WITH(IN) IRONY WRITING AS WOMAN:
TANTE ROSA AND CUCE

by

Selen Erdgan

Submitted to the Faculty of Arts and Social Scisnce
in partial fulfillment of
the requirements for the degree of
Master of Arts

Sabanci University

February 2011



WITH(IN) IRONY WRITING AS WOMAN:

TANTE ROSA AND CUCE
APPROVED BY: .’
Prof. Dr. Sibel Irzik ... CQ)\M —
(Dissertation Supervisor)

Prof, Dr. Jale Parla (W A Ao
i
Asst. Prof. Dr. Hulya Adak W

DATE OF APPROVAL: 01.02.2011



© Selen Erdgan

All Rights Reserved



Anneme



Tesekkurler

Tez dargmanim Sibel Irzik’a yazdiklaryla ilham vegli ortaya ¢ikan metin
Uzerine yapfil zihin acgici yorumlar ve engdleri hafifleten tavri icin, Hilya Adak’a
kadin oto/biyografileri konusunda ufuk agan dersigin, Jale Parla’ya kadin yazini
Uzerine kaleme aldiklariyla tezin ortaya cikmaskndgkisi ve dgerli midaheleleri
icin ve Meltem Girle’ye edebiyatin buyuli dinyaanurd@gu o 6zel b miras
biraktgl ve tezinsekillenme sirecinde verglidegerli destek icin tgekkir ederim.

Annem Nuran Erdgan’a zor gecen yazma sirecinde bana gogiezghiz 6zen
ve anlays icin, babam Aydin Erdgan’a beni guldurerek sikintilarima ortak olmanin
yolunu buldgu icin, ablamilksen Sahinkaya’ya ve abim Sancar Eggdgm’a ihtiyacim
olan her anda hem kalbimi hem aklimi dinlediklgm@ruldusumda elimden simsiki
tuttuklari ve giclerinden gug kattiklari icirgeédkr ederim.

Ezgi Dasru’ya Sabanci Universitesi deneyiminin en dostaasas! oldgu ve
kendisini bugiine tadig icin, irem So6zen’e dertleri kendi yar gibi paylatigi ve
calisarak gecen gunlerin gimlarinisenlendirdgi icin, Basak Deniz Ozdgan’a teze
devam edebilme cabasinda beni yureklengirdie metnin son halini almasindaki
yardimi icin, Akif Ercihan Yerliglu'na kitiphane kafadaginin étesinde s@igimla
da ilgilendgi icin, Acar Erkek’e dikkat datici unsurlari ortadan kaldiglicin, Sait
Bayrakdara ve Go6zde Benzet'e ‘online’ desteklegginj Ebru Goézacan ve Birin
Topcudere’ye sen sakrak ‘ladies’ nightlar icin, Dr. Serdar Serdglona
yorgunlygumla ilgilendgi icin, Sinem Zirg'e, Nisa Turker'e, Miray Komdurci'ye,
Melis Tegan’a ve Emir Rauf Gokbudak’a yillara yayilan dogtimuzu tez doneminde
ikiyle carptiklar icin, ve Firat Yucel'e yirmili glarin hizli d6ngdminin en énemli
parcas! olarak bu tezin ortaya c¢ikmasindaisize payl ve bana burda ironi yapma
olana verdigi icin tesekkur ederim.



Abstract

WITH(IN) IRONY WRITING AS WOMAN: TANTE ROSAND CUCE
Selen Erdgan
Cultural Studies, MA Thesis, 2011

Prof. Dr. Sibel Irzik, Thesis Supervisor

Keywords: Romantic/unstable irony, Socratic irony, authoriaubjectivity,
parody ofbildungsroman

The aim of this study is to analyze the functionrofly in women writers’ novels. The
initial question is if irony plays a subversiveeoh women writers’ novels in favor of
female identity and writing as woman. In this comteSevgi Soysal'sTante Rosa
(1968) and Leyla Erbil’'Ciice(2001) are examined. Different types of irony dneir
varying applications within the novels are preséntand it is ascertained that
Romantic/unstable and Socratic irony are usedredteely in these novels.

As a result of the analysis on the use of ironycsjally in these two novels, it is
argued thaTante Rosa&merges as a parodylmfdungsromarthat undermines the idea
of self-development, an@ucepoints to a rather fortified authorial voice ti@beyond
the fragmented representation of the selves imdivel.



