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Hasan Ali Toptas'in Golgesizler Romamnda Tekinsizligin Psikanalitik Ingast
Ayse Tepebasi *

Abstract: The uncanny (das Unheimliche) is one of the central concepts in modern literary studies, commonly
associated with ambiguity, alienation, and the return of the repressed. Ernst Jentsch explains the uncanny as a
state of intellectual uncertainty in which the subject is unable to reach a definite judgment about a person,
event, or object. Sigmund Freud relates it instead to elements that were once familiar but return in an estranged
form after a process of repression. This study examines Hasan Ali Toptas's Gélgesizler within the theoretical
framework of Freud’s and Jentsch’s conceptions of the uncanny. In the course of the analysis, Richard
Kearney’s reflections on secrecy and intimacy, together with Nurdan Giirbilek’s interpretation of the return of
the repressed, are employed as complementary perspectives. The study responds to the observation that,
although the novel has been widely discussed in Turkish literary criticism in relation to postmodern narrative
technique, memory, and provincial existence, its uncanny dimension has not previously been addressed in a
comprehensive manner. The analysis proceeds through textual analysis and close reading of the novel’s original
text. The analysis indicates that the uncanny is not a limited effect confined to particular scenes but functions
as one of the fundamental aesthetic principles shaping the narrative. Disappearances, ambiguities, fragmented
selves, spatial dissolution, dream-like narrative transitions, and the phenomenon of shadowlessness are
interpreted as interconnected manifestations of this aesthetic structure. The study demonstrates that in
Golgesizler the uncanny moves beyond a mere theme to become a constitutive principle shaping the novel as
a whole, contributing to psychoanalytic literary criticism in Turkey.
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Oz: Tekinsizlik (das Unheimliche), modern edebiyat incelemelerinde belirsizlik, yabancilasma ve bastirilmis
olanin geri doniistiyle iligskilendirilen temel kavramlardan biridir. Ernst Jentsch, tekinsizlik duygusunu 6znenin
kisi, olay ya da nesnelere iliskin kesin bir yargiya ulasamadigi entelektiiel belirsizlik durumu iizerinden
aciklarken Sigmund Freud, kavrami gegmiste tanidik olan ancak bastirilma siirecinde yabancilasarak geri
donen unsurlarla iligkilendirir. Bu ¢alismada Hasan Ali Toptas'in Gélgesizler romani, Freud ve Jentsch’in
tekinsizlik kuramlar1 temelinde incelenmistir. Coziimleme siirecinde Richard Kearney'nin sir ve mahremiyet,
Nurdan Giirbilek’in ise bastirilanin geri doniigiine iliskin degerlendirmelerinden yararlanilmigtir. Calisma,
romanin Tiirk edebiyati elestirisinde postmodern kurgu, bellek ve tasra temasi baglaminda siklikla tartisildigi
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halde tekinsizlik kavrami etrafinda biitiinciil bi¢imde ele alinmadig: tespitinden hareketle kaleme alinmistir.
Aragtirma, metin ¢dziimlemesi ve yakin okuma yontemiyle yiiriitiilmiistiir. Inceleme sonucunda tekinsizligin
belirli sahnelerde ortaya ¢ikan sinirli bir etki olmadigi, romanin anlati yapisini bigimlendiren temel estetik
ilkelerden biri olarak iglev gordiigii belirlenmistir. Kaybolmalar, belirsizlikler, benlik yarilmalari, mekansal
coziilmeler, riiya mantiin1 cagristiran anlati gecisleri ve golgesizlesme olgusu, bu estetik yapinin birbirini
tamamlayan goriiniimleri olarak degerlendirilmistir. Bu ¢calisma, Gélgesizler’de tekinsizligin bir tema olmanin
Otesine gecerek romanin biitiinlinii bigimlendiren kurucu bir estetik ilke haline geldigini gostermekte, bu
yoniiyle Tiirkiye'de psikanalitik edebiyat elestirisine katki sunmaktadir. Calisma, Freud ve Jentsch’in kuramsal
cercevelerini Kearney ve Giirbilek'in yorumlartyla bir araya getirerek tekinsizligin romanin farkli anlatisal
katmanlarinda nasil biitiinlestigini somut bi¢imde ortaya koymaktadir.

Anahtar Kelimeler: Hasan Ali Toptas, Golgesizler, tekinsizlik, Freud, Jentsch.
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Structured Abstract:

Hasan Ali Toptas's Gélgesizler has attracted considerable scholarly attention through studies on
postmodern narrative technique, metafiction, provincial representation, memory, and the multilayered
construction of reality. Despite this growing body of research, the uncanny (das Unheimliche) remains one of
the novel’s least examined dimensions. It has generally been treated only within broader discussions of
postmodernism or through isolated episodes, and a comprehensive reading of the uncanny as the narrative’s
organizing aesthetic principle has remained limited. This study addresses that gap, demonstrating that the
uncanny functions as a fundamental narrative principle rather than a thematic element confined to specific
scenes. At the heart of this study lies the question of whether the novel’s unsettling atmosphere derives merely
from extraordinary events or emerges from the interaction of narrative structure, characterization, spatial
design, temporality, and narrative voice. To answer this, the study investigates the interconnected functions of
disappearance, ambiguity, fragmentation of identity, spatial dissolution, dream logic, and shadowlessness. The
analysis draws primarily on Ernst Jentsch’s conception of the uncanny as intellectual uncertainty and Sigmund
Freud’s theory of the return of the repressed, supported by Richard Kearney’s reflections on secrecy and
Nurdan Giirbilek’s discussions of repression and cultural memory.

The research is grounded in textual analysis and close reading. The primary text is Hasan Ali Toptas's
Golgesizler, examined systematically from beginning to end. Narrative episodes producing uncanny effects
were identified and analysed within the psychoanalytic framework established by Freud and Jentsch, with
attention directed at recurring narrative patterns rather than isolated events. Common narrative structures were
identified through close reading and grouped into six interrelated patterns: disappearance, ambiguity and
silence, fragmentation of identity, spatial dissolution, dream logic, and shadowlessness. Each pattern was
examined in relation to narrative structure, characterization, spatial organization, and temporal construction,
with particular attention to how uncertainty is sustained without definitive explanation. Kearney’s
interpretation of secrecy and Giirbilek’s discussions of the return of the repressed were used where relevant to
clarify the cultural dimensions of the uncanny. This approach allowed the uncanny to be evaluated not as an
isolated psychological response but as a structural principle governing the novel as a whole.

The analysis shows that the uncanny is generated through the interaction of multiple narrative layers
rather than isolated extraordinary events. Disappearance forms the first major pattern. Beginning with the
disappearance of Giivercin and expanding through other unresolved absences, it gradually exceeds its literal
meaning and evolves into the erasure of memory, identity, and the traces that confirm human existence. This
transformation turns physical absence into an ontological condition that continuously destabilizes both the
fictional world and the reader’s expectations. Closely connected to disappearance is a persistent production of
ambiguity: questions remain unanswered, explanations are suspended, and contradictory details prevent
definitive interpretation, consistently recreating the intellectual uncertainty described by Jentsch. Silence,
interrupted conversations, and omitted explanations reinforce this uncertainty, leading readers to question not
only the characters’ experiences but the reliability of the narrative itself, so that the uncanny expands from
individual events into the overall structure of the novel.

Fragmentation of identity forms another major dimension: characters frequently mirror one another,
personal identities become unstable, and the boundaries separating individuals gradually collapse, closely
corresponding to Freud's discussion of doubling and the return of the familiar in estranged form. Identity is
thus presented not as a stable condition but as a fluid construct constantly exposed to dissolution. Spatial
organization reinforces this process. Locations such as the village, the barber’s shop, and the city become
liminal spaces where the distinctions between reality and dream, interior and exterior, and past and present
continuously blur, so that space actively produces uncertainty rather than merely providing a setting. Temporal
organization further intensifies this effect, as the chronological sequence of events is repeatedly interrupted,
causal relationships become unstable, and dream-like transitions replace linear progression, so that reality
gradually loses coherence and the narrative continuously postpones certainty.

One of the study’s central insights concerns shadowlessness, the central image evoked by the novel’s
title. Far more than the literal disappearance of a shadow, shadowlessness signifies the gradual loss of the traces
that allow individuals to be recognized, remembered, and confirmed within the world they inhabit. Forgotten
faces, fading memories, and the disappearance of all signs verifying existence transform absence into an
ontological rather than a physical condition. Within this framework, shadowlessness becomes the culminating
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expression of the uncanny, in which disappearance, ambiguity, identity fragmentation, spatial dissolution, and
dream logic converge into a coherent aesthetic structure rather than a collection of unrelated motifs. Together,
these observations demonstrate that the uncanny derives its power from the organization of the narrative itself,
generated through structural elements that continuously undermine stable interpretations of reality.

This analysis also indicates that previous studies on Golgesizler have predominantly interpreted the
novel through postmodern narrative, metafiction, multiple realities, or provincial aesthetics, generally treating
uncanny episodes as secondary manifestations of broader postmodern strategies. The present study proposes a
different framework by treating the uncanny as the central principle through which the narrative acquires
coherence. Combining Freud’s return of the repressed with Jentsch's theory of intellectual uncertainty allows
the novel’s various components to be interpreted within a unified theoretical perspective. Kearney’s reflections
on secrecy and Giirbilek’s discussions of repression further illuminate the cultural and philosophical
dimensions of its unsettling atmosphere. Together, these approaches demonstrate that the uncanny is embedded
not only in individual scenes but in the novel’s narrative architecture.

The study concludes that Gélgesizler constructs the uncanny as a comprehensive aesthetic principle
shaping narrative structure, characterization, spatial organization, and the reader's experience of reality. Rather
than producing fear through extraordinary events alone, the novel persistently destabilizes identity, memory,
presence, and truth by refusing definitive explanations. This perspective offers an alternative framework for
understanding Toptas’s fiction and contributes to psychoanalytic literary criticism in Turkish literary studies
by presenting the uncanny as a productive analytical category. The analytical model developed here may also
serve future research on Toptag’s other works and on contemporary Turkish novels in which uncertainty,
disappearance, fractured identity, and unstable reality function as central narrative strategies.

Keywords: Hasan Ali Toptas, Gélgesizler, the uncanny, Sigmund Freud, Ernst Jentsch.
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Résumé Structuré:

Le roman Golgesizler de Hasan Ali Toptas a suscité un intérét critique considérable a travers des
études portant sur la technique narrative postmoderne, la métfiction, la représentation provinciale, la mémoire
et la construction plurielle de la réalité. Cependant, la dimension de I’inquiétante étrangeté (das
Unheimliche) demeure 1’un des aspects les moins explorés de I’ceuvre. Elle a généralement été abordée dans
le cadre de discussions plus larges sur le postmodernisme ou a travers des épisodes isolés, tandis qu'une lecture
globale de I’inquiétante étrangeté en tant que principe esthétique organisateur du récit reste limitée. Cette étude
vise a combler cette lacune, en démontrant que 1’inquiétante étrangeté fonctionne comme un principe narratif
fondamental, et non comme un simple motif thématique circonscrit a certaines scénes. La question centrale est
de savoir si ’atmosphére troublante du roman découle uniquement d’événements extraordinaires ou si elle
émerge de I’interaction entre la structure narrative, la caractérisation, la conception spatiale, la temporalité et
la voix narrative. Pour y répondre, I’étude examine les fonctions interconnectées de la disparition, de
I’ambiguité, de la fragmentation de I’identité, de la dissolution spatiale, de la logique onirique et de I’absence
d’ombre. L’analyse s’appuie principalement sur la conception de I’inquiétante étrangeté chez Ernst Jentsch,
définie comme incertitude intellectuelle, et sur la théorie freudienne du retour du refoulé, enrichies par les
réflexions de Richard Kearney sur le secret et les discussions de Nurdan Giirbilek sur le refoulement et la
mémoire culturelle.

La recherche repose sur une analyse textuelle et une lecture attentive du roman, examiné
systématiquement du début a la fin. Les épisodes générant des effets d’inquiétante étrangeté ont été identifiés
et analysés dans le cadre psychanalytique établi par Freud et Jentsch, avec une attention particuliére portée aux
schémas narratifs récurrents plutot qu’aux événements isolés. Six structures narratives interconnectées ont été
dégagées : la disparition, I’ambiguité et le silence, la fragmentation de 1’identité, la dissolution spatiale, la
logique onirique et I’absence d’ombre. Chaque structure a été étudiée en relation avec la construction narrative,
la caractérisation, 1’organisation spatiale et la temporalité, en mettant I’accent sur le maintien de 1’incertitude
sans explication définitive. Les interprétations de Kearney et les analyses de Giirbilek ont ét€ mobilisées pour
éclairer les dimensions culturelles de I’inquiétante étrangeté. Cette approche permet de I’évaluer non comme
une réaction psychologique isolée, mais comme un principe structurant du roman dans son ensemble.

L’analyse montre que l’inquiétante étrangeté est produite par I’interaction de multiples couches
narratives plutot que par des événements extraordinaires isolés. La disparition constitue le premier schéma
majeur : a partir de 1’absence de Giivercin et des autres disparitions non résolues, elle se transforme
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progressivement en effacement de la mémoire, de 1’identité et des traces confirmant 1’existence humaine. Cette
mutation fait de ’absence une condition ontologique qui déstabilise continuellement le monde fictionnel et les
attentes du lecteur. Etroitement li¢e & la disparition, I’ambiguité se manifeste par des questions sans réponses,
des explications suspendues et des détails contradictoires, recréant sans cesse 1’incertitude intellectuelle décrite
par Jentsch. Le silence, les dialogues interrompus et les explications omises renforcent cette incertitude,
amenant le lecteur a douter non seulement des expériences des personnages mais aussi de la fiabilité du récit,
de sorte que I’inquiétante étrangeté s’étend a la structure globale du roman.

La fragmentation de I’identité constitue une autre dimension essentielle : les personnages se reflétent
mutuellement, les identités personnelles deviennent instables et les frontiéres entre individus s’effondrent
progressivement, en écho a la réflexion freudienne sur le double et le retour du familier sous une forme
étrangée. L’identité est ainsi présentée comme une construction fluide, exposée a une dissolution constante.
L’organisation spatiale accentue ce processus : des lieux tels que le village, 1I’échoppe du barbier ou la ville
deviennent des espaces liminaires ou les distinctions entre réalité et réve, intérieur et extérieur, passé et présent
s’effacent, produisant I’incertitude au lieu de se limiter a un cadre. La temporalité intensifie encore cet effet :
la séquence chronologique est interrompue, les relations causales deviennent instables et des transitions
oniriques remplacent la progression linéaire, de sorte que la réalité perd sa cohérence et que le récit différe sans
cesse la certitude.

L’un des apports centraux de 1’étude concerne 1’absence d’ombre, image clé évoquée par le titre du
roman. Bien au-dela de la disparition littérale d’une ombre, elle symbolise la perte progressive des traces
permettant aux individus d’étre reconnus, mémorisés et confirmés dans le monde. Les visages oubliés, les
souvenirs effacés et la disparition des signes de 1’existence transforment 1’absence en condition ontologique.
Dans ce cadre, I’absence d’ombre devient I’expression culminante de I’inquiétante étrangeté, ou disparition,
ambiguité, fragmentation identitaire, dissolution spatiale et logique onirique convergent en une structure
esthétique cohérente.

Cette ¢tude montre également que les recherches antérieures sur Golgesizler ont surtout interprété le
roman a travers le prisme du postmodernisme, de la métfiction, de la multiplicité des réalités ou de I’esthétique
provinciale, considérant les épisodes d’inquiétante étrangeté comme des manifestations secondaires. La
présente recherche propose un cadre différent, en traitant I’inquiétante étrangeté comme le principe central qui
confére cohérence au récit. La combinaison de la théorie freudienne du retour du refoulé et de la conception
jentschienne de I’incertitude intellectuelle permet d’interpréter les composantes du roman dans une perspective
unifiée. Les réflexions de Kearney sur le secret et les analyses de Giirbilek sur le refoulement éclairent les
dimensions culturelles et philosophiques de son atmosphére troublante. L’inquiétante étrangeté apparait ainsi
comme un principe inscrit dans ’architecture narrative, et non comme un simple effet ponctuel.

En conclusion, Goélgesizler construit I’inquiétante étrangeté comme un principe esthétique global
fagonnant la structure narrative, la caractérisation, I’organisation spatiale et ’expérience du lecteur face a la
réalité. Plutot que de susciter la peur par des événements extraordinaires, le roman déstabilise continuellement
I’identité, la mémoire, la présence et la vérité en refusant toute explication définitive. Cette perspective offre
un cadre alternatif pour comprendre la fiction de Toptag et contribue a la critique littéraire psychanalytique
dans les études littéraires turques, en présentant I’inquiétante étrangeté comme une catégorie analytique
féconde. Le modéle développé ici peut également servir a 1’étude des autres ceuvres de Toptas et des romans
turcs contemporains ou 1’incertitude, la disparition, I’identité fragmentée et la réalité instable constituent des
stratégies narratives centrales.

Mots-Clés : Hasan Ali Toptas, Golgesizler, I’inquiétante étrangeté, Sigmund Freud, Ernst Jentsch

Resumen Estructurado:

La novela Golgesizler de Hasan Ali Toptas ha atraido una atencién critica considerable mediante
estudios sobre la técnica narrativa posmoderna, la metaficcion, la representacion provincial, la memoria y la
construccion pluricapa de la realidad. Sin embargo, la dimension de lo siniestro (das Unheimliche) sigue
siendo uno de los aspectos menos examinados. Generalmente se ha tratado inicamente dentro de discusiones
mas amplias sobre el posmodernismo o a través de episodios aislados, mientras que una lectura comprensiva

Turkish Studies, Language and Literature 21(3)



The Absurd Anti-Hero: Vladimir Voinovich’s Ivan Chonkin... 6235

de lo siniestro como principio estético organizador del relato ha permanecido limitada. Este estudio aborda
dicha laguna, demostrando que lo siniestro funciona como un principio narrativo fundamental y no como un
elemento temadtico confinado a escenas especificas. La cuestion central es si la atmosfera inquietante de la
novela deriva unicamente de acontecimientos extraordinarios o si surge de la interaccion entre la estructura
narrativa, la caracterizacion, el disefio espacial, la temporalidad y la voz narrativa. Para responder, la
investigacion examina las funciones interconectadas de la desaparicion, la ambigiiedad, la fragmentacion de la
identidad, la disolucion espacial, la ldgica onirica y la ausencia de sombra. El analisis se apoya principalmente
en la concepcion de Ernst Jentsch de lo siniestro como incertidumbre intelectual y en la teoria freudiana del
retorno de lo reprimido, complementadas por las reflexiones de Richard Kearney sobre el secreto y las
discusiones de Nurdan Giirbilek acerca del recuerdo reprimido y la memoria cultural.

La investigacion se fundamenta en el analisis textual y la lectura minuciosa. El texto principal,
Golgesizler, se examina de manera sistematica desde el inicio hasta el final. Los episodios que producen
efectos siniestros se identifican y analizan dentro del marco psicoanalitico establecido por Freud y Jentsch,
prestando atencion a los patrones narrativos recurrentes mas que a los eventos aislados. A través de la lectura
detallada se identifican seis estructuras narrativas interrelacionadas: desaparicion, ambigiiedad y silencio,
fragmentacion de la identidad, disolucion espacial, 16gica onirica y ausencia de sombra. Cada patrén se estudia
en relacion con la estructura narrativa, la caracterizacion, la organizacion espacial y la construcciéon temporal,
con especial atencion a cémo se mantiene la incertidumbre sin ofrecer explicaciones definitivas. Las
interpretaciones de Kearney y las discusiones de Giirbilek se utilizan para aclarar las dimensiones culturales
de lo siniestro. Este enfoque permite evaluarlo no como una reaccién psicologica aislada, sino como un
principio estructural que gobierna la novela en su conjunto.

El analisis demuestra que lo siniestro se genera mediante la interaccion de multiples capas narrativas
y no por eventos extraordinarios aislados. La desaparicion constituye el primer patron principal: comienza con
la ausencia de Giivercin y se expande a otras ausencias no resueltas, hasta transformarse en borrado de la
memoria, la identidad y las huellas que confirman la existencia humana. Esta transformacion convierte la
ausencia fisica en una condicion ontoldgica que desestabiliza tanto el mundo ficticio como las expectativas del
lector. Estrechamente vinculada a la desaparicion esta la produccidn persistente de ambigiiedad: las preguntas
quedan sin respuesta, las explicaciones se suspenden y los detalles contradictorios impiden la interpretacion
definitiva, recreando constantemente la incertidumbre intelectual descrita por Jentsch. El silencio, las
conversaciones interrumpidas y las explicaciones omitidas refuerzan esta incertidumbre, llevando al lector a
cuestionar no solo las experiencias de los personajes, sino también la fiabilidad del relato mismo, de modo que
lo siniestro se expande desde eventos individuales hacia la estructura global de la novela.

La fragmentacion de la identidad constituye otra dimension esencial: los personajes se reflejan entre
si, las identidades personales se vuelven inestables y las fronteras entre individuos se derrumban
progresivamente, en estrecha correspondencia con la discusion freudiana sobre el doble y el retorno de lo
familiar en forma extrafiada. La identidad se presenta, asi, no como una condicion estable, sino como una
construccion fluida expuesta a la disolucion. La organizacion espacial refuerza este proceso: lugares como la
aldea, la barberia y la ciudad se convierten en espacios liminales donde las distinciones entre realidad y suefio,
interior y exterior, pasado y presente se difuminan, de modo que el espacio produce incertidumbre en lugar de
servir simplemente de escenario. La organizacion temporal intensifica este efecto: la secuencia cronolédgica se
interrumpe, las relaciones causales se vuelven inestables y las transiciones oniricas reemplazan la progresion
lineal, de modo que la realidad pierde coherencia y el relato pospone continuamente la certeza.

Uno de los hallazgos centrales del estudio concierne a la ausencia de sombra, imagen evocada por
el titulo de la novela. Mas all4 de la desaparicion literal de una sombra, la ausencia de sombra significa la
pérdida gradual de las huellas que permiten reconocer, recordar y confirmar a los individuos en el mundo que
habitan. Los rostros olvidados, los recuerdos desvanecidos y la desaparicion de los signos que verifican la
existencia transforman la ausencia en una condicién ontoldgica. En este marco, la ausencia de sombra se
convierte en la expresion culminante de lo siniestro, en la que desaparicion, ambigiiedad, fragmentacion de la
identidad, disolucion espacial y l6gica onirica convergen en una estructura estética coherente.

El estudio indica también que las investigaciones previas sobre Golgesizler han interpretado
predominantemente la novela a través de la narrativa posmoderna, la metaficcion, las multiples realidades o la
estética provincial, considerando los episodios siniestros como manifestaciones secundarias de estrategias
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posmodernas mas amplias. La presente investigacion propone un marco distinto al tratar lo siniestro como el
principio central mediante el cual el relato adquiere coherencia. La combinacién del retorno de lo reprimido en
Freud con la teoria de la incertidumbre intelectual de Jentsch permite interpretar los diversos componentes de
la novela dentro de una perspectiva tedrica unificada. Las reflexiones de Kearney sobre el secreto y las
discusiones de Giirbilek sobre el recuerdo reprimido iluminan las dimensiones culturales y filosoficas de su
atmosfera inquietante. En conjunto, estos enfoques demuestran que lo siniestro esta incrustado no solo en
escenas individuales, sino en la arquitectura narrativa de la obra.

La investigacion concluye que Golgesizler construye lo siniestro como un principio estético integral
que moldea la estructura narrativa, la caracterizacion, la organizacion espacial y la experiencia del lector frente
alarealidad. En lugar de producir miedo tinicamente a través de eventos extraordinarios, la novela desestabiliza
de manera persistente la identidad, la memoria, la presencia y la verdad al rehusar explicaciones definitivas.
Esta perspectiva ofrece un marco alternativo para comprender la ficcion de Toptas y contribuye a la critica
literaria psicoanalitica en los estudios literarios turcos al presentar lo siniestro como una categoria analitica
productiva. El modelo desarrollado aqui puede servir también para futuras investigaciones sobre otras obras de
Toptas y sobre novelas turcas contemporaneas en las que la incertidumbre, la desaparicion, la identidad
fracturada y la realidad inestable funcionan como estrategias narrativas centrales.

