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Abstract: Nikolay V. Gogol, a pioneering figure of 19th-century Russian literature, not only transformed prose
narrative but also developed a unique form of literary comedy. This article conducts an in-depth reading of
Gogol's The Overcoat, one of the most influential works in world literature, within the framework of Henri
Bergson's theory of laughter. According to Bergson, the fundamental source of the comic is "mechanical
inelasticity encrusted upon the living." This study adopts key Bergsonian concepts, such as automatism,
mechanical repetition, absent-mindedness, and the social corrective function of laughter, as its analytical axes.
Through the method of qualitative close reading, the routine character structure of the protagonist Akakiy
Akakiyevig, the central motif of the "overcoat," and the narrator's ironic discourse are examined in detail. The
analysis demonstrates how rigid bureaucratic structures and monotonous routines transform the individual from
a human being into a mechanical automaton. Particularly within the context of the Petersburg Tales, Akakiy's
social invisibility and his entrapment within the city's hierarchical labyrinth are presented by Gogol through a
poignant tragicomic perspective. The author constructs existential tragedy via comic strategies and grotesque
elements, thereby making institutional absurdity and systemic soullessness visible. The analysis reveals that
when human vitality is replaced by mechanical automatism, both aesthetic laughter and a sharp critical distance
are produced. While Bergson's theoretical framework illuminates the comic mechanisms in the story, the article
reopens the claim that laughter is merely a "social disciplinary tool" to discussion through ethical and historical
dimensions. Ultimately, The Overcoat proves that literary comedy serves as both a social satire and a profound
critical instrument regarding the human condition.

Keywords: Gogol, The Overcoat, theory of comedy, laughter aesthetics, Henri Bergson.
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Oz: 19. yiizy1l Rus edebiyatindan Nikolay V. Gogol, sadece diizyazi anlatisin1 doniistiirmekle kalmanus, ayni
zamanda 6zgiin bir edebi komedi bigimi de gelistirmistir. Bu makale, Gogol'iin diinya edebiyatindaki en etkili
eserlerinden biri olan Palto Oykiisiinii, Henri Bergson'un Giilme kurami ¢ergevesinde derinlemesine bir
okumaya tabi tutmaktadir. Bergson'a gore komik olanin temel kaynagi, "canli izerine eklemlenmis mekanik
katilik"tir. Bu ¢alisma; otomatiklesme, mekanik tekrar, dalgmlik ve giilmenin toplumsal diizeltme islevi gibi
Bergsoncu temel kavramlart analitik birer eksen olarak benimser. Nitel yakin okuma yontemiyle
gerceklestirilen incelemede; bagkahraman Akakiy Akakiyevi¢'in rutin karakter yapisi, merkezi bir motif olan
"palto" ve anlaticinin ironik sdylemi detaylandirilir. Inceleme sonucunda, kat1 biirokratik yapilarin ve monoton
rutinlerin bireyi nasil insanliktan ¢ikarip mekanik bir otomata doniistlirdiigii somut 6rneklerle gosterilir.
Ozellikle Petersburg dykiileri baglaminda, Akakiy'in sosyal goriinmezligi ve kentin hiyerarsik labirentindeki
stkismisligl, Gogol tarafindan sarsici bir trajikomik perspektifle sunulur. Yazar, varolussal trajediyi komik
stratejiler ve grotesk dgeler araciligiyla kurarak, kurumsal sagmaligt ve sistemin ruhsuzlugunu goriiniir kilar.
Analiz, insanin dogal canliliginin yerini mekanik bir otomatige biraktig1 noktada hem estetik bir giilmenin hem
de keskin bir elestirel mesafenin {iretildigini ortaya koyar. Bergson'un kuramsal g¢ergevesi dykiideki komik
mekanizmalart aydinlatirken; makale, giilmenin sadece toplumsal bir "disiplin arac1" oldugu iddiasini1 etik ve
tarihsel boyutlarla yeniden tartigmaya agar. Sonug olarak Bergsoncu "mekanik katilik" ifadesi, Akakiy'in
karakterinde yalnizca bireysel bir psikolojik zafiyet olarak degil, biirokratik sistemin bireyi islevsel bir nesneye
indirgemesinin sonucu olarak tezahiir etmektedir. Palto, yalnizca maddi bir ihtiya¢ veya arzu nesnesi olarak
degil, Akakiy'in toplumsal goriiniirlik kazanma istegini ve bu goriiniirligiin kirtlganligim temsil eden simgesel
bir nesne olarak islev gormektedir. Anlaticinin ironik sdylemi ise giilmeyi hem estetik bir mesafe kurma araci
hem de sistemin sagmaligini ac13a ¢ikaran elestirel bir strateji haline getirmektedir.

Anahtar Kelimeler: Gogol, Palto, komedi kurami, giilme estetigi, Bergson.
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Structured Abstract:

Aim: Nikolay V. Gogol, one of the foundational figures of 19th-century Russian literature, not only
transformed prose narrative but also developed a distinctive form of literary comedy. This study subjects
Gogol's The Overcoat, one of the most influential works in world literature, to an in-depth reading within the
framework of Henri Bergson's theory of laughter. According to Bergson, the fundamental source of the comic
is 'the mechanical encrusted upon the living'; this study adopts core Bergsonian concepts such as automatism,
mechanical repetition, absent-mindedness, and the social corrective function of laughter as its analytical axes.
Building on this gap in the literature, the study aims to demonstrate not only the mechanization evident in
Akakiy Akakievich's individual behaviour, but also how this mechanization is reproduced in the ceremonial
rituals of the 'important person', in the rigidity of the bureaucratic hierarchy, and in the narrator's discourse.
The study further questions the ethical limits of Bergson's characterization of laughter as a mechanism of social
correction, by examining how the ridicule directed at Akakiy in the story deepens his exclusion rather than
reintegrating him into society. In the existing literature, Gogol's The Overcoat has generally been examined
through the lenses of social critique, the 'little man' typology, or fantastic elements; a systematic Bergsonian
analysis of the story's comic structure has been largely neglected. This study aims to fill that gap and to build
an interdisciplinary bridge between theories of laughter and Russian literary studies.

Method: The research was conducted using a qualitative textual analysis method. The data source
consists of the Turkish translation of Gogol's The Overcoat; direct quotations drawn from the story were
examined through close reading. The analysis was grounded in the conceptual framework Bergson set out in
Laughter (Le Rire); in addition, Bakhtin's concept of carnivalesque laughter and Zupanci¢'s notion of
'extraordinary surplus' from her theory of comedy were employed in a complementary capacity to add
analytical depth. The protagonist Akakiy Akakievich's routine character structure, the central motif of the
overcoat, and the narrator's ironic discourse were examined in detail. In addition, Karlinsky's reading of the
mechanical bond formed with the overcoat, Eichenbaum's account of the story's abrupt shifts in narrative tone,
and Graffy's emphasis on linguistic play were evaluated in order to support the Bergsonian analysis with textual
evidence.

Findings: Drawing on Aristotle's definition, in the Poetics, of comedy as a harmless imitation of
human flaws, and his observation that the affect accompanying this imitation is pleasure and laughter, the study
briefly touches on the historical origins of comedy before turning to Bergson's modern theory of laughter. The
analysis demonstrates, through concrete examples, how rigid bureaucratic structures and monotonous routines
strip the individual of humanity and transform him into a mechanical automaton. Particularly within the context
of the Petersburg Tales, Akakiy's social invisibility and his entrapment within the city's hierarchical labyrinth
are presented by Gogol through a tragicomic perspective. The findings show that mechanization emerges not
only in Akakiy's individual behaviour but also in the ceremonial rituals of the 'important person', in the rigid
workings of the bureaucratic hierarchy, and in the narrator's repetition-driven ironic discourse; this multi-
layered finding constitutes the study's most original contribution to Bergsonian interpretation. The overcoat
motif is found to function not merely as an object of material need or desire, but as a symbolic object
representing Akakiy's desire for social visibility and the fragility of that visibility. Scenes such as the naming
of Akakiy Akakievich, his mechanical relationship with tailor Petrovich's snuffbox, and the bureaucratic
indifference he encounters after his overcoat is stolen are treated as central examples that concretize the story's
theme of mechanization. The literary tradition holding that Gogol's story originated from a real incident
recounted at a gathering in 1834 is also briefly assessed in relation to the story's fictional sources. The narrator's
ironic discourse, meanwhile, is shown to render laughter both a means of establishing aesthetic distance and a
critical strategy that exposes the absurdity of the system. The findings further reveal that Bergson's theory is
not merely confirmed but also shown to have limits: the laughter directed at Akakiy in the story does not
perform the social-corrective function Bergson envisioned; rather, it deepens his exclusion, humiliation, and
invisibility.

Conclusion: The study demonstrates that when human vitality is displaced by mechanical
automatism, both aesthetic laughter and a sharp critical distance emerge. While Bergson's theoretical
framework illuminates the comic mechanisms at work in the story, the study reopens the claim that laughter is
merely a 'social corrective tool' for discussion along ethical and historical lines. This finding indicates that the
explanatory power of Bergson's theory must be considered alongside its ethical limits: laughter may normalize
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an individual in a position of power, while further marginalizing one who is already vulnerable. These findings
also align with the other theoretical frameworks drawn upon in the study: Zupancic's concept of 'extraordinary
surplus' is concretized in the 'important person's' authoritarian bearing that exceeds reality, while Bakhtin's
notion of ambivalent carnival laughter offers explanatory power for the tension between mocking and
compassionate tones in Gogol's narrative. Ultimately, The Overcoat proves that literary comedy functions as
both a social satire and a profound critical instrument concerning the human condition. This study offers a
methodological model not only for reading Gogol's The Overcoat, but for future studies aiming to read literary
representations of bureaucratic modernity through theories of laughter.

Keywords: Gogol, The Overcoat, theory of comedy, laughter aesthetics, Henri Bergson.
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Résumé Structuré:

Objectif : Nikolai V. Gogol, I’'une des figures fondatrices de la littérature russe du XIXe si¢cle, n’a
pas seulement transformé le récit en prose, mais a également développé une forme distinctive de comédie
littéraire. Cette étude propose une lecture approfondie de Le Manteau, I'une des ceuvres les plus influentes de
la littérature mondiale, dans le cadre de la théorie du rire d’Henri Bergson. Selon Bergson, la source
fondamentale du comique est « le mécanique plaqué sur le vivant » ; cette recherche adopte des concepts
bergsoniens centraux tels que l’automatisme, la répétition mécanique, 1’absence d’esprit et la fonction
corrective sociale du rire comme axes analytiques. En s’appuyant sur cette lacune dans la littérature, 1’étude
vise a démontrer non seulement la mécanisation perceptible dans le comportement individuel d’Akaki
Akakievitch, mais aussi la maniére dont cette mécanisation se reproduit dans les rituels cérémoniels du «
personnage important », dans la rigidité de la hiérarchie bureaucratique et dans le discours du narrateur. L’étude
interroge en outre les limites ¢éthiques de la caractérisation bergsonienne du rire comme mécanisme de
correction sociale, en examinant comment la moquerie dirigée contre Akaki accentue son exclusion plutdt que
de le réintégrer dans la société. Dans la littérature existante, Le Manteau a généralement été étudié a travers les
prismes de la critique sociale, de la typologie du « petit homme » ou des éléments fantastiques ; une analyse
bergsonienne systématique de la structure comique du récit a été largement négligée. Cette recherche entend
combler cette lacune et construire un pont interdisciplinaire entre les théories du rire et les études littéraires
russes.

Méthodologie : La recherche a ét¢ menée selon une méthode d’analyse textuelle qualitative. La source
de données consiste en la traduction turque du Manteau ; des citations directes tirées du récit ont été examinées
par une lecture attentive. L’analyse s’est appuyée sur le cadre conceptuel défini par Bergson dans Le Rire ; de
plus, le concept de rire carnavalesque de Bakhtine et la notion de « surplus extraordinaire » de Zupanci¢ dans
sa théorie de la comédie ont été mobilisés de maniére complémentaire afin d’ajouter une profondeur analytique.
La structure routiniére du personnage principal Akaki Akakievitch, le motif central du manteau et le discours
ironique du narrateur ont été étudiés en détail. En outre, la lecture de Karlinsky sur le lien mécanique formé
avec le manteau, I’analyse d’Eichenbaum sur les brusques changements de ton narratif et I’accent mis par
Graffy sur le jeu linguistique ont été évalués afin de soutenir I’analyse bergsonienne par des preuves textuelles.

Résultats : En s’appuyant sur la définition d’Aristote, dans la Poétique, de la comédie comme
imitation inoffensive des défauts humains, et sur son observation que 1’affect qui accompagne cette imitation
est le plaisir et le rire, 1’étude évoque briévement les origines historiques de la comédie avant de se tourner vers
la théorie moderne du rire de Bergson. L’analyse démontre, a travers des exemples concrets, comment les
structures bureaucratiques rigides et les routines monotones dépouillent 1’individu de son humanité et le
transforment en automate mécanique. Dans le contexte des Récits pétersbourgeois, I’invisibilité sociale
d’Akaki et son enfermement dans le labyrinthe hiérarchique de la ville sont présentés par Gogol sous une
perspective tragicomique. Les résultats montrent que la mécanisation apparait non seulement dans le
comportement individuel d’ Akaki, mais aussi dans les rituels cérémoniels du « personnage important », dans
le fonctionnement rigide de la hiérarchie bureaucratique et dans le discours ironique du narrateur fondé sur la
répétition ; cette constatation plurielle constitue la contribution la plus originale a I’interprétation bergsonienne.
Le motif du manteau fonctionne non seulement comme un objet de besoin ou de désir matériel, mais aussi
comme un objet symbolique représentant le désir d’ Akaki de visibilité sociale et la fragilité de cette visibilité.
Des scénes telles que la nomination d’Akaki Akakievitch, sa relation mécanique avec la tabatiére du tailleur
Petrovitch et I’indifférence bureaucratique qu’il rencontre apres le vol de son manteau sont traitées comme des
exemples centraux qui concrétisent le theme de la mécanisation. La tradition littéraire selon laquelle le récit de
Gogol serait né d’un incident réel raconté lors d’une réunion en 1834 est également brievement évaluée en
relation avec les sources fictionnelles de 1’histoire. Le discours ironique du narrateur est montré comme rendant
le rire a la fois un moyen d’établir une distance esthétique et une stratégie critique qui expose 1’absurdité du
systéme. Les résultats révelent en outre que la théorie de Bergson n’est pas seulement confirmée mais aussi
mise en évidence dans ses limites : le rire dirigé contre Akaki n’accomplit pas la fonction corrective sociale
envisagée par Bergson ; il accentue au contraire son exclusion, son humiliation et son invisibilité.

Conclusion : L’¢étude démontre que lorsque la vitalité humaine est remplacée par 1’automatisme
mécanique, émergent a la fois le rire esthétique et une distance critique aigué. Si le cadre théorique de Bergson
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éclaire les mécanismes comiques a 1’ceuvre dans le récit, la recherche rouvre la discussion sur 1’idée que le rire
n’est qu'un « outil de correction sociale », en termes éthiques et historiques. Cette conclusion indique que la
puissance explicative de la théorie de Bergson doit étre considérée parallélement a ses limites éthiques : le rire
peut normaliser un individu en position de pouvoir, tout en marginalisant davantage celui qui est déja
vulnérable. Ces résultats s’alignent également sur les autres cadres théoriques mobilisés dans I’étude : le
concept de « surplus extraordinaire » de Zupanci¢ se concrétise dans 1’attitude autoritaire du « personnage
important » qui excede la réalité, tandis que la notion de rire carnavalesque ambivalent de Bakhtine offre une
capacité explicative pour la tension entre les tonalités moqueuses et compatissantes dans le récit de Gogol. En
définitive, Le Manteau prouve que la comédie littéraire fonctionne a la fois comme satire sociale et comme
instrument critique profond concernant la condition humaine. Cette recherche propose un modéle
méthodologique non seulement pour la lecture du Manteau de Gogol, mais aussi pour les études futures visant
a analyser les représentations littéraires de la modernité bureaucratique a travers les théories du rire.

Mots-Clés : Gogol, Le Manteau, théorie de la comédie, esthétique du rire, Henri Bergson.