Ozet

IRONININ iCINDEN KADIN OLARAK YAZMAK: TANTE ROSA/E CUCE

Selen Erdgan

Kultirel Calsmalar, MA Tezi, 2011
Prof. Dr. Sibel Irzik, Tez Dagmani

Anahtar Sozcukler: Romantik/belirsiz ironi, Sokratik ironi, yazarinrigligi, gelisim
romani parodisi

Bu tezde amagclanan ironinin kadin yazarlarin roaramdiaki glevinin incelenmesidir.
Yola cikarken sorulan soru ironinin kadin yazardaromanlarinda kadin kingi ve
kadin olarak yazma konumu @aminda dongttricu roli olup olmaghdir. Bu soru
Sevgi Soysal'inTante Rosg1968) ve Leyla Erbil'inClce (2001) romanlari 6zelinde
cevaplanmaya calimistir. Cssitli ironi tdrleri ve kullanim bigimleri saptanmive

gozlenmitir.

iki romanda ironinin incelenmesi sonucundante Rosain bir gelsim romani
(bildungsromah parodisi oldgu ve Cicénin parcali benlik temsillerinin 6tesinde
gucli bir yazar sesingaret ettgi iddia edilmitir.
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Chapter |

I ntroduction

Irony has been considered as a distinguishing feabfi notable artistic production
which encompasses writings from pre-modern to pustern figures (Booth 1975:
201). It also has been in the service of varioekl$éi such as philosophy, visual arts,
histrionic art and etc. For our concern within fledd of literature the ways to generate
irony and its subtypes vary widely, and a singte|usive or exact definition of it is not
possible. Therefore, rather than fixating a cer@efinition, going over the historical
development of the term and choosing the momeatsviiil be relevant to the subject

of this thesis will be more convenient.

A. Pre-Modern Irony

The first use of the terneironeia occurs in Socratic dialogs as a rhetorical
method to reach knowledge. Socrates pretends tthédgnorant one whereas he
deliberately allows the other party to expressitieas with confidence to extract the
“truth” from his interlocutor. In other words, Satic dialogs depend on his so called
naivety before his interlocutor and aims to contesns of received knowleddeThere
iIs an intended truth which is not directly addressnd it becomes the ironic

representation of “truth” or “knowledge” since bghi out by his fake ignorance

! This first version of irony pertaining to the aewi Greek, is argued to be negative in
the sense that it becomes a tool to deceive trex ptirty and prove one’s own right. It
serves to mere rhetoric. This negative understgndinSokrates’s irony prevails until
Aritoteles explains it as Sokrates’s modesty tha&ates contrast with the ignorant
party’s arrogance. When the concept of irony meleés Latin world, with Cicero,
Socratic irony is thought to serve as a meansdsgnt good morality (Guc¢bilmez 2005:
14-15).



(Cebeci 2008: 87-88). Such pre-modern understanafingny is based on a belief in

the ‘good’ that is to be reached.

Other than as a practical method used by Socratsatic irony also emanates from
the contrast between what is inside and what is feen outside. He is presented as an
ugly figure who has inner beauty and wisdom, archsontrast embodied in the figure
of Socrates is the source of irony. Similar to $ileni of Alcibiades, who posseses two
aspects quite different from each other, Socrapsesents the condition of irony that
creates a tension between the surface and whaejs idside (Behlef) In other words,

irony is inherent to Socrates’s character.

This position of the ironist is defined with regaal its opposite by Aristoteles. He
explainseiron in relation toalazon Presenting one’s ideas in an excessive, haughty
manner is defined adazoneia(like Socrates’s interlocutor) whereason (the ironist)
disguises himself and is rather diminutive dwellorglacks rather than excesséson

is affiliated with modesty where he emphasizesdeiiciencies rather than abilities. In
ancient Greek comediesiron functions as the opposite alazon and the contrast
between them turnalazoninto an object of laughter (Gucbilmez, 14&iron is the
attitude of the wise person aathzonwith his arrogance falls into the position of the

fool.

With Pyrrho the state cdtaraxia comes into the picture. It is a state of mind ikab
be reached by the wise person who has no conclusiggver in the face of the

ambiguities of life and embraces inertia. The asnto live without having exact

2 Cebeci quutes from Behler.



judgments which opens a space for simultaneity aftrasting phenomena (Cebeci,
280). The ironist acknowledges the absurdity oft&xice and considers ideals such as
freedom, justice or religious belief as ridiculdascause of the inherent paradoxes of
universe (280). Therefore, the ironist's aim shobkl to reach an ignorant attitude

towards the absurd world, namely a serataeaxia (280).