Palabras Clave: Hasan Ali Toptas, Golgesizler, lo siniestro, Sigmund Freud, Ernst Jentsch
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CrpykrypupoBanHoe Pe3iome:

Poman «be3 Tteneit» (Golgesizler) Xacana Anu Tonrtama npuBia€k 3HAYMTEILHOE BHUMaHHUE
uccienoBareneil  Omaromapss  paboraM O  MOCTMOJEPHHCTCKOH  ITOBECTBOBATENBHOM  TEXHHKE,
METANOBECTBOBAHHH, IPOBUHIIMATIBHOMN PENPE3eHTALINHY, MAMSITH 1 MHOTOCIIOMHOM KOHCTPYKIMH PEaIbHOCTH.
Opnnako usmepeHue <«eKyTkoro» (das Unheimliche) ocraércs onqHuM U3 HauMmeHee HM3YUYEHHBIX aCIEKTOB
npousBeneHus. OOBIYHO OHO paccMaTpUBAIOCH JIMIIL B paMKax Oojiee MIMPOKMX JHCKycCHl O
MOCTMOJEPHU3ME WM 4Yepe3 OTIENbHBIE SMU30Jbl, TOrJa Kak LEJIOCTHOE NPOUYTEHHE <OGKYTKOI0» Kak
OpPTaHU3YIOIIETO 3CTETHYECKOI0 MPHHIMIA [OBECTBOBaHMA OCTaéTcst OrpaHMdeHHbIM. Hacrosmee
UCCIIe/IOBaHKE BOCIIONHSET 3TOT MPOOEJI, OKa3bIBasl, YTO «KYTKOe» (PyHKIMOHUPYET KaK (hyHIaMEHTabHbIN
[IOBECTBOBATEIIbHBIN IIPUHIINIL, 4 HE KAK TEMATUYECKUI DJIEMEHT, OTPAaHUUYEHHBIM KOHKPETHBIMU ClicHaMu. B
LeHTpe paboThl CTOUT BOMPOC: BO3HUKAET JIM TPEBOXKHAsI aTMOcepa pOMaHa UCKIIIOYUTEIbHO N3 HEOOBIYHBIX
coOBITHI WK ke OHa (popMHUpyeTCsi BO B3aUMOJICHCTBIH ITOBECTBOBATEILHON CTPYKTYPbI, XapaKTepH3alUH,
MPOCTPAHCTBEHHOT O AW3aliHa, TEMIIOPAIFHOCTH M IIOBECTBOBATENIHHOIO Tooca. [l oTBeTa aHAIU3UPYIOTCS
B3aUMOCBSI3aHHbIE ~ (QYHKIMM  HMCYE3HOBEHHs, HEONpPEAENEHHOCTH, (parMeHTalun  HASHTHYHOCTH,
MPOCTPAHCTBEHHOI'O pacnaja, JIOTUKA CHa M OTCYTCTBUS TeHU. McciemoBaHHMe ONMUpPAeTCsl HA KOHLEMIUIO
DpHcra Menua 0 «KyTKOM» Kak MHTEIICKTyalbHOM HEONpeIeNéHHOCTH M Ha Teopuio 3urmynia dpeiina o
«BO3BPAIIEHUN BHITECHEHHOTO», JIOMOJHEHHbIE pa3MblinuieHnssMu Prudapaa Keprau o TaiiHe n o0cyXaeHUsIMA
Hypnan I'opOusiex o BEITECHEHHH M KyJIbTYPHOH MaMsITH.

Pabora ocHOBaHa Ha TEKCTyaJIbHOM aHaJIM3€ U BHUMATEILHOM 4YTeHHH. OCHOBHOW TEKCT — pOMaH
«be3 TeHei» — wuccruemyeTrcs CHCTEMAaTHYECKH OT Hadaga 10 KOHIA. OMH30AbI, co3paromme 3ddexr
(OKYTKOT'O», OBLIH BBISBJIEHBI U MIpOaHAIM3UPOBAHBLI B IICUXOAHAIUTHICCKOM KITHOYEC (Dpeﬁzla )4 eran, npu
3TOM BHUMAHHUE YJACIIAIOCH MMOBTOPAIOMIMMCA MMOBECTBOBATCIIBHBIM CTPYKTYypaM, a HE OTACIbHBIM COOBITHSM.
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B pesynprare ObUTM BBIAEIEHBI IIECTh B3aWMOCBSI3aHHBIX CTPYKTYPHBIX IATTEPHOB: HCUE3HOBCHHE,
HEOTPENEeNEHHOCTh U MOJTYaHNe, (pparMeHTanusl HACHTHIHOCTH, IPOCTPAHCTBEHHBIN pacial, JOTHKa CHA H
OTCYTCTBHME TeHHM. KakIplii mNaTTepH pacCMOTPEH B CBSA3M C IIOBECTBOBATEIBHOM CTPYKTYpOIi,
XapakTepu3aIie, MPOCTPAaHCTBEHHON OpraHW3anneil 1 BpeMEHHOW KOHCTPYKITHEH, ¢ 0COOBIM aKIIeHTOM Ha
moJiep>kaHNe HeolpeAaeaEHHOCTH 0e3 OKOHYATeNbHBIX 00bscHeHni. WuTepnperannun Kepuu u I'topOniex
UCTIONB30BAINCHh U MPOSICHEHUS KyJIbTYPHBIX H3MEPEHHH <(OKYyTKOro». Takod TOAXOA IMO3BOJIMII
paccMaTpuBaTh <«KYTKOE» HE KaK H30JIMPOBAHHYHO IICHXOJOTMYECKYIO0 PEaKLUI0, a KaK CTPYKTYpHBII
MPUHINI, YIPABISIOMNNA POMAHOM B LEJIOM.

AHanmu3  TOKa3bIBaeT, UYTO  <OKYTKOE»  IOPOXKJIAeTcs  B3aUMOJICHCTBHEM  MHOXECTBa
MIOBECTBOBATEINILHBIX CJIOEB, @ HE OTJCIHHBIMU HEOOBIYHBIMH COOBITHSIMHU. Vicue3HOBeHHE 00pasyeT mepBhIi
KPYIHBI INAaTTEPH: HAYMHAs C UCYE3HOBEHUsA ['IOBEp/DKMH U PACIIUpPSACh 4epe3 ApyTHe HEpelICHHBIC
OTCYTCTBUSI, OHO ITOCTEIIEHHO BBIXOIMT 3a Ipelesbl OyKBaJILHOTO 3HAUCHMs M IIPEBpallaeTcs B CTHpAaHUE
MaMATH, WACHTUYHOCTH M CIIEIOB, MOATBEP)KAAIOMINX YEIOBEYECKOE CYIIECTBOBAHME. JTO IPEBPAIICHHE
JenaeT (U3MIECKOE OTCYTCTBHE OHTOJIOTHYECKHM COCTOSIHHEM, IIOCTOSIHHO AECTAOMIM3HPYIOMINM Kak
(UKTHBHBIA MHp, TaK M OXWAAHWA YHUTaTelId. TecHO CBs3aHHAas C HMCYE3HOBEHHEM HEONPEAEIEHHOCTh
MPOSIBISIETCS B BU/IE HEOTBEUCHHBIX BOIPOCOB, OTIIOKEHHBIX OOBSICHEHUH M MPOTHBOPEUMBBIX JETalEH, 9TO
TIOCTOSIHHO BOCHPOM3BOJNT HHTEJIEKTYalIbHYI0 HEONPENENEHHOCTh, OINMMCAHHYI0 Menuem. Momdanme,
IpepBaHHBIC Pa3rOBOPEI U OMYIICHHBIC OOBSICHEHNS YCHIIMBAIOT 3TY HEOIIPEAEIEHHOCTD, 3aCTaBIIss YUTATEIs
COMHEBATbCsSl HE TOJBKO B OIBITE IEPCOHAKEH, HO U B HAAEKHOCTU IIOBECTBOBAHMS, TaK UTO <(GKYTKOE»
pacnpocTpaHsieTcs OT OTIENIBHBIX COOBITHI Ha BCIO CTPYKTYpPY POMaHa.

dparMeHTaIMs UACHTHYHOCTH 00pa3yeT elE 0OHO BayKHOE U3MEPEHHE: IIEPCOHAXKU YaCTO OTPAXKAIOT
JIpyT JOpyra, JUYHBIE HACHTUYHOCTH CTAHOBITCA HECTAOMJIBHBIMH, a TpaHHULBl MEXAy WHIUBHIAMHU
MOCTENICHHO pa3MbIBAIOTCS, YTO COOTBETCTBYET (pPEiIOBCKOMY OOCYXACHHIO «IBOMHHUYECTBa» H
BO3BpAILCHUS 3HAKOMOTO B OTUYXIEHHOW ¢(opme. MIEHTHYHOCTH NpeNCcTaBlIeHa HE KaK yCTOHYMBAs
JTAHHOCTBD, a KaK TeKy4Jasi KOHCTPYKIIHS, IOCTOSTHHO ITOJBEP)KEHHAs pacmany. [IpocTpaHcTBeHHAS OpTaHU3aIHS
YCHIIMBAET 3TOT IPOLECC: TAKUE MECTa, KaK JEPEBHS, MMAPUKMaxepcKasi U TOPOJI, CTAHOBATCS TMMUHATbHBIMHU
MPOCTPAHCTBAMH, TZI€ Pa3INuus MEXIYy pPeaJbHOCTBIO M CHOM, BHYTPCHHHM M BHELIHHUM, HPOLUIBIM H
HACTOSIIIIUM TIOCTOSIHHO CTHPAIOTCS, TaK YTO NMPOCTPAHCTBO AKTUBHO IPOU3BOJHUT HEONPEAECNEHHOCTD, a HE
MPOCTO CITY>KUT CIEeHOW. BpemeHHast opranmsanus emg Oonee yCHIMBAET 3TOT 3(QeKT: XpoHoIornIecKas
MOCJIEIOBATEIEHOCTh COOBITHHM ITOCTOSIHHO TIPEpPBIBAETCS, MNPHUYMHHO-CIEICTBEHHBIE CBS3H CTaHOBATCS
HECTaOWJIBHBIMH, a MEPeXObl, HAIIOMHHAIOUINE COH, 3aMEHSIOT JMHEHHOEe pa3BUTHE, TaK YTO PEaIbHOCThH
MOCTETIEHHO TepseT CBA3HOCTD, a IIOBECTBOBAHKME HETIPEPHIBHO OTKJIAJBIBACT ONPEIEIEHHOCTb.

OIHMM M3 IIEHTPAJIBHBIX BBIBOJOB HCCIICIOBAHUS SIBIIETCS «OTCYTCTBHE TEHM», KIIFOYEBOIl 00pas,
BBI3BIBAEMBIN Ha3BaHMEM pomaHa. OHO O3HayaeT HE TONbKO OyKBaJbHOE MCUYEC3HOBEHHE TEHH, HO H
MOCTETIEHHYI0 YTpaTy CJEI0B, IO3BOJSIOMINX HMHIWBHIOB Yy3HABaTh, IMOMHHUTh W IOJTBEPXKIATh HX
CYIIECTBOBaHWE B Mupe. 3aObIThIE JIMIA, Yracarollie BOCIIOMHHAHHMS W HCYE3HOBEHHE BCEX 3HAKOB,
YIOCTOBEPSIOIINX OBITHE, TPEBPAIIAIOT OTCYTCTBUE B OHTOJIOTHYECKOE COCTOSIHUE. B 3T0i pamke oTcyTcTBHE
TEHH CTAHOBUTCS  KYJIbMHHAIMOHHBIM  BBIP2XKEHHEM  «KYTKOTO», B KOTOPOM  HCYE3HOBEHHE,
HEONpeIeNIEHHOCTh, (parMeHTalnusl WACHTHYHOCTH, IPOCTPAHCTBEHHBIH paclaj M JIOTHKa CHa CXOIITCS B
€/INHYIO 3CTETHUYECKYIO CTPYKTYPY.

HccnenoBanue Takke IMOKa3blBaeT, 4TO MpexHHEe paboTel 0 «be3 TeHei» mNpeuMyIiecTBEHHO
HUHTEPIIPETUPOBATIN POMAH Y€PE3 MOCTMOJACPHUCTCKOC IMMOBECTBOBAHUE, METAIIOBECTBOBAHUEC, MHOKCCTBCHHBIC
PCaJIbHOCTU WJIM TMNPOBUHOHUAIBHYIO OJOCTETHKY, pacCcMarpuBasg OJSIU30AbI <OKYTKOI'0» KaK BTOPHUYHBIC
MposiBIICHUST O0Jiee MHUPOKUX MOCTMOACPHUCTCKUX cTpareruii. HacTtosimee uccneaoBanne npearaeT HHOH
MOAXO0J, pacCcMaTpuBas <«OKYTKOE» Kak HCHTpaIIBHBH\/'I IPUHIIAII, rlpm[a}omnﬁ IIOBECTBAHUIO ILICJIOCTHOCTD.
Coderanne (QpEHIOBCKON  KOHIICTIIIMM  «BO3BpPAIICHUS BBITECHEHHOTO» C WEHYEBCKOW TeOopHeH
MHTEJJIEKTYyalbHOM HEONPEeNeIEHHOCTH MO3BOJISIET WHTEPIPETUPOBATh PA3IMUHbIE KOMIIOHEHTHl pOMaHa B
€IMHOM TeopeTHyecKol nepcrekTuBe. Pasmeimurenus Kepau o taiine u 06cyxaenus [ FopOmiek o BRITECHEHUH
JIOTIOTHUTEIBHO OCBEINAIOT KYJIBTYpHBIC U (priiocodckre u3MepeHus TPEeBOKHON aTMOC(hEphI TPOU3BEACHUS.
B cOBOKYIHOCTH 3TH MOAXO/IbI TOKA3BIBAIOT, UTO «XKYTKOE» BCTPOEHO HE TOJILKO B OT/AEIbHbIE CUEHBI, HO U B
APXUTEKTYPY MOBECTBOBAHUSI.
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B 3axirouenme, poman «be3 TeHel» KOHCTPYHPYET «KYTKOE» KaK BCCOOBEMITIOIINN 3CTEeTHICCKUN
NPUHIOUT, (QOPMHUPYIOMIMN IOBECTBOBATENBHYIO CTPYKTYpPY, XapaKTepH3aLHUi0, IPOCTPAHCTBEHHYIO
OpPTaHM3AIMI0O W YUTATEIBCKOE BOCIPHATHE PEATBHOCTH. BMecTo TOro 4droObl BBI3BIBATH CTpax
UCKITIOUYNTEIBHO HEOOBIYHBIMH COOBITHSMH, POMaH IOCTOSIHHO AECTAOMIM3HPYET HUACHTUYHOCTH, MaMATh,
NPUCYTCTBHE W WCTHHY, OTKAa3blBasCh OT OKOHYATENbHBIX OOBsicHeHmi. Takoil mogxon mpemiaraet
QIPTCPHATHBHBIA AHATUTUYECKHH Kapkac JJIsi MOHMMaHHS Tpo3bl Tonrama © BHOCHT BKIag B
NCUXOAHAIUTHUECKYIO JIUTEPATypHYIO KPUTHKY B TYPELKHX JUTEPaTypHBIX HCCIEIOBAHUAX, IPEACTaBIIS
<OKYTKOE» KaK TPOAYKTHBHYIO aHAJIMTHYECKYI0 Kareropuio. PazpaboTaHHas MoJeNb aHain3a MOXET OBITh
IpUMEHEHa M K APYrMM Ipou3BeleHHsM TonTamma, a Takke K COBPEMEHHBIM TYpeIKHUM pOMaHaM, Tie
HEOTNpeeNIEHHOCTh, NCYE3HOBEHHE, (hparMeHTalus HICHTHYHOCTH U HECTaOMIIbHAs PEAIbHOCTh BBICTYIAIOT
LEHTPaJIbHBIMU NTIOBECTBOBATEIbHBIMH CTPATETUIMH.

KuoueBbie CioBa: Xacan Anu Tonra, «be3 Teneiy, xkyTtkoe, 3urmyna @peiin, pHetr Uenu
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PIIS : T 3fcA ST, MARISIER, 3oiie / SR (das Unheimliche), RETHS IS, 3

D)

Yapilandirilmis Ozet:

Hasan Ali Toptas’in Gdlgesizler romani, yayimlandig tarihten bu yana postmodern anlati yapist,
istkurmaca, tasra, bellek, gerceklik algist ve anlatim teknikleri bakimindan farkli yonleriyle incelenmistir.
Bununla birlikte romanda belirgin bi¢cimde hissedilen tekinsizlik duygusunun anlatinin biitiiniinii kusatan
estetik isleyis igerisindeki yeri, bugiine kadar ¢ogunlukla belirli sahneler veya sinirli anlati unsurlari iizerinden
degerlendirilmistir. Tekinsizligi romanin yapisint agiklayan temel bir ¢éziimleme ekseni olarak ele alan
calismalar ise smurlt kalmistir. Golgesizler, okuru siirekli belirsizlik iginde birakan olay orgiisii, kaybolan
kisileri, ¢ozlilemeyen sirlari, birbirine karigan zaman ve mekan diizlemleri, kimlik siirlarint belirsizlestiren
karakterleri ve agiklanmayan anlati bosluklariyla tekinsizlik kavraminin sundugu kuramsal olanaklar
cergevesinde yeniden okunabilecek zengin bir metindir.

Bu arastirma, s6z konusu bosluktan hareketle romanda tekinsizligin hangi anlatisal araglarla
kuruldugunu ortaya koymayi amaglamaktadir. Calismanin temel problemi, tekinsizlik duygusunun belirli
olaylar ya da karakterler araciligiyla ortaya ¢ikan gegici bir hava mi1 olugturdugu, yoksa romanin anlati yapisini
bigcimlendiren estetik bir ilke olarak mi isledigi sorusu etrafinda sekillenmektedir. Bu dogrultuda romanda
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kaybolma, belirsizlik, benlik yarilmasi, mekéansal ¢oziilme, rilya mantig1 ve golgesizlesme olgular tekinsizlik
kavrami ekseninde birlikte degerlendirilmistir. Bu anlatisal unsurlarin birbirleriyle kurdugu iliskinin romanmn
biitiiniine nasil yayildig1 incelenmistir.

Kuramsal cerceve olusturulurken Ernst Jentsch’in tekinsizligi entelektiiel belirsizlik {izerinden
aciklayan yaklagimi ile Sigmund Freud’un bastirilanin geri doniisiine dayanan kurami temel alinmistir. Bu
cergeve, Richard Kearney’nin sir ve mahremiyet iizerine gelistirdigi degerlendirmeler ile Nurdan Giirbilek’in
bastirilanin geri doniisiine iliskin yorumlarindan yararlanilarak derinlestirilmistir. Béylece romanin farkli
anlatisal bilesenleri birbirinden bagimsiz basliklar olarak degil, tekinsizlik deneyimini birlikte kuran unsurlar
olarak ele alinmistir. Arastirmada metin incelemesine dayali yakin okuma yontemi benimsenmistir.

Incelemenin temel metnini Hasan Ali Toptas’in Gélgesizler romani olusturmustur. Roman bastan
sona sistematik bigimde okunmustur. Tekinsizlik duygusunu iireten olaylar, kisiler, anlatim bigimleri ve
mekansal diizenlemeler belirlenerek kuramsal ¢er¢eve dogrultusunda ¢oziimlenmistir. Analiz siireci, metindeki
tekrar eden anlatisal Oriintiilerin tespitine dayanmuistir. Bu yinelenen unsurlar ortak 6zellikleri dogrultusunda
bir araya getirilmigtir. Coéziimleme sonucunda tekinsizlik duygusunun kaybolmalar, belirsizlikler, benlik
yarilmalar1, mekénsal ¢oziilmeler, rilya mantigini ¢agristiran anlati gegisleri ve golgesizlesme olmak tizere altt
temel anlatisal oriintii etrafinda kuruldugu belirlenmistir. Bu alt1 eksenin her biri Freud ve Jentsch’in kuramsal
yaklagimlart dogrultusunda degerlendirilmigtir. Gerekli goriilen noktalarda Kearney ve Giirbilek’in
yorumlariyla desteklenmistir. Romanda tekinsizligin salt icerik diizeyinde goriilen olaganiistii olaylardan
kaynaklanmadigi, anlatinin kurulus bigimiyle yakindan iligkili oldugu ortaya konulmaya calisilmistir.

Inceleme sonucunda tekinsizlik duygusunun romanin belirli bsliimlerinde yogunlasip kaybolan gegici
bir izlenim olusturmadigi, anlatinin biitiiniine yayilan estetik bir diizen iginde siirekli yeniden iiretildigi
belirlenmistir. Kaybolmalar bu yapmin ilk halkasini olusturmaktadir. Giivercin’in kaybolusuyla baslayan
stire¢, romandaki diger kaybolmalarla genislemektedir. Kisiler kadar onlarin hatiralari, yiizleri ve varliklarini
dogrulayan izler de zamanla silinmektedir. Kaybolma olgusu fiziksel bir yok olusun 6tesine gegerek bireyin
diinyayla kurdugu iligkinin ¢dziilmesine doniismektedir. Buna bagli olarak roman boyunca cevaplanmayan
sorularin artmasi, olaylarin kesin bir agiklamaya kavusmamasi ve anlatinin siirekli yeni belirsizlikler iiretmesi
tekinsizlik duygusunu derinlestirmektedir.

Jentsch’in soziinii ettigi entelektiiel belirsizlik, okurun olaylar karsisinda kesin bir yargiya
ulasamamasiyla siirekli yeniden kurulmaktadir. Sessizlikler, yarim birakilan konusmalar ve agiklanmayan
bosluklar da bu belirsizlik alanini genisletmektedir. Roman ilerledik¢e okur, kisiler kadar anlaticinin sundugu
bilgilerin de giivenilirligini sorgulamaya baglamaktadir. Bu durum tekinsizligi tek tek olaylarin etkisinden
¢ikararak anlatinin genel isleyisine yerlestirmektedir. Romanin ilerleyen boliimlerinde tekinsizligin bir diger
goriinimii benlik yarilmalar ve ikizlik iliskileri tizerinden kurulmaktadir. Karakterler arasindaki benzerlikler,
kimliklerin birbirine karigsmasi ve kisilerin kendi varliklarindan kusku duymaya baslamalari Freud'un
tekinsizlik kuraminda 6nemli bir yer tutan giftlesme olgusuyla ortiismektedir.

Roman kisilerinin yasadigi kimlik ¢éztilmesi, bireysel bir ruh hali olmaktan ¢ikarak anlatinin genel
havasmi belirleyen temel dinamiklerden biri haline gelmektedir. Benzer bigimde mekanlar da geleneksel
islevlerinden uzaklagmaktadir. Koy, sehir, berber diikkani ve diger anlatt mekénlar1 sadece olaylarin gegtigi
fiziksel alanlar olarak kalmamaktadir. Gergek ile diis, icerisi ile disarisi, gegmis ile simdi arasinda stirekli
geciglere zemin hazirlayan esik mekanlara doniismektedir. Bu nedenle roman boyunca mekansal siireklilik de
pargalanmakta, okurun giiven duygusunu destekleyen unsurlar yavas yavas ortadan kalkmaktadir.

Zamanin dogrusal akisinin bozulmasi, olaylarin neden-sonug iligkilerinin belirsizlesmesi ve anlati
katmanlarinin i¢ ige gecmesi ise riiya mantigini ¢agristiran bir anlati diizeni olusturmaktadir. Okur, roman
kisileri gibi siirekli degisen, kesinlik kazanmayan ve agiklanmaya direnen bir anlati evreni igerisinde yer
almaktadir. Arastirmanin ulastig1 dikkat ¢ekici unsurlardan biri de romanin adini olusturan gdlgesizlesme
olgusunun {stlendigi islevdir. Golgesizlesme, fiziksel anlamda gdlgenin kaybolmasindan ¢ok, bireyin
diinyadaki izlerini, taninabilirligini ve hatirlanabilirligini yitirmesini ifade etmektedir. Hatiralarin silinmesi,
kisilerin birbirlerini tantyamamasi, yiizlerin unutulmasi ve varlig1 dogrulayan gostergelerin ortadan kalkmasi,
kaybolma olgusunu ontolojik bir ¢dziilmeye donistiirmektedir.
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Kaybolmalar, belirsizlikler, benlik yarilmalari, mekansal ¢oziilmeler ve riiya mantif1 birbirinden
bagimsiz unsurlar degildir. Golgesizlesmeyle tamamlanan ortak bir estetik yapinin parcgalaridir. Tim bu
unsurlar birlikte degerlendirildiginde tekinsizligin romanda belirli sahnelerde ortaya cikan gegici bir etki
olusturmadigi gibi anlatinin olay orgiisiinii, karakterlerini, mekan kurgusunu ve anlatim tekniklerini ayni eksen
etrafinda birlestiren estetik bir diizen kurdugu anlasilmaktadir.

Arastirma sonucunda elde edilen veriler, Golgesizler izerine bugiline kadar yapilan c¢alismalarin
¢ogunlukla postmodern anlati teknikleri, iistkurmaca, gerceklik katmanlari ve tasra estetigi iizerinde
yogunlastigini gostermektedir. Tekinsizlik ise romanin biitiinlinii agiklayan kurucu bir ¢éziimleme yontemi
olarak daha sinirli bigimde ele alinmistir. Bu ¢aligma, tekinsizligi romanin farkli unsurlarini birbirine baglayan
temel estetik ilkelerden biri olarak degerlendirmesi bakimindan mevcut literatiire farkli bir bakis agist
kazandirmaktadir.

