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Eda Dedebas Diindar, Bogazi¢i University

NARRATIVES OF RIGHTS AND THE TRAVEL OF STORIES IN J.M.
COETZEE’S ELIZABETH COSTELLO

Abstract

With its close reading and discussion of J.M. Coetzee’s novel Elizabeth Costello (2003), this
article undertakes the debate that is centered on doing good/humanitarian travel versus telling
a story/writing about atrocities and argues that Coetzee’s novel contributes a cutting-edge
dimension to the discussion in that it foregrounds the interconnectedness of texts, humans,
and other species. I argue that Elizabeth Costello adds a third dimension to the palimpsestic
experience in the post-authoritarian text: that is, to enable interconnectivity among texts,
humans, and other species, and thus enhance humanitarian effort through an intertextual travel
among narratives. In its juxtaposition of travel and meta-fictional storytelling, the novel
foregrounds writing and travel as possible modes of humanitarian action refuting a singled-
out endeavor for rights abuses. It is thanks to Coetzee and Costello’s self-conscious and self-
effacing writing styles that storytelling immediately comes forth as an unsatisfying
humanitarian effort. However, through inconsistencies of writing and the acknowledgement
of stories as being unreliable sources, the act of writing itself turns out to be an empowering
experience that denies a cathartic and an emphatic entanglement. Furthermore, combined
with travel, writing and self-referentiality stand out as complementary aspects of the

discussions of humanitarianism in the novel.

Keywords: J.M. Coetzee, human rights narratives, humanitarian travel, metafiction, Elizabeth

Costello



J.M. COETZEE’NIN ELIZABETH COSTELLO ADLI
ROMANINDA HAKLARIN ANLATILARI VE OYKULERIN
SEYAHATI

Oz

Bu makale, Giiney Afrikali yazar J.M. Coetzee’nin 2003’te basilan Elizabeth Costello
romanin1 detayli incelerken, iyi bir seyler yapmak/hikaye anlatmak ya da insan haklari i¢in
yapilan seyahatler/zuliimlerin dykiilerini yazmak arasinda var olan tartismay1 ele almakta ve
Coetzee’nin romaninin metinler, insanlar ve Oteki tiirler arasinda bir baglanti kurarak bu
tartismaya yeni bir boyut kazandirmakta oldugunu 6ne siirmektedir. Dahasi, metinleri ve
oteki tiirleri birbirine bagl gdstererek, bu roman metinlerarasi bir seyahat kavrami lizerinden
hiimanitarizm sorunlarin1 ¢ézmeye c¢alismaktadir. Seyahat ve listkurmacasal dykii anlatimini
bir araya getiren bu roman, yazma ve seyahat etme eylemlerinin hiimanitarizme beraberce
katkida bulundugunun altin1 ¢izer ve hak ihlallerinin tek bir olguyla ¢éziimlenemeyecegini
vurgular. Coetzee ve Costello’nun iistkurmacasal ve algakgoniillii yazma bigimleri sayesinde
hikaye anlaticilifi hemen yetersiz bir ¢aba olarak ortaya ¢ikar. Fakat, yazma eyleminin
tutarsizliklar1 ve hikayelerin giivenilmez kaynaklar olduklarini kabullenmeden dolay1, yazma
eylemi kathartik ve empatik iliskileri reddeden giiclii bir olguya doniisiir. Buna ek olarak,
seyahat etme kavramiyla bir araya gelen yazma ve 6zgondergelilik kavramlari romanda

hiimanitarizmin tamamlayic1 6geleri olarak ortaya ¢ikarlar.

Anahtar Kelimeler: J.M. Coetzee, insan haklar1 anlatilari, hiimanitarizm ve seyahat,

ustkurmaca, Elizabeth Costello



The question of representation — whom to represent and how to represent the distant
other — has been one of the prominent questions of human rights narratives. Moreover, the
discrepancy between doing good versus telling a story; humanitarian travel versus writing
about atrocities, consolidates the dominant discussions of contemporary human rights
narratives. The main distinction oscillates between whether a humanitarian traveler or a writer
who focuses on relaying atrocities, provides more benefit to establish a human rights regime
in international territories. For instance, in “‘The Spectacle of Our Suffering’: Staging the
International Human Rights Imaginary in Tony Kushner’s Homebody/Kabul,” Elizabeth
Anker introduces the term “humanitarian crusaders” for Western humanitarian travelers and
their newly emerging interest in depictions of suffering from underdeveloped parts of the
world and argues that “the humanitarian sentiment that inspires Milton and Priscilla [the two
protagonists of Tony Kushner’s Homebody/Kabul] is tainted by multiple kinds of self-interest.
... [and] egoistic longings for atonement also consolidate humanitarianism as an ideology.””’
The metaphorical mantling of the imperialist perspective of the Crusades in contemporary
humanitarian aid campaigns implemented by Western NGOs solidifies the short-sighted view
of savior Westerners and establishes a binary that differentiates between white saviors and
their non-white victims.? In this mutual interdependency, both the savior and the victim thrive
through the existence of one another and the real motives of the Western humanitarian
crusader — to quote from Anker — are challenged in contemporary human rights narratives.

Similarly, J. M. Coetzee’s 2003 novel Elizabeth Costello deals with likeminded
questions and the overlapping boundary between humanitarian travel and writing and narrates
the story of an aging fictional writer, Elizabeth Costello, who abandons writing in order to
travel around the world and delivers lectures on human rights and planetarity. As a vegetarian,
traveler, lecturer, self-contradictory writer, public intellectual, mother, sister, and an animal
rights absolutist, Costello bears inconsistencies in her lectures and her life in general. Made
up of five lectures in eight lessons, all of which were composed by Coetzee between 1998 and
1999.° the novel tackles these disparate lectures that are connected through Costello’s
voyages around the world. Ranging from realism to the relationship between poetry and

ecological writing, Costello’s lectures offer the reader a meta-fictional and an inter-textual

1 Elizabeth Anker, “‘The Spectacle of Our Suffering’: Staging the International Human Rights Imaginary in
Tony Kushner’s Homebody/Kabul,” in Imagining Human Rights in Twenty-First Century Theater: Global
Perspectives, ed. Florian Becker et al. (New York: Palgrave Macmillan, 2013), 215-217.

2 For a detailed analysis of the triangle of savage, victim, and savior, see Mutua, Makau. In “Savages, Victims,
and Saviors: The Metaphor of Human Rights,” Mutua argues that contemporary human rights debates and aid
campaigns are established on a triangle of a non-white local savage, a non-white non-Western victim, and a
white, Christian, Western savior. The elements of this schematic triangle are interdependent on one another.

3 For a complete list of the lectures, see Attwell, David.



reading in which divergent ideas come together in various ways.* The novel has been
interpreted as a narrative presenting ecocritical perspectives by critics such as David Attwell,
Sam Durrant, and Dominic Head.’ In addition, to date, it has been read as a postmodern text
foregrounding intertextual references by Thorsten Carstensen, Louise Bethlehem, Michael
Moses, and Reingard Nethersole.’

Moving beyond the existing criticisms on the novel, I argue that Elizabeth Costello
adds a third dimension to the palimpsestic experience in the post-authoritarian text: that is, to
enable interconnectivity among texts, humans, and other species, and thus enhance
humanitarian effort through an inter-textual travel among narratives. In its juxtaposition of
travel and meta-fictional storytelling, the novel foregrounds writing and travel as possible
modes of humanitarian action refuting a singled-out proposition for rights abuses. It is thanks
to Coetzee and Costello’s self-conscious and self-effacing writing styles that storytelling
immediately comes forth as an unsatisfying humanitarian effort. However, through
inconsistencies of writing and the acknowledgement of stories as being unreliable sources, the
act of writing itself turns out to be an empowering experience that denies a cathartic and an
emphatic entanglement. Furthermore, combined with travel, writing and self-referentiality
and their self-sustaining aspects are revealed throughout the novel. In line with the argument
proposed above, the first part analyzes the dubious role of writing in activism and narratives
of rights and dwells upon the boundary between “telling a story” versus “travelling for a
humanitarian purpose.” As a writer who now chooses to travel instead of writing fiction,
Costello stands out as a disputed figure, and is the emblem of this controversy between
travelling and writing. As a female traveler and the public face of J.M. Coetzee, Costello
elucidates how the concept of voyage is linked to intertextuality and takes her readers to a
journey through her lectures and literary allusions. The second section discusses the concept
of self-referentiality and the duplicated embedded reader and writer roles in the novel. In this
last section, I highlight the representation of a writer-protagonist and her performativity along
with the actualization of a readerly duty that arises through the form of writing proposed in

Elizabeth Costello.

4 In regards to the disparity of her lectures, Reingard Nethersole states: “All the ‘lessons’ remain inconclusive
because they offer neither an escape from ambivalence nor resolution of ‘double meanings’, although the first
‘lesson’ of Elizabeth Costello adheres, at least, to a minimal narrative contract between a reader and a collection
of hybrid metafictional texts. [...] [T]The compositional structure of the stories/lessons prevents any suture that
would put to rest simultaneous conflicting feelings or close the gap between dichotomies set up by multivalent
views espoused, voices aired and contrasting positions taken. Moreover, the ‘lessons’ neither synthesise
opposing views nor do they bridge incompatible sides” (2).

5 See Attwell, Durrant, and Head.

6 See Carstensen, Bethlehem, Moses and Nethersole.



I Traveling in the World of Writing and Humanitarian Activism

Extensive criticism on the romanticized and voyeuristic experience of the traveler in a
non-Western setting and the perpetuation of superior attitudes portrayed in fiction and travel
writing have been frequently discussed by scholars.” In Tourists with Typewriters, Patrick
Holland and Graham Huggan argue that “travel writing frequently provides an alibi for the
perpetuation or re-installment of ethnocentrically superior attitudes to ‘other’ cultures,
peoples, and places”.® Likewise, in the twenty-first century, this colonial phenomenon has
molded into a different form that emphasizes humanitarian aid and travel. Moreover, it is
these superior attitudes that Holland and Huggan underscore that mark why humanitarian
travel and travel writing are worth critiquing. Despite the fact that Elizabeth Costello denies
travelling for the sole purpose of engaging in humanitarian action, the novel repudiates
writing as a form of activism and foregrounds an old-fashioned writer’s travels. However, the
fact that Costello travels to the Western world so as to instruct Westerners on the atrocities
around the world, Elizabeth Costello resists settling into hierarchical binaries in which a
Western traveler explores sites of dark tourism where she can perpetuate superior attitudes to
other cultures.” Therefore, the novel and its traveling protagonist defy hierarchical and
mutually exclusive categories.

The close affinity between expedition and storytelling has also been analyzed by
scholars. In Travelers, Immigrants, Inmates, Frances Bartkowski defines journey as “a strong

motif in all storytelling, [...] already a rewriting of the journey into culture.”"

The concepts
of voyage and intertextuality are intrinsically linked to one another. In the distance travelled,
there is no longer a discovery for the traveler since the new destination has already been
visited by many others. It enables the traveler to look back at home from a new perspective,
the new experience she/he gains through his expedition. Alternatively, rewriting in literary
texts functions in an analogous way to the idea of voyage. Akin to the concept of travel,
intertextuality not only displays a new - usually a critical - view of the source text but also
enables us to look at the source-text with different eyes. Julia Sanders defines adaptation as

both an innovative and conservative genre since it also locates itself within the canon.

Disregarding the question of fidelity between the source-text and the adaptation, she labels

7 See Blunt and Mills.

8 Patrick Holland and Graham Huggan, Tourists with Typewriters: Critical Reflections on Contemporary Travel
Writing (Ann Arbor: The University of Michigan Press, 1998), 7.

9 For a wider discussion on dark tourism, see Willis.

10 Frances Bartkowski, Travelers, Immigrants, Inmates (Minneapolis: University of Minnesota Press, 1995),
Xix.



»11 1 jkewise, the female wanderer, Costello in this

adaptation as “the expansion of the canon.
case, stands in this liminal position in which she imitates the previous models and exemplifies
a unique figure at the same time. She not only travels to different lands so as to voice her
opinions and to repudiate the influence of literature, but also legitimizes literary actions as
modes of activism by alluding to several literary texts. Through this engagement, she
juxtaposes travel and writing as leading techniques to call attention to human rights violations
and ecological decay. It is through the schema of this palimpsestic experience that she builds
up this interdependency among humans, texts, and other species.

A parallel idea of liminality in adaptation and intertextuality can also be observed in
Costello’s role as a traveler. In The Invisible Flaneuse, Janet Wolff draws attention to the
invisibility of women travelers of the nineteenth century. Labeling modernity and the
experience of the modern as masculine, she states that a flaneuse cannot exist within male
institutions.'” In response to Wolff’s article, Elizabeth Wilson argues that as the flaneur
leaves home for travel, he loses his masculinity, his ties with the home." Being emasculated,
the flaneur becomes a defeated hero who no longer has strict gender boundaries.'
Analogously, in Coetzee’s novel, Elizabeth Costello takes the position of a female traveler,
who no longer has strict gender codes. As the emasculated face of J.M. Coetzee, she has a
presence that is both original with no clear-cut gender boundaries and imitative due to her
adaptation of a male traveler/writer figure. It is this act of voyage that transforms Costello into
a gender-free and almost identity-free role. Due to the symbiotic relationship between
Coetzee and Costello, both writers replace one another and their roles are displayed as being
interchangeable. Having delivered the five lectures in the novel before its publication,
Coetzee uses Costello as his pseudo-public intellectual, who travels to give lectures and does
not believe in the power of fiction any more.

In line with Sanders’ definition of an adaptation, Bortolotti and Hutcheon offer a third
position in which a literary adaptation is analogous to a biological adaptation and represents

“a repetition with a change.”"

They endorse the absence of authenticity and celebrate the
numerous adaptations that are separate from the source but bring a change, an expansion to

the canon. They state: “[T]he success of the replicator (narrator) is measured by its survival in

11 Julie Sanders, Adaptation and Appropriation (New York: Routledge, 2005), 7.

12 Janet Wolff, “The Invisible Flaneuse: Women and the Literature of Modernity,” in The Problems of
Modernity: Adorno and Benjamin, (London: Routledge, 1989), 141.

13 Elizabeth Wilson, “The Invisible Flaneur,” New Left Review, 191 (1992): 110.

14 Ibid., 108.

15 Gary Bortolotti and Linda Hutcheon, “On the Origin of Adaptations: Rethinking Fidelity Discourse and
‘Success’—Biologically,” New Literary History, 38 (2007): 447.



its other versions and copies, by its persistence, abundance and diversity. The success of the
vehicle is measured by its capacity to propagate the replicator that rides inside it.”'
Correspondingly, in the novel, as Elizabeth Costello travels and makes allusions to previous
texts, Coetzee’s place in the canon is further strengthened. The more she travels through
stories and recounts them to her like-minded readers, the more sustained her position in the
canon becomes. It is this self-contradictory undertaking that locates Elizabeth Costello as a

controversial and inaccessible text.

II. Self-Conscious Writing and the Role of the Writer-Protagonist in Elizabeth
Costello

In contemporary human rights narratives, the act of storytelling stands out as a
significant entity as it is usually being set as a complementary form of relaying atrocities and
abuses to the rest of the world and a tool to help for healing. In his discussion of the affinity
between literature and human rights, James Dawes is critical of storytelling since he believes
that choosing one witness or a speaker erases many: “No trial, and no novel, can tell
everyone’s story, but the act of selecting a single representative [...] is always an erasure of
many.”'” Repudiating the idea of a single representative and the singularity of the rights,
Dawes calls for a multiplicity and heterogeneity of activism and advocating for human rights.
In conjunction with Dawes’s argument, it is argued that writing could not be regarded as the
sole action against rights abuses, and correspondingly, Coetzee’s writer/protagonist Elizabeth
Costello juggles with her dual roles: she is a writer who travels around the world and gives
lectures.

Making a clear-cut distinction between “doing good” and “telling a story,” Costello
stands out as a self-contradictory writer. On the one hand, she is the famous author of a
bestseller, The House on Eccles Street, a novel that rewrites Joyce’s Ulysses from Molly
Bloom’s perspective. She believes in the potential of literature in “reclaiming women’s

lives.”"® On the other hand, she is an activist writer who no longer believes in literature:

She is not sure, as she listens to her own voice, whether she believes any longer in

what she is saying. Ideas like these must have had some grip on her when years ago

16 Ibid., 452.

17 James Dawes, That the World May Know: Bearing Witness to Atrocity (Cambridge: Harvard University
Press, 2007), 198-9.

18 J.M. Coetzee, Elizabeth Costello (New York: Penguin, 2003), 14.



she wrote them down, but after so many repetitions they have taken on a worn,

unconvincing air. On the other hand, she no longer believes very strongly in belief."

It is thanks to this controversy that she voices throughout the novel and that leaves literature’s
role in rights debates in limbo. As a writer who gives lectures on the amity between rights and
literature, Costello openly disregards writing as a form of engagement with the debates on
planetarity.

In addition to Costello’s and Coetzee’s disillusion with fiction, the novel displays a
variety of metanarrative techniques. First, it uses intertextual references in the lectures by
making allusions to Homer’s The Odyssey, Joyce’s Ulysses, Alice in Wonderland, Gulliver’s
Travels, A Modest Proposal, Robinson Crusoe and various poems by Ted Hughes. Instead of
paying tribute to a single text and securing a position in the canon (just as Elizabeth Costello
does with her best-seller), Coetzee’s novel adds a recalcitrant dimension to this palimpsestic
experience, celebrates interdependency among texts, humans, and other species, and
challenges the legacy and authority of a single text.

Secondly, the last chapter “At the Gate” is written akin to Kafka’s Before the Law. In
this dream-like lesson/chapter, no lecture exists but Costello arrives at a gulag-like camp
where she is asked to make a statement about what she believes. As the writer of many novels
and speeches, she finds it hard to write a statement. Finally, she defines herself as such: “/ am
a writer, a trader in fictions. [...] I maintain beliefs only provisionally: fixed beliefs would
stand in my way. I change my beliefs as I change my habitation or my clothes according to my

2% In this hazy scene, she acknowledges the efficacy of literature and writing as a

needs.
profession and thus lays out another contention in relation to the role of writing and literature.

Throughout the novel, substantial references to literature and the impact of storytelling
in creating an equal world and feeling compassion for the distant other abound. Labeling
herself as the “secretary of the invisible,” Elizabeth Costello defends her position as
embracing all beings: “I am open to all voices, not just the voices of the murdered and
violated. [...] If it is their murderers and violators who choose to summon me instead, to use
me and speak through me, I will not close my ears to them, I will not judge them.”*' She

underlines her position as a writer who advocates planetarity and sets up links among texts

and beings.

19 Ibid., 39.
20 Ibid., 195.
21 Ibid., 204.



The call for writing is further emphasized with Elizabeth Chandos’s letter in the
epilogue. Elizabeth Chandos, the fictional wife of a fictional character Lord Chandos, replies
back to Francis Bacon.” In the letter, she asks Bacon to convince her husband to return to

writing:

All is allegory, says my Philip. Each creature is key to all other creatures. A dog
sitting in a patch of sun licking itself, says he, is at one moment a dog and at the next a
vessel of revelation. [...] But how I ask you can I live with rats and dogs and beetles
crawling through me day and night [...] Save me, dear Sir, save my husband! Write!
Tell him the time is not yet come, the time of the giants, the time of the angels. Tell
him we are still in the time of the fleas. Words no longer reach him, they shiver and
shatter, [...] But fleas he will understand, the fleas and the beetles still creep past his

shield, and the rats.”

The novel’s epilogue with a letter written to a historical character as a response to a fictional
letter further bolsters Coetzee’s protean fiction that defies the authoritarian text.”* According
to Chandos/Costello/Coetzee, writing is a tool to pave the way for sympathetic imagination
among human beings, fictional characters, and other species. This intertextual travel among
other texts makes human beings eligible to comprehend one another. Intertextuality, thus,
bridges the gaps in writing and establishes connections among beings from various
backgrounds. It is through writing and literature that human beings are able to have empathy
for other species.

In the cruise boat in Chapter 2, Costello becomes aware of the gap between herself
and the King penguins. However, later in the novel, she proposes writing as a means to bridge
this gap. She says: “In any event, the point is, Marion [Molly] Bloom never existed. Marion
[Molly] Bloom was a figment of James Joyce’s imagination. If I can think my way into the
existence of a being who has never existed, then I can think my way into the existence of a bat
or a chimpanzee or an oyster, any being with whom I share the substrate of life.” If there is
sympathetic imagination between fictional characters and the reader or the characters and the

writer herself, then there is the possibility of establishing a likewise bond between ourselves

22 The Chandos letter was written by Hugo von Hoffmanthal in 1902. It is considered to be one of the
foundational texts of modernism. It is a fictional piece written by a fictional writer, Lord Chandos, to Francis
Bacon. There is a play with time and textuality in the letter. In this fictional letter, Lord Chandos complains
about the fact that he cannot write due to the raptures in language.

23 J.M. Coetzee, Elizabeth Costello (New York: Penguin, 2003), 229-230.

24 Michael Valdez Moses, “‘King of Amphibians’: Elizabeth Costello and Coetzee’s Metaphoric Fictions,”
Journal of Literary Studies/Tydskrif vir Literatuurwetenskap, 25 nr: 4 (2009): 29.

25 J.M. Coetzee, Elizabeth Costello (New York: Penguin, 2003), 80.



and other species. Building on Costello’s belief in sympathetic imagination, Heather Walton
argues that Coetzee claims to share a related bond with Costello. In relation to Coetzee’s

writing from the perspective of a woman, Walton writes:

Literature does truth differently and it cannot manifest its revelations without fault. ...
Yes, when a man writes as a woman, he employs imagination rather than experience
and they are not the same. Yes, authors achieve their ends by borrowing,
impersonating, mirroring and metamorphosis. But it is substitution, miscegenation and

artful deceptions that constitute every literary text. This is what literature is. *°

It is this intertextual and deceptive nature of writing that Coetzee and Costello utilize and thus
make an argument based on the fact that if literature is made to build sympathetic
imagination, then human beings are analogously dependent on other species and can establish
hearty bonds among species.

Despite Chandos’s plea for writing and Coetzee’s stress on the power of fiction,
Michael Deckard draws attention to the ironic nature of Costello as a writer and the
discrepancy between her frailty as an intellectual and her strong and radical arguments in the
lectures.”” The novel problematizes Elizabeth Costello as a failed intellectual and activist. As
a vegetarian who does not allow any meat to be served at any dinner she attends, as an animal
rights advocate who uses a leather bag, Costello stands out as an inconsistent activist. As she
becomes radical in her beliefs, she turns into an animal rights absolutist, who takes her
arguments to an extreme position and makes an analogy between the cattle slaughtered in the
slaughterhouses and the Holocaust.

The reader’s skepticism on Costello’s inconsistency can be observed in Norma, her
daughter-in-law, who criticizes Costello for being too sentimental and naive by refuting her
biased perspective on vegetarianism. As a professor of philosophy, Norma disapproves
Costello’s speech “The Philosophers and The Animals.” In her complaint of Elizabeth
Costello, Norma talks to her husband John:

It’s naive, John. It’s the kind of easy, shallow relativism that impresses freshmen.

Respect for everyone’s world view, the cow’s world view, the squirrel’s world view,

26 Heather Walton, “Staging John Coetzee/Elizabeth Costello,” Literature & Theology: An International
Journal of Religion, Theory, and Culture, 22 no: 3 (2008): 286.

27 Michael Funk Deckard, “Irony and Belief in Elizabeth Costello,” in J. M. Coetzee and Ethics: Philosophical
Perspectives on Literature, ed. Anton Leist and Peter Singer (New York, NY: Columbia University Press, 2010),
339.
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and so forth. In the end, it leads to total intellectual paralysis. You spend so much time

respecting that you haven’t time left to think.*®

By assuming the position of a reader and voicing her views openly, Norma discloses
Costello’s ambiguous stance in this novel. It is through Norma’s reflection of the reader’s
point of view that Elizabeth Costello showcases its metafictional features and reveals the
disputed role of writing.

Moreover, in Chapter 6, in her Amsterdam lecture called “The Banality of Evil,”
Elizabeth Costello critiques Paul West’s novel The Very Rich Hours of Count von
Stauffenberg, which depicts the memories of a hangman, who tortured the would-be assassins
of Hitler in 1944.%° She is critical of the realistic representation of the memoir. As a writer
who clearly values “doing good” over “telling a story,” she perplexes the reader with her
ideas on West’s novel. As an activist who has turned to activism due to the mesmerizing
aspect of fiction; “the secretary of the invisible,” i.e. Elizabeth Costello, is now critical of a
novel for being too realistic. According to Thorsten Carstensen, her disillusionment and
inconsistency is compatible with the deconstruction of Grand Narratives in the novel. He
writes: “While Elizabeth continuously deconstructs her own ideas, the novel displays an
analogous lack of coherence and discomfort with universal statements. [...] Acting within
different fields of discourse, Elizabeth experiences the loss of an all-embracing, ultimate
truth. Forever gone is the unifying metanarrative, which would offer the necessary criteria for
judging and (de-) legitimizing individual claims.”" Costello’s inconsistencies as a writer and
an intellectual challenge the idea of authoritarian text and writer. Finally, her re-union with
her son and daughter-in-law Norma ends with an ironic, skeptical and perhaps a rhetorical
question raised by her son as they are departing. To highlight his mother’s inconsistent and
irrational behaviors, John asks: “Do you really believe, Mother, that poetry classes are going

to close down the slaughterhouses?”!

II1. Conclusion

In the novel, Elizabeth Costello devalues writing as a failed attempt for
humanitarianism, for bridging the gap between previous writings, for creating a sympathetic

imagination between ourselves and other species. Instead, she emphasizes traveling and

28 J.M. Coetzee, Elizabeth Costello (New York: Penguin, 2003), 91-2.

29 Ibid., 88.

30 Thorsten Carstensen, “Shattering the Word-Mirror in Elizabeth Costello: J.M. Coetzee’s Deconstructive
Experiment,” The Journal of Commonwealth Literature, 42 (2007): 81.

31 J.M. Coetzee, Elizabeth Costello (New York: Penguin, 2003), 103.
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“doing good.” However, the novel ends with Elizabeth Chandos’s appeal for writing despite
all the limitations: “Yet he writes to you, as I write to you, who are known above all men to
select your words and set them in place and build your judgments as a mason builds a wall
with bricks. Drowning, we write out of our separate fates. Save us.”>” On the surface level,
Elizabeth Costello emphasizes the futility of writing as a form of humanitarian effort and
valorizes her travels and lectures as enabling modes of activism. However, deep down, as an
inconsistent figure, she refutes what she advocates. By presenting Costello as a controversial
figure, Coetzee opens up new venues for fiction to emerge. By challenging the authority of
canonical texts with the use of intertextual references and including a writer-protagonist who
is not successful in her travels and lectures, Coetzee foregrounds fiction as a means to channel
thoughts and to pave the way for a more sustainable form of activism. Moreover, in his use of
a metaphor of a travel — a metaphorical and symbolic voyage among texts — Coetzee
underscores the travel of stories that foreground writing and literature. All in all, Elizabeth
Costello emerges as a novel that successfully assembles travel and literature as potential

patterns to human rights narratives and their advocacy.