Irony undergoes changes in time and in the handsirdfers and artists. Although there
are obvious departure moments that attach irorfgrdify functions, one can also locate
a continuum within the overlapping of certain nago With Romanticism irony
becomes the building block of artistic creation ayiftt and emerges as a critique of
Enlightenment reason, against its “restriction ... do universal human norm”
(Colebrook 2004: 46). The Romantic challenge wasotttest given reality, and praise
art and artistic imagination in the face of praaticealities of life. In Socratic irony
there is the presumption of an ideal truth whetbage is no predetermined truth before
Romantic irony (Dellalglu 2002: 103). This lack of truth and due stanceths
Romantic artist runs with Phyrroian stateabraxia which embraces ambiguity. This

conjunction will be more apparent in the detailggdlanation below.

B. Romantic Irony

a) Ironic Attitude

Ironic attitude, which was the true mode of life Romantics, became a style of
existence rather than a rhetorical figure. It feran of consciousness and pertains to the
artist’s attitude towards the world. Romantics amkledged that human understanding

will always be lesser than a God-like point of viewd humans will always undergo



this cosmic joke. They recognized that people caascape being “dupes and effects of
a life with a power well beyond [their] control” @zbrook, 49-50). This acceptance of
the eternal lack is akin to Phyrroiataraxia which understands irony as the mere
possible attitude revealing the ridiculous positidrihe human as well as following any
ideal. What remains is a silent smile on the fdue philosopher. However, for the
Romantic subject such smile is also the harbindethe lack and distance from an

origin.

For Romantics life is not a fall from or the lods‘an original infinite plenitude;” it can
already only be finite and incomplete. They invertbe familiar order between origin
and effect (48). The presupposition of a paradesfere the fall or loss is eliminated.
However, the notion of fall is still prominent ssart (poetry) “presents itself as fallen”
and the self is already fallen but not from an iori@9). Romantics acknowledged the
finitude of the fall and the fact that it is thdfdbat creates an idea of origin that is lost

(49).

The Romantic consciousness of this finitude andh@eiubjects of a power that is
beyond their control engenders their ironic at&tudt is a position that oscillates
between the limitations of daily life and the desio break those limits to reach the
transcendental. The consciousness of the limitataespite the desire defined ironic
attitude. In other words, irony became the indispdte shelter for Romantics
embracing the contradictions and plurality of idigntit became a sincere attitude that

incorporates the incoherence of the self (Defaip103-107).



b) Contradiction

Romantic irony is not a mere transference of theosjte of what is said, it is an
equivocal utterance, a simultaneous expression asdoxical viewpoints. It is a
manifest contradiction and looking for a “hiddennse’ behind the irony means
conceding a stable meaning which irony aims tougis(52). It rather sets out to

achieve a disruption of common sense, communicatiohan assumed coherence (55).

The stress is on the equivocity and the contradjcpositions of the speech. Poems
written during the Romantic era are “about the pressible, unimaginable or
unrepresentable origin of life and consciousne€®iebrook asks if there is a way to
speak about the unspeakable and draws attentithre tpower of irony to embrace the
contradiction of saying that a term is not représiele in language is already a
presentation of the terma$ untranslatable.” Maybe not the representation raf t
unrepresentable but irony comes about to be theessin and espousal of the
impossibility of transparent meaning (Colebrook).38 other words, Romantic irony
calls the moment when the inadequacy of languadél tihe gap between infinitude
and consciousness was recognized (Gugbilmez, @)y became the mere figure of

speech within which this gap is represented.

¢) Self-consciousness

In Romantic understanding an ironic text demonstran awareness of its own
inadequacies. So, it is with the Romantic notiomrary that the idea of simultaneity of
critique and self-critique as well as the powerirohy to generate multiple point of
views and meanings that are in contradiction witithe other, come to the fore.

Colebrook argues that this stance can be summarizédee major characteristics. First



of all, the texts are not complete and closed iestitOn the contrary, they are
fragmentary and incomplete which refer to a proaassreation rather than an end
result. The ironic text reflects upon its own momnaingeneration. Secondly, a notion of
intention or objective is not a part of thoroughignic text, ironic speech is “self-
undermining and internally contradictory” (65). Ttierd notion is the critical side of
irony. For Romantics art is not a beautiful thimy anore since it has to reflect upon its
own origin which is already distant and differendrh itself (66). There might be a
desire to compose complete works of art, howevem&htics are aware of the fact that
such desire is doomed to failure. So, irony “workgainst its own striving for
completeness” since such an attempt has to failvelier, “that failure itself is a

moment of partial illumination” (66).

d) The Artist and Subjectivity

The search for truth or its expression in Romaptetry breaks off from the
idea of reaching an origin and fullness, it rattuens to the artist’s inner voice which is
already fallen and cannot avoid incompleteness. &ia irony is the form that can
reflect such incompleteness bearing the artistgfirconflicts, and it is the artist whose
privileged position as the source of creation @attihan an origin) is recognized. The
novelty of Romanticism lay in this emphasis on dinigst’s creation, on its closeness to
express the self in a fuller sense in poetry deststlack of perfection in the face of the
loss of origin. So, with Romanticism artistic cieatand the subjectivity of the artist

(poet) became prominent (Gugbilmez, 15).