Resumen Estructurado:

Objetivo: Nikolai V. Gogol, una de las figuras fundacionales de la literatura rusa del siglo XIX, no
solo transform¢ la narrativa en prosa, sino que también desarrolld una forma distintiva de comedia literaria.
Este estudio somete El capote, una de las obras mas influyentes de la literatura universal, a una lectura en
profundidad dentro del marco de la teoria de la risa de Henri Bergson. Segun Bergson, la fuente fundamental
de lo comico es “lo mecanico incrustado en lo vivo”; este trabajo adopta conceptos bergsonianos centrales
como el automatismo, la repeticion mecanica, la distraccion y la funcion social correctiva de la risa como ejes
analiticos. Partiendo de esta laguna en la literatura, el estudio pretende demostrar no solo la mecanizacion
evidente en el comportamiento individual de Akaki Akakievich, sino también como esta mecanizacion se
reproduce en los rituales ceremoniales del “personaje importante”, en la rigidez de la jerarquia burocratica y
en el discurso del narrador. Asimismo, se cuestionan los limites éticos de la caracterizacion bergsoniana de la
risa como mecanismo de correccion social, examinando como la burla dirigida a Akaki en el relato profundiza
su exclusion en lugar de reintegrarlo en la sociedad. En la literatura existente, £/ capote ha sido analizado
principalmente desde perspectivas de critica social, la tipologia del “hombrecito” o los elementos fantasticos;
un analisis bergsoniano sistematico de la estructura comica del relato ha sido en gran medida descuidado. Este
estudio busca llenar ese vacio y tender un puente interdisciplinario entre las teorias de la risa y los estudios
literarios rusos.

Metodologia: La investigacion se realizd mediante un método de analisis textual cualitativo. La
fuente de datos consiste en la traduccion turca de El capote; se examinaron citas directas extraidas del relato
mediante lectura minuciosa. El analisis se fundament6 en el marco conceptual establecido por Bergson en La
risa (Le Rire); ademas, se emplearon de manera complementaria el concepto de risa carnavalesca de Bajtin y
lanocion de “excedente extraordinario” de Zupancic en su teoria de la comedia, para afiadir mayor profundidad
analitica. Se analizaron en detalle la estructura rutinaria del protagonista Akaki Akakievich, el motivo central
del capote y el discurso ironico del narrador. Asimismo, se evaluaron la lectura de Karlinsky sobre el vinculo
mecanico formado con el capote, la interpretacion de Eichenbaum sobre los cambios abruptos en el tono
narrativo y el énfasis de Graffy en el juego lingiiistico, con el fin de respaldar el analisis bergsoniano con
evidencia textual.

Resultados: Partiendo de la definicion de Aristoteles en la Poética de la comedia como imitacion
inofensiva de los defectos humanos, y de su observacion de que el afecto que acompaifia a esta imitacion es el
placer y la risa, el estudio aborda brevemente los origenes histdoricos de la comedia antes de centrarse en la
teoria moderna de la risa de Bergson. El andlisis demuestra, mediante ejemplos concretos, como las estructuras
burocraticas rigidas y las rutinas mondtonas despojan al individuo de su humanidad y lo convierten en un
autémata mecanico. En el contexto de los Relatos de San Petersburgo, la invisibilidad social de Akaki y su
encierro en el laberinto jerarquico de la ciudad son presentados por Gogol desde una perspectiva tragicomica.
Los resultados muestran que la mecanizacion surge no solo en el comportamiento individual de Akaki, sino
también en los rituales ceremoniales del “personaje importante”, en el funcionamiento rigido de la jerarquia
burocratica y en el discurso irénico del narrador basado en la repeticion; este hallazgo de multiples niveles
constituye la contribucion mads original a la interpretacion bergsoniana. El motivo del capote no funciona
Unicamente como objeto de necesidad o deseo material, sino como objeto simbodlico que representa el deseo de
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Akaki de visibilidad social y la fragilidad de esa visibilidad. Escenas como la nominacion de Akaki Akakievich,
su relacion mecanica con la tabaquera del sastre Petrovich y la indiferencia burocratica que enfrenta tras el
robo de su capote son tratadas como ejemplos centrales que concretizan el tema de la mecanizacion. También
se evalua brevemente la tradicion literaria que sostiene que el relato de Gogol se origind en un incidente real
narrado en una reunién en 1834, en relacién con las fuentes ficticias de la historia. El discurso irénico del
narrador se muestra como un recurso que convierte la risa en un medio de establecer distancia estética y en una
estrategia critica que expone la absurdidad del sistema. Los resultados revelan ademas que la teoria de Bergson
no solo se confirma, sino que también se evidencian sus limites: la risa dirigida a Akaki no cumple la funcion
correctiva social que Bergson habia previsto; mas bien, profundiza su exclusion, humillacion e invisibilidad.

Conclusion: El estudio demuestra que cuando la vitalidad humana es desplazada por el automatismo
mecanico, emergen tanto la risa estética como una marcada distancia critica. Si bien el marco teérico de
Bergson ilumina los mecanismos comicos presentes en el relato, la investigacion reabre la discusion sobre la
idea de que la risa es meramente una “herramienta de correccion social”, desde una perspectiva ética e historica.
Este hallazgo indica que el poder explicativo de la teoria de Bergson debe considerarse junto con sus limites
éticos: la risa puede normalizar a un individuo en una posicion de poder, mientras que margina ain mas a quien
ya es vulnerable. Estos resultados también se alinean con los otros marcos tedricos empleados en el estudio: el
concepto de “excedente extraordinario” de Zupanci¢ se concreta en la actitud autoritaria del “personaje
importante” que excede la realidad, mientras que la nocion bajtiniana de risa carnavalesca ambivalente ofrece
capacidad explicativa para la tension entre los tonos burlones y compasivos en la narrativa de Gogol. En ultima
instancia, El capote demuestra que la comedia literaria funciona tanto como satira social como instrumento
critico profundo sobre la condicion humana. Este estudio ofrece un modelo metodoldgico no solo para la lectura
de El capote, sino también para futuras investigaciones que busquen analizar las representaciones literarias de
la modernidad burocratica a través de las teorias de la risa.

Palabras Clave: Gogol, El capote, teoria de la comedia, estética de la risa, Henri Bergson.
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CrpykrypupoBaHHnbiii Pedepar:

Iean: Huxonaii B. I'orosb, 041H 13 OCHOBOIIOJIOXHUKOB PYCCKOM auTepaTyphl XIX Beka, HE TOJIbKO
npeobpa3oBa MPO3aMuecKuii HappaTUB, HO M pa3padoTal ocoOyro (GOpMy JHUTEpaTypHOH KOMEIUH.
Hacrosmee nccnenoBanue MOCBAMEHO yriryOnéHHoMy npouteHuto [llunenu, OHOTO U3 CaMBIX BIMATEIBHBIX
MIPOU3BEJICHUIT MHUPOBOM JHTEpaTyphl, B pamMkKax Teopun cmexa AHpu beprcona. CormacHo beprcony,
(dyHIaMeHTaJIbHBIM UCTOYHHKOM KOMHYECKOTO SIBJISIETCS «MEXaHHYEeCKOe, HaJIOKEHHOE Ha JKHBOEY; TaHHOE
HCCIIeZI0BaHNE HCIIONIB3YET KIIIOUEBbIe OEPIrCOHOBCKHE MOHATHS — aBTOMATH3M, MEXaHHYECKOe ITIOBTOPEHHE,
PacCcessHHOCTb M COLMANBbHO-KOPPEKTUBHYO (QYHKIHUIO CMEXa — B Ka4eCTBE aHAJIMTHIECKHUX oceid. Onupasch
Ha OTOT Hpoben B IHMTEpaTypoBEeIEHHWH, padoTa CTPEMHUTCS IMOKa3aTh HE TOJBKO MEXaHH3ALHMIO,
MIPOSIBJIAIOIIYIOCS. B MHIMBHUIYaJbHOM IOBEJCHUM AKakus AKakMeBHYa, HO M TO, KaK 3Ta MEXaHU3alus
BOCIHPOU3BOAUTCS B LIEPEMOHUAIBHBIX PUTYaIaX «Ba)KHOTO JIMIIAY, B )KECTKOCTH OIOPOKPATHUYECKON HEePapXUH
U B JUCKypce IoBecTBoBaTens. Kpome Toro, mccienoBaHHE CTaBUT IOJ BOIPOC 3THUYECKUE IPEAEIIbI
0eprcoHOBCKON XapaKTEPUCTUKHI CMEXa KaK MEXaHI3Ma COLMAIbHON KOPPEKIINHY, aHATH3UPYS, KAK HACMEIIIKH
HaJ AKaKreM B paccKa3e yCWINBAIOT €T0 HCKITIOUEHHE, a He CITIOCOOCTBYIOT €T0 BO3BPAIEHHIO B 001ecTBO. B
cymiecTBytommeil nureparype [llunens OOBIYHO pacCMaTpUBAETCS 4epe3 INPHU3MY COLHMAIBHOW KPUTHKH,
TUIIOJIOTUH «MAJICHBKOTO YeJIOBEKa» MM (PaHTACTUYECKHUX JJIEMEHTOB; CUCTEMAaTHYECKHH OeprcOHOBCKUI
aHaJIM3 KOMHYECKOH CTPYKTYPBHI paccKa3a B 3HAUMTENIBHON CTENEHH ocTaBalicsi Oe3 BHMMaHusA. Hactosmee
HCCIICIOBAaHUE TPHU3BAHO BOCIOJIHUTH I3TOT MPOOET M TMOCTPOUTHh MEKAMCHUIUIMHAPHBIA MOCT MEXIY
TEOPUSMH CMEXa U PYCCKOW JIUTEPATypPOBEIUECKON TPaIULIUEH.

MeTtonosorus: VccnenoBanue mpoBeIeHO ¢ MCIOIb30BAHUEM Ka4eCTBEHHOTO METOAA TEKCTOBOTO
aHanmm3a. VICTOYHMKOM [aHHBIX SBJSIETCS Typeukud nepeBox [lumenu; mpsMble IUTATBl U3 pacckasa
TO/IBEPTAINCh BHUMATEIbHOMY MPOYTCHHIO. AHAJIN3 ONMMPAJICS HA KOHLENTYaJIbHYIO PaMKy, M3JI0XKEHHYIO
Bbeprconom B Cuexe (Le Rire); KpoMe TOTO, B KA4ECTBE JOIOJHHUTEIBHBIX HHCTPYMEHTOB HCIIOJIB30BAINCH
KOHIIEMIMSI KapHABAWIPHOTO cMexa baXxTHHa W TOHSTHE «JIPE3BBIYANHOTO M30BITKa» B TEOPHH KOMEINH
3ynaHydd, YTO TPHUAAIO HCCICAOBAHUIO JOMOMHHUTENBHYIO aHAIWTHYeCKylo TimyOuHy. IlogpoGHo
paccMOTpPEHBI PYTHHHAS CTPYKTypa Xapakrepa reposi Akakus AKaKHeBHYa, [IEHTPAIBHBI MOTUB IIMHEIH U
WPOHWYECKUH JMCKypc TIOBecTBOBaTens. Takke OBUIM OIEHEHBl WHTeprnpeTays KapimHcKoro o
MEXaHWYECKON CBSI3M € IIMHENbI0, aHaN3 DiiXeH0ayMa 0 pe3KHX CMEeHaX TOBECTBOBATEIIFHOTO TOHA M aKIIEHT
I'padpdn Ha s3bIKOBOH Wrpe, UYTO TIO3BOJMJIO TOAKPENUTh OEPrCOHOBCKHHA aHAN3 TEKCTOBBIMU
JI0Ka3aTeIbCTBAMH.
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Pesyabrater: Onupasice Ha ompeneneHne Apuctorens B [losmuxe KOMenun Kak Oe3BpeIHOTO
MoIpa)kKaHHsI YeJIOBEUYECKUM HEJIOCTATKAM 1 €ro HaOJII0ICHHE O TOM, YTO COIYTCTBYIOIIEE ATOMY ITOIPAKAHHIO
YYBCTBO — YJIOBOJICTBHE U CMEX, UCCIIEIOBAHNE KPATKO KAaCAETCsl HICTOPUUECKUX UCTOKOB KOMEHH, a 3aTEM
oOparaercsi K COBpeMEHHON Teopun cMexa beprcona. AHaiu3 MMoKa3bIBaeT HA KOHKPETHBIX IPHUMEpPax, Kak
KECTKUE OIOPOKpATUYECKHE CTPYKTYphl M MOHOTOHHBIE PYTHHBI JIMIIAIOT YEJIOBEKAa YEIOBEYHOCTH H
[IPeBpalllaloT €ro B MEXaHWYecKoro aBToMaTa. B koHtekcte [lemepbypeckux noeecmeti couluaibHas
HEBUIMMOCTh AKaKHs U €r0 3allyTaHHOCTh B TOPOACKOM HEpPapXHUecKOM JJaOMPHHTE TpeICTaBIeHb! [ oronem
B TParMKOMHUYECKON MepcreKTuBe. Pe3ynbTaThl IEMOHCTPUPYIOT, YTO MEXaHU3ALMS IPOSIBIIAETCS HE TOJIBKO B
WHAMBUIYaTbHOM ITOBEJCHUN AKaKWs, HO U B LEPEMOHHAIBHBIX PUTyallaX «Ba)KHOTO JIMIA», B KECTKOM
(YHKIMOHMPOBAaHWM OIOPOKPAaTHUECKOH HEpapXud W B MOBTOPSIONIEMCS HMPOHHYECKOM JIHCKypCe
IIOBECTBOBATENS; 3TO MHOTOYPOBHEBOE HAOMIOAEHHE COCTaBIAeT HauOoOJee OpUIMHAIBHBIA BKIAJ B
OeprcoHOBCKYI0 MHTEpIpeTannio. MOTHB HMIMHEIH (QYHKIMOHHPYET HE MPOCTO KaK OOBEKT MaTepHalibHOW
HY Kbl MJIM JKEJIaHHS, HO KaK CUMBOJIMYECKUH OOBEKT, MPEICTABIISIONIN CTpeMIIeHHe AKaKus K COIMaIbHON
BUJMMOCTH M XPYIKOCTb 3T0M BUIMMOCTH. ClieHbI, TaKe KaKk HapedyeHUe MMeHH AKakus AKaKneBHYa, €ro
MeXaHHn4ecKasl CBs3b ¢ Tabakepkoil moptHoro [lerpoBuua u OOpOKpaTHYECKOE paBHOAYIINE, C KOTOPHIM OH
CTAJIKUBAETCS MOCTIE KPaykul IIMHEIH, PacCMaTPUBAIOTCA KaK KITFOUEBbIe IPUMEPBI, KOHKPETU3UPYIOINE TEMY
MexaHu3aImu. JlutepaTypHas Tpaauius, yTBepKaaromas, 4To paccka3 ['orons BO3HUK U3 peajibHOTO ciyyas,
nepeckasaHHOro Ha coOpaHuu B 1834 romy, Takke KpaTKO OIIEHWBACTCS B CBSI3M C (PUKIMOHAJIBHBIMH
UCTOYHHUKAMHU HUCTOpUH. MpoHHMYecKuil TUCKYpC TOBECTBOBATENs IMOKa3aH KaK CPEICTBO YCTAHOBJIICHHUS
3CTETHUECKOM JUCTAaHIUKU W KPUTHYCCKas CTpPaTErvs, BbIABJIAOIIAA a6Cyp}1HOCTb CHCTCMBI. PeSyJ’leaTbI
TaKK€ IMOKa3bIBAIOT, YTO TCOPUA EepFCOHa HE TOJIBKO MOATBEPIKIAACTCA, HO U BBIABJIACT CBOU NPEACIIBI: CMEX
Ha/l AKakueM He BBINOJHSET COLUABHO-KOPPEKTUBHOM (QyHKIWM, 33 JyMaHHON bBeprcoHom; HampoTuB, OH
YCHJIMBACT €0 UCKIIOYCHUE, YHIKECHUE U HCBUAUMOCTD.