32 Ibid., 230.
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Giilfer Goze, Kadir Has University

IS A BILDUNGSWOMAN POSSIBLE? THE MAKING OF A WEST
INDIAN HEROINE IN JAMAICA KINCAID’S ANNIE JOHN

Abstract

Feminist theory has been under critique from within and without with regards to how inclusive
it is in its scope and how welcoming it is for those women who either refuse to perform
mainstream identities or are disregarded because of their traditional identities. Literature
represents the epitome of a space of inclusion in which feminism can transform into feminisms
and thrive. I claim that fictional biographies and autobiographies of West Indian women
provide us with these new spaces that enable us to expand the conversation about how the
feminisms of different women can come together. As one such novel, actually a bildungsroman,
Jamaica Kincaid’s Annie John both provides a fertile ground for questioning the significance
of race in addition to gender for the lives of women, and also gives voice and visibility to a
genuine character of color who is neither a generic fairy tale heroine, nor an invented
representation of an exotic woman. In my title, I refer to the book as a bildungswoman because
a brief research on the origin of the genre exposes its unflinching connection to a white middle
class hero rather than a black lower class heroine. In this article, I first examine the traditional
and feminist versions of autobiography and bildungsroman, and then offer a reading of Annie
John as a feminist and postcolonial subversion of the traditional bildungsroman. I analyze how
Kincaid juxtaposes patriarchal with colonial to highlight the double bind women of color have
to fight against and how she makes use of different kinds of interactions among women in
writing the destiny of Annie as an alternative to the traditional plot lines allotted for women of

color.

Keywords: feminism, interdisciplinarity, West Indian Literature, bildungsroman, Post-

colonial autobiography, colonial identity, oppression.
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KENDINE AIiT BIR BILDUNGSROMAN: ANNIE JOHN
Oz

Son zamanlarda feminist teori, faaliyet alaninin kapsayiciligi ve ana akim feminist yaklagimlari
ya kurallara uymayan cinsellikleriyle ya da geleneksel kaliplar1 birebir takip edisleriyle asan
kadmlara kars1 gostermekte zorlandigi kucaklayiciligi dolayisiyla kadinlarin elestirilerine
maruz kalmakta. Edebiyat, bu kendini siirekli yenilemesi gereken teorinin yenilenmekle
kalmay1p cogalabilmesi ve dtekilestirilmis feminizmleri kendine verimli bir sekilde katabilmesi
icin olduk¢a uygun bir alan. Antiller’de yazilmis kurmaca kadin biyografi ve otobiyografileri,
bize baskarakterlerinin hayatlari tizerinden farkli kadinlarin bu tartigmalara neler katabilecegini
ornekliyor. Ayn1 zamanda bildungsroman da olan Jamaica Kincaid’in Annie John isimli
romani, bir yandan irkin bir kadinin cinsiyeti iizerinde ne denli biiyiik bir etkisi oldugunu
gosterirken diger yandan da baskarakteri Annie’ye simdiye kadar geleneksel olarak zorunda
birakildig1 masal prensesi ve batili erkek yazarlarin fantezilerinde yaratilmis bir egzotik prenses
rollerinin disinda ses ve gorliniirlik veriyor. Baghigimda bildungskadin kelimesini
kullantyorum ¢linkii bildungsroman’m orta sinif erkek kahramanlarla ilintili oldugunu anlamak
icin kisacik bir arastirma bile yeterli. Bu makalede, 6nce otobiyografi ve bildungsroman
formlarinin geleneksel ve feminist versiyonlar1 arasindaki farklari inceliyorum, sonra da Annie
John romaninin neden feminist ve koloni sonrasi bir bildungsroman uyarlamasi oldugu
tizerinde duruyorum. Kincaid’in patriarkadan ve kolonyal diizenden kaynaklanan baskilar
birbirine karigmis bir bicimde incelemesi renkli kadinlarin ne derece ¢aprasik bir diizene karsi
miicadele verdiklerini gosteriyor. Kincaid baskahramanini bu diizenin i¢inde ¢irpindirmak
yerine ona diger kadinlarla kurdugu iliskiler tizerinden yepyeni bir kader yaratma sans1 vererek

feminizm/ere katkida bulunuyor.

Anahtar Kelimeler: feminizm, disiplinlerarasi arastirma, Antiller edebiyati, bildungsroman,

Koloni sonras1 otobiyografileri, kolonyal kimlik.
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In 2009, Homi Bhabha gave the opening speech of a graduate student conference as the
director of the Humanities Center at Harvard University. The conference was on
interdisciplinary studies in the humanities, and after a short speech on the subject, Bhabha
concluded with a memorable sentence that I remember whenever I am among my engineer,
scientist, and medical doctor friends and feel less valuable than they are as a PhD student in the
humanities: “Engineers build models, while humanities builds communities.”’ Aside from the
personal significance the quote carries, I visit its vision because the idea of all work done by
humanities as an attempt at building communities of unlimited variety and richness brings forth
numerous new opportunities and possibilities for the interdisciplinary scholar. Feminist study
constitutes one example of how interdisciplinarity among the humanities and the social sciences
is urgent and indispensable in building, transforming, and healing individuals and communities.
Not only does it make visible the diversified versions of women’s oppression, it also reveals
new connections both among the different oppressed groups and between the oppressors and
their victims.

There are few feminist scholars who would still argue that women of color have not
been victimized more than their white counterparts because they are marked by their race as
well. As Uma Narayan notes, they are oppressed even by western feminism because “different
cultural contexts and political agendas may cast a very different light on both the ‘idols’ and
the ‘enemies’ of knowledge as they have characteristically been typed in western feminist
epistemology.” Religious, historical, cultural, and even traditional issues ranging from the use
of hijab to the struggle of national independence have stirred controversies among feminist
communities, and approaches disregarding contexts have caused more harm than benefit for the
feminist discourse. As a result, Leith Mullings asserts “African-American women, and other
women of color find themselves in a narrow historical space, caught between ideal models and
real social conditions, between the pressures of racial liberation and gender liberatio.”® Hazel
V. Carby in her article “White Woman Listen!” makes the same claim and demands a feminist
theory that takes into consideration the racial dynamics controlling the lives of women of color.*

As a result, during the last decades, feminists of color have criticized the western feminist

1 Homi Bhabha (opening speech delivered at the conference entitled “Objects of Knowledge/Objects of Exchange:
Contours of (Inter)disciplinarity” Mellon Graduate Student Conference Humanities Center. Harvard University.
April 3-4, 2009).

2 Uma Narayan, “The Project of Feminist Epistemology: Perspectives from a Non-Western Feminist,” eds.
McGann and Kim (Routledge, 2010), 309.

3 Leith Mullings, “Images, Ideology and Women of Color,” eds. Hermann and Stewart (Avalon Publishing, 2001),
283.

4 Hazel V. Carby, “White Woman Listen! Black Feminism and the Boundaries of Sisterhood” eds. Rosemary
Hennessey and Chrys Ingraham (New York: Routledge, 1997), 110-128.
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standpoint and have proposed new ways of seeing and understanding the women who do not
carry the white badge of privilege. In this endeavor, critics, scholars, and writers have been
giving voice to the women of color and incorporating discussions of race and class into the
feminist theory. This inclusion helps represent women who were silenced for a long time and
adds a new interdisciplinarity to the work undertaken by feminist scholars.

Literature represents the epitome of a space of inclusion where “feminisms” can thrive
in. Narayan writes that “it is easier and more likely for the oppressed to have critical insights
into the conditions of their own oppression than it is for those who live outside these
structures.” She proposes “nonanalytic” and “nonrational” forms of discourse as more
“sympathetic” ways of representing these critical insights.”® According to Donna Perry, one
such “sympathetic” source is fiction that “offers new myths of female development and new
definitions of success™. Similar to these scholars, I claim that fictional biographies and
autobiographies of West Indian women provide us with these new spaces that enable us to
expand the conversation about how the feminisms of different women can come together. As
one such novel, actually a bildungsroman, Jamaica Kincaid’s Annie John both provides a fertile
ground for questioning the significance of race in addition to gender for the lives of women,
and also gives voice and visibility to a genuine character of color who is neither a generic fairy
tale heroine, nor an invented representation of an exotic woman. In my title, I refer to the book
as a bildungswoman because a brief research on the origin of the genre exposes its unflinching
connection to a white middle class hero rather than a black lower class heroine. In this article,
I first examine the traditional and feminist versions of autobiography and bildungsroman, and
then offer a reading of the Annie John as a feminist and postcolonial subversion of the
traditional bildungsroman. 1 analyze how Kincaid juxtaposes patriarchal with colonial to
highlight the double bind women of color have to fight against and how she makes use of
different kinds of interactions among women in writing the destiny of Annie as an alternative
to the traditional plot lines allotted for women of color.

Philippe Lejeune describes autobiography as “A retrospective prose narrative produced

by a real person concerning his own existence, focusing on his individual life, in particular on

5 Narayan, Ibid., 314.

6 Ibid., 313

7 Donna Perry, “Initiation in Jamaica Kincaid’s Annie John” ed. Selwyn R. Cudjoe (Massachusetts: Calaloux
Publications, 1990), 256.
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958

the development of his personality [emphases added].” According to Georges Gusdorf,

autobiography “depends on conscious awareness of the singularity of each individual life

999

[emphases added].”” Although Lejeune and Gusdorf are two of the most important scholars of
autobiography, their definitions are limited by their own word choice to only a small percentage
of the world’s population: middle class Western male. Similarly, Bildungsroman originated as
the novel of the development and social formation of a young man. Louis Caton writes that in
a Bildungsroman ““[a] sensitive child-hero begins his life in a provincial area where he quickly
perceives constraints on his ‘natural’ development. He grows frustrated with his family, school,
and friends. Finally, at a fairly early age, he leaves the repression of home for the ‘real’

510

education that occurs in a sophisticated, worldly, and often urban setting.””” He concludes that

“The Bildungsroman, then, has a perceived history of only turning the boy into the man, not

the girl into the woman.”"

Examples of traditional Bildungsroman disclose how when
development, individuality, success, and incorporation into society as an adult are considered,
women, as well as the poor and the colored, are irrelevant. However, the second half of the
twentieth century witnessed a decrease in the works written according to this original structure
and brought forth new practices instead. Linda Hutcheon connects this decrease to the modern
distrust in a coherent self and the postmodernist emphasis on fragmentation'?. As printing
cultures became more inclusive and began to include more heterogeneous stories and
characters, life-narrative gradually have lost its rigidity, as well. While providing more
opportunities to be heard, this transformation brought new challenges for the subaltern: “The
current post-structuralist and postmodern challenges to the coherent, autonomous subject have
to be put on hold in feminist and postcolonial discourses, for both must work first to assert and
affirm a denied or alienated subjectivity: those radical postmodern challenges are in many ways
the luxury of the dominant order which can afford to challenge that which it securely
possesses.”> Women writers of color, being twice removed from the norm of Western male
luxury of authority illustrate the best example to those assertions and affirmations of a denied

or alienated subjectivity. They had been invisible in the literary canon because when they wrote,

they had used their own cultural traditional forms instead of Western genres. As a result, they

8 Philippe Lejeune, On Autobiography (Minneapolis: University of Minnesota Press, 1989), 4.

9 Georges Gusdorf, “Conditions and Limits of Autobiography,” ed. James Olney, Autobiography, Princeton:
Princeton University Press, 1980, 28.

10 Louis Caton, “Romantic Struggles: The Bildungsroman and Mother-Daughter Bonding in

Jamaica Kincaid’s Annie John,” MELUS 21, No. 3, (1996): 125.

11 Ibid., 126.

12 Linda Hutcheon, “Circling the Downspout of Empire: Post-Colonialism and Postmodernism,” Ariel 20, no. 4,
(1989): 151.

13 Ibid.
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had been represented and objectified by others in travelogues, stories, novels, letters,
anthropological accounts, and political treatises. Edward Said talks of the Orient as “almost a
European invention;” women of color in traditional literary forms were no exception.'

During the postcolonial movement women writers managed to reclaim more power as
narrators of their own stories, and as Julia Swindells writes, they “begun to assert themselves
into the culture via autobiography, via the assertion of a ‘personal’ voice, which speaks beyond
itself.”'> One important element in this sudden increase in the number voices was the interest
of the non-white literary spheres in using versions of Western forms in their literary works. By
adopting Western genres and adapting these to their own subjectivities, they have subverted
both the Western literary traditions that control literary markets, and the Western male gaze
that oversees the representation of everything and everyone in these markets. Throughout the
last decades, life narratives written by non-Western writers demand a new interest in the women
of color. The examples such as Merle Hodge’s Crick Crack Monkey, Jamaica Kincaid’s Annie
John, Jean Rhys’s Wide Sargasso Sea, although not numerous, are successful enough to find
their way into the Western syllabi.

Bildungsroman goes back to the eighteenth century German literature and appears many
times in English literature. The genre which emerged in line with the emphasis placed on the
inevitability of change and progress situates the individual and his life experience at the center.

Being a term borrowed from German, it remains untranslated on the grounds that the word

9 ¢ 99 ¢

bildung has significations such as “education,” “creation,” “development,” “establishment,”
and “formation.” Of all these definitions, the last one might be the best to convey the essence
of the genre. Bildungsroman aims to portray the identity formation of a protagonists through
his metaphorical or actual journey from youth to maturity. The genre thus proves quite suitable
for the postcolonial and/or female subjects celebrating their long strived for subjecthoods. It
enables the woman writer of color to create a space to tell either her own story or the story of
her culture. However, the examples of bildungsroman created by the postcolonial authors do
not usually engender a direct replication of the western form. Postcolonial writers lift the form
from its context and position it in a completely different historical, cultural, and geographical
context. While the traditional Bildungsroman is primarily about the acculturation of an
adolescent and since the acculturation of the postcolonial subject is marked with a flaw because

it is forced, the postcolonial Bildungsroman constitutes almost a genre of its own.

14 Edward Said, Orientalism. (London: Penguin Books, 2003), 1.
15 Julia Swindells, Uses of Autobiography, (Taylor and Francis, 1995), 7.
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In general terms, life writing of women of color differs from the Western male tradition
of self-writing in two main aspects: First, as Sidonie Smith and Julia Watson claim, women’s
narratives “[culminate] not in integration [into the dominant culture] but in an awakening to

gender-based limitations.”'®

In contrast to a white male who, through the adventures in the
novel, realizes that he is the paradigm of power in society, the female writer is faced with the
truth of her inferiority because of her gender. Traditional literary forms had barely allowed any
visibility for the development of a heroine in works other than fairytales. In many fairy tales
the same structure repeats: a girl with a happy life is introduced; her life is suddenly disturbed
by a hardship; she has to leave her family, go through adventures, and with the help a knight
with a shining armour—reaches a happy end. On the other hand, female protagonists of
postcolonial growth stories are not damsels-in-distress. These characters brim with aesthetic
appreciation, capacity to love, solidarity, and independence. These protagonists will not be
saved by a knight. Instead, the writers position their female characters in a network of other
women, thus causing different kinds of female solidarity to help them forge their own identities.
Thus these novels, as Donna Perry claims, suggest “a possible paradigm for female
development that represents an alternative to the victim models.”"”

The second strategy of adapting traditional bildungsroman to non-Western women’s
situations is the type of the final identity formation. These novels focus on a communal rather
than an individual tradition of story-telling. This means that these narratives are not haunted by
a gradually increasing dose of individualism that allows the protagonists in male narratives to
triumph in the end. Instead, they incorporate other women’s stories, and interactions among
these women prove important in final autonomy of the heroine. She grows up with female
involvement in her life, and her success in life is tethered to these influences.

Annie John, which tells the story of a young girl growing up in Antigua, is at once a
bildungswoman and Caribbean bildungsroman since it follows the identity formation of its
West Indian female protagonist.'® Kincaid takes the traditional Bildungsroman and subverts it.
To do this, she changes the gender of the protagonist, situates her among women, and assigns
her a rejection of Western values through the critique of colonial education. This way, as Maria

(113

Karafilis claims, Kincaid “‘[colonizes] this literary form and [reverses] traditional lines of

16 Sidonie Smith and Julia Watson, Reading Autobiography, (Minneapolis: University of Minnesota Press, 2001),
189.

17 Donna Perry, “Initiation in Jamaica Kincaid’s Annie John” ed. Selwyn R. Cudjoe (Massachusetts: Calaloux
Publications, 1990), 256.

18 Jamaica Kincaid. Annie John (New York: Farrar, Strauss, and Giroux, 1997).
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power by controlling representation instead of passively being represented by the dominant
culture.”"” Thus composed, Annie John makes us read neither a fairy tale, nor an invented
representation of an exotic woman. *°

West Indies refers to the numerous islands in the Caribbean Sea. Their population,
changed drastically due to the Atlantic slave trade from the 16™ until the 19" centuries, includes
ethnic groups descended from Europe, Africa, India, and China along with Native American
inhabitants who came or were brought to the islands as plantation owners, overseers, or slaves.
As the ethnic structure of the West Indies is marked by colonialism, its communal identity
cannot be separated from a past of slavery.”' Jamaica Kincaid was born in 1949 in Antigua, one
of these West Indian islands reshaped demographically and culturally by British imperialism.
She lived on the island until she was sent to the United States to become an au-pair to send
money to her family. As numerous interviews and biographical introductions note, after a
period of obeying her mother’s expectations, she decided to follow the call for education and
terminated connection with her family. She ended up as a staff writer for the The New Yorker
and in 1983 published her first book, At the Bottom of the River. Her second book Annie John,
whose chapters were first published separately in The New Yorker, was compiled in 1985.

The novel is composed of eight chapters, each focusing on a different phase, crisis, or
influence on Annie’s development. They are written from Annie John’s point of view and
narrative voice and tell the story of her life beginning with her tenth year and ending when she
is seventeen and about to leave the island for a new future overseas. The period of Annie’s life
that Kincaid narrates is for the most part marked by both colonial and patriarchal oppression
and her interactions with her mother. These three sources of interventions which are at times
inseparable give rise to Annie’s numerous rebellions to all the authority figures that symbolize
these oppressions. Yet, Annie undergoes other interventions by women in her community, and
it is these interactions that help shape her identity.

As a character, Annie represents the first variation in non-traditional Bildungsroman
that I have talked about above. Annie’s identity formation is linked to the colonial education

she has to take in her island. Rather than going through adventures that accentuate her

19 Maria Karafilis, “Crossing the Borders of Genre: Revisions of the ‘Bildungsroman’ in Sandra

Cisneros’s ‘The House on Mango Street’ and Jamaica Kincaid’s Annie John,” The Journal of the Midwest Modern
Language Association 31, No. 2 (Winter, 1998): 64.

20 Jamaica Kincaid. Annie John (New York: Farrar, Strauss, and Giroux, 1997).

21 Selwyn Cudjoe writes how slavery affected the institution of family on the one hand, and men and women
separately on the other hand in her introductory piece to Caribbean Women Writers: Essays from the First
International Conference (1990).
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individuality like bildungs boys, she keeps analyzing the nets that keep her imprisoned. Annie
has to read the same texts, learn the same history, memorize the same dates, and recite the same
poems as the students in England do. She has to celebrate imperialism, respect the British
Queen, read children’s books written for the blonde and blue eyed children of the center of the
empire, and honor Christopher Columbus, the very symbol of colonialism, who sealed the
destinies of many of the Atlantic islands during his voyages. Beginning with her first encounter
with the education system of the island, Annie consciously criticizes the teachers and their
practices. With the loss of her idealism about and trust in the colonial education, she becomes
aware especially of the perversity of her people’s situation as the former slaves who are forced
into respecting imperial culture and history. Contemplating on history during one class at

school, she says,

Of course, sometimes, what with our teachers and our books, it was hard for us to tell
on which side we really now belonged—with the masters or the slaves—for it was all
history, it was all in the past, and everybody behaved differently now; all of us
celebrated Queen Victoria’s birthday, even though she had been dead a long time. But
we, the descendants of the slaves, knew quite well what had really happened, and I was
sure that if the tables had been turned we would have acted differently; I was sure that
if our ancestors had gone from Africa to Europe and come upon the people living there,
they would have taken a proper interest in the Europeans on first seeing them, and said,

“How nice,” and then gone home to tell their friends about it. (1997, 76)*

The passage presents us both sides of Annie: the funny dreamer who can imagine how
unimpressed her ancestors would have found their white counterparts, and the smart cynic who
acknowledges not only the political, financial, and physical oppression that had happened
before she was born, but also the cultural and psychological oppression that still continues
during her lifetime.

However, dreamer and cynic are not enough to describe everything about Annie because
as aware as she is of the catastrophes of imperialism, she is also obsessed with its cultural
products: she devours the adventures of the blonde girl in her Enid Blyton books even though
she could only be a part of these books as the savage stereotype. She imagines she lived in

Belgium just like Charlotte Bronte, “the author of [her] favorite novel, Jane Eyre.”” As a child

22 Jamaica Kincaid. Annie John (New York: Farrar, Strauss, and Giroux, 1997), 76.
23 Ibid., 92.
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constantly reading what is made available to her by her school and the public library and
daydreaming whenever she finds an opportunity, Annie is more influenced by the colonial
education than she is alert to its oppression. She tries to revolt against the rules that the colonial
education system inscribes for the West Indian girls, but she subscribes to and appreciates the
same rules through her identification with the Western literary figures. While her favorite novel
ends with the marriage of the protagonist, she would not consider marriage for her own future.
In the chapter entitled “Somewhere, Belgium,” her daydream about Bronte comes to an end
abruptly the minute her friend Gwen mentions marriage: “‘I think it would be so nice if you
married Rowan. Then you see, that way we could be together always.’ I was brought back to
the present, and I stopped and stood still for a moment; then my mouth fell open and my whole
self started to tremble. ... I felt so alone; the last person left on earth couldn’t feel more alone
than 1.”** Annie leaves Gwen out of her life after this instance and shuts her out the narrative
till the very end of the novel. From that point on, we witness Annie’s struggle to completely
grasp all the oppressions that make her suffer, and run away from them.

Kincaid emphasizes Annie’s struggle with her conscious revolt to and unconscious
acceptance of the enforced value system by contrasting the daughter with her mother Mrs.
Annie John. Although she is a strong, understanding, and intellectual woman, who herself
revolted against her family and the patriarchal values they represent when she left her home
and island in order to live as she wanted, she becomes a perpetrator of a similar oppression
towards Annie. She is there as a possible version of Annie lest she cannot internalize and heal
her struggle. In the beginning of the novel, the two get along very well. Annie even says that
she used to live in a paradise in those early years of her life when she and her mother were so
close.”> However, when Annie turns twelve and begins to grow into a young woman, her
mother’s attitude towards her changes. Mrs. John’s and her generation’s in-between position
plays an important role in the abrupt transformation of their relationship: She is West Indian in
her interactions with other women, in her participation in cultural rituals such as funerals, and
in her relationships with her husband while she is also an Anglophile who tries to furnish Annie
with the manners of a middle class English girl.*® Her own ambiguity towards the two cultures

makes her a prisoner of both, and she reproduces them in herself.

24 Ibid., 93.
25 Ibid., 25.
26 Jamaica Kincaid calls her mother an Anglophile in Cudjoe’s interview (1990, 217).
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One obvious example of this identification of the patriarchal and colonial oppression in
the voice of the mother manifests itself in the chapter entitled “Columbus in Chains.” Right
after her critique of the colonial education quoted above, Annie John sees a picture of
Christopher Columbus in her history book. He is sitting in the bottom of the ship while his
hands and feet are chained to it because of a quarrel he had with a representative of King
Ferdinand and Queen Isabella. “What just deserts, I thought, for I did not like Columbus. How
I loved this picture—to see the usually triumphant Columbus, brought so low, seated at the
bottom of a boat just watching things go by.”*’ Then she remembers how she heard her mother
read a letter from her family and responded to the news of her father’s stiff limbs saying “‘So
the great man can no longer just get up and go. How I would love to see his face now!”” Annie
writes her mother’s first sentence under the picture on her book. As Moira Ferguson writes,
“Annie John relished defacing the picture of Columbus, whom she detests. Quickly, she
mentally shifts images from Christopher Columbus to her grandfather, Pa Chess, from
paternalistic colonialism to paternalistic domesticity, and her own mother’s sardonic anger
when she discovers that Pa Chess is ill.”*® Annie realizes, though unconsciously, the
interconnectedness and almost the interchangeability of patriarchy and colonialism when she is
twelve; but Mrs. John remains blind to it. She simplifies her own feud to a personal level and
connects it neither to the Caribbean gender norms nor to colonial impositions on identity
formation. She represents what Annie should not become in this Bildungswoman. Otherwise,
she would remain as a product of patriarchy and colonialism.

Under colonialism and patriarchy, the two pressures originating from inside and
imported from outside her island, Annie struggles to find her identity throughout different
stages she goes through in her childhood and youth. However, in line with the communal aspect
of the West Indian Bildungsroman, Jamaica Kincaid supplies her protagonist with different
forms of female solidarity which, along with turning Annie into a strong, independent, and
successful young woman, also contributes to the feminist readings of the novel. In 1974,
feminist sociologist and psychologist Nancy Chodorow wrote that since women are responsible

for child care and the male and female children go through this experience in diverse ways, they

27 Jamaica Kincaid. Annie John (New York: Farrar, Strauss, and Giroux, 1997), 77-78.
28 Moira Ferguson, Jamaica Kincaid: Where the Land Meets the Body, (Virginia: The University
Press of Virginia, 1994), 60.
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end up growing up with different personality traits.”® Because of this early diversification, she
claimed, “feminine personality comes to define itself in relation and connection to others more

than masculine personality does.”*

The significance of relationships with others increases even
more for the women of color: Mary Helen Washington writes, “few, if any, women in the
literature of the black women succeed in heroic quests without the support of other women or
men in their communities. Women talk to other women in this tradition, and their friendships
with other women—mothers, sisters, grandmothers, friends, lovers—are vital to their growth
and well-being.”®' Annie represents an example of this tradition through how she manages to
survive after her colonial assimilation and patriarchal enculturation, and to some extent, how
she rejects them through these bonds that she develops with other women.

The forms of female interactions in Annie John can be classified into three categories:
mother-daughter bonding, friendship bonds, and connection with nature and the spiritual
world.* First of these interactions takes place between the child Annie and her mother. This
stage furnishes Annie not only with her mother’s limitless love for her but also with the
traditional West Indian values about gender and social norms such as family formation and
women’s status in society. As Donna Perry states, “in a racist society in which the world beyond
the family denies her autonomy, the female hero of color looks to her mother—and the world
of women—to find models of strength and survival.”** Annie participates in her culture through
her mother’s stories the way she would not be able to in the real world. Even though Kincaid
presents Mrs. John as the embodiment of patriarchal and colonial oppression, she also gives her
two very important roles in Annie’s identity formation. First of all, Annie is initiated into love
and bonding through her mother, which allows her, for the rest of her life, to seek connection
with other women around her. As the novel proceeds, Annie looks for these intimate bonds in
order to nourish her identity formation. Secondly, Mrs. John provides Annie with the story of
her own rebellion. In the chapter entitled “The Circling Hand,” Annie tells the reader the story

of how her mother left her house on Dominica after a quarrel with her father and came to

29 Nancy Chodorow, The Reproduction of Mothering qtd in Carol Gilligan, /n A Different Voice, (Cambridge,
Harvard University Press, 1993), 7.