Freud’un bastirilanin geri doniisiine dayanan yaklasimi ile Jentsch’in entelektiiel belirsizlik kuraminin
birlikte kullanilmasi, romandaki olaylarin ve anlatim tekniklerinin tek bir kuramsal cergevede
degerlendirilmesini miimkiin kilmaktadir. Kearney’nin sir ve mahremiyet, Giirbilek’in ise bastirilanin geri
doniistine iliskin yorumlari, tekinsizligin kiiltiirel ve anlatisal boyutlarini goriiniir kilarak ¢dziimlemeyi
zenginlestirmektedir. Boylece romanin salt olaganiistii olaylar ya da psikolojik gerilim {izerinden degil,
gerceklik algisini siirekli sorgulayan estetik yapisi lizerinden de okunabilecegi ortaya konulmaktadir. Bu
arastirmanin ulastig1 sonuglar, Hasan Ali Toptas’in anlat1 diinyasinin tekinsizlik kavrami ¢er¢evesinde yeniden
degerlendirilmesine katki saglamaktadir. Bunun yaninda ¢agdas Tiirk romaninda benzer anlati bigimleri
kullanan eserlerin ayni kuramsal yaklasim dogrultusunda incelenebilmesine de yodntemsel bir zemin
sunmaktadir. Tekinsizlik kavramimin bellek, kimlik, mekéan ve anlati iliskileriyle birlikte ele alinmasi, Tirk
edebiyatindaki psikanalitik ¢6ziimlemelerin farkli yonlerden gelistirilmesine zemin olusturabilecek yeni
aragtirma alanlarina da isaret etmektedir.

Anahtar Kelimeler: Hasan Ali Toptas, Golgesizler, tekinsizlik, Freud, Jentsch.
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The Psychoanalytic Construction of the Uncanny in Hasan Ali Toptas’s Galgesizler

Introduction

Literature offers a field of experience in which the boundaries between the real and the
fictional, the familiar and the foreign, the self and the other, are in constant flux. Within this field of
experience, literary texts become narrative universes in which fears, anxieties, and uncertainties that
go unnoticed in everyday life are rendered visible. Andrew Bennett and Nicholas Royle observe that
literature is uncanny by its very nature and continually confronts the reader with shifting layers of
meaning. For these authors, the literary text draws the reader away from fixed meanings and invites
them into a continuous process of interpretation and re-signification, one in which the narrative’s
own boundaries grow increasingly blurred (2018, p. 53-54). It can be argued that this experience of
ambiguity is also decisive in the prominent place the concept of the uncanny has come to occupy in
contemporary literary studies.

The uncanny is a concept addressed from various angles within literary theory. Mark Fisher
associates the uncanny less with fear than with a sense of absence or excess. For him, the uncanny
concerns the presence of something that should not be there, or the absence of something that should
be there (2020, p. 12-15). Ernst Jentsch explains the concept through intellectual uncertainty: when
a person cannot be sure of the nature of an event, object, or situation they encounter, they are
confronted with a feeling of doubt and indecision, and it is within this field of uncertainty that this
feeling arises (2024, p. 11-15). Sigmund Freud, on the other hand, argues that the uncanny does not
originate in something wholly foreign, but in elements that were once familiar and that return,
estranged, after a process of repression (2024, p. 48). The concept is thus related less to the unknown
than to the unexpected estrangement of the familiar. Richard Kearney’s reflections on strangeness
and intimacy, together with Giirbilek’s remarks on the return of the repressed, support this approach
from different angles. In this form, the uncanny becomes visible as a multilayered concept shaped at
the intersection of ambiguity, repression, estrangement, and return.

Another genre often confused with the uncanny is the fantastic. The two are not identical,
however, but stand in a relationship of interaction. By generating ambiguities and inconsistencies in
the representation of reality, the fantastic nourishes the sense of the uncanny. In emphasizing the
indeterminacy between the real and the unreal, the fantastic shares common ground with this concept.
Tzvetan Todorov, one of the first names that comes to mind when the fantastic genre is mentioned,
stresses in his The Fantastic: A Structural Approach to a Literary Genre that what makes fantastic
texts fantastic is a hesitation or indecision that passes from the text to the reader: “The fantastic lasts
only as long as a hesitation: a hesitation common to reader and character, who must decide whether
or not what they perceive belongs to ‘reality’ as defined by common opinion” (Todorov, 2012, p. 47).
The concept of the uncanny that Todorov treats as one of the conditions of the fantastic does not fully
correspond to the uncanny as defined by Freud. For Todorov, the uncanny contains a deceptive
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reality. Behind what appears strange lie logical causes explicable through the laws of nature. For
Freud, however, the uncanny is a psychoanalytic concept, an experience rooted in childhood and
related to belief and to the individual’s unconscious. This approach makes it possible to view the
concept not merely as an individual psychic experience but also as a result of the interpretive
relationship the reader establishes with the text.

Elements such as the fragmentation of identities, the fracturing of the perception of reality,
and the blurring of the boundaries of time and space in modern and postmodern narratives prepare
the ground for the uncanny to emerge in various forms. One writer in Turkish literature who
conspicuously bears these features is Hasan Ali Toptas. In Toptas’s narratives, the boundaries
between the real and the dream, remembering and forgetting, presence and absence, are in constant
flux. Expressions frequently encountered in the author’s texts, such as “as if,” “perhaps,” and “I don’t
know,” prevent the narrative from being grounded in a single, certain reality and leave the reader
confronting a shifting field of meaning (Tiirker, 2009, p. 6-7). These expressions are not unique to
Golgesizler; a similar language of ambiguity operates in the multilayered narrative structure of
Uykularin Dogusu (Kavas, 2009; Balkiz, 2018). Reducing meaning to a single interpretation thus
becomes difficult. In this narrative approach, which avoids fixing meaning, the possibility of
interpretation is kept open, and the reader is actively drawn into the text’s process of meaning
production (Ecevit, 2001, p. 169-170). Hasan Ali Toptas’s conception of narrative likewise nourishes
this ground of ambiguity. Toptas has himself articulated this as a deliberate poetics: in interview he
states that, unlike disciplines where a gap in knowledge is costly, "for art, it is not knowledge itself
but its vapor that carries weight," and that he regards the novel as written out of a productive
"unknowing" rather than settled information (Toptas, 2010, p. 78-79). He distinguishes two
components of this unknowing: an "inherited unknowing," the untamed, unprocessed part of the self
that comes from belonging to nature and resists domestication, and an "arrived-at unknowing," one
reached only after patiently traversing the terrain of knowledge. In his account, the novelist should
keep one ear turned toward each, then write by dipping the pen into what he calls the "inkwell of
intuition," addressing, as he puts it, not the face of the page but the face of time. He reinforces this
with Milan Kundera's remark that writers who believe themselves smarter than their own novels
should change professions (Toptas, 2010, p. 78-79). In Toptas’s novels, the plot often does not follow
a linear structure. Times, places, and narrative planes interpenetrate one another. For this reason, his
works have at times been described as “storyless texts.” As Yildiz Ecevit also notes, Toptas, through
a mode of narration dense with image and metaphor, avoids fixing meaning and largely leaves the
process of meaning production to the reader (Ecevit, 1996, p. 4). Because it becomes difficult for the
reader to grasp the narrated world as a single, certain reality, the field of ambiguity in which the
uncanny arises also expands. This structure, in which the linear flow of time is disrupted and places
and narrative planes interpenetrate, allows the feeling of the uncanny to acquire continuity
throughout the narrative.

Golgesizler, first published in 1995, is one of the novels that most clearly reflects Toptas’s
narrative world. Narrative planes that move back and forth between village and city, disappearing
persons, unexplained events, proliferating selves, and continually shifting layers of reality constitute
the novel’s basic structure. The parallel structure established between village and city makes it
difficult to reach a definite judgment as to which plane of reality the events belong to (Karaca, 2011,
p. 548-549), while also causing the reader to doubt the ontological status of the narrated world. The
constant deferral of meaning and the preservation of inexplicable gaps deepen this sense of
ambiguity.

Studies on Gdlgesizler have largely concentrated on the novel’s postmodern structure, its
metafictional features, its layers of reality, and its spatial construction. Aysegiil Ayik (2010) draws
attention to the novel’s metafictional structure and its narrative planes, while Alaattin Karaca (2011)
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evaluates the effect of the parallel structure established between village and city on the perception of
reality. Onder Yeral (2006) approaches the novel within the framework of the concept of
impossibility, while Sitk1 Nazik (2020) focuses on the theme of presence and absence. Haluk Oner
(2014) discusses the existential dimensions of the novel’s spatial ambiguities and provincial
experience, while Gizem Yilmaz (2022) examines the relationship between the novel and its film
adaptation from a narratological perspective. Gaye Belkiz Yeter (2011) similarly maps the novel's
postmodern narrative devices. While these studies render visible the novel’s different layers, studies
that comprehensively evaluate disappearance, ambiguity, fragmentation of the self, spatial
dissolution, dream logic, and the phenomenon of shadowlessness around the concept of the uncanny
have remained limited.

In this article, Golgesizier is examined on the basis of Freud’s theory of the uncanny as the
return of the repressed and Jentsch’s approach of intellectual uncertainty. In the course of the
analysis, Kearney’s reflections on secrecy and intimacy and Giirbilek’s evaluations concerning the
return of the repressed and the re-emergence of the forgotten are also drawn upon. The study employs
textual analysis and close reading, evaluating the novel’s plot, its world of characters, its spatial
construction, and its narrative features around the axis of the uncanny. The aim is to demonstrate
how the disappearances, ambiguities, fragmentations of the self, spatial dissolutions, the dream-
logic-evoking narrative structure, and the phenomenon of shadowlessness in the novel produce the
experience of the uncanny.

1. The Theoretical Framework of the Uncanny

The uncanny is a form of experience that arises through the unexpected estrangement of the
familiar and that shakes the individual’s perception of reality. Although the concept is often
associated with fear, it corresponds to something different from the fear felt in the face of a specific
threat. Fear is generally directed outward, toward a definite object, whereas the uncanny appears
when the world the subject trusts changes unexpectedly. What is uncanny is not wholly unknown or
foreign. It is the reappearance, in a different guise, of an element that was once familiar. With the
return of the repressed, the familiar becomes estranged, and the ground of reality the subject trusts is
shaken (Mengi & Yilmaz, 2025, p.230). While this general framework delineates the
phenomenological boundaries of the uncanny, it remains insufficient to explain through which
mental processes the feeling arises. To pursue this question, it is necessary to turn to the approaches
of Jentsch, who first addressed the concept systematically, and of Freud, who deepened it.

Ernst Jentsch, who first treated the concept of the uncanny systematically, associates the
feeling with the difficulty an individual experiences in making sense of the events and objects they
encounter. For Jentsch, the uncanny is closely connected with a “lack of orientation” that arises in
the face of an object or event (2024, p. 11). The better a person knows and is accustomed to their
surroundings, the less likely objects and events are to produce an uncanny effect (2024, p. 11-15).
The blurring of the boundary between the animate and the inanimate, the intermingling of dream and
reality, or the inexplicability of an event that has occurred, makes it difficult for the subject to reach
a definite judgment as to the nature of the situation they face. Jentsch associates the uncanny precisely
with this state of intellectual uncertainty (2024, p. 11-15). This analysis is illuminating in that it treats
the feeling as a problem of cognitive orientation. However, the mere presence of uncertainty is not
sufficient in itself to explain why the feeling becomes attached to particular objects and situations.
The associations these objects awaken in the subject must also be taken into account.

Sigmund Freud considers it insufficient to explain the uncanny solely through mental
uncertainty. For him, what is uncanny is not something wholly new and foreign, but something once
familiar that returns, estranged, as a result of a process of repression. The uncanny experience arises
“through the revival of repressed infantile complexes, or through the confirmation of surmounted
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primitive beliefs” (Freud, 2024, p. 56). The dynamics that manifest themselves here (the seepage of
elements once thought left behind into the present, and the return of contents excluded by
consciousness in different guises) are what disturb the subject and erode the sense of reality.

At this point Freud diverges from Jentsch. For Jentsch, the uncanny is a cognitive state of
indecision arising from the subject’s inability to identify the object or event they encounter. Once the
uncertainty is removed, the uncanny dissolves as well. Freud finds this explanation superficial: for
him, the source of the uncanny lies not in the unknown but in the familiar being repressed and
returning in a different guise. The removal of uncertainty does not put an end to the uncanny. On the
contrary, the resurfacing of the repressed produces a new disquiet.

Jentsch’s framework of intellectual uncertainty renders visible the inexplicable gaps in the
novel’s plot and the reader’s feeling of indecision. Freud’s theory of repression and return, on the
other hand, makes it possible to conceptualize the deeper ontological dissolution underlying the
disappearances, the fragmentations of the self, and the shadowlessness. Freud’s theory of the
uncanny has found a wide resonance in literary studies as well, extending beyond the boundaries of
psychology. The uncanny that arises in fictional texts has a wider field of possibility than instances
encountered in real life. The suspension of the reality test makes events that the reader would
ordinarily approach with suspicion acceptable within the narrative (Freud, 2016a, p. 356). In fiction,
the uncanny draws strength not only from the events narrated but also from the feeling of indecision
the narrative leaves in the reader. By consciously blurring the boundary between the real and the
fictional, the author can render situations that would not ordinarily be accepted in everyday life a
natural part of the narrative.

Giirbilek interprets the uncanny in the context of the return of the repressed. For her, what is
uncanny is “the forgotten thing raising its head from its hidden nest, waging, years later, an
unrecognizable struggle for recognition” (2011, p. 51). Seen as an experience that never fully severs
its ties with the past, the uncanny involves a repressed element that, although removed from
consciousness, continues to exert its effect. It returns in different guises and dislodges the ground on
which the subject feels secure. That Giirbilek sustains the idea of the return of the repressed in
different social and cultural contexts in her other works shows that this approach is one of the
recurring themes in her thought (2023, p. 104-111). This emphasis of Giirbilek’s carries the return
of the repressed beyond the boundaries of an individual psychic mechanism, into a framework in
which collective memory and collective silences can also operate, turning the concept into a cultural
tool of reading in literary criticism.

Freud also treats the phenomenon of repetition as one of the fundamental sources of the
uncanny. The persistent recurrence of certain encounters, events, or places produces a disquiet too
strong to be explained by coincidence. The continual return of the same thing turns the everyday and
the ordinary into a disturbing experience, and the recurrence of a situation one is specifically trying
to avoid intensifies this feeling considerably (Freud, 2024, p. 45). Freud argues that the same
dynamic of repetition also underlies doubling and the splitting of the self, which appear at first to be
a distinct phenomenon.

Doubling and the splitting of the self are also among the fundamental matters Freud dwells
on. Figures such as the shadow, the reflection, the double, and the twin, which at first appear as a
second self that preserves the individual’s existence, in time acquire a threatening quality. Freud
explains this as “the subject identifying himself with another, so that he is in doubt as to which his
self is, or substitutes the extraneous self for his own,” and states that in this process “a doubling,
dividing, and interchanging of the self” occurs (2024, p. 42-44). The individual begins to grow
estranged not only from the external world but from their own inner world as well.
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The uncanny is also closely related to secrets, silences, and repressed truths. What is intimate,
when excessively concealed and pushed into the unconscious, in time acquires an alien and
untrustworthy quality. In Kearney’s words, “the uncanny is the other face of the canny” (2012, p. 97).
Secrets left unspoken, traumas repressed, and crimes unconfronted do not entirely disappear. They
return, one by one, in altered guises, leaving behind in the individual a disquiet that never passes.

Freud’s theory of dreams offers an important explanatory ground for understanding the
uncanny. In dreams, the linear structure of time is disrupted, places intermingle, different persons
can merge into a single figure, and logical connections dissolve. Through the mechanisms of
condensation and displacement, repressed contents become visible. The erasure of the boundary
between dream and reality makes it difficult for the subject to distinguish whether what is happening
belongs to the external world or to their own mind. In such situations the sense of reality weakens,
creating fertile ground for the uncanny.

In this study, the scenes that render the uncanny visible have been selected along the axes of
disappearance, ambiguity, fragmentation of the self, spatial dissolution, dream logic, and
shadowlessness. These scenes have been evaluated through the method of close reading. An attempt
has been made to reveal the relationships among the different layers of the uncanny in the novel.

2. Layers of the Uncanny in Gélgesizler

In the novel, the uncanny attaches itself to no single event, character, or place. It takes shape
within a multilayered structure that spreads across the entirety of the narrative. The blurring of the
boundaries between the real and the dream, the everyday and the extraordinary, is among the
distinctive features of Toptas’s narratives. In the author’s texts, time does not progress along a linear
line. Past, present, and future can interpenetrate within the same narrative plane (Sahin, 2003, p. 38).
Similarly, places are constructed not so as to produce a fixed sense of reality but as structures in
continual transformation, opening onto one another. Throughout the narrative the reader finds it
difficult to hold on to a firm and unchanging ground of reality. The sense of timelessness, and the
feeling of unconstructedness felt despite the fictionality of the work, are also among the important
elements of this ambiguous structure.

In Toptas’s narratives, meaning is not tied to a single center: the narrative removes the reader
from the position of a passive spectator and turns them into an active participant in the process of
meaning production. This position of the reader within the narrative, together with the novel’s
structure that moves away from certainty, is one of the important sources of the sense of ambiguity
found in Golgesizler.

Within the narrative universe the novel constructs, the boundaries between the real and the
fictional also constantly shift. The transitions between village and city, dream and reality, presence
and absence are not confined by definite explanations. As the boundaries between the fictional and
the real grow indistinct in the novel, questions concerning being and identity also acquire new
dimensions. The feeling of the uncanny deepens precisely within this field of ambiguity (Aslan, 2004,
p. 95). As the narrative progresses, which plane of reality the events belong to becomes increasingly
uncertain.

The novel’s uncanny structure is not built around a single event or motif. Disappearances,
unexplained events, splittings of the self, spatial dissolutions, and silences constitute separate
manifestations of the same field of disquiet. These elements should be evaluated not as independent
instances but as parts of the experience of the uncanny that spreads across the entirety of the narrative.
Within this framework, the uncanny in the novel will be addressed along the axes of disappearance,
ambiguity and silence, splittings of the self and doubling, spatial dissolutions, dream logic, and
shadowlessness. These layers do not proceed independently of one another. Each nourishes the others
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in constituting this structure. The analysis therefore proceeds by tracing, step by step, beginning with
the phenomenon of disappearance, how the uncanny is layered within the novel.

2.1. The Uncanny of Disappearance

In Gélgesizler, the uncanny is most conspicuously concentrated around disappearances. Yet
in the novel this phenomenon reaches well beyond the disappearance of particular persons.
Throughout the narrative, people, objects, memories, and the traces that connect them to one another
diminish, leaving behind gaps that are difficult to explain. These absences foreground not so much
questions about where the missing person or object might be, as the question of how their absence is
to be made sense of. It is precisely within this field of tension that this feeling of disquiet arises. What
is repressed, or thought to have disappeared, does not vanish entirely but persists, returning in other
guises.

The disappearances in Gélgesizler echo the intellectual uncertainty that Jentsch identifies as
the source of the uncanny (2024, p. 11-15). Although the villagers try to learn the fate of those who
have disappeared, no explanation ever attains certainty. Every possibility brings a new question in
its wake, and every search creates a new ambiguity. The disappearances in the novel thus exceed
mere physical vanishing.

The first disappearance that nourishes the sense of the uncanny in the novel is the vanishing
of Cing1l Nuri. Yet it is not only a person who disappears. Following Nuri’s disappearance, the traces
that could confirm him also begin to be erased. As the villagers try to make sense of this absence,
they find before them a gap that is difficult to explain:

Nuri had been searched for in every corner that day, asked after everywhere, but not even
the smallest clue could be found. He was gone. It was as if no such person had ever lived,
as if no one by that name had ever worked as a barber in this village for all those years. His
face, too, had suddenly been forgotten—what had his nose been like, did he have eyes and
did he see with them, did he eat and drink with his mouth—no one could remember. The
shop was thus the sole proof of his existence. And it, too, was gradually being buried in
dust (Toptas, 2016, p. 18).

What stands out in this scene is that the disappearance exceeds mere physical absence. Along
with Nuri’s body, the traces that might recall him also begin to be erased. Not only do the villagers
not know where he is. They gradually become unable even to remember what kind of person he was.
Disappearance thus ceases to be an ordinary parting and becomes an uncanny experience in which
the very signs that confirm a person’s existence also vanish.

As Kearney notes, the uncanny is nourished not by what is wholly foreign but by the familiar
gradually turning into an insoluble enigma (2012, p. 97). In the disappearance of Cingil Nuri as well,
as the villagers try to explain the absence of someone they know, they find themselves facing a deeper
ambiguity with every new possibility. Despite every effort to find him, Nuri’s absence retains its
inexplicability:

He said he had informed everyone. He had gone knocking on every government door, had
had Nuri’s name written into the official records, had left notes here and there, had even
gone around telling the story to every coffeehouse, restaurant, inn, and bathhouse in the
district. Everyone now knew everything, everyone had their eyes wide open waiting for
Nuri. But Nuri was not there (Toptas, 2016, p. 15).
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The expansion of the search efforts, and the fact that no result is reached despite the matter
becoming known to everyone, renders the disappearance still more mysterious. There is neither a
trace nor an explanatory cause. The intellectual uncertainty Jentsch associates with the uncanny
manifests itself precisely here: the event cannot be made sense of within ordinary experience, and
attempts at explanation deepen this ambiguity rather than removing it.

The gap left by Nuri’s absence also affects the world of the other villagers. The web of
meaning surrounding him begins to dissolve, and people remain circling around an absence they
cannot explain. The narrative’s constantly shifting structure leaves the reader no fixed ground of
reality to hold on to (Parla, 2000, p. 222). The disappearance of Cingil Nuri is the first link in a chain
of disappearances that will increasingly proliferate throughout the novel.

The ambiguity that begins with the disappearance of Cingil Nuri deepens further with the
disappearance of Gilivercin. Yet Giivercin’s disappearance does not remain merely the absence of
one person. Through the rumors circulating in the village and the unanswered questions, it evolves
into a collective disquiet. According to the narrator, from the very first day after the disappearance a
great many rumors arise as to how and why Giivercin disappeared. The explanations produced by
the villagers do not converge on a single point. Every new possibility further enlarges the ambiguity
surrounding the event.

This indecision that arises after the disappearance turns Giivercin’s absence, beyond the
family, into a field of ambiguity affecting the entire village. This is clearly visible in the headman’s
thoughts: “In fact he had been glad that people said she had been abducted. That was better than her
having simply disappeared. For he feared disappearances. They were an ambiguity that spread in
every direction, one that was hard even to observe, to control, or even to think about” (Toptas, 2016,
p. 49). What causes anxiety here goes beyond simply knowing where Giivercin is. The disappearance
also shakes the cause-and-effect relations that make sense of the village’s daily life. In the headman’s
eyes, disappearances turn into a field of ambiguity whose boundaries cannot be determined and
which continually expands. Although Gilivercin is not physically present, she retains her place at the
center of the narrative. Her absence becomes one of the fundamental sources of the uncanny
atmosphere that settles over the village.

For Freud, the uncanny is related not to what is wholly foreign but to the return, in different
forms, of what was once familiar (2024, p. 48). Giivercin’s position in the novel is striking in this
respect as well. The fact that no definite conclusion is reached after her disappearance does not
remove her effect on the narrative. On the contrary, Giivercin’s absence turns into an ever-growing
field of ambiguity. The villagers’ conversations, rumors, and searches constantly return to Giivercin.
Giivercin becomes, beyond a character who has disappeared, a figure who sustains her presence
through her very absence and who affects everyone around her.

One of the persons who experiences the most intense questioning in the face of the
disappearances is the headman. The ambiguities he encounters during his journey to search for
Giivercin lead him to reflect not only on the fate of the missing person but on disappearance itself.
At one point in the search, “The headman scanned the courtyard once again with his eyes. He
believed that everything must leave a trace. Nothing could be without a trace—even birds left traces
in the sky, words in teeth, glances on faces... There had to be traces somewhere around here, at least
of whatever it was that had pushed her, or dragged her away... This, too, could be a void” (Toptas,
2016, p. 44). For the headman, it is not acceptable that a person could disappear leaving behind no
trace at all. But as the search for traces continues, the problem shifts from reaching the missing person
to the question of whether reaching the truth is possible at all.
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The indecision the headman experiences also intensifies the sense of ambiguity seen
throughout the novel. As he searches for a trace that might explain Giivercin’s disappearance, no
sign he encounters brings him to a definite conclusion. He therefore reconsiders events over and
over, trying to make sense of what he has seen and heard, yet every attempt at evaluation gives rise
to new doubts. In various parts of the novel, the headman is seen sinking for long periods into
thought, trying to reconstruct events by staring at the void around him. His failure to reach the truth
behind the disappearances, rather than removing the ambiguity, deepens it further. This mental
impasse the headman experiences stands as one of the clearest instances in the novel of the state of
intellectual uncertainty Jentsch associates with the uncanny.

In the novel, disappearance is not a fate reserved for human beings alone. After a time,
everyday objects too begin to change place, to disappear, and to reappear in unexpected forms. The
narrator conveys this in the following words: “Everything kept disappearing all the time, in fact.
Even a broom left in its place could not be found at times, a shovel in the corner of the courtyard
would set off for the other corner, sacks of bulgur would hide behind sacks of chickpeas, or things
like spoons, trays, and bowls would turn up months after their disappearance in neighboring houses”
(Toptas, 2016, p. 35). But the ambiguity in the narrative extends well beyond the disappearance of
objects. In the same passage it is noted that there is even doubt as to whether the chickens are really
chickens, and that the trees might at any moment turn into creatures capable of bellowing or bleating
(Toptas, 2016, p. 35). The boundaries between human, animal, plant, and object also begin to blur.
As the categories that constitute the ordinary order of everyday life dissolve, the points of reference
by which the villagers make sense of the world are also shaken. The uncanny is nourished as much
by the doubt cast on what beings actually are as by the disappearance of objects. The gap left behind
by the missing objects becomes as significant as the objects themselves. As people search for the
things they are missing, they also witness, at the same time, the world they are used to slowly
changing. The spread of disappearance from people to objects carries the ambiguity into the most
ordinary details of everyday life. The common feature of these disappearances is that events are never
clarified. As much as the disappearance of persons, the absence of any definite explanation for the
causes of these disappearances also widens the field of ambiguity in the narrative. For this reason,
the uncanny in the novel deepens, following the disappearances, through ambiguity.

