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Sunug

Edebiyat, toplumlarin hayal giiciinii ve gelecege dair beklentilerini
sekillendiren giiglii bir ara¢ olma ozelligini tagtyan en etkili unsurlardan
biridir. Bu ¢ergevede edebiyatin kapsam alani igerisinde, iitopya ve distopya
tiirleri, insanlik tarihindeki sosyal, politik ve kiiltiirel doniigiimleri anlama ve
analiz etme agisindan 6nemli bir alan sunmaktadir. Utopyalar, miikemmel
bir toplumun nasil goriinebilecegine dair olumlu vizyonlar sunarken,
distopyalar ise mevcut veya gelecekteki toplumsal diizenin potansiyel
tehlikelerine dikkat ¢eker.

Alaninda uzman akademisyenlerin ¢aligmalart ile yayinlanan “Edebiyat
Calsmalarmda Utopya ve Distopya” baglikli bu akademik kitap galismast,
itopya ve distopya kavramlarini edebi eserler iizerinden ele alarak, bu iki
tiirin gegmisgten glinlimiize nasil bir doniisiim gegirdigini ve gilintimiiz
toplumlar1 tizerindeki etkilerini analiz etmeyi amaglamaktadir. Kitapta yer
alan boliimler, iitopya ve distopyanin edebi eserlerdeki farkli tezahiirlerini,
tarihsel baglamlarin1 ve bu tiirlerin giincel tartigmalar igindeki yerini
incelemeyi hedeflemektedir.

Kitapta boliim yazarlig1 yapan akademisyenler esasen farkli dillerdeki
eserleri incelemis olsa da galigmalarimnin igerikleri incelendiginde edebiyatta
iitopya ve distopya konularmin ne kadar farkli bakig agilartyla ortaya
konulabileceginin 6zgiin bir 6rnegini sergilemislerdir.

Bu kitap ¢alismasiyla hedeflenen, farkli dillerde iiretilen iitopya ve
distopya tiirlerine uygun olarak yorumlanabilecek eserlerin yine farkl
dillerin dil ve edebiyatlarini aragtiran akademisyenlerce irdelenmesine vesile
olarak alan yazina katkida bulunmaktir. Caliymada ortaya konan bolim
yazilari incelendiginde Ilkiz TULEK SAYGILI’nin Robert Havemann’in
“Yarm” adli eserinde derin ekoloji ilkelerini incelerken, insan-merkezci
anlayiga karsi, ekosantrik toplum modelini 6ne ¢ikardig: ve teknoloji, doga
ve siirdiiriilebilirlik arasinda uyum aradigi, ekolojik iitopyayi, etik dontigtim
ve kolektif yasam baglaminda degerlendirdigi goriilmektedir.

Bir diger bolim yazari Nermin INAN ise Samanta Schweblin’in
“Kentukis” ve Giilayse Kogak’'in “Topag” romanlarini kargilagtirmaktadir.
Her iki eserde de gozetim, mahremiyetin yok olugu ve teknoloji araciligiyla
duygusal erozyon durumlarimin 6ne g¢ktigr goriilmektedir. Kogak’in
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empatinin  silinigini, Schweblin’in ise agir1 teshirin tehlikesini igledigi
eserlerinde Distopya bir bakima giincel kontrol mekanizmalarini elestiren bir
laboratuvar olarak sunulmustur.

Nurcan BEKIL CAKMAK’in kaleme aldigi boliimde “Blade Runner
(1982)” ile “Blade Runner 2049” (2017) filmlerinin kiyaslandigt
anlagilmaktadir. Yazar distopik sinemada yapay zeka, insanlik tanimui,
kimlik ve hafiza temalarini tartigmaktadir. Tlk film varolugeu sorgulamalara
odaklanirken, devam filmi ise ekolojik yikim ve teknolojik manipiilasyonla
daha genig bir perspektif sundugu goriilmektedir. Yazar bu boliimde
distopik  evrenlerin  doniistimiinii  sinematik  baglamda  gostermeyi
hedefledigi goriilmektedir. Sinem GULYUZ ve Sibel Neriman YILMAZ
Fransizca olarak ele aldiklar1 Jean Teulé’nin “Le Magasin des suicides”
romanindan uyarlama filmi distopik bir elestiri olarak incelemigtir. Yazarlar,
kapitalist toplumun karamsarligini, intihar magazasi gibi alegorik bir aragla
gostermeye ¢aligmugtir. Eserin sonunda umudun filizlenigine vurgu yaparlar.
Distopyanin mutlak karamsarhigina kars1 direnis, toplumsal yeniden dogus
olasilig1 ve yasamin degerini 6ne ¢ikarir. Giincel lirik giirde beden ve benlik
kavramlarini {itopya baglaminda tartisan Suzan DENIZ, siirlerde alternatif
kimlikler, 6zgiirlesmis beden imgeleri ve 6znenin doniigimii incelemistir.
Ortaya ¢ikan yazida titopyanin, kigisel ve toplumsal kurtulus igin estetik alan
yarattig1 ve beden politikalar1 ile modern siirin agtig1 imkanlarin kesistigi
anlagilmaktadir. Yunus SAHIN’in yazdigi bolimde ise Modern Tiirk
romaninda mekan, bellek ve denetim ekseninde distopik 6geler ele alinirken
kentlesme, gozetim sistemleri, bireyin hafiza kaybi ve yabancilagmasi
da analiz edilmektedir. Sahin yazisinda distopyanin Tiirk edebiyatinda
toplumsal elestiri aract oldugunu gostermektedir. Bu baglamda mekansal
diizenlemelerle birey {izerindeki iktidar iliskilerinin incelenmig olmasi yaziya
ayr1 bir 6zgiin deger kazandirmistir. Zeynep KOPAN’n kaleminden ortaya
¢ikan son boliimde Paul Lynch’in “Prophet Sony” romant siyasal, toplumsal
ve dilsel distopya baglaminda yorumlanmustir. Dilin bozulmasi, otoriter
rejimlerin yiikselisi ve toplumsal ¢oziilme de irdelenen bir diger konudur.
Kopan, distopya aracihigiyla 6zgiirliiklerin kaybini, birey-toplum gerilimini
ve dilin politiklegmesini gostermeye galigirken, romant kiiresel otoriterlesme
tartigmalarina baglamaktadir.

Tiim bu yonleriyle iilkemizde bu konu 6zelinde ortaya konmug akademik
kitap galigmalarinin ilklerinden olma o6zelligi tagiyan bu ¢aligmanin alan
yazininda daha derin aragtirmalar yapacak olan akademisyenlere 151k
tutmasin dileriz.

Dog. Dr. Harun GOCERLER
Ogr. Gor. Dr. Cengiz KARAGOZ
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Bolim 1

Robert Havemann’in Ekolojik Utopyas1 Yarun’da
Derin Ekolojik Izlekler

1lkiz Tiilek Saygili!

Ozet

Robert Havemannin ekolojik iitopyast Yarin, Arne Nass’in derin ekoloji
kuraminin sekiz temel ilkesini edebi olarak somutlastiran bir model sunar.
Eser, insan merkezli bakig agisini elestirerek ekosistemin igsel degeri ve
biyosferin biitiinliigiinii toplumsal yasamin merkezine yerlestirir. Tlk iki
ilke, insan ve insan-dig1 yagamin kendi bagina degerli oldugunu ve biyolojik
cesitliligin korunmas1 gerektigini vurgular; bu, yagam boyu o6grenmeye
dayali ekolojik biling egitiminde yansitilir. Usgiincii ve dordiincii ilkeler,
yasam formlarina zarar vermeme ve niifusun dogayla uyumlu dagilimim
savunur; Yarin’da niifus politikalar1 ve sehirlesme anlayist bu dogrultuda
diizenlenmigstir. Beginci ve altincr ilkeler, insanin dogal yasam {iizerindeki
tahribatin1 azaltmak i¢in ekonomik, teknolojik ve ideolojik doniigiimlere
isaret eder; boylece doga ile uyumlu bir yagam modeli ortaya ¢ikar. Yedinci
ilke, yasam kalitesini artirmaktan ¢ok igsel degerleri takdir etmeyi One
gikar; kiiltiirel egitim araciigiyla bireylerin doga ve insanligin degerlerini
anlamasi saglanir. Sekizinci ilke ise bireylerin ve toplumlarin gerekli ekolojik
degisiklikleri uygulama sorumlulugunu vurgular. Sonug¢ olarak, Yarin,
modern toplumlarin ekolojik krizlerine kargi kapsamli bir zihinsel ve yapisal
doniisiim modeli 6nerir, ekolojik biling ve siirdiiriilebilir yagamin edebi bir
ifadesi olarak literatiirde 6nemli bir yere sahiptir.

Giris

20. yiizyllda hizla derinlesen g¢evresel sorunlar, edebiyat kuraminda
antroposantrik (insan-merkezli) yaklagimdan uzaklasip ekosantrik (doga-
merkezli) yeni yaklagimlarin gelismesine zemin hazirlamigtir. Bu gergevede,

ckoelestirel diistincenin edebi yansimalarindan biri olarak “ekolojik iitopya”
tirtinii ortaya ¢ikmistir. Ekolojik iitopyalarda, insan merkezli olmayan

1 Dr. Ogr. Uyesi, Istanbul Beykent Universitesi, ilkizt@beykent.edu.tr
ORCID: 0000-0002-2834-2710

@88 d1 hipsjoi.or/10.58830)0zgur pubS41.c3455 1
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bir diinya goriisiiyle, dogayla uyum iginde yasayan ve ekosistemin hassas
dengesini yeniden kurmayi hedefleyen dogaya saygili alternatif toplum
modelleri kurgulanir. Ekoelestire]l kuramin temel ilkeleri olan doga ile
uyum i¢inde yagam, siirdiiriilebilirlik, biyogesitlilik ve tiim tiirler aras: egitlik
gibi kavramlar, ekolojik iitopyalarin anlati metinlerinin merkezinde yer
alir. Ozellikle Sanayi Devrimi sonrasinda artan kapitalist iiretim-tiiketim
dongiisiiyle birlikte insanlarin dogaya olan miidahalesi dogru orantida
artmigtir. Bu durum da edebiyata yansiyarak dogaya doniig, dogaya ve tiim
yagam tiirlerine sayg1 duyan toplum tahayyiillerini igeren titopyaci anlatilar
yayginlagmistir. Bu ¢aliymada, ekolojik iitopya tiiriiniin 6nemli 6rneklerinden
biri olarak kabul edilen Robert Havemann’in Yarmn eseri insan-merkezli
olmayan bir doga anlayigini temel alan Arne Nass tarafindan gelistirilen derin
ckolojinin sekiz temel ilkesi 151¢1nda incelenecektir. Ekolojik iitopya tiiriiniin
oOzelliklerini yansitan roman, niikleer savag sonrasi yikima ugramig bir
diinyada, hayatta kalan insanlarin olusturdugu kiigiik bir ekolojik toplulugun
hikayesini anlatirken gevreye zarar veren antroposantrik toplumsal yapinin
sona erdigi ve yerine ekosantrik bir yasam bi¢iminin ikame edildigi bir
doniistim siirecini aktarir. Bu doniisiimde, siirdiiriilebilirlik kavrami merkezi
bir ilke olarak 6n plana ¢ikmaktadir.

Ekolojik Utopya ve Tarihgesi

Yakin donem {itopya anlatilari, klasik titopyalarin erkek egemen,
merkeziyet¢i ve genellikle Bati-merkezli biitiinsellik anlayigindan uzaklagip
kadin, gevre ve ckoloji gibi yiizyillar boyunca goz ard: edilen konulara
odaklanmugtir. Bu baglamda, 6zellikle 20. yiizyilin ikinci yarisindan itibaren
teminist titopyalar ile ekolojik {itopya olarak da adlandirilan ekotopyalar
kaleme alinmistir (Kumar, 2005, s. 19). Marge Piercy’nin Woman on the
Edge of Time (Zamann Keyisindaki Kadin) (1976), Joanna Russ’in The Female
Man (Digi Adam) (1975) gibi eserler feminist iitopyalarin ilk ve énemli
orneklerindendir. Ernest Callenbach’in Ecotopia (Ekotopya) (1975) adl eseri
ckolojik iitopya tiiriiniin temel tagini olugturan ilk ornektir. Callenbach’in
eseri ekolojik bilinci arttirarak doga dostu alternatif yagam bigimlerini ele alir.
Bu eserler, iitopyanin yalnizca bir umut sembolii olmadigini, ayn1 zamanda
mevcut toplumsal, gevresel ve kiiltiirel yapilar1 doniistiirmeye yonelik radikal
alternatifler sunan bir diisiinsel arag oldugunu ortaya koyar. Ozellikle son
donem sosyalist/toplumcu, feminist ve ekolojik iitopyalar, modern bireyin
ve insanligin kars1t kargiya oldugu ¢ok boyutlu krizlere yonelik elestirilerini
yalnizca umut vaat eden bir soylemle sinirlamamakta; bunun oGtesinde
titopyanin doniistiiriicii potansiyelini kullanarak radikal degigim ve doniigiim
olanaklarini tagimaktadir. Bu baglamda, {itopya ¢aligmalar1 Tom Moylan’in
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“elegtirel {itopya” kavramiyla iligkilendirilmekte; bu tiir titopyalar, mevcut
toplumsal diizeni elestiren ve ayni zamanda alternatif gelecek senaryolar:
sunan dinamik metinler olarak degerlendirilmektedir? (Moylan, 1986, s. 10).

Utopyalar, 20. yiizyitlin sonlar1 ve 21. yiizyillda, Soguk Savag sonrasi
donemin siyasal paradigmalarinin doniismesiyle paralel olarak yeni tematik
odaklara yonelmigtir. Bu baglamda ekoloji, titopyact sOylemin merkezi
odaklarindan biri héline gelmistir. Gelismis sanayi toplumlarinin yol agtig1
gevresel tahribat ve giin gectik¢e derinlesen ekolojik krizler karsisinda
sekillenen entelektiiel tartigmalar ve edebi duyarhiliklar, edebiyatta ekoelestirel
diisiincenin etkisini artirmig; bu dogrultuda {itopyanin alt tiirlerinden biri
olarak ekolojik {itopya ortaya gikmugtir.

Ekolojik iitopya, insanoglunun dogaya ve dogal yasama verdigi tahribat
sonucu karg1 kargtya kaldigi ekolojik sorunlar kargisinda alternatif ¢oziimler
aradig1 doga dostu, doga ile uyum iginde yagam siiren komiinal topluluklarin
doga ve insanoglu arasindaki hassas dengeyi kurmaya ¢alistiklar1 ¢abalar1
dile getirir. Bu baglamda, ekoelestirel teorinin temelini olugturan insan ve
doga arasindaki hassas denge ve tiim canhlarin uyum iginde yasamasi ilkeleri
ckolojik iitopya eserlerinin ana izlegini olusturur. Ozelikle Endiistri Devrimi
ile birlikte degigen tiretim-tiiketim aligkanliklarinin dogaya verdigi tahribat
geridondiiriilemez bigimde artirmigtir. “Ekolojik titopyalar1 hazirlayan temel,
Endiistri Devrimi ile birlikte degisime ugrayan tiiketim aligkanliklariyla yagam
alanlarinin ¢evresel niteliginin bozulmasi[dir]. ... Bu nedenle 6zellikle 20.
Yiizyilin ikinci yarisinda kaleme alinan ekolojik iitopyalar dogayla uyumlu
kirsal yagam toplumlarini ideallestirmiglerdir” (Tandagglines, 2011, s. 104).
Dogaya yonelik bu tahribati 6nleme ve telafi etme arayiglari ise {itopyalarin
tarihsel olarak iistlendigi donistiiriicii islevin ¢agdas bir yansimast olarak
edebi tiretimde ekolojik iitopya tiiriinde ¢agdag okura ulagtirilmugtir.

Ekolojikiitopya tiirtindeki edebi metinlerin temelamaci, insanlarindoganin
dengesini bozdugunu ve insanoglunun dogaya vermis oldugu bu tahribatin
olast sonuglarina kargt bir farkindalik olusturmaktir. Marius De Geus,
“Ecotopia, Sustainability, and Vision” (2002) [Ekotopya, Siirdiirtilebilirlik
ve Vizyon] basglikli ¢aliymasinda, ekolojik iitopya yazarlarinin dogadaki
mevcut dengesizligi ve bunun yol agabilecegi olumsuzluklar1 gozler oniine
sererek, “gozlerimizi agmaya ¢ahgirlar. Bize diinyaya yesil renkli gozliiklerle
bakma firsati” sunduklarini dile getirmektedir (Geus, 2002, s. 196). Bu
baglamda ekolojik {iitopyalar, sunduklari ¢evre dostu yasam bigimleriyle
okurlara dogaya ve topluma iliskin alternatif bakig agilar1 geligtirme firsati

2 Yabana kaynaktan alinan bu alint1 ve diger alinti gevirileri tarafimdan yapilmugtir.
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tanimaktadir. Bu sebeple, ekolojik iitopyalar okuyucularina gevre bilincini
arttirmay amaglar.

Ekolojik titopyalar, bir yandan dogay1 “modern” tiikketim aliskanliklartyla
kirleten gagdas bir toplum daha kapsaml bir sekilde analiz edilmesine imkan
saglarken diger yandan da uygulanabilir eko-toplum anlayisinin olugmasina
zemin hazirlar. Bu sebepten ekolojik titopyalar “bir¢ok yonden yararli bir
teshis ve analitik iglev” goren bir aragtir. “Tipki hastaliklar1 teghis etmek
igin gelismig tarama cihazlarinin yardimiyla insan viicudunu inceleyen tip
uzmanlar1 gibi, ekolojik iitopyacilar da modern toplumun derisinin altina
bakmaya galigirlar” (Geus, 2002, s. 196). Bu nedenle s6z konusu diigiiniirler
ve yazarlar gevre sorunlarinin yiizeysel analizleriyle yetinmez, bu sorunlarin
temelinde yatan yapisal ve koklii nedenleri ortaya ¢ikarmay ve alternatif
¢oziimler bulmayr amaglar. Bir bagka ifadeyle, yazarlar ekolojik iitopya
eserlerinde ekolojik problemlere neden olan asil etmenleri analiz ederek
okuyucularina ulagtirirlar (Geus, 2002, s. 196).

Derin Ekoloji ve Arne Nzss

Cagdag doga felsefesi akimlarindan biri olarak kabul edilen derin
ckolojinin temelleri Rachel Carson’in 1962 yilinda kaleme aldig1 Silent Spring
(Sessiz Babar) isimli eseri ile atilmistir. Carson’in eseri, derin ekolojinin
entelektiiel zeminini hazirlamakla kalmamig, ayn1 zamanda hem edebiyat
kuraminda ekoelestirinin kurumsallagma siirecine hem de modern ¢evrecilik
hareketinin gekillenmesine 6nemli rol oynamustir (Tamkog, 1994, s. 87).
Bir biyolog olan Carson, gevresel kirlenmenin 6zellikle de DDT gibi tarim
ilaglarinin (pestisitlerin) ekosistemlerdeki canlilar tizerindeki tahrip edici
etkilerini kaleme alir. Eser, dogaya sadece insan yarari agisindan degil, kendi
igsel degeriyle yaklagilmasi gerektigi fikrini barindirdigr igin derin ekoloji
yaklagiminin kurucu metinlerinden biri olarak kabul edilir.

1962 yilinda Rachel Carson’in Sessiz Bahar eseriyle gevrecilik hareketinin
entelektiiel temelleri atilmis olup, bu eser Ozellikle dogaya yonelik
antroposantrik yaklagimlarin sorgulanmasina onciiliik etmistir. Bunun
tizerine inga edilen derin ekoloji anlayigi ise, Norvegli filozot Arne Nzss
tarafindan kuramsal bir gergeveye kavusturulmus ve eckolojik sorunlara
kars: biitiinctil, etik temelli bir yaklagim gelistirilmistir. Boylelikle Carson’in
olugturdugu gevresel farkindalik ile Nass’in felsefi sistematizasyonu, derin
ckoloji kurammin iki tamamlayici agamasini olugturmustur. Bu sebeple,
Nass derin ekolojinin isim babasi ya da Garrard’in ifadesiyle “felsefi
gurusu” olarak bilinir (Garrard, 2016, s. 42). Arne Nzss, “derin ekoloji”
kavramini ilk defa 1972 yilinda Biikreg'te diizenlenen Ugiincii Diinyamn



Tlkiz Tiilek Saypls | 5

Gelecegi Konferans’nda dile getirmis ve bu kavram araciligiyla gevre
sorunlarinin sadece teknik ¢oziimlerle degil, ayn1 zamanda kokli felsefi ve
etik dontigtimlerle ele alinmasi gerektiginin altin1 ¢izmigtir. Nass’in 1972
yilinda kaleme aldigi “Deep Ecology Movement: Some Philosophical
Aspects” [Derin Ekoloji Hareketi: Bazi Felsefi Yonler| makalesinde derin
ckolojinin sekiz temel ilkesini maddeler halinde listeler ve son madde ise bu
sekiz maddenin degistirilmeye ve gelistirilmeye agik ilkeler oldugunun altini
gizer. Nass’in olusturdugu derin ekolojinin sekiz temel ilkesi sunlardir:

1. Diinya tizerindeki insan ve insan dig1 yagamin refahi ve geligimi bagh
bagina bir deger tasir. Igsel degerler olarak tanimlanan bu degerler,
insan i¢in veya insan dig1 diinya i¢in kullanim amacindan bagimsizdir.

2. Yagsam formlarinin zenginligi ve ¢esitliligi, bu degerlerin ve ayrica bu
degerlerin bireysel ve toplumsal olarak gergeklestirilmesine katkida
bulunur.

3. Insanoglunun, bu zenginligi ve gesitliligi azaltma hakki yoktur;
yalnizca hayati ihtiyaglar igin istisna yapilabilir.

4. Insan yagaminin ve kiiltiirlerinin gelisimi, insan niifusunun 6nemli
oOlgiide azalmasiyla miimkiindiir. Insan dig1 yagamin geligimi ise daha
kii¢iik bir insan niifusunu gerektirir.

5. Insanoglunun insan dig1 diinyaya verdigi tahribat asir1 diizeydedir ve
durum giin gegtikge hizla daha da kotiilesmektedir.

6. Bundan dolay1 politikalar degistirilmelidir. Bu politikalar temel olarak
ckonomik, teknolojik ve ideolojik yapilara dayanir. Mevcut durumdan
farkli bir sonug ortaya ¢ikacaktir.

7. Derin ekoloji diiglincesi, esas olarak yagam kalitesini artirmay: degil,
igsel degerleri takdir etmeyi temel alacaktir. Bireylerin yagamlarini
bir iist seviyeye yiikseltmelerini degil, farkindalik ve biiytikliik farkini
deneyimlemeleri onceliklidir.

8. Bu sekiz 6nermeyi kabul edip benimseyenler, gerekli degisiklikleri
dogrudan veya dolayl olarak gerekli degisiklikleri uygulamaya
koymakta sorumludur (Nzss, 1995, s. 68).

“Nass’in diizeltmeye agik olarak maddelestirdigi sekiz ilke ve agiklamalari
derin ckoloji felsefesinin anlagilabilmesi adma olduk¢a Onem tagir”
(Dindar, 2012, s. 75). Sekiz maddeden olusan bu bildiri, derin ekolojinin
temel ilkelerinin ana hatlarin1 ¢izmektedir. Bu yaklagim, insani merkezli
antroposantrik yaklagim yerine, dogayr merkeze alan ekosantrik bir anlayig
benimsemektedir.
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Yarin’da Derin Ekolojinin Yansimalari

Geng yagta komiinist olan Alman yazar Robert Havemann hayati boyunca
sosyalizm i¢in miicadele vererek kapitalist diizenin sundugu tiim olanaklari
reddederek, hayatim1 boyunca insanhgin kurtulusu igin miicadele etmistir.
Yarn (1979) Havemann’in o miicadelesinin ve iradesinin bir triiniidiir.
Havemann “insanin kendisine, ¢evresine, diinyaya, yani hayata yabancilagma
vurgusu ile iste o var olanin reddi {izerine kurmustur titopyasini (Havemann,

2005, s. 11).

Havemann eserini 1976 yilinda tamamlamasina ragmen ancak ii¢ sene
sonra 1979 yilinda okurlar1 ile bulusmugtur. 1976 yilinda Dogu Almanya’da
rejim muhalifleri iizerindeki baskilarin arttigi bir donemde Havemann
vatandagliktan ¢ikarilir ve Havemann ve ailesine ‘ev hapsi’ cezasi verilir.
Havemann’in basil[a]Jmamus eseri Yarm bagta olmak tizere tiim eserleri ve
notlar1 giivenlik giigleri tarafindan el konulmustur. Fakat Havemann tiim
eserlerinin bir kopyasini daha 6nceden almug ve giivenilir bir yerde saklamay1
bagarmistir. Boylelikle “eserinin gizli servisin tozlu raflarinda giirtimesi
engellenmis. [...] Sonug olarak, Yarmn ¢ok sayida badireyi atlatarak, t¢ yil
gecikmeyle de olsa, 1979 yilinda okura ulagir” (Havemann, 2005, s. 12).

Havemann, insanlarin tiiketim aligkanlklart degistirerek dogaya uyumlu
stirdiiriilebilir bir yagamin ve ideal toplum diizeninin miimkiin olabilecegini
vurgular (Yildiz, 2017, s. 8). Yazar birbirinden yabancilagan bireylerin
kapitalizmin getirdigi asir tiiketim aligkanligr sebebiyle doganin dengesini
nasil bozdugunu ve bu ekolojik dengenin tekrardan nasil kurulabilecegini
kendi umutlar iilkesi olan Utopya’da aktarir.

Yarm, 1 Temmuz 1980 giinii anlatict Robert, karis1 Katja ve kizlar
Franziska’min diisler iilkesi olarak nitelendirdikleri Utopya iilkesine dogru
yolculuklariyla baglar. Uzun siiredir bu yolculugun hayalini kuran aile
Utopya iilkesine ulagmak igin arabalariyla sirastyla Cekoslovakya, Bratislava,
Avusturya, Viyana, Salzburg, Glockner, Klagenfurt ve Yugoslavya’dan
gegerler. Artik arabanin ge¢emeyecegi dar bir patikaya vardiklarinda
Utopya’y1 goriirler: “Buradan Utopya’ya baktigimizda, sadece genis, utka
kadar uzanan ormanlik tepeler goriiyorduk. Insanlar ya da onlara ait izler
gormek miimkiin degildi” (Havemann, 2005, s. 28).

Aileyi Bertram adinda bir adam, Anna adinda bir kadin ve Felix adinda
bir ¢ocuk karsilar. Utopyali bu aile Robert ve ailesine Utopya’daki seyahatleri
boyunca eglik ve rehberlik ederler. Anna’nin ilk sozleri kargisinda aile ¢ok
sagirir. “Geldiginize seviniyoruz, sizi ¢ok bekledik, uzun yillardir bekliyoruz.
Umariz ge¢ kalmadimz. Bizim igin degil. [...] Sizin i¢in!” (Havemann,
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2005, s. 29). Yolculuklarina birlikte devam etmeden 6nce Robert ve
ailesinin yaninda getirdigi kendi diinyalarmna ait olan her geyi birakmalar1
gerekmektedir. Ciinkii Utopya’da onlarin higbirine ihtiyaglari olmadigi su
sozler ile ifade edilir: “Geldiginiz diinyamzi tamamen terk etmelisiniz, aksi
takdirde onunla hesaplagmaniz bir tiirlii bitmez” (Havemann, 2005, s. 29).
Eser boyunca Utopyali aile ve arkadaslari Robert ve ailesine Utopya’daki
stirdiiriilebilinir ekolojik yasam ile ilgili her tiirlii bilgiyi detayl bir bigimde
aktarirlar.

Ailenin Utopya ile ilgili 6grendikleri ilk bilgi erkek egemenliginin yani
ataerkilligin sona erdigidir. Boylelikle Utopya’da hem erkekler hem de
kadinlar her konuda esittir, herhangi bir cinsin diger cinse bir tistiinliigii
bulunmamaktadir.  Yolculuklarini yiiriiyerek ve egeklerin yardimiyla
devam ettikleri icin Robert Utopya’da arabalarin, ugaklarin, roketlerin
olup olmadigini merak eder. Bertram her seylerinin oldugunu fakat sadece
gergekten ihtiyag oldugunda ve acil durumlarda kullandiklarini ve insanlarin
kigisel amaglar1 igin kullanilmadigini ifade eder: “.
Ama ancak ona gergekten ihtiyacimiz oldugunda var. [...] Bunlar sadece
acil durumlar ve bilimsel aragtirmalar i¢in kullanilir. Cok siikiir, artik sizin
i¢in de mazi olan zamanlarda oldugu gibi, insanlarin gahsi hizmetleri i¢in
kullanilmazlar” (Havemann, 2005, ss. 32-33). Her tiirlii teknolojik alt yapiya
sahip olmalarina ragmen modern hayatin sundugu ulagim araglarini sadece
gerekli ve acil durumlarda kullan Utopyalilar ¢ogunlukla yiiriimeyi ve daha
uzak mesafeleri de eseklerin sirtinda kat etmeyi tercih ederler. Utopyalilar

. [Hler seyimiz var.

“diinyay1 tanimak istedigi i¢in yolculuk eder. Ve boyle bir yolculuk igin
zaman ayirir. |[...] Utopyalilarin zamani bol. Yavag yolculuk yaparlar. Yollari,
gidecekleri hedefler kadar severler ve bazen 6yledir ki, yol artik onlarin tek
hedefi olur” (Havemann, 2005, s. 72). Boylelikle hem doganin kirlenmesini
onleyip hem de dogal giizelligin keyfini ¢ikararak Utopya’y tanima firsatlart
olur.

Utopya’ya yolculuklarinin  besinci giiniinde Robert ve ailesi bir
tarim bolgesini ziyaret ederler. Bertram, Anna ve tarim bolgelerinden
sorumlu arkadaglari Ulrike Utopya’da tiim yil devam eden ve tamamen
otomatiklestirilmis bir tarim sistemi kurduklari bilgisini verirler. Utopya
yilda iki hasat sonucu birkag milyon insana yetecek diizeyde bitkisel yiyecek
tiretim kapasitesine sahiptir. Kig aylarinda da devam eden iretim siireci
seralarda yapilmaktadir. Fakat alisanin aksine Utopya’daki seralarda 1sitma
i¢in herhangi digsal enerji kaynagina ihtiyag yoktur, seralar i¢in kisin gerekli
olan 1s1y1 topragin sicakhigindan saglanir. Cok genig alanlara yayilmig olan
tarim alanlar1 ise tamamen otomatiklestirildigi igin ve bir aragtirma ve
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gelistirme enstitiisii tarafindan yonetildigi igin “bilinen eski i giicli [insan
giiciine]”ne Utopya’da ihtiya¢ duyulmamaktadir (Havemann, 2005, s. 53).

Utopya’daki yasam tarzina ait bilgiler goz oniine alindiginda Havemann
eserinde, ana kahramanlarin Utopya’ya yaptig1 yolculugun sadece fiziksel
bir kesif olmadigini, insan-doga iliskisine dair hem etik hem de ekolojik
farkindalik siirecini vurgular. Utopya, dogal kaynak kullanimi agisindan derin
ekolojinin temel ilkesini somutlagtiran bir model sunar. Ekosistemdeki yagam
tiirlerinin gesitliligi ve zenginligi, doganin kendi bagina sahip oldugu igsel
deger anlayigi, Utopya’nin tiim toplumsal ve teknolojik organizasyonunda
kendini gostermistir. Enerji ve teknoloji sadece ihtiyag oldugunda ve acil
durumlarda kullanilir, ulagim araglart ise hem kigisel ¢ikarlar1 kargilamayacak
hem de ekosistemin siirdiiriilebilirligi dogrultusunda kisithdir. Bu yaklagim,
derin ekolojinin temel ilkelerinden biri olan dogaya duyulan derin sayginin
bir 6rnegidir. Boylelikle ekosistemdeki tiim varliklar insanlar ile dengeli
ve uyum igerisinde siirdiiriilebilir bir yagam stirdiiriirler. Tarim ve tiretim
sistemlerindeki otomatiklesme, ekosisteme zarar vermeyen doga ile uyumlu
yontemler kullanilir. Bu, dogal kaynaklara zarar veren ve ekolojik agidan
zararli klasik sanayi tiretiminin aksine ekosistemin stirekliligine 6ncelik verir.
Utopyalilarin hayatlarinda para, devlet, hiyerarsik otoritelerin bulunmamast,
tretim ve kaynak kullanimini bireysel fayda yerine toplumsal ihtiyaglar
dogrultusunda diizenler. Boylelikle, doga-insan iliskisinde esitlik, yagam
tiirlerine saygt ve teknolojinin ekosistemle uyumlu kullanimi gibi derin
ckolojinin temel ilkelerini barindirir. Utopyalilar, derin ekolojinin temellerini
olusturan ilkeleri iizerine dayali bir yagam tarzi benimsemig ve bunu hayata
gecirmeyi bagarmig bir insan1 merkez alan degil dogal yasami merkez alan
ckolojik  topluluktur. Antroposantrik diigiince yaklagimlarin1 reddedip
ckosantrik bir yaklagimi benimseyen Utopyalilar bu yaklagimi hayatlarimin
her alanina dahil etmiglerdir. Bu baglamda Havemann’in eseri, sadece bir
titopya anlatis1 olmanin Gtesine gegerek, etik ve stirdiiriilebilir bir ekolojik
yagamin Ornek bir tasarimi olarak okunabilir. Robert Havemann’in gevresel
kaygilarla, okurlarinda ekolojik bilincin olugmasini ve yayginlagmasini
saglamak i¢in ekoelestirel kuramdan ilham alarak kalem aldig1 ekolojik
ttopyast Arne Nass’in onerdigi derin ekolojinin sekiz temel ilkesini
barindiran eser Yarmn, derin ekoloji ilkelerinin bir yansimas: konumumdadir.

Oncelikle, tiim yagam formlarinin ve dogal siireglerin kendi bagina degerli
oldugu anlayigini vurgulayan birinci ilke, Utopya’daki kaynak kullaniminda
ortaya ¢ikmaktadir. Enerji sadece ihtiyag oldugunda ve acil durumlarda
kullanilmakta, ulagim araglar1 eski zamanda oldugu gibi kigisel ¢ikarlar igin
degil zorunlu durumlarda kullanilmaktadir. Bu uygulamalarin tamamiu,
dogadaki yasam gesitliliginin ve zenginliginin korunmasina katki saglayan
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ikinci ilkenin ve insan miidahalesinin sadece hayati ihtiyaglari kargilamasinda
sinurlt olmasi gerektigini savunan tiglincii ilkenin yansimasidir.

Utopya’da niifusun siirdiiriilebilir bicimde dengelenmesi, insan yagaminin
ve kiiltiirlerinin  gelisiminin, ekosistemle uyumlu bir niifus yapisiyla
miimkiin oldugunu gosteren dordiincii ilke ile ilgilidir. Bununla birlikte,
tarimin tamamen otomatiklestirilmesi ve ekosisteme zarar vermeyen tiretim
yontemlerin kullanilmasi, insan miidahalesinin agir1 olmamasi gerektigini
vurgulayan besinci ilkenin yansimadir. Utopya’da politik, ekonomik
ve teknolojik alanlardaki degigiklikler altinci ilkenin savundugu radikal
dontigtimiine igaret eder.

Ayrica, Utopyalarin yagam bigimi yagam kalitesini artirmaya yonelik
olmamasi, doganin ve yagamun igsel degerlere saygi duyulmas: gerektigini
ifade eden yedinci ilkeyi somutlagtirir. Tiim uygulamalar ekolojik ve
toplumsal diizenin yeniden saglanmasi igin, bireylerin ve topluluklarin bu
ilkeleri hayata ge¢irme sorumlulugunu iistlendigini ifade eden sekizinci
ilkeyi kapsar. Boylece Havemann, insan-doga iliskisinde etik, siirdiirtilebilir
ve derin ekolojik bir perspektifi pratige aktaran biitiinciil ekolojik titopya
ornegi sunmaktadir.

Enerji ve Dogal Kaynaklar

Derin ekoloji kuramina gore, doga hem insanlarin hem de dogadaki insan
dig1 diger tiim tiirlerin ihtiyaglarini kargilayan bir dogal yasam kaynagidir.
Fakat tiim tiirlerin yagamlarin1 devam ettirmesini saglayan dogal kaynaklar
sonsuz degildir. Bu nedenle, insanoglu sadece hayati gereksinimlerini
kargilamak igin dogal kaynaklardan faydalanabilir. Antroposantrik
perspektifinden  bakildiginda ise, doga sadece ve sadece insanlarin
ihtiyaglarini kargilamak iizere insanoglunun hizmetindedir. Antroposantrik
temelli bu diigiinceye gore, doga insanlarin hizmetinde her daim var olan
bir ara¢ konumundadir. Bu diigiince her ne kadar “bilimsel bulgularla ve
giindelik deneyimlerle yanhglanmig da olsa halen yaygin bir diigiincedir”
(Callenbach, 2011, s. 37). Derin ekoloji kuram: dogadaki yasam tiirlerinin
gesitliligi ve zenginligi, kendi bagina 6nemli bir degere sahip oldugunu ifade
ikinci ilkesini yansitir. Derin ekolojinin {igiincii ilkesine gore, insanoglu
bu biyolojik cesitliligi ve zenginligi sadece temel yasamsal ihtiyaglarini
kargilamak diginda bagka herhangi bir sekilde azaltma hakkina sahip degildir.
Utopyalilar yerel biyosfere zarar vermeden dogadan temin ettikleri enerji
kaynaklarindan yararlanarak sadece ihtiyaglar1 olan enerjiyi tiretip tiiketirler.
Bu tiir enerji kaynaklar1 ekosisteme zarar vermeyen temiz enerji kaynaklari
olarak adlandirilir. Yenilenebilir enerji kisa ve uzun vadede insanogluna ve
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ckosisteme ¢evre kirliligini azaltarak ve kiiresel iklim degisikligini hafifleterek
yararli olmaktadir. Bu baglamda, stirdiirtilebilir ekolojik enerji kaynag: da
saglamaktadir.