30 Ibid.

31 Mary Helen Washington, /nvented Lives, (Anchor, 1988) qtd in Donna Perry, “Initiation in Jamaica Kincaid’s
Annie John” ed. Selwyn R. Cudjoe (Massachusetts: Calaloux Publications, 1990), 252.

32 Jamaica Kincaid. Annie John (New York: Farrar, Strauss, and Giroux, 1997).

33 Donna Perry, “Initiation in Jamaica Kincaid’s Annie John” ed. Selwyn R. Cudjoe (Massachusetts: Calaloux
Publications, 1990), 252.
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Antiqua. She was liberated enough to remain unmarried until she was thirty and choose a
husband thirty-five years older than she is. As a result, although she forces Annie to comply
with the expectations of society and become a “lady,” she also provides for her a very strong
and independent role model. Annie follows this role model even though she is not conscious
that it is her mother’s story that inspires her to rebel.

The second stage in Annie’s gender construction comes when she befriends first Gwen
and then the Red Girl. These two subsequent chapters in Annie’s life present two female
influences on her identity as opposed to the older male figures that influence the protagonists’
lives in the traditional Bildungsroman. She tries to replace her mother with these new friends,
to the degree of saying “when I was younger I had been afraid of my mother's dying, but that
since I met Gwen this didn't matter so much.”** However, her love for Gwen does not last long.
After completing her duty in Annie’s life, Gwen disappears, becomes a random student in the
class and an old friend in the street. Instead, Annie aims for a more secret, more rebellious
relationship: The Red Girl. The Red Girl represents what Annie’s mother’s “lady-like business”
rejects. Her unclean clothes, her unruly hair, her independence from her mother all excite Annie
and makes her admire this new friend. Still, this relationship, too, ends as abruptly as the
previous one did: “Soon after I started to menstruate, and I stopped playing marbles. I never
saw the Red Girl again.””® Although Annie ends up forgetting both of the girls, one embodying
a complete independence to the degree of refusing to participate in society and follow its rules,
and the other a complete acceptance, internalization, and reproduction of the same social norms;
her experience with them allows her to realize the oppression around her, see her options, and
defy them.

The final stage that orients Annie towards a new kind of female identity manifests itself
as a connection with nature and spiritual world. In “The Long Rain” chapter, Annie suffers a
long period of depression related to her identity crisis. During this time, she remains in bed and
her parents cannot find a way to make her well. So, her obeah grandmother Ma Chess decides
to come, and in a mysterious fashion, becoming of an obeah woman: “I heard my mother and
father wonder to each other how she came to us, for she appeared on a day when the steamer
was not due.”® She “settled in on the floor at the foot of my bed, eating and sleeping there, and

soon I grew to count on her smells and the sound her breath made as it went in and out of her

34 Jamaica Kincaid. Annie John (New York: Farrar, Strauss, and Giroux, 1997), 51.
35 Ibid., 70.
36 Ibid., 123.
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body.””” Through the proximity of her grandmother’s body, Annie goes back to where she
began: the Eden of oneness with her mother. However, the bonding occurs in a different way
this time: the healing rituals of the obeah woman connect Annie to her island’s history and
traditions. Kincaid thus makes the spiritual and healing powers of the West Indian women a
part of Annie John’s identity before she leaves the island. In other words, Kincaid makes her
heroine reclaim her Caribbean history and culture which was attempted to be replaced by
imperial values by the in-between generation of Mrs. Annie John.

One day during her nervous breakdown and before Ma Chess arrives, Annie gets up
from the bed and picks up some photographs from the table to give “them a good bath.”*® Each
of these photographs represent either a gender role or a colonial intervention, and she ends up
erasing everyone’s faces except hers in her Aunt’s wedding picture, bodies of her parents below
the waist in the cricket picture, and her body except her “rebellious” shoes in her Communion
day. By this action, Annie practices erasure—an erasure of all the patriarchal gender roles that
are imposed on her and all the signifiers of sexuality that her mother forbids her to know. This
erasure is somehow parallel to what Mrs. John had done when she picked up her bag and left
her family house years ago. However, Annie could take one more step beyond erasure. By the
intervention of her grandmother, Annie learns that the power of negotiation is much bigger than
her unfocused anger. Instead of refusing all aspects of both her island’s culture and the colonial
heritage, she realizes that both have things to offer for her.

The last chapter of the novel, “A Walk to the Jetty” begins with the words “My name is
Annie John.”?” On the one hand, it symbolizes the individualism preached by the colonial
education and how Annie has decided to negotiate with it to find her own identity. On the other
hand, as Annie John is also her mother’s name, it bolsters the significance of the communal
identity of the West Indian culture and the reconnection of the mother and the daughter. Annie
will be carrying both cultures’ baggage with her as her mother did, but she will not be
reproducing them. She leaves the island knowing, at least unconsciously, what part of her
mother and her culture she needs to take with her to west. She is ready to refuse the reproductive
role prepared for her by the patriarchal and colonial mechanisms, and instead she will take on
the role of the producer, which has been claimed traditionally by male protagonists of
Bildungsroman. With this truncated ending, Kincaid offers uncertainty and bravery as

characteristics of the life of a woman of color. Annie is not waiting for a knight in a shining

37 Ibid., 125.
38 Ibid., 119.
39 Ibid., 131.
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armour like a fairy tale damsel, nor is she marrying her oppressor like Jane Eyre. We do not
know what happens to Annie, but we know that she is going to do better than her favorite

heroine, Jane.
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Burcu Kayis¢1 Akkoyun, Kadir Has University

AUTOBIOGRAPHY AS (E)UTOPIA: REVERIES OF THE SOLITARY
WRITER

Abstract

This article argues that an autobiographical project can be regarded as utopian with the
connotations of both a good place and a non-existent (no) place. It represents a good place
(eutopia) offering an understanding of the self to the author. It is at the same time a “no” place
(outopia) due to the impossibility of achieving full transparency in self-understanding and
transcribing that transparency into writing. In this article, the implications of this dual
framework in Jean-Jacques Rousseau’s Reveries of the Solitary Walker will be explored in
relation to his Social Contract with the purpose of shifting the emphasis from completeness/
unity as the ultimate aim of autobiography to the expression of change, or from oufopia to a
desired eutopia. When considered within the paradigm of change and stasis, the utopian quality
of autobiography becomes manifest. The task of the author is to capture an image of her own
life in a static condition, which is that of writing, whereas she is continuously required to
reconsider, re-member, and rework her perceptions of past events within the constant flux of
life. However, this dilemma could still hold a “eutopian” potential if the urge to narrate is
considered as the primary motive of the autobiographical endeavor regardless of the
contradictions and ambiguities in narrative. The article will attempt to trace this potential by
focusing on Derrida’s concept of the “supplement” and examining the issues of spontaneity and

narrative ambivalence in the Reveries.

Keywords: autobiography, conversion, Jean-Jacques Rousseau, utopia, Derrida, supplement

spontaneity, narrative
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BiR UTOPYA OLARAK OTOBiYOGRAFI: YALNIZ GEZEN YAZARIN
DUSLERI

Oz

Bu makale otobiyografinin hem “yok-yer” hem de “giizel yer” anlamlar1 gbéz Oniinde
bulunduruldugunda {itopik bir proje olarak diisiiniilebilecegi iddiasin1 Onermektedir.
Otobiyografi yazarin kendini anlamasini saglayacagindan giizel bir yeri temsil eder. Ancak bu
yer, yazar kendini anlama ve bunu yaziya dokme esnasinda tiimden seffaf olamayacagi i¢in
ayni zamanda bir “yok-yer”’dir. Bu makalede s6z konusu bu ikili ¢er¢cevenin Jean-Jacques
Rousseau’nun Yalniz Gezenin Diisleri adli eserine yansimalari, yazarin bir diger eseri olan
Toplumsal Sézlesme 1ile ilintili olarak ele alinacak ve eserleri incelemede odak noktasi
otobiyografinin nihai tamlik/ birlik hedefinden degisimin ifadesine, yani “yok-yer’’den “giizel
yer’’e dogru degistirilmeye calisilacaktir. Otobiyografinin {itopik niteligi degisim ve
duraganlik ikilemi i¢inde ele alindiginda daha iyi ortaya ¢ikmaktadir. Yazarin gérevi hayatinin
imgesini yazinin duraganlhiginda yakalamaktir fakat ayn1 zamanda hayatin akisi i¢inde gegmis
olaylar1 algilayisini tekrar tekrar gzden gecirmesi gerekmektedir. Yine de bu zorluk, anlatidaki
celiski ve belirsizlikler gbz ardr edilerek anlatma diirtiisii otobiyografinin temel amaci olarak
goriildiigiinde olumlu anlamiyla iitopik bir potansiyel tasiyabilir. Bu makale Derrida’nin
“ilavesellik” kavramina odaklanarak ve Yalniz Gezenin Diisleri’ndeki muglaklik ve

birdenbirelik/kendiligindenlik konularini ele alarak bu potansiyelin izlerini arastiracaktir.

Anahtar Kelimeler: otobiyografi, doniisiim, Jean-Jacques Rousseau, iitopia, Derrida,

ilavesellik, birdenbirelik / kendiligindenlik, anlat1.
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Autobiographical accounts reflecting the diverse aspects of self in writing are in fact
based upon a narrative predicament, that is, the difficulty, if not impossibility, of formulating a
well-structured answer to the question “Who am 1?”, the alpha and omega of autobiography.
Authors ideally exploit the full reservoir of self-knowledge, or perhaps anticipate arriving at
self-knowledge at the end of the process. The contradictions and ambiguities which inevitably
permeate their accounts and disrupt the sense of coherence and totality may, however, hinder
this endeavor. This article argues that an autobiographical project can be regarded as utopian
with the connotations of both a good place and a non-existent (no) place. It represents a good
place (eutopia) offering an understanding of the self to the author. It is at the same time a “no”
place (outopia) due to the impossibility of achieving full transparency in self-understanding and
transcribing that transparency into writing. In this article, the implications of this dual
framework in Jean-Jacques Rousseau’s Reveries of the Solitary Walker will be explored in
relation to his Social Contract with the purpose of shifting the emphasis from completeness/
unity as the ultimate aim of autobiography to the expression of change, or from oufopia to a
desired eutopia.

In its traditional interpretation, utopia as a literary genre is criticized for being
intrinsically static and failing to accommodate the essential element of change. When
considered within the paradigm of change and stasis, the utopian quality of autobiography
becomes manifest, albeit in different terms. Crafting an autobiography is challenging not
because “nothing happens,” but because “many things have happened and are still happening.”
The task of the author is to capture an image of her own life in a static condition which is that
of writing, whereas she is continuously required to reconsider, re-member and re-work her
perceptions of past events within the constant flux of life. Autobiography demands that the
author stand outside to be able to look inside or be nowhere, in an outopia, so as to be
everywhere. However, this dilemma could still hold a “eutopian” potential if the urge to narrate
is considered as the primary motive of the autobiographical endeavor regardless of the
contradictions and ambiguities in narrative.

Taking himself as his main object of inquiry, Jean-Jacques Rousseau strives to adopt
such an omniscient position in his Reveries of the Solitary Walker. In line with generic
conventions, the impact of a conversion, of a great change in his life, is at the center of the
narrative. This impact can be better understood when the dialogical relationship between the
Reveries and The Social Contract is taken into account. In the Social Contract, Rousseau
delineates the ideal system for modern civil societies in the form of a political utopia. In the

Reveries, however, his tone changes from (e)utopian to dystopian, and he makes a very dark
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reading of his own political theory. He creates an individual utopia in response and as opposed
to the social one formulated in the previous work. This individual utopia conveyed through an
autobiographical mode is not exempt from challenges, either. Yet, the very same challenges,
such as the split occurring in the self after his conversion and the desire to fix change in
expression, allow Rousseau to create an “arresting” narrative.

The Social Contract opens with Rousseau’s declaration of citizenship, and his
sociopolitical identity occupies the foreground of the work. As “a citizen of a free state and a
member of its sovereign,”' he explains the purpose of his social contract theory, which is “to
devise a form of association which will defend and protect the person and possessions of each
associate with all the collective strength, and in which each is united with all, yet obeys only
himself and remains as free as before.” According to Rousseau, such association, which
reflects both the collective strength and the individual autonomy, is necessary because people
are no longer in the state of nature. They are members of the civil state that substitutes justice
and rights for instinct and provides their acts with the lacking moral principles and sense of
duty. A “civil” life is superior to the state of nature in the sense that it enables individuals to
exercise their faculties and broaden their visions. They can only be pleased to “be drawn out of
the state of nature forever and changed from a stupid, short-sighted animal into an intelligent

. 3
being and a man.”

The individuals must, however, first give consent to the legitimate power
of the collective will, which Rousseau calls “the sovereign” throughout the Contract, in order
to enjoy the privileges provided by the civil state. The sovereign compels them to obey its will,
which paradoxically forces the subject to be free. The organization of this ideal political system
becomes further complicated by Rousseau’s proposition that there should be other bodies such
as governments, governors or magistrates to maintain the dialogue between the sovereign and
the subjects. The bipartite contract between the sovereign and the individuals has now been
extended to include intermediary agents, which will in turn include the individual will of their
own members and the collective will of the group. Rousseau seems aware that there is a delicate
balance among all these organs of the body politic when he gives examples of good and bad
governments in history. What is particularly relevant to the purposes of this article is the tension

between his ostensibly unshakeable belief in human potential and values such as equality and

freedom, and his resentment for the current condition of modern society.

1 Jean-Jacques Rousseau, The Social Contract in The Essential Rousseau, trans. Lowell Bair (NY: New American
Library, 1974.), 8.

2 Ibid., 17.

3 Ibid., 20.
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In the section where he explains why a monarchy is inferior to a republic, Rousseau
states that “In a republic, the voice of the people nearly® always raises enlightened and able
men to the highest positions [...] whereas those who rise in a monarchy are usually nothing but

petty troublemakers.”

He believes that when people are governed by a republic, they will
“almost always” act rationally. However, while depicting the Roman public assemblies, he also
acknowledges that such democratic quality is not possible to achieve in modern societies, as
the “devouring greed, restlessness, incessant movements, and constant reversals of fortune™® of
people would not allow such a system. In these instances of faltering faith, it is possible to trace
the dialogical relationship between the Social Contract and the Reveries. What has been hinted
at in the former is explicitly stated in the latter. The voice of the civil/ social philosopher who
presents himself first and foremost as a citizen of Geneva transforms into that of an individual
disillusioned with and cynical of the state of his society.

Reveries of the Solitary Walker is the total renunciation of society in the rational capacity
of which Rousseau has put his confidence. “So now I am alone in the world,” he expresses his
disappointment, “with no brother, neighbor or friend, nor any company left me but my own.
The most sociable and loving of men has with one accord been cast out by all the rest.”’” These
sentences can be read as the acknowledgement of defeat: the social contract is doomed to fail
as Rousseau’s own case demonstrates. The collective will no longer apply to him. Yet, it is
equally possible to interpret this case not as failure but as complete success of the system.

Rousseau himself states in the Social Contract:

If there are those who oppose the social pact at the time when it is made, their
opposition does not invalidate the contract: It only excludes them from it. They are
foreigners among the citizens [...] When, therefore, an opinion contrary to mine
prevails, it proves only that I was mistaken, that what I thought was the general will

was not.8

The sovereign is entitled to banish any citizen if the latter refuses to comply with the social pact
as citizenship automatically requires consent. It can banish him “not for impiety, but as an anti-

social being, incapable of truly loving the laws and justice, and of sacrificing, at need, his life

4 Emphasis mine.

5 Rousseau, The Social Contract, 62.

6 Ibid., 95.

7 Rousseau, Reveries of the Solitary Walker, trans. Peter France (NY: Penguin Books, 1979), 27.
8 Rousseau, The Social Contract, 88.
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to his duty.”” Rousseau’s exclusion from society ironically confirms the efficiency of his social

contract. In the Reveries, he claims that his “only remaining duty is towards [himself].”"
However, his defiance insinuates a major conflict between the individual and the collective will.
People are now living in a civil state, and it is impossible to go back to the state of nature in
which one used to have duties only towards oneself. That would make the individual a total
sovereign holding both the general and the individual will in the same body with no mediators.
Rousseau seems willing to give up his status as an “intelligent being and a man” to return to his
natural state and become the individual sovereign. In other words, he yearns for a “no place,”
or perhaps for a “eutopia” that has already expired.

Although Rousseau is pleased to finally be able to inquire into the depths of his soul,
solitude still arouses ambivalent feelings in him. The whole “First Walk,” as well as many other
parts in the work, is built upon this duality. The pleasure of being on his own is tainted by the
fact that everybody has blamed and turned against him. He is torn between attraction and
repulsion, that is, between the simultaneous feelings of sorrow and disappointment, and anger
and bitterness against society. His ambivalent emotional state exemplifies yet another instance
of self-refutation. According to his theory, it is the individual’s problem when his personal
opinion is different from the general opinion. Within this framework, there cannot be a
misunderstanding on the part of the society but only an individual misconstruction. Rousseau’s
argument that the society fails to see him in the way he wants is thus based on a false premise.
He seems nonetheless reluctant to affirm the power of the majority in the Reveries. What he has
described as the collective will of the sovereign before is now regarded as “the tyranny of public

9l

opinion.”"" The practices of this tyranny “are all nothing to the man who sees in the hardships

he suffers nothing but the hardships themselves [...] and whose place in his own self-esteem

does not depend on the good-will of the others.”'*

The Social Contract is permeated by the
dream of an inclusive society despite the author’s hesitations and bad examples from history.
As Patrick Riley points out, “the solitary self of the Reveries, by contrast, has no longer to be
defined in terms of a causal relations to society.”"> “How has this come about?” Rousseau

wonders throughout the Eighth Walk explaining that he has learnt “to bear the yoke of necessity

9 Ibid., 113.

10 Rousseau, Reveries, 32.

11 Ibid., 129.

12 Ibid., 130.

13 Patrick Riley, Character and Conversion in Autobiography (Charlottesville: Virginia UP), 129.
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without complaining”'*

and with total indifference. He now prefers to stay away from society
and people’s “evil plots” replacing them with nature in the new phase of his life.

The thought of a “silent conspiracy” haunts Rousseau’s writings as the “Second Walk,”
which describes how he is hit by a Great Dane dog and gets acutely injured, makes clear. This
seemingly irrelevant and accidental incident becomes, in Rousseau’s eyes, the link that connects
the chain of events culminating in his banishment from society and crystalizes his thoughts
about the grand plan of others: “The accumulation of so many chance circumstances, the
elevation of all my cruelest enemies, [...] all those who occupy places of credit and authority
seem to have been hand-picked from among those who harbor some secret animosity towards
me to take part in the universal conspiracy.”"> The impact of his paranoia is such that he has
traced the signs of this conspiracy until his complete renunciation of society. This so-called
“fetishization” of the other makes the absence of social bonding all the more conspicuous for
Rousseau as emphasized by Riley: “the Reveries is predicated on a bracketing of any concern
with an ‘outside.” Nonetheless, the outside returns here as a reminder that the meaning of
solitude depends on imagining the other from whom one is excluded, even if it is only to

reaffirm the radicality of that exclusion.”'®

In order to tackle this radicality, Rousseau utilizes
his urge to write and explain himself in the clearest manner. He traces his main motives and
strives to delve into the basic principles that compose his identity. Self inquiry thus offers the
means not only for self justification but also for better self knowledge. This endeavor finds its
expression in the autobiographical account of the Reveries; however, promise does not entail
its fulfillment. The work has its own challenges as “the ‘Know Thyself” of the temple at Delphi
was not an easy precept to observe” as Rousseau thinks it would be in his Confessions.'” The
difficulty of the task doubles when self knowledge seeks expression in writing, and, knowing
the self is expected to become writing the self.

In his reading of Rousseau, Derrida notes that “Rousseau considers writing a dangerous
means, a menacing aid, the critical response to a situation of distress. When Nature, as self-
proximity, comes to be forbidden or interrupted, when speech fails to protect presence, writing

18 . . .
7% Derrida’s observation is

becomes necessary. It must be added [sic] to the word urgently.
particularly relevant to the Reveries, which may be considered to function as an appendix to the

Confessions. Rousseau himself alludes to his previous work at many points. After he describes

14 Rousseau, Reveries, 126.

15 Ibid., 44.

16 Riley, 133.

17 Rousseau, Reveries, 63.

18 Jacques Derrida, Of Grammatology (Baltimore: The Johns Hopkins UP, 1976), 144.
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his solitary state in the First walk, he explains: “This is my state of mind as I return to the
rigorous and sincere self-examination which I formerly called my Confessions.”” He returns
to his old project making amendments where necessary. Similarly, in the Fourth Walk he
“confesses” that he has been too harsh on himself in Confessions heralding the amelioration of
his bad mood in the new work: “I can declare with a proud consciousness of my achievement,

that in this work I carried good faith, truthfulness and frankness [...]"*

Each text operates to
fill in the gaps of the previous one and present a better and ideally a more accurate
representation of the self by re-evaluating the autobiographical narrative. To borrow from
Derrida, they each become a supplement for the one they ensue. Examining the impediments to
transparent communication in Rousseau’s writings, Jean Starobinski reiterates this observation,
albeit in different terms: “Throughout the Reveries he seeks to justify his decision to end all
relations with other human beings and relate only to himself; ultimately the justification

21 . .
72" Rousseau’s evasive tone in the

supplants the intimate dialogue it is supposed to introduce.
Reveries implies that the intimate dialogue is difficult, if not impossible, to achieve, and that is
why his narrative has to be “supplanted” with justifications and “supplemented” with further
elaborations.

At the beginning of his work, Rousseau claims that he writes the Reveries only for
himself. He is thus both the passive object under scrutiny and the active subject and the primary
addressee. He feeds on his own substance, experiences and reflections to construct his
subjectivity, which demonstrates that autobiography is more about self-reflection and
construction than about the way the individual is perceived by others. If, as Jean-Luc Nancy
argues, “the subject becomes what it is (its own essence) by representing itself to itself,”** then
writing first and foremost to the self before others is a sine qua non of autobiography.
Nevertheless, writing about and primarily to oneself may not necessarily diminish the power of
the “implied reader” on Rousseau when his paranoia about a universal conspiracy and obsession
with the words of others is taken—perhaps literally- into account. Despite describing his reveries
as a “formless record,” he also implies that he would like to put his thoughts about himself and
others in order: “I myself will figure largely in [my reveries], because a solitary person
inevitably thinks a lot about himself. But all the other thoughts which pass through my mind

9923

will also have their place here.””” Whether he assumes a reader or not, his yearning for accuracy

19 Rousseau, Reveries, 32.

20 Ibid., 76.

21 Jean Starobinski, Jean-Jacques Rousseau: Transparency and Obstruction (Chicago: Chicago UP), 352.
22 Jean-Luc Nancy, The Birth to Presence (Stanford, California: Stanford UP, 1993), 148.

23 Rousseau, Reveries, 32.
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seems more urgent than his authorial endeavor for structure as his next sentence indicates: “I

shall say what I have thought just as it came to me.”*’

But is it ever possible to transcribe the
thoughts “today” as they were formed in the mind “yesterday”? Can spontaneity be captured
in retrospect?

Rousseau’s narrative revolves around the core question of identity. Being expelled from
the garden of society through a secular fall, he turns to himself and his writing as the only
remedy. In the First Walk, he explains how he has gradually come to this stage and identifies
his main objective as forming “an account of the successive variations” and taking “the

barometer readings of [his] soul.”*

In other words, he intends to write the spontaneity of the
past by transferring his reveries and the fluctuations in his soul onto paper. His register is also
noteworthy since the word “barometer” is suggestive of measurement and precision. The
ambitiousness of the attempt is revealed in the tension between retrospection and spontaneity:
“As I tried to recall so many sweet reveries, I relived them instead of describing them. The
memory of this state is enough to bring it back to life; if we completely ceased to experience it,

we should soon lose all knowledge of it.”*

Rousseau claims that he does not simply remember
those moments but rather experiences them again. According to Leo Damrosch, “the Reveries
are about memory in a new sense: not the factual reconstruction of past actions, but the recovery
of states of being that live on deep in the imagination.”*’ Even if remembering the past is not
about remembering the actual events for Rousseau, he believes that he is at least able to bring
back the “exact” impressions. This new sense of memory described by Damrosch in fact
succinctly frames the narrative predicament of autobiography explained at the beginning. The
desire of the author is nothing less than simultaneously capturing both the past and the present
of the self; however, the void between experience and its transformation into writing would
bring about a split in the subject.

The double existence of the past and the present in narrative highlights the significance
of conversion as a pivotal element and the embodiment of change in autobiography. Riley aptly
defines conversion as a “fulcrum” referring to various meanings of the word such as “a prop,
support, base or anchor.” “Conversion,” he explains, “is the foundation upon which an
autobiography is built, its justification and motivation, the center of gravity providing its

cohesion.” However, as he points out, “the fulcrum disrupts as much as it unifies.””®

24 Ibid., 32.

25 Ibid., 33.

26 Ibid., 36.

27 Leo Damrosch, Jean-Jacques: Restless Genius (NY: Houghton Mifflin Company, 2005), 482.
28 Riley, Character, 6.
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Paradoxically, conversion both infuses within and diffuses into the narrative: it serves as a
unifying theme but also separates before and after from the middle where the act of writing is
taking place. Autobiography is formed in the vacuum of this rift as a supplementary gesture to
satisfy the (e)utopian yearnings for self-cohesion.

The famous Great Dane incident in the Second Walk of the Reveries can be interpreted
as an instant realization of self-cohesion and unity desired by Rousseau. After he has been hit
by the dog and come to his senses, he experiences a momentary bliss and absolute sense of

freedom. The passage is worth quoting at length:

Night was coming on. I saw the sky, some stars, and a few leaves. The first sensation
was a moment of delight. I was conscious of nothing else. In this instant I was being
born again, and it seemed as if all I perceived was filled with my frail existence. Entirely
taken up by the present, I could remember nothing; I had no distinct notion of myself as
a person, nor had I the least idea of what had just happened to me. I did not know who
I was, nor where I was; I felt neither pain, fear, nor anxiety. I watched my blood flowing
as I might have watched a stream, without even thinking that the blood had anything to

do with me.”

When the boundary between before and after is completely eradicated and the flow of time is
felt as an eternal present, “autopia,” which includes both the “no place” of autobiography and
the “good place” of the self, is attained. Similarly, the division between the subject and the
object disappears, too, as the individual has blended into the fullness of the universal subject
with “no distinct notion” of the self. Memory stops operating and fixes the moment within a
sensation of delight. The rift seems to be closed, albeit only for a moment. This sense of unity,
however, can occur only to the detriment of the self. If there is completeness, then there is no
change, no conversion and thus no self. Feeling alienated both to his own identity and
physicality, Rousseau could not even perceive that he is bleeding. Losing his connection with

himself is the price to pay for absence of consciousness and memory.