3aknouenne: lccrenoBaHue IEMOHCTPHPYET, YTO KOT/A YeJOBEeYEeCKas >KU3HEHHAs SHEpIus
BBITECHSICTCS MEXAHHYECKHM aBTOMAaTH3MOM, OJHOBPEMEHHO BO3HMKAIOT 3CTETUYECKUH CMEX M pe3Kas
KpUTHYECKas] AMCTAHLUSA. XOTA TeopeThdeckas pamka beprcona ocmemaer KOMHUYECKHE MEXaHU3MBI,
JICUCTBYIOIIME B pacckase, padoTa BHOBb OTKPBHIBAET JHMCKYCCHUIO O TOM, YTO CMEX SBISICTCS JIHIb
«COITMAJIBHBIM KOPPEKTUBHBIM HWHCTPYMEHTOM», B 3THUECKOM M HCTOPHYECKOM H3MEPEHHHU. DTOT BBHIBOJ
yKa3bplBaeT Ha TO, YTO OOBSCHUTENbHAS CHJIAa TEOPHH beprcoHa I0JKHA PacCcMaTpUBATHCS BMeCTe C e
STHYECKUMH TpeesaMi: CMEX MOXKET HOpMaIn30BaTh HHIMBH/IA, HAXOISIIETOCS y BIACTH, HO eIé OoibIie
MapTUHAIHU3UPOBATH TOTO, KTO YK€ YA3BUM. DTH PE3yIbTaThl TAKXKE COTTIACYIOTCS C IPYTUMH TEOPETHIECKUMHU
paMKaMH, WUCIOJNB30BAHHBIMA B HCCICIOBAaHHW: TIOHSITHE «YPE3BBIUANHOTO H30BITKAa» 3ymaH4uuy
KOHKPETU3UPYETCSI B aBTOPHUTAPHON MaHEpe «Ba)KHOTO JIMIA», BBIXOASAIIEH 3a MpeleNsl peajbHOCTH, a
0axXTUHOBCKOE TMOHATHE aMOWBAJICHTHOTO KapHABAIBHOTO CMeXa OOBICHSAET HanpsHKEHHE MEXIY
HACMELUIMBBIM M COCTpaJaTelIbHBIM TOHAaMH B IOBeCTBOBaHMM l'orosii. B koneunom cuére, [lunens
JIOKa3bIBaET, YTO JIUTEPATYpHas KOMEAWs (YHKIMOHHUPYET OJHOBPEMEHHO KaK COLHUAlIbHAs CaTHpa U Kak
TIyOOKUH KPUTHYECKUH HWHCTPYMEHT, KACAlOIIMIiCS dYeJIOBEYECKOTO CyIIecTBOBaHMS. Hacrosmiee
HCCIIeIOBAaHHE IIPeIaraeT METOJOJIOTHYECKYI0 MOJIENb He TOJIBKO 1y ipouteHust [/lunenu I'oromns, HO u s
Oyaymux WCCIEIOBAaHWN, HANpPaBICHHBIX HA AHAIM3 JIUTEPATYPHBIX PENpe3eHTAIN OIOpOKpaTHIECCKON
COBPEMEHHOCTH Yepe3 MPU3MY TEOpHil cMexa.

KuaroueBsie CioBa: ['oromns, [llunens, Teopusi KOMEeIUH, SCTeTHKA cMexa, AHpu beprcon.
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Yapilandirilmis Ozet:

Amag: 19. yiizyil Rus edebiyatindan Nikolay V. Gogol, sadece diizyazi anlatisin1 doniistiirmekle
kalmamis, ayn1 zamanda 6zgiin bir edebi komedi bigimi de gelistirmistir. Bu ¢aligma, Gogol'iin diinya
edebiyatindaki en etkili eserlerinden biri olan Palto dykiisiinii, Henri Bergson'un giilme kurami ¢er¢evesinde
derinlemesine bir okumaya tabi tutmaktadir. Bergson'a gére komigin temel kaynagi canli olanin {izerine
eklemlenmis mekanik olandir; bu ¢alisma otomatiklesme, mekanik tekrar, dalginlik ve giilmenin toplumsal
diizeltme islevi gibi Bergsoncu temel kavramlar analitik eksenler olarak benimser. Alanyazindaki bu bosluktan
hareketle galismanin amaci, yalnizca Akakiy Akakiyevig'in bireysel davraniglarindaki mekaniklesmeyi degil,
bu mekaniklesmenin énemli kisinin makam ritiiellerinde, biirokratik hiyerarsinin katiliginda ve anlaticinin
sOyleminde nasil yeniden iretildigini ortaya koymaktir. Calisma ayrica, Bergson'un giilmeyi bir toplumsal
diizeltme mekanizmasi olarak tanimlamasinin etik sinirlarini, 6ykiide Akakiy'e yoneltilen alayin onu topluma
kazandirmak yerine dislamasi {izerinden sorgulamaktadir. Alan yazinda Gogol'liin Palto dykiisii genellikle
toplumsal elestiri, kiiglik insan tipolojisi veya fantastik unsurlar ekseninde ele alinmis; Oykiiniin komik
yapisinin Bergsoncu bir ¢er¢evede sistematik bigimde incelenmesi biiyiik 6l¢iide ihmal edilmistir. Bu ¢alisma,
s0z konusu boslugu doldurmay1 ve giilme kuramlari ile Rus edebiyati ¢alismalar arasinda disiplinler arasi bir
koprii kurmayi hedeflemektedir.

Yontem: Arastirma nitel bir metin ¢dziimlemesi yontemiyle yiiriitiilmiistiir. Veri kaynagini Gogol'iin
Palto dykiisiiniin Tiirkce gevirisi olusturmaktadir; dykiiden alinan dogrudan alintilar yakin okuma teknigiyle
incelenmistir. Analiz, Bergson'un Giilme adli eserinde ortaya koydugu kavramsal gergeve temel alinarak
yiiriitiilmiis; bu ¢ergeveye ek olarak Bakhtin'in karnavalesk giilme kavrami ve Zupancic'in komedi kuramindaki
stra dis1 fazlalik kavramu, analitik derinlik kazandirmak amaciyla tamamlayici olarak kullanilmistir. Oykiiniin
baskahramam Akakiy Akakiyevig'in rutin karakter yapisi, merkezi bir motif olan palto ve anlaticinin ironik
sOylemi ayrintili bigimde incelenmistir. Ayrica Karlinsky'nin palto ile kurulan mekanik baga, Eichenbaum'un
anlatim tonundaki ani degisimlere ve Graffy'nin dilsel oyun vurgusuna iliskin yorumlari, Bergsoncu

coziimlemeyi metin i¢i kanitlarla desteklemek amaciyla degerlendirilmistir.

Bulgular: Calisma, Aristoteles'in Poetika'da komediyi insan kusurlarinin zararsiz bir taklidi olarak
tanimlamasindan ve bu taklide eslik eden duygulanimin hoslanma ve giilme oldugu tespitinden hareketle,
komedinin tarihsel kokenlerine kisaca deginmekte; ardindan Bergson'un modern giilme kuramma gegis
yapmaktadir. Inceleme sonucunda, kati biirokratik yapilarin ve monoton rutinlerin bireyi nasil insanlktan
¢ikartp mekanik bir otomata doniistiirdiigii somut érneklerle gosterilmistir. Ozellikle Petersburg oykiileri
baglaminda, Akakiy'in sosyal goriinmezligi ve kentin hiyerarsik labirentindeki sikismisligi, Gogol tarafindan
tragikomik bir perspektifle sunulmustur. Bulgular, mekaniklesmenin yalnizca Akakiy'in bireysel
davranislarinda degil, 6nemli kisinin makam ritiiellerinde, biirokratik hiyerarsinin kati isleyisinde ve
anlaticinin tekrara dayali ironik sdyleminde de ortaya c¢iktigini gostermektedir; bu ¢ok katmanli bulgu,
calismanin Bergson yorumuna kattigi en 6zgiin noktadir. Palto motifinin, yalnizca maddi bir ihtiyag veya arzu
nesnesi olarak degil, Akakiy'in toplumsal goriiniirliik kazanma istegini ve bu goriiniirliigiin kirilganligini temsil
eden simgesel bir nesne olarak islev gordiigii tespit edilmistir. Akakiy Akakiyevi¢'in adinin konulug sahnesi,
terzi Petrovi¢'in enfiye kutusuyla kurdugu mekanik iligki ve paltosunun ¢alinmasi {izerine yasadig biirokratik
ilgisizlik gibi sahneler, metnin mekaniklesme temasini somutlastiran baslica 6rnekler olarak ele almmustir.
Ayrica Gogol'iin dykiisiiniin 1834 yilinda katildig1 bir mecliste anlatilan gercek bir olaydan dogduguna iliskin
yazinsal gelenek, Oykiiniin kurgu kaynaklart baglaminda kisaca degerlendirilmistir. Anlaticinin ironik
sOyleminin ise giilmeyi hem estetik bir mesafe kurma aract hem de sistemin sagmaligini agiga ¢ikaran elestirel
bir strateji haline getirdigi goriilmiistiir. Bulgular ayrica Bergson'un kuramini yalnizca dogrulamakla kalmayip
sinirlarmi da gortintir kilmaktadir: 6ykiide Akakiy'e yoneltilen giilme, Bergson'un 6ngordiigii toplumsal
diizeltme islevini gerceklestirmemekte; aksine onun dislanmasini, asagilanmasini ve gdriinmezligini
derinlestirmektedir.

Sonuc: Calisma, insan canliliginin mekanik otomatizmle yer degistirdiginde hem estetik giilmenin
hem de keskin bir elestirel mesafenin ortaya ¢iktigini gostermektedir. Bergson'un kuramsal ¢ercevesi dykiideki
komik mekanizmalari aydinlatirken, ¢aligma giilmenin yalnizca bir toplumsal diizeltme araci oldugu iddiasim
etik ve tarihsel boyutlartyla yeniden tartismaya agmaktadir. Bu bulgu, Bergson'un kuraminin agiklayici giiciiyle
etik siirinin bir arada degerlendirilmesi gerektigini ortaya koymaktadir: giilme, giicli konumdaki bireyi
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normallestirebilirken, zaten kirilgan olan bireyi daha da marjinallestirebilmektedir. Bu bulgular, ¢alismada
basvurulan diger kuramsal ¢ergevelerle de ortiismektedir: Zupancic'in tammladig sira digt fazlalik kavrami
onemli kisinin gergeklikten tagan otoriter tavrinda somutlagirken, Bakhtin'in ikircikli karnaval giilmesi kavrami
Gogol'iin anlatisindaki hem alayci1 hem sefkatli tonlar arasindaki gerilimi agiklama giicii sunmaktadir. Sonug
olarak Palto, edebi komedinin hem toplumsal bir hiciv hem de insanlik durumuna dair derin bir elestirel ara¢
olarak islev gordiigiinii kanitlamaktadir. Bu calisma, yalmizca Gogol'in Palto'suna degil, biirokratik
modernligin edebiyatta temsil edilis bigimlerini giilme kuramlar1 araciligiyla okumay1 hedefleyen gelecekteki
¢alismalara da metodolojik bir model sunmaktadir.

Anahtar Kelimeler: Gogol, Palto, komedi kurami, giilme estetigi, Bergson.
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The Comic Structure in Gogol's The Overcoat in The Context of Henri Bergson's Theory of
Laughter

Introduction

The phenomenon of laughter has long been debated across literature, philosophy, and
aesthetics. The central question this study addresses is through which narrative strategies the comic
is produced in literary texts; Nikolay Gogol's story The Overcoat constitutes a striking example for
these debates, in that it presents, within a tragicomic narrative, a "little man" figure who fades into
insignificance under bureaucratic order. The introduction that follows provides both a historical-
conceptual panorama and clearly sets out the article's Bergson-centred theoretical axis and its
application to Gogol. Beginning in antiquity, different theoretical approaches to laughter and comedy
have been developed. In the Poetics, Aristotle defined comedy as an imitation of human flaws and
implied that laughter may have a relieving effect (Aristotle, 2017, p. 25). In the modern period,
laughter began to be examined in terms of its psychological and sociological dimensions; in Jokes
and Their Relation to the Unconscious, Freud interpreted laughter as the release of repressed
psychological energy, thereby giving the phenomenon a psychodynamic framework (Freud, 2016).
Although this historical diversity demonstrates the multilayered nature of laughter, it leaves a
theoretical gap in systematically explaining the phenomenon's social function.

Henri Bergson's Laughter (Le Rire) represents an important theoretical effort to fill this gap.
Bergson defines the comic as "the mechanical encrusted upon the living"; that is, behaviour that has
become alienated from the flow of life, automatised, and rigid produces a comic effect. For him,
laughter is not merely an individual reaction but also a social corrective mechanism: by rendering
mechanization and absent-mindedness visible through laughter, society encourages adaptability and
flexibility. This framework provides a powerful conceptual basis for explaining both the aesthetic
and social functions of the comic (Bergson, 2018, pp. 15-22).

In this article, Bergson's theoretical axis will be taken as central; the historical contributions
of Aristotle and Freud will be preserved as background, while textual readings such as those of
Karlinsky and Grafty will be used as examples that concretize Bergson's concepts. Karlinsky's (1992)
reading of the overcoat within an objectified and eroticized context, and Graffy's linguistic analyses
through naming and phonetic play, reveal different planes of the comic in the story. These readings
can be regarded as examples that concretize Bergson's concepts of mechanization, repetition, and
linguistic rigidity: the mechanical bond with the object that Karlinsky identifies corresponds to
Bergson's notion of automatised behaviour, while Graffy's emphasis on linguistic play can be read
in parallel with Bergson's observation of "the mechanization of words."

At the same time, Bergson's theory is also open to critical reading; the social-corrective
function of laughter and the intelligence—intuition distinction are debatable in certain respects. This
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article will interpret Gogol's text by drawing on Bergson's explanatory power while also keeping the
theory's limitations in view (Erkek, 2017).

Nikolay Gogol's The Overcoat is one of the major narratives of 19th-century Russian
literature centred on the theme of the "little man." Although the text has a tragicomic narrative
structure, it is not built on humour alone; it also constructs a narrative that renders visible the
individual's fragile position within bureaucratic order. Gogol transforms the traditional
understanding of comedy by depicting characters' everyday lives through exaggerated and at times
absurd details. In this respect, The Overcoat can be read as a text that critiques, in an ironic narrative
idiom, the rigid social structure of 19th-century Russian bureaucracy and the system that turns the
human being into a mechanical entity. The story's articulation with the "little man" theme within the
context of the Petersburg Tales reinforces its social and psychological dimensions (Karaca, 2010).

In The Overcoat, Akakiy Akakievich's daily rthythm of life, the motif of the "overcoat," the
narrator's ironic style, and exaggerated descriptions together produce both tragic and comic effects.
This multilayered structure can be productively related to Bergson's concepts of mechanization and
automatic behaviour; likewise, Zupan¢i¢'s understanding of comedy illuminates different dimensions
of the story.

The research was conducted using a qualitative textual-analysis method. First, the
philosophical and historical literature on Bergson's theory of laughter was surveyed, and then critical
studies on Gogol's The Overcoat were examined. These two bodies of knowledge were brought
together in a text-centred assessment, discussing how the comic structure in The Overcoat acquires
meaning within the framework of Bergson's concepts. In the sections that follow, Bergson's theory
of laughter will first be discussed; the relationship between theory and text will then be established
through a close reading of the story; and finally, the findings obtained will be discussed in order to
assess the explanatory power and limits of the theory.

Henri Bergson's Theory of Laughter

The French philosopher Henri Bergson's Laughter (Le Rire), published in 1900, is regarded
as one of the most comprehensive studies of the nature of laughter. Bergson does not view laughter
merely as an aesthetic category or a source of amusement; rather, he defines it as both a biological
and a sociological phenomenon arising from the tension between the nature of life (¢lan vital) and
the workings of social structure. The central claim of Bergson's theory is that the comic is a
phenomenon exclusive to the human species. According to the philosopher, other living beings or
objects become laughable only insofar as they are likened to humans; the source of the comic is the
mechanization of "human" elements within human behaviour. From this perspective, when we laugh
at an animal, we are in fact laughing at a human gesture, look, or error that we detect in it. Similarly,
a hat's being ridiculous does not stem from its shape but from the effect of "rigidity" that arises from
its being used by a human hand within the context of human behaviour. For Bergson, laughter
requires a kind of "momentary anaesthesia of the heart" in the spectator: for the comic element to
take effect, the spectator must adopt a detached, intelligence-based position of observation rather
than one of empathetic engagement with the event. Bergson expresses this as follows:

Indifference is its natural environment, for laughter has no greater foe than emotion.
[...] To produce the whole of its effect, then, the comic demands something like a
momentary anaesthesia of the heart. Its appeal is to intelligence, pure and simple. [...]
this intelligence must always remain in touch with other intelligences. (Bergson, 2018,

p- 13)

Laughter is therefore seen not merely as an individual reaction but as an act of collective
intelligence: the laughter provoked by an event witnessed alone differs from that provoked by the
same event shared within a crowd; laughter seeks a social echo and grows stronger once it finds one.
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At the centre of Bergson's philosophy lies the idea of the flexibility and mutability of life. Life is a
constantly flowing energy that adapts to changing conditions; the comic, by contrast, arises at those
moments of rigidity, stiffness, and automatism that intrude upon this flow. The philosopher's famous
definition is as follows:

"something mechanical encrusted on something living" (Ie mécanique plaqué sur le vivant):
that is the real cause of the comic. (Bergson, 2018, p. 12)

To concretize this thesis, Bergson offers the example of absent-mindedness: we laugh at a
person who trips over a stone while walking and falls, because rather than adapting to the
surroundings and adjusting his movement with flexibility, that person has proceeded along an
automatic trajectory, losing the coordination between his body's alertness and his mind's awareness.
Such mechanical rigidity constitutes a betrayal of the vigilance that life demands, and intelligence
reads it as comic (Bergson, 2018, p. 16). Bergson also treats laughter not merely as a reaction but
also as a social punishment and corrective mechanism. Society expects flexibility and mutual
adaptability from its members; individuals who are fixed in their ideas, automatised, or desensitized
to their surroundings render the social fabric sluggish. In this context, Bergson states:

Laughter is, above all, a corrective. Meant to humiliate, it must make a painful
impression on the person against whom it is directed. By laughter, society avenges itself
for the liberties taken with it. (Bergson, 2018, p. 22)

In this respect, laughter carries a humiliating function; it brings the absent-minded individual
back to himself and recalls him to the flexibility of social norms. For Bergson, then, laughter is a
kind of guardian of order.

