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THESIS ABSTRACT
THE POETICS AND POLITICS OF THE UNCANNY IN
SEVIM BURAK’S WORKS
Saniye Burcu Tokat
Cultural Studies, MA 2014
Thesis advisor: Sibel Irzik

Keywords: Sevim Burak, the uncanny, unheimlich, the double, return of the

dead, buried alive, transgression of the boundaries, home.

There is not much deep and overarching criticism about Sevim Burak though she
Is a very prominent author in Turkish literature. However, Sevim Burak discusses
conflictual and critical subjects in detail with her short stories, plays and an
uncompleted novel. Sevim Burak is an interesting author not only due to the
controversial subjects she raises, but also with her different and non-traditional writing
style which challenges the grammatical structure of the language and with the different

constructions of the texts consisting of both written and visual materials.

In this thesis, Sevim burak’s works are interpreted through the uncanny.
Departing from Freud’s definition of the uncanny as “the return of the repressed”, the
analysis of the works is developed benefiting from the frameworks offered by Lacan,
Derrida, Dolar and Royle. The characters and spaces are analyzed through the themes
of the double, being buried alive, the transgression of the boundary between life and
death, and the return of the dead, which can be considered as the basic themes of the
uncanny. In this thesis, based on the basic description of the uncanny as the return of the
repressed, it is argued that the uncanny enables the expression of recurrent problems or
conflicts of the characters about ethnicity, gender, and religious affiliations that are
supposed to be repressed or kept hidden.



TEZ OZETi
SEVIM BURAK’IN ESERLERINDE
TEKINSIiZIN POETIKASI VE SiYASETI
Saniye Burcu Tokat
Kiiltiirel Calismalar, MA 2014
Tez Damismani: Sibel Irzik

Anahtar sozcukler: Sevim Burak, tekinsiz, unheimliche, c¢ift, 6lulerin geri

donmesi, diri gdmiilme, sinirlar1 asma, ev.

Sevim Burak Tiirk¢e edebiyatin 6nemli isimlerinden biri olmasina ragmen
hakkinda biitlinliiklii ve derin incelemeler olmayan bir yazar. Oysa ki Sevim Burak
yazdigr Oykiiler, oyunlar ve tamamlayamadigi bir romaniyla pek ¢ok oOnemli ve
tartismali konuyu masaya yatirmistir. Sevim Burak eserlerinde sadece ihtilafli temalar1
islemesiyle degil, gelenekselin disina tasan, kelime ve climle biitiinliigline meydan
okuyan, gorsel ve yazinsal metinleri harmanlayan yazma bigimiyle de dikkat c¢eken

yazarlar arasindadir.

Bu tezde Sevim Burak’in eserleri tekinsizlik teorisi {izerinden yorumlanmustir.
Tekinsizlik kavrami tanimlanirken Freud’un “bastirilmis olanin geri donmesi” tanimi
temel alinmis, sonrasinda Lacan, Derrida, Royle, Dolar gibi teorisyenlerin formiile ettigi
kavramlardan faydalanilarak analiz gelistirilmistir. Eserlerdeki karakterler ve mekanlar
cift olma, diri gdmiilme korkusu, 6liimle yasam arasindaki siirin siliklesmesi, oliilerin
geri donmesi gibi tekinsizlik kavraminin temel temalarindan faydalanilarak analiz
edilmistir. Bu temalardan yola ¢ikilarak, karakterlerin toplumsal baski, siyasal otorite
gibi sebeplerle bastirdiklart toplumsal cinsiyet, etnisite ve dini aidiyetlerle ilgili
problemlerinin geri doniisiiniin tekinsizlikten baska bir ¢erceve i¢inde anlatilmasinin

mumkiin olmadig: iddia edilmistir.
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THE POETICS AND POLITICS OF THE UNCANNY
IN SEVIM BURAK’S WORKS
CHAPTER |
INTRODUCTION

Sevim Burak attracts the attention of critics, and there has been a considerable
amount of published research about her in recent years. Her unclassifiable writing style,
which never fits into ordinary patterns, and her impressive narrative technique,
whichmakes the reader frightened, nervous, bewildered, and smile at the same time,are
discussed in several books and symposiums or panels organized in her memory. With
her eccentric style, it is very difficult to find a proper position for her in the Turkish
literary canon. It would be useful to examine how her canonicity is perceived in Turkey

and how critics wrote about her during her productive period.

Jale Parla, in an article in which she explains how canonicity is constructed in
Turkish literature and defines canons as “ideological formations”,argues that, until
recently, critics grouped writers as “friends or foes” according to their usage of the
Turkish language in their works.As a result, because writers such as Ahmet Hamdi
Tanpinar and Oguz Atay fit the category of “foes,” comprehensive critiques of their
works did not exist (Parla, 2008: p. 28-30). Berna Moran’s three volume book, Turk
Edebiyatina Elestirel Bir Bakig, constituted an exception as a historical and analytical
study in which these writers were recognized. In this case, we may say that literary
criticism was influenced and limited both by the nationalist prejudices of the era and the
dominant socialist realist outlook in more progressive circles. However, in today's
different cultural environment and due to altered conceptions of literature and aesthetic
value, recent criticism has been much more receptive to the works of once marginalized
authors like Tanpinar, Atay, and Atilgan. Azade Seyhan says, for example, that
Tanpinar has become popular because his works are strongly relevant to the identity
politics that are widely discussed in different academic and political circles (Seyhan,
2008: p.9). This way of thinking can provide a platform for me to consider how Sevim
Burak, “foe” of a particular period, became popular -or a “friend”- in recent years,

especially in some literary circles.



Sevim Burak was not so popular in the years during which she wrote, and not
many detailed criticisms of her work were attempted. Critical readings dating from that
period usually analyze Burak’s works according to classic story construction
techniques. For instance, a very important critic of the period, Asim Bezirci, stated after
the publishing of Yanik Saraylar that, “Sevim Burak is like her characters, she is
pessimistic. Her characters are not insurgent as Leyla Erbil’s, not as ironic as Orhan
Duru’s or not as reflective as Nezihe Meri¢’s. Maybe Burak does not think that the
world will change, she believes in destiny like her characters. If this is the truth, |
should declare that this kind of opinion and belief do not fit in such a society that
witnesses a revolutionary process and radical shakes.”(Bezirci, 1965: p. 252) Sevim
Burak was not seen as proper for the ongoing order. Sevim Burak herself, also,
perceived that she was not understood when she did not receive the Sait Faik short story
prize in 1965. It is true that Burak focuses on individual affairs different from her
fellows, yet there is one more point which renders Burak a very eccentric author: she
was writing in a very different way from her popular fellow writers. Her writing style
and linguistic usage was unfamiliar in literary circles.Sentences were broken, and words
were fragmented.She deconstructed and deformed the language. Burak sometimes does
not construct sentences, instead she only writes the words in a stream of consciousness

and expects the reader to solve the riddle in the text.

Dikis sepeti/ayna/abajur/elektrik kordonu/bir deste mektup kagidi/tig/klozet
kapag oOrtiisti/yiin/sis/bebek patigi/zamk/tepsi/sise takilmis ceket/el/6rgii/
perde/tuvalet masasv/kiivet/su ibrigi/tarak/sa¢ firgasi/sabun/siinger/kigik
sise/kova/oda girisi/semsiye/semsiyelik/portmanto/buzdolabi/¢amasir/hizmetgi
odas1 (Burak, 2012: p.27)

Sevim Burak’s non-traditional and non-realistic narrating style is not restricted
to writing. Some of Burak’s works consist of both written and visual texts. The visual
texts are not supplemental to the main written texts; the visuals are indispensible
components of the works. The visual texts are sometimes drawn intentionally for a
specific work, yet ordinary brochures are also used as a part of the story, such as when
the guideline for the use of life jacketson ferries is positioned in “On Altinc1 Vay”.
Burak interrupts the fluency of the narrative not only by deforming the sentences and

leaving the reader with floating words, but also by distorting the language greatly with



the usage of a phonetic alphabet. Rather than using the words in the way they are
spoken, Burak prefers to write them using the French phonetic alphabet. “On Altinct
Vay”, “Osmanli Bankas1”, and “Afrika Dans1” are stories which can be considered as

the most interesting examples of phonetic alphabet usage.

— ——
B

- Can Kurtaran Yelekleri Nasil Kullanilir

2.inci vaziyet 3. Oncis vaziyet
OnlinGize isabet eden ugkurian yanm  Can yeledi vicuda sikica temas edince-
d040m yapiniz. ye kadar uckurian (yxce eerek bogiugu
: yapiniz.
DIKKAT!
Bu can yeleklerinin tersi yz) olmadigindan kolayca 1. inci vaz-

Uganm baglamak ke

(Burak, 2012: p. 63).

Furthermore, issues like power and identity constitute the main axis of her
works, and gender and ethnicity are central subjects in the stories and plays. Therefore,
it is not reasonable to argue that Burak’s works are not related to the society and its
problems, but it is the way Burak approaches these issues that distinguishes her from
her fellows.Burak’s style differs from that of the other writers of her time because of the
disturbing nature of her writing. Her unusual linguistic usages and writing techniques
often have a chilling effect on the reader. She creates this effect both by deforming the
language and mostly constructing the spaces or characters in a mysterious and
frightening way. She designs the spaces as insecure, dark and foggy, which makes the
reader uncomfortable and sometimes frightened. It is possible to see a double of a
character or ghosts or hear supernatural voices in a room without any symptom of
anxiety in the story, or the character of the story can talk to a ghost as if it were a



normal act. Although these features of her works made them largely inaccessible to the
public and the critics of her time, Sevim Burak’s works have currently been on the
agenda because of the unique ways in which her works deconstruct and deform
language to address issues of identity and power, especially with respect to gender and
ethnicity. Niliifer Glingdrmiis interprets Burak’s works in a psychoanalytical way. She
focuses on Sevim Burak’s relation to her mother and mother tongue. In a talk that she
gave in 2005, YKY “Feminizm Uzerine Konusmalar Dizisi,” Giingdrmiis says Burak’s
father’s language became her mother tongue, and this has a very strong influence on her
biblical writing and deformation of the language (Giing6érmiis, 2005). Gilingérmiis also
edited Burak’s literary biography, 4 'dan Z’ye Sevim Burak. Beliz Gugbilmez is another
contemporary scholar who conducts studies on Burak. Her works are concentrated on
Burak’s plays. In an article called “Theatre of the Uncanny: His Master’s Voice /The
Uncanny Theatricality and The Representation of the Minor Voice in S.Burak’s Text”,
Gucbilmez analyzesSahibinin Sesi through uncanny theatricality and minor literature
and shows how these two are related to each other. She also focuses on repetition,
deformation of language, and writing in a language that is strange to her in order to
clarify the role of the uncanny and of minor literature in Burak’s plays (Giigbilmez,
2004: p. 4-16). Seher Ozkok’s master’s thesis analyzes the relation between the
linguistic dimension and the contents of Burak’s stories. Ozkdk argues that Burak’s use
of language that ignores Turkish linguistic norms is strongly related to the theme of
being “other”, as a Jew and a woman, which is the main concern of Burak’s books. In
this case, psychoanalysis is her departure point, and Ozkok takes Freud, Lacan, and
Kristeva’s theories as sources of her analysis (Ozkdk, 2006). Another detailed study on
Sevim Burak’s life and works is Bedia Kocakoglu’s book called Askin Sizofrenik Hali
Sevim Burak. Kocakoglu explains Burak’s life in detail, based on both written
documents and interviews she did with Burak’s family members and friends from the
art community. After she elaborates on Burak’s sense of art in relation to the authors
Burak was influenced by, Kocakoglu classifies Burak’s works as stories, plays, one
story that was transformed into a play, and a novel. Then she analyzes her works
according to themes, ideas, figures, time, space, literary style, and linguistic usage, etc.
(Kogakoglu, 2009)." All these critics analyze Sevim Burak’s works from various

perspectives and clarify the very critical points in order to understand and interpret

! Sevim Burak’s works become very popular recently in the performing arts. Her plays and stories have
been adapted by several theatre groups and exhibited.
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Sevim Burak’s literature. Apart from the themes stressed in these analyses, I think that
the notion of the uncanny should have a prominent place in the interpretation of Burak’s
works. Gii¢gbilmez’s and Giingérmiis’s criticisms of Burak’s texts helped me develop
my ideas on the relation between the uncanny and Burak’s works. In this thesis,
different from the former studies, | will mostly focus on the uncanny in Burak’s texts.
Moreover, | will not only look at particular texts by her, but also analyze all her books
except Ford Mach 1, considering that the uncanny is an indispensible tool for
interpreting her literary production. Although it is possible to find some examples from
Ford Mach | which overlap with the themes of the uncanny, such as blurring the lines or
the double, these states of blurring the lines or the double do not create a frightful or
dreadful effect. Therefore, I will not include Ford Mach I in my analysis. Different from
the mentioned critics who addressed Burak’s works, I will configure my chapters by
elaborating on the various thematic manifestations of the uncanny in Burak’s works
rather than conduct a story by story analysis. In this thesis, | aim to focus on Sevim
Burak’s works in a psychoanalytical perspective, and I make use of the uncanny as a

psychoanalytical concept developed by Freud in 1919.

As | mentioned above, there is a fair amount of scholarly literature on Burak's
works, but few of them touch upon the relation with the uncanny. The reason for this
omission can be the relatively new “rediscovery” of Burak or it might be the scarcity of
resources on the uncanny in Turkish literature. In this MA thesis, | will focus on the
works of Sevim Burak and bring together concepts that are usually treated separately. |
think that issues such as identity, gender, and ethnicity should not be considered
separately from the debates about the concept of the uncanny. In this thesis, | aim to
analyze how the concept of the uncanny is relevant to Sevim Burak’s work in relation to
characters and the treatment of space, and | will try to answer the question of what it

means to analyze Sevim Burak’s works through the lens of the uncanny.

The most popular and basic text written on the concept of the uncanny is Freud’s
essay called “The Uncanny,” (Das Unheimlich) in which he analyzes Hoffman’s short
story “Sandman.” Analyzing the word unheimlich etymologically by stating the
definitions present in various dictionaries, Freud explains the notion by classifying the

conditions that create an uncanny feeling.



Heimlich, in German, means, “belonging to the house, intimate, friendly,
familiar.” However, it also means “something concealed, kept from sight so that others
do not get to know of or about it” (Freud, 2007: p.223). Therefore, the meaning of
heimlich approaches the meaning of its opposite, unheimlich, yet we should not
disregard one more meaning of the word: “Mystic, unconscious, and withdrawn from
knowledge.” Freud emphasizes that these two opposite words, heimlich and unheimlich,
come full circle and their meanings intersect. He also defines the uncanny as the
situation of something familiar and established in the mind becoming alienated,
unfamiliar, and strange (Freud, 2007: p.241). He asserts that uncanny experiences occur
due to two causes: the first one is “when infantile complexes which have been repressed
are once more revived by some expression” and the second one is “when primitive
beliefs which have been surmounted seem once more to be confirmed” (Freud, 2007:
p.249). Therefore, the uncanny is defined as the “recurrence of the repressed.”
According to Freud, both of these causes can be used in literature to create an uncanny
impression. For Freud, there are several conditions that produce uncanny feelings in
relation to the “primitive beliefs” or “repressed infantile complexes”, such as death,
dead bodies, the return of the dead, bodies buried alive, dismembered limbs, epilepsy
and madness, haunted houses, the theme of the “double”, ghosts, repetition, and the
eradication of the distinction between imagination and reality, when the symbol takes
the full function of the thing it symbolizes.In this thesis, although I use all of Freud’s
definitions and examples about the uncanny as a starting point, I will mostly focus on
the double, the return of the dead, the fear of buried alive, and death.

The notion of the double that Freud brings into the discussion while analyzing
the uncanny is one of the central pillars of this thesis, which aims at analyzing the way
the uncanny is constituted in Sevim Burak’s works.In the first chapter, I analyze Burak’s
works through how “the double” can be regarded as a factor that creates the uncanny.
Freud mentions the distinction between the soul and the body in order to explicate the
double. Referencing Otto Rank, Freud argues that the immortal soul is the first double
of the body and after the stage of primary narcissism has passed, the double is seen as
the harbinger of death and the object of a desire to kill (Freud, 2007: p.235). Lacan
makes additions and revisions to this view through the idea of the mirror stage.
Referring to the mirror stage theory, it is obvious that one cannot be both the self and

the image. Therefore, he argues that the image we see in the mirror is the double and it



has the “objet petit a” that we desire. In this respect, we always try to kill it in order to
get the objet petit a. However, what is forgotten is the fact that if we kill the double, it
means that we Kill ourselves, Royle argues (Royle, 2003: p.190). Since the double
contains the object petit a, if the double is killed that means we obtain the object petit a.
However, the object petit a should not be gained, rather it should be lacking because
lack of lack is the definite cause of the uncanny (Dolar, 1991: p.13). Bilal Bagana and
Muzaffer Seza or Zembul Allahanati and Stimbil in Sahibinin Sesi, the narrator and
Kent in “Biiyiik Kus” can be interpreted through the double theme in order to depict the
uncanny in the stories. “Oliim Saati” and “Pencere” with their double characters can
also be examples of how the double works as the creator of the uncanny. The characters
who own their doubles usually have problems with their ethnic, religious, or gender
identity, and the object petit a symbolizes the identity which is seen as proper by the
authorities, such as the state or society. Since the characters desire to own both identities
including the object petit a, they certainly create the uncanny. In this first chapter, | aim
to analyze these conflicts through the double and show how the double causes the
uncanny. Thus, first of all, it is critical to focus on the double that we can detect as
uncanny in various works of Burak and ask how the double can be located in Burak’s
works as the signifier of the uncanny. Moreover, it is very crucial to detect the effect of

the double in the uncanny construction of the characters.

The return of the dead or the fear of being buried alive are the uncanny situations
which are exemplified by Freud. In the second chapter, | will analyze these themes by
concentrating on the characters. | classified these themes together under the headline of
crisis of boundaries. These situations create the uncanny, and this uncanniness occurs
because of the eradication of definite boundaries between life and death.The
“intellectual uncertainty” defined by Jentsch as the indecision of the animacy or
inanimacy can be considered as a factor within the crisis of the boundaries because this
uncertainty blurs the certain line between animacy and inanimacy. Sevim Burak’s works
can be interpreted through this view regarding the dead, seemingly dead, or inanimate
characters in her books. Bilal Bagana’s father in Sahibinin Sesi, Ziya Bey’s situation
between life and death in Iste Bas Iste Govde Iste Kanatlar, or the machine and the
narrator in “Afrika Dans1” are the characters that go between worlds of the living and
the dead. These characters erase the line between life and death and animate and

inanimate. These characters are usually the ones who cannot live according to the social



norms determined by the state and society because of her/his problems about gender,
religious belief, or ethnic identity. Since these norms do not allow them a space to
continue their lives or die in a peaceful way and belong to the dead people’s world, they
create a new space between the two poles, life and death or animacy or inanimacy.
Therefore, how does the situation of standing between the borders create an effect of
uncanniness? How is the uncanny used in order to express the problematic relations
between the characters and each other and the social norms? How is the uncanny

located or defined within the social relations of the characters?

In the last chapter, | will focus on the space rather than the characters as | do in
the first two chapters. Departing from the etymological analysis of unheimlich in “The
Uncanny”, I aim to show how the houses or spaces that can be considered as houses
provide a basis for the uncanny, and | will focus on the houses in the texts and analyze
how they create or contribute to the uncanniness in Burak’s works. Freud’s discussion
on the description of the heimlich and unheimlich can be useful while analyzing the
uncanny spaces in Burak’s works. Freud focuses on the intersection of the meanings of
heimlich and unheimlich. Although heimlich is defined as “belonging to the house,
intimate, friendly”, Freud comes across another description of the word as “concealed,
kept from sight, secret” (Freud, 2007: p.222-225). In light of these descriptions, it is
possible to regard the houses as spaces that cause the uncanny. As Anthony Vidler
says,“The house provided an especially favored site for uncanny disturbances: its
apparent domesticity, its residue of family history and nostalgia, its role as the last and
most intimate shelter of private comfort sharpened by contrast the terror of invasion by
alien spirits.” (Vidler, 1992: p.17). The houses in Burak’s works definitely correspond
with Vidler’s argument because of the family histories or apparent domesticity, the
houses turninto uncanny spaces despite the idea of home as safe and familiar. “Sedef
Kakmali Ev” is a very good example of how the house turns into somewhere uncanny
despite its domestic features. Although the house is very familiar to the main character
Nurperi Hanim, the house becomes an uncanny space because of the old remnants of the
dead brothers of Ziya Bey and their ghosts’ visiting her,. Other than the family remnants
or ghosts, the buildings can seem uncanny due to their architectural construction. The
hospital, which can be considered as home for the narrator in “Afrika Dans1”, with its
sunken and dark construction, provides a basis for the arising of the uncanny. Not only

literal houses, but also spaces regarded as houses can be analyzed through the same



perspective suggested above. The neighborhood in Sahibinin Sesi can be a good
example of how the neigborhood as house causes the uncanny. Due to the changes in
the neigborhood because of the establishment of the Turkish Republic, the uncanny
haunts Bilal Bagana’s life through the neighborhood. Then, how does this “domestic
and familiar” space transform into such an uncanny place? How does space affect and

help the construction of the uncanny nature of the characters?

To conclude, the uncanny is a very crucial tool in analyzing Sevim Burak’s works. The
uncanny has a serious influence on the construction of the texts. The characters and
spaces are shaped within the theory of the uncanny, in fact. Although it is obvious that
Sevim Burak does not use the uncanny intentionally, it can be conveniently stated that
the characters have no other way to express themselves other than through the uncanny.
Since they always try to hide their problems or conflicts about gender, ethnicity, or
religion, these conflicts come to light though they should be kept secret, which is very
similar to the definition of the uncanny. The religion, ethnicity or gender identity are the
essences which we usually keep secret and hide for ourselves if these affiliations are not
acceptable tothe authorities or social norms. Burak’s characters are usually women who
do not want to obey the rules of society or men who do not fit the masculinity
conception of the society or the state, or Jewish people whose religion is not considered
as a legitimate belief by the society and state authorities. Therefore, the uncanny, which
is defined as the “recurrence of the repressed”, is the only way for these characters to
express their repressed identities. Thus, it could be argued that the uncanny stands in the

center of Burak’s texts.



CHAPTER II
THE DOUBLE: RETURN OF THE REPRESSED

2.1 Introduction

The uncanny is defined as being related to fear and dreadful emotions. Then, if
the double is analyzed under the title of the uncanny, it is supposed to be a frightening
effect that creates the uncanny. Certainly, it is not usually frightening to see two similar
things together. We are accustomed to seeing similar things in supermarkets,
advertisements, or the media. It is also very familiar to see twins; it does not bother us
to come across two similar persons. What is strange is to see your own double. The
border between familiarity and unfamiliarity gets blurred when one sees one's own
double. The feeling that haunts one’s thoughts is not basically fear. It can mostly be
explained with the uncanny. Sevim Burak’s works produce a very appropriate basis to
comprehend the relation of the uncanny and the double. In this chapter, | will first
explain how the double works as the producer of the uncanny. Then, | aim to explain
how the characters and plot of the works create an uncanny effect through the relation

of the uncanny and the double.

