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Abstract: Maggie O’Farrell’s novel Hamnet (2020) offers a narrative that prioritizes the bodily and relational
dimensions of mourning. The primary objective of this study is to examine the experience of mourning within
the framework of affect theory, revealing that mourning is not merely an internal psychological state but a
material force circulating among bodies, spaces, and objects. The article provides an original theoretical
framework by synthesizing Brian Massumi’s concept of pre-conscious “intensity,” Sara Ahmed’s analyses of
“stickiness” and “orientation,” and Silvan Tomkins’s biological affect model. Accordingly, the study analyses
how mourning is constructed as a sensory atmosphere felt in the body and environment long before it is
articulated through language. Results materialising at the heart of the analysis primarily highlight the decisive
role of sensory perception—specifically smell and touch—in recording mourning as a material intensity
through Agnes’s identity as a healer. Utilizing Ahmed’s concept of “affective economies,” the study identifies
the “sticky” nature of mourning as it permeates household objects and the “ontological depletion” caused by
the profound bodily bond between the twins. The transformation of domestic space into an uncanny spectral
realm after Hamnet’s death is explained through Derrida’s hauntology, emphasizing the spatial continuity of
loss. Furthermore, the disruption of Agnes’s agency and her sense of failure are evaluated within Tomkins’s
theory of shame as a “reduction in the capacity to act” and a state of bodily paralysis. The final section of the
study addresses the function of the theatrical stage as an artistic “remediation” of loss, concluding that the
performance transforms absence into a spectral presence, thereby creating a collective affective field.
Ultimately, the study argues that Hamnet constructs mourning not as a linear progression but as a tangible field
of spectral presence circulating through bodies, spaces, and artistic forms.

Keywords: English literature, Maggie O’Farrell, Hamnet, mourning, affect theory, embodiment, relationality.

Oz: Maggie O’Farrell’m Hamnet (2020) romani, yasin bedensel ve iliskisel boyutlarini 6n plana ¢ikaran bir
anlatidir. Bu c¢aligmanin temel amaci, romandaki yas deneyimini duygulanim kurami (affect theory)
cergevesinde inceleyerek, yasin bireysel bir i¢ psikolojik durum olmanin 6tesinde bedenler, mekanlar ve
nesneler arasinda dolagsan maddi bir kuvvet oldugunu ortaya koymaktir. Makale, Brian Massumi’nin biling
oncesi “yogunluk”, Sara Ahmed’in “yapigkanlik” ve “yonelim”, Silvan Tomkins’in ise biyolojik temelli
duygulanim modellerini disiplinlerarasi bir sentezle birlestirerek literatiire 6zgiin bir kuramsal ¢erceve sunar.
Bu dogrultuda ¢alisma, yasin dille ifade edilmeden dnce bedende ve mekanda hissedilen duyusal bir atmosfer
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olarak nasil insa edildigini analiz etmektedir. incelemenin odaginda somutlasan sonuglar, ncelikle Agnes’in
sifact kimligi izerinden koku ve dokunma duyularinin yasin maddi bir yogunluk olarak kaydedilmesindeki
belirleyici roliinii gostermektedir. Ahmed’in “duygulanimsal ekonomiler” kavrami araciligryla kederin evin
nesnelerine sinen “yapiskan” dogasi ve ikiz kardesler arasindaki bedensel bagin yarattig1 “ontolojik eksilme”
aciga cikarilmistir. Hamnet’in Oliimiinden sonra ev i¢ci meké&nin tekinsiz bir spektral alana doniistimii,
Derrida’nin musallatbilim yaklagimiyla aciklanarak kaybin mekénsal stirekliligi vurgulanmistir. Ayrica,
Agnes’in eyleyici kimliginde yasanan kirilma ve basarisizlik hissi, Tomkins’in utang kurami gergevesinde
“eyleme kapasitesindeki azalma” ve bedensel bir felg hali olarak degerlendirilmistir. Caligmanin son
bdliimiinde, tiyatro sahnesinin yasin sanatsal bir “yeniden yapilandirilmasi” (remediation) olarak islevi ele
alinmig ve performansin yoklugu spektral bir mevcudiyete doniistiirerek kolektif bir duygulanim alani yarattig:
sonucuna vartlmigtir. Sonug olarak ¢alisma, Hamnet’te yasin dogrusal bir siire¢ degil; bedenler, mekanlar ve
sanatsal formlar arasinda dolasan, hissedilebilir bir spektral mevcudiyet alant oldugunu savunmaktadir.

Anahtar Kelimeler: ingiliz Edebiyati, Maggie O’Farrell, Hamnet, yas, duygulanim kurami, bedensellik,
iliskisellik.
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Structured Abstract:

Maggie O’Farrell’s Hamnet (2020) centres on the death of William Shakespeare’s son while
presenting mourning as a bodily and relational experience that extends beyond conventional psychological
boundaries. Rather than reducing mourning to an inward, individual pain, the novel constructs it as a material
force that moves among bodies, spaces, and objects. This study examines how mourning is constructed in the
novel and how this process takes shape through the relationships among bodies, spaces, and objects. Existing
scholarship has generally tended to approach the novel through its biographical elements or thematic
representations of mourning. In contrast, this study proceeds from the need to understand mourning not as a
static emotion fixed by language, but as a process that is felt and experienced in the body. Accordingly, the
central question of the study is not “What is mourning?” but rather “How does mourning move through the
body and space?” The study aims to demonstrate, within the framework of affect theory and through a
methodologically coherent approach, how mourning is constructed in O’Farrell’s narrative through bodily
experience, relational orientation, and the circulation of affect. By examining how mourning is reconfigured
as an affective condition that is felt in the body before it is cognitively apprehended and carried through the
texture of everyday life, the study seeks to address a theoretical gap in the field.

The study aims to add theoretical depth to the field through an interdisciplinary synthesis of affect
theory. This theoretical framework brings together Brian Massumi’s concept of pre-conscious “intensity,” Sara
Ahmed’s analyses of the ways in which emotions “stick” to objects and of “orientation,” Silvan Tomkins’s
biologically grounded model of affect, Lauren Berlant’s approach to the “crisis ordinary,” and Eve Kosofsky
Sedgwick’s concepts of “texture” and “shame.” The principle of the “autonomy of affect” at the centre of
Massumi’s theory is employed to account for the pre-subjective nature of mourning as it is registered in the
body before being articulated through language. Ahmed’s approach to “affective economies,” meanwhile,
helps explain how sorrow becomes “sticky” through histories of contact between bodies and objects. Tomkins’s
model theorises how mourning interrupts agency by providing a biologically grounded motivational system
for these processes. In addition, Sedgwick’s concept of “beside,” which extends meaning-making beyond
binary oppositions, reinforces the relational nature of mourning. This synthesis positions mourning as a
multilayered structure operating at social and spatial levels, thereby moving beyond limited readings focused
solely on character psychology and bringing the material agency of affect to the fore.

In this study, Affect-Oriented Critical Reading is adopted as the primary approach. The focus of the
research is Maggie O’Farrell’s novel Hamnet. Through in-depth textual analysis, key scenes in the novel,
particularly Hamnet’s search for help, Agnes’s sensory perceptions, and the theatre performance, are examined
through the conceptual frameworks offered by affect theory. This method is employed because it makes it
possible to trace the novel’s “structures of emotion” and the continuity of crisis within everyday life not only
at the mental level, but also through bodily, tactile, and spatial traces. In the course of the analysis, Massumi’s
synaesthetic perspective and Derrida’s logic of hauntology are used as primary tools for analysing affective
transitions and temporal ruptures within the deeper structure of the text.

The study finds that mourning begins well before biological death, emerging as a spatial rupture and
a sensory intensity. The “empty house” scene at the opening of the novel demonstrates how, before the emotion
is represented, it remains suspended in space as a bodily orientation and an intensity of absence. The analysis
of Agnes’s identity as a healer finds that death reaches the body, prior to becoming rational knowledge, as a
“greyish-green” olfactory intensity. This is theoretically explained through Massumi’s concept of a
“synaesthetic perspective.” Here, smell is understood as a pre-subjective initial state in which the body registers
catastrophe directly as an intensity.

Another significant finding is that the bond of twinship between Hamnet and Judith transforms the
experience of mourning into an experience of “bodily diminishment” and of becoming a “fragmented mirror.”
Hamnet’s choice to die in Judith’s place transforms mourning, for the surviving sibling, into a material absence
experienced directly in her own flesh. It is observed that the domestic space becomes uncanny through
Hamnet’s absence and that objects are transformed into “sticky” surfaces that carry sorrow. This atmosphere
is explained through Derrida’s approach to hauntology, thereby revealing the spatial continuity of loss. The
ontological rupture experienced in Agnes’s agency is discussed, within the framework of Tomkins’s theory of
“shame,” as a “reduction in the capacity to act” and a state of bodily paralysis. Contrary to Lawrence Stone’s
(1977) thesis that, owing to high rates of child mortality in the early modern family, parents maintained an
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emotional distance from their children, this affective orientation positions mourning as an inevitable force that
paralyses the body, thereby adding an affective dimension to historical debates.

The study concludes that, in Hamnet, mourning is not a linear process progressing from loss to
acceptance, but a spectral presence circulating among bodies, spaces, and artistic forms. The theatrical
performance in the novel functions as an artistic “remediation” of mourning, transforming individual sorrow
into a collective field of affect. Making absence perceptible again through sound, gesture, and the stage body
turns individual sorrow into a shared experience of witnessing. This study is expected to contribute to bodily
and sensory-centred approaches in literary criticism. It also recommends greater attention to the “stickiness”
of objects and the affective atmosphere of space in historical fiction, as well as the examination of sensory data
such as smell, touch, and hearing in literary works not merely as symbolic elements but as material agents
within the framework of affect theory. For future research, it is important to develop approaches that consider
mourning not simply as an “outcome,” but as an “active beginning” that reshapes the characters’ orientation
towards the world.

Keywords: English literature, Maggie O’Farrell, Hamnet, yas, duygulanim kurami, bedensellik,
iliskisellik.
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Résumé Structuré:

Introduction et objectif de I’é¢tude Le roman Hamnet (2020) de Maggie O’Farrell se concentre sur la
mort du fils de William Shakespeare, en présentant le deuil comme une expérience corporelle et relationnelle
qui dépasse les frontiéres psychologiques conventionnelles. Plutét que de réduire le deuil a une douleur
intérieure individuelle, le roman le construit comme une force matérielle qui circule entre les corps, les espaces
et les objets. Cette étude examine la maniére dont le deuil est construit dans le roman et comment ce processus
prend forme a travers les relations entre corps, espaces et objets. Alors que la recherche existante a
généralement abordé le roman sous I’angle de ses éléments biographiques ou de ses représentations
thématiques du deuil, cette étude part de la nécessité de comprendre le deuil non pas comme une émotion
statique fixée par le langage, mais comme un processus ressenti et vécu dans le corps. La question centrale
n’est donc pas « Qu’est-ce que le deuil ? » mais « Comment le deuil circule-t-il a travers le corps et I’espace ?
». L’étude vise a démontrer, dans le cadre de la théorie de 1’affect et a travers une approche méthodologique
cohérente, comment le deuil est construit dans le récit d’O’Farrell par 1’expérience corporelle, I’orientation
relationnelle et la circulation de 1’affect. En examinant la reconfiguration du deuil comme une condition
affective ressentie dans le corps avant d’étre appréhendée cognitivement et portée dans la texture de la vie
quotidienne, 1’étude cherche a combler une lacune théorique dans le champ.

Cadre théorique L’étude apporte une profondeur théorique par une synthése interdisciplinaire de la
théorie de I’affect. Ce cadre réunit le concept de « I’intensité » préconsciente de Brian Massumi, les analyses
de Sara Ahmed sur la maniére dont les émotions « adhérent » aux objets et sur I’« orientation », le mod¢le
biologiquement fondé de ’affect de Silvan Tomkins, I’approche de Lauren Berlant de la « crise ordinaire »,
ainsi que les concepts d’Eve Kosofsky Sedgwick de « texture » et de « honte ». Le principe de « 1’autonomie
de I’affect » au centre de la théorie de Massumi est mobilisé pour rendre compte de la nature pré-subjective du
deuil tel qu’il est enregistré dans le corps avant d’étre articulé par le langage. L’approche d’Ahmed des «
économies affectives » permet d’expliquer comment la tristesse devient « collante » a travers les histoires de
contact entre corps et objets. Le modele de Tomkins théorise comment le deuil interrompt 1’agency en
fournissant un systéme motivationnel biologiquement fondé. De plus, le concept de Sedgwick de « beside »,
qui étend la production de sens au-dela des oppositions binaires, renforce la nature relationnelle du deuil. Cette
synthése positionne le deuil comme une structure multilayer opérant aux niveaux social et spatial, dépassant
les lectures limitées centrées sur la psychologie des personnages et mettant en avant I’agency matérielle de
’affect.

Meéthodologie L’étude adopte la « lecture critique orientée par I’affect » comme approche principale.
Le corpus est le roman Hamnet de Maggie O’Farrell. A travers une analyse textuelle approfondie, des scénes
clés du roman — notamment la recherche d’aide par Hamnet, les perceptions sensorielles d’Agnes et la
représentation théatrale — sont examinées dans les cadres conceptuels offerts par la théorie de I’affect. Cette
méthode permet de retracer les « structures de 1’émotion » et la continuité de la crise dans la vie quotidienne
non seulement au niveau mental, mais aussi a travers des traces corporelles, tactiles et spatiales. Dans le cours
de I’analyse, la perspective synesthésique de Massumi et la logique de la hantologie de Derrida sont utilisées
comme outils principaux pour analyser les transitions affectives et les ruptures temporelles dans la structure
profonde du texte.
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Résultats et discussion L’étude révele que le deuil commence bien avant la mort biologique,
apparaissant comme une rupture spatiale et une intensité sensorielle. La scéne de la « maison vide » au début
du roman montre comment, avant d’étre représentée, 1’émotion reste suspendue dans 1’espace comme
orientation corporelle et intensité d’absence. L’analyse de I’identité d’Agnes en tant que guérisseuse montre
que la mort atteint le corps, avant de devenir connaissance rationnelle, comme une intensité olfactive « gris-
vert ». Cela est expliqué théoriquement par le concept de Massumi de « perspective synesthésique », ou I’odorat
est compris comme un état initial pré-subjectif dans lequel le corps enregistre directement la catastrophe
comme intensité. Un autre résultat significatif est que le lien de gémellité entre Hamnet et Judith transforme
I’expérience du deuil en une expérience de « diminution corporelle » et de « miroir fragmenté ». Le choix de
Hamnet de mourir a la place de Judith transforme le deuil, pour la sceur survivante, en une absence matérielle
vécue directement dans sa chair. Il est observé que I’espace domestique devient inquiétant par 1’absence de
Hamnet et que les objets se transforment en surfaces « collantes » qui portent la tristesse. Cette atmosphere est
expliquée par ’approche de Derrida sur la hantologie, révélant la continuité spatiale de la perte. La rupture
ontologique vécue dans 1’agency d’Agnes est discutée, dans le cadre de la théorie de Tomkins sur la « honte »,
comme une « réduction de la capacité d’agir » et un état de paralysie corporelle. Contrairement a la thése de
Lawrence Stone (1977) selon laquelle, en raison des taux ¢élevés de mortalité infantile dans la famille moderne
précoce, les parents maintenaient une distance émotionnelle avec leurs enfants, cette orientation affective
positionne le deuil comme une force inévitable qui paralyse le corps, ajoutant ainsi une dimension affective
aux débats historiques.

Conclusion et recommandations L’étude conclut que, dans Hamnet, le deuil n’est pas un processus
linéaire allant de la perte a I’acceptation, mais une présence spectrale circulant entre corps, espaces et formes
artistiques. La représentation théatrale dans le roman fonctionne comme une « remédiation » artistique du deuil,
transformant la tristesse individuelle en champ affectif collectif. Rendre I’absence de nouveau perceptible par
le son, le geste et le corps scénique transforme la tristesse individuelle en une expérience partagée de
témoignage. Cette étude devrait contribuer aux approches critiques centrées sur le corps et les sens. Elle
recommande également une attention accrue a la « collance » des objets et a I’atmosphére affective de I’espace
dans la fiction historique, ainsi qu’a I’examen des données sensorielles telles que 1’odorat, le toucher et 1’ouie
dans les ceuvres littéraires, non pas seulement comme éléments symboliques, mais comme agents matériels
dans le cadre de la théorie de I’affect. Pour les recherches futures, il est important de développer des approches
qui considérent le deuil non pas simplement comme un « résultat », mais comme un « commencement actif »
qui reconfigure 1’orientation des personnages vers le monde.

Mots-Clés: Littérature anglaise ; Maggie O’Farrell ; Hamnet ; deuil ; théorie de 1’affect ; corporéité ;
relationalité

Resumen Estructurado:

Introduccién y objetivo del estudio La novela Hamnet (2020) de Maggie O’Farrell se centra en la
muerte del hijo de William Shakespeare, presentando el duelo como una experiencia corporal y relacional que
trasciende los limites psicologicos convencionales. En lugar de reducir el duelo a un dolor interior individual,
la novela lo construye como una fuerza material que circula entre cuerpos, espacios y objetos. Este estudio
examina como se construye el duelo en la novela y como este proceso toma forma a través de las relaciones
entre cuerpos, espacios y objetos. Mientras que la investigacion existente ha tendido a abordar la obra desde
sus elementos biograficos o sus representaciones tematicas del duelo, este trabajo parte de la necesidad de
comprender el duelo no como una emocién estatica fijada por el lenguaje, sino como un proceso que se siente
y se experimenta en el cuerpo. La pregunta central no es “;Qué es el duelo?”, sino “;Como se desplaza el duelo
a través del cuerpo y el espacio?”. El estudio busca demostrar, dentro del marco de la teoria del afecto y
mediante un enfoque metodolégico coherente, como se construye el duelo en la narrativa de O’Farrell a través
de la experiencia corporal, la orientacion relacional y la circulacion del afecto. Al analizar como el duelo se
reconfigura como una condicion afectiva sentida en el cuerpo antes de ser aprehendida cognitivamente y
llevada al tejido de la vida cotidiana, la investigacion pretende llenar una laguna tedrica en el campo.