The process that begins with the disappearance of Cingil Nuri acquires an increasingly
expansive quality through Gilivercin’s absence, the headman’s search for traces, and the
disappearance of everyday objects. Disappearance thereby becomes a constitutive source of the
uncanny, one that permeates the village’s daily life, its memory, and its perception of reality.

2.2. Ambiguity, Silence, and the Unspeakable

Ambiguity is one of the fundamental dynamics that produces the uncanny in Golgesizler.
The indecision shaped around disappearances now appears as a property of the narrative discourse
itself: in Golgesizler, events for the most part never attain a definite explanation, and characters,
places, and narrative planes constantly shift between different possibilities. The persistent absence
of an explanation that would dispel doubt recalls the state of indecision Jentsch identifies: “this mood
persists until all these doubts have been cleared up” (2024, p. 15). In this novel, ambiguity ceases to
be merely a formal feature of the narrative. It becomes one of the fundamental forces that nourishes
and sustains this atmosphere.

The novel’s uncanny atmosphere begins to be constructed, from the very first pages, through
the language and images employed, alongside the plot itself. Expressions frequently encountered in
the narrative, such as “prayer beads black as a dungeon,” “a tiny executioner’s eye,” “an angry,
bloody game,” “black tents,” “had fallen pitch-black silent,” and “twilight streets,” surround ordinary
objects and situations with dark associations and draw the reader into an ambiguous atmosphere.
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Similarly, the name “Karadiis Street” [Blackdream Street] makes one sense, from the very first
moment, that the boundary between the real and the dream will grow indistinct. This atmosphere is
not built solely through darkly connotative adjectives. The expression “not fitting into himself,” used
early in the narrative to describe the barber, is likewise one of the early signs of the uncanny. The
suggestion that the barber might, at the same time, be sitting in another village, in another shop, in
the guise of a barber, glancing over at this one now and then, unsettles the sense of reality from the
very outset. The reader is prepared, even before events begin, for the disappearances, proliferations,
and dissolutions of identity to be encountered in later sections. This atmosphere is produced not only
through the disappearances and ambiguities that emerge in later chapters but also through the disquiet
embedded in the narrative’s language and imagery.

One of the instances in which ambiguity intensifies is the set of rumors that take shape around
Givercin’s pregnancy. The villagers try to explain the event in different ways. Some associate the
pregnancy with supernatural causes, some speak of bandits in the mountains, while others direct
suspicion straight at the headman or at Resit (Toptas, 2016, p. 209-219). Yet none of these
explanations attains certainty. Each new interpretation produces new possibilities rather than
revealing the truth. This ever-expanding web of rumor around the event enlarges the ambiguity rather
than dispelling it. The intellectual indecision Jentsch associates with the uncanny becomes especially
pronounced here, since no definite knowledge that could explain the event is ever reached, and all
possibilities continue to exist simultaneously.

It is not only the rumors circulating in the village that deepen the ambiguity. Giivercin
herself, at the center of the event, refuses to explain what has happened. Despite the insistence of the
villagers and her family, she offers no explanation whatsoever for the cause of her pregnancy. In one
conversation she says to her mother only, “I cannot say... I would rather die than say...” (Toptas,
2016, p. 245). This silence causes even the most crucial piece of information that could explain the
event to remain inaccessible. Viewed through the framework Kearney develops around secrecy and
intimacy, Glivercin’s insistent silence is not merely an absence of information. It is the conscious
preservation of a truth whose disclosure is being prevented. The uncanny concentrates precisely
around this guarded secret, and the fact that the secret is never disclosed makes it necessary to live
with the unknown rather than to know the event itself.

The figure of the peddler, too, opens up one of the novel's fields of ambiguity. It is not even
certain whether the peddler, thought to have given information about Cingil Nuri, actually came to
the village at all. The novel states, “In fact no one knew when the peddler had come to the village,
or when he had left” (Toptas, 2016, p. 30). While accounts are related of the peddler having seen
Nuri, the figure is already less one of flesh and blood than one oscillating between rumors. On the
other hand, voices rise that flatly deny his existence altogether. One of the villagers declares firmly,
“Are you mad? No peddler has come to this village in years!” (Toptas, 2016, p. 31).

The possibilities that pass through the headman’s mind also enlarge this ambiguity. At one
point it is thought that the peddler might be the one who brought news of Nuri, “the first victim of a
plan of annihilation whose end extends into infinity,” or someone who wanders from village to
village observing how ready people are to vanish (Toptas, 2016, p. 31). The expression describing
the peddler as coming and going “with the speed of a ghost” likewise raises new doubts about his
reality. In the novel, the peddler functions less as a witness who reveals the truth than as an element
that multiplies ambiguity. The reader, like the characters, begins to doubt not the events themselves
but the reliability of the information about them. The loss of orientation Jentsch associates with the
uncanny becomes visible precisely at this point.

Ambiguity also manifests itself in the perception of time and space. The boundaries between
past and present frequently blur. What is lived and what is remembered intermingle. Nor do the
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relations established between the planes of village and city point to a single field of reality. The
doubts the headman experiences during his journey are among the clearest instances of this
dissolution. At one point his being carried into the thought “Perhaps even you do not exist” (Toptas,
2016, p. 79) shows that ambiguity is now directed beyond the external world, toward the subject’s
own existence. The question of where the missing persons are gradually turns, over time, into a doubt
about reality itself.

Freud’s definition of the uncanny offers an illuminating framework here. For Freud, what is
uncanny “is in reality nothing new or foreign, but something familiar and old-established in the mind
that has become alienated from it only through the process of repression” (2024, p. 48). In
Golgesizler as well, the uncanny does not originate entirely from an unknown world. The village life
that appears familiar and ordinary at the beginning of the novel becomes increasingly estranged as
the narrative progresses. The inexplicability of the disappearances, the failure of the rumors to
solidify into definite knowledge, and the doubts the characters experience are separate manifestations
of this transformation. In this way the ground of reality once thought reliable is gradually eroded,
giving way to ambiguity. This estrangement of the village does not stem from an unknown threat
arriving from outside. Rather, it arises because something once familiar becomes visible again
through the process of repression. In this sense, the village offers a concrete instance of what Freud
calls the return of the repressed.

Silence and the unspeakable are also important elements of this process. Giivercin’s refusal
to speak, the questions about the missing persons remaining unanswered, and the rumors circulating
around events lead to the constant deferral of truth. Considered in light of Freud’s view that repressed
contents never entirely disappear, the silences in the novel too suggest not an absence but the
presence of a meaning that cannot be put into words. In the novel, silence functions not merely as
the opposite of speech but as a narrative element that nourishes ambiguity and deepens the uncanny.

In Gélgesizler, ambiguity is not a temporary condition specific to particular events. The
disappearances, contradictory accounts, silences, and inexplicable encounters found throughout the
novel produce a common field of indeterminacy. Rather than offering definite explanations, the
narrative leaves different possibilities standing side by side. The reader can therefore never reach
firm ground. This state of hesitation, which Todorov places at the center of his definition of the
fantastic genre, becomes in Gélgesizler a lasting reading experience. The narrative ties events neither
to the uncanny through a plausible explanation nor to the marvelous through a supernatural
acceptance, but leaves the reader in the indecision between the two (Todorov, 2012, p. 41-45). This
indeterminacy becomes, in the novel, not merely an element that emerges at particular moments but
one of the fundamental principles governing the workings of the narrative as a whole.

2.3.Fragmentation of the Self and Doubling

Ambiguity affects not only the plot but also the relationship characters establish with
themselves. In a narrative where reality begins to dissolve, this condition turns into a new layer that
shakes the integrity of the self. This is the axis of doubling and self-division that Freud traces to the
shadow, the reflection, and the double (2024, p. 42-44): figures that begin as reassurance and turn,
in Golgesizler, into a threat to the integrity of the self.

In Gélgesizler, the self is not constructed as a fixed and unified structure. Characters do not
merely disappear. They also seep into one another’s lives, consciousnesses, and identities.
Throughout the novel, persons at times find themselves within other lives, grow distant from their
own selves, and reappear in different guises. One of the layers that nourishes the novel’s uncanniness
lies precisely in these fragmentations of the self.
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One of the first instances of the erosion of the boundaries of identity emerges in the
identification the headman experiences while thinking about Cingil Nuri. Trying to make sense of
Nuri’s disappearance, the headman at one point puts himself in Nuri’s place: he “wondered where
he might go, leaving behind this woman with three children, if he himself were Nuri, and if his soul
had narrowed to the size of the eye of a needle” (Toptas, 2016, p. 17). But the narrative does not
leave this intellectual proximity at the level of ordinary empathy. Shortly afterward it is stated that
the headman, “giving up being Nuri and settling back into his own body, putting on again the
wrinkles of his forehead, his eyes, and his sleepy facial lines,” goes to the woman’s side (Toptas,
2016, p. 17). What is striking here is that even the headman’s own facial features are presented as a
mask subsequently put back on. The emphasis on his need to resettle into his own body suggests that
the self has shifted place, if only briefly. The headman goes beyond trying to understand Nuri and
takes his place. He then returns once more to his own identity. This scene, in which the boundary
between self and other is dissolved, if only temporarily, stands as one of the first instances of the
fragmentations of the self in the novel.

The novel's fragmentations of the self go beyond identifications between characters alone.
In some scenes, the bodies and faces of persons themselves begin to multiply. When the barber who
comes to the village is described, it is said that “a hand’s breadth in front of his face there seemed to
be a second face, formed from the mixture of his face and the soil” (Toptas, 2016, p. 30). In another
scene it is noted that the same person “bends toward the second face between his face and the soil”
(Toptas, 2016, p. 31). Here the face ceases to be a fixed element confirming the individual’s identity.
The barber no longer has a single face. He becomes visible with a second face accompanying his
own. As the question of which of the character’s faces is “real” is left unanswered, the self also grows
detached from being tied to a single center. The boundaries that make a person themselves grow
blurred. A foreign appearance shows through the familiar.

In the process accompanying Cingil Nuri’s disappearance, the boundaries of the self can be
seen beginning to dissolve. Before leaving home, Nuri perceives the people and even the objects
around him in a different way. He thinks about “what place he himself occupied in the memory of
objects,” and after a while he questions “as if he himself were an object” (Toptas, 2016, p. 61). In
this scene, where the boundary between human and object begins to blur, the subject tries to think of
his own existence from the perspective of other things. The self is no longer a fixed, self-enclosed
structure; it grows permeable, seeping instead into the objects, places, and gazes around it.

One of the most striking instances demonstrating that the self and identity are not bound to
a single plane of reality is the scene of the apprentice in the barbershop. In the shop in the city, the
headman encounters a boy he has never seen before. On learning that the boy is an apprentice, he
asks the barber who he is. The barber replies that the apprentice is not new, that he has been working
there for “nearly four or five months” (Toptas, 2016, p. 128). Yet for the headman this is not possible.
Only a few hours have passed since he left the shop in the city. The same person thus exists within
two mutually exclusive temporal planes. The narrative does not try to explain this contradiction. On
the contrary, it preserves it. As much as the apprentice’s identity, which time and which place is real
also becomes uncertain. If the same person can occupy two mutually exclusive times at once, the
barbershop can no longer be said to belong to any single reality.

2.4.Spatial Ambiguity and Liminal Spaces
The dissolution that begins in the self finds its counterpart in the narrative’s spatial
construction as well. As the characters lose their sense of security, places too move away from being

fixed and definable. The uncanny is often evaluated as a psychological experience lived by the
individual. Yet space also has an important function in the emergence of this experience. The loss of
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the sense of direction, the blurring of boundaries, and the loss by familiar places of their accustomed
qualities damage the relationship of trust the individual establishes with reality. The uncanny draws
strength as much from the places one is in as from the events one encounters. When ordinary spaces
of everyday life (the home, the street, the village, the shop) lose their accustomed functions, they
turn into disquieting zones. In Golgesizler, space becomes not merely a backdrop against which
events occur but an active narrative element that shapes and transforms the characters’ perception of
reality.

One of the first sources of spatial ambiguity in the novel is the narrative’s avoidance of
definite geographical references. The fact that the village, the city, and the roads are not identified
by proper names prevents a fixed spatial framework from forming in the reader’s mind. Rather than
being tied to a specific geography, the places in which the narrative unfolds take shape as symbolic
and permeable zones. The reader is left alone with an atmosphere whose boundaries cannot be drawn
with certainty. The ambiguity of space also makes it difficult to fix the narrative world itself. Village
and city grow increasingly distant from concrete places and take on the character of fragments of a
mental experience.

Spatial ambiguity also shows itself in the novel’s urban narratives. Watching the night streets
from his house on Karadiis Street, the narrator says that the garbage trucks resemble “ghost ships,”
and even notes that “their image, as they enter one street, seems to emerge from another street
entirely” (Toptas, 2016, p. 256). In this scene, the city appears as a place that has lost the reliability
of the sense of direction. Objects and people do not behave according to ordinary patterns of
movement. Spatial continuity breaks down. Moreover, the very naming of the place where the
narrative unfolds as “Karadiis Street” [Blackdream Street] is striking in itself. This naming, which
brings together the real and the dream under a single name, renders spatial ambiguity visible from
the very outset. The uncanny draws strength as much from the way space is constructed and named
as from the events themselves.

Another of the places that becomes uncanny in the novel is the barbershop. After Cingil
Nuri’s disappearance, the shop ceases to be an ordinary workplace. It turns into one of the last traces
recalling the existence of the missing person. Having stated that “the shop was the sole proof of his
existence,” the narrative goes on to note that the scissors, razors, towels, and mirrors inside are no
longer in the shop but exist “only in the memory of those who could still remember them” (Toptas,
2016, p. 18). The shop has become, more than a physical place, a vessel of memory. With Nuri’s
absence, the place too begins to lose its everyday function. It turns into an uncanny site of
remembrance that preserves the traces of the past.

This ambiguity becomes especially pronounced in the descriptions of the village. The
headman’s thoughts about the village show that it is constructed not as an ordinary settlement but as
a liminal space cut off from the outside world: “He would then think that this was the village farthest
from God and from the state. Each time he raised his glass his eyes would catch on the rocky cliffs
sinking into darkness, and though he knew he could not see it, he would want to climb to their highest
point to see the places beyond the forests, the pastures, and the meadows. Then, turning back to the
plain, he would gaze long at the horizon line that gave one the feeling that it could never be reached”
(Toptas, 2016, p. 10).

In this description, the village does not appear merely as a geographical settlement. Horizon
lines that cannot be reached, unseen regions, and constantly deferred distances remove the place from
realistic coordinates. The place in which the characters live resembles less a concrete village than a
zone of passage situated between the known and the unknown. It acquires the character of a liminal
space in which the boundary between the interior and exterior of the village continually blurs.
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The novel’s constant movement back and forth between its two narrative planes makes it
difficult for the reader to determine with certainty on which spatial plane they stand. An event
beginning on one plane echoing on the other causes the boundaries between village and city to grow
ever more permeable. Places cease to be fixed zones separated by definite lines. They turn into
liminal regions where different layers of reality open onto one another. As Karaca also notes, the
planes of village and city in the novel are constructed as two separate layers of reality opening onto
each other (2011, p. 548). Within this structure, places cease to be merely the locations in which
events occur. They become permeable zones, opening into one another, that transform the characters’
perception of reality.

Another place that becomes uncanny in the novel is the home. Traditionally associated with
feelings of security, belonging, and shelter, the home begins to lose this quality in scenes where time
becomes layered. The section in which the headman moves back and forth between past and present
is an example of this: “Then, suddenly, he turned to stone. He had found when he had last seen those
cat’s eyes burning like embers. Sixteen years earlier, the day after he was first elected headman,
opening his eyes he had again come face to face with his wife... One could not even call her a wife
any longer, in fact. She was a shadow gradually fading, leaning over the bed...” (Toptas, 2016, p. 15).

In this scene the same room carries two different times at once. The past ceases to be a
remembered event and settles into the present. The home ceases to be the secure zone in which the
subject orders the world. The feeling of the uncanny, which Freud associates with the estrangement
of the familiar, becomes pronounced precisely in this transformation. What produces the disquiet is
not the remembering of the past but the fact that past and present can no longer be separated from
one another.

This permeability between space and self reaches its most extreme point in a scene
experienced by the night watchman during his watch. As the watchman watches a shadow falling on
the wall, first the shadow itself is erased from the place: “A few times it vanished in the blink of an
eye, then the wall remained empty for a long while, like an earthen mirror.” This erasure does not
stop at the object being watched; shortly afterward the watchman’s own body begins to dissolve in
the same way: “The watchman was no longer thinking of anyone. Suddenly he had slipped into a
bottomless void [...] His hands were gone. Then his feet, his nose” (Toptas, 2016, p. 80). Given one
after another within the same sentences, the emptying of the wall and the dispersal of the watchman’s
body become two aspects of a single process. Spatial ambiguity thus ceases to be a quality belonging
only to the external world and comes to encompass the boundaries of the body experiencing it as
well.

The village and the home do not remain fixed places in the novel. They take on the character
of zones of passage where different times, different experiences, and different layers of reality
intersect. The characters’ loss of direction finds its counterpart on the spatial plane as well. Space
here is a force that produces ambiguity, layers time, and erodes the perception of reality from within.
This function of space is perhaps the quietest yet most enduring feature of Toptas’s conception of
narrative. The blurring of the boundaries of space brings with it a similar dissolution in time and plot.
From this point on, the narrative proceeds through transitions evocative of dream logic.

2.5.Dream Logic and the Dissolution of Reality

In Golgesizler, the uncanny is not constructed solely through disappearances, ambiguities,
or fragmentations of the self. The very manner in which the narrative operates is also one of the
important elements that nourishes this feeling. Throughout the novel, events do not always proceed
within relations of causality. The boundaries between time, space, and persons are frequently eroded.
In this respect the narrative takes on a structure evocative of dream logic. In Gdélgesizler, different
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planes of reality interpenetrate, and events never attain a definite explanation, echoing the same
condensation and displacement Freud locates in dreams (2016b), now at the level of narrative
structure rather than image.

Throughout the novel, the boundary between sleep and wakefulness also loses its clarity. At
times characters behave as though seeing a dream, while the narrative too moves away from reality
toward an indeterminate zone. The expression in the novel, “His sleep was so deep that he could only
wake close to noon, drenched in sweat” (Toptas, 2016, p. 176), reflects, beyond a mere physical state
of sleep, the oneiric atmosphere felt throughout the narrative as a whole. Sleep here functions as a
threshold that allows a departure from everyday reality. The question of to what extent the events the
characters experience are real, and to what extent they are dreamlike, is often left unanswered. The
state of intellectual uncertainty Jentsch regards as one of the fundamental sources of the uncanny
deepens here. The ground between dream and reality constantly shifts.

The section in which Nuri finds himself inside a great marble-clad building is one of the
clearest instances of dream logic in the novel. The presence of invisible creatures, sounds of unclear
origin, the continual transformation of space, and the disappearance of logical continuity remove the
narrative from everyday reality. The world Nuri experiences takes on the appearance of an uncanny
zone situated between dream and reality. The fact that events are not explained, and that scenes are
linked to one another through association rather than causal connection, recalls the mechanisms of
condensation and displacement Freud associates with the dream process.

One of the elements that renders dream logic visible is the image of the mirror, which
occupies an important place in the novel. In Golgesizler, the mirror ceases to be the ordinary object
in which persons see their own reflection. In some sections of the narrative it appears to have a
function that transcends the boundaries of everyday life and brings different layers of reality closer
to one another. Indeed, in the scenes narrating Nuri, it is stated that he settles and sits inside mirrors,
and that after a while he suddenly rises from the armchair and steps out of the mirror. The mirror
ceases to be a reflective surface. It turns into an oneiric space within which the character moves. The
image of the “mirror-laden birds” accompanying Nuri’s journey also deepens this atmosphere. Lights
turning into birds, birds turning into mirrors, the constant shifting of the boundaries between objects
and images recalls the mechanisms of condensation and displacement at work in Freud’s dreams. In
the narrative, the distinction between dream and reality grows increasingly indistinct. That the
mirrors, after Nuri’s disappearance, are said to remain no longer in the shop but only in the memory
of those who can still recall him, further widens the field of meaning of this image. At this point, the
mirror evokes, beyond images, a past and a mode of remembrance that is itself beginning to be erased.

The image of the mirror also appears in the narrative of Aynali Fatma [Mirrored Fatma].
Grandfather’s words that “Aynali Fatma is a mirrored bird,” and the suggestions that Giivercin might
be within her mirror, show that the mirror steps outside its accustomed meaning in the novel.
Moreover, the association of Aynali Fatma with both sanctity and cursedness makes it still more
difficult to fix the meaning of this figure. The narrative prefers to preserve ambiguity rather than to
offer explanation. The mirror, like the novel’s other uncanny elements, becomes an image that, rather
than offering a definite meaning, holds several possibilities at once.

The barber’s “not fitting into himself” is one of the earliest instances that renders the
narrative’s dream logic visible. Near the very beginning of the narrative appear the words, “Perhaps
the barber did not fit into himself there. Perhaps, for instance, he was sitting in a village, in just such
a shop, in the guise of a barber, and now and then turning his head to look over here” (Toptas, 2016,
p- 9). The barber is not a character bound to a single place and a single identity. He is a figure who
can be elsewhere at the same time, who can sustain his existence in another guise. As the novel
progresses, the relations established between the barbershop and the village also support this
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proliferation: as characters move back and forth between the two narrative planes, the boundaries
between the real and the fictional grow indistinct. Ayik notes that the different ontological layers in
which dream and reality interpenetrate in the novel render the relationship between objective reality
and fictional reality contradictory (Ayik, 2010, p. 72). The reader begins to doubt not only the
characters’ identity but also which narrative plane they themselves are standing on.

This proliferation and ambiguity of identity is also interrogated in the novel’s later sections
through the very concept of the dream. When a customer who has fallen asleep in the shop wakes
up, he enters into a contradictory reckoning with the narrator over who the barber is, whether an
apprentice exists, and the order of events. The narrator, for his part, categorically describes what the
customer relates as a dream: “‘I think what you’re telling me is a dream,’ I said, with an air of
certainty, ‘you must have dreamed it while you were asleep.”” Yet the scene does not close on this
definite judgment. The customer, in his final words, asks, “‘Don’t you think this conversation of ours
could also be a dream?’” (Toptas, 2016, p. 123), thereby infecting the narrator himself with the
ambiguity between dream and reality. The dream thus ceases to be merely an experience undergone
by one of the characters. It becomes a constantly shifting ground on which the reader too can no
longer be certain which narrative plane they stand upon.

In Freud’s theory of the uncanny, the mirror, the reflection, and the figure of the double are
related to the splitting of the self. In Golgesizler, however, the mirror does not remain solely an
element related to the self. It also acquires the character of a threshold at which different narrative
planes draw close to one another. The growing permeability of the boundaries between village and
city, the real and the dream, self and other, appears as one of the elements that nourishes the novel’s
uncanny atmosphere. This same permeability, extending beyond the self, prepares the ground for
another form of the uncanny made concrete in the novel’s title: shadowlessness.

In Golgesizler, dream logic pervades far more than a handful of isolated scenes. The blurring
of the boundary between sleep and wakefulness, the mirror’s functioning as a zone of passage, and
the interpenetration of different planes of reality are parts of an oneiric structure that spreads across
the entirety of the narrative. The uncanny deepens within this field of indecision moving back and
forth between dream and reality. Ambiguity, directed first at events, will after a time be directed at
being itself. The self and the perception of reality, rendered ambiguous through dream logic, find
their most extreme expression in the novel in the phenomenon of shadowlessness. The uncanny thus
passes beyond mere physical disappearance and opens existence itself to question.

2.6. Shadowlessness: The Loss of the Trace of Being

In Hasan Ali Toptas’s Gélgesizler, the uncanny is not constructed solely through the sudden
disappearance of persons or the ambiguity of reality. In the novel, after persons disappear, the traces
that bind them to the world also begin to be erased. Disappearance thus exceeds mere physical
vanishing. It acquires an ontological dimension. The word “gdlgesizler” [the shadowless ones],
present in the novel’s title, is the fundamental image that corresponds to this condition. The shadow
is one of the most basic signs confirming an individual’s existence in the world. Shadowlessness
means, beyond the disappearance of the body, the erasure of all the traces belonging to it as well.

It is possible to read shadowlessness not only as a Freudian dissolution but also through the
shadow archetype in Carl Gustav Jung’s analytical psychology. For Jung, the shadow is an archetype
containing the aspects of the individual’s own self that the ego cannot accept and pushes into the
unconscious. These aspects do not cease to be part of the individual’s wholeness (Jung, 2015). Unlike
Nazik’s (2020) archetypal reading of the novel, the shadow is considered here together with Freud’s
concept of repression. Viewed from this perspective, the expression “goélgesizler” in the novel’s title
does not point only to a physical lack. It also suggests that the subject’s relationship with their own
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unconscious aspects has been severed. An individual who loses their shadow also loses the ground
on which to confront their own repressed sides. This Jungian reading complements Freud’s, lending
shadowlessness both a psychoanalytic and an archetypal depth. In the continuation of the scene
discussed in 2.1, this erasure is carried into the shop itself as well: “Seen through the glass, the inside
could no longer be seen. The scissors, the razors, the towels, and even the mirrors with their scents
of cologne and soap, were no longer in the shop but existed only in the memory of those who could
still remember them” (Toptas, 2016, p. 18).