In the Seventh Walk, he describes a similar state of mind in which he is able to forget
himself by becoming one with nature: “I feel transports of joy and inexpressible raptures in

becoming fused as it were with the great system of beings and identifying myself with the whole
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of nature.””” Like the momentary fullness after the Great Dane Incident, his reveries enable him

29 Rousseau, Reveries, 39.
30 Ibid., 111.
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to go into a kind of trance. Yet, the whole passage begs the question of how Rousseau can
actually describe a state to which his memory has no access. How can the inexpressible be
expressed? Actually, throughout the Reveries, Rousseau is far from expressing the content of
his reveries. Seeking to be justified in his conversion, he either tries to demonstrate how
inexpressible they are or to declare his intentions for writing about them. The reveries
themselves can be regarded only as meta-reveries that anticipate to be further explained, or if
not, further supplemented by Rousseau. The supplement, however, only supplements as Derrida
observes, and it “only adds to replace. [...] As substitute, it is not simply added to the positivity
of a presence, it produces no relief, its place is assigned in the structure by the mark of an

emptiness.”™"

Rousseau seems to supplement all along: he supplements his past writings, he
substitutes society with solitude, and he replaces his exclusion from social interaction with his
submersion into nature. The effort may be futile, though, since the supplement fails to meet the
demand for presence by supplying absence in return.

Rousseau recognizes his own limitations when he oscillates between moments of self-
assurance and ambivalence. While boldly declaring in one instance that his mind rests on solid
foundations and “no strange doctrine, old or new, can any longer disturb [his] peace for a single
moment,”™ he later regrets that “the real and basic motives of most of [his] actions are not as
clear to [him] as [he] had long supposed.”33 The fulcrum performs its double function in the
text as his reveries reveal the internal conflicts within the world and the word. He claims
indifference towards others and yet feels trapped between solitude and the narrative stasis of
writing the self as “the desire to hypostatize the self, to freeze it in time and present it as the
psychological essence of the individual, is opposed to the mobility and causal irreversibility

involved in narrating one’s life.”**

In the last Walk, he remembers the joyful times he has spent
with Madame de Warens. Mutual love nourishes his soul granting him the sense of freedom he
desires. He wishes that “sweet state” to last forever.”> Looking back on those years, he has a
single mental image rather than the whole live picture. The Reveries closes with this image
Rousseau fixes into his writing since “fixing happiness in a written image is the expression of

a wish to escape from the confusion and imperfection of the present,” as Starobinski suggests:

31 Derrida, Of Grammatology, 145.
32 Rousseau, Reveries, 60.

33 Ibid., 94.

34 Riley, Character, 12.

35 Rousseau, Reveries, 154.
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36 Hence the

“reverie never realizes this wish, yet it never ceases to strive in that direction.
“eutopian” gesture of autobiography, or the yearning for order and perfection.
Autobiography is a locus of hope for the individual who simultaneously desires to know
herself better and be better known to the other. In Reveries of the Solitary Walker, Rousseau
undertakes the noble task of inquiring into the depths of his soul even though he attempts to
describe a state of forgetfulness with the aid of his memory. He retains the “eutopian” impulse
within the vision of creating a true-to-life “autopia” after his conversion from solidarity to
solitude. If the Social Contract is the legitimization of dependence, the Reveries is the
melancholic celebration of independence. As the dialogical relationship between the two works
demonstrates, the Reveries can be read both as a denunciation and as the confirmation of the
utopian sociopolitical vision depicted in the Social Contract. It is also an attempt at a narrative
utopia which, to borrow from Beckett, fails again but fails better each time as the urge to tell
remains, and the search for the self continues. >’ This is by no means to undermine the act of
writing as secondary to the experience of life. Even if words can only offer to go to a “no place”
hindered by the narrative predicament of autobiography, they represent “failing better” as they

gradually take the place of life itself and demand better expression from their writer.

36 Starobinski, Transparency, 363.
37 Samuel Beckett, Worstward ho (London: John Calder, 1999), 7.
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“ARE YOU REAL, MY IDEAL?”: EMBODIMENT AND POPULAR
CULTURE IN THE “NAUSICAA” EPISODE OF JAMES JOYCE’S
ULYSSES

Abstract

The “Nausicaa” episode of James Joyce’s Ulysses is about a young woman named Gerty
MacDowell, who constantly imagines herself like an idealized heroine of a romance novel.
She has a limp which is carefully hidden in her narrative. The repression of the body in the
narrative is made possible by narrative conventions of commodity culture and popular
literature. Gerty is constructed by the standards of the marriage market and the heroines of
sentimental and sensational novels. Many critics have demonstrated the impact of advertising
culture in this chapter and focused on how Gerty tries to transform her defective body into a
commodity by successfully packaging it with beauty products. Despite all the acts of erasure
of the body, the critical moments of ellipses in the episode reveal more genuine experiences

of embodiment such as disability, sexuality, and motherhood.

Keywords: James Joyce, ‘“Nausicaa”, Gerty, body, sexuality, objectification, ellipses,

sentimental novel and sensation fiction, advertising, pornography.
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“GERCEK MISIN, IDEALIM?”: JAMES JOYCE’UN ULYSSES
ROMANININ “NAUSICAA” BOLUMUNDE BEDEN VE POPULER
KULTUR

Oz

James Joyce’un Ulysses romaninin “Nausicaa” baslikli on {i¢iincii boliimii kendini bir pembe
roman kahramani gibi hayal eden Gerty MacDowell adl1 geng bir kadina odaklanir. Gerty’ nin
colakligr anlatida Ozellikle gizlenir. Meta kiiltiirii ile popiiler kiiltiiriin trettigi anlati
gelenekleri bedenin bastirilmasinda rol oynar. Gerty evlilik kurumunun dayattig1 ve duygusal
ve sansasyonel romanlarin yeniden iirettigi standartlara gére kendini yeniden iiretir. Pek ¢ok
elestirmen bu bolimde reklamlarin romanin anlatisindaki roliinii incelemis ve Gerty’ nin
giizellik trtinleri kullanarak sakat bedenini adeta bir reklam nesnesi haline getirmesine dikkat
cekmislerdir. Karakterin bedenini anlatidan silmeye yonelik olan biitiin bu unsurlara ragmen
anlatidaki kritik bosluklar sayesinde Gerty’nin sakatlik, cinsellik ve annelik gibi bedensel
deneyimlere yaklasimini ve silislenmemis, idealize edilmemis, gercek algisini goérmek

miumkindir.

Anahtar Kelimeler: James Joyce, ‘“Nausicaa”, Gerty, beden, cinsellik, nesnelesme,
metinlerdeki bosluklar, duygusal edebiyat ve sansasyonel romanlar, reklamlar, pornografik

imgeler.
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The thirteenth chapter of James Joyce’s Ulysses, titled “Nausicaa,” is about an erotic
encounter between Leopold Bloom and a young woman named Gerty MacDowell, who is
spending the summer evening on the beach with her two friends, Cissy Caffrey and Edy
Boardman, and their baby brothers. Most of the chapter is narrated as the interior monologue
of the young woman whose vision of herself and her life is strongly shaped by sentimental
romance novels and the commercial rhetoric of the beauty advice sections in women’s
magazines. Gerty has a limp, as Bloom discovers at the end of the chapter. The chapter ends
with the mental flux of Bloom, who feels embarrassed, a little nervous, and perplexed after
discretely masturbating to an erotic spectacle offered by a girl on the beach.

There are so many ways in which Gerty, mentally as well as textually, renders her
defected body invisible in the “Nausicaa” episode. This episode’s irony relies on the fact that
her ethereal, elusive, spiritual beauty is maintained with a plethora of beauty products. She
also imagines a highly idealized and desexualized romance with the dark stranger, while
rhythmically swinging her legs and flashing part of her underwear in order to arouse him.
These examples of subversion make Joyce’s modernist narrative a parody of the traditional
forms, which exert a powerful control over the textual reconstructions of the body. Joyce’s
narrative is full of deliberately constructed failures to represent embodiment, through which
Gerty’s body can be revealed.

The erasure of the female body is not only mandated by the sexually conservative
culture, but it is also cultivated by the ambitious protagonist herself, who does not want to
face her physical defect or other romantic disappointments such as her crush Reggy Wylie.
Her defective body, which could potentially hinder her from competing in the marriage
market, is replaced with idealized images borrowed from sentimental fiction, sensation
fiction, and religious iconography. In Joyce and the Victorians, Tracey Teets Schwarze writes
about the social and cultural constructions that nourish these feminine fantasies of herself:
“Gerty becomes the signifier of a culturally constructed and contested femininity, a surface
that draws attention to itself by continually gesturing toward its constructedness, a facade that
is constantly threatened by contentious disruptions (‘little monkeys common as ditchwater’
[U 13.467-68]) or contradictions within its sources themselves.”!

Gerty MacDowell’s body is the nexus of the visual and the material in the chapter.
Sentimental fiction, sensation fiction, pornography, and advertising are different genres of

popular culture, which all eroticize the female body in different ways. All these traditions of

1 Tracey Teets Schwarze, “‘Do you call that a man?’: The Discourse of Anxious Masculinity in Ulysses,” in
Joyce and the Victorians (Gainesville: University Press of Florida, 2002), 71.
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representation rely on the tension between disembodied representation and embodied
existence. Sentimental and sensational fiction directly effects the bodies of the readers,
resulting in physical responses like crying or increase in heart rate. Pornographic mutoscope
films, which Gerty brings to Bloom’s mind, rely on strategic acts of concealing and revealing
bodies. And, finally, advertisements of products in the magazines and newspapers constantly
offer idealized images of physical bodies together with commodities that will replace ugly,
aging, unhealthy, or otherwise defective body parts.

John Bishop analyzes the “Nausicaa” episode in “A Metaphysics of Coitus in

b

‘Nausicaa’” in terms of the thematic coupling and the coupled themes of “femininity and
masculinity, youth and old age, culture and nature, conventionality and idiosyncrasy, idealism
and practicality, fate and chance” in “an immense field of tensions and contrasts.”” The visual
and the material is another important thematic pair that is explored in context of popular
culture, advertising, religion, pornography, and the relationship between texts and bodies.
Despite all the packaging and advertising, her deformed body subverts the conventions of
sentimental tradition and brings out her individuality. Gerty’s body makes its presence felt in
the ellipses of the narrative. In this chapter, instead of repression or erasure of embodied
existence, the narrative ellipses privilege female body over the male gaze, idiosyncrasy over
conventionality, practicality over idealism, and chance over fate.

Gerty’s body is allowed to be visible only within the linguistic and imagistic
vocabulary of the social codes, popular culture, and commodification. She constantly
constructs and reconstructs her body through a sentimental discourse. Just like her disability,
her existence as a sexual being is equally elusive in the text. This is not because her sexuality
is repressed but because it is in constant change. Ambivalent or partially concealed sexuality
is substantiated with the discourse of sentimental fiction and its vague physical descriptions of
its heroines. The location of virtue and sentiment in the sentimental tradition can be
ambivalent and in its ambivalence, indicative of the political view of the novel. In a typical
Victorian marriage plot novel, the heroines are not beautiful but somehow very attractive.
Their physical traits are scrupulously described but this only serves the novel’s emphasis of
desexualized femininity. The following passage from the beginning of the episode is
representative of the cliché language used in the protagonist’s inner monologues which mimic
the language of nineteenth-century sentimentalism. “But who was Gerty?” asks the narrator

before transitioning into free indirect speech:

2 John Bishop, “A Metaphysics of Coitus in ‘Nausicaa’,” in Ulysses: En-Gendered Perspectives, eds. Kimberly
Devlin and Marilyn Reizbaum (Columbia: University of South Carolina Press, 1999), 209.
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There was an innate refinement, a languid queenly hauteur about Gerty which was
unmistakably evidenced in her delicate hands and higharched instep. Had kind fate but
willed her to be born a gentlewoman of high degree in her own right and had she only
received the benefit of a good education Gerty MacDowell might easily have held her
own beside any lady in the land and have seen herself exquisitely gowned with jewels
on her brow and patrician suitors at her feet vying with one another to pay their
devoirs to her. Mayhap it was this, the love that might have been, that lent to her softly
featured face at whiles a look, tense with suppressed meaning, that imparted a strange

yearning tendency to the beautiful eyes a charm few could resist.’

Deprived of a high birth and education, the heroine’s only asset is her body on which markers
of gentility and class can be inscribed. Even though the description seems to contain details of
her body such as the high instep, delicate hands, and enigmatic eyes, these are generic
descriptions that can belong to any heroine of Victorian fiction. In this passage, as in many
others, narrative conventions displace the corporeality of the female protagonist. In the rare
occasions when she manifests genuine emotions, the emotional experience is quickly eclipsed

by aesthetic and social conventions:

That strained look on her face! A gnawing sorrow is there all the time. Her very soul is
in her eyes and she would give worlds to be in the privacy of her own familiar
chamber where, giving way to tears, she could have a good cry and relieve her pentup

feelings. Though not too much because she knew how to cry nicely before the mirror.”

In Gestural Politics: Stereotype and Parody in Joyce, Christy Burns comments on how
popular culture, as the mirror of social codes, dictates the imitation of stereotypes. Gerty uses
her mirror to train herself “to cry nicely.” Burns writes that “the mirror instructs her as to how
she should present her grief, if ever she should express it before the eyes of a potential suitor.
The mirror is not radically other than Gerty’s mind, but her own mind is not in the least
divorced from social directives that tell her to pose for the male gaze.™

The mawkish passages of sentimentalism and gentility are interrupted by the physical
failures of her body and the strong emotions of fear, envy, and anger. One of the moments in

the narrative, where she suddenly finds herself on stage facing the danger of revealing her

3 Joyce, Ulysses, (London: Vintage Books, 1986), 13.80.

4 Joyce, Ulysses, 13.82.

5 Christy Burns, Gestural Politics: Stereotype and Parody in Joyce (New York: State University of New York
Press, 2000), 71-72.
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deformity to the “gentleman” by falling, is significant in illustrating how she diverts both her
and the reader’s attention from her body with the help of spectacle. In the perhaps most
critical scene of the episode, one of the little boys throws a ball toward Gerty, which she has
to kick toward her friend under the gaze of strangers on the beach. It is difficult to sustain the
constant replacement of her body with objects and fantasies because there is an undeniable
contrast between her and the athletic and free Cissy Caffrey, who is a “good runner.” Not only
does Cissy have a healthy body, but she also has control of the male body. Cissy is constantly
busy with the needs of her baby brothers, which are miniature and caricaturized versions of
masculinity. Bloom throws the boys’ ball back to Cissy, but it falls in front of Gerty and she
has to kick it back.

Cissy told her to kick it away and let them fight for it so Gerty drew back her foot but
she wished their stupid ball hadn’t come rolling down to her and she gave a kick but
she missed and Edy and Cissy laughed.

-- If you fail try again, Edy Boardman said.

Gerty smiled assent and bit her lip. A delicate pink crept into her pretty cheek but she
was determined to let them see so she just lifted her skirt a little but just enough and

took good aim and gave the ball a jolly good kick.°

This scene suddenly acquires subtly malicious and violent tones. Cissy, who has so far been
intent on making the brothers play nicely, wants to see them fight each other. Edy slyly pokes
into Gerty’s wound by pretending to be encouraging. Gerty swallows her bitterness and later
on takes pleasure from imagining Cissy falling down while running after the boys. There is a
possibility that Edy is well intended in her encouraging words and that Cissy is just a fun-
loving woman. The malice and violence in the scene can be read as indicative of the
emotional tension within Gerty, who is afraid of not being able to kick the ball, and even of
falling down under the gaze of the other girls and of Bloom. This is the scene in which her
“shortcoming” is almost revealed, therefore the girls’ laughter does not carry the same
significance for their exasperated friend. The body remains concealed in this passage and
Gerty’s potential humiliation is replaced with her unexplained anger at the girls. This passage,
where her body comes to the brink of display is not surprisingly also one of the passages

where she displays genuine emotions instead of the stereotypical angelic demeanor.

6 Joyce, Ulysses, 13.356-363.
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The heroine’s emotional responses fluctuate from grand saintliness to bitter suspicion
and malice throughout the episode. It is equally difficult to determine her sexual status
because it also constantly changes. She describes herself as an innocent girl, seductive femme
fatal, loving wife, loving wifie, little girlie, “girlwoman,” and “womanly woman” within the
same page. This ambiguity is partly a symptom of the ambivalent Victorian perception of
young female bodies which oscillated between asexual and sexually mature, thus eligible for
marriage. Our savvy heroine sometime uses this ambivalence to her own advantage. The
sexually “innocent” status allows her to imagine that she is still not too old, even though she
knows that she will never be seventeen again. Furthermore, the forms of popular culture that
feed her intellect and imagination do not offer legitimate vocabulary to express sexual desire.
Sex remains outside her language or it is expressed with non-words. For example, when she
fantasizes about being married to the mysterious dark stranger, she imagines living as brother
and sister “without all that other.” The sentimental fiction heroines after whom she constructs
herself, have “ambiguously described or non-existent bodies” in Richard Bishop’s words.’
Consequently, even in her imagined marriage she is the “little wifie” or “girlie” of her older
and mature husband. The distortion in the word “wife” suggests that Gerty is not imagining a
consummated marriage but one in which she will remain “a girl.”

Oxymoronic epithets like “girl woman” signify the effects of sexual repression but
sexuality is not completely or obscured from the narrative. Her carefully selected lacey
underwear, the erotic spectacle she choreographs for Bloom evince at a woman who is in
touch with her sexuality. In fact, it is the driving force behind her imaginative mind and
fantasies. I believe that the most apt descriptions of sexual status are being in constant flux.
She wants to remain a “girlwoman” and in the same sentence she changes into a “womanly
woman.” These fluctuations of her self-perception can be read as the existence of her sexual
energy, rather than stifled desire.

Commodities offer constant pleasure and gratification to Gerty, for whom sex may be
unavailable because of her disability or intimidating because of her young age and
inexperience. She tries to maintain an acceptable image of her body in her own gaze with the
help of beauty products and fashionable articles of clothing. April Pelt and Daniel P. Gunn

have examined the gendered implications of advertisements in this episode.® Advertising is a

7 Bishop, “A Metaphysics,” 188.

8 April Pelt, “Advertising Agency: Print Culture and Female Sexuality in ‘Nausicaa’,” James Joyce Quarterly
48.1 (2010): 41-53, and Daniel P. Gunn, “Beware of Imitations: Advertisement as Reflexive Commentary in
Ulysses,” Twentieth Century Literature 42.4 (1996): 481-493.

51



mode of representation that relies on the erasure of the body from narrative. It is a medium of
popular culture, which uses sexuality without making it visible. In “Joyce's ‘Nausicaa’: The
Paradox of Advertising Narcissism” Peggy Ochoa argues that the narcissism involved in
advertising empowers its receivers to a certain extent, in fashioning themselves.” As she
successfully uses commodities to adorn her body to compensate for the “shortcoming,” she
erases the body or replaces it with these commodities. In “Gerty MacDowell and the Irish
Common Reader,” Thomas Karr Richards notes the replacement of the body with
commodified objects: “For several pages the narrative couples physical attributes with
material objects until one feature of the style finally overwhelms the reader: the sheer

abundance of manufactured objects present in her voice.”'” The sentimental descriptions are

2 ¢¢ 2 ¢

littered with products such as “iron jelloids,” “eyebrowleine,” “the Woman Beautiful page of
the Princess novelette” in which “blushing [is] scientifically cured.” Her fantasy of marriage
to Reggy is almost like a fashion set for the “sumptuous confection of grey trimmed with
expensive blue fox” she will wear at her wedding. Later on in the episode, she imagines
various delicious dished she would prepare for her “dreamhusband,” but she does not “like
the eating of it.” Her imagination produces images of food ready to be consumed but not the
bodily activity that goes along with them. She often wonders “why you couldn't eat something
poetical like violets or roses.”"!

The obscuring and distracting attention to detail and the abundance of objects marks
Gerty’s speech. Her “energy is dissipated by her concentration on the ‘minor differences’
within the restricted world of what Joyce calls ‘matters feminine’ (U 13.12)” according to
Ochoa.'? Her voice is cluttered with commodified objects that attach themselves to everything
she thinks of. These commodities obscure the body, when they are attached to it. The
“transparent” stockings, which she trusts, do not highlight her ankles but their own expensive
transparency; when she lifts her skirts up, she is showing her silver buckle rather than her
legs. Even taking off her hat to show her abundant hair is read through the hat rather than the

hair, as it resonates with the visual lexicon of pornographic films. Transparent stockings, the

9 Peggy Ochoa, “Joyce's ‘Nausicaa’: The Paradox of Advertising Narcissism,” James Joyce Quarterly 30.4
(1993).

10 Thomas Karr Richards, “Gerty MacDowell and the Irish Common Reader,” ELH 52.3 (1985): 759.

11 Joyce, Ulysses, 13. 368.

12 Ochoa, “Joyce's ‘Nausicaa’,” 787.
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buckles of her shoes, and the hat replace her legs, the high inner arches of her elegant feet,
and her hair.

Pornography is an unexpected form of popular culture that enables Gerty to fashion
herself, given her general tendency to suppress sexuality in her fantasies. However, it is in
fact parallel to her attempts to divert the attention towards visuality of the body rather than to
its materiality. In the ball-kicking scene, she lifts up her skirt to show her ankles to the
enigmatic stranger. She diverts Bloom’s gaze from her lameness, by replacing her body with
the more attractive image of skirt dancers who also lift their skirts and kick. While her
language is borrowed from popular romantic novels and advertising, her poses and gestures
are borrowed from pornographic films. In “Making a Spectacle of Herself: Gerty MacDowell
through the Mutoscope” Katherine Mullin argues that Gerty’s gestures and the dynamics of
gazing within the narrative structure of the episode heavily rely on the vocabulary, gestures,
and conventions of the pornographic mutoscope films. “By placing her image rather than her
body on the market,” Mullin writes, “by imitating successful strategies of the mutoscope
display, Gerty reproduces modernity’s commodification of the visible and shrewdly allies

13 Her gestures indeed imitate the mutoscope films and there

herself with the perfect product.
is certainly shrewdness in her use of visual display of the body to seduce “the mysterious
gentleman” and outperform her friends. Her use of her hat reminds Bloom of the mutoscope
film, What the Girls Did with Willie’s Hat. It would not be possible for her to deliberately
imitate these films, as she would not have access to them. She wouldn’t have access to these
films to imitate them consciously. Instead of claiming that Gerty is consciously imitating
pornographic films, I would argue that these films are likely to be drawing from the everyday,
familiar gestures such as taking off one’s hat.'* They place the pornographic and the
prohibited into a quotidian setting in order to heighten the suspense of being caught in the act
of gazing. Gerty’s complicity in this episode has been the concern of many critics, who took
sides in a debate about whether she is innocent or complicit in this scene. “Complicity” and
“innocence” are outdated moral judgment categories of the sexually repressive, patriarchal
ideology. The female protagonist of this episode of the novel, simply wanders through the

modern world of material, sentimental, and sexual pleasures. The narrative thwarts attempts

to make such moral judgments. This ambivalence is one of the qualities that pulls the

13 Katherine Mullin, “Making a Spectacle of Herself: Gerty MacDowell through the Mutoscope,” in James
Joyce, Sexuality and Social Purity (Cambridge: Cambridge University Press, 2003), 165.

14 Joyce, Ulysses, 13. 261-2.
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character out of the cloud of literary and cultural clichés that clutter the narrative and allow
her to become an authentic individual.

Gerty’s body is represented with techniques of objectification, erasure, and revelation
in advertising and pornography. A third mode of objectification happens in her inner
monologues and constant self-fashioning as a stereotypical heroine of sentimental fiction.
This form of objectification proves to be even riskier than commodification or
pornographication of her body because the sympathizing gaze of sentimentalism can be a
cruel form of kindness. With Gerty MacDowell, Joyce parodies Gerty Flint, the heroine of the
very popular nineteenth-century sentimental novel The Lamplighter. He completely subverts
the conventions of the sentimental tradition. In “Gerty MacDowell: Joyce’s Sentimental
Heroine” Suzette Henke claims that Gerty is already showing signs of spinsterhood with her
moments of quirky behavior, her lack of compassion for the children, and her cynicism
toward her girlfriends."”> Annoyance with children and malicious thoughts indeed do not fit in
with the sentimental literature’s conventions such as the cult of the cute and the ever-loving
and kind heroine. Gerty’s narrative at times “falls short of the ideal of proper female conduct
presented by” The Lamplighter’s heroine Gerty Flint and at times subverts it with ironic
realism. “After many trials from unsuitable admirers and vindictive female rivals, her [Gerty
Flint’s] virtues are rewarded by marriage to her childhood sweetheart, who through a final
plot twist is suddenly endowed with riches from an unexpected bequest.”'® Gerty MacDowell
does not persevere through “many trials from unsuitable admirers.” On the contrary, she is
ready to fall for a random stranger she notices on the beach and fantasizes about accepting
him as her husband despite his, also imaginary, dark past. Her female rivals “who are hissing
at each other” as Bloom observes, appear to be healthy and fit for marriage, while she is
inferior to them because of her physical defect. “She’s left on the shelf and the others [do] a
sprint” as Bloom notices.'” She upstages her rivals not with her superior virtues but by
successfully advertising her body, particularly using conventions of the suggestive mutoscope
films. At the end of the episode, Bloom remembers her as “a hot little devil” rather than as a
paragon of feminine virtues. And most importantly, she seems to be jilted by her childhood
sweetheart, Reggy Wylie, who has already disappointed her as a lover.

The objectifying gaze generated by sentimentalism is also problematized in this

episode. Her body does not generate the reverent sympathy that is appropriate for an

15 Suzette Henke, “Gerty MacDowell: Joyce’s Sentimental Heroine,” in Women in Joyce, ed. Suzette Henke and
Elaine Unkeless (Urbana: University of Illinois Press, 1982), 140.

16 Mullin, “Making a Spectacle of Herself,” 142.

17 Joyce, Ulysses, 13.773.
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inherently superior, albeit impoverished, heroine. On the contrary, this is a cruel sympathy
reserved for the deformed bodies of “spinsters” and “cripples” in nineteenth-century
sentimental fiction. “Nausicaa” has several instances where the already delicate distinction
between cruelty and kindness is lost. Gerty’s body reveals the tensions and proximity between
cruelty and kindness, fear and pleasure in her friends’ cruel sympathy for her lame and jilted
body and in her fantasies of the mysterious, dark gentleman. When Gerty fails to kick the ball,
Edy Boardman says, “Try again if you fail” in fake kindness, which embarrasses her in front
of the dark gentleman. Again the two friends’ kind inquiries after Reggy Wylie, who does not
show up as he promised, torture her further. “Their eyes were probing her mercilessly but
with a brave effort she sparkled back in sympathy as she glanced at her new conquest for

»!% The cruelty of the kind friends who are looking for a body to pity is expressed

them to see.
in terms of physical torture. The girls’ eyes probe at Gerty’s lame body and wounded soul and
“sparkle” her.

Sentimental fiction is not the only genre of popular literature that forms Gerty’s dream
world. She draws from sensation fiction as well to feed her imagination and more importantly
to express her sexual desires. When becoming an object of sympathy brings the pain of being
an object of gaze, her mind wanders toward a different kind of fiction that involves acts of
cruelty performed “in the way of kindness” and dangers that can be titillating. She starts
fashioning Bloom as one of the dark, brooding, and attractive heroes, which were introduced
to English literature by the Bronté sisters. The erotic pleasures of sensation fiction villains
allow Gerty to express her sexuality as well as her fears of it.