Marco tedrico El estudio aporta profundidad tedrica mediante una sintesis interdisciplinaria de la
teoria del afecto. Este marco reune el concepto de Brian Massumi de “intensidad” preconsciente, los analisis
de Sara Ahmed sobre como las emociones “se adhieren” a los objetos y sobre la “orientacion”, el modelo
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biolégicamente fundamentado del afecto de Silvan Tomkins, el enfoque de Lauren Berlant sobre la “crisis
ordinaria” y los conceptos de Eve Kosofsky Sedgwick de “textura” y “verglienza”. El principio de la
“autonomia del afecto” en la teoria de Massumi se emplea para dar cuenta de la naturaleza pre-subjetiva del
duelo tal como se registra en el cuerpo antes de ser articulado por el lenguaje. La aproximacién de Ahmed a
las “economias afectivas” ayuda a explicar como la tristeza se vuelve “pegajosa” a través de las historias de
contacto entre cuerpos y objetos. El modelo de Tomkins teoriza cémo el duelo interrumpe la agencia al
proporcionar un sistema motivacional bioldgicamente fundamentado. Ademas, el concepto de Sedgwick de
“beside”, que extiende la produccion de sentido mas alla de las oposiciones binarias, refuerza la naturaleza
relacional del duelo. Esta sintesis posiciona el duelo como una estructura multinivel que opera en planos
sociales y espaciales, superando lecturas limitadas centradas tinicamente en la psicologia de los personajes y
destacando la agencia material del afecto.

Metodologia El estudio adopta la “lectura critica orientada por el afecto” como enfoque principal. El
corpus es la novela Hamnet de Maggie O’Farrell. A través de un analisis textual en profundidad, se examinan
escenas clave de la obra —en particular la busqueda de ayuda de Hamnet, las percepciones sensoriales de
Agnes y la representacion teatral— dentro de los marcos conceptuales ofrecidos por la teoria del afecto. Este
método permite rastrear las “estructuras de la emocion” y la continuidad de la crisis en la vida cotidiana no
solo a nivel mental, sino también a través de huellas corporales, tactiles y espaciales. En el transcurso del
analisis, la perspectiva sinestésica de Massumi y la ldgica de la “hauntologia” de Derrida se utilizan como
herramientas principales para analizar las transiciones afectivas y las rupturas temporales en la estructura
profunda del texto.

Resultados y discusion El estudio muestra que el duelo comienza mucho antes de la muerte biologica,
emergiendo como una ruptura espacial y una intensidad sensorial. La escena de la “casa vacia” al inicio de la
novela demuestra como, antes de que la emocion sea representada, permanece suspendida en el espacio como
orientacion corporal y como intensidad de ausencia. El analisis de la identidad de Agnes como sanadora revela
que la muerte alcanza el cuerpo, antes de convertirse en conocimiento racional, como una intensidad olfativa
“gris verdosa”. Esto se explica tedéricamente mediante el concepto de Massumi de “perspectiva sinestésica”,
donde el olfato se entiende como un estado inicial pre-subjetivo en el que el cuerpo registra directamente la
catastrofe como intensidad. Otro hallazgo significativo es que el vinculo de gemelidad entre Hamnet y Judith
transforma la experiencia del duelo en una experiencia de “disminucion corporal” y de “espejo fragmentado™.
La decision de Hamnet de morir en lugar de Judith convierte el duelo, para la hermana sobreviviente, en una
ausencia material experimentada directamente en su propia carne. Se observa que el espacio doméstico se
vuelve inquietante por la ausencia de Hamnet y que los objetos se transforman en superficies “pegajosas” que
portan la tristeza. Esta atmosfera se explica mediante la aproximacion de Derrida a la hauntologia, revelando
la continuidad espacial de la pérdida. La ruptura ontoldgica experimentada en la agencia de Agnes se discute,
dentro del marco de la teoria de Tomkins sobre la “vergilienza”, como una “reduccion en la capacidad de actuar”
y un estado de paralisis corporal. Contrariamente a la tesis de Lawrence Stone (1977), segun la cual, debido a
las altas tasas de mortalidad infantil en la familia moderna temprana, los padres mantenian una distancia
emocional respecto de sus hijos, esta orientacion afectiva posiciona el duelo como una fuerza inevitable que
paraliza el cuerpo, afiadiendo asi una dimension afectiva a los debates historicos.

Conclusion y recomendaciones El estudio concluye que, en Hamnet, el duelo no es un proceso lineal
que progresa de la pérdida a la aceptacion, sino una presencia espectral que circula entre cuerpos, espacios y
formas artisticas. La representacion teatral en la novela funciona como una “remediacion” artistica del duelo,
transformando la tristeza individual en un campo afectivo colectivo. Hacer perceptible la ausencia nuevamente
a través del sonido, el gesto y el cuerpo escénico convierte la tristeza individual en una experiencia compartida
de testimonio. Se espera que este estudio contribuya a los enfoques criticos centrados en el cuerpo y los
sentidos. Asimismo, recomienda prestar mayor atencion a la “pegajosidad” de los objetos y a la atmdsfera
afectiva del espacio en la ficcion historica, asi como al examen de datos sensoriales como el olfato, el tacto y
la audicion en las obras literarias, no solo como elementos simbolicos, sino como agentes materiales dentro del
marco de la teoria del afecto. Para futuras investigaciones, es importante desarrollar enfoques que consideren
el duelo no simplemente como un “resultado”, sino como un “comienzo activo” que reconfigura la orientacion
de los personajes hacia el mundo.

Palabras Clave: Literatura inglesa; Maggie O’Farrell; Hamnet; duelo; teoria del afecto; corporalidad;
relacionalidad.
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CrpykrypupoBanHoe Pe3ome:

Beenenne u niens nccnegoBanus Poman Marru O’ @appenn Hamnet (2020) cocpeoTOYeH Ha CMEPTH
ceiHa Ymbsama llekcrimpa, mpencTaBisis Tpayp Kak TeIECHBIA U PENSIIHOHHBIN OITBIT, BEIXOISIINHN 32 PEIeIThI
TPaTUIMOHHBIX TICHXOJOTHYECKNX TpaHUI. Bmecro TOoro 4d9roOH CBOAWTH Tpayp K BHYTpEHHEH
WHIWBUAYAIEHOW 00JIM, pOMaH KOHCTPYUPYET €ro KaK MaTepHATBHYIO CHITY, ABHXKYIIYIOCS MEXIy TeIIaMH,
MPOCTpaHCTBAMH B 00BbekTamMu. HacTosmiee nccieoBaHne paccMaTpUBaeT, Kak Tpayp IMOCTPOCH B pOMaHE U
Kak 3TOT mporiecc (GopMupyeTcs depe3 OTHOLICHHS MEKAY TElIaMH, MPOCTPAHCTBAMH M 00bekTamMu. B To
BpeMsl KaK CYIICCTBYIOIINE HCCIICIOBAHUS B OCHOBHOM OOpaIlauch K OHOrpad)uuecKuM 3JCMEHTaM WU
TeMaTUYEeCKUM PEMNpPEe3CHTAllsAM Tpaypa, NaHHas paboTa UCXOIUT U3 HE0OXOIUMOCTH TIOHUMATh Tpayp HE Kak
CTaTHUYHYIO SMOIHIO, (UKCUPYEMYIO SI3BIKOM, a KaK MPOIIecC, ONIYyIIaeMbIi 1 MepeKuBaeMblil TenoMm. Takum
o06pa3om, IIEHTpaIbHBIN BONPOC UCCIIeoBaHus — He «UTo Takoe Tpayp?», a «Kak Tpayp IBUKETCS yepes TeIo
u mpocTtpaHcTBO?». llenmb wuccriegoBaHus — TMOKa3aTh, B paMkax Teopun addexta u mocpeacTBOM
METOAOJIOTHIECKH TOCIIEOBATEIFHOIO TTOAX0/[a, KaK Tpayp KOHCTpyHpyeTcs B moBecTBoBaHMH O’ Dapperr
4yepe3 TENECHBIH OMBIT, PENAIHOHHYI0 OPHUCHTAIMI0O M LUPKYIANUI apdexta. AHATMU3UpPYs, Kak Tpayp
nepeocMeIcseTcss Kak ad()eKTHBHOE COCTOSHHUE, OIIYIIAeMOEe TEIIOM 1O KOTHUTHBHOTO OCMBICICHUS H
MPOHOCHMOE Yepe3 TKaHb TOBCETHEBHOH JKM3HH, HCCIECJOBAHUE CTPEMHUTCS BOCIOIHHTH TEOPETHYCCKHN
npo0er B JaHHOU 001acTH.

Teopernueckuii kapkac lccienoBaHHe BHOCHT —TEOPETHYECKYI0 TIIyOHMHY IIOCPEICTBOM
MEXKIUCIUIUIMHAPHOTO CUHTe3a Teopuu addexra. DTOT KapKac 00bEAMHACT KOHICIHIO bpaitana Maccymu
0 «IIPEJCO3HATEIHHON HHTEHCUBHOCTHY, aHAIHU3bI Capbl AXMeZ 0 TOM, KaK SMOIMH TIPIIUIAI0T» K 00beKTaM
1 00 «OpUEHTAIUH», OUOJOrHUECKH 000CHOBaHHYI0 Mozenb addexra CunBana Tomkuuca, moaxon Jlopex
BepnaHT K «00bIIEHHOMY KpU3HCY», a Takke KoHuenimu VB Kocodexu CeKBHUK 0 «TEKCTYPe» M «CTBLAEY.
ITpunin «aBroHomMun addexray B Teopuu MacCyMu HCHOIB3YeTCs AN OOBSICHEHUS NMpeacyObeKTHBHON
NPUPOJBI Tpaypa, GUKCUPYEMOTO TEJIOM JI0 €T0 A3bIKOBOW apTHKyisamud. [Togxon Axmen k «ad(peKTHBHBIM
9KOHOMHUKaM» TOMOTaeT OOBSCHUTD, KaK Ie4ab CTAHOBUTCS «JIMIIKOW» Yepe3 HCTOPHI0O KOHTAaKTOB MEXIY
TenamMu U o0bekTaMu. Mosests TOMKHHCa TeOpEeTU3UPYET, Kak Tpayp NMPEephIBaeT areHTHOCTh, IPEIOCTABIISI
Ononornyeckn OOOCHOBAaHHYIO MOTHMBAIMOHHYIO cucTeMy. Kpome Ttoro, xoHmenims CemKBHK «pSIOM)»
(beside), pacmupsitomas cMbICII000pa3oBaHUE 3a MpeeiIbl OMHAPHBIX OIIO3UIMH, YCHIMBACT PEIISILIMOHHYIO
NPUPOJY Tpaypa. DTOT CHHTE3 MMO3UIMOHUPYET TPayp Kak MHOTOYPOBHEBYIO CTPYKTYPY, QYHKIIHOHUPYIOLIYIO
Ha COIMAJbHBIX W TPOCTPAHCTBEHHBIX YPOBHSAX, BBIXOAA 332 PAMKH OTPAHHYEHHBIX TPOYTECHUH,
COCPEIOTOYCHHBIX HCKIIOYHTEIbHO Ha IICHXOJIOTHH MEpCOHaXEeW, W BBIABUTas Ha TIEPBBIH IJIaH
MaTepHaAJIbHYIO areHTHOCTh adeKTa.
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Merononorus B nccienoBannn mpuMensieTcsi «a(eKT-OpUSHTHPOBAHHOE KPUTHUYECKOE YTCHUE»
Kak OCHOBHOW moaxon. OOBekToM aHanmm3a sBisgercs pomaH Hamnet O’®@appemn. IlocpenctBom
yIIIyOJIeHHOTO TEKCTYalIbHOTO aHAIN3a KIIFOYEBBIE CIIEHBI pOMaHa — B YaCTHOCTH, IOMCKHU IIOMOLIH XaMHeTa,
CCHCOpDHbIE BOCHPHUATHS ATrHEC M TeaTpalbHOE IPEICTaBICHHE — pacCMaTPHBAIOTCS B paMKax
KOHIIENTYyaIbHBIX Mojelell Teopun apdexra. DTOT METOJ IO3BOJIET HPOCIECIUTh «CTPYKTYPHI MO U
HENPePBIBHOCTD KPH3HCA B IOBCEJHEBHOM KHU3HH HE TOJIBKO Ha MEHTAILHOM YPOBHE, HO M Yepe3 TeJIeCHEIE,
TaKTHJIBHBIC W MPOCTPAHCTBEHHBIE Clie/bl. B X0/e aHamu3a MCHOJIB3YIOTCS CHHECTETHYECKas MepCHeKTHBa
Maccymu u JIOTMKa «TrOHTOJIOTMW» Jleppuaa Kak OCHOBHBIE WMHCTPYMEHTHI ISl aHanu3a ad(QeKTUBHBIX
MepeX0/I0B M BPEMEHHBIX Pa3pbIBOB B INTyOMHHOI CTPYKTYpe TEKCTa.

Pesynbratel u oOcyxnenune lccnenoBaHue IOKa3bIBa€T, YTO Tpayp HAuMHACTCS 33J0JIT0 IO
6uosIOrn4ecKoil cMepTH, MPOABISISACH KaK MPOCTPAHCTBEHHBIN pa3phIB U CEHCOPHAs MHTEHCUBHOCTh. CIieHa
«IIyCTOTO JJOMay B Hayajle poMaHa JEMOHCTPUPYET, KaK 10 PeNpe3eHTallUi YMOLUS OCTAaeTCs MOIBEIICHHON B
MPOCTPAHCTBE KaK TEJIEeCHAs OPHEHTAIWs M MHTCHCUBHOCTH OTCYTCTBHA. AHAIN3 MICHTHYHOCTH ATHEC Kak
LETUTEIbHAULBI TIOKa3bIBAET, YTO CMEPTh JOCTUTACT TEJA, MPEXKIE YEM CTaTh PAOHATIBHBIM 3HAHHEM, KaK
«cepo-3eeHas» 000HATENbHASI HHTEHCHBHOCTD. DTO TEOPETHUECKH O0BSICHAETCS Yepe3 KoHIennuo Maccymu
«CHHECTETHYECKOH MEePCIICKTHBEI», TAE 3arnax MOHUMAaeTCs KaK MpeliCyObeKTHBHOE HadallbHOE COCTOSIHHUE, B
KOTOPOM TEJIO HEMOCPEICTBEHHO (PUKCHPYET KaTtacTpody KaK HHTCHCUBHOCTb. J[pyriuM Ba>KHBIM pe3yIbTaTOM
ABJISIETCS TO, UTO CBA3b OJMIM3HELIOB MEX Ty XaMHETOM U J[XKyANT MpeBpamiaeT ONbIT Tpaypa B OMBIT «TEIECHOTO
YMEHBILIECHUS» U «(pparMeHTUPOBAHHOTO 3epKanay. Pemenre Xamuera ymepeTb BMecTo JKYMT ITpeBpaiiaetT
Tpayp JUIi BBDKHBIIEH CeCTpbl B MaTepHaJIbHOE OTCYTCTBHE, HEMOCPEICTBEHHO IEpeKMBacMoe B €€
cobctBeHHOU TwIoTH. OTMEYaeTcs, 4YTO JOMalllHee MPOCTPAHCTBO CTAHOBHUTCS JKYTKUM H3-32 OTCYTCTBHS
XamHeTa, a OOBEKTHl MPEBPAIIAIOTCS B <«IMIKHE» IOBEPXHOCTH, HECyLIHe Iedanb. JTa arMmocdepa
00BsICHAETCS Yepe3 Noaxo. Jleppuaa K TOHTONOTHH, BBISBIIAS IPOCTPAHCTBEHHYIO HEIPEPHIBHOCTh YTPATHI.
OHTOJOTHYECKUH Pa3phIB, EPEKUBAEMBII B areHTHOCTH ATHEC, 00Cy’KIaeTcsl B paMKax Teopur TOMKHHCaA O
«CTBIAE» KaK «CHIDKEHHE CIIOCOOHOCTH JAEHCTBOBAaTH» MW COCTOSHHE TEJIECHOro Imapanuda. B
MPOTHBOMOIOXKHOCTE Te3nucy Jloyperca CtoyHa (1977) o ToM, 4TO m3-3a BBICOKOW NETCKOH CMEPTHOCTH B
PaHHEMOJICPHOI CEMbEe POANTEIH COXPAHSIIN AMOIMOHAIBHYIO TUCTAaHIHUIO OT JIeTeH, naHHas ad(eKTUBHAS
OpHEHTALS NO3UIMOHUPYET TPayp KaK HEM30EXKHYIO0 CHILy, Napalu3yIoILyo Teno, nooasiis addexTusHOE
MU3MEpEHNE K HCTOPHUYECKUM JiebaTam.

3axuroueHre U pekoMeHaanuu VccnenoBaHue NpuxoIuT K BBIBOLY, UTO B Hamnet Tpayp He SIBISETCA
JUHEHHBIM MPOIIECCOM, MEPEXOSAIIUM OT yTpaThl K TNPHHATHIO, a IPEACTaBIsAeT COOOH CHEKTpaltbHOE
NPUCYTCTBHE, UHUPKYJIMPYIOIEe MEXKIy TellaMHu, IPOCTPAHCTBAMH M XYI0)XKECTBEHHBIMU (OpMaMHU.
TearpanpHOE MpeACTaBICHHE B poMaHe (DYHKIIMOHHPYET KaK XYIOXKECTBEHHAs «peMeIuaIlis» Tpaypa,
IpeBpamasi WHAMBHUIAYAlbHYIO Iedaidbh B KOJUIEKTHBHOe addexTtnBHOe moie. [lenas OTCyTCTBHE BHOBB
OII[yTUMBIM 4epe3 3BYK, KECT U CIIEHHUECKOe TeJI0, MHANBHUIyalbHas Iedalb MPeBpaIiaeTcs B COBMECTHBIN
OMBIT CBUAETENBCTBOBAaHUA. OXKHUIAETCA, YTO JAHHOE UCCIEN0BAHUE BHECET BKIAJ B TEIECHO- U CEHCOPHO-
OPHEHTHPOBAHHbBIE MOJXO/bI B JINTEPATYPHOH KpUTHKE. Tarke peKOMEHAYETCs yIeNsITh OOJbIle BHUMAHHS
«JIIKOCTH» 00BeKkTOB M ad(eKTHBHONH aTMocepe MNpocTpaHCTBA B HCTOPHUYECKOH TMpo3e, a TakKe
paccMaTpUBaTh CEHCOPHBIE JAHHBIE — 3allaX, OCSA3aHHE U CIyX — B IMTEPATYPHBIX IIPOU3BEIEHHUAX HE TONBKO
KaK CHMBOJIMYECKHE 3JIEMEHTHI, HO M KaK MaTepHaJbHbIE areHThl B paMKax Teopuu apdexra. s Oyaymmx
HCCIIEIOBaHUH Ba)KHO Pa3BUBATh MOJXOJBI, KOTOPHIE PAaCCMATPHBAIOT Tpayp HE MPOCTO KaK «Pe3ynbTaTy, a
KaK «aKTHBHOE Hayajoy, IepeopHEeHTHPYIOIIee IEPCOHAXEH B MX OTHOIIEHUH K MUDY.

