, in this reading,
becomes a space of enforced forgetting. Atay and Ozlii’s urban
imaginaries resist this erasure by foregrounding the affective
residues of suppressed histories. Their characters are historical
misfits, unable to assimilate to the official myths of progress and
unity. The city becomes not a stage for national harmony but a
fragmented archive of disavowed truths.

This mnemonic dimension is not merely historical but
architectural. Urban renewal projects in both Tokyo and Istanbul
often efface the past under the guise of development. As Lefebvre
(1991) contends, space is ideologically produced; thus,
modernization can function as a form of symbolic violence.
Ozli’s evocations of disappearing neighborhoods and
Murakami’s use of de-familiarized spaces evoke what Boyer
(1994) terms “the ghostly return of the urban imaginary” a
spectral cityscape where cultural memory reasserts itself against
the grain of progress (s. 185).

Ultimately, Murakami, Atay, and Ozli reconfigure the
modern city as a mnemonic battleground where national myths
dissolve into spectral presences, and where memory, rather than
being preserved institutionally, survives in the disjointed, affect-
laden experiences of the marginal, the melancholic, and the mad.
This reconstitution of cultural memory resists state-sanctioned
forgetting and reimagines the city as a haunted archive of what
official narratives refuse to remember.
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8. THE FEMININE CITY: GENDERED
PERCEPTION AND URBAN INTIMACY

The gendered dynamics of urban space play a crucial role
in the literary representations of cities in both Turkish and
Japanese modern fiction. In the works of Haruki Murakami and
Tezer Ozli, female characters are often portrayed not merely as
inhabitants of the urban world but as affective sensors that
navigate, interpret, and often resist the city’s patriarchal
structures. Their interactions with the city are shaped by gendered
experiences of alienation, desire, memory, and trauma, thus
offering an alternative cartography of the urban experience that is
as embodied as it is affective.

In Sputnik Sweetheart, Murakami’s protagonist Sumire
drifts through the city with a sense of longing and dislocation,
embodying what Ahmed (2006) refers to as “queer
phenomenology”an orientation toward the world that refuses
normative spatial alignments (s. 69). Sumire’s ambiguous
relationship with her own body, her love for another woman, and
her gradual disappearance within the cityscape reflect a refusal to
conform to the gendered expectations embedded within urban
modernity. Her journey is marked not by destination but by
existential delay and dissonance, and the Tokyo she inhabits
becomes increasingly spectral, a terrain of emotional abstraction.

Similarly, in South of the Border, West of the Sun,
Murakami’s depiction of Shimamoto positions her as a haunting
memory figure, at once distant and intimate, whose movements
within the urban space are marked by secrecy, sensuality, and an
ethereal temporality. She exists on the periphery of the city and
of the protagonist’s consciousness, a manifestation of what
Kristeva (1982) might term the “abject feminine” (s. 4),
simultaneously alluring and disorienting.
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Tezer OzIi’s protagonists, by contrast, experience the city
not as a distant spectacle but as a tactile, almost carnal presence.
In Journey to the End of Life, the female narrator wanders through
Berlin, Zurich, and Istanbul, inscribing her psychiatric and
emotional ruptures onto the city's surfaces. Train stations,
psychiatric clinics, and anonymous hotel rooms are not neutral
settings but symbolic thresholds, where subjectivity is negotiated
through silence, encounter, and departure. Ozlii’s urban writing
resonates with what Elizabeth Wilson (1991) calls “the feminist
flaneuse,” a subject who traverses the city in search of fragmented
memories, lost desires, and the architecture of melancholia (s. 9).

As Girbilek (2003) observes, Ozli’s female figures are
“urban flaneuses in search of psychic coherence amid post-
republican ruins” (s. 147). The Istanbul of Ozlii is not a stable
cultural signifier but a city of gaps, detours, and affective
ambivalence. The physical city overlaps with interior landscapes,
emotions, absences, and memories become mapped onto urban
geography. Ozl allows her narrators a bodily agency that
disrupts the narrative authority of male-centered modernity. Her
protagonists write back to the city, so to speak, reconfiguring it as
a space of feminine re-invention.

Murakami’s female characters, in contrast, often hover
between invisibility and symbolic overdetermination. While they
resist traditional gender roles, they are frequently portrayed
through the male gaze, which limits their interiority and anchors
them to metaphors of loss or idealization. Sumire, Shimamoto,
and even Naoko in Norwegian Wood are situated in liminal
spaces, physically present yet psychically withdrawn, spectral yet
saturated with symbolic weight. Their urban trajectories mirror
their psychic withdrawal, rendering the cityscape dreamlike and
inaccessible.
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In both authors, the experience of urban femininity
destabilizes dominant chronotopes of modernity. Ozlii’s
fragmented temporality resists linear historical time; Murakami’s
female characters disrupt realist narrative expectations. This
temporal resistance is gendered: it challenges the alignment of
modern cities with masculine ideas of progress, control, and
rationality. Instead, the feminine urban subject introduces
disorientation, sensuous memory, and spatial illegibility.