As several critics have notes, the dark stranger replaced her abusive father in her
imagination as a pleasurable authority figure. Gerty remembers her father’s alcoholism and
domestic violence, which must have contributed to her difficulty in seeing herself as a sexual
being. Henke observes: “The young girl witnesses her father’s acts of household violence and
recoils at the spectacle of masculine brutality.”'® She does not excuse his alcoholism, but

strangely steers away from condemning domestic violence by a phrase that obscures cruelty:

Nay, she had even witnessed in the home circle deeds of violence caused by
intemperance and had seen her own father, a prey to the fumes of intoxication, forget

himself completely for if there was one thing of all things that Gerty knew it was that

18 Joyce, Ulysses, 13. 586-588.
19 Henke, “Gerty MacDowell,” 144.
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the man who lift a hand to a woman save in the way of kindness, deserves to be

branded as the lowest of the low.?°

The desperate phrase “save in the way of kindness” makes one wonder what kind of kindness
can excuse domestic violence except for Gerty’s kindness for her father. A similar cruelty “in
the way of kindness” is seen in her fantasies about the dark, foreign-looking stranger. Gerty
feels that she is ready to do anything for this stranger even if he is “a widower who has lost
his wife or some tragedy like the nobleman with the foreign name from the land of song had
to have her put in a madhouse, cruel only to be kind.”*' Don Gifford claims that the alluded
tragedy of the nobleman from “the land of song” or Italy, is unknown.** However, Victorian
sensation and gothic novels are replete with such attractive villains. Gerty’s fantasy is
reminiscent of the gothic, female, Bildungsroman Jane Eyre, whose titular heroine finds
herself in the grip of the opposing forces of self-preservation and her passion for the dark and
handsome bigamist Rochester. Wilkie Collins’ The Woman in White was a well-known
sensation novel in which the villainous Sir Percival, with the help of his accomplice Italian
Count Fosco, has his wife replaced with her mad foster sister and incarcerated in an asylum.
Gerty sensationalizes her body by imagining herself as a sensation novel heroine, which
enables her to be aroused by the alluring and dangerous gaze of the dark stranger. The foreign
looking gentleman’s gaze has physical effects on Gerty like blushing, flushing, and tingling in
her flesh. Her body is completely sensationalized by Bloom’s gaze: “She felt a kind of
sensation rushing all over her and she knew by the feel of her scalp and that irritation against

her stays.”*

John Bishop interprets Gerty’s flushing as a displaced tumescence which
parallels Bloom’s arousal.>* The tingling, tickling sensations Gerty feels, do parallel Bloom’s
sexual arousal, but the language used in their description is much more similar to Victorian
criticism of sensation novels and their disquieting effects on young women readers.
Victorians were deeply concerned with the sensational text’s conquest of young female
bodies. The coexistence of cruelty and kindness in the dream husband “from the land of
song,” highlights the pleasure taken from the terrors in the sensation novels.

Sensation fiction conventions also allow Gerty to transform her father’s traumatizing

cruelty into the fantasy of a romantic thriller. The kind cruelty of the imagined husband

20 Joyce, Ulysses, 13.299-302.

21 Joyce, Ulysses, 13.57-659.

22 Donald Gifford, Ulysses Annotated: Notes for James Joyce’s Ulysses, (University of California Press, 1988),
578.

23 Joyce, Ulysses, 13.560-561.

24 Bishop, “A Metaphysics,” 194.
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replaces the oppressive father figure. The fantasy is broken by an ellipsis, however, when
Gerty recoils from something “indelicate.” “But even if- what then?” she says to herself.
“[E]ven if” refers to premarital sex and “what then” refers to the social death that might
follow an affair. She starts thinking of fallen women in the middle of the romance she
conjures and shudders.”> The ellipsis causes the leap from the asexual romantic fantasies

3

about the stranger “with a past” to the catastrophic fallen woman narrative. Fear of
extramarital sex leads to a naive and irrational insistence on keeping her chastity even after
marriage. “No, no: not that. They would just be good friends like a big brother and sister
without all that other in spite of the conventions of Society with a big ess.”*® Neither
sentimental fiction nor sensation novel provides the vocabulary to acknowledge and
legitimize female sexuality. The desire in the ellipsis can also be an incestuous desire, felt not
only for the kindly cruel husband but also for the kindly cruel father. Incestuous feelings erupt
at this moment in the text disrupting the fabric of popular fiction.

The narrative reaches a crisis in this section because none of the modes of
representation of the female body are able to acknowledge female sexuality. The narrative
crisis is resolved with the visual and auditory spectacle of the firework show which begins on
the beach. The cadence of the fireworks represents the building up sexual energy of the
characters as well as Bloom’s climax. Several critics, such as Philip Sicker in “Unveiling
Desire: Pleasure, Power and Masquerade in Joyce’s ‘Nausicaa’ Episode” and Dominika

29

Bednarska in “A Cripped Erotic: Gender and Disability in James Joyce’s ‘Nausicaa’ have
argued that what is concealed in Gerty’s imagination and representation of her body, is not the
“shortcoming” but sexuality.”” The body surfaces with its repressed and irrepressible desires
and its shortcomings, which cannot be concealed especially in juxtaposition to Cissy’s free,
athletic, and probably fertile body. Suzette Henke writes that “[e]rotic desire smolders just
beneath the surface of her romantic musings and finally explodes in pyrotechnic fury.”*® Clara
McLean analyzes how bodies are represented in the episode, in “Wasted Words: The Body

Language of Joyce’s ‘Nausicaa,”” and argues that the body is present beneath the text, with its

indelicate or repulsive features.

25 Joyce, Ulysses, 13.659.

26 Joyce, Ulysses, 13.664-666.

27Dominika Bednarska, “A Cripped Erotic: Gender and Disability in James Joyce’s ‘Nausicaa’,” James Joyce
Quarterly 49.1 (2011): 73-89 and Philip Sicker, “Unveiling Desire: Pleasure, Power and Masquerade in Joyce’s
‘Nausicaa’ Episode,” Joyce Studies Annual 14 (Summer 2003): 92-131.

28 Henke, “Gerty MacDowell,” 137.
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[U]ltimately, the dirty secret that the narrative and the characters strive so hard to
conceal is precisely this troubling property of the body... By calling attention to itself
as the cover, decked with stylistic frills and euphemisms, the language distracts from,
and even attempts to replace, the unspeakable body beneath, much as Cissy’s
“puddeny pie” replaced the filth of the baby’s soiling body... The sentimental
language of ‘Nausicaa’ thus does more than parody a popular genre; it also, through
Gerty, exposes the dirty reality behind the pristine dream of the romance heroine, the
corporeality behind the cliché... In ‘Nausicaa,” Joyce reveals the filth that lies behind

the drive to art, behind the need to fictionalize.”

McLean argues that Bloom’s voice spills into the text which was trying to cover Gerty’s body
and his ejaculation erupts as the representative of the concealed corporeality. I argue that it is
Gerty’s limping that brings her body back into the text and lifts it out of the layers of vague
sentimental description and artful packaging. Bloom is still under the influence of this
packaging during the ejaculation and it is only when he realizes her “shortcoming” that he can
see beyond the constructed fagcade and really sympathize with her. Besides, other exiled and
erased aspects of her body, like sexuality and maternity, are inseparable from the physical
defect. The absence of sexuality and maternity constantly bring the defective body back into
the text and into Gerty’s consciousness.

Erasure of sexuality and the virginal power created by this vacuum of sexual status is
manifested in Gerty’s self-identification with Virgin Mary. The obsession with the color blue
in Gerty’s clothes is not done only to match and foreground her blue eyes. The blue color of
her cherished underwear ironically and irreverently resonates with the blue banner of the
Virgin. Gerty’s sensory perception alternates between the scenes on the beach and the nearby
church where an evening service is held for Mother Mary. The most erotic parts of the
narrative consist of the constant alternation between the sounds of prayer coming from the
evening service and Gerty’s seductively swinging her leg. She turns her attention to the
Litany sung for “the Virgin most powerful, Virgin most merciful” to get moral strength from

the Virgin Mary.>® Ambiguous transitions in her thoughts confuse and conflate her with Mary,
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29 Clara McLean, “Wasted Words: The Body Language of Joyce’s ‘Nausicaa’,” in Joycean Cultures/Culturing
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enhancing and sublimating her reluctance to encounter sexuality as discussed in John Bishop
and Garry Leonard’s works.”'

Mary is not only present in this scene as a Virgin but, more importantly, as a mother
figure. Importance of motherhood is evinced by its absence from the narrative. Earlier in the
same paragraph there is another ellipsis, this time in Gerty’s memory rather than in her
narrative. The missing line contains the missing image of Gerty as a mother, completing her
curtailed identification with Mary as Virgin and Mother. As she thinks of “girlish treasure
trove” and the confession book, which contains some “beautiful thoughts” written in “violent
ink, bought from Hely’s of Dame Street,” she remembers a poem she read in the newspaper,
but she forgets one line. As usual, objects and detail clot the narrative space, erase thought,
and inhibit authentic expression. In other words, materiality and material circumstances shape
or rather encumber the “beautiful thoughts™ as well as Gerty’s dreams. The relation between
the objects in Gerty’s treasure trove and her thoughts is analogous to the relationship between
the physicality of her body and her dreams. Her enjoyment of poetry is interrupted by
sadness: “...oft times the beauty of poetry, so sad in its transient loveliness, had misted her
eyes with silent tears for she felt that the years were slipping by for her, one by one, and but
for that one shortcoming she knew she need fear no competition.”** Gerty’s transient beauty
is the origin of her sadness. “The transient loveliness” of her body is displaced onto poetry,
which is as ephemeral and fragile as corporeality. There is a gap in her memory of the poem:
“The poem that appealed to her so deeply... Art thou real, my ideal? it was called by Louis J.
Walsh, Magherafelt, and after that there was something about twilight, wilt thought ever? >
The missing part of Louis Walsh’s poem addresses the beloved, perhaps Mary, who arrives

with her baby. This is the original poem:

Art thou real, my ideal?

Wilt thou ever come to me

In the soft and gentle twilight
With your baby on your knee?**

The ellipsis in Gerty’s memory contains the image of Mary, with whom Gerty ardently and
desperately identifies all evening. But the Mary she identifies with, by the help of the Litany,

31 Bishop, “A Metaphysics,” and Garry Leonard, “The Virgin Mary and the Urge in Gerty: Praying, Buying,
and the Packaging of Desire,” in Advertising and Commodity Culture (Gainesville: UP of Florida, 1998), 98-
141.

32 Joyce, Ulysses, 13.647-650.

33 Joyce, Ulysses, 13.64-647.

34 Walsh, quoted in Gifford, Ulysses Annotated, 568.
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is Virgin Mary and not Mother Mary. Sexuality and motherhood are two difficult subjects in
this extremely self-conscious narrative. Baby Boardman and the noisy twins annoy the
obsessively neat, delicate, and “aristocratic” Gerty. The image of the mother is painful
because it reminds her of the possibility of never becoming a mother. British and Irish society
in 1904 prescribes motherhood as the ultimate goal and identity for women but the
competitive marriage market excludes Gerty because of her “shortcoming.” “[A]ll the opiates
her society has to offer: religion, and poetry, eyebrowleine and romantic myth,” in Henke’s
words, fail to compensate for the shortcomings of the body.*”> “Popular culture and popular
religion both offer ‘one way out’ for a society that demands narcotic forgetfulness,” Henke
states.”® But even these are based on the domestic ideology so “the forgetfulness” they
generate does not numb the pain but just hides the wound. Consequently, Gerty has to conceal
this image in the ellipses of her memory, just as she conceals sexuality in the ellipses of her
language because the same society and social code also prescribes young women to see
“fallen women” and their overt, promiscuous sexuality with horror. Fantasizing about a
morally flawed foreigner who might have incarcerated his wife in a madhouse might have its
own pleasures, but the second ellipsis following the one in the poem writes sexuality as the
dangerous, demonized sexuality of fallen women and prostitutes and erases sex altogether
from the imaginary marriage with the foreigner.

In “Nausicaa” Joyce experiments with the female voice, moreover the voice of a
female figure who is at once very stereotypical and very unique. Gerty MacDowell is indeed a
fair “specimen of winsome Irish girlhood as one could wish to see” with her unique and at the
same time very common language constructed out of various forms of popular culture.”” She
constructs herself and the image of her body out of these sources in her imagination as well as
in the narrative. But her construction involves hiding her body as well as displaying it in
particular ways. The rhetorical and visual codes of advertising, sentimental fiction, sensation
novels, pornography, and religious iconography reveal her body the way advertisements
reveal their products; as an image without material reality. It is, however, this material reality
that lies at the basis of these images and allows Gerty’s authentic emotions and experiences to

be disclosed.

35 Henke, “Gerty MacDowell,” 137.
36 Ibid.
37 Joyce, Ulysses, 13.80.
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FICTIONAL HISTORY OF THE GELIBOLU CAMPAIGN:
AN INTERVIEW WITH STEPHEN DAISLEY ON TRAITOR'

CANAKKALE MUHAREBELERININ KURMACA TARIiHI:
STEPHEN DAISLEY ILE TRAITOR ROMANI UZERINE SOYLESI

Stephen Daisley was born in 1955 and grew up in the North Island of New Zealand.
He has worked on sheep and cattle stations, on oil and gas construction sites and as a truck
driver, among many other jobs. Daisley’s first novel, Traifor, won the 2011 Prime Minister’s
Literary Award for Fiction. He lives in Perth, Western Australia with his wife and five
children. He has won the major New Zealand Literary award, The Acorn Foundation Literary
Award in 2016 with his second novel Coming Rain, a story of shearers in 1950’s Australia.

Daisley’s novel, Traitor, transforms the cruelty of the trenches into the story of a
spiritual friendship when New Zealander shepherd David and Turkish doctor Mahmoud meet
during an explosion in Gelibolu Peninsula. Mahmoud, a Sufi and a whirling dervish of the
Mevlevi order becomes a prisoner of war and David, his guardian in Lemnos. Mahmoud
teaches David Sufi philosophy and ‘sama’, the journey of remembrance back to self during
his captivity. The philosophical conversations enthral David and he betrays his country by
helping Mahmoud escape. Eventually he is court martialled but pardoned on condition that he
serve as a stretcher bearer on the Western Front. David suffers from this dishonour all his life
yet the reverential words of Mahmoud transform the trauma of his wartime experience and
change David’s perception of life. The narrative is fragmented, juxtaposed with David’s
memories of the Gelibolu Campaign and the Western Front due to shell shock. Just like his
shattered memories, fragmented episodes of the novel reveal how difficult life is for the
victims of war. David not only recalls the events that dishonour him as a traitor but also the

beauty of Mahmoud’s teachings that haunt him. Broken memories mixed with the peaceful

1 The interview was edited for clarity and length. It was made in Perth, Australia on November 22, 2015 as part
of the research project entitled ‘Fictional History Writing: The Gallipoli Campaign in Contemporary British
Commonwealth Novels’, funded by TUBITAK (Scientific and Technological Research Council of Turkey) in
2015-2017.
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spiritual healing portray an unsettled mind as memories and images clash. David realizes
Mahmoud has taught him to look in solitude into his self for salvation.

Daisley manages to transform the battlefield experience of David and Mahmoud into a
meaningful one bringing a Turkish and an Anzac soldier together, regardless of their religion
and nationality. Connecting east and west, Sufi philosophy enables reconciliation in the very
trenches while the reader feels the atmosphere, the past, the human bond and the effect of the
true-life experience of 1915. In this way, Daisley’s fictional rewriting of Gelibolu becomes a
site of learning and healing rather than mere carnage.

Azer Banu Kemaloglu (ABK): Your first novel Traitor’s plot starts in the chaos of the
Gelibolu Campaign and bears the effects of post war trauma. Why did you start your

writing career with a Gelibolu Story?

Stephen Daisley (SD): The reason “why Gelibolu” is because of my family’s involvement in
the Gelibolu Campaign. My grandfathers and grand uncles were at Gelibolu in the New
Zealand Army. The landings at Gelibolu on the 25th of April 1915 and the subsequent
disastrous campaign there are part of our national identity. All of the literature which came
out of that time seems to emphasize the fact that Gelibolu was a very causative factor in our
national identity as independent people, as New Zealanders and Australians. As a result, it
was always spoken about. My grandfather for example didn’t speak about it a lot but he did
tell us once in New Zealand at the beach bits and pieces about the campaign. He was probably
suffering from some post-traumatic stress as so many of the men did which was undiagnosed
in those days. In addition, in several of the properties which I worked at there were men who
were badly affected by the war including shell shocked men who worked at very remote areas

from where I developed the character David.

ABK: Do you find your novel a Gelibolu story because there are other stories embedded

in the plot connected to the Campaign?

SD: I find it mainly a story of love and redemption. I find it an examination and meditation
upon that which can redeem us through love. I think that is central for me and for the book
and as a result, the Sufi practices come through Mahmood. David basically is quite a simple,
uneducated man but Mahmoud is educated and articulate, the wiser of the two which is also
an inversion of what I was told. We were basically told that Turks were barbarians and we

were the enlightened ones. It’s probably the reverse.
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ABK: Your novel challenges oriental discourse in the way you present an uneducated,
simple New Zealand shepherd, David, opposed to the intelligent Turkish sergeant,
Mahmoud, educated in London, teaching Sufi practices, fascinating David with stories
of Majnun and questions of God’s existence. Was that your intention in portraying such

an inversion? And what is your source for Mahmoud?

SD: It wasn’t my intention. It evolved naturally. I think I just began to write as E. L.
Doctorow, the great American writer who says that when he writes he writes as if he is
driving at night and he can only see so far in front of himself but he gets to where he is going
and a lot of that was how I wrote. My book just came, it just spoke. Mahmoud’s voice came
when I met a wonderful Sufi man at the market. I used to work in a market selling second
hand clothing and this wonderful fellow Mahmoud came. We spoke, we got on really well
and this is how we became friends. And that’s when I began my examination but it was also
through the poetry of Rumi. He said this wonderful thing to me once when a fellow stole a
shirt from the racks of the market. He came along and said: “Why are you so angry Steven?” |
said “That fellow running, he stole my shirt”. And he says “Perhaps he needed it more than
you”. This is a wonderful way to see things, you know. It set me off on the examination of

this philosophy.

ABK: What is the significance of Sufi philosophy in your novel? Is David and
Mahmoud’s intimate relationship a reflection or an extension of the friendship

established between Rumi and Sems Tebrizi?

SD: Absolutely, well spotted. Because that is also what informs the story of Sems Tebrizi and
his meeting with the intellectual Rumi. Their story tells us that you know everything and
suddenly you begin to know nothing which is a wonderful way of seeing things. I did a great
deal of reading, a great deal of research on Rumi and Sufi philosophy. However, I do not read
Persian. I referred to the books and interpretations of Coleman Barks which was great for me.
And I read his poetic translations and a lot of other translations. Barks is on YouTube as well.
He is very modest and clear. In addition, speaking to my friend Mahmoud from the market
and to other friends I learned a lot. Yet I have several Muslim friends who consider Sufis to
be crazy, lunatics. In fact, they pointed their fingers at their heads and made some circular
motions. [ was lucky enough to get several sides of it. But I was just entranced by it, and I

find it lifesaving.
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ABK: Writing on a historical event is difficult. Actually, it is a challenge, considering the
fact that you wrote on one of the most significant campaigns of the First World War.
For the credibility and authenticity of your story did you carry out some research before

writing about war?

SD: Yes, I read extensively. About the Western Front, for example as it was the classic of this
war. And again, one of my techniques, if you like to hear, is I try to get out of the way of
myself and just allow the work to come through me. I used to be a shearer earlier in my life.
When I was taught to shear it was very like saying that you allow the hand piece to do the
work. So you take yourself out of the equation. If I can remove my ego, ‘nefs’ I think, if I can
remove that from my work, or me from the work, it becomes okay. And it begins to work. If
put myself in it, it tends to be clouded and egoistical and almost grandiose at times. Hence, |

try not to show off.

ABK: Do you have any experience of war? Because you reflect on war and your
depictions are so authentic, especially some of the scenes from Gelibolu and the Western

Front.

SD: I’ve been asked that a lot. But no, I don’t have any direct personal experience of war, I
did not fight. I was in the military and I had a lot of friends who, for example, fought in
Vietnam and Rhodesia. They were close friends and we spoke a lot. So, I used my

imagination in the war scenes.

ABK: Along with the First World War scenes, your novel is rich with narratives of the
post-war life of David on a New Zealand farm. Your depictions of lambing, shearing and
skinning are so powerful, creating a reality effect. The relationship David formed with

the animals is amazing. How do they contribute to the novel?

SD: Isn’t that interesting because a fundamentalist Christian that I knew rang me and asked if
he could have coffee with me because he saw us rebirthing. I’'m very much a Hemingway
adherent and one of his messages was that you write as truly and authentically as you can of
life and allow the reader to find the symbols and the messages. Don’t try to be didactic, don’t
try to tell people what they should think. I actually think that people see what they want to.
And you academicians know that the reader is more important than the writer as argued by
Roland Barthes’ The Death of the Author. 1 happen to believe that because so many different
people have found so many different messages and symbols from this novel, I’'m an

astounded, delighted and a humble poet. I have received feedback from various people in
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New Zealand and Australia. A fishing boat charter captain loved the farming scenes of the
novel. A woman who works at Red Cross in Wellington wrote me and said “Thank you, did
this really happen?” or “Does this mean such and such?” And I again stress that readers-you

are one of them as the reader- are much more important than me as the writer.

ABK: Since you wrote on a historical subject, a part of your novel is based on the
Gelibolu Campaign and you connect it with personal history. Which is better at getting

the truth for you? History or fiction?

SD: I particularly love to think about and meditate on this question. I can tell a story to
illustrate this. Recently I returned to New Zealand for my 6oth birthday with some old friends
from my military life. They were talking about my perceived success with this novel. I said
we don’t sort of speak about it much. There is a Maori saying: “the Kumara (which is sweet
potato) does not speak of its own sweetness”, which is a lovely proverb. So they began to ask
questions about research and about lies and about how fiction is telling lies. If we go back to
that Kumara proverb, that sweet potato does not speak. Does it? So that is a lie. Ostensibly of
course it is. But what you are doing with that proverb, you are telling a lie to tell a much more
profound truth. They then began to see that sometimes we can lie to tell something that is
much more profound and much more true. I think for me, reading history is the beginning.
And then the imagination and the telling of the story through the imagination as long as you

remain authentic and true to something that you believe as ultimately good.

ABK: How did you create your characters? Did you draw them from personal life

experience?

SD: Mahmoud came from the man, the friend of mine I met in the market. He was a
wonderful man, a Sufi. There were many fine doctors I knew of, which helped me create
Mahmoud as a doctor. David was imagined but an amalgam of the men I’ve known during
my military years and also some of the older men that I knew when I worked on sheep and
cattle stations. They were usually veterans of war. They were isolated and they were known
as “Shell Shock Hogan,” one of James K. Baxter’s characters in his poem called “The Lament
of Barney Flanagan.” James K. Baxter was a famous and well-recognized New Zealand poet.
He had many community places in New Zealand. James K. Baxter’s father was Archibald
Baxter who was a conscientious objector. He was sent out to France for field punishment.

David’s punishment in the novel is based on the letters of Archibald Baxter. They are quoted
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in the novel. The other characters were people I know. There are no historical characters in

the novel.

ABK: In your novel you prefer not to fictionalize historical figures except for a reference
made to Mustafa Kemal Atatiirk. Mahmoud’s wife Aisha writes a letter to David as her
husband’s last wish: “Mahmoud was hanged by the jailers of the men who calls himself
the Father of Turks. Mustafa Kemal Atatiirk who is also known as The Perfection and
The Chosen One” (177). What is your historical source or evidence on Atatiirk’s
involvement with the execution of Mevlevis? We know from history that Atatiirk

favoured Mevlevi and Bektashi orders. He did not order their execution at all.

SD: It was simply a rereading of history. Many people objected to it. Many Australians and
New Zealanders objected to my treatment. It was not a condemnation as such but I had read
that he had harshly come down on all things Islamic in Turkey at the end of the Ottoman
Empire. All vestiges of the old world were ruthlessly put down. I saw him as a self-appointed
dictator, a very ruthless military commander. I wrote it as a counterpoint. It was probably very

Inaccurate.

ABK: Did you challenge Anzac myth by creating the friendship between David and

Mahmoud and rewriting the story of a traitor?

SD: Yes, this is a question that reoccurs often and it’s also been appreciated by lots of
Australians and New Zealanders: We question this whole notion of the heroic representation
of the Anzac myth. Indeed, I don’t challenge it but I just ask people to reread it, re-examine it,
look at it from a different perspective but what I am really interested in is the notion of
mateship. Notion of mateship is actually a central part of the novel. My stance is to find out
where this love between men comes from, which is celebrated by men in Australia as
represented in the notion of mateship. The sexual connotations are also there but never

mentioned.

ABK: At present we cannot get your novel in Turkey. Is there a chance we will have it

on the market soon?

SD: I can give good news to my Turkish friends. My publisher sold the Turkish rights of

Traitor to Pegasus Publishing House in 2015. I hope Turkish readers enjoy my novel.

ABK: I’m sure they will Mr. Daisley. Thank you so much for your time and we’ll be

looking forward to reading the Turkish translation of Traitor.

68



SD: Thank you for coming to see me in Perth, Azer. Thanks a lot for your interest.
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Aise Handan Konar, Bogazici Universitesi

DiVAN EDEBiYATINDA ETKIiLENME ENDISESi: TACI-ZADE
CAFER CELEBIi UZERINE BiR ORNEKLENDIRME DENEMESI

Oz

Bu ¢aligmada, sanat ve edebiyat icin géz ardi edilemez ancak her zaman olabildigince uzak
durulmaya calisilan kavramlar olan etkilenme, esinlenme, 6rnek alma, taklit etme, izinden
gitme gibi, yaratici sanatcilarin bigak sirtt mevzusu olan, ingiliz edebiyati kuramcis1 Harold
Bloom’un terimiyle “etkilenme endisesi”’nin Divan Edebiyatindaki 6rneginin izini siirecegim.
Bunun i¢in, 6ncelikle Divan Edebiyatinin kendi gelenegi icerisinde etkilenme/esinlenme gibi
durumlara bakisini ele alacak, ikincil olarak Harold Bloom’un etkilenme endisesi kuramina
temel o6zellikleriyle deginecegim. Ardindan Divan Edebiyat1 gelenegi igerisinde bu endisenin
bir anlamda belirtilerini gozlemledigim Taci-zdde Cafer Celebi ve etkilendigi ancak
etkilerinden kurtulmak i¢in ¢abalayip bir zaman sonra da bagkaldirdig:1 onciil sairlerle siirler
aracilifiyla kurdugu iligkiye yakindan bakacagim. Buradan da her edebiyatin temelinde oldugu
gibi Divan Edebiyatinda da bu endisenin yaratici ve itici ayn1 zamanda rahatsiz edici ve bastirici

gii¢ olarak mevcut bulundugu savini 6ne siirecegim.