Otto Rank defines the double as mirrors, shadows, and guardian spirits in his
inspiring book called Der Doppelganger,which is known as the first comprehensive
study on the double(Freud, 1919: p.9-10). The book, written in 1914, became a source
of inspiration for Freud in order to develop the notion of uncanny. The name
Doppelganger as a word hides nearly all details about the question of what is the
double. Doppelgénger translates into English as “a ghostly counterpart of a living
person, double, a person who has the same name as another.”® The literal meaning of

Doppelganger is “double goer”, doppel as double and génger as goer.3

Thinking on the word Doppelgéanger can be helpful to understand the concept of
the double. The first part of the word, “doppel” stands for the “double.” The double can
be a reflection in the mirror or an image that is similar to the person. The double is a

*Merriam Webster Dictionary, http://www.merriam-webster.com/dictionary/doppelg%C3%A4nger,
accessed on 12.03.2013.

*Encyclopedia Britannica
“Doppelginger”http://www.britannica.com/EBchecked/topic/169319/doppelganger, accessed on
13.03.2013.
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replica; there should be significant and meaningful similarities between the double and
the person. The double can be the exact image of the person such as a mirror reflection.
It can also be different from the person’s own image; it is enough to detect important
and valid similarities. A bird or a tree can be seen as the double if they have strong
resemblances, for example the person may be described as possessing wings or
branches like a tree. Then, the first part of the word, “doppel” as double can be seen as

the indicator of the significant similarities, the visual sameness.

The double is “goer” as indicated in the second part of the word doppelgénger.
The image or counterpart leaves the person after it appears. It is no longer one part of
the person; the double has its own life. Besides, this abandonment is not unidirectional.
While leaving the person, the double knits invisible bonds between itself and the person.
There are inexplicable connections through these bonds which cannot be clarified
within rational thinking. Although the double leaves the person, it still follows, traces,
catches, walks with the person. It appears at untimely moments, such as when the
person reaches happiness, jouissance or when one prevents oneself from doing
something forbidden. The double creates fascination and affection, but, at the same
time, fear, uneasiness, and discomfort. The double comes back when the person
becomes sure that it left. It is a goer in two ways, the word doppel as double gains its
second meaning in this point. The act of going has a double meaning, when the person
sees the double, s/he witnesses the first act of going. The double leaves the person, but,
on the other hand, the double persists in going together with the person. Then, it is an
exact “double goer” which is a counterpart that neither leaves nor stays, but goes in
two/double ways.It goes in order to leave the person and goes together with the person.
The double is the similar image, reflection, or replica of the person which creates
ambivalent emotions because of the irrational and inexplicable bonds between the
double and the person. It is an outsider which is always and already within (Lydenberg,
1997: p.1080).

This bidirectional nature of the goer in the word Doppelgénger connotes the
most popular definition of the uncanny. The uncanny is defined by Freud as “something
repressed which recurs” (Freud, 1919: p.12). Similar to the act of going which includes
an abandonment and an act of going together, the uncanny is a feeling caused by the

return of the repressed. The uncanny is the anxiety which occurs when the disavowed
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comes back, when one realizes that the thing which is supposed to be over, dead or left
is only repressed and now turns back. Thus, what comes back is not strange to the
person. Since it was already disavowed, it is known. It is familiar, “...uncanny is in
reality nothing new or foreign, but something familiar and old-that has been estranged
only by the process of repression”(Freud, 1919: p.12-13).The double, because of the
significant similarities between itself and the person, is not unfamiliar to the person.
These similarities have their source in a very old partnership, constructed against death,
between the body and the soul. As Otto Rank states, the double was an “insurance
against destruction”(Freud, 1919: p.9). The double was a denial of death, and “probably
the ‘immortal’ soul was the first ‘double’ of the body”’(Freud, 1919: p. 9). Freud argues
that the multiplication of oneself against death arises from the idea of primary
narcissism. However, when the primary narcissism stage is left behind, the double
becomes the “ghastly harbinger of death” (Freud, 1919: p. 9). Since primary narcissism
is left behind in the later ages, the return of the double is uncanny. “The ‘double’ has
become a vision of terror, just as after the fall of their religion the gods took on

daemonic shapes” (Freud, 1919: p. 10).

The double constitutes the main conflict in some of the works of Sevim Burak.
The stories “Pencere”, “Oliim Saati”, and “Biiyiik Kus” or the play Sahibinin Sesi are
the works in which one can see the important and dominant influence of the double. The
characters come across their doubles in their houses or in the city where they live. The
double is sometimes seen as a strange guest, but, after a while, the characters perceive
that the double is not strange; on the contrary, it is very familiar. It is familiar because
the double contains the disavowed desires of the characters. The stories can be
interpreted through analyzing the desires of the characters. So, the double has a

significant place in this interpretation due to its role as the container of hidden desires.

2.2The double as the container of hidden desires

“Pencere” is the story of a woman who comes across her double at the opposite
window. The woman wants her double to kill herself, and the woman imagines death
scenes for her double. The woman sometimes watches her double or hides herself from
the double behind a curtain. The tension between the woman and her double and their

fight for life and death are narrated throughout the story. The woman, as a narrator,
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dreams of the death of the woman, namely her double, at the opposite window. Every
time she stares out of the window, she sees this woman at the terrace while jumping or
dangerously walking on the side of the terrace. Although the narrator seems to desire
the death of the woman at the opposite window, she herself actually wants to die. After
the narrator describes various scenes for the death of the double, she focuses on herself
and explains her dream of dying. First she explains her fantasy about the death of her
double. When the double falls out of the window onto “tramway street”, the double
breaks into pieces. Then, the narrator looks at the tramway street, observes the buses
without any passengers and dreams of pushing people in front of the empty buses. The
people have the heads of goats, foxes or sheep instead of their own human heads. At the

end, the narrator’s own feet come into the scene, in front of the bus.

Tramvay caddesinden bombos gec¢ip giden otobiislere baska bir gozle
bakiyorum, bombos gecip gidiyorlar, bosken dolagmalarinin bir nedeni olmali
diye kurmaya basliyorum. Onlarin 6niine tanidiklarimi ¢ikarip koyuyorum bir
bir — hi¢ tanimadigim bir adami itiyorum otobiisiin oniine- ayak bileklerine kadar
inen siyah paltosuyla bir saga, bir sola bakiyor — boyu uzayip kisaliyor — sonra
berberden yeni ¢ikmis koyun bash bir kadini- kegi, inek, tilki bash bir siirti
insan1 itiyorum otobiislerin Oniine — hepsi de sasirtyorlar, yapmaciklagiyorlar;
diisinmemisler bdyle bir son kendilerine besbelli... Binlerce ayak olup
kaciyorlar. Kedi ayaklar: - tavsan ayaklar1 - horoz ayaklar - kendi ayaklarim...

(Burak, 2009: 18-19).

Mladen Dolar attributes three features to the double. The problem is that the
double stands for these three roles simultaneously. The first role it stands for is to be a
part of the ego. The double generates an important piece of the ego. Secondly, the
double exists to represent the suppressed desires raised by the id. Lastly, the double also
prevents the subject from fulfilling desires. Therefore, the double quietly comprises the
superego (Dolar, 1991, p.12). The conflict between the id and superego, together within
the double, constitutes the main accents of “Pencere.” The narrator behaves as if she
desires the death of her double.However, throughout the story she sometimes confesses
her wish to die. The double is the manifestation of the narrator’s disavowed desire to
die. Royle says, referring to Otto Rank, one cannot hate his/her double, and one feels

both animosity and affection for it because the double stands for either id or superego at
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the same time (Royle, 2003, p. 190). So the narrator in “Pencere” feels pity when the
double cries in kitchens, rooms, but she also feels anger because of the double’s
possibility of staying alive. The double both exists as the representative of desires and
as an avoider, and thus it causes two opposite feelings, affection and animosity. In
“Pencere” the double is there to dare to walk towards death while the narrator does not
take the risk of killing herself. Otto Rank argues that the double does the things which
the subject cannot venture to do when s/he is conscious. The double is the emergence of
the deeply hidden and suppressed desires of the subject. “In the end, the relation gets so
unbearable that the subject, in a final showdown, kills his double, unaware that his only
substance and his very being were concentrated in his double. So in killing him he kills
himself” (Dolar, 1991: p.11). So, every time the narrator kills her double in her dreams,

she kills herself.

The suicide has deep roots in her mind and is linked to emancipation. Moving
one step further from this analysis brings us to the birth of the double in “Pencere.”
Although we are not allowed to observe the episodes while the narrator does not see her
double, what the double experiences when she first attempts to kill herself might be a
clue to the life of the narrator before the double comes.

“Haydi atla!” dedim.

Elimle de isaret yaptim.

Durdugu yerde sallandi. Agir viicudu duvarin ince ¢izgisinde ikiye boliindii.

Bu sirada alt katlardan bir pencere agildi.“Hermine!” diye haykird: baska birisi.
Aralikl1 tepinmeler oldu.

Yukar1 dogru ¢ikan aglamalar.

Yalvarmalar isitildi.

Sesler terasa doldu.

Ik kez gordiim kadini.

Yalanciksiz,

Perdesiz.

Iple oynatilan bir kukla gibi pencerenin 6niine.

Agz1 carpilmis anlagilmaz kelimeler soyliiyor, benden yardim istiyordu.lki
sisman kadin kollarina asilmisglardi silkinip atamiyordu onlar1.

Yenik ve zayift1.
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Kadini silkeliyor, konussun diye tokatliyorlardi.
O hep bana bakiyordu.

Ne istiyordu benden?

Onu oylece alip gotiirdiiler.

Yemek odalarinda,

Mutfaklarda,

Sandik odalarinda

Gene bagirtacaklardi.

Yarin terasa ¢ikip camasir asacakti,

Gorecektim yizinu gene,

Cilli kollarini,

Camasirlarini,

Iplerini.

Pencereme bakip “artik akillandim” diyecekti.
Giinlerdir aklimi1 kurcalayan yiizlerce oOlim arasindan en giizellerini

animsiyordum onun igin. (Burak, 2009: p.19-20.)

At first, the narrator asks the double to jump, but the double cannot arrange it.
The people around the double rescue her. However, this rescue does not comprise
recovery. She is tortured in rooms and in the kitchen and is transformed into a puppet
that performs the most proper roles in society, like hanging out the laundry. The
narrator sees her double without a curtain between them, transparently for the first time.
She sees her own reflection and its suppression. She sees how desperate she is when she
wants to break the routines of being a proper housewife. She sees how she is tortured
when she wants to go out of the house. The relation between the narrator and the double
becomes unbearable at this point. The only solution is to kill the double. Before the
double attempts to die, the narrator is afraid that the double may abandon the idea of
suicide. She says, “‘Ya cayarsa diyorum atlamaktan? Ya diis ise diyorum, kurdugum
bunca seyler, diizenligim bozulur yikilirim.”” (Burak: 2009: p. 19). So, she has to die.
Her dreams of killing her double should be realized in order to maintain her order.

In the end, the memory book of the narrator comes up. She makes up memories
and draws them. The narrator declares that the woman at the opposite window hanged

herself. The ghastly harbinger of death is closer than it is supposed, now. Although the
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double is saved in the former scene by some people around her, now we read that she is
successful in her attempt to emancipate herself. “When the double appears, the time is
up” (Dolar: 1991: p. 15). So, it is not difficult to guess what happens when the double
dies. The narrator walks to her death. She sees a man with a green hat walking in the
street, and he calls to the woman. The woman accepts his suggestion and jumps over the
window. The narrator is so free that she does not sit at home and fulfill her duties as a
proper woman anymore, yet she is no longer alive. Actually, we can say that she
followed her double in order to reach freedom, breaking the rules of being a proper

woman.

Sahibinin Sesi is a play in which one can see the double as the container of
repressed desires. Muzaffer Seza, the double of Bilal Bagana, stands for the hidden
desires of Bilal Bagana. Sahibinin Sesi is a play that presents a part of Bilal Bagana’s
life around his Jewish partner Zembul Allahanati, non-Muslim neighbors, and his
father. It is the play form of “Ah Yarap Yehova” in Yanik Saraylar. The play starts with
Bilal Bagana’s daily report in which he explains what he did during the day.
Throughout the play, we listen to Bilal Bagana’s daily report. Besides this, we read the

tension between Bilal Bagana and Zembul Allahanati, non-Muslim neighbors.

The play takes place in 1931. The Turkish Republic has been established very
recently. Bilal Bagana is the son of a former Ottoman soldier. Before the establishment
of the Turkish Republic, Bilal Bagana had a respectable status in the society due to his
father's job. However, that prestige decreased with the establishment of the republic.
The new republic created its own prestigious positions in society. The recently-
established state redefines status, and Bilal Bagana gets nothing but the duty of doing
military service from this re-defining process. Being the son of a former Ottoman
soldier or having an education abroad does not make him a privileged citizen. As an
ordinary citizen of the Turkish Republic, Bilal Bagana has to do his military service,
which he wants to avoid. Nevertheless, he would like to be a proper and respected
citizen of the republic. Then, he takes the identity card of a war pilot, Muzaffer Seza,
who died during the Independence War. With the identity card of Muzaffer Seza, Bilal
Bagana becomes a respected citizen and avoids military service. Yet, the ghost of

Muzaffer Seza does not leave him throughout the story.
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After a while Bilal Bagana starts to introduce himself as Muzaffer Seza. Zembul
cries to Bilal, “Hayr, siz Bilal degilsiniz su anda bagka bir insansiniz... Hasta bir
insansiniz.” Bilal responds to Zembul by declaring that he is not Bilal, actually,
“Himmm... Su mesele... Bilal degilim, kag¢ kere soyledim size, benim adim Muzaffer
Seza.” (Burak, 2008: p.61). Muzaffer Seza is introduced as a heroic character that died
in the Independence War. After Bilal Bagana begins to use Muzaffer’s identity card,
Muzaffer and Bilal come across each other at unexpected times. Muzaffer firstly comes
and asks for his identity card. Bilal asks Muzaffer -being very scared of him- whether
he will kill Bilal or not. Muzaffer answers him politely by saying no, “Hayir, hayir siz
beni yasattiginiza gore ben sizi dldiirmem.” (Burak, 2008: p. 31). While Bilal is asking
Muzaffer whether he has come to kill him or not, he actually questions his double’s
function: Is he insurance against destruction, or is he the ghastly harbinger of death? As
Freud says, the double is an “assurance of immortality.” (Freud, 1919: p. 9-10). Mladen
Dolar argues that the double exists in order to avoid castration; it is insurance against
destruction. The subject multiplies herself/himself in order to prevent destruction
(Dolar, 1991: p. 12, 13). Bilal Bagana is not face to face with a literal castration threat
or destruction. However, it is obvious that Bilal’s identity,of which he is very proud, is
destroyed with the establishment of the republic, and Bilal Bagana is under the threat of
losing his respectable identity. Bilal Bagana sees the other people, who —for example-
live in the neighborhood, as “common people.” After Bilal takes the identity card of
Muzaffer Seza, he dreams of policemen coming and asking for Bilal Bagana in order to
conscript him. Bilal responds to the policemen that Bilal Bey is such an elite person that
he could not live in that home and around that neighborhood, so he moved to Paris
(Burak, 2008: p.29). Or, when Bilal sees Zembul’s relatives moving to his
neighborhood, he thinks that common people are starting to dominate the houses around
him. He says, “...Hepsi de Zembul’iin akrabalari, hisimlari. HHmm. Avam tabaka evlere
hakim oldu.”(Burak, 2008: p.49). Bilal Bagana still considers himself as a privileged
person because of his ancestors and education. Bilal Bagana is a French teacher in a
school, and he usually repeats French poems at home. Although Bilal Bagana keeps on
thinking himself as different from the “common people”, he is aware of the premises of
the recently established republic; thus, he knows he has lost his prestigious position.
Muzaffer Seza, as a dead war pilot, is one of the people who are seen as nameless
heroes in society. Bilal Bagana acquires this heroic past with Muzaffer Seza’s identity

card, and he also does not give up his past and keeps both personal histories together.
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As Dolar says, the double, Muzaffer Seza, dares to do the things that the subject, Bilal
Bagana, cannot do yet desires. Muzaffer does his military service and even dies; he
obtains a prestigious status in the society as being a martyr for the country. Bilal Bagana
does not do his military servicesince he does not have the courage to do it. Yet, he
acquires the respectable position that he desired through his double’s achievements.
Herein, the double can be seen as insurance against destruction because Muzaffer’s

name provides Bilal with a respectable status.

Mladen Dolar argues that the double stands for the hidden and repressed desires.
Although Bilal Bagana lives with a Jewish woman, he hates the non-Muslim
community. He does not want the relatives of Zembul in his house, and he is not
married to Zembul despite her insistence and their new-born baby. He observes certain
movements in the neighborhood, and believes that non-Muslims are enclosing his house
by moving their houses next to his house. Bilal Bagana does not want to live in a
neighborhood full of non-Muslims and “common people,” yet he cannot do anything
about it. His double, Muzaffer Seza, provides succor to Bilal Bagana by holding the
repressed desires of Bilal. Muzaffer Seza stands for the disavowed thoughts and tainted
desires. Muzaffer Seza appears with the idea of massacring the non-Muslims. There is a
way to save the neighborhood from the “common people.” There is a way to get rid of
the relatives of Zembul Allahanati, whose family starts to move to Bilal Bagana’s
neighborhood: it is to burn the neighborhood with gas. As the partner of Zembul and
prospective relative of Zembul’s relatives, Bilal Bagana is annoyed because of the
migration of Jewish people to his neighborhood. He wants them neither in his house nor
around the vicinity. Yet, he does not have the courage to make a plan. Therefore, his
double Muzaffer Seza appears as the container of Bilal Bagana’s hidden desires. Bilal
Bagana’s forbidden wishes come to light with the emergence of Muzaffer Seza. Bilal
Bagana still does not have enough courage to announce his desires and rejects the idea
of burning the house while he is talking to his old friend who is a state agent, Osman
Sabri. Bilal Bagana explains his anxieties about the uncanniness of his house. He
complains about the sounds of breaking windows although his windows are not broken.
During their conversation, Bilal Bagana explains the plan of burning the neighborhood
as if it is not his idea. “Hayir... Eminim ki bir tek adam bunlar1 hazirlayan... O yanik
yiizli... Dikkat et, tatbik edecek olan da bagka... O ayri... O, sana ismini vermedigim
kisi.” (Burak, 2008: p. 56). He declares that the one who plans and the one who
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executes are different people. Muzaffer Seza has a sear on his face. Then, the person he
described who has a burned face is Muzaffer Seza. Bilal’s affection for Muzaffer Seza
transforms into an animosity in this scene because of the status of Muzaffer Seza. Bilal
Bagana says, “Sana su kadarini sdyleyebilirim ki, biri avamla beraber... Biri de avama
karsi miicadele ediyor... Kim kazanacak belli degil.”(Burak, 2008: p.57) Since
Muzaffer Seza is one of the “common people,” Bilal Bagana hates him. At the same
time, he also likes him because Muzaffer Seza is the only one who dares to do the

things he can never do and bestows him with a respectable name.

Every gas can Bilal Bagana buys from the grocery imprisons him within this
duality. He tries to consider Muzaffer Seza as someone apart from him. However, every
time he hears a sound in the house, or observes somebody moving to the neighborhood,
or tries to get over the policemen because of his undone military service, he comes
across Muzaffer Seza and so his disavowed and hidden desires. It is a “disturbing
discovery,” that is, “an outsider who is always, already within.”It is an “uncanny
stranger or intruder,” it is exactly the self (Lydenberg, 1997: p.1080). Muzaffer Seza is
apart from Bilal Bagana in order to give him a new name but he is very close, indeed,
within Bilal Bagana because of hiding Bilal’s desires. Muzaffer Seza as Bilal Bagana’s
double is the key to reaching the prestigious position in the recently-established republic
with his martyr’s status. Muzaffer Seza is a tool that digs out Bilal Bagana’s hidden
desires and puts them into practice. Bilal Bagana does not lose his own elite status, and
he achieves a proper and heroic position in the new state; he also has a chance to reveal
his repressed desires about destroying the “common people” and non-Muslims owing to

Muzaffer Seza.

Both the woman in “Pencere” and Bilal Bagana in Sahibinin Sesi do not have
enough courage to pursue their wishes. The woman in “Pencere” cannot go out because
of the roles attributed to her by society; she should be a proper woman who sits at home
and prepares nice dinners for the family. On the other hand, Bilal Bagana’s desires
cannot be fulfilled because those two desires contradict each other. He cannot become a
respectable citizen of the republic without doing his military service. The doubles which
they create exist to fulfill their impossible desires. The woman on the opposite window
and Muzaffer Seza are not the representatives of the desires, but they are exactly the

desires themselves because the double is there to do what one cannot dare.
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2.3The Familiarity of the Double

Repressed desires are not strangers to the subject. On the contrary, they are very
familiar. However, since these desires are disavowed, they might be forgotten or hidden
in the very deep parts of the mind. Therefore, the double that reveals these suppressed
desires is not unfamiliar but familiar just like an old friend whose face is about to be

forgotten.

The woman who is in trouble with her double in “Pencere” sometimes looks at
her double at the opposite window, and she says that looking at her double is like
beginning to write a new memory book. The double at the opposite window reminds the
woman of a new memory book. As she starts to narrate her thoughts, she sees her
double, and she says, “Yeni bir an1 defterine baslarmigcasina ara sira bagimi kaldirip
kadina bakiyorum.” (Burak, 2009: p. 17). Looking at the double makes her to feel as if
she is beginning to write a new memory book. The act of looking is preferred to writing.
Therefore, the double has the function of the memory book. The double records the past
and the memories. The double pervades the past. When the woman looks at the double,
she remembers. The woman recognizes her double because they have the same
memories. The double is not an unfamiliar image; it is familiar, it has the same
memories, and it reminds the woman of the past. The double seems unfamiliar by
standing at the opposite window, apart from the woman. As Freud says, although it
seems unfamiliar, since it has been left behind long time ago, it is, indeed, familiar
(Freud, 1919: p.10). The double at the opposite window as the representative of the

memories is familiar in this sense.

The bird and the woman in “Biiyiikk Kus” have known each other since their
childhood. “Biiyiik Kus” is the story of a woman’s unending search for a loss that is
symbolized with a man in the story. The woman thinks that she killed him. However,
the loss appears in the form of a hawk or as a shadow with black wings. Throughout the
story, we read the dialogues between Kent, who is supposed to be a man, and the
woman, as she explains her pains and loss. She continually asks whether she is his killer
or not. The woman is not sure about her feelings. On the one hand she desperately looks

for the loss, the man:
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Disart ¢ikt

Iceri girdi

Masalarin altindan
Gardrobun gozlerinden gecti
Aradig1 neydi

Yeniden sokaklara ¢ikti
Cekmeceleri agt1

Icindekileri yere dokti

Her yana bakarak “Onu bulmal1” “Onu bulmali” (Burak, 2009: p.42).