Dogal kaynaklardan faydalanarak dogaya ve dogada var olan diger tiim
tiirlere zarar vermeden yenilenebilir enerji iiretilen Utopyalilarin ihtiyag
oldugu tiim enerji ihtiyaglarini kargilamaktadir. Bunlarin baginda hidrojen
flizyonu reaktorleri yer alir. Hidrojen fiizyon reaktori Utopya’nin ana enetji
kaynagidir. Fakat reaktorden 6nce ve Utopya’nin kuruldugu ilk yiizyilda eski
diinyadan kalan enerji iiretirken gevreye zarar veren komiir ve petrol gibi enerji
kaynaklar1 kullanilmigtir. Eski ¢agdan kalma niikleer santrallerin hepsinin
kapatilmasiyla birlikte santrallerin galiymasi ortaya ¢ikan gevre igin olukga
zararli olan radyoaktif atik sorunu da ortadan kaldirmugtir. Eski ¢cagdan kalan
niikleer santrallerin kapatilmasinin asil nedeni mantikli yapilip isletildiginde
kaza riskinin neredeyse sifir olas1 degildir. Asil ve belirleyici neden “atiklarin
ortadan kaldirilmas: sorunuydu. Yani radyoaktif atiklarin uzun bir vadede
giivenli bir bi¢gimde muhafazasi sorununun ¢oziilememesiydi. Birkag bin
yil i¢inde bu radyoaktif atiklar Gyle bir yigin olusturur ki, yeryiiziinde
bunu depolamanin bir ¢6ziim yolu bulunamaz (Havemann, 2005, s. 77).
Santrallerin kapatilmasinin bir diger nedeni ise eski ¢agin sonra ermesi ve
ttopik ¢agin baglamasiyla enerji ihtiyacinin 6nemli oranda azalmasidir.
Bertram Utopya’da herhangi bir askeri giiciin bulunmadig1 i¢in savunma
sanayisinin ve tim askeri tesislerin kapatilmasiyla enerji ihtiyacin yaklagik
olarak ytizde 50 oraninda azaldigini, daha sonraki ekonomik reformlar ile
enerji ihtiyacin daha da azaldigini ve eski ¢ag ile karsilagtirildiginda neredeyse
yizde 10°a kadar diigtiigiinii vurgular. “Enerji tiretimindeki bu muazzam
diisiigle birlikte, otomobil ve ugak trafiginin tamamen ortadan kalkmasi
sonucu, petrol titketiminin de yok olmaya baglamasiyla, zamaninizda tehlikeli
boyutlara ulagan gevre kirliliginin de ana kaynaklar1 ortadan kaldirilmig
oldu” (Havemann, 2005, s. 78). Enerji iiretiminden elde edilen kayda
deger azalma ve fosil yakitlara dayali ulagim araglarinin ortadan kaldirilmast,
cevresel stirdiiriilebilirlikte 6nemli bir rol oynamaktadir. Otomobil ve ugak
trafiginin son bulmasiyla petrol tiiketiminin yok olmaya baglamasi, derin
ckolojinin savundugu doganin kendine bagmna bir degere sahip oldugu
birinci ilkesine uygun olarak ekosistemin korunmasini saglamaktadir. Cevre
kirliligine neden olan temel etmenlerin de ortadan kaldirilmasi, yalnizca insan
yagamint degil, tiim canli tiirlerinin yagamlarini da giivence altina aldiginin
bir gostergesidir. Bu baglamda Utopyalilar, siirdiiriilebilirlik kuraminin
ongordiigii kaynaklarin dongiisel kullanimi ve ekolojik dengenin korunmasi
ilkelerini somut bir toplumsal modelde hayata gegiren ekolojik topluluktur.
Dolayisiyla ortaya ¢ikan diizen, insan-merkezci anlayis1 terk ederek insan ile
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doga arasindaki karsilikli iliskinin yeniden saglandig: biitiinciil bir yagam
dongiisii sunmaktadir.

Niikleer santrallerin kapatilmasindan sonra uzun siiren ¢aligmalar ve
aragtirmalar sonucunda Utopyanin temel enerji saglayan ilk flizyon reaktorii
kurulur. Fakat o zaman igin tek olumsuz yonii reaktorlerin ¢ok biiyiik
olmasidir. Zaman igerisinde daha kii¢iik boyutlarda fakat ayni enerjiyi
iiretebilen reaktorler kurmayr bagaran Utopyalilarin ana enerji iireticisi
fiizyon reaktoriidiir. Zaman iginde gelistirip kiigiilttiikleri fiizyon reaktorleri
orta biiytikliikteki bir sinemada boyutundadir. Her bir reaktor 5 kilovatlik
tilketime sahip olan 5 bin konutunun enerji ihtiyacini kargilamaktadir.
Boylelikle enerji tiretiminin tek bir merkezde toplanmasinin o6nleyerek,
diger sebekelere dagitim maliyetleri de azaltlmis olur. Kablolu veya
kablosuz verilere ihtiyag olmadigindan ihtiya¢ durumunda, her yer ve her
zamanda enerji tiretebilecek durumdadirlar (Havemann, 2005, ss. 78-79).
Enerji tiretiminin ham maddesi suda bulunan hidrojendir. Su her yerde
bulundugu igin temin etmek igin bir yerden getirmek gerekmediginden hem
insan giiciinden hem de ulagimda tasarruf edilmis olunur. Buna ek olarak,
hidrojenin i¢inde bulunan yiiksek enerji nedeniyle de flizyon reaktorde
kullanilan su miktarindaki kayip ¢ok az olur. Fiizyon reaktorleri sayesinde
suyun bulundugu her yerde enerji tiretebilmektedirler. Boylelikle, fiizyon
reaktorleri, enerji iiretiminde ekosisteme zarar vermeden, dogayla uyumlu
ve strdiirtilebilir bir model sunmaktadir. Su i¢cinde bulunan hidrojenin
kullanilmasiyla fosil yakit tiiketimi ortadan kalkmakta ve ¢evre kirliliginin
temel kaynaklar1 da ortadan kaldirilmigtir. Reaktorlerin dagitik ve esnek
yapisi sebebiyle enerji liretiminin merkezilesmesini 6nlenmig, kaynak
verimliligi artmug ve ulagim kaynakli ekolojik maliyetleri de azalmigtir. Su
kaybinin en az seviyede olmasi, dogal kaynaklarin dongiisel ve tasarruflu
kullanimuni saglar. Boylece Utopya, teknolojik yenilik ile ekolojik degerler
arasinda siirdiiriilebilir bir denge kurarak insan ile doga arasindaki kargilikli
iligkinin yeniden kurulabilecegini gostermektedir. Derin ekoloji agisindan
degerlendirildiginde, bu dongiisel model sadece insan ihtiyaglarini
kargilamakla kalmayip, ekosistemin biitiinliigiinii ve doganin 6zerk degerini
de korundugunu ifade eden derin ekolojinin birinci ve tiglincii ilkeleri ile
ortiismektedir.

Utopya’daki enerji ve su kullamimi pratikleri, derin ekolojinin sekiz
temel ilkesiyle biiyiik ol¢iide ortiismektedir. Oncelikle, ihtiyag duyulan tiim
enerjinin dogadan kargilanmasi ve yenilenemeyen kaynaklara bagimliligin
tamamen ortadan kaldirilmasi, Arne Nass’in formiile ettigi sekiz temel
ilkeden birincisini, yani dogadaki yasam ¢esitliliginin ve dogal stireglerin
kendi bagina deger tagidign ilkesini somut bigimde yansitmaktadir. Yeralti
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sularinin topragin dogal isistyla isitilarak hem sicak su hem de 1s1nma amaciyla
kullanilmasi, dogal stireglerin korunmasina katki sagladigi i¢in yasam
formlarinin zenginliginin ve gesitliliginin siirdiiriilmesine imkan tamdig igin
ikinci ilke ile iligkilendirilir. Utopyalilarin sabun ve sampuan gibi gevreye
zarar veren kimyasal temizlik {irtinlerini kullanmaktan vazgecerek sadece saf
su kullanmalar1, dogadaki ¢egsitliligin ve biyosterin bozulmamasi gerektigini
savunan tigiincii ilkenin bir yansimasidir. Bununla birlikte, kullanilan banyo
sularinin bahge ve tarim alanlarinda tekrardan kullanilmak tizere dongtiye
katilmas1 ve tiiketim aligkanhiklarinin ekosisteme zarar verici etkilerinin
azaltilmasini savunan dordiincii ve beginci ilkelerle paralellik gostermektedir.
Bunlar, ayni zamanda politik, ekonomik ve teknolojik yapilarda radikal
degisikliklerin yapilmasi gerektiginin altini gizerek altinci ilkeyle de Ortiigiir.
Tiim bu uygulamalar, bireylerin yagsam kalitesini tiiketim artig1 iizerinden
degil, doga ile uyumlu yasam bigimleri iizerinden tanimladiklar: i¢in bu
yaklagim yedinci ilkede ifade edilen farkindalik ve igsel degerleri takdir etme
anlayiginin yansimasidir. Utopyalilarin benimsedigi gevreyi kirletmeyen,
dogayla uyumlu pratikleri sistematik bigimde uyguladiklar: bu yagam bigimi,
sekizinci ilkenin vurguladigi eylem sorumlulugunu temsil etmektedir.
Dolayisiyla Yarm, sadece teknik bir tasarim degil, derin ekolojinin hem etik
hem de felsefi boyutlarini pratige doniigtiiren biitiinciil bir ekolojik vizyon
olarak okunabilir.

Niifus Yonetimi

Utopya’daniifusunsiirdiiriilebilir bigimde dengeli dagilimini matematiksel
bir yaklagimla aktarilir: “Bizim iitopyamizda, yeryiiziiniin toplam niifusu 6
milyar olarak hesaplaniyor. Diinyanin oturulabilir ve ekilebilir kara pargasi
yaklagik 100 milyon kilometrekare kadardir. Bu, yerkiirenin toplam alaninin
vaklagik begte biridir. Kilometre bagina ortalama 60 kisilik niifus yogunlugu
ile 6 milyar insana yer olacaktir” (Havemann, 2005, ss. 152-153). Derin
ckolojinin  {igiincii ilkesi, insanoglunun yasam gesitliligi ve zenginligi
azaltmaya hakki olmadigini, sadece hayati gereksinimler diginda dogaya
miidahale edilemeyecegini vurgular. Bu ilke 1ginda bakildiginda Utopya’da
niifus azaltma degil, niifusun dengeli dagihmi 6n plandadir. Buradaki
ilgi ¢ekici nokta, insan niifusunun artiy gostermesine ragmen ekosistemle
uyumlu bir yagam formu olugturulmugtur: “Biz hi¢bir insan1 yok etmedik.
Bugiin yerkiirede yagayan toplam niifus, sizin zamanimzdan yaklagik iki kat
daha fazla” diyerek soze baglayan Bertram Utopya’da niifusun Robert'in
geldigi cagdakinin neredeyse iki kat1 olmasina ragmen dengeli bir dagilimin
oldugunu ifade eder.
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Dordiincti ilke ise insan yagamu ve kiiltiirliniin gelisiminin, insan
niifusunun 6nemli Olglide azalmasiyla miimkiin olacagini savunur. Bu
diisiince Utopya’da insan niifusun siirdiiriilebilir bicimde dengeli olarak
dagilimi ile somutlagtirthir: “Yeryiiziiniin toplam niifusu 6 milyar olarak
hesaplaniyor... Kilometre bagina ortalama 60 kigilik niifus yogunlugu ile
6 milyar insana yer olacaktir” (Havemann, 2005, ss. 152-153). Bu ifade,
niifusun matematiksel olarak dogayla uyumlu bir diizende planlandiginin bir
ornegidir. Bu da derin ekolojinin insan niifusunun ekosistem kapasitesine
uygun ve uyumlu bigimde diizenlenmesi gerektigi ilkesinin bir yansimasi
olarak okunabilir.

Politik ve Ideolojik Doniisiim

Stirdiiriilebilir enerji ve dengeli niifus dagilimi uygulamalarinin ardindan,
derin ekolojinin bir bagka 6nemli boyutu olan politik ve ideolojik yapilardaki
koklii degisikler ele alinmaktadir. Derin ekolojinin beginci ve altincr ilkelerine
gore, insanoglunun insan dig1 diinyaya verdigi tahribat agir1 diizeyde oldugu
ve bu tahribata son verilebilmesi i¢in radikal politik degisikliklerin yapilmasi
gerekir. Bu degisiklikler temel olarak ekonomik, teknolojik ve ideolojik
yapilara yapilmalidir ve bu ilke diger ilkeler ile birbirine baglantihdir. Bu
ilkeler 1g1ginda Utopyalilar ekonomik, teknolojik ve ideolojik alanlarda
yaptiklari radikal politik degisiklikler sonucunda insanlarin ekosisteme zarar
vermeden, doga ile uyum i¢inde yasayan ekolojik bir topluluk modeli sunar.

Paranin, 6zel miilkiyetin, devlet ve askeri diizenlerin tamamen ortadan
kaldirilmastyla Utopya’da bireysel ve toplumsal hayat ve ideolojik yapi
kokten degismistir: artik Utopyahlarin hayatlarinda “devlet yok, hiikiimet,
polis yok, insanlar1 yoneten bir yap1 yok. [...] Bireysel hayat i¢in belirleyici
bir degisiklik, paranin ve 06zel miilkiyetin- ve bununla birlikte biitiin
‘miilkiyet” kavraminin-, polisin, her tiirlii kamusal yonetimin; yani her
tirli devlet diizenin ortadan kaldirilmasidir (Havemann, 2005, ss. 41,
150). Yapilan bu radikal degisiklikler sonucunda politik iktidarin hem doga
hem de insan {izerindeki tahakkiimii sona erer. Boylelikle politik doniigiim
sadece yonetim bigiminde sinirl kalmaz, ayn1 zamanda tiretim-tiiketim, 6zel
miilkiyet ve yagam tarzlarinda da koklii bir yeniden yapilanmayz ifade eder.
Dolayistyla Utopya’da hayata gegirilen koklii politik degisiklikler sayesinde
derin ekolojinin 6ngordiigii antroposantrik, biiylime ve {iretim-tiiketim
odakli ve tahakkiim kuran yapilardan uzaklagip; kolektif yasam, paylagim,
topluluk bilinci ve dogayla uyumlu bir yagamin miimkiin oldugu ekolojik
bir toplumun var olabilecegi tasvir edilir. Hayata gegirilen tiim politik
degisiklikler, derin ekolojinin yedinci ilkesiyle de ortiigiir; ¢linkii burada amag
insanoglunun yasam kalitesini materyal araglarla yiikseltmek yerine, igsel
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degerlere 6nem veren ve farkindalig 6ne ¢ikaran bir yagam bigimi sunmaktir.
Toplumsal 6rgiitlenme bakimindan ise, Utopya’da galisma zorunlulugunun
olmamast da bu ekolojik perspektifi giiglendirir: “Utopya’da higbir bigimde
caliyma zorunlulugu yoktu” (Havemann, 2005, s. 60). Bu durum, dogaya ve
insana zarar veren zorunlu tiretim siireglerini ortadan kaldirarak, insan1 hem
kendisiyle hem de dogayla uyumlu bir yagamin 6znesi haline getirdiginin bir
gostergesidir.

Bunlarin yani sira, “Utopya’da bir bagkent yok ki. Ayrica, sizin eski
diinyamizdaki gibi sehirler de yok” ifadesiyle merkezi sehirlesmenin ve
kent yapilanmalarinin tamamen ortadan kaldirilmasi, insanlarin ekosistem
tzerindeki baskinin azaltilmasiyla birlikte dogayla daha uyumlu ve
ckosistemin tagima kapasitesini agmayan yerlesim bigimleri 6n goriilmektedir
(Havemann, 2005, s. 38). Bu yaklagimlar derin ekolojinin dordiincti ilkesi
olan insan niifusunun dengeli bir dagilimla dogaya zarar vermeyecek sekilde
diizenlenmesi gerektigini ilkesiyle iliskilidir. Dolayistyla Utopya’da bagkent
ya da biiyiik sehirlerin olmamasi, sadece mekansal bir tercih degil, ayn
zamanda insan niifusunun dogaya olan baskisini azaltmaya yonelik bilingli
politik diizenlemedir. Boylelikle hem niifus yogunlugunun neden oldugu
cevresel kirlilik, kaynak tiiketimi ve ekolojik tahribat engellenmekte hem
de insan-doga iligkisi daha dengeli ve siirdiiriilebilir bir bigimde yeniden
yapilandiriimaktadir.

Utopya’da uygulanan politik ~ degisiklikler ~sonucunda tiiketim
abigkanliklarinin tamamen degismesi, tiiketimin azaltilmasi ve {trtinlerin
kullanim o©mriiniin bilingli olarak uzatilmasi, derin ekolojinin 6zellikle
besinci ve altinci ilkeleriyle yakindan ilgilidir. “Utopya’da kullanim egyas
titketiminin, bizim tiiketim toplumumuzda vazgegilmez sayilanin yaninda
hi¢ denecek kadar az oldugu” ifadesi, tiiketim toplumlarinin ekosisteme
verdigi tahribatin bilincine varildigini ve bunu 6nlemek i¢in toplumsal
doniigiimiin gergeklestirildiginin bir isareti olarak okunabilir (Havemann,
2005, s. 71). Derin ekolojinin beginci ilkesi, insanin dogaya verdigi
tahribatin agir1 diizeyde oldugunu ve bu durumun giin gegtikge daha da
kotiilestigini vargular. Utopya’daki iiretim ve tiiketim modeli, tam da bu
soruna bir cevap niteligindedir. Benzer sekilde, “Kapitalist ekonominin
aksine iitopik ekonomi, {irlinlerin olabildigince hizli tiiketimiyle degil,
olabildigince uzun kullanimiyla ilgilenir. Ekonomik hedefteki bu temel
degisiklik, ekolojik sorunlarin ¢oziimiinii de miimkiin kilar. Her tiirden
hammadde ihtiyac1 gibi enerji ihtiyaci da bugiinkii ihtiyacin ¢ok kiigtik bir
oranina diiger” (Havemann, 2005, ss. 148-149). Bu, derin ekolojinin altinci
ilkesiyle uyumlu bir politik-ekonomik degisim Onerisi sunar. Kapitalist
tretim modelinin aksine, Utopya’da tiretilen tirtinlerin - dayaniklihgt
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artirllarak hem iiretim hem de enerji titketimi en aza indirmektedir. Bu
durum, sadece dogal kaynaklarin daha etkili kullanimini saglamakla kalmaz,
ayn1 zamanda dogadaki sinirht kaynaklarin yeniden dontisgiimiini ve enerji
ihtiyacin1 da 6nemli olgiide azaltir. Boylelikle, ekolojik siirdiirtilebilirligin
temel kosullarindan biri olan kaynak dongiiselligi saglanir. Bu yaklagim, ayni
zamanda derin ekolojinin yedinci ilkesinin yagam kalitesinin igsel degerler
{izerinden yeniden tammlanmasi ile baglantihdir. Utopya’da tiiketimin
azaltilmasi yagsam standardindan bir kayip olmadigini, aksine ekosistemle
uyum iginde bir yagam bigiminin kazanimi olarak degerlendirilir. Boylelikle,
bireysel refah ve toplumsal diizen, tiiketim miktariyla degil, ekosistemin
stirekliligini temel yasam bigimleriyle olgiilmektedir.

Egitim ve Farkindalik

Toplumsal ve politik yapilardaki degigikliklere —paralel olarak,
Utopya’da egitim sistemi de derin ekoloji ilkeleri dogrultusunda yeniden
sekillendirilmigtir. Bu sistemin temel amaci ise sadece bilgi aktarmak degil,
dogal yagamla uyumlu bir biling kazandirmaktir: “Bizde bilimsel temele
dayali egitim, insanlarin daha ilk yillarinda baglar. Ve 6ziinde, 6grenim ve
egitim, grenme, aragtirma ve 6gretme, Utopyalilarin hayatinda hig bitmez.
Ilk genglik yillarindan en ileri yaglara kadar her insan hem 6grenci ve hem de
ayni zamanda 6gretmendir” (Havemann, 2005, s. 65). Bu yaklagima gore,
yagam boyu 6grenme sayesinde Utopyalilar, insan ve insan dis1 yagamin kendi
bagina deger tagidig1 ve yagam tiirlerinin gesitliliginin korunmasi gerektigini
vurgulayan derin ekolojinin birinci ve ikinci ilkeleriyle Ortiigmektedir.
Utopya’da egitim sadece bilgi biriktirmek veya meslek hayati igin unvan
kazanmak ig¢in yapilmaz; “Biitiin derslerin ve egitimin amaci bilgi degil,
kiiltiirdii. Amag, ilk planda insanlik tarihinin kiiltiirel degerlerini, biyiik
sanat eserlerini, giiri ve bilgeligi taniyan, bilen, bunlar1 incelemis, bunlarla
ciddi ve elegtirel olarak ugrasip sonuglar ¢ikarmig insanlarin yetismesiydi”
(Havemann, 2005, s. 91). Bu yaklagim ise, Utopyallarin yagam kalitelerini
yikseltmek yerine doganin sahip oldugu i¢sel degerleri benimsemeyi ve
takdir etmeyi hedefleyen yedinci ilke ile iliskilidir.

Fen bilimleri derslerindeki ana hedef ise, 6grencilerin iizerinde yasadiklar:
evreni ve dogay1 anlayarak ekosistemle uyumlu bir bigimde yagama bilincini
kazandirmaktir: “Ama burada da amag, fen bilimlerinin teorik biitiin temel
dallarinda oldugu gibi 6grenilmesi gereken temelin yani sira, Niirnberg
hunisi metoduyla® 6grencilere, ders kitaplarinin igerigini ezberletmek degil,

3 “Niirnberg hunisi metodu: Almancada kullanilan bir deyim. Tembel 6grencinin kafasina
bilgileri zorla doldurmak, ezberletmek, kulagina dayanmis bir Niirnberg hunisinden akitmak
anlaminda.
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ogrenme eylemini 6gretmekti” (Havemann, 2005, s. 91). Boylelikle tigtincii
ilke temel alindiginda 6grenciler, yasam formlarinin gesitliligini koruma ve
dogaya zarar verilmemesi gerektigini erken yasta benimseyip yasamlarini
ona gore sekillendirirler. Egitim siirecinde sinav, diploma veya unvan gibi
hiyerargik yapilarin kaldirilmasiyla da yapilan koklii politik degisiklikler

ideolojik ve yapisal dontisiimii simgeleyerek altinci ilkeyle baglantilidir.

Utopya’da 6grenme ve Ogretme omiir boyu devam eden bir siireg
oldugu i¢in “tabii ki, 6grenme ve okuma donemi higbir zaman sona ermez.
Ogrenmek, 6gretmek ve yaratici ¢ahgma ayrilmaz bir birlik olugturur”
(Havemann, 2005, s. 138). Bu yasam boyu O0grenme ve yaratici ¢aligma
modeli, bireylerin hem kendi yagamlarinda hem de toplumsal diizeyde doga
ile uyumlu bir yagam siirdiirmelerine ve ekolojik bilinci kazanarak tstlerine
diisen sorumluluklar1 anlama imkani sagladigy igin sekizinci ilkeyi iginde
barindirir. Utopya’daki egitim sistemi goz Oniine alindiginda, bireysel
geligim, kiiltiirel farkindalik ve toplumsal sorumlulugu merkeze alarak, derin
ekolojinin ilkelerini ekolojik yasamda hayata gegiren bir model sunar.

Sonug

Robert Havemann’in Yarm adli ekolojik iitopyasi, sadece bir iitopya
anlatist degil, ayn1 zamanda derin ekoloji kuraminin sekiz temel ilkesini edebi
kurmacada somutlagtiran bir model olarak okuyucularinin kargisi ¢ikar. Bu
baglamda eser, insan merkezli diinya goriisiine koklii bir elestiri yoneltirken
toplumsal yagamin merkezine ekosistemin igsel degerini ve biyosferin
biitlinliigiinii yerlestirir. Bu, insanin doga iizerindeki tahakkiimiinden
vazge¢mesini, dogay1 nesne olarak degil 6zne olarak tanimasini ve deger
vermesini ve ekolojik degerleri toplumsal yagamin merkezine almalarini
zorunlu kilar. Bu ekosistem odakli toplumsal yagam modeli, Arne Nzss’in
gelistirdigi derin ekoloji felsefesinin biyosferin  biitiinliigiinii, yagamin
gesitliligini ve tiirlerin korunmasin ilkeleriyle dogrudan iliskilidir. Bununla
birlikte Nass’in formiile ettigi derin ekolojinin sekiz ilkesinin her biri,
Yarm’da politik, ekonomik ve kiiltiirel diizenlemeler aracihigiyla da yer
almaktadr.

Birinci ve ikinci ilkeler insan ve insan digt yasamin kendi bagina degerli
oldugu ve biyolojik ¢esitliligin bu igsel degerlerin korunmas: i¢in gerekli
oldugu diisiincesidir. Bu ilkeler Utopya’min egitim anlayiginda merkezi
bir rol oynar. Egitim sistemi yagam boyu 6grenme {iizerine kuruludur ve
yagam boyun devam eden bu siiregte ekolojik biling kazandirma hedeflenir.
Boylelikle ekolojik biling, bireysel gelisiminde ayrilmaz bir pargadur.
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Ugiincii ve dordiincii ilkeler insanlarin yagam formlarinin zenginligine
ve gesitliligine zarar vermeme yiikiimliiligii ve insan niifusunun dengeli bir
dagilimla dogayla uyum iginde tutulmasi gerektigi dile getirir. Bu ilkeler
Yarm’da yeniden diizenlenen niifus politikalart ve sehirlesme anlayist
tizerinden somutlagtirilmistir. Bagkent ve biiyiik sehirlerin bulunmamasi ve
niifusun dengeli dagilimi, ekosistem {iizerindeki insan baskisini azaltirken
stirdiiriilebilir bir yasam modeli sunar.

Besinci ve altinc ilkeler bireylerin yagam standartlarini arttirmak igin
bencilce dogal yagama verdigi tahribat asir1 diizeyde oldugunu ve durumun
giin gegtikge daha da kotiilestigini ifade eder. Bu tahribati en az seviyeye
indirmek i¢in temelde ekonomik, teknolojik ve ideolojik yapilarda koklii
degisiklerin gerekliligini savunur. Hayata gegirilen gerekli degisiklikler
sonucunda Utopyalilarin dogaya zarar vermeden, doga ile uyum igerisinde
yagadig1 ekolojik bir model ortaya ¢ikar.

Yedinci ilke bireylerin yagam kalitesini artirmay1 degil, igsel degerleri
takdir etmeyi temel alir. Bireylerin yagamlarini bir iist seviyeye yiikseltmelerini
degil, farkindalik ve biiyiikliik farkini deneyimlemeleri 6nceliklidir. Bu ilke,
Yarm’da kiiltiirel degerlerin egitim sistemine dahil edilmesiyle desteklenir.
Sanat, tarih, giir ve bilgelik, bireylerin sadece bilgi sahibi olmalarini degil,
ayn1 zamanda doganin ve insanhigin i¢sel degerlerini anlamalarini saglar. Bu
yaklagim, yagam kalitesini ekolojik uyum ve kiiltiirel derinlikle iliskilendirir.

Sonuncu ilke gerek bireylerin gerekse de toplumlarin gerekli degisiklikleri
dogrudan veya dolayli olarak gerekli degisiklikleri uygulamaya koymakta
sorumlu oldugunu belirtir. Utopyalilar eski zamandaki tiim aligkanliklarint
geride bikarak ekolojik odakli yeni yasam tarzlarimi olusturmak igin
kendilerine diisen tiim sorumluluklar: yiiklenirler.

Sonug olarak, derin ekolojinin tiim ilkelerinin barindiran Havemann’in
ckolojik titopyasi, modern toplumlarin dogal yasam iistiindeki tahakkiimleri
sonucunda ortaya gikardigr ekolojik krizler kargisinda gelistirdigi koklii bir
zihinsel ve yapisal doniigiim modeli 6nerir. Yazar, agir tiiketim aligkanliklar
ile dogal yagamin dengesini bozan insanoglunun tekrardan dogaya hak ettigi
degeri vermeye, dogadaki tiim tiirlere saygr duymayr 6grenen ve doga ile
beraber uyum iginde yagamay1 6grenen bir toplumun miicadelesini kaleme
alirken Havemann’in ekolojik {itopya eseri literatiire 6nemli bir yer teskil
etmektedir.
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Chapter 2

La Intimidad Expuesta: Vigilancia en Kentukis de
Samanta Schweblin y Topag de Giilayse Kogak

Nermin Inan!

Resumen

Este trabajo analiza Kentukis (2018) de Samanta Schweblin y Topag
(2004; reed. 2016) de Giilayse Kogak, dos novelas distopicas que, desde
contextos culturales distintos, convergen en la interrogacién de la intimidad
y la subjetividad bajo regimenes de vigilancia. En la obra de Schweblin,
el aparentemente inocuo peluche electrénico se convierte en un medio
de vigilancia horizontal y mercantilizada, donde la exposicién deviene
espectdculo. En contraste, Kogak imagina una sociedad anestesiada por
mecanismos de insensibilizacién (Ozlik, filtre, hiskov, kalkanmak) y silenciada
por la censura lingtifstica del Movimiento de los Nombres Puros.

Ambas narraciones, aunque estéticamente divergentes, indagan en la tension
entre vulnerabilidad y control, empatia y violencia normalizada. Al situar estas
distopfas no anglosajonas en debates mds amplios —sobre el capitalismo de la
vigilancia, la psicopolitica del consentimiento y la biopolitica del lenguaje— el
estudio demuestra su doble pertinencia: participan en discusiones globales al
tiempo que inscriben las marcas especificas de sus contextos —la digitalizacién
de la intimidad en la obra de Schweblin y la violencia politica en la de Kogak.
En ultima instancia, las novelas advierten sobre la complicidad de los sujetos
que aceptan, ¢ incluso desean, su propia exposicion o anestesia emocional.

Introduccion

La literatura distdpica se ha configurado como uno de los géneros mas
tértiles para la critica cultural y politica contempordnea. Desde sus origenes
modernos con clasicos como 1984 de George Orwell (1949) o Fahrenheit
451 de Ray Bradbury (1953), las narrativas distdpicas han mostrado una
capacidad singular para revelar los mecanismos de control, represién

1 Ogr. Gor. Dr., Tekirdag Namik Kemal Universitesi, ninan@nku.edu.tr
ORCID: 0000-0002-6655-0473
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y violencia latentes en sociedades que se proclaman democrdticas. En
estos textos, la imaginacion literaria opera como un laboratorio de ideas,
un espacio en el que se ensayan las consecuencias extremas de procesos
historicos y politicos, y donde las tensiones del presente se proyectan hacia
futuros indeseables. En palabras de Moylan (2000), la distopia no debe
entenderse como un simple “escenario futurista”, sino como “un mapa
critico del presente” (p. 10), capaz de poner en evidencia lo que de otro
modo permaneceria naturalizado.

En las ultimas décadas, el género ha superado los limites de la tradicién
anglosajona para expandirse hacia geografias y problematicas diversas,
construyendo una cartografia transnacional de imaginarios distopicos. En
este nuevo panorama, destacan las literaturas turca e hispanoamericana,
que, desde posiciones periféricas respecto del canon global, han elaborado
aportaciones originales y profundamente criticas. Estas obras dialogan con
las inquietudes del siglo XXI —Ia vigilancia digital, la teatralizaciéon de la
intimidad, la censura del lenguaje, la anestesia de los afectos o la devastacion
ecolégica—, pero lo hacen desde contextos histéricos y culturales propios,
atravesados por dictaduras, transiciones democraticas incompletas y
tensiones entre modernizacién y tradicion.

En este marco se sitda el presente estudio, que propone una lectura
comparada de dos novelas distdpicas no anglosajonas: Topag (2004), de la
escritora turca Gililayse Kogak, y Kentukis (2018), de la argentina Samanta
Schweblin. La eleccién de estas obras responde a la voluntad de poner en
didlogo dos tradiciones literarias alejadas geografica e histéricamente, pero
unidas por preocupaciones comunes en torno a la subjetividad, la tecnologia
y la violencia. Ambas novelas tematizan la fragilidad de la experiencia
humana en un mundo donde los mecanismos de control se han desplazado
del dmbito puramente politico hacia formas mas sutiles de regulacién de la
percepcion, de los afectos y de la intimidad.

La novela Topag (2004) de Giilayse Kogak constituye una de las
aportaciones mds radicales de la narrativa turca contempordnea. Nacida
en Estambul en 1959, Kogak se formé en derecho en la Universidad de
Estambul y trabajé durante anos como abogada antes de dedicarse a la
escritura. Su trayectoria literaria, aunque discreta en nimero de titulos, ha
estado marcada por una apuesta experimental y critica. Ademds de Topag, ha
publicado Kaysp Defter (El cuaderno perdido, 1997) y varios textos en revistas
literarias. Su obra se caracteriza por un estilo alegdrico y fragmentario, donde
la violencia politica y las tensiones de la modernidad turca se traducen en
imagenes perturbadoras y dispositivos narrativos singulares. Topag, escrita
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entre 1998 y 2002 en un periodo de crisis econdémica y social, cristaliza estas
preocupaciones mediante la construccion de un universo distopico centrado
en la anestesia emocional, la censura del lenguaje y la banalizacién de la
violencia.

Por su parte, Kentukis (2018) de Samanta Schweblin sita a la autora
argentina en el centro de los debates sobre literatura global y distopia digital.
Schweblin nacié en Buenos Aires en 1978 y estudio cine en la Universidad
de Buenos Aires, pero pronto se inclind hacia la escritura narrativa. Ha sido
reconocida internacionalmente por sus volumenes de relatos, entre ellos
Pdjaros en la boca (2009) y Siete casas vacins (2015), galardonado con el
Premio Ribera del Duero. Su primera novela, Distancia de rescate (2015),
fue finalista del Premio Man Booker International, consoliddndola como
una de las voces mds potentes de la narrativa en lengua espafola. Kentukis,
publicada por Penguin Random House en 2018, confirmé su interés por
indagar en la zona inquietante donde lo cotidiano se cruza con lo siniestro,
esta vez a través de un artefacto tecnolégico que transforma la intimidad en
especticulo y la vigilancia en forma de relacién.

En ambos casos, la tecnologia aparece como mediacién central: en
Kogak, bajo la forma de dispositivos ficticios como el ozliik?, el filtre’ o el
hiskov*, que bloquean percepciones y emociones; en Schweblin, mediante
el kentuki, artefacto hibrido que convierte lo doméstico en especticulo y lo
intimo en mercancia. Si en Topag el peligro radica en el borramiento de la
empatia, en Kentukis se encuentra en la sobreexposiciéon de la subjetividad.
Asi, ambas novelas abordan, desde polos opuestos, una misma pregunta:
{qué ocurre cuando la capacidad de sentir y de mantener una esfera intima
se ve erosionada por los dispositivos de control y vigilancia?

El andlisis comparado de estas dos obras busca, por tanto, iluminar cémo
las literaturas contemporaneas en Turquia y América Latina participan de
debates globales sobre la vigilancia, la intimidad y la subjetividad, pero al

2 (literalmente “identidad”, “registro personal”): Dispositivo semejante a unas gafas (gozliik),
que bloquea la visién de escenas dolorosas. No corrige la vista, sino la percepcion: decide qué
puede ser visto y qué debe permanecer oculto. Puede traducirse como “gafas de identidad” o
“amteojos de vegistro personal”, en tanto operan como un corrector ideolégico mds que Sptico.

3 (filtro): Aparato actstico que elimina ruidos perturbadores, borrando gritos, disparos o
sonidos de violencia. De este modo, el sufrimiento social pierde resonancia y la agresividad
queda neutralizada. Se podria traducir sencillamente como “filtro”, pero entendido como un
dispositivo de silenciamiento colectivo.

4 Eltérmino Hiskov no es arbitrario: procede de la combinacién de Ais (“sentimiento, emocién”
en turco) y kovmak (“echar, expulsar, alejar”). Asi que literalmente significa “expulsar o alejar
los sentimientos”. Representa el mandato de vivir sin empatia, de expulsar la capacidad de
estremecerse frente al dolor.
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mismo tiempo aportan modulaciones propias que responden a sus contextos
culturales. En el caso turco, la experiencia de crisis politicas y censura
lingiiistica resuena en el universo sombrio de Topag; en el argentino, la
insercion en la légica digital global se plasma en Kentukis como sitira de la
economia de datos y la teatralizacién de lo cotidiano.

De este modo, ambas novelas encarnan lo que Moylan y Baccolini (2003)
han denominado “distopias criticas™: narraciones que no solo denuncian
futuros indeseables, sino también abren un espacio para la resistencia, para la
memoria y, en ocasiones, para la esperanza. En Topag, ese gesto se cifra en la
frase de Melisett6 —“Puedo estremecerme, luego existo”—, que reivindica
la vulnerabilidad como nucleo de lo humano; en Kentukis, se refleja en los
pequenos actos de los personajes que intentan escapar del pandptico digital,
aun a riesgo de fracasar.

En suma, la lectura conjunta de Topag y Kentukis revela que la distopia,
lejos de agotarse en el diagndstico pesimista, constituye un género capaz
de problematizar el presente y de plantear interrogantes éticos sobre el
futuro. Desde contextos distintos, ambas obras convergen en una misma
advertencia: sin empatia ni intimidad, sin la posibilidad de estremecerse y de
preservar un espacio propio, la humanidad corre el riesgo de diluirse en un
mundo dominado por la indiferencia y la vigilancia.

Marco Tedrico

La narrativa distopica contemporanea se ha consolidado como una
herramienta critica que, mds que anticipar futuros remotos, ilumina las
tensiones del presente. Como sefialan Moylan y Baccolini (2003), la
“distopia critica” no se limita a advertir sobre un porvenir autoritario, sino
que constituye un laboratorio para repensar la subjetividad y la resistencia
en contextos de crisis. Este marco resulta especialmente util para leer dos
obras provenientes de tradiciones no anglosajonas, Kentukis (2018) de
Samanta Schweblin y Topag (2004) de Giilayge Kogak, ambas centradas en
la reconfiguracion de la vigilancia y la intimidad en sociedades atravesadas
por la tecnologia, el especticulo y la manipulacion simbdlica.

El referente inevitable es Michel Foucault, cuya nocién del panoptismo
ilumina el paso de un modelo de vigilancia vertical y centralizada hacia formas
mas difusas y naturalizadas. Como advierten Baumany Lyon (2013), “la vieja
estrategia panoptica («nunca sabras cudndo estds siendo observado...») se ha
convertido gradual pero firmemente [...] en una practica casi universal”, y
la antigua “pesadilla pandptica («nunca estoy solo») ahora [se ha] refundido

bbb

en la esperanza de ‘no volver a estar solo otra vez™, es decir, en “la alegria
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de ser noticia” (p. 19). El transito del miedo a ser observado al deseo de
ser visto resulta clave: en Kentukis se plasma en la aceptaciéon entusiasta de
“ser kentuki” y abrir la intimidad a un extrano; en Topag, en la adopcion
voluntaria de dispositivos como el dzliik o el hiskov, que permiten evadir el
dolor y normalizar la anestesia emocional.

Byung-Chul Han (2013) profundiza en esta mutacién al sefalar que
la vigilancia contempordnea ya no opera como ataque a la libertad, sino
como un gjercicio de autoexplotacion consentida: “el morador del panoptico
digital es victima y actor a la vez” (p. 95). La légica descrita por Han ayuda
a comprender tanto la vulnerabilidad de Emilia en Kentukis, que consiente
ser observada a cambio de compania, como la resignacién de los ciudadanos
en Topag, que se entregan al kalkanmak® para huir de la intemperie de lo real.

A este andlisis se suma la perspectiva de Shoshana Zuboff (2019), para
quien la novedad del capitalismo contemporaneo reside en haber convertido
la experiencia humana en “materia prima gratuita para su traducciéon en
datos de comportamiento” (p. 8). Schweblin plasma esta dindmica en la
mercantilizacién de la intimidad, donde la vida privada se vuelve transaccion
global, mientras que Kogak imagina una variante sin algoritmos, pero
igualmente violenta: la neutralizacion de los afectos como forma de control
social. En ambas narrativas, el cuerpo y la sensibilidad se transforman en
territorios explotables.

La teatralizacién de lo intimo, por su parte, ha sido analizada por
Paula Sibilia (2008), quien sostiene que la convergencia digital “amplia al
infinito las posibilidades de rastreo y colonizaciéon de las pequenas practicas
cotidianas” (p. 66). Kentukis responde de manera directa a este diagndstico,
pues convierte los espacios domésticos en escenas de voyeurismo consentido
y violencia espectacularizada. En contraste, Topag representa la cara opuesta:
no la compulsién a mostrarse, sino el refugio en un autoaislamiento
ritualizado, igualmente inscrito en una logica de vigilancia que, al silenciar la
percepcidn, garantiza la pasividad.

