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Orhan Veli Kamikin “I¢inde” Siirine Deyisbilimsel Bir Yaklasim

Dilek Askin Sarica”

Abstract: This study aims to examine Orhan Veli Kanik’s poem “I¢inde” within the framework of stylistics
through a qualitative and text-centred approach. In the analysis of the poem’s semantic universe, Geoffrey
Leech’s theory has been taken as the basis, and fundamental stylistic criteria such as “repetition”,
“foregrounding”, “deviation”, and “parallelism”, which constitute the main areas of stylistic analysis, together
with “contrast”, have been employed. Through a close reading based on the linguistic structure of the poem,
the study seeks to analyse the layers of meaning within the text and to explain their contribution to the formation
of the poet’s style. Accordingly, the poem has been evaluated not merely in terms of superficial features such
as metre, thythm, and rhyme, but through a holistic approach that considers word choice, sound patterns, formal
structure, and semantic relationships.

The analysis reveals that, despite its short and single-stanza structure, the poem “Icinde” possesses a dense
layer of meaning and establishes rhythmic and semantic coherence through repetitions, key words, and sound
patterns. In particular, the repetition of words such as “i¢inde” and “var” functions both as a means of creating
harmony and as an element that deepens meaning. The regularity of the syllabic structure and the rhythmic
variation between lines can be regarded as elements associated with the poem’s dynamic progression.
Similarly, the prominent use of vowels and consonants at the phonetic level can be considered among the
factors contributing to the poem’s soft and melodious expression.

Furthermore, inverted structures, syntactic foregrounding, and contrasts emerge as significant elements that
reinforce both formal and semantic relationships within the text. The interaction between concrete and abstract
concepts in the poem can be considered to contribute to the formation of a semantic field extending from
individual existence to a social and universal plane. In conclusion, this study demonstrates that the poem
“I¢inde” presents a distinctive structure that produces rich meaning through a limited number of words and
establishes a harmonious relationship between elements of rhythm, sound, and meaning. It also emphasises
that stylistic analysis is an effective method for achieving an in-depth understanding of literary texts.
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Oz: Bu calisma, Orhan Veli Kanik’in “Iginde” adli siirini nitel ve metin merkezli bir yaklasimla Deyisbilim
cergevesinde incelemeyi amaglamaktadir. Arastirmada, siirin anlam evreninin ¢6ziimlenmesinde Geoffrey
Leech’in teorisinden yola c¢ikilarak deyisbilimin temel inceleme alanlari arasinda yer alan “yineleme”,
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CEINT3

“Onceleme”, “sapma” ve “kosutluk”a ek olarak “karsitlik” gibi temel deyisbilimsel dl¢iitler esas alinmistir. Bu
sekilde, siirin dilsel yapilanmasi iizerinden gergeklestirilecek yakin okuma araciligiyla, metnin anlam
katmanlar1 ¢6ziimlenerek sairin tislubunun olusumuna sundugu katk: agiklanmaya caligiimigtir. Bu dogrultuda
siir, yalnizca 6l¢i, ritim ve uyak gibi ylizeysel 6zellikleriyle degil; sozciik secimi, ses orgiisii, bicimsel yap1 ve
anlamsal iliskiler bakimindan biitiinciil bir yaklasimla degerlendirilmistir. Inceleme sonucunda, “icinde”
siirinin kisa ve tek bdliimlil yapisina ragmen yogun bir anlam katmanina sahip oldugu; yinelemeler, anahtar
sozciikler ve ses tekrarlari araciligtyla ritmik ve anlamsal bir biitiinliik kurdugu tespit edilmistir. Siirde 6zellikle
“icinde” ve “var” gibi sozciiklerin yinelenmesi, hem ahenk unsuru olusturmakta hem de anlam
derinlestirmektedir. Hece yapisindaki diizenlilik ve dizeler arasindaki ritmik degisim, siirin dinamik
ilerleyisiyle iliskili unsurlar olarak degerlendirilebilir. Benzer bi¢imde, ses diizeyinde dne ¢ikan iinlii ve iinsiiz
tercihleri, siirin yumusak ve melodik bir sdyleyise sahip olmasina katki saglayan etkenler arasinda
disiiniilebilir. Ayrica devrik yapilar, soz dizimsel dncelemeler ve karsitliklar, metinde hem bigimsel hem de
anlamsal iligkileri gliglendiren 6nemli unsurlar olarak 6ne ¢ikmaktadir. Siirde somut ve soyut kavramlar
arasindaki etkilesimin, bireysel varolustan toplumsal ve evrensel bir diizleme uzanan bir anlam alaninin
olusumuna katki sagladigi degerlendirilebilir. Sonug olarak ¢aligma, “i¢inde” siirinin az sézle ¢ok anlam
iireten, ritim, ses ve anlam Ogeleri arasinda uyumlu bir iliski kuran 6zgiin bir yap: sergiledigini ortaya
koymakta; deyisbilimsel ¢oziimlemenin edebi metinlerin derinlemesine anlasilmasinda etkili bir yontem
oldugunu vurgulamaktadir.

Anahtar Kelimeler: Deyisbilim, siir sanati, Orhan Veli Kanik, I¢inde, Geoffrey Leech.
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Structured Abstract:

This study aims to examine Orhan Veli Kanik’s poem “I¢inde” through Geoffrey Leech’s stylistic
approach and to reveal the poem’s linguistic, formal and semantic structure. Based on the assumption that the
semantic world of the poem can be analysed not only through thematic elements but also through the linguistic
choices that constitute the internal organisation of the text, the study adopts stylistic criteria such as repetition,
foregrounding, deviation, parallelism and contrast. In this context, the primary aim of the study is to determine
how the linguistic units used in the poem are transformed into an aesthetic structure, to identify the functions
of word and sound choices in the construction of meaning, and to reveal how these elements contribute to the
stylistic features that constitute Orhan Veli’s poetic language. The study seeks to demonstrate the relationship
between the formal mechanisms underlying the simple expression observed in the surface structure of the poem
and its layers of meaning. Accordingly, the poem is evaluated not only in terms of meaning but also through a
holistic analysis of sound, word choice, morphological structure, syntax and semantic structure.

The research was conducted within a qualitative research design and a text-centred analysis approach.
The data source of the study is Orhan Veli Kanik’s poem “iginde”. The poem was analysed through close
reading based on Geoffrey Leech’s stylistic approach, and the stylistic features of the text were evaluated under
the categories of repetition, foregrounding, deviation, parallelism and contrast. During the analysis process, the
phonological, morphological, syntactic and semantic levels of the poem were examined together. Within this
framework, sound repetitions, word and suffix repetitions, punctuation usage, foregrounded linguistic
elements, structures that deviate from conventional language use, and conceptual relationships within the poem
were analysed. Thus, the poem was evaluated not merely in terms of its content, but also through the network
of relationships among the linguistic signs that constitute its meaning.

The findings demonstrate that the poem “Iginde” constructs an intense and multi-layered structure of
meaning through a limited number of linguistic elements. The structural analysis revealed that the poem
consists of 129 characters, 56 syllables, 19 words, 3 statements, 5 lines and a stanza, including the title. While
the equal number of syllables in the first three lines creates a rhythmic pattern within the poem, it was
determined that the increase in syllable count in the fourth line and the significant decrease in the final line
foreground the word “yokluk™ (“absence”) in terms of meaning. The analysis of repetition revealed that the
words “iginde” (“within”) and “var” (“existence/there is”) constitute one of the poem’s central semantic and
rhythmic elements. The repetition of the word “iginde” in the title and throughout the lines contributes to the
presentation of entities as existing within an interconnected relationship; furthermore, the use of the locative
suffix creates a structure that supports the shift from spatial meaning towards existential connotations. The
phonological analysis showed that the poem contains 56 vowel sounds and 72 consonant sounds. Among the
vowels, /i/ (18) and /a/ (17) are the most prominent, while among the consonants, /r/ (11), /d/ (9) and /n/ (8)
occur most frequently. In addition, the use of 57 soft consonants and 15 hard consonants in the poem has been
evaluated as a stylistic choice contributing to the formation of a fluent and soft sound structure in its delivery.
The foregrounding analysis revealed that plural suffixes and first-person plural possessive suffixes
(“denizlerimiz”, “agaglarimiz”) are emphasised, and that this usage creates a semantic structure moving from
individual expression towards a shared sense of belonging. At the syntactic level, inverted structures and
foregrounded elements were found to determine the centres of emphasis in the poem; in particular, the
expression “yokluk i¢inde” (“within absence”) in the final line was identified as a key element that reorganises
the poem’s entire semantic structure. From the perspective of deviation, it was determined that the poem
contains no significant orthographic or lexical deviations; however, inverted structures and usages that depart
from conventional syntactic order contribute to the strengthening of poetic expression. In terms of parallelism
and contrast, the oppositions of “var/yokluk” (“existence/absence’), “sabah/aksam” (“morning/evening”) and
“gider/gelir” (“go/come”) were found to constitute the fundamental semantic axes of the poem. The
combination of concrete natural elements such as the sea, the sun, trees and leaves with the concept of
“absence” creates an existential field of contrast within the poem.

In conclusion, the study demonstrates that the poem “Iginde” contains a strong formal organisation
and a multi-layered structure of meaning beneath its simple appearance. The stylistic analysis reveals that the
aesthetic value of the poem arises not only from the meaning it conveys but also from the relationships among
sound repetitions, word choices, suffix usage, syntactic arrangements and semantic contrasts. The findings of
the study show that Orhan Veli Kanik’s transformation of everyday language into poetic expression is achieved
through the conscious use of linguistic signs. In the poem “Iginde”, the relationships among natural elements,
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human experience and the concept of absence are transformed into a coherent semantic field through stylistic
elements. In this respect, the study demonstrates the effectiveness of the stylistic approach in text-centred
analyses of modern Turkish poetry and contributes to the examination of the relationship between the formal
characteristics of poetic language and processes of meaning construction through stylistic methods.

Keywords: Stylistics, poetics, Orhan Veli Kanik, Icinde, Geoffrey Leech.
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Résumé Structuré:

Cette étude vise a examiner le poéme « Iginde » d’Orhan Veli Kanik a travers 1’approche stylistique
de Geoffrey Leech, et a mettre en lumiére la structure linguistique, formelle et sémantique du texte. Partant de
I’hypothése que ’univers sémantique du po¢me peut étre analysé non seulement par ses éléments thématiques
mais aussi par les choix linguistiques qui constituent 1’organisation interne du texte, 1’étude adopte des critéres
stylistiques tels que la répétition, la mise en relief, la déviation, le parallélisme et le contraste. Dans ce cadre,
I’objectif principal est de déterminer comment les unités linguistiques employées dans le poéme se
transforment en une structure esthétique, d’identifier les fonctions des choix lexicaux et sonores dans la
construction du sens, et de montrer comment ces ¢léments contribuent aux caractéristiques stylistiques qui
définissent la langue poétique d’Orhan Veli. L’étude cherche ainsi a démontrer la relation entre les mécanismes
formels sous-jacents a la simplicité apparente de la structure de surface et les différentes couches de
signification. En conséquence, le poéme est évalué non seulement du point de vue du sens, mais aussi a travers
une analyse holistique du son, du choix lexical, de la morphologie, de la syntaxe et de la structure sémantique.

La recherche s’inscrit dans un cadre qualitatif et adopte une approche analytique centrée sur le texte.
La source des données est le poéme « Iginde » d’Orhan Veli Kanik. Le poéme a été analysé par une lecture
attentive fondée sur 1’approche stylistique de Geoffrey Leech, et ses caractéristiques stylistiques ont été
évaluées selon les catégories de répétition, mise en relief, déviation, parallélisme et contraste. Au cours de
I’analyse, les niveaux phonologique, morphologique, syntaxique et sémantique ont été étudiés conjointement.
Dans ce contexte, les répétitions sonores, les répétitions de mots et de suffixes, I’'usage de la ponctuation, les
¢éléments linguistiques mis en relief, les structures qui s’écartent de 1’'usage conventionnel de la langue, ainsi
que les relations conceptuelles internes au poéme ont été examinés. Ainsi, le poéme n’a pas été évalué
uniquement en fonction de son contenu, mais aussi a travers le réseau de relations entre les signes linguistiques
qui construisent son sens.

Les résultats montrent que le poéme « Iginde» construit une structure de signification dense et
plurielle a partir d’un nombre limité d’éléments linguistiques. L’analyse structurelle a révélé que le poéme se
compose de 129 caracteéres, 56 syllabes, 19 mots, 3 énoncés, 5 vers et une strophe incluant le titre. L’égalité du
nombre de syllabes dans les trois premiers vers crée un schéma rythmique, tandis que 1’augmentation du
nombre de syllabes au quatriéme vers et la diminution significative au dernier mettent en relief le mot
«yokluk » («absence ») sur le plan sémantique. L’analyse des répétitions a montré que les mots « iginde »
(« dans/a I’intérieur ») et « var » (« il y a/existence ») constituent des éléments centraux du rythme et du sens.
La répétition du mot « iginde » dans le titre et dans les vers contribue a présenter les entités comme existant
dans une relation interconnectée ; de plus, 1’usage du suffixe locatif soutient le passage du sens spatial vers des
connotations existentielles. L’analyse phonologique a révélé que le poéme contient 56 voyelles et 72
consonnes. Parmi les voyelles, /i/ (18) et /a/ (17) sont les plus fréquentes, tandis que parmi les consonnes, /1/
(11), /d/ (9) et /n/ (8) dominent. En outre, I’emploi de 57 consonnes douces et 15 consonnes fortes a été
interprété comme un choix stylistique contribuant a une structure sonore fluide et douce. L’analyse de la mise
en relief a montré que les suffixes du pluriel et les suffixes possessifs de la premicre personne du pluriel
(« denizlerimiz », « agaglarimiz ») sont accentués, créant une structure sémantique qui évolue de I’expression
individuelle vers un sentiment partagé d’appartenance. Sur le plan syntaxique, les structures inversées et les
¢éléments mis en relief déterminent les centres d’accentuation du poéme ; en particulier, 1’expression « yokluk
i¢cinde » (« dans 1’absence ») au dernier vers constitue un élément clé qui réorganise I’ensemble de la structure
sémantique. Du point de vue de la déviation, il a été constaté que le poéme ne présente pas de déviations
orthographiques ou lexicales significatives ; cependant, les structures inversées et les usages qui s’écartent de
I’ordre syntaxique conventionnel renforcent I’expression poétique. En termes de parallélisme et de contraste,
les oppositions « var/yokluk » (« existence/absence »), « sabah/aksam » (« matin/soir») et « gider/gelir »
(« part/arrive ») constituent les axes sémantiques fondamentaux du poéme. L’association d’éléments naturels
concrets tels que la mer, le soleil, les arbres et les feuilles avec le concept d’« absence » crée un champ
existentiel de contraste au sein du texte.

En conclusion, 1’étude démontre que le poéme « iginde » posséde une organisation formelle solide et
une structure de signification plurielle sous son apparente simplicité. L’analyse stylistique révele que la valeur
esthétique du poéme découle non seulement du sens qu’il transmet, mais aussi des relations entre les répétitions
sonores, les choix lexicaux, 1’usage des suffixes, les agencements syntaxiques et les contrastes sémantiques.
Les résultats montrent que la transformation de la langue quotidienne en expression poétique chez Orhan Veli

www.turkishstudies.net/language



5826 Dilek Agkin Sarica

Kanik s’accomplit par I’usage conscient des signes linguistiques. Dans le poéme « I¢inde », les relations entre
les éléments naturels, I’expérience humaine et le concept d’absence sont transposées en un champ sémantique
cohérent grice aux éléments stylistiques. A cet égard, 1’étude met en évidence I’efficacité de ’approche
stylistique dans les analyses textuelles centrées sur le texte de la poésie turque moderne et contribue a I’examen
de la relation entre les caractéristiques formelles de la langue poétique et les processus de construction du sens
par des méthodes stylistiques.

Mots-Clés: Stylistique, poétique, Orhan Veli Kanik, I¢inde, Geoffrey Leech.

Resumen Eestructurado:

Este estudio tiene como objetivo examinar el poema «iginde» de Orhan Veli Kanik a través del
enfoque estilistico de Geoffrey Leech, y revelar la estructura lingiiistica, formal y seméantica del texto. Partiendo
de la hipdtesis de que el universo semantico del poema puede analizarse no solo mediante elementos tematicos,
sino también a través de las elecciones lingiiisticas que constituyen la organizacion interna del texto, el estudio
adopta criterios estilisticos como la repeticion, el realce, la desviacion, el paralelismo y el contraste. En este
contexto, el objetivo principal es determinar como las unidades lingiiisticas utilizadas en el poema se
transforman en una estructura estética, identificar las funciones de las elecciones léxicas y sonoras en la
construccion del significado, y mostrar como estos elementos contribuyen a las caracteristicas estilisticas que
conforman el lenguaje poético de Orhan Veli. El estudio busca demostrar la relacion entre los mecanismos
formales que subyacen a la expresion aparentemente simple de la estructura superficial del poema y sus capas
de significado. En consecuencia, el poema se evaliia no solo en términos de sentido, sino también mediante un
analisis holistico del sonido, la eleccion de palabras, la estructura morfologica, la sintaxis y la estructura
semantica.

La investigacion se desarrolld dentro de un disefio cualitativo y un enfoque de analisis centrado en el
texto. La fuente de datos es el poema «iginde» de Orhan Veli Kanik. El poema fue analizado mediante una
lectura detallada basada en el enfoque estilistico de Geoffrey Leech, y las caracteristicas estilisticas del texto
se evaluaron bajo las categorias de repeticion, realce, desviacion, paralelismo y contraste. Durante el proceso
de analisis, se examinaron conjuntamente los niveles fonoldgico, morfoldgico, sintactico y semantico. En este
marco, se analizaron las repeticiones sonoras, las repeticiones de palabras y sufijos, el uso de la puntuacion,
los elementos lingiiisticos destacados, las estructuras que se apartan del uso convencional de la lengua y las
relaciones conceptuales dentro del poema. De este modo, ¢l poema fue evaluado no unicamente por su
contenido, sino también a través de la red de relaciones entre los signos lingiiisticos que constituyen su
significado.

Los hallazgos demuestran que el poema «iginde» construye una estructura intensa y pluricapa de
significado mediante un nimero limitado de elementos lingiiisticos. El anélisis estructural revel6 que el poema
consta de 129 caracteres, 56 silabas, 19 palabras, 3 enunciados, 5 versos y una estrofa, incluyendo el titulo.
Mientras que el nimero igual de silabas en los tres primeros versos crea un patron ritmico, se determiné que el
aumento en el cuarto verso y la disminucion significativa en el ultimo ponen en primer plano la palabra
«yokluk» («ausenciay») en términos de sentido. El analisis de la repeticion mostrd que las palabras «i¢inde»
(«dentro/en») y «varm («hay/existencia») constituyen uno de los elementos semanticos y ritmicos centrales del
poema. La repeticion de la palabra «ig¢inde» en el titulo y a lo largo de los versos contribuye a presentar las
entidades como existentes dentro de una relacion interconectada; ademas, el uso del sufijo locativo crea una
estructura que apoya el paso del significado espacial hacia connotaciones existenciales. El analisis fonologico
mostrd que el poema contiene 56 vocales y 72 consonantes. Entre las vocales, /i/ (18) y /a/ (17) son las mas
destacadas, mientras que entre las consonantes predominan /r/ (11), /d/ (9) y /n/ (8). Asimismo, el uso de 57
consonantes suaves y 15 consonantes fuertes se evalué como una eleccion estilistica que contribuye a la
formacion de una estructura sonora fluida y suave en su recitacion. El analisis del realce reveld que los sufijos
de plural y los sufijos posesivos de primera persona plural («denizlerimiz», «agaglarimiz») se enfatizan, y que
este uso crea una estructura semantica que se desplaza de la expresion individual hacia un sentido compartido
de pertenencia. A nivel sintactico, se encontr6 que las estructuras invertidas y los elementos destacados
determinan los centros de énfasis en el poema; en particular, la expresion «yokluk iginde» («dentro de la
ausencia») en el ultimo verso fue identificada como un elemento clave que reorganiza toda la estructura
semantica del poema. Desde la perspectiva de la desviacion, se determind que el poema no contiene
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desviaciones ortograficas o 1éxicas significativas; sin embargo, las estructuras invertidas y los usos que se
apartan del orden sintactico convencional contribuyen al fortalecimiento de la expresion poética. En términos
de paralelismo y contraste, las oposiciones «var/yokluk» («existencia/ausenciay), «sabah/aksamy
(«mafiana/tarde») y «gider/gelir» («va/ viene») constituyen los ejes semanticos fundamentales del poema. La
combinacioén de elementos naturales concretos como el mar, el sol, los arboles y las hojas con el concepto de
«ausenciay crea un campo existencial de contraste dentro del poema.