In this scene, it is not merely a person who disappears. Following Nuri's disappearance, all
the traces that could evoke his presence gradually begin to vanish as well. Nuri does not simply leave
the village. Rather, he seems to be erased together with all the evidence of his having existed. The
shop, slowly sinking into dust and neglect, and the objects within it surviving only in the memories
of those who can still recall them, indicate that this erasure extends to space itself. Yildiz Ecevit's
concept of the "aesthetics of disappearance" in postmodern fiction provides a useful framework for
interpreting this scene. In postmodern narratives, the individual often becomes visible not through
presence but through dissolution and disappearance (Ecevit, 2001). Adapting this approach
specifically to Toptas's fictional world, Ecevit offers the following assessment of Gdlgesizler: "The
most significant feature of the philosophical dimension in Gdélgesizler, which also determines the
thematic structure of the novel, is that it questions reality not from the standpoint of existence but
from that of disappearance. Toptas carries the twentieth-century individual, lost under the dominance
of materiality, into the fictional realm not through existence but through disappearance, thereby
constructing an 'aesthetics of disappearance.' The novel is structured around people who vanish."
(Ecevit, 2010, p. 331)

The process of erasure in time seeps into memory as well. Nuri’s absence does not remain
merely a bodily loss. It begins to erode the village’s memory too. After a while the villagers find it
difficult to remember his face, his body, and even whether he really lived at all. Forgetting here is
not an ordinary loss of memory. It enters into a process that entirely erases a person’s traces in the
world. Nuri moves away from being a person who once lived and turns into an increasingly
indeterminate rumor. Shadowlessness emerges precisely at this point: a person not only vanishes
from sight but also loses their capacity to be remembered.

Another manifestation of shadowlessness in the novel shows itself in the figure of the night
watchman. Here, disappearance occurs not in memory but directly upon the body: “His hands were
gone. Then his feet, his nose. Had the wind not been blowing so faintly, perhaps even his skin would
not have remained...” (Toptas, 2016, p. 80).

In this scene the body moves away from being the concrete foundation that secures the
individual’s existence. As the limbs that render a person visible are erased one by one, the subject’s
reality too begins to dissolve. The watchman is neither wholly present nor wholly absent. This
indeterminate position between presence and absence intensifies the narrative’s uncanny atmosphere.
The bodily dissolution suggests that the self and identity too are being gradually erased. That the
watchman is thus left bodiless also corresponds to Jung’s shadow archetype: a subject unable to
confront its repressed aspects first renders itself indeterminate like a shadow, and then loses even
that shadow.

This existential dissolution, in time, is directed toward the existence of others as well. At one
point in the novel, what is doubted is no longer only the missing persons: “Perhaps even you do not
exist” (Toptas, 2016, p. 79). This statement shows how fragile the sense of being has become. What
is now questioned is no longer the fate of the missing but whether the person standing across from
one truly exists at all. The basic assumptions that sustain reality have begun to collapse.
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This erosion of the sense of being is also seen in the transformation experienced by Cennet’s
son. Beaten by the headman on the suspicion of having abducted Giivercin, this character loses his
mental balance after the event and begins to repeat the same question incessantly: “Whyy dooes it
snoow, snoow?” (Toptas, 2016, p. 118-120). This question, also featured on the novel’s back cover,
may at first glance seem to express an ordinary curiosity, but within the narrative it gradually acquires
a different meaning. The question is never answered. More importantly, the character no longer
seems to be waiting for an answer at all. These words, which lose their meaning through repetition,
suggest that the character’s relationship with the world has begun to dissolve. The question turns into
an expression less of a search for knowledge than of the erosion of meaning and of the sense of
reality. It seems to rise not from a consciousness wanting to learn why it snows, but from a mind that
has become incapable of grasping how the world works. Toptas has said that he named this character,
referred to throughout only as "Cennet's son," without deliberation, and only recognized in retrospect
that the choice had unconsciously placed the character beyond worldly boundaries. For him, this
illustrates how a novel's meaning can precede the author's own conscious knowledge of it (Toptas,
2010, p. 79-80). The line's resonance reached beyond the novel itself: Toptas's close friend Siikrii
Erbas closed his own tribute essay on the author by refashioning it in his own voice: "bir insaan,
giilerkeen, nedeen eliylee agzimi kapaar, nedeen..." ["a persoon, laughiing, whyy doess a haand
coveer my mouth, whyy..."], turning the character's broken question into a farewell of his own
(Erbas, 2010, p. 488).

This doubt, at a further stage, turns toward the subject itself. At one point in the novel the
outermost limit of disappearance is reached: the person no longer says that they have disappeared,
but that they never truly existed at all. Absence ceases to be a condition that comes afterward and
settles into the very center of the self. The person begins to perceive themselves not as a subject
occupying a place in the world but as a being defined by lack, one whose very claim to selthood
grows uncertain.

The telegram Nuri receives likewise stands as one of the symbolic instances of the motif of
shadowlessness in the novel: ““...Nuri had carefully folded the telegram, as if it were a certificate of
non-existence presented to him in a ceremony, and put it in his pocket” (Toptas, 2016, p. 141). Here
the telegram is far more than a communicative device carrying news. This object, announcing death
and absence, at the same time turns into a material document of absence. The boundary between
presence and absence becomes visible not only on a conceptual level but also through a concrete
object. Nuri’s keeping of the telegram suggests that he has placed absence at the center of his life.

The shadow, the reflection, and the figure of the double, which occupy an important place in
Freud’s theory of the uncanny, are related to elements that confirm the subject’s own existence. These
elements, which at first secure the continuity of the self, in time turn into images that recall the
thought of death and the dissolution of the self (Freud, 2024). In Gdlgesizler, the loss of the shadow
operates precisely in this sense: beyond a physical diminishment, it is the disappearance of all the
grounds that confirm the individual’s place in the world. Shadowlessness is the furthest stage of
disappearance. It is the point at which existence becomes impossible to prove even by itself.

Throughout the novel, people disappear, memories are erased, faces are forgotten, and the
signs confirming existence begin to vanish one by one. In Gélgesizler, disappearance is therefore not
a merely physical diminishment. It is an ontological process of dissolution in which the individual
loses their traces in the world. The uncanny in the novel is disclosed most intensely precisely here:
the characters live in a world in which, alongside others, their own existence too has begun to be
erased.
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Conclusion

This study has examined Hasan Ali Toptas's Gélgesizler on the basis of Freud's and Jentsch's
theories of the uncanny, showing how the phenomena of disappearance, ambiguity, fragmentation of
the self, spatial dissolution, dream logic, and shadowlessness together construct the experience of the
uncanny. The analysis has shown that the uncanny in the novel is not a narrative element confined
to particular events or characters. It functions instead as one of the fundamental aesthetic principles
binding together the plot, the construction of characters, the design of time and space, and the
narrative techniques. The dissolutions observed in the novel's different layers are not independent
instances. They acquire meaning as different manifestations of the same narrative structure.

Throughout the novel, the disappearance of persons, the impossibility of remembering the
missing, the increasing proliferation of unexplained events, and the erasure of the definite boundaries
of reality do not allow the reader to construct a stable field of meaning they can trust. This turns the
feeling of the uncanny from a temporary effect produced by individual events into a continuous
reading experience that spreads across the entirety of the narrative. Accordingly, the disappearances,
ambiguities, fragmentations of the self, spatial dissolutions, the narrative transitions evocative of
dream logic, and the phenomenon of shadowlessness in the novel should be evaluated within a
common structure that nourishes one another. Although each of these layers renders the uncanny
visible from a different angle, they constitute parts of the same aesthetic whole.

One of the central points of the study is that the uncanny is nourished less by the existence
of unexplained events than by the ontological indecision these events give rise to. As the novel
progresses, it is not only the fate of the characters but truth itself that grows ambiguous. For this
reason the reader cannot evaluate the events the narrative offers within a definite explanatory
framework. Sharing the indecision experienced by the novel's characters, the reader is compelled to
move within a constantly deferred field of meaning. Toptas's mode of narration, which prefers
suggestion to explanation, is one of the principal narrative devices that sustains this reading
experience. The disruption of the linear flow of time, the interpenetration of places, the opening of
narrative planes onto one another, and the refusal to explain events within definite cause-and-effect
relations together produce an aesthetic construction that spreads the feeling of the uncanny across
the entirety of the narrative.

The image of golgesizler [the shadowless ones] in the novel's title also summarizes one of
the central conclusions reached by this study. Shadowlessness expresses not so much the physical
disappearance of the individual as the loss of their traces, their capacity to be remembered, and their
recognizability in the world. The erasure of memories, the forgetting of faces, and the gradual
disappearance of the traces that confirm a person's existence carry the phenomenon of disappearance
beyond a merely physical diminishment. In this way the novel constructs a narrative that renders
visible the dissolution of the bonds the individual establishes with the world. The uncanny becomes
the aesthetic expression of this dissolution.

This study demonstrates that research on Golgesizler has for the most part concentrated on
postmodern narrative, metafiction, and layers of reality, and that the concept of the uncanny has been
addressed to a more limited degree as a reading approach that could explain the novel's entire
structure. This analysis, carried out on the basis of the theoretical approaches of Freud and Jentsch
and supported by the interpretations of Giirbilek and Kearney, has revealed how the different
narrative elements in the novel are integrated around the axis of the uncanny. The uncanny has thus
been evaluated not as a psychological effect arising in particular scenes but as an aesthetic principle
that constructs the novel's structure.
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In conclusion, Golgesizler confronts the reader with a narrative universe that is constantly
changing, far from certainty, and resistant to explanation. Within this narrative universe, the uncanny
turns into an aesthetic possibility that, rather than producing fear or tension, enables reflection on
reality, identity, and being. The conclusion this study reaches is that the novel can be
comprehensively reread around the concept of the uncanny. This reading points toward a shared
poetics of the uncanny that may extend to Toptas's other works, such as Uykularin Dogusu and Bin
Hiiziinlii Haz.
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Giris

Edebiyat, gergek ile kurmaca, tanidik ile yabanci, ben ile 6teki arasindaki sinirlarin siirekli
yer degistirdigi 6zgiin bir deneyim alan1 kurar. Edebi metinler, giindelik yasamin olagan akisi i¢inde
cogu zaman goriinmez kalan korkular1, kaygilart ve belirsizlikleri estetik bir diizlemde goriiniir kilar.
Okur, bu anlat1 evreninde olaylar1 izleyen bir konumda kalmaz; gerceklik algisini, kimlik duygusunu
ve diinyay1 anlamlandirma bi¢imini yeniden sorgulamaya yonelir. Andrew Bennett ve Nicholas
Royle de edebiyatin dogasi geregi tekinsiz bir nitelik tasidigini, okuru siirekli degisen anlam
katmanlariyla karst karsiya biraktigini belirtirler. Yazarlara gore edebi metin, okuru kesin
anlamlardan uzaklastirarak siirekli bir yorum ve yeniden anlamlandirma siirecine davet eder ve bu
stirecte anlatinin smirlart giderek belirsizlesir (2018, s. 53-54). Tekinsizlik kavramimin ¢agdas
edebiyat incelemelerinde onemli bir yer edinmesi de biiyiik 6l¢iide bu belirsizlik deneyiminden
kaynaklanir.

Tekinsizlik, edebiyat kuraminda farkli yonleriyle ele alinan bir kavramdir. Mark Fisher,
tekinsizligi korkudan ¢ok bir eksiklik ya da fazlalik duygusuyla iliskilendirir. Ona gore tekinsiz olan,
bulunmamasi gereken bir seyin varlig1 ya da bulunmasi gereken bir seyin yokluguyla ilgilidir (2020,
s. 12-15). Ernst Jentsch kavrami entelektiiel belirsizlik iizerinden agiklar. Kisi, karsilagtig1 olayin,
nesnenin ya da durumun niteliginden emin olamadiginda siiphe ve kararsizlik duygusuyla karsi
karsiya kalir. S6z konusu duygu da bu belirsizlik alaninda ortaya ¢ikar (2024, s. 11-15). Sigmund
Freud ise tekinsiz olanin biitiiniiyle yabanci bir seyden degil, gecmiste tanidik olan ancak bastirilma
stirecinde yabancilasarak geri donen unsurlardan kaynaklandigini ileri siirer (2024, s. 48). Kavram,
bilinmeyenden ¢ok tanidik olanin beklenmedik sekilde yabancilagsmasiyla iliskilidir. Richard
Kearney’nin yabancilik ve mahremiyet tizerine degerlendirmeleri ile Giirbilek’in bastirilanin geri
donisiine iligkin yorumlar1 da bu yaklasimi farkli agilardan destekler. Tekinsizlik bu bigimiyle
belirsizlik, bastirma, yabancilasma ve geri doniis deneyimlerinin kesigiminde sekillenen ¢ok
katmanl bir kavram olarak goriiniirliik kazanir.

Tekinsizlikle siklikla karigtirilan tiirlerden biri fantastiktir. Ancak ikisi arasindaki iligki
0zdeslik degil, bir etkilesim iligkisidir. Ger¢egin temsilinde belirsizlikler ve uyusmazliklar yaratan
fantastik, bu yonilyle tekinsizlik duygusunu besler. Gergek ile gercek olmayan arasindaki
belirsizligin vurgulanmasi bakimindan fantastik, bu kavramla ortiisen bir zemine sahiptir. Fantastik
tiir denilince akla gelen ilk isimlerden biri olan Tzvetan Todorov, Fantastik: Edebi Tiire Yapisal Bir
Yaklasim adli eserinde fantastik metinleri fantastik kilan 6zelligin, metinden okura gegen bir ikircim
ya da kararsizlik deneyimi oldugunu vurgular: “Fantastik bir kararsizlik siiresi kadardir: algiladiklar
seyin paylagilan diisiincenin tanimladigi big¢imiyle, ‘gerceklik’ olup olmadigma karar vermek
durumunda kalan okuyucu ve &ykil kisisinin ortak kararsizligidir” (Todorov, 2012, s. 47).
Todorov’un fantastigin kosullarindan biri olarak ele aldigi tekinsizlik kavrami ile Freud’un
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tanimladig1 tekinsizlik tam olarak Ortiismez. Todorov’a gore tekinsiz olan yaniltici bir gerceklik
barmdirir. Tuhaf goériinenin ardinda doga yasalariyla agiklanabilen mantikli nedenler bulunur. Freud
icin ise tekinsizlik psikanalitik bir kavramdir. Koékleri ¢ocukluga uzanan bir deneyim, inang ve
bireyin bilin¢disiyla iliskilidir. Bu yaklagim, kavrami sadece bireysel bir ruhsal deneyim olarak degil,
okurun metinle kurdugu yorumlama iligkisinin bir sonucu olarak da gérmeyi miimkiin kilar.

Modern ve postmodern anlatilarda kimliklerin parcalanmasi, gergeklik algisinin kirilmasi,
zaman ve mekan siirlarmin belirsizlesmesi gibi unsurlar tekinsizligin farkli bigimlerde ortaya
cikmasina saglar. Tiirk edebiyatinda bu 6zellikleri belirgin bi¢cimde tasiyan yazarlardan biri Hasan
Ali Toptas’tir. Toptas’in anlatilarinda gergek ile diis, hatirlama ile unutma, varlik ile yokluk
arasindaki sinirlar siirekli olarak yer degistirir. Yazarin metinlerinde sik¢a karsilasilan “sanki”,
“belki” ve “bilemiyorum” gibi ifadeler, anlatinin kesin bir gergeklik {izerine kurulmasini engeller ve
okuru degisken bir anlam alanmiyla kars1 karsiya birakir (Tirker, 2009, s. 6-7). Bu ifadeler sadece
Golgesizler'e 6zgi olmamakla birlikte Uykularin Dogusumun ¢ok katmanli anlati yapisinda da
benzer bir belirsizlik dili isler (Kavas, 2009; Balkiz, 2018). Anlamin tek bir yoruma indirgenmesi bu
dogrultuda giiglesir. Anlam1 kesinlestirmekten kaginan bu anlati anlayisinda yorum olanagi agik
tutulur ve okur, metnin anlam iiretim siirecine etkin olarak dahil edilir (Ecevit, 2001, s. 169-170).
Hasan Ali Toptas’in anlati anlayis1 da bu belirsizlik zeminini besler. Toptas bir sdylesisinde bunun
bilingli bir poetika oldugunu dile getirerek bilgi eksikliginin telafisinin gili¢ oldugu alanlarin aksine,
"sanat s0z konusuysa, bilginin kendisi degil buhart muteberdir" der ve romani, yerlesik bir bilgiden
degil verimli bir "bilgisizlik"ten yazdigin1 belirtir (Toptas, 2010, s. 78-79). Yazar bu bilgisizligi de
ikiye ay1rir: doganin bir pargasi olmaktan kaynaklanan, evcillestirilemeyen ham yanimizi ifade eden
bir "kalinmig bilgisizlik" ve bilgi arazisini sabirla adim adim yiiriidiikten sonra ulasilan bir "varilmis
bilgisizlik". Kendi anlatimina gdére romancinin bir kulagi bu kalinmig bilgisizlikte, bir kulagi da
varilmig bilgisizlikte olmali, kalemini de "sezgi hokkasi"na batira batira, kagidin degil zamanin
yliziine yazmalidir. Bu goriisiinii, kendi romanlarindan daha akilli oldugunu sanan yazarlarin hemen
meslek degistirmesi gerektigini sdyleyen Milan Kundera'dan bir alintiyla pekistirir (Toptas, 2010, s.
78-79). Toptas'in romanlarinda olay oOrgiisii ¢ogu zaman dogrusal bir yapi izlemez. Zamanlar,
mekanlar ve kurgu diizlemleri birbirinin igine geger. Dolayisiyla eserleri i¢in zaman zaman “Oykiisiiz
metinler” nitelemesi yapilmigtir. Yildiz Ecevit’in de belirttigi gibi Toptas, imge ve metafor
yogunluklu bir anlatim aracilifiyla anlam1 kesinlestirmekten kaginir, metnin anlam iiretim siirecini
biiyiik 6l¢iide okura birakir (Ecevit, 1996, s. 4). Okurun anlatilan diinyayi tek ve kesin bir gergeklik
olarak kavramasi giiglestigi i¢in tekinsizligin olustugu belirsizlik alan1 da genigler. Zamanin dogrusal
akisinin bozuldugu, mekanlarin ve anlati diizlemlerinin i¢ ige gectigi bu yapi, tekinsizlik duygusunun
anlat1 boyunca siireklilik kazanmasina olanak tanir.

[k baskist 1995 yilinda yayimlanan Gélgesizler, Toptas’m anlati diinyasin1 en belirgin
sekilde yansitan romanlardan biridir. K&y ve sehir arasinda gidip gelen anlati katmanlari, kaybolan
kisiler, aciklanamayan olaylar, ¢ogalan benlikler ve siirekli yer degistiren gerceklik katmanlar
romanin temel yapisini olusturur. Koy ve sehir arasinda kurulan paralel yapi, olaylarin hangi
gerceklik diizleminde gerceklestigine iliskin kesin bir yargiya ulagilmasim giiclestirirken (Karaca,
2011, s. 548-549) okurun anlatilan diinyanin ontolojik statiisiine iliskin kusku duymasina da neden
olur. Anlamin siirekli ertelenmesi ve agiklanamayan bosluklarin korunmasi ise bu belirsizlik
duygusunu derinlestirir.

Golgesizler tzerine yapilan c¢alismalar biiyiikk 0Ol¢lide romanin postmodern yapisi,
iistkurmaca dzellikleri, gergeklik katmanlar1 ve mekansal kurgusu iizerinde yogunlasmistir. Aysegiil
Ayik (2010) romanin listkurmaca yapisina ve anlati diizlemlerine dikkat ¢ekerken, Alaattin Karaca
(2011) kdy ve sehir arasinda kurulan paralel yapmin gerceklik algisi {izerindeki etkisini
degerlendirmistir. Onder Yeral (2006) roman1 olanaksizlik kavrami cercevesinde ele almis, Sitki
Nazik (2020) ise varlik ve yokluk izlegi iizerinde durmustur. Haluk Oner (2014) romandaki mekansal
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belirsizliklerin ve tasra deneyiminin varolussal boyutlarini tartisirken Gizem Yilmaz (2022) roman
ile film uyarlamas1 arasindaki iliskiyi anlatibilimsel a¢idan incelemistir. Gaye Belkiz Yeter (2011)
ise romanin postmodern anlati unsurlarin1 benzer sekilde haritalandirmistir. Bu ¢alismalar, romanin
farkli katmanlarmi goriiniir kilmakla birlikte, kaybolmalar, belirsizlikler, benlik yarilmalari,
mekansal ¢oziilmeler, rilya mantigi ve golgesizlesme olgusunu tekinsizlik kavrami etrafinda
biitiinciil bigimde degerlendiren ¢aligmalar sinirli kalmastir.

Bu makalede Golgesizler, Freud’un bastirilanin geri doniisiine dayanan tekinsizlik kurami
ile Jentsch'in entelektiiel belirsizlik yaklasimi temelinde incelenmistir. Inceleme siirecinde
Kearney'nin sir ve mahremiyet, Giirbilek’in ise bastirilanin geri doniisii ve unutulanin yeniden
gorliniir héle gelmesine iliskin degerlendirmelerinden de yararlanilmistir. Calismada metin
incelemesi ve yakin okuma yontemleri kullanilmistir. Romanin olay 6rgiisii, kisiler diinyasi, mekan
kurgusu ve anlatim 6zellikleri tekinsizlik kavrami ekseninde degerlendirilmistir. Amag, romandaki
kaybolmalarin, belirsizliklerin, benlik yarilmalarinin, mekénsal ¢o6ziilmelerin, rilya mantigini
cagristiran anlati yapisinin ve golgesizlesme olgusunun tekinsizlik deneyimini nasil {irettigini ortaya
koymaktir.

1. Tekinsizligin Kuramsal Cercevesi

Tekinsizlik, tanidik olanin beklenmedik bigimde yabancilagmasiyla ortaya ¢ikan ve bireyin
gerceklik algisini sarsan bir deneyim bi¢imidir. Kavram ¢ogu zaman korkuyla iliskilendirilse de
belirli bir tehdit kargisinda hissedilen korkudan farkli bir seye karsilik gelir. Korku genellikle digsal
ve belirli bir nesneye yonelirken, tekinsizlik 6znenin giiven duydugu diinyanin beklenmedik sekilde
degismesiyle belirir. Tekinsiz olan biitiiniiyle bilinmeyen ya da yabanci olan degil, gegmiste tanidik
olan bir unsurun farkli bir gériiniimle yeniden belirmesidir. Bastirilanin geri doniisiiyle birlikte
tanidik olan yabancilasir ve 6znenin giiven duydugu gergeklik zemini sarsilir (Mengi & Yilmaz,
2025, s. 230). Bu genel gerceve tekinsizligin fenomenolojik siirlarini ¢izmekle birlikte, duygunun
hangi zihinsel siirecler araciligiyla ortaya ¢iktigini agiklamakta yetersiz kalir.

Tekinsizlik kavramini ilk sistemli sekilde ele alan Ernst Jentsch, bu duyguyu bireyin
karsilastig1 olaylar1 ve nesneleri anlamlandirmakta yasadig: giicliikle iliskilendirir. Jentsch’e gore
tekinsizlik, bir nesne ya da olay karsisinda ortaya c¢ikan “oryantasyon eksikligi” ile yakindan
baglantilidir (2024, s. 11). Kisi ¢evresini ne kadar iyi taniyor ve ona ne kadar aliskinsa, nesne ve
olaylarin tekinsiz bir etki yaratma ihtimali de o 0l¢iide azalir (2024, s. 11-15). Canli ile cansiz
arasindaki sinirin bulaniklagsmasi, diis ile gergekligin birbirine karismasi ya da yasanan bir olayin
aciklanamamasi, 6znenin kargilastigi durumun niteligine iliskin kesin bir yargiya ulagsmasimi
giiclestirir. Jentsch, tekinsizligi tam da bu entelektiiel belirsizlik haliyle iligkilendirir (2024, s. 11-
15). Bu ¢oziimleme, duyguyu bilissel bir yonelim sorunu olarak ele almasi bakimindan agiklayicidir.
Ancak duygunun belirli nesne ve durumlarla neden 6zdeslestigini agiklamak i¢in belirsizligin varlig
tek basina yeterli degildir. Bu nesnelerin 6znede uyandirdigi ¢cagrisimlar da hesaba katilmalidir.