Finalmente, la dimension ontolégica de los objetos en ambas novelas
se ilumina a través de Donna Haraway y Julia Kristeva. Haraway (1984)
definié al cyborg como “un organismo cibernético, un hibrido de maquina
y organismo, una criatura de realidad social y también de ficcion” (p. 4). El
kentuki, mitad peluche y mitad mdquina, encarna esta condicién liminal,
mientras que el trompo de Kogak, al girar y desdibujar los colores, deviene

5 (de kalkan, “escudo™): Proceso de desconexion total del mundo real mediante la combinacién
de algunos dispositivos ya mencionados antes. Implica vivir protegido por un escudo ilusorio,
en un estado de evasion anestesiada.
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artefacto simbdlico que trastoca el orden perceptivo. Kristeva (1980), en
Powers of Horror, subray6 que “lo abyecto es todo aquello que perturba una
identidad, un sistema, un orden” (p. 4). En Schweblin, lo abyecto surge en
la violencia contra el mufieco que devuelve al lector la crueldad humana; en
Kogak, en la incapacidad misma de estremecerse, convertida en el nucleo
de la deshumanizacién. En ambos casos, lo monstruoso no aparece como
una alteridad externa, sino como el reverso de lo cotidiano, recordando —
como dirfa Zizek (2009)— que el verdadero horror estd ya inscrito en la
normalidad del presente.

Kentukis: intimidad, vigilancia y capitalismo digital

La segunda novela de Samanta Schweblin, Kentukis (Penguin Random
House, 2018), articula un mosaico narrativo que indaga en las tensiones
de la intimidad y la vigilancia en la contemporaneidad. Su estructura
fragmentaria, integrada por multiples relatos dispersos alrededor del mundo,
refleja la logica de la red digital: multiples nodos interconectados en los que
cada historia constituye un caso particular de exposicién, consentimiento o
violencia®. Los kentukis —pequefos robots con forma de animales reales o
fantdsticos— funcionan como catalizadores de esa problematica, al ofrecer
dos modos de relacion: tener tisicamente el aparato en casa o ser el usuario
remoto que lo controla desde otra parte del mundo. La ambigiiedad de este
dispositivo, simultineamente juguete y maquina de vigilancia, encarna lo que
Donna Haraway definié como “organismo cibernético, hibrido de maquina
y organismo, criatura de realidad social y también de ficcion” (1984, p. 4).

La novela enfatiza cémo esta hibridez altera los limites entre lo vivo y
lo inerte, lo intimo y lo publico, lo afectivo y lo mercantil. En este sentido,
la criatura tecnolégica comparte la condicién de lo abyecto, en el sentido
kristeviano: “todo aquello que perturba una identidad, un sistema, un orden”
(Kristeva, 1980). Lo abyecto se manifiesta tanto en la violencia infligida a los
aparatos como en el desconcierto de los personajes, obligados a confrontar
sus propios deseos y temores en un escenario de exposicion constante.

La figura de Emilia, viuda que vive en Lima, ilustra la paradoja del
consentimiento en la era digital. Su hijo, residente en Hong Kong, le envia
un kentuki como regalo, y ella decide convertirse en “ser”. La conexion la
vincula con Eva, una joven alemana que la trata como mascota, gesto que
Emilia acepta porque le devuelve una forma de cuidado: “nadie la estaba

6 La estructura polifénica de Schweblin, con relatos dispersos que no confluyen, reproduce la
légica del serolling digital: conexiones efimeras y vinculos fragiles. Se trata de un procedimiento
formal que traduce en literatura la experiencia contempordnea de la red.



Nermin Inan | 25

mirando y bien valfa el carino que obtenia a cambio” (Schweblin, 2018, p.
42). La historia revela como la necesidad de compania puede traducirse en
la aceptacion voluntaria de un régimen de vigilancia, en sintonia con lo que
Byung-Chul Han describe como psicopolitica: “el morador del panoptico
digital es victima y actor a la vez” (2013, p. 95). La aparente autonomia
se convierte asi en dependencia, y la vulnerabilidad de Emilia acaba en
desengano cuando su intimidad es revelada y humillada.

Alina, joven argentina residente en Oaxaca con su pareja Sven, se sitia
en el extremo opuesto: su experiencia como “tenedora” estd marcada
por la sospecha y la violencia. El kentuki, al que llama Coronel Sanders,
despierta en ella fascinacién y rechazo. La narracion advierte la fragilidad
del vinculo: “El kentuki podia no contestar, o podia mentirle. Decirle que
era una colegiala filipina y ser un petrolero irani” (Schweblin, 2018, p. 28).
La relacién se degrada en escenas de agresién al mufieco, hasta culminar
en un acto brutal: “le apufal6 los ojos hasta rayar la pantalla” (Schweblin,
2018, p. 219). El desenlace, al revelar que quien estaba detrds era un nifio
de siete anos, devuelve la violencia a la esfera de lo humano y muestra, con
crudeza, como la teatralizacién de la intimidad se convierte en una economia
del dano. Paula Sibilia lo sintetiza al afirmar que la convergencia digital
“amplia al infinito las posibilidades de rastreo y colonizacion de las pequenas
practicas cotidianas” (2008, p. 66): la vida privada deviene espectaculo, aun
en sus formas mds abyectas.

La narraciéon de Marvin, un nifio obligado por su padre a largas horas
de encierro, ofrece un contrapunto. En secreto adquiere una licencia para
ser kentuki y logra experimentar, a través de la pantalla, aquello que su
realidad le niega: “No aceptarfa, al menos no en esa otra vida, volver a
quedarse encerrado” (Schweblin, 2018, p. 32). En otra escena, al empujar
al mufeco contra un monticulo, descubre que “eso era como tocar con tus
propios dedos la otra punta del mundo” (Schweblin, 2018, p. 63). Marvin
encarna la dimensiéon compensatoria del dispositivo: el deseo de libertad,
el anhelo de conexién con lo lejano. Sin embargo, su historia también
evidencia la precariedad de una infancia expuesta a mercados clandestinos y
a la manipulacién de adultos, mostrando que la promesa emancipadora del
aparato se enreda con dindmicas de explotacion.

La violencia retorna en la figura de Enzo, hombre divorciado que
permite a su hijo Luca convivir con un kentuki topo. El dispositivo, en
principio un sustituto de compaiia, se convierte en amenaza cuando Enzo
descubre que el usuario detras del mufeco pertenece a una red de pedofilia.
La tensién culmina en una llamada: “—{Dénde esta el chico? (...) —Quiero
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volver a ver a Luca” (Schweblin, 2018, p. 212-213). La reaccién de Enzo es
enterrar al aparato, gesto que simboliza la tentativa desesperada de clausurar
el régimen de visibilidad que ¢l mismo permitid. Su relato condensa lo que
Julia Kristeva sefala sobre lo abyecto: la irrupcidon de aquello que perturba
un orden y obliga a confrontar el horror.

Por su parte, Grigor, joven croata, representa la dimensién mercantil de
la mirada. Compra licencias y dispositivos, y los revende como experiencias
personalizadas. “Tomaba fotos de las vistas en las pantallas y las subfa también,
cuiddndose de que los amos nunca aparecieran” (Schweblin, 2018, p. 95).
Para ¢l, cada conexién es un producto transable, una “ventana pandptica de
multiples ojos alrededor del mundo” (Schweblin, 2018, p. 97). En Grigor
se encarna el capitalismo de vigilancia que Zuboft describe: “la experiencia
humana [es tratada] como materia prima gratuita para su traduccién en
datos de comportamiento” (2019, p. 8). El kentuki se convierte asi en
mercancia global, explotada no solo como juguete o compania, sino como
recurso extractivo de intimidades.

La fuerza de Kentukis no reside Gnicamente en sus tramas individuales,
sino en el efecto de conjunto. La fragmentacion narrativa, con hilos dispersos
que no confluyen, reproduce la logica de la red: conexiones efimeras,
vinculos desechables, intimidades abiertas y desconectadas. Zygmunt
Bauman y David Lyon lo llaman “vigilancia liquida® (2013, p. 19): un
control difuso, descentralizado, ejercido en multiples direcciones. Schweblin
plasma esta liquidez en la forma misma de la novela, donde las historias
aparecen y desaparecen con la misma fugacidad con que se enciende o apaga
un dispositivo. La ironia y la exageracién grotesca, como subraya Linda
Hutcheon (2006), funcionan como estrategias de resistencia: Kentukis no
imagina un futuro cerrado, sino que parodia y deforma el presente hasta
devolverlo como distopia reconocible.

En conjunto, las experiencias de Emilia, Alina, Marvin, Enzo y Grigor
constituyen un laboratorio narrativo en el que se experimentan las paradojas
de la contemporaneidad: la busqueda de compania desemboca en exposicion,
la intimidad se vuelve especticulo, la infancia se convierte en material de
consumo, la violencia se enmascara como entretenimiento y la mirada se
comercializa como mercancia global. Schweblin muestra que lo monstruoso
ya no se oculta en el afuera, sino que emerge en la normalizacién de la
vigilancia consentida y en la espectacularizaciéon cotidiana de lo intimo. El
kentuki, a la vez peluche y mdquina, objeto y sujeto, humano y no humano,
es el espejo oscuro de una sociedad que acepta la vigilancia como forma de
relacion y convierte la intimidad en espectaculo de consumo.
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Topag: distopia de la insensibilizacion

La literatura distdpica turca, en comparacion con la tradicion anglosajona
o hispdnica, se ha desarrollado en un corpus mds reducido, pero no por ello
menos singular. En este contexto, Topag de Giilayse Kogak, publicada en
2004 y reeditada por Yap: Kredi Yaymnlart en 20167, se erige como una de
las aportaciones mds radicales y visionarias. Escrita entre 1998 y 2002, en un
periodo de crisis econdmicas y convulsién politica en Turquia, la novela se
anticipa a debates contemporaneos sobre la censura del lenguaje, la anestesia
emocional y el control de la percepcién. El propio titulo condensa la metafora
nuclear: el topag, el trompo que al girar cada vez mas rdpido borra los colores
de su superficie hasta volverlos un tnico tono, funciona como alegoria de
la aceleracién de la violencia y la indiferencia social. La narracién lo expresa
con claridad: “Topag¢ hizlanmaya baglamugt: bile; {izerindeki renkler giderek
flulagtyor, birbirine karistyordu” (“El trompo ya habia empezado a girar;
los colores de su superficie se desdibujaban cada vez mads, confundiéndose
unos con otros”) (Kogak, 2016, p. 11). En esta imagen se cifra el colapso
moral de la colectividad: la incapacidad de distinguir el dolor, la pérdida de
la sensibilidad y, en consecuencia, de la humanidad.

La protagonista concentra en si misma el drama de la novela, y su
itinerario vital se narra a través de tres nombres sucesivos que no son meras
etiquetas, sino etapas simbdlicas de una subjetividad en lucha. Su nombre
de nacimiento, Canyak, encarna la violencia incrustada en el lenguaje
cotidiano: “Insanlar ¢ocuklarina ‘Canyak’ gibi isimler veriyordu; siddet dilin
en derinine islemisti” (“La gente ponia a sus hijos nombres como ‘Canyak’;
la violencia se habia incrustado en lo mds profundo del lenguaje”) (Kogak,
2016, p. 44). El significado literal —can yak, “hacer dano al alma”, “lastimar
a alguien”— pone de manifiesto como la brutalidad social se interiorizaba
incluso en la onomistica, reproduciendo en el cuerpo la marca del poder.
Posteriormente, la protagonista pasa a llamarse Lafonj, nombre impuesto por
el llamado Movimiento de los Nombres Puros, un proyecto supuestamente
moralizador que pretendia erradicar nombres considerados violentos o
inmorales. Ella misma recuerda el momento con dolor: “Artik ben Canyak
degildim; bana ‘Lafonj’ dediler. Benim se¢imim degildi bu” (“Ya no era
Canyak; me llamaron ‘Lafonj’. No fue mi eleccion”) (Kogak, 2016, p. 102).
Bajo la apariencia de purificacion lingiiistica se despliega aqui una violencia
biopolitica: se mutilan memorias y se borran identidades, pues, como

7 Para las citas de Topag utilizamos la edicién de 2016 publicada por Yapr Kredi Yaynlari,
basada en la primera edicién de 2004. Todas las traducciones al espafol de los fragmentos
originales en turco son nuestras.
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advierte Foucault (2000), el control de los cuerpos pasa inevitablemente
por el control de los discursos. Finalmente, en un acto de reapropiacién
subjetiva, la protagonista decide nombrarse Melisetto. Este gesto constituye
una resistencia contra la violencia heredada y contra la censura impuesta:
un nuevo nombre como conquista de autonomia. Es en esta etapa donde
pronuncia su lema mds célebre: “Sarsilabiliyorum, o halde varim” (“Puedo
estremecerme, luego existo™) (Kogak, 2016, p. 18). La férmula invierte el
cogito cartesiano y sitda la vulnerabilidad como fundamento de la existencia
ética, reivindicando la capacidad de estremecerse como nucleo irreductible
de la condicién humana.

El universo narrativo de Topa¢ estd marcado por escenas donde la
violencia se convierte en especticulo y la indiferencia social en norma. El
relato muestra peleas de ninos alentadas por adultos: “Cocuklar birbirine
saldiriyor, kan iginde kaliyorlards; biiyiikler ise onlar1 cesaretlendiriyor,
‘devam et’ diye bagirtyorlardr” (“Los nifos se atacaban entre si, quedaban
cubiertos de sangre; los adultos los animaban, gritindoles ‘isigue!”)
(Kogak, 2016, p. 57). La violencia contra los animales también se describe
con crudeza, como en el episodio del oso torturado en una plaza publica:
“Ay1 zincirlenmigti, sirt1 kirbag izleriyle doluydu; ¢ocuklardan biri agliyordu,
onu kurtarmaya ¢alistyordu, ama digerleri kahkahalarla izliyordu” (“El oso
estaba encadenado, la espalda llena de cicatrices de latigo; un nino lloraba
intentando salvarlo, mientras los demds refan a carcajadas”) (Kogak, 2016,
p. 83). La colectividad celebra suicidios colectivos como rituales de masas:
“Kalabalik ‘Atla! Atla!” diye bagirtyordu; aralarindan biri yalnizca ‘Ne olur,
sakin atlama!” dedi” (“La multitud gritaba ‘iSalta, salta!’; solo uno suplicd
‘Por favor, ino saltes!”) (Kogak, 2016, p. 136). Y linchamientos descritos con
frialdad, como parte de la rutina cotidiana, completan el paisaje de brutalidad
normalizada. En estas escenas resuena la nocion de lo abyecto formulada por
Kristeva (1980): aquello que perturba la identidad y desestabiliza el orden.
En la novela de Kogak, lo abyecto no es solo la violencia explicita, sino la
neutralizacién del estremecimiento, el borramiento de la empatia.

Una de las aportaciones mds originales de Topag reside en la invencién
de un glosario propio de dispositivos distopicos, metaforas tecnoldgicas de
la anestesia colectiva. El ozlik (literalmente “documento de identidad”, pero
con resonancias de gozliik, gatas) bloquea imagenes dolorosas y regula la
visiéon del mundo; el filtre elimina ruidos perturbadores —gritos, disparos,

8 Este giro cartesiano recuerda a la critica feminista que, desde pensadoras como Rosi Braidotti
o Judith Butler, ha cuestionado la centralidad del “yo racional” en favor de una ontologia de la
vulnerabilidad y la interdependencia.
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lamentos— borrando la resonancia de la violencia; el 4iskov, formado por
la rafz /s (sentimiento) y kov (ahuyentar), es una pastilla que suprime
emociones y adormece la empatia; y el kalkanmak, literalmente “alzarse
con un escudo”, designa el proceso de desconexion total, que combina los
anteriores y permite desligarse de la realidad’. La narracion lo resume en
un pasaje iluminador: “Ozliik gozliigii takanlar artik higbir seyi gérmiiyor,
filtreyi kullananlar duymuyor, hiskovu alanlar hissetmiyordu. Kalkanmak
buydu: diinyadan gekilmek” (“Quienes usaban el dz/7k ya no vefan nada,
quienes empleaban el filtre no ofan, quienes tomaban el Aiskor no sentfan.
Eso era el kalkanmak: retirarse del mundo”) (Kogak, 2016, p. 147).
Tales artefactos operan como alegorfas de mecanismos sociales reales: la
indiferencia frente al dolor politico, la banalizacién del sufrimiento y la
evasion mediante ficciones morales. Como senala Han (2013), en la era de
la psicopolitica “cada uno se entrega voluntariamente a la mirada panéptica”
(p- 95); del mismo modo, en Topag, la vigilancia y el control no se imponen
por la fuerza, sino que se interiorizan como alivio, como deseo de no sentir.
Bauman y Lyon (2013) describen esta dindmica como vigilancia liquida,
difusa y aceptada. Kogak la representa con nitidez en la adopcién masiva de
dispositivos que suprimen la percepcion y las emociones.

El régimen del Movimiento de los Nombres Puros profundiza esta légica
a través de la censura lingiiistica. En nombre de una supuesta moralidad,
elimina nombres como Canyak y mutila palabras borrando letras consideradas
inapropiadas. La protagonista recuerda con amargura: “Temizad Hareketi
harfleri silmeye baglamist; isimler degistiriliyor, kelimeler eksiliyordu™ (“El
Movimiento de los Nombres Puros habia comenzado a borrar letras; los
nombres se cambiaban, las palabras se mutilaban”) (Kogak, 2016, p. 165).
Este gesto muestra como el poder se ejerce sobre los cuerpos a través del
lenguaje, confirmando la tesis foucaultiana de que el biopoder administra la
vida regulando los signos (Foucault, 2000). El lenguaje deviene campo de
batalla: perder un nombre es perder la memoria, y renombrarse se convierte
en acto de resistencia. Melisetto, al elegirse un nuevo nombre, desafia esa
violencia simbdlica y reapropia el lenguaje como espacio de subjetividad.

La figura de Ebrar, exiliado en “Evropistan” que regresa tras la llamada de
Melisetto, introduce otra dimensién fundamental: la memoria del desarraigo.
El regreso a un pais corroido por la indiferencia revela la imposibilidad de
volver intacto a un lugar devastado. Ebrar encarna la distancia critica del exilio

9  La creacién de neologismos como ozliik o hiskor conecta con una tradicion distépica de
invencién lingiifstica que va desde newspeak en 1984 hasta los neologismos biotecnoldgicos en
Margaret Atwood. En todos los casos, el lenguaje funciona como reflejo y motor del control
social.
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frente a la experiencia corporal de la enfermedad y la descomposicion que
representa Melisettd. Su presencia afade un contrapunto ético, mostrando
que la mirada externa puede iluminar, pero también que la didspora conlleva
fractura y melancolia.

La novela despliega asimismo un poderoso eje ecoldgico. En una ciudad
arrasada, solo quedan veintitrés drboles, y un grupo decide proteger cuatro
de ellos, abrazindolos con sus cuerpos: “Insanlar agaglara sarilmisti, onlari
kesmeye gelenlere kargi bedenleriyle direniyorlard™ (“Las personas se
abrazaban a los drboles, resistiendo con sus cuerpos contra quienes venian a
cortarlos”) (Kogak, 2016, p. 192). Este gesto anticipa movimientos sociales
contemporaneos en Turquia, como las protestas del parque Gezi en 2013,
y otorga al drbol el valor de simbolo de una vida que todavia merece ser
defendida. La resistencia ecolégica se convierte aqui en la ultima frontera
frente a la barbarie.

A pesar del tono desgarrador que impregna toda la narracién, Topag deja
abierta una grieta de esperanza. El nifio que llora por el oso, la voz que
suplica que el suicida no salte, los cuerpos que protegen a los drboles: todos
son signos de que la anestesia no es total. El final lo sugiere con ambigiiedad,
pero también con un atisbo de posibilidad: “Belki... belki de bir giin yeniden
hissedebiliriz” (“Quizd... quizd algin dia volvamos a sentir”) (Kogak, 2016,
p- 212). No se trata de un optimismo ingenuo, sino de la afirmacién de que
el estremecimiento, por minimo que sea, aun puede abrir una salida. En
términos de Kristeva (1980), lo abyecto expulsa para preservar un orden,
pero en Topag el estremecimiento mismo se convierte en lo que el sistema
busca neutralizar. Melisettd, al reivindicarlo, recuerda que sin esa capacidad
no hay humanidad posible.

En conjunto, la novela de Kogak constituye una de las distopias mads
radicales de la literatura turca contemporanea. Con una prosa alegdrica y
descarnada, representa un universo donde la anestesia emocional funciona
como dispositivo de control colectivo. A través de la trayectoria de su
protagonista —de Canyak a Lafonj y finalmente a Melisetto—, muestra
como la identidad puede ser atravesada por la violencia heredada, la censura
politica y la resistencia subjetiva. El glosario distépico —izliik, filtre, hiskov,
kalkanmak— enriquece el andlisis al ofrecer metaforas de la insensibilizacién
politica y emocional. Y al mismo tiempo, escenas como la defensa de los
arboles o la frase “Puedo estremecerme, luego existo” proponen una ética
minima de la vulnerabilidad y de la memoria compartida. Kogak inscribe asi
su obra en debates globales sobre vigilancia, subjetividad y anestesia social,
pero lo hace desde una perspectiva profundamente turca, anclada en sus
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propias fracturas histéricas y culturales. En esa conjuncion radica su potencia
critica: recordarnos que, incluso en medio de la devastacién, estremecerse
sigue siendo la condicién minima para existir como humanos.

Kentukis y Topag: andlisis comparado

La lectura paralela de Topag de Giilayse Kogak y Kentukis de Samanta
Schweblin abre un terreno fértil para explorar cémo distintas tradiciones
literarias no occidentales elaboran criticas convergentes sobre la condicién
contempordnea. Aunque los contextos culturales difieren profundamente —
la Turquia de las crisis politicas y econémicas de fines del siglo XX frente a
la globalizacion digital del siglo XXI—, ambas novelas coinciden en senalar
la erosion de la sensibilidad como nucleo del malestar moderno. En el
caso de Kogak, esta erosion se manifiesta como anestesia colectiva frente
a la violencia; en Schweblin, como aceptacion voluntaria de la vigilancia y
espectacularizacion de lo intimo.

Un primer punto de encuentro reside en la centralidad del cuerpo. En
Topag, el cuerpo aparece como territorio sometido a la disciplina biopolitica
y a la neutralizacién perceptiva: el ozliik, el filtre y el hiskov operan como
extensiones del poder que bloquean los sentidos. En Kentukis, en cambio,
los cuerpos no son directamente mutilados, pero si mediatizados y expuestos
mediante protesis tecnoldgicas que transforman la experiencia cotidiana
en mercancia visual. Ambas narrativas, por vias distintas, desdibujan las
fronteras entre lo vivo y lo inerte, lo humano y lo maquinico, encarnando lo
que Haraway (1984) habia descrito como condicién cyborg. Lo inquietante
es que tanto el topag como los kentukis revelan el costado abyecto de esa
hibridez: en un caso, la insensibilidad como forma de supervivencia; en el
otro, la intromisién de la mirada ajena como espectaculo.

La cuestién del lenguaje constituye otro eje de didlogo. En Topag,
el Movimiento de los Nombres Puros instituye una censura que mutila
nombres y palabras, borrando memorias individuales y colectivas. Nombrar
se convierte en un campo de batalla donde la protagonista, al adoptar el
nombre de Melisettd, ejerce un gesto de reapropiacion. En Kentukis, la
violencia del lenguaje no se ejerce por supresion, sino por saturacion: la
hiperconexién multiplica discursos, identidades y mascaras, generando
un ruido que disuelve la autenticidad. Si en Kogak el peligro estd en la
imposibilidad de nombrar, en Schweblin radica en la imposibilidad de callar.
La distopia turca revela el vacio del silencio impuesto; la argentina, el vértigo
de la sobreexposicion.
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En relacion con la infancia, ambas novelas ofrecen escenas reveladoras.
En Topag, los ninos son incitados a pelear brutalmente, convertidos en
espectdculo por los adultos, lo que muestra como la violencia se hereda
y se naturaliza desde la ninez. En Kentukis, la historia de Marvin o la de
Luca muestran que los menores son también los mds vulnerables a la légica
del mercado de la vigilancia, expuestos a abusos, explotacién y soledad.
En ambos casos, la infancia aparece como terreno de disputa ¢tica, donde
el futuro de la comunidad se juega en la capacidad —o incapacidad— de
proteger a sus miembros mas fragiles.

Otro paralelismo significativo radica en la manera en que ambas novelas
tematizan la comunidad y el lazo social. Topag describe multitudes que se
reunen para presenciar suicidios o linchamientos, actos colectivos que se
convierten en rituales de insensibilizacion compartida. Kentukis, por su
parte, muestra comunidades virtuales y fugaces, construidas alrededor de
la conexién remota y el consumo de intimidades ajenas. La colectividad, en
ambos casos, estd corroida: en Turquia, por la violencia y la censura; en el
mundo globalizado, por la mercantilizacién de la mirada. En términos de
Bauman y Lyon (2013), se trata de formas de “vigilancia liquida™: difusa,
aceptada y, en ultima instancia, incapaz de sostener un vinculo ético.

Conclusion

La comparacion entre Topag y Kentukis permite constatar que, mas alld de
las diferencias contextuales, la literatura distopica contemporanea converge
en una misma preocupacion: la fragilidad de la experiencia humana en
un mundo marcado por la violencia, la vigilancia y la anestesia de los
afectos. Ambas obras funcionan como espejos deformantes que devuelven
la imagen de nuestro presente: Kogak exhibe la deriva hacia una sociedad
incapaz de estremecerse ante el dolor ajeno; Schweblin revela la paradoja
de una comunidad que se ofrece voluntariamente a la mirada de los otros,
transformando la intimidad en especticulo.

La primera denuncia el silencio, la segunda la saturaciéon; una pone en
escena la mutilacién de la memoria, la otra la mercantilizaciéon de la vida
cotidiana. Sin embargo, ambas coinciden en senalar que la subjetividad se
encuentra en riesgo alli donde la empatia y la vulnerabilidad son neutralizadas.
La férmula de Melisett6 —“Puedo estremecerme, luego existo”— dialoga
con las historias de Emilia, Marvin, Enzo y Alina, recordando que solo en la
capacidad de sentir, incluso de sufrir, se afirma una humanidad irreductible.

Desde el punto de vista teorico, esta lectura comparada enriquece el
debate sobre la distopia critica. Siguiendo a Moylan y Baccolini (2003), la
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distopia no se limita a proyectar futuros indeseables, sino que ilumina grietas
en el presente y abre la posibilidad de imaginar resistencias. Topag y Kentukis
cumplen esa funcién: en sus finales ambiguos, en los gestos minimos de
compasion —el nino que llora por el oso, el que implora que no se salte, el
abrazo a los drboles, la busqueda desesperada de compania—, dejan entrever
que el horror no es absoluto. Como senala Kristeva (1980), lo abyecto
desestabiliza el orden, pero esa perturbacion puede abrir también una via
para la transformacion.

En suma, estas dos novelas, inscritas en tradiciones literarias distintas pero
atravesadas por inquietudes comunes, muestran que la distopia no es solo un
género de denuncia, es también de memoria y de esperanza. Al recordarnos
los peligros de un mundo sin empatia —sea por exceso de exposicién o
por anestesia colectiva—, Kogak y Schweblin nos invitan a reconsiderar qué
significa ser humano en la era de la vigilancia y la violencia normalizada. Su
escritura, situada en los mdrgenes del canon anglosajon, aporta al debate
global la certeza de que estremecerse —sentir, conmoverse, sufrir con el
otro— sigue siendo la condiciéon minima e insustituible para existir.



34 | La Intimidnd Expuesta: Vigilancia en Kentukis de Samanta Schhweblin y Topag de Giilnyse Kogak

Bibliografia
Areco, M. (2020). Violencia, subjetividad y tecnofobia en Kentukis de Samanta
Schweblin. Orillas, 9, 235-242.
Bauman, Z., & Lyon, D. (2013). Liguid surveillance: A conversation. Polity Press.

Brina, M., & Tejero Yosovitch, Y. N. (2019). El kentuki es el mensaje: La fic-
cioén en red de Samanta Schweblin. Revista Luthor, 10(42), 14-39.

Butler, J. (2022). Cuerpos que importan. Sobre los limites discursivos del «sexo». San-
tiago de Chile: Paidos.

Cragnolini, M. B. (2014). Extranos animales: La presencia de la cuestién animal
en el pensamiento contemporaneo. Revista Latinoamericana de Estudios
Criticos Animales, 1(2), 15-33.

Cuadro, M. (2023). Kentukis de Samanta Schweblin: Una mirada satirica sobre
la construccién del yo espectacular. Dirveccion General de Educacion Secun-
darin, 1-15.

Foucault, M. (1992) Las redes del poder. Buenos Aires: Almagesto.

(2000). Historia de ln sexualidad I: La voluntad de saber (U. Guihazu,
Trad.). Siglo XXI Editores. (Trabajo original publicado en 1976).

Garcia Sdnchez, N. (2018). Kentukis. Revista de ln Universidad de México, (11),
148-150.

Han, B.-C. (2013). La sociedad de ln transpavencia. Herder.

Haraway, D. (1984). A cybory manifesto: Science, technology, and socialist-feminism
in the late twentieth century. University of Minnesota Press.

Karakaya, E. (2024). Topag romaninda distopya ve duyarsizlagma siiregleri. Ru-
meliDE Dil ve Edebiyat Avastirmalary Dergisi, (39), 1234-1256. https://
doi.org/10.29000/rumelide. 1405757

Kogak, G. (2016). Topag. Istanbul: Yap1 Kredi Yaymnlari.

Kristeva, J. (1980). Powers of horror: An essmy on abjection (L. S. Roudiez, Trad.).
Columbia University Press.

Moylan, T. (2000). Scraps of the untainted sky: Science fiction, utopia, dystopia.
Westview Press.

Moylan, T., & Baccolini, R. (Eds.). (2003). Dark horizons: Science fiction and the
dystopian imagination. Routledge.

Osorio-Restrepo, V. (2021). Intimidades en red: Exhibicién y vigilancia en Kezn-
tukis de Samanta Schweblin. Perifrasis. Revista de Litevatura, Teovia y Cri-
tica, 12(24), 87-104. https://doi.org/10.25025/perifrasis202112.24.05

Schweblin, S. (2018). Kentukis. Buenos Aires: Literatura Random House.
Sibilia, P. (2008). La intimidad como espectdculo. Fondo de Cultura Econémica.

(2009). En busca del aura perdida: Espectacularizar la intimidad
para ser alguien. Psicoperespectivas, 8(2), 309-320.



Nermin Inan | 35

Torres, V., & Schweblin, S. (2013). Entrevista a Samanta Schweblin, Premio
Juan Rulfo 2012. Iberoamericana, 13(51), 175-178.

Venturini, M. (2022). Ciencia ficcion e intimidad: Kentukis de Samanta Schweb-
lin. En Ficcion y ciencia (Vol. 111, pp. 284-297). Borgona: Editions Orbis
Tertius.

Yansen, G. (2019). Relaciones mediadas por tecnologfas digitales. Resefa de
Kentukis (2018) de Samanta Schweblin. Revista Hipertextos, 12(7), 139—
155. https://doi.org/10.24215/23143924e007

Zizek, S. (2009). First as tragedy, then as farce. London: Verso.

Zuboft, S. (2019). The age of surveillance capitalism: The fight for a human future
at the new frontier of power. New York: PublicAffairs.






Chapter 3

The Evolution of Dystopian Universe in
Cinema: Blade Runner (1982) and Blade Runner
2049 (2017)

Nurcan Bekil Cakmak!

Abstract

The adaptation form of the book Do Androids Dream of Electric Sheep?
(1968), Blade Runner (1982) and Blade Runner 2049 (2017) present the
future in the frame of transhumanism and one of its elements, the universe
dystopia.

The first adaptation film Blade Runner (1982) is about at the end of the
20th century and the beginning of the 21st century. Within the framework
of transhumanism, that is, when the integration of human beings with
technology exceeds the point, it presents that the dominance of the universe
is now 1n robots and that humans themselves are in search of their former
dominance.

Robots are so human-like that a task force is formed to distinguish them from
humans. They assign Rick Deckard, a former officer, to this discernment
process. He presents to the reader what it is to come from dystopian lands,
that is, from an extraterrestrial planet, and what it is to live with his adventures
throughout the work, within the framework of transhumanism, and that our
fate is again an enigma at the end of the work.

In contrast to the general events of the previous adaptation, the second
adaptation film, Blade Runner 2049, presents the combination of biology
and technology to the reader as what transhumanism is. In other words, it
presents more detailed information to the reader by referring to the plot and
characters of the first film, Blade Runner.

This study first signals that in the far future of transhumanism, when
technology and biology merge, both robots can be more competent and
dominant than humans, and genetics can be maintained and transferred from
humans and, most interestingly, robots.
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Intermingled Terms in the Frame of Transhumanism: Utopia and
Dystopia

Starting with a philosophical question, ‘What is truth?’ suggests that truth
varies from person to person. ‘What is a true human being?’, the technological
dimension of the search for truth provides the answer of ‘Every human being
can be true, and if we follow our own truths in this direction, we can both
make this sustainable and pass it on from generation to generation. How?
We can achieve this by extending human life, discovering immortality,
and even, if possible, passing on our genes to future generations through
biologically produced robots’. In fact, the answer is Transhumanism.

Transhumanism has been handled as a movement since the 19th century.
Yet, its history goes back to Greek mythology, even earlier than the assumed
centuries. It has a strong relationship with the story of humans. Humans and
their stories of being immortal date back to The Epic of Gilgamesh, in which
a human being, Enkidu, and his death inspire the search for immortality
(Thomas, 2024). The idea of being immortal aims to go beyond the
biological limitations of humans, and with the belief in the utmost benefits
of biotechnology, to make oneself longer-lived, ageless and stronger is the
subtitled aim.

Julian Huxley (a brother of Aldous) was the first to use the word
“Transhuman” (in 1957) to describe “a man who remains a man but
transcends himself by deploying new possibles to and for his human nature”.
In his mind that means to improve the performance of individuals through
eugenics (Fillard, 2020, p. 4-5)

As a notion, British biologist and eugenicist Julian Huxley coined the
word ‘transhumanism’. Darwin’s natural selection and pushing the limits
of human nature were his basic approach, which affected him much. In
this frame, by combining human biology and artificial devices, human
beings get a hope that presents the chance of immortality through enhanced
human capacity productions such as telescopes and electronic microscopes
(Tuga, 2016). Also, Tuga (2016) has Max More’s citation in his article
Transhumanism between Human Enhancement and Technological Innovation,
presenting that transhumanism is a secular part of humanism, and it always
hopes for human improvement in terms of biology and genetic heritage,
while humanism objects to reason, education and cultural advancement
in human nature. The discourse of transhumanism is to improve human
biology by making technology a tool of it.



Nurcan Bekil Cakmak | 39

Transhumanism, or immortality, aims to create a world-like land
that includes its own rules, scientific searches, artificial intelligences, and
philosophy directing all biological and technological beings. Huxley, the
biologist, who knows the human race in terms of biological capacity, presents
that it is possible to prolong human life by converging or combining it
with machines. To convert them into a mixed body having longevity is so
possible that they have started to call them cyborgs. “Transhumanism of a
sort is implicit in much of the research agenda of contemporary biomedicine”
(Fukuyama, 2004, p. 42). In the frame of transhumanism, immortality has
the basic approach of creating a “superhuman”. Those super humans have
started to build their colonies as well. In fact, in those colonies, the aim is
to get power over the world. Unless it is got, it would mean that a cyborg
and its system had a fail. Yet, they did not. That power has been got over
anything. The cyborgs and their creators have started to be their own worlds’
gods, and they rule the future through their systematically improving and
renovating artificial controlling systems. Computers, which were invented
in the first half of the 20th century, were the first challengers to human
brains and minds in terms of logic (algorithms) and memory (data) (Fillard,
2020). Now, they are the first sources which provide the unification or
combination of human biology and technology. They have now ceased to
be a danger; instead, they have become the leading technological products
and developments that serve transhumanism. This is because the integration
of computers with the human brain aims to create a half-human, half-
robot entity, taking a step toward immortality. Yet, while improving the
capacity of humans through technology, especially with computers, it is an
inevitable future that humans will lose some capacities with them. Online
or freelance working has taken over face-to-face ones; even the contracts
of the companies are signed online, such as the conflict between Uber and
Yellow Taxi companies: Uber has, (Paus, 2018) the chance of being licensed
online and also forces yellow taxi drivers to get them as well. “Platforms are
digital infrastructures that enable individuals and groups to interact and are
thus intermediaries (Tucker, 2018, p. 359); [...] this is not to deny that
technological change plays a significant role in the evolution of capitalism
(Tucker, 2018, p. 361).” Cleaning, taxi driving or similar handiwork jobs
contracts are now done through the internet, and there are no specific
companies which are responsible for those signature processes with their
lots of workers. Booking, payment, insurance and other face-to-face
platforms have left their places for online ones (Paus, 2018). While some
groups double their income, the other sides, such as receptionists or cashiers
or other service group jobs, lose their incomes to the technology. The first
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anxiety created by technology is the risk of losing a job in the question
of whether a machine will replace a human or not, and unemployment
is at the door. While thinking of economic and social upheaval, the first
step of facing the word “dystopia” is, in fact, introduced. Although the
predictions about the future are not certain, digital platforms, Als and the
replacement of human power with robotics make the situation clear that
there will be a future different from the past. Challenges between humans
and technology create a dystopia for future life. Humanised technology or
human-like items must be used on behalf of humans, and they must be used
for serving humans. The question is whether human beings will be free
from or bonded to technological items. It will be answered throughout this
part as a dangerous and freedom-limiting technological age presented in the
movies Blade Runner (1982) and Blade Runner 2049 (2017). At this point,
the combination of the human brain and technology produces the term
transhumanism, and when it is carried to a cinematographic perspective, the
growing dangers of transhumanism as dystopia are presented in movies as a
coming dangerous future for humans.

In this part, the reflection of movement Transhumanism is analysed in
two American movies, Blade Runner (1982) and Blade Runner 2049 (2019).
In the movies, the targets or utopias of the transhumanist are achieved in
terms of creating their own lands and serving for both cyborgs and human
beings. Yet, it is overlooked that the system of the machines renovates their
own uploaded systems. Thus, the dominated side is in the hands of these
machines, and they are potential dangers for humans. In addition, they have
a hierarchical order in their management system. They have started to reject
serving human beings. This creates a strict and strong conflict between their
creators and them. It is decided that the existence of the entities of cyborgs
must be ended under the name of ‘retirement’. At first, corporations were
tounded for the production of these replicas; now, they are in the role of
people who were appointed for the destruction. These people are ‘officers’.
The officers are well-rounded people detecting the replicas from the off-
world places. In the 1982 production of Blade Runner, Deckard is one of the
officers who was responsible for the retirement of the replicas before. Now,
he is invited to pursue the guilty replicas again. The only discrimination
element is the ‘emotional’ reflections of the replicas. Yet, it is thought that they
can improve their emotions of hatred, love, fear, jealousy and temper. In his
article The Coming Robots Dystopin (2015), Illah Reza Nourbaklash mentions
that the robotic revolution has already been underway. Today military robots
and driverless cars are on battlefields. Their ‘hatred’ level is higher than the
other emotions. By having technological advances with the regular human-
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robot interaction, dystopian outcomes occur fast. Nourbaklash’s example
movies are The Matrix (1999) and The Terminator (1984), which disable
human power in the field of technology and science. Human beings started
creating and updating the process of these machines. Yet, the machines
may discard human interference, and they are able to update themselves
regularly. The robotic future involves dangerous balance in this area, as they
have the capacity to replace the human mind and power. Their reaction
to not serving humans is very possible, just as it happens in the movies.
Nourbaklash explains that the factory floors for production with the help of
machines are already the environments where robots began to control us. In
addition, there is a gap widening every year in terms of robot capability and
their regulations. He mentions that this post-evolutionary transformation
will be a hybrid human as a man and machine; Hans Moravec and Ray
Kurzweil (Nourbaklash, 2015) call it “Transhumanism’. This human-robot
unification is a biological hybrid performance system, and computers help
it receive and interpret signals, especially in brains. This integration is so
advanced that those machines or robots might control humans and respond
emotionally. They might control human behaviours, even upload human
consciousness. This process will bring software-based immortality. It is
a risky situation that we merely share our information with other people
via the internet; our driverless cars and our robot servers know anything
we shared with them. This will cause an identity erosion; it will bring the
mechanic revolt or dystopia with itself. Although they have autonomous
delusions, they will act like humans. The aim is clear: “To Be Immortal’, and
machines are able to be immortal through the combination of technology
and the biology of humans. The side effects of this transhumanist ideology
turn its utopia into a dystopic area that is so uncomfortable for human life
(Nourbaklash, 2015).