On the other hand, she hates him. She says that, “... ‘Ondan nefret ediyordum’
‘Ondan tiksiniyordum’ ‘Tam bir igrenme’...” (Burak, 2009: p.54). The woman feels
both affection and hate together because of her desire to find him and detest him. The
woman wants to escape from him, yet she also wants to find him and stay with him. It
can be said that memories do not permit the person only to have animosity toward the
double. The past and remembrances in “Biiyiik Kus” make the woman feel affectionate,
feel a strong and unavoidable desire to find him. The woman explains her past with the
man to Kent; the dialogues she mentioned are all about dying. They talk about who will
die first, and the woman argues that he will die before her. The man shouted at the
woman, “KIM ONCE OLECEK!” The woman gets out of the bed and rolls on the
ground as if she sang “SEN BENDEN ONCE OLECEKSIN.” (Burak, 2009: p.52).The
woman believes that the man knows her fate, her death, by saying, “NE GARIP BENIM
SONUMU DA BILIR O.” (Burak, 2009: p. 51).The man comes as the harbinger of
death. He asks for a time to die, he is expected to know her end. The man is not a
stranger. The images that substitute for him after his loss are a hawk and a shadow with
black wings. The woman walked with a hawk when she was a child.

...-Kapinin 6niinde ¢ocuk dualar1 mirildanirken basina saldiran bir Atmacayla
gogii kararan- O giinden bu yana KADERINI o Atmacayla paylasan- Onu
goriince herkesin kagistigi — Sokaklarda basinda Atmacayla dolasan O kiz
cocugu (ki simdi o Atmaca basindan ugmustu yalniz kalmist1) — Goklere bakarak
agir agir doniiyordu — Ve goklerde siyah kanatli bir gélgeyi artyordu- Ah O’nu

nerede bulursun? O’nu nerede bulursun? O’nu nerede?(Burak, 2009: p.43).
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The hawk stands for the man who is lost or killed by the woman. The letters “A”
and “O” are written with capital letters because they actually symbolize the lost or
killed man, namely the double. It is not coincidence that the man is symbolized by a
hawk, a predatory bird. As the dialogue about the death time indicates, he comes to be a
harbinger of death. Moreover, after his loss, he is represented by a wild bird, a hawk.
The man or the hawk is not a stranger for the woman. She has been together with the
hawk since her childhood. She has the sign of sin on her forehead (Burak, 2009: p.47),
so she has been waiting for the judgment, the death, for a long time. She certainly
knows the hawk and pretending to be hawk.

...Basimdan asagi bir kanat sallaniyor... Sarkiyorum, uzuyorum, kesiliyorum.
Algaliyorum
Doniyorum (Burak, 2009: p.47).

The double is neither unfamiliar nor a stranger for her. Although the narrator
says that her sky gets darker when the hawk attacks the woman, the hawk also can be
seen as a protector because the hawk and the woman share the same destiny (Burak,
2009, p.43). All people run away from her because of the hawk and this eschewal might
be the reason for delaying the judgment for the sign of sin. So, insurance of the
destruction becomes the harbinger of death. The hawk, the man, and even Kent are the
transformed images of the woman's double. Kent, at the end of the story, asks the
woman, “BIL BAKALIM BEN KIMIM?” (Burak, 2009: p.56) and sings a song to make
her remember his voice.“ANLADIN MI SIMDi?” “ANLADIN MI BEN KiMim?”
“TANIDIN MI BU SESi?” (Burak, 2009: p.56). Then Kent kills the woman with a scarf
that she gave him as a present. The woman is killed with a scarf that is not a strange
object for her. Thus, the scarf might be seen as a sign of the similarity between the
woman and Kent for the reason that they are double. Or, the scarf can be seen as the
symbol of being killed by such a familiar image. The familiarity with the double in
“Biiyiik Kus” is multi-layered. It starts from infancy with the hawk and its shadow,
continues with the man who wonders about the order of their deaths, and lastly comes to
an end with Kent. The very familiar image of the hawk at the beginning of the woman's

life becomes such a daemonic image and transforms into harbinger of the death.
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The inappropriate and impossible desires are disavowed deep inside the mind.
The narrator in “Biiyiik Kus” actually walks to her death while she is looking for her
double. She is partly aware of this, but she cannot stop herself from following her
hidden desire for death. The desire to die has been situated in her mind for a long time,
indeed since she was a child; it was symbolized by a black hawk. The woman in
“Pencere” remembers her desire when she stares at the woman on the opposite window.
Her double on the opposite window reminds her of the old days and especially the old
desires she suppressed. Since the double is the sum of the hidden desires, it is always
and already a part of the subject. It is not a stranger that appears immediately. The
double is familiar because it includes the disavowed desires of the subject.

What makes the encounter uncanny is the fact that something familiar seems
very unfamiliar due to the suppressed nature of the desires. One of the ways in which
familiarity manifests itself and becomes underscored is the use of names. A name
belongs to one person, yet this belonging does not eliminate the possibility of the
existence of namesakes. Nicholas Royle argues that the name is an uncanny harbinger;
the name both belongs to you and is a stranger to you because you can always come
across somebody with the same name (Royle, 2003: p.191). In “Oliim Saati” the
uncanny shows itself via the name. “Oliim Saati” starts with a long conversation on time
and date. The narrator asks a man what the time is, what the date is, whether it is early
or late... However, we never get a full, satisfactory answer. Then she narrates her
memories or daily actions in a very complex way. One cannot understand whether the
narrator or her double talks. She starts to narrate with the first-person singular yet

continues with the third-person singular.

...Sonra yatmisim — Doktor Zipgityan gelmis O’nu muayene etmis — Obir
cocuklar oynarken O ¢ocuk pencerenin 6niinde kalmis — Az degil — Tam dort ay
kaldim yatakta —Pencerenin Oniine karyolay1 ¢ektiler — Ne yattim yatakta — Ne
yattim — Ne yattim — O sene Muhacirlar gelmis — Bakmak istemis Muhacirlara —
Yara tamamiyla gegmemis — Bir agr1 baslamis O’nda — Hem de ne agr1 — Artik o

agriya dayanamadim — Hep bagirdim... (Burak, 2009, p.88)
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Bugiin ¢ok lzgin — Hep yatiyor — Hep yatiyor — Hi¢ kalkmaz o yerinden bir
daha da — Cok tzgunum bugiin — Bu aksam burda ¢ok gizli bir sefalet — Birgok
kara bulut — Ve ¢ok sikintili bir hava var...(Burak, 2009: p.89).

Because of the complicated narration, it is nearly impossible to identify the
narrator with certainty. There is not one character that has a double; rather there are
characters who we cannot decide whether one is the character or the double. Nicholas
Royle argues that there is a connection between the signature and the name. According
to Derrida, it is not possible to have a “pure and proper signature.”(Royle, 2003: p.194).
It should be both repeatable (iterability) and original in order to be a signature. The
repeatability principle nullifies the originality. Therefore, “We could say that the
signature functions according to the model of a ‘duplicity without original’, so long as
this is understood to mean that there is no pure and proper double in the first
place.”(Royle, 2003: p.194). Two narrators speaking throughout the story as being each
other's doubles depict the situation of duplicity without an original. It is not possible to
identify the original narrator and identify the other one as the double. The two narrators
are constantly doubling each other in the story. “So, as a double? doubling his double,
the devil overflows his double at the moment when he is nothing but his double, the
double of his double that produces the ‘unheimlich’ effect.” (Derrida, 1987: p.270).

The name intensifies this doubling of doubling. It is uncanny because one cannot
signify herself/himself or the other person as the original one. In “Oliim Saati”, the
name of the writer is usually repeated. “...Orda oturuyorsun — Biliyorum -
Vaziyetinden de belli — Sensin — Sevim’sin — Karanliktasin...” (Burak, 2009: p.87) or
“Saati yaklasiyor — Saati gelmis — Ortalikta yok — Kendi kendini ¢agiriyor — Sevim —
Sevim — Sevim...”(Burak, 2009: p.88). In another part of the story, they decided on to
move separately, “...Gezmeye bundan sonra ayr1 ayr1 gideriz — Ben bu evden bir kere
giderim — Sonra siz Sevim’le ¢ikarsiniz — Biri burda ama 6teki nerde...”(Burak, 2009:
p.89). There is always someone mentioned as the other; however, it is not possible to
find who the other is. Since the names are the same, it is impossible to find out the
original between the borders of familiarity and unfamiliarity. At the end of the story, a
third-person singular narrator stays alone with her/his own voice. “...Saati yaklasiyor —
Ortalarda yok — Hem Gzlntlli hem de Abus biri — Saati yaklasiyor — Ortalarda yok —
Biri burda — Oteki nerde? Ikisi de yok.” (Burak, 2009: p.90). If we cannot find one of
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them, it is impossible to find the other. The double as a namesake stands as the
harbinger of death at the end of the story. Moreover, a distinction between the person
and the double cannot be made. The uncanny is hidden in this condition of “duplicity
without original.” Since the border between the familiar and the unfamiliar is blurred,

the original gets lost, and the uncanny is revealed in this ambiguity.

2.4The double as the container of object a

While Freud defines the uncanny mostly based on past experiences and the
return of repressed desires, Mladen Dolar describes the uncanny as “gaining too much”
referring to Lacan. Dolar starts with the mirror stage theory of Lacan. When the infant
sees herself in the mirror, she feels the power of completeness at first sight. She looks at
the mirror, sees her image as a whole and feels the jubilation that results from
wholeness. However, when she stares at herself, she notices that she is deprived of the
completeness that appeared in the mirror. This is the moment of the crossing from the
imaginary realm, where she feels complete, to the symbolic realm, where she feels that
something is lacking after losing her jubilation because of her awareness of this
incompleteness (Dolar, 1991: p. 12). Mladen Dolar argues that, “When I recognize
myself in the mirror, it is too late.” (Dolar, 1991: p.12). Since it is not possible “to be
one with myself and also recognize myself at the same time,” there is always a split
(Dolar, 1991: p.12).The split is the cost of seeing the image in the mirror. When the
image is seen, the doubling occurs and it implies castration. That doubling prevents one
from achieving completeness. The double steals the most important part of the person; it
takes away the self-being jouissance because one loses uniqueness. One is already
multiplied, so there is no way to reach the One. What Lacan calls the objet petit a
corresponds to the self-being jouissance that results from uniqueness (Dolar, 1991: p.
12, 13). Objet petit a is the jouissance we want to experience but we lose while
recognizing our image in the mirror. It is the lack we feel, the lost part of our self-being.
The double that stands in front of us is the one that includes the lost part, the objet petit
a. Individuals take a step from the imaginary realm to the symbolic realm through this
absence. Nevertheless, the pursuit of completing the lack, the desire to reach the objet
petit a never ends. The double, the image we come across in the mirror, includes the lost
part. The uncanny catches us where object a exists. Dolar says that the double is the

replica one plus the object a. The double might reveal its possession of object a through
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a gesture, like a gaze. Then, it creates an anxiety because the person is not supposed to
have the lost part or gain the object a in the symbolic realm. So, the Lacanian view of
this anxiety is different from those that are created because of the loss of something.
Conversely, “It is the anxiety of gaining too much. ... What one loses with anxiety is
precisely the loss-the loss that made it possible to deal with coherent reality. ‘Anxiety is
the lack of the support of lack,” says Lacan; the lack lacks, and this brings about the
uncanny” (Dolar, 1991: p.13).

The curtain between the woman in “Pencere” and her double functions as a
blocker, and it also calls upon the subject to carry out her desire to see the other side of
the curtain. It is very similar to the analysis of Parrhasius’ painting by Lacan. Zeuxis
and Parrhasius are contemporary painters who lived in 5" century BC. Both Zeuxis and
Parrhasius are known as great painters of their period. They had a contest to decide
who was the better artist. Zeuxis painted grapes, and they seemed so real that some
birds pecked at them. Parrhasius painted a curtain on the wall of his studio. When
Zeuxis came to see his painting, he asked Parrhasius to unveil the curtain and show him
the painting. Parrhasius’ painting was so real that fooled Zeuxis. It seemed to be a real
curtain that hid a painting (Zizek, 2007: p. 114-115). It is indisputable that both
paintings were very successful. However, it is crucial to ask what kind of an effect they
had on their audiences. According to Pliny,a Roman author and philosopher, Zeuxis’
grapes deceived only the birds, yet Parrhasius’ curtain deceived Zeuxis. Therefore, what
made Zeuxis move and try to draw the curtain? What made him believe in the existence
of a painting behind the curtain? Parrhasius, by painting the curtain, not only created an
illusion but also produced a fantasy. While trying to unveil the imagined painting,
Zeuxis, indeed, ran after his fantasy of seeing the masterpiece of Parrhasius. When we
see some illusions very similar to what Parrhasius painted, although we are convinced
that it is an illusion, we always think that there must be something hidden behind the
veil. If Zeuxis had seen the “real” painting behind curtain, he would have satisfied his
desire and so he would have reached the completion. However, completion is the
fantasy itself. It is an endless situation which does not permit one to reach what s/he
desires, the object petit a. It is the fantasy of completion.one will never attain the
completeness: it is a fantasy. This incompleteness, this lack helps us to enter the
symbolic realm. If you become successful in completing your lack, you “gain too

much.”
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What does the curtain between the sofa and the window in “Pencere” hide? The

woman puts the curtain behind the sofa stubbornly in order to keep the curtain open.

However, the curtain does not stay behind the sofa and closes the view of the opposite

window in which the narrator watches her double. She says that:

Perdenin ucunu tutup sikistirtyordum koltugun arkasina. Kurtulup kapaniyordu
giinlerce... Onu yeniden koltugun arkasina sikistinp  diismesini
bekliyordum. ALISMISTIM BUNA.BELKI DE HER SEYIN ANLAMI
BUDUR diyordum.llk kez hayal kirikligina — yenilgiye ugrayacagimdan
korkuyordum.Sonra bundan kagmak i¢in bir NEDEN olmadigin1 goérdim.
NASIL OLSA OLACAKTI... Yaklastim perdenin ucuna.(Burak, 2009: p.21).

The woman has an unbearable wish to die. She is bored with the life that she

lives in that home. Seher Ozkdk argues that since she cannot find anything worth living

for in that home, she draws her dreams in the memory book. She constructs a different

life where there is a street, a house, a cloud, and a man with green hat (Ozkok, 2006:

p.81).

Ani defterine

BiR EV

BiR CADDE

BIR BULUT

BIR YESIL SAPKALI ADAM CiZIYORUM (Burak, 2009: p. 21).

The life suggested to her in that home does not offer any happiness. The double

she created at the opposite window is her hidden death wish against the life she has.

Throughout the story, she fantasizes about her. She writes different death scenarios for

her double, and she says that, “Giinlerdir aklimi1 kurcalayan yiizlerce 6liim arasindan en

giizellerini anitmsiyordum onun i¢in.”’(Burak, 2009: p. 20).The woman is very sure that

the double should die. She even knows the exact time and date:

Olmesi gerekiyordu oysa.

Yerini ve zamanini ondan daha iyi biliyordum.(Burak, 2009: p. 20).
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The woman wants to complete herself with death and be free of the life she has.
The double at the opposite window is her objet petit a, which is the disavowed desire of
death, in this case. Her lost part, her lack stands at the opposite window, behind the
curtain. Although the woman herself cannot dare to die, the double has courage to this.
Mladen Dolar argues that the double stands for the hidden desires (Dolar, 1991: p.12).
They are suppressed wishes and sometimes endless completion fantasies which are
supposed to be substituted. Yet, what if they are not substituted, but followed and

become true?

Lacan has a very practical formula to explain the desire. If the need is extracted
from the demand, what is left is desire: Demand - Need= Desire. When an infant cries,
what she is looking for is not only feeding, but also attention. Thus, the child demands
feeding yet desires attention and love. In “Pencere”, the curtain can be explained by
depending on this formula. The curtain in “Pencere” hides the object a, namely the
double, just like Parrhasius’ painting. However, while Parrhasius’ painting promises a
fantasy, the curtain in “Pencere” seems to prevent the woman from reaching the objet
petit a, namely her fantasy of dying. Actually, it reveals the lack and presents a way to
reach it. The curtain can be seen as the concealer of the desire. The woman’s demand is
the death of her double, the woman’s need is to leave that home and have a different
life, and when the need is extracted from the demand, we are alone with the curtain as
the concealer of desire. The curtain conceals the desire because it promises a different
view from that which the narrator has. It gives a chance to the woman to fantasize about
what is behind the curtain. The curtain belongs to the symbolic realm because it helps to
cover the double and maintains the order. However, the curtain also symbolizes
something related to the imaginary realm where the completion is possible. The woman
has completion fantasies in the name of her suppressed desire of death as an object a.
The woman transfers her death drive to the double and locates it behind the curtain.
According to the contest between Zeuxis and Parrhasius, the woman is expected to
reach her desire by trying to draw the curtain, and she is also supposed to realize the
impossibility of getting the object a.

The uncanny haunts the nature of the story in the borderline between the curtain

and the window. Nothing expected above becomes real because the curtain which is
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supposed to hide the object a reveals it: the curtain has a hole. The curtain connotes the
possibility of completion because of the hole that reveals a view of the double. At first,
the narrator is aware of the fact that the double knows that it is observed. “ ‘Benim
kendisini penceremden gozetledigimi bildigi i¢in bu oyuna mahsus kalkti,’diye
geciriyorum i¢imden.”(Burak, 2009: p.17). After she closes the curtain, she makes a
hole in the curtain in order to observe her without being seen. “...beni gérmemesi igin
perdemin ortasina kiigiiciik bir delik agip O’nu gézetliyorum.” (Burak, 2009: p. 18).
Although she sees behind the curtain and observes her double, we can say that the
curtain still provides her a basis to follow her desires and permits the woman to
fantasize about the double and the double’s ideas. While the woman thinks of different
ways of killing her double and dying, she comes across the gaze of the double. “In
order for the mirror image to contain the object a, a wink or a nod is enough.” (Dolar,
1991: p.13). Lacan says that the gaze is the best presentation of the lack (Dolar, 1991,
p.13). When one sees her image in the mirror, one can only come across the eyes, not
the gaze. It creates anxiety because the object a is hidden in the gaze. The jubilation one
wants to experience is embedded in the gaze of the image in the mirror. However, in
order to stay in the symbolic realm, we are expected not to have it. But the woman in

“Pencere” sees her gaze at the opposite window and loses her lack.

Sol g6ézUnu gorayorum.

Tam perdedeki deligin yuvarlagi kadar “Bu isi sen yapsan nasil olur,” diyor.
Diismancasina bakiyor. “Ya cayarsa diyorum atlamaktan? Ya diis ise diyorum,
kurdugum bunca seyler, diizenligim bozulur yikilirim.”

Kadin gururla pencereme bakip, “Ben varim,” diyor.(Burak, 2009: p. 19).

The curtain, which is expected to hide the object a, reveals it. The narrator and the
double come across each other. Otto Rank says that, “There is nothing more uncanny
than seeing one’s face accidentally in a mirror by moonlight.” The woman in “Pencere”
not only comes across herself, but also sees the double’s gaze. She first sees the eye
then recognizes the gaze that is full of animosity and pride. What she fantasized behind
the curtain rises to the surface and stands in front of her. The woman becomes
nervous.What if the double refrains from jumping out of the window? The double
should die because when one sees, time is up. If the double does not die, the woman’s

“order” is broken. It is not possible to go on living after seeing the double, especially
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after seeing the gaze of the double because the woman actually reaches the object a. She
loses her lack. She accomplishes her fantasy of completion. The double’s prideful
declaration, “I am here,” can be seen as the manifestation of the lack of the support of
the lack. The double actually announces that the object a is here, it is already revealed.
And without the support of the lack, it is not possible to be in symbolic realm. After the
death of her double, she dies.

The analysis on the support of the lack can be helpful in order to analyze social
problems. It would be insufficient to analyze Sahibinin Sesi disregarding the importance
of the establishment of the Turkish Republic. The readers of the play are the witnesses
of a transition period from an “eastern” empire to a “western and modern” republic. The
characters and plot are not constructed upon the facts of this period, but the transition
period and problems arising from it take an important place. The double and its uncanny
nature can be discussed in relation with the recently-established Turkish Republic, the
transition period, and its expectations from the characters. The characters in Sahibinin
Sesi provide a basis for this analysis because of their double identities. The characters
who do not feel secure in the newly-established Turkish Republic have two identities.
Bilal Bagana wants to have a respectable status in the Turkish Republic as he had in the
Ottoman Empire as the son of a soldier. That prestigious status he wants to have in the
recently-established republic is the object a that he can never reach. He usually
fantasizes having a respectable status; he despises the other residents of the
neighborhood, describing them as “common people.” While he is nervous because of
the policemen who came to his home questioning him about military service, Bilal
Bagana talks to a policeman in his dream. He responds to the police’s question of, “Is
Bilal Bagana here?” by saying that, “Pasazadedir. Bu mahallede kimseyle konusmaz,
seviyesi buna miisait degil.” (Burak, 2009: p. 29). He reports nearly everything he does
in a day to the readers. Although he is a French teacher in a school, he never mentions
his work. He goes to work to receive his salary. He explains that “Bu sabah ¢ok erken
kalktim... Ustiimde bir agirlik, 8.50 vapuru ile Mektebe gittim. KAnuni maasim olan 49
lira 56 kurusu aldim. ... Boylece bir hayli vakit kaybedildikten sonra...” (Burak, 2009:
p. 37). It is obvious that going to work and dealing with work is seen as wasting time.
He usually goes to the city and spends his time in bars or cafes because working is the

routine of “common people.” He is addicted to going to cafes.
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ZEMBUL (alayl): Gene kalktiniz, nereye, gene kim bekliyor?
BILAL (ayakta, arkas: Zembul’e déniik): O benim bilecegim sey.
ZEMBUL.: Gene hangi tendansana?

BILAL (ayn: durumda): Mulen Ruj’a ya da Garden Bar’a.
ZEMBUL.: Siz bagka bir sey bilmez misiniz? (Burak, 2009: p.22)

While he is talking to Zembul, he does not even look at her face. Bilal Bagana
thinks that he is surrounded by the lowlifes who are not proper for the reputation
stemming from his noble family (Burak, 2009: p. 39). He wants to maintain his old
prestigious status in the new state. His desire of being a respectable citizen is hidden in
Muzaffer Seza’s identity. In order to reach the object a, Bilal Bagana becomes Muzaffer
Seza, but he loses the support of the lack at this point. There is no possibility of
becoming Muzaffer Seza for Bilal Bagana while he is alive. Muzaffer Seza is a dead
man who lost his life in a gas explosion. It is not a coincidence that Bilal Bagana dies
when he burns the neighborhood with gas. Bilal Bagana should die to reach object a.
The lack of the support of the lack leads him to destruction. The multiple identities he
created in order to protect himself from destruction kill him because the unattainable
desire becomes available only by destruction. Bilal Bagana’s double, in the end,

becomes the uncanny harbinger of death while presenting him object a.