KuoueBbie CiioBa: Aarnwmiickas urepatypa; Marru O’ @appeinn; Hamnet; Tpayp; Teopust apdekra;
TENIECHOCTh; PEISILIMOHHOCTh

TRfra gRiw:

TREg 3R 3aU=T BT ST TN SR BT SUAN Hamnet (2020) faferay QiR & 4
B I R Hzd 7, N M o1 T IRIRD 3R YRS gHT & =9 § T fobar 7 §, S
URUR® HaR-e ATarsii & W o1dl § | b $I had ke, Afdarrd UTeT da iiid & & Soig,
IUI 38 U 1ifdes Wfad & =0 o FAftfa #ar 8, o IRRY, wFT 3R axgsit & o9 yarfed gkt 81 78
L U H e & FAuTor 3t ufehan 3R a8 H IRRY, R iR axgaif & offa et & aregm §

Turkish Studies — Language and Literature, 21(01)



The Body of Mourning: Affect and Relationality in Hamnet 53

THR A ©, BT o HRT g1 gl gaad! Y Urg: Siia=t Yaieht deal a1 e & fawerrd fFegor w $fad
8 ¢ 96l g8 1T W Bl HIW gRT FRR F1 718 RR Hia 1 & ¥ & 761, 9fcwp TWR 7 Aeqy ok
34T fHT S aTch Ufthar & w0 & THgH &1 Al 9 URd 81 59 USR, Hord Uy "N 152"
T, afctp "=iiw TRR IR RIF F ATH F F YaIfRd §am 37" ¥ 1 AT BT Ie.%9 U8 Uafid 1
%, UTa-RIGid & ol & 3R TP T T iaiTd ERHI0 o AT ¥, 3 Thd Bl BT H Wb bl ARING
3HY, TSURS SHARIAT 3R HId & uRkvare & Aregd § fAftfa grar 31 g8 fawavor #d gu f e
DI HY G: fa=ord foran ST § U Tt HIaTess fUfd & =0 8 off IRR & YIATHS U W T o I
U5 HEY™ &1 6! & 3R M Siiad &t §-1de | 98- &1 Ol &, T &4 H T Ysifod SfeRiet &l
TIT B BT T FHRl 3|

i TwEn oeag Ha-Rigid & sfafdwdt wxewor & mrey § Sgifde T e 3
g TR ST AREH &1 "d-Aa gl o1 SaURUT, YRT 3gHS 1 Iz fo Ura-md Ha awgaif
Y fausrdt” § SR “SfAREar &1 foar, Rieaw ciafe=a &1 Wifds U ¥ snerlkd Hid Aisd, dRA ddfe
BT YR e TRHI, 3R 39 BB Joldd BI “g-Tae” AR "Tosl” B ATURUNST B U Qi
A g | ARt & Rigia 8 u1a &t R & Rigid e &1 gd-SHTeTd Ui &1 waem & e uged
BIAT 8, oI o I8 W1 § 09 519 9§ Ugdl IRR H G ol & | 38HG BT "HIaTHD srfawyT” eI
Ug WY BT ¢ b 3@ P& TR 3R axgaii $ o Gush » 3faer & wegd  “Rufmr 8 o 2|
crAfe=0 &1 Aisd g8 Risid URdd -dl & f WM & ol oI F1fdd -l 7, 37 ufshanstt & forg ue
Sfas U ¥ ST IR YUelt UeH &dl 8| 59 AfaRad, YSfae® $I Sa12s” SGURUN, S 3ref-
fomtor @t fganers faRiel ¥ W favaiiRd ol B, Ao Bt YaURSD TP B Yeg Pl 11 T8 JIATT
M P T TG AT & =0 T RIT Hal 8, S Ao 3R RIS TRI W ST Hal 8, 39
W%ﬁawqﬁﬁwwwmwﬁﬁ 3T Fgd gU HIG Bt Wifads Toidt &1 Ul UgH
CaGik

Ui 39 g § “UI9-3 SMara-add U & WA RS0 & U & S T g
MY HT Hg A SRS BT SUN Hamnet 8| T8 UTSY fA=eNUl & ATeqH F, IUIN & TIE 29 —
IR ¥ Y BT B TeTIdl St Wiel, TG $I el YRUMY, R ATed Ue= — Ha-Rigid gR1 vgd
JATRe BTl & A1y 9 Wi o | 98 fafdy Su=arg &) “uraraif &1 Taaneil SR e ofiad & Tae
@ FARARAT &1 UaT TIH & WY F1 6, 7 Hhad AFRIS R R, Fieh IRING, WRA™ iR -1fis
==t & Arer ¥ o fazawr & SR, ArgH &1 RARifes ufttiea” 3k SReT &1 “glrarol & dd”
76 &1 T8 AaT & HTaTeTd YhHUI 3R JHI fade BT faRawur e & forg urufiies Iuaor &
w0 8 ygad g g

TR 3R Tat 31ege © UdT 9adl § b e oifdds Jog ¥ 9gd U8d T 81 oIl &, Sl e
g 3R YA gt & U T IRAT ] | JUIT BT Y31 H W1 TR DT €2 Ig G2l § fob UG
& UfAFRIE ¥ Ued, I8 IRR 1 SifgEar 3R Sruikifa &1 duar & U & »iF # Fefed B gl
TN ! UgaH U e & w0 A [a2awor I udr gedr ¢ & g IR a ugadt €, dbuiTd I
T ¥ U5, TP YR8 U0 Al & ¥ H| 3H dgifd U A ARgH B RAReE uRkieg”
SR & [ J JHIITAT 7T 8, ST 1 P Th Jd- T RIS a1 & =0 o THT ST g,
o IR 1Y 31U B il & FU H a5 Hedl ¢ | U 3 Heayul (shy I8 § fob gTH-C SIR ey
& s Jedi Yae b & 3gHd Bl “IRRS HH 3R Tied gdur & gyd & ged o 21 AU &
RIM R 7RA BT §THAC BT FUig Wb 1 Sifdd s HIS-a61 & o T Hifds ufufa & sgar T g,
o 98 WY 3 IRR T Srgyd It 81 T8 <@ T ¢ b TR RIF gHAC B UM & BRI
GI9E B o1l § 3R Iy “Faaferdl gt & aga ot € Sff g &1 a8 &Rl € | $ ardrarul &1 SRaT
& glcIarol SNHI0 & W1y & THSET T 8, o 81 &1 Rt FRaRar &1 uar 9dl ¢ | T &1
ot § 3rqud fpu e sifcTTd fawis &l ciafe=a & “awtr Rigid & ofd §f "o & &t e
HH" 3R IRING vemard &t fRufd & TUH == &1 T g1 ARG TH (1977) S 39 Rigid & faudia f&
IR YFAH IRAR & I 910 G &R & HRUN J1AT-FUdT 30 aedi § UGS gl §-1Y 34d 9,
Ig YAl AT Qiep Y Ueb HaTd Wi =0 § RIMT el & o TRR ) gamard e it 8,
39 UHR UfaeTRie T8 § U HIaTed ST sisdl 8|
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e 3R R sreqas sy AaTaar 8 {6 Hamnet B R g1 @ Wield a6 &1 IS
uferar 8Y 8, fes U Yfoar IufRUfA & ot TR, R 3R altets Ul & ot vaTfed gl 8 1 Su=rg
T ATy UeRH WMd B HArES YA & 24 J BT HRA1 8, TG g8 Pl JHfed HId & o
95 a1 2| @i, 3R SR Tty IR & ATy | Ui &1 R | Tae=iid ST safaaTd g &l
IS TTaTe! & SFMT B Jad Sdl 8| I8 ST Aleide STaraH § YRR SR et Bfsd efvoron o
ARG & 1 SU&T BT 5| I8 UdeTRich bt g H axqgaft 1 “RufHurge” ik RIM & HareTd
aTATeRUI TR 3ifeb & G b1+t R ell &, T 8 77y, TRl SR 4/aur S Hadl S Y Sffel i
@1, T HId BTHS ddl b ©U § dfeh a-Rigid & eid J Mfad Toicl & 9 F | UiT & My &
o, T8 Heauuf § foh V¥ =R fawRia feu S S e & Hadt T “ufkoms & w0 & 7, afep

aﬁa:{ﬂ: S wifed, Wft SR, Hamnet (88-C), A / g, WE-Rigid / UIaTES
Rygfd, Tmifvepar / Sgufdfa, YeitmRepdr / eremferdt.

Yapilandirilmis Ozet:

Maggie O’Farrell’in Hamnet (2020) romani, William Shakespeare’in oglunun o6liimiinii merkeze
alirken yasi geleneksel psikolojik sinirlarin 6tesine tastyan bedensel ve iligkisel bir anlati sunmaktadir. Roman,
yas deneyimini bireysel bir i¢ siztya indirgemek yerine, onu bedenler, mekanlar ve nesneler arasinda dolasan
maddi bir kuvvet olarak yapilandirmaktadir. Bu ¢aligma, romanda yasin nasil insa edildigini ve bu siirecin
bedenler, mekanlar ve nesneler arasindaki iligkiler lizerinden nasil sekillendigini incelemektedir. Mevcut
literatiirde romanm genellikle biyografik unsurlar veya tematik yas siiregleri lizerinden ele alindigi
goriilmektedir. Buna karsilik bu c¢alisma, yasi dille sabitlenmis statik bir duygudan ziyade hissedilen ve
bedende yasanan bir siire¢ olarak ele almanin gerekliliginden hareket etmektedir. Bu dogrultuda ¢alismanin
temel sorusu “Yas nedir?” degil, “Yas bedende ve mekéanda nasil hareket eder?” sorusudur. Calismanin temel
amact, O’Farrell’1n anlatisinda yasin bedensel deneyim, iliskisel yonelim ve duygulanimin dolasimi iizerinden
nasil kuruldugunu duygulanim kurami ger¢evesinde metodolojik bir biitiinliikle ortaya koymaktir. Makale,
yasin heniiz zihinsel olarak kavranmadan once bedende hissedilen ve giindelik hayatin dokusunda tasiman
duygulanimsal bir durum olarak nasil yeniden kurgulandigini sorgulayarak alandaki kuramsal boslugu
doldurmay1 hedeflemektedir.

Calisma, yast anlamak amaciyla disiplinlerarasi bir duygulanim sentezi sunmakta ve bu gerceve
lizerinden alana kuramsal bir derinlik kazandirmay1 amaglamaktadir. Bu kuramsal ¢ergeve Brian Massumi’nin
biling o6ncesi “yogunluk” kavramini, Sara Ahmed’in duygularin nesnelere “yapigmasi” ve “ydnelim”
analizlerini, Silvan Tomkins’in biyolojik temelli duygulanim modelini, Lauren Berlant’in “kriz siradanlig1”
yaklasimint ve Eve Kosofsky Sedgwick’in “doku” ve “utan¢” kavramlarimi bir araya getirmektedir.
Massumi’nin kuraminin merkezindeki “duygulanimin 6zerkligi” ilkesi, yasin dille ifade edilmeden o6nce
bedende kaydedilen 6zne-Oncesi dogasini agiklamak igin kullanilmaktadir. Ahmed’in “duygulanimsal
ekonomiler” yaklasimi ise kederin bedenler ve nesneler arasindaki temas tarihleri sonucunda nasil “yapiskan”
hale geldigini anlamaya yardimc1 olmaktadir. Tomkins’in modeli, bu siire¢lerin biyolojik motivasyon sistemini
sunarak yasin eyleyiciligi nasil kesintiye ugrattigini kuramsallagtirmaktadir. Ayrica Sedgwick’in anlam
diretimini ikili karsitliklarin Gtesine tasiyan “beside” kavrami, yasin iligkisel dogasini giiclendirmektedir. Bu
sentez, yasi toplumsal ve mekénsal diizeyde isleyen ¢ok katmanli bir yap1 olarak konumlandirarak yalnizca
karakter psikolojisine odaklanan sinirli okumalarin 6tesine gegmekte ve duygulanimin maddi eyleyiciligini 6n
plana ¢ikarmaktadir.

Bu c¢alismada temel yaklagim olarak Duygulanim Odakli Elestirel Okuma tercih edilmistir.
Aragtirmanin odak noktasim1 Maggie O’Farrell’in Hamnet romani olusturmaktadir. Derinlemesine metin
analizi yoluyla romandaki kilit sahneler, 6zellikle Hamnet’in yardim arayisi, Agnes’in duyusal algilar1 ve
tiyatro performansi, duygulanim kuraminin sundugu kavramsal Olgeklerle incelenmistir. Bu ydntem,
romandaki “duygu yapilarim1” ve krizin giindelik yasam igindeki siirekliligini yalnizca zihinsel diizeyde degil,
bedensel, dokunsal ve mekansal izler ilizerinden takip etmeye imkan tanidig: icin tercih edilmistir. Analiz
stirecinde Massumi’nin sinestezik perspektifi ve Derrida’nin musallatbilim mantig1, metnin derin yapisindaki
duygulanimsal gegisleri ve zamansal kirilmalari ¢dziimlemek i¢in temel araglar olarak kullanilmisgtir.
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Arastirma sonucunda yasin, biyolojik 6liimden ¢cok 6nce mekansal bir kopus ve duyusal bir yogunluk
olarak basladig1 saptanmistir. Romanin agilisindaki “bosg ev” sahnesi, duygunun heniiz temsil edilmeden once
bedensel bir yonelim ve yokluk yogunlugu olarak mekénda asili kaldigint gostermektedir. Agnes’in sifact
kimligi tizerinden yapilan analizde, 6liimiin rasyonel bir bilgiden 6nce bedene “grimsi yesil” bir koku
yogunlugu olarak ulastig1 sonucuna varilmigtir. Bu durum Massumi’nin “sinestezik perspektif” kavramiyla
kuramsal olarak agiklanmaktadir. Koku, burada bedenin felaketi dogrudan bir yogunluk olarak kaydettigi 6zne-
Oncesi bir baslangi¢ hali olarak degerlendirilmektedir.

Bir diger 6nemli bulgu, Hamnet ve Judith arasindaki ikizlik bagmin yas siirecini “bedensel bir
eksilme” ve “parcalanmis bir ayna” olma deneyimine doniistiirmesidir. Hamnet’in Judith yerine 6limii
secmesi, yasi sag kalan kardes i¢in dogrudan kendi teninde duyumsanan maddi bir eksiklige doniistirmektedir.
Ev i¢i mekanin Hamnet’in yokluguyla tekinsizlestigi ve nesnelerin kederi tasiyan “yapigskan” yiizeylere
doniistigli gozlemlenmistir. Bu atmosfer Derrida’nin “musallatbilim” yaklagimiyla agiklanarak kaybin
mekansal stirekliligi aciga ¢ikarilmistir. Agnes’in eyleyici kimliginde yasanan ontolojik kirilma ise Tomkins’in
“utang” kurami gercevesinde bir “eyleme kapasitesinde azalma” ve bedensel fel¢ hali olarak tartisilmistir. S6z
konusu duygulanimsal yonelim, Lawrence Stone’un (1977) erken modern ailede yiiksek ¢ocuk dliimleri
nedeniyle ebeveynlerin ¢ocuklariyla duygusal mesafe kurdugu tezinin aksine, yasi bedeni fel¢ eden kaginilmaz
bir kuvvet olarak konumlandirarak tarihsel tartigmalara duygulanimsal bir boyut katmaktadir.

Calisma sonucunda Hamnet romaninda yasin kayiptan kabule ilerleyen dogrusal bir siire¢ degil;
bedenler, mekanlar ve sanatsal formlar arasinda dolasan spektral bir mevcudiyet oldugu sonucuna varilmistir.
Romandaki tiyatro performansi, yasin sanatsal bir “yeniden yapilandirilmasi” (remediation) olarak islev
gormekte ve bireysel kederi kolektif bir duygulanim alanina doéniistiirmektedir. Yoklugun ses, jest ve sahne
bedeni araciligiyla yeniden hissedilir kilinmasi, bireysel kederi paylasilmis bir taniklik deneyimi haline
getirmektedir. Bu ¢aligmanin, edebiyat elestirisinde bedensel ve duyusal merkezli okumalara katki saglamasi
beklenmektedir. Ayrica tarihsel kurgularda nesnelerin “yapigkanlig’” ve mekanin duygulanimsal atmosferi
iizerine daha fazla odaklanilmasi; edebi eserlerde koku, dokunma ve isitme gibi duyusal verilerin yalnizca
sembolik degil, duygulanim kurami baglaminda maddi eyleyiciler olarak incelenmesi 6nerilmektedir. Gelecek
calismalar icin yasi yalnizca bir “sonu¢” olarak degil, karakterlerin diinyayla kurdugu yonelimi yeniden
sekillendiren “aktif bir baglangi¢” olarak ele alan yaklasimlarin gelistirilmesi dnem tagimaktadir.