Ihab Hassan explains the process in his study named Toward a
Transhumanized Earth: Dmayination, Science, and Future (1978); it is a
process that has an evolution both in society and in biology and the genes
are being produced by copying them in the material world. The human
nervous system has a social and biological potential (Hassan, 1978). This
starts in the human brain as an imagination, and it is a production of human
biology. Hassan also mentions Norman Oliver Brown’s work Life Against
Deatl: The Psychoanalytical Meaning of History (1959) as a mystery of the
human body and the restriction of it. Technology’s social and biological
control is a scientific innovation in the frame of producing a transhumanist
work. Even theologians are open to this kind of scientific advance. As it will
direct agricultural, industrial and military areas, this scientific innovation
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will be the weapon of the modern era (Hassan, 1978). “Technology today
does not simply imply a physical implement, a ‘machine’, mechanical or
electronic, but a systematic, disciplined, collaborative approach to a chosen
object” (Hassan, 1978, p. 789). As it is aimed at combining the mind and
technology, it may be called intellectual technology. The human mind
imagined and designed it; now, technology empowers it. These imaginations
and designs are transmitted to “us”, and we modify ourselves. Especially
doctors, engineers, mystics and executives are the main characters who help
this transmission. During this utopic process, global issues such as poverty,
pollution, overpopulation, the shortage of energy, rampant torture and
terrorism are at the door as dystopic catastrophes. Each will have conflict
with human biology and create changes in themselves. Biologist Huxley’s
Brave New World (1932) and George Orwell’s 1984 (1949) introduce the
dystopian world, while the utopian world introduces technological advances
or powerful humankind on another planet.

In Brave New World: Essays, on Aldous Huxley’s book, Angelo Arciero
mentions the life in the imagination of Huxley in Brave New World; he
is totally opposite of aseptic existence as a scientific criterion. The society
is new, yet offensive class divisions and pervasive advertising are there,
and they are enough to be away from an optimistic community (Izzo &
Kirkpatrick, 2014). Julian Huxley was the first person who pronounced
the word “transhumanism” in 1957. He encouraged the development
and combination of human biology and genetics (Bekil Cakmak, 2019).
Transhumanist perspectives represent a pseudoscience in real science fields.
The postmodern definition of the humanistic approach goes beyond limited
biological existence through technology, and it combines both technology
and human. It is a technological utopia, the land or the island where human
beings hope to live in peace, and it is a term created by the 16th-century man
Thomas More. Each part of a republic, such as social structure, geographical
issues, religious situations, transportation, and the structure of a government,
are thought by More. His main idea is to create a perfect place where people
are independent from any kind of enslavement (More, 1762).

Book I and Book II of Utgpia explain ideal human relationships and
statesmen, nature, sense as the common ground, virtue and pleasure of the
virtuous mind (Escobar et al., 2024). When the transhumanist dream comes
true, supporters of this idea and technologically produced subject producers
would have welfare in any field of their lives. Yet, utopian aspirations
started to turn into dystopian realities. Contemporary life demands aiming
to reconstruct the past with an invented present to produce a future or the
world of fantasy (Greene, 2011). It may be a similar idea to the recreation
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of Greek humanism in the age of the Renaissance. Especially the struggles
for the destruction of human independence. As it is mentioned above,
George Orwell’s Animal Farm (1945) and 1984 (1949) are literary narrative
presentations of the dystopian notions in terms of how human hopes change
into conflicts of interest and management analysis of both national and
international thoughts (Greene, 2011).

Pat Wheeler (2005) mentions the depiction of dystopia through
Foucauldian and Lacanian approaches. By forcing the individual to be
controlled by the government (power), their social lives, familial lives and
psychology are controlled by a mechanism. Thus, the individual becomes a
subject of the principle part by leaving private life to that power. This has the
implication of the futuristic anxieties of the community and the individual.
It is very similar to M. Foucault’s panopticon gaze. The observation through
a strict control of the system makes the one move and think together, and it
creates mentally disabled individuals in separated groups. Their utopic lands
are specially created and controlled areas such as schools, hospitals, prisons
and the military. While creating a social order, the controlling mechanism
also brings a social degeneration of the society and the individual. Economic,
racial and class inequalities are emerging from this degeneration (Wheeler,
2005). A transformation from urbanism into a new form of urban and
suburban life is created by dystopia. In this context, the genres of science
fiction and cinematography are combined in the dystopian movies Blade
Runner (1982) and Blade Runner 2049 (2017) as current threats of the
tuture. While utopian perspectives anticipate technological advancements,
dystopic perspectives present those eventuated limits of the individuals.

In the movies, it is aimed to overcome the limitations by destroying
the ‘anxieties’ (replicas), and searching for an atmosphere without them
is the target. As such, technology alienates the ones from the society and
manipulates the ideals while enabling humans to go further. The limit is
the technology’s facilities (Suljic, Oztiirk, 2013). Thus, a human becomes
a limited technology user that is controlled by its system. The futuristic
perspective of the one is limited. Its aim is to be against the futuristic hopes
of utopia, and it builds a dystopic construction.

Science fiction in literature and cinematography has been usually perceived
as a genre which either exposes the dangers of growing technology and its
effects on mankind, usually in an apocalyptic setting, or which foresees an
expansion of humankind into the Universe and possible encounters with
other forms of life (Suljic & Oztiirk, 2013, p.205).



44 | The Evolution of Dystopian Universe in Cinema: Blade Runner (1982) and Blade Runner 2049

As Vesna Suljic and A. Serdar Oztiirk mentioned in the article Utopin and
Dystopia in Literature and Cinema (2013), science fiction presents an image
of war in which humans always have a conflict with a totalitarian elite that
has control over both technology and individual freedom. Technological
improvement cannot be seen as a positive situation, as technology creates a
negative evolution in human life, such as a lack of communication, losing
ethical values and having an integration with the technology itself. More than
the social relations of humans, in fact technology or sci-fi movies especially
address taking over the control of the human himself.

Blade Runner (1982) and Blade Runner 2049 (2017)

In the dystopian movies Blade Runner (1982) and Blade Runner 2049
(2017), the characters of the movies know that they are in a dystopic reality,
and their aim is to move back to their previous peace-lands: Utopia. Their
task is to escape from all the dystopic elements. Yet, they create dystopic
chaos throughout the movies as well. Suljic and Oztiirk mentionthis escape
as “the battle of the real against the artificial” (Suljic and Oztiirk, 2013,
p-212). [...] the machines took over and found that all the energy they
need is generated by a human body. For that reason, human beings were no
longer born, but grown by machines” (Suljic & Oztiirk, p.2013, p.213). It
stresses that the need is biological energy to continue producing intellectual
energy to upload to the machines. Their fight is on to get control of each
other and have authority over everyone. Yet, the creation of utopias with
human-like machines results in the survival of them on dystopic lands.
Appointed officers are given duties to kill or ‘retire’ those machines, as they
do not obey humans but instead serve for humans.

1982 production Blade Runner presents the subject of the technological
future of the United States of America. 2019 is the target year, and humanity
has already achieved its utopia. Yet, its results start to have the shape of a
dystopic land. It starts with an appearance of a world having no colourful or
green world; everything is grey or colourless. The colourisation is created
with artificial phosphoric lighting. They symbolise that the atmosphere is
created forcibly, not naturally. TYRELL CORP is the technological base. It
can be named as a panopticon hospital, military or prison. The controlling
land provides robotic and mechanical improvements which control the lives
and thoughts of humans and other human-like robots. They even control the
emotional responses of the replicas. Mr Holden asks whether replicas help
the robots when they get upside down. He also asks about the memories
related to a mother, and a replica shoots him. Their land, or the dystopia, is
like a far-east country; the land of replicas is so crowded that the flying cars
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in the sky are like ordinary life vehicles. The place they go is at the top of
a very large and high building, which has many floors. Bryant is a specific
example of an individual who is not happy to visit that high dystopic land,
as he is bored of killing those enemy robots.

“[...] Blade Runner (1982) is a $ 30 million film noir dystopia, directed
by Ridley Scott [...]” (Williams, 1988, p.384). The movie is adapted from
Philip K. Dick’s novel Do Androids Dream of Electric Sheep? (1968); the
upmost technological nuclear research causes a firestorm, and the survivors
of it start to settle in ‘off-world” colonies, employing replicas as their slaves.

The conflict between human and robot starts at that point. Machines or
robots do not want to obey human beings anymore, although they seem
human, and they have uploaded humanistic characteristics progressively.
They have a security risk towards the people whom they serve. The return of
four replicas aims to have them find their creator and make their lives longer.
Although Deckard, the responsible officer, is asked to retire these replicas,
he falls in love with one of them: Rachel. She is one of the four Nexus 6
types, and she is uploaded with Tyrell’s dead niece’s memories (Williams,
1988). Although she is a replica, Deckard and Rachel escape from there
to be together. It is the point that a machine is not like a human; she is
very close to the humanistic characteristics. It gives the impression that the
future will be the witness of biotechnical robots and their descendants from
a human and a machine. While comparing to Blade Runner (1982), human
beings’ nature observation and their technological innovations seem to be
realised in Blade Runner 2049 (2017). In the beginning of the 20th century,
the term ‘biomimicry’ emerges, which provides improvements in science and
technology. Its focal point is nature and organisms such as animals’, trees’
or insects’ biological structures. It is a transfer process between technology
and biology to create the biological process, as their adaptation is called
biotechnology. Snakes are the specific examples, as they are the inspiration
for robots being able to work in narrow and harsh spaces (Tezel Ersanl &
Ersanli, 2023).

As a film noir, the Blade Runner movies present biomimicry and
biotechnology in a dark, gloomy and unpromising atmosphere with wild,
nervous and rebellious replicas. They are inspired by the biological structure
of humans and produced as clones of human beings. Yet, their productive
structure, unlike the amnesic feature of humankind, updates itself to destroy
their role models. Hopelessness, uneasiness and the absence of happiness are
clearly defined and conveyed to the audience through the fight scenes of the
two movies. Especially the eyes of replicas are the first elements implying
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these negative situations, as they are the only organs to differentiate a robot
and a human. Dystopic elements start to be seen in their detailed situation
analysis. The idea of ‘nature’ is not, as we assume, green nature. There is
only a fight for survival between two sides: robots and humans.

The aim is to make the robots serve for humans by improving their
emotions, such as love, hate, and fear. Now, there is only fear and hate. Tyrell
Company checks these hatred-filled robots to see whether they are real or
not replicas. They are always checked through biotechnological tests. They
are uploaded with various aspects, from technological to philosophical ones,
and it is all a humanistic issue that the robots have learnt and internalised
them. Pris says to Sebastian, “I think, Sebastian, therefore, I am,” and Roy
asks for the reason for this situation. J. F. cannot hold a boiled egg, while
Pris can. He says that he does not know anything about biomechanics. Roy
implies this as J. F.’s, and he continues doing that situation. They have obeyed
humans and served for them. Robots are aware that they are produced, and
their own dystopic ‘end’ is threatening them. When they become aware of
their limited life span, they start to rebel against humans and their creator,
as they want to live longer than four years. The most significant explanation
is that their cell’s mutation creates colonies that are backward evolved. Roy
doesn’t accept this biotechnological explanation and kills J. F. by breaking
his neck. The robots are created as well as human brain and body capability.
The mutation process carries a broken DNA chain. Therefore, it is almost
impossible to create robots that live longer, and it becomes a subject of
biological information in the context of gene transfer.

The movie includes the anxiety of the robots to be killed, and they are
in a ‘future world’ that has improved technology in Blade Runner 2049. Its
replicas are the human-made bio-energetic designs living on an off-world
land. Their improved power makes them ideal servants of today. Yet, after a
while, they start to rebel against human rulers. Their production has stopped.
When the ecosystem is collapsed and destroyed, Tyrell Company goes
bankrupt. On the other hand, the search for artificial farming has stopped
famine on their land. It is the question of what caused the artificial farming.
In Blade Runner 2049, descendants of Nexus 6 — the newer generation — or
the biotechnologically produced Nexus 8 have managed to stay alive in this
famine. Their antagonistic characteristics as rebellious made an apocalyptic
atmosphere for the new generation after Nexus 6 types. The setting is ‘the
tuture’; especially the threat is that there is no hopeful environment for a
healthy and welfare planet for people. The technology created its own utopia.
However, wrong programming and management brought its own dystopia.
It is a kind of world in which robots start to rule people. They want humans
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to be more like themselves than thinking and reasoning individuals. In Blade
Runner 2049 (2017), the dystopic presentation begins with greenhouse-
like places in which worms are grown, as there is not enough food to feed
humans themselves. The future of the deteriorating world, or dystopia, is
being watched by an eye, as it is in the beginning of the movie. Officer
K, the main character of the movie, thought that he had been the son of
R. Deckard as a combination of replica Rachel and human Deckard. Yet,
towards the end of the movie, it is explained that Deckard has a daughter.
It presents that dystopic world where biotechnological breeding is possible,
and to control the human population, it is possible to stop reproduction or
breeding. When it is needed, there is an option to produce a hybrid gene as
areplica. In the last scene of the movie, Roy has a tirade: “You, the people...
I saw anything you can’t believe.” Gaft has another sentence: “It is bad that
she will not live. Who will live?” It is the issue of having a strict line between
human (you) and robots (I). It has not been blurred yet. It is still a sharp line
in terms of comprehending the idea of a replica. Another issue is that there is
a hopelessness in terms of not reaching immortality. It is not certain whether
it will be achieved or not. It may be answered one generation later. Because
Roy commits suicide as if he were a human, and Gaft is not hopeful about
living longer, as their lifespan is limited to four years. This dystopic change
makes the people yearn for a utopic world to live longer and in welfare.

The paradoxical part is whether it is a war between replicas and humans
or only between replicas. The end of Blade Runner (1982) presents the
officer Deckard as a human. Yet, the beginning of Blade Runner 2049
(2017) presents the officer as a replica because Molanta asks the officer,
“What kind of feeling is it to kill the same kind as yourself? In addition,
they compare older and newer types while fighting. It is both a futuristic
and dystopic anxiety presenting an unclear situation. As such, population,
globalisation, climate change, technology and its combination with biology
create different problems for the future. Dense population creates famine:
food, health, place and especially economical up and downs will be the
subjects of that famine. People try to have a well-fared area for themselves.
However, when the needs start to decline or disappear, people start to have
artificial forms of them to fill the gaps of the needs. In the movie, K has an
artificial lover supplied by the company LAPD. It is possible to get ‘artificial’
needs from this company, such as a lover, a servant or a baby. Because, in
Blade Runner 2049, the N2FAA52318 numbered replica had a pregnancy
and gave birth ‘artificially’. This technological company on their ‘dystopic’
land supplies the needs. It is dystopic because after a while, to control robots/
replicas becomes very difticult, as they are systematic in routing themselves,
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unlike biological human capacity, which is unrenewable. The replica’s birth
is also from youth, unlike the babyhood of human beings. In the movie,
a clay-covered new-born baby (young) replica comes out of a plastic-like
packet from the top of the room, unlike a mother’s womb. It is Nexus 9; it
is not born, in fact, it is replicated, and its aim will not be to be a servant;
they will be obedient civilisation members. Their creators (LAPD-WCTC)
are aware of the waste and salty and useless land. He says that ‘he could not
reproduce them, but there could be millions and trillions. They could storm
Eden, and they could take her. It is not a Paradise Lost, but it is a Child
Lost: a generation lost and a future lost. The weak point is that robots are
produced to catch immortality; however, their limited life span does not let
them achieve their duty. Even though they have delicacy in terms of health,
Anna, the young lady, has a compromised immune system, and she lives
in a bell jar by creating her own utopia and taking the photos of the green
artificial life in it. K wonders whether it is a fiction or real life that she lives
in. It is a “fiction in fiction’. Especially, no one knows where they are, who
they are, and what they are in. In the fictional or artificial life, it is the place
where people want to be. This is their utopia integrated by biotechnological
equipment and circumstances. They produce everything they want to see and
have. K cannot believe his memories when he finds the hobbyhorse because
everyone and everything are uploaded with roles in their lives. Thus, it is
possible to upload artificial memories. He starts to search for his own child
through his hobbyhorse, through his memories. He thought that he was the
son of Deckard and Rachel. Yet, he learns that Rachel had a daughter. In
addition, they are grouped as Freysa and her team to protect K from being
retired. When he finds Deckard, he has a way with him towards ‘off-world’.
Firstly, he thought that he was his son. However, through his meticulous

bl

search, he finds Deckard’s own daughter, ‘Ana’.

In the movies Blade Runner (1982) and Blade Runner 2049 (2017),
dystopia is presented as an unlucky conversion of utopic conditions socially,
politically and systematically. Like the Foucauldian panopticon gaze, there
is a controlling management in societies. The forcing and harsh conditions
of that management make the societies turn into a chaos, as it is in George
Orwell’s 1984 and Animal Farm. A well-conditioned system starts to change
into a restricted and controlled one. The individual is limited to dehumanised
conditions, and their social bonds are not as strong as they were before.

The technology and defence industry created by humankind has not only
developed the utopian aspects of technology but has also brought with it
dystopian aspects. The constant updating of technology created by humans
has gone far beyond human capabilities, leading to its own destruction.
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While computers or robots replacing human labour are the most innocent
examples, nuclear bombs are the most extreme examples and tools of
this phenomenon. A bomb launched to a location kilometre away using
coordinate calculations is a concrete example of this.

In terms of biology — biotechnology and transhumanism — cloning and
research for enhancing the current capacity in genetics or altering the human
capacity in ameliorating illnesses are done with the help of biomedicine. It
is that the alteration of the capacity, ingredients and way of using the drugs
produced for an ageless generation. Yet, dystopic dimensions of the utopic
dreams come true in terms of deteriorating human life and creating a battle
between humans and replicas.

As science fiction movies, Blade Runner (1982) and Blade Runner 2049
(2017) present the change of utopias into dystopias. Their subject is to
reveal that there is no ideal society or politics- and technology-based lands
or worlds. It is usual to meet chaos, fights and hunger as the results of these
problems; it is also possible to meet illnesses, disasters and revolutions based
on class discrimination (Serttag, 2018).

The television, as a mass communication tool that presents recent
historical works most easily and can reach millions of people at the same
time, can clearly present this situation both visually and audibly to both
the conscious and the subconscious. If we consider that the same work is
watched repeatedly, it can be understood that it appeals to an incredible
audience. Therefore, we can say that the most definitive “transhumanist” of
recent history, as indicated by Nietzsche’s quote at the beginning, creates
his own sacred figure while refusing to accept any yoke upon himself and
aims to become immortal like a god by merging man and machine (Bekil
Cakmak, et al., 2019).

Blade Runner (1982) and Blade Runner 2049 (2017), two serial movies
that predict the future according to their own period and years and even
present it in the right sense, are science fiction movies in which reality and
artifice are intertwined, and this is almost never understood. In the movies,
they are cinematic tools that can convey to the audience how the utopia with
technological infrastructure that transhumanism wants to realise turns into
a dystopia over time without resorting to visual elements in the past or the
organic world.

Conclusion

Blade Runner (1982) and Blade Runner 2049 (2017), two serial movies
that predict the future according to their own period and years and even
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present it in the right sense, are science fiction movies in which reality and
artifice are intertwined, and this is almost never understood. In the movies,
they are cinematic tools that can convey to the audience how the utopia with
technological infrastructure that transhumanism wants to realise turns into
a dystopia over time without resorting to visual elements in the past or the
organic world.

Blade Runner (1982) and Blade Runner 2049 (2017) handle a complex
relationship between humans and technology deeply. Both movies depict
how biotechnology changes human life and brings forward the existential
questions. Blade Runner (1982) questions what human life is while
artificial intelligence handles the conflicts of humans and replicas created by
biotechnology. As the robots imitate human emotions and experiences, it
makes humans question the soft line between humanity and artificiality. Blade
Runner 2049 (2017) presents that those lines are being blurred between two
sides. A challenging experience is presented to the audience by featuring the
effects and ethical issues of biotechnology in a dystopic world. A basis is also
provided for seeing how much humans may change with the technological
improvements, and it brings a responsibility brought by the change. The
movies are analysed not only in terms of individual level but also in terms
of social structures to foresee the tension between the biological identity
and the technology. As such, biotechnology evolves into a newer world,
and humanity becomes a more complex structure. Duplicable identities
and genetic engineering shake human relations and social dynamics. ‘K’s’
perception of existentialism suggests specific questions about individuality
and the nature of identity. In this context, the movies present a deep criticism
of ethical issues about the integration of humans and technology and the
evolution of human nature. While questioning the effects of biotechnology
on humanity, the situation brings the dark sides of a dystopic future as well.
It creates an awareness of humanity’s future, opportunities and threats of
biotechnology. As the world becomes a science fictional screen in terms of
presenting human life, there is a big transformation into a technologically
integrated life. This process makes the life and the individual more universal
than locational and traditional. That is a universal human and humanism.
In this context, cinema, the sector, reflects the human and his life on the
whiteboard as a conveyor. Its aim is to reflect that combined perception of
humanism. That conveyor’s tool is science-fiction movies. Through sci-fi
movies, the future and the biology of humans become a combination of the
two. Blade Runner (1982) and Blade Runner 2049 (2017) present the social
and technological conversion of a human utopia into a dystopia through
biotechnological perspective of very human.
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Blade Runner (1982) and Blade Runner 2049 (2017) handle a complex
relationship between humans and technology deeply. Both movies depict
how biotechnology changes human life and brings forward the existential
questions. Blade Runner (1982) questions what human life is while
artificial intelligence handles the conflicts of humans and replicas created by
biotechnology. As the robots imitate human emotions and experiences, it
makes humans question the soft line between humanity and artificiality. Blade
Runner 2049 (2017) presents that those lines are being blurred between two
sides. A challenging experience is presented to the audience by featuring the
effects and ethical issues of biotechnology in a dystopic world. A basis is also
provided for seeing how much humans may change with the technological
improvements, and it brings a responsibility brought by the change. The
movies are analysed not only in terms of individual level but also in terms
of social structures to foresee the tension between the biological identity
and the technology. As such, biotechnology evolves into a newer world,
and humanity becomes a more complex structure. Duplicable identities
and genetic engineering shake human relations and social dynamics. ‘K’s’
perception of existentialism suggests specific questions about individuality
and the nature of identity. In this context, the movies present a deep criticism
of ethical issues about the integration of humans and technology and the
evolution of human nature. While questioning the effects of biotechnology
on humanity, the situation brings the dark sides of a dystopic future as well.
It creates an awareness of humanity’s future, opportunities and threats of
biotechnology. As the world becomes a science fictional screen in terms of
presenting human life, there is a big transformation into a technologically
integrated life. This process makes the life and the individual more universal
than locational and traditional. That is a universal human and humanism.
In this context, cinema, the sector, reflects the human and his life on the
whiteboard as a conveyor. Its aim is to reflect that combined perception of
humanism. That conveyor’s tool is science-fiction movies. Through sci-fi
movies, the future and the biology of humans become a combination of the
two. Blade Runner (1982) and Blade Runner 2049 (2017) present the social
and technological conversion of a human utopia into a dystopia through
biotechnology a real human perspective.
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Le Magasin Des Suicides: Dystopie, Critique
Sociale Et Emergence De L’esporr
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Sibel Neriman Yilmaz?

Abstract

Film d’animation basé sur le roman éponyme de Jean Teulé, Le Magasin
des Suicides nous plonge dans un univers sombre et mélancolique pour
nous faire découvrir son idéologie sous-jacente qui est celle de Péclosion de
Pespoir méme dans les moments les plus inespérés. Nous retrouvons dans
ce film d’animation les traits dystopiques qui tentent de nous faire réfléchir
sur la condition humaine. A travers une approche esthétique, symbolique et
sociologique, nous analysons dans cet article les themes qui dominent ainsi
que la portée significative des messages dissimulés. En effet, a la croisée de
la dystopie et du cinéma d’animation, cette étude tente une relecture pour
mieux comprendre ses caractéristiques sociologiques. En effet, émanant
d’une méthode analytique heuristique ayant pour technique la thématique
nous escomptons voir de plus pres dans Le Magasin des Suicides ce que
les éléments dystopiques tentent de nous faire comprendre et quelles sont
les critiques formulées. Ainsi, cette analyse pourrait permettre de mieux
rendre compte des dérives visibles de la société et les solutions proposées
pour y remédier. Cet article porte la particularité d’étre une étude portant
sur les éléments dystopiques dans Le Magasin des Suicides permettant une
focalisation jusqu’ici inexploitée. Il permet, cela dit, d’adopter une perspective
qui pourrait enrichir les futures études sur les films d’animations dystopiques
et a enrichir les études francophones sur cette ceuvre encore peu exploitée.
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Réflexion préliminaire sur PPutopie et la dystopie

L’utopie s’institue dans sa forme moderne dans la littérature avec
L°Utopie (1516) de Thomas More, et nous projette selon Atasoy (2020)
dans un monde fictif qui exprime I'idée de Iespoir maintenu méme dans
les moments les plus sombres, et démontre 'importance de la persévérance
afin d’atteindre un idéal avec I'aide d’un esprit critique. Elle abrite en soi la
volonté de critiquer certains aspects de la société pour la rendre meilleure.
La dystopie a 'image de 'utopie permet elle aussi au lecteur ou au spectateur
de se projeter dans une société fictive qui puise ses éléments dans la sienne
et lui permet également de constater les dérives présentées et d’en apporter
ses propres jugements mais opere, elle, avec une image volontairement
assombrie. Selon Atallah (2011) : « [...] T'utopie et la dystopie sont des
régimes de discours qui octroient au lecteur la chance de penser la société a
partir de laquelle la Cité parfaite a été inventée (miroir heuristique) ez de s’y
rapporter différemment en bénéficiant de Pinterprétation qui en a été faite
par Pauteur (miroir herméneutique). En d’autres mots: en conjecturant un
¢tat social alternatif évoquant, sur le mode du négatif photographique, la
société dans laquelle évolue Pauteur, I'utopie et la dystopie créent un espace
de liberté qui peut étre investi intellectuellement par le lecteur » (Atallah,
2011). Le lecteur a donc la possibilité d’apporter ses propres résolutions
agencées a celles que Pauteur tente de mettre en valeur. En effet, selon
Guillin et Barbé (2020), « Les utopies et dystopies sont des discours destinés
a susciter la réflexion. Les unes en dénongant le réel, les autres en montrant
les failles de celui-ci par le biais de virtuels possibles » (Guillin & Barbé,
2020 :4) Comme mentionné, les dystopies tentent en effet de mettre en
relief les failles qui peuvent émerger dans une société a Iétat actuel. Ainsi,
les dysfonctionnements sont mis a vu de tous pour permettre d’en prendre
connaissance et dans I’éventuelle possibilité¢ de tenter d’y remédier. Nous
pouvons alors rejoindre I'idée d’Atallah (2011) qui annonce que les dystopies
ne peuvent étre considérées comme des anti-utopies, puisqu’ils répondent a
Pappelle de la réflexion.

Selon Guertin, (1999) « L’utopie comme la dystopie peuvent étre
considérées comme des contreparties a la réalité existante; leur fonction
subversive s’applique davantage au devenir de la société existante; alors que
P'une la souhaite autre Pappréhende avec crainte. Clest le futur possible
de la réalité¢ existante, d’une réalité en transformation vers I'utopie, qui est
dénoncée par les dystopies. » (Guertin, 1999 : 220).

En utilisant la méthode de la subversion et la contestation, la dystopie et
'utopie tentent donc de remédier par la mise a nu aux dysfonctionnements
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d’une structure interne d’une société. « Projetant une situation présente dans
un futur imaginable, proche, réalisable et avec une valeur d’avertissement
pour le lecteur, les récits dystopiques vont se nourrir des événements
historiques, économiques et politiques majeurs du XXe siecle » (Guillin &
Barbé, 2020 :5). Les dystopies se servent donc des éléments présents dans
une société pour tenter d’avertir le lecteur ou le spectateur.

Selon Atasoy (2020) la dystopie est une forme tres convoitée de nos
jours. Il existe un épanchement pour la dystopie qui reflete parfaitement
le désenchantement régnant. Elles suscitent Pintérét puisqu’elles d’appuient
plus concretement sur la réalité postmoderne et elles permettent d’attirer
Pattention sur les problemes existants. Nous pouvons alors dire que les
dystopies font office de critique et de mise en garde. Elles peignent en effet
une image potentielle de 'ordre établi. Elles peuvent alors étre prises comme
un avertissement. Elles s’appuient sur la réalité sociale qui permet sa création
et ne s’éloignent donc pas de celle-ci. Dong, les dystopies sont des tableaux
qui font office de mise en garde et s’efforcent de refléter un danger potentiel
en sappuyant sur les dysfonctionnements existants dans la société et en les
grossissants volontairement.

En peignant une société noircie voire apocalyptique, les dystopies jouent
en effet sur le grossissement pour cette mise en relief.

Atasoy (2020) ajoute aussi que les dystopies mettent en scene en général
soit des personnages en rivalité avec le systeme dans lequel ils sont intégrés.
Il s’agit alors d’un dicta qui tentera de Passimiler pour le rendre identique et
« normal » et voir de le punir, soit des personnages qui sont mis en dehors
de la société faute de ne pas su s’intégrer.

Selon Avcr (2021) les dystopies et les utopies se rejoignent sur le fait
que tous les deux tentent de créer des lieux qui n’existent pas dans la réalité.
Avcr se joint aussi I'idée d’Atasoy (2020) qui affirmait que les dystopies
commencent a connaitre un intérét recrudescent a partir de I’ére moderne et
cela par le fait qu’elles sont plus aptes a montrer les dérives de cette ¢re sur
les Hommes.

Pour Celik (2015) les dystopies sont en effet des fictions qui peuvent
étre comprises comme des avertissements contre certaines tendances
modernes. Elles dépeignent des systemes qui tentent de canaliser un seul
type d’Homme et excluent ceux qui ne sont pas similaires. Selon ses propos :
« La littérature dystopique, a 'origine un genre de divertissement axé sur la
fiction fantastique, a progressivement évolué vers un genre mettant I'accent
sur d’'importantes questions sociales et politiques. Le roman est devenu un
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médium intellectuel distinctif ou Pinteraction entre la structure sociale, la
technologie et les conceptions intellectuelles est abordée a travers des théories
scientifiques. Ces romans explorent les mécanismes de surveillance qui se
développent sous le capitalisme et le totalitarisme, la division des classes,
la corporatisation, la création de réalités fictives, la perte de mémoire, la
paranoia, la propagande, la domination des machines, la pollution écologique,
les épidémies, les expériences génétiques aux conséquences inattendues et les
sociétés isolées » (Celik, 2015 : 63)3.

Le caractere totalitaire dans les dystopies est donc mis en évidence pour
en montrer les méfaits. Selon Guertin, (1999) « Il s’agit de démasquer la
perfection superficielle et trompeuse de 'organisation utopique. De ce point
de vue, la dystopie nous présente le processus de perfection de I'intégration
sociale un peu comme P'image d’un chandail avec une maille rompue qui
vient altérer sa beauté et sur laquelle il suffit de tirer pour défaire toutes les
autres mailles » (Guertin, 1999 : 211-212).

Ainsi nous pouvons dire que les dystopies représentent des images d’une
société dont les traits ont été volontairement noircis et grossis pour faire
¢éventuellement office de mise en garde et faire visualiser les éventuelles
dérives dues aux dysfonctionnements présents. Elles mettent en scéne en
général des personnages qui sont victimes d’une force majeure normative qui
tente de les garder dans le moule social et représente une force oppressante.
L amplification des problemes existants et la contestation face a ces forces
oppressantes sont alors les deux mots clés majeurs qui sont présents dans les
dystopies.

Nous envisageons a partir de ces réflexions, d’analyser Le magasin des
suicides, film d’animation basé sur le roman éponyme de Jean Teulé, pour
essayer de comprendre quelle est la contestation présente et quels sont les
traits soulignés qui permettent de mettre en place une réflexion sur la société
actuelle. En essayant de mettre en commun ses ¢léments significatifs avec les
caractéristiques du genre dystopique nous serons alors en mesure d’arriver
a une meilleure compréhension de sa finalité. Pour cela nous escomptons

3 «Ortaya ¢iktig1 donemde fantastik kurgularin islendigi eglence amagh bir tiir olan distopik
edebiyat eserleri giderek 6nemli sosyal ve siyasal konulara vurgu yapan bir tiire doniigmiistiir.
Romanlar, toplumsal yapinin, teknoloji ve diiglinsel tasarimlarla etkilegiminin bilimsel
kuramlarla tartisldigr kendine 6zgii bir diistince ortami haline gelmistir. Bu romanlarda
kapitalizm ve totaliterizm altinda gelisen gozetim mekanizmalari, siiflagma, sirketlesme,
kurmaca gergekliklerin olugturulmasi, hafiza kaybi, paranoya, propaganda, makinelerin
hakimiyeti, ekolojik kirlenme, salgin hastaliklar, beklenmeyen sonuglariyla genetik deneyler ve
izole toplum temalar1 kullanilmaktadir.»
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faire la thématique de Pceuvre pour mieux cerner les themes majeurs qui
jalonnent le film.

Analyse des elements dystopiques du film
La ville dystopique : atmosphere de grisaille et désespoir

Le Magasin des Suicides réalisé par Patrice Leconte en 2012, s’appuie sur
le roman éponyme de Jean Teulé. Il met en scene une société en proie a
la dépression et des humains qui tentent de se suicider pour échapper aux
conditions déplorables présentes dans cette société.

L’animation s’ouvre sur un plan ol nous apercevons un pigeon qui
survole la ville. La musique qui accompagne ce survol qui a pour titre :
C’est ln joie apparait en totale contradiction avec les images qui s’ouvrent
au fur a mesure. En effet, il y a une mise en relief de la contradiction des le
début : la musique contraste avec 'ambiance dépressive de la ville désertique
et grise. Méme l'oiseau se trouve dans une grande dépression qui le pousse
a se suicider. Nous avons donc par cette occasion Popportunité d’admirer
ambiance de la ville. Nous apercevons ainsi quil s’agit d’une ville qui
demeure déshumanisée avec une atmosphere de dépression ambiante.

Cette grisaille qui domine sur toute la ville participe a I’élaboration
d’un cadre dystopique. Cette ville, a Papparence morne, renforcée par une
palette de couleurs ternes, permet des le début d’instaurer une ambiance
dystopique. Ce décor urbain est parsemé de codes visuels qui participent
a la construction d’une atmosphere de désolation. Drailleurs, les panneaux
servent d’indices visuels qui renforcent cet effet. Ils portent des noms
tels que: « nulle part », « rue de la mort », « cimetiere ». Ceux-ci contrastent
avec un autre panneau bien mis en évidence ou P'on peut lire : « la cité du
rire », affichant des personnes attristées et apportant un ton ironique au
film. Le journal intitulé : « joyeux » mais qui affiche des titres comme :
« perte du hahaha », « les frangais ne rient plus » ou bien « cette fois c’est la
crise » apportent également cette touche d’ironie qui accentue Peffet de la
désolation et met en exergue ’hypocrisie dominante. Le mot « crise » est un
code tres récurrent qui apparait et accentue cet effet de désolation.

Cette ville abrite des habitants qui ont perdu tout espoir et volonté de
vivre, et le suicide apparait ainsi comme la seule échappatoire pour fuir
la réalité¢ sordide. Cette ville, ou tout semble dénaturé, est peuplée donc
d’individus qui ont perdu tout gotit a Pexistence. Nous apercevons en effet
des personnes qui ne rient plus, qui n’ont plus espoir de la vie et qui pensent
seulement a la fagon a laquelle ils peuvent mettre fin a leur vie. Ils essaient de
ne rater aucune occasion pour se suicider.
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Institutionnalisation de la mort et marchandisation du suicide

Il s’agit donc de Pexistence d’une société malade, sans espérance. Tous
les codes visuels soutiennent cet état de mal étre. Dans ce climat dystopique
existe une institutionnalisation de la notion de mort. Ainsi, le magasin de
suicide, entretenu par la famille Tuvache, est un commerce familial. La famille
a transformé cet épanchement pour la mort en une occasion de s’enrichir, et
la mort est devenue un produit de consommation anodin. Il y a donc dans
ce magasin toutes sortes de produits, qu’il s’agisse de cordes, de poison,
etc., présentés comme des produits qui attendent les consommateurs. Les
clients ont donc I'occasion de choisir la méthode la mieux adaptée a leur
besoin pour se donner la mort. La gamme de produits tres large c’est 'un
des slogans de la famille qui se réjouit d’avoir plusieurs choix a proposer. Ce
commerce apparait donc comme un quelconque commerce tel une épicerie
de quartier. Le magasin est en contradiction avec toute la grisaille de la
ville puisqu’il est notamment coloré et éclairé. Les produits qui se trouvent
dans le magasin ont été congus pour étre attrayants, méme les poisons sont
dans un distributeur de bonbons et les produits achetés sont vendus dans un
papier cadeau.

Nous pouvons retrouver par-dela le magasin proposant des produits
destinés a donner la mort présentée comme des produits attrayants une
critique sous-jacente du capitalisme ot méme la mort devient un produit
de marchandise. Il y a donc ici une critique de la réification de ’humain,
dont la vie n’a plus de valeur, et ou seul le bénéfice prend le dessus. 11 s’agit
dans le film d’un monde dystopique qui abrite des humains qui n’ont plus
d’empathie ni de volonté de remédier a la situation de détresse environnante.
Le suicide qui semble la seule solution de sortir de la désolation, devient
la source d’un enrichissement possible. Le capital passe devant toutes les
valeurs humaines.

Critique sociale : individualisation et indifférence

Nous nous retrouvons ainsi face a une critique qui pointe du doigt
Pindifférence sociale face aux souffrances individuelles. Ainsi, nous
retrouvons dans le film, dans le tableau dressé, un manque de solidarité
qui apparait entre les personnes. L’individualisation, qui éclate la sphere
sociale et qui pousse les personnes a rester seules, est a son apogée. Nous
retrouvons notamment au début du film un personnage qui essaie de se
suicider en se jetant sous un camion et qui est sauvé a la dernicre minute
par un autre passant, en prétextant qu’il est interdit de se suicider en voie
publique. Le suicidé qui est laissé sur la rue avec une amende mise dans la
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bouche prouve ce désintéressement a la condition humaine. Aussi, la scene
du bus scolaire qui écrase un passant et ne s’arréte pas comme si cela était
anodin, nous montre la normalisation du tragique humain. Ici, Paccent est
mis sur P'isolement social et I'indifférence du systeme. Se plagant dans une
tradition dystopique, le film permet ainsi de réfléchir aux dérives et aux
conséquences de I'individualisation qui mene vers Pisolement social ainsi
que de faire réfléchir sur le capitalisme de 'extréme qui condamne ’humain
a vivre dans un univers régi par les intéréts. Nous pouvons dire alors que
Le Magasin des Suicides se présente comme une satire sociale qui permet de
faire voir les dérives d’'un monde moderne. La mise en profit du désespoir
des hommes n’apparait pas seulement par le biais du magasin de suicide
entretenu par la famille Tuvache mais est illustrée aussi par Pimage des rats
qui se font une joie de voir une personne qui est en marche vers la maison
dans le but de mettre fin a sa vie. La mort de cette personne est alors un
profit et les rats ne se préoccupent que de la finalité et non des raisons qui
poussent cette personne a se suicider. La fin de la vie qui n’a plus de gotit et
qui commence a devenir un fardeau pour cette personne qui longe dans une
grande dépression et qui n’a plus la force de continuer a espérer de sortir de
sa routine forcée, profite aux rats qui attendent avec impatience.