The subject was seen as a continuing processafien rather than a bed rock which

comes before judgments. When language is aimeceftett upon and know the self,”



the Romantic ironic subject heads for self-undenngjralong with self-consciousness.
The self is transformed from an identity to an ‘&fiective, spontaneous and open
existence” within the language, more of a prochas implicates itself within the act of
language than a thing that can be representednigydae (Colebrook, 51). And the life
itself was apoiesiswhich allowed “the fall of life into fragmentedethched and finite
productions,” therefore life is a process of cr@at{51). As well as a rejection of
reason, such understanding of life is also a derfidife as an activity aimed for a
certain purpose. For Romantics life is nqiraxis going towards a “functional end” and
the outcomes of its creation are exempt from pwepubexpression of human intentions
(52). Devoid of conclusive purpose and an initiatht the Romantic subject is a process

which is against identification even with itself¢laloglu, 103).

For the ironic subject the possibilities are untadi and such assumed omnipotence
pretends a god-like subjectivity. The possibilitees infinite and the subject is unstable
and hesitant before those possibilities. Such llgia is an emancipatory position

which considers other probabilities and endowssthigect with both an acting agency
and a position of spectator. Thus, the subject ptself to multiple identities (106-7).

Therefore, irony also pertains to the dialecticwssin the self and the other (101).
Because Romantic irony also works within the camssmess of its own inadequacies
and incoherence, for the process of self-critigalite subject is both itself and goes
beyond itself (101). This endless persistence afyirprecludes any identification for

the subject whose loss of origin is permanent.ethyerengenders the inheritance of the

incomplete modern subject.



The Romantic understanding of artist’s self-conssiess and the notion of an eternal
lack are features that also define the moderntaftiee modern artist’s major frustration
is the futility of an attempt for perfect creatidtnowing that at the outset endows the
modern artist with a self-consciousness which o @ defining characteristic of the
modern notion of subject. Thus, the modern arsisbhliged to self-criticalness which
would reflect upon her/his pre-given lack withimdmage that is the impossibility of
representing the self fully. However, as Paul denMmints, this resemblance also
incorporates a straightforward difference betweemBntic and modern understanding
of irony: The self is betrayed by language in Rotitamony as well, but it still hangs
on to an “inexpressible or ineffable self or subjeahereas modern irony rejects the
“possibility of even thinking of such a pure self ineffable subjectivity” (Colebrook
124). Modern irony eliminates both the idea of wrignd creative subject and what is

left is the mere productive power of language (124)

C. Irony, Femininity and Writing

The major concern of modern writers is to revealitgwithin the perfectionism
of art. This hopeless struggle of modern writeslasmed to failure and incompleteness.
Soysal and Erbil get their share of the imperfectidherent not only in the status of an
author but also in being a woman. As the statuseofg a female writer comes into the
picture, the concern about the impossibility oftimg and the fear of failure, which
authors such as Kafka and Beckett expressed, stheutdought of also in relation to

the social category of gender, with which the ingpmiity of writing is interwoven.

The concept of ‘women writers’ has been a contrsiaérissue because both an

announcement of such category or not taking anigeat it cause problems when the



political significance of writing as a woman is aeded. History of modern literature is
figured as the son’s oedipal conflict with his fathn order to gain his own authority
and in this picture women writers emerge as thiee'iotof such figuration. Concurrently
the phallocentric structure of language endows viloenan writers’ position with a
political value. Similarly in the history of modepuolitical and philosophical thought
femininity is defined by exclusion and alterity (Mhall, 1994); and what feminist
study did in late twentieth century is to revealttfcategories of reason and knowledge
are marked by sexual difference” and reason, krayde history, power and man are
concepts that reflect the gendered setup of hisbértheory where they emerge as
universal categories (Alcoff 1996: 14). To overcothes gendered set up, a simple
claim that women should be added to the spherenofd’ and ‘reason’ would affirm
the construction of those concepts on the basiwarhen’s exclusion (16). In 1980s
feminists began to affirm methodologies that doexatiude the bodily knowledge from
the realm of theory. It is a critical gesture agaitie binary oppositional configuration
of the feminine as sensual in contrast with théeonal mind. Feminists attempted to
develop their critique regarding the intensiveidibal forces in order to relocate “the
role of bodily experience in the development of\klexige” (17). This move introduced
the idea that the mind has never been independethiedbody and rational thinking
subject of philosophy is already gendered and neets deconstructed in order for the

‘Others’ of reason to be rethought (17).

