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Abstract: This study examines the signifying value acquired by the actions in Turgut Uyar’s serial poem
“Akcaburgazli Yekta Mezmurlar1” by analyzing it within the modernist poetic framework of the Second New
movement. In Second New poetry, meaning is constructed not so much through direct narration as through
imagery, association, and symbolic relationships. In this context, the everyday behaviors depicted in the poem
transcend their role as mere actions that form the plot, transforming into multilayered symbols that reveal the
individual’s existential predicament, quest for freedom, relationship with social norms, and questioning of identity.
The primary aim of this study is to reveal how forms of action in “The Psalms of Yekta of Ak¢aburgaz” construct
individual and social fields of meaning. The analysis is based on Habermas’s theories of normative, dramaturgical,
and communicative action. Within this theoretical framework, the individual’s conformity to social norms, conflict
with these norms, and efforts toward self-realization are evaluated through the experiences of the characters in the
poem. Normative action refers to the individual’s search for belonging and recognition within the social order;
dramaturgical action refers to the ways in which individual desires are enacted in the face of social reality;
communicative action, on the other hand, reveals the processes of meaning-making through interaction among
individuals. In addition, it has been determined that the spaces depicted in the poems -particularly elements such
as the home, the roof, the wall, and the city- function as signifiers that reinforce the meaning of these actions. The
study also evaluates the position of female figures in the poetry; it is noted that the portrayal of these figures as
objects of sexuality and eroticism is not limited solely to individual desires but also carries a critical meaning that
highlights society’s view of women. While forbidden relationships, conscience, and a sense of shame reveal the
individual’s vulnerability in the face of the normative order, scenes of the “threshold state” and “destruction”
represent the modern individual’s search for identity, alienation, and resistance in the face of lovelessness. In
conclusion, “Akg¢aburgazli Yekta Mezmurlar1” translates the surrealist and existentialist tendencies of the Second
New movement into a poetic plane through the actions of the individual. By revealing the symbolic value of action
within a poetic context and its relationship with space, this study offers a different perspective on analyses of the
individual’s quest for freedom, alienation, and existential inquiries.
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1702 Cicek Demirtas Onder

Oz: Bu calisma, Turgut Uyar’in “Ak¢aburgazli Yekta Mezmurlar:” adl parcali siirini Ikinci Yeni’nin modernist
poetik anlayis1 icerisinde ele alarak siirdeki eylemlerin kazandig1 gosterge degerini incelemektedir. ikinci Yeni
siirinde anlam, dogrudan anlatimdan ¢ok imge, ¢agrisim ve sembolik iliskiler araciligiyla kurulur. Bu baglamda
siirde yer alan giindelik davranislar, yalnizca olay orgiisiinii olusturan eylemler olmaktan ¢ikarak bireyin varolugsal
sikismisligini, 6zgiirliik arayigini, toplumsal normlarla iligkisini ve kimlik sorgulamasmni goriiniir kilan ¢ok
katmanli gostergelere doniismektedir. Caligmanin temel amaci, “Akcaburgazli Yekta Mezmurlari”nda eylem
bi¢imlerinin bireysel ve toplumsal anlam alanlarimi nasil olusturdugunu ortaya koymaktir. Coziimlemede
Habermas’in normatif, dramaturjik ve iletisimsel eylem kurami temel alinmistir. Bu kuramsal c¢ergeve
dogrultusunda bireyin toplumsal normlara uyumu, bu normlarla ¢atigmasi ve kendini gerg¢eklestirme ¢abasi siirdeki
karakterlerin deneyimleri iizerinden degerlendirilmistir. Normatif eylem, bireyin toplumsal diizen icerisindeki
aidiyet ve taninma arayisini; dramaturjik eylem, bireysel arzularin toplumsal gerceklik karsisinda sahnelenme
bicimlerini; iletisimsel eylem ise bireyler arasindaki etkilesim yoluyla anlam iiretme siireclerini ortaya
koymaktadir. Bunun yaninda siirdeki mekanlarin, 6zellikle ev, ¢ati, duvar ve sehir unsurlarinin, eylemlerin
anlamini giiclendiren gdstergeler olarak iglev gordiigii belirlenmistir. Calismada ayrica kadin figiirlerinin siirdeki
konumu degerlendirilmis; bu figiirlerin cinsellik ve erotizmin nesnesi olarak kurgulanmasinin yalnizca bireysel
arzularla sinirli olmadigi, ayn1 zamanda toplumun kadina yonelik bakigini goriiniir kilan elestirel bir anlam tagidigi
ortaya konmustur. Yasak iliskiler, vicdan ve utang duygusu, bireyin normatif diizen karsisindaki kirilganligini
ac18a cikarirken “esik hali” ve “yikim” sahneleri modern bireyin kimlik arayisini, yabancilagmasini ve sevgisizlik
karsisindaki direnisini temsil etmektedir. Sonug¢ olarak “Akcaburgazli Yekta Mezmurlar1”, ikinci Yeni’nin
stirrealist ve varoluscu yonelimlerini bireyin eylemleri iizerinden poetik bir diizleme tagimaktadir. Bu g¢alisma,
eylemin siirsel baglamdaki gosterge degerini ve mekanla kurdugu iligkiyi ortaya koyarak bireyin dzgiirliik arayisi,
yabancilagmasi ve varolugsal sorgulamalarina yonelik incelemelere farkli bir perspektif sunmaktadir.

Anahtar Kelimeler: Tkinci Yeni, Turgut Uyar, modern Tiirk siiri, Jirgen Habermas, eylem bicimleri,
gostergebilim.
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Structured Abstract:

The Second New is a modernist poetry movement in Turkish poetry that pushes the boundaries of language,
centers on imagery, and makes individual experience one of the fundamental elements of poetry. Unlike traditional
approaches to poetry, the representatives of this movement construct meaning not by conveying it directly, but
through association, imagery, and multilayered forms of expression. In Second New poetry, the individual’s
relationship with society, existential questions, experience of loneliness, and quest for freedom are mostly brought
to light through indirect narrative techniques. In this context, actions cease to be merely plot elements that drive
the narrative forward and instead become units of meaning that reveal the individual’s inner world, social
relationships, and conflict with the normative order.

Turgut Uyar’s poem “Akcaburgazli Yekta Mezmurlar1” is one of the key texts that embody these poetic
characteristics of the Second New movement. Included in the book Diinyanin En Giizel Arabistant (1959), the
poem recounts Yekta’s life story through a fragmented narrative and unconventional imagery. In poetry, everyday
behaviors function as indicators that define an individual’s existential position and reveal their relationship with
the social order. The aim of this study is to demonstrate that the actions depicted in “Akgaburgazli Yekta
Mezmurlar1” are not merely behaviors that constitute the plot; rather, it seeks to reveal how they are structured as
indicators that make visible the individual’s desires, relationship with social norms, experience of alienation, and
search for identity. In this context, the forms of action in the poem have been analyzed within the framework of
Habermas’s theories of normative, dramaturgical, and communicative action; the tension between individual
desires and social order has been examined.

The research was conducted based on the text analysis model, one of the qualitative research methods. The
subject of the study is Turgut Uyar’s poem titled “Ak¢aburgazli Yekta Mezmurlari.” The relationships between
characters, places, and actions in the poem were evaluated within the context of a semiotic approach and action
theories. During the analysis, the study first focused on how the actions in the poem acquire meaning, drawing on
the semiotic analysis approaches of Todorov and Barthes. The study sought to demonstrate that actions are not
merely visible behaviors; rather, they become signs that acquire symbolic and representational meanings within
the text. In addition, the actions performed by the individual within social relationships in poetry were analyzed
using Habermas’s theories of normative, dramaturgical, and communicative action. Furthermore, the modernist,
surrealist, and existentialist tendencies of Second New poetry were taken into account. The fragmented structure
of the poem, its disjointed associations, the transformation of traditional narrative forms, and its symbolic elements
have been examined within this context. The aim was thus to reveal the social, cultural, and existential meanings
that these actions acquire on the poetic plane.

Based on the findings, it has been determined that in the “Akgaburgazli Yekta Psalms,” actions transcend
ordinary behavior and become indicators of the individual’s social status and inner conflicts. The actions Yekta
performs in the poems reveal the conflict between individual desires and the normative order. When viewed in the
context of Habermas’s model of normative action, Yekta’s decision to stay with Sinan and Giilbeyaz illustrates an
individual’s search for trust, belonging, and recognition through social relationships. Sinan and Giilbeyaz’s
acceptance of Yekta and their decision to welcome him into their home emerge as a form of action that fulfills an
individual’s need to be valued through social relationships. However, this experience of acceptance does not
eliminate Yekta’s feelings of loneliness and inadequacy. The statement, “They were two, and I was one,” brings
to light the existential loneliness that an individual experiences even within a community.

The relationship Yekta forms with Giilbeyaz represents, in the context of dramatic action, the individual’s escape
from current circumstances and the effort to fulfill their own desires. While this relationship emerges as an attempt
to alleviate the individual’s feelings of loneliness and emptiness, it simultaneously becomes a source of conflict
due to social norms and moral dilemmas. With Sinan’s return, the actions taken by Yekta and Giilbeyaz are
reevaluated under the pressure of the normative order. The female figures in the poem—Giilbeyaz, Hiimeyra, Azra,
Adile, and the aunt taken to Arabia—function as points where individual desires, societal perspectives, and
normative values intersect. Through these characters, the effects of the patriarchal order on the individual and the
position of female identity within the social discourse become visible.

The study also found that spatial elements serve as indicators that reinforce the meaning of actions.
Elements such as the home, the roof, the wall, and the city represent processes of security, exclusion, alienation,
and othering. In poetry, the home is not merely a physical space for shelter. It functions as a symbolic space where
an individual’s memories, desires, social relationships, and repressed emotions come to the surface. While Sinan
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and Giilbeyaz’s home initially serves as a space of security and belonging, over time it transforms into a place
where Yekta is confronted with his desires, his loneliness deepens, and his inner conflicts come to the surface. The
“threshold state” Yekta experiences illustrates how an individual is caught between social norms and his own
desires. The failure of his quest for love, belonging, and recognition to be fulfilled highlights Yekta’s experience
of alienation and his existential crisis, which drives him toward destructive actions.

In conclusion, it has been demonstrated that in *The Psalms of Yekta of Akgaburgaz*, action is not merely a
narrative element; rather, it is one of the fundamental indicators that establish the relationship between the
individual, society, and the normative order. In Turgut Uyar’s poetry, the actions performed by the individual
transcend personal experience, transforming into fields of meaning where social structures, value systems, and the
quest for freedom come to the fore. An analysis conducted in line with Habermas’s theories of action reveals the
tension between individual desires and social norms in poetry. Normative action reflects the individual’s quest for
acceptance and belonging through social relationships, while dramaturgical action illustrates the individual’s effort
to escape current reality and reconstruct themselves. The spaces depicted in the poem, too, become symbols where
alienation, loneliness, and conflict are staged, rather than spaces that provide the individual with a sense of security.
The poem by Turgut Uyar that is the subject of this study is an original text that brings to light the modernist,
surrealist, and existentialist tendencies of the Second New movement through the actions of the individual, and
discusses fundamental issues such as individual freedom, social pressure, alienation, and the search for identity on
a poetic level.

Keywords: The Second New, Turgut Uyar, modern Turkish poetry, Jiirgen Habermas, modes of action, semiotics
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Résumé Structuré:

Objectif de la recherche Le Second Nouveau est un mouvement poétique moderniste dans la poésie turque
qui repousse les limites du langage, se centre sur I’image et fait de I’expérience individuelle I’'un des éléments
fondamentaux de la poésie. Contrairement aux approches traditionnelles, les représentants de ce mouvement ne
construisent pas le sens en le transmettant directement, mais a travers l’association, ’image et des formes
d’expression plurielles. Dans la poésie du Second Nouveau, la relation de I’individu avec la société, les questions
existentielles, I’expérience de la solitude et la quéte de liberté sont mises en lumicre principalement par des
techniques narratives indirectes. Dans ce contexte, les actions cessent d’étre de simples éléments de 1’intrigue et
deviennent des unités de signification qui révelent le monde intérieur de I’individu, ses relations sociales et son
conflit avec 1’ordre normatif.

Le poéme de Turgut Uyar « Les Psaumes de Yekta d’Akcaburgaz » constitue I’un des textes clés qui
incarnent ces caractéristiques poétiques du Second Nouveau. Inclus dans le recueil La plus belle Arabie du monde
(1959), le poéme raconte I’histoire de Yekta a travers une narration fragmentée et une imagerie non
conventionnelle. Dans la poésie, les comportements quotidiens fonctionnent comme des indicateurs qui définissent
la position existentielle de 1’individu et révélent sa relation avec 1’ordre social. L’objectif de cette étude est de
démontrer que les actions décrites dans « Les Psaumes de Yekta d’Akcaburgaz » ne sont pas de simples
comportements constituant I’intrigue ; il s’agit de montrer comment elles sont structurées comme des indicateurs
qui rendent visibles les désirs de 1’individu, sa relation aux normes sociales, son expérience de 1’aliénation et sa
recherche d’identité. Dans ce cadre, les formes d’action dans le poéme ont été analysées a la lumiére des théories
de Jirgen Habermas sur I’action normative, dramaturgique et communicative ; la tension entre les désirs
individuels et I’ordre social a été examinée.

Meéthodologie La recherche a été menée selon le modéle d’analyse textuelle, I'une des méthodes
qualitatives. Le sujet de 1’étude est le poéme de Turgut Uyar intitulé « Les Psaumes de Yekta d’Akgaburgaz ». Les
relations entre personnages, lieux et actions dans le poéme ont été évaluées dans le cadre d’une approche
sémiotique et des théories de 1’action. L’analyse s’est d’abord concentrée sur la maniére dont les actions acquicrent
du sens, en s’appuyant sur les approches sémiotiques de Todorov et Barthes. L’étude a cherché a démontrer que
les actions ne sont pas de simples comportements visibles ; elles deviennent des signes qui acquiérent des
significations symboliques et représentatives dans le texte. De plus, les actions accomplies par I’individu dans ses
relations sociales ont été analysées a I’aide des théories de Habermas sur I’action normative, dramaturgique et
communicative. Les tendances modernistes, surréalistes et existentialistes de la poésie du Second Nouveau ont
également été prises en compte. La structure fragmentée du poéme, ses associations disjointes, la transformation
des formes narratives traditionnelles et ses éléments symboliques ont été examinés dans ce contexte. L’objectif
¢était de révéler les significations sociales, culturelles et existentielles que ces actions acquicrent sur le plan
poétique.

Résultats Les résultats ont montré que, dans « Les Psaumes de Yekta d’Akcaburgaz », les actions
transcendent le comportement ordinaire et deviennent des indicateurs du statut social de I’individu et de ses conflits
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intérieurs. Les actions de Yekta révélent le conflit entre les désirs individuels et I’ordre normatif. Dans le cadre du
mod¢le de Habermas sur I’action normative, la décision de Yekta de rester avec Sinan et Giilbeyaz illustre la
recherche de confiance, d’appartenance et de reconnaissance a travers les relations sociales. L’acceptation de
Yekta par Sinan et Giilbeyaz et leur décision de 1’accueillir chez eux apparaissent comme une forme d’action qui
satisfait le besoin de 1’individu d’étre valorisé par les relations sociales. Cependant, cette expérience d’acceptation
n’¢élimine pas le sentiment de solitude et d’insuffisance de Yekta. L’énoncé « Ils étaient deux, et j’étais seul » met
en lumiére la solitude existentielle que 1’individu éprouve méme au sein d’'une communauté.

La relation que Yekta entretient avec Giilbeyaz représente, dans le contexte de 1’action dramaturgique, la
fuite de I’individu face a ses circonstances actuelles et 1’effort de satisfaire ses propres désirs. Bien que cette
relation apparaisse comme une tentative d’atténuer le sentiment de solitude et de vide, elle devient simultanément
une source de conflit en raison des normes sociales et des dilemmes moraux. Avec le retour de Sinan, les actions
de Yekta et Giilbeyaz sont réévaluées sous la pression de 1’ordre normatif. Les figures féminines du poéme—
Giilbeyaz, Hiimeyra, Azra, Adile et la tante emmenée en Arabie—fonctionnent comme des points d’intersection
entre les désirs individuels, les perspectives sociales et les valeurs normatives. A travers ces personnages, les effets
de I’ordre patriarcal sur I’individu et la position de 1’identité¢ féminine dans le discours social deviennent visibles.

L’étude a également révélé que les éléments spatiaux servent d’indicateurs renforgant la signification des
actions. La maison, le toit, le mur et la ville représentent des processus de sécurité, d’exclusion, d’aliénation et
d’altérisation. Dans la poésie, la maison n’est pas seulement un espace physique d’abri. Elle fonctionne comme
un espace symbolique ou les souvenirs, les désirs, les relations sociales et les émotions refoulées de 1’individu
émergent. Alors que la maison de Sinan et Giilbeyaz sert initialement d’espace de sécurité et d’appartenance, elle
se transforme au fil du temps en un lieu ou Yekta est confronté a ses désirs, ou sa solitude s’approfondit et ou ses
conflits intérieurs refont surface. L’« état de seuil » que vit Yekta illustre la maniére dont 1’individu est pris entre
les normes sociales et ses propres désirs. L’échec de sa quéte d’amour, d’appartenance et de reconnaissance met
en évidence I’expérience d’aliénation et la crise existentielle qui le poussent vers des actions destructrices.

Conclusion Il a été démontré que, dans Les Psaumes de Yekta d’Ak¢aburgaz, I’action n’est pas un simple
¢élément narratif ; elle constitue 1’un des indicateurs fondamentaux qui établissent la relation entre 1’individu, la
société et 1’ordre normatif. Dans la poésie de Turgut Uyar, les actions accomplies par I’individu transcendent
I’expérience personnelle et se transforment en champs de signification ou les structures sociales, les systémes de
valeurs et la quéte de liberté apparaissent. Une analyse menée selon les théories de Habermas sur ’action révéle
la tension entre les désirs individuels et les normes sociales dans la poésie. L’action normative refléte la quéte de
I’individu pour I’acceptation et I’appartenance a travers les relations sociales, tandis que 1’action dramaturgique
illustre I’effort de I’individu pour échapper a la réalité et se reconstruire. Les espaces décrits dans le poéme
deviennent également des symboles ou 1’aliénation, la solitude et le conflit sont mis en scéne, plutdt que des lieux
offrant un sentiment de sécurité. Le poéme de Turgut Uyar, objet de cette étude, est un texte original qui met en
lumiére les tendances modernistes, surréalistes et existentialistes du Second Nouveau a travers les actions de
I’individu, et qui aborde des questions fondamentales telles que la liberté¢ individuelle, la pression sociale,
I’aliénation et la recherche d’identité sur le plan poétique.