Anahtar Kelimeler: Ingiliz Edebiyati, Maggie O’Farrell, Hamnet, yas, duygulanim kuramu,
bedensellik, iligkisellik.

www.turkishstudies.net/language



56 Leyla Adigiizel

< Turkish Studies - Language and Literature {‘

ANKARA SCIENCE
www.turkishstudies.net/language eISSN: 2667-5641 UNIVERSITY

The Body of Mourning: Affect and Relationality in Hamnet

Introduction

Known for her contemporary and multi-layered narratives, Irish author Maggie O’Farrell’s
novel Hamnet (2020), which masterfully combines historical fiction with affective intensity, deeply
explores the themes of mourning, family, and loss through a narrative centred around the death of
Shakespeare’s son. In the novel, mourning is represented as a dynamic process that gains meaning
within the continuity established with the past, as indicated by the expression “an act of memory and
a call always directed towards resurrection” (Karaman and Ernur, 2023, p. 46). Just as Hamlet is
shaped around a mourning where loss returns through memory and ghosts, its retelling, Hamnet,
carries this mourning to a more internal level and presents it, specifically through Agnes’s
experience, as a process felt and lived in the body. In this context, although the novel takes its name
from Hamnet, the narrative centres largely on his mother, Agnes. Her mourning experience, in
particular, constitutes the emotional focus of the text. Whilst the work is enriched by implicit and
explicit references to the play Hamlet, this intertextual structure makes the loss experienced by the
characters even more intense and multi-layered. O’Farrell’s language and descriptions bring the
reader closer not only to the events narrated but also to the bodily and affective experiences of the
characters. In this respect, the novel presents a narrative in which mourning emerges not only as an
individual emotion but also as a relational and shared experience.

At this point, affect theory provides a suitable theoretical ground for understanding the
affective processes represented in Hamnet. Affect theory treats emotions not merely as psychological
states belonging to the individual’s inner world, but as pre-linguistic intensities that circulate among
bodies and are shaped through relationships. Brian Massumi defines affect as a “pre-subjective
intensity corresponding to the passage of the body from one state of experience to another” (2002, p.
27). Within this framework, mourning in the novel can be read not merely as a reaction to loss, but
as an affective field circulating amongst bodies, spaces, and objects. Throughout the novel, the loss
Agnes experiences is represented not merely as an internal emotion, but as a process revealed through
her relationships with her surroundings, spatial bonds, and bodily reactions.

At this very point, in addressing the experience of mourning in Hamnet, this study transcends
the thematic or biographical readings in existing literature to offer an interdisciplinary affective
synthesis. The originality of the article lies in its blending of Brian Massumi’s concept of pre-
conscious “intensity” with Sara Ahmed’s analyses of “stickiness” and “orientation” created as
emotions circulate bodies and objects. This synthesis brings together Silvan Tomkins’s biologically
based affect model and Lauren Berlant’s cultural and everyday life-oriented approaches, positioning
mourning not merely as an individual internal ache, but as a multi-layered structure operating at
bodily, social, and spatial levels. Thus, the study aims to add theoretical depth to the literature by
mourning not as a static emotion fixed in language, but as a material force sensed on the characters’
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skin and in the atmosphere of the house through Massumi’s “synesthetic perspective” and Ahmed’s
“affective economies.”

Concepts such as embodiment, relational orientation, and the circulation of affect, offered
by the theoretical synthesis in question, become decisive in understanding how mourning is
constructed in Hamnet. The bodily sensation of Agnes’s mourning, the intense bonds she establishes
with her surrounding objects and spaces, and the seepage of loss into everyday life reveal the nature
of affect that transcends individual boundaries. This situation aligns with Sara Ahmed’s approach,
which suggests that emotions create the effect of surfaces and boundaries that allow us to distinguish
between inside and outside. Therefore, Hamnet is a suitable text for examining how loss and
mourning are produced at both individual and collective levels through the conceptual tools provided
by affect theory. In light of this information, this study aims to demonstrate, within the framework
of affect theory, how mourning is constructed through bodily experience, relational orientation, and
the circulation of affect in Maggie O’Farrell’s novel Hamnet.

Affect, Embodiment, and Relationality

Affect theory is an approach that seeks to understand the processes of being affected—
intensely felt but not yet fully meaningful—that emerge within the subject’s relationships with the
body, environment, objects, and other subjects. By focusing specifically on intensities that have not
yet been articulated in language or transformed into conscious emotion, this approach clarifies the
distinction between affect and emotion more distinctly. Drawing on the psychological model
developed by Silvan Tomkins and Brian Massumi’s emphasis on pre-conscious intensities, this
approach has, over time, evolved into a multi-disciplinary structure through the contributions of
theorists such as Eve Kosofsky Sedgwick, Sara Ahmed, and Lauren Berlant.

In this regard, Brian Massumi’s affect theory, developed particularly in his work Parables
for the Virtual (2002), defines affect as a pre-conscious and unrepresentable intensity and expresses
this by stating that “the most appropriate word for the complex immediacy of self-relation is
‘intensity’” (p. 13). This intensity emerges within the instantaneous now of experience and
corresponds to a state of bodily being affected that has not yet been linguistically or cognitively
captured. In this respect, affect is distinguished from emotion, which emerges later and takes on a
socially recognised form. Emotion is a personalised and linguistically fixed reflection of affect; that
is, the reduced and recognisable form of intensity.

The principle of the “autonomy of affect” at the heart of Massumi’s theory suggests that
affect operates independently of conscious grasp and linguistic representation. Consequently, affect
exists as a field harbouring multiple possibilities within a state of potential before gaining a specific
meaning. This “potential field” is explained through the concept of the “bifurcation point,” inspired
by chaos theory. Indeed, affect or intensity is “similar to what is called a critical point, or a bifurcation
point” (1995, p. 93); the system contains multiple possibilities simultaneously, and which outcome
will manifest has not yet been determined. Therefore, affect is a dynamic field of intensity
encompassing not only what is present but also unactualised potentials.

This approach, nurtured by Gilles Deleuze and Félix Guattari’s concepts of movement,
becoming, and event, demonstrates that affect operates not only at an individual level but also at a
collective one. Affect intervenes before rational decision-making processes, thereby producing
collective reactions. It triggers political mobilisation through emotional atmospheres such as fear or
exhilaration, thus revealing that affect is a force operating at a social level as well as an individual
one.

The approach that deepens this theoretical framework within the context of literature was
developed by Eve Kosofsky Sedgwick. Influenced by Silvan Tomkins’s psychological model,
Sedgwick treats affect as physiological change processes directly related to the body, which are not
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limited solely to the production of meaning. In line with this approach, Sedgwick places the concept
of shame at a central position and defines affect as “promising tools and techniques for non-dualistic
thought and pedagogy” (2003, p. 1). She asserts that shame is not merely a repressive emotion but
can also be a transformative force in terms of identity, performativity, and even the production of
pleasure. Sedgwick also re-evaluates the processes of interiority, identification, and knowledge
formation through affect. Furthermore, she challenges the suspicion-centred structure of modern
critical thought by establishing the distinction between paranoid reading and reparative reading. In
this context, she emphasises the necessity of a reparative reading approach, noting that paranoid
reading has become a “normative approach” (p. 12) in critical thought. Another significant
contribution by Sedgwick that expands relational thinking is the concept of*‘beside,” which carries
meaning production beyond binary oppositions. This concept encompasses multifaceted forms of
relating, such as “desiring, identifying, representing, repelling...” (p. 8). Analysing pedagogy and
the experience of illness within the context of affect, Sedgwick addresses the role of emotions in
teaching and learning processes, particularly drawing from her own experience of illness. At the
same time, she examines the impact of affect on queer performativity, demonstrating how identity
and desire are constructed through bodily and affective processes.

Another significant theorist who expands this approach within a social and political context
is Sara Ahmed. Ahmed treats emotions not merely as the internal psychological states of an
individual, but as cultural practices that shape both individual and collective bodies. The concept of
“affective economies” she developed in this regard demonstrates that emotions gain value not by
residing within individuals, but by circulating amongst bodies, thereby producing specific social
attachments and exclusions. For Ahmed, emotions are not passive; rather, they are agentic forces;
they shape the surfaces of bodies, orienting them towards specific objects and producing social
meanings through these objects. In this framework, Ahmed emphasises that knowledge cannot be
separated from bodily sensation. According to her, “knowledge cannot be separated from the bodily
world of feeling and sensation; it is bound up with what makes us sweat, shudder, tremble” (2004,
p. 171). This assertion indicates that affect can be understood as a process experienced on the surface
of the body. By demonstrating that affect is not just an internal state but a process experienced on
the body’s surface—and thus acquiring meaning—this approach contributes to explaining the bodily
construction of mourning in the novel.

This bodily and relational functioning manifests more clearly through the concept of
orientation, which expresses the directing of emotions towards specific objects. By means of this
orientation, emotions such as the way happiness as a “promise” encourages particular lifestyles direct
individuals towards certain norms whilst excluding other possibilities. Ahmed also explains
individuals who do not conform to socially accepted affective patterns through the concept of “affect
aliens,” revealing how bodies situated outside normative forms of happiness and belonging are
positioned (2010).

Another significant figure who deepens this theoretical framework through emotional
attachment and the experience of everyday life is Lauren Berlant. Berlant addresses affect through
the bonds an individual establishes with specific objects and ways of life. With the concept of “cruel
optimism” (2011), she demonstrates that the things to which one is attached with the hope of a good
life can often hinder an individual’s progress and well-being. This approach reveals that affects are
not merely individual experiences but processes intertwined with cultural and political structures.
Furthermore, in a manner that can be associated with Raymond Williams’s “structures of feeling”
(1977) approach, Berlant emphasises how emotions are experienced collectively within the ordinary
flow of daily life. Within the framework of the concept of “crisis ordinariness” (2011), Berlant
explains how crisis ceases to be an extraordinary interruption and becomes naturalised within the
continuity of everyday life. At this point, Silvan Tomkins’s affect theory provides the psychological
basis for these approaches. According to Tomkins, affects are innate, biologically based, and
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constitute a fundamental motivation system that guides an individual’s behaviour. This system
operates before cognitive processes, revealing the decisive role of affect in human action. Thus, when
Tomkins’s biological model and Berlant’s cultural analysis are considered together, it is seen that
affect is a multi-layered structure operating at both bodily and social levels. This theoretical
framework, by centring the bodily and relational nature of affect that circulates amongst bodies,
objects, and spaces, enables an understanding of how mourning is constructed in Hamnet.

The Body of Mourning: Affect and Relationality in Hamnet

O’Farrell constructs the narrative in her novel through a dual-layered temporal structure that
oscillates between the timeline following the period immediately preceding Hamnet’s death and the
past narrative developing from the first encounter between Agnes and Shakespeare. The scene at the
opening of the novel, in which Hamnet finds no one at home whilst seeking help for his ill twin sister
Judith, demonstrates that affect is constructed through relational ruptures, bodily symptoms, and pre-
conscious orientations rather than an individual internal state. The interaction of space with the senses
in the novel allows mourning to materialise as a physical weight felt in the body and diffused through
space, rather than as abstract mourning. This scene stands out as the first moment in the novel where
the structure in question is presented in its clearest and most intense form.

Every life has a core, a centre, a point zero, from which everything flows out and to which
everything returns. For the mother who is not at home, this is that moment: the child, the empty
house, the deserted courtyard, the unheard cry. It is Hamnet’s call, standing there at the back of the
house, to the people who fed him, swaddled him, rocked him to sleep, held his hand as he took his
first steps; who taught him to use a spoon, to blow on his soup before drinking, to be careful when
crossing the road, to leave sleeping dogs alone, to rinse his glass before drinking, and to stay away
from deep waters. (O’Farrell, 2022, p. 7)

The excerpt from the novel above removes affect from being a state belonging to the
individual’s inner world by placing the mother’s absence at the centre of the narrative.This absence
becomes manifest as a relational rupture, particularly through Hamnet’s experience. Hamnet’s
positioning within the “empty house” and the “unheard cry” demonstrates that emotion emerges as
a bodily orientation and intensity before being represented. This scene shows that mourning hangs
in space as an intensity of absence even before death occurs. Consequently, the scene in question is
the moment when affect transcends an individual internal state and transforms into a spatial rupture
defined as “point zero.” This void, formed by the absence of Agnes as the caregiving mother figure,
materialises the fact that affect is a process circulating amongst bodies and relations. In this context,
mourning in the novel is felt as a bodily and environmental atmosphere before it is even named. This
situation can be closely associated with Eve Kosofsky Sedgwick’s approach, which treats affect as a
dynamic process operating within the fragile contacts between bodies and relations. Sedgwick, in
Touching Feeling, emphasises that affect is often related to the “alongside-ness of aspects of
experience and reality that do not present themselves in propositional or even verbal form, and other
aspects that do” (2003, p. 6). Within this framework, Hamnet’s experience in the novel is shaped not
merely as an individual feeling of fear or loss, but within an affective field felt in the body and space
before being articulated, formed by elements such as the mother’s absence, the silence of the empty
house, and the unreturned call. At the same time, Sedgwick’s emphasis that emotion has a “texture”
and that there is an “intimacy between textures and emotions” (p. 17) demonstrates that affect is not
merely a mental state, but emerges as a tactile intensity felt in the body and space. This further
clarifies the construction of mourning as a bodily atmosphere through void, silence, and absence in
Hamnet’s experience.

In this context, it can be stated that mourning is not a singular internal experience; rather, it
operates as a pluralised process amongst bodies, spaces, and relations. Sigmund Freud (1917/2012),
who laid the foundations of classical psychoanalytic theory, conceptualises mourning as a “mourning
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work” that is completed within the subject’s internal world and results in the withdrawal of the libido
attached to the lost object. In contrast, in Hamnet, this process constructs a field of spectral presence
that transcends individual ego boundaries and remains suspended in space. At the same time, as
Derrida emphasises, this process possesses an entirely unresolvable structure. Mourning is
experienced as a form of aporia “in which the possible remains impossible, must remain so, and in
which we carry the other within us like a child we can never bring into the world” (1994, p. 161).
This indicates that mourning is an experience that is neither fully graspable nor entirely objectifiable;
on the contrary, it persists as a state of existence with indeterminate boundaries, where the loss
continues to be carried within the body and subjective experience.

Within the framework of the sensory perception in question, Agnes, with her healer identity
inherited from her mother, recognises the world through scents and bodily sensations rather than
words. In this respect, O’Farrell re-imagines her as a figure who centres the narrative (Galvan, 2025,
p. 152). This sensory perspective transforms the loss she experiences from being merely a mental
mourning into a mourning process that evolves into a direct somatic sensation and materialises on
the surface of the skin. In this context, the sense of smell, which is highly prominent in the novel,
enables mourning to be experienced as a material affect circulating amongst bodies, objects, and
spaces, rather than an abstract sorrow. For Agnes, who perceives the world with sharp senses through
her healer identity, approaching death manifests—before it is even named—as a “damp, dense, acrid
smell, like the smell of spoiled food or un-aired sheets” (O’Farrell, 2022, p. 143). Agnes even reveals
it as a pre-linguistic bodily intensity by stating that if this smell had a colour, “it would be a greyish
green” (p. 144).

In the light of Brian Massumi’s theoretical framework, this experience can be read as a “pre-
subjective intensity”—the purest form of mourning, which has not yet been socio-linguistically fixed
or transformed into an emotion such as “mourning.” Parallel to the concept of the “missing half-
second” noted by Massumi (2002), Agnes’s body perceives the catastrophe before a conscious grasp.
According to Massumi, “will and consciousness are subtractive; they are limiting, derived functions
which reduce a complexity too rich to be functionally expressed” (1995, p. 90). Scent here is a state
of onset or emergence, independent of cognitive processes, where the body records the world directly
as a bodily intensity. The definition of the scent with a colour as “greyish green” perfectly aligns
with Massumi’s (1995) view of affect as a “synesthetic perspective” (p. 96) in which the senses bleed
into one another. Through this synesthetic perception, scent becomes a force for Agnes where, in
Massumi’s (1995) words, “the body is as concrete as it is abstract; its activity and expression extend
into a dimension of potential that is material but incorporeal, pressed under its own weight” (p. 92).
Consequently, scent acquires an inevitable mode of existence felt directly on the surface of the skin
and in the depths of the lungs, materialising the embodiment of mourning.

The manifestation of death for Agnes as an “acrid, damp, and unpleasant” olfactory intensity,
felt before it even occurs, can also be explained through Sara Ahmed’s concept of “stickiness.” In
the novel, this affective intensity materialises through the following expressions: “It has its arms
around her son like ivy, holding him tight, not letting go. It has a bestial, damp, salty smell. Agnes
thinks it comes from a long way off, from a place like a dungeon, stinking and humid” (O’Farrell,
2022, p. 197). Hamnet’s absence acquires a physical reality through his scent that permeates the
sheets and clothes. While analysing the circulation of emotions between objects and bodies, Ahmed
argues that “emotions involve subjects and objects, but without residing positively within them;”
instead, emotions slide between bodies and the world, “accumulating or sticking” on specific bodies
(2014, p. 120). In this context, the “bestial, damp, and salty” smell of illness and death transforms
into an atmosphere seeping into the air of the house, turning mourning into an inevitable state of
existence felt directly in Agnes’s lungs and on her skin.
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Similarly, Agnes senses the mourning on her husband not as a spiritual state, but as a material
scent and intensity “seeping out of his skin,” which he carries “like a mist,” and which “gathers above
him in a greyish-green cloud” (p. 146). It is seen how mourning is transferred from one subject to
another and from there to the shared space. Mourning, rather than being imprisoned within a body,
becomes manifest in an atmosphere that “sticks” to a body and seeps into the air of the house. This
situation turns the inexpressible weight of mourning into an inevitable bodily trace carried over her
husband “like an unwashed, old, and heavy blanket” (p. 148) and felt directly in Agnes’s lungs. In
this context, the sense of smell reveals that “aporetic” (unresolvable) weight of mourning, which
cannot be put into words, as an intensity felt in the body that transcends the limits of representation.
Thus, it materialises loss on a relational plane established with space and the spectral traces of
absence.