Anahtar Kelimeler: Divan Edebiyati, etkilenme endisesi, yaratim, taklit, 6zgiinliik, nazire
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ANXIETY OF INFLUENCE IN OTTOMAN LITERATURE: AN
EXEMPLARY ATTEMPT WITH THE CASE OF TACI-ZADE CAFER
CELEBI

Abstract

In this study, I will follow the traces of anxiety of influence (borrowing the term from Harold
Bloom) which encompasses the dreary issues such as influence, inspiration, modelling,
imitation, following etc. in Ottoman Literature. First of all, I will deal with the perspective
within the Ottoman Literature itself to the states of creation like influence/inspiration, secondly
I will touch upon the basics of the theory of anxiety of influence by Harold Bloom. Afterwards,
I will take a closer look at Taci-zade Cafer Celebi whom I have observed to carry the signs of
this kind of anxiety in Ottoman Literature; and his relationship that he set up via poems with
his predecessors by whom he got influenced on one hand yet against whom he revolted on the
other hand. From this point forth, I will claim that anxiety of influence exists in Ottoman
Literature just like any other literary tradition as a creative and driving yet exasperating and

oppressive force.

Keywords: Ottoman Literature, anxiety of influence, creation, imitation, originality, parallel

poem
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Gam degiil diirdiyse devran defterini Ahmediin
Buldi ¢iin ni’me’l-bedel Ca fer gibi ka’im-makam

Tédci-zdde Cafer Celebi'

Bu c¢aligmada, sanat ve edebiyat i¢in gdz ardi edilemez ancak her zaman olabildigince
uzak durulmaya ¢alisilan kavramlar olan etkilenme, esinlenme, 6rnek alma, taklit etme, izinden
gitme gibi yaratic1 sanatgilarin bigak sirti mevzusu olan, Ingiliz edebiyati kuramcis1 Harold
Bloom’un terimiyle “etkilenme endisesi” nin Divan Edebiyatindaki 6rneginin izini siirecegim.
Bunun i¢in, 6ncelikle Divan Edebiyatinin kendi gelenegi icerisinde etkilenme/esinlenme gibi
durumlara bakisini ele alacak, ikincil olarak Harold Bloom’un etkilenme endisesi kuramina
temel ozellikleriyle deginecegim. Ardindan Divan Edebiyati gelenegi igerisinde bu endisenin
bir anlamda belirtilerini gozlemledigim Taci-zdde Cafer Celebi ve etkilendigi ancak
etkilerinden kurtulmak i¢in ¢abalayip bir zaman sonra da bagkaldirdig1 onciil sairlerle siirler
aracilifiyla kurdugu iligkiye yakindan bakacagim. Buradan da her edebiyatin temelinde oldugu
gibi Divan Edebiyatinda da bu endisenin yaratici ve itici ayn1 zamanda rahatsiz edici ve bastirici

gii¢ olarak mevcut bulundugu savini 6ne siirecegim.
Divan Edebiyatinda Taklit ve Ozgiinliik

Gitdim isbat-1 viicid itmek iciin Sirdz’a

Eyledim Urfi-i fehhar ile gavgd-yi siihan

Siinbiil-zade Vehbi*

Divan Edebiyati Tiirklerin Islam medeniyeti ¢ercevesine girmesiyle beraber yiizyillar icerisinde
harcin1 bu medeniyetin verimleriyle kararak binasini1 kurmus bir edebiyattir. Aslinda, yalnizca
kendisine bir model olarak aldig1 Arap ve 6zellikle Fars edebiyat gelenegi degil tiim bir orta
cag siir gelenegi ortak motifler {izerine kuruludur ve sairlere diisen de ortak motiflerin
gelistirilmesi ve iyilestirilmesi/inceltilmesinden ibarettir. Dolayisiyla o ¢agmn bir edebiyati
olarak Divan edebiyati da ortak sairlik havuzunun cesitlene cesitlene islendigi ve havuza

onceden malzemesini birakip edebiyat tarihi igerisindeki yerini almis sairlerle, yasayan ve

1 Zaman, Ahmed’in defterini diirdilyse de gam degildir; siirekli kalacak olan Cafer gibi bir karsiligint bulmustur
ya!

2 Varligimi, sairligimi ispat etmek i¢in Siraz’a gittim; o ¢ok dviinen Urfi ile s6z sdylemekte iistiinliik kavgasina
giristim.
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yazan sairler ve gelecek sairler arasinda kopmaz baglarin oldugu, gelenek ve uzlasimlarin
onemini her zaman korudugu edebiyatlar icerisinde yalnizca bir tanesidir.

Divan Edebiyati, kuskusuz malzemesini biiyiik oranda Iran edebiyati iiriinlerinden almig
ancak zaman igerisinde islene islene kendi sesini, kivamini, yatagini bulmay1 basarmistir. Bir
devreye kadar her bir sairiyle tiim bir edebiyat iran edebiyatina kars: kendini kurma sancisi
cektiginden, sairler de kendi rakip ya da onciilleri olarak Iran sairlerini, sozgelimi Hafiz’1,
Hakani’yi, Molla Cami’yi, Urfi’yi seger ve kendilerini onlara goére konumlandirirken;
edebiyatin kendi yolunu buldugu noktadan itibaren Iran sairleriyle beraber kendi onciil
sairleriyle de bir yaris igerisine girmislerdir. Bdylelikle, taklit ve terclimenin karsisina
ozglinliik, tekrarin karsisina yenilik, aparma/calma/esinlenmenin karsisina da 1icad/yarati

konularak bu kavramlar iizerinden kendilerini ve birbirlerini degerlendirmeye baslamiglardir.
Etkilenme Endisesi ve Divan Edebiyatindaki Yansimalari

Kimdir bizi men eyleyecek bdg-i cindndan

Mevris-1 pederdiir gireriiz hdane bizimdiir

Nabi®

Modern insanin biitiinliik algilarin1 yikan yaklagimlardan birinin Onciisii olan Freud,
Oedipus Kompleksi diisiincesiyle baba ile ogul arasinda kaginilmaz ve evrensel bir iligkiyi 6ne
cikarmisti. Buna gore, kendisini anne ile bir biitiin halinde goérerek annesini yani biitiinliigii
arzulayan ¢ocuk babanin yasasi karsisinda kendisini hadim edilme tehdidi altinda gériir. Omrii
boyunca baba gibi olma sancis1 ve baba gibi asla olamayacak olmanin bilgisi yahut iki endise
ucu arasinda bocalamaktan bagska caresi yok gibidir. Bu haliyle cocuk her zaman babadan 6nce
gelememis olma, baba degil de babanin sonrasi ve iiriinii olan ¢ocugu olma, kendisini var eden
bir baba figiiriiniin goélgesinde olma endisesiyle kendini kurmak zorundadir. Asla
kacamayacagi/kaginamayacagi bu sonradan gelmislikle miicadele iginse zaman igerisinde
kendince bazi savunma mekanizmalar1 gelistirecektir. Bu bir nevi bastirilmislik duygusunu da
Freud’un “en biiylik insani bagar1 olarak™ gordiigii “yiiceltme” araciligiyla yaratici iirlinler

vermeye yonlendirecek ve boylece ikame edecektir.”

3 Cennet bahgesine girmemizi kim engelleyebilir ki; orasi bize babamizin mirasidir, ev bizimdir, elbette gireriz!
4 Harold Bloom, Etkilenme Endisesi (Istanbul: Metis Yayinlar1, 2008), 50.
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Freud’un getirdigi bu diisiinceler, Harold Bloom’un elinde bash basina bir edebiyat
kuramima doniigiir. Baba ve ogul iliskisini 6nciil ve ardil/halef ve selef sairlere uyarlayan
Bloom, her bir sairin kag¢inilmaz olarak dnceki/baba sairden sonra gelmisligi, kendisini kuranin
biraz da hatta kimi zaman tiimiiyle selefinin oldugu, ondan etkilenmekten de etkilenmiglikten
de kurtulamadigi, bu durumla basa ¢ikabilmek i¢inse etkilendigi sair(ler)i kendini kurabilmek
ve ait oldugu edebiyat gelenegi igerisinde konumlandirabilmek amaciyla kendince yanlig
okudugu/yorumladigini 6ne siirer. Bu anlamda bir sairin 6z-insa siireci aslinda bir revizyon
siirecidir; sonradan gelen sair 6nceki sairleri kendince revize etmekle, revize ettigini diisiinmek
ve okurlarina da diislindiirmekle farklilagabilecektir ancak. Bu ayni zamanda hem dogayla bir
savagimdir; sonradan gelmis/gecikmislige karsi hilkmen maglup bitmesi kaginilmaz umutsuz
bir savastir; hem de Freud’a gore insandaki Eros ve Thanatos seklindeki temel iki i¢giidiiden
biri olan 6liim diirtiisliniin sancisidir, 6liimle/6liime kars1 adin1 yagatma/namini siirdiirme, kendi
icin kacinilmaz olandan hi¢ degilse eserlerini kagirma savasidir.

Bloom’a gore, sair, Freud’un ileri siirdiigi gibi bir yiiceltme ile de rahatlayamaz;
onceligin yerine gecebilecek “mutlu ikame” yoktur. Ancak, basarisizlik bile giiclii sairlerde bir
basaridir aslinda; “biiyiik siir basarilmis endisedir.”” Endisenin basarilmishigiysa revizyonist
hareketle endiseyi doniistiirerek miimkiin olur. Bloom, bir sairin kendinden 6nceki ya da
cagdast ancak etkilenmekten kacamadigi biiyiik/giiclii sairlerden nasil uzaklasir da kendisini
kurar sorusunu “gii¢lii sairin yasam dongiistinde” ¢esitli revizyon kategorilerinin izini siirerek
yanitlamaya ¢alisir. “Bir sairin igindeki sair” bulundugunda, ge¢mis sairleri bir nebze daha iyi
okumanin olanakli olabilecegini diisiiniir.°

Bu son derece temel ve evrensel endisenin, etkilenme endisesinin, Divan Edebiyatinda
islemedigini diisiinmek, Bloom’un da “Okurun i¢indeki elestirmene haz veren sey, icindeki
sairde endiseye yol agabilir” dnermesine denk bir sekilde kendi endiselerimizin bir yansimasi
sayilabilir.” Islam sanatlarini taklit ve “tenevvii”ye (gesitleme) dayandig1, dolayisiyla edebiyat
icin de, taklit, etkilenme, esinlenme gibi siirsel benlikle ilgili durumlarin eski edebiyat gelenegi
icerisinde yadirganmadig1, yargilanmadigi, tabii karsilandigina yonelik ezber kaliplardan biraz
uzaklasmak ve her sairin ister Divan siiri gelenegi igerisinde ister siir geleneklerinden herhangi
birisi icerisinde olsun, temel yaratim sancilarinda tasidigi ortak ya da benzer ruha dikkat

cekmek istiyorum. Aslinda buradan genisleyerek ve biraz da iddiali goriilebilecek bir bicimde

54.ge., 20.
6 A.ge.,52.
7 A.g.e., 64.
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Divan Edebiyatinin tiimiiyle bir basarilmis endise edebiyati oldugunu 6ne siirmek bile
miimkiindiir santyorum.

Yillar yili Divan Edebiyatin1 savunmak adina 6ne ¢ikartilan “edebiyat uzlasimlara
dayaliydi, o donem edebiyat gelenegi icinde bunlar zaten alisildik ve tasvip edilir yontemlerdi,
gelenek¢i ve uzlasimsal bir edebiyatta sair elindeki kisith malzemeyi doniistiirmeye
ugrastyordu, taklit kaginilmazdi” tiirii ifadeler bir noktadan sonra kanimca savunu islevlerini
asarak tam tersi iglev goriiyor. Boylece, Divan Edebiyati seri iiretim yapan bir dizi sairin sanat
degil sanayi {iriinii gibi, yahut sairlerin hepsi bir 6rnek makinelermis gibi bir kaliba sokuluyor.
Oysaki hangi gelenek ya da edebiyat igerisinde olursa olsun, bir sair her seyden dnce bir sairdir
ve elindeki her durumda kisithh malzemeyle oynamasi kadar oynayamamasi, onu
doniistiirememesinin sancist da siir tarihi icin 6nemli sayilmalidir. Bu baglamda, Divan
Edebiyati sairlerinin birbirlerine yonelttikleri elestirileri, daha da 6nemlisi, boylesi elestirilerin
bizzat varligin1 dikkate almak gereklidir. Sair elestirirken de —hatta en ¢ok elestirirken—
kendisini, kendi siirsel benligini ele verir. Selefinde goriip de begenmedigini sdyledigi her ne
ise onu kendini kurma ve bir sair olarak farklilasma siirecinde yap1 tasi olarak kullanacaktir; en
azindan boyle olmasi beklenir.

Divan sairleri de, 6zellikle mesnevilerin eserin yazilis nedenlerini sunduklar1 “sebeb-i
telif” boliimlerinde, eserlerine ve dolayisiyla kendilerine bir varolus nedeni kurarlarken, bagka
sairlerin ya da eserlerin elestirisine girismisler; kendi {iriinlerinin elestirdikleri 6zelliklerden
kurtulmusglugu simgeledigini vurgulamiglar; boylelikle hakli bir gerekge/dayanak noktasi elde
etmislerdir. Yapilan smirli sayidaki aragtirmada Divan sairleri elestirilerini belli konular
iizerine yapmislar seklinde varilan yargi bir varis noktasi olarak kalmakta; her bir elestiri
parcasinin, hatta en kalip goriinenlerin de bireysel bir ipucuna gotiirebilecegi ya da daha genele
varilarak bu sairlerin de etkilenme endisesi duyabildikleri iizerindeyse hi¢ durulmamaktadir.®
Ancak tam da buna bir 6rnek olmasi i¢in, bu klise yargilardan kaginarak endigenin izini stirmek
adina, Divan siirinin sivri dilli sairlerinden Taci-zdde Cafer Celebi’nin elestirilerine ve
elestirilerinin dncesinde kendisini bu noktaya getiren endise ve sancisina bir bakmak yararl

olacaktir.

8 Bkz. Menderes Coskun, “Mesnevilerde Klasik Sairlerle lgili Degerlendirmeler” TUBA 27 (2003): 313-368.
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Asi Evlat — Endiseli Sair: Taci-zade Cafer Celebi

Bu si’r sevddin okusun kani ki Ahmed

Gorstin ki nice olur imis bari benefse

Tdci-zdde Cafer Celebi’

II. Bayezid ve Sultan Selim’in nisancis1 olan ve Omrii boyunca siirekli devletin
bilinyesinde, zirvesinde yer almis sivri bir karakter olan Taci-zade Cafer Celebi, ayni zamanda
bircok devlet adami gibi edebi yoniiyle de 6ne ¢ikmistir. Padisahin fermanlarini kaleme alan
nisanci payesi dolayisiyla 6zellikle insa adi verilen siislii nesirde usta sayilmaktadir. Bunun
yaninda Istanbul’un fethini anlatan ilk kaynaklardan biri olan Mahriise-i Istanbul Fetih-namesi
yazaridir. Hacimli bir divani, Heves-ndme adli bir mesnevisi ve mektuplarindan olusan
miinseat1 vardir.'’ Heves-ndme adl timiiyle tensel bir ask hikayesi olan, gelenek icerisinde son
derece 0zgiin ve kendine 6zgii eseri, edebiyat tarihgileri ve elestirmenlerince iki 6zelligiyle
anilagelmistir. Birincisi, sebeb-i telif olarak yazilan “Hasb-i Hal” kisminda kendi eserini yazma
nedeni ve gerekgesini anlatirken Seyhi ve Ahmed Pasa gibi donemin zirve sairlerini kiyasiya
elestirmesi ve ikinci olarak da eserin ilk basinda yer alan Istanbul tasvirleridir. Heves-ndme
icerisinde yer alan bu elestirel beyitlere dikkatle bakildiginda, Harold Bloom’un her sairin
kendinden Onceki sairleri kendince (yanlis) okuyup yorumladigi ve bdylece onu carpitip
bambagka belki de hi¢ olmadig: bir sekilde konumlandirdig: diislinceleri akla gelmektedir. Bu
elestirilerinden yola ¢ikarak Cafer Celebi’nin divanini inceledigimizdeyse, Ahmed Pasa ve
Seyhi’ye yazmis oldugu nazireler dolayisiyla onlart bir dénem igin iistat bilmis olmasi ilging
bir nokta olarak géze ¢arpmaktadir.

Bilindigi iizere, nazire Islami kaynakli edebiyatlarda (Arap, iran, Urdu ve Osmanli)
yaygin bir gelenek, sairlerin yetisme donemlerinde kendilerini gelistirdikleri, tsluplarini
iyilestirdikleri bir tiir alistirma ya da Tanpinar’m deyisiyle “hakiki bir atolye ¢alismasi”yds."!
Begenilen bir selef/cagdas sairin siiri temel yani model alinir ve buna “zemin siir” denir, o siirin
vezninde ve ayni kafiye/redifle, icerisindeki motifler doniistiiriilerek yeni ve aslinda daha iyi
bir siir yaratmaya calisilir. “Nazirenin zemin siir kadar giiclii olmas1 gerektigi, baz1 sairlerce

9912

nazirede bulunmasi gereken temel 6zellik olarak algilanmistir.” © Bundan dolay1 da, icerisinde

9 Ahmed bu siiri okusun da menekse nasil olurmus, siir nasil sdylenirmis gorsiin.

10 Ismail E. Eriinsal, “TacizAde Cafer Celebi”, TDV Islam Ansiklopedisi C. 39 (2010): 353-356.

11 Ahmet Hamdi Tanpinar, 19. Aswr Tiirk Edebiyati Tarihi (Istanbul: Caglayan Kitabevi, 2001), 21.

12 Fatih K&ksal, Sana Benzer Giizel Olmaz, Divan Siirinde Nazire (Ankara: Akg¢ag Yaynlari, 2006), 39.
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nazirecilikle kalan ya da nazire yaziminda model siiri gecemeyen pek c¢ok sair, edebiyat tarihi
adi unutulanlar ve silik sahsiyetler olarak kalakalmislardir.

Nazire yazan sair, ya bir siiri begendigi i¢in o siire ve sairine hiirmeten yazar,
bdylelerinde bazen model siirin sairine telmihte de bulunur; ya da kafiyesini/redifini ve
motiflerini/hayallerini begendigi siirin sairinin sdzde nakis biraktig1 giizel siirsel 6gelerin
hakkin1 verecek bir siir ¢ikarmaya caligir. Bu baglamda bir nazire sdylemek zordur; sairin
iddiasin siiriyle ispat edebilmesi gerekir.

Ancak ayni zamanda, bu zorlu ugras, tam da Bloom’un “Sair kendisini ve idealize
edilmis okurunu o olmasaydi bilmecenin formiile edilemeyecegine ikna etmesi gerekir” dedigi
gibi,” bir sairin selefinin siirini sézde selefi yarim ya da eksik ve kusurlu birakmis da o
tamamliyormus gibi ya da “Ebeveyn siiri, terimlerini muhafaza edip baska bir anlama gelecek
sekilde, sanki selefi bu denli ileri gitmeyi basaramamis gibi oku” masinin bir 6rnegidir.™*

Taci-zade Cafer Celebi’nin divaninin inceleme ve tenkitli metnini hazirlayan Ismail E.
Eriinsal’in da belirttigi lizere, muhtemelen Cafer Celebi sairliginin ilk asamasinda Ahmed
Pasa’y1 taklit etmis, onu kendisine model almis, onun izinden gitmistir."”” Yani, Bloom’un
terminolojisiyle sdylersek, Celebi’'nin selefi, etkisinden kurtulmak icin miicadele verdigi,
kendisini yaratan babast Ahmed Pasa’dir. Dolayisiyla kendi siirlerini ve nazirelerini, selefinin
siirlerini tamamlayan, miikemmellestiren bir siir olarak kurmus yahut en azindan &yle
gostermistir.

Ismail Eriinsal, Divan siirinde sairler arasinda etkiden séz etmek igin dis ve i¢ olmak
iizere iki tiir kamit gerekli oldugunu soyler.'® Yani, ilkin sairin kendinden 6ncekileri ve
cagdaslarin1 ne dereceye kadar bildigi/okudugu 6nem tasir. Bunun i¢in de edebi kaynaklarla
beraber sairin kendi eserinden yardim alabiliriz. S6zgelimi, sairin yazdig1 ve saire yazilan
nazireler bir yol gosterecektir. Sonra, sairin baglangicta ya da sanatgi kisiliginin olugsma
doneminde ya da tam tersi ustiinliigli kabul edilmis sairlerden iistat olarak s6z etmesi ya da
onlara kendisine bir ad kazandirmak adina meydan okumasi iki sair (ya da sairler) arasinda bir
iligkiye isaret eder. Bu tiir dissal kanittan sonraki asama, bigcimsel, dilsel ve estetik hiikiimler
araciligiyla siirler arasinda metinsel ve karsilastirmali bir incelemedir. Buna gore, Cafer
Celebi’'nin Ahmed Pasa’dan etkilenmisgliginin hem digsal hem igsel kanitinin izi kolaylikla

stiriilebilir. Cafer Celebi, digsal kanit olarak, hem Ahmed Pasa’ya kimisi tekrardan Gteye

13 Harold Bloom, 4.g.e., 104.

14 A.g.e., 55.

15 Ismail E. Eriinsal, The Life and Works of Tdci-zdade Cafer Celebi, With a Critical Edition of His Divan.
(istanbul: Istanbul Universitesi Edebiyat Fakiiltesi Yayinlari, 1983), LXXVI.

16 A.g.e., LXXIV.
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gecemeyen pek cok nazire yazmis hem de meydan okurcasina onu kiyasiya elestirmistir.
Bununla beraber, Ahmed Paga’ya nazireleri karsilagtirmali olarak incelendiginde i¢sel olarak
da etkilenmislik kendini ele verir.

Tiim bu hususlar1 géz 6niinde bulundurarak, bir 6rnek olmasi kastiyla, Taci-zade Cafer
Celebi’'nin Ahmed Pasa’nin siirini kendisine zemin aldi§i nazire beyit Orneklerine
baktigimizda, Cafer Celebi’nin alistirma, ¢iraklik evresinde 6zellikle Ahmed Pasa’y1 6rnek
aldig1, onun etkisinden kacamadigi acgiktir. Cafer Celebi, Ahmed Pasa’nin (zemin) siirine
nazirelerinde, ¢ok az bir degisiklige gitmis, bazen selefin siirindeki hayali ya da imgeyi tek bir
kelimeyi degistirerek doniistiirmeye calismis, bazen begendigi tiim bir misray1 aynen tekrar
etmis, bazen de Ahmed Pasa’nin birden fazla beyitte sdylediklerini tek bir beyitte toplamas,

sonugta selefinin siirlerine diledigince tasarruf etmistir:'’

Ahmed Pasa:

Iyd-i nevriiz1 goriip giil defterinden andelib

Hos du’a vii medh okur Sah-1 zafer-yab iistine

(Biilbiil, nevruz bayraminin geldigini goriip zaferler kazanan o Sah adma giil

defterinden hos dualar ve dvgiiler okur.)

Cafer Celebi:

Minber-i sah-1 giil tistinde hatib-i andelib

Hutbe-i tahsin okur Sah-1 zafer-yab {istine

(Biilbiil hatibi, giil dalinin minberi listiinde zaferler kazanan o Sah adina 6vgii dolu hutbe

okur.)

Ahmed Pasa:

Mutribiin giil-glin ylizinde perde-i evtar-1 ¢ceng

Cekdi mistar safha-i hursid ii mehtab iistine

(Calgicinin giil renkli yiiziinde ¢eng sazinin tellerinin perdesi, sanki giines ve mehtabin

yliziine mistar/cetvel ¢ekilmig gibi bir goriiniim verdi.)

17 Nazire beyit ornekleri Cafer Celebi’nin divanini yayimlayan Ismail E. Eriinsal tarafindan tenkitli metnin
dnsoziinde Ahmed Pasa’nin Celebi’nin siirine etkisinden bahsedilirken verilmistir. Beyitler icin bkz. Ismail
Eriinsal, a.g.e., LXXVI-LXXXI.
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Cafer Celebi:

Husreva medh i senan1 yazmaga ziilfeyn-i yar

Cekdi mistar safha-i hursid ii mehtab iistine

(Ey Husrev, senin dvgiinii yazmak i¢in sevgilinin iki zlilfii glines ve mehtabin iizerine

mistar ¢ekti.)

Ahmed Pasa:

Bir sena diirrin ¢ikardi bahr-1 tab’um mevci kim

Can viriir gavvas olan ol diirr-i na-yab listine

(Benim sairlik tabiatimin denizinin dalgas1 dyle bir 6vgii incisi bulup ¢ikard: ki o

benzersiz inci iistiine dalgi¢ olan can verir.)

Cafer Celebi:

Dil kalup vasfinda aciz bir gazel nazm eyledi

Can virlir sarraf olan ol diirr-i na-yab iistine

(Goniil seni anlatmada aciz kalip dyle bir gazel yazdi ki o benzersiz inci iistline sarraf

olan can verir.)

Ahmed Pasa:

Seniin bu sir pengende cihan-girler zebln iken

Rakib-i rlibehe varup ni¢iin nahcir olasin sen

(Cihant fetheden nice kimse senin bu aslan pengene diismiisken, tilki rakibe varip da ne

demeye av olasin sen?)

Cafer Celebi:

Nige bin sir-merd ah goziine sayd olurken

Rakib-i kelbe diismez kim varup nahcir olasin sen

(Nice aslan yiirekli senin ceylan goziine kapilmisken, kopek rakibe varip da ona av

olman yakisik almaz.)

Ahmed Pasa:
Umaram halis ola zer gibi bu kalb-i siyah

Kimyadur biliirem sohbeti dervisleriin
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(Derviglerin sohbeti madeni altina doniistiiren kimya ilmi gibi oldugunu bildigimden,

ben de bu siyah kalbimin altin gibi halis olmasin1 umarim.)

Cafer Celebi:

Himmet itse kara topragi kizil altun ider

Kimya old1 meger himmeti dervisleriin

(Derviglerin himmeti meger kimya olmustur; bir himmet etse kara topragi kizil altina

cevirir.)