En effet, par-dela les visuels de la désespérance, nous apercevons un
systeme qui pousse les individus a choisir de mettre fin a sa vie comme la seule
solution a leur probleme. Ainsi, le suicide apparait comme une possibilité
envisageable. Cette exagération, qui est une des opérations mises en place par
Pesthétique dystopique, permet par le grossissement de mettre en relief cet
aspect de la société pour amener a un questionnement. Ce questionnement
concerne notamment la perte de sens quant a la vie, Pinauthenticité des
rapports sociaux et la solitude que cela amene en filigrane. Alors, ce miroir
grossissant qui se dote d’un role herméneutique permet de comparer cette
société fictive avec la notre. Par ce grossissement existe donc un souci de
rendre visible les dérives qui sont souvent invisibles au quotidien.

Dans le film, les symboles qui jouent un role fondamental enrichissent
toute la construction de cet univers. Des les premieres minutes, nous sommes
confrontés a un code de couleur qui exerce un pouvoir sur la mise en place
d’un environnement qui traduit Pabsence d’espoir ainsi que la dépression
collective. Le film met en place une esthétique de I'absurde en adoptant
une forme dystopique qui incarne le grotesque et ’humour noir. Dans le
film, les visages déprimés et figés s’inscrivent dans un décor caricatural qui
alimente le désespoir, et ce décor travaille d’orchestre pour construire un
film dystopique. Le Magasin des Suicides se situe donc dans la tradition du
cinéma d’animation dystopique qui se veut volontairement subversive, qui
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détourne les attentes pour porter une charge critique. Nous pouvons dire
que Le Magasin des Suicides oscille aussi entre le grotesque et le burlesque, ou
le tragique se méle avec ironie et appelle le spectateur a décrypter les signes
de cette critique.

L’ironie a en effet une place dominante dans le film. Elle permet de faire
émerger chez le spectateur une double émotion : d’une part, 'adoucissement
d’un événement qui est en soi traumatisant et choquant, et d’autre part,
la compassion face a cette souffrance. La dystopie éveille donc aussi chez
le spectateur Pengagement émotionnel. Le souci esthétique est largement
dépassé puisque le film devient en soi un outil critique qui porte un message
humaniste qui attend d’¢tre compris.

Alan : figure de Pespoir et agent de subversion

La venue d’Alan apparait comme un élément perturbateur dans cette
fiction, puisque c’est a partir de sa naissance qu’un grand espoir est semé
dans tout ce paysage sombre devenu la norme. Ainsi, le film bascule a partir
de sa venue du désespoir vers 'espérance et permet d’interroger la possibilité
d’une autre fagon de vivre.

Cette figure apparait comme une anomalie chez la famille Tuvache.
En effet, Alan, qui est tout le contraire des personnages qui jalonnent la
fiction, est un sujet qui géne, puisque c’est celui qui, a la différence des
autres, sourit et semble heureux de vivre. Son rire est contraire a la norme
existante puisque le monde qui peuple P'environnement n’a plus la joie de
vivre ni I’éventuelle possibilité de sortir de ce cercle dépressif. Alan vient
renverser la mélancolie et le désespoir qui sont devenus la nouvelle forme
d’existence et qui permettent a la famille de gagner de Pargent. Ainsi, le rire
de ce dernier devient un geste de résistance face a cet ordre préétabli. Il ne se
contente pas seulement de sourire, mais il devient le levier idéologique qui
mene a une réflexion sur la maniere de répondre aux souftrances et a la crise.
Il induit alors une réponse face au picge d’un systeme social qui emprisonne
les individus dans un moule contraignant et stérile.

Alors, dans cet univers ou le désespoir devient la normale, Alan, porte
la charge symbolique de la possibilité de transformation. Il est le porteur
d’un discours optimiste alternatif. D’ailleurs tout au long du film nous
apercevons qu’Alan ne se contente pas d’obéir par automatisme aux normes
de comportements sociaux mais tente d’y apporter une réflexion et essaie
de combattre le malheur environnant par une touche d’espoir. Il apporte
alors une réponse alternative dans un milieu ou il serait facile d’accepter
les choses telles quelles sont et de se laisser couler dans la mélancolie et le
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désespoir. Il milite ainsi contre un systeme qui reste totalement indifférent
a la souffrance humaine et qui n’avance plus. Aussi, nous apercevons par
métaphore l'illustration d’un carrefour ou les voitures en boucle semblent
ne plus avancer et tourner dans un cercle infernal. Tout cela reflete par
excellence la situation dans laquelle les personnes demeurent, coincées dans
un systeme qui les enferme dans une routine insupportable et rigide.

En effet, les protagonistes qui apparaissent dans la fiction semblent tous
coincés dans un cercle de vie qui ne leur donne plus d’autres issues et ne
leur permet pas de trouver une solution altérnative autre que de mettre fin
a sa vie. Ils sont dans une « crise » cyclique qui met a Péchec toute tentative
d’échappement. Cette forme de désespoir sans fin est par excellence une
satire sociale caractéristique des films dystopiques qui se servent d’éléments
volontairement a portée négative en exagération pour mieux faire voir notre
propre réalité. En effet, le film amene a se questionner sur notre propre vécu
et temporalité et se demander si notre propre routine n’est-elle pas aussi
contraignante et aliénante que celle qui est visionnée.

La mort banalisée et intégrée au quotidien dans la fiction ne choque
plus et les personnes résignées ne remettent plus en question les raisons qui
amenent tant de désolation. Ils acceptent cette situation sans y réfléchir. Les
figures désenchantées qui déambulent dans le film nous projettent dans un
monde qui est peuplé d’individus qui ont perdu tous les liens affectifs et
¢thiques. Il ne s’agit plus de sujet a proprement parler mais de non-sujets
qui n’ont plus la capacité sensorielle et motrice de vivre pleinement en
interrogeant. Le corps devient I'enveloppe fonctionnelle qui doit étre porté
jusqu’a la mort libératrice d’un avenir non prometteur. Les personnes sont
donc dans les films conditionnés a la souffrance et coincées dans la rigidité
environnante et n’ont plus de volonté a agir dans un monde ou tout semble
condamné. La dystopie apporte donc une vision du monde ot le corps n’est
plus valorisé et les valeurs humaines disparaissent dans un environnement
dominé par le manque de relations humaines. Dans le film I'individualisation
est en effet a son comble et la solitude est une des raisons les plus probantes
menant a la dépression collective. Le manque de solidarité et le manque de
relation semblent les themes les plus soulignés pour refléter la fatalité sociale
qui amene au suicide. Ainsi cette faille sociale est au coeur de 'animation et
constitue donc une mise en garde caractéristique des films dystopiques.

Cette perte d’espoir et 'impossibilité de sortir d’un systeme contraignant
sont les themes qui reviennent fréquemment dans les films dystopiques.
Ainsi, les personnes piégées dans un systeme qui ne leur offre plus d’autres
alternatives et les personnes qui sont contraints d’accepter cette fagon de vivre
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qui devient la norme et n’est plus remis en question sont la caractéristique la
plus dominante qui ressort des films dystopiques. Il existe ainsi une mise en
scene de paysage dysphorique volontairement grossis et mis en relief pour
tracer un aperqu des conséquences possibles d’un avenir probable. La remise
en question est alors rendue possible.

Avec ceci, il existe dans les fictions dystopiques une portée idéologique.
Alan qui défie le systeme ne reconnaissant plus la valeur humaine, ouvre
une breche et apporte une réflexion qui secoue les esprits et les amenent a
adopter une vision alternative. La portée idéologique est alors dans le cas
de cette fiction de porter attention sur la possibilité de ne pas partir perdant
et ne pas avoir peur de remettre en question 'imaginaire collectif’ qui est
forcément dominant et exigeant. Alan qui devient Pagent de subversion
devient la figure déstabilisante mais aussi agissante.

Cependant, Alan incarne aussi la figure qui ne défie pas le systeme par
le conflit, mais par la bienveillance et par I'ouverture a Pautre. Par cette
occasion, il devient I'agent de subversion douce qui propose un changement
non brutal. Nous pouvons dire alors qu’Alan est au coeur de la dystopie et
quil est celui qui incarne I'idée que méme dans les systemes les plus fermés,
il existe une possibilité d’ouverture.

Aussi, Alan qui apparait le seul en couleur dans les scenes teintées de
couleurs sombres est une des techniques de la fiction qui se sert de la palette
de couleur pour renforcer les sentiments dominants. Ainsi, toute la ville qui
apparait en gris et les personnes qui déambulent dans les couleurs sombres
et ternes incarnent la vision mélancolique et le désarroi qui s’empare d’eux
tandis qu’Alan ainsi que les personnes qui ressortent du magasin devenu
créperie, apparaissent sous des couleurs vives et incarnent Pespoir et la joie
de vivre. Nous pouvons dire que les couleurs servent alors a rendre évident
le sentiment dominant et a renforcer la mise en place de ces sentiments.

La transformation : du désespoir a la convivialité

Toute la situation présentée bascule a partir d’une idée d’Alan qui
déclare avoir la solution pour remédier A la situation présente. A partir de
ce moment, nous apercevons les voitures qui étaient jadis coincées dans le
bouchon du carrefour cité commencent a avancer. Il décide donc avec ses
amis de détruire la boutique familiale avec I'aide des hautparleurs placés dans
une voiture modifiée. Avec Paide de cette voiture, il réussit a anéantir la
boutique. L’image des rats qui sont pris de panique a la vue de la voiture
est significative. Ainsi, les rats sont pris pour métaphore d’un systeme qui
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rentabilise la détresse et est fermé contre toute tentative qui pourrait lui
nuire.

La boutique détruite et remplacée par une créperie change ainsi le ton
du film et le Magasin des Suicides devient a partir de ce moment un lieu
de convivialité et prend le nom de : Aux Bons Vivants. Le ton des couleurs
change également, les couleurs deviennent claires et vives. Les fantomes des
personnages suicidés surgissent de terre et expriment la déception de ne pas
avoir su profiter de la vie et exposent le regret d’avoir raté 'occasion de
pouvoir recommencer.

Ainsi, le film est porteur d’un message bienveillant a Pencontre des
personnes qui souffrent de désespoir quant a la vie et ne trouvent aucune
issue pour se libérer d'un cadre normatif oppressant en affirmant qu’il
existe méme dans les situations les plus contraignantes une possibilité de
changement et exprime I'idée ultime que : « la vie vaut toujours mieux que
la mort » (min. 1 :33 :23).

Conclusion : Un message humaniste et optimiste

Le film long métrage d’animation musicale Le Maygasin des Suicides,
adaptation du roman éponyme de Jean Teulé, nous apporte par-dela les
visuels dystopiques d’une ville qui abrite des personnages qui ont perdu gout
a la vie et n’ont plus la moindre ambition pour continuer a vivre, I'indice
d’une éventuelle dérive des sociétés modernes s’appuyant exclusivement
sur le profit financier en délaissant le facteur humain. Par la technique de
Pamplification et de ’humour noir, le film se sert des codes dystopiques
pour exposer un monde en perdition, avec des Hommes n’ayant plus que
le suicide pour sortir de leur quotidien infernal. Cependant, le film met
en scene également un personnage qui bouleverse cet état de désolation
par le simple fait de la bienveillance. I.’animation ne se contente donc pas
seulement de mettre en évidence un monde teinté de négation mais anime
dans les esprits I'espoir d’un changement possible méme dans les cas les plus
improbables. Nous pouvons donc dire quil s’agit ici d’'une dystopie douce,
un médium intellectuel, qui abrite un message humaniste visant a investir
intellectuellement son spectateur.
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Exploring the Utopian Body and Self in

Contemporary Lyrical Poetry
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Abstract

Because of issues such as the economic, climate, and social crisis — along
with the issue of austere regimes — a tendency to reach for utopia is also
common. Starting with Plato’s Republic, human’s strive for the ideal
became prominent in literature with Thomas Moore’s Utopia. Utopia could
be ideal, idyllic, philosophical, or fictional, yet the shifts in of approach in
philosophy and literature, along with other social sciences, the concept of
utopia is still prevailing and universal. While some people prefer to tackle
the hard situations through philosophical debates, some dwell on the human
imagination and creativity. Lyrical poetry alters its addresses and form along
with the other literary genres throughout the literary history. Expressing
one’s feelings and ideas can be carried out through various means, but this
chapter will be investigating how lyrical poetry serves as a ground for poetic
expression and somatic behaviour are transitive. So, it is my aim to approach
some contemporary examples of lyric poetry from the perspective of the
corporeal body and well-being relation. This study will explore the concept
of utopian body in the poems of George Oppen, Louise Gliick, Gregory
Orr, Ersan Yagar Giircan, and Ada Limén, and attempt to analyse how these
poets refer to the utopia in their poems. My examination suggests that while
utopia as an environment can be experienced physically through the body,
the mental perception is also bound to this experience, thereby creating two
planes that are intertwined, which I refer to as ‘somatopia’. The organic plane
of consciousness — the body — is bound to undertake relations with the outer
world, yet it also has the opportunity to turn into the utopic plane to take
refuge and find peace on a plane of consciousness.
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Introduction

The body is a refuge from the outer world which has become, as
many would assert, a dystopia. With a collapsing social sphere, economic
hardships, ecological ruin that humanity contributed a lot to, the immediate
circle of existence has become a burden for the individual. It’s only normal
and acceptable for a human to turn an inward eye and attempt to find peace
of mind and well-being in their own body.

The crude introductory statement, however, should not be taken as an
overgeneralized dreadful statement which sounds like an alarm bell but
rather as a signal to the widespread theme that has been ruling over the
various realms of the media and literature. From steampunk bildungsroman
dystopias to teen rebellion oriented postapocalyptic dystopias, the theme
has caught the attention and admiration of many. Indeed, with issues such
as the economic, climate, and social crisis — along with the issue of austere
regimes — a tendency to reach for utopia is also common. Starting with
Plato’s Republic, human’s strive for the ideal became prominent in literature
with Thomas Moore’s Utopia. However much Plato only drew the outlines
of what an ideal society should be maintained, Moore sent his characters to
Utopia to observe the setting. Utopia could be ideal, idyllic, philosophical,
or fictional, yet the shifts in of approach in philosophy and literature, along
with other social sciences, the concept of utopia is still prevailing and
universal.

Apart from human imagination, what paves the way to creating utopias?
Human imagination, need, desire, want, some subconscious strata, what
we see around, where we live, who we live with? Or is it a permutation of
sorts? At the times of crisis which implies a dystopic setting, where do we
seek refuge? In our mind, in our souls, body? Or do we opt for creating an
abstract plane of utopia to escape the horrors of everyday life? While some
prefer to tackle the hard situations through philosophical debates, some
dwell on the human imagination and creativity. Expressing one’s feelings
and ideas can be carried out through various means, but this chapter will
be investigating how lyrical poetry serves as a ground for poetic expression
and somatic behaviour are transitive. As Culler (2015) states “one of the
major tasks of a poetics of the lyric is the identification of different structures
deployed in addressing and illuminating the world”. Lyrical poetry alters its
addresses and form along with the other literary genres. So, it is my aim to
approach some contemporary examples of lyric poetry from the perspective
of the corporeal body and well-being relation. This study will explore the
concept of utopian body in the poems of George Oppen, Louise Gliick,
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Gregory Orr, Ersan Yagar Giircan, and Ada Limoén, and attempt to analyse
how these poets refer to the utopia in their poems.

On Utopias

As mentioned before, literature on utopia has included a long list of
works. Thomas Moore’s work certainly cemented the place of this kind in
the literary canon; however, there emerged another issue relating -and at the
same time not relating — to utopic thinking: dystopia. Ehre (1991) asserts
that utopia and dystopia designate the human dream of happiness and the
human nightmare of despair when these are assigned a place (topos) in space
or time. “In utopian literature idyll (or panegyric) blends with satire, as
praise of the ideal alternates with, or at least implies, criticism of the real.”
(Ehre, 1991) While utopias may bring about criticism of the reality just as
Jonathan Swift introduced in his novel Gulliver’s Travels, the word alone has
come to adopt the meaning of a purely idyllic place.

Through time and philosophical debate as well as literary representations,
the concept of utopia also underwent changes and gained aspects. Recent
concern about the subject is navigated through different kinds of utopia:
political utopia which is deemed parallel to Ehre’s linking utopia to socio-
political criticism and philosophical utopia which prescribes a desirable
environment for people. We need to distinguish between “political utopia
(which entails a political project)” and the “philosophical utopia (which
implies a utopian attitude) (Vieira, 2017, qtd in Sergent, 2021). Utopic
thinking is often perceived as a reflection of philosophical utopia since a
similar prescribing and defining processes are at work. In this study, I prefer
to approach this philosophical utopia by tying it to a rather ‘earthly’ notion:
the body.

While utopia is widely applied to vast spaces and address large numbers of
people, I prefer to distil the concept into the singular, insular human body. In
other words, I opt to see the body as a space, therefore choose to centre my
approach around the notion “somatopia” as proposed by Marc Chrysanthou
(2002). Nonetheless, Shusterman’s notion “somaesthetics” would be a
more prudent starting stone. Shusterman (2000) defines somaesthetics as
“a discipline that puts the body’s experience and artful refashioning back
into the heart of philosophy as an art of living” and continues as “since we
live, think, and act through our bodies, their study, care, and improvement
should be at the core of philosophy, especially when philosophy is conceived
(as it used to be) as a special way of life, a critical, disciplined care of the
self.” However, Shusterman does not only dwell on the somatic experiences
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and/or exercises one can make, but he also incorporates “spiritual exercise”
into the care of the self. Mind and body, although mostly perceived as two
distinct notions, merge and abolish the duality of their existence. Mansbach
(2016) explains as “the mind and the body are not two different entities or
substances but rather as an indissoluble unity that defines human beings and
governs all of their functions”.

The cognitive properties are not separate from somatic activities.
Therefore, if the mind strives to establish or reach to a personal utopia, the
soma — body — will accompany. That is why, the body, which has its own
aesthetic concern, evolves into a somatopia.

The Body

The aesthetics of the body has been gathering attention in philosophical
studies. As Nicholas Rose (2001) puts it, “selthood has become intrinsically
somatic — ethical practices increasingly take the body as a key site of work
on the self. From official discourses of health promotion through narratives
of the experience of disease and suffering in the mass media, to popular
discourses on dieting and exercise, we see an increasing stress on personal
reconstruction through acting on the body in the name of fitness that is
simultaneously corporeal and psychological.” The somatic properties of the
individual do not remain on the care of the corporeal body, but they are
accompanied by psychological well-being. In the same vein, Heyes (2018)
states that “practices transform our experience of ourselves in ways that
reading theory cannot, but that different practices have difterent effects”. A
healing process that only dwells on contemplative processes does not fully
help the corporeal healing; the body requires somatic activity at the same.

The human body has been and is still seen as not only belonging to a
specific person but also deemed as a component of a greater body that is
often political, thereby making it a political corporeality. “How the body is
both shaped by power and employed as an instrument to maintain it, how
bodily norms of health and beauty, and even the most basic categories of sex
and gender, are constructed to reflect and sustain social forces.” (Shusterman,
2000) This is a reference to how people’s bodies were perceived biopolitically
as part of a greater body that is usually called population. While biopolitics
as a discipline embraced the idea to urge individuals’ life into a what seems
to be a decent life in itself, the individual is still perceived as unit in the
greater body. However, what I choose to bring into the spotlight is that the
encapsulating notion of biopolitics, while it somehow proposes a utopia, is
an enabling ground for personal utopia to be accomplished. Therefore, it is
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safe to say that somatopia suggests a direction from biopolitical existence to
a more individualistic somatopic understanding. Similarly, Heyes (2007)
asserts that “[sovereign power| operates on the population and on the body,
fostering techniques of control, intervention, and regulation often presented
as working to mutual benefit. Disciplinary power is constitutive of the
subject rather than external to it; it creates — rather than being imposed
upon — types of individual”. Since each individual is unique, the somatic
experience and perception of the world are also unique. “Our bodies are
the medium through which we engage the world and are recognized by
others as subjects, and in this respect embodiment is central to our human
experiences.” (Heyes, 2007)

My concern in this chapter is to focus on the relationship between the
soma and the soul, thereby crystallizing the immediate relationship between
the corporeal and the conscious to pave the way to individual utopias. While
Richard Shusterman focuses on the concept of somaesthetic to refer to this
relationship, I would rather work through the term somatopia to have a more
precise reference to the contact and exchange between the body and what
seems to be a more philosophical notion that is utopia. The starting point
of this exchange is the bodily experience which builds up to the emotional
state of the individual. However, external factors are the triggers in this
chain reaction. “[To understand] how multiple factors come together to
form experience, be it emotion, bodily activity, or global stock markets” one
has to engage in several kinds of spheres. “Thinking about relations rather
than substances is a subtle yet important shift in analysis. Power can then be
thought of as firstly, a product of localised bodily activity, and secondly, as
a relational force.” (Tucker, 2011)

Plethora of body wellness activities are focusing on the carnal welfare
and security of the body. Chrysanthou (2002) writes that “it seems fitting
to designate this individualized quest for the perfected or immortal body as
a distorted expression of the utopian impulse under conditions inimical to
utopian thinking”. In this context, it can be said that somatic activity becomes
a component of and complement to the utopian mindset, constituting a
somatopia for the individual.

Somatopia in Contemporary Poetry

From the aspect of cultural investigations Joranger (2024) summarizes
Foucault’s views on poetry as “poetry is the genre that can best express the
anthropology of human imagination. He believes that great poetry refuses
to reduce it expressions to standardize images, such as medical concepts and
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models. Great poets will never be able to fulfil their desire to express human
life using static images of reality, because the freedom of imagination imposes
itself on him/her, as a calling. In its true poetic function, the performance
mediates on identity, that is, who one is and who one wants to become.”
Lyrical poetry harbours the skills to reveal the imaginative properties of the
individual, which, in case coupled with somatic engagement, contributes
to the idealized and unspoiled ontology. The aesthetic body in the form
of somaesthetics “should endorse and explore also gentler, less scandalous
somatic practices for philosophy’s art of living” (Shusterman, 2024).

Creative writing, poetry writing are also cognitive and to a certain degree
somatic exercises. So, the individual ventures into a state of well-being
through these practices. The body and the mind, writing about the body,
addressing the body are also important. Creating literary texts is a deliberate
action, the state of acting — to do something — is not only literary but also
philosophical and corporeal.

“Cay demledim yine, sen
Varmugsin gibi.

Oturdum lafliyorum karsimdaki
Hayalinle.

Arada bir karaliyorum defterime
Bir seyler.

Sonra yudumluyorum gayimdan,

Oh, yine yiiregime saghk.” (Glircan, 2015)

“I brewed tea again, as if
You’re here.

I'sat down and chatting with
Your dream in front of me.
Sometimes I scribble things
In my notebook.

Then I take a sip from my tea,
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Oh, God bless my heart.”

Giircan’s untitled poem visualizes a series of actions: brewing tea,
sitting down to scribble in the notebook, drinking the tea, and thinking of
the bellowed along with a sense of appreciation of the self. All corporeal
behaviours are in fact accompanied by a gratified and satisfied mood which
implies “homogenisation of consciousness and formation of ‘behavioral
stereotypes’ (Sinha and Roy, 2022). It is appropriate to make a cultural
remark at this point: brewing tea is quite a common practice in Turkish
culture, and the poet’s appreciation of such a mundane activity reflects the
comfort and construction of a utopia out of a daily activity. Such physical
activities — pouring tea, boiling water, taking the pen — requires physical
space to be carried out. As the individual uses this space — somewhere
interior of a building — incorporates the space and the individual, thereby
cementing the “spacialisation of individual time” (Sinha and Roy, 2022).
Here, the individual extends their existence into the space around, claiming
an ontological stance morphing into actual space.

Even an activity like brewing and drinking tea is a representative of
an external activity. One must use gestures and movements along with
conscious decision-making processes to carry out this activity. And yet the
impact of this activity — the aftermath of brewing and drinking — leaves both
a somatic and an emotional effect on the person. Here, we encounter the
crossing of the exterior and the interior which brings about the question
‘how do we internalise the exterior through certain activities/technics?’
since any bodily activity is deemed as an external activity, but the feelings,
emotions, and thoughts of the poet signify the interior. Therefore, Giircan
fuses the exterior to the interior, thereby creating an individual utopia out of
the content created by a series of actions.

THE GOOD WAVE

A bat cracks in the flickering background
and we’re dead tired from the horse track,

all those losing bets stuck crumpled up

in our cheap fedoras, but no one, not even
the dog, is unhappy. Baseball announcers

are trying to be funny about nothing, crowds

cheer on the momentum of the home team

2 Translation belongs to me.
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and it’s not too early for pj’s, or promises,

or some low-sung lullaby that salutes

the original songs on the inside. I decide,
someday, to name a kid Levon, and you
agree, and outside the dark traffic groans by
on our curving country road making a sound
like the slow roar of applause when

the home team’s tide unexpectedly turns. (Limon, 2015)

Ada Limén’s 2015 collection of poems Bright Dead Things introduce
a fruitful insight into the poet’s imagination. Of this collection, the poem
titled The Good Wave opens with the poet describing a pleasant, what seems
to be a summer day. Among the activities the poet and their companions are
walking in nature and watching a sports game. In the meantime, the reader
encounters the poet’s state of mind which can be expressed as content, cozy,
and intimate enough to express a futuristic possible scenario to have children.

Just as in Gilircan’s poem, Limén also describes a series of scenes in
which individuals are gathering to share time together, create memories,
remember memories, that is, to be part of a social circle. Yet the poet’s
literary production inevitably drifts into a social insularity since their feelings
are specific to the person. What Limén experiences with other people are
again exterior somatic activities, yet the feelings they create in the poet are
peculiarly individual. So, here we encounter the merge between the somatic
experience and the emotional sphere. The border between watching the
game and walking on the road is ambiguously transient; yet, in between,
we witness that the poet has already decided on the name of a baby: “I
decide, someday, to name a kid Levon, and you agree”. Such a deep
emotional declaration echoes the utopic state of the sense of being a mother
and sharing this with the partner is a complementary action to include that
person in one’s utopia. This bundle of intimate relations with the partner
and sharing activities is a reflection of the poet’s desire to establish a utopic
state: daily chores, access to social sphere may not be high end activities,
but including another person to one’s utopic sphere shows the attempt to
establish a virtuous life.

It would be prudent to state that a virtuous life does not necessarily echo
a life dedicated to theological dedication but a vigorous attempt to be in a
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better state of well-being. “Pursuit of virtue and self-mastery is traditionally
integrated into ethics’ quest for better living.” (Shusterman, 2000) This
reference can be seen as a direct reference to the individual’s attain to a
utopic state of mind and body through the reproduction of cognitive and
somatic animation.

OF ROOTS & ROAMERS

Have you ever noticed how the trees
change from state to state? Not all

at once, of course, more like a weaver
gradually weaving in another color

until the old trees become scarce

and new trees offer a shaded kingdom

all their own. Before I knew the names

of towns or roads, I could recognize

places by the trees: Northern California’s
smooth-skinned madrone, looming eucalyptus,
tuzzy fragrant flowers of the acacia. So
much of America belongs to the trees.

Even when we can’t agree on much,

there’s still the man returning from his

late shift at the local bar, who takes

a long look at the bird’s nest in the maple,
pats the trunk like a friend’s forearm,
mumbles something about staying safe,

and returns home. And the girl whose
slapdash tree fort we can see from our blurry
window, how she stands there to wave

at a world she does not even know

the half of yet. My grandmother once
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complained she couldn’t see much

of America on her cross-country trip because
it was all just trees. Ask her, she’ll laugh as she
tells you. Still, without the bother of licenses
or attention to a state line, a border, they

just grow where they’ve grown all their lives:
there, a small stand of white pine arrives,
there, a redwood begins to show itself along
the coastline, water oaks in the south, willows.
Their power is in not moving, so we must
move to them. (Limén, 2018)

Another Limén poem titled Of Roots & Roamers is from her 2018
collection The Carrying. The poet laureate touches upon two forces: staying
still and being mobile. The stability of the many kinds of trees refers to the
former force while the mobility of the humans is a reference to the latter. As
people travel between the states, they witness the changing flora along with
the climate and come to realize the adaptability of each species in a specific
region. However, this change in the flora — the poet particularly addresses
trees as the largest representative of the region — naturally does not happen
all at once, as if they are separated by physical border. Instead, the transition
is conjunct and porous. The imagery in the poem is observed through the
person’s mobility — yet another somatic experience — and the sight of the
flora. It is apparent that observation and appreciation of such a majestic
natural setting evokes a euphoric feeling pf power. The physical height and
majestic stance of the various species of trees is a germinating feeling of
power since the poet writes “their power is in not moving”, almost creating
the allusion of a stoic stance.

As Limén incorporates the somatic activity of mobility and observation
into a mode of power, she invents a utopic plane of might. The last line
of the poem “so we must move them” can be examined as the human’s
desire to overpower and overtake the might of the nature. As Tucker (2011)
remarks “power consequently becomes an inventive force formed through
the production of forces working towards developing new models of life”.
The desire to become more powerful by integrating the power of the nature
into the human can be seen on two levels: on the one hand, the physical
challenge to push and try to move a rooted tree constitute the somatic action;
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on the other hand, accumulation of the feeling of power brings about the
belief that human is stronger than nature, thereby forming a new plane of
utopia for the individual.

9
‘Whether, as the intensity of seeing increases, one’s distance
from Them, the people, does not also increase’

I know, of course I know, I can enter no other place

Yet I am one of those who from nothing but man’s way of
thought and one of his dialects and what has happened
to me

Have made poetry

To dream of that beach

For the sake of an instant in the eyes,

The absolute singular

The unearthly bonds
Of the singular

Which is the bright light of shipwreck” (Oppen, 1968)

Not named but numbered as “9”, George Oppen’s poem describes a
series of pictures composed to oscillate between a dreamy state of mind and
the physical objects he occasionally sees around him. The third line of the
poem, as he writes “I can enter no other place”, it could be interpreted as
Oppen mentioning the inaccessible nature of other people’s way of thinking.
Observation — the somatic activity of looking, staring, gazing — is portrayed
as an external activity to one’s body that is as external as other people.
However, even the observation skills of the poet are germinating enough for
him to compose poetry. The poet is looking at other people; he is listening
to them; he is drawing conclusions from their actions and language, all of
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which are integral parts of a conversation. Still, the poet is able to compose a
poem out of the impressions he received from his environment. Once more,
common activities such as interacting with other people forms a foundation
to excel at composing poems, which in turn enables him to reach a higher
utopic plane.

Oppen’sdescriptionand journey through his utopia becomes philosophical
as he dreams himself in a beach which is illuminated by “the bright light of
a shipwreck”. The scene can be interpreted as an optimistic topos of a serene
beach or a gloomy setting that includes the carcass of a ship. Nevertheless,
the scene inevitably harbours light which rapturous state of mind; the poet
is experiencing the utopic plane while dreaming in his body.

Lingering over it,
Wanting to make it last
Longer.

Still,

It ends.

No joy
That doesn’t cease.
No life that goes on

Forever.

The poet writes
Then puts down

His pen.

The singer comes
To the end
Of her song.

Autumn now:

The leaves falling.
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Beautiful world
That persists

When words stop.

Beautiful words

That lift the world

In a song of praise

That drifts

Like a leaf in a breeze. (Orr, 2009)

Gregory Orr’s poetry collection How Beautifil the Beloved, published in
2009, consists of untitled poems. The poem above is listed in the content
section with its first line as Lingering over it and just as Oppen’s poem houses
the action of writing a poem. A poet composing a poem about writing a
poem might sound like an irony which in fact overlaps with how the original
idea of utopia functioned: to satirize. Even so, Orr is including the action
of writing which is a somatic endeavour to express the imagination. He also
includes fragments of sound imagery as he listens to a singer singing as well
as embodying the singer as a ‘her’ simultaneously likening the end of her
song to the coming of autumn, creating a sense of ending. Likewise, the
ending of both the song and the year are parallel to the ending of the poem.

In any case, the action of moving forward, both physically and
emotionally, encapsulates and insulates the poet in a state of utopic sphere:
he is neither afraid, nor sad. As Yasuo (1993) remarks “as the cultivator
continues this bodily movement, the mind will gradually cease to respond
to outside stimuli, and will concentrate only on the mental image”. At the
point where the body stops and starts to smelt into the euphoric state can be
seen as the manifestation of somatopia.

RETREATING LIGHT

You were like very young children,
always waiting for a story.

And I’d been through it all too many

times; I was tired of telling stories.
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So I gave you the pencil and paper.
I gave you pens made of reeds
I had gathered myself, afternoons in the dense meadows.

I told you, write your own story.

After all those years of listening
I thought you’d know

what a story was.

All you could do was weep.
You wanted everything told to you

and nothing thought through yourselves.

Then I realized you couldn’t think

with any real boldness or passion;

you hadn’t had your own lives yet,

your own tragedies.

So I gave you lives, I gave you tragedies,

because apparently tools alone weren’t enough.

You will never know how deeply

it pleases me to see you sitting there

like independent beings,

to see you dreaming by the open window,
holding the pencils I gave you

until the summer morning disappears into writing.

Creation has brought you

great excitement, as I knew it would,
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as it does in the beginning.

And I am free to do as I please now,

to attend to other things, in confidence

you have no need of me anymore. (Gliick, 1992)

What is witnessed in Louise Gliick’s poem Retreating Light is a
relationship and what can be interpreted as a clash between two individuals.
As the poet addresses her partner — a husband, maybe a child or multiple
persons — the impatience of levelling with the other person can be read.
As she writes “You wanted everything told to you and nothing thought
through yourselves” it can be understood that the relationship, the struggle
that is oftentimes somatic have been challenging situations. Since this
phase is shaped by the inclusion of at least two people, the act of speaking,
conversing, and engaging with the other person constitutes a social sphere.
“Not only is the body shaped by the social, it contributes to the social. We
can share our bodies and bodily pleasures as much as we share our minds,
and they can be as public as our thoughts.” (Shusterman, 1992)

After a certain amount of time of struggle to establish a relationship with
the other person, it can be seen that the poet is finally content since she
expresses that she does not have to spend her time to regulate or navigate
her relationship with the other person, nor does she have to worry about the
safety and well-being of the other person. After all the somatic endeavour
and psychological labour, the poet is content in the end, having reached a
somatopic existence as she writes “you have no need of me anymore”.

Conclusion

Somatechnical alterations and various processes are maybe easier to
follow through constructed narratives like novels or short stories, but
what is the case then in lyrical poetry? Since lyrical poetry per se is a direct
reflection of the psyche, emotions, and feelings, it can be suggested that
reading somatopia in lyrical poetry is more straightforward.

So far, upon examining the selected poems of Giircan, Gliick, Orr,
Limén, and Oppen, we were able to follow the transient relationship
between the soma and the mind. What was evaluated as any exterior activity
and engaging in it are similarly defined by Stigler as ‘exosomatisation’. “The
‘exosomatisation’ (Stiegler, 2019, qtd. in Singa and Roy, 2022) of the
cognitive processes of memory and desire through tools, language, artifacts
and technical memory banks has resulted in the formation of hybrid milieus
of cognition arising out of an enjambment of soma, that is the body with
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its neutral circuits, and external technics or prostheses that are designed
to augment neural receptivity through an amplification of sensory-motor
experiences.” (Sinha and Roy, 2022) The organic plane of consciousness —
the body — is bound to undertake relations with the outer world, yet it also
has the opportunity to turn into the utopic plane to take refuge and find
peace.

In a world in which “post-industrialised era has been increasingly
proletarianized and subjugated to a machinic index that drains its ‘intellectual,
affective and aesthetic capacities” (Sinha and Roy, 2022), the individual’s
return to an abstract level of existence may seem futile. At this point, it
would be prudent to question the effectiveness and sufficiency of such
capacities without any intervention and contribution from the philosophical
plane which, I argue, harbours utopic existence. Therefore, a body and mind
working in harmony helps the individual to step into a somatopia, where
one reaches the feeling of completion.

Organic plane of consciousness and cognitive plane of consciousness:
they may look separate or at least perceived as separate; however, somatopia
is a conjoining process for both planes. Somatopia is unifying, assembling,
comprehensive, and holistic.
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Bolum 6

Modern Tiirk Romaninda Distopik Temalar:
Mekan, Bellek ve Denetim

Yunus Sahin’

Ozet

Bu ¢aligma, modern Tiirk romaninda distopik temalarin mekin, bellek ve
denetim kavramlar1 etrafinda nasil temsil edildigini incelemektedir. Modern
distopya gelenegi iizerine inga edilen ¢oziimleme, iitopyaci ideallerin otoriter
yapilara ve baskici sistemlere doniisiimiinii ortaya koyar. Bu gergevede
Tahsin Yiicelin Gokdelen, Oya Baydarin Copliigiin Generali ve Ayse
Kulin’in Tutsak Gtines ile Yarin Yok adli romanlari ele alinmaktadir. S6z
konusu eserler; neoliberal kentlesme, kolektif bellegin sistematik olarak
silinmesi, medya araciligryla yiiriitiilen ideolojik manipiilasyon ve ekolojik
¢okiis temalariyla Oriilmiig distopik diinyalar kurgular. Caligmada Michel
Foucaultnun panoptikon modeli, Maurice Halbwachs’in kolektif bellek
kurami, Louis Althusser’in ideolojik aygit kavrami ve ekokritik yaklagimlar
kullamilarak bu anlatilardaki gozetim, unutturma ve ekolojik yikim
mekanizmalar tartigilmaktadir. Bulgular, bu romanlarin Zamyatin, Orwell,
Huxley ve Bradbury gibi yazarlarin 6nciiliik ettigi kiiresel distopya gelenegini
vansittigini, fakat aym zamanda 1980 sonrasi Tiirk edebiyatinin sosyo-
politik ve kiiltiirel baglamina 6zgii bir igerik kazandirdigini gostermektedir.
Sonug olarak, ¢agdas Tiirk edebiyatindaki distopik anlatilar yalnizca karanlik
gelecekleri tasvir etmekle kalmaz; ideolojik vaatlerin kirilganhigini ifsa eden,
otoriter yapilari sorgulayan ve bellek, ekolojik duyarlilik ile bireysel direnigin
onemine dikkat ¢eken elestirel metinler olarak one ¢ikar.