En conclusion, el estudio demuestra que el poema «i¢inde» contiene una fuerte organizacion formal
y una estructura de significado pluricapa bajo su apariencia simple. El analisis estilistico revela que el valor
estético del poema surge no solo del sentido que transmite, sino también de las relaciones entre las repeticiones
sonoras, las elecciones 1éxicas, el uso de sufijos, las disposiciones sintacticas y los contrastes semanticos. Los
hallazgos muestran que la transformacion de la lengua cotidiana en expresion poética por parte de Orhan Veli
Kanik se logra mediante el uso consciente de los signos lingiiisticos. En el poema «iginde», las relaciones entre
los elementos naturales, la experiencia humana y el concepto de ausencia se transforman en un campo
semantico coherente a través de los elementos estilisticos. En este sentido, el estudio demuestra la eficacia del
enfoque estilistico en los andlisis textuales centrados en el texto de la poesia turca moderna y contribuye al
examen de la relacion entre las caracteristicas formales del lenguaje poético y los procesos de construccion de
significado mediante métodos estilisticos.

Palabras Clave: estilistica, poética, Orhan Veli Kanik, Icinde, Geoffrey Leech.

R R

AW BTEER Geoffrey Leech WUSUIASE71E5E % BRI -4:4]-FJE 5% (Orhan Veli Kanik)
HIEHE  (leinde) , RHIBS ~ PR S51E XEE o BT RME—RPEL RIS SRR (AT DS
HFWITCERSHT » 0] DU AL SCAS A SR H AR A = e BRI 1 ARBFE R T SRR A
WEE - it - RE - SEIT5EE - FIERT - vF9eey T2 B fn @i E 15 e FE S B
WAL B SELERY » IRBRE S B R A R IIIRE » HE X LT Z 0 E B TR
BRI - ERNARROE S RHE - AR R R RERE SR 2R ESER AT ENERVHIS E
NMERZENRZ - B > SECNMUERE ZEHE EEERHT » FEitEE =S ~ iigeiE - B8
L5 ~ AESTE R TR B -

AFER BT FE R SOCR LY 3T 7572 « BERIFE BRI 47 FRITHIREE - (
Iginde) . FFHEAAFIRFHET Geoffrey Leech HISUIARZETIEFTIAT » HUAFHEEEE ~ Aifik
RES  CFIT SRS MR o AR T WEEVE L - B - AIASIE E E S
BFE - AEERT - 5o FEEWEE - WIESHARNEER - iR SHIER - BEIES
TR - REEIIES ERAVEHY » DUIFIRINEIRE S R % - HiltE - RN O BT IR0
» [FIH B A R B S TS5 Z RIHYR Z AR5 -

WFEEE R - HE  (Icinde) WAHERMIES TEEMH—FIRETZERNVE L -
gERT BN 0 A 129 N, S6 DETT ~ 19 NMFEHE ~ 3 M1, SATIFAS 1 METT (B
&) Y o B =ATE TRV T RN S Y T IS T T I S & fE — 1T
SBER/VNEZEER F2EH T “yokluk” (“ER/ATFIE?) —if - EE TR > {7AE “icinde” (¢
E..... Z9) b “var? (“FEAEA) MK TRV OB XS TIZITE « FRilS TR R E HE
“iginde” A BT 2IEY)Z RINHE R Z 5 IEAh - IAFTIRZRAE P2 FF 17 M 22 8] B S RIFE R B
AL - BF TR IS 56 N E S 72 M HdooE A/ (18R B jal (17 k) HMZE
Ho gy (1) (Al O) 5/ ®IR) HBICRES « kAN R ERT 57T M TS
15 DEEE » X B —MoCR SRS B TR R A A B 451 » iR b 2x
SRR SE— AREEFTARKRIAZR (40 “denizlerimiz”. “agaglarimiz”) #HY3RE » XFPFEAIRE T M
MAFARE R ILED B EEE B - FEAAZEH o I3RS S 28T EE TRy IE o0
s HEERE 7Y “yokluk iginde” (“TEERICZ H”) BN EHr AR E 1FIE WS HTE -
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MAGEAERE - WHOSH BEENIETEBONLRE - 28 » BIESRE T E IR %
WER T IEIAEI ST - IEEITENEETE o “var/yokluk” (“TEAE/BRAS?) | “sabah/aksam” (“F.2/f%
o) | “gider/gelir” (“Z/2R”) BUNFILAIRL T RpsANEEANTE Wl ZR » A - KIH ~ RS EE
REATES R XSS » O T RN SRR EEia -

gE bRl - AW RIAEE  (einde) (EHMEINEZ TEEERA WP RAASZER
HIE X EEM « STRFESTHET > RN EENEANCETEREANE N KRB THEEE - 75
PEPE ~ AR ~ AELHESE OREEZ [BIfY5R £ o BFFREERER » BRI 4R R e el e s
FEMNERZA » S T RHEES BB FREANDRE - /£ (einde) o, BHICH., ALK
SRR SR Z [ 52 2B SR T B — MERAVIE M7 - EX—B N b KRR T
XARFETEERREFEIFICCA R LA havE RN » A THEITSFHEEIE R IESE X
MR [BIYR A

FERIE ¢ SURTE, 1FF o BURICHER]-RBT,  (Iginde) , Geoffrey Leech,

CrpykrypupoBanHoe Pe3iome:

Ilenb MaHHOTO MCCNENOBAHMS — PACCMOTPETh cTHXoTBOpeHHe «icinde» Opxama Benm Kanmka
yepe3 mpm3My crumuctudeckoro moaxoxa Ixeddpu Jlmdya w BHIIBUTH €T0 S3BIKOBYIO, (POPMAIBHYIO U
CEMAaHTHUYECKYIO CTPYKTypy. VIcXoas M3 MpearnonoKeHus, 9T0 CEMaHTUIECKAH MHP CTHUXOTBOPCHHS MOXKET
OBITh TPOAHANM3UPOBAH HE TOJBKO HYepe3 TEeMaTHYCCKHE JIIEMEHTBI, HO W Yepe3 S3BIKOBBIC BBIOOPHL,
(hopMupyroIne BHYTPEHHIOI OPTraHU3aIHI0 TEKCTA, HCCIECI0BAaHIE OMUPACTCS Ha CTIIIMCTHYSCKUE KPUTSPUH:
oBTOp, BeIABIDKeHHUE (foregrounding), oTKIOHEHHE, TApAIIIETU3M U KOHTPAcT. B 3TOM KOHTEeKCcTe OCHOBHAS
1[eNTb pabOThI 3aKITI0YACTCS B ONPEACICHUN TOTO, KaK HUCIIOJIb3YEMbIC S3BIKOBBIC CAMHUIIBI IPEOOPa3yIOTCS B
ACTETHUYCCKYIO CTPYKTYPY, B BBIABICHUU (YHKIUH BBIOOPA CJIOB U 3BYKOB IPH MOCTPOCHHUU CMBICIIA, & TAKXKE
B PACKPBITHH TOTO, KaK 3TH DJIEMEHTHI CIOCOOCTBYIOT (DOPMHPOBAHHIO CTUIMCTUUCCKHUX OCOOCHHOCTEH
moaTHYecKoro si3pika Opxana Benu. MccnenoBanue cTpeMUTCs MOKa3aTh B3aUMOCBA3b MEKTY (HOpMaTbHBIMU
MeXaHU3MaMHU, JIeKAITUMH B OCHOBE MIPOCTOI SKCTIPECCHH MMOBEPXHOCTHOM CTPYKTYPHI CTUXOTBOPEHHUS, U €r0
CMBICTIOBBIMHU CJ0SIMH. COOTBETCTBEHHO, CTHXOTBOPEHHE OLIEHUBAETCS HE TOJBKO C TOYKH 3PEHUS 3HAUCHUS,
HO W 4Yepe3 IICNOCTHBIA aHalM3 3BYKOBOH OpraHW3alWd, BEIOOpa CIIOB, MOP(HOIOTHYECKOW CTPYKTYPHI,
CHUHTaKCHCa W CEMaHTHKH.

UccnenoBanue BBINOJHEHO B paMKaxX KayeCTBEHHOIO JW3ailHa M TEKCTOLEHTPUPOBAHHOIO
AHAIMTUYECKOr0 NM0AX0a. ICTOUHMKOM JaHHBIX SIBJSIETCSI CTUXOTBOPEHUE «ig:inde» Opxana Benu Kanuka.
CTUXOTBOpEHHE OBLIO MPOAHATN3UPOBAHO METOIOM BHHUMATEIBHOTO YTEHHUS HA OCHOBE CTHIIMCTHYECKOTO
nogxona Jxepdpu Jlmya, a ero CTHIMCTHYSCKHE OCOOCHHOCTH OIIGHEHBI IO KAaTETOPHsAM: IIOBTOP,
BBIBIDKEHHE, OTKJIOHEHHWE, Mapajyiein3M U KOHTpacT. B mporecce aHanm3a COBMECTHO paccMaTpUBAIUCH
(hoHoNornueckuii, MOpHOIOTUIECKUI, CAHTAKCHYECKUN U CEMaHTUYECKUI YPOBHU. B 3TOM KOHTEKcTE OBLITH
M3YYEHBI 3BYKOBBIE MOBTOPHI, MOBTOPEHUE CIOB M CYy(HPHUKCOB, UCIONB30BAHUE MYHKTYAIIUH, BBIIEICHHBIE
SI3BIKOBBIE DJIEMEHTBI, CTPYKTYPBI, OTKJIOHSIOIIUECS OT TPAJUIIMOHHOTO YIOTPEOJICHUs S3bIKa, a TaKXKe
KOHIIENITYaJbHbIE CBSI3W BHYTPH TEKCTa. Takum 00pa3oM, CTUXOTBOpPEHHE OIIEHUBAJIOCh HE TOJBKO IO
COJIepP KaHHNI0, HO U Ye€pe3 CETh OTHOIIEHUH MEXy SA3bIKOBBIMU 3HAKaMU, (POPMUPYIOIIUMH €TO CMBICIL.

Pe3ybTaThl TIOKa3BIBAIOT, YTO CTHXOTBOpeHHe «i¢inde» CTPOUT HACHINIEHHYIO W MHOTOCIONWHYIO
CTPYKTYpY 3HAUEHHMH MOCPEACTBOM OIPAHUYEHHOIO YHUCIA SI3BIKOBBIX 371€MEHTOB. CTPYKTypHBIH aHaNu3
BBISIBUJI, YTO CTUXOTBOPEHHE cOCTOUT U3 129 3HaKoB, 56 cioros, 19 cioB, 3 BbICKa3bIBaHUH, 5 CTPOK U OAHON
cTpo(BI, BKIIIOYAs 3aryiaBue. PaBHOE KOJIMYECTBO CIIOTOB B MEPBBIX TPEX CTPOKaX CO3MAET PUTMHUECKHUI
PHUCYHOK, TOT/1a KaK YBEIMYEHHE YHCIIa CJIOTOB B UeTBEPTOM CTPOKE U 3HAUUTEIBHOE COKpAILlEHHE B IIOCIIEAHEN
BEIIENAIOT CI0BO «yokluk» («oTcyTCcTBHE)») B CEMaHTHUECKOM IUTaHE. AHAIN3 MOBTOPOB MOKA3aj, YTO CIIOBA
«icinde» («BHYTpH/B») M «var» («ecTh/CyIIeCTBOBaHHE)») 00pa3ylOT IIEHTPATbHBIE CEMAaHTHYECKHE U
PUTMUYECKHE 3JIEeMEHTH CTUXOTBOpeHus. IloBTop cioBa «iginde» B 3armaBuu W CTPOKax CHOCOOCTBYET
MPEICTaBICHUIO CYIIHOCTEH KaK HaXOMIAIINXCS BO B3aHMOCBS3H; KPOME TOTO, MCIIOIB30BaHHUE JIOKATHBHOTO
cyddurca mommepkuBaeT Mepexos OT MPOCTPAHCTBEHHOTO 3HAYCHMS K 3K3UCTEHIIMAIBLHBIM KOHHOTAIIHSM.
DOHOJOTHYECKUH aHATTN3 TI0KA3aJl, 9YTO CTUXOTBOPEHHE COJEPKUT 56 TTIACHBIX M 72 COTTIAcHHIX 3ByKa. Cpenn
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riacHbIX HanOosee yactoTHeI /i/ (18) u /a/ (17), cpenu cormacueix — /r/ (11), /d/ (9) u /n/ (8). Kpome Toro,
UCTIONB30BaHUE 57 MATKAX W 15 TBEPABIX COTNACHBIX OBUIO OIIGHEHO KaK CTHIMCTHYECKHH BHIOOP,
CHOCOOCTBYIOMIHN (POPMHUPOBAHMUIO TUIABHOW M MSTKOH 3BYKOBOU CTPYKTYpPHI. AHAIH3 BBIABIDKCHHS ITOKA3al,
YTO BBIACISIOTCA CY(QOHUKCH MHOXECTBCHHOTO YHCIIA W TPUTSDKaTeNbHBIE Cy(pQHKCH mepBoro mia
MHOXecTBeHHOTO umcia («denizlerimizy, «agaglarimiz»), 9ro co3maér ceMaHTHYECKYH CTPYKTYpY,
MEePEXOSIIYI0 OT MHIUBHIYAIFHOTO BEIPaKEHNUS K 00IIeMy 4yBCTBY NpHHAAIC)KHOCTU. Ha cHHTaKcHYeckoM
YpOBHE OBLIO YCTAHOBJICHO, YTO WHBEPCHU M BBIJCICHHBIC SJIEMEHTHI ONPENENISIOT LEHTPHl aKLEHTa B
CTHXOTBOpeHHH; ocobeHHO BhlpakeHue «yokluk icinde» («B oTcyrcTBHM») B mOCHEAHEH CTpoke OBLIO
NPU3HAHO KIIIOUEBBIM 3JEMEHTOM, IEPECTPaMBAIOIIMM BCIO CEMAaHTHYECKYI0 CTPYKTYpYy Tekcra. C TOYKH
3pEHUS OTKIIOHEHUS OBUIO YCTaHOBJIEHO, YTO CTUXOTBOPEHHE HE COJIEPIKUT 3HAUUTEIBHBIX Opdorpadhuueckux
WIN JIEKCHYECKUX OTKJIOHEHHWH; OJHAKO HWHBEPCHUM M YIOTPEOJICHHS, OTXOIIIUE OT TPaJULIMOHHOTO
CHHTAKCHYECKOI'0 TIOps/IKa, YCHIMBAIOT MO3THYECKYIO DKCIIpeccHio. B ruiaHe mapamienusma M KOHTpacTa
npoTtuBoniocTaBieHns «var/yokluk» («cymecTBoBaHme/oTCyTCTBHEY), «sabah/aksam» («yTpo/Beuep») u
«gider/geliry («yXomuT/mpuXoauT») 00Pa3yIOT (yHIaMEHTAJIbHBIE CEMAHTUIECKHE OCH CTHUXOTBOPEHHUS.
CoueraHne KOHKPETHBIX HPUPOJHBIX 3JIEMEHTOB — MOPSI, COJHIA, AEPEBBEB M JIUCTHEB — C INOHATHEM
«OTCYTCTBHE» CO3MAET HK3UCTEHINAILHOE MOJIe KOHTpacTa BHYTPH TEKCTA.

B 3akmodeHHe, HCCIIENOBaHHE TOKA3bIBaeT, 4To cTuxoTBopenne «i¢inde» o6namaer cumbHOl
(hopMabHON OpraHM3aIMe 1 MHOTOCIIONHON CTPYKTYpOH 3HaYCHUH TOJ] CBOSH MPOCTON BHEIIHEH (OpPMOIi.
CTUIHCTHYECKUM aHANM3 BBIABISET, YTO 3CTETUYECKas LIEHHOCTh CTUXOTBOPEHHUS BO3HHKAET HE TOJIBKO U3
nepenaBaeMoro CMbICiia, HO ¥ M3 OTHOIIGHHH MEXIy 3BYKOBBIMH IIOBTOPaMH, BBIOOPOM CJIOB,
UCIIOJNIb30BaHHEM Cy(D(UKCOB, CHHTAKCHYECKUMH IIOCTPOCHUSMH M CEMaHTHYECKHMMH KOHTPAaCTaMH.
PesynpTaThl HccieqoBaHUS TOKA3bIBAIOT, YTO Mpeodpa3zoBaHue OpxaHom Benum KaHukoM moBceaHEBHOTO
S3bIKa B MOITHYECKOE BBIPAXKEHHE JOCTHTaeTcs IMOCPEACTBOM CO3HATENBHOT'O HCIIOJIB30BAHMS S3BIKOBBIX
3HaKoB. B cruxorBopennn «i¢inde» oTHOIIEHHS MeTy TIPHPOIHBIMU 3JIEMEHTAMH, YETOBEIECKHM OIBITOM
Y TIOHATHEM OTCYTCTBHS TPaHC(HOPMHUPYIOTCS B CBSI3HOE CEMAaHTHYECKOE ToJie Oiaroiaps CTHIMCTHYECKUM
3JIEMEHTaM. B 3TOM OTHOIIEHNH HCCIIEAOBaHUE IEMOHCTPUPYET 3PPEKTUBHOCTh CTHIIMCTHIECKOTO MOAX01a
B TEKCTOLICHTPHPOBAHHBIX aHAJIN3aX COBPEMEHHOM TypEeLKOH TO331H H CIIOCOOCTBYET H3yUCHUIO B3aUMOCBS3H
MEXAy (OPMaTbHBIMH XapaKTEPUCTHKAMH MOATHYECKOTO S3bIKa M IPOLECCaMH ITOCTPOCHHUS CMBbICTA
MOCPE/ICTBOM CTHIIMCTHYECKHX METOJIOB.

Kmouepbie Cl10Ba: CTHIHCTHKA, H03THKA, Opxan Bemu Kanuk, «I¢inde», Txeddpu Jnu.