Mots-clés: Second Nouveau, Turgut Uyar, poésie turque moderne, Jiirgen Habermas, modes d’action,
sémiotique.

Resumen Estructurado:

Objetivo de la investigacion El Segundo Nuevo es un movimiento poético modernista dentro de la poesia
turca que empuja los limites del lenguaje, se centra en la imagen y convierte la experiencia individual en uno de
los elementos fundamentales de la poesia. A diferencia de los enfoques tradicionales, los representantes de este
movimiento no construyen el significado transmitiéndolo directamente, sino mediante la asociacion, la imagen y
formas de expresion multiples y estratificadas. En la poesia del Segundo Nuevo, la relacion del individuo con la
sociedad, las preguntas existenciales, la experiencia de la soledad y la busqueda de la libertad se ponen de relieve
principalmente a través de técnicas narrativas indirectas. En este contexto, las acciones dejan de ser simples
elementos de la trama y se convierten en unidades de significado que revelan el mundo interior del individuo, sus
relaciones sociales y su conflicto con el orden normativo.
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El poema de Turgut Uyar «Los Salmos de Yekta de Ak¢aburgaz» es uno de los textos clave que encarnan
estas caracteristicas poéticas del Segundo Nuevo. Incluido en el libro La Arabia mas hermosa del mundo (1959),
el poema relata la historia de vida de Yekta mediante una narracién fragmentada y una imagineria poco
convencional. En la poesia, los comportamientos cotidianos funcionan como indicadores que definen la posicion
existencial del individuo y revelan su relacion con el orden social. El objetivo de este estudio es demostrar que las
acciones descritas en «Los Salmos de Yekta de Ak¢aburgaz» no son meros comportamientos que constituyen la
trama; mas bien, busca revelar como se estructuran como indicadores que hacen visibles los deseos del individuo,
su relacion con las normas sociales, su experiencia de alienacion y su busqueda de identidad. En este marco, las
formas de accion en el poema han sido analizadas dentro del marco de las teorias de Jiirgen Habermas sobre la
accion normativa, dramaturgical y comunicativa; se ha examinado la tension entre los deseos individuales y el
orden social.

Metodologia La investigacion se realizé con base en el modelo de analisis textual, uno de los métodos de
investigacion cualitativa. El objeto de estudio es el poema de Turgut Uyar titulado «Los Salmos de Yekta de
Akgaburgaz». Las relaciones entre personajes, lugares y acciones en el poema fueron evaluadas en el contexto de
un enfoque semiodtico y de las teorias de la accion. Durante el analisis, el estudio se centrd primero en como las
acciones en el poema adquieren significado, apoyandose en los enfoques semioticos de Todorov y Barthes. El
estudio busco demostrar que las acciones no son meros comportamientos visibles; mas bien, se convierten en
signos que adquieren significados simbolicos y representacionales dentro del texto. Ademas, las acciones
realizadas por el individuo dentro de las relaciones sociales en la poesia fueron analizadas utilizando las teorias de
Habermas sobre la accion normativa, dramaturgical y comunicativa. Asimismo, se tuvieron en cuenta las
tendencias modernistas, surrealistas y existencialistas de la poesia del Segundo Nuevo. La estructura fragmentada
del poema, sus asociaciones dislocadas, la transformacion de las formas narrativas tradicionales y sus elementos
simbolicos han sido examinados en este contexto. El objetivo fue revelar los significados sociales, culturales y
existenciales que estas acciones adquieren en el plano poético.

Resultados Se ha determinado que en «Los Salmos de Yekta de Akcaburgazy» las acciones trascienden el
comportamiento ordinario y se convierten en indicadores del estatus social del individuo y de sus conflictos
internos. Las acciones que Yekta realiza en los poemas revelan el conflicto entre los deseos individuales y el orden
normativo. En el contexto del modelo de Habermas de accion normativa, la decision de Yekta de quedarse con
Sinan y Giilbeyaz ilustra la busqueda del individuo de confianza, pertenencia y reconocimiento a través de las
relaciones sociales. La aceptacion de Yekta por parte de Sinan y Giilbeyaz y su decisién de acogerlo en su hogar
emergen como una forma de accion que satisface la necesidad del individuo de ser valorado mediante las relaciones
sociales. Sin embargo, esta experiencia de aceptacion no elimina los sentimientos de soledad e insuficiencia de
Yekta. La afirmacion «Ellos eran dos, y yo era uno» pone de relieve la soledad existencial que un individuo
experimenta incluso dentro de una comunidad.

La relacion que Yekta establece con Giilbeyaz representa, en el contexto de la accion dramatica, la huida
del individuo de las circunstancias actuales y el esfuerzo por satisfacer sus propios deseos. Aunque esta relacion
surge como un intento de aliviar los sentimientos de soledad y vacio, simultaneamente se convierte en una fuente
de conflicto debido a las normas sociales y los dilemas morales. Con el regreso de Sinan, las acciones emprendidas
por Yekta y Giilbeyaz son reevaluadas bajo la presion del orden normativo. Las figuras femeninas en el poema—
Giilbeyaz, Hiimeyra, Azra, Adile y la tia llevada a Arabia—funcionan como puntos donde los deseos individuales,
las perspectivas sociales y los valores normativos se intersectan. A través de estos personajes, se hacen visibles
los efectos del orden patriarcal sobre el individuo y la posicion de la identidad femenina dentro del discurso social.

El estudio también encontr6 que los elementos espaciales sirven como indicadores que refuerzan el
significado de las acciones. Elementos como la casa, el techo, la pared y la ciudad representan procesos de
seguridad, exclusion, alienacion y otredad. En la poesia, la casa no es simplemente un espacio fisico de refugio.
Funciona como un espacio simbdlico donde emergen los recuerdos, deseos, relaciones sociales y emociones
reprimidas del individuo. Mientras que la casa de Sinan y Giilbeyaz inicialmente sirve como un espacio de
seguridad y pertenencia, con el tiempo se transforma en un lugar donde Yekta se enfrenta a sus deseos, su soledad
se profundiza y sus conflictos internos salen a la superficie. El «estado de umbral» que experimenta Yekta ilustra
como un individuo queda atrapado entre las normas sociales y sus propios deseos. El fracaso de su bisqueda de
amor, pertenencia y reconocimiento pone de relieve la experiencia de alienacion y su crisis existencial, que lo
empuja hacia acciones destructivas.
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Conclusion Se ha demostrado que en Los Salmos de Yekta de Ak¢aburgaz la accion no es meramente un
elemento narrativo; mas bien, constituye uno de los indicadores fundamentales que establecen la relacion entre el
individuo, la sociedad y el orden normativo. En la poesia de Turgut Uyar, las acciones realizadas por el individuo
trascienden la experiencia personal, transformandose en campos de significado donde emergen las estructuras
sociales, los sistemas de valores y la bsqueda de libertad. Un analisis realizado en linea con las teorias de
Habermas sobre la accion revela la tension entre los deseos individuales y las normas sociales en la poesia. La
accion normativa refleja la busqueda del individuo de aceptacion y pertenencia a través de las relaciones sociales,
mientras que la accion dramatica ilustra el esfuerzo del individuo por escapar de la realidad y reconstruirse. Los
espacios descritos en el poema también se convierten en simbolos donde se escenifican la alienacion, la soledad y
el conflicto, en lugar de espacios que proporcionan al individuo un sentido de seguridad. El poema de Turgut Uyar
objeto de este estudio es un texto original que pone de relieve las tendencias modernistas, surrealistas y
existencialistas del Segundo Nuevo a través de las acciones del individuo, y aborda cuestiones fundamentales como
la libertad individual, la presion social, la alienacion y la busqueda de identidad en el plano poético.

Palabras clave: Segundo Nuevo; Turgut Uyar; poesia turca moderna; Jiirgen Habermas; modos de accion;
semiotica
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CrtpykTypupoBanHoe Pe3ome:

Ienp uccnenoBanus «Bropoe HOBOE» — 3TO MOAEPHUCTCKOE MOITHUECKOE IBUKEHUE B TYPEIIKON IT033HH,
KOTOpOE pacIIMpsieT TPaHMIBI SI3BIKA, COCPENOTAYMBaeTCs Ha OOPAa3sHOCTH W JefaeT MHAUBUIYaJIbHBIN OIBIT
OJTHUM U3 (hyH/IaMEHTAJBHBIX AJIEMEHTOB MMOTHYECKOTO TBOPYECTBA. B oTiinune OT TpagulMOHHBIX MOJIXO0JIO0B,
MPEJCTaBUTENN ITOTO IBIDKEHHS CTPOAT CMBICT HE uYepe3 NpsAMyI0 Iepenady, a MOCPEeICTBOM acCCOLHUAINH,
00pa30B ¥ MHOTOCIIOWHBIX (popM BeIpakeHHs. B mo33nun « Broporo HOBOT0» OTHOIICHHS HHIUBUAA C OOIIECTBOM,
9K3UCTCHIHATBHBIC BOMPOCHI, IEPEKUBAHUE OJMHOYECTBA M CTPEMIICHHE K CBOOOJE Yallle BCErO PacKpPBIBAIOTCS
Yyepe3 KOCBEHHBIE IOBECTBOBATEIbHBIC TEXHUKH. B 3TOM KOHTEKCTE JCHCTBUS IEPECTAIOT OBITH JIUIIb SIIEMEHTAMHU
CIOKETa M CTAHOBATCS €IWHUIIAMH CMBICIIA, KOTOPHIC BEISIBIIIOT BHYTPEHHUN MHUP WHIWBHIA, €T0 COIHATbHEIC
CBSI3U ¥ KOH(QIIMKT C HOPMATHBHEIM MTOPSIKOM.

Cruxorsopenne Typryra Vspa «Ilcanmbr Mektsl u3 AkuaGypraza» SBISETCS OXHHM M3 KIIOUEBBIX
TEKCTOB, BOILIOIIAIONIMX 3TH MO3TUYECKHUE XapaKTepucTuku «Broporo HoBoro». Brirouénnoe B kuury Camas
npexpacnas Apabus mupa (1959), 0HO paccKashIBAET HUCTOPHIO KM3HM MeKThl depes (parMeHTHPOBAHHOE
MOBECTBOBAHUE M HETPAIMIIMOHHYIO OOpa3HOCTb. B 1033MM MOBCeJHEBHBIE NEHCTBHS (YHKIMOHUPYIOT Kak
WHAUKATOPLI, ONPEACTIAIONINE SK3UCTCHIIUAJILHOE MOJIOKCHUEC MHANBHUJA U PACKPBIBAIOMINE €0 OTHOIICHUE K
COMANBHOMY HOpsiAKy. Lleib JaHHOTO HCCIeIOBAaHHWS — MOKa3aTh, uTo aeiictBus B «Ilcanmax Mexts m3
Axdalypraza» He SBISIOTCS TPOCTHIMHA DJJIEMEHTAMH CIOKETa; HANpPOTHB, OHU CTPYKTYPUPOBaHBI Kak
WHIUKATOPHI, JACTAIONIUEe BUAMMBIMU KEJAHHWS WHIWBHIA, €TO0 OTHOIICHHE K COLMAIBLHBIM HOpPMAaM, OIBIT
OTUYXJICHUSI M TIOMCK WACHTUYHOCTH. B 3TOM KOHTEKCTe (OPMBI ICHCTBUS B CTHXOTBOPCHHH OBLIH
MpOaHAIM3UPOBAHEI B pamkax Teopuid FOprema XalOepmaca O HOPMATHBHOM, JpaMaTyprU4ecCKOM U
KOMMYHHUKATHBHOM JICHICTBHU; PACCMOTPECHO HAIIPSDKEHUE MEXKTy HHIUBHTY AIbHBIMH JKEJTAHUSIME U COIIHATbHBIM
TOPSIAKOM.

Merononoruss MccnenoBanne MPOBENEHO HAa OCHOBE MOJIENM TEKCTOBOTO aHallM3a, OJHOTO U3
KaueCTBEHHBIX METOJIOB HcclienoBaHuss. OOBEKTOM HCCIIENOBAaHUS SIBISIETCS CTHXOTBOpeHHe Typryra VYspa
«ITcanmbl MexThl u3 AkuaGypraza». OTHOLIGHHS MEXIy NEPCOHAKAMH, MPOCTPAHCTBAMM M JICHCTBUAMH B
CTUXOTBOPEHUHU OBLIM OIICHEHHI B KOHTEKCTE CEMHOTHYECKOTO MOAXO0/]a M TeOpHi aelcTBusa. B xone aHanmza
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BHUMaHHE OBIJIO COCPENOTOYEHO HA TOM, KaK JCHCTBHS MPHUOOPETAIOT CMBICI, OMUPAsACh HA CEMHOTHYECKHE
noaxozsl Tomoposa u bapra. MccnenoBanue cTpeMHUIOCh ITOKa3aTh, 4TO ICHCTBHS HE SBISIFOTCS JIUIIb BUANMBIMH
MOCTYNKAaMH, @ CTAHOBATCS 3HAaKaMHM, NMPHUOOPETAIOMNMH CHMBOJIMYECKOE M PENPE3CHTATHBHOE 3HAYCHUE B
Tekcre. Kpome Toro, neHCTBMS WHAWMBUIA B COIHMAIBHBIX OTHOMICHHAX OBUIM TIPOAHAIN3UPOBAHBI C
UCIIONIb30BaHUEM TeopHuil XabepMaca O HOPMAaTHBHOM, JIpaMaTypru4ecKOM M KOMMYHHKATUBHOM JICHCTBUH.
Taxke OBUIM YYTEHBI MOAEPHUCTCKUE, CIOPPEATUCTUYECKHE W JK3UCTCHLUHUAIHCTCKHE TEHICHLUH I033UH
«Broporo HOBoro». ®@parmeHrapHasl CTpyKTypa CTUXOTBOPEHUSI, €T0 pa30pBaHHbIE aCCOLMAIMHU, TPAaHC(HOPMALHs
TPaANUIOHHBIX IOBECTBOBATEIBHBIX (DOPM M CHUMBOJIMUECKHE DJIEMEHTHI OBUIN PACCMOTPEHBI B 3TOM KOHTEKCTE.
Lenp 3akiroyanack B BBISIBICHHH COLMAIBbHBIX, KYJIBTYPHBIX W OK3UCTCHIMAJIBHBIX 3HAUYCHHH, KOTOpPBIE
MpHOOPETAIOT AEHCTBUS HA IIO3THYECKOM yPOBHE.

Pesynbratsl YeranoBiero, uto B «Ilcanmax Mexts n3 AxuaGyprasa» AeiiCTBHS BBIXOIST 3a TPEICIBI
OOBIYHOTO TIOBEIEHUS W CTAHOBATCS WHIMKATOPAMH COIHANBHOTO CTaTyca WHIWBHAA M €r0 BHYTPEHHHX
KOH(IUKTOB. JleficTBUs VeKThI pacKpHIBAIOT NPOTHBOPEUHE MEXIY HHIMBHIYaTbHBIMH JKCITAHUAMH M
HOPMATHBHBIM ITOPAAKOM. B KoHTekcTe Moy XabepMaca HOPMAaTHBHOE ICHCTBHE — peleHue FeKThl ocTaThes
¢ CunanoM U [fonmp0es3s — WIDTFOCTPUPYET MOMCK WHAWBUIOM JIOBEpHs, MIPUHAMICKHOCTH U TIPU3HAHUA Yepe3
COIIMAJIBHBIC OTHOILICHU . HpI/IHHTI/Ie I\/'ICKTLI Cunanom u ['ronp0esi30M 1 Ux peUICHUC MPUIOTUTH €T0 B CBOEM JO0ME
BBICTYMAIOT Kak (popMa JACHUCTBHS, YAOBJICTBOPSIONIAS MOTPEOHOCTh HHIUBHA OBITh IICHUMBIM B COI[HATBHBIX
OTHOIIICHUAX. O)lHaKO 9TOT OIBIT MPUHATUA HE YCTPAHACT YYBCTBa OAMHOYECTBA U HCIAOCTATOYHOCTHU ﬁeKTLI.
Bricka3biBanue «OHU ObLTH BIBOEM, a 51 OJIMH» BBISIBJISCT SK3MCTCHIIMATBHOE OJUHOYECTBO, KOTOPOE WHIUBHU]
MepeKUBaET JaXke B COOOIIECTBE.

Ornomrennst Mektel ¢ Tronbbess NpeacTaBisioT coboi, B KOHTEKCTE IpaMaTyprHuecKoro NeiCTBHS,
MOMBITKY WHAWBUAA YHTH OT TEKYIIMX OOCTOATENECTB W YAOBIECTBOPHTH COOCTBEHHEIC JKETAHUSA. XOTSA ATH
OTHOIICHHUS BO3HUKAIOT KaK CTPEMJICHHE OOJETYHTh YYBCTBO OIMHOYECTBA M IYCTOTHI, OHH OJHOBPEMEHHO
CTaHOBSTCS UCTOYHUKOM KOH(MIIMKTA W3-32 CONMAIBHBIX HOPM U MOpaibHEIX amwieMM. C Bo3BpamieHnem CrHaHa
neficTeus Mextsl 1 Tronb0es3 IepeoCMBICIHBAIOTCS MO/ AABICHHEM HOPMATUBHOTO MOpsKa. JKeHckue Burypst
B cTuXoTBOpeHnn — ['tonp0es3, Xiomeiipa, A3pa, Anuie u TéTs, yBe3EHHasA B ApaBUI0 — (YHKITHOHUPYIOT KaK
TOYKH NEPECEUEHUS] WHANBUAYAIbHBIX KEJIaHUN, COUMANbHBIX MEPCIEKTUB U HOPMATUBHBIX LIEHHOCTEH. Yepes
3THUX MEPCOHAXKEW CTAHOBATCS BUIUMBIMU 3()(EKThl MaTPUAPXAIBLHOTO IMOPsIKAa Ha MHIMBUAA U TOJOXKEHHE
JKEHCKOH MJCHTUYHOCTH B COIL[HATIBHOM JIUCKYpCe.