The non-Muslim characters in the play change their names to become acceptable
citizens of the recently-established republic. The play takes place in 1931. The rising
wave of anti-Semitism in Europe in the 1930s influenced Turkey. Some discriminative
practicesagainst non-Muslims have their basis in one of the founder premises of the
Turkish Republic, nationalism. For example, non-Muslim citizens cannot be officers in
state offices and they are not allowed to work in some businesses, sectors such as the
jewelry trade. In the 1920s, although the bureaucrats of the state gave some positive
declarations about Jewish citizens, Tasvir-i Efkar and Zleri, which were very important
newspapers of the time, published anti-Semitic articles. In 1927, a Jewish woman
named Elza Niyego was killed by Osman Ragip, a member of a very well-known
family. Since Osman Ragip was arrested and released in a very short time, the funeral
turned into a protest where Jewish people rebelled against the discriminatory practices

of state. After these events, the free movement rights of the Jewish people were
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restricted. In 1928, the state initiated a campaign to force minorities to speak Turkish
called “Vatandag Tiirk¢e Konus.” Although the bureaucrats insisted that the state treated
all its citizens equally, these events paved the way for the pogrom called “Trakya
Olaylar1” in 1934. Sahibinin Sesi is a play that reflects such an atmosphere. Therefore,
in order to protect themselves in such a violent atmosphere, Zembul and her relatives
have to change their names to hide their Jewish identity. As Mladen Dolar says, the
double can be used as a mechanism of insurance against destruction (Dolar, 1991: p. 12,
13). The characters create their own doubles, they multiply their identities to avoid
destruction. Zembul becomes Siimbiil, Ida becomes Eda, Madam Furtuni turns into
Madam Firtina, M6sy6 Verdu starts to be called Ziya Bey, and Lilika changes her name
to Leyla. While Bilal Bagana and Zembul had a discussion because of Bilal’s double
identity, Bilal Bagana argues that duplicity helps to gain.

BILAL (alayli): Hmmm... Su mesele... Bilal degilim, kag kere sdyledim size,
benim adim Muzaffer Seza... (kalkar)

ZEMBUL.: Evet soylediniz, fakat bundan ne menfaatiniz olabilir?

BILAL (alayli): Cooook... Bir kere bu is kazang getirir... Niye dyle sastiniz?Ya
da sasar gibi yaptiniz Siimbiil Hanim? Biliyorsunuz ki sizin de iki admniz var...
Zembul... Stmbiil... Birinci adiniz kayip getirir, ikinci adiniz kazang getirir.
Matmazel Zembul Allahanati, siz niye dondiiniiz?.. Niye Stimbiil Hanim,

Stimbiil Hanimefendi oldunuz?..(Burak, 2009, p. 61)

Zembul becomes Stimbil. She multiplies herself against destruction. However, as Freud
declares, the insurance against death turns into the uncanny harbinger of death in the
end. It is right that Zembul cannot survive without the existence of Stimbdil, yet at the
same time Stimbiil’s existence kills Zembul. Zembul can(not) become herself with her
double. The new republic produces a completion fantasy, and the characters fall into the
clutches of the completion fantasies of the new republic. The demands of this new
order’s fantasy were different from the previous order’s fantasy. They fill in their
deficient parts by creating doubles with Turkish names in order to be acceptable to the
new order. The recently-established Turkish Republic, in this case, can be seen as the
symbolic order where all the citizens should obey the rules of the father, namely the
state. Therefore, the state does not only demand the completion of deficiencies, but also

wants its citizens to have some lacks. As Lacan says it is impossible to enter the
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symbolic realm without having a lost part (Dolar, 1991: p.12). The new republic
demands only one identity that absolutely must be Turkish. Since it is impossible for
Zembul, Ida, and Mésyd Verdu to have only one Turkish identity, they try to enter this
symbolic era with their doubles. At the time they think that they saved themselves from
destruction with their doubles, they unwittingly invite the uncanny harbinger of death.
The new republic wants them to leave their non-Muslim identities, the state wants to see
the non-Muslim or Ottoman attachments (as happened in Bilal Bagana’s situation) in
the section of lacks. Zembul, Bilal, Lilika, and Furtuni are only acceptable to this new
order with their lacks consisting of their first identities. As Bilal Bagana tells Zembul,
the first identity makes you lose but the second helps you to gain. The problem starts
when they begin to gain too much. Neither Bilal nor Zembul leaves their first identities.
Along with their doubles, namely with their too-much gains and lacklessness, they
become unable to enter the symbolic realm. Additionally, they cannot leave their
acceptable identities and yearn for the old order by embracing their first and rejected
identities. They stand in the borderline with their doubles inviting the uncanny

harbinger of death.

“Biiyiik Kus” is another story where one can analyze the double as the container
of object a. The woman in “Biiyiik Kus” looks for the object a. She looks for her
double; she thinks that she killed it. The double is seen as a hawk, a shadow with black
wings, and a man throughout the story. In the beginning, she searches everywhere in the
house and cannot find it. “Aradig1 seyin o olmadigini anlayarak, bir aradigindan baska
bir aradigina gegerek ‘O nerde?’”’(Burak, 2009: p. 43). She can never find out even what
she is looking for. The desire and fantasies constructed for completion and object a are
endless and unattainable. She looks for her double throughout the story because the
object a is hidden in her double (Dolar, 1991: p.13). She saw her double in her old days,
and she is aware of the fact that time is up for her. When one sees her double, time is up
(Dolar, 1991: p.14). Therefore, when she searches for her double and asks herself
whether she is a killer or not, she, indeed, questions whether the time to die has come or
not. At the end of the story, she realizes that Kent is her double and what she is looking
for. From the beginning to the end of the story, the woman never stops following Kent.
Although she does not know it, she actually goes after the object a. Lacan says that the
object a is hidden in a nod or a wink of the double (Dolar, 1991: p.13). The woman

gives her scarf as a present to Kent. At the end of the story, object a can be detected in
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the form of the scarf. When the woman realizes that the Kent has the thing she is
looking for and that he is the double, she also understands that time is up. Kent chokes
the woman with the scarf. She gains the object a when she finds the double.However,
the double immediately turns into the harbinger of death because she gains too much

with the object a she has.

2.5 Conclusion

The uncanny can be basically defined as the “return of the repressed.” The
double is one of the most important things among what is repressed and has returned.
The double is the return of the suppressed in the view of the subject. The uncanny can
be detected in Sevim Burak’s works through the appearance of the double of the
characters. The double is the disavowed desires of the characters which they cannot
explicitly say or even think of. The double stands as the object a which the characters
can never attain, and the double is there to complete the Lacanian lack. The double is
not a stranger for the characters because it is the sum of the forbidden desires that the
characters have kept inside for years. One can analyze these features of the double in
Burak’s works through the story of the characters; additionally, Burak’s works indicate
the uncanny dilemma and crisis which is created because of certain roles that the society
attributes to the characters. The gender roles attributed to the woman in “Pencere” or the
citizenship patterns imposed on Jewish people in Sahibinin Sesi are presented within a
picture surrounded by the uncanny. These roles created by the society are uncanny
because these roles always demand the suppression of the old or desired roles or wishes.
Yet, the desired or old ones do not stay in the past.They hide in the depths of the
characters and come back as their doubles. The double is the coping strategy of the
characters that want to oppose the system yet cannot dare to do so. Therefore, until the
characters accept the roles attributed to them by the system, they are obliged to live in
an uncanny world with their doubles. Burak’s characters reject the acceptance of the
system and resign themselves to the uncanny arms of the double and destroy

themselves.
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CHAPTER 111

CRISIS OF BOUNDARIES: TRANSGRESSION OF THE LINES BETWEEN
LIFE AND DEATH OR ANIMACY AND INANIMACY

3.1 Introduction

The uncanny causes frightening and dreadful feelings, yet this is not enough to
define it as Freud also confirms. This “incomprehensible” feeling surrounds us in very
ordinary situations, and it transforms these ordinary and proper conditions into improper
states. Since the uncanny is the recurrence of something repressed, it is very normal that
the repressed is familiar. This working of the uncanny as something repressed that
recurs is related, for Freud, to familiarity.Another important point that he strongly
emphasizes is that the uncanny occurs at the moment when something that is usually
familiar becomes unfamiliar, or vice versa, that is when something quite unfamiliar
becomes all of a sudden very familiar. (Freud, 2007, p. 241, 219). This characteristic of
the uncanny underlined by Freud leads Nicholas Royle, one of the most important
scholars who studied the concept of the uncanny, to define it as “strange, ghostly,

mysterious, supernatural” in order to create an impression about the uncanny in readers’

minds (Royle, 2003: p. 1).

Some situations are used as examples of these “strange, ghostly, mysterious,
supernatural” conditions by Freud such as dead bodies, the return of the dead, and the
the fear of being buried alive. Although these states are classified as uncanny by Freud
in “The Uncanny”, he does not make any explanations as to why these cause the

uncanny except by relating the fear of being buried alive to the intra-uterine fantasy.

Up to this point, it is clear that Freud indicates that death and life should have
clear-cut borders, otherwise the uncanny arises as the conclusion of a crisis emanating
from the blurring of the lines. Being buried alive or the return of the dead, indeed, cause
crises because they erase a very certain line between living and dead creatures. These
dreadful situations distort the proper order of life. It is unusual to come face to face with
someone already dead, and it is not normal for us to see someone buried alive.
Therefore, it is normal to recognize someone as either dead or alive in the proper order
of the life. However, once the line between death and life is eradicated, it is impossible

to decide whether one is dead or alive. So, the uncanny, by juxtaposing the familiar and
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the unfamiliar, by revealing that the supposed extraordinary is beneath the ordinary,
becomes itself a crisis. It is this very nature and working of the uncanny that drive
Royle to define the uncanny as “a crisis of the proper” (Royle, 2003: p.1). For Royle,
the frightening, the ghostly, and the haunted are critical features in order to understand
what the uncanny is and how it operates.Yet, they are not enough; the uncanny always
and constantly refers to a crisis, or as Royle puts it, a crisis of the proper, a crisis of the
natural (Royle, 2003: p.1).

Sevim Burak’s characters in Sahibinin Sesi, “Afrika Dans1”, and Iste Bas Iste
Gévde Iste Kanatlar can be analyzed through this eradication of the lines between life
and death. Whereas the characters cannot be classified as dead or alive in Sahibinin Sesi
and Iste Bas Iste Govde Iste Kanatlar, the narrator turns herself into a creature between
life and death in “Afrika Dans1.” Therefore, it is possible to declare that these characters

cause the uncanny due to their existence between life and death.

“Afrika Dans1” includes a speaking machine as a character and carries the
transgression one step further. The story brings the difference between animacy and
inanimacy into question with the speaking and feeling machine. Although this is
reminiscent of Jentsch’s theory called “intellectual uncertainty”, this situation can also
be regarded as the transgression of the boundaries as well. Jentsch argues that if
something does not position itself in one definite position as animate or inanimate, it
causes intellectual uncertainty and so produces the uncanny (Jentsch, 1906: p.8-9). It is
reasonable yet insufficient to conclude this analysis with intellectual uncertainty. The
machine displays both animate and inanimate features, and it is does more than create
the uncertainty. It distorts the proper order where the animate and inanimate is
determined definitely by displaying features belonging to both living and inanimate
creatures. All these belongings cause “lack of the support of the lack” in Lacanian

terms, and the uncanny occurs due to “gaining too much” (Dolar, 199: p. 12).

In this chapter, I will focus on how these crossed lines function in the books and
create an uncanny atmosphere throughout her stories and plays. Moreover, | will follow
the outlines of two themes in order to depict the uncanny violation of the lines between
the proper and improper, between the animate and the inanimate, and between life and
death.
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3.2 Is it human or a machine?

In light of the interpretation of the writing style of Sevim Burak, the situations
and existence of the characters in “Afrika Dans1” are very critical. “Afrika Dans1” is a
story narrated by a woman who stays in Saint Nicholas Hospital in Lagos, Nigeria. The
woman mostly deals with a machine which tries to treat her. She is in contact with some
tribes and churches present in Lagos. She is sick because of an act of negligence in her
childhood; there is a problem with her heart due to a wet swimsuit she did not take off
when she was a child. The swimsuit usually appears in the story as the sign of old,

repressed memories.*

The very first lines of “Afrika Dans1” disclose a bewilderment regarding the
machine-human duality. The narrator wants to describe, it yet she cannot because she

cannot be sure whether she is faced with a machine or a human.

ITHAL MALI

BIR MAKINE

HEM DE DEGIL

CUNKU

KONUSUYOR (Burak, 2012: p. 7)

Mdalen Dolar’s analysis of von Kempelen’s speaking machine about the
paradox of human and machine stands on a very critical point in order to interpret the
machine and human uncertainty in “Afrika Dans1.” Mladen Dolar explains that a very
similar story from nearly 200 years ago referring to Benjamin’s very famous text called
“Thesis on the Philosophy of History.” Benjamin focuses on a chess automaton which is
constructed by Wolfgang von Kempelen in order to elaborate his ideas. Mdalen Dolar
draws attention to this chess automaton and its constructor, von Kempelen. Wolfgang
von Kempelen is a man famous for his passion for constructing automatons, and there is
more than the chess automaton Benjamin makes use of. As Mdalen Dolar states, his
biggest passion is to construct “a speaking machine which can imitate human speech”

(Dolar: 2006, p.7). The Royal Academy of Sciences in St.Petersburg runs a contest for

*Some autobiographical information helps us to interpret the story. Sevim Burak’s wet swimsuit
is a very famous story which is also seen as the source of her heart problem. In addition, Sevim
Burak stayed in Lagos in Saint Nicholas Hospital, and the story can be interpreted as Burak’s
lifestory. So the wet swimsuit stands as the symbol of the childhood memories which affect
current problems and situations.
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constructing a speaking machine in 1780. Von Kempelen is one of the inventors who
attend the competition. “The machine was composed of a wooden box which was
connected on one side to bellows (rather like bagpipes) which served as ‘lungs,” and on
the other to a rubber funnel which served as ‘mouth,” and had to be modified by hand
while speaking.” (Dolar: 2006 p.7). Moreover, although von Kempelen rejects revealing
the secret of the chess automaton, he describes the directives of the theoretical and the
practical premises of the speaking machine in detail (Dolar, 2006: p.7). Therefore,
unlike the chess automaton, there is nothing hidden about the construction and operation
of the speaking machine.

The uncanny haunts the speaking machine not because it “reveals something that
ought to be hidden” as Schelling says, but rather the uncanny captures the machine
because of its lack of lacks. Someone who saw the speaking machine expresses his

feelings saying

You cannot believe my dear friend, how we were all seized by a magic feeling
when we first heard the human voice and human speech which apparently didn’t
come from a human mouth. We looked at each other in silence and consternation
and we all had goose-flesh produced by horror in the first moments (Dolar,
2006: p. 7).

The machine is magical; they felt horror and had goose-flesh. These words
directly connote Freud’s definition of the uncanny. “It is undoubtedly related to what is
frightening-to what arouses dread and horror [...]” (Freud, 1919: p. 219). So, how do
these feelings of horror cause the uncanny? Is it because something hidden or repressed
has recurred as Freud argues is the source of the uncanny? Or is it because of the
intellectual uncertainty people experienced about whether the “speaking machine” is
animate or inanimate as Jentsch suggests? The machine can imitate human speech
through mechanical means. The guidelines for starting the machine were not hidden.
Therefore, nothing repressed or hidden recurred and created the uncanny. Since the
guidelines were available for everyone and since everybody could see how the machine
works, it is verifiable that the speaking machine is a machine.lt is not animate. So, it is
not reasonable to argue that this is an intellectual uncertainty. Mladen Dolar argues that
the uncanny is created because of the “lack of the lack.” “[...] the speaking machine

was as mechanical as possible: it did not try to hide its mechanical nature; on the

38



contrary, it exhibited it conspicuously” (Dolar, 2006: p. 9). The speaking machine as a
non-human mechanism claims that it can produce a human effect. The machine
maintains its claim of producing a human effect without leaving its mechanical nature.
Although something is supposed to be either animate (human) or inanimate (machine),
the speaking machine retains both its mechanical and human natures. The lack belongs
to neither side since the machine still works mechanically but creates a human effect. If
something is expected to be a machine, it should lack the animate part and a human
effect. On the contrary, the human should not behave in a mechanical way; otherwise
s/he loses her cogency of human effect. The speaking machine does not cease any of
these functions; it mechanically creates a human effect. The uncanny is operative from
the moment the speaking machine lacks the lack. It should lack a human effect because
no machine is supposed to create a human effect. Moreover, it produces the human

effect through mechanical means.

Dolar’s analysis of von Kempelen’s speaking machine provides a basis for
interpreting the relation between the narrator and the machine in “Afrika Dans1.” Since
the machine in the story is classified exactly neither as a machine nor as a human, one
can analyze the machine in “Afrika Dans1” through the same perspective Dolar

developed. So, what does the machine in “Afrika Dans1” lack?

Dolar’s comments about von Kempelen’s speaking machine can provide an
opening for analyzing the machine in “Afrika Dansi” because the machine comprises
both animate and inanimate features, especially due to its speaking capacity. The
narrator in “Afrika Dans1” cannot be sure whether the thing she sees is a machine or not
because it speaks. She says “[...] BIR MAKINE HEM DE DEGIL CUNKU
KONUSUYOR [...]” (Burak, 2012: p.7). However, the machine confuses the one who
is faced with it, and its speech is uninterrupted. It is impossible to stop it because “this is
a scientific fact.” The machine has created its own voice; it does not need any help from
the outside to form its voice. It speaks from exactly 7.30 am until 5.00 pm,
corresponding to the ordinary working hours of common people. The sentences
constructed by the machine are not consistent; it orders people to fulfill two opposite
actions. In addition, it is not easy to catch the points the machine talks about while it is
speaking. The machine does not know the exact meanings of its words. It says:
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NEFES ALMAYIN
NEFES ALMAYIN (Nefes almayin dedikten sonra)
SOLUK ALMAYIN (Ayni1 sey oysa/ yanlis/ haysiyet kirici) (Burak, 2012: p.8).

The machine cannot figure out that both “nefes almayin” and “soluk almayin”
mean “do not breathe.” Then it is “insulting” for a person to listen to and obey its orders
because it is obvious that it speaks in a very automatic and mechanic way without
thinking, yet people who have the capacity to think are expected to obey its orders. Up
to this point, the machine looks like a mechanical object, yet it has some features which
are mostly associated with human beings. Since it commands the “wellbeing of the
narrator” and asks some specific questions about the narrator’s life in order to find the
cause of the illness she has, the machine crosses its mechanical borders about speaking.
As mentioned above, the machine does not have a grasp of the words’ meaning.
However, interestingly, the machine asks questions about the wet swimsuit the narrator
wore when she was a child and wonders who the first person was to give her a
cigarette. The machine, supposedly a mechanical device because it does not know the
meanings of the words, suddenly asks questions about the life story of the woman as if
it knows all her biographical details, like her first cigarette and the wet swimsuit.
Therefore, the narrator hesitates about whether it is alive or not. She is also not sure
whether the machine works for her wellbeing or not because the machine usually
mistreatsall the people in the hospital. As quoted above, it commands in a very harsh
way and actually asks for her not to breath. The narrator says:

BiR OLDURUCU MU

BIR KORUYUCU MU

BiR BASKALDIRICI MI

DURMADAN KONUSUYOR

MAKINELIGINI Mi BELIRLIYOR BiZE
YOKSA RUHU VAR MI

BiR RUHU OLABILECEGININ ISARETI Mi BU
SOZLER (Burak, 2012: p.8).

The narrator cannot be sure that the words it speaks are the signs of its animate

nature or the evidence of its mechanical structure. It speaks like a machine, repeats
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words or their synonyms, speaks only between certain time periods, and cannot be
silenced. It is like some ordinary automatons which ordinary people come across in
everyday life. The difference lies in its manners. It has some animate features like a
human. It visits the narrator, asks her about her life, and gives some advice. Moreover,

they get closer. The machine behaves as if it has some emotions.

.../sanki aramizda 6liimlii fisiltilar arasinda yaklasiyor bana/
NEFES ALMAYIN

YERINE

NEFES ALIN

KIPIRDAMAYIN

YERINE

KIPIRDAYIN

KOSUN

ZIPLAYIN

ARKASINDA DERIN BIR BOSLUK

BANA YAKLASIYOR

KENDINiZI BIRAKIN

RAHAT EDIN

ELBISENIZI CIKARIN

ISTERSENIZ CIKARMAYIN (Ben size ille de ¢iplak olun demedim ki)
SIZE SOYUNUN DEMEDIM

SARGILARINIZI CIKARMAMALISINIZ

CIKARMAYIN DAHA

SARGILARINIZI

MAKINE ACELE YURUYOR YATAGIMIN
KENARINA ILISTYOR

HER DAKIKA KALKACAKMIS GiBI
HEYECANLANIYORUM
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KORKMAYIN

GOZLERINIZI KAPAYIN

KALBINiZI VERIN BANA

SIMDI OLMAZSA BiR DAHA OLMAZ
MAKINE KENDINi BANA BIRAKIYOR
BELKI DE OLMAZ

“O’nu kucaklayayim/seveyim diye/Optiiriiyor kendini tepeden
tirnaga/HISIRDIYOR diyor/korkuyorum/biraz sonra gene:
(Burak, 2012: p.14, 15, 16).

The narrator falls in love with the machine, especially due to the machine’s
human and protective nature. The machine, as quoted above, pays attention to the
narrator’s illness. The machine tries to convince the narrator to quit some of her habits.
The narrator hides some pieces of paper under her bed or attaches the pieces of paper to
the curtain with needles. The machine is anxious for her and asks the narrator whether
the needles on the paper which she puts around her bed hurt her. Then, the narrator
thinks that the machine behaves like a genuine lover, “Yataginizin altindaki kagitlar
cikariniz liitfen diye carsafi iistiinden atip yataktan inerek (benim yiiziimden hayal
kirikligima ugramis bir asikmis sanki gercekmis gibi karyolanin altinda coraplarini
artyor) [...]” (Burak, 2012: p. 17-18). After that the machine comes and sits near the
narrator in the bed. The machine lets the narrator kiss it and suggests that she lend her
heart to it. The machine does not only function for the wellbeing of the narrator but also

(3

considers the narrator’s health situation. It says that, “...gorliyorsunuz ki diye
konusuyor/size kurtarmaya calisiyorum/ sizinle ilgileniyorum/ size mutlu etmeye ve
yardim etmeye ¢alistyorum/ ama siz bunu engelliyorsunuz/benim elimden gelen bu...”
(Burak, 2012: p.18). Rather than performing its functions as a machine in a hospital, the
machine tries to help the narrator; it makes an effort to please the woman. The machine
tries to rescue the narrator from a problematic and improper situation. The words used
by the machine have a critical importance. It endeavors to help, pays attention to the
woman, helps her, and pleases her. Moreover, it reproaches the woman because of her
resistance to the treatment. The machine does not function in a mechanical way; it

behaves like a human who wants to make a future for the one whom it loves.
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Although it is normally expected that the machine should function mechanically,
the machine in “Afrika Dans1” is much too life-like to be a machine. It feels, it
expresses its emotions, it is affectionate, and the narrator sometimes feels love for it.
One other feature of the machine is that it is a superior in the hospital. It usually orders
the patients to fulfill their duties. For this, the narrator mostly feels fear and hate for the
machine because of its harsh attitudes. Therefore, the machine is so animate that the
narrator can feel both love and hate together depending on its variable mood. Thus, the
machine seems to have varying moods. Although it is supposed to be vice versa, the
machine is too life-like, and the people in the hospital are too obedient. The machine
tells the patients what to do in order to treat them, yet its attitude is not only too human,

but also too imperious.