S -

U A b B%’Q’q Gh?_E:"FT CNICIIRED (Orhan Veli Kanik) P Bl «I¢index» DI ST
(Geoffrey Leech)ﬁ%ﬁqﬁ%mmﬁﬁ@ﬁﬁm ﬁmaﬁw, M= quT 3rfird
TR I IR BT & | 39 YRUN W TR fob widar o1 31 Sivrd ot fawwmra dedl & A1y 3 &)
eI, gfep I HINS fasmeat & ey O it faxafid foram S Tehdr 8 S UTe 1 3HidRes ST TaT
&1 fmtor #d 8, SiereH o TRIGRY, SAYMA (foregrounding), faare, THIARET 3R faRly Sy Qefira
HHES MUY U B 3 HeH F, e o1 4o Sed U6 Fuild B 8 b dfdar & ggad wits
3H1RAl [P UPHR Ue Aieaicddd Ia-1 § UidiRd gidl §, Ueq 3R iy 79+ 3rf fafor § {5y ueR
®1 B B, 3R A T 3R Jeft B BT HINT B AT faRwaraii & H& AnreM ad &1 e g8
eI ST A8 § b wfadr ot Tae! WRa § foxars 37 arelt Wt siftreafad & W S99 Siiveie
T HRRA § 3R 9 31 $ IRl I 5 HSfUd § 1 34l FHiddr b1 i dhad o & Do 4 g 7,
gﬁw"?ﬂﬁ,ﬂ&{dqd, FTUTHS TR, TGO 3R 31 TamT & gH3 fazaor & Arend ¥ fopam

|

g MY NS UM FSTTe SR Ura-dfed fazerv effeion & siard fasan mar| srema= &1
T AId 3RS dell BIHD DI BT «icinder &1 HIAAT BT FIZATUT BT T BT AT Ugfd R
TR T8+ U3 gRT foban a1, 3R U168 &1 AainTd faRwdmefl &1 Jedid gRIgh, sufl, fages,
AR 3R faRiy o A0l & b mar1 fazayor Ufshar & SR Siddl & @D, FUED,
IR SR HTd TRl &1 Vgad ©U I URIef01 fora 7471 39 old § eaf TRigh, Xea 3R T
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TRIgRT, forRm gl &1 T, U Wi ded, TRORITd HTST ST & faaferd TRemTE, aut wiad & HiaR
D ARG Taelt 1 faeror fasar 7| 39 YR Hiadl BT Jedid Had ID! %@nsrr\fu?
g1, Sfew 39 WIS fagl & ey Aead & a1erd ¥ foar mar ot 39 31 &1 Ao avd ©

WQWW%%W«I(;mde»@'&lﬁ’l—mﬁ%mmaw@TWG{QT‘
A1 &1 0T Rt § | TR fA=ReIvur ¥ WY g3t o wiaar 120 Ui, 56 AT, 19 edl, 3 aTert,
5 Gfdat SR U e (e Tiee) A S € | e i Uik & W AR ) G i & e
U Iad HR! §, Saiep ardt dfad o AEnsit & g ok sifow dufda o S oot orf &t e &
«yokluk» («G{_jrq'@lﬁ ») Req Pl g9 CEIG]] % | Wﬁl & fo=aior 9 gdr 9ot fo «iginde» («W/'l-ﬂ?ﬁ»)
ﬁ?«var» («%/HF\‘%@'»)WW%WH&@TWH@WWW%IWﬁ?wff
«iginde» B GRIGNRT a3 P TRER Faie T T el o; 1Y BT, RIFATaD Yag BT YA R 37
RT3 BT 3R HhHUT D1 FHUT <efl 8 | -1 fAReIwur J Ul <refl fob Bfaan H 56 TR 3R 72
o @l g1 @RI A /i/ (18) MR /a/ (17) TIY YW §, STafd o | A/ (11), /d/ (9) 3R /n/ (8) Ta
3R IR 317 § | ST Sifafad, Haar & 57 HIHd oo IR 15 HAR EST1 BT TRINT T [eiiTd faded
& =0 H @1 T, S Ugfa & yargadt $iR SHiAd e Tae1 &1 fAafor sar g1 spryfly faweryor 3 uar
Tal fdb EREERRERE 3R TYy TN dgdo- YYD YA («denizlerimizy, «agaglarimizy) Cal qq9dr af
TS &, 3R S TN Y SAfRATA SHf¥eafat A A Heiesiy 1 3R 31 TRa1 BT v gie 8 | arerifd=ar
TR WR, Iee WY 3R YW I Hiaar § Farard dal & Rufikd axd &; foviy =0 § sifow dfe &
«yokluk iginde» («\Hﬁ@fﬁf% 'J-ﬁ?ﬁ») 3Hfeafad I Hiadr dt ﬂtﬂﬁ 31 T Ehlfﬂqjﬁ%_d WWW
dIcd HI1 7T | f3re o 2f¥ep1ur §, Hfadr H BIs Seeia-1y a1 a1 Searaeh fd=re 781 urdy 11, quy,
e WA 3R TRIRFTT ARIfa-0r %0 ¥ fiF UaI SH1eardsd sifiaafad &1 geg $Rd § | JHMIaRd]
3R faRiy & o ﬁ, «var/yokluk» («m/ﬁ@ﬁ»), «sabah/aksam» («Jd6/RTH») 3R «gider/gelir»
(T3 & faRYy wfadr &) ga srf ¢t o1 fafor o 81 9z, 9, ger oik ufRkrl S o1 wrpfae
aa‘fag«&ﬂcr@ﬂ%l»aﬁmw%muwﬁﬁmmaﬁﬂmwmﬁﬁumwﬁﬁm
CRGIED

fepvia:, 31eqg Ug SRITdT § fob BfaaT «icinde» 30T TR IufRUfA & Ui Uep Txraa SNu=Re
TS SR TgRIg 3 Tar gHIfed HRdt 81 Qe fazawor § Ty gian g fob wfaar &1 died
$Had YD gRT WU 31 I 8 e, Sfewp el grRIg i, <ee T8, Uad UANT, ATafG-aTRIe Hawl
3T faRiell & ote Tael & it Sauet g1 81 31w & sy U foward § i 3iRe™ el eifie gri
2 HIWT BT DTS Hfieafdd H wuidur Wi gl & = uaiT & Aread § G gidT 81 Sfdar
«Iginde» T TTHfd deal, AR 3Ha 3R SRR FF rayron & o9 ey Aehrd dedt & Hremd I
T UTd o & H TUiald g §1 30 e Y, semme anyd Jof Hiadl & ure-hisd fazawon o
QT DD B THTIRIAT BT UeiRfd PR § 3R PIod U Bt iueniRes faRiwarait qut sref fmfor
ufsparaii & dia Gaiy Bt udien J ANre adr g

PaS: AT, HTHIRG, 3IREH delt H1P, iginde, SAHY el

Yapilandirilmis Ozet:

Bu ¢alisma, Orhan Veli Kanik’m “Iginde” adli siirini Geoffrey Leech’in deyisbilim yaklasimindan
hareketle inceleyerek siirin dilsel, bicimsel ve anlamsal yapilanmasini ortaya koymay1 amaglamaktadir. Siirin
anlam diinyasinin yalnizca tematik unsurlar araciligiyla degil, metnin kendi i¢ drgiitlenmesini olusturan dilsel
tercihler tizerinden de ¢dzlimlenebilecegi varsayimindan hareketle arastirmada; yineleme, dnceleme, sapma,
kosutluk ve karsitlik gibi deyisbilimsel dlgiitler temel alinmistir. Bu dogrultuda ¢alismanin temel amaci, siirde
kullanilan dil birimlerinin nasil estetik bir yapiya doniistiigiinii, sézciik ve ses tercihlerinin anlam iiretimindeki
iglevlerini ve bu unsurlarin Orhan Veli’nin siir dilini olusturan bigemsel ozelliklere nasil katki sagladigini
belirlemektir. Arastirmada, siirin yiizey yapisinda goriilen sade anlatimin altinda yer alan bigimsel diizenekler
ile anlam katmanlar1 arasindaki iliskinin ortaya konulmasi hedeflenmistir. Boylece siirin yalnizca anlam
acisindan degil; ses, sozciik, bi¢im bilgisi, s6z dizimi ve anlamsal yap1 bakimindan da biitlinciil bicimde
degerlendirilmesi amaglanmustir.
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Arastirma, nitel aragtirma deseninde ve metin merkezli inceleme yaklagimiyla gergeklestirilmistir.
Aragtirmanin veri kaynagimi Orhan Veli Kanik’in “I¢inde” adli siiri olusturmaktadir. Siir, Geoffrey Leech’in
deyisbilim yaklasgimindan hareketle yakin okuma yontemiyle incelenmis; metnin bigemsel o6zellikleri
yineleme, onceleme, sapma, kosutluk ve karsitlik basliklar1 altinda degerlendirilmistir. Coziimleme siirecinde
siirin ses bilgisel, bicim bilgisel, s6z dizimsel ve anlamsal diizlemleri birlikte ele alinmistir. Bu kapsamda
siirdeki ses tekrarlar1, sdzciik ve ek yinelemeleri, noktalama kullanimlari, 6n plana ¢ikarilan dil unsurlari,
alistlmig dil kullanimindan ayrilan yapilar ve kavramsal iliskiler incelenmistir. Boylece siirin yalnizca igerik
yoniiyle degil, anlami olusturan dilsel gostergeler arasindaki iligkiler agi iizerinden degerlendirilmesi
saglanmustir.

Bulgular, “Iginde” siirinin smirh sayidaki dil malzemesiyle yogun ve ¢ok katmanli bir anlam yapist
olusturdugunu gdstermektedir. Yapisal inceleme sonucunda siirin baglik dahil 129 harf, 56 hece, 19 sozciik, 3
yargl, 5 dize ve 1 béliikten olustugu belirlenmistir. Ilk ii¢ dizede hece sayismnin esit olmasi siirde ritmik bir
diizen olustururken, dordiincii dizedeki hece artisi ve son dizedeki belirgin diistisiin “yokluk™ sdzctiglini
anlamsal agidan 6ne ¢ikardig: tespit edilmistir. Yineleme diizeyinde yapilan incelemede, “i¢inde” ve “var”
sozciiklerinin siirin temel anlamsal ve ritmik merkezlerinden biri oldugu goriilmiistiir. “I¢inde” sozciigiiniin
basglikta ve dizeler igerisinde yinelenmesi, siirde varliklarin birbirleriyle iligkili bir biitiinliik icerisinde
sunulmasina katki saglarken; bulunma hali ekinin kullaniminin mekansal anlamdan varolugsal anlam
cagrisimlarini destekleyen bir yap1 olusturdugu degerlendirilmistir. Ses bilgisel ¢dziimleme sonucunda siirde
56 Unlii ve 72 {insiiz ses kullanildigy; {inliiler arasinda /i/ (18) ve /a/ (17) seslerinin, {insiizler arasinda ise /r/
(11),/d/ (9) ve /n/ (8) seslerinin 6ne ¢iktig1 belirlenmistir. Ayrica siirde 57 yumusak, 15 sert iinsiiz kullanilmasi,
sOyleyiste akici ve yumusak bir ses Orgiisiiniin olugsmasina katki saglayan bigemsel bir tercih olarak
degerlendirilmistir. Onceleme incelemesinde, cogul ekleri ile birinci c¢ogul sahis iyelik eklerinin
(“denizlerimiz”, “agaglarimiz”) 6ne ¢ikarildigi ve bu kullanimin bireysel sdyleyisten ortak aidiyet alanina
yonelen bir anlam yapist olusturdugu goriilmiistiir. S6z dizimsel diizlemde devrik yapilarin ve dncelenen
Ogelerin siirin vurgu merkezlerini belirledigi; 6zellikle son dizedeki “yokluk i¢inde” ifadesinin siirin biitiin
anlam katmanlarin1 yeniden diizenleyen temel unsur oldugu belirlenmistir. Sapmalar acgisindan
degerlendirildiginde siirde belirgin yazimsal veya sozciiksel sapmalar bulunmadig1 ancak devrik yapilarin ve
alistlmis s6z dizimi diizeninden ayrilan kullanimlarin siirsel sdyleyisi giiclendirdigi tespit edilmistir. Kosutluk
ve karsitlik iligkileri bakimindan ise “var/yokluk™, “sabah/aksam” ve “gider/gelir” karsitliklarinin giirin temel
anlam eksenlerini olusturdugu gorilmiistiir. Deniz, glines, aga¢ ve yaprak gibi somut doga unsurlarinin
“yokluk” kavramiyla birlikte kullanilmasi, siirde varolugsal bir karsitlik alan1t meydana getirmistir.

Sonug olarak arastirma, “I¢inde” siirinin yalin gériiniimiiniin altinda giiclii bir bigimsel diizen ve ¢ok
katmanli bir anlam yapist barmdirdigini ortaya koymustur. Deyigbilimsel ¢dziimleme, siirin estetik degerinin
yalnizca tagidigi anlamdan degil; ses tekrarlari, sdzciik se¢imleri, ek kullanimlari, s6z dizimsel diizenlemeleri
ve anlamsal karsitliklar1 arasindaki iliskiden kaynaklandigimni gdstermistir. Caligma kapsaminda elde edilen
bulgular, Orhan Veli Kanik’m giindelik dili siirsel bir sdyleyise doniistiirme bi¢iminin, dilsel gostergelerin
bilingli kullanimiyla gerceklestigini ortaya koymaktadir. “icinde” siirinde doga unsurlari, insan deneyimi ve
yokluk kavrami arasindaki iligkiler, deyigbilimsel unsurlar aracilifiyla biitiinliikli bir anlam alanina
doniismektedir. Bu yoniiyle aragtirma, modern Tiirk siirinin metin merkezli ¢éziimlemelerinde deyisbilimsel
yaklagimin islevselligini gdstermekte ve siir dilinin bigimsel 6zellikleri ile anlam {iretim siiregleri arasindaki
iliskinin deyisbilimsel yontemlerle incelenmesine katki saglamaktadir.

Anahtar Kelimeler: Deyisbilim, siir sanati, Orhan Veli Kanik, i¢inde, Geoffrey Leech.
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A Stylistic Analysis of Orhan Veli Kamik’s Poem “i¢cinde”

Introduction

The analysis of the aesthetic and intellectual identity of literary texts depends on identifying
the stylistic features that distinguish the artist from other writers. For this reason, the identification
of these features constitutes one of the fundamental areas of inquiry in literary studies. Indeed, style
is regarded as a unique “stamp of personality” that permeates all of an artist’s works throughout their
creative process (Kaplan, 2008, p. 192).

The fundamental element that renders a literary work aesthetically valuable is its
“uniqueness”; this originality is made possible by the artist’s reconstruction of universally recognised
themes through their own personal stylistic expression. In works of art, the relationship between
language and style emerges as a process whereby poetry pushes the boundaries of standard language
and creates a privileged space for itself. Whilst poetry acquires its own distinct identity by deviating
from the familiar patterns of everyday language, it simultaneously enables the transformation of the
ordinary into a poetic dimension.

As Eagleton (2011, p. 66) emphasises, poetry is the most elevated form of spoken language,
which, rather than concealing meaning, reveals it by intensifying and enriching the material presence
of language. At this point, words transcend their signifying dimension to attain a multi-layered depth
of meaning.

Stylistics, which examines the stylistic features of texts and the aspects that deviate from
standard language, is an analytical methodology that, in the contemporary period, predominantly
adopts descriptive approaches and focuses on the functions of texts and genre-specific language use
(imer, 2013, pp. 51-52). As Oziinlii (2001, pp. 34-35) also points out, the emergence of this
discipline, whose roots lie in classical rhetoric, as an independent field gained prominence following
the publication of Charles Bally’s Traité de Stylistique Frangaise in 1951.

Following Charles Bally, stylistics, which developed through the theoretical contributions of
Roman Jakobson, a leading representative of the Prague School of Linguistics, focused its analyses
on the linguistic mechanisms that determine the internal structure of literary texts. In this context, the
field evolved into an interdisciplinary area of study in which various theoretical approaches
developed over time and methodological diversity became increasingly evident.

Geoffrey Leech’s work A Linguistic Guide to English Poetry, published in 1969, is
considered a pioneering and seminal text in the field of stylistics. Furthermore, Leech’s work Style
in Fiction: A Linguistic Introduction to English Fictional Prose, co-authored with Mick Short and
published in 1981, stands out as one of the fundamental reference works, particularly for the stylistic
analysis of prose genres. Regarded as key pillars of modern stylistic research, these two works
systematically outline the methodological approaches that can be adopted in the analysis of poetic
and prose texts, thereby clarifying the theoretical and practical framework of the field.

Turkish Studies — Language and Literature, 21(3)



A Stylistic Analysis of Orhan Veli Kanik’s Poem “Iginde” 5833

When considering studies carried out in Turkey within the context of stylistic analysis,
Mehmet Kaplan’s comprehensive and multifaceted study on Tevfik Fikret holds a significant place.
In the section entitled “Eser” of Kaplan’s work Tevfik Fikret: Devir-Sahsiyet-Eser, it is evident that
he moves beyond traditional approaches to poetic analysis and adopts a stylistic approach, subjecting
the poet’s linguistic choices to a detailed examination extending to the phonological structure of the
text.

Kaplan (2008, p. 191) emphasises that style cannot be evaluated independently of content;
in his view, what determines a literary work is not merely the subject matter itself, but rather the
manner in which it is expressed. In this context, he defines style as a unique marker of identity that
cannot be imitated and that manifests itself in every work produced by the artist. Indeed, in Kaplan’s
approach, style functions as an individual signature that leaves its mark on the artist’s texts. In this
respect, the work in question can be regarded as one of the pioneering studies in the field of stylistics
in Turkey.

In his work Edebiyatta Uslup ve Problemleri (1986, p. 55), Serif Aktas emphasises that style
should be sought not in the external elements of a work, but within the internal structure of the text
itself. In line with this approach, Aktas highlights the necessity of a text-centred analytical method
in stylistic studies and argues that meaning can only be adequately interpreted through the linguistic
and structural features of the text.

In the context of the reflections of linguistic analyses conducted in this field within Turkish
literature, Mehmet Yalc¢in’s two-volume work Siirin Ortak Paydasi: Siirbilime Giris/Kuram ve
Coziimlemeler (2010a, 2010b) is particularly noteworthy. Yal¢in, drawing on the criteria developed
by Ludwig Spitzer and the principle of deviation from these criteria, argues that such deviations are
of critical importance for the analysis of poetic language. Whilst the approach adopted in the work
is generally situated within a semiotic framework, it establishes a systematic structure by dividing
stylistic analysis into two main areas: metrical stylistics and descriptive stylistics. This distinction
offers a comprehensive method for analysing both the structural mechanisms and the semantic
dimensions of poetic language, whilst also supporting a text-centred approach to analysis.

When considered within a theoretical framework, Dogan Aksan’s work entitled Siir Dili ve
Tiirk Siir Dili: Dilbilim A¢isindan Bakig (2013), written particularly in the field of poetry studies, is
noteworthy for concretising linguistic analysis methods through examples of Turkish poetry. In this
work, Aksan aims to reveal the distinctive characteristics of the language of Turkish poetry and
emphasises that, although language is based on a limited number of phonemic units, an unlimited
number of words and meanings can be produced through different combinations of these units. In
this context, he argues that creativity in poetic language contributes to the formation of a higher level
of expression by carrying language beyond its ordinary usage.

In the aforementioned work, Aksan also systematically examines the theoretical approaches
that can serve as a basis for the study of poetic language; he focuses on elements such as linguistic
deviations, repetition structures, and similes, explaining them through examples. Particularly in the
chapter entitled “The Language of Poetry from a Human Perspective”, he draws attention to the
decisive importance of poetic creativity in terms of human experience and emphasises that the
distinctive characteristic of poetic language is grounded in this creative dimension.