To render his theory more systematic, Bergson treats the comic on three main planes:

* Comic of movement: the clumsiness of the body and physical automatism; ¢« Comic of
words: the mechanization of words, repetitions, and word play; « Comic of character: fixed ideas and
the automatization of personality (Bergson, 2018, pp. 138—140).

As seen in the example of the miser character in Moliere's The Miser, the comic emerges
when a character driven by avarice is transformed, rather than into a human being, into a machine
that reacts merely to the word "gold"; the character has become mechanized as a captive of his own
greed, and is thereby rendered ridiculous (Bergson, 2018, p. 115).

For Bergson, laughter is also a moment of liberation: a stimulus through which the human
being frees himself from becoming a machine and readapts to the flow of life. Every static state that
resists the unstoppable flow of life (élan vital) is passed through the filter of intelligence's laughter
(Bergson, 2016, p. 95). This theoretical framework is used today even as a fundamental reference
point in explaining the "uncanny" or "comic" aspects of robotic imitations of humans (Erkek, 2017).

Bergson's approach, which defines the comic as "something mechanical settled upon
something living," offers a productive theoretical ground for examining Gogol's The Overcoat, a
story centred on an individual whose life grows increasingly mechanized within bureaucratic order.
For this reason, the following section will examine Gogol's The Overcoat in detail, in line with the
conceptual framework put forward by Bergson's theory of laughter.

An Examination of Gogol's The Overcoat within the Context of Bergson's Theory

It is accepted that Gogol's The Overcoat originated from a real incident recounted at a
gathering he attended in 1834. According to Yilmaz (2014), Gogol was affected by the story of a
humble clerk who, after acquiring a rifle through great sacrifice, lost it in an accident and, owing to
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this loss, fell into severe depression; this account, evolving in the author's mind, is regarded as one
of the fictional sources of the work published in 1842 (Yilmaz, 2014).

In the work, the "little man" type is transformed, through the character of Akakiy Akakievich,
into a searing critique of Realism. The theft of the overcoat that the character had had made through
great economic sacrifice is not merely a material loss; it is also a process of absolute erasure and
humiliation before the bureaucratic hierarchy. The rigid class consciousness of 19th-century Russia,
responding to Akakiy's requests for help with harsh rebukes, drives him to physical and psychological
collapse. Yet the narrative does not end with the hero's tragic death; the return of his ghost to the city
to steal the overcoats of important personages carries the quality of a fictional "reckoning" against
the injustice of the system. In this respect, The Overcoat exposes social hierarchy and the soullessness
of the bureaucratic mechanism so powerfully that it has come to be regarded as the founding text of
Russian literature, through the phrase attributed to Dostoevsky, though of disputed origin, that "We
all came out from under Gogol's Overcoat." The work's foundational role stems not merely from its
presentation of social realism but also from its distinctive narrative structure, which interweaves the
tragic and comic sides of human nature. The routine, flexibility-deprived existence of Akakiy
Akakievich, who is at the centre of this narrative structure, shows a striking parallel with the
theoretical framework Henri Bergson offers regarding the source of the comic.

Bergson's theory holds that the mechanical aspects of life lie at the foundation of comedy.
Bergson proposes two types of the comic: mechanical comic and dynamic comic. Mechanical comic
arises from people's mechanical and repetitive behaviour, while dynamic comic arises from a lack of
flexibility and vitality (Bergson, 2018). In The Overcoat, Akakiy Akakievich's daily rhythm of life,
the "overcoat" motif, the narrator's ironic style, and exaggerated descriptions together produce both
tragic and comic effects. This multilayered structure can be productively related to Bergson's
concepts of mechanization and automatic behaviour; likewise, Zupan¢i¢'s understanding of comedy
illuminates different dimensions of the story.

In her collection Karnavaldan Romana (From the Carnival to the Novel), Bakhtin (2014a),
critiquing the Renaissance understanding of laughter, argues that laughter was gradually stripped of
its destructive and renewing power and reduced solely to an aesthetic or moral function. For Bakhtin,
genuine carnival laughter is ambivalent: it is at once mocking and celebratory, destructive and
renewing. Unlike the wholly corrective laughter Bergson describes, Bakhtin's carnivalesque laughter
does not stand outside the object it mocks; rather, it also encompasses the laughing subject. In this
sense, Gogol's Overcoat reflects a distinct carnivalesque logic: the grotesque depiction of Akakiy
Akakievich and the bureaucratic world surrounding him does not merely invite the reader to laugh
at a mechanized individual, but also draws the entire social order (and the reader) into that same
absurdity.

Laughter has a deep philosophical meaning, one of the fundamental forms of truth
concerning the world as a whole, concerning history and man; it is a peculiar point of
view relative to the world, by which the world is seen anew, not more superficially than
when seen from the point of view of seriousness, but, we would even say, more
profoundly. Therefore laughter is admitted, on an equal footing with seriousness, into
high literature, which poses the universal problems. Certain essential aspects of the
world are accessible only to laughter. (Bakhtin, 2014a, p. 85)

In this context, Akakievich's tragicomic existence coincides with the "profound laughter"
that Bakhtin emphasizes. Akakievich's monotony and his childlike passion for copying may at first
appear to be merely a pitiable earnestness, yet they in fact harbour a hidden form of laughter that
exposes the absurdity of the bureaucratic mechanism. In depicting his character's immutability and
detachment from the world, Gogol does not merely make the reader laugh at a clerk's condition;
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through this irony he also renders visible that mechanized "truth" to which the system reduces the
human being,

This critical and transformative function that Bakhtin attributes to laughter is also clearly
evident in Gogol's literature. In this context, it is notable that Gogol uses humour to convey critical
and dark messages about society. Rather than merely entertaining the reader, Gogol's use of humour
and satire functions as a critical instrument directed at a social structure in which individuals are
judged more by their outward appearance and titles than by their character. As Uggiil (2023)
observes, the author's basic motivation is not to offer didactic solutions to society's flaws; rather, he
aims to render the absurdity of the system visible by satirizing bureaucracy. From the outset of the
story, the narrator blends the terrifying situations into which the characters fall with a tone of dark
humour, leaving the reader in an emotional dilemma (Graffy, 2000). This narrative style is, as
Eichenbaum (1919) emphasizes in his theory of skaz, a product not so much of the event itself as of
the linguistic performance the narrator puts on display.

Gogol is aware of the terrifying and uncanny nature of the characters' circumstances; yet, as
Bakhtin (2014b) observes, his use of humour objectifies this terror and stages a grotesque,
carnivalesque rehearsal of the world. The descriptions of the characters in the story are caricatures
of the sort Gogol would have mocked as a child, and Gogol uses humour as a fundamental narrative
device in portraying Akakievich's name, his relations with his superiors, his peers, and himself. The
narrator also uses humour to relate the ridiculous obsessions of Akakievich's fellow clerks and
sketches a comic portrait of the tailor Petrovich. Even so, the story cannot be regarded as a light,
enjoyable tale intended purely to amuse us. The return of Akakiy's ghost produces an uncanny rather
than comic effect and deepens the narrative's dark tone. Nevertheless, Gogol's use of humour in The
Overcoat is evidence of his ability to treat serious problems in an entertaining manner.

The narrative structure of The Overcoat is built upon a sharp satire that makes itself felt from
the very first pages. Gogol does not maintain a uniform attitude toward his hero, Akakiy Akakievich,
throughout the story; the narrator's voice constantly oscillates between deep compassion and
devastating mockery. This ambivalent approach on the author's part is concretized above all in the
process of the hero's naming. While Gogol acknowledges that the name Akakiy Akakievich may
strike the reader as "contrived or strange," he ironically insists that this choice was in fact an
inescapable fate. The sequence of coincidences following the infant's birth seems almost to have
eliminated the possibility of choosing any other name. The mother's being compelled to reject the
other options offered in the calendar and to give the child this name is related in the narrative as
follows:

... they told the mother she might choose whichever of these she liked: Mokiya, Sossiya,
or the child might be called after the martyr Khozdazat. "No," said the deceased, "all
those names are so." [...] They turned another page and found the names Trifiliy, Dula,
and Varakhasiy. "Now I see," said the old woman, "evidently it is his fate. If so, it is
better to let him have his father's name. His father was Akakiy, so let the son be Akakiy
too." In this manner he became Akakiy Akakievich. (Gogol, 2015, p. 60)

The difficulties Akakiy Akakievich's mother encountered while naming him seem almost a
foretoken of his painful life. Furthermore, the child's ultimately being given his father's name is, as
it were, the beginning of his circumscribed existence. The naming process narrated in the quotation
above, growing increasingly absurd, constitutes a clear example of the relationship Bergson identifies
between mechanical repetition and unexpected deviation as the source of the comic. The sequence
of names produced by the turning of the calendar's pages ceases to be a meaningful process of choice
and turns into an automatic order of repetition. The absurd names that emerge within this mechanical
process produce precisely the comic effect to which Bergson refers.
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Akakiy Akakievich made no advancement whatsoever in the course of his career as a clerk.
Stier (1987) describes Akakiy Akakievich as a passive character who carries out his professional
duties to the letter but is otherwise entirely excluded from social, cultural, and intellectual life,
confined within himself. This isolation and one-dimensional way of life form the basis of the
character's passive and reticent personality (Siier, 1987, p. 436). On the one occasion his post was
changed, since he could take no pleasure in the new work, he requested that his director allow him
to return to his former task of making fair copies. Gogol shows Akakievich leading a restricted, static
existence, one in which he does not even wonder whether another way of life might be possible. The
author describes the stagnancy of his life in these words: "directors and chiefs of every kind have
come and gone, but he has always been seen in the same place, the same position, the same
occupation... so that they became convinced at last that he must have been born in this world in his
greatcoat and with his bald patch on the top of his head" (Gogol, 2015, p. 4). Gogol's depiction shows
how the character becomes deprived of identity among the cogs of society and how the routine of
clerkship reduces the human spirit to a single type. Even as the world around him changes,
Akakievich remains a figure imprisoned within his own small, copied reality. The character's life is
entirely devoid of change or development; duty, over time, ceases to be a conscious act and becomes
a form of automatic repetition. This condition produces a Bergsonian comic effect, since it creates a
mode of existence that has lost the flexibility of life. Akakiy's act of copying letters corresponds to
the one-dimensional, rigid behavioural pattern Bergson defines in the context of the comic of
character. The character's entire being is reduced to this single act, whereby behaviour ceases to be
a living choice and becomes a mechanical repetition. This rigidity renders visible what Bergson
regards as the fundamental source of the comic: "the mechanization of behaviour."

Akakiy Akakievich's sole joy in life is the act of making fair copies and transcribing
documents. His relationship with each letter that flows from his pen is so profound that letters cease
to be lifeless signs for him and become, in effect, companions; he is even seen to harbour a particular
fondness and sympathy for certain letters. His mind is so consumed by this act of writing that his
connection to the outside world reaches the point of complete rupture. Walking down the street, he
is oblivious to what is happening around him; even while eating, unaware of what he is consuming,
he continues, as though in a dream, to shape letters in his mind. Gogol describes his hero's detached,
obsessive state in these lines:

As soon as he arrived home he sat down at once at the table, hurriedly sipped his cabbage
soup, and swallowed a piece of beef with onions, never noticing their taste, and gulping
down everything with flies and anything else that God happened to send at that season.
(Gogol, 2015, p. 3)

Akakiy's manner of eating is presented not as a conscious experience of pleasure but as a
reflex that has become mere repetition. This automatized behaviour renders visible what Bergson
regards as underlying the comic: "the mechanization of behaviour."

The character's movements, having broken away from the flexibility of life, recur within a
mechanical order. In depicting the restricted way of life of Akakiy Akakievich, whose entire world
is copying, the author does not utter words that directly satirize his hero. In this story, the method
Gogol uses to satirize his hero consists solely of the sudden, wholly contrasting shifts that occur in
narrative tone. The finest example of this can be seen in the following passage.

At the hour when the Petersburg sky had grown completely dark and all the clerks had
eaten their dinners, each according to his salary and his taste; when all had rested from
the departmental scratching of pens, from their own and other people's necessary
occupations, and from all the tasks that an over-zealous man undertakes even beyond
what is necessary; when the clerks were hastening to devote what was left of their time
to pleasure... in short, at that hour when every clerk was sipping tea from a glass and
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drawing deep breaths from a long pipe on his way to a friend's house for a game of
cards... Akakiy Akakievich did not indulge in any entertainment. (Gogol, 2015, p. 63)

While the daily habits of the Petersburg clerks are described, Akakiy Akakievich is shown
to remain outside this shared order of amusement and sociability. The constant recurrence of the
same behavioural pattern in Akakiy's conduct renders visible what Bergson defines as the
fundamental source of the comic: "the mechanical encrusted upon the living." At this point, the
rigidity in the character's behaviour produces a comic effect precisely because it constitutes a mode
of existence that has lost the flexibility of life.

Something mechanical encrusted on something living: that is where we must stop and
consider, for a great part of laughter lies here. (Bergson, 2018, p. 27)

Gogol's Overcoat is not merely a work articulating a social injustice; it is also a narrative
masterpiece that pushes the boundaries of language, in which the ridiculous and the pitiable are
inextricably intertwined. The "little man" type the work creates has, at different periods, been read
by critics both as a social symbol and as a formal experiment (Uggiil, 2023, p. 1800). After such a
solemn, elaborate, and lengthy passage depicting the Petersburg nights, all that is finally said is
simply that Akakiy Akakievich did not take part in the amusements. Arriving at so simple a
conclusion by way of an entirely contrasting, heavy, and solemn narration strengthens both the hero's
mode of existence and the hero himself. In his article "The Structure of Gogol's 'The Overcoat,"
Boris Eichenbaum (1963) says the following of this shift in narrative tone:

There is here an air of intense, mysterious solemnity. The seriousness of tone builds
over the course of a long sentence and then dissolves into something unexpectedly
simple. Syntactically, given the ordering of the sentence, one naturally expects a
resolution; but as regards the choice of words and phrases, there is no logical balance of
thought between the mounting seriousness of tone sustained throughout the sentence
and an outcome that stands in stark contrast to it. The narration, which of itself acquires
seriousness, is used by the author to produce an exaggerated style out of a poverty of
intellectual content relative to the subject... (Eichenbaum, 1963, p. ?)

Within Akakiy Akakievich's routine existence, closed off from the outside world, the idea of
having a new overcoat made constitutes a revolutionary turning point. Gogol handles this process
with the exaggerated narrative style that bears his signature. The hero's inner world becomes so
consumed by this new object of desire that, in time, the overcoat ceases to be merely a garment and
becomes, in Akakiy's eyes, virtually a living, breathing being.

The author portrays the character's obsessive state with a surprisingly solemn and serious
tone, a device that lends the narrative the quality of an in-depth psychological analysis. Yet this
dignified, distanced narrative manner is in fact a strategic choice that blends the tragic with the comic.