GELIN

GELIN

GELIN

ILERLEYIN

TEK

TEK

ILERLEYIN

GELIN

HA SOYLE

BAZEN DE
HEPINIZ TOPLANIN
TOP OLUN

TOP OLUN

BEN YUT DIYINCE YUTUN (Burak, 2012: p.9)

The machine asks the patients to come to a room to investigate their illnesses.

During the treatment, it goes on ordering them in a very severe tone.

BEN BAGIRINCA YUTUN
YAVAS
YAVAS
YUTUN
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HIZLI HIZLI YUTMAYIN DEDIM SiZE

YUTKUNMAY N

SIMDI YUTUN

YUTUN DIiYORUM SiZE

BEN BAGIRINCA YUTUN

BOYUNA EMREDIYOR

DURUN

KIPIRDAMAYIN DEDIM SiZE

MAKINEDEN GELEN SES BU

KIME SOYLUYOR

BUTUN UMUTSUZ INSANLARA

ONLARIN KADERLERINI BILIYOR (Nigin sabahtan aksama kadar/sozde
onlarin iyiligi i¢in/bakalim iyiligi i¢in mi/bakalim 6yle mi) (Burak, 2012: p.8).

The machine is animated and dominant enough to command people; on the
contrary, the people in the hospital are too inert to be alive. The patients follow the
instructions from the machine and never disobey its orders. The narrator sometimes
feels like acting against the machine, yet she still continues to do what it says. For
example, although she does not want to give up hanging pieces of paper from the
curtain in her room, when the machine comes to visit her, she hides the papers under her
bed. Thus, the narrator can sometimes be seen to be like the obedient patients.
Nevertheless, it is critical to note how the machine behaves in a very lively way despite
its mechanical property. Haraway’s very famous article “Cyborg Manifest” can be very
helpful in order to understand this duality. Haraway states that machines were not
considered self-motivating, self-designing, and autonomous mechanisms before the late
twentieth century. However, the line between artificial and natural is blurred; the
distinctions between a human and machine are mostly erased (Haraway, 199: p.152).
The way the machine itself and its relations with humans are depicted in “Afrika Dans1”
is very similar to Haraway’s argument.The machine is not only a mechanical object; it
can move, it is autonomous, it speaks, and it manages people. Moreover, the other side
of the blurred line shows us that although people are expected to be more self-
motivated, autonomous, and more reliant on their minds than their bodies, in “Afrika
Dans1” patients obey the rules of the machine by only using their bodies. Furthermore,

the machine seems to be using its mind when it comments on illnesses, commands the
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patients as to treatment, or makes an effort to cure the narrator. Therefore, as Haraway
says, “Our machines are disturbingly lively, and we ourselves frighteningly
inert.”(Haraway, 1991: p.152). The disturbingly lively machine and frighteningly inert
people cause an uncanny situation because they exceed the ordinary and proper

boundaries drawn and allowed for machines and people.

The machine blurs the line between the animate and inanimate because not only
is it “disturbingly lively”, but also the features it displays as a machine or as a human
being are unclassifiable. It does not position itself in one certain situation. The machine
sometimes behaves as if it is an animate creature, but it also sometimes functions as if it
is totally a machine. Since it is impossible to decide whether it is animate or not, the
“intellectual uncertainty” creates an uncanny effect as Jentsch argues. In the beginning
of the story, the narrator cannot be sure that the machine is animate or not because while
it performs certain lively gestures, it also displays mechanical properties. The narrator
asserts that she cannot decide whether it is a machine or not because of its speaking

abilities.

ITHAL MALI

BIR MAKINE

HEM DE DEGIL

CUNKU

KONUSUYOR

FAKAT KENDI SOYLEDIGI KELIMELERI KENDISININ DE BIiLDIGIi
YOK (Burak, 2012: p. 7)

The machine usually speaks in the imperative mood. This might be because it
does not know any other mood in the language. As a machine, it might be sufficient to
have certain moods in order to fulfill its duty like von Kempelen’s machine. Von
Kempelen’s speaking machine only speaks three languages and can only speak to praise
the king and declare its love. (Dolar, 2006: p.8).This machine in “Afrika Dans1” mostly
speaks to comment on illnesses and to command the patients apart from its dialogue

with the narrator. The narrator says that:
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Maddi varligindan disina ancak Onceden hesaplanmis kelimeleri sdyleyerek
tagabiliyor / ¢ikabiliyor/bu kelimelere ¢ikmak denilebilirse eger/¢iksa da onu
yakalamak imkansiz /¢iinkii s6zlerinin hepsi ayn1 degil/birbirini tutan bir tarafi

yok/cumleleri diiz degil/egri biigrii bir yontu gibi (Burak, 2012: p.7).

Secondly, the machine can only speak between certain hours.

SABAH SAAT 7.30°DA BASLIYOR KONUSMAYA
17.00°YE KADAR (Burak, 2012: p.7)

Since the machine speaks within working hours, it might be described as
automatic rather than autonomous. There is no hope to quiet it between this certain time
period because this is a scientific fact, “Susturun sunu denemez/kimse susturamaz onu
genelde bilimsel bir kural bu ¢iinkii/EZBERCI” (Burak, 2012: p.7). The machine is the
addressee of the scientific comments about the illness of the narrator. When the narrator
is in love with Beckett and talks to him, the machine repeats its scientific inferences
continually because it is impossible to silence it between certain intervals. Furthermore,
the machine does not perceive emotions and goes on speaking while the narrator tries to

express her love to Beckett.

TROMBO FIiLIBIT

AL VE OLEV ODEM

KALBIN OKSULTASYONU

MEZO KARDIAK BOLGE (Burak, 2012: p.22)

AORT ODAGINDA 1 /4 EJEKSIYON UFURUMU
AZ.P.Z. DEN SERT 1’INCI SES CIFTLESMESI (Burak, 2012: p.23).

The machine’s reaction to death and dead people in the hospital is a very
important sign in interpreting the animate and inanimate properties of the machine. The
machine can be seen as an immortal creature because of its endless life that is supposed
to continue in the hospital. However, it is impossible to decide whether it has a life or
not. When the machine and the narrator discuss the pieces of paper hanging on the

curtain, the machine says that:
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BEN HURUM
BENI KAGIDA IGNELEYEMEZSINIZ (Burak, 2012: p.18).

Before this statement, the machine invites the narrator to an ordinary and —maybe
mechanical- life it has. Its only condition is to leave the papers she hangs on the curtains
and the needles. When the narrator disagrees with the machine, it claims that it is free
because the narrator cannot hang it to the curtains with needles. Then narrator states that
the machine is not free because it will stay in the hospital forever and keep repeating the
same words while she is supposed to leave the hospital in two or three months. “[...] su
hastaneden kurtulmak i¢in/ anliyorsunuz ya/iki ii¢ ay sizinle iliskimiz/ biliyorsunuz ben
lic ay sonra kurtuluyorum/ama siz hastanede kalacaksiniz Omriiniiz boyunca hiir
degilsiniz [...]” (Burak, 2012: p.18). The immortal machine’s destiny is to stay in the
hospital by repeating the same words while picking up the dead bodies. The narrator is
not sure whether the machine feels anything for the dead. “[...] her giin yarin 6lecek
hastalarin suratina bakip sevineceksiniz/ kim bilir/ belki de ilk once siz iiziiliirsiiniiz
[...]” (Burak, 2012: p.18). When the machine collects the dead bodies in the hospital, it
does not feel anything. The machine asks the caretaker in the hospital in a very calm
and insensitive mood, “Are there more corpses?” This is a routine chore for the

machine.

Makine soracak hademeye

Daha ceset var m1

Evet

O da torbaya (Kimse gdrmesin Gzulir) diye bir torbaya koyacak/ o da torbaya
girecek onlarin ayakkabilari plastikten/ onu da ayr1 torbaya koyacak/ cesetle ayni
torbaya koymayacak

Radyoloji iskeletine sorun kimse var mi

Evet (Torbaya koyun) (Kimse gérmesin Gzaltr)

Rontgen odasina bakin

Evet (Torbaya koyun) O da torbaya girecek/ayakakabilarini da ayri1 torbaya
koyacak/ cesetle ayni1 torbaya koyulmayacak/ kimse gormesin iiziiliir (Burak,

2012: p. 26).
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The machine cannot perceive death; it only fulfills its duty by collecting the dead
bodies. In fact, death causes so many complicated feelings for the living ones. The only
emotion the machine can see is sorrow. Maybe this is because death is mostly
associated with grief, sadness, etc. However, the narrator says that death is a way out, it
Is a salvation. “[...] bir kisi 6ldii mi bir seving/ bir kisi 6ldii mi bir ferahlama
duydugunuz olmustur degil mi/ kotiye yorumlamaym beni sakin/bilirsiniz
hastaneleri/bir kisi 6ldii mii bir kurtulug/ iki kisi 6ldii mii iki kurtulus [...]” (Burak,
2012: p. 18). The machine, due to its mechanical nature, cannot feel this complicated
tension between salvation, pleasure, and death, so it hides the corpses very fast without
showing them to the other patients in order not to make them sad. The machine cannot
see these complex emotions because it is immortal. Only the ones who have the

possibility of dying can perceive how death can be a way out.

The machine creates the uncanny effect because neither the narrator nor the
reader can be sure whether it is alive or not. As Ernst Jentsch puts it, this intellectual
uncertainty causes the uncanny (Jentsch, 1906: p.8-9). It is crucial to see the causes of
this intellectual uncertainty in order to understand the causes of the uncanny effect. It is
very difficult to locate the machine in either the animate or inanimate world. Since the
rules of order teach us that the borders should be clear-cut, the machine’s position
between the lines of animate or inanimate is obviously a challenge to the order. As
Mladen Dolar states referring to Lacanian lack, it lacks the support of the lack (Dolar,
2006: p.11). With the emotions it expresses while talking to the narrator and the human
quality of its speaking, the machine has too much to be a machine. The machine is
much too animated to bea machine but also much too mechanical to be a living creature
with its limited conjugations, words, and orders. So with its anomalies for proper orders,
it stays between the animate and inanimate world, blurs the sharp border between them,

and causes the uncanny.

3.3 Between life and death

Life and death are concepts that should be distinguished clearly. The eradication
of the line between life and death can cause the uncanny. Only death, dead people, and
the return of the dead are marked as the sources of the uncanny in “The Uncanny” by

Freud. He states that, “Many people experience the feeling in the highest degree in
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relation to death and dead bodies, to the return of the dead, and to spirits and ghosts”
(Freud, 2007: p.241). For Freud, issues about death are uncanny because of the
“strength of our original emotional reaction to death” or “the insufficiency of our
scientific knowledge about it” (Freud, 2007: p.242). He argues that although one
overcomes her original emotional reactions by obtaining scientific knowledge about
death, one can still be frightened because of the repressed nature of these original

emotions. When the repressed is returned, the uncanny immediately shows itself.

Death, dead people and the return of the dead are all connoted with fear,
mystery, and dread. Yet, as Freud declares, there is something more dreadful than
death: being buried alive. “To some people the idea of being buried alive by mistake is
the most uncanny thing of all.” (Freud, 2007: p. 244). Freud makes an analogy between
the womb and the tomb and sees the roots of the fear of being buried alive in another
fantasy, that is, intrauterine existence. Although the female genitalia are very heimlich
due to birth and life before birth, it becomes unheimlich after birth. Thus, Freud argues
that since the female genitalia which used to be once familiar become all of a sudden
unfamiliar after the delivery, the female genitalia is uncanny. (Freud, 2007: p.245).
Although Freud presents arguments stated above on the uncanniness of dead people,
death, the return of the dead, and being buried alive, Nicholas Royle argues that Freud
does not provide a sufficient explanation for the uncanniness of these situations. Royle
suggests that Freud’s argument on the causes of the uncanniness of death, the return of
the dead, dead people, and being buried alive is not satisfactory (Royle, 2006: p.143).

Drawing attention to the insufficiency of Freud’s explanations, Nicholas Royle
invites us to read Freud’s own initial sentence about the fear of being buried alive and
stresses a very critical issue. He argues that the English translation of the sentence has
missing parts. Royle states that James Strachey’s translation, which is “To some people
the idea of being buried alive by mistake is the most uncanny thing of all.” mostly
focuses on the words “by mistake.” This translation leads the reader to think that being
buried alive is uncanny because it happened “by mistake.” The alternative translation
proposed by Royle for the same sentence is as follows: “Some people would regard as
the crowning instance of uncanniness the idea of being buried because ostensibly dead”
(Royle, 2006: p. 143). Rather than Strachey’s focus on “by mistake” in his translation,
Royle emphasizes the significance of the state of “ostensibly dead”. According to

Royle, the uncanniness emerges from “not because you are dead but because you
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appear to be dead. It is a matter of ostensibly or being seemingly dead [scheintot], as if

in suspended animation” (Royle, 2006: p. 143).

Sahibinin Sesi provides a very good basis in order to discuss Royle’s emphasis
on the “ostensibly dead” position about the fear of being buried alive. Bilal Bagana, the
main protagonist, has a sick father, Faik Pasa, who instructs that he does not want to be
buried till three days pass after his death because the most fearful thing for Bagana’s
father is to arise from the dead after he is buried. When Bilal Bagana is informed that
his father is seriously ill, he arrives athis father’s home. After the death of his father,
Bilal Bagana immediately wants to call a doctor. However, Azize, the servant, reminds

Bilal Bagana of the anxiety his father had.

BILAL (Azize’ye emir biciminde devam eder): Simdi de doktoru ¢agir ama
cabuk olsun... Hemen Belediye Doktoru’na git.

AZIZE (aglayarak yalvarir): Jak Barbut’a gideyim efendim, babaniz daima Jak
barbut’u isterdi... Bu giin de Jak Barbut’u istedigine eminim.

BILAL: Senin aklin ermez, Belediye Doktoru’nu ¢agir o kadar... Bir dakika,
dur... Defin ruhsatim1 da hazirlasin... Dur gitme, defin ruhsatim1 da yaninda
getirsin, burada tamamlar... S6yledigimi unutma...

AZIZE (hayretle): Defin ruhsatimt mi? Acelesi ne? Dilim varmaz bunu
soylemeye, nasil s6ylerim ben? (Higkirir)

BILAL: Isin kanuni kism1 bitsin, sonra diisiiniiriiz haydi durma.

AZIZE (aglayarak diretir): Babamz ii¢ giin beni yatagimda birakin, ii¢ giin
sonra kaldirin derlerdi.

BILAL (6fkeyle): Gene mi o lakirdi?

AZIZE (ayaklarina kapanir): Verin elinizi ayaginizi épeyim, verin dpeyim ama
birakin {ic giin evde kalsin, babanizin dedigi olsun, en korktugu o6lmeden
gomiilmekti... Uc giin beni evimde, yatagimda birakin, diye bana vasiyet
etmisti.

BILAL: Bu lakirdiy1 kes.

AZIZE: Babamizin hi¢ mi hatir1 yok? (Tekrar ayaklarina kapanir.)) Babaniz
topraga gomiildiikten sonra dirilmekten korkardi. (Burak, 2008: p.40-41).
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Up to this point, Bilal Bagana does not take his father’s anxiety of being buried alive as
serious. Azize might be considered as the only person who believes in Faik Pasa’s
anxiety yet Azize, actually, behaves as someone who is respectful to the last words of
the dead person. Later on, after the Belediye Doktoru certifies that the father is dead,
Bilal Bagana starts observing the dead body of his father. Suddenly, Bilal Bagana
notices that his father is breathing.

BILAL: Azizeeee! (Azize el penge girer.)

AZIZE: Buyrunuz efendim.

BILAL: Suraya bak, nefes aliyor.

AZIZE (bakmadan aglar): Ben size soylemedim mi Bilal Beyefendi, ti¢ giin
evde kalsin demedim mi?.. Ahh, ahh iste Beyefendi’nin dedigi ¢ikti... Ne kadar
hakliymis... Ne kadar hakliymis. ..

BILAL (korku ile, yavas sesle): Susss... Bagirma, kimse duymasin... Bak, bak
babamin agzinin kenarindaki tiikiiriigii oynuyor mu oynamiyor mu?... Egil, egil
simdi bak... Sabun kdpiigiine benzeyen seyi goriiyor musun? Kimildiyor.

AZIZE: Gériiyorum, goriiyorum Beyefendi hazretleri sag, ¢ok siikiir 6lmemis. ..
(Burak, 2008: p. 41-42).

Bilal Bagana’s father, Faik Pasa, whose death is confirmed by the Belediye
doktoru and who has been lying on a bed seemingly dead, breathes. Faik Pasa’s anxiety
of being buried alive is becoming true. Faik Pasa’s situation fits very well in Royle’s
remark on the state of being ostensibly dead. Although the Belediye Doktoru confirms
that Faik Pasa is dead, Bilal Bagana and Azize believe that he is ostensibly dead
because of the movement of the saliva near his mouth due to breathing. Afterwards,
Bilal Bagana calls Jak Barbut who is the old and reliable doctor of the family. The very
interesting part begins after the arrival of Jak Barbut. Jak Barbut examines Faik Pasa,
and he also affirms that Bagana’s father is dead. When Bilal Bagana asks him the
reason for the breathing, Jak Barbut answers that one should not begrudge breathing to

dead people.

BILAL (merakla): Demek babam sizlere émiir?
Dr. JAK: Ona siipheniz olmasm. Oleli iki saat olmus.
BILAL: Nefes aliyor, nasil olur?
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Dr. JAK (sempatik ve sakaci bir adam tavriyla): Tabii alacak, 6lluler de nefes
alabilirler... Onlara bu nefesi ¢ok gormeyelim... (Nara atar gibi) Hay koca
Faik... Hay koca Plevne kahramani, seni de kaybettik. (Bilal’in omzuna
babacanca vurur, sonra bir profesor edasiyla konusur.) Niye Oluler nefes
almasin dedik, iste o da nefes alip veriyor... Ama bizim gibi degil. Ciinkii
yasamiyor. Birazdan nefes almasi azalacak, sonecek... Bakin, agzinin
kenarindaki tiikiiriigli oynatan sey onun nefesidir.Bu nefes karinda kalan gazin
hareketinden ileri gelmektedir. Ama bu nefes de bitecek. Cok cok on dakika
daha... (Burak, 2008: p. 42-43).

Faik Pasa’s death is confirmed with the arrival and treatment of Jak Barbut. Jak
Barbut makes a very interesting explanation about the breathing of dead Faik Pasa. He
argues that dead people can breathe. However, he immediately adds that they do not
breathe as living people do. However, breathing still can be seen as a sign of living
because the act of breathing is the first condition of living. Thus, in Sahibinin Sesi, since
it is confirmed by two doctors that Faik Pasa is dead and despite the earlier objections
of Azize and Bilal Bagana, it is not reasonable to classify Faik Pasa as someone
“ostensibly dead” at the end of the treatment. So, it can be argued that before the arrival
of Jak Barbut, the uncanny results from an ostensibly dead man. However, after the
explanations and the departure of Jak Barbut, the uncanny originates from an ostensibly
alive man. Although Faik Pasa is dead as verified by two doctors, he still breathes and
displays life signs. A breathing dead body can be a source of the uncanny not because
of old, insurmountable religious beliefs but because it disregards the borders between
the life and death. A dead man, Faik Pasa, borrows some hours from life by breathing,
and he crosses the lines between life and death by trying to be alive. In the end of the
scene, Faik Pasa is buried and everyone is sure that he is dead; however, it can be stated
that the ghost of the possibility of not being dead always remains.

Another play called Iste Bas Iste Gévde Iste Kanatlar can be analyzed in light of
the arguments of “ostensibly dead” and “buried alive.” Ziya Bey, who lies in a bed
covered with a white sheet, is in a state very similar to that of the ostensibly dead.
Melek, Nivart, and Ziya Bey stay in the same room, and Melek and Nivart wait for the
death of Ziya Bey. Actually, both Melek and Nivart are not sure whether Ziya Bey is
dead or not. While they are discussing the issue of whether Ziya Bey is dead or not, they

eat meals continually, remember the old days they had together, and let their
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subconscious speak. During this waiting, they have (imaginary) guests whom they

already know from their old days like Mezar Tasc1 or Fotografei.

The play takes place in one room, and Ziya Bey is always described as being on
a bed in that room. He always sleeps without any movement, yet his voice is sometimes
heard by the women in the room. In the description of the first scene, Ziya Bey is
portrayed as someone who lies in the bed with a white sheet covering his whole body
like a shroud. “Odanin dibinde bir yatakta, agir hasta, ama 6li goriinimilnde, beyaz
carsaf bogazina kadar g¢ekilmis bir adam kimildamadan yatmaktadir” (Burak, 2012:
p.43). It is explicitly stated that Ziya Bey is ostensibly dead in the description of the first
scene. In the beginning of the play, it can be understood that Melek and Nivart are also
not completely sure about whether Ziya Bey is dead or alive. Melek presumes Ziya Bey
is a guest and says that his funeral will be tomorrow. However, Nivart is not sure

whether the funeral will take place because she is not sure of Ziya Bey’s death.

NIVART (¢enesiyle yatani isaret eder): Ziya Bey bu aksam burada mi1?
MELEK: Evet, bu aksam burada misafir... Bu aksam ben bu koltukta, o orada.
NIVART: Ne zaman kalkiyor?

MELEK: Yarin 6gleye kalkiyor.

NIVART: Buna emin misin?

MELEK: Karar... kalkacak... (Burak, 2012: p. 43).

Melek and Nivart both feel the uneasiness in the room when they want to talk
about the old days and events which include Ziya Bey and his mistreatment towards
them. They cannot be sure whether he is alive or not and force each other to decide the

issue of death.

NIVART: O zaman Ziya Bey vardi. (Yataga bakar.)

MELEK: Simdi Ziya Bey yok, yani bunu demek istiyorsun, degil mi?
NIVART (ciddi): Bu senin diisiincen, unutma...

MELEK: Simdi Ziya Bey 6ldii mii demek istiyorsun? Oyle mi?
NIVART: Buna sen karar ver.
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MELEK (sinirli): Karar verdim. Ziya Bey yok tabii. (Derin bir soluk alir,
rahatlar.)Artik seninle agik¢a konusabiliriz, kavga da etmeyiz degil mi?
(Yalvarwr gibi.) (Burak, 2012: p. 69)

Although Melek seems very sure of Ziya Bey’s death, Ziya Bey groans when
they start to chat. Nivart is afraid of Ziya Bey’s voice and goes on talking. Ziya Bey’s
voice is occasionally heard in the room. Ziya Bey’s bodily existence and his voice
transform the room as the scene where all the incidents are happening: the ambiguity
regarding whether Ziya Bey is alive or dead also causes uncertainty about the very
position of the room, as it seems to be situated in a vague position between life and
death. The room is described as full of guests who are supposed to be the neighbors in
the beginning of the play, and these guests are supposed to be in that room to condole
Melek for the death of Ziya Bey. As the play proceeds, the ambiguity of Ziya Bey’s
death transforms the room’s atmosphere into something uncanny. Thus, the profile of
the guests who come to the room changes as time passes. For example, in the last act,
Mezar Tasg1, the man who constructs gravestones, comes to the house. He asks when
Ziya Bey will die and complains that he has been waiting for Ziya Bey’s death for ten
years. Melek states that he is not yet dead. Moreover, she says, there might be some

living dead persons.