Cem Dilgin’s (2010) structural analyses of Divan poetry have enriched this body of work.
Dilgin (2010) examined Divan poetry by going beyond traditional methods of exegesis, focusing in
particular on structural features such as foregrounding, repetitions, deviations, and parallelisms.
Highlighting the inadequacy of one-dimensional readings in poetic analysis, he emphasised the
importance of treating the text as a multi-layered and multi-dimensional structure; in doing so, he
revealed both the structural and functional richness of poetic language. Consequently, as Unsal
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Oziinlii (2001) also emphasised, stylistics aims to approach the text from an objective perspective
whilst, at the same time, analysing its complex structure to produce findings that support the reader’s
processes of perception and interpretation.

Stylistics (or the study of style) essentially aims to analyse poetic language on the basis of
four main criteria: repetition, foregrounding, deviation, and parallelism (Gokalp, 2012, p. 32). In
some approaches, the linguistic principle of contrast is also included among these criteria. Beyond
these, other elements must also be taken into consideration. According to Yigit (2016, p. 102),
elements such as metre, rhythm, and rhyme alone are not sufficient for interpreting and analysing a
poem; the formal elements that constitute the poem’s artistic integrity, namely words, sounds,
deviations in linguistic structure, and allusions, must also be evaluated together.

A stylistic analysis focuses on examining the processes of meaning-making by analysing the
text within its own internal structure and linguistic framework. Accordingly, this study analyses
Orhan Veli Kanik’s poem “I¢inde” through a text-centred approach within a qualitative research
design, drawing on Geoffrey Leech’s stylistic approach. In order to reveal the stylistic features of the
poem, fundamental areas of stylistic analysis, including repetition, foregrounding, deviation,
parallelism, and contrast, are incorporated into the analysis. Thus, through a close examination of the
poem’s linguistic structure, the layers of meaning within the text are analysed in order to explain
their contribution to the formation of the poet’s style.

To this end, the study seeks to answer the following questions regarding the poem: which
linguistic elements are foregrounded through repetition; how foregrounding is constructed; whether
there are instances of linguistic deviation; how parallel structures contribute to the poem’s formal
and semantic coherence; and how contrasts shape the poem’s semantic structure.

ICINDE

Denizlerimiz var, giines i¢inde;

Agaglarumiz var, yaprak iginde;

Sabah aksam gider gider geliriz,

Denizlerimizle agaglarimiz arasinda,

Yokluk icinde. (Kanik, 1998, s. 85)
Repetitions

Repetition can be defined as the recurrence of expressions and structures within a text that
reflect the linguistic and stylistic characteristics of a literary work. These repetitions go beyond
functioning as merely formal devices; they reinforce the semantic world of the work and enhance the
impact of the narrative. Identifying the types of repetition used in a text and their frequency provides
significant data for revealing the stylistic characteristics of the work. In this context, the analysis of
repetitions enables the identification of the author’s preferences during the process of textual
construction and their decisive influence on the text.

These repetitive structures, extending from sound, the smallest unit of poetic construction,
to the level of words, sentences, and even stanzas, constitute a significant field of data for stylistic
analysis. In Orhan Veli Kanik’s poem “Iginde”, repetitions have been analysed under four headings:
structure, phonological repetition, punctuation, and word and phrase repetition.

Structure

The poem “I¢inde” consists of a single stanza and five lines. Upon examining the structural
organisation of the lines, it becomes apparent that the poem is composed of three main propositions.
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The first line presents the first proposition: “Our seas exist within the sun”. The second line presents
the second proposition: “Our trees exist within the leaves”. The third, fourth, and fifth lines together
constitute the third proposition: “Morning and evening, we go, we go, we come / Between our seas
and our trees / In the midst of nothingness”.

When examining this structure, it is evident that the meaning of each line is self-contained.
In lines 3, 4, and 5, however, the meaning is carried over into the following lines.

When the poem is analyzed using the micro-reading method, it can be seen that the poem
consists of 1 stanza, 5 lines, 129 letters (including the title), 56 syllables, 19 words, and 3 statements.

Looking at the number of syllables in the poem: the first line consists of 11 syllables, the
second line of 11 syllables, the third line of 11 syllables, the fourth line of 15 syllables and the fifth
line of 5 syllables. It can be seen that the number of syllables in the first three lines is the same. This
lends the poem a certain rthythm when recited. In the fourth line, the number of syllables increases,
creating a rise. In the final line, however, there is a sudden drop. This drop serves to emphasise the
word “absence”.

Looking at the number of words in the poem, we see that the first line consists of 4 words,
the second line of 4 words, the third line of 5 words, the fourth line of 3 words, and the fifth line of
2 words. The poem “I¢inde”, including the title, consists of 19 words. It can be said that Orhan Veli
sought to convey a great deal with few words in this poem as well. In particular, he has succeeded in
surprising the reader in the final line.

In terms of lexical analysis, three distinct parts of speech nouns, adverbs and verbs can be
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identified in the poem. The words “our seas”, “sun”, “our trees”, “leaf”, “with our seas”, “our trees”,
“between”, “there is”, “there isn’t”, “inside” and “outside” are nouns. The words “morning” and
“evening”, on the other hand, function as adverbs. Similarly, the combination of “morning” and
“evening” conveys the meaning of “at all times” whilst functioning as an adverb. The verbs,

meanwhile, take the form of the verbs “go” and “come” within the structure “we go, we come”.
Phonological Repetition

Another topic to be addressed in the context of repetition is phonological repetition. The field
of phonology, as applied in stylistics, examines the relationship between sound and meaning in
poetry and texts, thereby revealing the phonological structure of the work and contributing to the
identification of the text’s stylistic features (Arikan, 2016, p. 64).

When the repetitions at the phonetic level of the poem are examined, it is observed that there
are 56 vowels throughout the entire poem, including the title. The detailed distribution of these uses
is as follows: The poem contains a total of 24 back vowels. The unrounded open vowel /a/ (17 times),
unrounded close vowel /1/ (5 times), rounded open vowel /o/ (1 time), and rounded close vowel /u/
(1 time) are used. The number of front vowels occurring in the poem is 32. The unrounded open
vowel /e/ (13 times), unrounded close vowel /i/ (18 times), and rounded close vowel /ii/ (1 time) are
used.

In the poem, the vowels /a/ and /i/ are the most frequently repeated vowel sounds. Whilst
front vowels are used extensively in the first line, the word “var” is the only word containing back
vowels. In the second line, back vowels predominate, whereas the word “iginde” is the only word
containing front vowels. In the third line, front vowels are used extensively; the words “sabah” and
“aksam” constitute the section in which back vowels occur. In the fourth line, back vowels
predominate, while front vowels appear in the word “denizlerimizle”. Thus, a back—front—back—front
alternation can be observed across the lines of the poem.
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In the final line, the use of front vowels is extensive. The front vowels in the word “iginde”
draw the reader’s attention back to the title. Consequently, the title and the final line are linked
through the same lexical item: “i¢inde”. The repetition of front vowels (32 times) can be regarded as
one of the elements contributing to the creation of a soft and fluid auditory effect within the poem’s
phonological structure.

Among the phonological repetitions, the recurrence of consonant sounds is one of the
significant elements that shape the overall structure of the poem. The poem contains 72 consonantal
sounds, 57 of which are voiced consonants and 15 of which are voiceless consonants. The distribution
of alliterative repetitions in the poem, including the title, is as follows: /d/ (9), /z/ (7), /t/ (11), v/ (2),
/s/ (1), /8/ (2), /n/ (8), /1/ (6), /m/ (5), /g/ (4), /¢/ (6), /y/ (2), /p/ (1), /k/ (4), /s/ (2), /b/ (1), /h/ (1).

The number of words containing voiced (soft) consonants (b, c,d, g, &,j,1, m,n, r, v, y, z) is
greater than the number of words containing voiceless (hard) consonants (¢, f, h, k, p, s, s, t). The
poem demonstrates a high frequency of voiced consonant sounds. It can be argued that these
phonological choices, together with the use of front vowels, function as stylistic elements that
contribute to creating a smooth and fluid auditory effect in the poem’s recitation.

Punctuation

Punctuation marks are not merely limited to indicating pauses within a text; they also
function as important indicators that guide the reader’s perception by shaping rhythm, patterns of
emphasis, and intonation. Examining the punctuation marks used in the poem, it can be observed that
three types of punctuation marks occur a total of seven times. These are the full stop, the comma,
and the semicolon.

The full stop serves to convey finality. It appears only once, in the final line. Here, it
consolidates the meanings established in the preceding lines and brings the poem to a semantic
closure. The semicolon appears at the end of two lines. It establishes a semantic relationship within
the text by connecting related clauses and ideas.

Denizlerimiz var, giines icinde;
Agaglarumiz var, yaprak icinde;

The comma appears four times in the poem. The first two instances occur in syntactically
parallel positions. It can be argued that this usage not only establishes a semantic connection but also
creates a rhythmic relationship within the poem. Specifically, the commas following the word “var”
in the first and second lines divide these lines into 6+5-syllable units. This contributes both to the
acoustic quality of the poem and to the harmony of its recitation.

Word and Phrase Repetition

Another element that deserves attention in the poem is the examination of recurring sound
units. Examining the repetitions in the poem, it can be argued that an acoustic effect is created
through the repetition of the word “i¢inde” three times at the end of lines 1, 2, and 5. The repetition
of the word “var” within the line creates an internal rhythm. In the phrase “Gider gider geliriz” (line
3), it is evident that not only is the verb “gider” repeated, but a contrast is also established between
this repetition and the phrase “geliriz”. The use of “Gider gider geliriz” also indicates a continuous
process.

Upon examining the suffixes used in the poem, it can be observed that the locative suffix
occurs five times, including in the title. It appears four times in the word “i¢inde” and once in the
word “arasinda”. This usage foregrounds spatial relations within the poem, thereby bringing concrete
elements to the forefront. The final instance, however, appears in the phrase “within nothingness”.
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Here, the locative suffix moves beyond physical space into the realm of abstraction, prompting the
reader to reflect on the nature of existence.

ICINDE

(...) giines icinde (1. dize)

(...) yaprak iginde (2. dize)

(...) agaglarumiz arasinda (4. dize)

(...) yokluk iginde (5. dize)

The regular repetition of the word i¢inde and, more generally, of locative structures in the
poem can be regarded not merely as grammatical choices, but also as stylistic elements that contribute
to the construction of meaning within the text. Indeed, the fact that the poem is titled “Icinde”
establishes a semantic framework that, from the very beginning, enables the reader to adopt a
perspective concerned with the different layers of existence rather than one that observes the entities
presented in the text from an external vantage point. In this respect, it can be argued that the poem
develops a mode of expression that foregrounds the perception of the “world in which one exists”
rather than the notion of the “world that is observed”.

The word i¢inde serves a distinct function within the poem’s semantic structure, extending
beyond its role as a mere grammatical element indicating location. It can be argued that this repetition
not only contributes to the rhythmic structure of the text but also encourages the reader to perceive
that the relationships between entities are not independent of one another. The presentation of
concrete elements such as the sea, the sun, trees, and leaves within a specific network of relationships,
together with their association with an abstract concept such as “nothingness”, contributes to the
formation of a multi-layered semantic field in the poem. This field develops through the contrast
established between existence and absence.

It can be argued that this structure, which is maintained from the title to the final line, presents
a discourse that positions human beings not as observers detached from the universe, but as entities
situated within a network of various relationships. In this sense, the structure offers a holistic
perspective through which human existence can be interpreted within the framework of reciprocal
relationships established with the surrounding world. Furthermore, the concept of “being within” in
the poem does not merely carry a spatial meaning; it also acquires a semantic dimension that evokes
belonging, being encompassed, and establishing a relationship with existence. Consequently, the
word i¢inde (within) can be regarded as one of the poem’s fundamental conceptual axes and plays a
significant role in shaping the text’s overall semantic structure.

When examining the use of person and tense suffixes in the poem, it can be observed that
the present tense marker is foregrounded in the phrase “Gider gider geliriz”. This usage creates a
sense of continuity within the narrative. By extending the action beyond a single moment, it expands
the semantic scope of the expression and gives it a temporal dimension. The words “sabah” and
“aksam”, positioned at the beginning of the line, further reinforce the sense of continuity conveyed
by the tense structure and contribute to the meaning of “always”.

The presence of the poetic subject in the poem can be traced through linguistic markers
expressed by possessive suffixes. Examples in which the first-person plural possessive suffix (-imiz/-
1mmuz) occurs together with the plural suffix (-lar/-ler) are particularly noteworthy: “our seas” (line 1),
“with our seas” (line 4), and “our trees” (lines 2 and 4). It can be argued that these usages contribute
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to the formation of a mode of expression in the poem that shifts from an individual self towards a
shared sense of belonging. Plural possessive constructions suggest that the narrator does not remain
merely as an individual subject; rather, the sense of belonging expands towards a broader conception
of community. In this context, the “I”’-centred discourse of possession extends towards an integrative
and inclusive semantic field established through the use of the “we” pronoun.

It is also evident that the poem contains a higher frequency of nouns than verbs, and that
these nouns are selected from the concrete lexicon. This suggests that the poem adopts an
observational mode of expression. The only verbal structure in the poem appears in the form “Gider
gider geliriz”, around which the nominal elements are organised.

Foregroundings

Another significant concept in stylistics is foregrounding. Stylistic approaches define
deviation primarily as a process of departure from linguistic norms. However, deviation does not
arise solely from the violation of established patterns; structural elements such as repetition and
parallelism may also foreground certain linguistic units by placing them outside ordinary patterns of
usage. In other words, the systematic repetition of a word or structure, or its presentation within
similar sequences, draws the reader’s attention to that particular element, thereby creating a semantic
centre of gravity within the text.

In this context, this section of the study examines the forms of foregrounding that emerge
through the interaction of elements such as repetition, deviation, and parallelism, which constitute
the poetic text. The functions of these stylistic devices within the poem’s overall structure and their
roles in deepening meaning are analysed through textual examples. The analysis of the poem has
identified four distinct types of foregrounding. These types of foregrounding are evaluated in turn,
taking into account their functions within the poem and their contributions to the semantic structure
of the text.

Phonological Foregrounding

When examining the phonological foregrounding elements in the poem, including the title,
it is evident that the most frequently recurring consonant phonemes are /t/ (11), /d/ (9), and /n/ (8).
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The /t/ phoneme occurs most frequently in words such as “Denizlerimiz”, “var”, “agaclarimiz”,
“var”, “yaprak”, and “gider gider geliriz”. It can be argued that the recurrence of these sounds is
largely achieved through the repetition of suffixes and lexical items. Such sound repetitions are

significant as they contribute to shaping the acoustic quality of the poem.

When examining the vowel sounds repeated in the poem, it can be observed that back vowels
are foregrounded 24 times, whereas front vowels are foregrounded 32 times. The most frequently
foregrounded vowel sounds are /i/ (18), /a/ (17), /e/ (13), and /1/ (5). When the beginnings of the lines
are examined, it can be seen that front vowels are foregrounded in the words “denizlerimiz” in the
first line and “denizlerimizle” in the fourth line, whereas in the second, third, and fifth lines, words
containing back vowels, such as “agaclarimiz”, “sabah”, and “yokluk”, are foregrounded. In the
poem’s title, the word “i¢inde” also foregrounds front vowels.

The repetition of these sounds indicates that certain lexical items are also foregrounded. For
instance, although the first line contains numerous words with front vowels, the word “var” stands
out due to its use of a back vowel. A similar situation can be observed in the second line. Although
back vowels predominate in this line, the word “iginde” contains front vowels, and it becomes
foregrounded in this respect. The words “var” and “iginde” function as phonological counterparts.

The repetition of voiced and voiceless consonants also contributes to foregrounding and
parallelism. The words “sun” in the first line, “leaf” in the second line, and “evening” in the third
line stand out through their phonological structures.
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Morphological Foregrounding

Morphology examines foregrounding that emerges through morphological units such as
roots, affixes, and syllables, as well as through the frequency of their occurrence within language.
When a shift in topic or idea occurs within a text, the morphological elements may likewise undergo
variation. As Oziinlii notes, “When a significant topic or idea changes within a text, the
morphological elements of language use may also change” (2001, p. 97). For this reason, within the
same poem, particularly in different sections, certain suffixes or syllables may be foregrounded. Such
choices may indicate a change in the text’s content or suggest that a new dimension of the subject is
being addressed.

In the poem, the use of the plural suffix is foregrounded through certain lexical items. In the
first line, the expression “our seas”; in the second line, “our trees”; and in the fourth line, the
expressions “our seas” and “our trees” demonstrate the prominence of plural and possessive suffixes.
It can also be observed that these suffixes recur within the same lines and lexical items, reinforcing
their structural and semantic significance.

This usage is closely related to the meaning of the poem. Beginning with a singular element,
the poet first transforms it into a plural form (deniz — denizler), and then employs the first-person
plural possessive suffix to create an expression that expands from individual existence towards a
broader sphere of belonging (denizlerimiz). This usage can be regarded as one of the linguistic
indicators supporting the semantic shift within the poem from a sense of “I”” towards a sense of “we””.
Furthermore, it can be argued that the locative case suffix is foregrounded throughout the poem,
beginning with the title itself, and that it plays a significant role in the construction of meaning within
the text.

Syntactic Foregrounding

Syntactic foregrounding can take the form of inverted structures, ellipsis, and fragmentary
clauses. In poetry, such structures generally lead to the formation of inverted sentences. However, as
they deviate from the standard syntactic order, these usages are regarded as syntactic deviations.
Syntactic foregrounding is evident in the poem under examination through inversion; the
foregrounded element functions as a locative complement in the first and second lines. The third line
also contains an inversion, and when considered together with the fourth and fifth lines, it becomes
evident that the foregrounded element refers to the phrase “within nothingness”. Here, however, the
manner of the action is foregrounded through the use of an adverbial of manner.

Semantic Foregrounding

Semantic foregrounding refers to linguistic structures that emerge primarily through the use
of stylistic devices. One of the defining characteristics of poetic language is that meaning does not
unfold in a linear or single-layered manner. Consequently, any attempt to analyse meaning in poetry
begins with acknowledging the existence of implicit layers of meaning that are not immediately
apparent at the surface level of the text.

Upon examining the stylistic devices employed in the poem, two prominent elements can be
identified: repetition and contrast. Repetition is observed four times in the use of the word “iginde”
(including the title), and twice in the repetition of the words “var” and “gider”. The contrastive
relationship, meanwhile, is established semantically between the word “var” in the first and second
lines and the word “yokluk” in the fifth line. The words “morning” and “evening” in the third line
not only create a contrast with each other but are also used in a way that conveys the meaning of “at
every moment”. A similar situation can be observed in the phrase “we go, we go, we come” in the
same line. Here, the meaning shifts from the contrasting states of “going” and “coming” towards a
sense of continuity.
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Deviations

The art of poetry, by its very nature, presents a structure that pushes the boundaries of
standard language and transforms established linguistic codes. In this context, the distinctive syntax
and semantic world of poetic texts encompass unconventional usages that warrant examination from
a stylistic perspective. In the relevant literature, such unusual and non-conventional choices are
referred to as “deviations”.

Deviations cannot be considered in isolation from other stylistic elements that constitute the
fabric of the text, particularly elements such as repetition, parallelism, and emphasis. Any expression
that deviates from standard language creates emphasis within the text by drawing the reader’s
attention to that particular point. In Leech’s terms, every deviation that gains prominence by
departing from the linguistic norm can be regarded as a form of linguistic emphasis (cited in Oziinlii
2001). Consequently, deviation should be regarded as one of the fundamental mechanisms through
which meaning is foregrounded in poetry and language acquires an aesthetic function.