This companion was none other than the same overcoat, with its thick wadding and its
strong lining that showed no signs of wear. And indeed he became somehow more
lively, even more strong of character, like a man who has determined upon a definite
aim. [...] his gait, even, changed, and became firmer; a strange fire suddenly showed
itself in his eyes; and boldness, actual boldness, began to strengthen his thoughts.
(Gogol, 2015, p. 34)

For Bergson, laughter arises from such contrasts and reversals of expectation. We laugh
when a series of mechanical arrangements is inserted into the course of events, and this
reminds us not of the flexibility of life but of the workings of a machine. The comic
consists in the mechanical encrusted upon the living (Bergson, 2018, p. 27).
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The overcoat motif in the text becomes visible as a mechanical form of attachment that
channels Akakiy Akakievich's emotional and social deficiencies onto a single object. In this way, the
overcoat becomes one of the narrative's counterparts to the rigid, one-dimensional behaviour Bergson
defines as the source of the comic. Gogol satirizes the half-comic, half-pitiable condition of Akakiy
Akakievich, who lives within this circumscribed world, through precisely this kind of narrative tone,
full of sudden ups and downs. One of the important types the author satirizes in The Overcoat is
Petrovich, the tailor who sews Akakiy Akakievich's overcoat. Petrovich is both a skilled craftsman
and a shrewd tradesman; this trait reflects the typical character of rural migrants adapting to urban
life.

... There is, of course, no need to say much about this tailor, but since it is the custom for
the character of every person in a story to be well defined, there is no help for it, and so here is
Petrovich's character too. At first he was called simply Grigori, and was a serf belonging to some
gentleman or other; he began to be called Petrovich after he obtained his freedom, and then took to
drinking heavily on all holidays, at first on the great ones, and then, indiscriminately, on all church
festivals wherever a cross stood in the calendar. [...] He was true to the customs of his grandfathers
in that respect, and when his wife argued with him, he called her a worldly woman and a German.
(Gogol, 2015, p. 65)

Through the figure of the tailor Petrovich, Gogol satirizes a typical peasant (muzhik)
character who pushes the boundaries of the limited freedom he has gained and lives this condition to
its extremes. Petrovich's excessive fondness for drink, inherited as though a genetic legacy, and his
habit, when angered, of calling his wife "German," reflect the provincial mind's subconscious
xenophobia and narrow-horizoned social reflexes.

The object most closely identified with Petrovich in the story is his snuffbox, which bears
the picture of a general but has, over time, become worn and patched with paper. This box is not
merely an ordinary item; it is constructed as an inseparable part of Petrovich's identity and as an
ironic symbol of social status. Gogol's persistent references to this box throughout the narrative are,
in effect, the product of a strategy for defining human existence through objects and for concretizing
that unbreakable bond between the individual and the thing.

Everything that is mechanical encrusted on the living is comic. [...] The individual who,
through a mental or physical absent-mindedness, fails to adapt to the flow of life and repeats his own
routine, is punished by society through laughter. (Bergson, 2018, p. 34)

In the end, the continuation of the dialogue is not a "failure of communication" but a
mechanical operation. The general's words most concretely reflect what Zupancic calls "the surplus
that leaks into reality," the crushing weight of title and rank. At this point, Gogol's view of comedy
is not confined merely to exposing the ridiculousness of a single character. This is why Petrovich's
snuffbox plays a special role. This box, described as an integral part of Petrovich's personality, has
had its worn picture of the general patched over with a square of paper. The author's repeated
emphasis on this box appears to function as a method of underscoring the bond between the human
being and the object.

Bergson's theory of laughter holds that the reflex of laughter can emerge in situations where
people's obsession with or seriousness toward ordinary objects or habits is unexpectedly disrupted.
In this text, Petrovich's snuffbox may be subjected to just such an unexpected and unusual
circumstance, as when the picture on it becomes damaged. The greatest satire in The Overcoat, as in
The Diary of a Madman, is directed at civil servants. This time, the focus of Gogol's satire falls on
the "important person" and on the officials working in the departments responsible for public safety.
When Akakiy Akakievich's overcoat is stolen, he first goes, on his landlady's advice, to the district
police superintendent. He is kept waiting a long time before he can meet with the superintendent.
Even once he manages, against all odds, to secure a meeting with him, Akakiy Akakievich realizes
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that nothing will come of it, for the superintendent asks absurd questions with no bearing on the
matter. Akakiy Akakievich decides to follow a colleague's advice to go and see the "important
person." Gogol describes the important person as follows:

... it is not exactly known what the position and duties of this important personage were,
only it is known that he had recently become an important personage, and until then had
been an unimportant personage, and that his position even then was not accounted
important in comparison with others still more important. But there is always a circle of
persons to whom what is insignificant in the eyes of others is important. Moreover, he
tried to increase his importance by many devices; he ordered that the inferior officials
should meet him on the stairs when he entered his office; no one was to approach him
directly, but the strictest form was to be observed: the collegiate registrar was to report
to the provincial secretary, the provincial secretary to the titular councillor, or whoever
it might be, and only in this manner could a matter reach him. [...] All this was
extremely necessary for the proper conduct of business. (Gogol, 2015, p. 79)

The character referred to as the "important person" represents a bureaucratic position beyond
that of an ordinary individual. Yet this character becomes ridiculous precisely by exaggerating and
inordinately emphasizing the importance of that position. In her book Comedy: The Physics of the
Ordinary, Alenka ZupanCi¢ (2011) argues that comedy tends to generate an extraordinary and
unexpected reality, and that it therefore possesses an infinite potential for understanding the comic.
The physics of comedy is always a physics in which something is excessive, unexpected, and
displaced. Comedy inserts into a situation an "infinity" or "unexpectedness" that cannot be explained
by that situation's own logic (Zupanci¢, 2011, p. 34).

Zupanc¢i¢ (2011) argues that comedy pushes the limits of the given reality and, in doing so,
extracts from within it an unexpected and extraordinary "surplus." In Gogol's text, the filling of the
void in Akakiy Akakievich's life with an object, and the description of that object, described as
"thickly wadded" and "with a strong lining," as a companion, constitute a concrete manifestation of
the strange and infinite physics of comedy that Zupancic (2011) theorizes; what is comic here is the
sudden displacement of an emotional expectation by the crudest material reality. The important
person's effort to glorify his own position through exaggerated rituals is not merely a Bergsonian
(2019) mechanicity, but also, in Zupancic's (2011) terms, an "extraordinary surplus" (p. 48) that leaks
into reality. For Zupanci¢ (2011), comedy arises when this kind of autocratic seriousness collapses
under its own weight, generating an "unexpected reality" (p. 42). Even in the general's dialogue with
an ordinary clerk, his use of his title as a mechanical obstacle is the moment at which reality loses its
flexibility and surrenders to that "infinite physics" of the comic.

The general: "Do you realize whom you are addressing? Do you understand who is
standing before you? ... What? What did you say? Who do you think you are defying?
Do you know to whom you are speaking? Get out of the room! Get out, I tell you!"
(Gogol, 2015, p. 45)

At these words Akakiy Akakievich is so frightened that his legs become tangled beneath
him. Gogol describes this moment as follows:

Akakiy Akakievich was petrified, staggered, trembled all over, and could not even stand
up; with the assistance of the porters, he was got downstairs and thrust out into the street.
He does not remember how he got down the stairs and into the street. [...] His throat
swelled, and he took to his bed. (Gogol, 2015, p. 47)

The lethal power of mechanization, Bergson's theory of "the mechanical upon the living,"
here produces actual physical destruction. The general's behaving like a "title-machine" strips Akakiy
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of his "liveliness" (his very life). For Zupancic, this "extraordinary surplus" is embodied in the
moment when the general, after driving Akakiy from the room, turns to his friend and says, with a
satisfied smile, "That is just how one must treat them." This scene proves that authority is not merely
a functional instrument; rather, as Zupanci¢ (2011) observes, it harbours an arbitrary surplus that
turns into a spectacle in its own right. When Akakiy dies at the end of the story, his ghost returns to
the city and, on the street, catches this very general. Akakiy's ghost, as though returning the general's
famous question to him, seizes him by the collar and forcibly takes his overcoat.

In this context, the continuation of the dialogue is not a "failure of communication" but a
mechanical execution. The general's lines most concretely represent what Zupancic calls "the surplus
that leaks into reality": the crushing weight of title. At this point, Gogol's conception of comedy is
not confined to producing the ridiculousness of a single character. On the contrary, the story brings
together, on the same narrative plane, both the mechanized behavioural patterns Bergson describes
and the unexpected surplus overflowing from reality that Zupanci¢ identifies. The bureaucratic
repetitions in Akakiy Akakievich's life, the important person's staging of his office through
exaggerated rituals, and the overcoat's being invested with an almost human significance together
show that the comic does not merely produce amusement; it also renders visible the objectifying
structure of the modern bureaucratic order. For this reason, in Gogol's text comedy functions not
merely as an aesthetic mode of narration but as a critical narrative strategy that exposes the rigid,
mechanical workings of social reality. In this light, the comic structure of The Overcoat offers a
productive example in which Bergson's theory of laughter and Zupanci¢'s understanding of comedy
can be read together.

Conclusion

This study has examined the comic structure of Gogol's story The Overcoat within the
framework of Bergson's theory of laughter, and has shown that mechanization operates in the story
not on a single level but across four mutually reinforcing planes: in Akakiy Akakievich's individual
routines, in the ceremonial rituals of the "important person," in the rigid workings of the bureaucratic
hierarchy, and in the narrator's repetition-based ironic discourse. This multilayered finding
constitutes the study's most original contribution to the interpretation of Bergson: what becomes
mechanized in Gogol's text is not merely an individual, but the entire institutional and discursive
order that surrounds that individual.

Akakiy Akakievich's habit of copying documents, his unchanging daily routine, and his
passivity before the bureaucratic hierarchy are not independent observations but different
manifestations of a single process: the institutional structure has reduced the individual to a repetitive
function and has rendered his behaviour increasingly automatic and monotonous. The overcoat motif
is the most concrete indicator of this process; the object functions as a symbolic mechanism
representing Akakiy's search for social visibility and the fragility of that visibility. The narrator's
tone, constantly oscillating between the earnest and the mocking, reproduces this same
mechanization at the level of discourse.

The findings not only confirm Bergson's theory but also render its limits visible. For Bergson,
laughter is a corrective mechanism that recalls the absent-minded, mechanized individual back into
society; yet in the story, the laughter directed at Akakiy Akakievich does not perform this function.
Rather than reintegrating him into society, the ridicule deepens his exclusion, humiliation, and
invisibility. This finding shows that the explanatory power of Bergson's theory must be considered
together with its ethical limits: laughter may normalize an individual in a position of power, while
further marginalizing one who is already vulnerable.

This ethical tension is repeated in institutional form in the figure of the "important person."
The character's staging of his office through exaggerated rituals is an institutional version of the
mechanical rigidity Bergson describes; but here, what becomes mechanized is not the behaviour of
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a single individual but bureaucratic authority itself. This hierarchical idiom, in which title and rank
take precedence over human relations, constitutes the institutional framework that produces the
individual fragility Akakiy experiences.

These findings also align with the other theoretical frameworks drawn upon in the study.
ZupancCi¢'s concept of the "extraordinary surplus" is concretized in the "important person's"
authoritarian bearing that exceeds reality, while Bakhtin's notion of ambivalent carnival laughter
offers explanatory power for the tension between mocking and compassionate tones in Gogol's
narrative. Reading these three theoretical perspectives together shows that the story's comic structure
is too multilayered to be reduced to a single explanatory model, and that Bergson's concept of
mechanical rigidity offers a productive but, on its own, insufficient starting point for understanding

this multilayeredness.

In conclusion, this study has shown that what becomes mechanized in The Overcoat is not
Akakiy Akakievich alone; the bureaucratic institution, the idiom of office, and the narrative discourse
itself also acquire a mechanical operation. Gogol's story demonstrates that comedy does not serve
merely to provoke laughter; it also functions as a critical mode of narration that renders visible the
institutional structure that reduces the individual to repetitive functions. Within this framework, the
study argues that Bergson's theory of laughter offers a powerful instrument for understanding Gogol's
text, but that this instrument's own assumption of social correction must itself be subjected to critical
reading. In this respect, the study offers a methodological model not only for reading Gogol's
Overcoat, but for future studies seeking to read literary representations of bureaucratic modernity
through theories of laughter.
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Henri Bergson'un Giilme Kurami Baglaminda Gogol'iin Palto Oykiisiindeki Komik Yapi

Giris

Giilme olgusu, edebiyat, felsefe ve estetik alanlarinda uzun siiredir tartisilan bir konudur. Bu
calismada ele alinan temel soru, komigin edebi metinlerde hangi anlati stratejileri araciligiyla
iiretildigidir; Nikolay Gogol'iin Palto Oykiisii, biirokratik diizen iginde siliklesen "kiigiik insan"
figiiriinii trajikomik bir anlati i¢ginde sunmasi bakimindan bu tartigmalar agisindan dikkat ¢ekici bir
ornek olusturur. Asagida sunulan girig, hem tarihsel-kavramsal bir panorama verir hem de makalenin
Bergson merkezli kuramsal eksenini ve Gogol uygulamasini agik¢a ortaya koyar. Antik¢ag'dan
baslayarak giilme ve komedi iizerine farkli kuramsal yaklagimlar gelistirilmistir. Aristoteles,
Poetika'da komediyi insan kusurlarmin taklidi olarak tanimlamis ve giilmenin rahatlatici bir etkisi
olabilecegini ima etmistir (Aristoteles, 2017, s. 25). Modern donemde ise giilme olgusu psikolojik
ve sosyolojik boyutlariyla ele alinmaya baslanmis; Freud, Espriler ve Bilingdis: ile Iliskileri adl
calismasinda gilmeyi bastirilmis psikolojik enerjinin bosalimi olarak yorumlayarak olguya
psikodinamik bir ¢ergeve kazandirmistir (Freud, 2016). Bu tarihsel ¢esitlilik, giillmenin ¢ok katmanli
dogasini gosterse de, olgunun toplumsal islevini sistematik bi¢imde agiklayan bir kuramsal eksiklik
birakar.

Henri Bergson'un Giilme (Le Rire) adl1 calismasi bu boslugu doldurmaya yonelik 6nemli bir
kuramsal cabadir. Bergson, komigi "canli iizerine eklemlenmis mekanik" olarak tanimlar; yani
yasamin akisina yabancilagan, otomatiklesmis ve katilagmis davraniglar komik etki tiretir. Ona gore
gililme yalnizca bireysel bir tepki degil, ayn1 zamanda toplumsal bir diizeltme mekanizmasidir:
toplum, mekaniklesmeyi ve dalginlig1 giilme yoluyla goriiniir kilarak uyum ve esnekligi tesvik eder.
Bu ¢erceve, komigin hem estetik hem de toplumsal islevini agiklamada giiclii bir kavramsal zemin
saglar (Bergson, 2018, ss. 15-22).

Bu makalede Bergson'un kuramsal ekseni merkez olarak alinacaktir; Aristoteles ve Freud'un
tarihsel katkilar1 arka plan olarak korunacak, Karlinsky ve Graffy gibi metin i¢i yorumlar ise
Bergson'un kavramlarin1 somutlastiran 6rnekler olarak kullanilacaktir. Karlinsky'nin (1992) Palto'yu
nesnelestirilmis ve erotize edilmis bir baglamda okumasi ile Graffy'nin isimlendirme ve fonetik
oyunlar iizerinden yaptig1 dilsel ¢oziimlemeler, dykiideki komigin farkli diizlemlerini ortaya koyar.
Bu yorumlar, Bergson'un mekaniklesme, tekrar ve dilsel katilik kavramlarini somutlastiran 6rnekler
olarak degerlendirilebilir: Karlinsky'nin isaret ettigi nesneyle kurulan mekanik bag, Bergson'un
otomatiklesmis davranis fikrine denk diiserken Graffy'nin dilsel oyun vurgusu, Bergson'un
"kelimelerin mekaniklesmesi" tespitine paralel okunabilir.

Bununla birlikte Bergson'un kurami elestirel okumaya da agiktir; giilmenin toplumsal
diizeltme islevi ve zeka—sezgi ayrimi bazi agilardan tartismaya agiktir. Bu makale, Bergson'un
aciklayici giiciinii kullanirken ayni zamanda kuramin siirliliklarini da g6z oniinde bulundurarak
Gogol metnini yorumlayacaktir (Erkek, 2017).
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Nikolay Gogol'iin Palto Oykiisii, 19. yiizyll Rus edebiyatinda "kii¢iik insan" temasini
merkezine alan 6nemli anlatilardan biridir. Metin, trajikomik bir anlati yapisina sahip olmakla
birlikte yalnizca giildiirliye dayanmayan, ayni zamanda bireyin biirokratik diizen igindeki kirilgan
konumunu goriiniir kilan bir anlat1 kurar. Gogol, karakterlerin giindelik yagamini abartili ve yer yer
absiirt ayrintilar araciligiyla betimleyerek geleneksel komedi anlayigmi doniistiiriir. Bu yoniiyle
Palto, 19. yiizyil Rus biirokrasisinin kati toplumsal yapisini ve insan1 mekanik bir varliga doniistiiren
diizenini ironik bir anlatim diliyle elestiren bir metin olarak okunabilir. Metnin Petersburg dykiileri
baglamindaki "kiiciik insan" temasiyla eklemlenmesi, ykiiniin toplumsal ve psikolojik boyutlarini
giiclendirir (Karaca, 2010).