Sigmund Freud ise tekinsizligi salt zihinsel belirsizlikle agiklamanin yeterli olmadigim ileri
stirer. Freud'a gore tekinsiz olan, biitiiniiyle yeni ya da yabanci bir olgu olmamala birlikte, bir
zamanlar tanidik ve asina oldugu halde bastirilma siireciyle bilingdigina itilmis, daha sonra
beklenmedik bir sekilde geri donerek yabancilagmis olandir. Dolayisiyla tekinsizlik, bilinmeyenle
karsilasmaktan ¢ok, geg¢miste tanidik olanin beklenmedik sekilde yeniden belirmesinden
kaynaklanir. Tekinsiz deneyim, “bastirilmis bir cocukluk kompleksinin yeniden canlanmasiyla ya da
asilmis oldugu diisiiniilen ilkel inaniglarin yeniden dogrulanmasiyla” ortaya ¢ikar (Freud, 2024, s.
56). Gegmiste geride birakildig1 sanilan unsurlarin simdiye sizmasi ve biling tarafindan diglanan
iceriklerin farkli kiliklarda geri donmesi, 6zneyi rahatsiz eden ve gerceklik duygusunu asindiran
dinamikler olarak kendini gosterir.
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Bu noktada Freud, Jentsch’ten ayrilir. Jentsch i¢in tekinsizlik, 6znenin karsilastigi nesne ya
da olay1 tanimlayamamasindan dogan biligsel bir kararsizlik halidir. Belirsizlik ortadan kalktiginda
tekinsizlik de ¢oziiliir. Freud ise bu agiklamay: yiizeysel bulur: ona gore tekinsizligin kaynagi
bilinmeyende degil, tanidik olanin bastirilip farkli bir kilikta geri donmesindedir. Belirsizligin
giderilmesi tekinsizligi sona erdirmez tam aksine bastirilanin ylizeye ¢ikmasi yeni bir huzursuzluk
iiretir.

Jentsch’in entelektiiel belirsizlik cergevesi, romanin olay oOrgilisiindeki aciklanamaz
bosluklar1 ve okurdaki kararsizlik duygusunu ortaya ¢ikarir. Freud’un bastirma ve geri doniis kurami
ise kaybolmalarin, benlik yarilmalarinin ve golgesizlesmenin altindaki daha derin ontolojik
cOziilmeyi kavramlastirmayr miimkiin kilar. Freud’un tekinsizlik kurami, psikoloji alaninin
sinirlarini agarak edebiyat incelemelerinde de genis bir karsilik bulmustur. Kurmaca metinlerde
ortaya ¢ikan tekinsizlik, gercek yasamda karsilagilan 6rneklerden daha genis bir olanak alanina
sahiptir. Gergeklik sinamasinin askiya alinmasi, okurun olagan kosullarda kuskuyla yaklasacagi
olaylar1 anlati igerisinde kabul edilebilir hale getirir (Freud, 2016a, s. 356). Kurmacada tekinsizlik
anlatilan olaylarin yani sira anlatinin okurda biraktig1 kararsizlik duygusundan da gii¢ alir. Yazar,
gergek ile kurmaca arasindaki sinirt bilingli olarak bulaniklastirarak gilindelik yasamda olagan
karsilanmayacak durumlar1 anlatinin dogal bir pargas1 haline getirebilir.

Giirbilek, tekinsizligi bastirilanin geri doniisii baglaminda yorumlar. Ona gore tekinsiz olan,
“unutulmusun gizli yuvasindan bagini uzatmasi, yillar sonra taninmaz hilde verdigi taninma
savas1”dir (2011, s. 51). Ge¢misle bagim biitlinliyle koparamayan bir deneyim olarak goriilen
tekinsizlikte bastirilan unsur bilingten uzaklastirilmis olsa da etkisini siirdiiriir. Farkli kiliklarda geri
doner, 6znenin giivende hissettigi zemini yerinden oynatir. Gilirbilek'in farkli ¢aligmalarinda da
bastirilmigin geri doniisii diistincesini farkli toplumsal ve kiiltiirel baglamlarda siirdiirmesi, bu
yaklagimin yazarin diisiince diinyasinda siireklilik tasiyan temel izlemlerden biri oldugunu
gostermektedir (2023, s. 104-111). Giirbilek’in bu vurgusu, bastirilanin geri doniisiinii bireysel bir
ruhsal mekanizmanin smirlarindan ¢ikarip toplumsal hafizanin ve kolektif suskunluklarin da
isleyebilecegi bir cerceveye tasir. Kavram bu yolla edebiyat elestirisinde kiiltiirel bir okuma aract
niteligi de kazanir.

Freud, tekrar olgusunu da tekinsizligin temel kaynaklarindan biri olarak ele alir. Ona gore
bazi karsilagmalarin, olaylarin ya da mekanlarin 1srarli sekilde yinelenmesi rastlantiyla
aciklanamayacak 6l¢tide giiglii bir huzursuzluk yaratir. Ayni seyin siirekli geri donmesi, giindelik ve
siradan olani rahatsiz edici bir deneyime doniistiiriirken 6zellikle kaginilmaya ¢aligilan bir durumun
defalarca ortaya ¢ikmasi bu duyguyu iyice yogunlastirir (Freud, 2024, s. 45). Freud, aym tekrar
dinamiginin goriiniiste farkli bir fenomen olan ikizlik ile benlik boliinmesini de besledigini ileri siirer.

Ikizlik ve benlik béliinmesi de Freud’un iizerinde durdugu temel meseleler arasindadir. Golge,
yansima, suret ve ikiz gibi figiirler baslangigta bireyin varligim1 koruyan ikinci bir benlik olarak
belirirken zamanla tehdit edici bir nitelik kazanir. Freud bu durumu, “6znenin kendisini bir
baskasiyla 6zdeslestirmesi, bu sayede kendisinin kim oldugu konusunda kuskuda olmasiyla yabanci
benligin kisilige hakim olmas1” seklinde agiklar ve bu siiregte “benligin ¢iftlesmesi, béliinmesi ve i¢
gecisiminin” ortaya ¢iktigini belirtir (2024, s. 42-44). Birey, dis diinyaya oldugu kadar kendi i¢
diinyasina da yabancilasmaya baslar.

Tekinsizlik, sirlar, suskunluklar ve bastirilmis hakikatlerle de yakindan iligkilidir. Mahrem
olanin asir1 derecede gizlenmesi ve bilingdisina itilmesi, zamanla yabanci ve giivenilmez bir nitelik
kazanir. Kearney’nin ifadesiyle “tekinsiz, tekin olanin diger yiiziidiir” (2012, s. 97). Konusulmayan
sirlar, bastirilan travmalar ve ylizlesilmeyen suglar biitiiniiyle ortadan kalkmaz; birer birer degisik
goriinlimlerde geri doner ve bireyde bir tiirlii gegmeyen bir huzursuzluk birakir. Freud’un riiya
kuramu, tekinsizligin anlasilmasinda 6nemli bir agiklama zemini sunar. Rilyalarda zamanin dogrusal
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yapisi bozulur, mekanlar birbirine karisir, farkl kisiler tek bir figiirde birlesebilir ve mantiksal baglar
coziliir. Yogunlastirma ve yer degistirme mekanizmalar aracilifiyla bastirilmig icerikler goriiniir
hale gelir. Diis ile gerceklik arasindaki sinirin silinmesi, 6znenin yasananlarin dis diinyaya mi1 yoksa
kendi zihnine mi ait oldugunu ay1rt etmesini giiclestirir. Boyle durumlarda gerceklik duygusu zayiflar
ve tekinsizlik i¢in elverigli bir zemin olusur.

Bu caligmada tekinsizligi goriiniir kilan sahneler, kaybolma, belirsizlik, benlik yarilmasi,
mekansal ¢6ziilme, rilya mantig1 ve golgesizlesme eksenlerinde secilmistir. S6z konusu sahneler
yakin okuma yontemiyle degerlendirilmistir. Tekinsizligin romandaki farkli katmanlar1 arasindaki
iligkiler ortaya konulmaya c¢alisilmistir.

2. Golgesizler Romaninda Tekinsizligin Katmanlari

Romanda tekinsizlik, tek bir olaya, karaktere ya da mekana hapsolmaz; anlatinin biitiiniine
yayilan ¢ok katmanli bir estetik diizen i¢inde insa edilir. Gergek ile diis, glindelik olan ile olaganiistii
olan arasindaki sinirlarin siirekli yer degistirmesi, Toptag anlatilarinin belirgin 6zelliklerinden biridir.
Bu dogrultuda okur, anlati boyunca karsilastigt olaylart kesin bir gerceklik diizleminde
degerlendirmekte giicliik ¢eker. Yazarin metinlerinde zaman dogrusal bir akis izlemez; gegmis, simdi
ve gelecek ayni anlati diizlemi i¢inde birbirine karigabilir (Sahin, 2003, s. 38). Benzer sekilde mekan
da sabit ve giivenilir bir zemin olma 6zelligini yitirir; siirekli doniigen, genisleyen ve farkli anlati
katmanlarina agilan dinamik bir yapiya biiriiniir. Zamansal ve mekansal sinirlarin bu sekilde
¢oziilmesi, anlatida belirgin bir zamansizlik duygusu yaratirken, kurgulanmis bir metin okunmasina
ragmen olaylarin kendiliginden gelisiyormus izlenimini de gii¢lendirir. Bu sayede roman, okuru
stirekli degisen ve kesinlikten uzak bir anlati evreninin i¢inde tutarak tekinsizlik duygusunun
anlatmin biitiiniine yayillmasimi saglar. Toptas’in anlatilarinda anlam tek bir merkeze baglanmaz.
Okuru edilgen bir izleyici konumundan uzaklastirip anlam iiretim siirecinin etkin bir pargasi haline
getirir. Okurun anlat1 i¢indeki bu konumu ve romanin kesinlikten uzaklasan yapis1 Golgesizler’de
goriilen belirsizlik duygusunun énemli kaynaklarindan biridir.

Romanin kurdugu anlati evreninde gercek ile kurmaca arasindaki sinirlar da siirekli yer
degistirir. Koy ile sehir, diis ile gercek, varlik ile yokluk arasindaki gegisler belirli agiklamalarla
sinirlandirilmaz. Romanda kurmaca olanla gergek olan arasindaki sinirlar siliklesirken varliga ve
kimlige iligkin sorular da yeni boyutlar kazanir. Tekinsizlik duygusu, tam da bu belirsizlik alaninda
derinlesir (Aslan, 2004, s. 95). Anlati ilerledik¢e olaylarin hangi gergeklik diizlemine ait oldugu
gitgide belirsizlesir.

Romanin tekinsiz yapisi, tek bir olay ya da motif etrafinda kurulmaz. Kaybolmalar,
aciklanamayan olaylar, benlik boliinmeleri, mekansal ¢oziilmeler ve suskunluklar ayni huzursuzluk
alaninin ayr1 tezahiirlerini olusturur. Bu unsurlar birbirinden bagimsiz 6rnekler olarak degil anlatinin
biitiiniine yayilan tekinsizlik deneyiminin pargalar1 olarak degerlendirilmelidir. Romandaki
tekinsizlik kaybolmalar, belirsizlik ve sessizlik, benlik yarilmalart ve c¢iftlesmeler, mekansal
coziilmeler, rilya mantig1 ve golgesizlesme ekseninde ele alinacaktir. Bu katmanlar birbirinden
bagimsiz ilerlemez. Biri digerini besleyerek bu yapiy1 olusturur. Inceleme, bu sebeple kaybolmalar
olgusundan baslayarak tekinsizligin romanda nasil katmanlastigini adim adim izlemektedir.

2.1. Kaybolmalarin Tekinsizligi

Golgesizler’de tekinsizlik en belirgin sekilde kaybolmalar etrafinda yogunlasir. Ancak
romandaki bu olgu, belirli kisilerin ortadan kaybolmasindan ibaret degildir. Anlati boyunca insanlar,
esyalar, hatiralar ve onlar1 birbirine baglayan izler eksilir, geriye agiklanmasi gii¢ bosluklar kalir. Bu
eksiklikler, kaybolan kisinin ya da nesnenin nerede olduguna iligkin sorulardan ¢ok, yoklugunun
nasil anlamlandirilacagi meselesini 6ne ¢ikarir. Bu huzursuzluk duygusu da bu gerilim alaninda
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ortaya ¢ikar. Bastirilan ya da kayboldugu diisiiniilen unsur biitiiniiyle yok olmaz, bagka kiliklarda
geri donerek varligini siirdiiriir.

Golgesizler’deki kaybolmalar da Jentsch’in tekinsizligin kaynagi olarak gordiigii bu
entelektiiel belirsizligi yansitir (2024, s. 11-15). Koyliiler kaybolan kisilerin akibetini 6grenmeye
caligsalar da higbir agiklama kesinlik kazanmaz. Her ihtimal yeni bir soruyu beraberinde getirirken
her arayis yeni bir belirsizlik yaratir. Romandaki kaybolmalar fiziksel bir yok olusun ¢ok Otesine

gecer.

Romanda tekinsizlik duygusunu besleyen ilk kaybolma, Cingill Nuri’nin ortadan
kaybolmasidir. Ne var ki kaybolan tek bagina bir kisi de degildir. Nuri’nin ardindan onu
dogrulayabilecek izler de silinmeye baslar. Koyliller bu yoklugu anlamlandirmaya c¢alisirken
karsilarinda acgiklanmasi gii¢ bir bosluk bulurlar:

Nuri her kdsede aranmisti o giin, her yere sorulmus, ama kiiciiciik bir ipucu bile
bulunamamust1. Yoktu. Oyle biri yasamamist1 sanki, o adda biri bu kéyde yillarca berberlik
yapmamistt. Yiizii de unutulmustu ansizin, burnu nasildi, gozleri vardi da onlarla m1
goriirdil, agziyla m1 yer igerdi, kimse animsamiyordu. Diikkan onun varliginin biricik
kanitrydi bu yiizden. O da gitgide toza topraga gémiiliiyordu (Toptas, 2016, s. 18).

Bu sahnede dikkat ¢eken nokta, kaybolusun fiziksel yoklugun 6tesine gegmesidir. Nuri’nin
ardindan bedeniyle birlikte onu hatirlatabilecek izler de silinmeye baglamigtir. Kdyliiler onun nerede
oldugunu bilmedikleri gibi, zamanla nasil biri oldugunu da hatirlayamaz hale gelirler. Kaybolma bu
anlamda siradan bir ayrili§in siirlarini ¢oktan agmustir: varligini dogrulayan biitlin isaretlerin
silinmesi, geriye kisiden higbir sey kalmadigini géstermektedir.

Kearney’nin belirttigi gibi tekinsizlik, biitiiniiyle yabanci olandan degil, tamdik olanin
zamanla ¢oziilemeyen bir muammaya doniismesinden beslenir (2012, s. 97). Cingil Nuri’nin
kaybolusunda da kdoyliiler, tanidiklar bir kisinin yoklugunu agiklamaya c¢alisirken her yeni ihtimalle
birlikte daha derin bir belirsizlikle karsi karsiya kalirlar. Nuri’nin yoklugu, onu bulmaya yonelik
biitiin cabalara ragmen ag¢iklanamazligini korur:

Her yere haber vermisti dedigine gore. Biitiin devlet kapilarimi g¢alip Nuri’nin adini
tutanaklara yazdirmis, oraya buraya serh diislirmiis, hatta ilgede ne kadar kahve ne kadar
lokanta ya da han, hamam varsa tek tek dolasip olayr anlatmisti. Herkes her seyden
haberliydi simdi, herkes goziinli dort agmig Nuri’yi bekliyordu. Ama Nuri yoktu (Toptas,
2016, s. 15).

Arama faaliyetlerinin genislemesi ve olayin herkes tarafindan bilinmesine ragmen higbir
sonuca ulagilamamasi, kaybolusu daha da esrarengiz héle getirir. Ortada ne bir iz ne de agiklayici bir
neden vardir. Jentsch’in tekinsizlikle iliskilendirdigi entelektiiel belirsizlik de burada kendini
gosterir, ¢iinkii yasanan olay giindelik deneyim igerisinde anlamlandirilamamakta, agiklama
girisimleri ise bu muglakligi ortadan kaldirmak yerine derinlestirmektedir.

Nuri’nin ardindan olusan bosluk, koydeki diger insanlarin diinyasini da etkiler. Onu
cevreleyen anlam a1 ¢oziilmeye baslar ve insanlar agiklayamadiklar1 bir yoklugun etrafinda dolasir
kalir. Anlatmin siirekli yer degistiren yapisi, okurun tutunabilecegi sabit bir gerceklik zemini
birakmaz (Parla, 2000, s. 222). Cingil Nuri'nin kaybolusu romanda giderek yayginlasacak olan
kaybolmalar zincirinin ilk halkasidir.
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Cingil Nuri’nin kaybolusuyla baslayan belirsizlik, Gilivercin’in ortadan kaybolmasiyla daha
da derinlesir. Ancak Giivercin’in kaybolusu sadece bir kisinin yoklugu olarak kalmaz, kdyde dolasan
sOylentiler ve cevapsiz sorular aracilifiyla kolektif bir huzursuzluga evrilir. Anlaticinin aktardigina
gore kaybolusun hemen ardindan daha ilk giinden Giivercin’in nasil ve neden kaybolduguna iliskin
bir siirii soylenti gikar. Koyliilerin {irettigi agiklamalar ortak bir noktada bulusmaz, her yeni ihtimal
olayin ¢evresindeki belirsizligi daha da biiyiitiir.

Kaybolusun ardindan ortaya ¢ikan bu kararsizlik, Giivercin’in yoklugunu aileyi asarak
koyiin tamamin etkileyen bir belirsizlik alanina doniistiiriir. Muhtar’in diisiincelerinde bu durum
acik sekilde goriiniir: “Giivercin’in kagirilmig denmesine sevinmisti aslinda. Bu, kaybolmasindan
iyiydi. Kayiplardan korkuyordu ciinkii. Her yana dagiliveren bir belirsizlikti onlar, goriiliip
denetlenmesi, hatta diisiiniilmesi bile zordu” (Toptas, 2016, s. 49). Burada kaygi yaratan sey,
Giivercin’in nerede oldugunu bilmekten ibaret degildir. Kaybolus, koyiin gilindelik hayatin
anlamlandiran neden-sonug¢ iligskilerini de sarsar. Muhtar’in goziinde kayiplar, sinirlan
belirlenemeyen ve durmaksizin genisleyen bir belirsizlik alanina evrilmektedir. Giivercin fiziksel
olarak ortada bulunmasa da anlatinin merkezindeki yerini korur. Yoklugu, koyiin {izerine ¢dken
tekinsiz atmosferin temel kaynaklarindan birine doniisiir.

Freud’a gore tekinsizlik, biitiiniiyle yabanci olanin degil, bir zamanlar tanidik olanin farkl
bicimlerde geri donmesiyle iliskilidir (2024, s. 48). Giivercin’in romandaki konumu da bu acgidan
dikkat ¢ekicidir. Kaybolusunun ardindan kesin bir sonuca ulasilamamasi, onun anlatidaki etkisini
ortadan kaldirmaz. Aksine Giivercin’in yoklugu, zamanla biiyiiyen bir belirsizlik alanina doniisiir.
Koyliilerin konusmalari, sOylentileri ve arayislar siirekli olarak Giivercin’e geri doner. Giivercin,
romanda kaybolan bir karakterin 6tesine gegerek yokluguyla varligini siirdiiren ve g¢evresindeki
herkesi etkileyen bir figiire biirtiniir.

Kaybolmalar karsisinda en yogun sorgulamayi yasayan kisilerden biri Mubhtar’dir.
Gilvercin'i aramak i¢in ¢iktigi yolculuk sirasinda karsilastigi belirsizlikler, onu kaybolan kisinin
akibetini asarak kaybolmanin kendisi iizerine diisiinmeye yoneltir. Arayisin bir noktasinda “Mubhtar,
avluyu yeniden taradi gozleriyle. O her seyin mutlaka bir iz birakacagma inaniyordu, izsiz sey
olamazdi. Kuslarin bile izi vardi gokyiiziinde, sozciiklerin diste, bakislarin yiizde...Buralarda bir
yerde izler olmaliydi, en azindan onu iten ya da ¢ekip gotiiren her neyse onun izleri... Bu, bir bosluk
bile olabilirdi.” (Toptas, 2016, s. 44). Muhtar icin bir insanin ardinda hicbir iz birakmadan
kaybolmas1 kabul edilebilir bir durum degildir. Ancak iz arayisi ilerledik¢e sorun, kaybolan kisiye
ulagsmaktan ¢ok hakikate ulasmanin miimkiin olup olmadig1 meselesine kayar.

Muhtar’in yasadigi kararsizlik, romanin genelinde goriillen belirsizlik duygusunu da
yogunlastirir. Giivercin’in kaybolusunu agiklayabilecek bir iz ararken karsilastigi higbir isaret onu
kesin bir sonuca ulastirmaz. Bu yiizden olaylar1 defalarca yeniden disiiniir, gordiiklerini ve
duyduklarini anlamlandirmaya g¢aligir ancak her degerlendirme girisimi yeni kuskular dogurur.
Romanin ¢esitli boliimlerinde Muhtar’in uzun stire diisiincelere daldigi, c¢evresindeki bosluga
bakarak yasananlar1 bastan kurmaya calistigi goriiliir. Kaybolmalarin ardindaki hakikate
ulagamamasi, belirsizligi ortadan kaldirmak yerine daha da derinlestirir. Muhtar’in yasadigi bu
zihinsel ¢ikmaz, Jentsch’in tekinsizlikle iligskilendirdigi entelektiiel belirsizlik halinin romandaki en
belirgin drneklerinden birini olusturur.

Kaybolma olgusu romanda yalnizca insanlarin basina gelmez. Bir siire sonra giindelik hayata
ait nesneler de yer degistirmeye, kaybolmaya ve beklenmedik bicimlerde ortaya ¢ikmaya baglar.
Anlatici bu durumu su soézlerle aktarir: “Her sey ikide bir kayboluyordu hatta, yerinde duran bir
stiplirge bile bulunamiyordu kimi zaman, avlunun kosesindeki bir kiirek basini alip 6teki koseye
gidiyor, bulgur keseleri nohut ¢uvallarinin arkasina saklaniyor ya da kasik, tepsi ve ¢anak gibi seyler
kayboluslarindan aylar sonra komsu evlerde ortaya c¢ikiyordu” (Toptas, 2016, s. 35). Ancak
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anlatidaki belirsizlik yalnizca nesnelerin kaybolmasindan ibaret degildir. Ayni boliimde tavuklarin
gergekten tavuk olup olmadigindan bile kusku duyuldugu, agaclarin ise her an bogiiriip
meleyebilecek canlilara doniigsebilecegi belirtilir (Toptas, 2016, s. 35). Insan, hayvan, bitki ve nesne
arasindaki sinirlar da bulaniklagsmaya baslar. Giindelik hayatin olagan diizenini olusturan kategoriler
¢oziiliirken koyliilerin diinyay1 anlamlandirmasini saglayan referans noktalari da sarsilir. Tekinsizlik
kaybolan nesnelerden oldugu kadar varliklarin ne olduguna iliskin duyulan kuskudan da beslenir.
Kaybolan nesneler kadar geride biraktiklar1 bosluk da 6nem kazanir. Insanlar eksilen seyleri ararken
bir yandan da alistiklar1 diinyanin yavas yavas degistigine taniklik ederler. Kaybolmalarin
insanlardan esyalara dogru yayilmasi, belirsizligi giindelik hayatin en siradan ayrintilarina kadar
tasir. Kaybolmalarin ortak 6zelligi, olaylarin acikliga kavusmamasidir. Kisilerin ortadan kaybolmast
kadar, bu kayboluslarin nedenine iliskin kesin bir agiklamanin bulunmamasi da anlatidaki belirsizlik
alanin1 genisletir. Bu ¢ercevede romandaki tekinsizlik, kaybolmalarin ardindan belirsizlikler
tizerinden derinlesir.

Cingil Nuri’nin kaybolusuyla baglayan siire¢, Giivercin’in yoklugu, Muhtar’in iz arayisi ve
giindelik nesnelerin ortadan kaybolmasiyla giderek genisleyen bir nitelik kazanir. Kaybolma, koyiin
giindelik hayatina, hafizasina ve gerceklik algisina niifuz eden kurucu bir tekinsizlik kaynagina
dontistir.

2.2. Belirsizlikler, Sessizlik ve S6ylenemeyenler

Belirsizlik, Golgesizler'de tekinsizligi kuran temel dinamiklerden biridir. Kaybolmalar
etrafinda sekillenen kararsizlik, anlatinin ilerleyen katmanlarinda bu kez dogrudan anlatim bi¢iminin
bir niteligi olarak belirir. Olaylar cogu zaman kesin bir agiklamaya kavusmaz; kisiler, mekanlar ve
anlati1 diizlemleri farkli olasiliklar arasinda stirekli yer degistirir. Okurun kugkularini giderecek kesin
bir agiklamanin siirekli ertelenmesi, belirsizlik duygusunu kalict hale getirir. Hatta belirsizlik,
romanda salt olaylarin kurulus bi¢imini belirleyen anlatisal bir 6zellik degil, tekinsizlik duygusunun
stirekliligini saglayan temel estetik ilkelerden biri olarak iglev goriir. Romanin tekinsiz atmosferi,
olay oOrgilisiiniin yan1 sira daha ilk sayfalardan itibaren kullanilan dil ve imgeler araciligiyla
kurulmaya baslanir. Anlatida sikc¢a karsilasilan “zindan karasi tesbih”, “kiiciiclik bir cellat gozii”,
“Ofkeli ve kanli bir oyun”, “kara cadirlar”, “kapkara susmustu” ve “alacakaranlik sokaklar” gibi
ifadeler, giindelik nesne ve durumlart karanlik ¢agrisimlarla kusatarak okuru belirsiz bir havanin
icine ¢eker. Aym sekilde “Karadiis Caddesi” ad1 da daha ilk anda gercek ile diis arasindaki sinirin
bulaniklagsacagini hissettirir. Bu atmosfer sadece karanlik ¢agrisimli sifatlarla kurulmaz. Anlatinin
baslarinda berber i¢in kullanilan “kendine sigmazlik™ ifadesi de tekinsizligin erken isaretlerinden
biridir. Berberin ayni anda bagska bir kdyde, bagka bir diikkkédnda oturup buraya bakiyor olabileceginin
sOylenmesi, gerceklik algisini daha en bastan sarsar. Okur, anlatimin ilerleyen bdliimlerinde
karsilasacag1 kaybolma, ¢cogalma ve kimlik ¢oziilmelerine heniiz olaylar baglamadan hazirlanir. Bu
atmosfer, ilerleyen boliimlerde ortaya ¢ikan kaybolma ve belirsizliklerin yani sira anlatinin diline ve
imgelerine yerlesmis huzursuzluk duygusuyla da iiretilir.