In the poem under examination, no deviations from traditional poetic conventions are
observed at the orthographic, phonological, or lexical levels. No orthographic alterations are present,
and all lines begin with capital letters. On the other hand, inverted structures, which frequently appear
in poetic language, lead to significant deviations within the text’s grammatical framework. In this
context, syntactic deviations can be regarded as one of the most distinctive devices distinguishing
poetic discourse from standard language. In this regard, inversion is not merely a rearrangement of
words; rather, it is a deliberate form of syntactic deviation that redefines the poem’s rhythm, tone,
and centre of emphasis. Consequently, the grammatical deviation observed in the poem manifests
itself through syntactic inversion, with the locative complement being foregrounded.

Poetry is an aesthetic and existential bridge between humanity and the world, transcending
the boundaries of everyday language. Rather than being merely an artistic endeavour, this bridge
represents humanity’s attempt to make sense of itself and the universe in which it exists.
Consequently, every formal choice and semantic depth employed in poetry serves as a fundamental
means through which this process of meaning-making is achieved. The unique structure of poetry
liberates language from conventional patterns, granting it a new and autonomous identity.

In the poem under consideration, a structure can be observed that expands and then suddenly
contracts. The final line, which intensifies the poem’s semantic depth, concludes with the fewest
possible words. This formal deviation foregrounds the word “nothingness”. Whilst the overall tone
of the poem conveys a sense of “we” and plurality, creating an intense atmosphere of positivity, the
poem’s conclusion in this manner produces a striking effect on the reader. This formal deviation also
results in a semantic expansion. Within the word “we”, meanings associated with unity, collective
belonging, individual belonging, and possession coexist. This situation, in turn, establishes a contrast
with the concept of “nothingness”.

Parallels

According to Saussure (2014), “every parallelism can only be defined by the existence of
others” (p. 73). The repetitions, foregrounding, deviations, and contrasts encountered in poetic texts
function as powerful mechanisms of parallelism at both structural and semantic levels. In particular,
the continuity of recurring syntactic deviations and forms of emphasis throughout the text establishes
structural harmony and, consequently, systematic parallelism. These textual elements are not
independent variables; rather, they form part of an organic network in which they interact with one
another. For this reason, during the stylistic analysis of a poetic text, each of these structures must be
approached holistically as elements bound together by inseparable ties that constitute the text’s
aesthetic integrity and semantic universe.
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In the poem examined in this study, the title is repeated within the text. The semantic
parallelism established between the poem’s title and its content plays a critical role in stylistic
analyses. Titles do not merely provide clues about a poem’s content; they also serve as focal points
where the text’s keywords are concentrated. In this poem, the word “i¢inde” occupies a central
position.

“Denizlerimiz var, giines icinde;
Agaclarimiz var, yaprak icinde;
Sabah aksam gider gider geliriz,
Denizlerimizle agaclarimiz arasinda,
Yokluk icinde ” (Kanik, 1998, s. 85)

In the examples examined, the parallelism established through inverted constructions is
achieved by certain sentence elements being moved to a position after the predicate, thereby
acquiring a foregrounding function. In this usage, which is particularly concentrated in the closing
lines of the poem, the placement of the underlined expressions after the predicate ensures that the
semantic weight and the emphasis of the main judgement are focused directly on these units. The
semantic and contextual parallels between successive phrases serve as complementary elements that
reinforce these similarities and thereby support the structural integrity of the text. When examining
the conceptual parallels in the poem;

The concrete concepts in the poem are: the sea, the sun, the tree and the leaf. The abstract
concept featured in the poem, however, is nothingness. Through the parallelism of the sea, the tree,
the leaf and the sun, ‘nature’ and ‘dynamic life’ are emphasised. A leaf is a part of a tree. It is an
element that makes up the whole. In the poem, the line “We have trees, within the leaves”; moves
from the part to the whole. This parallelism leads to a contrasting statement.

When examining the parallels and contrasts between the sea and the sun, attention should be
directed towards these two lexical items. The sun represents a source of warmth and life, whereas
the sea represents a source of water, coolness, and life. These two elements establish a parallel
relationship while simultaneously creating a contrast. The first two lines, in a sense, depict a
movement from the upper sphere to the lower sphere of the universe. In other words, the sea and the
sun represent life by embodying opposing qualities of heat and cold. In this sense, these two elements
establish a form of balance: the sun exists above, whereas the sea lies below.

Another element of the earth represented in the poem is land, which is brought to the fore
through the images of trees and leaves. The word “i¢inde” emphasises the relationship between these
elements. This word draws attention to spatial relations and subsequently directs attention towards
the words “leaves” and “trees”. Although the tree appears as an individual entity, it symbolises unity.
Through its leaves and branches, it represents a vast and fertile structure. The leaf, while being a part
of the tree, becomes the element that contains and preserves knowledge within itself. The tree also
represents the root, and this root connects it to the land. The sea, on the other hand, evokes the notions
of “opening up” and “infinity”.

Morning and evening represent opposing concepts; however, their pairing establishes a
parallel relationship with the phrase “we come and go”. This usage signifies a cyclical process that
recurs on a daily basis. As these words move from the upper sphere to the lower sphere within the
poem, they foreground “humanity”.

The sea, the sun, the tree, and the leaf collectively represent nature and the universe. Within
this entire order, the living being that constructs and perceives this order is the human being.
However, human existence and movement occur within the realm of nothingness. There exists a
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“human” figure who embodies the universe, nature, dynamic life, singularity, and unity, bringing
these elements together within the realm of nothingness.

The most striking aspect of the text is the juxtaposition of indicators belonging to concrete
reality with concepts expressing an abstract state of existence, thereby establishing a relationship of
contrast.

29 G 2 e

The words “sea”, “sun”, “tree” and “leaf” in the first two lines of the poem represent concrete
and observable elements of nature. These elements can be interpreted both as physical entities and
as symbols signifying the continuity, order and self-regulating cosmic structure of the universe. In
particular, the repetition of the word “i¢inde (within)” emphasises that every entity exists within its
own natural wholeness. The sea is conceived alongside the sun, the tree alongside the leaf; in other
words, each element carries its own conditions of existence within its own wholeness. This usage
serves to present nature as a complete and perfect order.

In the third and fourth lines, however, the poem’s focus shifts from nature to humanity. The
phrase “Morning and evening we go and go, we come and come” expresses not only physical
movement but also the cyclical and repetitive nature of human life. The repetitive structure here (“we
g0, go, come, come”) serves not only a rhythmic function but also a semantic one; it suggests that
humankind exists in a state of continuous seeking, yet this quest is repeated without ever reaching a
definitive conclusion. Humanity emerges as a subject that moves between the sea and the tree, two
fundamental elements of nature, changing position and seeking meaning. In other words, whilst
nature sustains its existence “within” itself, humanity exists “between” these elements. This
distinction points to humanity’s unique position within the universe, presenting humanity as a form
of existence that seeks its own direction within this larger order.

The phrase “in the midst of nothingness” in the poem’s final line, however, serves as the
central axis that reorganises all layers of meaning. Whilst the concrete entities listed in the opening
lines evoke abundance, continuity, and existence, the poem unexpectedly brings this richness to a
conclusion through the concept of “nothingness”. In this way, a powerful semantic connection is
established between the concrete and the abstract. Seas, trees, leaves, and the sun are present; yet
what humanity experiences is “nothingness”. This suggests that nothingness is understood not so
much as a material deficiency but as an ontological void. In other words, the poem implies that
humanity is a being that seeks meaning not at the centre of nature, but within the tension between
itself and the natural order.

From a stylistic perspective, the contrast established between the concepts of “existence” and
“nothingness” forms the central axis of meaning in the text. The verb “var” (to be/exist), which is
repeated throughout the poem, points to objective reality and existence within the universe, whilst
the concept of “nothingness” in the final line refers to human subjective experience. Thus, the text
juxtaposes the existence of the objective world with humanity’s sense of existential lack. Nature is
whole; it is not nature itself that is incomplete, but rather humanity’s endeavour to comprehend it.

In this context, it can be argued that the poem positions “humanity” not as the ruler or centre
of the universe, but as a being seeking its own meaning within the universe’s infinite order. Whilst
the seas and trees exist in accordance with their own nature, humanity appears as a subject that is
constantly in motion yet unable to attain ultimate fulfilment within existence.

Opposites

In linguistics, every opposition is a form of parallelism. This is because words that are
opposites to one another enter into a relationship with each other, creating a vast world of meaning.
The juxtaposition within a text of words situated at opposite ends of the conceptual spectrum actually
constructs a universe of meaning that complements and enriches one another, rather than forming a
mutually exclusive structure.
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The key factor in how opposites reinforce the semantic power of a text is the attempt to
define the nature of a concept through the absence or presence of its opposite. Thanks to this
dialectical relationship, words define each other’s boundaries within a poetic context and render the
meaning more distinct. In other words, the juxtaposition of a proposition with its opposite an
unexpected counterpart surprises the reader and enhances the text’s impact (Aksan, 2013, p. 116).
Consequently, from a rhetorical perspective, contrast is not so much an element of conflict as a form
of parallelism that deepens meaning and lends the text a structural balance.

In the poem, morning and evening are presented as opposites, and these two elements take
precedence over “always”, which conveys a sense of a specific order. There is a similar contrast in
the phrase “we go and go, we come”. The same applies here. There is a prioritisation of a specific
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order. Whilst the words “trees”, “seas”, “sun” and “leaves” refer to the vast natural world outside
with the ‘-ler/-lar’ suffix indicating plurality the word “absence” forms the antithesis to these.

Conclusion

This study aims to reveal the multi-layered structure and stylistic features of Orhan Veli
Kanik’s poem “I¢inde” by analysing it within the framework of stylistics, using a qualitative and
text-centred approach. In the research, drawing on Geoffrey Leech’s theory to analyse the poem’s
semantic universe, fundamental stylistic criteria such as “repetition”, “foregrounding”, “deviation”
and “parallelism” which form part of the core areas of stylistic analysis were employed, alongside
“contrast”. In this context, the analysis did not confine itself to elements easily identifiable on the
surface, such as rhythm and rhyme; it also evaluated in detail the deep structural elements that
constitute the poem’s aesthetic integrity, such as word choice, sound structure, linguistic deviations
and semantic associations. Thus, the poem has been subjected to a comprehensive analysis on both
the formal and semantic levels.

Stylistic analysis requires an examination of the text’s own internal dynamics in order to
penetrate the semantic universe of the poem in question. This approach is based on the assumption
that meaning can be derived directly from the text’s linguistic organisation, without recourse to
external contexts. In this vein, elements such as repetition, foregrounding, deviation, contrast and
parallelism are treated not merely as formal devices, but also as fundamental components of meaning
production. The close interaction between these elements enables the revelation of the poem’s layers
of meaning; each element assumes a function that complements and reinforces the others. Thus, the
meaning in the poem becomes comprehensible not through individual elements, but within the
network of relationships formed by these elements.

The poem “Iginde” stands out as an example of condensed expression, representing the
poet’s place within the tradition of short poetry. Comprising a single stanza and a limited number of
lines, this poem possesses a composition that, through the rhythmic structure established by its short
lines, both expands the meaning and intensifies it at a specific point, culminating in a striking
conclusion. In this respect, whilst the poem may initially convey a simple and unadorned impression,
a careful reading reveals a world of meaning that gradually deepens and becomes more layered. The
poet’s choice of words, the repetition of sound and word patterns, and the deliberate use of
punctuation guide the reader’s relationship with the text and gradually draw them into this multi-
layered universe of meaning. Indeed, in the preface to Garip (1998), Orhan Veli states that the
fundamental quality of poetry lies in its tone and that, at its core, poetry is a verbal art fundamentally
based on meaning. According to the poet, meaning appeals to the mind rather than to the senses;
consequently, the effect of poetry manifests itself primarily on the intellectual plane (Kanik, 1998,
p- 29).

When assessed from a structural perspective, it can be seen that the poem exhibits a cohesive
structure consisting of a single stanza. Within this structure, comprising five lines, it is noteworthy
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that the lines largely retain their own semantic coherence; however, particularly in the final three
lines, the meaning is carried over to the next line, thereby achieving continuity. This reinforces the
poem’s internal coherence whilst also creating a sense of dynamic flow. The regularity of the syllabic
structure, particularly the balanced syllabic metre observed in the first three lines, establishes a
rhythmic foundation; whereas the increasing number of syllables in the fourth line and the sudden
decrease in the fifth line accentuate rhythmic emphasis and pauses. This rhythmic break can be
regarded as a significant structural choice that enhances the poem’s semantic intensity.

An analysis at the lexical level reveals that certain words are deliberately emphasised in the
poem. In particular, the repetition of key words such as “iginde” and “var” establishes both intra-line
and end-of-line rhythm; this creates both a rhythmic and a semantic intensity in the poem. Such
repetitions not only ensure a regularity at the level of sound but also define the central axis of
meaning. Thus, the reader is able to follow the poem’s fundamental thread through these key words
and analyse the layers of meaning presented by the text in a more systematic manner.

From a phonetic perspective, the frequency of occurrence of the vowels /i/ and /a/, in
particular, as well as the distribution of soft consonants throughout the text, are noteworthy. These
phonetic choices can be regarded as stylistic elements that contribute to the creation of a melodic and
fluid quality in the recitation of the poem. It may be argued that this phonetic structure creates a sense
of softness and continuity that harmonises with the poem’s overall atmosphere, while the transitions
between back and front vowels facilitate rhythmic unity among the lines. In this regard, phonetic
elements do not merely serve an aesthetic organisational function; they also constitute key linguistic
indicators that contribute to the expression of emotion within the poem.

It can be argued that the figures of speech, inverted sentence structures and various rhetorical
devices observed at the formal and syntactic levels are among the principal elements contributing to
the formation of the poem’s semantic and phonetic structure. The use of devices such as repetition
and contrast enables the poem’s semantic field to acquire a multi-layered structure by establishing
relationships of parallelism and opposition between the lines. In particular, the relationship of
contrast between concrete and abstract concepts can be seen as one of the elements influencing the
shaping of the poem’s intellectual dimension. The use of concrete elements such as the sea, trees,
leaves and the sun alongside an abstract concept such as “nothingness” within the same context
reveals a web of meaning that contributes to the formation of a questioning perspective on the
relationship between humanity and the universe.

On a grammatical level, the emphasis on locative and possessive suffixes, together with the
use of the plural suffix, can be regarded as linguistic indicators suggesting that the perception of the
poetic subject shifts from the individual sphere towards a broader semantic framework. Whilst this
shift can be seen as one of the factors contributing to the emergence of a distinct sense of “we” within
the poem, it can also be argued that the contrast established with the concept of absence plays a role
in shaping the text’s intellectual depth.

Consequently, the poem “I¢inde” can be regarded as a distinctive text in which the linguistic,
formal, and semantic choices that constitute Orhan Veli Kanik’s individual style are fully revealed.
Within this framework, “I¢inde” serves as a significant example demonstrating Orhan Veli Kanik’s
ability to create dense layers of meaning through a limited number of words and his success in
transforming everyday language into a poetic mode of expression. A stylistic approach enables the
systematic examination of these features through the linguistic structure of the text. Thus, the
aesthetic structure established through the poem’s foregrounding, repetitions, deviations,
parallelisms, and semantic contrasts becomes visible. In this respect, “Iginde” stands out as a text in
which linguistic signifiers acquire an aesthetic function, the relationship between form and meaning
determines poetic value, and stylistic analysis becomes particularly productive. Consequently, this
study provides a new framework for evaluating Orhan Veli’s poetry by examining not merely the

Turkish Studies — Language and Literature, 21(3)



A Stylistic Analysis of Orhan Veli Kanik’s Poem “Iginde” 5845

Garip movement or its semantic dimension, but also the linguistic signifiers that constitute the text’s
internal structure.
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Orhan Veli Kamik’mn “Icinde” Siirine Deyisbilimsel Bir Yaklasim

Giris

Edebi metinlerin estetik ve diislinsel kimliginin ¢6ziimlenebilmesi, sanatciyr diger
yazarlardan ayiran anlatim Ozelliklerinin ortaya konulmasina baglidir. Bu nedenle s6z konusu
ozelliklerin belirlenmesi, edebiyat arastirmalarinin temel inceleme alanlarindan birini tegkil
etmektedir. Nitekim {islup, bir sanatkarin yaratim siirecinde biitiin eserlerine sirayet eden 6zgiin bir
“sahsiyet damgas1” olarak degerlendirilmektedir (Kaplan, 2008, s. 192). Yazinsal bir yapit1 estetik
acgidan degerli kilan temel unsur, onun “biriciklik” vasfidir; bu 6zgiinliik ise sanat¢inin herkesce
bilinen temalar1 kendi kisisel anlatim tarziyla yeniden insa etmesiyle miimkiin olur. Sanat yapitlari
s0z konusu oldugunda dil ile bicem arasindaki iliski, siiri standart dilin sinirlarin1 zorlayan ve ona
ayricalikli bir alan agan siire¢ olarak karsimiza ¢ikar. Siir, giindelik dilin alisilmig kaliplarindan
sapmalar yaparak kendine has bir kimlik kazanirken ayn1 zamanda olagan olanin siirsel bir boyuta
taginmasina aracilik eder. Eagleton’in (2011, s. 66) vurguladig: iizere siir; anlami gizlemek yerine
dilin maddi varligin1 yogunlastirarak ve zenginlestirerek sergileyen, konusma dilinin en iist seviyeye
¢ikarilmig formudur. Bu noktada sozciikler, gosterge boyutunu asarak ¢ok katmanli bir anlam
derinligine ulagmaktadir.

Metnin bu deyis Ozelliklerini ve standart dilden ayrilan yonlerini inceleyen deyisbilim,
cagdas donemde daha ¢ok betimlemeli yontemleri benimseyen ve metnin islevleri ile tiirsel dil
kullanimlar iizerinde duran bir ¢éziimleme metodolojisidir (Imer, 2013, s. 51-52). Kokleri klasik
retorige dayanan bu disiplinin, Oziinlii’niin (2001, s. 34-35) de isaret ettigi iizere, bagimsiz bir
disiplin olarak degerlendirilmesi, Charles Bally’nin 1951 yilinda yayimlanan Traité de Stylistique
Frangaise adli ¢aligmasinin ardindan belirginlik kazanmustir. Charles Bally sonrasinda, Prag
Dilbilim Okulu’nun baglica temsilcilerinden Roman Jakobson’un kuramsal katkilariyla yon kazanan
deyisbilim, yazinsal metinlerin i¢sel yapilanmasini belirleyen dilsel diizenekleri inceleme odagina
almistir. Bu dogrultuda alan, zamanla farkli kuramsal agilimlarin gelistigi, yontemsel ¢esitliligin
belirginlestigi disiplinlerarasi bir inceleme sahasina doniismiistiir. Geoffrey Leech’in 1969 yilinda
yaymmlanan A Linguistic Guide to English Poetry baglikli eseri, deyisbilim ¢aligmalarinda oncii ve
yonlendirici bir nitelik tagimaktadir. Bunun yani sira, Leech’in Mick Short ile birlikte 1981 yilinda
kaleme aldig1 Style in Fiction: A Linguistic Introduction to English Fictional Prose adli ¢alisma,
ozellikle diizyaz tiirlerinin deyisbilimsel ¢oziimlemesine yonelik temel basvuru kaynaklarindan biri
olarak 6ne ¢ikmaktadir. Modern deyisbilim arastirmalarinin baslica dayanaklar1 arasinda gosterilen
bu iki eser, siir ve diizyazi metinlerin incelenmesinde izlenebilecek yontemsel yaklagimlart
sistematik bir bigimde ortaya koyarak alanin kuramsal ve wuygulamali c¢ergevesini
belirginlestirmektedir.