HccnenoBanue Takke IIOKa3alo, YTO IPOCTPAHCTBEHHBIE OJIEMEHTBHl CIIyXKaT WHAMKATOPAMU,
YCUJIMBAIOIIUMH 3HAa4eHHE JefcTBUH. JloM, Kpbllia, CTEHa M TOPOA MPEICTaBISIOT MPOIEcCH 0e30MacHOCTH,
UCKITIOYEHHS, OTYYKJICHHS M WHAKOBOCTH. B mo33mm moM — 3TO He MpocTO (HU3HMUECKOE MPOCTPAHCTBO TS
ykpbITHst. OH QyHKIMOHUPYET KaK CHMBOJIMYECKOE ITPOCTPAHCTBO, T/JI€ BCIUIBIBAIOT BOCIIOMHMHAHUS, JKENaHNU,
COLIMAIbHBIC OTHOLICHHWS M TIO/ABJIEHHbIe SMonuM uHanBHaa. Jlom Cunana u [ronmp0esi3 mepBOHadaNbHO
BBICTYIAET KaK MPOCTPAHCTBO OE30MaCHOCTH M NMPHUHAUIS)KHOCTH, HO CO BPEMEHEM ITPEBPAIAeTCs B MECTO, T/e
MexTa cTanKkuBaeTCs CO CBOMMH KEeIAHUSAMH, €T0 OHHOUECTBO YIIIyGIseTCs],  BHY TPEHHHE KOH(IMKTHI BBIXOIST
Ha TOBEPXHOCTh. «IIOPOTOBOE COCTOSHHME», KOTOPOE IepekHBaeT MekTa, HIUTIOCTPUPYET, KaK HHIMBHI
OKa3bIBaETCS MEXIy COLMAIbHBIMH HOpMaMH M COOCTBEHHBIMH >KelaHWsSMH. HecrocoOHOCTH yIOBIETBOPUTH
CTPEMIJICHUE K J'IIO6BI/I, MPUHAJIC)KHOCTU U MPU3HAHUTIO HOI[‘IépKI/IBaeT OIIBIT OTUYXJCHUA U 3K3I/ICTGHHHaHLHI)II>'I
Kpu3uc ﬁeKTLI, TOJIKAIOLIU €ro K pa3pyLIUTEIbHbIM JEHCTBUIM.

3akmouenue Takum 06pa3om, noka3ano, uto B Jlcarmax Hexmul uz Axuabypeasa neiictBue He sBIseTCs
IMPOCTBIM MOBECTBOBATCIBHBIM JJIEMCHTOM; OHO BBICTYNACT KaK OAWH M3 (byH[[aMeHTaJ'H)HI)IX WHJIUKATOPOB,
YCTaHaBJIMBAIOIINX OTHOIICHUS MEXAY WHIUBHIOM, OOIIECTBOM M HOPMATUBHBIM HopsiakoM. B moasun Typryra
V;Ipa }IeﬁCTBI/IH WHAWBHUIA BBIXOJAT 3a NPEACIbl JUMYHOTO OIIbITa, HNPEBpallasdCb B II0JA CMBICJIOB, TI€
MPOSIBISIFOTCS] COLMANIbHBIE CTPYKTYPBI, CUCTEMbI ICHHOCTEH U CTpEMIICHHE K cBO0OOIe. AHAIN3, IPOBEIEHHBIN B
COOTBETCTBHM C TeopHsMH XabepMmaca O MAEHCTBUM, BBIIBISIET HANPSDKCHHE MEXKAY WHIUBHIYAIbHBIMU
JKEJIAHUSIMH ¥ COLMaJIbHBIMU HOpMaMy B 1o33ud. HopMaTHBHOE JeiicTBHE OTpaXkaeT CTpeMIICHHUE WHIUBHIA K
NPUHATHIO W TPUHAIJIESKHOCTH YEpe3 COLMaNbHBIE OTHOLICHHWS, TOTJAa KakK JpamMaTypruueckoe JeHcTBHe
WUTIOCTPUPYET TIONBITKY HWHIMBHAA YHTH OT peaJbHOCTH W PEKOHCTpyWpoBarh ceOs. IlpocTtpancTsa,
I/I306pa)I(éHHLIe B CTUXOTBOPCHHH, TaAKXKEC CTAHOBATCA CHMBOJIaMH, TJAC HWHCHCHUPYIOTCA OTUYYXJICHHUEC,
OJIMHOYECTBO 1 KOH(MIINKT, a HE MECTaMH, 00eCIeunBaIOIINMHU 9yBCTBO Oe3omacHocTH. CtuxoTBOpeHue Typryra
Vspa, sBisronieecs MpeaMeToM JaHHOTO FCCIEIOBAaHMUS, MIPEACTABIAET cO00i OPUTHHANBHBIN TEKCT, KOTOPHINA
qepe3 )IeﬁCTBPIfI WHAWBUJIA BBIABIACT MOACPHUCTCKHUE, CIOPPCATTUCTHUCCKUE U DK3UCTCHIIUAIIMCTCKUEC TCHACHIIUN
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«BTtoporo HOBOrOY» 1 00Cy)KHaeT Takue GyHIaMEHTAIbHBIC BOIIPOCHL, KaK MHINBUAyaIbHas CBOOOIa, COIIHATBHOE
JAABJICHUE, OTUYKACHUE U TTOMCK NACHTUYHOCTHU Ha ITOOTUYICCKOM YPOBHE.

Kauesbie cioBa: Bropoe HOBOe; TypryT Vsp; coBpemeHHast Typenkas mo33us; IOpren XaOepmac;
(hopMBI IEHCTBUS; CEMHOTHKA
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Yapilandirilmis Ozet:

Ikinci Yeni, Tiirk siirinde dilin sinirlarin1 zorlayan, imgeyi merkeze alan ve bireysel deneyimi siirin temel
unsurlarindan biri héline getiren modernist bir siir hareketidir. Bu hareketin temsilcileri, geleneksel siir
anlayisindan farkli olarak anlami dogrudan aktarmak yerine ¢agrisim, imge ve ¢ok katmanli anlatim bigimleri
araciligiyla kurmuslardir. Ikinci Yeni siirinde bireyin toplumla iliskisi, varolussal sorgulamalari, yalnizlik
deneyimi ve 6zgiirliik arayisi cogunlukla dolayli anlatim bigimleriyle goriiniir hale gelir. Bu baglamda eylemler,
yalnizca anlatinin ilerlemesini saglayan olay unsurlart olmaktan ¢ikarak bireyin i¢ diinyasini, toplumsal iligkilerini
ve normatif diizenle kurdugu catismay1 gosteren anlam birimlerine doniisiir.

Turgut Uyar’in “Akgaburgazli Yekta Mezmurlar1” adli siiri, Ikinci Yeni’nin bu poetik dzelliklerini tasiyan
o6nemli metinlerden biridir. Diinyanin En Giizel Arabistani (1959) adli kitapta yer alan siir, Yekta’nin yasam
Oykiisiinii pargali bir kurgu ve sira digt imgeler araciligiyla aktarir. Siirde giindelik davranislar, bireyin varolussal
konumunu belirleyen ve toplumsal diizenle iliskisini goriiniir kilan géstergeler olarak islev kazanir. Bu ¢aligmanin
amaci, “Akgaburgazli Yekta Mezmurlari”’nda yer alan eylemlerin yalnizca olay orgiisiinii olusturan davraniglar
olmadigini; bireyin arzularini, toplumsal normlarla iligkisini, yabancilagsma deneyimini ve kimlik arayisini goriiniir
kilan gostergeler olarak nasil yapilandigini ortaya koymaktir. Bu dogrultuda siirdeki eylem bigimleri, Habermas’in
normatif, dramaturjik ve iletisimsel eylem kuramlari ¢ergevesinde degerlendirilmis; bireysel arzular ile toplumsal
diizen arasindaki gerilim incelenmistir.

Aragtirma, nitel aragtirma yontemlerinden metin ¢6ziimleme modeli esas alinarak gergeklestirilmistir.
Calismanin inceleme materyalini Turgut Uyar’in “Ak¢aburgazli Yekta Mezmurlart” adli siiri olusturmaktadir.
Siirde yer alan kisi, mekan ve eylem iliskileri; gostergebilimsel yaklasim ve eylem kuramlari baglaminda
degerlendirilmistir. Inceleme siirecinde dncelikle Todorov ve Barthes’in gostergesel ¢dziimleme yaklasimlarindan
yararlanilarak siirdeki eylemlerin nasil anlam kazandigi iizerinde durulmustur. Eylemlerin yalnizca goriiniir
davranislar olmadig1; metin igerisinde sembolik ve temsill anlamlar kazanan gdstergeler haline geldigi ortaya
konulmaya caligilmigtir. Bunun yaninda Habermas’in normatif, dramaturjik ve iletisimsel eylem kuramlari
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kullanilarak siirde bireyin toplumsal iliskiler icerisinde gerceklestirdigi eylemler degerlendirilmistir. Ayrica Ikinci
Yeni siirinin modernist, stirrealist ve varolusgu yonelimleri dikkate almmmustir. Siirdeki pargali yapi, kopuk
cagrisimlar, geleneksel anlatim bigimlerinin doniistliriilmesi ve sembolik unsurlar bu baglam igerisinde
incelenmistir. Boylece eylemlerin siirsel diizlemde kazandig1 toplumsal, kiiltiirel ve varolugsal anlamlarin ortaya
¢ikarilmasi amaglanmistir.

Elde edilen bulgular neticesinde, “Akg¢aburgazli Yekta Mezmurlari”’nda eylemlerin siradan davraniglar
olmaktan ¢ikarak bireyin toplumsal konumunu ve igsel catigmalarini gosteren gostergelere doniistiigii
belirlenmistir. Siirde Yekta’nin gergeklestirdigi eylemler, bireysel arzular ile normatif diizen arasindaki ¢atigmay1
goriinlir kilmaktadir. Yekta’nin Sinan ve Giilbeyaz’in yaninda kalmasi, Habermas’in normatif eylem modeli
baglaminda degerlendirildiginde bireyin toplumsal iligkiler araciligiyla giiven, aidiyet ve taninma arayigini
gostermektedir. Sinan ve Giilbeyaz’in Yekta’y1 kabul etmesi ve ona evlerini agmasi, bireyin sosyal iliskiler yoluyla
deger gorme ihtiyacini karsilayan bir eylem bicimi olarak ortaya ¢ikmaktadir. Ancak bu kabul edilme deneyimi
ayn1 zamanda Yekta’nin yalmzlik ve eksiklik duygularini ortadan kaldirmaz. “Onlar iki kisiydi ben birdim.”
ifadesi, bireyin topluluk icinde dahi yasadig1 varolussal yalnizlig1 goriiniir hale getirir.

Yekta’nin Giilbeyaz ile kurdugu iliski, dramaturjik eylem baglaminda bireyin mevcut kosullardan kagisini
ve kendi arzularmi gergeklestirme ¢abasini temsil etmektedir. Bu iliski, bireyin i¢inde bulundugu yalnizlik ve
eksiklik duygusunu gidermeye yonelik bir girisim olarak ortaya cikarken ayni zamanda toplumsal normlar ve
vicdani sorgulamalar nedeniyle catismali bir hale gelir. Sinan’in déniisiiyle birlikte Yekta ve Giilbeyaz’in
gergeklestirdigi eylemler, normatif diizenin baskist altinda yeniden degerlendirilir. Siirdeki kadin figiirleri;
Giilbeyaz, Hiimeyra, Azra, Adile ve Arabistan’a gotiiriilen teyze, bireysel arzularin, toplumsal bakisin ve normatif
degerlerin kesistigi alanlar olarak islev gérmektedir. Bu karakterler araciligiyla ataerkil diizenin birey tizerindeki
etkileri ve kadin kimliginin toplumsal sdylem i¢erisindeki konumu goriiniir hale gelmektedir.

Calismada ayrica mekansal unsurlarin eylemlerin anlamini giiglendiren gostergeler oldugu tespit edilmistir.
Ev, cati, duvar ve sehir gibi unsurlar; giivenlik, diglanma, yabancilagsma ve otekilestirme siireglerini temsil
etmektedir. Siirde ev, yalnizca fiziksel bir barinma alani degildir. Ev; bireyin hafizasinin, arzularmin, toplumsal
iligkilerinin ve bastirilmis duygulariin ortaya ¢iktigi sembolik bir mekén olarak islev gérmektedir. Sinan ve
Giilbeyaz’in evi baglangicta giiven ve aidiyet alani olustururken zamanla Yekta’nin arzulartyla yiizlestigi,
yalnizliginin derinlestigi ve igsel ¢atigsmalarmin goriiniir hale geldigi bir mekana doniismektedir. Yekta’nin
yasadigi “esik hali”, bireyin toplumsal normlar ile kendi arzular1 arasinda sikismasini gostermektedir. Sevgi,
aidiyet ve taninma arayisinin karsilik bulmamasi, Yekta’nin yabancilagma deneyimini ve yikici eylemlere yonelen
varolugsal krizini belirginlestirmektedir.

Sonug olarak, “Akcaburgazli Yekta Mezmurlari”nda eylemin yalnizca anlatisal bir unsur olmadigi; birey, toplum
ve normatif diizen arasindaki iliskiyi kuran temel gostergelerden biri oldugu ortaya konmustur. Turgut Uyar’in
siirinde bireyin gerceklestirdigi eylemler, kisisel deneyimlerin Gtesine gecerek toplumsal yapilarn, deger
sistemlerinin ve 6zgiirliik arayiginin goriiniir hale geldigi anlam alanlarina doniismektedir. Habermas’in eylem
kuramlar1 dogrultusunda yapilan ¢éziimleme, siirde bireysel arzular ile sosyal normlar arasindaki gerilimi ortaya
cikarmaktadir. Normatif eylem, bireyin toplumsal iliskiler araciligryla kabul gérme ve aidiyet arayisini
dramaturjik eylem ise bireyin mevcut gergeklikten kagis ve kendini yeniden kurma cabasini gostermektedir.
Siirdeki mekanlar da bireyin gilivenligini saglayan alanlardan ¢ok, yabancilasma, yalnizlik ve c¢atismanin
sahnelendigi gostergelere doniismektedir. Turgut Uyar’m ¢alismaya konu olan siiri; Ikinci Yeni’nin modernist,
slirrealist ve varoluscu yonelimlerini bireyin eylemleri {izerinden goriiniir kilan; bireysel 6zgiirliik, toplumsal
baski, yabancilagsma ve kimlik arayisi gibi temel sorunlari siirsel diizlemde tartisan 6zgiin bir metindir

Anahtar Kelimeler: fkinci Yeni, Turgut Uyar, modern Tiirk siiri, Jiirgen Habermas, eylem bigimleri,
gostergebilim.
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The Semiotic Value of Action in “Akcaburgazh Yekta Mezmurlar1”

Introduction

The Second New is the movement that initiated a modernist expansion in Turkish poetry by
pushing the boundaries of language and placing imagery at the center. Alongside their common
characteristics, the members of the Second New, who stood out with their distinctive styles, resorted to
forms of action as one of the elements they used to determine the existential position of the individual.
“Within the same poem, many thematic orientations come together, and multiple interwoven themes
lead to the formation of a highly rich thematic spectrum in the text. Many semantic actions that seek to
move in different directions create both a fusion and a certain tension.” (Yivli, 2016, p. 134). Turgut
Uyar’s “Akgaburgazli Yekta Mezmurlar1” is a poem of this kind. In the poems included in the book
*Diinyanin En Giizel Arabistant* (1959), which convey Yekta’s story through fragmented narration,
types of action transcend being merely ordinary behaviors and become signs carrying representational
value.

The meaning of a fictional text is integrated with the functional arrangement that words acquire
within the text rather than with the meanings of the words alone. The statement “How does a text
show/signify and what does a text show/what does it mean?” (Todorov, 2014, p. 48) points to a
distinction between the form and meaning of the text. This approach provides the fundamental
framework for understanding the semiotic value of action in Turgut Uyar’s poem, which possesses the
qualities of a fictional text. Action reveals the process of signification on the formal level of the text and
existential content on the substantial level. “The act of showing occurs in the vocabulary, while
symbolization takes place in discourse (the syntagmatic structure).” (Todorov, 2014, p. 48). While
everyday movements in Second New poetry carry a function of showing, the same movements gain
symbolic intensity within discourse. This situation reveals that action is transformed into a multilayered
system of signs within the poetic context. Todorov states that “a character is given ‘character’ through
their actions or descriptive details, while an abstract idea is ‘depicted’ by the entirety of the work’s
structure of knots” (2014, p. 49). Barthes, on the other hand, draws attention to the amplifying function
of signs by stating, “The narrator’s signs may appear more evident at first glance and more numerous
than the reader’s signs” (1988, p. 52). Therefore, in “Akg¢aburgazli Yekta Mezmurlari,” one of the works
of the Second New movement, action is one of the fundamental elements that constructs the text’s world
of imagery.

The foremost factor forming the basis of the symbolic expression of the Second New is
Surrealism. In order to understand the influence of Surrealism on the Second New, it is necessary to
understand its connection with Dada. “Dada is not so much an artistic movement as it is an explosion
created by despair, or rather by distrust. An explosion against reason and logic, above all.” (Cemal
Stireya, 2023, p. 155). This explosion makes the individual’s search for freedom and experience of
confinement visible through the acceptance of the irrational. The emergence of the Existentialist
tendency observed in the Second New, like Dada, stems from the conditions of the period. Asim Bezirci
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clarifies the impact of existing conditions on poets by stating, “The years 1950—-60 were a period of
oppression and crisis for progressive Turkish writers and liberal petty-bourgeois intellectuals, in which
existence could not be realized as it should have been. A period that nourished and intensified
individualism, distress, loneliness, hopelessness, surrealism, and irrationalism...” (2013, p. 61). This
atmosphere creates a foundation that nurtures the individual’s search for freedom and experience of
confinement.