One of the examples that can be evaluated as the narration of scent through mourning and
death in the novel is Agnes’s attempt to protect her eldest daughter, Susanna, by staying close to her
and stating, during the birth of her twins, that “that smell, that darkness might try to approach”
(O’Farrell, 2022, p. 146). In this regard, within the framework of Ahmed’s concepts, scent operates
as an active agent circulating amongst bodies and objects and bestowing value upon them. Agnes
taking her daughter into her lap and sitting at the table can be evaluated as a defensive orientation
adopted by the body against the “approach” of the fear-inducing object—mnamely, the scent. This
situation materialises how emotion reshapes bodily surfaces and spatial boundaries. This experience
clearly demonstrates that scent is not merely a perceived quality, but an affective force that positions
and orients bodies and reconstructs spatial relations. Thus, scent is positioned at the centre of the
novel as a dual-layered field of experience in which mourning both manifests in the body as a pre-
subjective intensity and gains meaning within a relational circulation as explained by Ahmed.

In the context of this mutual permeability of bodies, the description of the relationship
between Hamnet and Judith—“As if they were a mirror. Or as if they were a single person split in
two” (p. 222)—stands among the significant examples revealing how bodies are articulated to one
another and how the absence of one creates a bodily depletion in the other within the framework of
affect theory. The state of being twins between Hamnet and Judith transforms the mourning process
from an individual sorrow into an experience of bodily depletion and being a shattered mirror. From
this perspective, Hamnet is depicted as a pin holding the family together. When he is gone, the spatial
integrity of the family shatters “into pieces like a glass falling and breaking on the floor” (p. 220).
By intertwining biographical and historical elements in her novel, O’Farrell re-evaluates William
Shakespeare’s writing of the play Hamlet after his son’s death as a biographical-fictional pre-
narrative. Indeed, Peter Ackroyd (2006) draws attention to Shakespeare’s historical silence and lack
of emotional record following Hamnet’s passing, noting that this great loss did not interrupt the
father’s professional life, yet found a deep resonance in his creative world through spectral works
such as Hamlet. With Hamnet’s absence, both father and son are swept into a ghostly field of
mourning where time and identity become fragile. The question Judith asks—*“What is the word for
someone who was a twin but is no longer a twin?” (O’Farrell, 2022, p. 232)—materialises the
unnameable identity void brought by mourning, as emphasised by Karaman and Ernur (2023, pp. 46-
49), and the “aporetic” nature of mourning in Derrida’s terms.

In this regard, Hamnet’s act of curling up next to his twin and accepting death in place of
Judith transforms the mourning process from a psychological stage into a relationship of bodily
atonement and indebtedness. As emphasised in Sedgwick’s (2003) concept of “beside,” this bond
establishes a field of relationality where the binary oppositions of life and death, and presence and
absence, are transcended and intertwined. The bodily equivalent of this relational field—in light of
Brian Massumi’s conceptualised “pre-subjective intensity” (2002, p. 27), which corresponds to the
circulation of affect amongst bodies and the transition from one bodily state to another—reveals that
Hamnet’s sacrifice for Judith transforms mourning for the surviving twin into a virtual presence and
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a spatial atmosphere felt directly on her own skin. Consequently, this bodily bond strengthens the
representation of mourning, materialising the loss as a physical depletion that takes away half of
Judith’s existence. In this context, for Judith, mourning means carrying Hamnet’s absence as a
textural deficiency of her own body and the space she inhabits. The twin bond thus removes
mourning from being a psychological phase and transforms it into an affective flow that establishes
a spatial continuity between the living and the non-living.

Within this framework, the process starting with Hamnet’s physical death transforms into a
deep spectral presence established through the everyday objects and sounds of the house. Judith
hearing her brother in “the rustle of a broom touching the floor [...] In the way a bird opens its wings
and dives, disappearing behind the wall [...] In a pony shaking its mane, the hail hitting the window,
the wind thrusting its arm down the chimney, the rustle of the reeds she laid on the roof of her den”
(O’Farrell, 2022, p. 237) demonstrates that the domestic space has become uncanny. Hamnet’s
absence being felt in this way in the sound of a broom or the wind proves that mourning, rather than
being an extraordinary event, has acquired continuity by seeping into the fabric of everyday life.
Here, the crisis is not a temporary interruption but has become an “ordinary” part of life, that is, a
“crisis ordinariness” in Berlant’s (2011) terms. According to the British literary critic and theorist
Nicholas Royle (2003), the uncanny manifests through the familiar maintaining its existence within
the everyday space with a disturbing continuity. Therefore, the ordinary objects and sounds in the
house are no longer merely parts of daily life but become “sticky” affective surfaces in Sara Ahmed’s
(2014) terms. According to Ahmed, this stickiness is not an essential quality of the object but a result
of past contacts: “Stickiness is an effect of the histories of contact between bodies, objects, and signs
that emerges on the surface” (2014, p. 90). The bodily interaction Hamnet established with these
objects throughout his life causes mourning to intensify and stick to these surfaces after his death.
Thus, the house becomes a part of the circulation field that Ahmed conceptualises as an “affective
economy” (p. 44). Hamnet’s absence enters into circulation through objects, becoming an
atmosphere that seeps into the air of the house. In this respect, the novel establishes a relational field
of mourning shaped around memory, bodily presence, and motherhood (O’Neill, 2021). As such, the
house transforms into an affective field where loss is not only remembered but continuously felt.

In this spectral space, in Jacques Derrida’s (1994) terms, “time is out of joint”, and the linear
distinction between past, present, and future has been shattered, giving way to a spectral continuity.
According to Derrida, mourning is an effort to keep the dead in a specific place and to fix them on
the plane of being: “Mourning always consists in attempting to ontologise remains, to make them
present, in the first place by identifying the bodily remains and by localising the dead” (1994, p. 9).
However, in Hamnet’s case, this localisation fails. He maintains his presence as a revenant—neither
a complete presence nor a complete absence—diffused throughout the space. The atmosphere in
which Judith senses her brother’s presence—as an “intensity in the air; an electric charge such as
there is before thunderstorms” (O’ Farrell, 2022, p. 270)—operates according to the logic that Derrida
calls “hauntology” (1994, p. 10). This represents the moment when Judith feels her brother’s spectral
presence as a physical and sensory intensity, where the space becomes filled with an affective force.

Consequently, the stickiness of objects and the spectral nature of space remove mourning
from being a psychological stage for Judith, transforming it into an inevitable bodily relationality felt
on the surface of the skin. The resonance of Hamnet’s voice and movement within the space reflects
the aporetic nature of mourning, as noted by Derrida. For the ghost is a presence that can never be
fully buried in the home of the survivors. This spectral space, as Ahmed (2014) indicates,
demonstrates how emotions reshape bodily surfaces and spatial boundaries, processing loss as a
tangible reality in every sound of a broom and rustle of the wind.

At this very point, Agnes’s prominent healer identity in the novel can be addressed not only
as a competent female figure producing solutions with herbs and potions around Warwickshire but
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also as a structure related to the fundamental motivational dynamics defined by Silvan Tomkins.
Agnes’s perception of the world through bodily senses such as smell and touch is closely related to
interest—excitement and enjoyment—joy, which Tomkins evaluates amongst positive affects.
Accordingly, Agnes exhibits an active agency that perceives and strives to transform her
environment, rather than being merely a passive subject of mourning. In this respect, Agnes’s
experience also reflects the historical continuity of the process that Lepir and Marwinda (2025, p.
117) define as women’s struggle for “self-actualisation beyond domestic boundaries” within
patriarchal structures. Agnes’s reading of people’s characters and futures by holding their hands
prepares the ground for mourning to be experienced as a tactile intensity. In this context, Agnes’s
orientation towards discovery and healing can be associated with the positive affect Tomkins defines
as “interest—excitement,” whilst her devotion to children and nature can be associated with the affect
of “enjoyment—joy” (Tomkins, 1995, pp. 52-57). Her application of her own herbal treatments,
rejecting methods such as the “dried toad” (O’Farrell, 2022, p. 119) suggested by the doctor during
Judith’s plague treatment, also reflects this agency. Tomkins’s definition of the affect system as the
primary motivational power, through which drives gain meaning only when amplified by affects,
supports this approach (1995, pp. 14-15).

However, while Agnes manages to save her weak twin daughter Judith from the clutches of
the plague, her inability to save her seemingly healthy son Hamnet becomes a devastating ontological
rupture for her identity as a healer. This profound attachment to her identity as a healer and to her
capacity to protect her children can be explained through Berlant’s (2011) concept of “cruel
optimism.” This desire to heal, which connects her to life, turns into a source of guilt that paralyses
her agency precisely at the point when she fails to save her son. In Tomkins’s theory of affect, shame
and guilt are understood as affects that emerge with the interruption of a positive affective state. In
this context, the sudden disruption of Agnes’s sense of competence derived from her identity as a
healer, together with her intense concern for her son, triggers an affect of shame—humiliation.
Agnes’s perception of failure, according to Tomkins, constitutes a state of shame that interrupts the
body’s orientation and restricts agency. She wants to heal, but her action proves fruitless (pp. 66—
75). Thus, mourning becomes not merely an experience of loss for Agnes, but also a profound form
of self-blame. In this context, Agnes’s sense of self-blame arising from her inability to save her son
can be regarded not as a pathological deviation of mourning, but as one of the ordinary responses
that may emerge following loss. John Bowlby, one of the pioneering figures of attachment theory,
notes that even in a healthy mourning process, anger may be directed “towards third parties, towards
oneself, and sometimes towards the lost person” (1982, p. 672). In this context, the rupture of Agnes’s
identity as a healer can be understood not merely as a failure of motherhood, but as a bodily and
affective manifestation of the mourning response directed towards the self following loss. At this
point, the profound representation of mourning offered by O’Farrell contrasts with Lawrence Stone’s
(1977) historical thesis, which argues that, due to high rates of child mortality in early modern family
structures, parents formed more emotionally distant bonds with their children and that loss did not
have as devastating an emotional impact as it does today. In contrast to the possibility of such
historical emotional distance suggested by Stone, O’Farrell portrays mourning as an inevitable
affective force that paralyses the body and fundamentally destabilises all forms of relationality with
the world. This process drives Agnes’s sensory connection with the world towards a state of paralysis
rather than a space of compensation. As Tomkins indicates, shame turns the body inwards and
constrains agency. Agnes’s abandonment of her healing herbs and patients can be interpreted as a
concrete manifestation of this “reduction in the capacity to act” (1995, pp. 66-75).

From this perspective, Agnes’s abandonment of her healing herbs and patients is not merely
a professional or everyday withdrawal, but rather an indication that her identity as a healer can no
longer be sustained as it once was. While Tomkins’s concept of shame—humiliation (1995, pp. 66—
75) helps explain Agnes’s withdrawal into herself and the interruption of her agency, Ahmed’s
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understanding of affect, drawing on Spinoza, allows this process to be read as a “decrease in the
body’s capacity to act” (2014, p. 4). One of Agnes’s distinctive abilities—the capacity to read
people’s characters and futures by holding their hands—ceases, after Hamnet’s death, to function as
a healing practice directed towards others. Instead, it becomes a physical void through which she
senses the absence of her lost son at her fingertips, that is, a tactile intensity left by mourning in the
body. Thus, for Agnes, mourning becomes not merely an internal emotion, but a paralysed field in
which the body’s relational orientation towards the world collapses and the loss continues to haunt
the body in a ghostly manner.

Finally, when the novel reaches this point of affective analysis, the scene in which Agnes
experiences a profound moment of realisation while watching her husband perform the role of the
ghost on stage—“Agnes sees that her husband has exchanged places with his son by writing it and
by playing the ghost himself. He has brought his son back to life and died himself; he has allowed
death to take him in its claws and saved his son’s life” (O’Farrell, 2022, p. 292)—can be regarded as
the novel’s point of affective resolution. Agnes realises that, by writing the play and embodying the
ghost on stage himself, her husband has re-enacted Hamnet’s death through a symbolic resurrection.
This act corresponds to Bolter and Grusin’s (1996) concept of “remediation,” whereby a medium, in
this context, an experienced tragedy and loss is represented through another medium—the theatrical
stage—with the logic of “improving” the shortcomings of its predecessor and reconstructing reality
in an aesthetic form. This artistic intervention also enables the establishment of a spectral space in
which the past and the present permeate one another, in relation to Derrida’s concept of “the out-of-
jointness of time” (1994).

In this context, the theatre ceases to be merely a space that produces representation and
becomes instead a site of affective encounter that enables the loss to be felt anew. The ghost figure,
reconstructed on stage through the body, voice, and gesture, temporarily transforms Hamnet’s
absence into a bodily presence. As Garcia Santos suggests, Hamnet can be understood not so much
as a direct rewriting of Shakespeare’s Hamlet, but rather as a narrative that “provides a biographical
rationale for the events surrounding the death of Shakespeare’s son” (2023, p. 87). With Shakespeare
assuming the role of the ghost on stage, Hamnet’s absence becomes, for Agnes, not merely a loss
that is remembered, but a spectral presence that continues to circulate within bodily memory. In this
sense, memory functions not as passive recollection, but as an active form of presence that persists
over time (Lees-Jeffries, 2013). Performance therefore moves beyond individual mourning to create
a collective affective space that also encompasses the audience. Indeed, the artistic catharsis Agnes
experiences in this scene enables her, in Ahmed’s (2014) terms, to regain the orientation she has lost,
while, in Tomkins’s (1995) terms, allowing her bodily paralysis to be overcome through a spectral
presence. Ultimately, O’Farrell removes mourning from the realm of mourning frozen in language
and reconstructs it as a tangible and perceptible field of relationality that circulates between bodies,
spaces, and times.

Conclusion

This study has examined Maggie O’Farrell’s Hamnet through the framework of affect theory
and has demonstrated that mourning is not merely an internal response, but a force that circulates
across bodily, relational, and material registers. Bringing together the approaches of theorists such
as Massumi, Ahmed, and Tomkins, this study has shown that mourning is not simply a psychological
process experienced within the individual’s inner world; rather, it is a living experience that extends
into the home, objects, and the stage, is felt in the body, and is transformed through relationships. In
this respect, O’Farrell reconstructs mourning as an affective condition that is felt in the body before
it is cognitively apprehended and carried through the fabric of everyday life, thereby rendering the
embodied nature of mourning perceptible as a living presence.
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This examination of Hamnet demonstrates that mourning begins long before biological
death, as a spatial rupture and a sensory intensity. In this process, mourning emerges less as
knowledge apprehended by reason than as an intuition first felt in the body. As the intimate bonds
woven through care, closeness, and love are disrupted, this mourning transforms into a quiet
atmosphere that permeates the air of the house, its rooms, and everyday objects. Mourning is thus
shown not to be confined to the inner world of a subject; rather, it circulates among bodies, spaces,
and objects, attaching itself to particular surfaces. In this way, mourning ceases to be merely an
individual pain and becomes a living presence that permeates the atmosphere, texture, and relational
bonds of the home.

The study has demonstrated that the senses of smell and touch that sustain Agnes’s identity
as a healer constitute the primary sensory domains in which mourning is registered in its most
elemental form. In this context, the smell of death emerges as a pre-linguistic intensity that reaches
the body before it can be apprehended as rational knowledge. The way mourning spreads from one
person to another like an intense smell demonstrates that mourning is not merely a form of mental
suffering, but is experienced as a tangible condition that permeates bodies, objects, and spaces. The
bond of twinship between Hamnet and Judith, meanwhile, transforms mourning from an individual
ache into a material diminution in which the absence of one body shapes the presence of the other.

Furthermore, it becomes evident that the domestic space loses its function as a refuge and is
transformed into a spectral realm that recalls loss into the world of those who experience it through
everyday traces and echoes. Mourning thus emerges not as a linear rupture, but as a silent and
continuous encounter with a presence that cannot be entirely left behind. At the same time, the rupture
experienced in the agentive identity demonstrates that mourning is not merely a psychological
wound, but a profound affective force that diminishes bodily capacity and destabilises one’s
relational orientation towards the world.

The theatrical performance at the narrative’s climax reveals how mourning is transformed
through an artistic process of reconstruction. This artistic intervention does not erase or repair the
loss; rather, it enables the loss to be re-embodied through representation. Making absence perceptible
once again through voice, gesture, and the body on stage transforms individual mourning into a
collective experience of healing and shared witnessing. In this respect, the study demonstrates that
art does not close the wound of mourning, but instead gives it a perceptible spectral form.

In conclusion, this study has demonstrated that, in Hamnet, mourning is not a linear process
progressing from loss towards acceptance, but rather a field of relational intensity established among
subjects, objects, and aesthetic forms, as well as a ghostly trace of absence felt upon the skin. The
study shows that O’Farrell does not present mourning merely as a linguistic or abstract experience;
instead, she renders it a tangible presence that is felt in the body, space, and relationships. In this
context, the novel offers a powerful literary space of reflection on the ways in which the dead
continue to exist alongside the living not merely through memories, but as affective truths carried
within the body.
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Yasin Bedeni: Hamnet’te Duygulanim ve iliskisellik

Giris

Cagdas ve ¢ok katmanli anlatilartyla tamnan irlandali yazar Maggie O’Farrell’in tarihsel
kurgu ile duygulanimsal yogunlugu ustaca birlestiren roman1 Hamnet (2020), Shakespeare’in
oglunun dliimii etrafinda sekillenen bir anlati {izerinden yas, aile ve kayip temalarini derinlemesine
isler. Romanda yas, “bir hafiza edimi ve daima dirilise yonelen bir ¢cagridir” (Karaman ve Ernur,
2023, s. 46) ifadesinin de isaret ettigi lizere, gecmigle kurulan siireklilik iginde anlam kazanan
dinamik bir siire¢ olarak temsil edilir. Tipki Hamlet’in, kaybin hafiza ve hayalet aracilifiyla geri
dondiigii bir yas etrafinda sekillenmesi gibi, onun yeniden anlatimi olan Hamnet de bu yasi1 daha igsel
bir diizleme tasir ve 6zellikle Agnes’in deneyimi iizerinden, hissedilen ve bedende yasanan bir siireg
olarak sunar. Bu baglamda, roman her ne kadar adin1 Hamnet’ten alsa da anlatinin merkezinde biiyiik
dlciide annesi Agnes yer alir. Ozellikle onun yas deneyimi metnin duygusal odagini olusturur. Eser,
Hamlet oyununa yapilan ortiik ve agik gondermelerle zenginlesirken bu metinlerarasi yapi
karakterlerin yasadigi kayb1 daha da yogun ve ¢ok katmanli bir hale getirir. O’Farrell’in dili ve
betimlemeleri, okuru yalnizca anlatilan olaylara degil, ayn1 zamanda karakterlerin bedensel ve
duygulanimsal deneyimlerine de yaklastirir. Bu yoniiyle roman, yasin yalnizca bireysel bir duygu
degil, ayn1 zamanda iligkisel ve paylasilan bir deneyim olarak ortaya ¢iktig1 bir anlati1 sunar.