Tiirkiye’de yapilan c¢aligmalara bakildiginda {islup incelemeleri baglaminda, Mehmet
Kaplan’in Tevfik Fikret lizerine gerceklestirdigi kapsamli ve ¢ok yonlii ¢aligmanin 6zel bir yeri
bulunmaktadir. Kaplan’in Tevfik Fikret: Devir-Sahsiyet-Eser adl1 yapitinin 6zellikle “Eser” baslikli
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boliimiinde, geleneksel siir tahlili yaklasimlarindan ayrilarak stilistik bir ¢éztimleme benimsedigi ve
sairin dilsel tercihlerini, ses orgiisiine kadar uzanan ayrintili bir incelemeye tabi tuttugu goriliir.
Kaplan (2008, s. 191), iislubun igerikten bagimsiz degerlendirilemeyecegini vurgular; ona gore
yazinsal eserde belirleyici olan, ele alinan konudan ziyade onun ifade edilis bi¢imidir. Bu dogrultuda
iislubu, taklit edilemeyen ve sanatcinin her eserinde kendisini hissettiren 6zgiin bir kimlik gostergesi
olarak tanimlar. Nitekim onun yaklagiminda iislup, sanat¢inin metinlerine damgasini vuran bireysel
bir imza niteligi tagir. Bu yoniiyle s6z konusu eser, deyisbilim alaninda Tiirkiye’de gerceklestirilen
oncii calismalar arasinda degerlendirilmektedir.

Serif Aktas, Edebiyatta Uslup ve Problemleri (1986, s. 55) adli calismasinda, bigemin eserin
dissal unsurlarinda degil, dogrudan metnin kendi yapisi icinde aranmasi gerektigini vurgulamaktadir.
Bu yaklasim dogrultusunda Aktas, tislup incelemelerinde metin merkezli ¢oziimleme yonteminin
zorunluluguna dikkat ¢ekmekte ve anlamin ancak metnin dilsel ve yapisal 6zellikleri iizerinden
saglikli bicimde ortaya konulabilecegini ileri stirmektedir.

Alaninda yapilan dilbilimsel ¢éziimlemelerin Tiirk edebiyatindaki yansimalari baglaminda,
Mehmet Yalgin’in iki ciltlik eseri Siirin Ortak Paydasi: Siirbilime Giris/Kuram ve Céziimlemeler
(2010a, 2010Db) ozellikle dikkat ¢ekicidir. Yal¢in, Ludwig Spitzer’in gelistirdigi 6lgiit ve bu Ol¢iitten
sapma ilkesini temel alarak sapmalarin siir dilinin analizi agisindan kritik bir 6neme sahip oldugunu
ileri siirer. Eserde benimsenen yaklasim, genel olarak gostergebilimsel bir ¢erceveye oturmakla
birlikte, deyisbilimsel ¢oziimlemeyi iki ana alana ayirarak sistematik bir yap1 ortaya koyar: olciisel
deyisbilim ve betimsel deyisbilim. Bu ayrim, siir dilinin hem yapisal diizeneklerini hem de anlam
boyutlarini ¢oziimleme agisindan kapsamli bir yontem sunmakta, ayn1 zamanda metin merkezli bir
inceleme pratigini desteklemektedir.

Kuramsal c¢er¢evede degerlendirildiginde, Dogan Aksan’in &zellikle siir incelemeleri
alaninda kaleme aldig1 Siir Dili ve Tiirk Siir Dili: Dilbilim A¢isindan Bakig (2013) basliklt eseri,
dilbilimsel ¢éziimleme yontemlerini Tiirk¢e siir 6rnekleri iizerinden somutlastirmast bakimindan
dikkat ¢ekmektedir. Aksan, bu g¢aligmasinda Tirk siir dilinin kendine 6zgii niteliklerini ortaya
koymaya yonelmis ve dilin sinirli sayidaki ses birimine dayanmasina karsin, bu birimlerin farkl
kombinasyonlar1 araciligiyla smirsiz sayida sozciikk ve anlam iiretilebildigi gercegine vurgu
yapmistir. Bu baglamda siir dilindeki yaraticiligin, dili siradan kullaniminin 6tesine tagiyarak iist
diizey bir anlatim katmaninin olugmasina katki sagladigini ileri stirmektedir.

Aksan s6z konusu yapitinda, siir dilinin incelenmesinde temel aliabilecek kuramsal
yaklagimlari da sistematik bi¢cimde ele almis; dilbilimsel sapmalar, yineleme yapilari ve benzetmeler
gibi unsurlar iizerinde durarak bunlar1 6rneklerle aciklamistir. Ozellikle “Insan Agisindan Siir Dili”
baslikli boéliimde, siirsel yaraticiligin insan deneyimi agisindan tasidigt belirleyici 6neme dikkat
cekmekte ve siir dilinin ayirt edici 6zelliginin bu yaratici boyutta temellendigini vurgulamaktadir.

Cem Dil¢in’in (2010) Divan siiri {izerine yapisal incelemeleri bu birikimi zenginlestirmistir.
Dilgin (2010), geleneksel serh yontemlerinin 6tesine gegerek Divan siirini incelemis ve dzellikle
oncelemeler, yinelemeler, sapmalar ile kosutluklar gibi yapisal ozellikleri temel almistir. Siir
¢Oziimlemelerinde tek boyutlu okumalarin yetersizligine dikkat ¢ekerek metni ¢ok katmanli ve ¢ok
boyutlu bir yap1 olarak ele almanin énemini vurgulamistir; bdylece siir dilinin hem yapisal hem de
islevsel zenginligini ortaya koymustur. Sonug olarak deyisbilim, Unsal Oziinlii’niin (2001) de
vurguladigl gibi metne nesnel bir bakis agisiyla yaklasmayr amaclarken ayni zamanda metnin
karmagik yapisini ¢oziimleyerek okurun algi ve anlamlandirma siireglerini destekleyen sonuglar
ortaya koymaktadir.

Deyisbilim (iislupbilim/bicembilim ya da stilistik), temel olarak siir dilini dort ana olgiit
iizerinden incelemeyi hedefler: yineleme, 6nceleme, sapma ve kosutluk (Gokalp, 2012, s. 32). Bazi
yaklagimlarda bu o6lg¢iitlere dil bilimin karsitlik ilkesi de eklenir. Bunlarin diginda dikkate alinmasi
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gereken bagka olciitler de bulunmaktadir. Yigit’e gore (2016, s. 102), bir siiri anlamlandirip
coziimleyebilmek i¢in yalmzca 6l¢ii, ritim ve uyak gibi unsurlar yeterli degildir; siirin sanatsal
biitiinliigiinii olusturan bicimsel Ogeler, yani sozciikler, sesler, dil yapisindaki sapmalar ve
gondermeler de birlikte degerlendirilmelidir.

Deyigbilimsel inceleme, metni kendi igsel yapisi ve dilsel drgiisii igerisinde ele alarak anlam
iretim siireclerini ¢oziimlemeyi esas almaktadir. Bu dogrultuda, calismada Orhan Veli Kanik’in
“Icinde” adli siiri, Geoffrey Leech’in deyisbilimsel yaklasimindan hareketle nitel arastirma deseni
cercevesinde metin merkezli bir incelemeyle ¢céziimlenecektir. Siirin bicemsel 6zelliklerinin ortaya
konulmas1 amaciyla, deyisbilimin temel inceleme alanlar1 arasinda yer alan “yinelemeler”,
“Oncelemeler”, “sapmalar” ve “kosutluklarin” yani sira “karsitliklar” da degerlendirmeye dahil
edilecektir. Boylece siirin dilsel yapilanmasi lizerinden gerceklestirilecek yakin okuma araciligiyla,
metnin anlam katmanlar ¢oziimlenerek sairin {islubunun olusumuna sundugu katki agiklanmaya
calisilacaktir. Bu amag dogrultusunda siirde; yinelemelerin hangi dilsel unsurlar1 6ne g¢ikardigi,
oncelemelerin nasil olusturuldugu, sapma niteligi tastyan kullanimlarin bulunup bulunmadigi, kosut
yapilarin siirin bigimsel ve anlamsal biitiinliigiine nasil katki sagladig1 ve karsitliklarin siirin anlamsal
yapisini nasil bigimlendirdigi sorularina cevap aranmigtir.

ICINDE

Denizlerimiz var, giines icinde;
Agaclarimiz var, yaprak iginde;
Sabah aksam gider gider geliriz,
Denizlerimizle agaglarimiz arasinda,
Yokluk icinde. (Kanik, 1998, s. 85)
Yinelemeler

Yineleme, bir edebi eserin dil ve iislup 6zelliklerini yansitan ifade ve yapilarin metin iginde
belirli araliklarla tekrar edilmesi olarak degerlendirilebilir. Metinde yer alan bu tekrarlar, yalnizca
bicimsel bir unsur olmanin 6tesinde eserin anlam diinyasini giiglendirmekte ve anlatimin etkisini
artirmaktadir. Bir metinde kullanilan yineleme tiirlerinin ve bunlarin kullanim sikliklarinin
belirlenmesi, eserin iislup Ozelliklerini ortaya koymada onemli veriler saglar. Bu baglamda
yinelemelerin incelenmesi, metnin olusum siirecinde yazarin tercihlerini ve metin iizerindeki
belirleyici etkisini tespit etmeye imkéan tanir. Siirsel insanin en kiiciik birimi olan sesten baglayarak
kelime, climle ve hatta bent/boliik diizeyine kadar genigleyen bu tekrarli yapilar, bigem (iislup)
incelemeleri igin kritik bir veri alan1 sunar. Orhan Veli Kanik’mn “Iginde” siirinde yinelemeler; yapi,
ses bilgisel yineleme, noktalama, ek/sozciikk yinelemeleri olmak ftizere dort baslik altinda
incelenmistir.

Yapi

“I¢inde” siiri tek boliikten ve bes dizeden olusmaktadir. Dizelerin yapisi incelendiginde siirin
toplam ii¢ temel yargidan olustugu gortiliir: 1. dize 1. yargiy1 vermektedir: Denizlerimiz var, giines
icinde; 2. dize 2. yargty1 vermektedir: Agaclarimiz var, yaprak iginde; 3, 4 ve 5. dizeler 3. yargiy1
vermektedir: Sabah aksam gider gider geliriz,/Denizlerimizle agaglarimiz arasinda,/Y okluk i¢inde.

Bu yapiya bakildiginda dizelerin anlamimin kendi i¢inde tamamlandig1 goriiliir. 3, 4 ve 5.
dizelerde ise anlam sonraki dizelere tagsmugtir.

Siir mikro okuma yontemiyle degerlendirildiginde; siirin 1 boliikten, 5 dizeden, 129 harften
(baglik dahil), 56 heceden, 19 kelimeden ve 3 yargidan olustugu goriiliir.
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Siirdeki hece sayilarina bakildiginda; 1.dize: 11 heceden, 2. dize: 11 heceden, 3. dize: 11
heceden, 4. dize: 15 heceden ve 5. dize: 5 heceden olugsmaktadir. Dizelerdeki hece sayilarinin ilk ti¢
dizede esit oldugu goriiliir. Bu durum siire sdyleyiste belli bir ritim kazandirmistir. 4. dizede hece
sayist artmis ve yiikselis olmustur. Son dizede ise bir anda diigiis goriiliir. Bu diislis yokluk
kelimesinin dncelenmesini saglamistir.

Siirdeki sozciik sayisina bakildiginda; 1. dizenin 4 sozciikten, 2. dizenin 4 sozciikten, 3.
dizenin 5 sdzciikten, 4. dizenin 3 sozciikten, 5. dizenin 2 sozciikten olustugu goriiliir. “I¢inde” siiri,
baslikla birlikte 19 sozciikten olusmaktadir. Orhan Veli’nin az sézciikle ¢ok sey diisiindiirmek
istedigi, bu siiri icin(de) sdylenebilir. Ozellikle son dizede okuyucuyu sasirtmay1 da basarmustir.

Sozciiksel ¢oziimleme dogrultusunda; siirde isim, zarf ve fiil olmak tizere ii¢ ayr1 sozciik tiirii
gorlilmektedir. Denizlerimiz, giines, agaclarimiz, yaprak, denizlerimizle, agaclarimiz, arasinda, var,
yok, i¢, dig sdzciikleri isim tlirlindedir. Sabah ve aksam kelimeleri ise zarf gorevindedir. Yine sabah
aksam kullamiminin birlikteligi “her an” anlamim tagimakla birlikte zarf gérevindedir. Fiil ise gider
gider geliriz yapisi icerisinde git- ve gel- fiilleri seklindedir.

Ses Bilgisel Yineleme

Yinelemeler bahsinde ele alinacak diger bir baglik ses bilgisel yinelemelerdir. Deyisbilimde
basvurulan ses bilgisi alani, siir ve metinlerde ses ile anlam arasindaki iliskiyi inceleyerek eserin ses
bilgisel yapisini ortaya koyar ve metnin deyis Ozelliklerinin belirlenmesine katki saglar (Arikan,
2016, s. 64).

Siirdeki ses diizeyindeki yinelemelere bakildiginda; baslik dahil olmak fizere siirin
tamaminda 56 {inlii bulunmaktadir. Bu kullanimlarin ayrintili dagilimi su sekildedir: Siirde toplam
24 kalin inlii bulunmaktadir. Diiz-genis /a/ (17), diiz-dar /1/ (5), yuvarlak-genis /o/ (1), yuvarlak-dar
/u/ (1) defa kullamilmistir. Siirde gecen ince {inliilerin sayisi ise 32’°dir. Diiz-genis /e/ (13), diiz-dar
/i/ (18), yuvarlak-dar /ii/ (1) defa kullanilmustir.

Siirde /a/ ve /i/ sesi en ¢ok yinelenen iinlii seslerdir. 1. dizede ince iinliiler yogun olarak
kullanilmigken var sézcigii kalin tinliilerin kullanildigr tek sézciik olmustur. 2. dizede ise kalin
iinliller yogun olarak kullanilmisken iginde s6zciigii ince iinliilerin kullanildig tek sozctiktiir. 3.
dizede ise ince iinliiler yogun bir sekilde kullanilmistir. Bu dizede kalin {inliilerin kullanildig1 bolim
sabah aksam kelimeleridir. 4. dizede ise kalin tinliiler yogundur. Bu dizede denizlerimizile s6zcugii
ile ince seslerin kullanildig1 goriiliir. Boylelikle siirde dizeler arasinda “kalin-ince-kalin-ince”
seklinde bir gecis yapildig1 gériiliir. Son dizede ise ince iinlii kullanim1 yogundur. Icinde kelimesi ile
kullanilan ince iinliiler okuyucuyu basliga yonlendirir. Boylelikle baslik ve bitisin ayni1 kelimeden
olustugu gériiliir: Icinde. Siirin bashigindan itibaren ince iinliilerin (32 kez) yinelenmesi, metnin ses
orgiisii icerisinde yumusak ve akici bir sdyleyis etkisinin olusmasina katki saglayan unsurlardan biri
olarak degerlendirilebilir.

Ses bilgisel yinelemeler icerisinde {insiiz seslerin tekrar1 da siirin genel yapisina yon veren
onemli unsurlardan biridir. Siirde 72 iinsiiz ses yer alir. Bunlardan 57’si yumusak {insiiz, 15’1 ise sert
iinstizdiir. Siirdeki aliterasyonlarin dagilimi ise baslik dahil su sekildedir: /d/ (9), /z/ (7), /t/ (11), /v/
(2),/s/ (1), 78/ (2), m/ (8), /I/ (6), /m/ (5), /g/ (4), I¢/ (6), Iy/ (2),/p/ (1), /k/ (4), s/ (2),/b/ (1), /h/ (1).

Yumusak iinsiizlerin (b, ¢, d, g, &, j, I, m, n, r, v, y, z) yer aldig1 kelimelerin sayisi, sert
iinstizlerin (¢, f, h, k, p, s, s, t) tekrar edildigi kelimelere kiyasla daha fazladir. Siirde yumusak seslerin
yogun bir sekilde kullanildig1 goriliir. S6z konusu ses tercihlerinin, ince {inliilerin kullanimiyla
birlikte siirin sdyleyisinde yumusak ve akici bir etki olusturmasina katki saglayan bigemsel unsurlar
arasinda degerlendirilebilecegi sdylenebilir.

www.turkishstudies.net/language



5850 Dilek Agkin Sarica

Noktalama

Noktalama isaretleri yalnizca metnin duraklarini gostermekle sinirli degildir; ayni1 zamanda
metnin ritmini, vurgu diizenini ve tonlamasimi belirleyerek okurun metni algilama bi¢imini
yonlendiren 6nemli gostergelerdir. Siirde kullanilan noktalama isaretlerine bakildiginda; {ic
noktalama isaretinin toplam yedi kez kullanildig1 goriiliir. Bunlar; nokta, virgiil ve noktali virgiildiir.
Nokta, kesinlik bildiren bir igleve sahiptir. Tek bir yerde, son dizede gegmektedir. Son dizede,
kendisinden 6nceki dizelerin anlamin1 baglamis ve yargiy1 kapatmistir. Noktali virgiil, iki dize
sonunda yinelenmistir. Kendi i¢cinde anlamsal bag1 saglamis, climleleri birbirine baglamistir.

Denizlerimiz var, giiney icinde;
Agaclarimiz var, yaprak iginde;

Virgiil, siirde dort yerde gegmektedir. Ilk iki kullanimi es dizimseldir. Buradaki kullanimin
sadece anlamsal bagi saglamakla kalmadigi, ritim olarak da siir igindeki bag1 kurdugu sdylenebilir.
Soyle ki 1. ve 2. dizelerde var kelimesinden sonra kullanilan virgiil, siiri 6+5 duraklara ayirmaktadir.
Bu durum, siirin akustigini ve ayni zamanda sdyleyisteki uyumu da artirmaktadir.

Ek/Sozciik Yinelemeleri

Siirde lizerinde durulmasi gereken bir unsur da yinelenen ses birimlerinin tespit edilmesidir.
Siirde gegen art yinelemelere bakildiginda; i¢inde kelimesinin dize sonunda ii¢ kez tekrarlanmasiyla
(1, 2 ve 5. dizeler) bir akustik yaratildigini séylemek miimkiindiir. Var sdzciigiiniin dize ortasinda
tekrarlanmasiyla dize i¢i ahengin olustugu goriiliir. Gider gider geliriz ifadesinde (3. dize) hem gider
kelimesinin yinelendigi hem de geliriz kelimesiyle zit yapili bir etki yaratildigi da goriiliir. Gider
gider geliriz kullanimi, ayn1 zamanda bir siirece de isaret etmektedir.

Siirde gecen ekler incelendiginde, baglik dahil bulunma durum ekinin bes kez yinelendigi
goriilmektedir. /¢inde sozciigii ile dort kez, arasinda sdzciigii ile bir kez, bulunma ekinin yinelendigi
goriiliir. Bu kullanim, siirde mekana dikkat ¢ekmekte, buradan hareketle somut ogeler One
cikmaktadir. Son kullanim ise “yokluk iginde” seklindedir. Burada ise bulunma eki mekandan

styrilarak soyuta gegmekte ve eylemin “nasilligr” iizerinde okuyucuyu diisiindiirmektedir:

ICINDE

(...) giines icinde (1. dize)

(...) yaprak iginde (2. dize)

(...) agaglaruimiz arasinda (4. dize)
(...) yokluk i¢inde (5. dize)

Siirde “icinde” sozciigiiniin ve genel olarak bulunma bildiren yapilarin diizenli bigimde
yinelenmesi, yalnizca dil bilgisel bir tercih olarak degil, ayn1 zamanda metnin anlam kurulusuna
katki saglayan bicemsel bir unsur olarak degerlendirilebilir. Nitekim siirin bashgmmn “Iginde”
olmasi, daha baglangicta okurun metindeki varliklar1 digsaridan gézlemleyen bir konumdan ziyade,
varolusun farkli katmanlariyla iliski kuran bir bakis acisina yonelmesine imkén saglayan bir anlam
gercevesi olusturabilir. Bu yoniiyle siirin, “bakilan diinya” anlayisindan ¢ok “iginde bulunulan
diinya” algisin1 6ne ¢ikaran bir sOyleyis gelistirdigi diisiiniilebilir.