Although the existentialist orientation emerged from similar conditions as Dada, it is distant from
an outward-directed reaction and an anarchist line. Nevertheless, the Surrealist tendency that the poets
of the Second New combined with this orientation is rooted in Dada. “Dada is an indication of the crisis
of belief that emerged after the First World War, of a distrust awakened against a rationalism that
appeared to have been defeated. It is a rebellion against every kind of system, against everything that
can come to mind, against art. Since it was also against itself, it lasted for a very short time. Nevertheless,
it reached Surrealism, which was itself a system.” (Cemal Siireya, 2023, p. 154). Their relationship with
Surrealism becomes evident in the intense use of the subconscious and imaginary imagery. The
Surrealist perspective and Existentialist inquiry transform modes of action into indicators of the
individual’s conflicted relationship with their environment. “Because Second New poetry has developed
an artistic language and understanding that constructs meaning through association and imagery rather
than conveying it directly.” (Demir, 2026, p. 189). In this context, actions become fields of meaning
where the subconscious, existential inquiry, and the tense relationship established with social reality
become visible. Therefore, the forms of action in poetry function as aesthetic indicators of the
individual’s effort to perceive the world and position their own existence.

The defeated rationalism opposed by Dada becomes systematized in Surrealism as the “Orphic
gaze.” The “Orphic gaze” unites the integrity of human beings and nature through the oppositions of
life and death. “For automatism and laughter, it adds life and death, and the antinomies of human
consciousness, to the Orphic unity of human beings and nature” (Hassan, 2019, p. 102). Achieving this
unity requires the destruction of the taboos of the existing order. In this context, “eroticism” is one of
the foremost elements that complement the “Orphic gaze.” “The Romantics liberate Woman from
mythical consciousness; the Surrealists return her to the spiritual life of man. What is essential is love,
the source of union and separation.” (Hassan, 2019, p. 102). The relationship Surrealism establishes
with sexuality and eroticism shapes the way the Second New movement reveals its passive-aggressive
reactions toward the conditions of the period. Expressing the impact of this formation on modernist
poetry, Ozcan states: “In the poets of the Second New, ilhan Berk and Cemal Siireya, the theme of
woman is addressed through a negativity in which erotic hunger is satisfied and the flesh is
contaminated. In the poetic geography of these two poets, love, which is an important refuge for modern
human beings, has experienced a great misfortune in terms of being transferred into the erotic sphere
and fragmented, thereby destroying the human essence through art.” (Ozcan, 2018, p. 205). As in Ilhan
Berk and Cemal Siireya, in Turgut Uyar as well, woman appears as an expression of the subconscious
and desire, yet carries the function of reflecting the gaze of the normative order.

The rejection of the existing order leads to the construction of a logical disorder within poems.
“The poetry that is contrary to everything naturally rebels against all forms of authority as well.
Therefore, even if Uyar did not place it at the center of his poetics, by stating that poetry is a
contradiction to everything, he also emphasized its incompatibility with authority.” (Karaca, 2013, p.
283). In the imagination of Surrealism, which turns toward the subconscious, logical disorders are a
consciously applied method. “Rimbaud’s theory was to reach poetry through logical disorders. In his
letter to his friend Paul Demeney, he writes that in order to become a poet, that is, to create flashes of
brilliance, all the senses must be consciously ‘disordered.” Rimbaud’s letter and this famous statement
on poetry have entered literary history.” (Alkan, 2019, p. 552). In this context, the poems narrating the
story of Akgaburgazli Yekta and the fact that the plot elements are independent and disconnected from
one another, while referring to the divine discourse of the “Zebur” through the designation “psalm,” also
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carry the rejection of the existing order and an attempt to create a new poetic language and a world
unique to poetry.

Another technique guiding this effort is “disconnected association.” “Using the free association
method. For this, distant or disconnected associations are employed: The connection between
associations is either loosened considerably or severed; one suddenly jumps from one association, one
image, or one line of verse to another. Sometimes, even ‘opposite associations’ are used—in order to
disrupt or eliminate meaning; the unity and harmony of associations are not taken into consideration.”
(Bezirci, 2013, p. 26). This fragmentation makes the individual’s search for freedom and experience of
entrapment visible on the poetic plane. “For this reason, one turns one’s back on spoken language and
common/shared language, attempts to reach an abstract language, strains the structure of Turkish, and
more or less violates grammatical rules: Syntax is disrupted, the positions of sounds and syllables,
adjectives and verbs are changed or distorted, sentences without subjects or with incomplete meanings
are constructed, unrelated or barely related words are brought together, etc...” (Bezirci, 2013, p. 21).
The world in which modern life surrounds the individual opens toward a hybrid narrative by eliminating
the boundaries between today and yesterday, both in language and in fiction. Indeed, the story of
Akcaburgazli Yekta becomes intertwined with the legend of Prophet David. While disrupting the order
of language and poetic structure, Turgut Uyar also performs a type of allusion that does not conform to
conventional uses. “Failing to obtain what one desires, thinking that one has been wronged, perceiving
social and religious acceptances as obstructive barriers, and, in addition, the dissatisfaction felt with the
general situation transform the artist into someone oppositional and desirous of confrontation under the
influence of these factors. This also sheds light on the reasons behind the challenging and at times ironic
attitude in his poems.” (Turna, 2023, p. 377). He dresses the legend, which traditional poetry evokes for
the reader through analogy, onto the character like a garment. Yekta shares the same fate as David in
the modern world and stands alongside him. However, he is far removed from his sanctity. The contrast
between the ordinary and the sacred comes together, giving the poem an ironic attitude.

Both Yekta and David lose value in the eyes of society due to their actions that do not comply
with the rules of the normative order. Do their actions arise from their personal weaknesses or from
existing conditions? Habermas’s theory of action provides a functional framework for understanding
events that reflect the conflict between individual action and the demands of the normative order. “From
the perspective of action theory, it is not easy to reduce the activities of the human spirit to a cognitive-
instrumental conflict with external nature; social actions are oriented toward cultural values. Yet these
values do not have a relation of truth.” (Habermas, 2001, p. 109). The normative, dramaturgical, and
communicative types of action that come to the fore in Turgut Uyar’s “Akcaburgazli Yekta Mezmurlar”
carry a “sign value” representing the conflicted plane within the poem.

The Representational Value of Action in “Akcaburgazh Yekta Mezmurlar”

Habermas’s normative action model suggests that the individual can both oppose the norm
imposed on them in social relations and choose to comply with these norms. “The normative action
model is based on the fact that participants can adopt both an objectifying attitude toward something
that exists or does not exist and an attitude in accordance with norms toward something that has been
commanded, whether justly or unjustly.” (Habermas, 2001, p. 117). Therefore, the individual can direct
their action toward a certain purpose within the network of relationships they are part of, while also
choosing to act in accordance with the requirements of social norms. In this context, in the poem
“Akcaburgazli Yekta Mezmurlari,” while Yekta’s staying with his relatives, whose story is narrated in
the poem, is aimed at meeting his need for shelter' in the city he came to for work, the action of Sinan

! Habermas calls such purposive actions “teleological”: “The concept of teleological action has occupied a central place in
philosophical action theory since Aristotle. The actor realizes a goal or ensures the emergence of a desired state by selecting
the means that promise success in the given situation and applying them appropriately.” (Habermas, 2001, p. 110).
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and Giilbeyaz, who open their home to him, demonstrates a normative structure?.
“First, I received a very warm welcome from them.
They would greet me at the door and host me.
They would invite me to their tables.

They were two people, and I was one.

(..)

Then we would go up to their dimly lit rooms. They would say to me again, ‘welcome,
Yekta, you have made us happy; we remember many things when we are with you.”” (Uyar,
2017, p. 136).

Sinan and Giilbeyaz’s hospitality not only meets Yekta’s need for shelter but also ensures that his
identity is recognized and valued. Yekta’s being welcomed with the words “welcome” reveals the
supportive aspect of social norms regarding the individual’s existence. “It is the primary sphere of
recognition that enables the development of an individual’s self-respect; when recognition is denied,
violent actions may become legitimized” (Honneth, 1995, p. 112). Although Yekta’s experience of being
welcomed and hosted reinforces the development of his self-respect, he emphasizes his feeling of
loneliness by saying, “They were two people, and I was one.” Sinan and Giilbeyaz, on the other hand,
are happy with the arrival of their guest, who establishes a connection between them and the Akcaburgaz
they left behind.

Yekta, Sinan, and Giilbeyaz are three people who share the same house. Here, the house is the
space where the individual oscillates between solitude and community. “Such a space, -natural and
social- contains a wide variety of objects, networks and chains, material exchanges and means of
information; yet it cannot be reduced either to the objects it contains or to their totality. These ‘objects’
are not merely things, but also relationships.” (Lefebvre, 2020, p. 103). Therefore, while the house
functions as a physical shelter, it also serves as a space where social relations and cultural codes are
produced:

“This was not forgetting, it was being within it.

I do not know whether it was better before.

There were dark nights when I went back and forth,
when I settled down. [ was not ruined.

I had not been destroyed and rebuilt, but I was not ruined.
We would light gas lamps,

we would play narrow instruments into the night.

Our solitude would drown in the moonlight.

One by one, we would become three people. It was good that way too.” (Uyar, 2017, p.
138).

Over time, the house begins to become more than a safe refuge; with its room and belongings, it
starts to become a part of Yekta’s identity. “When a person dreams of the house in which they were
born, at the deepest point of that dreaming they return to that first warmth” (Bachelard, 2023, p. 39).

2 “The normative action model starts from the premise that participants can adopt both an objectifying attitude toward
something that is or is not the case and an attitude in accordance with norms toward something that is commanded in a justified
or unjustified manner.” (Habermas, 2001, p. 117)
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The house of Sinan and Giilbeyaz becomes the stage for this imagined warmth. Gas lamps and
instruments make the social memory and cultural codes of the space visible. The multiplication of
solitude under the moonlight represents the individual’s desire to overcome existential confinement.

The moments shared at home by Sinan, Giilbeyaz, and Yekta nourish the collective action of the
collective unconscious. In Uyar’s poetry, the home gains value as a part of the existential integrity of
the modern individual, as a space oscillating between forgetting and remembering, and between solitude
and multiplicity. This space, which provides security, belonging, and privacy, is the place that activates
the individual’s unconscious. “The associative dimensions of the home related to ownership and privacy
cause it to possess a dimension that preserves the subject’s repressed instincts and desires and brings
them to the surface suddenly and involuntarily.” (Tung, 2020, p. 171). The home does not have separate
spaces from one another. Due to the proximity of the beds laid out at night, Yekta becomes a companion
to the intimate contact between Sinan and Giilbeyaz: “They enjoyed making love in the environment
where they were. I would remove myself, and they would bring them there. Knowing what they were
looking for both pleased me and I could not bear it. I suppose this is the one thing I cannot endure. If it
were not for this, these lovemaking moments could not penetrate so deeply into me, nor could they leave
me so helpless and so alone.” (Uyar, 2017, p. 155). Witnessing the relationship between Sinan and
Giilbeyaz in the home where he takes refuge, Yekta confronts the desires hidden in the depths of his
soul within the shared space of the room belonging to the three of them. “The darkness could not
overcome the dimly lit atmosphere surrounding the cool-covered cushions. Because that was how we
had come to know it. The carpet would also remain dimly lit, with its suns, its eggplants, and the coolness
of the cushions. The dim light was not the place we, that is, they and I, Yekta, escaped to. We had no
places from which to hide each other from the light. We would not change in dim light or in bright
light.” (Uyar, 2017, p. 137). Desiring to become Sinan in the relationship he observes, Yekta attempts
to overcome his feeling of loneliness through the forbidden relationship he establishes with Giilbeyaz.
“In order to persuade a proud person to desire an object, it is enough for that same object to have been
desired by a third person who possesses a certain degree of prestige.” (Girard, 2013, p. 27). While their
intimacy reinforces Yekta’s desire to become Sinan, it also deepens the loneliness and helplessness he
experiences. The loneliness and helplessness he feels bring his mode of desire onto the same plane as
the “proud” individual.

Yekta’s forbidden relationship with Giilbeyaz is triggered by a day when Sinan is not at home.
The cramped living space of the house not only leads to boredom but also positions them as observers
of one another. “Boredom is both the driving force and the stage of creativity and new constructions.”
(Toohey, 2011, p. 43). The two create a new world based on dramaturgical action that distances them
from the stagnant life they inhabit. “From the perspective of dramaturgical action, we understand social
interaction as an encounter in which participants constitute a concrete audience for one another and stage
something for each other mutually.” (Habermas, 2001, p. 117). The feeling of loneliness and deficiency
that emerges in Gililbeyaz alongside Sinan’s absence reinforces the need for integration. The desire
triggered by their gazes draws them into an illusion detached from reality: “We both wanted to go
beyond what we knew, to rise above what we had found. Perhaps we thought that there was a deficiency
in all that was whole. But in fact, we were an excuse for our own completeness. Sinan was far away.
Sinan was outside our circle. Then what did we find?”” (Uyar, 2017, p. 138). The desire to go beyond
what they know transforms the dramaturgical action shaped by the roles Yekta and Giilbeyaz assume
into a kind of escape strategy. In order not to be subjected to the pressure of the normative order, they
place on the stage a new form of relationship containing messages about their hidden affair.

The forbidden relationship that develops through the space created by his absence activates the
“conscience,” the internal mechanism of the social environment, in Yekta and Giilbeyaz, who are drawn
back to the boundaries of normative action with Sinan’s return. The feeling of “shame,” strengthened
through moral self-accounting, gradually begins to prevail:
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“Like something sacred as it continues,

Dirty and shameful as it is cut off.

But we knew how to escape our shame.

Its sacredness-like quality chased us for three nights and four days like wolves.
In the end, we found it that way.

Its shamefulness did not come from other people.

It did not come from comparison.

Suddenly, it came from its own emptiness,

From its passing consolation. There was its waiting.
Seeing the canary made our feet stumble.

The cushions were no longer cool. I, Yekta, did not
find this very pleasant.” (Uyar, 2017, p. 139).

Yekta’s shame arises from the “passing consolation” of the illusion they created, when he realizes
that the game he played with Giilbeyaz does not fill their inner emptiness. His escape from shame is the
individual’s attempt to reconstruct his own existence within the tension between the sacred and the dirty.
“Dreaming idealizes both its object and the dreamer” (Bachelard, 2012, p. 62). Through dreaming, Yekta
attempts to compensate for the emptiness into which he has fallen by idealizing the relationship in the
face of stress and shame. While the normative order traps the individual between the sacred and the
dirty, dramaturgical action stages the individual’s form of escape from this confinement.

Between Sinan and Yekta, Giilbeyaz, positioned as the object of desire, is portrayed as lacking
agency. As in other Second New poets, in Turgut Uyar’s work as well, “woman” functions as an object
of sexuality and eroticism. “At the point where every kind of poetic experience opens up, becomes
locked, and leads to death and suicide, we encounter the woman. In both poets, the woman is more the
history of the body. The woman, positioned as the object of desire, is not merely a bundle of mysteries,
but rather a universe in which sexuality and eroticism unfold.” (Ozcan, 2018, p. 205). This function
serves as a mirror reflecting society’s view of women. Therefore, it contains a form of social criticism.
“At that moment, I realized that the tastes that God had added to my nature had always existed within
me and would continue to exist even further into the future. This elevated me in my own eyes. Giilbeyaz
was the pickaxe working my soil. What we did could not be a sin. I could only be according to her steel.”
(Uyar, 2017, p. 140). Giilbeyaz is depicted through the metaphor of the “pickaxe working the soil.” This
metaphor positions the woman as productive, yet at the same time as a tool that gives meaning to the
man’s existence. The woman exists “according to the man’s steel”; in other words, her position as a
subject is determined by the man’s desire.

Another poetic figure representing the “woman” objectified by the patriarchal system is Yekta’s
aunt, who was taken to Arabia. “I stop and remember that [ had an aunt / a man took her and took her to
Arabia / - Men used to take women and take them to Arabia / The most beautiful Arabia in the world”
(Uyar, 2017, p. 152). Here, woman is reduced to a receptive figure within the normative framework
established by the male-dominated order, while also carrying the burdens of everyday life. Receptive-
oriented individuals depend on others not only for knowledge and assistance but also for all kinds of
support, and they feel lost when they are alone (Fromm, 2017, p. 91). According to Murat Kaciroglu,
Yekta’s image of “Arabia” expresses the desire to move beyond this order. “Rather than seeing the
‘Arabia’ that Yekta wants to escape to in order to get away from the moment he is living in and the
distress he feels because of it as a place based on concrete reality, it should be regarded as a fairy-tale
country/place that has remained distant from the effects of modern life” (Kaciroglu, 2011, p. 181).
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Arabia is both an escape and an imagined space of an alternative normative order for Yekta. However,
this escape does not eliminate the burdens women experience in everyday life. On the contrary, it
reproduces the oppression of the patriarchal order through poetic imagery. Considering that the
imagined place of escape is also the place where women are taken away by men, it is not very far
removed from the oppressive normative order. “One of the conflict patterns in Uyar’s poetry concerns
mechanisms of social control (law, custom, religion). The poet argues that human beings deserve a broad
sphere of freedom. In pursuit of this, he opposes both the divine complaints he directs toward God
regarding imperfect creation (being inclined toward evil) and death, as well as collective unconscious
contents. ‘The Psalm Spoken by Akcaburgazli Yekta When He Received the Court Decision,” ‘(For a
Weighing Officer) The Gospel,” and ‘The Earthen Pot Story” are poems in which traces of this rebellion
can be seen.” (Yildirim, 2009, p. 243). Therefore, the image of “the most beautiful Arabia in the world”
is an ironic sign that conveys the message that there is no place to escape from the existing order, rather
than being a place of escape.

The dimension of the house that suddenly and involuntarily brings forth suppressed instincts and
desires also comes to the fore in the world Yekta constructs with Hiimeyra under the same roof. “The
roof is a poetic space representing the individual’s imaginary field of security” (Bachelard, 2023, p. 31).
The shared life that Yekta leads with Hiimeyra in this house continues in accordance with the normative
order until Hiimeyra’s sister Azra arrives. “First there was Hiimeyra, with her we built a roof / When we
built a house with her, we were not mistaken / We were well in our stillness, with her and me, our world
was only that, there were flowers, there were children” (Uyar, 2017, p. 148). However, with Azra’s
inclusion in the shared space, involuntary desires emerge in Yekta:

“Then she came out and arrived

That Azra, her sister, came out and arrived
With her, walls and cats came out and arrived
With her, that lack came

With her, a part of me came out and arrived

The holiday tremors I had forgotten long ago sprouted in me, my doubts awakened, I
became afflicted with untimely hunger; my coverings no longer warmed me, my clothes no
longer pleased me

What I wanted was not to tempt her into evil

It was not to sleep with her

Hiimeyra existed, she was her sister

I'am Yekta from Ak¢aburgaz, I know how to fall

I do not want to have her, nor my faith, attacked

It was not to sleep with her

I wanted to love the world, the markets, my clothes, and myself with her
It was my mother who brought me into the world

But if Azra existed, then I existed now

I existed with her” (Uyar, 2017, p. 148).