Bu noktada duygulanim kurami, Hamnet’te temsil edilen duygulanim siire¢lerini anlamak
icin elverisli bir kuramsal zemin saglar. Duygulanim kurami, duygulari yalnizca bireyin i¢ diinyasina
ait psikolojik durumlar olarak degil, bedenler arasinda dolasan, iliskiler araciligiyla sekillenen ve
¢ogu zaman dil oncesi yogunluklar olarak ele alir. Brian Massumi, duygulanimi “bedenin bir
deneyim hélinden digerine gecisine karsilik gelen 6zne-6ncesi bir yogunluk™ (2002, s. 27) olarak
tanimlar. Bu ¢ercevede romandaki yas, yalnmizca bir kayip tepkisi degil, bedenler, mekanlar ve
nesneler arasinda dolasan bir duygulanimsal alan olarak okunabilir. Roman boyunca Agnes’in
deneyimledigi kayip, yalnizca igsel bir duygu olarak degil, ¢cevresiyle kurdugu iligkiler, mekansal
baglar ve bedensel tepkiler tizerinden agiga ¢ikan bir siire¢ olarak temsil edilir.

Tam da bu noktada bu ¢alisma, Hamnet’teki yas deneyimini ele alirken mevcut literatiirdeki
tematik veya biyografik okumalarin Otesine gecerek disiplinlerarast bir duygulanim sentezi
sunmaktadir. Makalenin 6zgiinliigii, Brian Massumi’nin biling dncesi “yogunluk” kavramini, Sara
Ahmed’in duygularin bedenler ve nesneler arasinda dolasarak yarattig1 “yapiskanlik” ve “yonelim”
analizleriyle harmanlamasinda yatmaktadir. Bu sentez, Silvan Tomkins’in biyolojik temelli
duygulanim modeli ile Lauren Berlant’in kiiltiirel ve giindelik yagam odakli yaklagimlarini bir araya
getirerek, yas1 yalnizca bireysel bir i¢ s1z1 olmaktan ¢ikarip bedensel, toplumsal ve mekéansal diizeyde
isleyen ¢ok katmanli bir yap1 olarak konumlandirir. Boylece ¢alisma, yasi dilde sabitlenmis statik bir
duygu olarak degil; Massumi’nin “sinestezik perspektifi” ve Ahmed’in “duygulanimsal
ekonomileri” araciligiyla, karakterlerin teninde ve evin atmosferinde duyumsanan maddi bir kuvvet
olarak analiz ederek alan yazina kuramsal bir derinlik katmay1 amaglamaktadir.
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S6z konusu kuramsal sentezin sundugu bedensellik, iliskisel yonelim ve duygulanimin
dolagimi gibi kavramlar, Hamnet’te yasin nasil kuruldugunu anlamada belirleyici olur. Agnes’in
yasinin bedensel olarak hissedilmesi, ¢evresindeki nesneler ve mekanlarla kurdugu yogun baglar ve
kaybin giindelik yasamin i¢ine sizmasi, duygulanimin bireysel sinirlar1 asan dogasini ortaya koyar.
Bu durum, Sara Ahmed’in, duygularin i¢ ile dis1 ayirt etmemizi saglayan yiizeylerin ve sinirlarin
etkisini yarattigim ileri siiren yaklagimiyla oOrtiismektedir. Dolayisiyla Hamnet, duygulanim
kuraminin sundugu kavramsal araglar araciligryla, kaybin ve yasin hem bireysel hem de kolektif
diizeyde nasil iiretildigini incelemek icin elverisli bir metindir. Bu bilgiler 1s1ginda, bu calisma,
Maggie O’Farrell’in Hamnet romaninda yasin bedensel deneyim, iligkisel yonelim ve duygulanimin
dolagimi1 iizerinden nasil kuruldugunu duygulanim kurami cergevesinde ortaya koymay1
amagclamaktadir.

Duygulanim, Bedensellik ve Iliskisellik

Duygulanim kurami, 6znenin beden, ¢evre, nesneler ve diger 6znelerle kurdugu iligkiler
icinde ortaya ¢ikan, heniiz tam olarak anlamlandirilmamis ancak yogun bi¢imde hissedilen etkilenme
sireglerini anlamaya calisan bir yaklagim olarak adlandirilir. Bu yaklasim, 6zellikle heniiz dile
dokiilmemis ve bilingli duyguya doniismemis yogunluklara odaklanarak, duygulanim ile duygu
arasindaki ayrimi daha net bir bigimde ortaya ¢ikarir. Silvan Tomkins’in gelistirdigi psikolojik
modelden ve Brian Massumi’nin biling 6ncesi yogunluklara yaptig1 vurgudan beslenen bu yaklagim,
zamanla Eve Kosofsky Sedgwick, Sara Ahmed ve Lauren Berlant gibi kuramcilarin katkilariyla ¢ok
disiplinli bir yapiya doniigmiistiir.

Bu baglamda, Brian Massumi’nin 6zellikle Parables for the Virtual (2002) adli eserinde
gelistirdigi duygulanim kurami, duygulanim biling dncesi ve temsil edilemeyen bir yogunluk olarak
tanimlar ve bunu “6z-iliskinin karmagik dolaysizligim karsilayan en uygun sozciik ‘yogunluk’tur”
(s. 13) seklinde ifade eder. Bu yogunluk, deneyimin anlik simdi i¢inde ortaya ¢ikar ve heniiz dilsel
ya da biligsel olarak yakalanmamis bir bedensel etkilenme haline karsilik gelir. Bu acidan
duygulanim, daha sonra ortaya ¢ikan ve toplumsal olarak taninan bir forma biiriinen duygudan ayrilir.
Duygu, duygulanimin kisisellestirilmis ve dilsel olarak sabitlenmis bir yansitimi, yani yogunlugun
indirgenmis ve taninabilir halidir.

Massumi’nin kuraminin merkezinde yer alan duygulanimin 6zerkligi ilkesi, duygulanimin
bilingli kavrayis ve dilsel temsilden bagimsiz isledigini one siirer. Bu nedenle duygulanim, heniiz
belirli bir anlam kazanmadan 6nce bir potansiyel durum iginde, ¢oklu olasiliklar barindiran bir alan
olarak var olur. Bu “potansiyel alan,” kaos teorisinden esinlenen catallanma noktasi kavrami ile
aciklanir. Nitekim duygulanim ya da yogunluk, “kritik nokta ya da catallanma noktas1 denilen seye
benzer” (1995, s. 93) sistem, ayn1 anda birden fazla olasilifi igerir ve heniiz hangi sonucun
gerceklesecegi belirlenmemistir. Dolayisiyla duygulanim, yalnizca mevcut olani degil, ayni zamanda
gerceklesmemis potansiyelleri de kapsayan dinamik bir yogunluk alanmidir.

Gilles Deleuze ve Félix Guattari’nin hareket, olus ve olay kavramlarindan beslenen bu
yaklagim, duygulanimin yalnizca bireysel degil, ayn1 zamanda kolektif diizeyde isledigini gosterir.
Duygulanim, rasyonel karar alma siireglerinden dnce devreye girerek kolektif tepkiler tiretir. Korku
ya da cosku gibi duygusal atmosferler araciligiyla politik mobilizasyonu harekete gegirir ve boylece
duygulanimin yalmzca bireysel degil, ayn1 zamanda toplumsal diizeyde isleyen bir gii¢ oldugunu
ortaya koyar.

Bu kuramsal ¢ergeveyi edebiyat baglaminda derinlestiren yaklasim, Eve Kosofsky Sedgwick
tarafindan gelistirilmistir. Silvan Tomkins’in psikolojik modelinden etkilenen Sedgwick,
duygulanimi yalmzca anlam {iretimiyle sinirlt olmayan, bedenle dogrudan iliskili fizyolojik degisim
stiregleri olarak ele alir. Bu yaklasim dogrultusunda Sedgwick, utan¢ kavramini merkezi bir konuma
yerlestirir ve duygulanimi “ikici olmayan diisiince ve pedagoji i¢cin umut vadeden arag ve teknikler”
(2003, s. 1) olarak tamimlar. Utancin yalmizca bastirict bir duygu degil, ayn1 zamanda kimlik,
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edimsellik ve hatta haz {iretimi acisindan donistiiriicii bir gii¢c olabilecegini ileri siirer. Sedgwick
ayrica duygulanim {izerinden igsellik, 6zdeslesme ve bilgi olusumu siireglerini yeniden ele alir.
Bunun yani sira, paranoid okuma ile onarict okuma arasindaki ayrimi ortaya koyarak modern elestirel
diisiincenin siiphe merkezli yapisint sorgular. Bu baglamda onarici bir okuma yaklagiminin
gerekliligini vurgulayarak paranoid okumanin elestirel diislincede “normatif bir yaklasim” (s. 12)
haline geldigini belirtir. Sedgwick’in iliskisel diisiinceyi genisleten bir diger 6nemli katkisi, anlam
iiretimini ikili karsitliklarin 6tesine tagiyan “beside” kavramidir. Bu kavram, “arzulama, 6zdeslesme,
temsil etme, geri itme...” (s. 8) gibi ¢cok yonlii iliskilenme bigimlerini kapsar. Pedagoji ve hastalik
deneyimini de duygulanim baglaminda analiz eden Sedgwick, 6zellikle kendi hastalik siirecinden
hareketle duygularin 6gretme ve 6grenme siireclerindeki roliinii ele alir. Ayni zamanda duygulanimin
queer edimsellik tizerindeki etkisini inceleyerek kimlik ve arzunun nasil bedensel ve duygulanimsal
stirecler araciligiyla kuruldugunu gosterir.

Bu yaklagimi toplumsal ve politik baglamda genisleten bir diger dnemli kuramci ise Sara
Ahmed’dir. Ahmed, duygular1 yalnizca bireyin i¢sel psikolojik durumlari olarak degil, ayn1 zamanda
bireysel ve kolektif bedenleri sekillendiren kiiltiirel pratikler olarak ele alir. Bu baglamda gelistirdigi
“duygulanimsal ekonomiler” kavrami, duygularin yalnizca bireylerin iginde degil, bedenler arasinda
dolasarak deger kazandigini ve belirli toplumsal baglanmalar ile diglamalar iirettigini ortaya koyar.
Ahmed’e gore duygular pasif degil, aksine eyleyici giiclerdir; bedenlerin yiizeylerini sekillendirir,
onlar1 belirli nesnelere yonlendirir ve bu nesneler araciligiyla toplumsal anlamlar {iretir. Bu
cercevede Ahmed, bilginin bedensel duyumdan ayr1 diisiiniilemeyecegini vurgular. Ona gore “bilgi,
hissetme ve duyumsamanin bedensel diinyasindan ayrilamaz; bizi terleten, lirperten, titreten seylerle
i¢ icedir” (2004, s. 171). Bu ifade, duygulanimin beden yiizeyinde deneyimlenen bir siire¢ olarak
kavranabilecegini gosterir. Bu yaklasim, duygulanimin yalnizca ic¢sel bir durum degil, beden
ylizeyinde deneyimlenen ve bdylece anlam kazanan bir siire¢ oldugunu ortaya koyarak, romandaki
yasin bedensel olarak kurulma bigimini agiklamaya katki saglar.

Bu bedensel ve iliskisel isleyis, duygularin belirli nesnelere yonelmesini ifade eden yonelim
kavrami iizerinden daha acik bir sekilde ortaya ¢ikar. Bu yonelim sayesinde duygular, 6rnegin
mutlulugun bir “vaat” olarak belirli yagam bicimlerini tesvik etmesi gibi, bireyleri belirli normlara
dogru yonlendirirken diger olasiliklar1 diglar. Ahmed ayrica, toplumsal olarak kabul gdérmiis
duygulanim kaliplarina uymayan bireyleri “duygulanim yabancilar1” (affect aliens) kavramiyla
aciklayarak, normatif mutluluk ve aidiyet bicimlerinin disinda kalan bedenlerin nasil konumlandigini
ortaya koyar (2010).

Bu kuramsal cergeveyi duygusal baglanma ve gilindelik yasam deneyimi iizerinden
derinlestiren bir diger 6nemli isim Lauren Berlant’tir. Berlant, duygulanimi bireyin belirli nesnelere
ve yasam bicimlerine kurdugu baglar iizerinden ele alir. “Zalim iyimserlik” (cruel optimism) (2011)
kavramiyla, iyi bir yasam umuduyla baglanilan seylerin ¢ogu zaman bireyin ilerlemesini ve iyilik
halini engelleyebilecegini gdsterir. Bu yaklagim, duygulanimlarin yalnizca bireysel deneyimler degil,
ayni zamanda kiiltiirel ve politik yapilarla i¢ ice gecmis siirecler oldugunu ortaya koyar. Ayrica
Berlant, Raymond Williams’in “duygu yapilari” (structures of feeling) (1977) yaklasimiyla
iligskilendirilebilecek bi¢cimde, duygularin giindelik yasamin siradan akisi i¢inde kolektif olarak nasil
deneyimlendigini vurgular. Berlant, “kriz siradanli§i” (crisis ordinariness) (2011) kavrami
cergevesinde, krizin olaganiistii bir kesinti olmaktan ¢ikip giindelik yagamin siirekliligi iginde nasil
siradanlagtigin1 agiklar. Bu noktada Silvan Tomkins’in duygulanim kurami, bu yaklagimlarin
psikolojik temelini sunar. Tomkins’e gére duygulanimlar dogustan gelen, biyolojik temelli ve bireyin
davraniglarim1 yonlendiren temel bir motivasyon sistemidir. S6z konusu sistem, bilissel siireclerden
once isleyerek duygulanimin insan eylemindeki belirleyici roliinii ortaya koyar. Boylece Tomkins’in
biyolojik modeli ile Berlant’1n kiiltiirel analizi birlikte diisliniildiigiinde, duygulanimin hem bedensel
hem de toplumsal diizeyde isleyen ¢ok katmanli bir yap1 oldugu goriiliir. Bu kuramsal gergeve,
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duygulanimin bedensel, iliskisel ve bedenler, nesneler ile mekénlar arasinda dolasan dogasini
merkeze alarak, Hamnet’te yasin nasil kuruldugunu anlamaya imkan tanir.

Yasin Bedeni: Hamnet’te Duygulamim ve iliskisellik

O’Farrell, romaninda anlatiyt Hamnet’in 6liimiinden hemen o6nceki siireci izleyen zaman
hatt1 ile Agnes ve Shakespeare’in ilk karsilasmasindan itibaren gelisen gegmis anlati arasinda gidip
gelen ¢ift katmanli bir zaman kurgusu iizerinden insa eder. Romanin agilisinda yer alan Hamnet’in
hasta ikiz kardesi Judith i¢in yardim ararken evde kimseyi bulamamasi sahnesi, duygulanimin
bireysel bir i¢ durumdan ziyade iliskisel kopuslar, bedensel belirtiler ve biling dncesi yonelimler
iizerinden kuruldugunu gosterir. Romanda mekéanin duyularla etkilesimi, yasin soyut bir kederden
ziyade bedende hissedilen ve mekana yayilan fiziksel bir agirlik olarak somutlagmasini saglar. Bu
sahne, s6z konusu yapinin romanda en agik ve en yogun bi¢cimde ortaya kondugu ilk an olarak dikkat
ceker:

Biitlin hayatlarin, her seyin oradan disar1 aktig1 ve her seyin oraya geri
dondiigi bir ¢ekirdegi, merkezi, sifir noktasi vardir. Evde olmayan anneninki de bu
an: ¢ocuk, bos ev, 1ss1z avlu, duyulmayan haykirig. Hamnet’in orada, evin arkasinda
durup onu besleyen, kundaklayan, sallayip uyutan, ilk adimlarini atarken elinden
tutan; ona kasik kullanmayi, igcmeden once corbaya iiflemeyi, karsidan karsiya
gecerken dikkatli olmay1, uyuyan kopekleri rahat birakmayi, bir sey icmeden Once
bardagini calkalamayi, derin sulardan uzak durmayi Ggreten insanlara seslenisi.
(O’Farrell, 2022, 5.7)

Yukaridaki romandan kesit, annenin yoklugunu anlatinin merkezine yerlestirerek
duygulanimi bireyin i¢ diinyasina ait bir durum olmaktan ¢ikarir. Bu yokluk, iligkisel bir kopus olarak
ve Ozellikle Hamnet’in deneyimi iizerinden belirginlesir. Hamnet’in “bos ev” ve “duyulmayan
haykiris” i¢inde konumlanisi, duygunun heniiz temsil edilmeden Once bedensel bir yonelim ve
yogunluk olarak ortaya ¢iktigini1 gdsterir. Bu sahne, yasin heniiz 6liim ger¢eklesmeden bir yokluk
yogunlugu olarak mekéanda asili kaldigin1 gosterir. Dolayisiyla, s6z konusu sahne, duygulanimin
bireysel bir i¢ durumdan ¢ikip “sifir noktas1” olarak tanimlanan mekansal bir kopusa doniistiigii
andir. Bakim veren anne figiirii olarak Agnes’in yokluguyla olusan bu bosluk, duygulanimin
bedenler ve iligkiler arasinda dolasan bir siire¢ oldugunu somutlastirir. Bu baglamda romanda yas,
heniiz adlandirilmadan, bedensel ve gevresel bir atmosfer olarak hissedilir. S6z konusu durum, Eve
Kosofsky Sedgwick’in duygulanimi bedenler ve iligkiler arasindaki kirilgan temaslar i¢inde isleyen
dinamik bir siire¢ olarak ele alan yaklagimiyla yakindan iligkilendirilebilir. Sedgwick, Touching
Feeling’de duygulanimin ¢ogu zaman “deneyim ve gercekligin, kendilerini dnermesel hatta sdzel
bicimde sunmayan yonleriyle, bunu yapan diger yonlerinin yan yana bulunusu” (2003, s. 6) ile iliskili
oldugunu vurgular. Bu ¢ercevede, romanda, Hamnet’in deneyimi de yalnizca bireysel bir korku ya
da kayip hissi olarak degil, annenin yoklugu, bos evin sessizligi ve karsiliksiz kalan ¢agri gibi
unsurlarin olusturdugu, heniiz dile gelmeden bedende ve mekanda hissedilen bir duygulanimsal alan
icinde sekillenir. Ayn1 zamanda, Sedgwick’in duygunun bir “doku”ya sahip oldugunu ve “dokular
ile duygular arasinda bir mahremiyet” (s. 17) bulundugunu vurgulamasi, duygulanimin yalnizca
zihinsel bir durum olmadigini, bedende ve mekanda hissedilen dokunsal bir yogunluk olarak ortaya
ciktigin1 gosterir. Bu da Hamnet’in deneyiminde yasin bosluk, sessizlik ve yokluk araciligiyla
bedensel bir atmosfer hélinde kurulmasini daha da belirginlestirir.