Palto'da Akakiy Akakiyevi¢'in giinliilk yasam ritmi, "palto”" motifi, anlaticinin ironik tislubu
ve abartili betimlemeler hem trajik hem de komik etkiler yaratir. Bu ¢ok katmanli yapi, Bergson'un
mekanizasyon ve otomatik davranis kavramlariyla verimli bir sekilde iliskilendirilebilir; ayni
sekilde, Zupancic'in komedi anlayisi, 6ykiiniin farkli boyutlarini aydinlatmaktadir.

Arastirma nitel bir metin ¢dziimlemesi ydntemiyle yiiriitiilmiistiir. Oncelikle Bergson'un
giilme kuramina iliskin felsefi ve tarihsel literatiir taranmig, ardindan Gogol'iin Palto Sykiisiine
iligkin elestirel c¢aligmalar incelenmistir. Bu iki bilgi alan1 metin merkezli bir degerlendirmede
birlestirilerek, Palto daki komik yapiin Bergson'un kavramlari gergevesinde nasil anlam kazandigi
tartisilmistir. izleyen boliimlerde 6nce Bergson'un giilme kurami ele alinacak, ardindan dykiiniin
yakin okumasi iizerinden kuram ile metin arasindaki iliski kurulacak, son olarak da elde edilen
bulgular tartisilarak kuramin agiklayici giicli ve sinirlar1 degerlendirilecektir.

Henri Bergson'un Giilme Kurami

Fransiz filozof Henri Bergson'un 1900 yilinda yaymmlanan Giilme (Le Rire) adli eseri,
giilmenin dogasina iliskin en kapsamli incelemelerden biri olarak kabul edilir. Bergson, giilmeyi salt
bir estetik kategori veya giildiirii unsuru olarak gérmez; aksine onu yasamin (élan vital) dogasi ile
toplumsal yapinin isleyisi arasindaki gerilimden dogan hem biyolojik hem de sosyolojik bir olgu
olarak tanimlar. Bergson'un kuraminin temel iddiasi, komigin miinhasiran insan tiiriine ait bir
fenomen oldugudur. Filozofa gore diger canlilar veya nesneler yalnizca insana benzetildikleri 6l¢iide
giiliinglesir; komigin kaynagi, insan davranisindaki "insani" Ogelerin mekaniklesmesidir. Bu
perspektife gore bir hayvana giildiigiimiizde aslinda hayvanda yakaladigimiz insani bir jeste, bakisa
veya hataya giileriz. Benzer bicimde bir sapkanin giiliing olmasi, sapkanin biciminden degil, onun
insan eliyle ve insan davranisi baglaminda kullanilmasiyla ortaya c¢ikan "katilik" etkisinden
kaynaklanir. Bergson'a gore giilme, izleyicide bir tiir "duygusal fel¢" an1 gerektirir: komik unsurun
etkili olabilmesi i¢in izleyicinin olayla duygudashk kurmaktan ziyade mesafeli, zeka temelli bir
gbzlem konumuna ge¢mesi gerekir. Bergson bu durumu su sekilde ifade eder:

Giilmenin en biiyiik diisman1 duygudur. Komik, etkisini ancak tam bir ruh sessizligi
(insensibilité) icinde gosterir. Giilmek igin zekadan baska bir seye ihtiyacimiz yoktur;
ama bu zekanin bagkalariyla iletisim halinde kalmasi gerekir. (Bergson, 2018, s. 13).

Bu nedenle giilme, bireysel bir tepki olmanin o6tesinde kolektif bir zekd eylemi olarak
goriiliir: tek basina izlenen bir olayla kalabalik i¢inde paylasilan ayni olay arasindaki giilme farklidir;
giilme toplumsal bir yanki arar ve buldugunda giiglenir. Bergson'un felsefesinin merkezinde yagamin
esnekligi ve degiskenligi fikri yer alir. Hayat siirekli akan, degisen kosullara uyum saglayan bir
enerjidir; komik ise bu akisin i¢ine sizan donukluk, katilik ve otomatizm anlarinda ortaya cikar.
Filozofun meshur tanim1 soyledir:

. "Canl1 bir varlik lizerine eklemlenmis mekanik bir sey (le mécanique plaqué sur le vivant):
Iste komigin asil nedeni budur." (Bergson, 2018, s. 12).
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Bu tezi somutlastirmak i¢in Bergson dalginlik 6rnegini verir: yolda yiiriirken bir tasa takilip
diisen kisiye giileriz ¢iinkii o kisi ¢cevresine uyum saglayip hareketini esnetmek yerine otomatik bir
dogrultuda ilerlemis, bedeninin uyanikligi ile zihninin farkindalig1 arasindaki uyumu yitirmistir. Bu
tiir mekanik katilik, yasamin talep ettigi uyanikliga bir ihanettir ve zeka tarafindan komik olarak
okunur (Bergson, 2018, s. 16). Bergson, giilmeyi yalnizca bir tepki degil, ayn1 zamanda toplumsal
bir ceza ve diizeltme mekanizmasi olarak da degerlendirir. Toplum, iiyelerinden esneklik ve birbirine
uyum bekler; sabit fikirli, otomatiklesmis veya ¢evresine duyarsizlagmis bireyler toplumsal yapiy1
hantallastirir. Bu baglamda Bergson soyle der:

Giilme, toplumsal bir gelenektir; amaci korkutarak diizeltmektir. Toplum, bu yolla kendi
varligini tehdit eden dalginliklar1 ve mekaniklesmeleri cezalandirir. (Bergson, 2018, s.
22).

Giilme bu yoniiyle kiigiik diisiiriicti bir islev tagir; dalgin bireyi kendine getirir ve toplumsal
normlarin esnekligine geri ¢agirir. Dolayisiyla Bergson igin giilme, diizenin bir tiir muhafizidir.

Kurami daha sistematik kilmak iizere Bergson komigi ii¢ ana diizlemde ele alir:

* Bedensel komik: bedenin hantallig1 ve fiziksel otomatiklesme;

* Dilsel komik: kelimelerin mekaniklesmesi, tekrarlar ve dil oyunlari;

* Karakter komigi: sabit fikirler ve kisilikteki otomatiklesme (Bergson, 2018, s. 138-140).

Moliére'in Cimri adli oyunundaki 6rneginde goriildiigii gibi, para hirs: karakteri yasayan bir
insandan ziyade yalnizca "altin" kelimesine tepki veren bir makineye doniistiirdiigiinde komiklesme
ortaya cikar; karakter kendi hirsimnin esiri olarak mekaniklesmis ve bu yilizden giliinglesmistir
(Bergson, 2018, s. 115).

Bergson i¢in giilme ayn1 zamanda bir 6zgiirlesme anidir: insanin kendisini makinelesmekten
kurtardigi, yasamin akisina yeniden uyum sagladigi bir uyaricidir. Hayatin durdurulamaz akisina
(élan vital) kars1 direnen her tiirlii statik durum, zekanin giilme filtresinden gegirilir (Bergson, 2016,
s. 95). Bu kuramsal cergeve, giinlimiizde robotik teknolojilerin insan taklitlerindeki "tekinsiz" veya
"komik" yanlar1 aciklamada dahi temel bir referans noktasi olarak kullanilmaktadir (Erkek, 2017).

Bergson'un komigi "yasayanin iizerine yerlesmis mekanik olan" seklinde tanimlayan
yaklagimi, bireyin biirokratik diizen icinde giderek mekaniklesen yasamini konu edinen Gogol'iin
Palto dykiisiinii incelemek agisindan verimli bir kuramsal zemin sunar. Bu nedenle izleyen boliimde
Gogol'iin Palto Oykiisii, Bergson'un giilme kuraminin ortaya koydugu kavramsal cerceve
dogrultusunda ayrintili bigimde ele alinacaktir.

Bergson'un Kurami Baglaminda Gogol'iin Palto Oykiisiiniin Incelenmesi

Gogol'iin Palto adli 6ykiisiiniin, 1834 yilinda katildig1 bir mecliste anlatilan gergek bir
olaydan dogdugu kabul edilir. Yilmaz'in (2014) aktardigina gére Gogol, biiyiik fedakarliklarla
edindigi tiifegini bir kazada kaybeden ve bu kayip yiiziinden agir bir depresyon yasayan miitevazi
bir memurun dykiisiinden etkilenmistir; s6z konusu anlati, yazarin zihninde evrilerek 1842 yilinda
yayimlanan eserin kurgu kaynaklarindan biri olarak degerlendirilmistir (Y1lmaz, 2014).

Eserde "kiiciik insan" tipi, Akakiy Akakiyevic karakteri iizerinden realizm akiminin sarsict
bir elestirisine doniistiiriiliir. Karakterin biiylik ekonomik mahrumiyetlerle diktirdigi paltosunun
calinmasi, sadece maddi bir kayip degil; ayn1 zamanda biirokratik hiyerarsi karsisinda ugradigi
mutlak bir yok sayilma ve asagilanma siirecidir. 19. yiizy1l Rusya'simin kat1 sinif bilinci, Akakiy'in
yardim taleplerini sert azarlarla yanitlayarak onu fiziksel ve ruhsal bir ¢okiise siiriikler. Ancak anlati,
Akakiy'in trajik Oliimiiyle nihayete ermez; kahramanin ruhunun kente geri donerek miithim
sahsiyetlerin paltolarini ¢almasi, sistemin adaletsizligine kars1t kurgusal bir "hesaplasma" niteligi
tasir. Bu yoniiyle Palto, toplumsal hiyerarsiyi ve biirokratik mekanizmanin ruhsuzlugunu dylesine
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giiclii bir bigimde ifsa etmistir ki, Dostoyevski'ye atfedilen ancak kaynagi tartismali olan "Hepimiz
Gogol'lin Palto'sundan ¢iktik" ifadesiyle Rus edebiyatinin kurucu metni kabul edilmistir. Eserin bu
kurucu rolii, sadece toplumsal bir gergekgilik sunmasindan degil, ayn1 zamanda insan dogasinin trajik
ve komik yanlarini i¢ ice gegiren 6zgiin anlat1 yapisindan kaynaklanir. Bu anlat1 yapisinin odagindaki
Akakiy Akakiyevi¢'in rutin ve esneklikten yoksun varolusu, Henri Bergson'un komik olanin
kaynagina dair sundugu kuramsal ger¢eveyle carpici bir paralellik gosterir.

Bergson'un teorisi, komedinin temelinde yasamin mekanik yonlerinin bulundugunu savunur.
Bergson, iki tiir komiklik onerir: mekanik komiklik ve dinamik komiklik. Mekanik komiklik,
insanlarin mekanik ve tekrarlayan davranislarindan kaynaklanirken, dinamik komiklik ise esneklik
ve canlilik eksikliginden kaynaklanir (Bergson, 2018). Palto'da Akakiy Akakiyevi¢'in giinliik yasam
ritmi, "palto" motifi, anlaticinin ironik iislubu ve abartili betimlemeler hem trajik hem de komik
etkiler yaratir. Bu ¢ok katmanli yapi, Bergson'un mekanizasyon ve otomatik davranis kavramlariyla
verimli bir sekilde iliskilendirilebilir; aynm1 sekilde, Zupanc¢i¢'in komedi anlayisi, dykiiniin farkli
boyutlarini aydinlatmaktadir.

Bakhtin (2014), Karnavaldan Romana adli derleme eserinde Giilme ile ilgili olarak Ronesans
anlayisin1 elestirirken, kahkahanin yikict ve yenileyici giiciinden kademeli olarak yoksun
birakildigini ve yalnizca estetik ya da ahlaki bir isleve indirgendigini savunur. Bakhtin'e gore, ger¢ek
karnaval kahkahasi ikirciklidir: ayn1 anda alayci ve kutlayici, yikici ve yenileyicidir. Bergson'un
tanimladigi tamamen diizeltici kahkahadan farkli olarak, Bakhtin'in karnavalesk kahkahasi alay ettigi
nesnenin disinda durmaz; aksine, kahkaha atan 6zneyi de kapsamina alir. Bu anlamda, Gogol'iin
Paltosu, belirgin bir karnavalesk mantig1 yansitir: Akakiy Akakiyevi¢'in ve onu gevreleyen
biirokratik diinyanin grotesk tasviri, okuyucuyu sadece mekanize bir bireye giilmeye davet etmekle
kalmaz, ayn1 zamanda tiim toplumsal diizeni (ve okuyucuyu) bu ayni absiirtliigiin i¢ine dahil eder.

Giilmenin derin bir felsefi anlami vardir, bir biitiin olarak diinyaya iliskin, tarih ve insana
iliskin temel hakikat bi¢cimlerinden biridir; diinyaya dair 6zel bir bakis agisidir, diinya
yeni bir sekilde goriiliir; ama ciddi bir bakis agisindan goriildiigiinden daha derinliksiz
degil (hatta belki de daha derinlikli). Bu nedenle, giilme evrensel sorular ortaya atan
yiiksek edebiyatta ciddiyet kadar kabul goriir. Diinyanin bazi temel yonlerine ancak
giilme araciligiyla ulasilabilir (Bakhtin, 2014a, s. 85).

Bu baglamda Akakiyevic'in trajikomik varolusu, Bakhtin'in vurguladig: o 'derinlikli giilme'
ile ortiislir. Akakiyevi¢'in monotonlugu ve kopyalama isine duydugu cocuksu tutku, ilk bakista
sadece acinas1 bir ciddiyet gibi goriinse de aslinda biirokratik mekanizmanin absiirtliigiinii agik eden
gizli bir giilme bi¢imini i¢inde barindirir. Gogol, karakterinin bu degismezligini ve diinyadan
kopuklugunu anlatirken, okuru sadece bir memurun haline giildiirmez; ayn1 zamanda sistemin insan1
indirgedigi o mekaniklesmis 'hakikati' de bu ironi aracilifiyla goriiniir kilar.