With Azra’s arrival, the walls of the house emerge. These invisible walls function both as
boundaries and as mechanisms of othering. “With the term mirror image, Lacan refers to the human
being’s reflection of their own body in the mirror, the image in which the human is both themselves and
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their OTHER [the Other]” (Evans, 2019, p. 48). In Yekta’s perception of self, a sense of lack emerges
together with Azra’s youth and vitality. The security and wholeness established with Hiimeyra transform
into lack and doubt with Azra’s arrival, while the desire for the “Other” is triggered. Under the shadow
of this triangle of desire, the house moves away from being a safe haven and becomes a field of conflict.
In this context, the roof and the wall become the spatial counterparts of triangular desire and the “Other.”
While the roof represents the individual’s imaginary security, the wall makes the presence and
boundaries of the “Other” visible. The individual’s existential confinement becomes visible within the
structure of the house, which contains both security and lack. Thus, the house transforms into a
dramaturgical stage that carries the desires of the modern individual and their experiences of the “Other.”
Ultimately, the contradictory feelings directed toward Azra, as in the case of Giilbeyaz, are nourished
by the intimacy created by the limited space of the house.

Alongside female characters such as Giilbeyaz, Hiimeyra, Azra, and the aunt taken to Arabia, who
are constructed as companions to a silent sexuality and eroticism, women who represent the critical gaze
of the normative order also appear within the poetic structure. Following Adile’s meeting with Erhan,
with whom Yekta appears to have been involved in his later years, the love triangle among “Sinan -
Giilbeyaz - Yekta” is reshaped as “Yekta — Adile — Erhan.” The community’s perspective on the
forbidden love between Adile and Erhan is conveyed through the eyes of the neighborhood women.
Faliha expresses that the attitude she considers contrary to custom and the toxic aspect of keeping this
experience inside without sharing it are problematic:

“This two-headed contradiction to custom and nature
This concealment, this concealed attachment

One day it will poison her, I fear

And when she cannot tell her happiness to anyone
Doesn’t it remain incomplete when she cannot pour it out
When she cannot put it on the markets

When she cannot carry it in her eyes and mouth

To the shops” (Uyar, 2017, p. 159)

Faliha’s statements highlight the conflict between the normative structure and the self. On the one
hand, she finds the secrecy of the relationship poisonous because it is contrary to custom; on the other
hand, she reacts to the fact that the communicative action between the two is kept hidden. “In other
words, while the individual is in need of fulfilling a social function on the one hand, society, on the other
hand, does not want to see that the individual is playing a role, and therefore puts pressure on the
individual.” (Fichter, 2011, p. 115). The “two-headedness” she refers to is also inherent in her own
expression. Turgut Uyar compels the reader toward a kind of deconstruction by embedding irony arising
from contradiction into the discourse of the critical perspective toward Adile’s action.

Necla’s words demonstrate how society’s transformation of individual life into a public matter
functionalizes the pressure of the normative order. “Oh, for God’s sake, leave it alone, I don’t understand
any of you; there is simply a blatant deception, that’s all. I am actually thinking about her real husband.
He is enduring it quite well, indeed; he is a fortunate woman, so to speak. But of course, it is impossible
to prevent gossip. Everyone is saying all sorts of things, and I disapprove of it as well, honestly. Oh, it
is such a pleasant thing, sister. Besides, she will almost be here now; let’s close the subject.” (Uyar,
2017, p. 160). While the act of infidelity is a situation experienced within the individual’s private sphere,
it becomes subject to the control mechanism of social norms through “gossip.” Necld’s emphasis on
“her real husband” reveals that the patriarchal order defines a woman’s role through her attachment to
her husband. This discourse shows that Adile is forced to maintain the role attributed to her under the
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pressure of the normative structure. At the same time, Yekta is reduced to a “pitiful” position due to his
wife’s unfaithful actions.

Learning about the relationship between Adile and Erhan, Yekta, unlike Sinan, accepts the
situation. He cannot risk losing Adile. However, when his relationship with Giilbeyaz became known,
he ended up in court. Sinan did not stop there and, by presenting the evidence of the relationship to the
public, initiated a kind of act of lynching:

“I told him, to Sinan—"‘Drive us away.’

The one he drove away would have paid for us.

In his eyes, we would have been expelled, but we
would have considered ourselves blessed.

He, Sinan, did not drive us away.

He turned to seek the justice of people, that is, revenge.
They caught us.

That is, Glilbeyaz and me, me. Yekta from Akcaburgaz,
at the age of thirty.

They stood us before the judges; where is my hope?
They cast down the places we had reached with belief; where is their greatness?
We had found it, they spat upon it.

They defiled us; what a pity for us.

They showed my underwear and Giilbeyaz’s underwear
and the cover of the bed where we slept

to cowardly people and made them laugh.

Yet while we lay beneath those covers,

our minds were in the highest places,

our strength.” (Uyar, 2017, p. 141).

Yekta, who established a forbidden relationship with Giilbeyaz in his thirties, regrets his
helplessness in the face of the destructiveness of the normative order that regards his actions as wrong.
Unlike society, he sees this relationship as being in a “sublime” place. However, he lacks the power to
defend his feelings and thoughts. Although the closeness between the two is regarded as “immorality”
by society, according to Yekta, it elevates them to a dimension of “communicative action” that
transcends the normative structure. For, “the concept of communicative action relates to the interaction
of at least two subjects who possess linguistic and action capacities and enter into an interpersonal
relationship (through either verbal or non-verbal means).” (Habermas, 2001, p. 112). The interaction
between Yekta and Giilbeyaz is interrupted as a result of the intervention of normative actors. “This was
not coupling, but becoming one. It was a dimension of becoming one. What a pity for us.” (Uyar, 2017,
p. 142). The act of Giilbeyaz, which has taken place in Yekta’s unconscious, deprives him of the strength
to adopt a reactive stance toward the forbidden love between his wife Adile and Erhan.

Yekta’s weakness makes Adile strong against the representatives of patriarchal discourse.
Therefore, instead of accepting and remaining silent in the face of the criticisms of Faliha, Necla, and
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the other women of the neighborhood, she tells them the truths about themselves to their faces.
According to her, Sermin is angry at love because she cannot love the yellow-haired boy. Necla harbors
resentment because of the Tatar boy who left her, perhaps because he preferred to leave her due to his
infidelity. In short, although all women criticize someone who completes their inner deficiencies by
invoking social norms, they are reflecting their anger, which is nourished by their unfulfilled desires:

“Mrs. Suzan. Mrs. Mehlika, all you mistaken women

You, you, you, all of you

[ am very comfortable now

I am as comfortable as evenings by the sea

I protect my boat against bad winds

My old boat, but my good beloved boat

I carry the herbal peace I received from one to another in a human way
If only you knew what I found in it

I tell only him, he is so beautiful

This is what I learned from plants

From the cheerful fish with wing-like fins, this is how

No longer customs are my example

My example is flying

Everything I have created myself makes me happy

I do not care about anything else, anything at all

Tonight, too, I wait for him with desire” (Uyar, 2017, p. 162).

According to Bauman and Lyon, society creates others in order to preserve order: “The Other is
our neighbor, someone who passes by us, a vagabond, or someone who follows us; ultimately, every
stranger is the Other.” (Bauman & Lyon 2018, 118). The women of the neighborhood attempt to exclude
Adile as the spokespersons of the existing order. However, Adile’s refusal to remain silent and her
telling them the truth to their faces transforms her otherness into a source of strength, making her
resistance against the pressure of the normative order possible. “The fundamental opposition that
emerges in states of disgust, phobia, and the splitting of the self seems as though it is an opposition
between the Self and the Other, or even a more archaic opposition between the Inside and the Outside.”
(Kristeva, 2018, p. 20). The women’s anger is nourished by their unfulfilled desires; these desires are
the internal “other” for them. Sermin’s lovelessness, Necla’s experience of abandonment, and the
resentment fueled through the Tatar boy reveal the Other’s aspects that both fascinate and disturb.
Adile’s words, “No longer customs are my example / My example is flying,” demonstrate that otherness
has been internalized and transformed into a process of liberation and the creation of a new identity.

Caught between the neighborhood residents who marginalize those who deviate from the normative
order on one side and his wife, who identifies with the identity of the “other,” on the other, Yekta
experiences a kind of liminal state. “Beings at the threshold are neither here nor there; they are in neither
of the positions defined and arranged by law, tradition, convention, and rituals” (Turner, 2018, p. 96).
One evening, while Adile is at home with Erhan, Yekta remembers the man from Akg¢aburgaz, who
shares the same fate as him, as he sits by the seaside lost in thought. Referring to the man who bought a
gun to kill himself, he emphasizes the alienating aspect of the city by stating, “He could not attach
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himself to the place from which he had somehow broken away. Nor to anywhere else” (Uyar, 2017, p.
163). “The replacement of cities, which are among the fundamental spaces in the nature-human
relationship, by modern urban spaces formed through the deformation of nature has distanced humans
and nature from one another. This situation has led to significant adaptation problems emerging as
individuals who were raised in the city, the space of traditional life, and who maintained their lives in
harmony with nature, suddenly found themselves within the urban environment, the space of modern
areas” (Eyan & Yavuz, 2025, p. 634). Experiencing a loss of belonging in the modern city, Yekta, like
his fellow townsman, has reached a moment of “threshold.” “‘Threshold’ itself (along with its literal
meaning) already carries a metaphorical meaning in everyday usage and is associated with a breaking
point in life, a crisis, a turning moment, a decision that changes a life (or an indecision that fails to
change a life, the fear of stepping beyond the threshold)” (Bakhtin, 2017, p. 302). Having become
alienated even from his home, which serves as his refuge, Yekta not only struggles to connect with the
city but also no longer feels a desire to do so: “He could not attach himself just now. Now he could not
attach himself either, but he no longer felt the desire to do so” (Uyar, 2017, p. 164). Yekta’s “liminal
state” is a point of rupture where the mechanisms of exclusion within the normative order intersect with
his own internal alienation. “For the individual, who is forced to create a distance between the self and
the other due to the impositions of modern life, undergoes a transformation through a state of mind
supported/nurtured by distress. The unease caused by this confusion is, at the same time, a form of
psychological exploitation produced by the system” (Kanter, 2011, p. 27). At this point, the subject, who
cannot fully attach either to society or to himself, experiences the condition of otherness as an existential
crisis and a search for identity.

Yekta’s search for love ends in failure: his interaction with Giilbeyaz is interrupted due to social
norms, and the home he built with Adile in his later years is occupied by someone else. Although he
strives not to become lost in the crowds of the big city, he is unable to hold on. “In Turgut Uyar’s poetry,
Istanbul, as in the poetry of the other Second New poets, appears as a chaotic space where anxieties of
life prevail.” (Kanter, 2013, p. 108). For this reason, Yekta confronts nothingness in an unbelieving
void:

“I am fighting with Histories, with Sciences, with the Crowd.

I build great temples. From black stone. Thick

cars | make run

I enter myself and worship alone. I tend to my wounds.

Suddenly, that light from somewhere. That sound from somewhere.
The foundations I laid for you no longer hold.

Because you do not exist at all. You never did.” (Uyar, 2017, p. 173).

The failure of Yekta’s search for love leads to a spiritual emptiness. The line “I am fighting with
Histories, with Sciences, with the Crowd” reflects his existential struggle against the chaotic structure
of the modern city. The words “The foundations I laid for you no longer hold / Because you do not exist
at all” express the impossibility of love and belonging. “As his own senses became alienated, he
preferred to withdraw; to the same extent, he also became alienated from the city.” (Arslan, 2012, p. 5).
At this point, Yekta confronts an unbelieving void in the city from which he has become alienated, as a
figure who cannot hold on amid the crowd and remains alone in the temples he has built himself.

According to Honneth, love is “the primary sphere of recognition that enables the development
of an individual’s self-respect; when recognition is denied, violent actions may become legitimized.”
(Honneth, 1995, p. 112). Yekta, whose search for love, trust, and belonging has been disrupted, engages
in destructive actions against the city that damage his integrity of self. “I leaned on my cane, I did not
like the way the sky looked in this square, roofs roofs roofs kept dividing it, I knew my fellow
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townspeople would not like it either, I pointed with my cane and told the workers to demolish these
structures here and there, I will replace them with new ones,” (Uyar, 2017, p. 150). Yekta takes action
by rallying women and children behind him, groups who, like himself, identify with the need for love
and protection and who are psychologically wounded by the deprivation of these needs. This support
legitimizes his action. Thus, a community deprived of love turns toward demolishing the “repair houses”
of the old order, that is, the symbols of lovelessness and coercion. “My fellow townspeople are shouting
behind me, ‘tear them down’; some members of the maintenance council and some old men are frozen
against me, the women and children are always on my side, I lean on my cane, I point, tear them down,
clean them up, they are tearing them down, let there remain only a few fountains, a few shadows,
especially the repair houses, tear down all the repair houses that forced those old-fashioned objects upon
us, my fellow townspeople are shouting, tear them down.” (Uyar, 2017, p. 151). Here, “destruction” is
not merely a physical act but a symbol of resistance against lovelessness. Yekta’s act of leaning on his
cane and signaling “tear them down” is directed not toward individual anger, but toward creating space
for an order that can fulfill the need for social acceptance and self-respect of wounded individuals like
himself. The support of women and children carries Honneth’s demand for the reestablishment of the
sphere of recognition based on love into a collective dimension.

Conclusion

Turgut Uyar’s fragmented poem titled “Akcaburgazli Yekta Mezmurlar1” exemplifies the Second
New’s challenging uses of language and imagery, while also highlighting the individual’s existential
conflicts and the tension between social norms and personal desires. The findings reached in the study
reveal how the actions of the characters in the story, which is conveyed in a fragmented and non-linear
manner within the poem, make visible the conflicts between loneliness, desire, the search for freedom,
and social pressures.

The analysis conducted within the framework of Habermas’s normative, dramaturgical, and
communicative action theories draws attention to the tension between Yekta’s experiences, social
norms, and individual desires. Spaces such as the home and the city are constructed not as places that
fulfill the individual’s need for security, but rather as spaces that reinforce the act of alienation. The
forbidden relationships triggered by the desire for integration lead to dramaturgical scenes in which
individuals observe one another and assume the roles they wish to be seen in. In this context, the home
goes beyond being a safe shelter and functions as a space that reveals the individual’s desires and
suppressed instincts. However, under the influence of social norms, the home, which ceases to be a
secure space for Yekta, becomes a place that reinforces alienation and loneliness, just like the city he
inhabits.

Among the women in the poem, Gililbeyaz, Hiimeyra, Azra, Adile, and the aunt taken to Arabia
are presented as objects of sexuality and eroticism, becoming indicators of the poet’s criticism of
society’s perspective. Thus, Uyar, expressing the oppression of the patriarchal order and the individual’s
desire for freedom, brings society’s view of women and the normative order’s objectifying structure of
women to a critical plane. In addition to the women portrayed as silent companions, the neighborhood
women, who bring the individual’s private life into the public sphere and transform social norms into a
mechanism of control, are also examined in the poem.

Yekta’s “threshold state” becomes a kind of breaking point as a result of the intersection between
the mechanisms of exclusion within the normative order and inner loneliness. The search for love and
belonging ends in failure due to the normative pressure of society, both in his relationship with Giilbeyaz
and with Adile. This failure disrupts his need for self-respect and recognition, revealing its destructive
dimension. The scenes of “destruction” are not merely physical acts; they are symbols of resistance
against lovelessness and oppression.
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The findings obtained demonstrate that “Akcaburgazli Yekta Mezmurlar1” carries the surrealist and
existentialist trajectory of the Second New into a poetic sphere that conflicts with social norms through
the actions of the individual. The poem presents an original existential inquiry in Turkish literature by
making the modern individual’s search for freedom, desires, and alienation visible through forms of
action. In this context, the individual’s conflict with the normative order in Uyar’s poetry moves beyond
being a specific personal experience and evolves into social criticism. Future studies that examine the
relationship between action and social structure in Second New poetry comparatively through different
poets would contribute to making the poetic inquiry presented here more meaningful.
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“Akcaburgazl Yekta Mezmurlari’”’nda Eylemin Gosterge Degeri
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Giris

Ikinci Yeni, Tiirk siirinde dilin smirlarin1 zorlayan ve imgeyi merkeze alan modernist agilimi
baslatan harekettir. Ortak yonlerinin yaminda 6zgiin iisluplartyla 6ne ¢ikan Ikinci Yeni iiyelerinin,
bireyin varolussal konumunu belirlemede basvurdugu unsurlardan biri eylem bigimleridir. “Ayni siir
icinde bir¢ok izleksel yonelim bir araya gelir ve ic ice gecen birden fazla tema, metinde ¢ok zengin bir
tematik yelpazenin olugmasina neden olur. Ayri yonlere hareket etmek isteyen bir¢ok semantik eylem,
hem bir kaynagma hem belli bir gerilim yaratir.” (Yivli, 2016, s. 134). Turgut Uyar’in “Akgaburgazli
Yekta Mezmurlar1”, bu tiirden bir siirdir. Diinyanin En Giizel Arabistani (1959) adli kitapta yer alan,
Yekta’nin Oykiisiinii parcali kurguyla aktaran siirlerde eylem tiirleri; siradan bir davranis olmanin
Otesine gegerek temsil degeri tasiyan gostergelere dondisiir.