As Grosz (1992) argues, “urban space is written through
the body, and the body through space” (s. 241), a dynamic that
Ozlir’s prose enacts with intimate urgency. Her writing collapses
the boundary between interior experience and exterior space, and
in doing so, produces a uniquely feminine poetics of urban life.
Murakami, while less radical in this regard, still offers glimpses
of how female subjectivity refracts the city’s symbolic order,
often rendering it uncanny, opaque, or infinitely deferred.

Ultimately, the feminine city in these narratives is not
simply a backdrop for psychological journeys. It is a lived,
gendered, and historically inscribed space where affect, memory,
and identity are continuously negotiated. Through the embodied
experiences of their female characters, both Ozl and Murakami
reimagine the urban realm as a porous and emotionally resonant
territory, saturated with intimacy, marginality, and subversive
potential. The city becomes a palimpsest of gendered memory, a
haunted and haunting site of personal and collective redefinition.

9. TIME, MEMORY, AND NARRATIVE
FRAGMENTATION

In the modern literary landscapes of Haruki Murakami,
Oguz Atay, and Tezer OzIii, temporality is never linear, memory
is never whole, and narrative is never stable. Their texts construct
fragmented temporalities that echo both the psychological
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fragmentation of their characters and the broader crisis of
representation in postmodern literature. This temporal disjunction
manifests not only at the level of plot but in the very structure of
narrative, often producing disorienting yet affectively rich literary
spaces.

Murakami’s Hard-Boiled Wonderland and the End of the
World, is perhaps his most overt experiment in temporal
bifurcation. The novel alternates between two realities: one
dystopian and data-saturated, the other mythical and timeless.
The splitting of narrative not only embodies the protagonist’s
divided consciousness but dramatizes the impossibility of
coherent temporality in a hyper-technologized world. Jameson
(1991) suggests that postmodern temporality is characterized by
the “waning of historicity” (s. 6), a dynamic clearly evident in
Murakami’s refusal to anchor his stories in a historically legible
present. Furthermore, Murakami’s frequent use of dream logic
and elliptical loops of time renders chronology irrelevant,
replacing it with emotional temporality and symbolic recurrence.

In Norwegian Wood , the nostalgia of the narrator Toru
Watanabe collapses past and present into a melancholic
continuum. Memory in this novel is not a means of recovering the
past but a recursive force that traps the subject within loops of
affective repetition. As Hirsch and Spitzer (2006) argue,
postmemory does not simply recall past trauma but inhabits it as
a living, embodied echo (s. 254). Toru’s recollections of Naoko
are not restorations but hauntings, marked by temporal drift and
emotional stasis. The novel itself begins in an airport, a non-place
where time is suspended, establishing early on the narrative’s
refusal of linear momentum.

Tezer Ozli’s Cold Nights of Childhood also defies
linearity. Constructed as a collage of memory fragments, dreams,
and reflections, the novel maps the narrator’s descent into
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psychiatric crisis as a collapse of temporal and narrative
continuity. The city becomes a mnemonic space, where time is
spatialized and emotion is sedimented into geography. Ozlii’s
technique parallels what Bergson (1913) terms “durée,” a
qualitative, affective experience of time that resists quantification
(s. 46). The narrative transitions seamlessly between childhood
trauma, psychiatric confinement, and moments of sensory
perception, emphasizing that the psyche does not experience time
in segments but in flows and reverberations.

Oguz Atay’s The Disconnected, presents perhaps the most
radical intervention into narrative time. Structured as a meta-
narrative that includes fake encyclopaedic entries, digressions,
diary fragments, and stream-of-consciousness passages, the novel
refuses both linear plot and narrative closure. The protagonist
Turgut Ozben’s quest to understand the life and death of Selim is
constantly interrupted by associative memories, textual
disruptions, and shifts in narrative voice. As Auerbach (1953)
notes, modernist prose often aims to “represent the simultaneity
of inner and outer events” (s. 548), a technique Atay exploits to
full effect. The result is a destabilized narrative field in which
character, voice, and time intermingle in ways that mimic
psychological collapse and social disorientation. Atay’s
fragmented temporality becomes a narrative analogue to Turkey’s
own disjointed modernity, caught between tradition and
Westernization, memory and erasure.

Temporal fragmentation in these texts is not simply an
aesthetic choice; it is an ontological statement. The fractured
timelines, looping memories, and recursive structures reflect a
world where historical continuity has broken down and where
subjectivity itself is unstable. These authors write from cultural
contexts, postwar Japan, post-coup Turkey, where the future feels
foreclosed and the past is a site of unresolved trauma. Their
narratives thus reject the linear temporality of Enlightenment
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rationalism in favor of temporal layering, affective recursion, and
narrative dissonance.