“Iginde” sbzciigii, yalmzca yer bildiren dil bilgisel bir unsur olmanin 6tesinde, siirin anlam
orgiisiinde belirgin bir isleve sahip goriinmektedir. Bu yinelemenin, metnin ritmik yapisina katkida
bulunmasinin yani sira, okurda varliklar arasindaki iliskilerin birbirinden bagimsiz olmadig1 yoniinde
bir algi olusturdugu sdylenebilir. Deniz, gilines, aga¢ ve yaprak gibi somut unsurlarin belirli bir iligki
ag1 igerisinde sunulmasi ve bunlarm yokluk gibi soyut bir kavramla birlikte kullanilmas, siirde varlik
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ve yokluk karsitligi iizerinden gelisen ¢ok katmanli bir anlam alaninin olusmasina katki
saglamaktadir.

Basliktan son dizeye kadar siirdiiriilen bu yapinin, insanin kendisini evrenden bagimsiz bir
gbzlemci yerine, cesitli iligkiler ag1 igerisinde konumlanan bir varlik olarak algilamasina yo6nelik bir
sOyleyis ortaya koydugu sdylenebilir. Bu baglamda, s6z konusu yapinin insanin varolusunu
cevresiyle kurdugu karsilikli etkilesimler ¢er¢evesinde anlamlandirmasina katki saglayan biitlinciil
bir bakis agis1 sundugu degerlendirilebilir. Bu baglamda, siirdeki bulunma halinin yalnizca mekansal
bir anlam tasimadigi; ayn1 zamanda aidiyet, kusatilmislik ve varolusla iliski kurma bicimlerini
cagristiran bir anlamsal boyut kazandig1 sdylenebilir. Dolayisiyla “I¢inde” sdzciigii, siirin temel
kavramsal eksenlerinden biri olarak degerlendirilebilir ve metnin genel anlam yapilanmasinin
olusumunda 6nemli bir rol iistlenmektedir.

Siirdeki kisi ve zaman eklerinin kullanimina bakildiginda; Gider gider geliriz sdzciik
grubunda genis zamanin yinelendigi goriliir. Bu kullanim, anlatima siireklilik kazandirmaktadir.
Anlam alanin1 genisletmekte ve zamana yaymaktadir. Dize basinda kullanilan sabah, aksam
kelimeleri de genis zamanin o “her zaman” anlamin giiclendirmektedir.

Siirde 6znenin varligi, iyelik ekleri araciligiyla belirginlesen dilsel gostergeler lizerinden
izlenebilmektedir. 1. ¢ogul sahis iyelik ekinin, ¢okluk eki olan -lar/-ler ile birlikte kullanildig:
ornekler dikkat cekmektedir: denizlerimiz (1. dize), denizlerimizie (4. dize) ve agaglarimiz (2 ve 4.
dizeler). Bu kullamimlarin, siirde bireysel benlikten ortak bir aidiyet anlayisina dogru yonelen bir
sOyleyis biciminin olusumuna katki sagladig1 s6ylenebilir. Cogul iyelik yapilari, anlaticinin yalnizca
bireysel bir 6zne konumunda kalmadigini; aidiyet duygusunun daha genis bir topluluk tasavvuruyla
iligskilendirildigini diisiindiirmektedir. Bu baglamda “ben” merkezli sahiplenme sdyleminin, “biz”
zamiriyle kurulan biitiinlestirici ve kapsayici bir anlam alanina dogru genisledigi degerlendirilebilir.

Siirde ayrica fiillerden ziyade isimlerin kullanildigi, bunlarin da somut isimlerden se¢ildigi
goriiliir. Bu durum, siirde bir durum tespitinin yapildigin1 da gosterir. Siirde gegen tek fiil grubu
Gider gider geliriz yapisiyla karsimiza ¢ikmakta, tiim isimler bu yap1 ¢cevresinde toplanmaktadir.

Oncelemeler

Siirde deyisbilim unsurlarindan bir digeri oncelemelerdir. Deyisbilimsel yaklagimlar,
oncelemeyi temel olarak bir “sapma” olgusu olarak tanimlar. Ancak bu siiregte yalnizca kurallarin
ihlal edilmesi (sapma) degil; yineleme ve kosutluk gibi yapisal unsurlar da belirli dil birimlerini
alisilmisin digina ¢ikararak onceleme etkisi yaratmaktadir. Bir baska ifadeyle bir sozciigiin veya
yapinin sistemli bir sekilde tekrarlanmasi ya da benzer dizilislerle sunulmasi, okurun dikkatini o
noktaya odaklayarak metinde anlamsal bir agirlik merkezi olusturur.

Bu baglamda ¢aligmanin bu bdliimiinde, siirsel metni olusturan yineleme, sapma ve kosutluk
gibi unsurlarin is birliiyle ortaya ¢ikan dnceleme bigimleri mercek altina alinacaktir. S6z konusu
deyisbilimsel araglarin, siirin genel kurgusundaki islevleri ve anlami derinlestirmedeki rolleri
ornekler tizerinden analiz edilecektir. Siirde yapilan incelemede, dort ayr1 onceleme tiirii tespit
edilmigtir. Tespit edilen bu O6nceleme tiirleri, siirdeki islevleri ve metnin anlam Grgiisiine katkilart
dikkate alinarak sirasiyla degerlendirilecektir.

Ses Bilgisel Oncelemeler

Siirdeki ses dncelemelerine bakildiginda baslik dahil en ¢ok yinelenen {insiiz seslerin /1/ (11),
/d/ (9) ve /n/ (8) oldugu goriilir. En ¢ok /r/ sesinin kullanildig1 goriiliir: Denizlerimiz, var,
agaglarimiz, var, yaprak, gider gider geliriz... Bu seslerin ¢ogunlugunun ek ve sozcik
yinelemeleriyle gerceklestigi sOylenebilir. Ses yinelemeleri siirde akustigi diizenledigi igin
onemlidir.
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Siirde yinelenen iinlii seslere bakildiginda kalin iinliilerin 24, ince tnliilerin ise 32 kez
oncelendigi goriiliir. Oncelenen iinlii sesler; /i/ (18), /a/ (17), /e/ (13), /i/ (5)’dir. Dize baslarina
bakildiginda 1. dizedeki denizlerimiz ve 4. dizedeki denizlerimizle sdzciiklerinde ince seslerin
oncelendigi; 2, 3 ve 5. dizelerde ise agaclarimiz, sabah ve yokluk kelimeleriyle kalin sesli kelimelerin
oncelendigi goriiliir. Siirin baghiginda da iginde kelimesi ile ince tinliiler 6ncelenmistir. Bu seslerin
yinelenmesi, kimi sozciiklerin de dncelendigine birer igarettir. SOyle ki 1. dizede ince sozciikler ne
kadar cok olsa da var sozcligii kalinligr ile 6ne c¢ikmaktadir. Benzer bir durum ise 2. dizede
gorlilmektedir. Bu dizede ise kalin sesler yogunken i¢cinde sézciigii ile ince seslerin kullanildig1 ve
bu kelimenin bu anlamda oncelendigi goriilmektedir. Var ve icinde sozciikleri ise birbirinin kosutu
olmaktadir.

Sert ve yumusak {insiizlerin yinelenmesi de oncelemeleri ve kosutluklari beraberinde
getirmektedir. 1. dizede gegen giines, 2. dizede gegen yaprak sozcigii ile 3. dizede gegen aksam
sOzciigii one ¢ikmaktadir.

Bicim Bilgisel Oncelemeler

Bi¢im bilgisi; dildeki kdok, ek ve hece gibi bi¢im birimleri ve bunlarin kullanim
yogunlugundan dogan dnceleme durumlarini incelemektedir. Metin igerisinde konu ya da diisiince
degisimi gergeklestiginde, buna paralel olarak dilsel bicim bilgisi unsurlarinin da farklilasabilecegi
goriiliir. Oziinlii’niin belirttigi gibi “Metin icinde 6nemli bir konu ya da fikir degisince dil
kullanimindaki bigim bilgisi dgeleri de degisebilir” (2001, s. 97). Bu nedenle ayn1 siirde, 6zellikle
farkli boliimlerde bazi eklerin veya hecelerin 6ne ¢ikarilmasi miimkiindiir. Bu tiir tercihler, metnin
iceriginde bir degisime isaret edebilecegi gibi konunun yeni bir boyutunun ele alindigini da
diisiindiirebilir.

Siirde ¢ogul eki 6ncelemesi vardir. 1. dizede denizlerimiz, 2. dizede agaglarimiz ile 4. dizede
gecen denizlerimizle agaclarimiz kelimelerinde cogul ekinin dncelendigi goriiliir. Ayni dizeler ve
ayni kelimelerde birinci ¢ogul ekinin de dncelendigi goriillmektedir. Bu durum, siirin anlami ile
yakindan ilgilidir. Sair, tek olan unsurdan yola ¢ikarak 6nce onu ¢ogaltir (deniz-ler), sonra birinci
cogul eki ile bireysel olandan daha kapsayici bir aidiyet alanina dogru genisleyen bir sdyleyis
olusturur (denizlerimiz). Bu kullanimin, siirde “ben” algisindan “biz” algisina yonelen anlam
hareketini destekleyen dilsel gostergelerden biri oldugu degerlendirilebilir. Ayrica siirde bulunma
durum ekinin 6ncelendigi, bu 6ncelemenin siirin bagligindan itibaren siiri sardigi, siirin anlam
yapilanmasinda belirgin bir isleve sahip oldugu sdylenebilir.

Soz Dizimsel Oncelemeler

S6z dizimsel Onceleme; devriklesme, eksilti ve tamamlanmamis sozceler seklinde
goriilebilir. Siirde genellikle devrik climlelerin olugmasina yol agar. Ancak olagan s6z dizimi
diizeninin disina ¢ikilmasi nedeniyle bu tiir kullanimlar bir sapma olarak kabul edilir. S6z dizimsel
onceleme incelenen siirde devriklesme ile goriilmekte; oOncelenen 6ge 1 ve 2. dizelerde dolayl
tiimle¢ olmaktadir. 3. dize aslinda bir devriklesmedir ve 4 ve 5. dizelerle bir arada okundugunda
oncelenen dizenin ve Ogenin “yokluk i¢inde” dizesi oldugu goriilmektedir. Burada ise eylemin
“nasillig1” oncelenmistir (zarf tiimleci).

Anlam Oncelemeleri

Anlam 6ncelemeleri, cogunlukla s6z sanatlarinin kullanimina bagli olarak ortaya ¢ikan dilsel
yapilardir. Siir dilinin belirleyici 6zelliklerinden biri, anlamin dogrusal ve tek katmanli bir sekilde
ilerlememesidir. Bu nedenle siirde anlami1 ¢éziimleme ¢abasi, metnin yiizeyinde agik¢a goriilmeyen
ortiik anlam katmanlarinin varligini kabul etmekle baslar.

Siirdeki s6z sanatlart incelenecek olunursa iki ayri sanatin varligi goriiliir. Bunlar tekrir ve
tezad sanatlaridir. Tekrir sanati, i¢inde kelimesi ile baslik dahil dort; var ve gider kelimeleri ile iki
kere kullanilmistir. Tezad sanat1 ise birinci ve ikinci dizelerde gegen var kelimesi ile besinci dizede
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gecen yokluk kelimesi arasinda anlamsal agidan kurulabilir. Ugiincii dizede gecen sabah ve aksam
kelimeleri hem kendi iginde bir tezat durumu olustururken yine anlamsal agidan “her an” anlamini
da karsilayacak sekilde kullanilmigtir. Benzer bir durum ayni dizede gegen gider gider geliriz
kullaniminda da goriiliir. Git- ve gel- karsit durumlarindan siireklilik ifade eden bir anlama gegis
yapilir.

Sapmalar

Siir sanati, dogast geregi standart dilin sinirlarin1 zorlayan ve yerlesik dil bilimsel kodlar
doniistiiren bir yap1 arz eder. Bu baglamda, siirsel metinlerin kendine has s6z dizimi ve anlam
diinyasi, deyisbilimsel ac¢idan incelenmesi gereken alisilmamis kullanimlar biinyesinde barindirir.
Alan yazinda bu tiir sira dis1 ve kural dis1 tercihler sapma kavramiyla ifade edilmektedir.

Sapmalar, metnin dokusunu olusturan diger deyisbilimsel unsurlardan 6zellikle yineleme,
kosutluk ve 6nceleme gibi kavramlardan bagimsiz diistiniilemez. Standart dilin disina ¢ikan her ifade,
okurun dikkatini o noktaya odaklayarak metinde bir “Onceleme” meydana getirir. Leech’in
yaklagimiyla ifade edilecek olursa; dilsel tabandan ayrisarak belirginlesen her sapma, aslinda dil
bilimsel bir 6nceleme bigimidir (Aktaran, Oziinlii 2001). Dolayisiyla sapma, siirde anlamin
yogunlastig1 ve dilin estetik bir islev kazandig1 temel mekanizmalardan biri olarak kabul edilmelidir.

Incelenen siirde geleneksel siir kurallari icerisinde yazimsal, ses bilimsel ve sozciiksel sapma
yoktur. Herhangi bir kelime farkli sekilde yazilmadig: gibi tiim dizeler biiyiik harfle baglar. Diger
taraftan siir dilinde siklikla karsimiza ¢ikan devrik yapilanmalar, metnin dil bilgisel omurgasinda
temel sapmalara yol agmaktadir. Bu baglamda s6z dizimsel sapmalar, siirsel sdylemi standart dilden
ayiran en belirgin araglardan biri olarak degerlendirilebilir. Bu noktada devriklesme, sadece bir
kelime yer degisimi degil; siirin ritmini, tinisin1 ve vurgu merkezini yeniden belirleyen bilingli bir
s0z dizimsel sapma bi¢imidir. Bu baglamda incelenen siirde dil bilgisel sapma, s6z dizimde
devriklesme ile kendini gdstermekte, dolayli timlecin 6ncelendigi goriilmektedir.

Siir, dilin giindelik kullanim simirlarini asarak insan ile diinya arasinda kurulan estetik ve
varolugsal bir kopriidiir. Bu koprii, salt bir sanat kaygisindan ziyade insanin kendisini ve i¢inde
bulundugu evreni anlamlandirma tutkusunun bir tezahiiriidiir. Dolayisiyla siirde kullanilan her tiirlii
bigimsel tercih ve igeriksel derinlik, bu anlamlandirma c¢abasina hizmet eden temel birer aragtir.
Siirin kendine 6zgii yapisi, dili alisilagelmis kaliplarindan kopararak ona yeni ve 6zerk bir kimlik
kazandirir. Bu baglamda incelenen siirde, genisleyen ve bir anda darlasan bir yap1 goriilmektedir.
Siirin derin ruhunu veren son dizenin en az sozciikle bittigi goriiliir. Bicimsel sapma yokluk icinde
kelimesini 6ncelemektedir. Siirin genelinde biz ve ¢okluk etkisi goriiliirken ve olumlu hava bu kadar
yogun iken siirin bu sekilde neticelendirilmesi okuyucuyu sasirtir. Bigimsel sapma, anlamsal olarak
genislemeyi de beraberinde getirir. Biz kelimesinde; birlik olan biz, bize ait olan anlami ile bana ait
olan, benim c¢esitlemelerim birlikte goriilmektedir. Bu durum ise yokluk kelimesi ile karsitlik
olusturur.

Kosutluklar

Saussure’e gore (2014); “her kosutluk ancak otekilerin varligiyla belirlenebilir.”’(s. 73).
Siirsel metinlerde karsilasilan yinelemeler, Oncelemeler, sapmalar ve karsitliklar hem yapisal hem de
anlamsal diizeyde giiclii birer kosutluk (paralellik) mekanizmasi insa eder. Ozellikle benzer soz
dizimsel sapmalarin ve tekrarlayan onceleme bi¢imlerinin metin genelinde siireklilik arz etmesi,
yapisal bir uyumu ve dolayisiyla sistemli bir kosutlugu beraberinde getirmektedir. Bu kurgusal
unsurlar, birbirinden bagimsiz degiskenler olmayip aksine birbiriyle etkilesim halinde olan organik
bir agin pargalaridir. Bu sebeple siirsel metnin deyisbilimsel ¢oziimlenmesi siirecinde bu yapilarin
her biri; metnin estetik biitiinliigiinii ve anlam evrenini olusturan, birbirine kopmaz baglarla bagh
unsurlar olarak biitlinciil bir yaklagimla ele alinmalidir.
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Incelenen siirde, siir baslig1 metnin icinde yinelenmistir. Siirin bashig1 ile igerigi arasinda
kurulan anlam kosutlugu, deyisbilimsel ¢oziimlemelerde kritik bir role sahiptir. Bagliklar, sadece
siirin muhtevas1 hakkinda ipucu vermekle kalmaz; ayni zamanda metin icerisinde Oncelenen
sozciiklerin toplandig1 bir merkez héline gelir ki bu siirde, i¢inde kelimesi merkezi konumdadir.

“Denizlerimiz var, giines icinde;
Agaclarimiz var, yaprak icinde;
Sabah aksam gider gider geliriz,
Denizlerimizle agaclarimiz arasinda,
Yokluk icinde” (Kanik, 1998, s. 85)

Incelenen orneklerde devrik yapilandirmalar araciligiyla kurulan kosutluk, belirli ciimle
Ogelerinin yiiklem sonrasi konuma tasinarak “Onceleme” islevi kazanmasiyla gerceklesmektedir.
Ozellikle siirin kapams dizelerinde yogunlasan bu kullanimda, alt1 ¢izili ifadelerin yiiklemden sonra
konumlandirilmasi, anlamsal agirhigin ve asil yargi vurgusunun dogrudan bu birimler {izerinde
toplanmasini saglamaktadir. Birbirini takip eden soézceler arasindaki anlamsal ve baglamsal
paralellikler, bu benzerlikleri pekistirerek metnin yapisal bitiinliigiini destekleyen tamamlayici
unsurlar olarak islev gormektedir. Siirdeki kavramsal kosutluklara bakildiginda;

Siirde somut kavramlar: Deniz, giines, agag¢ ve yapraktir. Siirde gecen soyut kavramlar ise
yokluktur. Deniz, agag, yaprak ve giinesin kosutlugundan “doga”, “devingen yasam”
oncelenmektedir. Yaprak, agacin bir parcasidir. Biitiinii olusturan bir 6gedir. Siirde, “Agaclarimiz
var, yaprak icinde;” denilerek pargadan biitiine gidilmektedir. Kosutluktan karsit bir sdyleme
ulasilmaktadir.