Giris

Distopya, ¢agdag diinyanin kirilgan dengeleri i¢inde giderek daha ¢ok
kargilik bulan, toplumsal ve bireysel diizlemde bir “bozulma™ya isaret eden
bir anlat1 bigimidir. Yunanca dus (kotii) ve zopos (yer) sozciiklerinden tiireyen
bu kavram, her geyin ideal oldugu iitopyanin karsit1 olarak, ideal toplum
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tasavvurlarimin kabusa doniistiigli kurgusal evrenleri ifade eder. Utopyalar,
baglangicta toplumsal esitlik, adalet, barig ve ortak refah hayallerine
dayanirken; distopyalar bu hayallerin tersine donmesiyle bi¢imlenir. Bu
baglamda distopyanin, iitopyanin olumlayict yoniinii reddederek, onun
eksik biraktig: ya da sakladigi karanlk tarafi goriiniir kildigini soyleyebiliriz.
Bagka bir ifadeyle distopya, iitopyadan tiireyen ama onu reddederek yeniden
kurgulayan bir yapidadir; iitopya orijinalse distopya onun gatlamig aynadaki
suretidir (Kumar, 2006:172). Bagka bir ifadeyle distopya, iitopyanin
iginden ¢tkmug bir kirllma alanidir; modern toplumun ideolojik vaatlerinin
¢okmesiyle dogmustur (Malkog, 2021). Utopyalar dogasi geregi iglerinde
hicvi de barindirir. Dolaysiyla i¢inde bulunduklari durumu, sistemin
aksakliklarini ve olmasi gerekenlerin ayrintili bigimde resmeder. Ancak
19. yilizyihn sonlarinda mevcut durumun tespiti gereksiz goriilmeye
baglanmugtir, ¢iinkii hizla ilerleyen bilim ve teknoloji nedeniyle insanlik i¢in
halihazirda bulunan durumun diizeltilmesi degil, goriiniige gore pek de i¢
agic1 olmayan bir gelecek igin yol haritast gerekli oldugu diigiincesi 6nem
kazanmugtir. Zira titopyacilarin inga etmek istedikleri diigsel diinya, bagka bir
deyisle diinyada kurmak istedikleri cennet, baskalar1 adina cehenneme ya da
kabusa doniigmek tizeredir:

Bir insanin mutluluk riiyast diger bir insanin kabusu olabilir. Utopyacilar
rityalarinin gergeklesme olanagini da israr ettikge, modern gelismelerin yeni
bir kolelik ve yeni bir barbarliga siirtiklendigini inananlar daha telagh hale
geldiler. Utopyanin 19 yiizyilin sonlarindaki yeniden canlanigt ayni zamanda
onun kargi-imgesini ve karst kuvvetini, kargiiitopyay1 da canlandirdi. Utopya
pozitif olana yogunlagtik¢a karsiiitopya, simdinin ve gelecegin miimkiin
olan en negatif, en siyah resmini yapmak igin ¢agdas hedeflerin dengeli bir
degerlendirmesinden vazgegti ve tipki itopyanin edebi hayal giiciiniin ikna
edici tekniklerini bilim ve sosyalizm modern fikirlerinin davasina dayandirmasi
gibi, karsiiitopya da moderniteye isyan etmek igin ayni tekniklere dayandu.
Karsriitopya, titopya gibi, tiim ozellikleri iginde biitiinliiklii sosyal diizenler
icat etti. Ancak iitopyaci diizen ahlaki anlamda kusursuzken, kars: {itopyaci
diizen sadece, toplumsal anlamda, kusursuzlagtirilmigt. Bu modern sistemin
ya da fikrin dehget verici bir kusursuzlastiriimastydi. Utopyaci toplumlar,
miimkiin olan en iyl anlaminda idealken, karsiiitopyact toplum yalmzca
tikrin zaferini ya da tiranhigini temsil ediyordu. (Kumar, 2006: 210-211)

Nail Bezel de konuya benzer bigimde yaklagir. Ona gore distopyay1
yalnizca iitopyanin  karsit1 olarak tamimlamak yetersizdir; distopya,
titopyadan dogmus ve onun sapmaya ugramig halidir. Bu nedenle “kargi-
itopya”dan ¢ok “ters-litopya” kavrami, bu tiirlin niteligini daha dogru
bigimde kargilar. Bezel distopyayr iitopyalarin zorlama idealizminin zamanla
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otoriter bir diizene doniigmesinin dogal sonucu olarak yorumlar. Yine kendi
deyisiyle titopya, “yeryiizii cenneti”nin hayali iken; distopya, bu cenneti
gergeklestirmek isteyenlerin actigi cehennemdir. Utopyalarda insanlar
diizene goniillii olarak uyum saglar; uyumsuzluk bir tiir kisilik bozuklugu
sayilir. Ters iitopyalarda ise bu uyum baski ve zorla dayatilir; birey ezilir,
insanlik degerleri silinir. Denetim siursizdir: hayal giicii bastirilir, diistince
kontrol altina alinir, kitaplar yok edilir, insanlar standartlara gore iiretilir.
(Bezel, 1984:8). Bu agqidan bakildiginda distopyanin, ideolojik olarak
megrulagtirilmig diizenlerin radikallegmis versiyonlarmni edebi olarak ifsa
eden bir tiir oldugunu soyleyebiliriz. Bu yaklasim, Orwell’in Bin Dokuz Yiiz
Seksen Dirt’tinde diisiince sugunun dogrudan cezalandirilmasi, Huxley’in
Cesur Yeni Diinyasinda genetik kontrol ve duyusal haz yoluyla 6zgiirliigiin
bastirilmasi, Bradbury’nin Falhrenheit 451°inde ise bilginin yakilarak ortadan
kaldirilmasi gibi 6rneklerle agikga kargilik bulur.

Yukarida da ifade edildigi gibi titopyayi, “yerylizii cennetine” dair bir
diis olarak tamimlayacak olursak; distopyanin da bu cenneti inga etmeye
calisanlarin yol agtign “yerylizii cehennemini” betimledigini soyleyebiliriz.
Ozellikle 20. yiizyilda yaganan iki diinya savag, otoriter rejimlerin yiikselisi,
niikleer tehdit, kapitalist iretim iliskilerinin birey tizerindeki etkisi ve ¢evresel
krizler, distopyanin edebiyat ve sanat alaninda ciddi bigimde goriiniir olmasina
yol agmistir. George Orwell''n Bin Dokuz Yiiz Seksen Dort adli romaninda
distopik otoritenin panoptik kontrol bigimlerini simgeleyen “Biiytik Birader”
metaforuyla bireyin Ozgiirliiklerinin ortadan kalktig: totaliter bir evren
kurulur. Romanda, “Savas barstwr. Ozgiivlisk kileliktir. Bilgisizlik kuvvettir.”
(Orwell, 2010:11) gibi ¢eliskili ama sorgusuzca kabul ettirilen sloganlarla
bireyin bilincine yonelen ideolojik manipiilasyon, distopyanin temel kurucu
unsurlarindan biri olarak iglenir. Ayni bi¢cimde Aldous Huxley’in Cesur Yeni
Diinya adli eserinde ise bireyler, genetik miihendislik ve kimyasal mutluluk
yoluyla itaatkdr ve elestire]l diisiinceden yoksun hale getirilir. Siddet
ve korkunun egemen oldugu Orwell'in distopyasina kargin, Huxley’in
diinyasinda bireyin diisiinmesi engellenmeye ¢aligilmaz, bunun yerine
“eglenerek teslim olmas1” saglanir. Bin Dokuz Yiiz Seksen Dort’te insanlar
kitaplarin yasaklanmasindan korkmaktadir, Cesur Yeni Diinya’da ise insanlar
kitap okumak istemez hale getirilmigtir. Bu da distopyanin ingasinda farkli
bir yolu yani salt baskiyla degil, haz ve tiiketim yoluyla da inga edilebilecegini
gosterir. Yevgeni Zamyatin’in modern distopya geleneginin ilk 6rnegi kabul
edilen 1921 tarihli Biz adli romaninda seffaf duvarli bir sehirde, bireylerin
0zel yasami tamamen ortadan kalkmis, herkes sayilarla anilmaya baglanmugtir.
Toplumsal diizenin kesin rasyonaliteye ve mutlak itaate dayandigi bu evrende,
agk bile tehlikeli bir sapma olarak goriiliir. Zamyatin’in kurdugu mekanik
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evren, Orwell'in Bin Dokuz Yiiz Seksen Dort’tine ve Bradbury’nin Fahrenheit
4501ne agikga onciiliik eder. Bradbury’nin sozii gegen romaninda kitaplar,
“tehlikeli diigiinceleri” barindirdigr gerekgesiyle itfaiyeciler tarafindan
yakilmakta; bilgiye ulagma hakki, distopik bir toplumun tehdit saydig: bir
ayricaliga dontigmektedir. Genel olarak bu dort yapitta ortak olan konular;
bireysel ozgiirliiglin ortadan kaldirilmasi, ge¢mige ait bellegin sistematik
bigimde silinmesi, elestirel diistincenin yok edilmesi ve toplumun normlara

gore bi¢imlendirilmesidir.

Distopyalari, edebi bir tiir oldugu kadar siyasal, sosyal ve ekolojik
kirilmalart yansitan bir anlatim bigimi olarak da ele almak miimkiindiir.
Nitekim bu anlatilarin temelinde, mevcut diizenin elestirisi ve bu diizenin
insanlik ve doga tizerindeki yikici etkilerine dikkat ¢ekme amaci da yatar. Bu
nedenle distopyanin, salt bir “felaket edebiyatr” olmadigini; ayn1 zamanda bir
muhalefet bi¢imi oldugunu rahatlikla soyleyebiliriz. Distopyalar, bugiiniin
tahrip edilmig bireyini ve bozulan toplumsal degerleri goriiniir kilmakla
birlikte okuyucuda farkindalik yaratma, elestirel biling gelistirme ve degigim
arzusu uyandirma iglevi de tagir. Booker’in (2012) dedigi gibi, distopyaci
diisiincenin en 6nemli katkisi, iitopyaci idealleri sorgulayan mubhalif sesler
saglayarak o idealleri taze ve gegerli tutmak, dogmalagmalarini 6nlemektir.
Daha iyi bir gelecek tahayyiiliinii korumak igin, yakin gelecekteki kabuslara
iligkin distopyact uyarilara en nihayetinde ihtiyacimiz vardir.

Ozellikle teknolojinin hizla geligtigi, bireyle toplum arasindaki iligkinin
yeniden tanimlandig1 ¢agdas diinyada distopya, ttopyanin iyimserligini
geride birakarak karanlik ve baskict senaryolarla 6ne ¢ikar. Pek ¢ok distopik
anlatida, merkezi bir otorite gelismis teknolojiyi kullanarak bireyleri denetim
altina alir; onlar1 sorgulamayan, uyumlu bir yapiya doniistiirmeye ¢aligir. Bu
sistemlerde teknoloji, insan hayatini kolaylagtiran bir ara¢ olmaktan ¢ikar;
bireyin iradesini bastiran bir gozetim mekanizmasina doniigiir. 20. yiizyilin
bagindan itibaren yaganan savaglar, krizler ve toplumsal doniigiimlerle
birlikte, gelecege duyulan umut zayiflamig, onun yerini denetimin arttigy,
gesitliligin bastirildigr karamsar bir gelecek algis1 almistir. Boylece distopya,
modernitenin ortaya ¢ikardigi yapisal sorunlara kargi bir uyar1 ve yiizlesme
alan1 haline gelmigtir (Uslu, 2024).

Tiirk edebiyatinda distopik roman gelenegi, diinya edebiyatina gore
gorece geg gelismigtir. Ancak 1980 sonrasi toplumsal doniigiimler, neoliberal
politikalarin yayginlagmasi, kentlegmenin yarattig1 yabancilagma ve ekolojik
krizler, bu alanda da 6nemli 6rneklerin dogmasina neden olmugtur. Seda
Cakmak’mn (2016: 4-5) derlemesinde Giilten Dayioglu'nun I Caye
Cocuklar: (1984) ile baglayan siireg, Alev Alatl’'nin Kabus (1999), Cem
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Akas'in Olgunluk Cagr Uglemesi (2001), Tahsin Yiicel'in Gokdelen (2006),
Ovya Baydar'in Copliigiin Generali (2009) ve Ayse Kulin’in Tutsak Giines
(2015) romanlart ile devam eder. Bunlara ek olarak 2023 yilinda yine Ayse
Kulin’in Yarm Yok romant yayinlanir.

Tahsin  Yiicel'in tiiketim cennetine dOniistiiriilmiis distopik  bir
Istanbulda gecen Gokdelen romani, bireylerin yagam alanlari {izerindeki
denetimin giderek arttigi, diigiinen ve sorgulayan bireyin susturuldugu
bir gelecegi resmeder. Oya Baydarin Copliigiin Generali adli eserinde,
teknolojik manipiilasyonla kolektif bellegi yok edilen bireyler; diisiinmeyen,
sorgulamayan ve kaniksayan figiirler haline gelir. Romanda “konformist
bireyler, ti¢ maymunu oynamakta; gegmigin yitimi, gelecegin tahayyiiliinii
imkansizlagtirmaktadir” (Dag, 2017). Ayse Kulin’in Tutsak Giines romani
ise, bilimsel diigiincenin bastirldig1, gegmise dair her tiirlii bilginin
unutturuldugu ve bireysel hafizanin sug sayildig1 bir diizeni konu edinir.
Ramanis Cumbhuriyeti adi verilen bu karanlk evrende, gozetim ve sansiir
teknolojik oldugu kadar ideolojik bir arag haline de gelmistir. Romanin
bagkahramani Yuna, hem fiziksel olarak giines 1s18indan hem de simgesel
olarak bilgi ve ozgiirliikten mahrum birakilmig toplumun bir bireyidir.
Gegmisi  hatirlamak, dilin smurlarint zorlamak ve giinesi animsamak,
karakterin direnme giiciinii ayakta tutan baglica dayanaklardir. Ayse Kulin’in
diger bir eseri Yarmn Yok adli romaninda ise ekolojik felaketler, gida krizleri,
teknolojik bagimlilik ve kontrol mekanizmalar1 {izerinden distopik bir
Tiirkiye tablosu ¢izilir. Tiim bu romanlarda ortak olan, iitopyaya duyulan
arzunun yerini, bozulmug bir gelecegin tehdidine birakmasidir.

Burada yapmaya ¢aligtigimiz, yukarida anilan dort eseri merkeze alarak,
2000 sonras1 Tiirk romaninda distopyanin nasil kuruldugunu ve hangi
temalar etrafinda inga edildigini belirlemektir. Gokdelen, neoliberal mimariyle
sekillenen  birey-toplum iligkisinde “gozetlenen 6zne”nin  olusumunu
gosterir; Capliigiin Generali, teknolojinin ve medyanin birer ideolojik aygita
doniigerek bellegin ve tarihin silinmesi tizerinde durur. Tutsak Giines dilin,
bilimin ve dogayla iliskinin bastirildig1 bir diinyada, bireysel hatizanin ve i¢
direnisin nasil ayakta kalabildigini tartigir. Yz Yok ise yagsanan iklim krizinin
birey ve toplum iizerindeki etkilerini sorgulayan, eko-distopik bir gelecek
kurgusuyla One gikar. Bu dort 6rnek tizerinden yapilacak ¢oziimlemeyle,
Tiirk edebiyatinda distopyanin temsili olmanin diginda, uyarici, sorgulatict
ve doniistiirticii yonlerinin de oldugunu gérmek miimkiin olacaktir.

Kurgusal felaket senaryolar1 olarak okumanin eksik ve yanlig bir yaklagim
olacagina daha 6nce de deginilen distopik anlatilar esasinda birey, toplum ve
egemen gii¢ arasindaki iliskinin ne tiir bigimlere evrilebilecegini sorgulayan
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elestirel metinlerdir. Dolayisiyla bu tiir metinlerin diistinsel arka planini
¢oziimleyebilmek i¢in, “totalitarizm ve denetim”, “kolektif bellek ve unutma”,
“ideoloji ve medya denetimi” ve “eko-distopya baglaminda gevresel ¢okiis”
gibi belirli kuramsal kavramlara odaklanmak gerekir.

Totalitarizm ve denetim: panoptikon’un golgesi

Utopyalarin distopyaya doniigmesinin temelinde, bireysel 6zgiirliigiin
toplumsal mutluluk adina bastirilmas: yatar. Baglangigta esitlik ve adalet
arayigtyla ortaya ¢ikan titopyalar, kat1 bir orgiitlenme ve segeneksiz bir diizen
anlayigiyla bigimlenir. Bu yapi, bireysel farkhiliklara yer tanimadiginda,
toplumsal iyilik adina 6zgiirlitkten vazgegilir ve otoriter bir sistem megrulagir.
Boylece iitopya, amagladigi ortak iyiligi baski yoluyla gergeklestirmeye
calistik¢a, kaginilmaz olarak distopik bir nitelige biirtiniir (Bezel, 1984:7-8).
Distopya edebiyatinin temel sorunsallarindan biri de s6z konusu baskinin
yogunlagmasidir. Birey iizerindeki bu baski ¢ogunlukla siddet yoluyla degil,
gozetim ve denetim mekanizmalar tizerinden igler. Michel Foucaultnun
Hapishanenin Dogusu (1992) adli yapitinda inceledigi panoptikon modeli,
modern iktidarin igleyigini betimleyen en temel metaforlardan biridir.
Bentham tarafindan bir hapishane modeli olarak gelistirilen panoptikon,
merkezde gozlemcinin yer aldigi ve ¢evredeki hiicrelerde mahktmlarin
bulundugu bir yapidir. MahkGmlar siirekli izleniyor olabilecekleri algisiyla,
kendilerini denetlemeye baglarlar. Foucault’ya gbre bu model, modern
toplumlarda okul, hastane, kigla, hatta ev gibi mekinlarda goriinmez
iktidarin siirekliligini saglar (Foucault, 1992: 253-273).

Utopyalarda “ideal kent” sistematik bir yapiya sahiptir. Buralarda her
tirli olasihk zapt edilmek ve denetlenmek istenir (Kumar, 2005:35).
Toplum adina olumlu ve gerekli bir uygulama gibi goriinse de denetleme
arzusu zamanla “denetim toplumunun” ortaya ¢ikmasma neden olur.
Distopik edebiyatta bu panoptik denetim bigimi siklikla somutlagtirildigini
goriiriiz. George Orwell'in Bin Dokuz Yiiz Seksen Dort romani, panoptik
mekanizmanin zihinsel bir diizleme de yayilabilecegini gosteren bir 6rnektir.
“Biiyiik Birader seni izliyor” slogani ve tele ekranlar, fiziksel gbzetimin yani
sira, bireyin diiglincesinin bile izlenebilir ve cezalandirilabilir oldugu bir
diinyay imler. Romandaki “diigiince sugu” (thoughtcrime) kavramu, bireyin
zihinsel egilimleri tizerinden de suglu ilan edilmesinin 6niinii agar. Ayrica bu
gozetim, ilging bir bicimde kabullenilmig bir itaati de beraberinde getirir;
birey, gozetleyenin varligina gerek kalmadan kendi kendini gozetlemeye

baslar.
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Denetim bigimleri her zaman dogrudan ve kaba degildir; ¢ogu zaman
seffaflik, saglik, huzur, giivenlik gibi pozitif sOylemlerle maskelenir.
Bu yoniiyle panoptik yapi, bireyi disaridan kontrol eder gibi goriinse de
arka planda onun goniillii bi¢imde diizene uyum saglamasini da amaglar.
Bentham’n  panoptikonunda gardiyan goriinmezdir; ancak mahkim,
izlenebilecegi ihtimaline kargt kendisini disipline eder. Aymi bigimde
Foucault’ya (1992:256) gore modern toplumda birey, otoritenin bakigini
i¢sellestirerek bir tiir “6z gozetim” durumuna geger. Bu doniigiimle birlikte,
disiplin sadece otoriteler aracihigiyla degil, bireyin bizzat kendisi tarafindan
da uygulanir. Bu baglamda panoptikon, bir mekan ya da yapidan ¢ok,
bireyin ruhsal yapisina kazinmug bir iktidar bigimidir. Distopik romanlarda
bu doniigiim agik bigimde hissedilir.

Kolektif bellek ve unutma

Distopyalarin siklikla bagvurdugu bir diger arag, ge¢misin silinmesi ya
da carpitilmasidir. Maurice Halbwachs in “kolektif bellek” kuramina gore,
toplumsal hafiza, bireylerin kimligini ve topluluklarin siirekliligini saglayan
temel dayanaklardan biridir. Bu bellegin sistematik olarak silinmesi,
toplumsal farkindaligin ve tarihsel sorumlulugun kaybina yol agar (Hasanov,
20106).

Distopik romanlarda sikga karsimiza ¢ikan bu durum, Bin Dokuz Yiiz
Seksen Dort’te en sert bigimiyle islenir. Romanda “Dogruluk Bakanligr”
(Ministry of Truth) ge¢misi siirekli olarak yeniden yazar; eski belgeler yok
edilir, gazete arsivleri degistirilir, hatirlananlar “yanl bilgi” ilan edilir. Ana
karakter Winston’in iglevi tam da budur: tarihi “simdiki partinin” lehine
yeniden iiretmek. Bu baglamda Orwell''n diinyasinda tarihsel siireklilik bir
tehdit, unutma ise siyasal itaatin zorunlu kosuludur. Bireylerin “ciftdiigiin”
(doublethink) gibi kavramlarla ayni anda hem bir bilginin dogru hem de
yanlig olduguna inanmasi beklenir. Béylece bellegin silinmekle yetinilmedigi,
carpitilarak yeniden yazilmasinin amaglandigr goriiliir.

Benzer bir bi¢imde, Ray Bradbury’nin Fahrenheit 451 adli romaninda
kitaplar yasaklanmug, bilgiye ulagma arzusu bastirilmig ve kolektif hatiza
yalmzca “eglence kiiltiirii” ile yer degistirmistir. Insanlarin  zihinsel
mesguliyeti, onlar1 hatirlamaktan, diigtinmekten ve sorgulamaktan alikoyar.
Kitaplarin yerine televizyon ekranlari, sesli duvarlar ve stirekli tiiketilen
duygusal uyaranlar yerlestirilmigtir. Unutma, bu romanda sistematik bir
bastirma politikasinin aracidur.
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ideoloji, medya ve bilgi denetimi

Althusser’in ideoloji kuramina gore devlet, toplumu yonlendirme iglevini
valnizca baskici mekanizmalarla yiirlitmez. Bu siirece egitim sistemi, dini
yapilar, medya ve Kkiiltiirel kurumlar da déhil olur. Bu alanlar, bireyin
gercekligi kavrama bigimini belirleyen temel etkenler arasinda sayilir
(Althusser, 2002: 33-34). Distopik romanlarda bu aygitlar, bireyi itaatkar
ve sorgula(ya)mayan bir varliga doniistiirmek i¢in kullanilan bir arag haline

gelir.

Distopya edebiyatinda medya, bu ideolojik yeniden iiretim siirecinin en
giiglii aygitidir. Orwell’in Bin Dokuz Yiiz Seksen Dort romaninda “Dogruluk
Bakanligi™na bagli medya organlari, bilgiyi garpitarak gergeklik algisiyla
oynar, siirekli degistirilen veriler ve ideolojik yonlendirmeler yoluyla bireylerin
diistinme bigimleri de sistemli bir sekilde doniistiiriiliir. Bu inga siirecinde,
bireyin diigiince alanini daraltmanin en etkili yolu ise dildir. “Yenikonus”
aracihgyla diigiincenin smnurlart ¢izilir, hatta baz fikirlerin olugmasi bagtan
engellenir. Bradbury’nin Fabrenheit 451 adli romaninda ise medya, eglence
ve duyusal bombardiman yoluyla bireyin diisiinme kapasitesini ortadan
kaldirir. Kitaplar yasaklanmig; yerine duvar ekranlarinda yayimlanan bosg,
duygusal programlar ge¢irilmistir. Bu diinya, Althusser’in tarif ettigi gibi,
bireyin sorgulama yetisini yitirerek sisteme riza gostermesini saglayan tam
tegekkiillii bir ideolojik aygitlar evrenidir.

Ekolojik kriz, doga ve eko-distopya

Distopyalarin yeni yonelimlerinden biri de ekolojik yikim ve doga ile
bagin kopmast iizerinedir. Ekolojik-elestiri bakig agisiyla olugturulan, bunun
yaninda distopik bir kurgunun iiriinii olan ve gelecekteki olasi ekolojik yikim
karsisinda bugiiniin ekolojik krizine kavsy wyaran ve bilinglenmenin de eyleme
gecmenin de zorunlulugunu en belivgin bigimde gosteren yazinsal metinlere
cko-distopya olarak tanimlanir (Sen Sonmez, 2020). Baska bir deyigle,
modernlegsmenin getirdigi sanayilegsme, kentlesme ve dogadan uzaklagma,
hem bireysel yalnizhigi hem de gevresel felaketi artirmigtir. Bu baglamda
“eko-distopya” terimi, doganin somiirtilmesi, iklim krizi, kaynak tiikenisi ve
tiirlerin yok olugu gibi konulari igleyen distopik anlatilar igin kullanilmaktadr.

Mekan, bellek ve denetim

Antik ¢agin ilk titopyalarinda “ideal kent” diigiincesi bagh bagina bir titopya
olarak anlatilir ve iyi yagamanin, “miitkemmel cumhuriyete” ulagmanin ancak
kent aracihgiyla olacag: diistiniiliir. Bi¢im olarak bu idealin ger¢eklestigi
modern diinyada ise ideal kentin 6nemli unsurlar1 olan binalarin, yasalarin
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ve kurumlarin bozulusu ile bu kentler agik birer cezaevine doniigmiig, adeta
kotiiliigiin ve olumsuz olan her seyin merkezi haline gelmigler ve boylece
distopyalarin temel kurgu malzemesi olmuglardir (Kumar, 2005:25-26).
Kentler ayrica siyasi ve toplumsal ¢iirlimenin bir gostergesi olarak da
distopyalarda yer alir (Kumar, 2005:29). Dolayisiyla distopya edebiyati bir
bakima mekanin ideolojik ve kiiltiirel bigimlendirilmesidir. George Orwell’'in
Bin Dokuz Yiiz Seksen Dort’iinde labirentvari sehir yapisi, Huxley’in Cesur
Yeni Diinyasindaki steril alanlar ve Zamyatin’in Biz’indeki camdan evler,
distopyalarin mekanla nasil insa edildigini gosteren Orneklerdir. Ayrica
distopyada mekan bir denetim unsuru olarak da planlanmugtir: Foucault’'nun
disiplin toplumu, bireyin aile, okul, kigla, fabrika gibi ardigik ve kapali
mekanlar arasinda gegig yapmasiyla tanimlanir. Bu kugatici mekanlar, bireyi
denetim altina alir ve ona uygun davranmig kaliplarini dayatir. 20. yiizyilin
ortalarindan itibaren iitopyalarda bir diizen kurmak adina hayal edilen ve
kismen de olsa gergeklesen disipliner yapilar iglev krizine girmis, reformlara
ragmen ¢oziilmeye baglamigtir. Mekanlar artik toplumsal iglevlerini
stirdiiremeyen, giiriiyen yapilara doniigmiistiir. Bu ¢6ziilme, yerini daha
esnek ama daha yaygin ve gortinmez denetim bigimlerine, yani denetim
toplumuna birakmugtir. Denetim, artik sabit kapatmalardan degil, akigkan
ve siiregen gozetim mekanizmalarindan beslenmig; mekan, sabit bir yap1
olmaktan ¢ikarak siirekli degisen bir kontrol agina doniigmiistiir (Akkoyun,
2016: 36-37).

Bununla birlikte distopyalarda doga da pargalanip yok edilmektedir.
Modern insan, hizla gelisen teknoloji ve tiiketim odakli sistemin etkisiyle
dogayla olan bagini zayiflatmis, onu metalagtirarak yalnizca tiiketilecek bir
kaynak olarak gormeye baglamistir. Kapitalist diizenin dayattigi siirekli
yenilik ve hiz ideolojisi, bireyleri her yeni iiriinii “iyi” olarak benimsemeye
ve eskimeden tiiketmeye yonlendirir. Bu zihinsel kogullanma, yalnizca
insan iligkilerini degil, dogal gevreyi de ciddi bigimde tahrip eder. Doga,
bu baglamda hem maddi hem de simgesel diizeyde pargalanir, pazarlanir
ve tiiketilir; boylece insan, dogay yok eden bir sistemin edilgen bir pargas:
haline gelir (Akkoyun, 2016:39).

Tahsin Yiicel - Gokdelen

Gokdelen romaninda da yazar bu gelenegi siirdiirerek, mekani baski,
diglama ve denetimin hem simgesi hem araci haline getirir. Bu anlamda
roman, mekinsal ideolojilerin ve modern kent iitopyalarinin ¢okiisiiniin
resmidir. Romanin merkezinde yer alan “gokdelen” bir otorite aygitinin,
toplumsal diizen modelinin ve diisiinsel tahakkiim sisteminin semboliidiir.
Demir, (2019) iitopik romanlarda mekanin sinirlarinin belli oldugunu;
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kentin, smnurlarini olugturan ve onu kirsal topraklardan ayiran kesin bir
duvarla ¢evrili oldugunu veya etrafi sularla ¢evrili bir adanin pargasi oldugunu
aktarir. Merkez—gevre ayrimi iizerinden bi¢imlenen mekan, sistem igi ile
sistem digt arasindaki kesin ¢izgiyi gorsellestirir. Duvarlarla ¢evrili Istanbul,
disiplinin, seffafligin ve homojenligin merkezidir; disarisi ise, yilki adamlari
olarak nitelenenlerin siiriildiigii, bastirilmig ve unutulmug kolektif hafizanin
alanidir. Diger taraftan Kumar’a (2005:133) gore Cesur Yeni Diinya’da
Huxley’e en ¢ok esin veren kaynak, 6zellikle 20. yiizy1l baglarindaki Amerikan
toplum yapisidir. Bu gergevede, Gokdelen’de “Biliyorsun, ben bu Istanbul’u
thinci bir New York yapmaya ¢ahswyornm” (Yicel, 2024:37) diyen Temel
Diker’in Istanbul’u yeni bir New York’a doniistiirme arzusu ve daha biiyiik
bir Ozgiirliik Heykeli inga etme girigimi, Amerikan kiiltiirel modelinin
distopik bir izdiigiimii gibidir.

Gokdelen, mekin tzerinden ilerleyen bir cko-distopya olarak
degerlendirilebilir. Temel Diker yeni yapacagi gokdelenlerin bahgesinde 7e
agjag ne gigek (s.64) ister. Romandaki sehir, dogayla her tiirlii temasi kesmis,
goge dogru yiikselen cam yapilardan ibarettir. “Mikroptan ve viriisten arinmig
steril yagam” ideali, dogaya duyulan irrasyonel korkunun (ekofobi) mekansal
bicimidir. Diker’e gore her seyin oliimciil mikvoplar tasidyp bu ortamda yer
diizeyinden ne kadar uzaklagihrsa, yani ne kadar yukar: gikilirsa o kadar giivende
olunacaktir (5.204). Yalgin, bu yapilanmanin kapitalizmin son evresindeki
mekansal kodlamalariyla ortiistiigiinii belirtir: “Gokdelenler, kapitalizmin
varacagl son noktayr goriiniir kilma kaygisinin bir yansimasidir” (Yalgin,
2020:109). Bu gokdelenlerde yagamak, bir sinifsal imtiyaz haline gelmis;
dogayla iligki kurmak, ilkel ve zararli bir davranig olarak kabul edilmigtir. Ki
zaten doga diye bir geyin varhigindan s6z etmek de pek miimkiin degildir.
Romanda yazarin sozciisii konumundaki karakter; “doga da bir zamanlar
atlarm salmdyj doga olsa bari” (s.114) der. “Agaglarin yiizde doksan besi kurun,
yapraksiz, iginden ciiviimiis duwrumdadw (s.115).” Denizlerde balik kalmamug,
yalnizca giftliklerde yetigtirilmektedir ancak bunlarin da “hepsinin tadr aym,
hepsi tatsiz, comk, mide bulandwicidy” (s.112).

Gokdelenler her ne kadar goge uzanarak sinirsiz bir alan hissi verse de
bu yiikselis insanlarda bir tedirginlik yaratir. Ciinkii insan, dogasi geregi
topraga yakin yagamaya egilimlidir; yiikseldikge degil, kok saldik¢a kendini
giivende hisseder. Bu yiizden yiikseklikle birlikte beliren huzursuzluk, aslinda
insanin yerden, yani ait oldugu dogal ortamdan uzaklagmasinin yarattig: bir
gerilimdir. Ote yandan, stirekli daha biiyiik, daha yiiksek yapilarda yagama
arzusu giderek yayginlagmakta ve bireyin yagam alanina dair beklentilerini
daima Otelenen bir tatminsizlik tizerine kurmaktadir (Karaca Kiigiik,
2015:1457). Dolaywsiyla gokdelen, fiziksel olarak insamin topraktan ve
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dogadan, simgesel olarak da o6ziinden ve benliginden uzaklagmasinin ve
varolugsal bir kaygiya diigmesinin semboliidiir.

Gokdelenlerin mimarisi, Michel Foucaulnun panoptikon kavramina
dogrudan gonderme yapan bir diizeni temsil eder. Cam duvarlar, agik
ofisler ve siirekli izlenebilirlik diigiincesi, bireyin davraniglarini kendisinin
denetledigi bir disiplin alani yaratir. Bu agidan bakildiginda Gokdelen’deki ig
diizenin, panoptik sistemin neoliberal bir versiyonu oldugunu soyleyebiliriz.
Seffaflik, demokratik katilimi desteklemekten gok, gozetimi normallegtiren
ve bireyin kendini sansiirlemesine yol agan bir mekanizma haline gelmistir.

Romanda sinifsal hiyerarsi, mimari yapi ile birebir ortiigiir. Ust katlar
yoneticilere, alt katlar emekgilere; digarisi ise sistem dig1 sayilan yilki adamlara
ayrilmugtir. Bu mimari model, Huxley’in Cesur Yeni Diinya’sindaki Alfa—
Epsilon sinif ayrimini gagristirir. Ancak burada biyolojik ayrimdan ziyade,
kiiltiirel ve mekansal diizeyde bir ayrim s6z konusudur. Kentteki herkes
goniillii olarak bu sisteme katilir. Evlerinden, geleneklerinden, hatiralarindan
ve dogayla baglarindan vazgegerek gokdelenlerde yagsamak isterler. Boylece
alabildigine civkinlestivilip kivietilmis kentin karisik yollarmdan ve bivbivinden
cirkin - yapdarmdan  (s.71) kurtularak = Ozgiirleseceklerini  diistintirler.
Gokdelenlerin yiikseligi yalmizca Temel Diker’in degil, ¢ikar saglayan ya da
sessiz kalan herkesin ortakligiyla miimkiin olur. Sug; suskunluk, beklenti
ve gikarlarla beslenen kolektif bir kabule doniigiir. Yalgin (2020: 111), bu
durumu Hannah Arendt’in “kotiiliigiin siradanlagmast™ kavramiyla agiklar.

Distopik romanlarda otoritenin en giiglii araglarindan biri, mekani oldugu
kadar, diisiinceyi, bellegi ve iletisim araglarini da bi¢imlendirmektir. Bu
anlamda totaliter denetimin bir 6rnegi olarak kabul edebilecegimiz Tahsin
Yiicel'in Gokdelen romaninda hedef, bireyin diigiinsel ve simgesel diinyasidir.
Roman boyunca medya ve yargr aygitlari; tek tiplestirme? ve kolektif bellegi
silme amaciyla sistematik bigimde isler. En belirgin mekanizmalardan biri,
medya {izerinden kurulan kiiltiirel tahakkiimdiir. Medya, asli gorevi olan
bilgi aktarimi igin bir ara¢ olmaktan g¢ikarilip bireyin zihinsel ¢ergevesini
sekillendiren, algisin1 yonlendiren bir ideolojik aygita doniistiirilmiistiir.
Tiim diinyada yaygin bir yilki adami gergegi varken kimse bunu farkinda
degildir, zira: “hi¢ kimse bundan s6z etmez, higbir gazete bunu yazmaz,
higbir televizyon gostermez.” (s.135). Gokdelen’”de medya, reklamcilik
ve yaymcilik tizerinden bireyi “tiiketici 6zne”ye indirger. Karakterlerin

2 “... tiim gokdelenler bivbivinin ayns olacak, ayni cizime gove, aym yiikseklikte, ayn: genislikte.”
“Bugiin, konutlar ve yollar Inzln tek bicimlilige yonelivken, kalikelar da tek biv kimlige gidiyor, distelik
kadin ve evkek, evli ve bekar ayrome da kalmady avtik, kalsa da kimsenin wmurunda degil > (Yiicel,
2025:64-65)
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dili, giindelik konugmalardan ig terimlerine, hatta 6zel yagamlarina kadar,
sermaye mantigini Oziimsemis bir yapiya dontigmiigtiir. Bu, Althusser’in
devletin ideolojik aygitlar1 iginde tanimladigi medyanin igleviyle dogrudan
Ortiigiir: birey, kendi adina konustugunu zannederken, esasinda sistemin
dayattiklarin1  dillendirmektedir. Kitaplar ortadan kaldirilmig,  kiltiir
kanonlar1 ¢okmiig, yerine dijital kataloglar, medya paketleri ve pazarlama
soylemleri gegirilmigtir.

Romanimn bir diger dikkat gekici boyutu, yargi sisteminin tamamen
Ozellestirilmis olmasidir. Temel Diker tarafindan kurulan Yargr A.S.,
adaletin piyasalagtirilmasinin ug noktada bir 6rnegidir. Toplumsal s6zlesme
bigimi olmasi ya da etik bir temel {izerine oturmasi gereken hukuk, “hizmet
sunumu” mantigiyla ¢aligir. Yargiglar, davalari miisterilerinin memnuniyetine
gore yonlendirir; haklilik degil, satin alinabilirlik esastir. Bu durum, olmasi
gereken hukuk-devlet iligkisinin yerine piyasa-etik iligkisini temele alir.
Booker'in (2012) dikkat ¢ektigi gibi, bir¢ok distopik metinde hukuk,
denetimi saglama adina otoritenin dogrudan bir uzantisidir, Gokdelen’de
hukuk, buna ek olarak, piyasayla birleserek bireyi tiiketici statiisiine de
indirger.

Bunlarin tamamlayicist olarak romanda dikkat ¢eken temalardan biri
de sistem digina itilmig bireylerin konumudur. “Yilki adamlar1” olarak
adlandirlan bu grup, gokdelen diizenine entegre olamayan ya da olmayi
reddeden ve kurtulusu dogada arayan bireylerden olusur. Bu insanlar sehrin
geperlerinde, dogayla i¢ ige, diizenin tanimadig: bir hayat siirerler. Aslinda
diizenin sinirlarinin belirgin kilinmasi adina gerekli alanlar olan yilks, diigiinsel
ve kiiltiirel bir diglama bigimidir. Yilki adamlar1, bu tilkenin yurttaglari olarak
goriilmezler yonetimin goziinde bu iilkenin yianlar: ve kurbagalar: neyse yilks
adamlare da odur (s.116). Ancak roman boyunca bu figiirler, bastirilmig
alternatiflerin, unutulanin, korkulanin, ge¢misgin tagtyicisidir.  Sistemin
stirekliligi, bu 6tekilegtirilmiglerin gériinmezligine dayanir. Booker’in (2012:
44) tamimuyla her titopya, kendi distopyasini iginde tagir; yilki (doga), bu
bastirilanin mekansal kargiligidir romanda. Fakat romanin sonunda bu
goriinmezlik, bir harekete, bir yonelise doniigiir: yilki adamlar1, gokdelen
duvarlarina yonelir. Bu sahneyi, basit bir direnig olarak gérmemek gerekir;
bu hatirlamanin, hatirlatmanin ve yeniden kurmanin sahnesidir.

Ozetle; Gikdelen, medya, dil, hukuk ve mekan gibi farkli yapisal unsurlar
tizerinden kurulan bir distopyadir. Birey, izlenen, yonlendirilen ya da diglanan
bir varliktir; fakat bununla birlikte kendi rizasiyla bu sisteme katilan, onu
yeniden {ireten ve anlamlandiran bir 6zneye de doniigmiistiir. Bu yoniiyle
roman, ¢agdag diinyanin iktidar bigimlerini; kentlegme, kiiresellesme, ekolojik



Yunus Sabin | 97

¢okiig ve ideolojik aygitlarla birlikte diistinmeye kapr agar. Gokyiiziine dogru
yiikselen bu yapilar, aslinda insanligin ¢okiisiinti yansitmaktadir.