Bakhtin'in giilmeye yiikledigi bu elestirel ve doniistiiriicii islev, Gogol'iin edebiyatinda da
acik bicimde goriiliir. Bu baglamda Gogol'iin toplumla ilgili elestirel ve karanlik mesajlar1 iletmek
icin mizah1 kullanmasi dikkat cekicidir. Gogol'liin mizah ve hiciv kullanimi, okuyucuyu
eglendirmekten ziyade; bireylerin sahsiyetlerinden ¢ok dis goriiniisleri ve unvanlariyla yargilandigi
bir toplumsal yapiya yonelik elestirel bir arag islevi goriir. Ucgiil'iin (2023) belirttigi gibi, yazarmn
temel motivasyonu toplumun kusurlarina didaktik ¢oziimler sunmak degildir; o, biirokrasiyi
hicvederek sistemin absiirtliiglinii goriiniir kilmay1 amagclar. Hik@yenin baslangicindan itibaren
anlatici, karakterlerin i¢ine diistiigii dehset verici durumlari kara mizah tonuyla harmanlayarak okuru
duygusal bir ikilemde birakir (Graffy, 2000). Bu anlatim tarzi, Eichenbaum'un (1919) 'skaz'
teorisinde vurguladig iizere, olaym kendisinden ¢ok anlaticinin sergiledigi dilsel performansin bir
sonucudur.
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Gogol, karakterlerin durumlarindaki korkun¢ ve tekinsiz doganin farkindadir; ancak
Bakhtin'in (2014b) belirttigi gibi, onun mizah kullanim1 bu korkuyu nesnelestirerek diinyanin grotesk
ve karnavalci bir provasini yapar. Hikayedeki karakterlerin tanimlari, Gogol'iin ¢ocukken alay
edecegi karikatiirlerdir ve Gogol, Akakiyevi¢'in ismini, listleriyle iliskilerini, akranlarini ve kendisini
anlatirken mizahi temel bir anlatim araci olarak kullanmaktadir. Anlatici ayrica Akakiyevi¢'in meclis
tiyesi arkadaglarinin giiliing takintilarini anlatmak i¢in mizahi kullanir ve terzi Petrovitch'in komik
bir resmini g¢izer. Ancak bizi giildirmeyi amaglayan eglenceli, keyifli bir hikdye olarak
degerlendirilememektedir. Akakiy'in hayaletinin geri doniisii komik olmaktan ¢ok tekinsiz bir etki
yaratir ve anlatinin karanlik tonunu derinlestirir. Yine de Gogol'iin Palto'daki mizah kullanimi, onun
ciddi sorunlar1 eglenceli bir sekilde ele alma yeteneginin bir kanitidir. Palto'nun anlat1 yapisi, daha
ilk sayfalardan itibaren kendini hissettiren keskin bir hiciv tizerine kuruludur. Gogol, hikaye boyunca
kahramani1 Akakiy Akakiyevig'e karsi tek diize bir tutum sergilemez; anlaticinin sesi, derin bir acima
duygusu ile yikici bir alaycilik arasinda siirekli gidip gelir. Yazarin bu ikircikli yaklasimi, 6zellikle
kahramanin isimlendirilme siirecinde somutlasir. Gogol, Akakiy Akakiyevi¢ isminin okurda
"uydurulmus veya tuhaf" bir intiba birakabilecegini kabul ederken, bu tercihin aslinda kaginilmaz bir
yazg1 oldugunu ironik bir dille savunur. Bebegin dogumunun ardindan gergeklesen tesadiifler dizisi,
sanki bagka bir isim se¢gme ihtimalini ortadan kaldirmis gibidir. Annesinin, sunulan takvimdeki diger
secenekleri reddedip bebege bu ismi verme mecburiyetinde kalisi, anlatida su sekilde
aktarilmaktadir:

...Anneye, bebege konmasi i¢in ii¢ isimden birini segmesini sdylediler: Mokki, Sossi
veya cilekes Hozdazat. 'Hayir' diye diisiindii ¢oktan 6lmiis olan kadin 'hepsi birine
benziyor." Anneyi memnun etmek igin takvimin sonraki yapragini ¢evirdiler. Bu kez de
ti¢ isim ¢1kt1 karsilarina: Trifili, Dula ve Varahasi. 'Sagmaliga bak 'dedi kadin 'ne bigim
isim bunlar! Dogrusu hi¢ boylelerini duymamistim. En azindan Varadat ya da Varuh
falan olsaydi, ¢ika ¢ika Trifili'yle Varahasi ¢ikti. 'Bir sayfa daha g¢evirdiler. Pavsikahi
ve Vahtisi isimleri vardi o sayfada da. 'Artik anladim' dedi anne 'kaderin oyunu bu. En
iyisi ona babasimin adin1 vermek. Babasinin adi Akaki'ydi bari oglu da Akaki olsun! 'iste
Akaki Akakievig ad1 boylece dogdu... (Gogol, 2015, s. 60)

Adinin konulmasi sirasinda Akakiy Akakiyevi¢' in annesinin karsilattigi giicliikler, sanki
onun acili yagaminin bir habercisi gibidir. Bunun yani sira bebege sonucta babasinin adinin verilmesi
adeta onun sinirlandirilmis yagaminin bir baglangicidir.

Ustteki alintida anlatilan isim segimi siirecinin giderek absiirt bir hal almasi, Bergson'un
komigin kaynagi olarak tanimladigi mekanik tekrar ve beklenmedik sapma iliskisinin agik bir
ornegini olusturur. Takvim yapraklarinin ¢evrilmesiyle ortaya ¢ikan isim dizisi, anlamli bir se¢im
siireci olmaktan ¢ikarak otomatik bir tekrar diizenine doniisiir. Bu mekanik siire¢ icinde ortaya ¢ikan
absiirt isimler ise Bergson'un soziinii ettigi komik etkiyi iiretir.

Akakiy Akakiyevi¢ memurlugu siiresince hicbir ilerleme gostermemistir. Stier (1987),
Akakiy Akakiyevi¢'i mesleki sorumluluklarini harfiyen yerine getiren ancak sosyal, kiiltiirel ve
entelektiiel hayatin tamamen diginda, kendi i¢ine hapsolmus edilgen bir karakter olarak tanimlar. Bu
izolasyon ve tek boyutlu yasam tarzi, karakterin pasif ve c¢ekingen kisiliginin temelini olusturur
(Stier, 1987, s. 436). Bir kez isi degistirilmis ancak kendisi bu isten zevk alamayinca miidiiriinden
eski isine, yani yazi temize ¢ekme gorevine donmeyi istemistir. Gogol'iin Akakiyevi¢ sinirli, durgun
bir yagam siirmesi, bagka tiirlii bir yasam tarzinin olup olmadigina merak bile duymamasidir. Yazar
onun yagamindaki durgunlugunu su sézlerle belirtir:

"pek ¢ok yonetici, bagkan degismis ama herkes onu-ayni yerde, ayn1 durumda ve gorevde
yani yazilar1 kopya isinde gdrmiistiir. Sanki o, diinyaya {izerindeki {iniforma ve sag¢siz basiyla dylece
gelmisti..." (Gogol, 2015, s. 4).
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Gogol'iin bu tasviri, karakterin toplumsal carklar arasinda nasil kimliksizlestigini ve
memuriyet diizeninin insan ruhunu nasil tek tiplestirdigini gozler Oniine serer. Akakiyevig,
cevresindeki diinya degisse de kendi kiiciik, kopyalanmig gercekliginde hapsolmus bir figiirdiir.

Karakterin yagami degisim ve gelisimden tamamen yoksundur; gérev, zaman iginde bilingli
bir eylem olmaktan ¢ikarak otomatik bir tekrar bigimine doniisiir. Bu durum, yasamin esnekligini
kaybetmis bir varolus bi¢imi yarattig1 i¢in Bergsoncu anlamda komik etki tiretir. Akakiy'nin harf
kopyalama eylemi, Bergson'un karakter komigi baglaminda tanimladigi tek yonlii ve kati1 davranis
kaliplarina karsilik gelir. Karakterin tiim varlig1 bu tek eyleme indirgenmis ve bdylece davranis, canlt
bir tercih olmaktan ¢ikip mekanik bir tekrar haline gelmistir. Bu katilasma, Bergson'un komigin
temel kaynagi olarak gordiigii "davranigin mekaniklesmesi'"ni goriiniir kilar.

Akakiy Akakiyevi¢'in yegane yasama sevinci, evraklart temize ¢ekme ve kopyalama
eylemidir. Kaleminden dokiilen her bir karakterle kurdugu iliski o denli derindir ki, harfler onun igin
cansiz birer igaret olmaktan ¢ikip adeta birer yoldasa doniismiistiir; hatta bazi harflere kars1 6zel bir
yakinlik ve sempati besledigi dahi goriiliir. Zihni bu yazma eylemiyle dylesine kusatilmistir ki, dig
diinyayla bagi tamamen kopma noktasina gelir. Sokakta yiiriirken ¢evresinde olup bitenlerden
bihaberdir; yemek yerken bile ne yediginin farkinda olmadan, bir diis alemindeymiscesine zihninde
harfleri sekillendirmeye devam eder. Gogol, kahramaninin bu diinyadan kopuk, takintili halini su
satirlarla betimlemektedir:

Eve gelir gelmez sofraya oturur lahana corbasini iger ve etli sogan yahnisini tadina
varmadan i¢indeki sinekler ve Tanri o ara daha ne verdiyse onlarla yer bitirirdi...
(Gogol, 2015, s. 3)

Akakiy'nin yemek yeme bigimi bilingli bir haz deneyiminden ¢ok refleks haline gelmis bir
tekrar olarak sunulur. Bu otomatiklesmis davranig, Bergson'un komigin temelinde gordigi
"davranisin mekaniklesmesi"ni goriiniir kilar.

Karakterin hareketleri, yasamin esnekliginden koparak mekanik bir diizen i¢inde tekrar eder.
Tiim diinyas1 yazi yazmak olan Akakiy Akakiyevi¢'in sinirli yasam tarzini anlatirken yazar dogrudan
dogruya kahramanini hicvedecek sozler sdylemez. Bu hikdyede Gogol'iin kahramanini hicvederken
kullandig1 yontem, yalnizca anlatim tonunda meydana gelen ani ve tamamen zit degisimlerdir.
Bunun en giizel 6rnegini su béliimde gormek miimkiindiir.

Petersburg'un gokyliziiniin tamamen karardigi, biitin memurlarin maaglarina ve
zevklerine gore yemek yedikleri o saatlerde, dairede hem kendilerinin hem de baskalar1
icin zorunlu kosusturmalar yorulmak nedir bilmeyen adamin kendi kendine diiriistliikle
daha ne yapmak gerek diye yonelttigi sorulardan sonra memurlarin kalan zamanlarin
zevkle gecirmeyi istedikleri zamanlarda bile... Kisacasi biitiin memurlarin bardaktan
caylarin1 yudum yudum igerek uzun cubuklarindan derin derin nefes c¢ekerek vist
oynamak i¢in bir ahbaplarinin evine gittikleri o saatlerde bile... Akakiy Akakiyevi¢
hicbir eglenceye katilmazdi... (Gogol, 2015, s. 63)

Petersburg'daki memurlarin  giindelik yasam aligkanliklar1  betimlenirken Akakiy
Akakiyevi¢'in bu ortak eglence ve sosyallik diizeninin disinda kaldigi goriiliir. Akakiy'nin
davraniglarinin siirekli ayni hareket kalibini tekrar etmesi, Bergson'un komigin temel kaynagi olarak
tanimladig1 "canli lizerine eklemlenmis mekanik" durumunu goriiniir kilar. Bu noktada karakterin

davranigindaki katilik, yasamin esnekligini yitirmis bir varolus bi¢imi olarak komik etki {iretir.

Canli tizerine eklemlenmis mekaniklik; iste burada durup iyice diisiinmek gerekir,
clinkii giilmenin biiyiik bir boliimii burada yatar (Bergson, 2018, s. 27).
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Gogol'lin Palto'su sadece sosyal bir adaletsizligi dile getiren bir eser degil, ayn1 zamanda
dilin sinirlarint zorlayan, giiliing ile aciklinin i¢ ice gectigi bir anlati saheseridir. Eserin yarattig1
'kiiglik insan' tipi, elestirmenler tarafindan farkli donemlerde hem toplumsal bir sembol hem de
bigimsel bir deney olarak okunmustur (Uggiil, 2023, s. 1800).

Petersburg gecelerini tasvir eden, boylesine ciddi tumturaklt ve uzun sdzlerin ardindan,
biitiin sdylenen Akakiy Akakiyevi¢' in eglencelere katilmadigidir. Bdylesine basit bir sonucu
tamamen zit, agir ve ciddi anlatimla gelmek kahramanin yasam bi¢imini ve kahramani daha giiglii
bir hale getirmektedir. Boris Eikhenbaum (1963) "Gogol'iin Palto'sunun Yapist adli makalesinde
anlatim tonundaki bu degisiklik sunlar1 sdylemektedir;

Burada yogun, gizem dolu bir anlatim tonu vardir. Ciddi anlatim tonu uzun bir ciimleyle
gelismekte ve umulmayacak kadar basit bir bigimde ¢oziimlenmektedir. Sentaks
(sdzdizim) bakimindan climlenin diizenine gore, dogal olarak, bir ¢oziim
beklenmektedir. Ancak kelime ve ifadelerin se¢imi konusunda, ciimle boyunca devam
eden anlatim tonundaki ciddiyetin artmasiyla zit bir etkiye sahip olan sonug¢ arasinda
kurulmus mantikli bir diisiince dengesi yoktur. Yazar kendiliginden ciddiyet kazanan
anlatim konuyla diisiince igerigindeki kitliktan, abartili bir iislup ortaya koymak icin
yararlanmistir... (Eichenbaum, 1963, s. ?)

Akakiy Akakiyevig'in rutin ve dis diinyaya kapali varolusu icerisinde, yeni bir palto diktirme
fikri devrim niteliginde bir kirtlma noktasidir. Gogol, bu siireci kendi imzasini tagiyan miibalagali
bir anlat1 {islubuyla isler. Kahramanin zihinsel diinyasi bu yeni arzu nesnesiyle dylesine kusatilir ki,
palto zamanla sadece bir giysi olmaktan ¢ikip Akakiy'in gdziinde adeta canli, nefes alan bir varliga
doniisiir.

Yazar, karakterin bu saplantili halini sasirtic1 derecede agirbash ve ciddi bir tonla resmeder;
bu durum anlatiya derinlemesine bir psikolojik tahlil niteligi kazandirir. Ancak bu vakur ve mesafeli
anlatim tarzi, aslinda trajik olan1 komikle harmanlayan stratejik bir tercihtir.

Bu kiz arkadas kalin vatkali, eskimek bilmeyen, saglam astarli Paltodan bagka bir sey
degildi. Hatta bu yiizden o zamana kadar goriilmemis bir canlanma, kararlilik geldi
iizerine; sanki karakteri daha bir giiclenmisti. Yiriiyiisii bile daha emin olmus,
bakislarindan kararsizlik silinmisti (Gogol, 2015, s. 34).

Bergson'a gore giilme, bu tiir tezatlar ve beklentilerin tersine donmesiyle olusur.

Olaylarn i¢ine bir dizi mekanik diizenleme yerlestirildiginde ve bu durum bize yagamin
esnekligini degil de bir makinenin isleyisini hatirlattiginda giileriz. Giiliingliik, canlinin
iizerine eklemlenmis mekanikliktedir. (Bergson, 2018, s. 27)

Metindeki Palto motifi, Akakiy Akakiyevic'in duygusal ve toplumsal eksikligini tek bir
nesneye yonelten mekanik bir baglanma bigimi olarak goriiniir hale gelir. Boylece Palto, Bergson'un
komigin kaynagi olarak tanimladigi katilasmig ve tek yonlii davranmisin anlati igindeki
karsiliklarindan biri héline gelir. Sinirh bir diinya i¢inde yasayan Akakiy Akakiyevi¢' in, yar1 giiliing
yart acikli durumunu Gogol bu tiir ani inis ¢ikislarla dolu bir anlatim tonuyla hicvetmektedir. Yazarin
Paltoda hicvettigi dnemli tiplerden biri de Akakiy Akakiyevi¢'in Palto'sunu diken terzi Petrovig'tir.
Petrovich, hem usta bir zanaatkar hem de kurnaz bir tiiccardir; bu 6zelligi, kent yasamina uyum
saglayan kirsal gogmenlerin tipik karakterini yansitmaktadir.

... Bu terzi hakkinda elbette fazla bir sey soylemek gereksiz, ama hikayede her kisinin
karakteri tam alarak verildigine gore, Petrovi¢' in kisiliginden s6z etmekten bagka
yapacak bir sey yok. Onceleri ad1 sadece Grigori'ydi ve bir beyin kolesiydi, 6zgiirliik
belgesini alinca biiyiik kiiglik higbir ayirim yapmadan takvimlerde haglarla belirtilen
tiim bayramlarda zil zurna sarhos olana kadar igmeye baslayinca ona Petrovi¢ adimi
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verdiler. Icme konusunda dedelerinin geleneklerini devam ettiriyordu. Karisiyla kavga
ederken ona sosyete kadini ya da Alman diyordu... (Gogol, 2015, s. 65)

Gogol, terzi Petrovig figiirii tizerinden, kazandig1 kisith 6zgiirligiin sinirlarin1 zorlayan ve
bu durumu ug noktalarda yasayan tipik bir kdylii (mujik) karakterini hicveder. Petrovig'in genetik bir
miras gibi devraldig1 asir1 alkol diiskiinliigii ve 6fkelendiginde esine "Alman" diye hitap etmesi, tasra
insaninin bilingaltindaki yabanci karsithigini ve dar ufuklu toplumsal reflekslerini yansitir.

Hikayede Petrovig ile 6zdeslesen en 6nemli nesne ise, lizerinde bir general resmi bulunan
fakat zamanla yiprandigi i¢in kagitla yamalanmig olan enfiye kutusudur. Bu kutu, sadece siradan bir
esya degil, Petrovi¢'in kimliginin ayrilmaz bir pargasi ve toplumsal statiiye dair ironik bir sembol
olarak kurgulanmistir. Gogol'lin anlati1 boyunca bu kutuya 1srarla atifta bulunmasi, aslinda insanin
varolugsal durumunu nesneler {izerinden tanimlama ve birey ile esya arasindaki o kopmaz bagi
somutlastirma stratejisinin bir tiriintidiir.

"Canl1 bir seyin tizerine eklemlenmis mekanik olan her sey giiliingtiir. (...) Yasamin akigina
uyum saglayamayan, zihinsel veya fiziksel bir dalginlikla kendi rutinini tekrar eden birey, toplum
tarafindan giilme yoluyla cezalandirilir”" (Bergson, 2018, s. 34).