MEZAR TASCI: Sizin is... sizin is i¢in konusuyorum... ¢ok uzun surdi
dedim...

MELEK (valvararak ikna etmeye ¢aligir gibi): Asla... goreceksiniz... aksama
sabaha... belki de birkag saat...

MEZAR TASCI: Bana 6yle gelmiyor, bu is daha surer... Ona iyi baktiniz m1?
MELEK: Baktim... Sag taraf hissini kaybetmis... Sag taraf 6lii...

MEZAR TASCI: Ne zaman baktiniz, yalan sdyliiyorsunuz...

MELEK: Diin baktim...

MEZAR TASCI: Diin bakmis... Hih... Diin belki 6yle idi... Diin baska, bugiin
degismistir... Nereden biliyorsunuz?..

MELEK: Biliyorum... Bugiin de baktim, sag tutmuyor... Sag taraf tamamen
oli...

MEZAR TASCI: Sag taraf 6lii imis... Hah... Hah... Hah... Sol taraf da diri...
Sol taraf yastyor... Sag taraf 6lii... (Ciddileserek:) Igne batirdimz mi1?
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MELEK: Ona ne siiphe her giin batirtyorum!.. Isterseniz siz de deneyin, bakin...
(Masamin iistiinii arar, ¢uvaldiz gibi bir igne uzatir. Mezar Tas¢t yiiziinii
burusturur, almaz igneyi.)

MEZAR TASCI: istemez, istemez, bakmaya gerek yok, bana gore vakit gegmis,
ama ¢oktaaan... Ziya Bey ciiriimiis...clirlimiis... fakat sol taraf yasiyor, sag taraf
diri, bu is bir tuhaf, acayip, ¢ok acayip, is hayatimda ilk defa basima geliyor!..
MELEK: Tecriibeniz az, tecriibesizsiniz, ben ne yapayimm?..

MEZAR TASCI: Tam on yil oldu... (Bagwarak:) On yildir bu giin git yarin
gel... On yildir komada...sag taraf, sol taraf, sol taraf, sag taraf...

MELEK (yumusar, ikna edici bir sesle): Tip tarihinde boyle olabiliyor...
Bilhassa ihtiyarlarda bazen kalbin atis1 hi¢ belli olmuyor, ¢cok yavas atabiliyor...
Hig belli olmuyor, bu tarafta umut kalmayan cok ihtiyar biri yasayabiliyor da,
oblir tarafta gencecik biri gidiyor... Bu is hi¢ belli degil... Bazen, bakiyorsunuz,
nefes aliyor, tabii bu da belli olmuyor... Oli oldugu halde yasayanlara ¢ok
rastlaniyor. (Burak, 2012: p.86-87).

It 1s still explicit that Melek cannot be precise about Ziya Bey’s death, and
besides this Ziya Bey has been in the same condition for almost ten years according to
Mezar Tasg1. This uncertainty, the anticipation of death, and Ziya Bey’s ostensibly dead
situation determine the atmosphere of the house. Melek and Nivart live in a room with
an ostensibly dead man although nobody knows for sure whether he is dead or alive.
Ziya Bey, with his ostensibly dead position, turns the house into a place situated
between life and death. The entire play takes part in the same room; neither the two
women nor the ostensibly dead Ziya Bey can get out of the room. They are stuck in the
room as they are stuck between life and death. None of them can decide where they
belong, whether to the underworld or to the world. Melek and Nivart struggle to be in
the world of living persons. Eating, for them, is a sign of being alive. Anytime they

mention death, they feel hungry.

NIVART: Bir zamanlar Fistikagaci’'nda bir Zih¢iyan vardi... Zamanin
doktorlarindan... O ne derse onu yapardik, meshur Zih¢iyan... (Durur.) Hani...
0 ne oldu?

MELEK (aglamakli uzatir): Gittiii. ..
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NIVART: Insan neredeyse karsisindakinden siipheleniyor... (Durur.) Bugin
sen, yarin ben... (Durur.) Ekmek¢i Canik Aga’ya ne oldu? (Durur.) Hani nerede
0?

MELEK: Gitti... o da gittiii...(Durur.) Bu adeta bir salgin... bizim biitiin
akrabalar da ayni dertten... babam desen babam... halam desen... hani
neredeler?.. Sonra bir siirli gocuk... (Durur.) Ne oldular, neredeler?... Ahhh, ¢cok
acim, ¢ok acim, Nivart, bana yemek ver...

NIVART (yiiksek sesle aglayarak): Ne oldular, neredeler... Bu evi yapan kalfa
Mishak Aga nerede? Yok oldu... Silindiler (Melek’in aglamasi Nivart’inkine
karisir.)

MELEK (aglayarak, higkirarak): Diisiin bir kere bu odalarda oturanlari, bu
pencerelerden karsiki tepelere bakanlari, agaclar duruyor, deniz duruyor, ama
onlara bakanlarin hi¢biri yok... Ahhh... ahhh...

NIVART (¢iglik atar): Ahh... ¢ok agim, acliktan 6liiyorum...

MELEK: Uziilme, veriyorum, bak pirzola, simdi getiriyorum. (Gider, doner, her
seferinden daha hizli.) Al... al...

NIVART: Ah agim... agim... (4glar.) (Burak, 2012: p.50-51).

At that moment, they hear the footsteps of Mezar Tas¢1 who looks like a statute.
“Mezar Tage¢1 bir an kapmin 6niinde durur, beyaz bir goriintiidiir. Ceketinin cebinden
keskisinin ucu goriiniir... Her tarafi beyaz mermer tozuna bulanmistir, heykele benzer.”
(Burak, 2012: p. 79).The description indicates that Mezar Tasg1 is not from the world of
the living persons. With his white and ghostly appearance and certainly because he is a
gravestone constructor, he is more likely close to dead people, and he might be seen as
ostensibly dead because of his statue-like immobility and white face. When Melek hears
his footsteps, she says she does not want to die and states that she is hungry. “Hayir,
O0lmek istemiyorum... Sanki midem kazimyor...dizlerim titriyor... gdzlerim
karariyor... agim... yemek istiyorum... yasamak istiyorum...” (Burak, 2012: p.52).
Then, Melek and Nivart eat Mezar Tasc1. They break Mezar Tas¢1 into parts by saying
“iste bas, iste govde, iste kanatlar” and cook him with tomato, salt, pepper (Burak,
2012: p.53). They eat because they want to go on living. They eat Mezar Tas¢1 because
he comes for death and dead people, so he is associated with death, and they do not
want to see, remember, or hear about death. Nivart and Melek, the ones who are

struggling to live, eat Mezar Tas¢1 because Mezar Tas¢1 reminds them of death because
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of his occupation and appearance. Therefore, they eat to forget about death, “[...]

yemek yemek bana Sliimii unutturuyor” (Burak, 2012: p. 53).

Ziya Bey’s ostensibly dead state impresses the eating performance, too.
Actually, Melek and Nivart do not eat literally, they pretend to eat. Although they cry
because they are very hungry, they do not eat but behave as if they eat delicious meals.

YEMEK SAHNESI karsida, biife gibi, catal tabak olan bir yere gidip, yemek
alip donmelerle, su getirip gotiirmelerle, oturup kalkmalarla oynanir.Gergekte
yemek yoktur.Melek tabaklara bir sey koyuyormus gibi yapar, sonra da ikisi
yemek yiyormus gibi yaparlar (Burak, 2012: p.45).

Eating is equivalent of living for them. Melek and Nivart prove that they are
alive by eating. However, it is problematic that they do not eat, but pretend to eat. They
cannot eat because one cannot with certainty declare that they are present in a place
where life goes on without interruption. Melek and Nivart are in a room where an
ostensibly dead man lies in a bed. In a place where life and death exist together, it is not
possible to perform something completely implying life or maybe death, too. Since Ziya
Bey’s state of being ostensibly dead transforms the room into an uncanny place between
life and death, the liveliest action that Melek and Nivart can perform is to pretend to eat.
The uncanny existence of Ziya Bey does not allow them to live or die. Melek and Nivart
wander on the border of life and avoid death by pretending to eat. Furthermore, Ziya
Bey has a habit of ordering Melek to clean the table when one starts eating. When
Melek and Ziya Bey invite people their home for dinner, Ziya Bey immediately orders
Melek to clean the table when anyone begins eating. While Ziya Bey lies in the bed, he
does not stay silent. As soon as Melek and Nivart start to pretend to eat, Ziya Bey’s

voice pervades the room.

MELEK: [...] ama misafir her kimse, o giin Ziya Bey’in gozii ondadir, artik
Haydar Bey mi olur, Tayyar Bey mi olur, tam elini borege atacakken, Ziya Bey,
“Sofray1 kaldir!” diye Oyle bir canhiras bagirir ki, elin ayagin titrer, lstelik
utancindan yer yarilir yerin dibine girersin... Ben utanirim kardeslerinden, kendi

kardesim olsa utanmam... Ziya Bey, yiyen kardesi bile olsa gozii kalir...
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Kendinden baska kimse yemesin ister... (Durur.) Yemege devam ediyor
muyuz?

NIVART: Ediyoruz.

ZIYA BEY’IN SESI (bagirarak): Sofrayr kaldur... (Burak, 2012: p.54).

Ziya Bey is jealous of the life that other living beings have. What he envies in
the passage above is not food, actually. He wants the life that is the share of his guests.
Therefore, when he hears that Melek and Nivart are eating, his voice immediately
orders Melek to clean the table. After all, Melek and Nivart cannot eat, literally. They
pretend to eat because of the jealousy of Ziya Bey. Ziya Bey is ostensibly dead, and he
turns the room into an uncanny place where neither life nor death exists completely.
Ziya Bey creates a crisis of boundaries between the worlds of the dead and the living
because he is too lively for death but too inanimate for life. Melek and Nivart
participate in the crisis by pretending to eat. While they behave as if they are eating,
they, indeed, behave as if they are living. The only way they can maintain their
existence in that uncanny room is by being part of the crisis of proper order created by
Ziya Bey. So, they do not live and they do not die, but they pretend to live and stand on
the border of life and death.

The narrator’s transformation into an inanimate creature and her relation to the
members of the Seraphim Church in Nigeria in “Afrika Dans1” can be analyzed through
the uncanniness that the eradication of the line between life and death creates. The
narrator does not want to resign herself to the machine. However, there is no way other
than accepting the rules of the machine in the hospital. Thus, as a way out, she
transforms herself into a kind of inanimate creature by using African masks and putting
on make-up. Another important detail that can be analyzed in the light of the arguments
on life and death is the narrator’s memories of the Seraphim Church’s rituals. She starts
to narrate her stories about the rituals when the machine gets angry and begins the
treatment. The rituals of the Seraphim Church, which is a church dependent on the
Catholic Church in Nigeria, can be seen as the exact depiction of the situation being
between life and death. She explains the ritual in Barbeach when the machine becomes

angry to her objections to the treatment:
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“LAGOS’ta TINUBU SQUARE/CANKARA Market’teki kalabalig1 yara yara
ilerliyorum/ BARBEACH’in kizgin beyaz kumlar {iistiinden beyaz sargilara
sarllmis olarak yiiriiyorum/SARAFIN’lerle yan yana/kefenler giymis gibi plaj
seridinde/ BARBEACH’te siralaniyoruz/ gézlerimizi kapiyoruz/ bir dalga ile
Hazreti ISA’nin Atlas Okyanusu’ndan geri dénmesini bekliyoruz/

[...]

BIR DALGA ILE YERE KAPAKLANIYORUZ

KUMUN ICINE GOMULUYORUZ

YARI BELIMIZE KADAR

SARAFIN’LER AYAGA KALKIYOR

ELLERINDE BEYAZA BOYANMIS BUYUK HACLARLA YURUYEN BIR
MEZARLIK GiBI (Burak, 2012: p. 20-21)

This narration can be seen as the literal statement of the crisis of the boundaries.
People exactly violate the lines and cross from one side to the other. They believe that
the waves will bring Jesus back, so the waves are signs coming from the underworld.
Then, Jesus is somewhere where the waves come from. So, the sea symbolizes the
underworld. The line between the beach and the sea is the symbol of the border between
living and dead ones. These people from the Seraphim Church and the narrator have
white bandages on their bodies, which look like shrouds and stay on the beach buried in
the sand up to their waists. They look like dead people with their bandages and half
buried bodies, so they are ostensibly dead. Since they are standing on the side of the
beach, which belongs to the world of the living, they are improper for the world. When
they start to walk towards the sea by transgressing the line between the beach and the
sea with their crosses, they cross the line and reach the dead people’s world, the sea.
They do not fit the world of the dead people either because they are not actually dead.
Since they were first buried in the sand up to their waists and then walked towards the
sea with their white bandages and crosses in order to call Jesus, these people violate the
border between life and death. They intervene in the living people’s order with their
shrouds and half-buried bodies. Moreover, they intervene in the dead people’s side with
their living bodies. The narrator finds what she is looking for in this uncanny scene
because she is also not sure about the treatment process, and she does not know whether
she will be alive or notwhen the cure is finished in the hospital.
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When the woman gives up rejecting the treatment, she is still willing to protect
her own living space consisting of and also symbolized by the pieces of papers. In order
not to leave her pieces while receiving the machine’s treatment, she turns herself into an
inanimate creature by using African masks. The woman narrates her story about these
African masks and Africa after she had a quarrel with the machine about her objection
to the treatment. The machine wants the narrator to throw away the paper pieces which
she hangs on the curtains and hides under the bed in order to start the treatment; the
machine thinks that those papers are obstacles to enter the proper order of life. Although
the narrator sometimes seems to be convinced by the machine about the treatment, she
rejects throwing the papers away. This refusal to come to terms with the instructions of
the machine indicates that the woman declines machine’s invitation to the proper order
of life which is confirmed by society and authorities. The machine wants the woman
have a normal and ordinary life like other people without any piece of papers,
cigarettes, and wet swimwear.The machine objects to the way these objects have a
particular place in her life. However, the narrator prefers to protect her own life with
papers on the curtain, wet swimwear, and cigarettes. Then, the machine gets angry and
begins to shout at the woman. In the end, it can be seen that the narrator agrees to have
surgery but never admits leaving her life style. At that specific moment the narrator
begins her “long Africa tale.” The woman says that she wears African clothes in the

hospital and puts some African masks on her face.

Yiizime BALWALWA maskesi takmistim/LAGOS’ta SAINT NICHOLAS
HOSPITAL’1n kadinlar kogusunun kapisinin 6niinde duruyordum/ o kavgaci
gaga burunla/gelen gegen YORUBA ’lara/ IBO’lara/ doktorlara/ Rahiplere renkli

basma elbiseler giymis satict kadinlara/ hastalara meydan okur gibiydim/
(Burak, 2012: p.24)

The narrator says she challenges the other patients, but she also challenges the
machine and the treatments which force her to leave her papers on the curtains. She
protects her life and her own world from the interventions with the Balwalwa masks.
Furthermore, before the surgery she paints her face with red madder and draws old age
facial lines (Burak, 2012: p.31). Actually, she has a problem with her heart, and the
surgery is necessary for her survival. However, she transforms her appearance into an

inanimate existence. She creates a sphere between life and death with all those
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Balwalwa masks and madders and thinks that it is only possible to protect her own life
order with these masks and paintings.

The masks which this tribe produces have a critical importance because of their
interesting shapes. The tribe which the narrator mentions as Balwalwa is the Lwalwa
tribe who live in the southwest area of Democratic Republic of Congo and Angola.

They are famous for their masks and the rituals which they perform with the masks:

Lwalwa masks are stylized using simple geometric forms to represent the
features of the face. The eyes of the mask are rectangular holes and the nose is a
long flat triangle that often stretches to the top of the head. The ears are reduced
to small bumps and a stylized mouth projects from above a pointed chin.

Lwalwa masks are carved from a wood called ‘mulela’ and colored with a dye
from the fruit of the ‘mukula’ tree, also called the ‘bloodwood’ or ‘sealing wax’

tree.’

The mask is portrayed especially with its sharp lines like eyes as rectangular
holes, and nose as a flat triangle shape. The narrator as a human wears this mask in
order to protect her life and challenge the machine and patients. She puts on the mask
before the surgery; she also applies make-up with madder before the surgery. Make-up
with the madder and putting masks on her face are done asrituals in the tribes. It can be
argued that the narrator prepares herself for her own funeral. She looks like an
inanimate creature when she puts the mask on her face because the mask has
geometrical and sharp lines. These sharp lines have a more inanimate look rather than a
lively one. The eyes on the mask cannot exhibit an emotion; the mouth cannot smile or
cry. It is deprived of all animate features. The narrator wears the mask and transforms
herself into a semi-animate or semi-inanimate creature. She challenges not only the
patients and the machine, but also the established proper life order. The narrator locates
herself somewhere between the life and death with the mask she wears -maybe for her
funeral. The narrator turns herself into a creature between life and death in order to
protect her own order with the papers, wet swimwear, and cigarettes. The proper order

in the hospital represented by the machine does not suggest to her any way other than

S¢African Masks-Lwalwa”, http://www.artyfactory.com/africanmasks/masks/lwalwa.htm, accessed 15.11.
2013.
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dying or living in accordance with its own rules. So, the woman has to create her own
way of living, as she does not want to be limited to the two options imposed by the
machine. With the Balwalwa masks,she positions herself somewhere between life and
death.

The return of the dead can be considered as a cause which creates a crisis of the
proper. Freud asserts that many people have the similar uncanny feeling about the return
of the dead (Freud, 2007: p.238). Although the dead are not expected to be in the world
of the living, they cross the line between the underworld and the living people’s world
and become a source of crisis. The characters can be understood as persons who own
their lives until the story or play ends. However, it is possible to confront the same
characters in different stories or plays by Burak without any explanations as to whether
they are still the same characters or have some differences. Nicholas Royle refers to
Harold Bloom’s theory of apophrades and says “[...] poetry as an encounter with the
dead, with the ghostliness of ancestral voices and intertextual hauntings” (Royle, 2006:
p. 147). The return of the characters in Burak’s works can be considered as “intertextual

hauntings.”

Harold Bloom understands poetry as the return of the dead and uses the word
“apophrades” to explain his ideas. The apophrades is defined as the return of the dead
people to inhabit their former houses, and the day they come is seen as dismal and
unlucky (Bloom, 1997: p. 141). The transition of the characters from one story to
another can easily be noticed in Burak’s stories. Some of them can exactly be
considered as apophrades. For example, it is obvious that the characters in “Sedef
Kakmali Ev” and Iste Bas Iste Govde Iste Kanatlar are the same, yet there are some
meaningful name alterations. Or, some characters in “Sedef Kakmali Ev” are present in

Iste Bas Iste Govde Iste Kanatlar and Sahibinin Sesi.

“Sedef Kakmal1 Ev” and Iste Bas Iste Govde Iste Kanatlar share nearly the same
theme. “Sedef Kakmali Ev” explains Nurperi Hanim’s life after the death of Ziya Bey.
Nurperi Hanim and Ziya Bey live in a house together. Ziya Bey is a very old man who
is already dead in the beginning of the story. It is not clear whether Nurperi Hanim and
Ziya Bey are married. However, after Ziya Bey dies, Nurperi Hanim feels anxious about

the ownership of the house in which they live. Although there are some different
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characters and events in Iste Bas Iste Govde Iste Kanatlar, the main theme is about the
ownership of the house and the struggle to continue to live. In this play, Ziya Bey,
Melek and Nivart are the main characters. In “Sedef Kakmali Ev,” it is obvious that
Ziya Bey is dead.However, the play Iste Bas Iste Govde Iste Kanatlar is based on Ziya
Bey’s ambiguous position. Since the house is important in these two works, it can be
argued that Ziya Bey turned back to the play Iste Bas Iste Govde Iste Kanatlar in order
not to leave the house, Nurperi Hanim, or his own children, who came at the end of the
story “Sedef Kakmali Ev” to claim the house. Furthermore, though the names are
different, Nurperi Hanim and Melek can be the same characters. Both Nurperi and
Melek live with Ziya Bey and want to own the house. Additionally, both of them are
from the Balkans: Nurperi is from Yanya (Ionia), and Melek is from Menlik. Besides,
Melek and Nurperi have the same life story. They were brought to Istanbul as children
to serve men who own the house, and they expect to be the owners of the house after
these men die. It is critical to follow the way the names are changed. In the end of
“Sedef Kakmali Ev”, when Ziya Bey dies, his children come and take the house.
Nurperi Hanim, since she does not have anywhere to go, disappears. She shrinks and
sticks on the bottom of a saucepan. However, Nurperi Hanim returns to take back the
house in Iste Bas Iste Govde Iste Kanatlar as Melek. She cannot come back as Nurperi,
so she has to transform herself into an “angel” because she returns to the world after
death and becomes Melek. So, Ziya Bey and Nurperi Hanim can be seen as the
“apophrades” that Bloom describes. Both of them return after their deaths to the house
in order to take it back. The dead characters of the story “Sedef Kakmali Ev”’ come and

occupy the playiste Bas Iste Gévde Iste Kanatlar.

Melek and Ziya Bey show up in Sahibinin Sesi as the mysterious neighbors of
Bilal Bagana. One can see that this couple is the same one which takes part also in Iste
Bas Iste Govde Iste Kanatlar or “Sedef Kakmali Ev.” However, there is not any obvious
connection between these stories and plays. What makes Ziya Bey’s and Melek/Nurperi
Hanim’s existence uncanny is first of all their positions in the former work. It is obvious
that both Ziya Bey and Nurperi Hanim are dead or vanished. In Iste Bag Iste Govde Iste
Kanatlar, they return to repossess the house and struggle to live, maybe in order to put
their second chance to live to good use. The second chance itself creates an uncanny
atmosphere. In the former case, the characters return from the underworld for revenge

because they want one more confrontation with issue of the house. The house is the
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reason they come back to the world. In Sahibinin Sesi, there is no clear reason why Ziya
Bey and Melek are present in that play. They are just some of the mysterious neighbors
Bilal Bagana has. Yet, as very familiar dead characters from “Sedef Kakmali Ev”, they
seem too familiar in Sahibinin Sesi. However, Ziya Bey and Melek Hanim arise in
Sahibinin Sesi as if they are not the characters of “Sedef Kakmali Ev.” Something which
Is supposed to be unfamiliar turns into something very familiar and creates the uncanny
(Royle, 2006: p.8).

The characters’ lives can be seen as limited to the end of the story, play, or novel
unless the narrator argues that s/he will go on explaining the continuation of the
narrative or characters’ lives. However, without any explanation, the characters from
one story can appear in another play with their all life stories. Ziya Bey and
Melek/Nurperi merely walk from “Sedef Kakmali Ev” to first Sahibinin Sesi and then to
Iste Bag Iste Govde Iste Kanatlar. Although their existence can be explicable and proper
only in the first work, their presence with the same roles in Sahibinin Sesi and Iste Bas
Iste Gévde Iste Kanatlar causes a crisis. Their existence should come to an end in the
first story called “Sedef Kakmali Ev” yet they go on emerging in other works. Since if
someone dies, we do not expect to see her again, it is disturbing to see the moving of
some characters from one work to other. It is a crisis to see a dead person in the world
because she does not belong to the world, so it is uncanny to see those characters in
some other works because they actually belong to their own stories. Since they do not
stay in their proper places, meaning within their stories’ boundaries, and move to other

two plays, the uncanny effect emerges due to this transgression of the borders.