Moreover, the non-linearity of time in these works serves
to resist the ideological forces of modernity. As Chakrabarty
(2000) argues, "historicism homogenizes time into a single
framework™ (s. 16), erasing alternative temporalities. Murakami,
Atay, and Ozlu reclaim those alternative temporalities through
their fragmented storytelling. They write time as experience, not
chronology; memory as rupture, not recovery; narrative as
process, not product. This anti-historicist stance is especially
significant in post-authoritarian or neoliberal cultural climates,
where hegemonic narratives often depend on silencing
experiential multiplicity.

In this way, the aesthetics of fragmentation become a form
of cultural critique. They expose the instability of both individual
identity and collective memory in urbanized, technologized, and
traumatized modern societies. Through disrupted timelines and
disjointed narratives, these authors craft haunting textual
landscapes where time is not a river but a whirlpool, circular,
recursive, and always on the verge of collapsing into itself. Their
characters wander through cities haunted not only by ghosts of
the past, but by the impossibility of narrative coherence in a world
where reality itself has been pluralized beyond recognition.

10. HAUNTED TEXTS: LITERARY ECHOES AND
INTERCULTURAL GHOSTS

The spectral quality of modern literatlire, its haunted
voices, its recursive memories, and its ghostly presences, is
especially pronounced in the works of Haruki Murakami, Oguz
Atay, and Tezer Ozli. Their texts not only narrate absence and
loss but are shaped by them: they become haunted spaces where
characters, languages, and cultures echo across borders and
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temporalities. These ghostly figures, whether literal,
psychological, or symbolic, become agents of intercultural
resonance, reflecting the collapse of stable meaning and the
persistence of unresolved histories.

In Murakami’s oeuvre, particularly in novels like Kafka
on the Shore and Dance Dance Dance, ghostly figures are not
metaphors but active participants in the plot. Characters like the
spirit of Colonel Sanders or the inexplicably present ghost of the
young girl in the library scene are not simply dream-figures but
embodiments of repressed trauma and cultural memory. These
ghosts complicate the boundary between the real and the
imagined, echoing Avery Gordon’s notion of “ghostly matters,”
where the haunting is “not a false appearance but a seething
presence acting on the real” (1997, s. 8).

Similarly, Atay’s The Disconnected can be read as a
haunted text in multiple ways. Selim, who dies before the
narrative begins, becomes a ghostly presence that structures the
entire story. He speaks through diaries, marginal notes, and
imagined conversations, blurring the boundary between voice and
echo. The reader, like Turgut, is forced to piece together
fragments from a ghostly archive, a posthumous bricolage that
resists definitive interpretation. The spectral quality of Selim's
narrative disrupts the authority of linear time and unified
subjectivity, transforming the novel into a haunted palimpsest.

Tezer Ozli’s autobiographical novels, particularly
Journey to the End of Life, are suffused with spectral motifs. The
narrator herself seems to oscillate between life and death,
presence and erasure. Her wanderings through European cities,
Berlin, Zurich, Paris, are haunted by literary predecessors like
Kafka, Pavese, and Svevo. These intertextual presences operate
as intercultural ghosts, spectral companions to Ozlii’s existential
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isolation. The ghost becomes, in this context, a conduit between
self and Other, East and West, past and present.

The intercultural ghost is not merely a metaphor for
cultural hybridization; it is a mode of being that emerges in
postmodern and post-traumatic texts. As Homi Bhabha (1994)
argues, “cultural identity is always already a process of
translation and displacement” (s. 224). In Murakami, Atay, and
Ozli, haunting is precisely this process, where identities are not
stable but spectral, where memory is not singular but
multilayered, and where language is not transparent but echoic.
Their texts are haunted not only by death and trauma but by
linguistic  dissonance, translational gaps, and cultural
estrangement.

Moreover, haunting in these texts serves as a counter-
narrative to modernity’s emphasis on clarity, reason, and
progress. The ghost, by its very nature, resists closure. It demands
a different kind of reading: one that listens rather than deciphers,
that dwells in ambiguity rather than resolves it. This is
particularly evident in Murakami’s use of magical realism, where
supernatural phenomena remain unexplained, and in Atay’s
refusal to tie up narrative loose ends. In Ozli’s prose, the ghostly
is less a narrative device than a tonal atmosphere, an affective
haze through which memory and identity are glimpsed but never
grasped.