Belirsizligin yogunlastigi Orneklerden biri Giivercin’in hamileligi etrafinda sekillenen
sOylentilerdir. KOy halki yasanan olayi farkli bi¢cimlerde agiklamaya calisir. Bazilari hamileligi
dogaiistii nedenlerle iliskilendirirken, bazilar1 dagdaki eskiyalardan s6z eder, bazilar ise siipheyi
dogrudan Muhtar’a ya da Resit’e yoneltir (Toptas, 2016, s. 209-219). Ancak bu agiklamalarin higbiri
kesinlik kazanmaz. Her yeni yorum, hakikati agiga ¢ikarmaktan ¢ok yeni ihtimaller iiretir. Olaymn
¢evresinde adim adim genisleyen bu soylenti agi, belirsizligi ortadan kaldirmak yerine biiyiitiir.
Jentsch'in soziinii ettigi entelektiiel kararsizlik bu sahnede belirginlesir, ¢iinkii olay1 aciklayabilecek
kesin bir bilgiye ulagilamaz ve biitiin ihtimaller ayn1 anda varligim siirdiiriir.

www.turkishstudies.net/language



6270 Ayse Tepebasi

Belirsizligi derinlestiren sadece kdyde dolasan sOylentiler degildir. Olayin merkezindeki
Giivercin de yasananlar agiklamayr reddeder. Koyliilerin ve ailesinin biitiin 1srarima ragmen
hamileliginin nedenine iliskin herhangi bir agiklama yapmaz. Bir konusma sirasinda anasina tek
basima “Diyemem... dliirim de diyemem...” der (Toptas, 2016, s. 245). Bu suskunluk, olay1
aciklayabilecek en 6nemli bilginin de erisilemez kalmasina yol acar. Kearney’nin sir ve mahremiyet
tizerine gelistirdigi ¢cerceveden bakildiginda, Giivercin’in 1srarla siirdiirdiigi bu sessizlik sadece bir
bilgi eksikligi degildir. Aciga ¢cikmasi engellenen bir hakikatin bilin¢le korunmasidir. Tekinsizlik bu
korunan sirrin ¢evresinde yogunlasir ve sirrin aciklanmayisi, olay1r bilmekten c¢ok, bilinmeyenle
birlikte yagamay1 zorunlu kilar.

Cerci figiirii de romandaki belirsizlik alanlarindan birini olusturur. Cingil Nuri hakkinda bilgi
verdigi diisiiniilen cer¢inin kdye gercekten gelip gelmedigi bile kesin degildir. Romanda “Aslinda
cerginin kdye ne zaman gelip gittigini bilen yoktu” denilir (Toptas, 2016, s. 30). Bir yandan ¢erginin
Nuri'yi gordiigiine iliskin anlatilar aktarilir; bu haliyle ¢erci, somut bir kisiden ¢ok sdylentiler
arasinda gidip gelen belirsiz bir figilire ¢oktan biirlinmiistiir. Diger yandan ise onun varligini
biitiiniiyle reddeden sesler yiikselir. Koyliilerden biri, “Deli misiniz siz, bu koye yillardir gergi
ugramaz!” diyerek anlatilanlar kesin bir dille yalanlar (Toptas, 2016, s. 31).

Mubhtar'in zihninden gecen ihtimaller de bu belirsizligi biiyiitiir. Bir noktada ¢er¢inin, “sonu
sonsuza dayanan bir yok etme tasarisinin ilk kurbani” olan Nuri'yi haber veren ya da koyleri
dolagarak insanlarin yok olmaya ne kadar hazir olduklarimi gozleyen biri olabilecegi diisiiniiliir
(Toptas, 2016, s. 31). Cercinin “hayalet hiziyla gelip gecmesi” ifadesi de onun ger¢ekligi konusunda
yeni kugkular yaratir. Cerci romanda hakikati aciklayan bir tanik olmaktan ¢ok, belirsizligi ¢cogaltan
bir unsur olarak iglev goriir. Okur da tipki karakterler gibi olaylardan degil, olaylara iligkin bilgilerin
giivenilirliginden kusku duymaya baglar. Oryantasyon kaybi, Jentsch’in tarif ettigi bigimiyle, bu
noktada goriiniir hale gelir.

Belirsizlik, zaman ve mekan algisinda da kendisini gosterir. Gegmis ile simdi arasindaki
sinirlar sik sik bulaniklagir. Yasananla hatirlanan birbirine karigir. Koy ve sehir diizlemleri arasinda
kurulan iliskiler de tek bir gerceklik alanina isaret etmez. Muhtar’in yolculugu sirasinda yasadigi
kuskular, bu ¢6ziilmenin en belirgin orneklerinden biridir. Bir noktada “Belki sen bile yoksun”
diisiincesine siiriiklenmesi (Toptas, 2016, s. 79), belirsizligin artik dig diinyanin 6tesinde 6znenin
kendi varligina yoneldigini gosterir.

Freud'un tekinsizlik tanim1 burada agiklayici bir ¢erceve sunar. Freud’a gore tekinsiz olan,
“aslinda ne yeni ne de yabanci bir seydir. Yalnizca zihinde asina olunan, eskiden beri yerlesik fakat
bastirilma siirecinde yabancilagsan bir kavramdir” (2024, s. 48). Gdlgesizler’de de tekinsizlik
biitiiniiyle bilinmeyen bir diinyadan kaynaklanmaz. Romanin baginda tanidik ve olagan goriinen kdy
yasami, anlat1 ilerledikge adim adim yabancilagir. Kaybolmalarin agiklanamamasi, sdylentilerin
kesin bilgiye doniisememesi ve karakterlerin yasadiklari kugkular bu doniisiimiin  ayri
gorlinlimleridir. Dolayisiyla giivenilir oldugu diislinlilen gerceklik zemini yavas yavas asinir ve
yerini belirsizlige birakir. Koyiin bu sekilde yabancilagsmasi, disaridan gelen bilinmeyen bir tehditten
degil, bir zamanlar tamdik olanin bastirilma siirecinde yeniden goriiniir hale gelmesinden
kaynaklanir. Bu yoniiyle koy, Freud'un tanimladigi bastirilanin geri doniisiiniin somut bir
gorintimidiir.
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Sessizlik ve soylenemeyenler de bu siirecin dnemli unsurlarindandir. Giivercin’in konusmay1
reddetmesi, kaybolan kisilere iliskin sorularin yanitsiz kalmasi ve olaylarin etrafinda dolasan
sOylentiler, hakikatin siirekli ertelenmesine yol acar. Bastirilan iceriklerin biitiiniiyle ortadan
kalkmadigini belirten Freud'un yaklasimi diisiintildiiglinde, romandaki sessizlikler de bir yoklugu
degil, dile getirilemeyen bir anlamin varligint diigiindiiriir. Sessizlik romanda konusmanin karsitt
olmakla sinirli kalmaz; belirsizligi besleyen ve tekinsizligi derinlestiren bir anlat1 unsuru olarak islev
gortr.

Golgesizler’de belirsizlik, tek tek olaylara 6zgii gecici bir durum degildir. Roman boyunca
karsilagilan kaybolmalar, celiskili anlatilar, sessizlikler ve agiklanamayan kargilagsmalar ortak bir
muglaklik alani iiretir. Anlat1 kesin agiklamalar sunmak yerine farkli ihtimalleri yan yana birakir. Bu
ylizden okur saglam bir zemine higbir zaman ulagamaz. Todorov’un fantastik tiirlinii tanimlarken
merkeze aldig1 bu tereddiit hali, Golgesizler’de kalici bir okuma deneyimine doniisiir. Ciinkii anlati,
olaylar1 ne akla yatkin bir aciklamayla tekinsize ne de dogaiistii bir kabulle olaganiistiiye baglar,
okuru ikisi arasindaki kararsizlikta birakir (Todorov, 2012, s. 41-45). Bu muglaklik, romanda belirli
anlarda ortaya g¢ikan bir unsur olmaktan ¢ikip anlatinin igleyigini belirleyen temel ilkelerden biri
olarak igler.

2.3.Benlik Yarilmalan ve Ciftlesmeler

Belirsizlik salt olay orgiisiinii degil, karakterlerin kendileriyle kurduklari iligkiyi de etkiler.
Gergekligin ¢oziilmeye basladigi anlatida bu durum, benligin biitiinliigiinii sarsan yeni bir katmana
evrilir. Bu, Freud’un golge, yansima ve ¢ift figiirii iizerinden izledigi benlik boliinmesi eksenidir
(2024, s. 42-44). Baslangicta giivence saglayan bu figiirler, Golgesizler’de benligin biitiinliigiinii
tehdit eden bir unsura evrilir; glivenilir olan, artik en ¢ok kusku duyulmasi gereken seydir.

Golgesizler’de benlik sabit ve biitiinliiklii bir yapi olarak kurulmaz. Karakterler sadece
kaybolmaz. Birbirlerinin yagsamlarina, bilin¢lerine ve kimliklerine de sizarlar. Roman boyunca kisiler
zaman zaman kendilerini bagka hayatlarin iginde bulur, kendi benliklerinden uzaklasir ve farkli
suretlerde yeniden beliriverirler. Romanin tekinsizligini besleyen katmanlardan biri de bu benlik
yarilmalarinda yatar.

Kimlik smirlarmin aginmasina iliskin ilk drneklerden biri Muhtar’in Cingil Nuri iizerine
disiiniirken yasadigi 6zdeslesmede ortaya c¢ikar. Nuri’nin kaybolusunu anlamlandirmaya calisan
Mubhtar, bir noktada kendisini onun yerine koyar: “...kendisi Nuri olsa ve ruhu bir igne deligi kadar
daralsaydi su {i¢ cocuklu kadin1 birakarak nereye gidebilecegini diisiinmiistii” (Toptas, 2016, s. 17).
Ancak anlat1 bu diisiinsel yakinlagmay1 siradan bir empati diizeyinde birakmaz. Kisa siire sonra
Mubhtar’in “Nuri olmaktan vazgecip kendi bedenine yerlesmis, alninin kirigikliklarini, gézlerini ve
uykulu yiiz ¢izgilerini takinarak” kadmin yanina gittigi belirtilir (Toptas, 2016, s. 17). Burada ilgi
cekici olan, Muhtar’in kendi yiiz ¢izgilerinin bile sonradan kusanilmis bir maske gibi sunulmasidir.
Kendi bedenine yeniden yerlesmesi gerektiginin vurgulanmasi, benligin kisa siireligine yer
degistirdigini diistindiirir. Muhtar, Nuri’yi anlamaya ¢alismanin 6tesine gecerek onun konumuna
yerlesir. Ardindan yeniden kendi kimligine doner. Ben ile 6teki arasindaki simirin gegici de olsa
ortadan kalktigi bu sahne, romandaki benlik yarilmalarinin ilk érneklerinden birini olusturur.

Romanda benlik yarilmalar1 sadece karakterler arasindaki 6zdeslesmelerden ibaret kalmaz.
Bazi sahnelerde kisilerin bedenleri ve yiizleri de cogalmaya baglar. Kdye gelen berber anlatilirken
onun “yiiziiniin bir karis 6niinde, toprakla yiiziiniin bilesiminden olugsmus ikinci bir yiizii vardi sanki”
denilir (Toptas, 2016, s. 30). Bir bagka sahnede ise ayn1 kisinin “yiiziiyle toprak arasindaki ikinci
yiizline egildigi” belirtilir (Toptas, 2016, s. 31). Burada yiiz, bireyin kimligini dogrulayan sabit bir
unsur sayilmaz. Berber artik tek bir yiize sahip degildir. Kendi yiiziiniin yaninda ona eslik eden ikinci
bir yiizle goriiniir olur. Karakterin hangi yiiziiniin “gercek” oldugu sorusu yanitsiz kalirken benlik de
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tek bir merkeze bagli olmaktan uzaklasir. Kisiyi kendisi yapan sinirlar bulaniklagir. Tanidik olanin
iginden yabanci bir goriiniim boy gosterir.

Cingil Nuri’nin kaybolusuna eslik eden siirecte benlik smirlarinin ¢oziilmeye basladigi
goriliir. Nuri, evden ayrilmadan 6nce cevresindeki insanlar1 oldugu kadar esyalar1 da farkli bir
sekilde algilar; “esyalarin belleginde kendisinin nasil bir yer tuttugunu” diisiiniir ve bir siire sonra
“kendisi esya olsaymis” diye sorgular (Toptas, 2016, s. 61). Insan ile nesne arasindaki smirin
bulaniklagmaya basladigi bu sahnede 6zne, kendi varligini bagka seylerin bakis acisindan diistinmeye
calisir. Benlik artik icine kapanan sabit bir yapr degildir. Cevresindeki nesnelere, mekanlara ve
bakislara sizan gecirgen bir olusa biirlinmektedir.

Benligin ve kimligin tek bir gerceklik diizlemine bagli kalmadigini goésteren en carpici
orneklerden biri berber diikkanindaki ¢irak sahnesidir. Muhtar sehirdeki diikkdnda daha once hig
gormedigi bir ¢ocukla karsilasir. Cocugun ¢irak oldugunu 6grenince berbere onun kim oldugunu
sorar. Berber ¢iragin yeni olmadigini, “neredeyse dort bes ay”dir yaninda calistigini séyler (Toptas,
2016, s. 128). Muhtar i¢in bu miimkiin degildir. Sehirdeki diikkdndan ayrilali sadece birka¢ saat
olmustur. Ayni kigi birbirini dislayan iki zaman diizlemi iginde var olmaktadir. Anlati bu ¢eliskiyi
aciklamaya ¢aligmaz; aksine korur. Ciragin kimligi kadar hangi zamanin ve hangi mekanin gercek
oldugu da belirsizlesir. Berber diikkdnmi artik tek bir zamana ve gergeklige ait olmayan, farkli
katmanlarin i¢ ige gectigi bir mekana doniigmiistiir.

2.4. Mekansal Belirsizlik ve Esik Mekanlar

Benlikte baslayan ¢oziilme, anlatinin mekansal kurulusunda da karsilik bulur. Karakterlerin
giiven duygusunu yitirmesiyle birlikte mekanlar da sabit ve tanimlanabilir olmaktan uzaklasir.
Tekinsizlik ¢ogu zaman bireyin yasadigi psikolojik bir deneyim olarak degerlendirilir. Ancak bu
deneyimin ortaya ¢ikisinda mekan da onemli bir isleve sahiptir. Yon duygusunun kaybolmasi,
sinirlarin belirsizlesmesi ve tanmidik yerlerin alisilmis 6zelliklerini yitirmesi, bireyin gerceklikle
kurdugu giiven iligkisini zedeler. Tekinsizlik karsilagilan olaylardan oldugu kadar i¢inde bulunulan
mekanlardan da gii¢ alir. Ev, sokak, kdy ya da diikkan gibi giindelik hayatin siradan mekanlar
alisilmis islevlerini kaybettiklerinde huzursuzluk uyandiran alanlara evrilir. Gélgesizier'de mekan
artik olaylarin gectigi bir fon degildir; karakterlerin gerceklik algisini bicimlendiren ve doniistiiren
etkin bir anlati unsuru héline gelir.

Romanda mekansal belirsizligin ilk kaynaklarindan biri, anlatinin belirli cografi
referanslardan uzak durmasidir. Koyiin, sehrin ve yollarin 6zel adlarla tanimlanmamasi, okurun
zihninde sabit bir mekénsal cerceve olugsmasini engeller. Anlatinin gectigi yerler belirli bir
cografyaya baglanmak yerine simgesel ve gecirgen alanlar olarak sekillenir. Okur, sinirlart kesin
sekilde cizilemeyen bir belirsizlikle bas basa kalir. Mekanin belirsizlesmesi anlati diinyasinin da
sabitlenmesini giiclestirir. Koy ve sehir giderek somut yerlerden uzaklasir, zihinsel bir deneyimin
pargalarina biiriiniir.

Mekansal belirsizlik, romanin sehir anlatilarinda da kendisini gdsterir. Anlatici, Karadiis
Caddesi’ndeki evinden gece sokaklarim izlerken ¢0p kamyonlarmin “birer hayalet gemisine”
benzedigini sOyler. Hatta onlarin “bir sokaga girerken goriintiilerinin baska bir sokaktan g¢ikarak
geldigini” belirtir (Toptas, 2016, s. 256). Bu sahnede sehir, yon duygusunun giivenilirligini yitirdigi
bir mekan olarak goriiniir. Nesneler ve insanlar olagan hareket diizenlerine uygun davranmaz.
Mekansal siireklilik bozulur. Ustelik anlatinin gectigi yerin “Karadiis Caddesi” olarak adlandiriimast
da dikkat ¢ekicidir. Gergek ile diisii ayn1 isimde bir araya getiren bu adlandirma, mekansal belirsizligi
daha en bastan goriiniir kilar. Tekinsizlik, olaylarm yami sira mekanin kurulus bi¢ciminden ve
adlandirilisindan da giic alir.
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Romanda tekinsizlesen mekanlardan biri de berber diikkanidir. Cingil Nuri’nin
kaybolusundan sonra diikkan, siradan bir ¢aligma alani olma konumundan uzaklasir. Kaybolan
kisinin varligini hatirlatan son izlerden birine doniisiir. Anlatida “Diikkadn onun varliginin biricik
kanitiydi” denildikten sonra, icerideki makaslarin, usturalarin, havlularin ve aynalarin artik ditkkanda
degil, “sadece animsayabilenlerin belleginde” bulundugu belirtilir (Toptas, 2016, s. 18). Diikkan
artik fiziksel bir mekéndan ¢ok hafizanin tasiyicist haline gelmistir. Nuri’nin yokluguyla birlikte
mekan da giindelik islevini kaybetmeye baglar. Ge¢mise ait izleri muhafaza eden tekinsiz bir
hatirlama alanina kavusur.

Bu belirsizlik 6zellikle kdy tasvirlerinde belirginlesir. Muhtar’in kdye iliskin diisiinceleri,
buranin siradan bir yerlesim alanindan c¢ok dis diinyadan kopmus bir esik mekén olarak
kurgulandigin1 gosterir: “Bu kdyiin Tanr1’ya ve devlete en uzak kdy oldugunu diisiiniirdii sonra.
Kadehini her dikisinde gozleri karanlhiga gomiilen kayaliklara takilir, géremeyecegini bile bile
onlarin en yiiksek noktasina ¢ikip ormanlarin, yaylalarin ve otlaklarin 6tesindeki yerleri gérmek
isterdi. Ardindan ovaya doniip insana hi¢ ulasilamayacakmis duygusu veren ufuk ¢izgisine uzun uzun
bakardi” (Toptas, 2016, s. 10).

Bu tasvirde koy, salt cografi bir yerlesim alani olarak goriinmez. Ulasilmasi miimkiin
olmayan ufuk cizgileri, goriinmeyen bolgeler ve siirekli ertelenen mesafeler mekan: gercekei
koordinatlardan uzaklastirir. Karakterlerin yasadigi yer somut bir kdyden ¢ok, bilinen ile bilinmeyen
arasinda konumlanan bir gecis alanini andirir. K&y igerisi ile disarisi arasindaki sinirin siirekli
bulaniklagtig1 bir esik mekan niteligi kazanir.

Romanin iki anlat1 diizlemi arasinda siirekli gidip gelmesi, okurun hangi mekénsal diizlemde
bulundugunu kesin olarak belirlemesini gii¢lestirir. Bir diizlemde baslayan olaym diger diizlemde
yankilanmasi, kdy ile sehir arasindaki sinirlarin yavas yavas gecirgenlesmesine yol agar. Mekanlar
birbirinden kesin c¢izgilerle ayrilan sabit alanlar olma o6zelligini kaybeder. Farkli gergeklik
katmanlarinin birbirine acildig1 esik bolgelerine geger. Karaca’nin da belirttigi gibi romanda kdy ve
sehir diizlemleri birbirine agilan iki ayr1 gergeklik katmani seklinde kurgulanmigtir (2011, s. 548).
Mekanlar bu yap: i¢inde tek basina olaylarin gectigi yerler olmanin digina tasar. Karakterlerin
gerceklik algisini doniistiiren, birbirinin i¢ine agilan gecirgen alanlar olarak belirir.

Romanda tekinsizlesen bir diger mekan evdir. Geleneksel olarak giivenlik, aidiyet ve
korunma duygulariyla iliskilendirilen ev, zamanin katmanlastig1 sahnelerde bu niteligini kaybetmeye
baslar. Muhtar’in ge¢mis ile simdi arasinda gidip geldigi boliim buna 6rnek olusturur: “Derken,
birdenbire tag kesildi. Kor gibi yanan kedi gézlerini ne zaman gordiigiinii bulmustu. On alt1 yil 6nce
ilk kez muhtar segilisinin ertesi giinii, gozlerini agtiginda karisiyla karsilasmistt gene... Karisi bile
denemezdi hatta, gitgide silinen bir golgeydi yatagin iistline egilen...” (Toptas, 2016, s. 15).

Ayni oda burada iki farkli zamani birden tasimaktadir. Gegmis, hatirlanan bir olay olma
vasfini yitirir ve simdinin i¢ine yerlesir. Ev, 6znenin diinyay1 diizenledigi giivenli alan olma niteligini
yitirmigtir. Freud’un tanidik olanin yabancilagmasiyla iliskilendirdigi tekinsizlik duygusu da bu
doniisiimde belirginlesir. Huzursuzlugu yaratan sey gecmisin hatirlanmasi degil, gegmis ile simdinin
artik birbirinden ayrilamamasidir.

Mekan ile benlik arasindaki bu gecirgenlik, bek¢inin gece ndbeti sirasinda yasadigi bir
sahnede en ug¢ noktasina ulasir. Bek¢i, duvara vuran bir golgeyi izlerken dnce golgenin kendisi
mekandan silinir: “Birkag kez, kasla goz arasinda kayboldu sonra, duvar uzun siire, toprak bir ayna
gibi bos kald1.” Bu silinme, yalnizca izlenen nesneyle sinirli olmanin tesine geger. Kisa siire sonra
bek¢inin kendi bedeni de aynmi sekilde ¢oziilmeye baslar: “Bek¢i kimseyi diisiinmiiyordu artik,
ansizin, ucu dibi bilinmez bir bosluga kaymist1 [...] Elleri yoktu. Ayaklari sonra, burnu” (Toptas,
2016, s. 80). Duvarin bosalmasiyla bek¢inin bedeninin dagilmasi ayni climleler iginde art arda
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verilerek, mekanin ¢oziiliisii ile 6znenin dagilis1 tek bir siirecin iki goriiniimii olarak birlesir. Buna
bagl olarak mekansal belirsizlik sadece dis diinyaya ait bir nitelik olmanin Gtesine gecer. Onu
deneyimleyen bedenin sinirlarini da icine alir.

Koy ve ev, romanda sabit mekanlar olarak kalmaz. Farkli zamanlarin, farkli deneyimlerin ve
farkli gergeklik katmanlarinin kesistigi gecis bolgeleri halini alir. Karakterlerin yasadigi yon kaybi
mekansal diizlemde de karsilik bulur. Mekan burada belirsizlik iireten, zamani1 katmanlastiran ve
gerceklik algisini iceriden asindiran bir giigtiir. Mekanin bu islevi, Toptas’in anlat1 anlayisinin belki
de en sessiz ama en kalic1 6zelligidir. Mekanin sinirlarimin siliklesmesi, zaman ve olay orgiisiinde de
benzer bir ¢oziilmeyi beraberinde getirir. Anlati bu noktadan sonra rilya mantigini c¢agristiran
gecislerle ilerler.

2.5.Riiya Mantig1 ve Gergekligin Coziilmesi

Gaélgesizler’de tekinsizlik salt kaybolmalar, belirsizlikler ya da benlik yarilmalari araciligiyla
kurulmaz. Anlatinin igleyis bi¢imi de bu duyguyu besleyen onemli unsurlardan biridir. Roman
boyunca olaylar her zaman nedensellik iligkileri icerisinde ilerlemez. Zaman, mekan ve kisiler
arasindaki sinirlar sik sik asinir. Anlati bu yoniiyle rilya mantigini ¢agristiran bir yapiya biiriiniir.
Golgesizler’de farkli gerceklik diizlemleri i¢ ige gecer, olaylar kesin bir agiklamaya kavusmaz.
Freud'un riiyalarda tespit ettigi yogunlastirma ve yer degistirme mekanizmalari (2016b) burada imge
diizeyinde degil anlat1 yapis1 diizeyinde isler.