3.4 Conclusion

In this chapter, | focused on the question of how the crisis of boundaries causes
the uncanny effects in Sevim Burak’s works. The uncanny is the dreadful and
frightening because it blurs, violates, or demolishes the borders between the clearly
distinguished spheres. “Afrika Dans1”, Sahibinin Sesi, and Iste Bas Iste Govde Iste
Kanatlar are works by Burak in which one can detect the crisis of boundaries under the

themes of “between inanimate and animate” and “between life and death.”
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Things that stand inbetween the animate and inanimate are usually frightening
because of the distressful atmosphere they create. It is disturbing when something
cannot be classified as animate or inanimate. The machine in “Afrika Dans1” is exactly
something one cannot easily and certainly classify as an “inanimate machine.” It speaks,
feels, and orders so it is too lively for a machine. However, it cannot think and does not
have reason, and, therefore, it is too mechanical to be an animate existence. This
positioning on the border and the inability to be classified as animate or inanimate cause

the uncanny effect.

The bodies between life and death create a crisis of the proper due to their unclassifiable
features. Someone who seems ostensibly dead or ostensibly alive creates an uncanny
effect. One should belong to the underworld or to the world of the living in order to
take her/his part in one certain side. The characters like Ziya Bey, Faik Pasa and the
narrator of “Afrika Dans1” violate the line between life and death. Ziya Bey’s voice
never leaves the house although he seems dead. The narrator in “Afrika Dans1” is alive
yet before the surgeon the woman turns herself into a dead person or even an inanimate
creature. Faik Pasa, though he is dead, seems to breathe. These people lack their lacks,
have excesses. It is impossible for them to exist in the living or dead people’s world,
certainly. The crisis occurs in this very specific moment of blurring and causes the

uncanny.
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CHAPTER IV
UNHOMELY SPACES

4.1 Introduction

The German word for “uncanny”, the original version, reveals so much about the
term. Although the word unheimlich is translated into English as “uncanny”, the literal
translation of the word is, indeed, “unhomely.” So, it can be argued that the word itself
encourages us to think about spaces such as home. Freud, very aware of this reference,
devotes a very long part of his article “The Uncanny” to the etymological analysis of the
word. Freud looks up for heimlich in Daniel Sander’s dictionary in order to show the
connection between his own definition of the uncanny and its original meaning. There
are many definitions for the word focusing on its secretive feature. More importantly,
the meaning of the word, which is about domestic features, is emphasized in the

definitions.

Heimlich, adj., subst. Heimlichkeit (pl. Heimlichkeiten): 1. Also heimlich,
heimlig, belonging to the house, not strange, familiar, tame, intimate, friendly,

etc.

() (Obsolete) belonging to the house or the family, or regarded as so belonging

(cf. Latin familiaris, familiar)

[...]

(c) Intimate, friendlily comfortable; the enjoyment of quite content, etc.,
arousing a sense of agreeable restfulness and security as in one within the four
walls of his house. (Freud, 2007: p.222).

As it can be noticed above, heimlich evokes something related to home. It is
about familiar and intimate belongings, about security, and about being “within the four
walls of a house.” Therefore, home is defined as a place where it is comfortable and

secure to be situated because home is friendly and full of restfulness.

Other than these meanings such as familiar, domestic, and secure, heimlich has
another meaning which is completely dissimilar to the former definition. Heimlich is
described as “concealed, kept from sight, so that others do not get to know of or about

it”, “as though there was something to conceal” by Sanders (Freud, 2007: p. 223). There
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is another definition stated by Grimm: “from the idea of ‘homelike’, ‘belonging to the
house’, the further idea is developed of something withdrawn from the eyes of strangers,
something concealed, secret; and this idea is expanded in many ways...” (Freud, 2007:
p.225). Thus, heimlich and unheimlich are not opposite to each other. Their meanings
do not constitute a contrariness, but rather their meanings merge into each other on a
circle because “[...] the word ‘heimlich’ exhibits one which is identical with its
opposite, ‘unheimlich’” (Freud, 2007: p.224). Although heimlich is supposed to express
something familiar and domestic, it is also used to describe concealed and the secret
things, as Grimm proposed. Thus, there is something secret and concealed within the
heimlich. This equivocality tells us a lot due to the root of the word unheimlich. “Heim”
meaning “home” can be both the source and the effected subject of this ambiguity in the
meaning of the word heimlich. Home is the place where people find peace and security,
so home is supposed to be a place where the habitants are familiar with the objects and
the space, meaning heimlich.Thus, it is not a coincidence that there is an idiom in
English “be at home” meaning being safe. Besides, home is the place where we conceal
something; the secrets and the mysteries are always kept in the houses because of its
very secure feature mentioned above. The secrets, like the inhabitants of the house, are
expected to be in safety at home. However, it is not possible to have something both
concealed and secured all at once. Therefore, home is the exact place that fits the
equivocal description of the word heimlich, not only safe, domestic, and peaceful, but

also mysterious.

The houses used as a space in Sevim Burak’s works provide very important and
abundant grounds to analyze the dual position of the home as explained above. The
houses in Burak’s works are usually seen as shelters at first, and then as places to be
obtained by the characters. Afterwards, it is understood that the house itself is the
source of the crisis in the story; the house actually creates the uncanny. When the home
is supposed to be the protector in one specific moment, it comes to light that the house
is a very crucial factor in the arousal of the uncanny. Moreover, it helps us to make
deeper interpretations to consider some places like a neighborhood, a city, and a country
as “home”. It is better not to define home as a place with four walls because heimlich is
described with terms like familiarity, security, domesticity, etc. Thus, the neighborhood,
city, or country can be the places where we feel secure and familiar, as well. The words

like homeland and hometown do not coincidentally include the word “home” because

67



these spaces can be regarded as safe, domestic, and familiar, like home. Therefore, in
this last chapter, I will focus first on the literal houses in Burak’s works and analyze the
effects of the house in the creation of the uncanny. Then, second, I will look at the
spaces that can be considered as home and show their roles in the uncanny picture of

Burak’s literature.

4.2 Houses cause the uncanny

The house as an architectural space can be seen as the most suitable place for the
occurrence of the uncanny. Anthony Vidler, a prominent academician working on
architecture, emphasizes the existing domesticity and familiarity in the house and states
that: “The house provided an especially favored site for uncanny disturbances: its
apparent domesticity, its residue of family history and nostalgia, its role as the last and
most intimate shelter of private comfort sharpened by contrast the terror of invasion by
alien spirits.” (Vidler, 1992: p.17). The houses in Sevim Burak’s works with their
descriptions and their residents as characters are very crucial features in the arousal of

the uncanny.

The house in “Sedef Kakmali1 Ev” is exactly the example of the invasion of the
domestic and a familiar house by spirits, as Vidler declares. All the domesticity and
familiarity Nurperi Hanim feels take their source from the years she spent in the same
house, but they turn into a tool to create the uncanny. Nurperi Hanim lives in the same
house with Ziya Bey and his three brothers-who are commanders- for a very long
time.After the death of those three brothers, she continues to live with Ziya Bey.
“Nurpert Hanim bu eve geldiginde hepsi sagdilar. On bes yasinda saglar1 kol iriliginde
bir kizdi. Yanya diliyle karisik Tiirk¢e konusurdu” (Burak, 2009: p.12). When Ziya Bey
dies, Nurperi Hanim stands alone in the house that she knows very well. However, the
house, once very familiar and homey for Nurperi Hanim, “turns gradually into a site of
horror” (Vidler, 1992: p.32). After the death of the three brothers, although Nurperi
Hanim is not very happy, she is still familiar with the house and considers the home as a
domestic place. However, after Ziya Bey’s death, the house turns into an unfamiliar and
insecure space, the objects in the house look at her as if she were an enemy. “Durdugu
yer salland1 birden. Cevresindeki esyalar ona diismanca bakiyordu sanki” (Burak, 2009:

p.13). The hostile gazes of the objects turn to Nurperi Hanim -maybe- due to a past
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betrayal. Before the death of Ziya Bey, Nurperi Hanim takes the old objects of Ziya,
Affan, Tayyar, and Haydar Bey from the attic and brings them to Uskiidar Carsis1.

Bir gece kalktt Nurperi Hanim, elektrigi yakmadan tavanarasina ¢ikti. Ziya
Bey’in bonjurunu, ayakkabilarini, saat kordonlarini, rahmetlilerin kiliglarini,

kalpaklarini, pelerinlerini toplayip evden ¢ikti (Burak, 2009: p.13).

Nurperi Hanim does not want the jacket, shoes, or swords at home and takes
them to Uskiidar Carsis1. These objects in the attic can be considered as buried alive.
Vidler interprets the uncanny condition of “buried alive” through an architectural
perspective. He refers to Chateaubriand’s comparison of Pompeii and Rome which
regards Rome as a “vast museum” while seeing Pompeii as “a living antiquity.” Since
archeologists still find some dwellings under the volcanoes or they find skeletons and
furniture under the ashes, Gérard de Nerval states that history is suspended in these
homely surroundings since the remnants are concealed under the homely constructed
city (Vidler, 1992: p. 47). These objects which belong to Haydar, Tayyar, and Affan
Bey are very similarly concealed in the attic. Thus, it can be said that the objects are
buried alive because they stand for Nuperi Hanim’s memories of old and happy days
with those three brothers and a love affair with Ziya Bey. However, they are hidden in
the attic before they complete their missions for the members of the house. Nurperi
Hanim dreams of the old days she had with Ziya Bey wearing his “bonjur”, and Ziya
Bey whispers to Nurperi Hanim “Bonjurumu tavanarasina kaldir” (Burak, 2009: p. 11).
However, it is not sufficient to conceal the objects in the attic in order to forget the
memories, especially if the objects still remind people of the old days and call up the
dead people. After Nurperi Hanim takes the objects to Uskiidar Carsisi, the dead
brothers — Affan, Haydar and Tayyar Bey- appear in the living room and call for the

“missing” objects in the attic.

[...] Nurperi Hanim birka¢ adim atti. Sedef kakmali sehpa iizerine iizerine
geliyordu. Duvarda gercevelerin iginden ¢ kumandan firlamis Nurperi Hanim’a
yaklagiyorlardi. Affan, Haydar, Tayyar beyefendiler. Odanin i¢i Ziya Bey’in
kardesleriyle dolmustu. Onlar1 ayakta karsilamak istedi. Tayyar Bey kirmizi
bryiklarini titreterek ona tipki eskisi gibi bakiyordu. Tayyar Bey’e sofra
hazirlamak i¢in davrandi, Tayyar Bey burnunun dibine kadar gelip sesini

kalinlagtirdt “Nurperi, saat kordonum nerde?” diye sordu. Nurperi kizardi.
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Haydar ve Affan beylerin duymayacag: incecik bir sesle “USKUDAR
CARSISI’'nda sattim,” diye cevap verdi.
“Peki, Haydar Agabeyi’min kilici, pelerinlerim, ¢izmelerim, glimiis nisanlarim?”’

Nurperi “USKUDAR CARSISI!” diye agladi... (Burak, 2009: p.13-14)

The unburied dead Haydar, Tayyar, and Affan Bey come back to ask for their
buried alive objects or memories. The only remnant “sedef kakmali sehpa” moves
towards Nurperi Hanim when three dead brothers approach her. The table’s movements
can be interpreted as the expression of an “insistence on the rights of the unburied dead”
(Vidler, 1992: p. 47). The buried-alive objects ask for the rights of the unburied dead.

After this encounter, very immediately, the house is taken from Nurperi Hanim.

[...]

GELDILER...

[...]

Gelenler ¢ok kizgindilar,

Gogiisleri kortik gibi inip ¢ikiyordu,
Sekiz on kisi kadardilar.

[...]

Kotii bir 6nsezi kafasindan yol yol gecti.
O’nun yangmn duvarli, riizgar firilldakli, simsek cekenli EVINI almaya
gelmislerdi

(Burak, 2009: p.14).

The unburied dead brothers take Ziya Bey along and leave Nurperi Hanim alone,
and then they deprive Nurperi Hanim of the house as revenge for the disposal of their
belongings in the attic. The house which Nurperi Hanim expects to own after the death
of Ziya Bey and thinks of as a homely place to live has always been an uncanny shelter
for Nurperi Hanim because of the buried-alive objects in the attic. While those objects
are a part of Nurperi Hanim’s memories, they also determine the owner of the house.
The objects transform the house into a space of the uncanny for Nurperi Hanim by
calling their dead owners.The objects and the brothers take revenge for the disposal by
breaking the house into pieces. “Birden Nurperi Hanim’in penceresi catirdadi, evin

odalar1, merdiven altlar1 birbirinden ayrildi” (Burak, 2009: p. 14).
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“Afrika Dans1” can be analyzed through the effect created by the hospital as a
space because it creates an uncanny effect through the description of the hospital. The
Saint Nicholas Hospital in Lagos can be seen as a home for the narrator because she
lives in a hospital room; she eats there; she smokes secretly in the opposite room; she
writes in that room;and she hides her papers and needles under her bed in that room.
She wanders in the corridors of the hospital to take a walk. Thus, the hospital can be
regarded as the house of the narrator. Although the hospital is not portrayed in detail,
there are some details that help the reader to imagine the hospital. The first clue about

the hospital building is revealed when the machine calls the patients.

TOPLANIN (Koguslarda)

KIMILDAMAY IN

KIMSE KIMILDAMIYOR (Koguslarda)

HERKES DUSUNUYOR

TOPLANIN

ZEMIN KATTA

HERKES BU CAGRIYA UYUYOR (Burak, 2012: p.11)

“Koguslarda/zemin katta/ koridorlarda toplansalar onu dinleseler bile/ sessizce
birbirlerine sokularak/ AH! MAKINENIN ELINDEN BIR KACIP
KURTULSAK MI ACABA diye diisiiniiyorlar (Burak, 2012: p.11)

The words like basement, corridors, and dorms provide a basis to describe the
hospital. Those are the places that the narrator mostly mentioned in the whole story. The
machine and the narrator emphasize the places close to the ground like the basement

and the door in the basement.

YOKSA

BU MAKINE BENIM DE Mi HESABIMI GORECEK ALT
KAPIDAN

GIZLICE CIKARILAN

BIiR CESET Mi OLACAGIM (Burak, 2012: p.12)

The uncanny feeling that these places create, being located in the basement or at
the bottom of the hospital, can be analyzed with the help of Boullée’s concept called

“buried architecture.” Boullée states that:
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One must, as | have tried to do in funerary monuments, present the skeleton of
architecture by means of an absolutely naked wall, presenting the image of
buried architecture by employing only low and compressed proportions, sinking
into the earth, forming, finally, by means of materials absorbent to the light, the
black picture of an architecture of shadows depicted by the effect of even
blacker shadows (Vidler, 1992: p.170).

Although the hospital building in “Afrika Dansi” is never described, the
locations we read throughout the story are usually the basements or the bottom levels.
Although the buried architecture is defined by Boullée as literally buried, sunken, and
compressed, the hospital narrated in the story depicts similar features with the narrator’s

emphasis on the basement and ground floor.

The other places in the hospital are described mostly referring to some illnesses
or deaths. The machine and the caretaker wander in the hospital in order to collect the
corpses, and they look at several rooms like those on the first floor, the radiology room,
and the endoscopy room. In each room, they find corpses, and they collect and put the
the corpses into black nylon bags. They even find corpses in the garden of the hospital
where belvederes and hammaocks are placed. Although the garden is a place where life
rather than death has its effect, the corpses are everywhere in the garden. The corridors
are also full of ill people; the narrator tells that they have liver disease. The liver ilness
has symptoms very close to death like vomiting, weakness, weight loss, and jaundice (a
yellow discoloration of the skin).® Therefore, the places in the hospital are full of dead
or dead-looking people. The hospital building including the garden is covered with
corpses and dead-looking people. Boullée’s argument about the skeleton architecture
can provide a basis for commenting on the hospital building. The traditional idea of
architecture suggests imitating the perfection of the human body and takes the
“Vitrivuan Man” as the model. Boullée “inverts the theory in order to make an
architecture based on the ‘death form’ of the body” (Vidler, 1992: p.171). The hospital,
perhaps not because of its architectural construction, but exactly because the corridors
and the garden covered with corpses and dead-looking people create an uncanny

atmosphere. The hospital’s walls and grounds are depicted as if they were constructed

®“Liver Disease”,
http://www.medicinenet.com/liver disease/page4.htm#iwhat are the symptoms of liver disease,
accessed on 20 December 2013
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from these dead and dead-looking people. Therefore, the architectural construction is
described through the idea of the dead; “shadow of the living dead” is always on the
grounds and on the walls of the hospital (Vidler, 1992: p.171).

As the literal meaning of the word unheimlich indicates, the houses can be
considered as the source of the uncanny. Since the houses are expected to be homey,
familiar, and domestic while yet concealing secrets and transforming themselves into
unfamiliar and unhomely places, they are the places where the uncanny can
immediately appear. The house in “Sedef Kakmali Ev” and the hospital in “Afrika
Dans1” provide very proper examples due to their descriptions as familiar but dreadful
places. Although Nurperi Hanim is very accustomed to living in the house because of
the long years she has spent there, the ghosts of the three brothers and their belongings
in the attic turn the house into an unfamiliar and frightening place. Since the narrator in
“Afrika Dans1” spends most of her time in the hospital and lives there, the hospital can
be considered as home.With its description as sunken and covered with dead or dead-

looking people, the hospital causes the rise of the uncanny.

4.3 Neighborhoods as home

Unheimlich with its heim in the middle of the word obviously refers to “home”.
As mentioned and exemplified above, the house can be regarded one of the sources of
the uncanny. In this second part, | aim to stretch the perception of the house. Following
the definition of the word heimlich as familiar, domestic, and feeling at home, it is
possible to interpret the heim as the spaces we (are supposed to) feel at home.
Therefore, not only the houses or buildings but also the neighborhoods, cities, and
countries can also be comprehended within the perception of heim/home. The
neighborhood in the play called Sahibinin Sesi can be analyzed in light of this widened

perception.

Sahibinin Sesi provides a very proper basis to approach the “home” through the
perspective explained above. The play takes place in a neighborhood where various
people from different ethnic groups live. Bilal Bagana and Zembul Allahanati’s house
located in that neighborhood can be considered as an important component in the play.
For instance, Bilal Bagana leaves that house in order to wander in Istanbul while
Zembul Allahanati never goes out and gives birth to her children in that house.Other

guests such as Sahende Hanim, Ziya Bey, and Melek Hanim visit Bilal and Zembul in
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that house, and Bilal Bagana’s double, Muzaffer Seza, primarily and continually

appears in that house.

The house is depicted as a frightening and mysterious space. In the first act,
Bilal Bagana covers the vantages of the living room’s windows with clothes. This scene
can be considered as the depiction of the protection of the house by Bilal Bagana. He
wants to keep the house familiar for himself so he struggles to protect his house from
external factors and closes the vantages in order not to permit the entrance of external
factors like the wind. “[...] Bugiin bir yere ¢ikilmamis, havalarin sogumasi lizerine evde
kalinarak, evin pencerelerinden riizgarin girdigi yerlere, kapilarmma kagit tikanmus,
rlizgarin Oniine gegilmis [...]” (Burak, 2008: p.16). Although Bilal Bagana regards the
wind as an external factor that contaminates the familiarity of the house and strives to
protect his house even from the wind, very soon after this scene, Melek Hanim appears
in the house as a wizard. The scene is narrated as if it is Bilal Bagana’s dream. He sees
Melek Hanim while he has a nap, yet he is not sure whether Melek Hanim really enters
the house or not. Melek Hanim puts two spoons under the carpet which symbolizes
marriage in Jewish culture. According to Jewish traditions, after the marriage ceremony
but before the groom and bride enter their rooms, they jump over two spoons.” If Bilal
Bagana and Zembul Allahanati jump over that carpet, it might be interpreted as
indicating they are married to each other because this is a ritual that is done after the
marriage ceremony. Therefore, Bilal Bagana, who does not want to marry to Zembul
Allahanati, becomes nervous because of the secret entrance of Melek Hanim and her
magician manners. Bilal Bagana’s house, very familiar to him, appears to be dreadful
with its mysterious spoons and Melek Hanim’s existence. Very soon after the arrival of
Melek Hanim, Ebe Anastasya comes home, but it is ambigious whether she enters from

the door or prefers other ways which Bilal Bagana suggests:

[...] Ne zamandan beri buradasiniz, ne zaman kapiyr caldiniz? Ben hig
duymadim. Evet, hi¢ duymuyorsunuz, hi¢ haberiniz yok, bir de bakiyorsunuz ki
sevgili komsumuz Ebe Madam Anastasyaaa. Pardon... Eski Rusya’dan
Anastasya Filipovniya... (Goz kirpar alayla.) Koca Anastasya Filipovniya bize

geliyor. Hem de nasil?.. Kus gibi hafif, o usta ayaklar1 ile... Hoop... Bahge

"http://www.jewish-history.com/minhag.htm, accessed on 22 December 2013.

74


http://www.jewish-history.com/minhag.htm

duvarindan... Hoop... Bahge kapisindan... Hoop pencereden... Bakiyorsunuz
iceride (Burak, 2008: p.18).

As it can be seen, Bilal Bagana does not succeed in protecting the house or
keeping the house as familiar as he desires. Although Bilal Bagana plugs up the
windows’ vantages, he can avoid neither Melek Hanim’s nor Ebe Anastasya’s entering
without permission.Bilal Bagana does not only desire to protect and keep his house
familiar and domestic, but also has similar wishes about the neighborhood in which he
lives. He desires to conserve the familiar atmosphere of the neighborhood. Before the
second act, Bilal Bagana is not comfortable in the neighborhood; the house where he
lives mostly disturbs him. However, with the second act, the neighborhood takes
considerable attraction. The second act opens with a summary of the previous act, and
then an anonymous voice is heard. This voice appeals to Bilal Bagana and invites him
to go out and wander around the neighborhood, and, at this specific moment, the

neighborhood becomes the main emphasis of the play.

BIR SES: Heyt... tiil perdenin arkasindan ¢ik, saklanma. Oradasin gériiyorum...
Asker kacagi... Sana ihtar ediyorum... Ortaya ¢ik...

(Bilal tiil perdenin arkasindan elinde tabancasiyla ortaya ¢ikar.)

BIR SES: Pasa evladi... Pasazade. Asker kacag1 sana soyliiyorum. Tiil perdenin
arkasindan degil evden de ¢ik... Mahalleye de ¢ik... Insanlarmn arasma gik...

(Burak: 2008, p. 47,48)

The voice insists that he leave home, see the neighborhood, and wander around.
Rather than leave home, Bilal Bagana prefers to observe the neighborhood from his
window with binoculars. He watches a migration. His old neighbors move from the
vicinity. However, there are newcomers, and these newcomers are relatives of the old

neighbors and Zembul Allahanati.