Bu baglamda yasin tekil bir igsel deneyim olmadigi, aksine bedenler, mekanlar ve iligkiler
arasinda ¢ogullasan bir siire¢ olarak isledigi sOylenebilir. Klasik psikanalitik kuramin temelini atan
Sigmund Freud (1917/2012), yas1 kayip nesneye bagli libidonun geri ¢ekilmesiyle sonuglanan ve
Oznenin i¢ diinyasinda tamamlanan bir “yas ¢aligmasi” (mourning work) olarak kavramsallastirir.
Buna karsilik Hamnet’te bu siireg, bireysel ego siirlarim asan ve mekanda asili kalan spektral bir
mevcudiyet alani insa eder. Ayn1 zamanda, bu siire¢ Derrida’nin vurguladig: lizere tam anlamiyla
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cOziimlenemez bir yapiya sahiptir. Yas, “miimkiin olanin imkansiz kaldigi, boyle kalmak zorunda
oldugu ve Gtekini, diinyaya asla getiremeyecegimiz bir ¢ocuk gibi i¢imizde tagidigimiz bir aporia
bicimi” (Derrida, 1994, s. 161) olarak deneyimlenir. Bu da yasin ne tam anlamiyla kavranabilir ne
de biitiiniiyle nesnelestirilebilir bir deneyim oldugunu, aksine kaybedilenin bedende ve 6znel
deneyimde tasinmaya devam ettigi, sinirlar1 belirsiz bir varolus hali olarak siirdiigiinii gosterir.

S6z konusu duyusal kavrayis ¢ercevesinde, Agnes, annesinden miras kalan sifaci kimligiyle
diinyay1 kelimeler yerine kokular ve bedensel duyumlar iizerinden tanir. Bu yoniiyle O’Farrell onu
anlatinin merkezine yerlestiren bir figiir olarak yeniden kurgular (Galvan, 2025, s. 152). Bu duyusal
bakig, onun yasadigi kaybi sadece zihinsel bir keder olmaktan ¢ikarip dogrudan somatik bir
duyumsamaya evrilen ve tenin yiizeyinde somutlagan bir yas siirecine doniistiiriir. Bu baglamda,
romanda oldukga 6n planda olan koku duyusu, yasin soyut bir kederden ziyade bedenler, nesneler ve
mekanlar arasinda dolagan maddi bir duygulanim olarak deneyimlenmesini saglar. Sifac1 kimligiyle
diinyay1 keskin duyularla algilayan Agnes i¢in yaklasan 6liim, heniiz bir isim koymadan “bozulmusg
yemek ya da havalandirilmamis carsaflarin kokusuna benzeyen nemli, kesif, kekremsi bir koku”
(O’Farrell, 2022, s. 143) olarak belirir. Hatta Agnes bu kokunun “rengi olsa, grimsi bir yesil olurdu”
(s. 144) diyerek onu dil dncesi bir bedensel olarak agiga ¢ikarir.

Brian Massumi’nin kuramsal gercevesi 1s1ginda bu deneyim, kederin heniiz sosyolinguistik
olarak sabitlenmemis ve “yas” gibi bir duyguya donlismemis en saf hali olan “6zne-6ncesi yogunluk”
olarak okunabilir. Massumi’nin (2002) belirttigi “eksik yarim saniye” kavramina paralel olarak,
Agnes’in bedeni felaketi bilingli bir kavrayistan 6nce duyumsar. Massumi’ye gore “irade ve biling
eksilticidir; islevsel olarak ifade edilemeyecek kadar zengin bir karmasiklig1 azaltan, sinirlayict ve
tiiretilmis islevlerdir” (1995, s. 90). Koku burada biligsel siireglerden bagimsiz, bedenin diinyay1
dogrudan bedensel bir yogunluk olarak kaydettigi bir baglangi¢ veya belirme halidir. Kokunun bir
renkle “grimsi yesil” tanimlanmasi ise Massumi’nin (1995) duygulanimi duyularin birbirine s1zdig1
“sinestezik bir perspektif” (s. 96) olarak gérmesiyle tam olarak oOrtiigiir. Bu sinestezik alg1 sayesinde
koku, Agnes i¢in Massumi’nin (1995) ifadesiyle “bedenin hem somut hem de soyut oldugu;
aktivitesinin ve disavurumunun, kendi altinda ezilen, maddi ama cisimsiz bir potansiyel boyutuna
uzandi81” (s. 92) bir kuvvete doniisiir. Sonug olarak koku, dogrudan tenin ylizeyinde ve cigerlerin
derinliginde hissedilen kagmilmaz bir varolug bi¢imi kazanarak yasin bedenselligini somutlagtirir.

Agnes i¢in Olimiin, heniiz gerceklesmeden hissedilen “eksi, nemli ve nahos” bir koku
yogunlugu olarak belirmesi, Sara Ahmed’in “yapiskanlik” kavramiyla da aciklanabilir. Romanda bu
duygulanimsal yogunluk “Sarmasik kollariyla oglunu simsiki sarmig, birakmiyor. Hayvani, nemli,
tuzlu bir kokusu var. Agnes onun ¢ok uzaklardan, zindana benzeyen, kokusmus, rutubetli bir yerden
geldigini disiintiyor” (O’Farrell, 2022, s.197) ifadeleriyle somut hale gelir. Hamnet’in yoklugu
carsaflara ve giysilere sinen kokusuyla fiziksel bir gerceklik kazanir. Ahmed duygularin nesneler ve
bedenler arasindaki dolagimini analiz ederken, “duygularin 6zneleri ve nesneleri igerdigini ancak
onlarin i¢inde olumlu bir sekilde ikamet etmedigini,” bunun yerine duygularin bedenler ve diinya
arasinda kayarak belirli bedenler iizerinde “biriktigini veya yapistigini” (2014, s. 120) savunur. Bu
baglamda, hastaligin ve 6liimiin “hayvani, nemli ve tuzlu” kokusu evin havasina sizan bir atmosfere
doniiserek yasi Agnes’in cigerlerinde ve teninde dogrudan hissedilen kaginilmaz bir varolus haline
dontstiiriir.

Benzer sekilde, Agnes, kocasinin ilizerindeki kederi ruhsal bir durumdan ziyade, onun
“teninden digar1 sizan,” onu “bir pus gibi lizerinde tasidigi” ve “grimsi yesil bir bulut halinde
tepesinde toplanan” (s. 146) maddi bir koku ve yogunluk olarak duyumsar. Kederin bir 6zneden
digerine ve oradan paylasilan mekana nasil transfer edildigi goriiliir. Yas artik bir bedenin igine
hapsolmak yerine, bir bedene “yapisan” ve evin havasina sizan bir atmosferde belirginlesir. Bu
durum, yasin sdzciiklere dokiilemeyen agirligini, kocasinin {lizerinde “yikanmamis, eski ve agir bir
ortli gibi” (s. 148) tasman ve Agnes’in cigerlerinde dogrudan hissettigi kaginilmaz bir bedensel iz
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haline getirir. Bu baglamda, koku duyusu, yasin sozciiklere dokiillemeyen o “aporetik”
(¢cozlimlenemez) agirligini bedende hissedilen, temsilin simirlarimi asan bir yogunluk olarak ortaya
cikarir. Boylece kayb1 mekénla ve yoklugun hayaletimsi izleriyle kurulan iliskisel bir diizlemde
somutlastirir.

Romanda kokunun yas ve oOliim {izerinden anlatilmas1 olarak degerlendirilebilecek
orneklerden biri de Agnes’in ikizlerinin dogumu esnasinda “o koku, o karanlik yaklagmaya
calisabilir’(O’Farrell, 2022, s. 146) diyerek biiylik kiz1 Susanna’nin yakininda olup onu korumaya
calismasidir. Bu dogrultuda, koku Ahmed’in kavramlari ¢cergevesinde bedenler ve nesneler arasinda
dolasan ve onlara deger ylikleyen aktif bir eyleyici olarak igler. Agnes’in kizim1 kucagina alarak
masaya oturmasi, korku yaratan nesnenin yani kokunun ‘“yaklagmasi” karsisinda bedenin aldigi
savunmaci bir yonelim olarak degerlendirilebilir. Bu durum duygunun beden yiizeylerini ve mekan
sinirlarini nasil yeniden sekillendirdigini somutlastirir. Bu deneyim, kokunun yalnizca algilanan bir
nitelik degil, ayn1 zamanda bedenleri konumlandiran, yoénlendiren ve mekansal iliskileri yeniden
kuran bir duygulanimsal kuvvet oldugunu agike¢a ortaya koyar. Bdylece koku, yasin hem 6zne-6ncesi
yogunluk olarak bedende belirdigi hem de Ahmed’in agikladig: lizere iliskisel bir dolasim iginde
anlam kazandig ¢ift katmanli bir deneyim alani olarak romanin merkezinde konumlanir.

Bedenlerin bu karsilikli gecirgenligi baglaminda, Hamnet ve Judith arasindaki iligkiyi ortaya
koyan “Sanki bir aynaymis gibi. Ya da ortadan ikiye boliinmiis tek bir kisiymisler gibi” (s. 222)
betimlemesi, duygulanim kurami baglaminda bedenlerin birbirine nasil eklemlendigini ve birinin
yoklugunun digerinde nasil bir bedensel eksilme yarattigini ortaya koyan 6nemli 6rnekler arasinda
yer alir. Hamnet ve Judith arasindaki ikiz olma durumu, yas siirecini bireysel bir kederden ¢ikarip
bedensel bir eksilme ve parcalanmig bir ayna olma deneyimine doniistiirir. Bu bakis agisindan,
Hamnet, aileyi bir arada tutan bir raptiye olarak tasvir edilir. O kayboldugunda ailenin mekansal
biitiinliigi “yere diislip kirtlan bir bardak gibi paramparc¢a” (s. 220) dagilir. O’Farrell, romaninda
biyografik ve tarihsel unsurlari i¢ i¢e gegirerek William Shakespeare’in oglunun 6liimiiniin ardindan
Hamlet oyununu yazigini biyografik-kurgusal bir 6n anlati olarak yeniden ele alir. Nitekim Peter
Ackroyd (2006), Shakespeare’in Hamnet’in vefatindan sonraki tarihsel sessizligine ve duygusal
kayit yoksunluguna dikkat ¢ekerek; bu biiyliik kaybin babanin profesyonel yasamini sekteye
ugratmadigini, ancak yaratici diinyasinda Hamlet gibi spektral eserlerle derin bir yanki buldugunu
belirtir. Hamnet’in yokluguyla birlikte hem baba hem de ogul, zamanin ve kimligin kirilganlastig
hayaletimsi bir yas alanina siiriiklenir. Judith’in y&nelttigi “Ikiz olan ama artik ikiz olmayan birine
ne denir?”( O’Farrell, 2022, s. 232) sorusu, Karaman ve Ernur'un (2023, s. 46-49) vurguladigi iizere
yasin getirdigi bu isimlendirilemez kimlik boslugunu ve Derrida’nin ifadesiyle yasin “aporetik”
dogasini somutlastirir.

Bu dogrultuda, Hamnet’in ikizinin yanina kivrilarak 6liimii Judith’in yerine kabul etmesi,
yas siirecini psikolojik bir evre olmaktan ¢ikarip bedensel bir kefaret ve borgluluk iligkisine tagir. Bu
bag, Sedgwick’in (2003) “beside” (yan yanalik) kavraminda vurguladig: gibi, yasam ile 6liimiin ve
varlik ile yoklugun ikili karsitliklar1 agarak ic ice gectigi bir iligkisellik alan1 kurar. Bu iligkisel alanin
bedendeki karsiligi ise Brian Massumi’nin kuramsallastirdigi, duygulanimin bedenler arasindaki
dolasimina ve bir bedensel durumdan digerine gecise karsilik gelen “6zne-6ncesi yogunluk” (2002,
s. 27) kavrami 1s181inda, Hamnet’in Judith i¢in canin1 feda etmesi yasi sag kalan ikiz i¢in dogrudan
kendi teninde duyumsanan sanal bir mevcudiyet ve mekansal bir atmosfere doniistiiriir. Sonug olarak
bu bedensel bag, yasin temsilini gii¢lendirerek kaybi Judith’in varliginin yarisini alip gétiiren maddi
bir eksilme olarak somutlagtirir. Bu baglamda, Judith i¢in ise yas, Hamnet’in yoklugunu kendi
bedeninin ve yasadigi mekanin bir dokusal eksikligi olarak tagimaktir. Ikizlik bagi, yasi psikolojik
bir evre olmaktan ¢ikarip, canli ve cansiz varliklar arasinda mekansal bir siireklilik kuran
duygulanimsal bir akisa doniistiiriir.

www.turkishstudies.net/language



72 Leyla Adigiizel

Bu ¢ercevede, Hamnet’in fiziksel 6liimii ile baslayan siirec, evin giindelik nesneleri ve sesleri
tizerinden kurulan derin bir spektral mevcudiyete doniisiir. Judith’in kardesini “yere degen bir
stiptirgenin hisirtisinda [...] Bir kusun kanatlarini acip pike yaparak duvarin ardinda kaybolusunda
[...] Bir midillinin yelesini sallayisinda, dolunun cama carpisinda, riizgarin kolunu bacadan igeri
sokusunda, ininin c¢atisina dosedigi sazlarin hisirtisinda (O’Farrell, 2022, s. 237) duymasi, ev ici
mekanin tekinsizlestigini gosterir. Hamnet’in yoklugunun bir siipiirge sesinde veya riizgarda bu
sekilde hissedilmesi, yasin olaganiistii bir olaydan ziyade giindelik yasamin dokusuna sizarak
stireklilik kazandigin1 kanitlar. Burada kriz, gecici bir kesinti degil, Berlant’in (2011) ifadesiyle
yasamin “siradan” bir pargast, yani bir “kriz siradanligi” haline gelmistir. Ingiliz edebiyat elestirmeni
ve kuramcisi Nicholas Royle (2003) gore tekinsiz, asina olanin giindelik mekan i¢inde huzursuz edici
bir stireklilikle varligini korumasi yoluyla belirir. Bu nedenle evdeki siradan nesneler ve sesler artik
yalnizca giindelik hayatin parcalart degil, Sara Ahmed’in (2014) ifadesiyle ‘“yapiskan”
duygulanimsal ylizeyler haline gelir. Ahmed’e gore bu yapiskanlik, nesnenin 6zsel bir niteligi degil,
gecmisteki temaslarin bir sonucudur: “Yapiskanlik, bedenler, nesneler ve gostergeler arasindaki
temas tarihlerinin bir sonucu olarak yiizeyde beliren bir etkidir” (2014, s. 90). Hamnet’in yasami1
boyunca bu nesnelerle kurdugu bedensel etkilesim, Oliimiinden sonra kederin bu ylizeylerde
yogunlagmasina ve onlara yapismasina neden olur. Boylece ev, Ahmed’in “duygulanim ekonomisi”
(affective economy) (s. 44) olarak kavramsallastirdigr dolasim alaninin bir parcast haline gelir.
Hamnet’in yoklugu nesneler araciligiyla dolasima girerek evin havasina sizan bir atmosfer halini alir.
Bu yoniiyle roman, hafiza, bedensel mevcudiyet ve annelik etrafinda sekillenen iligkisel bir yas alan
kurar (O’Neill, 2021). Boylece ev, kaybin yalnizca hatirlandigi degil, siirekli hissedildigi bir
duygulanimsal alana doniistir.

Bu spektral mekanda, Jacques Derrida’nin (1994) ifadesiyle “zaman zivanadan ¢ikmigtir” ve
gecmis, simdi ve gelecek arasindaki dogrusal ayrim kirilarak yerini hayaletsi bir siireklilige
birakmustir. Derrida’ya gore yas, Olilyll belirli bir yerde tutma ve onu varlik diizleminde sabitleme
cabasidir: “Yas her zaman kalintilar1 ontolojiklestirme, onlar1 mevcut kilma; bunu da oncelikle
bedensel kalintilar1 tanimlayarak ve 6liiyli belirli bir yere yerlestirerek yapma girisiminden olusur”
(1994, 5. 9). Ancak Hamnet’in durumunda bu yerellestirme basarisiz olur. O, mekéana yayilan ne tam
bir varlik ne de tam bir yokluk olan bir geri donen olarak mevcudiyetini siirdiiriir. Judith’in
kardesinin varligin1 duyumsadigi, “havada bir yogunluk; gok giiriiltiilii firtinalarin 6ncesinde oldugu
gibi bir elektrik yiikii” (O’Farrell, 2022, s. 270) bulunan atmosfer, Derrida’nin “musallatbilim”
(hauntology) olarak adlandirdigi mantikla isler (1994, s. 10). Judith’in kardesinin spektral
mevcudiyetini fiziksel ve duyusal bir yogunluk olarak hissettigi, mekanin duygulanimsal bir kuvvetle
doldugu an1 temsil eder.