Oya Baydar - Copliigiin Generali

Ovya Baydar’in hatirlama ve unutturma siiregleriyle oriilmiis ¢ok katmanlt
bir kurmaca olarak bigimlendirdigi Cipliigiin Generali adli romani, gegmisle
hesaplagmanin, bireysel ve kolektit bellek tizerinden yiiriitiildiigii bir distopya
ornegi olarak okunabilir. Romanin heniiz baginda zaman ve mekan belirsiz
olarak verilmig, bir {itopya kurgusuna gonderme yaparcasina “yok zaman”
“yok yer” olarak tanimlanmugtir. Romanda, sistemli bigimde gegmisinin izleri
silinen ve “wydular avacilyjuyla yeryiiziindeks en ince ayrimtilars, bir babgedeki
cigek tavlmdan kopek kuliibesine, hatta evlerin icindeki esyalara kadar kaydetme,
bu kayitlary yansitma olanagn” (s.158) altinda siki bir denetim toplumu
resmedilir. Yaganan felaketin {izerinin nasil Ortiildiigli, zamanla nasil
susturuldugu ve sonunda bellegin nasil yerinden edildigi sorgulanir. Anlatici,
hatirlamanin  6zellikle medya tarafindan imkansizlagtirildigy, sessizlikle
oOrtilmiis bir zamanda konumlanir. Taniklik edilecek geyler ya bastirilmig
ya da anlatilamayacak kadar par¢alanmistir. Roman, her seyin kayboldugu
bir sessizlikte, ne anlatilanin ne de hatirlananin kaldig: bir yokluk halinde,
okuru da susturulmug bir gegmisin boglugunda bekleyen karanlikla yiiz yiize
birakar:

O giin ovada ne oldu?

Kimse bilmiyor, hatwlamayor. Olans olmayam, gereegi yalans yaymakta birbivleriyle
yarisan gazetelevin, radyolarm, televizyonlarin avsivlerinde biiyiik depremle ilgili
-cogu birbiving yalanlawyan- haberler, hepsi ayms bilgilendivme merkezinden gikmas
fotograflar, video filmler, bir de vesmi agiklamalar var. Ama geveege dair tek bir
satw, tek biv ses, tek bir goviintii yok. Tavih kitaplars, am kitaplar:, arsivlerdeki
belgeseller, filmler, eski fotograflar: Hicbivinde o anla, o giinle ilyili ne bir iz ne bir
Jonderme var. Kag kusak geviye gidersen git, olayr cocuklujundn yasamas olmase
gereken kag yash ile konusursan konus, kimse bir sey anlatmayor, anlatamuyor. Ne
kulaktan kulaga biv soylence ne kovkuyla fissidanan bir s ne bir gorgii tanyj. ..
alsp giden taviliten hoyratea sokiiliip kopavilms bir zaman parcasi; ya da bileni,
duyam, anlatam kalmams, unutulmus bir masal (Baydar, 2023:9).

Burada her ne kadar “biiyiik deprem” olarak bahsetse de bu olayin
gercekten ne oldugu net olarak bilinmemektedir zira “kimi yasiiarm dilinde
biiyiik patlama™ (s.13) olarak da tamimlanmaktadir. Toplumun tamamin
ilgilendiren ve yagamim yeniden bigimlendirmesine neden olan bu denli
onemli bir olayin net olarak hatirlanamamasi; unutulanin, unutturulmak
istenenin derinligini hissettirir.

Unutmanin bir hastalik gibi yayilldigi bu ortamda ge¢miste olup biteni
bilenin, duyanin olmadigini soyleyen anlatici karakter ashinda hatirlayan



98 | Modern Tiirk Romannda Distopik Temalar: Mekin, Bellek ve Denctim

birinin var oldugunu bilir. Boyle séylemesinin ise “hatirlamaktan duydugu
korku”dan (s.11) kaynaklanip kaynaklanmadigini sorgular. Bu romanda
birey, kendi i¢ diinyasinda oldugu kadar, toplumun sessizliginde de
kaybolmus, ge¢migin izlerini tagiyan ama onu anlamlandiramayan bir 6zne
haline gelmistir. Baydar’in kurguladigi bu evrende hatirlamay:r reddeden
kolektif biling, baski rejimlerinden daha biiyiik bir tehdit olarak gosterilmistir.
Copliigriin Generali, klasik distopyalardan farkli olarak baskiyr otoritelere
baglamaz; onun gilindelik yagsamdaki yansimalarini, bireysel tercihlere
goniillii riza tretimini ve toplumsal bellekle olan kopuslarini resmeder.
Hatirlamayan bir toplumun gelecegi, insanin insan olmaktan uzaklagmasiyla
tehdit altindadir. Zaten istese de hatirlayamaz zira teknoloji araciligiyla
bir denetim toplumu olusturulmustur: “Swu uleri teknoloji toplumunun bir
kumanda toplumu oldugunu, sadece istenenlevin bize aktariddypm sana dn
anlatmam gevekmaiyor herhalde.” (s.164-165).

Romanda mekan iki ana eksende kurgulanir: steril, yapay bir diizene
sahip olan “Yeni Kent” ve ge¢misin tiim izlerinin gomiildiigii, diglanmiglarin
yagadigr “Copliik”. Bu mekan ikiligi fiziksel bir ayrim oldugu kadar zihinsel
bir boliinmeye de igaret eder. Yeni Kent, disiplin altina alinmig bireylerin
ve susturulmug bellegin alanidir. Copliik ise hatirlamayi, sorgulamayr ve
travmalar1 iginde saklayan ama bastirilmig bir karsi-mekandir. Bu kargitlik
ideolojik bir ¢atiymanin ifadesidir. Yeni Kent, teknolojiyle donatilmug yapilari,
ylizeysel refahi, kontrol mekanizmalari ve bireyi dizginleyen diizenlemeleriyle
mutlak bir otorite tahayyiiliinii temsil eder. Yiiksek duvarlarla gevrili,
gozetim altinda tutulan ve steril bir yagam vaat eden bu kent, sakinlerinden
gecmislerini unutmalarini, ge¢gmisle baglarini koparmalarini ister. Belleksizlik
burada bir tiir giivenlik tedbiri haline gelmigtir. Bu kentte yasayan bireyler,
adeta artilmig bir tarihsizlik i¢inde yasamaya zorlanir; kimliklerini,
aidiyetlerini ve duygusal ge¢mislerini teslim ederek var olabilirler. Disiplin
ve itaatin dogallagtig1 bu yapay diizen, kolektif hafizanin silinmesi iizerine
inga edilmigtir. Buna karsihk Copliik, sistemin digina itilmig bireylerin,
unutulmak istenen hikayelerin biriktigi kargi-mekandir. Romanda Copliik,
kiiltiirel ve tarihsel atiklarin da depolandig: bir alan olarak resmedilir. Bu
mekan, hatirlamanin ve anlatmanin, dolayisiyla iyilesmenin miimkiin
oldugu tek yerdir. Ancak bu hatirlama siireci de kolay ve lineer degildir;
pargali, sancili ve zaman zaman yikicidir. Mekanin kaotik ve ¢iirlimiis yapisi,
goriiniirde bir umutsuzluk tagisa da aslinda unutmaya karst verilen sessiz
bir miicadelenin zeminini olugturur. Ciinkii “bu mekanin sakinleri, unutma
viriisiine yakalanmadan, herhangi bir baskiya maruz kalmadan kendi yagam
alanlarini ozgiirce gekillendirmiglerdir” (Durmaz, 2022:52). Nihayetinde
“patlamadan etkilenmeyen tek bolge, temiz kalmas tek yerds copliskler.” (s. 256).
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Boylece romanda mekan, fiziksel bir arka plan olmaktan ¢ikar; ideolojik,
duygusal ve tarihsel bir yiik tagiyan aktif bir 6geye doniisiir. Yeni Kent ne
kadar gegmisi silmeye ¢aligirsa, Copliik o kadar ¢ok hatirlatir.

Unutma, kendiliginden geligen bir zihinsel siireg yerine, sistemli bigimde
yerlestirilmig bir diisiinsel yonelim olarak yer almigtir romanda. Capliigiin
generali ashmda bir metafordur. Roman, kolektif hafiza kaybina ve toplumun
unutmasimdan kendi iktidaviar: adima yarar wman devin odaklara dikkat ceker
(Canbaz Yumusak, 2012:64). Karakterlerin tamami, ge¢misle baglarin
koparmug ya da koparmak zorunda kalmug figiirlerdir, “li¢ maymunu oynayan
bireyler” olarak tanimlanir; gormemek, duymamak ve konugmamak,
onlarin hayatta kalma stratejisine doniigmiistiir (Dag, 2020). Romanda “{ig
maymun” metaforu, hatirlamay: bastiran toplumsal bir tutumu sorgulamak
amaciyla kullanilir. Anlatici, hatirlamanin ve hatirlatmanin bir direnis bigimi
oldugunu vurgular. Yagsanilan acilarin unutulmasi igin gaba gosterilen bir
cografyada, hatirlamayzi stirdiirenler adeta cezalandirilir. Toplumsal sorunlarin
tistesinden gelebilmek, onlar1 gormezden gelmek yerine farkinda olarak
yizlesmeyi gerektirir. Unutmak bireysel bir savunma tepkisi olabilir; fakat
unutturmak, otoritenin yonlendirdigi, bilingli ve sistemli bir miidahaledir.
Bu miidahale bireyi pasiflestirir, hakikatin sinirlarini ise otorite belirler
(Akkoyun, 2016:154-155). Dolayisiyla denetim, merkezi otoritenin Gtesine
gegerek toplumun her kesiminde yeniden {iretilen bir igleyige doniigiir.

Romanda bir bagka 6nemli katman, dogayla olan iligkinin kurgulanma
bigimidir. Copliik, bir anlamda bastirilmig doganin ve bastirilmig tarihin i¢
ige gectigi yerdir. Modern kentin steril ve denetimli alanina kargilik ¢opliik,
bozulmug ve diglanmis olanin mekanidir. Ancak bu sadeceme kansal karsitlik
olarak okunmaz, etik ve varolugsal bir ayrim1 da simgeler. Baska bir ifadeyle
¢opliik, hatirlamanin, yiizlesmenin ve yeniden kurmanin imkinini tagtyan
bir alandir. Burada yasayan insanlar, sistemin diginda kalan ya da gérmezden
gelinen bireyler olmanin yaninda modern yasamin digladigi dogayla temas
kurma bigimlerini, bastirilmig bellegi ve bagka bir toplumsalligin izlerini de
tagirlar. Copliik aracihigiyla bu birikimler goriiniir hale gelir; mekan, hem
kentin diginda birakilanin sesi olur hem de hatirlama, yiizlesme ve doniigiim
olanaklarini i¢inde barindirir.

Utopya geleneginde kent, insan aklinin iiriinii olan kusursuz bir diizenin
mekani olarak kurgulanir; toplumsal esitligin, adaletin ve refahin somutlagtig
bir ideal alan olarak sunulur. Bu anlayista kent, doganin doniistiiriilmesiyle
elde edilen, insan merkezli bir bagar1 6rnegidir. Oysa distopik anlatilarda
kent, giderek tek tiplestirici, denetleyici ve yabancilastirici bir yapiya biiriiniir.
Bireyin Ozgiirliigiinii sinirlayan, gozetim altina alan ve hafizay: silen bu
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mekan, artik bir ilerleme vaadinin degil, yozlagmig bir sistemin gostergesidir.
Bu nedenle distopyalarda kent yalnizca fiziksel degil, ideolojik bir tahakkiim
alanidir. Buna kargilik doga, denetim dis1 kalabilen ender alanlardan biri
olarak ozlemle anilir; kimi zaman saklanilan, kimi zaman kagilan, kimi
zaman ise diiglenen bir sigmnaktir. Dogaya doniig arzusu insani olani,
duyguyu, hafizay1 ve gesitliligi koruma ¢abasini da iginde barindirir. Boylece
ttopyalarin kutsadig1 kent, distopyalarda bir tiir hapishaneye doniisiirken;
bastirillan doga, ozgiirliigiin ve hatirlamanin simgesi haline gelir.

Baglar1 karli ulu daglar, giiriil giirtil akan pinarlar, yesil otlaklari,
hayvanlarin1 damarlarini, oSlilerini dirilerini 6zlityorlardi. (...) Yemyesil
cayirlar, diz boyu papatyalar, mis gibi kekik kokusu diistii aklina. Kéytimiiz
her mevsim giizel kokard: (...), buralar leg kokuyor... (s. 24)

Baharda ciliz otlar, kardelenler, yonca ¢igekleri biterdi bu tarlalarda.
Eskiden, ¢ok uzaklarda kalmis o bolluk ve barig giinlerinde, yemyesil bugday
bagaklarr altin sarisina dondiigiinde, bigaklar yolunup tinazlandiginda hasads
kutlarlardi. Simdilerde bu topraklar ekip bigilmiyordu artik, Biiyiik Isletme
ile Bolge buraya tagindigindan beri yasakti bu topraklar: iglemek. (s.115)

Bu imgeler toplumsal diizenin digladigr bir yagam bi¢iminin
hatirlaticilaridir. Toprak, iretimin yerini thmalin ve denetimin aldig: bir
mekan olmugtur. Doga, ge¢mise tanikhik eden, onu i¢inde saklayan ve
yeniden hatirlamaya ¢agiran bir unsurdur. Baydar, ¢lirtime ile bereket,
yasak ile rittiel arasinda kurdugu kargithkla bellegin bireysel ve toplumsal
yonlerini de 6ne ¢ikarir. Artik bigilmeden kalan bugdaylar ve unutulan hasat
kutlamalar1, kaybedilmig bir yagamin izleri olarak romanin dokusuna islenir.
Romanin kahramani ise kentin, teknoloji ve biirokrasiyle sekillenmig yagam
bigiminden uzaklagip kurtulmak ister: “Bu selrin giiviiltiisiinden, trafiginden,
sist diste yyjlmus metal kutulara benzeyen sozde akilly oturma bivimlerinden
biktum artik.” (s.166)

Baydarin romaninda devrim hayal edilmez; ancak bellek aracihgiyla
yeseren bir umut s6z konusudur. Unutulmug olan, yeniden hatirlandiginda
yalnizca ge¢misi degil, gelecegi de doniigtiirme giiciine sahiptir.

Yillardir orada olduklarina, orada yagamlarint siirdiirebildiklerine gore,
ugurumun dibinde bir bagka hayat var: Onlarca yildir kendini siirdiirebilmis,
unutma vebasina direnebilmig bir hayat, giinii gelince ugurumu agip Yeni
Kent’e yayilacak bir umut... (5.262)

Romanin sonunda beliren bu sahne, bellegini yitirmemis bir yasam
bigiminin hala var oldugunu gosterir. Ugurumun dibinde siirdiiriilen hayat,
unutugla gevrelenmis Yeni Kent’in kargisina dikilen sessiz bir direnci temsil
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eder. Roman boyunca, bagka bir yasamin miimkiin olduguna dair bir igaret
olan Copliigiin ve burada yagsayan kii¢iik toplulugun varligi karanlik ve
suskunlukla kusatilmig bir diinyanin iginde gedik agar. Baydar, felaketin ve
sessizligin mutlak olmadigini; anlatinin, bellegin ve tanikhigin zamanla bir
kars1 duruga dontigebilecegini sezdirir. Boylece Copliik, yenilgiyle 6zdeslesen
bir mekin olmaktan gikar, gelecegi doniistiirebilecek bir thtimalin tagtyicist
olur.

Ayse Kulin - Tutsak Giines

Ayse Kulin’in Tutsak Giines adli romani, distopya tiirline 6zgii temalar1
dramaturjik bir ilerlemeyle ele alir: gozetim, kontrol, unutma ve direnme.
Roman, dini ve polisiye yapilarin birlestigi karma bir iktidar diizeniyle
kurulmug olan Ramanis Cumhuriyeti adli otoriter bir rejimde geger.
Gokcisim (Glinegit perdeleyen dev bir nesne) adli astronomik felaket ile
birlikte toplumsal diizenin ¢oziilmesi ve romanin baskigisi Yuna’nin bu
kosullardaki bireysel varolug miicadelesi, kiiltiirel baski ve doga karsithgryla
ylzlesme ekseninde iglenir. Roman modern zaman elestirisini, unut(tur)
ma, bilgiyi bastirma ve toplumsal kontrol gibi klasik distopya motifleriyle
bezenmis bir kurguyla ele alir. Gelecegin “Felaketler Ulkesi”nde bilim yok
sayilir, kelimeler sekilsizlesir, hatirlamak bile sug sayilir. M. Keith Booker’in
(2012) 1saret ettigi gibi, her distopya, titopya vaadiyle kurulur ama sonunda
baski ve tahakkiim tretir. Tutsak Giineste, “aghktan, kithktan, issizlikten,
kargasadan, cok uzun siiven bir i¢ savastan...” ¢iktiktan sonra kurulan “dizenls,
giivenls bir hayat” (Kulin, 2015:18) olarak ifade edilen refah, diizen, giivenlik
gibi kavramlarla megrulagtirilmig toplumsal yapr kisa bir siire sonra bozulur
ve bu diizenin arkasinda yogun bir denetim mekanizmasi, bireysel haklarin
bastirilmast ve homojen bir toplum yaratma gabasi ortaya ¢ikar. Roman,
bu geliskiyi ifsa ederek, iitopya adi altinda kurulan diizenlerin nasil birer
distopyaya doniigebilecegini gostermektedir. Nitekim, “litopya ile distopya
arasindaki sinir, oldukga kirilgandir; ideal gibi gortinen bir diizen, igindeki
en kiigiik ¢atlakla kolayca baskic1 bir yapiya evrilebilir” (Aras, 2020).

Ramanis rejimi Bin Dokuz Yiiz Seksen Dirt’te inga edilen gozetim toplumu
modelini ¢agristirir bir bigimde gozetim teknolojilerini (gozciiler, sansiir, dil
yasaklart) kullanarak bireyi disipline eder. Michel Foucault’nun panoptikon
kavramiyla tamimladigr denetim mekanizmasi burada da igler: gozetleyen
belli degildir ama gozetlenme ihtimali siireklidir: “Televizyonlar agikken
tiim evier dinleyebiliyor, hatta gozetlenebiliyor...” (s.118). Panoptik gozetim
mekanizmasi, bireyler tizerinde daimi ve paranoyakga bir otokontrol etkisi
yaratir. Yuna, siirekli izlenen ve bunun sonucunda kendi kendini izlemeye
zorlanan bir kigi haline gelir: “Her bir harveketimizin takip edilebildigi bir

»
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sistemde yagadyjume yeni fark ediyordum” (s.124). Ayrica Yuna’nin hipnoz
seanslar1 sirasinda Dr. Sorgen’den duydugu rahatsizhik ve “diisiinceyi de
okwyabiliyorlar mr acaba?” (s.124) sorusu, bu paranoyanin ulagtigr boyutun
bir gostergesidir.

Insan, kimligini gerek kigisel gerekse toplumsal gegmisiyle kurdugu
bag sayesinde inga eder. Bu siiregte bellek araciligiyla bireyin koklerine
tutunmas1 ve kendini gergeklestirmesi saglanir. Ancak romanda, Ramanis
Cumbhuriyeti’nde, gidalara eklenen kimyasallarla hafizalar zayiflatilarak
insanlarin - ge¢miglerinden koparilmasi  hedeflenir ve biitiinliikli  bir
kimlikten yoksun, sorgulamayan ve kolayca yonlendirilebilen bir toplum
yaratmak istenir. Bu amagla, bilim bir manipiilasyon araci olarak kullanilir.
Yerlesik degerler, tarih ve aligkanhklar silinerek, insanlar siirekli unutan
ve itaat eden pasif varhiklara doniistiirtiliir. Boylece, tektiplestirilmis bir
niifus tizerinde mutlak hakimiyet kurulur. “Sistemin ideal vatandag profili,
biitlinciil bir kimlikten yoksun ve siirekli unutan bireylerdir. Yonetim, bilimi
aragsallagtirarak insanlarin hem bedenlerine hem de zihinlerine niifuz eder”
(Gegen, 2022:324). Romanda gegen “(...), derin ve tath bir wykudasimz, evet.
Ama giin gelecek wyanacaksimz (...)” (s.54) ifadesi, unutmanin bir tiir uykuyla
Ozdeslestirildigi bir hali ortaya koyar. Burada uyku, bilingli ya da bilingsiz
bir kagig, gormezden gelme ya da bastirma arzusunun tezahiirii olarak
yorumlanabilir. Bireyin ya da toplumun, yagananlara kargi duyarsizlagmasi,
bastirilan acilarin ya da gergeklerin tizerini 6rtmesi, derin bir unutma halini
andirir. Bu nedenle de uyanmak, hatirlamaya, yiizlesmeye ve doniigmeye
yonelik bir ¢agridir. Distopik romanlarda unutmak ¢ogu zaman sistemin
bekasi i¢in gerekli bir mekanizma olarak isler. Ancak Baydar’in bu ifadesi,
bastirllan vicdanin er ya da ge¢ uyanacagina, dolayisiyla unutusun kalica
olamayacagina dair bir umudu da i¢inde barindirir.

Romanda iklim krizi, iktidar ve gii¢ arzusunun insanliga kargit bir goriintii
cizmesinin bir yansimasi olarak kargimiza gikar. Insanlarin tiim yagamini
olumsuz yonde etkileyen bu krizin arkasinda trajik bir gii¢ savasi vardir
(Gegen, 2022:322) Gokeisim olarak adlandirilan ve bir anlamda “giinesi
tutsak eden” bir nesne araciligiyla giines kapatilmig, tiim bilimsel faaliyetler
ve toplumsal ilgi bu hedefe yonlendirilmistir. Bu sayede insanlar ¢6ziim
bulamayacaklar1 yapay bir sorunla ugragtirilarak bagka seyler diigiinmeleri
engellenmig ve bir anlamda toplum kontrol altina alinmugtir. Diger taraftan
insanlarin tiim zevk ve ihtiyaglar1 -belirlenen sinirlarda- karsilanarak, Cesur
Yeni Diinya’da oldugu gibi sahte bir huzur ortami meydana getirilmistir:

Sizin yerinize diiglinen, tziilen, sorunlar1 ¢6zen Uluhanimiz vardi. Size
tek Ogretilen iglerinize odaklanmakti, sonra da her istediginiz Oniiniize



Yunus Sabin | 103

serildi. Ev, okul, saglik hizmetleri, i3, gii¢, hazir-yiyecek, ana-babalariniza
barinak... Hayat1 kolaylastird: size, karsihginda da sorgu sualsiz itaat ve ha
babam ¢aligmaniz1 istedi. Hig¢ gocunmadan galigtimiz. (s.145)

Sonucunda ise insanlar artik birer 7obot haline gelmislerdir. Bu
stiregten kurtulug, Yuna’nin sorgulamaya baglamasiyla birlikte bireysel bir
aydinlanmanin ve hafizanin yeniden ingasi siirecinin baglamasiyla olur.

Romanin finalinde Yuna’nin gokcismi sorgulamasi, distopik tahakkiimiin
sinirlarint gosteren bir doniim noktast olusturur. Bu epifani ani, bireysel
bilinglenmenin toplumsal doniigiimiin ilk kivilcimina nasil doniigebileceginin
bir 6rnegidir. Kulin, insan ruhunun derinliklerinde sakli kalan 6zgiirliik
arzusunun higbir totaliter sistem tarafindan tamamen sondiiriilemeyecegi
savindadir. Romanin sundugu bu umut 15181, distopik kurgularin salt
karamsarlik tiretmedigini, aksine insanligin direnme kapasitesine dair giigli
bir inanci cisimlegtirdigini ortaya koyar. Kolektif hafizanin giicli, roman
boyunca iglenen temalarin oziinii olusturan bir direniy manifestosuna
dontisiir.

Ayse Kulin - Yarm Yok

Ayse Kulin’in Yarm Yok adli romani, 2285 yilinda “Hayirli Uyanig”
sonrast kurulan Merkez Sehir Devleti’nde baglar. Bu gelecek, modern
toplum yapilarini merkeze alan tek tip, agir1 kontrollii ve ekolojik ¢okiis
sonrast olugmug bir distopyay1 temsil eder. Tiirk edebiyatinda eko-distopya
tiirtine yakin duran ¢agdag 6rneklerden biridir. Roman, yakin gelecekte bir
gevre felaketiyle kargi kargiya kalan bir diinyada geger. Kiiresel 1s1nma, su ve
gida kithgi, biyolojik ¢esitliligin yok olmasi, temiz hava ve dogal alanlarin
ticarilesmesi gibi temalar ¢evresel ve sosyo-politik sonuglartyla birlikte
kurgulanmigtir. Toplum, otoriter yonetimler ve ¢ok uluslu sirketlerin ig
birligiyle dogadan tamamen koparilmig, “ckolojik yurttaghk” kavrami yerini
“biyolojik uyumluluk” ve “sistem igi islevsellik” gibi teknokratik deger
yargilarina birakmugtir. Bu noktada Kulin’in distopyasi, bireyin dogadan,
diger insanlardan ve kendisinden nasil yabancilastirildigini gosterir bir
niteliktedir. Roman boyunca dogaya dair her seyden “sorun” olarak
bahsedilir. Dogal alanlar, ekonomik fayda tizerinden degerlendirilir; tarim
toprag1 bir rant nesnesi, su ise yonetilmesi gereken stratejik bir kaynaktir.
Insanlar artik “dogaya ragmen” yasamakta, doganin varligi yalnizca bir
tehdit ya da kontrol edilmesi gereken unsur olarak algilanmaktadir. Bu
anlamda Yarmn Yok, insan-merkezli (antroposentrik) bir anlayigin iflasini ilan
eder. Romanin ana karakterleri, ekolojik ¢okiisiin tam ortasinda yasarken,
duygusal tepkisizlik, aligkanliklarla yetinme ve direngsizlik gibi psiko-
toplumsal sorunlarla da yiizlesir. Uslu’nun (2024) da belirttigi gibi, roman,
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teknolojik ilerleme, bayindirlik ideolojisi ve ekolojik yikim unsurlarini
kesigtiren karanlik bir gelecek portresi gizer ve bireyin 6zgiirliik miicadelesini
varolugsal bir kriz ig¢inde sunar. Ayrica, “Nutregon gazmn kullamldyn
Felaket Savag ertesinde, Haywrl Uyanas’tan” (Kulin, 2023:7) 121 yil sonra
kurulan bu kavramsal diizen, Ayse Naz Bulamur’un (2023) deyisiyle, pek
de hayirli bir uyanig degildir. Burada her gey diizen iginde igler gibi goriinse
de “yeryiiziinde mutln, wmutly ve bunalum da olmayan insan kalmams gibidir?
(s.36). Caligmak, uymak, iiretmek... Devletin ideal vatandast olmak diginda
bir segenegin birakilmadigi bir yagam siirer insanlar. Tuvalete gitmek, su
icmek bile kurallara baghdir. En kii¢lik ihmalin cezast vardir. Gozciler,
ofislerdeki disiplini saglamakla gorevlidir:

Her iki saatte bir, tuvalet zilinin miizigini duyunca ayn: masada oturan
dort kigi digar1 ¢ikiyor ve alti dakika sonra yerlerine donmiis oluyordu.
Sadece tuvalete gitmek i¢in degil gida haplarimizi yutmak, su igmek, kan
dolagimini hizlandirmak adina saat bagi beg yiizer adim atmak igin de belli
araliklarla ve degisik melodilerle ¢alan zillerimiz vardi. Her hafta i¢imizden
biri, igimizin bagina tam zamaninda donmemizi saglamak igin gozciiliik
gorevini iistleniyordu. Disiplinin bozulmamas: ve verimin diigmemesi gok
onemliydi; bu nedenle gozciiliik ¢ok ciddiye almiyor, geciken arkadagina
yarim dakikalik kiyak yapan gozciiniin bu hareketi gecikeninki gibi siciline
igleniyor, bu ceza yiikselmesine yansiyordu. (S.8-9)

Her birey, topluma ne kadar katki sagladigy tizerinden degerlendirilir.
Ask, romantizm ya da arzular bu sistemde yersiz goriiliir. Cocuk sahibi
olmak igin genetik onay gerekir. Aile kurmak bile devletin denetimindedir.
Boylece titopik bir diinya haliyle kurulan diizen, siki bir denetim toplumu
meydana getirmis ve bir distopyaya dontigmiigtiir.

Gegmigin diinyas: ile gelecegin teknolojik toplumu arasinda kurulan
kargithkla, nasil bir doniisiime ugradigr agikga gosterilen mekan, distopik
diizenin dogrudan tagiyicis1 olarak kurgulanmigtir. Romanda asil dikkat
ceken, anlaticinin yasadigi zamanin mekanidir. Insanhg: felakete siiriikleyen
savagtan ii¢ kusak sonra Bircok sey diizeltilmig, savaslar sonlandirilmis,
“whk, inang, cinsiyet ve ten vemgi ayricabklar, degisik kitalarm ve dilkelerin
sistiinliikleri gibi boylece kavramlavin hepsi vafn kaldwilmastr.” (s.16) Tek amag
dinyayr huzuria yasanabilecek bir cennete (s.17) dontigtiirmektir. Ancak
teknoloji gizlice tiim yagami kugatmug, insanlar dogal ihtiyaglarini bile yapay
¢oziimlerle karsilamaya baglamugtir. Beslenme haplarla yapilmakta, iletigim
zihin yoluyla kurulmakta, seyahatler 1ginlanma ile gergeklesmektedir. Her
sey kusursuz bir isleyise baglanmistir; fakat bu diizenin ardinda kaybolan
insan iligkileri, bastirilan arzular ve kisitlanan ozgiirliikler vardur.
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Pek ¢ok distopik roman, insan eliyle sekillendirilmis diizenin doga
tizerindeki yikicr etkilerine odaklanir ve teknolojik gelismelerin kontrolsiiz
ilerleyisi, dogay1 yalnizca tiiketilecek bir kaynak olarak gérme anlayisiyla
birlesir. Kentlesme, betonlagma ve sanayilesmenin dayattigi yasam bigimi,
dogal ¢evrenin giderek yok olmasina neden olur. Goller ve irmaklar kurur,
ormanlar yok edilir, toprak verimsizlesir. Iklim krizi, kuraklik, gida kithgr
ve ekolojik dengesizlikler, artik insanin varligini tehdit eden temel sorunlar
hiline gelir. Uzun zaman miicadele etmelerine ragmen igine diistiikleri bu
durum kargisinda insanlar derin bir umutsuzluga kapilir. Yaganabilecek
bagka gezegenler kegfedilmig ve buralara gitmek olanakli hale gelmis olsa da
insanoglu nereye giderse gitsin felaketi de beraberinde gotiirecektir:

“Gezegenin tiim nehirleri ve golleri sulari ¢ekildiginden beri batakliga
doniigmiistii. Tklim degisikliginin  kuruttugu  yeryiiziinde hicbir ey
yetismediginden nereye gidersek gidelim Ayni yapay agaglarin altinda
nefeslenecek, suni gidaya kupon kesecek ya da kolay yolu segip beslenme
haplarimizi yutacaktik. (...) Diinyanin herhangi bir kogesinde gergek
yesilligi goremeyecek, denizlere, gollere giremeyecek olduktan sonra gahsen

kogusumdaki alistigim yatagimda kalmayi yeglerdim.” (5.26)

Yeni Diinya, goriiniirde huzurlu ama 6ziinde denetimle sekillendirilmis
bir toplumsal yapinin sahnesidir. Savagin ve israfin sona erdigi bu diizende,
ahlaki saflik en temel ilke haline getirilmigtir. Ancak bu saflik, bireyin iradesi
pahasina kurulmustur. Insanlar artik duygularimi degil, diizeni 6nceleyen
bir yasam bi¢imine yonlendirilmigtir. Gezegenin dogal kaynaklarinin
titkenmis olmasi, fiziksel olarak hareket etmeyi bile anlamsiz kilar; tatil
yerine sanal geziler onerilir, kiyafetler ancak eskiyince degistirilebilir. Bu
distopik diinyada, devletin her seyden 6nce gelen amaci, tiretim ve disiplin
diizenegini korumaktir. Bilim insan1 Mira’nin Tayro viriisiiniin panzehrini
bulmak iizere kurgulanmig yagaminin her alani, ig ahlaki ve biyopolitik
mantikla gekillendirilmigtir. Ayrica romanin sosyal elestirileri Mira
karakteri tizerinden iglenir. Tayro viriisityle miicadelede ideolojik, kiiltiirel
ve psikolojik ¢ergeveler de ortaya ¢ikar. Bu yolla Kulin, giiniimiiz sosyal
adaletsizliklerine de deginmek ister. Usluw’nun (2024) belirttigi gibi, Esrana
karakteri araciigiyla yapilan elestiriler, ozellikle kadin haklar1 konusunda
giintimiizde hala etkili olan esitsizlikleri vurgular.

Romanin en etkileyici yonii, gegmisle yiizlesme gerekliligini giiglii bigimde
hissettirmesidir. Mira’nin atalarindan biriyle kurdugu ses bag, hafiza, tarih
ve kimlik baglar1 agisindan ge¢misle buglin arasinda bir koprii olusturur.
“Oteki tarafla” kurulan hafiza bagt ile tarihle hesaplagma eylemine déniisen
ve bir anlamda bellegin tazelenmesi anlamina gelen bu yolculuk, ge¢misteki
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yolsuzluklar ve esitsizliklerle hesaplagmadan gelecege dair bir yap1 kurmanin
imkansizligini kanitlar bir nitelik tagir.

Yarm Yok, distopya tiiriiniin klasik 6gelerini (teknolojik baski, merkezi
ideoloji, ekolojik yikim) giiniimiizle kesisen sosyal-kiiltiirel elestiriyle
catistirtr. Uslu  (2024), romanin modern toplumun temel sorunlarina
yonelik bir elegtiri sundugunu ve sistemin siirdiiriilmesi halinde kaginilmaz
telaketi net bir gekilde ortaya koydugunu soyler. Bu yoniiyle Yarmn Yok,
giiniimiiz Tiirkiye’si iizerinden gelecege dair bir alarm gorevi goriir. Ancak
“Toplumsal ilerlemeyi bireysel mutlulugun tistiinde tutan kapitalist diizeni
elestiren bu romanda gelecek zaman yoktur” (Bulamur 2023). Insanlar
tarafindan kayitsizca tahrip edilen doga, bir goktaginin diinyaya ¢arpmasiyla,
ironik bi¢imde tiim insanligin sonunu getirir ve roman “YARIN YOK”
gighklartyla biter.

Sonug

Bu ¢aligmada incelenen dort ¢agdag Tiirk romani, distopya edebiyatinin
Bati merkezli tarihsel orneklerinden farkl olarak, yerel tarih, kentlesme,
neoliberal doniigiim, kolektif bellek ve kiiltiirel ¢oziilme ekseninde gekillenen
Ozgiin metinlerdir. Her biri farkli sosyo-politik odaklar tagisa da bu
metinler, benzer bi¢imde, bireyin otorite kargisindaki konumunu, baski
mekanizmalarini ve direnig potansiyelini mekin ve bellek iizerinden ele
alirlar.

Tahsin Yicel'in Gokdelen adli romani, kentlesme ve modernlesme
soylemleri {izerinden sekillenen distopik bir Istanbul’da geger. Kapitalist
diizene eklemlenmig bireylerin, yiikselen gokdelenlerle birlikte etik
degerlerden uzaklagmalari, mekan ve ideoloji iligkisi tizerinden gosterilir.
Roman, bireyin toplumsal hafizadan ve mekansal koklerinden koparilmasiyla
birlikte hem benligini hem de ahlaki yoniinii kaybettigine igaret eder. Bu
kopusun yarattigi yabancilagma, teknolojik ilerleme ve mimari ihtigam
arzusunun, insan dogasimi bastiran bir diizene evrilmesiyle daha da
belirginlesir.

Oya Baydarin Copliigiin Generali adli romani, bellek, suskunluk ve
taniklik ekseninde geligen distopik bir eserdir. Gegmisin sistematik bigimde
silindigi bir toplumda, anlaticinin bellegiyle olan kirilgan iliskisi, hem
bireysel kimligin hem de kolektif bellegin ¢6ziilmesini goriiniir kilar. Zaman
ve mekanin belirsizlestirildigi anlatida, hakikatle bag kurmanin neredeyse
imkansiz hale geldigi, susturulmug bir toplumsal yap1 resmedilir. Romanda,
ge¢migin silinmesinin sadece bireyi degil, biitiin bir toplumu sessizlige
mahkm ettigi iddia edilir.



Yunus Sabin | 107

Tutsak Giines romaninda Ayse Kulin, iklim krizinin yol agtig1 kiiresel
¢okiisli otoriter bir rejim atmosferinde igleyerek distopik bir diinya kurar.
Giines 151g1nin yoklugu, bireylerin yagam alanlarini, zihinsel direnglerini ve
diisiinsel bagimsizliklarini kugatan bir metafora doniigiir. Yuna’nin hikayesi
hem bedensel hem diisiinsel olarak denetim altinda tutulan bireyin, zamanla
kendini izlemeye zorlandig: bir gozetim evreninde nasil yalnizlagtigini ve
kirildigint anlatir. Roman, dogayla bagin koparilmasiyla birlikte toplumsal
yapiun nasil ¢oziildiigiinti, insanin hem g¢evresinden hem de anlam
duygusundan uzaklagtiginda nasil savunmasiz kaldigini ortaya koyar.
Bununla birlikte, ekolojik felaketin yalnizca bir gevre sorunu olmadigini,
bireysel varolusu kokten etkileyen siyasal ve toplumsal sonuglara yol agtigini
gostererek distopyanin eko-politik boyutunu da gosterir.

Ayse Kulin’in bir diger roman1 Yarmn Yok ise, teknolojik ilerleme ve
gevresel yikimin i¢ ige gegtigi bir gelecek kurgusuyla dikkat geker. Simdiki
zaman, ge¢migin ekolojik ve etik krizlerinin mirasiyla big¢imlenmis,
ileri teknolojiyle ¢evrilmis ama insani degerlerden yoksun bir yagam
alanina dontigmiistiir. Beslenme, iletisim ve hatta tireme gibi temel insan
faaliyetlerinin devlet denetimine girdigi bu diinyada, bireylerin neredeyse
yari-robot haline geldigi gozlemlenir. Roman, bireysel mutluluklarin
baskilandig1, duygularin ve arzularin diizen adina torpiilendigi bir sistemin,
insani insandan uzaklagtirdigini anlatmak amacindadur.

Bellegin bastirilmasi, bireyin kimligini yitirmesi, doganin tahribi ve
teknolojinin tahakkiim aracina doniismesi bu dort romanin ortak tematik
cksenleridir. Her bir metin, modern yagamin yarattigi yapisal sorunlari
elestirerek distopyaci diigiincenin, mevcut diinyanin ¢arpikliklarini goriiniir
kilmak ve olasi felaketleri 6nceden haber vermek gibi temel iglevlerini yerine
getirir. Bu baglamda, ¢agdag Tiirk romaninda distopya, gegmisi sorgulama,
bugiinii elegtirme ve gelecegi diistinme bi¢imi seklinde kendini gosterir.
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Chapter 7

Political, Social and Linguistic Discourse of
Dystopia 1n Paul Lynch’s Novel, Prophet Song

Zeynep Kopan'!