BILAL’IN SESI: Mahallede hissedilir 6l¢iide bir hareket baslamus, ilk olarak
karsimizdaki tas basamakli evde oturan, “makineci” cinsinden Filip Efendi’nin
cikt1ig1 eve tam bir saat sonra siipheli bir sahis tasinmis ve bizim evi gozetlemeye
baslamistir. Bizim evin perdeleri indirilmis ve birka¢ giin evden ¢ikilmamistir.
Mahallede gé¢ durmamis, tas basamakli evin yanindaki evde oturan ‘“kasap”
cinsinden Nahum Efendi, karis1 ve ¢ocuklar1t meghul bir istikamete dogru gog

etmislerdir. Aym1 eve, ferdasi giin, Kasap Nahum’un yegeni ve c¢ocuklari
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tasinmis, mahallenin asagi kisimlarinda da, tasinmalar olmus, tasinmalarin
yerime gelenlerin, gidenlerin akrabalar1 oldugu tespit edilmis, hepsinin isimleri
Ogrenilerek defterimize yazilip kaydedilmistir.

(Sahne aydinlanir, Bilal gene diirbiinle goriiliir.)

BILAL (elinde dirbiinilyle bakmaya devam ederek): Iki kisi gidiyor, ii¢ kisi
geliyor... Iki kisinin yerine ii¢ kisi... Terakkiyat var terakkiyat... Bana kalirsa
bugiin birseyler hazirlaniyor. Hepsi de Zembul’iin akrabalari, histmlart. Himm.
(Durur) Avam tabaka evlere hakim oldu. Hrmmm demek béyle. Olsun... Daha
iyi... (Durur) Bunlar avam tabakalar1 m1? benim hesabim onlardan kuvvetli,
benim planim onlardan once... Fakat onlar da hazirlikli gortintiyor... Tertip
var... Bu isin i¢inde miithis bir tertip seziliyor... Onu 6grenmeliyim... (Durur)
Baska tertipler de hazirlantyor... Tabii biitiin tertiplerin arkasinda bir kisi var...

[...] (Burak, 2008: p.48, 49).

Bilal Bagana observes the neighborhood and migration day after day and takes
some notes on kinship relations. It is very crucial to note that the play takes place in
1931. As mentioned in the first chapter, Bilal Bagana, as the son of an old Ottoman
soldier, has a double, Muzaffer Seza, a martyr killed in the Independence War, in order
to locate himself in the new order, the recently-established republic. There is a tension
between these two characters as double, and this tension has a very considerable share
in the uncanniness of the neighborhood. Bilal Bagana is doubtful about the organization
of a conspiracy. Although Bilal Bagana implies Muzaffer Seza is responsible for the
conspiracy while arguing that “there is only one person” responsible for the conspiracy,
actually the only person mentioned is Bilal Bagana himself. Bilal Bagana is disturbed
and feels uncanny because of the migration of the poor and common Jewish people to
the neighborhood; the familiar soul of the neighborhood is vanishing for Bilal Bagana.
The Jewish people who move to the neighborhood turn the space into a place unfamiliar
to Bilal Bagana. Nevertheless, he still wants to pursue his noble status as the son of an
Ottoman soldier, and he has the opportunity to have that life until these new residents
come. These poor and common people who are the relatives of Zembul Allahanati
perturb the ideal and heimlich neighborhood Bilal Bagana has. On the other hand, as
mentioned in the first chapter, Bilal Bagana desires to become a proper man for the
recently-established republic and since he is a deserter and he does not want to do his

military service, he appropriates the identity of Muzaffer Seza, a martyr killed in a plane
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crash in the Independence War. Bilal Bagana becomes the man he yearns for by
assuming Muzaffer Seza’s identity, thus beoming a proper citizen of the recently-
established republic. He is a nationalist and against the so-called traitors. Therefore,
Bilal Bagana, as the proper and loyal citizen of the new republic, is annoyed by the so
called traitors of the republic, like leftists and non-Muslims. Since the neighborhood is
settled by the relatives of Zembul Allahanati and some communist writers, he feels
uneasy and calls his friend Osman Sabri who is a state spy. They talk about Nazim

Hikmet.

BILAL: Evet azizim... Artik birtakim evhamlarimim hi¢ de bosuna olmadigini

goriiyorsun. Sana anlattiklarimin hepsi dogru.

OSMAN SABRI: Bu isin ciddiyetinden siiphe duymuyorum, telefonunu alinca,
oblir acil ihbarlar1 birakarak hemen sana kostum. Bilsen, ne ihbarlar. Bizim
Nazim’dan Uskiidar Vapur Iskelesi'ndeki Sekerci Haci Efendi’ye kadar...
(Burak, 2008: p.52)

Then Bilal Bagana claims that someone is following him in the neighborhood.In
order to arouse the nationalistic emotions of Osman Sabri, Bilal Bagana argues that the

one who follows him is a Bolshevik.

BILAL: Ayni adam azizim. Bir kere aksamlari her zaman son vapurdan gikiyor.
Icadiye Caddesi’nden bizim mahalleye bakiyor... Ve yokustan yukari ¢ikiyor.
Diirbiinle tetkik edince tam bir Bolsevik... Bazen de evden c¢ikip, sokaktaki
agaclar1 siper alarak arkasindan ylirliyorum... Her zaman tas basamakli evin

orada duruyor, ondan sonra kayboluyor.

OSMAN SABRI: Cok miihim bir nokta bu, simdi sorduguma dikkat et. Bu

bizim pasazade Bolseviklere mi, yoksa beynelmilel Bolseviklere mi benziyor?

BILAL: Bizimkilere azizim... Bizimkilere benziyor. Sarimsi, Tatar sarimsi...

Bizim Nazim’n yakisiklisi, daha uzun boylusu, yiiziinde yanik izi var... (Burak,
2008: p. 54)

The mentioned man with a scar is actually Muzaffer Seza. Since Muzaffer Seza
is a martyr and hero who has died in the Indepedence War, Bilal Bagana needs

something dishonorable to ascribe to Muzaffer Seza in order to create animosity
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towards Muzaffer Seza in Osman Sabri’s mind. This dishonorable imputation is being a
communist. Bilal Bagana uses the danger attributed to communists in those years in
order to explain the insecurity of the neighborhood. The neighborhood is no longer safe
and secure for Bilal Bagana as a proper and loyal citizen of the republic; it is unsafe and
impossible to live with non-Muslims and Bolsheviks. As long as he stays in that
neighborhood, he can never fulfill his dual identities.He can neither become a noble
man as the son of an Ottoman soldier nor be a loyal citizen of the republic with
Muzaffer Seza’s identity card. He should firstly get rid of the unfamiliar, dangerous,
and threatening neighborhood. Although it is known that some Bolsheviks, like Nazim,

are not in the vicinity, their memories still remain.

OSMAN SABRI: [...] Neyse onu gecelim, eski meseleler kapanmustir. Bugiin
artik Pasazade Nazim bu mahallede degildir. Biitiin akrabalarinin Kuzguncuk’ta
Nakkas Baba Yokusu’ndaki hisimlart Nazim’a kapilarimi kapatmiglardir. M.
Seza’ya gelince herhalde sehitlikte kemikleri bile kalmamugtir.

BILAL: Tam tersi azizim. Mesele kapanmamistir. Nazzm Hikmet kolhozlarda,
Moskova Universitesi’nde ama is bitmemistir. M. Seza &lmiis diyorsun ama
burada bagka adamlar dolasiyor. Nifakin kokii burada. Yakinda Biiyiik bir nifak
patlayacak... Bu mahallenin kaderi boyle. Bir Nazim gider, obiir Nazim gelir.

Bir M. Seza oliir, ikinci M. Seza ¢ikar (Burak, 2008: p.55).

Bilal Bagana believes that the dissension does not disappear despite the
departure of Nazim and Muzaffer Seza because the dissension is hidden in the
neighborhood. It is virtually buried under the houses. While Bilal Bagana and Osman
Sabri discuss the neighborhood and its residents, Osman Sabri emphasizes that the
houses are the sources of the malice and he says that, “Her evin altinda bir fesat yatiyor”
(Burak, 2008: p. 53). The houses in the neighborhood comprise the definition of the
heimlich as “concealed, kept from sight, so that others do not get to know of or about it”
(Freud, 2007: p.223). It is the malice that is concealed and kept from sight, and this
secret malice renders the neighborhood uncanny. The word “fesat” deserves much
attention in order to interpret the position of the space. “Fesat” is defined as mischief-

making, chaos, and disorder by Turkish Language Association.® So, it is crucial to find

8http://www.tdk.gov.tr/index.php?option=com bts&arama=kelime&guid=TDK.GTS.52bc8382edf4f4.241
78153, accessed on 25.12.2013.
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out the implied producer of the malice. Bilal Bagana behaves like a genealogist in order
to reveal the concealed malice and its producers. He keeps records of those who move
to the neighborhood and finds out that they are all relatives of Zembul. He measures the

distance between his house and the other houses in the neighborhood.

BILAL (adimlarini sayarak yiiriir): 1...2...3...4... 5... (Durur) 6... 7...8...9...
(Durur) 10... 11... 12... 13... 14... 15... (Durur) Tam 15 adim... Geriye kadar

tam 15 adim... Nahum Efendi’nin kapis1 bizim evin kapisindan tam 15 adim...
(Durur. Hesaplar.) Bir teneke gaz daha lazim.

(Bilal sahneden ¢ikar.)

(Bilal sahneye girer.)

BILAL: Mahalledeki biitiin evlerin bizim eve olan uzakliklar1 adimlarim
sayilarak, ylriimek suretiyle, Ol¢iilmeye baslanmis; Ol¢tiigim evlerin, yani
diismanlarimin bizim eve olan uzakliklar bir deftere yazilip tespit edilmistir [...]

(Burak, 2008: p. 57).

The malice arises from those who have moved to the neighborhood recently.
Zembul Allahanati’s relatives, obviously Jewish people, are revealed as the people who
cause malice, and they are denounced as enemies. So, the concealed malice is revealed
by Bilal Bagana,but it should be hidden in order to have a heimlich neighborhood. Since
it is revealed, there is only one way to turn this uncanny neighborhood to a familiar,
domestic heimlich space. The neighborhood, i.e., the enemies, should be destroyed. It is
impossible to carry out both Bilal Bagana’s and Muzaffer Seza’s desires because while
Bilal Bagana wishes to live in a neighborhood which is proper for his old status as the
son of an Ottoman soldier, Muzaffer Seza wants to have a neighborhood that fits well
with the recently-established republic. These irreconcilable desires can only be realized
through the destruction of this uncanny neighborhood with its hidden yet revealed
malice. By the end of the play, while Bilal Bagana is planning to burn the
neighborhood, the needle, which keeps going in Bilal Bagana’s body during the play,
reaches his heart and he dies. The neighborhood which can be considered as Bilal

Bagana’s home becomes an uncanny space, and Bilal Bagana cannot live there.
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4.4 Conclusion

The house is a place that attracts attention because of the etymological analysis
of the word unheimlich. The heim within the word unheimlich necessarily indicates
home as a source of the uncanny effect. Since the uncanny emerges because something
that should be concealed comes to light or when something familiar becomes
unfamiliar, or vice versa, the house can be considered as the best place where the
uncanny can appear as Vidler argues. He states that because of its domesticity, its being
the intimate shelter, its comfort and the family histories that it contains, the house is the

favorite space for uncanny interventions (Vidler, 1992: p.17).

The house in “Sedef Kakmali Ev” turns into some place so uncanny during the
story that Nurperi Hanim cannot continue to live there anymore. The house, full of old
commanders’ belongings, does not permit Nurperi Hanim to live there, especially after
the death of Ziya Bey, the owner of the house. The house is uncanny because of the
belongings of the old commanders, and these objects can be regarded as buried alive.
They immediately come up like dead people rise from the grave. These belongings are
still alive because the real owners of the house Affan, Haydar, Tayyar, and Ziya Bey do
not want to leave the house, and they reject yielding the house to Nurperi Hanim. In the
end, Nurperi Hanim, as a poor migrant from Yanya, cannot have the house despite all
the hard work she does for the commanders.The rich and reputable commanders do not
leave the house even though they are dead. The house becomes uncanny for Nurperi

Hanim with those buried-alive belongings.

The house can also be regarded as uncanny because of its architectural features.
“Afrika Dans1” sets an example for this argument with the hospital in the story. Since
the narrator stays there for a long time and spends nearly all her day in the hospital, the
building can be considered as the house of the narrator. She has a room there, she eats
there, she talks to the machine there, and she sleeps there, so it is much more like a
home. Although the hospital is not directly described, it is clear that the places in the
hospital are either in the basement or on the ground floor. This narration has
considerable similarities to Boullée’s “buried architecture” argument. Although Boullée
mentions literally buried buildings or constructions, the narrators’ space can be regarded

as buried through the descriptions. Moreover, the dead-looking people standing in the
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corridors and rooms seem to constitute the skeleton of the hospital building. Therefore,
with its buried narration and dead skeleton, the hospital turns into somewhere uncanny.

Lastly, although it is not possible to make an analysis of the uncanniness of the
house in Sahibinin Sesi, the neighborhood where the house is located provides a basis to
consider the way that the uncanny is produced. Previously, the very familiar
neighborhood became too unfamiliar,lost its domesticity, and turned into somewhere
insecure. This transformation is mostly brought about by the migration of the Jewish
relatives of Zembul Allahanati. Bilal Bagana and Muzaffer Seza, who are the doubles of
each other, have different desires about becoming citizens of the new Republic or being
a noble member of the old Ottoman circle. However, both Bilal Bagana and Muzaffer
Seza consider these Jewish relatives as enemies because of their nationalistic
tendencies. Vidler’s argument about the space and its determinative feature is very

crucial in order to interpret this condition in Sahibinin Sesi. He states that:

Its [space] contours, boundaries, and geographies are called upon to stand in for
all the contested realms of identity, from the national to the ethnic; its hollows
and voids are occupied by bodies that replicate internally the external conditions
of political and social struggle, and are likewise assumed to stand for, and
identify, the sites of such struggle. Techniques of spatial occupation, of
territorial mapping, of invasion and surveillance are seen as instruments of social
and individual control (Vidler, 1992: p. 167).

The Jewish people who become the new residents of the neighborhood are not
welcomed by Bilal Bagana because the ethnic difference is unacceptable in terms of
Bilal Bagana’s desires. As the son of an Ottoman soldier, he is very arrogant and does
not want to live together with those so-called common Jewish people. Furthermore, as a
loyal citizen of the recently-established republic and due to the rising nationalist and
anti-Semitic ideas in the 1930s, Jewish people are considered as enemies and the cause
of malice in the neighborhood. When this hidden malice comes to light, the uncanny

captures the neighborhood.
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CHAPTER V

CONCLUSION

In this thesis, | have tried to develop a new perspective to interpret Sevim

Burak’s works by analyzing the texts through the concept of the uncanny.

| aimed to show how the uncanny works, how it pervades and in the end
captures all the construction of the texts from the characters to the narrative style and
the spaces. | tried to find answers for the questions about how the uncanny affects the
character construction and about what kinds of effects the uncanny have in the structure
of the spaces. | tried to make analyses and interpretations in three themes by firstly
following Freud’s theory of the uncanny and then using Lacan’s supplements to the
concept. | also made use of the further studies of Nicholas Royle, Mladen Dolar, and

Anthony Vidler in order to make a deeper analysis.

In the first chapter of the thesis, the concept of the double constituted the base of
the analysis. The double emerges as the concealed and hidden parts of the characters
and can be regarded as the object petit a because the double may contain the hidden
desires of the characters. These hidden desires are mostly about the social norms which
render the characters unsuitable because of their ethnicity, gender, or social status. Bilal
Bagana and Muzaffer Seza as double characters in Sahibinin Sesi suffer from not being
proper citizens of the recently-established Turkish Republic. Bilal Bagana both desires
to protect his nobility that derives from his old Ottoman soldier-father and be a loyal
citizen of the Turkish Republic as someone does his military service. Since he did not
participate in the Independence War, he has to do his military service in order to be a
loyal citizen of the state, so he takes identity card of Muzaffer Seza, who is a dead
soldier. Very similarly, Zembul Allahanati changes her name into Simbdil because she
does not want to be recognized as non-Muslim in this new state. These characters
change their identities to hide themselves. Neither Bilal Bagana nor Zembul Allahanati
wishes to be known by their former names, but they also do not want to lose their
original names. Then, they repress their original names. The uncanny comes out in that
very specific repression moment. The narrator of the short story “Pencere” can be
considered with a similar view. The narrator observes her double, which symbolizes her
hidden desires. Although it is not possible for her to go out of the room where she

stands, her double walks in the terrace and looks out of the window. Thus, the double in
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“Pencere” displays how the woman as narrator is stuck in the home and how the public
sphere is not proper for her. The double, as the concealer of object petit a, reveals the

tension between the social norms and characters’ improperness within the order.

The second chapter is about the very deterministic feature of the uncanny:
blurring the lines and causing a crisis of boundaries. Some of the characters in “Afrika
Dans1”, Iste Bas Iste Govde Iste Kanatlar, and Sahibinin Sesi create a living space for
themselves by erasing the borders between life and death. Ziya Bey, for example, stays
in a position between life and death so he can still make Nivart and Melek Hanim feel
his existence as the owner of the house and their lives. Or, the narrator in “Afrika
Dans1” turns herself into a creature, or stands near the ocean buried up to her waist
waiting for Jesus in order to create a way out for herself between the surgical operation
and death. She can neither have an operation due to her fear nor die since she is healthy
enough to live for a period. These characters eradicate the line between life and death to
continue to exist. Ziya Bey does not want to leave the house to Melek and Nivart, and
the narrator in “Afrika Dans1” tries to find a way to live within the order which is
constituted by the needles and paper pieces. The uncanny is the only path they can walk
in order to pursue their desires. Especially, the narrator in “Afrika Dans1” resists
obeying the rules of society, and she forms a life of her ownby standing between life
and death.

In the last chapter, departing from the etymological analysis of unheimlich, |
aimed to analyze the spaces which cause uncanniness. The heim within the word
unheimlich caused me to focus on the houses or the neighborhood which can be
considered as home in Burak’s works. The house in “Sedef Kakmali Ev”’ becomes an
uncanny house because of the ghosts of the house owners and especially due to the old
objects hidden in the attic. Since the ghosts of the owners of the house do not leave the
house through the hidden objects, Nurperi Hanim cannot continue to live in the house.
Although she has to leave the house because of the objects and ghosts, she still does not
have a life outside of the house, and she disintegrates into pieces. As a woman from
Yanya who does not have any social security other than Ziya Bey, she cannot continue
to live. Bilal Bagana in Sahibinin Sesi can be considered as a character that is in a
similar position with Nurperi Hanim. Bilal Bagana, with his double Muzaffer Seza,
wants to burn the neighborhood because he thinks that the neighbors are Jewish and

rich, but also that they are poor and common. Because of Bilal Bagana’s unattainable
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desires to be both loyal and a proper citizen of Turkish Republic and to preserve his
noble status as the son of an Ottoman soldier, he cannot bear both “Jewish and
common” people. Bilal Bagana makes a plan to burn the neighborhood because the very
familiar vicinity becomes unfamiliar for him due to his double Muzaffer Seza, the
Jewish relatives of Zembul Allahanati, and some “foreign powers.” Different from these
two situations, the hospital building in “Afrika Dans1” creates the uncanny because of
its architectural description. Its sunken and dark construction and walls described as
covered with dead and dead-looking people cause the uncanny feeling. This
construction of the hospital makes it easier to understand the cause of the transformation

of the narrator from a lively organism to an inanimate creature.

This study has three major limitations. First of all, although the language Sevim
Burak uses in her texts is so unique that it is certainly worth analyzing, the study does
not analyze how she creates a new language within the existing one. Niltfer
Gilingdrmiis’s study on the mother tongue and Sevim Burak’s literature indicates that
Burak creates an artistic language out of her mother’s broken language (Erdem: 2005).
Since Sevim Burak was ashamed of her mother when she was a child, this repressed
respect and affection towards her come up through her texts. Secondly, Sevim Burak’s
texts are not only written texts since visual texts are included within the works. These
visual texts should not be thought of as supportive elements of the works since they
usually stand in very critical positions as the constructor of the narrative. However,
visual texts are not taken account of in this thesis. Lastly, although being Jewish is
discussed throughout the thesis, the discussion is always restricted by ethnic identity
and nationalism issues. Biblical connotations, frequently used by Sevim Burak in

various texts, are not extensively covered.

Taking these limitations and the general discussion throughout the thesis into
consideration, further questions can be asked about the language usage, visual analysis
of the texts, and biblical references. First of all, how can the mother tongue issue be
analyzed through the theory of the uncanny? How is the mother tongue repressed and
then revealed uncannily in Sevim Burak’s texts? What kind of effects does it have on
the ethnicity and gender discussions of the characters? Secondly, visual analysis can be
considered as another aspect of a further study. Sevim Burak’s works can be interpreted
completely if the visuals are included to the analysis because the visuals are not

supplementary but fundamental and indispensible parts of the works. Especially, the
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drawings in Everest My Lord or “On Altinc1 Vay” can be regarded as the recurring of
the repressed and analyzed as the uncanny elements. Lastly, the biblical references can
constitute an important part of the interpretation process. Sevim Burak, as an author
who attaches so much importance to the Old Testament, refers to the Old Testament,
and some legends take place in the various parts of her works. Since there are several
theories linking the unheimlich with Jewish history and Old Testament stories, some
questions can be posed about the effects of the uncanny on the characters and their
religious affiliations. Due to the repressed Jewish identities of some characters, it is very
crucial to study the creation of the uncanny atmosphere because of the Old Testament

stories.

The thesis shows that how the uncanny functions in Sevim Burak’s works
through the analysis of the characters and space. Although there is not any evidence
which indicates that the uncanny is used as a method intentionally by Sevim Burak, the
thesis argues that the existence of the uncanny in the texts reveals a concealed political
and social awareness. Despite the critics’ stating that Burak is not sensitive about
ongoing problems, | tried to argue that Sevim Burak is quite sensitive even to the
problems that are mentioned frequently nowadays in Turkey, like ethnicity, gender
identity, or religious beliefs. It is possible to consider Burak’s recent popularity as
uncanny because her works reveal something that should be hidden like problems about
identity, ethnicity or gender. Her works uncannily disclose the “should be hidden”

issues or conflicts.

Therefore, it is very critical to declare the importance of the uncanny in
analyzing Sevim Burak’s works. As mentioned above, the characters create their
doubles, blur the lines between life and death or animacy or inanimacy, and live in very
frightening and dangerous places. Bilal Bagana tries to be one of the republican elite
without leaving his old identity, the narrator in “Afrika Dans1” turns herself into a
corpse in order to survive, Melek still lives in a house with an ostensibly dead man in
order to own the house and not to be a homeless. All these characters, indeed, are not
welcomed in the order that is constructed by the authorities.They strive to be proper
members of the society,but because of integral parts of their identities which should
remain hidden, they cannot exist in the society as proper individuals. Therefore, these
characters create their doubles, blur the lines, or live in dreadful spaces in order to

survive. The characters always hide or repress their gender identities, ethnic identities,
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or religious affairs in order to be individuals accepted by society and the state.
Certainly, these repressed properties come out, meaning that something concealed
comes to light. Therefore, the uncanny defined very basically as the “recurrence of the
repressed” can be regarded as the best way to analyze Burak’s works. Since the
characters do not have any other way to express them, they uncannily appear in the
narrative or spaces turn into uncanny places. The uncanny becomes the only way out for

the characters in Burak’s works.
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