Bunlar gibi, Ahmed Pasa’nin “Eya peri nicesin hos musun safaca misin” misrasi Cafer
Celebi’de “Ey yiizi tdze baharum nicesin hogsca misin” ile yankilanmakta; “Berat-1 hiisni
beyazinda kasi halkalarin/Nisan-1 padiseh-i kdm-kara benzetdim” beyti “GoOriip bu mah-
likdnun hilal ebrisin/Rikab-1 padiseh-i kdm-kara benzetdiim” e doniismektedir. Kimi zaman da
Cafer Celebi’'nin Ahmed Pasa’nin iki beytini tek bir beyitte kendince biitlinlestirip

doniistiirmekte oldugunu goriiriiz:

Ahmed Pasa:

1 Olmaz turunc-1 gabgabun ey sim-ber leziz
Olmaz behist miveleri bu kadar leziz

2 Vaslun na’imi lezzetini kande sdyleyem

Ki olur gamun dile nite kim giil seker leziz

Cafer Celebi:
Seng-i cefasi lezzetini kande vasf idem

Olmaz bihist miveleri ol kadar leziz'®

Cafer Celebi, tiim bu nazirelerin ardindan, kendini yeterince gelistirdigi bir noktada,
artik selefle/iistatla/babayla baglantilarin1 koparmak istemis, “oldum” dedigi anda gergekten
“olmuslugu™na da bir delil olabilecek mesnevisi Heves-ndme’yi yazmis ve eserini
gerekceelendirirken de “baba” y1 gectiginin herkesge goriilmesi arzusunu igten ice yazdiklarina
sindirmigtir. Sair Heves-ndme’sinin sebeb-i telif boliimiinde eserin yazilist i¢in kurmaca yahut

gercek olduguna dair bir bilgimizin olmadig1 bir gerekce sunar. Buna gore, arif ve fazil kimseler

18 4.g.e., LXXIX.
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olduklarmi vurguladigi dostlariyla zaman zaman bulusup sohbet ettikleri, siirler okuyup
tartistiklart meclislerden birinde, dostlar1 saire “sen ki sair yaradilislisin, herkesten ¢ok bu iste
yeteneklisin, bir de mesnevi yazsan ya, mademki aslolan diinyada bir ad birakmaktir, Husrev ii
Sirin gibi hikayeler artik eskimistir, sen yepyeni bir hikaye anlatsan” diyerek s6ziim ona sairi
zgiin bir mesnevi yazmaya tesvik ederler.'’

Cafer Celebi ilkin “bizim kalemimiz inceliklerin halliyle mesgulken, hakikatleri giin
yiiziine ¢ikarirken yalan-yanlis, asli astar1 olmayan-uydurma bir hikaye yazmasi reva midir”
diyerek karsi ¢iktiginda arkadaslarinin “sairlikleriyle sohret bulmuslarin en 6nde gidenlerinin
hali belli” seklindeki elestirilerinin sevkiyle bir mesnevi yazmaya ikna olur. Ancak bu sefer de
ne yazsam diislinceleriyle bogusurken, simdiye kadar hep yapildig: gibi bir mesneviyi alip
terciime etmeyi “terciime fazilet ehline yaragmaz, hele benim katimda cehaletten bagka bir sey
degildir” diyerek kendisine yakistiramaz ve kendi basindan gecmis 6zgiin bir hikaye kaleme
almaya karar verir. Aslinda sair bdylelikle, elestirdigi Ahmed Pasa ve Seyhi’ye atfettigi
terclimecilikten kagindigini, 6zgiin ve yalnizca kendisine ait bir hikaye anlattigin1 gostermek
ister ki Bloom’un Lichtenberg’den aktardigi bir climleyle “tam karsitin1 yapmak da bir taklit
bigimidir ve taklidin tanimi her ikisini de icermelidir”.*

Gecikmisligin, sonradan gelmisligin, Ahmed Pasa’nin, Seyhi’nin ardinda kalmishigin
sancisini hisseden, onlardan etkilenmisligin kendi de farkinda olan Cafer Celebi, tiim taklit ve
etki/esinlerden siyrilmak/silkinmek arzusuyla bir zamanlar taklit ettigi, etkilenip esinlendigi bu
iki sairi eserinde Bloom’un yanlis okuma ve tamamlama dedigi sekilde dyle konumlandirir ki
o sairler sanki hep eksik ve kusurlu imisler buna ragmen bunca s6hret bulmuslar goériiniimiine
sahip olurlar. Ayrica, Seyhi’yi ve Ahmed Pasa’y1r farkli noktalardan, sanki bu iki sair
birbirlerinin kusurlarini tamamlayan iki sairmis de kendisi onlarin tiim kusurlarini agsmis bir
sairmis gibi elestirir. Ona gore, Seyhi s6z sOylemesini bilir, sozii giizellestirmesini, {islubu,

eday1 anlar ancak s6zii anlasilir kilmay1 beceremez; kelime se¢iminden anlamaz:

Sular kim Tiirki dilde sohreti var

Biri Seyhi biri Ahmed’diir ey yar

(Ey dostum, Tiirk dilinde s6hret bulmus iki kisi vardir ki biri Seyhi, digeri Ahmed
Paga’dir.)

19 Necati Sungur, Tdci-zdde Cafer Celebi Heves-ndme (Inceleme-Tenkitli Metin) (Ankara: Tiirk Dil Kurumu
Yayinlari, 2006), 205.
20 Harold Bloom, a.g.e., 69.
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Eger Seyhi’diir insaf eyle bi’llah
Stihanverlikden olmis gerci agah

(Seyhi nasildir dersen, dogrusu diizgiin s6z s0ylemeyi bilir.)

S6ziin iislib-1 nagzin anlamis ol
Kelamun tavr u tarzin anlamis ol

(Soziin giizelliginin tislubunu, kelamin tavir ve tarzini anlamaistir.)

Fesahatde velikin kar1 yokdur

Kelammun garib elfizi cokdur®'

(Ancak, anlagilir, telaffuzu kolay, ahenkli s6z s0yleyemez, sozleri icerisinde garip laflar
bulunur.)

Buna karsilik, Ahmed Pasa ise, Seyhi’de eksik olan akicilik ve anlasilirliga sahip olsa
da hangi kelimeyi nereye yerlestirecegini, sdzleri arasinda baglant1 kurmay1 bilmez, boylelikle

tatsiz, zevksiz sozler soyler:

Ve ger Ahmed durur gergi selaset
Bulinur sézlerinde hem fesahat

(Ahmed’e gelirsek, gerci sozleri akici ve anlagilirdir.)

Belagatda vell mahir degiildiir
Kelamun rabtina kadir degiildiir

(Ancak, o da yerine gore uygun s6z sdylemesini bilmez, sozleri arasinda bag kuramaz.)

S6ziniin hiisni vardur an1 yokdur

Nukis-1 deyre benzer can1 yokdur®

(Sozlintin giizelligi vardir ancak cazibesi yoktur, kilisedeki resimler gibi cansiz-
ruhsuzdur.)

Bu 06zellikleri daha dogrusu kusurlarindan dolayr bunlar aslinda her ne kadar zirve
sairler sayilsa da aslinda sair tabiatli bile degillerdir, yalnizca bagkalarinin hayallerini ve

sOzlerini terciime etmeyi bilir miitercimlerdir bir bakima:

21 Necati Sungur, a.g.e., 207-208.
22 A.g.e., 208.

82



Bu hal ile yine ey merd-i iistad
Biriniin dah1 yok saninda icad

(Ey tistat kimse! Bu halle hi¢birinde yaratma kabiliyeti yoktur.)

Muayyen her birintin hali kali
Olupdur terceme ulu kemali

(Her birinin durumu, yapip ettigi belli; en iyi bildikleri sey terciimeden Steye gegmez.)

Ararsan her biriniin defterini
Tetebbu eyler isen sozlerini

(Her birinin yazdiklarina bakarsan, sozlerini dikkatle incelersen)

Bulimazsin birinde méani-i has
Bulursin gayriin ahengine rakkas
(Birinde bile kendine 6zgli bir mana bulamazsin; hep baskasinin caldigi miizikle

oynayan dans¢i1 gibi baskasinin sozleriyle oynarlar.)

Hayal-i hassa ¢lin kadir degiiller
Hakikatde bular sir degiiller”
(Bunlar, kendilerine 6zgii/6zgiin hayaller bulmaya gii¢ yetiremezler, aslinda sair bile

degildirler.)

Buna karsin, akicilik, anlasilirlik, sdyleyis giizelligi, orijinal hayaller bulma, kelimeleri
yerli yerinde kullanma, sézler arasinda bag kurma, séze can verme gibi seleflerinde eksik olan

ne varsa Cafer Celebi’de bulunmaktadir:

Seniin hod nazm-1 pake kudretiin var
Meani bulmaga hem kuvvetiin var
(Bunlara karsin sense giizel siir yazabilirsin, sdylenmedik anlamlar bulmaya giiclin

vardir.)

Fesahat sende bulmisdur nihayet

Kemaline irigmisdiir belagat

23 A.g.e., 208.
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(Sozii kusursuz, acik, 6z ve yerinde sdylemek sende son noktasina, miikemmel

derecesine ulagmistir.)

Neye gostermeyesin kuvvetiini
Nigiin bildiirmeyesin kudretiini**

(Oyleyse neden kuvvetini gdstermeyip, kudretini aleme bildirmeyesin?)

Bu beyitlerden de goriildigli lizere Heves-ndme’nin elestirel boliimii bir nevi
ergenlikten ¢iktigina inanan gencin yetigkinlik/resitlik manifestosu gibidir. En 6nemli tezkire
yazarlarimizdan Latifi de Taci-zdde Cafer Celebi’yi anlatirken, “kendi yiice sairlik tabiatinin
iiriinlerini 6verek Rum diyariin 6nde gelen sairlerini yermistir” sozleriyle bu duruma deginir.
Latifi’ye gore de bu eser “matlaindan maktaina kadar sasilacak sozler, garib manalar, niikte
dolu beyitler, giizel edebi sanatlar, ibare ve istiarelerle dolu, belig ve biiyiileyici bir kitaptir.”*’
Yani, Bloom’un deyisiyle sdyleyecek olursak, Heves-ndme’si Cafer Celebi’nin basarilmis
endisesidir. “Selefin siiri neredeyse, benim siirim de orada olsun” diyen sair ilkin ¢iraklik

evresinde bir atolye calismasi halinde seleflerine nazireler yazmisg; ardindan ustaligini ilan

etmek {izere zirve sairleri elestirerek kendi zirve eserini insa etmistir.*®

Sonuc¢ Yerine

Kadd-i yare kimisi ar’ar didi kimisi elif

Ciimlenin maksiidi bir ammd rivdyet muhtelif
Muhibbi®’

Belirli sekillerde, belirli vezinde, belirli mazmunlar ve belirli kafiye/rediflerle oynamak,
imgeleri cesitlendirmek, hayalleri derinlestirmek esasina dayanmakla 6zdeslestirilmis Divan
siiri de, sanatin ve edebiyatin, Ozellikle de siirin evrensel ve sairin bireysel sanci ve
endiselerinden uzak bir edebiyat alani degildi. Dolayisiyla, herkesin soyledigi, sdylemeyi
diledigi nihayetinde ayni bile olsa, tiim yollar bir noktaya bile ¢iksa, orada da yollarin
farklilasmadig1 sdylenemezdi. Iste bu farklilasmanin, yani sanat¢inin evrensel ve ezeli

arzusunun Divan sairlerinde de oldugu; bir 6rnek varsayilan, gerek lislupta gerek hayallerde

24 A.g.e., 209.

25 Mustafa Isen (haz.), Latifi Tezkiresi (Ankara: Kiiltiir Bakanlig1 Yayinlari, 1990), 137.

26 Harold Bloom, a.g.e., 111.

27 Sevgilinin boyunu kimisi serviye benzetti kimisi elif harfine; aslinda hepsinin de kastettigi de birdir ama
sOyleyisleri cesit ¢esittir.
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farklilagmay1, kendini ayirt edilebilir kilmay1 gdzetmeyerek tekrarla yetinen bir y1gin insan gibi
anilan Divan sairlerinin de her seyden Once sair, sanat¢i, yepyeni ve bambagka bir s6z olmasa
da sdylenilecek olan1 bir de ben kendi iislubumla sdyleyeyim diyen ve bdylece eline kalem alan
yaratici kimseler olduklart gézden kagirilmakta.

Bu baglamda, Harold Bloom’un Bati’daki Romantik dénem sairlerini daha iyi
anlayabilmek i¢in Freud’dan esinlenerek gelistirdigi etkilenme endisesi kurami, kanimca,
hemen her sair i¢in oldugu gibi Divan sairleri i¢in de gecerlidir. Buradan genigleyerek, Divan
edebiyati tarihinin de aslinda, kendinden 6nce kurulmus ve en zirve eserlerini ¢oktan vermis
Fars edebiyatinin halefi olarak, onun ardindan ve ondan etkilenerek basglangic doneminde o
edebiyattan terciimelerle kuruldugu ve tiim yasam dongiisii boyunca — Divan sairlerinin hemen
hepsinin kendini bir iran sairiyle kiyaslayarak iistiinliigiinii ispata calisigin1 da gdz &niinde
bulundurursak— selefi/babasi1 Fars edebiyatina kars1 “basarilmis bir endise” oldugu sonucuna
varilabilir diye diislinliyorum. Benim bu kisa incelememde degindigim Taci-zade Cafer Celebi
ise bu biitiiniin sadece bir parcgasi; ancak etkilenme endisesinin, yaratict zihnin sonradan
gelmiglikten duydugu 1stirabin ve bundan yakasini kurtarmak i¢in attigi hamlelerin giizel bir
ornegi olan bir pargasidir. Ciinkii bir bakima “gercek siir tarihi, sairlerin sair sifatiyla baska
sairler yliziinden nasil 1stirap ¢ektiklerinin hikayesidir, tipki ger¢ek bir biyografinin kisinin
kendi ailesi yiiziinden —ya da ailesinin yerine sevgilileri ve arkadaslarini koymasindan otiirti—

¢ektigi 1stirabin tarihi olmasi gibi.””®

Bu baglamda Divan siirinin de tarihi, bu edebiyatin bizzat
kendi sairlerinin/elestirmenlerinin ifadeleri dikkatle okundugunda bdylesi bir 1stirabin tarihi
olarak goriilebilir. Buna kanit olarak, Divan siirinin zirvelerinden biri sayilan Fuz{li’nin

yakinmalaria bir kulak vermek bile yeterli olacaktir:

Tesadiifen benden evvel gelen sairlerin hepsi yiiksek anlayish, engin diisiinceli
insanlarmis. Gazel tislubuna yarayan her giizel ibareyi, ince mazmunu dyle kullanmiglar
ki ortada bir sey birakmamiglar. Bir insan onlarin biitiin yazdiklarini bilmeli ki ¢aligip
viicuda getirdigi eserlerde kendinden evvel sdylenen manalar bulunmasm. Oyle
zamanlar olmustur ki gece sabahlara kadar uyaniklik zehrini tatmis ve bagrim kanaya
kanaya bir mazmunu bulup yazmigim. Sabah olunca diger sairlerle tevariide diistigtiimii
goriip yazdiklarimi ¢izmisimdir. Oyle zamanlar olmustur ki giindiiz aksama kadar
diisiince deryasina dalip siir elmasi ile kimse tarafindan sdylenmemis bir inci delmisim;
bunu gorenler “bu mazmun anlagilmiyor, bu lafiz erbab1 arasinda kullanilmaz ve hos

goriilmez” der demez o mazmun géziimden diigmiis hatta kalemi elime alip onu kagida

28 A.g.e., 124.
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gecirmek bile istememisimdir.

Ne tuhaf haldir bu! S6ylenmis bir sey evvelce sOylenmistir, diye; sdylenmemis
bir s6z de evvelce sdylenmemistir, diye; yazilmiyor.

Gegip giden dostlar ibare ve manalar1 dyle yagma etmisler ki artik siir fezasi

bizim i¢in ¢ok darlasmistir. Ah, bu bizden dnce gelmek yok mu?*’

Tipki Cafer Celebi’'nin elestirileri gibi bu ifadeler de, hem Harold Bloom’un “etkilenme
endisesi” kavramsallastirmasiyla one siirdiigii sonradan gelmislik kaygisinin Divan siirindeki
izlerini sergilemekte, hem de giiclii ve yetenekli Divan sairinin sancisini, endigelerini ¢ok

acike¢a ve bizzat kendi sozleriyle gdstermektedir.

29 Ali Nihad Tarlan, Fuziili 'nin Farsca Divani (Istanbul: Milli Egitim Basimevi, 1950), 6.
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“ABDULLAH EFENDI’NIN RUYALARI” "NDA METINLERARASILIK
Oz
(Cagdas yazinsal elestiride metinlerarasilifi temel alan incelemeler, yazardan ¢ok metne
odaklanmay1 6ngoriir, ¢iinkli metin yazardan bagimsizlagsmis, kendi kendine yeten bir tirlindiir.
Bir edebiyat metni varligini, kendisini iireten yazardan ¢ok, kendinden once iiretilmis diger
metinlere bor¢ludur. Metinler metinleri dogurur, anlam1 belirleyebilmek ise bu metinlerarasi
okumay1 stirdiirmekten gegcer. Ahmet Hamdi Tanpinar’in “Abdullah Efendi’nin Riiyalar1” adli
hikayesi de elestirmenleri metinlerarasi okumaya davet eden derinlikli, cok katmanli hatta agik
uclu metinlerden biridir. Tanpinar hikayenin temel sorunsalini yani modern bireyin trajedisini
okuruna daha belirgin c¢izgilerle, daha c¢arpici ve etkili bicimde anlatabilmek icin kutsal
kitaplara, mitolojiye, diinya edebiyatinin taninmis eserlerine géndermeler yapar. Buralardan
odiing aldig1 imge ve simgelerle okurunu iyilik-kotiiliik, tamlik/biitiinliik-par¢alanmislik,
kahraman olmak-siradan bir birey olmak arasindaki karsitliklar tizerine diistindiiriir. Arzu ve
ilkel diirtiileriyle toplumsal norm ve idealler arasinda boliinmiis bir kisilige sahip olan Abdullah
Efendi, 1zdirap i¢indeki modern bir tragedya kahramani gibidir. Hikayedeki riiya atmosferi de
bu parcalanmis benlikle tamlik arayisi arasindaki gerilimi agiga ¢ikarir. Modern bireyin
trajedisi, kisiligindeki boliinmeden, benligindeki zitliklarin uyumsuzlugundan kaynaklanir.
Fakat bu durum yalniz Abdullah Efendi’ye 6zgii degildir. Tanpinar’in génderme yaptig1 kutsal

kitaplar, mitler ve yazinsal yapitlar, modern insanin iginden ¢ikamadigi trajik durumun

geemiste kalan kaynaklarina da isaret eder.

Anahtar Kelimeler: Ahmet Hamdi Tanpmar, “Abdullah Efendi’nin Riiyalar”,

metinlerarasilik, psikanaliz, modern birey.
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INTERTEXTUALITY IN “ABDULLAH EFENDI’NIN RUYALARI”

Abstract

In modern literary criticism, intertextual interpretations focus less on the writer and instead on
the text as its own self-sufficient entity independent of who wrote it. A literary text owes its
existence less to writer(s), but more to the texts that preceded it and led the writer(s) to
producing that specific work. Texts are born by previous texts, and the ability to determine the
meaning behind a given text comes primarily from such an intertextual reading. “Abdullah
Efendi’nin Rilyalar1” (“The Dreams of Abdullah Efendi”’) by Ahmet Hamdi Tanpinar is a text
that perfectly encapsulates an intertextual reading, due to the way its deep, multi-layered story
can be interpreted in many different ways. Tanpinar uses references to the Quran, Bible and
Torah, to mythology and to the great works of world literature to underscore the essential theme
of his story: the tragedy of the modern individual. The images and symbols embedded in these
works are used to discuss the contradictions of an individual who reflects both good & evil, the
hero & the commoner, and a fully-formed person & a broken one. Abdullah Efendi represents
a personality divided between social norms and ideals as he suffers with his own desires and
primal urges, making him a modern tragic hero. The story proceeds in a dream-like atmosphere,
itself exposing the tension between this fragmented self that seeks fully-formed completeness.
The tragedy of the modern person arises out of this incompatibility of these opposing
personalities and the divisions within the individual. But this isn’t a situation unique to
Abdullah Efendi. Tanpmar's references to holy books, mythology and great literary works

display the same tragic situation of modern man in the works of the past as well.

Keywords: Ahmet Hamdi Tanpinar, “The Dreams of Abdullah Efendi”, intertextuality,

psychoanalysis, modern individual.
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Giris

Diisiinsel bir etkinlik olarak edebiyat elestirisi, en biiyiik doniisiimlerinden birini, hig
siiphesiz, yirminci yiizy1l baslarinda gegirir. Yiizy1l basinda, Isvigreli dilbilimci Ferdinand de
Saussure’lin yiiriittigli caligmalarla sekillenmeye baglayan “yapisalc1” yaklasim dilbilimden
edebiyata intikal edip edebiyat elestirisini metne odaklanmaya gétiiriir. Edebiyat elestirisi
“metin odakl1” bir etkinliktir artik. Bu, o giine kadar elestiride g6z 6niinde bulundurulan bir ¢ok
unsurun, en ¢ok da eserin sahibi olan yazara iligskin pek ¢ok verinin geri plana itilmesi anlamina
gelir. “Tanrisal ilhamla donatilmig yazar” figiirii ortadan kalkmis, metin yazarin golgesinden
cikmistir. Elestiride inceleme nesnesi, 0rnegin yazarin hayatinin esere nasil aksettigi degildir
de, metnin kendisidir. Herhangi bir yazinsal metin, ancak kendinden 6nce yazilmis, kendini
cevreleyen diger metinlerle bir arada diislintildiigiinde anlam kazanir, ¢iink{i metinler o giine
gelene dek birbirini dogurmustur. Bu yazida, yukaridaki goriislerden yola ¢ikilarak, Ahmet
Hamdi Tanpmar’in “Abdullah Efendi’nin Riiyalar’” adli hikayesi iliski kurdugu diger
metinlerle bir arada okunacak, hikdyedeki metinleraras1 6gelerinin envanteri ¢ikarilacak ve soz
konusu 6gelerin metne anlamsal agidan ne tiir bir katki sundugu ortaya konacaktir.

“Abdullah Efendi’nin Riiyalar1”, bagkarakter Abdullah Efendi’yi bir diis atmosferinde
okurun karsisina ¢ikarir. Abdullah Efendi’nin i¢inde devindigi diis, hayra yorulamayacak kadar
karanlik ve ¢ikigsizdir. Okur Abdullah Efendi’yi ilkin bir lokantada gegen aksam yemegi
sahnesinde goriir. Bu sahneyi Abdullah Efendi ve arkadaslarinin birlikte gittigi iki ayr1 genelev
sahnesi izler. Hikayenin bir sonraki mekani, Abdullah Efendi’nin gece karanliginda arsinladigi
ve insanin/insanligin kosniil yiizliyle karsilastigi sokaklar olur. Son sahnedeyse Abdullah
Efendi, kurtulus umuduyla kendini bir eve atar ancak umdugunu bulamaz. Bu sahneler,
Abdullah Efendi’nin yasadig1 kabusun asamalarin1 gosterir. Abdullah Efendi hikaye boyunca
tedirgin edici ve bogucu bir kadbus icinde devinirken, bu kdbus atmosferi birbirinden farkl

metinlerarasi girdilerle beslenerek okura aktarilir.
Freud’un Psisik Aygiti

Abdullah Efendi hikdyenin hemen baginda bir “kii¢iik insan” olarak resmedilir: Kendi
diinyasinda yasar. I¢ine kapaniktir, siliktir. Topluluk icinde sivrilmek istemez. Kendi kdsesinde
kalmay1 yegler. Ancak arkadaglariyla birlikte gittigi lokantanin afrodizyak havasi onu
kabugundan cikarir. Ickinin de etkisiyle dili ¢oziiliir, konusup giilmeye baslar. Fakat bu,
Abdullah Efendi i¢in hi¢ de aligildik bir durum degildir. Tedirgindir. Gelgitler yasar: Hem
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kendini masanin esrik havasina birakmak ister, hem de ayaklarini yere basmaya mecbur

hisseder. Bu inisli ¢ikisli ruh hali hikdyede s6yle betimlenir:

Hakikatte Abdullah Efendi, 6miirlerinin sonuna kadar kendileri olmaktan kurtulamayan,
nefislerini bir an bile unutmayan, etrafindaki havaya kendilerini en fazla biraktiklar
zaman bile, i¢lerinde, tipk: alt katta gecen biitiin seyleri merakla takip eden bir st kat
kiracis1 gibi kosesinde gizli, miitecessis, gayri memnun ve zalim ikinci bir sahsin
mevcudiyetini, onun zehirli tebessiimiinii, inkar ve istihfaftan hoslanan gururunu ve her
an icin ruhu insafsiz bir muhasebeye davet edisini duyan insanlardan biriydi. Ah bu
ikinci Abdullah Efendi, bu st kat sakini... Hayir, o kiract degil, evin asil sahibi,
efendisi, hiikiimraniydi. Zavalli Abdullah Efendi bu sessiz seyircinin bakiglar1 altinda

hayatinin her lezzetinin birdenbire zehir kesildigini biitiin émriince gorecekti.'

Buna gore altli iistlii oturan iki Abdullah Efendi vardir: Ust katta oturan Abdullah Efendi, alt
katta neler oldugunu merak eder. Alayci ve yargilayici bakislarla alt katta oturan Abdullah
Efendi’yi izler. Ust kat sakini, evin asil sahibidir. Kurallar1 o koyar. Bu altl iistlii oturan
Abdullah Efendiler imgesi araciligiyla hikaye Sigmund Freud’un “psisik aygit” a iligkin
aciklamalarini yeniden yazar. Hatirlatmak gerekirse, Freud’un Tiirkgeye “Id”, “Ben” ve “Ust
Ben” olarak cevrilen kavramlar1 insanin psisik yapisinin ii¢ katmanli olduguna isaret eder. En
altta bilingdisi itkilerin kokeninde yer alan “Id”, en iistte kiiltiirel faktdrlerin icsellestirilmesiyle
ortaya ¢ikan “Ust Ben”, bu ikisi arasinda da kendine yer arayan “Ben” vardir.” Hikdyede de
Abdullah Efendi’nin ruhsal yapisinin ¢ok katli bir bina i¢inde bir arada yasayan farkli
kisiliklerden olustugu sdylenir. Bu baglamda, iist kat sakini olan Abdullah Efendi yasa ve
yasaklar1 temsil eden “Ust Ben” i, alt kat sakini olan Abdullah Efendi ise, arzularin temsilcisi
olan “Id” i simgeler. Dolayistyla Abdullah Efendi, “Id” ile “Ust Ben” arasinda sikigmis ve
varlik alani neredeyse ortadan kalkmis bir “Ben” e sahiptir. “Ben”in alanindan c¢alarak

genisleyen ve biiyiiyen “Id” iyle “Ust Ben” i arasinda sonsuz bir saliim i¢inde kivranmaktadur.

1 Ahmet Hamdi Tanpinar, “Abdullah Efendi’nin Riiyalar1,” Secmeler 2 haz. Enis Batur (Istanbul: YKY, 1992),
77.
2 Bkz. Saffet Murat Tura, Freud’dan Lacan’a Psikanaliz (Istanbul: Metis Yayinlari, 1996), 45-46.
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Sisyphos’un Geri Doniisii

Hikdye Freud’un ardindan Sisyphos’a da gonderme yapar. Abdullah Efendi,
arkadaslariyla birlikte lokantada yemek yerken bakislar1 karsi masada oturan ciftlerden birine
takilir. Ik bakista “siradan” izlenimi veren ciftin iliskisinde oldukca sira dis1 bir taraf vardir:
Erkek sevgilisine her dokundugunda sevgilisi ortadan kaybolur, elini geri ¢ektigindeyse geri
gelir. iliskideki tensel temas1 sekteye ugratan, hatta sifira indiren bu durum, anlatic1 tarafindan

erkegin kisisel trajedisi olarak sunulur ve Sisyphos mitine gonderme yapilarak aktarilir:

Higbir sefalet, hi¢bir hastalik, hi¢bir iskence; sevdigi kadini her an yeni bastan kendi
arzusunun atesiyle ve ilk kimildanista bir y1gin kiil olmak i¢in, yaratmaya mecbur olan
bu zavallinin azabiyla kiyas edilemezdi. Gayri ihtiyari, kadim efsanenin biitiin ebediyet
boyunca, cehennemde hep ayni kizgin kaya pargasini dik bir yokusa ite kaka siriip
tasimaya mahkGm ettigi kahramani diislindii, ve insan talihinin zalim imkanlari

karsisinda tirpere tirpere bu manzaray iist iiste birkag defa daha seyretti; (...).