Sonug olarak, nesnelerin yapiskanligi ve mekéanin hayaletsi dogasi, yas1 Judith i¢in psikolojik
bir evre olmaktan ¢ikarip, tenin yiizeyinde hissedilen kaginilmaz bir bedensel iligkisellik haline
getirir. Hamnet’in sesi ve hareketinin mekanda yankilanmasi, Derrida’nin belirttigi iizere yasin
aporetik dogasini yansitir. Zira hayalet, sag kalanlarin evinde hicbir zaman tam olarak
defnedilemeyen bir mevcudiyettir. Bu spektral mekan, Ahmed’in (2014) belirttigi gibi duygularin
beden yiizeylerini ve mekan siirlarini nasil yeniden sekillendirdigini gostererek, kaybi her siipiirge
sesinde ve riizgar hisirtisinda somut bir gergeklik olarak isler.

Tam da bu noktada, romanda 6ne ¢ikan Agnes’in sifaci kimligi, yalnizca Warwickshire
cevresinde otlar ve iksirlerle ¢oziimler iireten yetkin bir kadin figiirii olarak degil, ayn1 zamanda
Silvan Tomkins’in tanimladigi temel motivasyonel dinamiklerle iliskili bir yap1 olarak da ele
almabilir. Agnes’in diinyay1 koku ve dokunma gibi bedensel duyular aracilifiyla algilamasi,
Tomkins’in pozitif duygulanimlar arasinda degerlendirdigi ilgi—heyecan (interest—excitement) ve
haz—seving (enjoyment—joy) ile yakindan iligkilidir. Bu dogrultuda Agnes, yalnmzca edilgen bir yas
Oznesi degil, ¢evresini algilayan ve doniistirmeye ¢alisan aktif bir eyleyicilik sergiler. Bu yoniiyle
Agnes’in deneyimi, Lepir ve Marwinda’'nin kadinlarin patriyarkal yapilar i¢inde “ev i¢i sinirlarin
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Otesinde kendini gerceklestirme” miicadelesi olarak tanimladig: siirecin tarihsel siirekliligini de
yansitir (2025, s. 117). Agnes’in insanlarin ellerini tutarak onlarin karakterlerini ve geleceklerini
okumasi, yasin dokunsal bir yogunluk olarak deneyimlenmesine zemin hazirlar. Bu baglamda
Agnes’in kesfetme ve sifa verme yonelimi, Tomkins’in “ilgi-heyecan” olarak tanimladig1 pozitif
duygulanimla; ¢ocuklara ve dogaya duydugu baglilik ise “haz—seving” duygulanimiyla
iliskilendirilebilir (Tomkins, 1995, s. 52-57). Judith’in veba tedavisi sirasinda doktorun onerdigi
“kurutulmus kurbaga” (O’Farrell, 2022, s.119) gibi yontemleri reddederek kendi bitkisel tedavilerini
uygulamast da bu eyleyiciligi yansitir. Tomkins’in duygulanim sistemini, diirtiilerin ancak
duygulanimlarla yiikseltildiginde anlam kazandig1 birincil motivasyonel gii¢ olarak tanimlamasi bu
yaklagimi destekler (1995, s.14-15).

Ancak, zayif ikiz cocugu Judith’i vebanin pengesinden kurtarmayi basarmisken saglikli
goriinen oglu Hamnet’i kurtaramamasi, Agnes’in sifac1 kimligi i¢in yikict bir ontolojik kirilmaya
doniislir. Agnes’in sifact kimligine ve cocuklarimi koruma giicline duydugu bu derin baghlik,
Berlant’in (2011) “zalim iyimserlik” kavramiyla agiklanabilir. Onu hayata baglayan bu iyilestirme
arzusu, oglunu kurtaramadigi noktada bizzat kendi eyleyiciligini felg eden bir sucluluk kaynagina
donigmiistiir. Tomkins’in duygulanim kuraminda utang ve sugluluk olumlu bir duygulanim
durumunun kesintiye ugramasiyla ortaya ¢ikan duygulanimlar olarak degerlendirilir. Bu baglamda,
Agnes’in sifac1 kimliginden kaynaklanan yeterlilik hissi ile ogluna yonelik yogun ilgisinin ani
bicimde sekteye ugramasi, utang—asagilanma duygulanimim tetikler. Agnes’in basarisizlik algisi,
Tomkins’e gdre utang, bedenin yoOnelimini kesintiye ugratarak eyleyiciligi siirlandiran bir
duygulanmim durumudur. lyilestirmek istemekte, ancak eylemi sonugsuz kalmaktadir (s. 66-75).
Boylece yas, Agnes i¢in yalnizca bir kayip deneyimi degil, derin bir 6z-su¢lama bigimine doniisiir.
Bu baglamda Agnes’in oglunu kurtaramamis olmanin yarattig1 6z-su¢lama duygusu, yasin patolojik
bir sapmasi olarak degil, kayip sonrasi ortaya ¢ikan olagan tepkilerden biri olarak degerlendirilebilir.
Baglanma kuraminin dncii isimlerinden John Bowlby, saglikli yas siirecinde dahi 6fkenin “iliglincii
kisilere, kisinin kendisine ve bazen de kaybedilen kigiye” (1982, s. 672) yonelebilecegini belirtir. Bu
baglamda, Agnes’in sifaci kimliginin kirilmasi, yalnizca annelik basarisizlig1 olarak degil, kaybin
ardindan benlige yonelen yas tepkisinin bedensel ve duygulanimsal bir bigimi olarak
degerlendirilebilir. Bu noktada O’Farrell’in sundugu derin keder temsili, Lawrence Stone’un (1977)
erken modern aile yapisinda yiiksek ¢ocuk Oliimleri nedeniyle ebeveynlerin ¢ocuklariyla daha
mesafeli bir bag kurdugunu ve kaybin giiniimiizdeki kadar yikici bir duygusal etki yaratmadigin
savunan tarihsel teziyle bir tezat olusturur. O’Farrell, Stone’un isaret ettigi bu tarihsel mesafe
ihtimalinin aksine, yasi bedeni fel¢ eden ve diinyayla kurulan tim iligkiselligi kokten sarsan
kacinilmaz bir duygulanimsal kuvvet olarak tasvir eder. Bu siire¢, Agnes’in diinyayla kurdugu
duyusal bagi bir telafi alanindan ¢ok bir fel¢ haline siiriikler. Tomkins’in belirttigi gibi utang, bedeni
kendi i¢ine dondiirerek eyleyiciligi kisitlar. Agnes’in sifali otlarin1 ve hastalarim terk etmesi, bu
“eyleme gecme kapasitesindeki azalmanin™ (1995, s. 66-75) somut bir gostergesi olarak
yorumlanabilir.

Bu agidan bakildiginda, Agnes’in sifali otlarin1 ve hastalarini terk etmesi, yalnizca mesleki
ya da giindelik bir geri ¢ekilme degil, sifact kimliginin artik eskisi gibi sirdiiriilememesidir.
Tomkins’in utang—agagilanma (1995, s. 66—75) kavrami Agnes’in ige kapanmasini ve eyleyiciliginin
kesintiye ugramasini agiklarken, Ahmed’in Spinoza’ya dayanan duygulanim anlayisi bu siireci
bedenin “eyleme kapasitesindeki azalma”s1 (2014, s. 4) olarak okumaya imkan tanir. Agnes’in ayirt
edici yetilerinden biri olan insanlarin ellerini tutarak karakterlerini ve geleceklerini okuma becerisi,
Hamnet’in 6liimiinden sonra artik bagkalarina yonelen bir sifa pratigi olmaktan g¢ikar. Kaybedilen
oglun yoklugunu parmak ug¢larinda duyumsatan fiziksel bir bosluga, yani kederin bedende biraktigi
dokunsal bir yogunluga doniisiir. Boylece yas, Agnes i¢in yalnizca i¢sel bir duygu degil, bedenin
diinyayla kurdugu iliskisel yonelimin ¢oktiigli ve kaybin hayaletimsi bigimde bedende varligim
siirdlirdiigii bir felg alani haline gelir.
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Nihayet, romanin bu duygulanimsal ¢coziimleme noktasina gelindiginde, Agnes’in kocasin
sahnede hayalet roliinde izlerken yasadigi derin aydinlanmay1 betimleyen “Agnes kocasinin bunu
yazarak, hayalet roliinii bizzat oynayarak ogluyla yer degistirdigini gériiyor. Oglunu hayata dondiiriip
kendisi 6lmiig; 6liimiin onu penceleri arasina almasina izin verip oglunun hayatini kurtarmis”
(O’Farrell, 2022, s. 292) sahnesi, romanin duygulanimsal ¢6ziimleme noktasi olarak kabul edilebilir.
Agnes, kocasinin tiyatro eserini yazarak ve bizzat hayalet roliine biirlinerek Hamnet’in 6liimiinii
sembolik bir dirilisle yeniden sahneye tasidigini fark eder. Bu eylem, Bolter ve Grusin’in (1996)
“yeniden yapilandirma” olarak tanimladigi, bir mecranin (bu baglamda yasanmis bir trajedinin ve
kaybin) bir bagkasinda (tiyatro sahnesinde) temsil edilerek selefinin eksikliklerini “iyilestirme” ve
gercegi estetik bir formda yeniden insa etme mantigryla ortiisiir. Bu sanatsal miidahale, Derrida’nin
“zamanin zrvanadan ¢ikmasi” (1994) kavramiyla iliskili olarak ge¢mis ile simdinin birbirine si1zdig1
spektral bir mekanin kurulmasini da saglar.

Bu baglamda tiyatro, yalnizca temsil iireten bir alan olmaktan g¢ikarak kaybin yeniden
hissedilmesine imkan tantyan duygulanimsal bir karsilagma mekanina doniisiir. Sahnede beden, ses
ve jest araciligiyla yeniden kurulan hayalet figiirii, Hamnet’in yoklugunu gegici de olsa bedensel bir
mevcudiyet haline getirir. Garcia Santos’un belirttigi gibi, Hamnet, Shakespeare’in Hamlet’inin
dogrudan bir yeniden yazimi olmaktan ¢ok, “Shakespeare’in oglunun 6liimiinii ¢evreleyen olaylara
biyografik bir gerek¢e sunan” bir anlati olarak degerlendirilebilir (2023, s. 87). Shakespeare’in
sahnede hayalet roliine biiriinmesiyle birlikte Hamnet’in yoklugu, Agnes agisindan yalnizca
hatirlanan bir kayip degil, bedensel hafizada dolagimini siirdiiren spektral bir mevcudiyet haline gelir.
Bu anlamda bellek, edilgen bir hatirlama degil, siireklilik arz eden aktif bir mevcudiyet formu (Lees-
Jeffries, 2013) olarak islev goriir. Bu nedenle performans, bireysel yasin 6tesine gegerek seyirciyi de
icine alan kolektif bir duygulanim alani yaratir. Nitekim Agnes’in bu sahnede deneyimledigi sanatsal
katarsis, Ahmed (2014) baglaminda kaybolan yonelimini yeniden kazanmasini saglarken, Tomkins
(1995) baglaminda yasadig1 bedensel felcin spektral bir mevcudiyet iizerinden asilmasina imkan
tanir. Sonug olarak O’Farrell, yasi dilde dondurulan bir kederden ¢ikarir. Bedenler, mekanlar ve
zamanlar arasinda dolasan, dokunulabilir ve hissedilebilir bir iliskisellik alani olarak yeniden inga
eder.

Sonug¢

Bu calisma, Maggie O’Farrell’in Hamnet romanini duygulamim kurami gergevesinde
inceleyerek, yasin yalnizca icsel bir tepki degil; bedensel, iliskisel ve maddi diizlemde dolasan bir
kuvvet oldugunu ortaya koymustur. Massumi, Ahmed ve Tomkins gibi kuramcilarin yaklagimlarini
bir araya getiren bu c¢alisma, yasin yalnizca kiginin i¢ diinyasinda yasanan psikolojik bir siireg
olmadigini; eve, nesnelere ve sahneye yayilan, bedende hissedilen ve iligkiler icinde doniisen canlt
bir deneyim oldugunu goéstermistir. Bu yoniiyle O’Farrell yasi, heniiz zihinsel olarak kavranmadan
once bedende hissedilen ve giindelik hayatin dokusunda tagman duygulanimsal bir durum olarak
yeniden kurgulayarak, kederin bedensel dogasini yasayan bir mevcudiyet olarak duyumsatir.

Hamnet {izerine yapilan bu inceleme, yasin biyolojik 6liimden ¢ok 6nce mekansal bir kopus
ve duyusal bir yogunluk olarak basladigimi géstermektedir. Bu siiregte keder, akilla kavranan bir
bilgiden ¢ok, bedende 6nce hissedilen bir sezis olarak ortaya ¢ikar. Bakim, yakinlik ve sevgiyle
Orlilmiis mahrem baglar sarsildikca, bu keder evin havasina, odalara ve giindelik nesnelere yayilan
sessiz bir atmosfere doniisiir. Yasin bir 6znenin i¢ diinyasma hapsolmadigi, aksine bedenler,
mekanlar ve nesneler arasinda dolasarak belirli yiizeylere tutundugu goriiliir. Boylece keder, yalnizca
bireysel bir s1z1 olmaktan ¢ikar; evin atmosferine, dokusuna ve iligkisel baglara yayilan canli bir
mevcudiyet haline gelir.

Caligma, Agnes’in sifact kimligini besleyen koku ve dokunma duyularinin, yasin en yalin
haliyle kaydedildigi temel duyusal alanlar oldugunu gostermistir. Bu baglamda, oliimiin kokusu,
rasyonel bir bilgiden 6nce bedene ulasan, dil 6ncesi bir yogunluk olarak belirir. Kederin bir kisiden
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digerine yogun bir koku gibi yayilmasi, yasin yalnizca zihinsel bir acidan ibaret olmadigini;
bedenlere, nesnelere ve mekanlara sinen somut bir deneyim olarak hissedildigini gosterir. Hamnet
ve Judith arasindaki ikizlik bagi ise, yas1 bireysel bir sizidan ¢ikarip bir bedenin yoklugunun digerinin
varligini sekillendirdigi maddi bir eksilmeye cevirir.

Ayrica, ev i¢i mekanm sigmak olma vasfin yitirerek giindelik izler ve yankilar araciligiyla
kaybi1 yasayanlarin diinyasina geri ¢agiran spektral bir alana doniistiigli belirginlesmektedir. Yasin,
cizgisel bir kopustan ¢ok, tamamen geride birakilamayan bir mevcudiyetle siirdiiriilen sessiz ve
kesintisiz bir karsilasma oldugu goriiliir. Ote yandan, eyleyici kimlikte yasanan kirilma, kederin
yalnizca ruhsal bir yaralanma olmadigini; bedensel kapasiteyi zayiflatan ve diinyayla kurulan
iligkisel yonelimi sarsan derin bir duygulanimsal kuvvet oldugunu gosterir.

Anlatinin doruk noktasindaki tiyatral performansin, yasin sanatsal bir yeniden yapilandirma
ile nasil doniistliriildiigiinii ortaya koyar. Bu sanatsal miidahalenin, kaybi silmek ya da onarmak
yerine, bir temsil araciligiryla onun yeniden viicut bulmasini sagladigi goézlemlenmistir. Yoklugun
ses, jest ve sahne bedeni araciligryla yeniden hissedilir kilinmasi, bireysel kederi kolektif bir iyilesme
ve paylasilmis taniklik deneyimi héline getirir. Bu yoniiyle sanatin, yasin yarasini kapatmak yerine
ona hissedilebilir spektral bir form kazandirdig1 ortaya konmustur.

Sonug olarak bu ¢alisma, Hamnet’te yasin kayiptan kabule dogru ilerleyen ¢izgisel bir siire¢
olarak degil, 6zneler, nesneler ve estetik formlar arasinda kurulan iligkisel bir yogunluk alan1 ve
yoklugun ten iizerinde duyumsanan hayaletimsi bir izi oldugunu ortaya koymustur. Caligma,
O’Farrell’in kederi yalnizca dilsel ya da soyut bir deneyim olarak sunmadigini; onu bedende,
mekanda ve iliskilerde hissedilen dokunulabilir bir varlik haline getirdigini gdstermektedir. Bu
baglamda roman, Oliilerin yasayanlarla yalnizca anilar araciligiyla degil, bedende tasinan
duygulanimsal hakikatler olarak varligini siirdiirdiigiinii gosteren giiclii bir edebi diisiiniim alani
sunmaktadir.
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ETIK BEYANLAR
Arastirma ve Yayin Etigi
Bu makalenin 6zgiin bir ¢alisma oldugunu ve bilimsel arastirma ve yayin etigi ilkelerine
uygun olarak hazirlandigint beyan ederim. Makale daha &nce herhangi bir yerde
yayimlanmamis olup bagka bir dergide degerlendirme siirecinde degildir.
Caligmada kullanilan tiim kaynaklar akademik kurallara uygun bigimde atiflanmistir.
Caligmanin intihal, veri uydurma, veri tahrifi veya manipiilasyon icermedigini; arastirma
bulgularinin bilimsel diiriistliik ilkelerine uygun sekilde sunuldugunu beyan ederim.
Yazar Katkisi
Caligmanin tasarlanmasi, yliriitiilmesi, analizi ve makalenin raporlama agamasini tek basina
yliriitmiistiir. Makalenin son hélini okuyup onayladim ve yayimlanmasini kabul ettim.
Cikar Catismasi
Bu makalenin yayimlanmasina iligkin herhangi bir ¢ikar ¢atismasi bulunmadigini beyan
ederim.
Finansal Destek
Bu aragtirma herhangi bir kamu kurumu, ticari kurulus veya kar amaci giitmeyen kurulus
tarafindan finansal olarak desteklenmemistir.
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Yapay Zeka Kullanim Beyam
Makalenin hazirlanmas: siirecinde yapay zeka araglarindan yalmizca dil diizenleme, ceviri
destegi ve anlatim iyilestirmesi amaciyla sinirlt 6l¢iide yararlanilmistir. Yapay zeka araglari
tarafindan yapilan ceviri ve dil diizenlemeleri tarafimdan dikkatle kontrol edilmistir. Yapay
zeka araglart calismanin bilimsel igeriginin, aragtirma tasariminin, analizlerinin veya
akademik sonuglarinin olusturulmasinda kullanilmamigtir. Makalenin igerigine iliskin tim
akademik sorumluluk bana aittir.

Telif Haklar1 ve izinler
Telif hakki gerektiren materyaller kullanilmigsa gerekli izinlerin alindigimi ve ¢aligmanin
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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