These haunted texts invite us to reimagine the relationship
between literature and history, between narrative and memory.
They ask: what happens when the past refuses to stay buried?
When the self is composed not of presence but of echoes? In
posing such questions, Murakami, Atay, and Ozl{ create literary
spaces that are not merely reflective but constitutive of cultural
hauntings. They give form to the ghost in the machine of
modernity, a ghost that speaks in multiple languages, across
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broken timelines, through fragmented voices. Thus, the spectral
in their works is not a fleeting theme but a central aesthetic and
epistemological strategy. It allows for a politics of remembering
that resists erasure and a poetics of fragmentation that honors
multiplicity. Through these haunted texts, literature becomes a
séance of sorts, calling forth not only the ghosts of the dead but
the silenced, the exiled, and the forgotten. The result is a
profoundly affective and interculturally resonant body of work,
where the ghost becomes both metaphor and method for
exploring what it means to write, read, and exist in the shadow of
unspoken histories.

11. CONCLUSION: MYTHICAL DISSONANCE
AND THE TOPOGRAPHY OF ISOLATION

This study has traced a cross-cultural and intertextual
trajectory through the works of Haruki Murakami, Oguz Atay,
and Tezer Ozlii, situating them within a spectral landscape shaped
by urban solitude, memory, and the aesthetics of simulation.
These authors, each rooted in distinct cultural and linguistic
traditions, converge around common existential questions shaped
by modernity’s fragmentation of meaning, the collapse of
collective narratives, and the dissolution of traditional myths.
Their narratives do not merely recount isolation; they inhabit it.
They do not describe the city; they become the city’s echo. In
doing so, they expose the myth of coherence that undergirds both
individual and national identity.

The urban spaces in these Works, Tokyo, Istanbul, Zurich,
are not passive settings but active psychological terrains, infused
with symbolic resonance. Murakami’s spectral Tokyo dissolves
boundaries between dream and reality, between the animate and
the spectral. Atay’s Istanbul becomes a palimpsest of failed
connections and ideological dead-ends, a map of post-republican
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disenchantment. OzIlii’s European cities are ghost-scapes of
existential drift, memory-soaked paths where personal trauma
converges with the shadow of literary predecessors. In each case,
the urban fabric becomes a carrier of hauntological affect, a space
where cultural memory, emotional residue, and ontological doubt
collide.

This comparative reading has demonstrated that the
postmodern crisis of meaning is not merely linguistic but spatial
and temporal. Fragmented time, layered memory, and spectral
narration are not stylistic ornaments but epistemological
necessities in narrating the posthuman self, an entity defined not
by fixed identity but by recursive echoes. The mythic structures
that once organized collective consciousness have become
simulacra: hollow forms performing cultural continuity while
masking existential rupture (Baudrillard, 1983, s. 66). In place of
heroic archetypes or nationalist myths, these authors give us
fractured subjects, haunted texts, and disoriented topographies.

Moreover, the spectral voices in their narratives resist
assimilation into linear history or teleological closure. Selim’s
absent presence, Naoko’s ghostly silence, and Ozlii’s melancholic
narration all speak to a politics of remembering that embraces
ambiguity, contradiction, and incompleteness. As Jacques
Derrida (1994) suggests, the ghost is not what returns from the
past but what insists in the present, a “non-contemporaneity with
itself of the living present” (s. xviii). Their works thus challenge
the positivist view of history and the humanist notion of the
unified subject, foregrounding instead a mode of being-in-the-
world marked by affective dispersion and narrative delay.

These works also articulate a deep resistance to the
commodification of identity and experience in late capitalism. In
an age where affect is manipulated by digital interfaces and
narrative coherence is often enforced by algorithmic logic, the
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aesthetic strategies of Murakami, Atay, and OzIii stand as radical
refusals. Their texts value opacity over transparency,
fragmentation over linearity, slowness over speed. They render
solitude not as dysfunction but as a valid mode of existing within
the noise of a hypermediated world. As such, they offer an ethics
of reading that resists closure, an invitation to dwell in the
discomfort of unknowing.

Through this lens, the study positions Murakami, Atay,
and Ozlii not only as chroniclers of modern alienation but as
architects of literary simulacra, structures that simulate coherence
while staging its impossibility. Their fragmented geographies and
dissonant subjectivities create a poetics of rupture that offers both
aesthetic pleasure and ontological insight. They suggest that to
write, in the age of cultural entropy, is to invoke ghosts: of lost
cities, of dead languages, of fractured selves. Each of these ghosts
speaks not only to what has been lost but also to the radical
potential of what remains unspoken, unresolved.

Ultimately, this study has argued that the convergence of
postmodern solitude, mythic dissolution, and urban melancholy
in Turkish and Japanese literature offers a resonant framework for
understanding how narratives respond to, and shape, the cultural
condition of late modernity. These haunted cities, both literal and
metaphorical, become sites of mythopoetic resistance, spaces
where meaning is not found but continually sought in the echoes
of memory, language, and loss. In confronting the specters of
cultural and psychological disintegration, Murakami, Atay, and
Ozl invite readers to imagine new forms of relationality, ones
forged not in certainty, but in the shared vulnerability of fractured
time and space.
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