Kurgusal metnin anlami, sozciiklerin tek basina anlami yerine metin i¢inde kazandig islevsel
diizenle biitiinlesir. “Bir metin nasil gosterir/anlamlandirir ve bir metin ne gosterir/ne anlama gelir?”
(Todorov, 2014, s.48) ifadesi, metnin bigimi ile anlami arasinda farklilik olduguna isaret eder. Bu
yaklasim; Turgut Uyar’m kurgusal metin niteligi tagiyan siirinde eylemin gostergesel degerini kavramak
icin temel gerceve sunar. Eylem, metnin bigimsel diizleminde anlamlandirma siirecini, tézel diizlemde
ise varolugsal igerigi agiga g¢ikarir. “Gdsterme eylemi soz dagarciginda gerceklesir, simgeleme ise
soylemde (dizimde).” (Todorov, 2014, s. 48). Ikinci Yeni siirinde giindelik hareketler gdsterme islevi
tagirken, ayn1 hareketler sdylem icinde simgesel yogunluk kazanir. Bu durum, eylemin siirsel baglamda
cok katmanli gostergeler sistemine doniistiigiinii ortaya koyar. Todorov, “bir karaktere, eylemleriyle
veya betimsel ayrintilarla ‘karakter kazandirilir’, soyut bir diigiince yapittaki diigiimiin biitiinii tarafindan
‘resmedilir’” (2014, s. 49) der. Barthes ise “Anlaticinin gostergeleri ilk bakista okurun gostergelerine
gore daha belirgin ve daha ¢ok sayida goriinebilir” (1988, s. 52) diyerek gostergelerin ¢ogaltici islevine
dikkat ceker. Dolayisiyla lkinci Yeni hareketinin iiriinlerinden olan “Akcaburgazli Yekta
Mezmurlar”nda eylem, metnin imge diinyasini kuran temel unsurlardan biridir.

Ikinci Yeni’nin simgesel anlatiminin temelini olusturan etmenlerin basinda Siirrealizm gelir.
Siirrealizmin ikinci Yeni iizerindeki etkisini anlamak i¢in Dada ile kurdugu bag1 anlamak gerekir. “Dada
bir sanat akimindan ¢ok umutsuzlugun, daha dogrusu giivensizligin yarattigi bir patlamadir. Usa,
mantiga kars1 bir patlama her seyden once.” (Cemal Siireya, 2023, s. 155). Bu patlama, bireyin 6zgiirliik
arayisim ve sikismislik deneyimini ussal olmayanin kabuliiyle goriiniir hale getirir. Ikinci Yeni’de
goriilen Varolusgu egilimin ortaya ¢ikist da, Dada gibi, donemin kosullarindan ileri gelir. Asim Bezirci,
“1950-60 yillar, ilerici Tiirk yazarlan ile 6zgiirliik¢ii kiiclik burjuva aydinlar i¢in varolusun geregince
gerceklestirilemedigi bir baski ve bunalim donemidir. Bireyciligi, sikintiy1, yalmzligi, umarsizligi,
gergekiistiiciiliigii, usdisiciligr besleyen, yogunlastiran bir donem...” (2013, s. 61) mevcut kosullarin
sairler iizerindeki etkisine agiklik getirir. Bu atmosfer, bireyin 0zgiirliik arayigmi ve sikismishk
deneyimini besleyen bir zemin olugturur.
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Varolusgu yonelim, Dada ile benzer kosullardan dogsa da disa yonelik tepkiden ve anarsist
cizgiden uzaktir. Bununla birlikte Ikinci Yeni sairlerinin bu yonelim ile birlestirdigi Siirrealist gizginin
temeli Dada’ya dayanir. “Dada, Birinci Diinya Savasi'ndan sonra ortaya ¢ikmis bir inan¢ bunaliminin,
yenik diismiis goriinen bir rasyonalizme kars1 uyanan bir giivensizligin belirtisidir. Her tiirlii sisteme
karsi, akla gelebilen her seye karsi, sanata karsi bir ¢ikig. Bu arada elbet kendine de karst oldugu igin
cok kisa siirdii. Yine de bir sistem olan gercekiistiiciiliige kavustu.” (Cemal Siireya, 2023, s. 154).
Onlarin Siirrealizm ile kurdugu iliski, bilingaltinin ve diissel imgenin yogun kullaniminda belirginlesir.
Stirrealist bakis ve Varolugcu sorgulama; eylem bigimlerini, bireyin g¢evresi ile kurdugu cgatismali
iligkinin gostergesine doniistiiriir. “Ciinkii II. Yeni siiri, anlami dogrudan iletmekten ziyade ¢agrisim ve
imge iizerinden kuran sanatsal bir dili ve anlayis1 gelistirmistir.” (Demir, 2026, s. 189). Bu baglamda
eylemler; bilingalti, varolussal sorgulama ve toplumsal gergeklikle kurulan gerilimli iligkinin goriiniirlik
kazandig1 anlam alanlar1 haline gelir. Dolayisiyla siirdeki eylem bigimleri, bireyin diinyay1 algilama ve
kendi varligin1 konumlandirma cabasinin estetik gostergeleri olarak islev kazanir.

Dada’nin karst ¢iktigi yenik rasyonalizm, Siirrealizmde “Orifik bakis” olarak sistemlesir.
“Orifik bakig”, insan ve doganin biitiinliigiinii yasam ve 6liim karsitliklariyla birlestirir. “Otomatizm ve
kahkaha i¢in, insan ve doganin Orfik biitiinliigiine, yasam ve oliimii, insan bilincinin antinomilerini
ekler” (Hassan, 2019, s. 102). S6z konusu biitiinliigii saglamak, mevcut diizenin tabularin1 yikmaktan
gecer. Bu baglamda “erotizm”, “orifik bakis™ biitlinleyen unsurlarin basinda gelir. “Romantikler,
Kadin1 mitik bilingten kurtarirlar; Siirrealistler onu erkegin ruhani yasamina iade ederler. Esas olan
agktir, birlesmenin ve ayrismanin kaynagidir.” (Hassan, 2019, s. 102). Siirrealizmin cinsellik ve erotizm
ile kurdugu iliski, Ikinci Yeni’nin dénemin kosullarina yénelik pasif agresif tepkilerini ortaya koyma
bi¢imini sekillendirir. “Ikinci Yeni'nin yazin erleri ilhan Berk ve Cemal Siireya'da kadim temi, erotik
achigin giderildigi ve tenin kirletildigi bir olumsuzlukla ele alinmaktadir. Bu iki sairin siir cografyasinda
cagdas insanin onemli bir si§inag1 olan agkin erotik alana tasinarak parcalanmasi, insani 6ziin sanat
araciliftyla tahrip edilmesi bakimindan biiyiik bir talihsizligi yasamstir.” (Ozcan, 2018, s. 205) diyerek
s6z konusu sekillenmenin modernist siire etkisini ifade eder. ilhan Berk ve Cemal Siireya’da oldugu
gibi Turgut Uyar’da da kadin, bilingaltt ve arzunun disa vurumu gibi goriinse de normatif diizenin
bakigina ayna tutma islevi tagir.

Var olan diizenin reddi, siirlerde mantikli bir diizensizligin kurulumuna yol agar. “Her seye
aykir1 olan siir, dogallikla her tiirlii otoriteye de baskaldirir. O halde Uyar, poetikasinin merkezine
yerlestirmese de, siirin her seye aykirilik oldugunu sdyleyerek, otoriteyle uyusmazligina da vurgu
yapmistir.” (Karaca, 2013, s. 283). Siirrealizmin bilingaltina yonelen imgeleminde mantikli
diizensizlikler bilingli olarak uygulanan bir yontemdir. “Rimbaud'nun kurami mantikli diizensizliklerle
siire ulagsmakti. Arkadasi Paul Demeney'e yazdigi mektupta sair olmak, yani pariltilar yaratmak i¢in tiim
duyularm bilingli bir bi¢imde ‘diizensizlestirilmesi’ gerektigini yazar. Rimbaud'nun bu mektubu ve siir
istiine bu iinlii s6zii yazin tarihine gegmistir. (Alkan, 2019, s.552). Bu baglamda Akcaburgazli
Yekta’nin 0ykiisiinii anlatan siirler ve olay orgiisiiniin birbirinden bagimsiz ve kopuk olusu, “mezmur”
adlandirmasiyla “Zebur”un ilahi sdylemine gonderme yapmakla birlikte mevcut diizenin reddini ve yeni
bir giirsel dil, siire 6zgl diinya yaratma ¢abasi tagimaktadir.

S6z konusu gabaya yon veren bir diger teknik “kopuk ¢agrisim”dir. “Ozgiir ¢agrisim ydntemini
kullanmak. Bunun i¢in 1rak ya da kopuk ¢agrisimlarla calisilir: Cagrisimlar arasindaki bag ya iyice
gevsetilir ya da kesilir; birdenbire bir ¢agrisimdan, bir imgeden, bir dizeden 6tekine atlanir. Hatta, bazen
-anlami bozmak ya da kaldirmak igin- 'karsit cagrisim'lara bagvurulur; ¢agrisimlarin birlik ve uyumuna
bakilmaz.” (Bezirci, 2013, s. 26). Bu parcalanma, bireyin 6zgiirliik arayisini ve sikismislik deneyimini
siirsel diizlemde goriiniir kilar. “Bunun i¢in konusma diline, yaygin/ortak dile sirt ¢evrilir, soyut bir dile
ulagsmaya c¢alisilir, Tirk¢e'nin yapisi zorlanir, gramer kurallar1 az-¢ok ¢ignenir: S6zdizimi bozulur,
seslerle hecelerin, sifatlarla fiillerin yerleri degistirilir ya da saptirilir, 6znesi olmayan ya da anlami
tamamlanmayan tiimceler diizenlenir, birbiriyle ilgisiz ya da az ilgili sézciikler yan yana getirilir vb...”
(Bezirci, 2013, s.21) Modern yasam diizeninin bireyi ¢evreledigi diinya hem dilde hem de kurguda
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bugiiniin ve diiniin smirlarii ortadan kaldirarak melez bir anlatiya agilir. Nitekim Akgaburgazli
Yekta’nin dykiisii, Hz. Davut sdylencesiyle i¢ ice gecer. Turgut Uyar, dilin ve siirsel yapiin diizenini
bozmakla birlikte alisilmis kullanimlara uymayan bir tiir telmih uygulamasi gercgeklestirir.
“Arzuladiklarini elde edememek, haksizliga ugradigim diistinmek, sosyal ve dini kabulleri engelleyici
bariyerler olarak telakki etmek, bunun yaninda genel durumdan hissedilen memnuniyetsizlik sayilan
faktorlerin etkisiyle sanatciyr muhalif ve hesaplasmay1 dileyen biri haline dontistiiriir. Bu da siirlerindeki
meydan okur ve yer yer alayci tavrinin nedenlerine 151k tutar.” (Turna, 2023, s. 377). Geleneksel siirin
benzetim yoluyla okuyucuya anistirdig1 sdylenceyi bir elbise gibi karaktere giydirir. Yekta, modern
diinyada Davut ile ayn1 kaderi paylasmakta, onunla yan yana durmaktadir. Ancak onun kutsiyetinden
uzaktir. Siradan ve kutsalin zithig1 bir araya gelerek siire ironik tavir kazandirir.

Yekta da Davut da normatif diizenin kurallarmma uymayan eylemleri nedeniyle toplumun
goziinde deger kaybeder. Onlarin eylemleri sahsi zaaflarindan mi1 yoksa mevcut kosullardan mi
dogmakta? Bireyin eylemi ile normatif diizenin talepleri arasindaki ¢catismay1 yansitan olaylari anlamada
Habermas’in eylem kuramui islevsel bir ¢erceve sunar. “Eylem kuraminin perspektifinden, insan tininin
etkinliklerini digsal dogayla yapilan biligsel-aragsal bir ¢atigsmaya indirgemek kolay degildir; sosyal
eylemler kiiltiirel degerlere yonlenmistir. Ama bu degerlerin bir dogruluk iliskisi yoktur.” (Habermas,
2001, s. 109). Turgut Uyar’in “Akcaburgazli Yekta Mezmurlar1”’nda 6ne ¢ikan normatif, dramaturjik ve
iletisimsel eylem tiirleri; siirdeki ¢atigsmali diizlemi temsil eden “gdsterge degeri” tasir.

“Akcaburgazh Yekta Mezmurlar1’”’nda Eylemin Temsil Degeri

Habermas’in normatif eylem modeli, bireyin toplumsal iliskilerde kendisine dayatilan norma
kars1 ¢ikabilecegi gibi bu normlara uymayi da tercih edebildigini 6ne siirer. “Normatif eylem modeli,
katilanlarm hem olan ya da olmayan bir sey karsisinda nesnelestirici bir tutum hem de hakli ya da haksiz
bir bi¢imde emredilmis bir sey karsisinda normlara uygun bir tutum i¢inde olabilmelerinden yola ¢ikar.”
(Habermas, 2001, s. 117). Dolayisiyla birey, icinde bulundugu iliski aginda belli bir amag¢ dogrultusunda
eylemine yon verebildigi gibi sosyal normlarin geregine uygun hareket etmeye de yonelebilmektedir.
Bu baglamda “Akcaburgazli Yekta Mezmurlar1” siirinde 0ykiisii verilen Yekta’nin yakinlarinin yaninda
kalmasi, ¢aligmak i¢in geldigi sehirde barinma ihtiyacini gidermeye yonelikken® ona evini agan Sinan
ve Giilbeyaz’in eylemi ise normatif* yap1 sergiler.

“Once onlarin yaninda ¢ok iyi yiiz gordiim.
Beni kapidan karsilayip agirlarlardi.
Sofralarina konuk ederlerdi.

Onlar iki kisiydi ben birdim.

(...)

Sonra az 1s51kl1 odalarina ¢ikardik. Bana yeniden -hos geldin Yekta, bizi
sevindirdin senin yaninda bir¢ok seyleri hatirliyoruz- derlerdi” (Uyar, 2017, s.
136).

Sinan ile Giilbeyaz’in misafirperverligi, Yekta’mn barinak ihtiyacim1 karsilamakla birlikte
kimliginin taninmasi1 ve deger gérmesini saglar. Yekta’nin “hos geldin” sozleriyle karsilanmasi,
toplumsal normlarin bireyin varolusunu destekleyen yoniinii ortaya koyar. “Bireyin 6zsaygisinin
gelisimini saglayan birincil taninma alanidir; taninma reddedildiginde siddetli eylemler mesrulagabilir”

3 Habermas, bu tiir amagsal eylemleri, “teleolojik” seklinde adlandirir: ” Teleolojik eylem kavrami, Aristoteles'ten bu yana
felsefi eylem kuraminin merkezinde yer alir. Aktor verili durumda basar vaat eden araglari segerek ve onlar1 uygun bir bicimde
uygulayarak bir amaci gerceklestirir ya da istenilen bir durumun ortaya ¢ikmasini saglar.” (Habermas, 2001, s. 110).

4 “Normatif eylem modeli, katilanlarin hem olan ya da olmayan bir sey kargisinda nesnelestirici bir tutum hem de hakl ya da
haksiz bir bicimde emredilmis bir sey karsisinda normlara uygun bir tutum i¢inde olabilmelerinden yola ¢ikar.” (Habermas,
2001, s. 117)
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(Honneth, 1995, s. 112). Yekta’nin karsilanma ve agirlanma deneyimi, 6zsaygi gelisimini pekistirse de
“Onlar iki kisiydi ben birdim.” diyerek yalnizlik duygusunu 6ne g¢ikarir. Sinan ve Giilbeyaz ise onlarin
geride biraktiklart Akg¢aburgaz ile aralarinda bag kuran misafirlerinin gelisiyle mutludurlar.

Yekta, Sinan ve Giilbeyaz ayn1 evi paylasan ii¢ kisidir. Burada ev, bireyin yalnizlik ve topluluk
arasinda gidip geldigi alandir. “Boyle bir mekan, -dogal ve toplumsal- ¢ok ¢esitli nesne, ag ve zincir,
maddi miibadele ve enformasyon araclar1 icerdigi gibi, ne igerdigi nesnelere ne de bunlarin toplamina
indirgenebilir. Bu "nesneler” sadece sey degil, aynm1 zamanda iliskidir.” (Lefevbre, 2020, s. 103).
Dolayisiyla ev, fiziksel bir barinak olmakla birlikte toplumsal iligkilerin ve kiiltiirel kodlarin tiretildigi
mekan olarak islev gortir:

“Bu unutmak degildi, i¢cinde olmakt1 onun.

Onceleri daha iyi mi idi, bilmiyorum.

Gidip geldigim,

Duruldugum koyu geceler vardi. Yikik degildim.

Yikilip yeniden kurulmamistim ama, yikik degildim.

Gaz lambalar1 yakardik

Ensiz galgilar calardik geceye.

Tekligimiz ayisigina bogulur giderdi.

Teker teker iicer kisi olurduk. Oyle de iyiydi.” (Uyar, 2017, s. 138).

Ev zamanla giivenli siginak olmanin otesinde odasi ve esyasiyla Yekta’nin benliginin bir
pargasina olmaya baslar. “Insan, dogdugu evin diislemesini kurdugunda, diislemenin en derin yerinde o
ilk sicakliga geri doner” (Bachelard, 2023, s.39). Sinan ve Giilbeyaz’in evi, bu diigsel sicakligin
sahnesine doniisiir. Gaz lambalar1 ve ¢algilar, mekanin toplumsal bellegini ve kiiltiirel kodlarin1 goriiniir
kilar. Ay 1s181nda tekligin ¢ogalmasi, bireyin varolugsal sikismigligini asma arzusunu temsil eder.