Abstract

Paul Lynch’s Prophet Song (2023) is a contemporary novel providing social
and political elements with a brilliant and provocative account of the Stack
family in a totalitarian regime. An unconventional use of language is also
included in the narrative of the novel such as run-on phrases, long sentences,
uninterrupted paragraphs, and dialogues without quotation marks. These
political, social, and linguistic features of the novel determine its dystopian
discourse. Several literary studies have argued the problem of political,
social and linguistic discourse; however, these features in the context of
contemporary dystopian literature remains to be explored properly. Thus, this
study aims to analyse the dystopian elements in the novel within the context
of political, social, and linguistic discourse. The study enables a discussion on
the authoritarian political system, the oppressive social order, and dystopian
language use in Paul Lynch’s novel, Prophet Sony in the light of the discourse
analysis. All things considered, Paul Lynch’s Prophet Sonyg appears to have a
dystopian discourse including political, social, and linguistic elements.

Introduction

In the contemporary world literature, describing imaginary totalitarian
societies and portraying fictional dehumanized individuals have been
gaining much popularity over the past few decades. This popularity with a
wide range of literary works simultaneously has provided the development
and spread of dystopian literature around the world. Authors dealing with
dystopian themes are overfondly welcomed with great interest by the readers.
Thus, dystopia has been becoming a fundamental genre with a particular set
of characteristics in the contemporary world literature. Perhaps dystopian
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literature is momentously essential because it throws light upon the existed
troubles and fears of the today’s world and foresees the expected problems
and anxieties of the people in the future. It is still an arguable but at the same
time a prevalent fact that dystopia takes its inspiration from the real events
and actors of the present-day communities. On the contrary, Northrop Frye
(1965), an important literary critic, claims that, “Life imitates literature up
to a point, but hardly up to that point. The utopian writer looks at his own
society first and tries to see what, for his purposes, its significant elements
are. The utopia itself shows what society would be like if those elements
were fully developed” (p. 324). This is also true for a dystopian writer from a
different perspective. Unlike Utopia with systematic, harmonious, idealistic
and perfect order, Dystopia attempts to show dangerous, extreme, offensive
and devastating elements within a society which the writer has observed
and considered in the society. The reflection of the current and forthcoming
real-life circumstances into the literary atmospheres from an anti-utopian
perspective is specifically important since dystopian literature encourages
its readers initially to think, perceive and question the social practices and
political endeavours of the surviving governments and then to take a rational
and necessary action to stop the probable manipulations, oppressions and
controls by the authoritarian forces. Thus, dystopian literature might be
considered as a comprehensive insight into citizen-state relationships and an
immediate notice in advance about present and future tyrannies.

Asavery remarkable representative of this dystopian tradition in literature,
Paul Lynch is one of the most significant and distinguished authors of both
Irish and contemporary world literature. Paul Lynch, a highly talented
author, discusses both modern and tyrannical world struggles such as the
emigration into another country from a totalitarian regime, the racial and
other discriminations by a despotic government, and the existing and foreseen
cruelties against the people in a particular society. He especially concentrates
upon the fears, worries and sufferings of the individuals surviving in the
authoritarian systems. In his writing, he uses a mesmerizing and provocative
poetic language with a style of a brilliant description of his characters and a
valiant depiction of realistic issues into the fictional realities. Furthermore,
his use of language in his novels allowing a sort of explanation, discussion and
warning to readers and critics clearly defines what the dystopian discourse is
and greatly provides how the dystopian discourse is to be comprehended in
literary circles. Thus, the dystopic discourse might be discussed politically,
socially, and linguistically, because dystopia by its definition refers to an
invented place which is ruled by a totalitarian regime; a society in which the
people are oppressed, controlled and conditioned; and a system in which the
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language is restructured and manipulated. Lynch’s works make significant
contributions to the political, social, and linguistic dystopian discourse in
literature.

Among Paul Lynch’s novels, Prophet Sony is by far the most outstanding
novel signifying a dystopian discourse in literature politically, socially and
linguistically. Published in 2023, the novel was awarded 2023 Booker Prize.
It has become one of the bestselling books not only Ireland but also all over
the world. This apparently illustrates that readers desperately need a new
understanding and/or perhaps a proper solution to their current troubles in
their lives under the despotic regimes, because the world is unfortunately
being ruled by these regimes and people’s troubles are getting to resemble
one another more strongly. For readers and critics, Lynch’s novel is fairly
eye-opening to consider the prevailing practices of the states and highly
encouraging to question the probable activities of the governments.
Moreover, reading those characters’ fictional experiences in the novel makes
the readers initially to empathize with their actual lives and then to question
their own identities and societies.

Paul Lynch’s Prophet Song is a crucial dystopian novel focusing Eilish
Stack and her family in the Republic of Ireland which has turned into a
tyranny. The Stack family — Eilish and Larry with their four children, Mark,
Molly, Bailey, and Ben — is trapped within a dark and nightmarish society
under a totalitarian regime. While Eilish is a competent biologist who is
unable to work owing to the recent despotic activities in the country by the
new order, Larry, her husband, works a teacher and a leader in a trade union.
In this terrifying social and political atmosphere as Larry is interrogated by
the GNSB (The Garda National Services Bureau), a police force because
of his protest against the new system and then disappeared mysteriously,
Eilish is left alone and desperate with her children. The whole country and
Eilish’s mind are in turmoil: The country has been started to be ruled by an
oppressive government with the emergency powers, and she does not want
to accept these overbearing practices of the new regime. In the meantime,
Mark, her eldest son, disappears and loses contact with his mother and
other siblings, because after he has been called by the military service, he
prefers not to join the army and to involve in the rebel forces against the
regime instead. Whether he is alive or is killed by the government or not
remains a mystery. Bailey, her second son, gets a shrapnel wound to his
head in an attack and is taken to the military hospital without her consent,
then she eventually finds his son’s dead body in a morgue. He is probably
tortured and killed by the regime. Molly, her only daughter, has to deal with

some kind of depression as a result of their loses and experiences in this



114 | Political, Social and Linguistic Discourse of Dystopin in Paul Lynch’s Novel, Prophet Song

environment. Ben, her toddler, even feels insecure and needy in these war
circumstances. After these series of tragic events, even though she still has a
hard time believing what she struggles and she suffers from some varieties
of misery, Eilish with her two children, Molly and Ben, decides to escape
from this totalitarian regime. The end of the novel is still ambiguous and
open-ended, because whether they manage to escape from this terror or not,
is unclear. However, it ends hopefully with Eilish’s bright words, “...to the
sea, we must go to the sea, the sea is life” (Lynch, 2023, p. 309).

Paul Lynch has composed a very complicated and sophisticated structure
with his novel from the perspectives of the individuals to the core of the politics
and society with an unconventional use of language. This intense structure
might be studied by different approaches to the literature. Nonetheless,
amidst these approaches, the discourse analysis is by far the most appropriate
method of literary criticism to discuss the dystopic discourse of the novel
politically, socially and linguistically, because Prophet Somy’s dystopic
content determines its political, social and linguistic discourse of dystopia.
Accordingly, discourse analysis provides abundantly what the purpose of
the novel is and how the meaning of novel is constructed. Furthermore,
it paves the way for not only how the language use works effectively in
some contexts but also how power relations determine political and social
circumstances. Thus, discourse analysis is quite essential and beneficial to
question dystopian elements within a novel. Lynch’s novel elaborates the
political issues of authoritarian rule, such as surveillance, manipulation and
control in a totalitarian regime. Furthermore, it unfolds the social problems of
oppression, suppression, loss of identity and individuality, misinformation,
uncertainty, chaos and confusion in an authoritarian society. Additionally,
it illustrates the concerns dealing with the use of language such as language
manipulation, censorship and silencing the individuals in a despotic
environment. In the light of these themes, Prophet Sony criticizes the existing
and forthcoming anxieties of dystopian discourse in terms of politics, society
and language within the governments.

Paul Lynch’s Prophet Song is a contemporary novel providing political,
social and linguistic elements with a brilliant and provocative account of
the Stack family in a totalitarian regime. An unconventional use of language
is also included in the narrative of the novel such as run-on phrases, long
sentences, uninterrupted paragraphs, and dialogues without quotation
marks. These political, social and linguistic characteristics of the novel
define its dystopian discourse. Several literary studies have argued the
problem of social, political and linguistic discourse in dystopian literature;
however, these features in the context of contemporary dystopian literature



Zeynep Kopan | 115

by discourse analysis remains to be explored properly. Thus, this study aims
to analyse the dystopian elements in the novel within the context of political,
social and linguistic discourse in three sections. In the first section, political
discourse is going to be discussed in terms of authoritarian rule, surveillance,
manipulation and control. The second section is going to analyse social
discourse within the novel in view of oppression, suppression, loss of identity
and individuality, misinformation, uncertainty, confusion and chaos. In the
third section of the study, linguistic discourse is going to be argued with
regard to language manipulation, censorship and silencing the individuals.
Lastly, the conclusion summarizes the main arguments of the study. All
things considered, this study enables a discussion on the oppressive political
system, the authoritarian social order and dystopian language use in Paul
Lynch’s novel, Prophet Song in the light of discourse analysis. Clearly, the
novel appears to have dystopian discourse including social, political and
linguistic elements.

Political Discourse

Politics involves the activities of states, governments and organizations
by making laws, applying rules and expanding practices in a particular
society of a particular region. It has a direct and profound impact on the
common behaviours of the society, the general attitudes of the individuals,
communication and interaction patterns. It simply determines the way
people think, behave and speak according to some rules and laws. These
characteristics of the politics make political issues the core basics of dystopian
literature, because politics is a powerful tool to systematize the society and
classify individuals under the authority. Dystopia represents political issues
in a very bad, unfair, abnormal and terrifying systems, but these political
issues are the representations of real-world problems in imagined, futuristic,
nightmarish and dehumanized versions. Thus, it might be stated that
dystopian novels imitate some political issues and discourses under the rule
of extreme totalitarian regimes. “While dystopias are greatly exaggerated
and fictional, dystopian literature provides critical commentary of the social,
political, and technological issues of their time” (Thuta, 2023, p. 74). On
the other hand, political discourse includes both the individuals’ interaction
and communication and their thinking, speaking and behaving patterns
about politics, governments, ideologies, power relations and political
systems. Paul Lynch’s Prophet Sony is also highly political in terms of its
political content demonstrating some political issues and discourses such as
authoritarian rule, surveillance, manipulation and control. Thus, analysing
political discourse of this dystopian novel is important since it offers a
critique about these political issues with their discourse.
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Authoritarian rule is the central political issue in Prophet Song referring
a type of political structure where political plurality is rejected. As for in
the novel, authoritarian rule is closely related the National Alliance Party
(NAP), aradical political party in the Republic of Ireland in the fictional near
tuture. Irish government is taken over by that party and Irish constitution
is suspended by emergency powers. Then, a different and despotic secret
police service, the Garda National Services Bureau (GNSB) is founded and
the Garda Siochdna is permitted an extensive authority. It has specific and
special powers on the individuals. Michel Foucault (1995) argues police
power in his book, Discipline and Punish: The Birth of the Prison that “Police
power must bear ‘over everything’: it is not however the totality of the state
nor of the kingdom as visible and invisible body of the monarch; it is the
” (p.
213). Thus, the police power is one of the main responsible and authority of
the government. With the police force, the government has a domineering
power over the individuals of the society, especially applying a number of
restricting rules and laws by expecting from people to obey them without
questioning.

dust of events, actions, behaviour, opinions — ‘everything that happens

A reign of fear is also established by the governmental authorities
and organizations in the society. In the novel, there are various instances
showing this authoritarian rule: “The government has issued a series of
new decrees, all schools and third-level institutions have been closed with
immediate effect, citizens have been ordered to stay at home except to buy
food or medicine or to provide care to the elderly or sick” (Lynch, 2023, p.
183). Another instance for authoritarian rule is that judicial system is also
a tool to exercise its power in this regime. For instance, “Habeas corpus
has been suspended under the national emergency legislation, in effect,
the state has special powers and has silenced the judiciary” (Lynch, 2023,
p.- 39). As a result of these despotic practices and discourses, Eilish sees
and understands that this is a new and dystopic political order, “What she
sees before her is an idea of order coming undone, the world slewing into
a dark and foreign sea” (Lynch, 2023, p. 45). This dark and foreign sea
changes their reality and determine how they have to live and talk and what
they have to think and feel. This is their new political reality and their new
political discourse. That Paul Lynch warns people about the present and
tuture of the states through his writing and what Eilish actually experiences
are unfortunate facts of this universe, and most people are familiar with this
kind of oppressive applications. According to Eric Voegelin (1953), “The
vast majority of all human beings alive on earth is affected in some measure
by the totalitarian mass movements of our time” (p. 68). Consequently,
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these fictional compositions are the representations of the political realities,
discourses and probabilities concerning all human beings.

Surveillance is another political issue in the novel. It alludes a close
observation of a person or place, particularly by a superior power such a
police force or governmental organization authorised by a totalitarian state
due to an anticipated crime. In the novel, The Garda National Services
Bureau (GNSB) has become a very powerful structure empowered by
the government to surveil the individuals and organisations in the society
in order to obtain information about their anticipated illegal activities
and crimes. In the novel, Larry points out that “Look, Eilish, you know
how they work, what it is they are after, they gather information, they
do so discreetly” (Lynch, 2023, p. 5). Eilish and her family are being
observed and followed by the government considering what if they could
become objectionable to the benefits of the state. Surveillance turns out
to be a usual act of the government under these tyrannical circumstances.
Accordingly,

State surveillance, as depicted in Lynch’s Prophet Somy, infiltrates the most
intimate spaces of the Stack family, destabilizing their unity and transforming
their home into a place of fear and uncertainty. The constant presence of the Gardn
National Surveillance Buvean (GNSB) imposes an invisible but pervasive control
over their lives, affecting their intevactions, emotions, and sense of security... we can
undevstand how the fear of surveillance shapes bebavior, evodes trust, and compels

indwiduals to self-requinte under the oppressive gaze of the state (Shah, Ansar &
Ali, 2025, 1295).

The above quotation brilliantly clarifies that surveillance decides the way
a family live and how the individuals think and behave in an authoritarian
society. Their relationship between the family members, their safety and
comfort, and even their feelings are destructively restructured by surveillance.

In Prophet Song, manipulation is one of the fundamental issues. It is a
sort of technique of controlling and affecting individuals in a social order,
typically in an unfair and deceptive way in order to change someone’s own
ideas and behaviours. In the novel, the despotic government possesses an
ability to manipulate the characters by rationalizing its activities with various
judgements, justitying its actions with laws and pretending to care its citizens.
In the novel, during the Larry’s interrogation by the police, he claims that
“This is not an allegation, it makes no sense, you’re twisting something,
taking one thing and turning into something else, it looks like you typed
this up yourself” (Lynch, 2023, p. 10). The chief inspector interrogates
Larry according to their own invented rules without considering Larry’s
democratic rights. This is a very obvious example of manipulation in the
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novel. Manipulation is also evident in Simon’s talk to Eilish that “The NAP
is trying to change what you and I call reality, they want to muddy it like
water, if you say one thing is another thing and you say it enough times,
then it must be so, and if you keep saying it over and over people accept it
as true” (Lynch, 2023, p. 20). Thus, it might be claimed that manipulation
is an absolute technique for political discourse of dystopia, because their
objections, talks, protests do not represent anything, and their perspectives
and speeches are not valid in this authoritarian rule.

Control is also a predominant political issue in Prophet Sony. It might
be defined from a dystopian perspective as the systems and methods of
a ruling class by using force in order to preserve its power and prevent
personal ideas from being expressed and behaviours from being acted.
Foucault’s (2021) definition of state is somehow parallel with the state
which controls its power in the novel: the art of governing based on divine,
natural, or human laws is not the reason of the state. Respecting the global
order is not a must. According to the power of the state, it is governed.
The government’s goal is to strengthen this position within a broad and
competitive framework (p.47). Lynch’s dystopian government seems as
if trying to take this opinion as a model governance. The government
in the novel is trying to increase its power over the individuals. Perhaps
it determines and maintains its power according to the control over the
individuals. In the novel, the characters have to live under the rule of an
authoritarian regime and continue to survive under the total control of
the government: they do have no rights, no work to do, no place to go or
travel, even no way to get a passport, no atmosphere to think and question
the system and lastly no room to escape. Wretched and dehumanised, they
have turned into the victims of control by the authoritarian rule. It is quite
obvious in the novel that “They are lifting people from everywhere now...
did you hear the journalist Philip Brophy was taken, the NAP have some
nerve, it has been all over the foreign news but not a word said about it here,
they are controlling the newsrooms now though social media is alive with
it” (Lynch, 2023, p. 36). According to Hannah Arendt (1951), “Wherever
totalitarianism possesses absolute control, it replaces propaganda with
indoctrination and uses violence not so much to frighten people as to
realize constantly its ideological doctrines and its practical lies.” (p. 341).
Control is also one of the ultimate aims totalitarian governments to keep
people passive and restricted as political actors, in this way their political
discourse dominates over the individuals.
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Social Discourse

A society contains various dynamics: a group of people surviving
together, an organized structure making decisions and a particular place
having some definite customs. The society is quite influential to shape
people’s thoughts, behaviours and communication. The social roles, rules
and customs also determine the way the individuals live like politics. They are
also quite influential on people’s hopes, opportunities, fears, and anxieties,
and these elements within the society are similarly in the scope of dystopian
literature. Thus, societies in dystopian novels take its roots from the actual
practices and dynamics of the society. Dystopia also indicates social issues in
a corrupt, discriminating, unusual and frightening societies, but these social
issues are also the reflections of existing problems in imaginary, futuristic,
terrible and exaggerated versions. Thus, it might be pointed out that
dystopian novels reflect various social issues and discourses under the rule
of extreme totalitarian regimes. Furthermore, social discourse involves how
people interact and communicate and what they perceive social systems,
roles, norms, values, beliefs, rituals and culture in a particular society. Paul
Lynch’s Prophet Sony is also abundant enough for social problems in terms
of its social content representing some social issues and discourses such as
oppression, suppression, loss of identity and individuality, misinformation,
uncertainty, chaos and confusion. Similarly, Pankaj Bala Srivastava (2024)
points out that “Paul Lynch’s ‘Prophet Song’ delves into how dystopian
literature, with its imaginative and speculative nature, illuminates urgent
societal issues and fosters critical reflection on our future trajectory” (p.
216). Thus, discussing social discourse of this dystopian novel is essential,
because it suggests a kind of warning about some social issues in terms of
these social problems with their discourse.

Oppression is the main social problem in Prophet Somg meaning a
persistent situation of being under demanding, discriminating and forbidding
conditions of an authority by restricting individual rights, freedoms and
opportunities. “A further paramount theme within ‘Prophet Song’ is the
gradual erosion of personal freedom, which Lynch masterfully utilizes to
lay bare the insidious mechanisms through which authoritarian regimes
dismantle the independence of their citizenry” (Srivastava, 2024, p. 228). The
novel is set in a world in which all the people in the country are oppressed by
the authoritarian rule. Lynch demonstrates a number of oppression methods
in the novel as in the following, “In the towns and cities across the country
the GNSB is knocking on doors and rounding them up, the subversives who
occupied the streets, the terrorists hiding in the civilian population.” (Lynch,
2023, p. 101). Besides, for instance, Eilish’s husband, Larry Stack, who is



120 | Political, Social and Linguistic Discourse of Dystopin in Paul Lynch’s Novel, Prophet Song

both a teacher and trade onion leader, is first inquired and then detained
by GNSB, because he has protested the new regime and declared his own
truth even though he is arrested and killed. Larry is an evident symbol of
truth against the oppression. As Foucault (2016) emphasized that instead
of remaining in the safe zone of the life where the truth remains unspoken,
one would risk death for the sake of telling the truth (p. 79). Larry is the
embodiment of this Foucauldian explanation. This is also a very obvious
example dealing with the resistance against oppression. Oppression is such
a powerful tool for the authoritarian rule that these people living under the
authority of this regime have no right to talk and protest. Thus, a new form
of truth and discourse signifying the privilege of the ruling elites is adopted
by force for the common people in the society. Authoritarian rule ignores
the democratic and personal rights of the individuals such as freedom of
speech and protest. Thus, a new social order and a different cultural system
are established with fear, anxiety and hatred. Another instance of oppression
in the novel is associated with Eilish’s and her four children’s surviving
conditions under the attacks of a civil war in the country. She has numerous
serious and challenging responsibilities, but the limited space to live and
the insufficient capability to do in this oppressive environment: dealing
with her children’s demands, trying to find food, money, help, and caring
for her father, Simon, who has dementia. They have a deprived life in a
deprived environment, having not enough money, plenty food and shelter
from the danger. These shortages and deprivations about human services
and humanitarian need are also the forms of oppression, demonstrating the
ultimate power of oppressive government. The country is brought into a
destructive war. Foucault (2023) knowledgeably explains this issue again
that in this situation, society will be defended against the threats that come
from and inside its own structure by the concept of an internal war. (p.
224). War emerged as a defence mechanism for the authoritarian rule to
justify their mentality, simultaneously as an instrument used to oppress the
people without leaving them the right to survive fairly. This vividly means
that oppression also determines social discourse of dystopia and changes the
way people communicate and resist.

Suppression is also an important social problem in the novel. From a
dystopian perspective, it might be described as an action of averting and
prohibiting personal wishes, desires, thoughts, acts and roles from being
emerged. There is a slight difference between the concepts of oppression and
suppression: oppression is a kind of long and cruel treatment to personal
freedoms and suppression is the act of putting down or stopping personal
rights. Suppression is a conscious act over the individuals of the society by
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the government. In the dystopian worlds, “Freedoms such as the freedom
of assembly, free speech, and a free press, as well as individuality and critical
thought are suppressed” (Thuta, 2023, p. 66). In the novel, the opposition
parties and the improper actions of the individuals are suppressed: Larry
Stack is detained by the police and then he disappears. Mark Stack, Eilish
and Larry’s eldest son, is called up for joining military service. Instead of
military service, he hides and joins to rebel forces, but rebel-held territory
is bombed by the government. He also disappears like his father. They lose
their contact with Eilish and other members of the family. Protesting and
opposing against the governance and its organizations are the reasons of
suppression of the individuals in the society. In the novel, the reality of
suppression is presented as, “She reads the ticker on the state TV news, the
headlines speak of ordinary things, a world that belongs to the past or to a
present that lies in strange parallel, in one world there are announcements
about new appointments and budget cuts, in another there are rumours of
a mass killing by government forces, civilians rounded up and executed”
(Lynch, 2023, p. 171). On the surface, media with all the components focuses
on delivering news to the people from a peaceful and normal perspective as
if there are no domination and control in the country. However, in reality
people are tortured and killed for the sake of the authoritarian desires. It is
obvious in the dystopian worlds. that media is even monopolized by the
government, deliberately presenting false news about the happenings in the
country. In fact, Eilish sees two kinds of world: The one belongs to the
suppressors and the other to the suppressed. Another striking and interesting
instance of suppression from the novel is Eilish’s cutting her daughter’s and
own hair. In order to “make sure nobody looks at” (Lynch, 2023, p. 294)
Molly and herself, she cuts Molly’s and her own hair. This is also a clear
indication of internal suppression caused by the fearful environment of the
authoritarian rule. Eilish has to suppress their own desires such as having
long hair. Thus, the authoritarian rule creates both an internal suppression
which the characters internalize and create for themselves, and then an
external suppression which the governmental organizations plan and put
into practice over the individuals. Thus, suppression might also be regarded
as a determinant of social discourse of dystopia.

In Prophet Somyg, loss of identity and individuality is another social
problem. It refers losing one’s qualities, beliefs and values by suffering and
also abandoning one’s abilities, habits and hopes forcibly by the oppressive
and suppressive orders and rules of an authority. In the novel, all the members
of the Stack family experience and suftfer from some kind of loss. Similarly,
the other people within the society lose their identity and individuality.
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For instance, Eilish “turns to face the street, watching the world pass by in
strange pretence, the pale and stolid faces hurrying back to work, they are
mostly civil servants, every day another international firm closes its doors
and makes its excuses, soon the city will be emptied out.” (Lynch, 2023,
p. 124-125). New identities and individualities are purposefully formed by
this authoritarian system. Perhaps, Eilish is the key character who has lost
the most. These loses are: her husband, Larry, in custody, her eldest son,
Mark, by the government’s bombings rebel force, her elder son, Bailey, in
the hospital as a result of his injury in one of the attacks, her job as a highly
skilled biologist, her house and other possessions, her father Simon, her
sister Aine, her sense of joy, her safety and comfort and lastly her country.
There is no contact between the family members owing to the disappearances
of Larry and Mark, Bailey’s death, social and political turmoil in the
country. As a result, they have lost their identity and individuality as the
members of a society and citizens of a state. It is also quite ironic that Eilish
remains calm and resilient with the hope of change by rationalizing and
questioning things although she has lost many things during this process.
Nonetheless, Mraovi¢-O’Hare (2024) suggests that “That her reliance on
reason is wasteful, dangerous for her children, and probably as problematic
as the totalitarianism against which it is directed” (p.17). Another shocking
example from the novel dealing with the loss of identity and individuality
is that Eilish sees the rebels in a pickup truck and thinks as, “They seem to
be enjoying themselves, not so long ago they were employees of all kinds,
students and trainees and the unemployed who in the blink of an eye became
seasoned to bloodshed” (Lynch, 2023, p. 204). At the end of the novel, the
rest of the family, Eilish, her daughter, Molly, and her youngest son, Ben,
have to escape from this despotic regime with the hope of a new beginning
to build a new identity and individuality. Dystopian society causes the
individuals to lose what they have gained and created in their lives, because
social discourse of dystopia has a great impact on constructing a kind of
purpose and meaning on their identity and individuality.

Paul Lynch puts the problem of misinformation in the centre of the
novel. In dystopian terms, it is inaccurate and inexact information used as a
tool and a campaign for propaganda in order to blur the individuals’ mind
about the practices of a ruling class and condition people to the benefits of
the government. In the novel, the new Irish government turns into a God-
like figure belonging an omnipotent and omnipresent role. Thus, it has a
domineering power over its citizens controlling all forms of organizations,
actors and media providing wrong information to the public. Then, it
becomes the source of misinformation and scaremongering with false news
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and wrong practices, usually by force. In the novel, Eilish’s friend, Carole
says that “It is clear now they’ve been lying to us all along, that the silence
is permanent, that our husbands will not be coming back, they will not be
returned because they cannot be returned, everybody knows this, even the
dogs on the street know it” (Lynch, 2023, p. 165). Mark also claims about
the lack of information and law in this new order that “And what law would
that be, Mam, seeing that there’s no longer any law in the land?” (Lynch,
2023, p. 134). The public do not understand what is socially and politically
happening in the country and thereby slides into uncertainty, chaos and
confusion, because there are no order and law, but only misinformation.
Furthermore, Sara Mill (2023) discusses Foucauldian concepts of discourse
and power in her book and suggests about knowledge and power that
Foucault has always focused on establishing the links between truth and
power, as well as between knowledge and power...As a result, it helps us
realise that knowledge is always used to the advantage of particular groups,
moving us away from the idea that knowledge is neutral and objective. (p.
104). Because of this reason, it might be asserted that the knowledge of the
authoritarian rule is not knowledge for the benefits of the society, rather
misinformation and it is also used as a kind of apparatus to oppress and
suppress the individuals. Misinformation deeply manipulates the people in
the society, because it spreads quickly among the members of the society.
Moreover, misinformation deconstructs the meaning people have composed.
Thus, it is quite influential in social discourse of dystopia.

Uncertainty, chaos and confusion are the basic social problems in
Prophet Sony which are interpenetrated and complementary to one another.
They might be defined as a fearful process and/or a painful situation in
which common people in a society know little or nothing about the real
intentions and ongoing practices of a totalitarian regime. Uncertainty, chaos
and confusion are unfortunately the ultimate and inevitable results of the
tyrannical regimes. Lynch has intentionally built this environment, because
“The purpose, really, is to set the mood (apocalyptic) and a stage from which
the trauma of the past few years can slide almost imperceptibly into a disaster
less familiar” (Markovits, 2023). Oppressive and oppressive structures
through misinformation creates an unknown, mysterious and ambiguous
environment. People does not understand what is going on and make sense
about what is happening. Eilish is also one of these people struggling with
this unrest in the country while also trying to deal with difficulties resiliently.
She does not know why Larry is detained and where he is after his arrest
by the police even though she tries to search him by writing a petition.
Whether Mark is alive or not is not clear although she attempts to find him.
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How Bailey is transferred into a military hospital after his injury from his
skull and why is tortured and killed in the hospital are also unknown after
she even finds his son’s dead body in the morgue. Right along with the
uncertainty about the fate of those individuals, chaos and confusion have
become prevalent in the country. There is an ongoing clash between the new
government and the opposition parties, between the police force and the
rebel force, and even among the individuals. Attacks, bombings, explosions
and the civil war are de facto realities in this new regime creating chaos
and confusion. The process of uncertainty, chaos and confusion also brings
violence against the public. In the novel, the brutality of the police force is
indicated as “She sees police with batons, they are beating the marchers into
grovelling shapes, they are beating them into the corners of the street, tear
gas skulking within some slow time occurrence while without the marchers
flee in repeat clips” (Lynch, 2023, p. 30). Nevertheless, the novel itself
does not directly present any idea about the development of the rebel force
against the government. The readers could guess but do not know much
about the resistance of the characters and other people in the country. In
view of that characteristics, Paul Lynch gives the readers room to consider
the ambiguous structure of the novel and ambiguous environment of the
totalitarian regime. All in all, uncertainty, chaos and confusion are the key
teatures of social discourse, and these elements determine and shape people’s
actions, thinking, understanding and reacting.

Linguistic Discourse

Language is a powerful tool and designed system for human
communication and human interaction within a particular society consisting
of many elements. It definitely influences the discourse of the society
and individuals. It refers the study of the language in all forms used by
organizations and people. Dystopia also demonstrated various issues related
to language in an unpleasant, hostile, unfamiliar and fearsome places, but
these issues dealing with language are also the exemplifications of present
problems in fantastic, futuristic, horrifying and overestimated versions. Thus,
it might be suggested that dystopian novels argue various linguistic issues
and discourses under the rule of extreme totalitarian regimes. Furthermore,
linguistic discourse contains how people use language, namely think, speak
and express themselves in particular political system and a particular society.
In Paul Lynch’s Prophet Sonyg, there is an ample scope for linguistic issues
in terms of linguistic structure and discourse of the novel indicating some
linguistic issues such as language manipulation, censorship, and silencing the
individuals. Linguistics concern of the novel is twofold: linguistic structure
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of the novel and linguistic discourse of the characters Thus, examining
linguistic structure and discourse of this dystopian novel is significant, for it
provides a sort of caution for present and future about some linguistic issues
with their discourse.

Language manipulation is the major issue dealing with linguistic
discourse of dystopia in Prophet Song. The term refers the use of words and
phrases to oppress, repress and supress the individuals under totalitarian
rules. Paul Lynch specifically uses some words and phrases to intensify the
chaotic and gloomy atmosphere of the dystopian world in the novel. In the
novel, the word, ‘darkness’, is used throughout the novel in order to depict
the evils of the despotic world. At the beginning of the novel, it is stated
clearly, “The darkening garden not to be wished upon now, for something
of that darkness has come into the house” (Lynch, 2023, p. 4). Moreover,
Paul Lynch’s use of language is manipulative through long sentences, no
paragraphs breaks, no dialogues of characters, use of comas to connect the
sentences. Long sentences are literary and linguistic tools which create some
kind of tension and suspense and build a sense of confusion and chaos. They
also make the novel unclear to understand and the readers weary to follow
the sentences. On the other hand, they provide a detailed account of events
and rich descriptions of the characters in the novel. Moreover, there are no
paragraph breaks in the novel either. A paragraph break is used to separate
the ideas in a piece of writing. Without paragraph breaks, the novel becomes
hard to read and understand. All the ideas and events have interconnected
one another with this use of language. Furthermore, the dialogues of the
characters within the novel are not demonstrated clearly in apostrophes.
Instead, readers could infer from reading who is talking to whom without
dialogues. This feature also causes some kind of unclarity, ambiguity and
confusion in understanding. However, it enables readers to increase their
attention on their ideas and allows understanding to become deep and
multilayered. Additionally, use of comas instead of periods makes the novel
more continuous, rhythmic and fluid. Conversely, with the use of the comas
in the novel, ideas and events become overlapped, and thereby ambiguity
and confusion are created in the meaning of the novel. These techniques
which Lynch has used are summarised as in the following,

Comprised of blocks of text, with no paragraphs or dialog markers, which are only
interrupted by occasional one-line spaces and chapters headed by numerals alone,
Prophet Sony exudes the niv of “paranoin creeping in” (Marvkovits) but also creates
the aura of “claustrophobin” (Harvison) in which the chavacters as well as the
reader suffocate. (Pietrzak, 2025, p. 5)
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Lynch has vividly created a gloomy and dark atmosphere with the words
he has chosen and the techniques he has applied in his writing. These kind
of uses related to language can also remind the readers the technique,
the stream of consciousness in which ideas and events flow irregularly.
These techniques make the novel more lyrical and denser, but at the same
time more confusing and complicated. In this way, it might be asserted
that readers have to read the novel with the authoritarian power of the
author according to his linguistic rules. Readers could empathise with the
dystopic atmosphere through the language rules he created. These structural
characteristics also make the content of novel consistent with the nature of
dystopia. Thus, language manipulation is one of the key features of linguistic
discourse, because it helps readers to understand the nature of dystopia.

Censorship is another principal issue related to linguistic discourse of
dystopia in Prophet Sony. Literally, it simply refers the control of various
words, concepts, materials and organizations through various means due to
political purposes. From a dystopian point of view, it is a control mechanism
for a government to maintain and exercise its power over its citizens, because
the political actors interpret some ideas of people as a threat for their own
benefits and find some practices dangerous for their own existence. In the
novel, it might be confirmed that “Another decree is announced on the
news, the listening to or reading of any foreign media has been prohibited,
news channels from abroad will be blocked and an internet blackout starts
from today” (Lynch, 2023, p. 175). The authoritarian rule prevents the
public from accessing accurate information and the truth through censoring
foreign media and internet by pumping its own truth. Censorship is also
related to language in this novel, because the characters are censored by
the authoritarian rule. They are not allowed to talk about and protest the
new regime freely. Instead, they are prevented from expressing themselves
and stopped themselves from doing and saying things. All the members of
the Stack family are somehow censored, because they are regarded as being
dangerous and having undesirable opinions about the government. Since
they do not support the new regime, they are considered to be usual suspects
planning secretly against the government and to be guilty of having oftensive
activities against the regime. That’s why they are deliberately eliminated
from the society and killed by the police force. Censorship restricts people
and indirectly restricts their linguistic discourse, and the authoritarian rule
enforces its own laws, ideologies and practices.

In Prophet Sonyg, silencing the individuals is one of the important issues
concerning linguistic discourse of dystopia. It might be described as a
method of preventing people from telling the truths, expressing themselves,
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stating their opinions and showing their feelings. In order to silence people,
censorship might be used as a tool in a dystopian society. In other words,
silencing the individuals might be achieved by censorship. Additionally, the
characters unconsciously turn into silent people because of the traumas they
have suffered from and become astounded about what they have faced in the
tyrannical conditions. In the novel, it is also clear from Eilish’s complaint
about the silence of the people that “Look at you lot, ...the unions bowed
and silent, and at least half the country in support of this carry-on and
casting the teachers as villains” (Lynch, 2023, p. 38). Thus, silencing could
be achieved externally by the oppressive methods of the government or
internally by the individuals themselves resulting from the things they have
faced in this dystopian world. Consequently, discourse is not only related
how language is used, but also to who could speak and who couldn’t, what
is the source of silence in the society, which voices are powerful or not, and
what is spoken by the authority to silence. In the novel, silence leads to
language problems, lack of communication and interaction, and distortion
of linguistic discourse, because the purpose of social and political norms is
determined by the dominant power, not by all participants of the society,
the meaning, truth, reality, and identity are built by the appointed rulers
opinion leaders not collectively.

Conclusion

Dystopian novels are increasingly attracting the attention of both readers
and critics in the twenty first century. Compared to other types of literary
genres, dystopia is still a new phenomenon that is supposed to be explored
in detail and clearly understood. This study demonstrated a descriptive
and critical account of political, social and linguistic discourse of dystopia
in Paul Lynch’s Prophet Song, explaining dystopian elements in the novel,
offering discursive facts from the characters of the novel, and analysing the
dynamics of dystopian discourse. More principally, a new point of view has
been presented with the hope of providing perceptions into the dystopian
discourse politically, socially and linguistically. Paul Lynch’s Prophet Sony
is a critical novel in terms of its political, social and linguistic discourse
of dystopia focusing a family struggle under a totalitarian regime. Thus,
this study has been discussed in three sections. While the novel’s political
discourse has been argued in the first section, the social discourse was
analysed in the second, and the linguistic discourse was explored in the
third. In this conclusion section, the key arguments of the study are going
to be highlighted and reinforced the idea of dystopia in political, social and
linguistic perspectives.
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This study is bringing a new perspective in terms of political, social and
linguistic discourse of dystopia in Paul Lynch’s novel, Prophet Sony. Discourse
analysis does not only explore how language works in certain works of
literature but also how political and social realities are created in those
works. How and why politics, society and language are shaped, constructed,
manipulated, controlled, oppressed and deconstructed is important in this
kind of analysis. In Paul Lynch’s dystopian novel, Prophet Sony, there are a
number of issues related to politics, society and language which could be
discovered through this criticism. All things considered, political discourse of
dystopia determines how a society is ruled, how the individuals are surveilled,
how they are manipulated and how they are controlled in a state. The rule
is authoritarian, the surveillance is devastating, manipulation is brutal, and
control is oppressive in dystopia. Hence, human beings transform into the
thing who are servile and subservient to the totalitarian regimes by losing
their purpose, meaning, identity and truth. Furthermore, social discourse of
dystopia explains what oppression and suppression tools are, how people lose
their identities and individualities, why misinformation is prevalent in the
society, and how uncertainty, chaos and confusion are created in the society.
In dystopian societies, oppression and suppression is used to control people,
members of the society lose all of their individual and societal roles, and
uncertainty, chaos and confusion are created deliberately by the tyrannical
government to maintain its power. Thus, people could not communicate,
interact, share things, and keep together in this social order. Additionally,
linguistic discourse of dystopia defines how language is manipulated, what is
benefit of censorship for a dictatorship and why individuals are silenced. The
purpose of language manipulation, censorship and silencing is to control
the masses, maintain the authority and shape the society according to the
authoritarian rules. Therefore, individuals become the obedient followers of
the dominant regime leaving their own language, thought, truth. Paul Lynch
discusses these issues comprehensively in his novel and he is not pessimistic
either. However, instead of just demonstrating political, social and linguistic
discourse of dystopia in the novel, he also proposes a solution with Eilish’s
way out from this horrible world. He considers that all the human beings can
end, resist, escape from this kind of dystopian world although they have lost
their hope and belief and experienced a lot of troubles. Thus, he is singing
a song through his book, Prophet Song. The Prophet is Paul Lynch himself,
seriously showing what will happen at the present and in the future under
the totalitarian regime. The song is his novel, Prophet Song itself, clearly
providing both a warning to consider and a key to open the closed doors of
the hope.
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Since this study is among the initial ones, many more studies related
to this novel will be conducted in the future. These might be: To analyse
symbolism in the novel in order to deepen the understanding of the
dystopian atmosphere. To explore more dystopian themes and issues related
to archetypes and conflicts based on the characters in the novel by applying
psychoanalytical approaches to literature. To discuss the aspects creating
power structures within a society in the light of Marxist and/or sociological
literary criticism.
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