Boylece “kadim efsane” ifadesiyle erkegin trajedisi ve Yunan-Roma mitolojisinin 6nemli
figlirlerinden Sisyphos’un yazgisi1 arasinda bir paralellik kurulur. A¢gmak gerekirse, 6liime
mahk(im edilen Sisyphos aklimi kullanarak tanrilar1 aldatmis ve Oliiler Ulkesi’nden kagmustir.
Ama yaptig1 yanina kér kalmaz. Oliiler Ulkesi tanrilar1 onu bulup cezalandirir. Cezasi bir kayayi
sonsuza dek tagimaktir. Sisyphos bu kayay1 bir dagin tepesine kadar ¢ikarmaya caligir. Ancak
hedefe her yaklastiginda tas yine asag diiser.” Dokunuslariyla sevgilisinin yok olmasma ve
“Anka Kusu” gibi kendi kiillerinden yeniden dogmasina neden olan, bunu bildigi i¢in arzularina
ket vuran, arzuyla yasa/yasak arasinda bocalayan ve yasay1 her ihlal ettiginde bunun cezasini
ceken erkek de Abdullah Efendi’ye Sisyphos’u hatirlatir. Sevgili burada ulasilamayan arzu
nesnesidir. Bir bagka deyisle, sevgili her ne kadar arzulansa da ulasilamayacak bir varlik olarak
goriiliir. “Id” ile “Ust Ben” i arasinda gidip gelen Abdullah Efendi icin ilkel diirtiilerinin bir
yansimasi olan arzularina ulagsmak bir cezay1 de beraberinde getirir. Sisyphos ile ortak yonleri,
her ikisinin de anlamsizlikla yiiklii bir cezaya carptirllmis olmalaridir. Cezadaki ortak
felaketlerden biri de tekrardir. Hem Abdullah Efendi hem Sisyphos ayni eylemi tekrar etmek
fakat bu eylemden bir sonu¢ alamamakla cezalandirilmistir. Siirekli tekrar edilen bir eylem

sonucunda arzularina ulasamamak Abdullah Efendi’yi anlamsizlikla kars1 karsiya birakir.

3 Tanpinar, a.g.e., 83.
4 Colette Estin ve Héléne Laporte, Yunan ve Roma Mitolojisi, gev. Musa Eran (Ankara: Tiibitak, 2005), 198.
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Vahdet-i Viicut ve Biitiinciil Kimlik Arayisi

Hikayedeki diger bir metinleraras: iliskiyse, Abdullah Efendi’nin kimlik arayisiyla
tasavvuftaki birlik arayis1 arasinda kurulan paralelliktir. Birlik arayisi; iist ben ve id arasinda
bir biitiinliik kuramayan, arzusuyla yasa/yasak arasinda gidip gelen Abdullah Efendi’nin bu
zitliklarin yarattigr gerilimin istesinden gelme cabasini ifade eder. Abdullah Efendi, i¢inde
devindigi kabusun nedenlerini arar ve kendi kendine “bunlar neden benim basima geldi” diye

sorarken, anlatic1 onunla ilgili su yorumu yapar:

Yavas yavag bu gecenin garip talihini sezmeye baslamis ve ondan iirkmiistii. Bununla
beraber ne rilyalarinda, ne de bugiin tesadiif ettigi rakamlarda bdyle bir akibeti haber
veren bir sey yoktu. Gelirken bindigi otomobilin numarasini hatirladi: 1873. Rakamlar1
mutlak kiymetleriyle tekrar topladi. Hepsi 19 ediyordu. 1+9=10. Sifir1 atryordu. Elde
kalan birdi; 1 onun ¢ok iyi bir rakamiydi, evvela tekti ve sonra vahdetin ve vahdaniyetin

rakamiydi.’

Abdullah Efendi yine rakamlarla ilgili olarak hikdyenin bagka bir boliimiinde “‘Tam bir rakam
olmak, tam bir rakam... Ah, ne saadet yarabbi!’ (...)” diye icinden gegirir.® Sayilara 6zel bir
anlam ytikler. Ona gore kimi rakamlar iyi, kimileriyse kotii talihe isaret eder. Yukarida gecen
“1” rakami da, tasavvuf felsefesinde vahdet, yani “birlik, Allah’in birligi” demektir.” Kesret
aleminden kurtulup vahdete ulasmayi, Allah’la “bir” olmay: ifade eder.® Hikayedeyse,
gonderme yaptig1 tasavvufi boyut kadar, Abdullah Efendi’nin kimlik boliinmesini telafi etme
cabalarina da isaret eder. Edebiyat aragtirmacist Nurdan Giirbilek, Tanpinar karakterlerinin
genel bir Ozelligi olan “biitlinciil bir kimlik arayisi”ndan s6z ederken bunun “Abdullah
Efendi’nin Riiyalar1’nda “taksim edilmemis, kesirlere ayrilmamis bir ‘tam’ rakam olma hayali”
seklinde ortaya ciktigmi savunur.’” Dolayisiyla Abdullah Efendi’nin rakamlarla kurdugu

saplantili iliski, yasadig1 kisilik boéliinmesini agsma ¢abasinin isaretidir.

5 Tanpinar, a.g.e., 84.

6 A.ge., 103.

7 Iskender Pala, Ansiklopedik Divdn Siiri Sozliigii (Istanbul: Kap1 Yay., 2005), 469.

8 Siileyman Uludag, Tasavvuf Terimleri Sézligii (Istanbul: Kabalc1 Yay, 2002), 363

9 Nurdan Giirbilek, K67 Ayna Kayip Sark: Edebiyat ve Endise, (Istanbul: Metis, 2004), 114.
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Aynalardaki Oteki

Ayni noktadan devam etmek gerekirse hikdyedeki “ayna” motifi de, yine Abdullah
Efendi’nin kimlik béliinmesine gonderme yapar. Anlatic1 Abdullah Efendi i¢in sdyle der:

Ve bu derinlik sanki kars1 karsiya konmus iki ayna gibi bakiglarinin takildigi her seyi
bir sonsuzluk i¢inde ¢ogaltiyordu. Siiphesiz bu hususiyet yiliziinden olacak, simdi bizzat
kendisini {i¢ adim Oniinde gorliyor ve her an tekrarladigi miitereddit hareketlerle

ikizlesen hiiviyetlerinden hangisinin asil hakikisi oldugunu anlamaya calistyordu.'’

Karsilikli duran aynalar icinde kendine bakan Abdullah Efendi, benliginin boliiniip ¢ogaldigini
diistinlir. Bunlardan hangisinin asil benligi oldugunu bulmaya caligir. Burada aynanin islevi
benligi parcalamasidir. Hikayenin ilerleyen boliimlerinde ayna bu iglevini siirdiiriir: Abdullah
Efendi, “tipki ¢ercevesi i¢inde tuz buz olmus bir aynada akseden bir viicut gibi namiitenahi
zerrelere ayrilmisti[r].”"" Hikdyenin son bolimlerindeyse girdigi evin odalarimin “hepsinin
duvarlarinda o igeriye ayak atar atmaz cilalanmis glimiis pariltis1 birdenbire sanki bir beddua
veya tilsimla bulunan biiyiik, genis aynalar vardi[r].”'* Yine ayni boliimde Abdullah Efendi’ye
dair su degerlendirme yapilir: “Fakat bu acayip gecede, bu 1ssiz evde o kadar mutlak bir
bosluktan sonra, zemberegi kirilmis bir eski saat gibi, bu aynalarin birden bire bu kadar ¢iplak

ve zalim hakikati birbiri ardinca oraya atmasma tahammiil edemiyordu.”"

Dolayistyla
hikayenin sonlarina dogru ayna hakikatin ¢irkin, soguk ve iirpertici yiiziinii gosterme isleviyle
one cikar. Bu hakikat ayni zamanda Abdullah Efendi’nin parcalanmig benliginin kendisi
tarafindan fark edilmesidir. Bu acgidan hikayedeki aynayi Jung’un ayna kavramiyla birlikte
diistinebiliriz. Jung’a gore aynaya bakan kisi topluma gdsterdigi tarafi olan “persona”nin ya da
kamusal yiiziiniin altinda yatan gergek yiiziinii goriir.'* Abdullah Efendi’nin de gordiigii
kendinden bile saklamaya ¢alistig1 “Oteki yiizii”diir.

Bu baglamda ‘“Abdullah Efendi’nin Riiyalar’”’nda ayna, tipki Robert Louis
Stevenson’in Dr. Jekyll ve Bay Hyde adli romaninda, ya da Oscar Wilde’in Dorian Gray’in

Portresi’nde oldugu gibi, 6znenin “dteki” sini yansitmak i¢in kullamlir. Oteki, znenin ortaya

10 Tanpinar, a.g.e., 85.

11 A.ge., 103.

12 4.g.e., 106.

13 4.g.e., 106.

14 Carl Gustav Jung, The Integration of the Personality, ¢ev. Stanley Dell (London: Routledge & Kegan Paul,
1950), 69
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¢ikmasi istenmeyen karanlik tarafidir.”> Ozneyi tehdit eder, hatta ortadan kaldirmaya ¢alisir. Bu

yiizden de endise ve huzursuzluk kaynagidir.

Giiliin¢ ve Ge¢ Kalmis Kahramanlar

Hikayenin metinlerarasi iligkiler bakimidan en yogun bdliimlerinden birisi de,
Abdullah Efendi’nin kendi cenazesinde okumay1 tasarladigi konusmay1 kaleme aldig1 sahnedir.
Abdullah Efendi bir kimlik boliinmesine ugradiktan sonra, “asil” benligini, arkadaslartyla
birlikte yemek yedigi lokantada unutmus; burada ¢ikan yangin, Abdullah Efendi’nin bu asil
benliginin yanarak 6lmesine neden olmustur. Abdullah Efendi, derin bir sarsintinin ardindan
olen benliginin cenazesinde konugma yapmak iizere kaleme-kagida sarilir. Konugma yapmak
bir gerekliliktir, ¢linkii yagsami beklenmedik bir bi¢imde sonlanmis, ne yasarken ne de 6liirken
kendini etrafindaki insanlara ifade edememistir. s, hayatta kalan Abdullah Efendi’ye diiser.

Konusmanin en vurucu yerlerinden biri sdyledir:

[Abdullah Efendi’nin] Talihi kiigiik bir vodvil muharririydi. Fakat o bu vodvili bir
Sofokles veya Shakespeare tiyatrosu imig gibi ciddi ve muztarip yasadi. Onun igin
hayat1 digaridan giiliing ve i¢ tarafindan biiylik ve azametliydi. Bilmem farkina variyor
musunuz? Hepimizin seyrederken o kadar giildiiglimiiz ve eglendigimiz Sekizinci veya
cinsinden bir piyeste ciddiyetle rol almis bir Kral Oidipus veya Antigone, yahut Othello

tasavvur edin. Iste zavalli Abdullah’n hayati...'®

Dolayistyla Abdullah Efendi, kiiciik ve dnemsiz diinyasini gereginden fazla ciddiye alir. Bir
yanilsama i¢indedir, ¢iinkii kendisine dair yarattig1 imgelerin gercek hayatta karsiliklar1 yoktur.
Kaderi bir vodvil yazari tarafindan kaleme alinsa da o, soylu bir tragedya kahramani (bir Kral
Oidipus, bir Antigone, bir Othello) gibi davranmaya c¢alisir. Hayati ve kendisiyle ilgili ideallere
ulagamamis, “talih” onu 1zdiraplar icinde birakmistir. Olmak istedigi yerle bulundugu konum
bambagkadir. Tipki tragedyalarda oldugu gibi “talih™ i 6niinde biiyiik bir engeldir. Bu acidan
kendini tragedya kahramanlarina benzetir. Bu acidan Oguz Atay’in Tutunamayanlar adl

romaninda “hayatim, ciddiye alinmasini istedigim bir oyundu” diyen Selim Isik gibi Abdullah

15 Rosemary Jackson, Fantasy: Literature of Subversion (London and NewYork: Routledge, 2003), 45.
16 Tanpinar, a.g.e., 96.
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Efendi de, i¢ine itildigi hafif komedyanin agirbash bir tragedya gibi goriilmesini, kisacasi
¢ektigi ruh azabinin ciddiye almmasimni arzular.'”

Abdullah Efendi konugsma metninde, Sofokles ve Shakespeare’in yan sira {igiincii bir
yazardan daha bahseder: Cervantes. Anlatici s0yle der: “Acaba Cervantes’ten ve Don Kisot’tan
bahsetmeli miydi, ne lizumu vard1? Kisa kesmek daha iyi idi.”'® Burada Abdullah Efendi
kendini Oidipus, Antigone ve Othello’dan sonra Don Kisot’la 6zdeslestirir. Peki, kimdir Don
Kisot? Nurdan Giirbilek’e gére Don Kisot, “kitabi arzunun esiri” olan bir karakterdir: Kendini
okudugu kitaplardaki kahramanlarla zdeslestirir ve onlar gibi olmaya ¢alisir.”” Ancak cabalari
sonucsuz kalir, ¢linkii “gec kalmis” bir karakterdir: Okudugu sévalye hikayelerinin ¢agi coktan
gecmistir. Bu hikayelerin gergek hayatta karsiligi olmadig gibi, sovalye olmaya kalkisan Don
Kisot’un da ger¢ek hayatta izdiisiimii yoktur. Kurmaya ¢alistig1 imge bosluga diistiigii i¢in her
an karikatiire doniisme tehlikesiyle kars1 karsiyadir. Bu baglamda, Abdullah Efendi kendisini
Don Kisot’la 6zdeslestirirken eylemlerinin nafile, ge¢ kalmis varligininsa bos oldugunu dile

getirir.
Sardanapalus: Ciimbiis mii, Kiyamet mi?

Hikaye, metinlerarasi iliskiler ¢ercevesinde Sardanapalus anlatisiyla da baglant1 kurar.
Hatirlatmak gerekirse Sardanapalus (ya da Asur-bani-pal), Yunan efsanesine gore Asur’un son
bliylik hiikiimdaridir. Mitolojide “efemine” olmasiyla ve bir kusatma sirasinda
direnemeyecegini anlayip kendisiyle beraber tiim tebaasini ve iilkesini yok etmesiyle temsil
edilir.*® Sardanapalus, likkse ve zevke asir1 diiskiinliigiiyle bilinir. Giyinisi ve davranslari ve
ses tonuyla kadmlara 6zenir, giinlerini ip egirerek ve kumas dokuyarak gegirir.”' Abdullah
Efendi de, kendi cenazesinde okumak iizere hazirladigi konusmayr tamamladiktan sonra,
ferahlamak i¢in kendini sokaklara vurur. Ancak gordiigi manzara onu ferahlatmak yerine,
iirkiitlicii bir karabasanin icine sokar. Sokaklarda 6zlemini ¢ektigi huzur ve siikiinetten eser
yoktur, etraftaki hicbir sey giiven vermez. Aksine her yer harap ve sefildir. Sokaktaki hayvanlar
tiiyler iirperticidir. insanlarsa bu karabasanin iginde en karanlik yonleriyle var olurlar: Kimileri

uluorta cinayet isler, kimileriyse c¢iftlesir.

17 Oguz Atay, Tutunamayanlar (Istanbul: letisim Yaynlari, 1999), 31.

18 Tanpinar, a.g.e., 97.

19 Giirbilek, a.g.e., 164.

20 Encycloaedia Britannica’dan aktaran inci Enginiin, “Byron ve Hamid’in Sardanapal Piyesleri Uzerine
Mukayeseli Bir Arastirma,” Mukayeseli Edebiyat (Istanbul: Dergah Yayinlari, 1999), 78.

21 Ana Britannica: Genel Kiiltiir Ansiklopedisi, s.v. “Sardanapalus”
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Cinayetten ve cinsellikten alinan hazlarin birbirine karistig1, herkesin suca ve gilinaha
ortaklik ettigi bu ortam, anlaticiya gore “emsali ancak bazi ortagag kabartmalarinda veya simal
ressamlarmin tablolarinda goriilen, hayali, zalim ve cilginca bir mahser halini”** diisiindiiriir.
Kiyameti animsatan bu atmosferde sagduyu iizerine kurulu “uygarlik” diislincesinden eser
yoktur. Tam bu noktada sdyle denir: “Hangi miinkariz ve kanli Roma, son giinlerini
eglendirmek icin bu sarhos tenlerin ziyafetini hazirlamis, yahut hangi talih Abdullah Efendi’nin
karsisina birdenbire bu Sardanapal ciimbiisiinii ¢ikartmisti?” Dolayisiyla Sardanapalus,
insanin en karanlik ve kotiiciil yanlarinin su yiiziine ¢iktig1 ortamda anilir. Metinde “climbiis”
kelimesi gecse de, bu, apagik bir kiyamet halidir. Sardanapalus, “Abdullah Efendi’nin

Riiyalar1” nda akil ve sagduyu yitimi, delirme ve kiyamet kavramlariyla 6zdeslestirilir.

Aydinhik ve Karanhk

Kiyamet atmosferi, hikayenin tamamina hakimdir. Abdullah Efendi bu kosniil alemden
cikis umudunu aydinlik-karanlik karsithigiyla dile getirir. Hikdyede gegen gece ve karanlik
sozciikleri, Abdullah Efendi’yi bogan karabasani temsil ederken giindiiz, giines, aydinlik ve
151k sozciikleriyse kurtulusu ve ferahligi simgeler. Abdullah Efendi, “giines, Yarabbim giines!”
diye bagirir;* “kim bilir belki giines dogunca bu iskence de biter” diye {imit eder;* “ah bir
sabah olsa, bu ugursuz gece, hayal, hakikat, kendinden gelen her seyi beraberinde alip gétiirse,
ben yine iki ile ikinin dort ettigi diinyada kendimi bulsam...” diye hayaller kurar; ** “bu zifiri
karanlik bir tarafindan delinse, giines, ay, y1ldiz 15181, ecinni gozii, her ne olursa olsun biraz 151k
gelse, tanidigim bir seyler gorsem...” diye yalvarir.”’ Ancak bunlarin higbiri gergeklesmez.
Abdullah Efendi hikdyenin sonlarinda kendini, her seyin yabanci goriindiigii bir karanlik ve
bosluk i¢inde bulur: “Bu tas kadar kat1 karanlik her hayali siliyordu. Onun hiikiim siirdiigii

»28 Jeinden ¢ikmak igin cabalasa da,

yerde bir sey hatirlamak, bir seye baglanmak imkansizdu.
bu kati karanlik Abdullah Efendi’nin saplandig1 son bataklik olur.
Abdullah Efendi’nin 1518a duydugu 6zlem, okuru tek tanrili dinlerin kutsal kitaplarina,

ozellikle de Tevrat’a gotiiriir. Tevrat sOyle baslar:

22 Tanpinar, a.g.e., 100.
23 Tanpinar, a.g.e., 101.
24 Tanpinar, a.g.e., 93.
25A4.ge., 102.

26 A.g.e., 102-103.

27 A.g.e., 105.

28 A.g.e., 105.
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Tekvin-Musa'nin Birinci Kitabi
BAP 1

Baslangigta Allah gokleri ve yeri yaratti. Ve yer 1ss1z ve bostu; ve enginin yiizii iizerinde
karanlik vardi; ve Allahin Ruhu sularin yiizii izerinde hareket ediyordu. Ve Allah dedi:
Isik olsun; ve 151k oldu. Ve Allah 15181n iyi oldugunu gordii; ve Allah 15181 karanliktan
ayirdi. Ve Allah 1518a Giindiiz, ve karanliga Gece, dedi. Ve aksam oldu ve sabah oldu,

. . 29
bir giin.

Tevrat’in daha ilk ciimlelerinde agik¢a ortaya konulan bir karsitliktir 1s1k-karanlik ve gece-
giindiiz. lyilik 151k ve giindiizle, kétiiliik ise karanlik ve geceyle temsil edilir. Tanr’nin 151310
iyl oldugunu gormesi, 15181 karanliktan ayirmasi bunu isaret eder. Bu baglamda Abdullah
Efendi de, 15181 ve 151811 birincil kaynagi olan giinesi ararken, aslinda, tanrisal iyiligin kétiiliige
galip gelmesini dilemektedir. Onun i¢in tek kurtulus yolu budur. Hikaye, kotiiliikkten kurtulma
yolu olarak insanoglunun diisledigi en eski kaynaga, yani tanrisal 1518a gonderme yaparak

Tevrat ile metinlerarasi bir iliski kurar.
Ab-1 Hayat’in Pesinde

Su ve susuzluk da hikayenin temel metinlerarasi1 6gelerdendir. Susuzlugun pengesinde
kivranan ve i¢ecek su arayan Abdullah Efendi, aradig1 suyu hikdyenin son boliimiinde bulur:
“Koyu lacivert ortiilii masanin iistiinde billlr siirahi, imkansiz derecede koyu kadife bir arsin
ortasinda bir giines gibi parliyordu.”*’ Bu tablodan yola ¢ikarak, Abdullah Efendi’nin buldugu
suyun “iceni Oliimsiizlige kavusturduguna inanilan efsanevi su” yani ab-1 hayat oldugu
soylenebilir,’' ¢iinkii Abdullah Efendi’nin suyu buldugu sahneyle 4b-1 hayat efsanesi arasinda
belirgin benzerlikler vardir: Her ikisinde de “karanliklar iilkesinde hayat suyunu arama” motifi
goriiliir. Hizir ve Iskender ab-1 hayat: bulmak icin karanliklar {ilkesine gider, Abdullah Efendi
de aradig1 suyu karanlik bir boslugun icinde bulur. Ab-1 hayat gibi Abdullah Efendi’nin buldugu
su da, nurlar i¢indedir ve 151k sagmaktadir. Abdullah Efendi suya uzandiginda, yedi-sekiz
yaslarinda hasta bir cocugun kendisine yaklastigini goriir. Cocuk ona bu suyun i¢gmek i¢in degil,
seyretmek i¢in oldugunu soyler ve icmemesi i¢in yalvarir. Burada Abdullah Efendi-cocuk

ikilisi Iskender-Hizir ikilisiyle yer degistirmis gibidir. Ancak Iskender’le Hizir’in hikayesinden

29 Kitab1 Mukaddes: Eski ve Yeni Ahit (Istanbul: Kitabi Mukaddes Sirketi, 1949), s.1.
30 Tanpinar, a.g.e., 107.
31 Ahmet Yasar Ocak, “Ab-1 Hayat,” Islam Ansiklopedisi, c.1 (istanbul: Tiirkiye Diyanet Vakfi, 1988), 1.
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farkli olarak, ne Abdullah Efendi, ne de ¢ocuk bu sudan iger, ¢iinkii cocuk, Abdullah Efendi’ye
giivenmez, siirahiyi korku ve hasetle pencereden asagi atarak yok eder. Boylece Abdullah
Efendi 6liimsiizliigii elinden kagiran Iskender’in durumuna diiser.

Abdullah Efendi’nin tamlik hayali de pencereden asagi firlatilan siirahiyle birlikte yok
olur, ¢iinkii “4b-1 hayat, vahdet sirrina ermek” demektir.’> Carl Gustav Jung da ab-1 hayat: igen
Hizir'in Oz-Ben’in simgesi oldugunu belirtir.”> Buna gore suyu igemeyen Abdullah Efendi,
vahdete kavusamaz, pargalanmis benligini biitiinleyemez. Hikayenin son ciimlesi bu baglamda
olduk¢a anlamlidir. Cocuk billur siirahiyi pencereden attiktan sonra Abdullah Efendi suyun
nereye gittigini gormek i¢in agsagiya bakar, ama “kendisi” disinda hicbir sey goéremez: “Sadece
son derece muztarip ve yorgun halli bir adamin agir adimlarla kdseyi dondiigiinii gordii. Ona
boyle geldi ki bu kendisi, yani Abdullah Efendi idi.”** Dolayisiyla Abdullah Efendi hikdyenin

sonunda parcalanmis benligiyle bas basa kalir.
Sonug

“Abdullah Efendi’nin Riiyalar1” hikayesi gerek gonderme yaptigi metinler gerekse
metnin metaforik ve cok katmanli yapisi dolayisiyla ac¢ik uglu bir metindir. Ancak buraya kadar
tespit edilen metinlerarasi iligkilerden yola ¢ikarak hikayenin temel sorunsalinin modern
bireyin trajedisi oldugunu soylemek yanlis olmayacaktir. Ahmet Hamdi Tanpinar kutsal
kitaplara, mitolojiye, diinya edebiyatinin taninmis eserlerine gondermeler yaparak iyilik-
kotiiliik, tamlik/biitlinliik-parcalanmiglik ve tamligin imkansizligini, kahraman olmak-siradan
bir birey olmak arasindaki karsitlig1 islemektedir. Abdullah Efendi arzular, ilkel diirtiileri ile
toplumsal normlar, idealler arasinda boliinmiistiir. Kisiligindeki bu boliinme ve ¢ektigi 1zdirap
nedeniyle kendini bir tragedya kahramani gibi hisseder ve dyle yasar. Ancak esasinda o
arkadaglariyla meyhaneye gidip dertlerini unutmay1 6zleyen siradan bir insandan bagskasi
degildir. Hikayedeki riiya atmosferi bu parcalanmislikla tamlik arayisinin gerilimini yansitir.

Metinlerarasilik, kurmaca metinleri kendisinden 6nce yazilmis metinlerle iligki i¢cinde
okumamizi saglar. Her metin, kendinden onceki metinlerden pargalar tasidigina gore, bu
pargalar1 ortaya c¢ikarmak ve yorumlamak, bdylece metne anlamini vermek yazardan c¢ok
okurun islevidir. Okur tarafindan bulunan her yeni metinleraras: iligkide, metnin anlami
yeniden iiretilir. Bu acidan bu hikdyede gdsterilen metinlerarasi iliskilerden yola ¢ikilarak

yapilacak okuma agik ucludur. Bu envanter ¢aligsmasi ve bu baglamda yapilan okuma alternatif

32 Amil Celebioglu, “Edebiyat,” Islam Ansiklopedisi, c.1 (Istanbul: Tiirkiye Diyanet Vakfi, 1988), 3.
33 Dursun Ali Tokel, Divan Siirinde Mitolojik Unsurlar: Sahislar Mitolojisi (Ankara: Ak¢ag, 2000), 368.
34 Tanpinar, a.g.e., 109.
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okumalardan sadece biridir. “Abdullah Efendi’nin Riiyalar1” derinlikli ve ¢ok katmanl

yapistyla okurlar1 farkli okumalara ¢agirmaya devam etmektedir.
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