Sinan, Giilbeyaz ve Yekta’nin evde paylastigi anlar, kolektif biling disinin ortak edimini besler.
Uyar’in siirinde ev; unutma ile hatirlama ve yalmzlik ile ¢okluk arasinda gidip gelinen mekéan olarak
modern bireyin varolugsal biitiinligiiniin pargasi olarak deger kazanir. Giivenlik, aidiyet ve mahremiyet
saglayan bu mekan, bireyin biling disin1 harekete geciren yerdir. “Evin miilkiyet ve mahremiyetle ilgili
cagrisimsal boyutlari, onun 6znenin bastirilmis iggiidiilerini ve arzularini muhafaza eden ve ansizin
istengsiz bir sekilde ortaya ¢ikaran bir boyut tagimasina yol acar.” (Tung, 2020, s. 171). Evin birbirinden
ayr1 alanlar1 yoktur. Gece olunca serilen yataklarin yakinligindan dolay1 Yekta, Sinan ile Giilbeyaz’in
yakin temasinin eslikgisi olur: “Onlarin bulundugu ortamda sevigsmek hoslarina gidiyordu. Ben
kaldirtyordum, onlar oraya getiriyorlardi. Aradiklarini bilmek beni hem sevindiriyor, hem
katlanamiyorum. Bir buna katlanamiyorum galiba. Bu olmasa o kadar derinime inemez, beni o kadar
caresiz, o kadar yalmiz birakamaz bu sevismeleri.” (Uyar, 2017, s. 155). Sigmdig1 evde Sinan ve
Gilbeyaz’in birlikteligine sahit olan Yekta, {i¢iiniin ortak alan1 odada, ruhunun derinliklerinde sakli
arzulariyla yiizlesir. “Karanlik, serin ortiilii minderleri sarmalayan az 1s1klilig1 alt edemezdi. Ciinki biz
Oyle bellemistik. Hali da az 151kl kalirdi, onun giinesleri, patlicanlar1 da, minderlerin serinligi de. Az
151k, bizim, yani onlarin ve benim, Yekta'nin, kactigimiz yer degildi. Birbirimizin 1siktan kagiracak
yerlerimiz yoktu. Az 1gikta da c¢ok 1sikta da degigsmezdik.” (Uyar, 2017, s. 137). Gozlemledigi
birliktelikte Sinan olmay1 arzulayan Yekta, Giilbeyaz ile kurdugu yasak iliski yoluyla yalmzlik
duygusunu agmaya cabalar. “Kibirli bir kisiyi bir nesneyi arzulamaya ikna etmek i¢in ayni nesnenin
belli bir itibar1 olan bir Ggilincili kisi tarafindan arzulanmis olmasi yeterlidir.” (Girard, 2013, s. 27).
Onlarin yakinligi, Yekta’da Sinan olma arzusunu pekistirirken iginde bulundugu yalnizlig: ve garesizligi
derinlestirir. Hissettigi yalnizlik ve caresizlik onun arzu bigimini “kibirli” ile ayn1 diizleme tasir.
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Yekta’nin Giilbeyaz ile kurdugu yasak iligki, Sinan’in evde olmadig1 bir giinle tetiklenir. Evin
sikigik yasam alani, can sikintisina yol agmakla birlikte onlar1 birbirinin izleyicisi konumuna tasir. “Can
sikintis1, yaraticiligin ve yeni kurgularin hem itici giicii hem de sahnesidir.” (Toohey, 2011, s. 43). Ikisi,
icinde bulunduklart bungun yasamdan uzaklastiran, dramaturjik eyleme dayali yeni bir diinya kurar.
“Dramaturjik eylem bakis agisindan, katilanlarin birbirleri i¢in somut bir izleyici kitlesi olusturdugu ve
birbirlerine karsilikli olarak bir seyler sahneledigi bir karsilasma olarak sosyal bir etkilesimi anliyoruz.”
(Habermas, 2001, 117). Sinan’in yokluguyla birlikte Giilbeyaz’da da beliren yalnizlik ve eksiklik
duygusu, biitiinlesme ihtiyacini pekistirir. Bakigsmayla tetiklenen arzu onlari, gerceklikten kopuk bir
yanilsamanin igine ¢eker: “Ikimiz de bildiklerimizin tesine, bulduklarimizin {istiine ¢ikmak istemistik.
Bir noksanlig1 vardi santyorduk biitiin olanlarin belki. Ama aslinda biitiinliiklerimize bahaneydik. Sinan
uzaktaydi. Sinan ¢gemberimizin digindaydi. Sonra ne bulduk.” (Uyar, 2017, s. 138). Bildiklerinin 6tesine
geeme istegi, Yekta ve Giilbeyaz’in biiriindiikleri rollerle sekillenen dramaturjik eylemi bir tiir kagis
stratejisine doniistiiriir. Normatif diizenin baskisina maruz kalmamak adina sahneye, sakl iligkilerine
dair mesajlar barindiran yeni bir iliski bi¢cimi koyarlar.

Yoklugunun agtig1 alanla gelisen yasak iligki, Sinan’in doniisiiyle birlikte normatif eylemin
sinirlaria g¢ekilen Yekta ve Giilbeyaz’da sosyal ¢evrenin igsel mekanizmasi olan “vicdan™ harekete
gecirir. Vicdani muhasebeyle giiclenen “utang” duygusu, zamanla baskin gelmeye baglar:

“Siiregeldikce kutsal gibi,

Kesildikge kirli, utandirici.

Ama utancindan kagmay1 biliyorduk.

Kutsal gibiligi {i¢ gece dort giindiiz kurtlar gibi bizi kovaladi.
Sonunda oyle bulduk.

Utandiriciligi 6biir insanlardan degildi.
Kargilagtirmadan degildi.

Birdenbire kendi boslugundandi,

Gelip gecen avutuculugundandi. Beklemesi vardi.
Kanaryay1 gérmek ayaklarimizi dolastirtyordu.
Minderler serin degildi artik. Ben, Yekta, bunu pek
hos bulmuyordum.” (Uyar, 2017, s. 139).

Giilbeyaz ile oynadiklar1 oyunun ig¢sel boslugunu doldurmadigini anlayan Yekta’nin utanci,
yarattiklar1 yanilsamanin “gelip gegen avutuculugundan” dogar. Onun utangtan kagisi, kutsal ile kirli
arasindaki gerilimde bireyin kendi varolusunu yeniden kurma g¢abasidir. “Diisleme hem nesnesini hem
de diiskurani ideallestirir” (Bachelard, 2012, s. 62). Yekta, stres ve utang karsisinda diisleme araciligiyla
iligkiyi ideallestirerek saplandigi boslugu telafi etmeye calisir. Normatif diizen bireyi kutsal ile kirli
arasinda sikigtirirken dramaturjik eylem, bireyin bu sikismadan kagis1 bigimini sahneye koyar.

Sinan ile Yekta arasinda, arzu nesnesi olarak konumlanan Giilbeyaz iradeden yoksun gizilir.
Diger Ikinci Yeni sairlerinde oldugu gibi Turgut Uyar’da da “kadin”, cinsellik ve erotizm nesnesi olarak
islev gorir. “Her tiirlii siirsel deneyimin agildigi, kilitlendigi, 6liime ve intihara gotiirdiigli noktada
kadinm goriiriiz. Her iki sairde de kadin daha ¢ok gdvdenin tarihidir. Arzunun nesnesi konumundaki
kadin, bir sirlar yumagi olmaktan dteye, cinsellik ve erotizmin agildigi bir evrendir.” (Ozcan, 2018, s.
205). Bu islev, toplumun kadina bakisina tutulan aynadir. Dolayisiyla bir tiir sosyal elestiri barindirir.
“Ben o zaman, Tanrinin, benim yapima kattig1 tatlarin, bende Stedenberi durmakta oldugunu, daha
Otelere kadar da durmakta siiregidecegini fark ettim. Bu beni kendi yanimda yiiceltiyordu. Giilbeyaz
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benim topragimi isleyen kazmaydi. Giinah olamazdi yaptigimiz. Ben onun ¢eligine goreydim ancak.”
(Uyar, 2017, s. 140). Giilbeyaz, “toprag: isleyen kazma” metaforuyla betimlenir. Bu metafor, kadinm
iiretken ama ayni zamanda erkegin varlifini anlamlandiran bir ara¢ olarak konumlandirir. Kadin,
erkegin “celigine gore” var olur; yani 6zne konumunu erkegin arzusu belirler.

Ataerkil sistemin nesnelestirdigi “kadin™1 temsil eden bir diger siir kisisi, Yekta’nin Arabistan’a
gotiiriilen teyzesidir. “Durup aklima geliyor benim bir teyzem varmis bir / adam almis onu Arabistana
gotiirmiis / - Adamlar kadinlari alip Arabistana gétiiriirlerdi / Diinyanin en giizel Arabistanina” (Uyar,
2017, s. 152). Burada kadin, giindelik hayatin yiikiinii tagiyan ama ayni1 zamanda erkek egemen diizenin
kurdugu normatif ¢ergevede alict bir figiire indirgenmistir. Alict egilimli bireyler yalnizca bilgi ve
yardim i¢in degil, her tiirden destek icin baskalarina bagimlidirlar ve yalniz kaldiklarinda kendilerini
yitmis hissederler (Fromm, 2017, s. 91). Murat Kaciroglu’na gére Yekta’nin “Arabistan” imgesi, bu
diizenin digina ¢ikma arzusunu dile getirir. “Yekta'nin yasamakta oldugu an'dan ve ondan duydugu
sikintidan kurtulmak i¢in kagmak istedigi ‘Arabistan’t somut gerceklige dayanan bir mekan olmaktan
ziyade, modern hayatin etkilerinden uzak kalmis bir masal/iilke olarak gérmek gerekir” (Kaciroglu
2011, s. 181). Arabistan, Yekta i¢cin hem kacis hem de alternatif bir normatif diizenin hayali mekanidir.
Ancak bu kagcis, kadinlarin gilindelik hayattaki yiikiinii ortadan kaldirmaz. Aksine, ataerkil diizenin
baskisin siirsel imgeyle yeniden {iretir. Kacis hayali kurulan mekan, kadinlarin adamlar tarafindan
gotiiriildiigii yer oldugu goz oniine alindiginda, baskict normatif diizenden pek de uzak degildir. “Uyar
siirinde ¢atisma tablolarindan biri toplumsal denetim mekanizmalari (kanun, tore, din) ile ilgilidir. Sair;
insanin, genis bir 6zgiirliik alaninmi hak ettigini savunur. Bu ugurda, gerek noksan yaratilis (kotiiliige
meyilli olma) gerek 6liimle ilgili Tanr1’ya serzeniste bulundugu gibi, kolektif bilingdist igeriklere de
karsi1 ¢ikar. ‘Akgaburgazli Yekta’nin Mahkeme Kararint Aldiginda Soyledigi Mezmurdur’, ‘(Bir Kantar
Memuru Igin) Incil’, ‘Toprak Cémlek Hikayesi’ bu baskaldirmn izlerinin goriildiigii siirlerdir.”
(Yildirim, 2009, s. 243). Dolayistyla “diinyanin en giizel Arabistan’1” imgesi, kagis yeri olmaktan ziyade
mevcut diizenden kacacak higbir yerin olmadigi mesajini veren ironik bir gdstergedir.

Evin bastirilmis icgiidiileri ve arzular1 ansizin ve istengsiz sekilde ortaya cikaran boyutu,
Yekta’nin Hiimeyra ile ayni ¢ati altinda kurdugu diinyada da 6ne ¢ikmaktadir. “Cati, bireyin diigsel
giivenlik alanin1 temsil eden poetik bir mekandir” (Bachelard, 2023, s. 31). Yekta’nin bu evde Hiimeyra
ile paylastig1 ortak yasam, Hiimeyra’nmin kiz kardesi Azra gelene dek normatif diizene uygun siirer.
“Once Hiimeyra vardi onunla ¢at1 kurduk / Onunla ev kurunca yanilmadik / Durgunlugumuzda iyiydik
onunla benim diinyamiz o kadard1 ¢i¢ekler vardi ¢ocuklar vardi” (Uyar, 2017, s. 148). Ancak Azra’nin
mekan ortakligina dahil olmasiyla birlikte Yekta’da istengsiz arzular belirir:

“Sonra o ¢1kt1 geldi

O Azra kizkardesi ¢ikt1 geldi
Onunla duvarlar kediler ¢ikt1 geldi
Onunla o eksik geldi

Onunla bir yerim c¢ikt1 geldi

Eskiden unuttugum bayram iirpermeleri tiiredi bende kuskularim uyandilar
zamansiz acikmalara tutuldum oOrtiilerim 1sitmaz giysilerim génendirmez oldu

Istedigim onu kétiiliige kandirmak degildi
Onunla yatmak degildi

Hiimeyra vardi onun ablasiydi

Ben Akgaburgazli Yekta'yim diismeyi biliyorum

Onu da inancim1 da kargilatmak istemiyorum
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Onunla yatmak degildi

Diinyay1 carsilar1 giysilerimi kendimi onunla sevmek istiyordum
Beni diinyaya getiren anamd1

Ama Azra varsa ben vardim artik

Ben onunla vardim” (Uyar, 2017, s. 148).

Azra’nin gelisiyle evin duvarlart ortaya g¢ikar. Bu goriinmez duvarlar, hem sinir hem de
otekilestirme islevi goriir. “Lacan ayna imgesi terimiyle insanin kendi bedeninin aynadaki yansimasina,
insanin hem kendisi hem de OTEKI’si [Baska’s1] oldugu imgeye génderme yapar.” (Evans, 2019, s.
48). Yekta’nin benlik algisinda, Azra’nin gencligi ve dinamigiyle birlikte eksiklik meydana gelir.
Hiimeyra ile kurulan giivenlik ve biitiinliik, Azra’nin gelisiyle eksiklik ve kuskuya doniismekle birlikte
“Oteki”ye duyulan arzu tetiklenir. Ev, bu arzu iiggeninin golgesinde giivenli siginak olmaktan
uzaklasarak catisma alanina doniisiir. Bu baglamda Cati ve duvar, iicgen arzunun ve “Oteki”nin
mekansal karsiigina doniisiir. Cati, bireyin diissel giivenligini temsil ederken duvar, “Oteki”nin
varligini ve sinirlarini goriiniir kilar. Bireyin varolugsal sikismisligi, evin hem giivenlik hem de eksiklik
barindiran yapisinda goriiniirlesir. Bdylece ev, modern bireyin arzularini ve “Oteki” deneyimlerini
tasiyan dramaturjik sahneye doniislir. Nihayetinde Azra’ya beslenen ¢elisik duygular, Giilbeyaz’da
oldugu gibi, evin siirli alaninin yol a¢tig1 yakinliktan beslenir.

Giilbeyaz, Hiimeyra, Azra ve Arabistan’a gotiiriilen teyze gibi sessiz bir cinsellik ve erotizm
eslikgisi olarak kurgulanan kadin kisilerin yaninda normatif diizenin elestirel bakigini temsil eden
kadinlar da siir kurgusunda yer alir. Yekta’nin geckin yaslarinda birlikte oldugu anlasilan Adile’nin
Erhan ile goriismesi {izerine “Sinan - Giilbeyaz - Yekta” arasindaki ask tiggeni, “Yekta — Adile — Erhan”
olarak yeniden sekillenir. Cevrenin Adile ve Erhan arasindaki yasak agka bakisi, mahalle kadmlarinin
goziinden aktarilir. Faliha, téreye aykiri buldugu tutumun ve bu deneyimi paylagsmayip i¢inde tutmanin
zehirli yonii oldugunu ifade eder:

“Bu iki bagl aykirilik téreye tabiata

Bu gizlemek, bu gizlenen ilinti

Bir giin agulayacak onu korkarim

Hem kimselere anlatamayinca mutlulugu

Eksik kalmiyor mu dokiip sagamayinca

Pazarlara ¢ikaramayinca

Gozlerimde agzimda gotiiremeyince diikkanlara” (Uyar, 2017, s. 159)

Faliha’nin ifadeleri, normatif yapi ile benlik arasindaki ¢catismay1 6ne ¢ikarir. Bir taraftan toreye
aykir1 olusundan dolayi iliskinin gizliligini zehirleyici bulurken diger taraftan ikisi arasindaki iletisimsel
eylemin sakli tutulmasina tepkilidir. “Bir baska deyisle, bir yandan birey bir sosyal islevi gerceklestirme
gereksinmesi i¢gindeyken 6te yandan toplum da bireyin bir rol oynadigini gérmek istemekte, bu sebeple
de bireye baskida bulunmaktadir.” (Fichter, 2011, s. 115). Soz ettigi “iki baglilik” kendi ifadesine de
ickindir. Turgut Uyar; Adile’nin eylemine yonelik elestirel bakisin sdylemine ¢eliskiden beslenen ironi
yerlestirmek suretiyle okuyucuyu bir tiir yap1 sokiimiine zorlar.

Necla’nin soézleri, toplumun birey yasamini kamusal bir meseleye doniistiirerek normatif
diizenin baskisin1 nasil islevsellestirdigini gosterir. “Aman birakin Tanr1 askina, hicbirinizi
anlamiyorum, ortada diipediiz bir aldatma var iste o kadar. Ben asil kocasi diisiiniiyorum. Iyi dayanmyor
dogrusu, talihli kadin yani. Ama dedikodunun 6niinii almak miimkiin degil elbet. Herkes neler soyliiyor,
ben de ayipliyorum dogrusu. Aman ¢ok hos sey kardes. Hem nerdeyse gelir simdi kapatalim.” (Uyar,
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2017, s. 160). Aldatma olayi, bireyin 0zel alaninda yasanmis bir durumken “dedikodu” araciligiyla
toplumsal normlarin denetim mekanizmasina takilir. Necla’nin “asil kocasin diisiiniiyorum” vurgusu,
ataerkil diizenin kadinin roliinii, kocasina baglilig1 iizerinden tanimladigini ortaya koyar. Bu s6ylem
Adile’nin, normatif yapmin baskisiyla, kendisine atfedilen rolii siirdiirmeye zorlandigim gdsterir.
Bununla birlikte Yekta, karisinin sadakatsiz eylemlerinden dolay1 “acinacak” konuma indirgenir.

Adile ile Erhan arasindaki iligkiyi 6grenen Yekta, Sinan’dan farkli olarak durumu kabullenir.
Adile’yi yitirmeyi goze alamaz. Oysa onun Giilbeyaz ile iliskisi duyuldugunda mahkemelik olmustur.
Sinan bununla da kalmayi1p iligkinin delillerini kamuoyuna sunarak bir tiir ling eylemi baslatmstir:

“Ona, Sinan'a -Bizi kov- dedim.

Onun kovdugu bizi ddeyecekti.

Onun goziinde kovulmus olacaktik ama, biz kendimizi
kutsanmis belleyecektik.

O, Sinan bizi kovmadi.

Insanlarin adaletini, yani dcii, aramaya basvurdu.

Bizi yakaladilar.

Yani Giilbeyaz'1 ve beni, Beni. Ak¢aburgazli Yekta'yi,
otuzunda.

Yargiclarn katina diktiler umudum nerdedir.

Bizim inanarak ettigimizi yerlere ¢aldilar, ululugu nerdedir.
Biz onu bulmustuk, tiikiirdiiler.

Bizi kirlettiler, yaziklar oldu bize.

Benim donumu ve Giilbeyaz'in donunu

Ve yattigimiz yatagin ortiistinii

Yiireksiz kisilere gosterip onlar1 giildiirdiiler.

Halbuki biz o ortiilerde yatarken,

Aklimiz en ulu yerlerdeydi giictimiiz.” (Uyar, 2017, s. 141).