Sonugta, diyalogun devam etmesi bir "iletisim basarisizligi" degil, mekanik bir isleyistir.
Generalin sozleri, Zupancic'in "gerceklige sizan asirilik" olarak adlandirdigi seyi, unvan ve riitbenin
ezici agirligini en somut sekilde yansitmaktadir. Bu noktada, Gogol'iin komediye bakisi, yalnizca tek
bir karakterin giiliingliigiinii ortaya ¢ikarmakla sinirli degildir. Bu yiizden Petrovi¢' in enfiye kutusu
0zel bir rol oynamaktadir. Bu kutu, iizerindeki general resmi zedelendiginde dort kose kagitla
kaplanmis ve Petrovi¢' in kisiliginin bir parcasi gibi anlatilmistir. Yazarin bu kutuya sik sik vurgu
yapmasi, onun insanla nesne arasindaki baglantiy1 vurgulamak igin bir yontem olarak kullanilmig
gibi goriiniiyor.

Bergson'un giilme teorisi, insanlarin siradan nesnelere veya aligskanliklara olan takintilarinin
veya ciddiyetlerinin siirpriz bir sekilde bozuldugu durumlarda giilme refleksinin ortaya
cikabilecegini savunur. Bu metinde Petrovi¢'in enfiye kutusu, iizerindeki resmin zedelenmesi gibi
beklenmedik ve alisilmadik bir duruma maruz kalabilir.

Palto hikayesinde en biiyiik hiciv, Bir Delinin Hatira Defteri'nde oldugu gibi, devlet
memurlarina yoneliktir. Bu kez Gogol'iin hicvinin odak noktasinda "6nemli kisi"yle halkin
giivenliginden sorumlu dairelerde ¢alisan memurlar yer alir. Akakiy Akakiyevi¢ Palfo'su calininca
ev sahibesinin tavsiyesi iizerine 6nce baskomisere gider. Kahraman1 bagskomiserle goriismeden dnce
uzun bir siire oyalarlar. Her seye ragmen baskomiserle goriismeyi basaran Akakiy Akakiyevig
bundan bir sonug alamayacagini anlar. Ciinkii baskomiser olayla ilgisi olmayan sagma sapan sorular
sormaktadir. Akakiy Akakiyevi¢ calistifi daireden bir arkadasmin, "6nemli kisi "ye gitmesi
tavsiyesine uymaya karar verir. Gogol énemli kisiyi sOyle anlatmaktadir:

...0nemli kisinin bugiine kadar hangi isle ugrastigi belli degildi. Bilinmesi gereken tek
sey Onemli kisinin kisa bir siire 6nce 6nemli bir kisi oldugudur. Daha 6nce siradan bir
kisiydi. Bununla birlikte onun mevkii digerlerine kiyasla pek de o kadar onemli
sayllmazdi. Ama bagkalar1 icin énemli olmayan seylere biiyiik 6nem veren insanlar
vardir. Bununla birlikte, bu kisi pek ¢cok degisik yontemle yaptig1 isin nemini artirmaya
calistyordu: ozellikle is yerine geldigi zaman algak riitbeli memurlarin onu
merdivenlerde kargilamalarini istiyordu; hi¢ kimse karsisina dogrudan dogruya ¢ikmaya
cesaret etmemeliydi. Kayit memuru evraki on ikinci dereceden memura, o da daha
yiiksek riitbeli bir memura veya kime gerekiyorsa ona rapor vermek zorundaydi. Evrak
ancak onlarin elinden gectikten sonra 6nemli kisiye gelebilirdi. Tiim bunlar isin diizgiin
gitmesi igin-son derece gerekliydi... (Gogol, 2015, s. 79)
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Onemli kisi olarak adlandirilan bu karakter, siradan bir bireyin 6tesinde bir biirokratik
konumu temsil eder. Ancak bu kisi, bu pozisyonun Onemini abartarak ve sira digi bir sekilde
vurgulayarak giiliing bir hale gelir. Alenka Zupan¢i¢'in (2011) Komedi: Sonsuzun Fizigi kitabinda,
komedinin sira disi ve beklenmedik bir gergekligi yaratma egiliminde oldugunu ve bu nedenle
komikligi anlamada sonsuz bir potansiyele sahip oldugunu 6ne siirer.

Komedinin fizigi, her zaman bir seylerin fazladan, beklenmedik ve yerinden edilmig
oldugu bir fiziktir. Komedi, bir durumun i¢ine o durumun kendi mantigiyla
aciklanamayacak bir 'sonsuzluk' veya 'beklenmediklik' yerlestirir. (Zupanci¢, 2011, s.
34).

Zupan¢i¢ (2011), komedinin mevcut gergekligin sinirlarini zorlayarak onun iginden
beklenmedik ve sira dig1 bir "fazlalik" ¢ikardigini savunur. Gogol'iin metninde, Akakiy Akakiyevi¢'in
hayatindaki boslugun bir nesneyle doldurulmasi ve bu nesnenin 'kalin vatkali, saglam astarli' bir kiz
arkadas olarak tanimlanmasi, Zupanci¢'in (2011) kuramlastirdigi komedinin o tuhaf ve sonsuz
fiziginin somut bir tezahiiriidiir; burada komik olan, duygusal bir beklentinin en kaba maddi
gerceklikle aniden yer degistirmesidir. Onemli kisinin, kendi makamini abartili ritiiellerle yiiceltme
cabasi, sadece Bergsoncu (2019) bir mekaniklik degil, ayn1 zamanda Zupan¢i¢'in (2011) ifadesiyle
gercekligin icine sizan "sira dis1 bir fazlaliktir" (s. 48). Zupancic'e (2011) gore komedi, bu tiir
otokratik bir ciddiyetin kendi agirlig1 altinda ezilerek "beklenmedik bir gerceklik" yaratmasiyla
olusur (s. 42). Generalin siradan bir memurla olan diyalogunda bile unvanin1 mekanik bir engel
olarak kullanmasi, gergekligin esnekligini yitirip komikligin o "sonsuz fizigine" teslim oldugu andir.

General: Siz kiminle konustugunuzun farkinda misiniz? Karsiizda kimin bulundugunu
biliyor musunuz?... Ne? Ne dediniz? Siz kime bagkaldiriyorsunuz? Kiminle
konustugunuzu biliyor musunuz? Odadan disar1! Disar1 ¢ikin diyorum size! (Gogol,
2015, s. 45)

Bu sozler lizerine Akakiy Akakiyevi¢ o kadar korkar ki ayaklari birbirine dolanir. Gogol bu
ani1 sOyle tarif eder:

Akakiy Akakiyevi¢ neredeyse bayilacakti. Odacilarin yardimryla disar1 ¢ikarildi,
ayaklarini yere basmiyor gibiydi; soguk Petersburg riizgarinda evine donerken bogazi
sisti ve yataga diistii. (Gogol, 2015, s. 47).

Mekaniklesmenin oldiiriicii giicii, Bergson'un "canli iizerindeki mekanik" kurami burada
fiziksel bir yikima yol acgar. General'in "unvan makinesi" gibi davranmasi, Akakiy'nin "canliligin1"
(hayatini) elinden alir. Zupancic'e gore bu 'sira dis1 fazlalik', General'in Akakiy'i odadan kovduktan
sonra arkadasina donerck, 'Iste onlara bdyle davranmak lazim, diyerek memnuniyetle
giiliimsemesinde viicut bulur. Bu sahne, otoritenin yalnizca iglevsel bir ara¢ olmadigini; aksine
ZupanCi¢'in (2011) belirttigi {izere, kendi basima bir 'gosteri'ye doniisen keyfi bir fazlalik
barindirdigini kanitlar. Oykiiniin sonunda Akakiy 6ldiigiinde, hayaleti sehre geri doner ve tam da bu
General'i yolda yakalar. Akakiy'nin hayaleti, General'in o meshur sorusunu ona iade eder gibi
yakasindan tutar ve kendi Paltosunu zorla alir.

Bu baglamda diyalogun devami, bir "iletisimsizlik" degil, mekanik bir infazdir. General'in
replikleri, Zupanci¢'in bahsettigi o "gercekligin icine sizan fazlali§1" (unvanin ezici agirligini) en
somut haliyle temsil eder. Bu noktada Gogol'iin komedi anlayis1 yalnizca bireysel bir karakterin
giiliingliigiinii iiretmekten ibaret degildir. Aksine hikaye hem Bergson'un tanimladig1 mekaniklesmis
davranis kaliplarinit hem de Zupancic'in isaret ettigi gercekligin iginden tasan o beklenmedik fazlaligi
ayn1 anlat1 diizleminde bir araya getirir. Akakiy Akakiyevi¢'in yasamindaki biirokratik tekrarlar,
"6nemli kisi"nin makamini abartili ritiiellerle sahnelemesi ve Palto'nun neredeyse insani bir varlik
gibi anlam yiiklenmesi, komigin yalnizca giildiirii iiretmedigini; ayn1 zamanda modern biirokratik
diizenin insan1 nesnelestiren yapisin1 gorliniir kildigmi gosterir. Bu nedenle Gogol'iin metninde
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komedi, yalmzca estetik bir anlatim bi¢imi degil, toplumsal gergekligin kat1 ve mekanik isleyisini
aciga cikaran elestirel bir anlati stratejisi olarak iglev géormektedir. Bu baglamda Palfo dykiisiiniin
komik yapisi, Bergson'un giilme kurami ile Zupancic'in komedi anlayismin birlikte okunabilecegi
verimli bir 6rnek sunmaktadir.

Sonu¢

Bu calisma, Gogol'in Palto Oykiisiindeki komik yapiyr Bergson'un giilme kurami
cergevesinde incelemis ve mekaniklesmenin dykiide tek bir diizeyde degil, birbirini besleyen dort
ayr1 diizlemde isledigini ortaya koymustur: Akakiy Akakiyevi¢'in bireysel rutinlerinde, "onemli
kisi"nin makam ritliellerinde, biirokratik hiyerarsinin kati isleyisinde ve anlaticinin tekrara dayali
ironik soyleminde. Bu ¢ok katmanli bulgu, ¢alismanin Bergson yorumuna kattig1 en 6zgiin noktadir:
Gogol'iin metninde mekaniklesen yalnizca bir birey degil, o bireyi ¢evreleyen kurumsal ve sdylemsel
diizenin biitiiniidiir.

Akakiy Akakiyevi¢'in yazi kopyalama aligkanligi, degismeyen giindelik diizeni ve
biirokratik hiyerarsi karsisindaki edilgenligi, birbirinden bagimsiz gozlemler degil, tek bir siirecin
farkli goriiniimleridir: kurumsal yapi, bireyi tekrarlayici bir isleve indirgemis ve davraniglarini
giderek otomatik ve tek diize hale getirmistir. Palto motifi bu siirecin en somut gostergesidir; nesne,
Akakiy'in toplumsal goriiniirliik arayisini ve bu goriiniirliigiin kirllganligini temsil eden simgesel bir
mekanizma islevi goriir. Anlaticinin ciddi ile alayci arasinda siirekli gidip gelen tonu ise ayni
mekaniklesmeyi sdylem diizeyinde yeniden tretir.

Bulgular, Bergson'un kuramini yalmizca dogrulamakla kalmaz, sinirlarini da goriiniir kilar.
Bergson'a gore gilme, dalgm ve mekaniklesmis bireyi topluma geri ¢agiran bir diizeltme
mekanizmasidir; ancak oykiide Akakiy Akakiyevig'e yoneltilen giilme bu islevi yerine getirmez.
Alay, onu topluma yeniden kazandirmak yerine dislanmasini, asagilanmasini ve goériinmezligini
derinlestirir. Bu bulgu, Bergson'un kuraminin agiklayici giicliyle etik smirinin bir arada
degerlendirilmesi gerektigini gostermektedir: giilme, gii¢lii konumdaki bireyi normallestirebilirken,
zaten kirilgan olan bireyi daha da marjinallestirebilmektedir.

Bu etik gerilim, "6nemli kisi" figiirinde kurumsal bir bigimde tekrarlanir. Karakterin
makamini abartili ritiiellerle sahnelemesi, Bergson'un tanimladigr mekanik katiligin kurumsal bir
versiyonudur; ancak burada mekaniklesen, tek bir bireyin davranisi degil, biirokratik otoritenin
kendisidir. Unvanin ve riitbenin insan iligkilerinin 6niine gegtigi bu hiyerarsik dil, Akakiy'in yasadigi
bireysel kirilganlig1 lireten kurumsal ¢erceveyi olusturur.

Bu bulgular, calismada bagvurulan diger kuramsal cercevelerle de Ortiismektedir.
ZupancCiC'in tanimladig1 “sira dis1 fazlalik” kavrami, “6nemli kisi”nin gergeklikten tasan otoriter
tavrinda somutlasirken; Bakhtin'in ikircikli karnaval giilmesi kavrami, Gogol'iin anlatisindaki hem
alayct hem sefkatli tonlar arasindaki gerilimi aciklama giicii sunar. Bu ii¢ kuramsal perspektifin bir
arada okunmasi, Oykiiniin komik yapisinin tek bir agiklama modeline indirgenemeyecek kadar ¢cok
katmanli oldugunu; Bergson'un mekanik katilik kavraminin bu ¢ok katmanliligi anlamak i¢in verimli
ama tek basina yeterli olmayan bir baslangi¢ noktasi sundugunu gostermektedir.

Sonug olarak bu ¢alisma, Palto'da mekaniklesenin yalmzca Akakiy Akakiyevi¢ olmadigini;
biirokratik kurumun, makam dilinin ve anlatisal sdylemin de mekanik bir isleyis kazandigi
gostermistir. Gogol'lin 0ykiisii, komedinin yalnizca giildiirme amaci tagimadigini; bireyi tekrarlayic
islevlere indirgeyen kurumsal yapiy1 goriiniir kilan elestirel bir anlatim bi¢imi olarak da isledigini
ortaya koymaktadir. Bu ¢er¢evede calisma, Bergson'un giilme kuraminin Gogol metnini anlamak
icin giliglii bir ara¢ sundugunu, ancak bu aracin toplumsal diizeltme varsayiminin kendisinin de
elestirel bir okumaya tabi tutulmasi gerektigini savunmaktadir. Bu yoniiyle ¢alisma, yalnizca
Gogol'iin Palto'suna degil, biirokratik modernligin edebiyatta temsil edilis bigimlerini giilme
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kuramlar1 araciligiyla okumay1 hedefleyen gelecekteki calismalara da metodolojik bir model
sunmaktadir.
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ETIK BEYANLAR
Arastirma ve Yayn Etigi
Bu makalenin 6zgiin bir ¢alisma oldugunu ve bilimsel arastirma ve yayin etigi ilkelerine
uygun olarak hazirlandigin1 beyan ederim. Makale daha once herhangi bir yerde
yayimlanmamis olup baska bir dergide degerlendirme siirecinde degildir.
Calismada kullanilan tiim kaynaklar akademik kurallara uygun bi¢imde atiflanmistir.
Calismanin intihal, veri uydurma, veri tahrifi veya manipiilasyon igermedigini; arastirma
bulgularinin bilimsel diiriistliik ilkelerine uygun sekilde sunuldugunu beyan ederim.
Yazar Katkisi
Calismanin tasarlanmasi, yiiriitiilmesi, analizi ve makalenin raporlama agsamasini tek bagina
yiirlitmiistiir. Makalenin son halini okuyup onayladim ve yayimlanmasini kabul ettim.
Cikar Catismasi
Bu makalenin yayimlanmasina iligkin herhangi bir ¢ikar ¢atigmasi bulunmadigini beyan
ederim.
Finansal Destek
Bu aragtirma herhangi bir kamu kurumu, ticari kurulus veya kar amaci giitmeyen kurulug
tarafindan finansal olarak desteklenmemistir.
Yapay Zeka Kullamm Beyani
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Makalenin hazirlanmas siirecinde yapay zeka araglarindan yalmizca dil diizenleme, ceviri
destegi ve anlatim iyilestirmesi amaciyla sinirli lgiide yararlanilmistir. Yapay zeka araglari
tarafindan yapilan g¢eviri ve dil diizenlemeleri tarafimdan dikkatle kontrol edilmistir. Yapay
zekd araglart calismanin bilimsel igeriginin, aragtirma tasariminin, analizlerinin veya
akademik sonuglarinin olusturulmasinda kullanilmamigtir. Makalenin igerigine iligkin tiim
akademik sorumluluk bana aittir.

Telif Haklar1 ve izinler
Telif hakkr gerektiren materyaller kullanilmigsa gerekli izinlerin alindigim ve ¢alismanin
herhangi bir fikri miilkiyet hakkini ihlal etmedigini beyan ederim.

Yazar Onayi

Makalenin son halini okudum, onayladim ve yayimlanmasini kabul ettigimi beyan ederim.
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