Deniz ve giinesin kosutluk ve karsithigina bakildiginda bu iki kelime iizerinde durmak
gerekmektedir. Giines: Sicaklik, yasam kaynagidir. Deniz: Su ve serinlik, yasam kaynagdir. Ikisi
birbirinin kosutudur ama ayrica karsitliga da isaret etmektedir. ilk iki dize evrenin yukaridan asagiya
inisini vermektedir bir anlamda. Soyle ki deniz ve giines yasamdir. Sicaklik ve sogukluk tasir. Ikisi
bu anlamda birbirini dengelemektedir. Yukarida giines, asagida ise deniz bulunur. Yeryiiziiniin diger
bir pargasi karadir. Siirde karay1 6ne ¢ikaran sey agaclar ve yapraklardir. Bu ikisi arasindaki iligkiyi
onceleyen i¢inde kelimesidir. Bu kelime mekana dikkat ¢eker ve buradan hareketle yaprak ve agaclar
kelimelerine dikkat ¢ekilir. Agac tek olsa da birligi gostermektedir. Yapraklariyla, dallariyla koca
giirlil giirtil bir yapiy1 temsil eder. Yaprak ise agacin bir parcasidir ancak tiim bilgiyi i¢inde tasiyan
Ogedir. Agac aymi zamanda koktir. Bu kok, sizi karaya baglar. Deniz ise agilma kelimesini,
sonsuzluk kelimesini ¢cagristirir.

Sabah ve aksam birbirinin karsitidir ancak sabah aksam seklindeki birlikteligi de gider gider
geliriz sozciik grubunun kosutudur. Bu kullanim her giin tekrar eden bir siirece isaret etmektedir.
Tiim bu kelimeler yukaridan agagiya dogru siir iginde indiginde “insan1” 6ncelemektedir.

Deniz, giines, agag, yaprak: Doga: Evren
Tiim bu diizenin iginde ise diizenini insa eden canli: insan
Insanin gidip gelme halleri ise yokluk iginde gergeklesmektedir.

Iginde evreni, icinde dogay1, icinde devingen yasamu, icinde tekligi, icinde birligi ve tiim
bunlar1 yokluk i¢inde yapan bir “insan” vardir.

Metnin en dikkat ¢ekici yonii, somut gergeklik alanina ait gostergeler ile soyut bir varolus
durumunu ifade eden kavramlarin karsitlik iligkisi iginde kullanilmasidir.

99 ¢ 9 G

Siirin ilk iki dizesinde yer alan “deniz”, “gilines”, “aga¢” ve “yaprak” sozciikleri, doganin
somut ve gozlemlenebilir unsurlarini temsil eder. Bu unsurlar hem fiziksel varliklar olarak hem de
evrenin siirekliligini, diizenini ve kendiliginden isleyen kozmik yapisini imleyen gostergeler olarak
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da okunabilir. Ozellikle “i¢inde” sdzciigiiniin yinelenmesi, her varligin kendi dogal biitiinliigii i¢inde
yer aldigim vurgular. Deniz giinesle, agac yaprakla birlikte diigiiniiliir; yani her unsur kendi varolus
kosulunu yine kendi biitlinliigli iginde tasimaktadir. Bu kullanim, doganin eksiksiz ve tamamlanmis
bir diizen olarak sunulmasina hizmet eder.

Uciincii ve dérdiincii dizelerde ise siirin odak noktast dogadan insana kayar. “Sabah aksam
gider gider geliriz” ifadesi, fiziksel bir hareketten 6te insan yasaminin dongiisel ve tekrarli niteligini
de dile getirir. Buradaki tekrar yapis1 (“gider gider geliriz”), ritmik oldugu kadar anlamsal bir islev
de distlenir; insanin siirekli bir arayis i¢inde oldugunu ancak bu arayisin belirli bir sonuca
ulasmaksizin yinelendigini sezdirir. Insan, doganmn iki temel unsuru olan deniz ve agag arasinda
hareket eden, konum degistiren ve anlam arayan bir 6zne olarak ortaya cikar. Baska bir ifadeyle doga
kendi varligmi “iginde” siirdiirlirken, insan “arasinda” yasamaktadir. Bu ayrim, insanin evren
i¢indeki 6zel konumuna isaret etmekte, daha ¢ok onun iginde yoniinii arayan bir varolus bigimi olarak
goriinmektedir.

Siirin son dizesindeki “Yokluk icinde” ifadesi ise biitiin anlam katmanlarini yeniden
diizenleyen temel eksendir. Ilk dizelerde siralanan somut varliklar bolluk, siireklilik ve varolusu
cagnistirirken, siir beklenmedik bir bigimde bu zenginligi “yokluk” kavramiyla sonlandirir. Boylece
somut olan ile soyut olan arasinda gii¢lii bir anlamsal iliski kurulur. Denizler, agaclar, yapraklar ve
giines vardir; buna ragmen insanin deneyimledigi sey “yokluk”tur. Bu durum, yoklugun maddi
eksiklikten ¢ok ontolojik bir bosluk olarak kavrandigini diisiindiiriir. Baska bir ifadeyle siir, insanin
doganin merkezinde degil, onun karsisinda anlam arayan bir varlik oldugunu ima eder.

Deyisbilimsel acidan bakildiginda “var” ve “yokluk™ s6zciikleri arasinda kurulan karsitlik,
metnin temel anlam eksenini olusturur. Siirde yinelenen “var” yiiklemi, evrendeki nesnel gergekligi
ve varolusu isaret ederken; finaldeki “yokluk” s6zciigli insanin 6znel deneyimine génderme yapar.
Boylece metin, nesnel diinyanin varligi ile insanin varolugsal eksiklik duygusunu kars1 karsiya
getirir. Doga tamdir; eksik olan doga degil, insanin anlamlandirma ¢abasidir.

Bu baglamda siirin, “insan1” evrenin hakimi veya merkezi olarak degil, evrenin sonsuz
diizeni i¢inde kendi anlamini arayan bir varlik olarak konumlandirdig1 sdylenebilir. Denizler ve
agaclar kendi dogalarina uygun bi¢cimde var olurken insan siirekli hareket eden fakat nihai bir varolug
doyumuna ulagsamayan bir 6zne goriiniimiindedir.

Karsithklar

Her karsitlik deyisbilimde bir kosutluktur. Ciinkii birbiriyle karsit olan sézciikler birbirleriyle
iliskiye girerek genis bir anlam diinyas1 yaratir. Kavramsal olarak zit kutuplarda yer alan sozciiklerin
metin igerisinde bir araya gelmesi, aslinda birbirini diglayan bir yapidan ziyade birbirini biitiinleyen
ve zenginlestiren bir anlam evreni insa eder.

Kargitliklarin metnin anlamsal giiclinii pekistirmesindeki temel faktdr; bir kavramin
mabhiyetinin, onun ziddi olan kavramin yoklugu ya da varlig izerinden tanimlanmaya calisiimasidir.
Bu diyalektik iliski sayesinde sozciikler, siirsel baglamda birbirinin sinirlarini tayin eder ve anlami
daha belirgin hile getirir. Bir bagka deyisle, bir 6nermenin yanina, ona zit olan, beklenmeyen bir
baskasinin getirilmesi, metin ¢oziicii igin sasirtici olmakta, metnin etkisi artmaktadir (Aksan, 2013,
s. 116). Dolayisiyla deyisbilimsel agidan karsitlik; bir catisma unsuru olmaktan ¢ok, anlami
derinlestiren ve metne yapisal bir denge kazandiran bir kosutluk bi¢imidir.

Siirde sabah ve aksam birbirinin karsiti olarak verilmis ve bu iki unsur, belirli bir diizen
anlami tagiyan “her zaman™1 6ncelemistir. Gider gider geliriz sozciik grubunda da benzer bir karsitlik
vardir. Ayn1 durum burada da gecerlidir. Belirli bir diizenin 6ncelenmesi vardir. Agaclar, denizler,
giines, yaprak kelimeleri disaridaki biiyiik dogay1 ifade ederken —ler/-lar eki ¢okluga yonelikken
yokluk kelimesi bunlarin karsitligini olusturmaktadir.
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Sonug¢

Bu calisma, Orhan Veli Kanik’in “I¢inde” adli siirini nitel ve metin merkezli bir yaklagimla
Deyisbilim gercevesinde ele alarak metnin ¢ok katmanli yapisin1 ve bigemsel 6zelliklerini ortaya
koymay1 amaglamistir. Arastirmada, siirin anlam evreninin ¢dziimlenmesinde Geoffrey Leech’in
teorisinden yola cikilarak deyigbilimin temel inceleme alanlari arasinda yer alan “yineleme”,
“Onceleme”, “sapma” ve “kosutluk”a ek olarak “karsitlik” gibi temel deyisbilimsel Ol¢iitler esas
almmustir. Bu baglamda, yalnizca ritim ve uyak gibi yiizeyde kolaylikla tespit edilebilen unsurlarla
yetinilmemis; ayn1 zamanda sézciik se¢imi, ses orgiisii, dilsel sapmalar ve anlamsal ¢agrigimlar gibi
siirin estetik biitiinligiinii kuran derin yapisal dgeler de ayrintili bigimde degerlendirilmistir.
Boylelikle siir, hem bi¢imsel hem de anlamsal diizlemlerde biitiinciil bir ¢éziimlemeye tabi
tutulmustur.

Deyisbilimsel ¢oziimleme, s6z konusu siirin anlam evrenine niifuz edebilmek i¢in metnin
kendi i¢ dinamiklerinden hareket etmeyi gerekli kilar. Bu yaklasim, digsal baglamlara basvurmadan,
anlamin dogrudan metnin dilsel 6rgiitlenisinden tiiretilebilecegi varsayimina dayanir. Bu dogrultuda,
yinelemeler, oncelemeler, sapmalar, karsitliklar ve kosutluklar gibi unsurlar yalnizca bigimsel araglar
olarak degil; ayni zamanda anlam iiretiminin temel bilesenleri olarak ele alinmistir. Bu unsurlar
arasindaki siki etkilesim, siirin anlamsal katmanlarinin agiga ¢ikarilmasina imkan tanimakta; her bir
unsur, digerini tamamlayan ve gii¢lendiren bir islev tistlenmektedir. Boylece siirdeki anlam, tekil
Ogelerden ziyade, bu 6gelerin olusturdugu iliskiler ag1 icerisinde kavranabilir hale gelmektedir.

“Icinde” siiri, sairin kisa siir gelenegi icerisindeki yerini temsil eden, yogunlastirilmis bir
anlatimin 6rnegi olarak dikkat cekmektedir. Tek boliimden olusan ve sinirl sayida dizeden meydana
gelen bu siir, kisa dizeler araciligiyla kurdugu ritmik yap1 sayesinde anlami hem genisleten hem de
belirli bir noktada yogunlastirarak c¢arpici bir bi¢imde sonlandiran bir kompozisyona sahiptir. Bu
yoniiyle siir, ilk bakista yalin ve sade bir izlenim uyandirsa da dikkatli bir okuma siirecinde giderek
derinlesen ve katmanlanan bir anlam diinyasi sunar. Sairin sozciik tercihleri, yinelenen ses ve kelime
orlintiileri ile noktalama isaretlerinin bilingli kullanimi, okuyucunun metinle kurdugu iliskiyi
yonlendirmekte ve onu adim adim bu ¢ok katmanli anlam evrenine dahil etmektedir. Nitekim Orhan
Veli (1998), Garip 6nsoziinde siirin temel niteliginin edasinda bulundugunu ve siirin 6ziinde
biitiiniiyle anlamdan olusan bir s6z sanati oldugunu belirtir. Saire gére anlam, insanin duyularindan
ziyade zihnine seslenir; dolayisiyla siirin etkisi de oncelikle diislinsel diizlemde ortaya ¢ikar (Kanik,
1998, s. 29).

Yapisal agidan degerlendirildiginde, siirin tek boliikten olusan biitiinciil bir yapi sergiledigi
goriilmektedir. Bes dizeden olusan bu yapi igerisinde, dizelerin biiylik Olglide kendi anlam
biitiinliiklerini korudugu; ancak o6zellikle son ii¢c dizede anlamin bir sonraki dizeye tasinarak
stireklilik kazandig1 dikkat ¢ekmektedir. Bu durum, siirin hem igsel tutarliligini pekistirmekte hem
de dinamik bir akig hissi yaratmaktadir. Hece yapisindaki diizenlilik, 6zellikle ilk ii¢ dizede
gbzlemlenen esitlenmis Ol¢ii ile ritmik bir temel olustururken; dordiincii dizede artan ve besinci
dizede ani bir diisiis gosteren hece sayisi, vurgu ve duraklarin etkisini belirginlestirmektedir. Bu
ritmik kirilma, siirin anlam yogunlugunu artiran énemli bir yapisal tercih olarak degerlendirilebilir.

Sozciik diizeyinde gergeklestirilen ¢dzliimleme, siirde belirli kelimelerin bilingli bir bi¢imde
one cikarildigini gdstermektedir. Ozellikle “i¢inde” ve “var” gibi anahtar sozciiklerin yinelenmesi,
hem dize i¢i hem de dize sonu ahengini kurmakta; bu durum, siirde hem ritmik hem de anlamsal bir
yogunluk yaratmaktadir. Bu tiir yinelemeler, yalnizca ses diizeyinde bir diizenlilik saglamakla
kalmay1p ayn1 zamanda anlamin merkezi eksenini de belirlemektedir. Boylece okuyucu, siirin temel
izlegini bu anahtar sozciikler araciligiyla takip edebilmekte ve metnin sundugu anlam katmanlarim
daha sistemli bir bigcimde ¢oziimleyebilmektedir.

Ses bilimsel diizlemde, 6zellikle /i/ ve /a/ {inliilerinin kullanim siklig1 ile yumusak {insiizlerin
metindeki dagilimi dikkat ¢ekmektedir. Bu ses tercihleri, siirin soyleyisinde melodik ve akici bir
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niteligin olusmasina katki saglayan bicemsel unsurlar olarak degerlendirilebilir. S6z konusu ses
Orgiisliniin, siirin genel atmosferiyle uyumlu bir yumusaklik ve siireklilik algisi olusturdugu; kalin
ve ince Unliiler arasindaki gegislerin ise dizeler arasinda ritmik bir biitiinliik kurulmasina imkan
sagladigi diisliniilebilir. Bu dogrultuda, ses unsurlarinin yalnizca estetik bir diizenleme islevi
tagimadigi; ayn1 zamanda siirdeki duygu aktariminin bigimlenmesinde rol oynayan 6nemli dilsel
gostergeler arasinda yer aldig1 sdylenebilir.

Bicimsel ve s6z dizimsel diizlemde gozlemlenen oncelemeler, devrik ciimle yapilari ve
cesitli sOz sanatlarinin, siirin anlam ve ses Orgiisiiniin olusumuna katki saglayan baslica unsurlar
arasinda yer aldig1 degerlendirilebilir. Tekrir ve tezad gibi sanatlarin kullanimi, dizeler arasinda
kosutluk ve karsitlik iliskileri olusturarak siirin anlam alaninin ¢ok katmanli bir yapiya kavusmasina
imkéan tanimaktadir. Ozellikle somut ve soyut kavramlar arasindaki karsithik iliskisi, siirin diisiinsel
boyutunun sekillenmesinde etkili olan unsurlardan biri olarak goriilebilir. Deniz, agag, yaprak ve
giines gibi somut Ogelerle yokluk gibi soyut bir kavramin ayni baglam igerisinde kullanilmasi,
insanin evrenle kurdugu iliskiye yonelik sorgulayici bir bakis agisinin olugsmasina katki saglayan bir
anlam orgiisii ortaya koymaktadir.

Dil bilgisel diizlemde, bulunma hal eki ve iyelik eklerinin dne ¢ikarilmasi ile cogul ekinin
kullanimu, siirde 6zne algisinin bireysel alandan daha genis bir anlam g¢ercevesine dogru yoneldigini
diisiindiiren dilsel gostergeler olarak degerlendirilebilir. Bu yonelim, siirde “biz” duygusunun
belirginlesmesine katki saglayan unsurlardan biri olarak goriilebilirken; yokluk kavramiyla kurulan
karsitlik iligkisinin de metnin diisiinsel derinliginin olusumunda rol oynadig1 soylenebilir.

Sonug olarak “I¢inde” siiri, Orhan Veli Kanik’1n bireysel iislubunu olusturan dilsel, bigimsel
ve anlamsal tercihlerin biitiinliikk icerisinde gorliniir hale geldigi O6zgiin bir metin olarak
degerlendirilebilir. Bu ¢ergevede “iginde”, Orhan Veli Kanik’1n az sayida szciik aracilityla yogun
anlam katmanlar1 olusturma yetkinligini ve gilindelik dili siirsel bir sdyleyise doniistiirme basarisini
ortaya koyan onemli bir dérnektir. Deyisbilimsel yontem, siirdeki bu 6zelliklerin metnin dil 6rgiisii
iizerinden sistematik bi¢imde incelenmesine imkan saglamaktadir. Boylece siirdeki dncelemeler,
yinelemeler, sapmalar, kosutluklar ve anlamsal karsitliklar araciligiyla kurulan estetik yap1 goriiniir
hale gelmektedir. Bu yéniiyle “I¢inde”, dilsel gostergelerin estetik islev kazandigi, bicim ile anlam
arasindaki iligkinin siirsel degeri belirledigi ve deyisbilimsel ¢oziimlemeye elverisli nitelikli bir
metin olarak one ¢ikmaktadir. Boylelikle bu ¢alisma, Orhan Veli’nin siirini yalnizca Garip hareketi
veya anlam yoniiyle degil, metnin i¢ yapisini olusturan dilsel gostergeler iizerinden inceleyerek farkli
bir degerlendirme alan1 agmaktadir.
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ETIK BEYANLAR
Arastirma ve Yayin Etigi
Bu makalenin 6zgiin bir ¢alisma oldugunu ve bilimsel arastirma ve yayin etigi ilkelerine
uygun olarak hazirlandigint beyan ederim. Makale daha once herhangi bir yerde
yayimlanmamis olup bagka bir dergide degerlendirme siirecinde degildir.
Caligmada kullanilan tiim kaynaklar akademik kurallara uygun bigimde atiflanmistir.
Caligmanin intihal, veri uydurma, veri tahrifi veya manipiilasyon icermedigini; arastirma
bulgularinin bilimsel diiriistliik ilkelerine uygun sekilde sunuldugunu beyan ederim.
Yazar Katkisi
Caligmanin tasarlanmasi, yliriitiilmesi, analizi ve makalenin raporlama agamasini tek basina
yliriitmiistiir. Makalenin son hélini okuyup onayladim ve yayimlanmasini kabul ettim.
Cikar Catismasi
Bu makalenin yayimlanmasina iligkin herhangi bir ¢ikar ¢atismasi bulunmadigini beyan
ederim.
Finansal Destek
Bu aragtirma herhangi bir kamu kurumu, ticari kurulus veya kar amaci giitmeyen kurulus
tarafindan finansal olarak desteklenmemistir.
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Yapay Zeka Kullanim Beyam
Makalenin hazirlanmas: siirecinde yapay zeka araglarindan yalmizca dil diizenleme, ceviri
destegi ve anlatim iyilestirmesi amaciyla sinirlt 6l¢iide yararlanilmistir. Yapay zeka araglari
tarafindan yapilan ceviri ve dil diizenlemeleri tarafimdan dikkatle kontrol edilmistir. Yapay
zeka araglart calismanin bilimsel igeriginin, aragtirma tasariminin, analizlerinin veya
akademik sonuglarinin olusturulmasinda kullanilmamigtir. Makalenin igerigine iliskin tim
akademik sorumluluk bana aittir.

Telif Haklar1 ve izinler
Telif hakki gerektiren materyaller kullanilmigsa gerekli izinlerin alindigimi ve ¢aligmanin
herhangi bir fikri miilkiyet hakkini ihlal etmedigini beyan ederim.

Yazar Onayi
Makalenin son hélini okudum, onayladim ve yayimlanmasini kabul ettigimi beyan ederim.
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