Otuzlu yaslarinda Giilbeyaz ile yasak iliski kuran Yekta, eylemlerini yanlis bulan normatif
diizenin yikicilig1 karsisinda ¢aresiz olusuna iiziiliir. O, toplumun aksine bu iligkiyi “ulu” yerde gortir.
Ancak duygu ve diisiincelerini savunacak giicten yoksundur. Ikisi arasindaki yakinlik, toplum nezdinde
“ahlaksizlik” olarak degerlendirilse de Yekta’ya gore, onlari normatif yapiy1 agan bir “iletisimsel eylem”
boyutuna tasir. Zira, “iletisimsel eylem kavrami, dil ve eylem yetisi bulunan, (ister sozlii ister sozlii
olmayan araclarla) kisilerarasi bir iligskiye giren en az iki 6znenin etkilesimine iliskindir.” (Habermas,
2001, s. 112). Yekta ve Giilbeyaz arasindaki etkilesim, normatif eylemcilerin miidahalesi sonucu
sekteye ugrar. “Bu ciftlesme degil teklesmeydi. Teklesmenin bir yoniiydii. Yazik bize.” (Uyar, 2017, s.
142).Yekta’nin bilingdisinda yer eden Giilbeyaz edimi kendisini, karis1 Adile ile Erhan arasindaki yasak
aska kars1 tepkisel yaklagim sergileyecek giicten yoksun birakir.

Yekta’nin zayifligt Adile’yi, ataerkil sdylemin temsilcilerine karst gii¢lii kilar. Bu nedenle
Faliha, Necla ve diger mahalle sakini kadinlarin elestirilerini kabullenip susmak yerine onlara dair
gergekleri yiizlerine sdyler. Ona gore Sermin, sar1 oglani sevemediginden sevgiye 6fkelidir. Necla, onu
terk eden, belki de birtig1 i¢in terk etmeyi tercih eden, Tatar oglan nedeniyle kin beslemektedir. Hasili
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tim kadinlar, iglerinde kalan yarimliklari tamlayan birini gordiigiinde sosyal normlar1 dne siirerek
elestirse de karsilik bulmayan arzularindan beslenen 6fkelerini yansitmaktadir:

“Suzan Hanim. Mehlika Hanim biitiin yanilmis kadinlar
Sizler sizler sizler hepiniz

Cok rahatim artik

Deniz aksamlar1 gibi rahatim

Kotii riizgarlara karsi koruyorum teknemi

Yasli teknemi ama iyi sevgili teknemi

Birinden aldigim bitkisel huzuru insanca 6biiriine tastyorum
Onda buldugumu bilseniz

Yalniz ona sOylerim o kadar giizel

Ben bdyle 6grendim bitkilerden

Alakanat sen baliklardan boyle

Artik toreler degil 6rnegim

Ornegim ugmak

Kendi kurdugum her sey beni mutlu ediyor

Umurumda degil baska higbir sey hicbir sey

Bu gece de iste istekle onu bekliyorum” (Uyar, 2017, s. 162).

Bauman ve Lyon’a gore toplum, diizeni korumak igin &tekiler yaratir: “Oteki komsumuzdur,
yanimizdan gegen biridir, aylaktir veya bizi takip eden biridir; sonugta her yabanci Otekidir.” (Bauman
& Lyon 2018, 118). Mahallenin kadinlar1, mevcut diizenin sdzciileri olarak Adile’yi digslamaya calisir.
Ancak Adile’nin susmamasi ve gergekleri yiizlerine sOylemesi, oOtekiligini bir gii¢ kaynagina
doniistiirerek normatif diizenin baskisina karsi direnisini miimkiin kilar. “Igrenc, fobi ve benlik
boliinmesi durumlarinda ortaya ¢ikan temel karsitlik, sanki Ben ile Oteki arasindaki, hatta daha arkaik
bir karsitlik olan Igerisi ile Disaris1 arasindaki bir karsitlik gibidir.” (Kristeva, 2018, s. 20). Kadinlarin
ofkesi, karsilik bulmayan arzularindan beslenir; bu arzular onlar igin igsel “6teki”dir. Sermin’in
sevgisizligi, Necla’nin terk edilme deneyimi ve Tatar oglan iizerinden beslenen kin, Stekinin hem
biiyiileyen hem de rahatsiz eden yoniinii ortaya koyar. Adile’nin “Artik toreler degil drnegim / Ornegim
ucmak” sozleri, otekiligin igsellestirilerek 6zgiirlesme ve yeni bir kimlik kurma siirecine doniistiigiinii
gosterir.

Bir tarafta normatif diizenden sapami Otekilestiren mahalle sakinleri diger tarafta “Gteki”
kimligiyle 6zdeslesen karis1 arasinda sikisan Yekta, bir tiir esik hali yasar. “Esikteki varliklar ne burada
ne oradadir; yasa, gelenek, uylasim ve torenlerce belirlenip siralanan konumlarin ne birinde ne
otekindedirler.” (Turner, 2018, s. 96). Adile’nin evde Erhan’la oldugu bir aksam, diisiincelere daldig
deniz kiyisinda, kendisiyle aynm1 kaderi paylasan Akgaburgazli adami hatirlar. Kendini 6ldiirmek igin
tabanca alan adam igin, “Bir tiirlii koptugu yere bagliyamiyordu kendini. Bagka higbir yere de.” (Uyar,
2017, s. 163) diyerek, sehrin yabancilagtiran yanmmi vurgular. “Doga-insan iligkisindeki temel
mekanlardan olan sehirlerin yerini doganin deformasyonuyla olusmus modern kentlerin almasi, insan
ve dogay1 birbirlerinden uzaklastirmistir. Bu durum geleneksel yasamin mekani olan sehirde yetisen ve
tabiatla uyum ic¢inde hayatim siirdiiren bireylerin, aniden modern alanlarin mekani olan kent i¢ine
diismesiyle 6nemli bir uyumlanma problemlerinin dogmasina yol agmistir.” (Eyan & Yavuz, 2025, s.
634). Modern kentte aidiyet yitimi yasayan Yekta da hemserisi gibi “esik” anina varmistir. ““Esik’
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sOzcligliniin kendisi de (harfiyen anlamiyla birlikte) giindelik kullanimda zaten egretilemeli bir anlam
barmdirir ve yagamin bir kopus noktasiyla, krizle, doniim aniyla, bir yasami degistiren kararla (ya da bir
yasami degistirmede basarisizliga ugrayan kararsizlikla, esigin Otesine adim atma korkusuyla)
baglantilidir.” (Bahtin, 2017, s. 302). Sigmag1 olan evine dahi yabancilasan Yekta, sehre baglanmakta
zorlanmakla birlikte baglanma istegi de duymamaktadir: “Bir tiirli bagliyamiyordu demin kendini.
Simdi de bagliyamiyordu ama baglamak istegini duymuyordu artik.” (Uyar, 2017, s. 164). Yekta’nin
yasadigr “esik hali”, hem normatif diizenin oOtekilestirici mekanizmalariyla hem de kendi igsel
yabanciligiyla kesisen bir kirilma noktasidir. “Zira modern yasamin dayatmalariyla kendi ve o6teki
arasinda bir mesafe olusturmak zorunda kalan insan, bunaltinin destekledigi/besledigi bir ruh hali ile
baskalasir. Bu karmasanin yol actigr tedirginlik, ayni zamanda diizenin olusturdugu ruhsal bir
somiiriidiir.” (Kanter, 2011, s. 27). Bu noktada ne topluma ne de kendine tam anlamiyla baglanabilen
0zne, otekilik deneyimini bir varolus krizi ve kimlik arayis1 olarak yasar.

Giilbeyaz’la kurdugu etkilesim toplumsal normlar geregi sekteye ugrayan, geckin yasinda Adile
ile kurdugu yuvanin bagkasi tarafindan isgal edilen Yekta’nin sevgi arayis1 basarisizlikla sonuglanir.
Biiylik sehrin kalabaliginda kaybolmamaya cabalasa da tutamaksiz kalir. “Turgut Uyar siirinde de
Istanbul, diger Ikinci Yeni sairlerinde oldugu gibi yasam kaygilarmin hiikiim siirdiigii kaotik bir mekan
olarak karsimiza g¢ikar.” (Kanter, 2013, s. 108). Bu nedenle Yekta, inangsiz bir boslukta yoklukla
yiizlesir:

“Tarihlerle, Bilimlerle, Kalabalikla savasiyorum.

Biiyiik tapinaklar kuruyorum. Kara tastan. Kalin

arabalar kosuyorum

Kendim girip tek bagima tapiiyorum. Yaralarimi sartyorum.
Birden bir yerden o 1s1k. Bir yerden o ses.

Artik sana attigim temeller tutmuyor.

Ciinkii sen hi¢ yoksun. Hi¢ olmadm.” (Uyar, 2017, s. 173).

Yekta’nin sevgi arayisinin basarisizlikla sonuglanmasi, ruhsal bosluga yol agar. “Tarihlerle,
Bilimlerle, Kalabalikla savasiyorum” dizesi, onun modern sehrin kaotik yapisina kars1 verdigi varolugsal
miicadeleyi yansitir. “Artik sana attigim temeller tutmuyor / Cilinkil sen hi¢ yoksun” sozleri, sevgi ve
aidiyetin imkansizligini dile getirir. “Kendi duyargalar1 yabancilastik¢a, kenara gekilmeyi tercih etmis;
ayni oranda da kente yabancilagmistir.” (Arslan, 2012, s. 5). Bu noktada Yekta, kalabalik icinde
tutunamayan, kendi kurdugu tapinaklarda yalniz kalan figiir olarak yabancilastigi sehirde, inangsiz bir
boslukla yiizlesir.

Honneth’e gore sevgi, “bireyin Ozsaygisinin gelisimini saglayan birincil taninma alanidir;
taninma reddedildiginde siddetli eylemler mesrulasabilir.” (Honneth, 1995, s. 112). Sevgi, giiven ve
aidiyet arayisi sekteye ugrayan Yekta, benlik biitlinliiglinli zedeleyen sehre yonelik yikict eylemlere
girigir. “Bastonuma dayandim, bu meydanda gokyiiziiniin goriinlisii hosuma gitmiyordu, ¢atilar gatilar
catilar boliip duruyordu, hemserilerim de sevmeyecekti biliyordum, bastonumla gdsterdim, su su su
yapilar1 yikin dedim isgilere, yerlerine yenilerini koyacagim,” (Uyar, 2017, s. 150). Yekta, kadmnlar ve
cocuklari, kendisi gibi sevgi ve korunma ihtiyaciyla 6zdeslesen ve bunun yoksunluguyla ruhsal olarak
yaralanan gruplari, arkasina alarak harekete gecer. Bu destek, onun eylemini mesrulastirir. Boylece
sevgiden mahrum birakilmis bir topluluk, eski diizenin “tamir evleri’ni, yani sevgisizligin ve zorlamanin
sembollerini yikmaya yonelir. “Hemserilerim yikin diye bagiriyor ardimdan, bazi idame kurulu
iiyeleriyle bazi ihtiyarlarla donmuslar bana karsi, kadinlarla ¢ocuklar benden yana hep, bastonuma
dayaniyorum, gdsteriyorum, yikin, temizleyin, yikiyorlar, bir ¢esmeler kalsin, bir gdlgeler, hele tamir
evlerini, bize o eskimis esyalar1 zorlayan biitiin tamir evlerini yikin, hemserilerim yikin diye
bagirtyorlar.” (Uyar, 2017, s. 151). Burada “yikim” salt fiziksel eylem degil, sevgisizlige kars1 direnisin
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semboliidiir. Yekta’nin bastonuna dayanarak “yikin” diye isaret etmesi, bireysel 6fkeden ziyade kendisi
gibi yarali bireylerin sosyal kabul ve 6zsaygi ihtiyacimi karsilayacak diizene alan agmaya yoneliktir.
Kadinlar ve cocuklarin destegi, Honneth’in sevgiye dayali taninma alaninin yeniden kurulmasina dair
talebi kolektif cizgiye tasir.

Sonug¢

Turgut Uyar’in “Akcaburgazli Yekta Mezmurlar1” adli pargal siiri, Ikinci Yeni’nin dil ve
imgeyi zorlayan kullanimlarina 6rneklik etmekle birlikte bireyin varolugsal gatigmalarini ve sosyal
normlarla bireysel arzular arasindaki gerilimi 6ne ¢ikarmaktadir. Calismada ulasilan bulgular; siirde
dizgesiz olarak aktarilan dykiideki kisilerin eylemleri araciligiyla yalnizlik, arzu, 6zgiirliikk arayis1 ve
toplumsal baskilar arasindaki catigsmay1 nasil goriiniir kildigini ortaya koymaktadir.

Habermas’in normatif, dramaturjik ve iletisimsel eylem kurami ¢ergevesinde yapilan
cozlimleme; Yekta’nin deneyimleri, sosyal normlarla bireysel arzular arasindaki gerilime dikkat
cekmektedir. Ev ve sehir gibi mekéanlar, bireyin gilivenlik ihtiyacini karsilamaktan uzak, yabancilasma
edimini destekleyen yoniiyle kurgulanmistir. Biitiinlesme arzusuyla tetiklenen yasak iligkiler, bireylerin
birbirini gézlemledigi ve gérmek istedigi role biiriidiigli dramaturjik sahnelere yol acar. Bu baglamda
ev, glivenli barinak olmanin 6tesine gegerek bireyin arzularini, bastirilmis icgiidiilerini ortaya ¢ikarma
islevi gormiistiir. Bununla birlikte, sosyal normlarin etkisiyle, Yekta i¢in giivenli alan olmaktan
uzaklasan ev; yasanan sehir gibi yabancilig1 ve yalmzlig1 pekistiren yerdir.

Siirdeki kadinlardan Giilbeyaz, Hiimeyra, Azra, Adile ve Arabistan’a gdtiiriilen teyze cinsellik
ve erotizmin nesnesi seklinde sunularak sairin toplumun bakis acisina yonelik elestirisinin gostergesine
doniisiir. Boylece ataerkil diizenin baskisini ve bireyin 6zgiirliik arzusunu dile getiren Uyar, toplumun
kadina bakisini ve normatif diizenin kadini nesnelestiren yapisini elestirel bir diizleme tagimistir. Sessiz
eslikciler olarak kurgulanan kadinlarin yani sira, bireyin 6zel hayatin1 kamusal alana acarak sosyal
normlart denetim mekanizmasina doniistiiren mahalle sakini kadinlar da siirde mercek altina
alimmaktadir.

Yekta’nin “esik hali”, normatif diizenin Otekilestirme mekanizmalar ile i¢sel yalmizligin
kesismesi sonucu bir tiir kirilma noktasma doniisiir. Sevgi ve aidiyet arayisi, gerek Giilbeyaz ile gerek
Adile ile kurdugu iligkilerde toplumun normatif baskisi nedeniyle basarisizlikla sonuglanir. Bu
basarisizlik onun 6zsaygi ve taninma ihtiyacinin sekteye ugratarak yikici yoniinii ortaya ¢ikarmustir.
“Yikim” sahneleri, salt fiziksel eylem degil; sevgisizlige ve baskiya kars1 direnigin sembolidiir.

Elde edilen bulgular, “Akcaburgazli Yekta Mezmurlari’nmn ikinci Yeni'nin siirrealist ve
varoluscu ¢izgisini bireyin eylemleri iizerinden sosyal normlarla gatisan bir poetik diizleme tasidigini
gostermektedir. Siir, modern bireyin 6zgiirliik arayisini, arzularini ve yabancilasmasini eylem bigimleri
iizerinden goriiniir kilarak Tiirk edebiyatinda 6zgiin bir varolus sorgulamasi sunmaktadir. Bu baglamda
Uyar’in siirinde bireyin normatif diizenle ¢atismasi, 6zgiil deneyim olmaktan ¢ikarak sosyal elestiriye
evrilir. Gelecek arastirmalarn, Ikinci Yeni siirinde eylem ve sosyal yapr iliskisini farkli sairler iizerinden
karsilastirmali bi¢cimde incelemesi, ortaya konan poetik sorgulamayi daha anlamli kilmaya katki
saglayacaktir.
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ETIK BEYANLAR
Arastirma ve Yayin Etigi
Bu makalenin 6zgiin bir ¢calisma oldugunu ve bilimsel arastirma ve yayin etigi ilkelerine uygun
olarak hazirlandigini beyan ederim. Makale daha dnce herhangi bir yerde yayimlanmamig olup
bagka bir dergide degerlendirme siirecinde degildir.
Caligmada kullanilan tiim kaynaklar akademik kurallara uygun bigimde atiflanmistir.
Caligmanin intihal, veri uydurma, veri tahrifi veya manipiilasyon i¢ermedigini; arastirma
bulgularinin bilimsel diiriistliik ilkelerine uygun sekilde sunuldugunu beyan ederim.
Yazar Katkisi
Caligmanin tasarlanmasi, yiriitilmesi, analizi ve makalenin raporlama asamasini tek basina
yiirtitmiistiir. Makalenin son hélini okuyup onayladim ve yayimlanmasini kabul ettim.
Cikar Catismasi
Bu makalenin yayimlanmasina iligkin herhangi bir ¢ikar catismasi bulunmadigini beyan ederim.
Finansal Destek
Bu arastirma herhangi bir kamu kurumu, ticari kurulus veya kar amaci giitmeyen kurulus
tarafindan finansal olarak desteklenmemistir.
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Yapay Zeka Kullanim Beyam

Makalenin hazirlanmasi siirecinde yapay zeka araglarindan yalnizca dil diizenleme, geviri
destegi ve anlatim iyilestirmesi amaciyla sinirli 6l¢iide yararlanilmistir. Yapay zeka araglari
tarafindan yapilan geviri ve dil diizenlemeleri tarafimdan dikkatle kontrol edilmistir. Yapay zeka
araglart calismanin bilimsel igeriginin, aragtirma tasariminin, analizlerinin veya akademik
sonuclarinin olusturulmasinda kullanilmamistir. Makalenin icerigine iliskin tiim akademik
sorumluluk bana aittir.

Telif Haklar1 ve izinler
Telif hakk:i gerektiren materyaller kullanilmigsa gerekli izinlerin alindigini ve c¢alismanin
herhangi bir fikri miilkiyet hakkini ihlal etmedigini beyan ederim.

Yazar Onay1

Makalenin son hélini okudum, onayladim ve yayimlanmasin kabul ettigimi beyan ederim
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