Roman boyunca uyku ve uyaniklik arasindaki sinir da belirginligini yitirir. Karakterler
zaman zaman diis goriir gibi davranirken anlat1 da gerceklikten uzaklagsarak belirsiz bir alana yonelir.
Romanda yer alan “Daldig1 uyku 6yle derindi ki, ancak 6gleye yakin, terden sirilsiklam oldugunda
uyanabilmisti” (Toptas, 2016, s. 176) ifadesi, fiziksel bir uyku durumunun &tesinde anlatinin
genelinde hissedilen diigsel havayr da yansitir. Uyku burada giindelik gergeklikten uzaklagmay1
saglayan bir esik islevi goriir. Karakterlerin yasadiklar olaylarin ne dl¢iide gercek, ne dlciide diissel
oldugu sorusu ¢ogu zaman cevapsiz kalir. Jentsch’in tekinsizligin temel kaynaklarindan biri olarak
gordiigii entelektiiel belirsizlik hali burada derinlesir. Diis ile gergeklik arasindaki zemin siirekli
kayar.

Nuri'nin kendisini mermer kapli biiylik bir binada buldugu boliim, riiya mantiginin
romandaki en belirgin drneklerinden biridir. Goriinmeyen yaratiklarin varligi, kaynagi belirsiz sesler,
mekanin siirekli doniismesi ve mantiksal siirekliligin ortadan kalkmasi, anlatiyr giindelik
gerceklikten uzaklastirir. Nuri’nin deneyimledigi bu diinya, diis ile gercek arasinda konumlanan
tekinsiz bir alan goriiniimii kazanir. Olaylarin agiklanmamasi ve sahnelerin birbirine nedensel
baglarla degil cagrisimlar tlizerinden eklemlenmesi, Freud’un riiya siirecleriyle iliskilendirdigi
yogunlastirma ve yer degistirme mekanizmalarini hatirlatir.

Riilya mantigint goriiniir kilan unsurlardan biri de romanda 6nemli bir yer tutan ayna
imgesidir. Golgesizler’de ayna kisilerin kendi goriintiilerini gordiikleri siradan bir nesne kimligini
yitirir. Anlatinin bazi boliimlerinde giindelik hayatin sinirlarini asan ve farkli gergeklik katmanlarim
birbirine yaklastiran bir igleve sahip goriiniir. Nuri’nin anlatildig1 sahnelerde onun aynalarin igine
kurulup oturdugu, bir siire sonra da koltuktan ansizin kalkip aynadan ¢iktig1 belirtilir. Ayna yansitici
bir ylizey olma islevini asar. Karakterin iginde hareket ettigi diigsel bir mekana doniigiir. Nuri'nin
yolculuguna eslik eden “ayna yiiklii kuslar” imgesi de bu atmosferi derinlestirir. Isiklarin kuslara,
kuslarin aynalara doniismesi, nesneler ve goriintiiler arasindaki siirlarin siirekli yer degistirmesi,
Freud’un riiyalarda isleyen yogunlastirma ve yer degistirme mekanizmalarini hatirlatir. Anlatida diig
ile gercek arasindaki ayrim yavas yavas siliklesir. Nuri’nin kaybolusunun ardindan aynalarm artik
diikkkanda degil, salt onu hatirlayabilenlerin belleginde kaldiginin belirtilmesi de bu imgenin anlam
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alanin1 genisletir. Ayna bu noktada goriintiilerin 6tesinde, giderek silinmeye baslayan bir gecmisi ve
hatirlama bigimini de ¢agrigtirir.

Ayna imgesi, Aynali Fatma anlatisinda da karsimiza ¢ikar. Dede’nin “Aynali Fatma aynali
bir kustur” s6zleri ve Giivercin’in onun aynasinda olabilecegine iliskin ifadeler, aynanin romandaki
alisgilmis anlaminin disina ¢iktigim gosterir. Ustelik Aynali Fatma’nin hem kutsallik hem de
lanetlilikle iligskilendirilmesi, bu figiliriin anlamini belirlemeyi daha da giiglestirir. Anlat1 agiklama
getirmekten ¢ok belirsizligi korumayi tercih eder. Ayna da tipki romandaki diger tekinsiz unsurlar
gibi kesin bir anlam sunmaktan kac¢inir; yansittiginin kutsal m1 yoksa lanetli mi oldugu belirsizligini
korur.

Berberin “kendine sigmazIig1” anlatinin rilya mantigii en erken asamada goriiniir kilan
orneklerden biridir. Anlatinin daha basinda “Belki de berberin kendine sigmazlig1 vardi orada.
So6zgelimi bir kdyde, yine boyle bir diikkkanda berber kiliginda oturuyor ve arada bir basini ¢evirip
buraya bakiyordu” ifadeleri yer alir (Toptas, 2016, s. 9). Berber tek bir mekéna ve tek bir kimlige
bagh bir karakter degildir. Ayni anda bagka bir yerde bulunabilen, kendi varligin1 baska bir surette
stirdiirebilen bir figiirdiir. Roman ilerledikge berber diikkani ile kdy arasinda kurulan iligkiler de bu
cogalmayi destekler: karakterler iki farkli anlati diizlemi arasinda gidip gelirken gergek ile kurmaca
arasindaki sinirlar siliklesir. Ayik, romanda diis ile gercegin i¢ ice gectigi farkli ontolojik
katmanlarin, nesnel gerceklik ile kurmaca gerceklik arasindaki iliskiyi g¢eligkili hale getirdigini
belirtir (Ayik, 2010, s. 72). Okur, karakterlerin kimliginden oldugu kadar hangi anlat1 diizleminde
durdugundan da kusku duymaya baslar.

Bu ¢ogalma ve kimlik belirsizligi, romanin ilerleyen boliimlerinde bizzat riiya kavrami
tizerinden de sorgulanir. Diikkdnda uyuyakalan bir miisteri uyandiginda, berberin kim olduguna, bir
ciragin varligina ve olaylarin sirasina dair anlaticiyla g¢eligkili bir hesaplagsmaya girer. Anlatici ise
onun anlattiklarini kesin bir dille riiya olarak nitelendirir: “Bence anlattiklariniz bir riiya,” dedim
kendimden emin bir tavirla, “herhalde uykudayken riiya gordiiniiz.” Ne var ki sahne bu kesin yargiyla
kapanmaz. Miisteri son s6ziinde “Sence, bu konustuklarimiz riiya olamaz m1?”” diye sorarak (Toptas,
2016, s. 123) riiya ile gerceklik arasindaki belirsizligi anlaticinin kendisine de bulagtirir. Riiya bu
baglamda karakterlerden birinin gegirdigi bir deneyim olma ¢ergevesinin digina tasar. Okurun da
hangi anlat1 diizleminde durdugunu bilemedigi, siirekli kayan bir zemin halini alir.

Freud’un tekinsizlik kuraminda ayna, yansima ve c¢ift figlirii benligin boliinmesiyle
iligkilidir. Gélgesizler’de ise ayna sadece benlikle ilgili bir unsur olarak kalmaz. Farkli anlat
diizlemlerinin birbirine yaklastig1 bir esik niteligi de kazanir. Koy ile sehir, gergek ile dii, ben ile
oteki arasindaki sinirlarin gegirgenlesmesi, romanin tekinsiz atmosferini besleyen unsurlardan biri
olarak belirir. Bu gecirgenlik, benligin kendisini de asarak romanin basliginda somutlasan bir baska
tekinsizlik bi¢imine, gdlgesizlesmeye zemin hazirlar.

Galgesizler’de rilya mantig1 yalnizca birkag sahneye 6zgii kalmaz, anlatinin geneline yayilir.
Uyku ile uyaniklik arasindaki sinirin belirsizlesmesi, aynanin bir gegis alani olarak iglev gormesi ve
farkli gerceklik diizlemlerinin i¢ ice gegmesi, anlatinin biitlinline yayilan diigsel yapinin pargalaridir.
Tekinsizlik, diis ile gergek arasinda gidip gelen bu kararsizlik alaninda derinlesir. Belirsizlik 6nce
olaylara, bir siire sonra ise varligin kendisine yonelecektir. Bu dogrultuda tekinsizlik, fiziksel bir
kaybolmanin 6tesine gecerek varolusun kendisini tartismaya agar.

2.6. Golgesizlesme: Varhgin izini Kaybetmesi

Hasan Ali Toptas’in Gélgesizler romaninda tekinsizlik sadece insanlarin ansizin ortadan
kaybolmastyla ya da gergekligin belirsizlesmesiyle kurulmaz. Romanda kaybolan kisilerin ardindan
onlar1 diinyaya baglayan izler de silinmeye baglar. Kaybolma bu yiizden fiziksel bir yok olusun
Otesine geger. Ontolojik bir boyut kazanir. Romanim adinda yer alan “gélgesizler” ifadesi de bu
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durumu karsilayan temel imgedir. Golge, bireyin diinyadaki varligini dogrulayan en temel
gostergelerden biridir. Golgesizlesme, bedenin ortadan kalkmasinin 6tesinde ona ait biitiin izlerin de
silinmesi anlamina gelir.

Golgesizlesmeyi sadece Freudyen bir ¢6ziilme olarak degil, Carl Gustav Jung’un analitik
psikolojisindeki golge arketipi lizerinden de okumak miimkiindiir. Jung’a goére golge, bireyin kendi
benliginin kabul edemedigi, bilingdigina ittigi yonlerini barindiran bir arketiptir. Bu yonler bastirilsa
da bireyin biitiinliigiiniin bir parcas1 olmaktan ¢ikmaz (Jung, 2015). Romani arketipsel agidan okuyan
Nazik'ten (2020) farkli olarak burada goélge, Freud'un bastirma kavramiyla birlikte diigiiniilmektedir.
Romanin baghiginda yer alan “golgesizler” ifadesi, bu g¢ergeveden bakildiginda salt fiziksel bir
eksiklige isaret etmez. Oznenin kendi bilingdis1 yonleriyle kurdugu iliskinin de kesintiye ugradigim
diisiindiiriir. Golgesini yitiren birey, kendi bastirdig1 yonleriyle yiizlesme zeminini de kaybeder.
Freud’un bireysel bastirmaya odaklanan g¢ergevesi, Jung’un bu arketipsel okumasiyla tamamlanarak
golgesizlesmeye hem psikanalitik hem de arketipsel bir derinlik kazandirir. 2.1'de ele alinan sahnenin
devaminda bu silinme diikkanin igine de tasinir: “Camdan bakildiginda igerisi goziikkmez olmustu.
Makaslar, usturalar, havlular, dahasi kolonya ve sabun kokulariyla aynalar artik diikkkdnda degil de,
sadece animsayabilenlerin bellegindeydi” (Toptas, 2016, s. 18).

Bu sahnede kaybolan sadece bir insan degildir. Nuri'nin ardindan onu hatirlatabilecek biitiin
isaretler de silinmeye baglamistir. Nuri sadece kdyden uzaklagmaz. Sanki yasanmisliginin biitiin
kanitlariyla birlikte silinir. Diikk&nin zamanla toza topraga gomiilmesi ve icerideki nesnelerin onlart
animsayabilenlerin belleginde varligini siirdiirmesi, bu silinmenin mekéna da yayildigin1 gosterir.
Yildiz Ecevit'in postmodern anlatilar i¢in kullandig1 "yok olmanin estetigi" kavrami, bu sahnenin
acgiklanmasinda islevsel bir gerceve sunar. Postmodern anlatilarda birey, cogu zaman varligiyla degil,
¢oziiliisli ve silinigiyle goriiniirlik kazanir (Ecevit, 2001). Ecevit, bu yaklasimi Toptas'in anlatt
diinyasina uyarlayarak Golgesizler i¢in su degerlendirmeyi yapar: "Gdélgesizler'deki felsefi boyutun,
romanin konusal orgiisiinii de belirleyen en 6nemli 6zelligi, onun gergekligi sorgularken varolustan
degil de 'yokolus'tan yola ¢ikiyor olmasidir. 20. yiizyi1lin maddenin egemenligi altinda yitip giden
insanini, varolusuyla degil de yokolusuyla kurgu diizlemine tasir Toptas; 'yokolmanin estetigi'ni
olusturur metninde. Roman, ortadan kaybolan insanlar iizerinde yapilandirilmistir." (Ecevit, 2010, s.
331)

Silinme siireci zamanla hafizaya da sirayet eder. Nuri’nin yoklugu sadece bedensel bir kayip
olarak kalmaz. Koytin belleginde de asinmaya baslar. Koyliiler bir siire sonra onun yiiziinii, bedenini
ve hatta gercekten yasayip yasamadigini bile hatirlamakta zorlanirlar. Unutma burada siradan bir
bellek kaybi degildir. Kisinin diinyadaki izlerini biitliniiyle silen bir siirece girer. Nuri yasamig bir
insandan uzaklagir, giderek belirsizlesen bir sdylentiye doniisiir. Golgesizlesme de tam bu noktada
ortaya ¢ikar: kisi sadece gdzden kaybolmaz, hatirlanabilirligini de yitirir.

Romanda golgesizlesmenin bir bagka goriiniimii bekgi figiiriinde kendini gosterir. Kaybolma
burada hafizada degil, dogrudan beden iizerinde gergeklesmektedir: “Elleri yoktu. Ayaklar1 sonra,
burnu. Riizgar hafif hafif esmese belki teni de olmayacakti...” (Toptas, 2016, s. 80).

Bekgeinin bedeni, bireyin varligimi giivence altina alan somut dayanak olmaktan uzaklasir.
Insan1 goriiniir kilan uzuvlar birer birer silinirken 6znenin gergekligi de ¢dziilmeye baslar. Bekci ne
biitiiniiyle vardir ne de biitiiniiyle yoktur. Varlik ile yokluk arasindaki bu kararsiz konum anlatinin
tekinsiz havasimi yogunlastirir. Bedensel ¢6ziilme benligin ve kimligin de asama asama silindigini
diistindiiriir. Bek¢inin bu sekilde bedensiz kalmasi, Jung’un golge arketipiyle de ortiisiir: bastirdigi
yonleriyle ylizlesemeyen 6zne, kendini 6nce bir golge gibi belirsizlestirir, ardindan bu goélgeyi de
yitirir.
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Bu varolugsal ¢oziilme zamanla bagkalarinin varligina da yonelir. Romanda bir noktadan
sonra kugku duyulan sey sadece kayip kisiler degildir: “Belki sen bile yoksun” (Toptas, 2016, s. 79).
Bu ifade, varlik duygusunun ne kadar kirilgan hale geldigini gosterir. Sorgulanan artik kaybolan
insanlarin akibeti degil, karsidaki kisinin gergekten var olup olmadigidir. Gergekligi ayakta tutan
temel kabuller ¢okmeye baglamistir.

Varlik duygusundaki bu aginma, Cennet’in oglunun yasadigi doniisiimde de goriiliir.
Giivercin'i kacirdig diisiiniildiigii icin Muhtar tarafindan doviilen karakter, bu olaymn ardindan akli
dengesini yitirir ve siirekli ayni1 soruyu tekrar etmeye baslar: “Kaar nedeen yagaar, kaarr?” (Toptas,
2016, s. 118-120). Romanin arka kapaginda da yer verilen bu soru, ilk bakista siradan bir merakin
ifadesi gibi goriinse de anlati igerisinde zaman iginde farkli bir anlam kazanir. Sorunun cevabi higbir
zaman verilmez. Daha Onemlisi karakter artik bir cevap bekliyormus gibi de goriinmez.
Tekrarlandikga anlamini yitiren bu sozler, kisinin diinya ile kurdugu iligkinin ¢éziilmeye basgladigini
disiindiriir. Soru artik bir bilgi arayisindan ¢ok anlamin ve gergeklik duygusunun asimmmasinin
ifadesine kavusur. Karin neden yagdigin1 6grenmek isteyen bir bilingten degil, diinyanin isleyisini
kavrayamaz hale gelmis bir zihinden yiikseliyor gibidir. Toptas, roman boyunca "Cennet'in oglu"
diye andig1 bu karaktere ismini diisiinmeden verdigini, bu se¢imin onu bilingdis1 sekilde diinyevi
sinirlarin disina yerlestirdigini ancak sonradan fark ettigini belirtir. Kendisine gore bu durum, bir
romanin anlaminin yazarin bilingli bilgisinden 6nce gelebilecegini gostermektedir (Toptas, 2010, s.
79-80). Bu dizenin yankisi romanin digina da tagmistir: Toptas'in yakin dostu Siikrii Erbas, yazar
iizerine kaleme aldig1 yazisini bu repligi kendi sesiyle yeniden kurarak bitirir: "bir insaan, giilerkeen,
nedeen eliylee agzimi kapaar, nedeen..." diyerek karakterin kirik sorusunu kendi vedasina
dondstiiriir (Erbas, 2010, s. 488).

Bu kusku daha ileri bir asamada 6znenin kendisine yonelir. Romanda bir noktadan sonra
kaybolmanin son sinirina ulagilir: kisi artik kaybolmus oldugunu degil, hicbir zaman tam anlamryla
var olmadigini dile getirir. Yokluk sonradan gelen bir durum olmaktan ¢ikar ve benligin merkezine
yerlesir. Kisi artik kendisini diinyada yer alan bir 6zne olarak degil, eksikligiyle tanimlanan bir varlik
olarak algilamaya baslar; hi¢ var olmamais biri, artik “biri” olarak da anilamaz hale gelmektedir.

Nuri’nin aldig: telgraf da romandaki golgesizlesme izleginin simgesel oérneklerinden birini
olusturur: “...Nuri telgrafi kendisine torenle sunulmus bir yokluk belgesiymis gibi 6zene bezene
katlayip cebine koymustu” (Toptas, 2016, s. 141). Telgraf burada haber tastyan bir iletisim aracindan
¢ok daha fazlasidir. Oliimii ve yoklugu haber veren bu nesne, ayn1 zamanda yoklugun maddi bir
belgesine doniismektedir. Varlik ile yokluk arasindaki sinir, diisiinsel diizeyi asarak somut bir nesne
iizerinden de goriiniir olur. Nuri’nin telgrafi saklamasi, yoklugu hayatinin merkezine yerlestirdigini
diistindiiriir.

Freud’un tekinsizlik kuraminda 6nemli bir yer tutan gélge, yansima ve ¢ift figiirii, 6znenin
kendi varligini dogrulayan unsurlarla iligkilidir. Baglangicta benligin siirekliligini giivence altina alan
bu unsurlar, zamanla 6liim diisiincesini ve benligin ¢oziilmesini hatirlatan imgelere biiriiniir (Freud,
2024). Gélgesizler’de golgenin kaybi tam da bu anlamda isler: fiziksel bir eksilmenin 6tesinde,
bireyin diinyadaki yerini dogrulayan biitiin dayanaklarin ortadan kalkmasidir. Goélgesizlesme
kaybolmanin en ileri asamasidir. Varligin salt kendiyle bile ispat edilemez hale geldigi noktadir.

Roman boyunca insanlar ortadan kaybolur, hatiralar silinir, yiizler unutulur ve varligi
dogrulayan isaretler birer birer yok olmaya baslar. Golgesizler'de kaybolma bu yiizden salt fiziksel
bir eksilme degildir. Bireyin diinyadaki izlerini yitirdigi ontolojik bir ¢6ziilme siirecidir. Romandaki
tekinsizlik en yogun halini burada alir: karakterler bagkalarmin yani sira kendi varliklarmin da
silinmeye basladig1 bir diinyada yasamaktadir.
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Sonug¢

Bu c¢alismada Hasan Ali Toptas'in Golgesizler romani, Freud ve Jentsch'in tekinsizlik
kuramlar1 temelinde incelenmistir. Kaybolma, belirsizlik, benlik yarilmasi, mekansal ¢6ziilme, riiya
mantig1 ve golgesizlesme olgularin tekinsizlik deneyimini nasil kurdugu ortaya konulmustur.
Inceleme sonucunda, romanda tekinsizligin belirli olaylar ya da karakterlerle simirlt bir anlati unsuru
olmadig1 anlasilmistir. Tekinsizlik, olay orgiisii, karakterlerin kurulusu, zaman ve mekén kurgusu ile
anlatim tekniklerini birbirine baglayan temel estetik ilkelerden biri olarak islev gdérmektedir.
Romanin farkli katmanlarinda goriilen ¢oziilmeler, birbirinden bagimsiz 6rnekler degildir. Bunlar,
ayni anlatisal yapinin farkli goriiniimleri olarak anlam kazanmaktadir.

Roman boyunca kisilerin kaybolmasi, kaybolanlarin hatirlanamamasi, agiklanamayan
olaylarin giderek cogalmasi ve gercekligin kesin sinirlarinin silinmesi, okurun giiven duyabilecegi
sabit bir anlam alani olusturmasina izin vermez. Bu durum, tekinsizlik duygusunu tek tek olaylarin
yarattig1 gecici bir etki olmaktan ¢ikararak anlatinin biitiiniine yayilan siirekli bir okuma deneyimine
donistiirir. Dolayisiyla romanda kaybolmalar, belirsizlikler, benlik yarilmalari, mekansal
¢oOziilmeler, rilya mantigini ¢agristiran anlati gegisleri ve golgesizlesme olgusu, birbirini besleyen
ortak bir yap1 i¢inde degerlendirilmelidir. Bu katmanlarin her biri tekinsizligi farkli yonlerden
goriliniir kilsa da ayni1 estetik biitiinliigiin pargalarini olusturmaktadir.

Caligmanin ulastig1 temel c¢ikarimlardan biri, tekinsizligin agiklanamayan olaylarin
varligindan ¢ok, bu olaylarin dogurdugu varlik diizeyindeki kararsizliktan beslenmesidir. Roman
ilerledikce salt kisilerin akibeti degil, hakikatin kendisi de belirsizlesmektedir. Sonug olarak okur,
anlatinin sundugu olaylar1 kesin bir agiklama cergevesinde degerlendiremez. Roman kisilerinin
yasadig1 kararsizlig1 paylasarak siirekli ertelenen bir anlam alani iginde hareket etmek zorunda kalir.
Toptas'n agiklamaktan g¢ok sezdirmeyi tercih eden anlatim bigimi, bu okuma deneyiminin
stirekliligini saglayan baglica anlatisal araglardan biridir. Zamanin dogrusal akisinin bozulmasi,
mekanlarin i¢ ige gegmesi, anlati diizlemlerinin birbirine agilmasi ve olaylarin kesin neden-sonug
iligkileri i¢inde agiklanmamasi, tekinsizlik duygusunu anlatinin biitiiniine yayan estetik bir kurgu
meydana getirmektedir.

Romanin adinda yer alan gdlgesizler imgesi de ¢alismanin ulastigi temel sonuglardan birini
ozetlemektedir. Golgesizlesme, bireyin fiziksel olarak ortadan kaybolmasindan ¢ok, diinyadaki
izlerini, hatirlanabilirligini ve taninabilirligini yitirmesini ifade etmektedir. Hatiralarin silinmesi,
ylizlerin unutulmasi ve kisilerin varligin1 dogrulayan izlerin yavas yavas yok olmasi, kaybolma
olgusunu fiziksel bir eksilmenin 6tesine tagimaktadir. Nihayetinde roman, bireyin diinyayla kurdugu
baglarin ¢oziilmesini goriiniir kilan bir anlati kurmaktadir. Tekinsizlik de bu ¢oziilmenin estetik
ifadesi haline gelmektedir.

Bu inceleme, Golgesizler ilizerine yapilan g¢alismalarin ¢ogunlukla postmodern anlati,
iistkurmaca ve gerceklik katmanlari iizerinde yogunlastigin1 gostermektedir. Tekinsizlik kavram ise
romanin biitiin yapisini aciklayan bir okuma bi¢imi olarak daha siirli 6lgiide ele alinmistir. Freud
ve Jentsch'in kuramsal yaklasimlar1 temel alinarak gerceklestirilen bu ¢oéziimleme, Gilirbilek ve
Kearney'nin yorumlariyla desteklenmistir. Romandaki farkli anlatisal unsurlarin tekinsizlik
ekseninde nasil biitiinlestigi ortaya konulmustur. Nihayetinde tekinsizlik, belirli sahnelerde ortaya
cikan gegici bir etki olmaktan ¢ok, romanin yapisini kuran estetik bir ilke olarak degerlendirilmistir.

Sonug olarak Golgesizler, okuru siirekli degisen, kesinlikten uzak ve agiklanmaya direnen
bir anlat1 evreniyle karsi karsiya birakmaktadir. Bu anlati evreninde tekinsizlik, korku ya da gerilim
duygusu tiretmekten ¢ok, gerceklik, kimlik ve varlik iizerine diislinmeyi saglayan estetik bir olanaga
doniismektedir. Caligmanin ortaya koydugu degerlendirmeler, romanin tekinsizlik kavrami etrafinda
biitiinciil sekilde yeniden okunabilecegini gostermektedir. Bu okuma, Toptas'in Uykularin Dogusu
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ve Bin Hiiziinlii Haz gibi diger eserlerine de tasinabilecek ortak bir tekinsizlik poetikasina isaret
etmektedir.
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