One of the channels of such rethinking in the amanguage is feminist interventions
by psychoanalytic theorists. They focused on thgatiee constructions of femininity
within a repressive patriarchal system of languageopposed to the “universal,

disembodied and male-identified” consciousness t@tmmo 2001: 118). French



feminists from the “ecriture feminine” (female vimig)) ecole, most notably, Kristeva,
Irigaray and Cixous problematized language as eddmkdn power systems and as
obliged to work as a tool of patriarchal expressidheir feminist deconstructionist
works on language and subjectivity, with a commamcern of focusing on the
processes within language in order to debunk pah#& order of language, envisioned
a “female language” (Humm 2002: 140-141). Becabhsdr tmajor struggle is against
phallocentric language, they both criticize and psgchoanalysis; and what Lacan’s
theory provided is a conceptual framework aboutpiteeOedipal experience. That is to
say, feminist psychoanalytical critics drew attentito the infant's attachment to its
mother rather than concentrating on the Oedipaticgiship with the forbidding father
(Morris 1996: 113). Irigaray drew attention to ttiefinition of feminine identity as a
lack as opposed to phallic presence that owexissemce to the feminine lack. Helene
Cixous linked this binary oppositional reasoningdaanale libidinal economy based on
possession and property” in opposition to womeibislinal economy based on gift. She
attributed “giving without calculating return” t@rininity which meant an abundance
that disturbs fixed identities and categories. Hestte advised her fellow women to use
their body to communicate, the language of gifttlas foundation of their writing

practice (Morris, 119-121).

Such envisioning of a ‘female language’ springimgnf the realm of the body, the
attempt to create a “new” means for femininity wittanguage by praising the female’s
bodily attributions has been highly criticized féalling into essentialist ways of
thinking. In the context of feminist studies thatrgue the ways in which the gendered
establishment of history of thought developed andouwered such ways of thinking in

order to abrade them, such celebrations of the bloatydisregard its constructedness

10



are also problematic. Attributing a superior pasitio the feminine, it rather takes us
back to a dilemma that feminist writing has iniffatontested: feminine being defined
in its alterity with regard to its natural dispasits. However, the way to define alterity
is still a controversial issue. Although such wisappoints women authority as subjects
of self-writing and as producers of the knowledfgewt themselves, it also constrains

women to a given biology.

So, how can woman writers form an authorial positio the face of their already
injured subjectivities? Do reckoning the circumsisiand processes that enabled such
position, and having a critical distance help twifa way out for the woman writer from
such configuration? How is a redefinition or rediimg of this authority is possible

without inscribing the critical subjectivity to tlyggven sex?

Lydia Rainford, in her book ‘lIrony, Femininity arkeminism’, argues that irony, as a
means of disrupting settled values and truthsiitie@l for feminist literature because of
its capacity to operate within the structure it gjimns (2006: 3). She writes that irony
has the power to imply the truth beyond expressidren the repetition of certain
beliefs and values are realized in way to negagenti§3). For her irony can reflect
women’s controversial positioning in writing becausf its quality to reveal self-
knowledge “without actively positing this knowledg® claiming authority for it” (3).
Since irony dwells within the structure it quesspand inquires and negates the value
of this structure by repetition, namely withoutesfhg an unbounded, new form of
feminine writing, the attempt to provide non-phatiatic order or to challenge
hegemonic masculinist cultures can trick the rigkadiing into essentialist definitions

(3). In other words, depending on its expressiverggato mean something else while

11



being the repetition of an ill remark, Rainford riites irony a power of
simultaneously negating hegemonic values and imglgnother thing. She sees ironic
mode as “a form of internalized agency for the fasif which reflects the feminists’
double relation to the patriarchal structure tisaits indebtedness to what it criticizes.
With irony woman'’s alterity becomes an advantagemnvhsed to “negate the terms of

prevailing hierarchy” (3).

E. Tante Rosaand Ciice

This thesis focuses on the use of irony speciffaallSevgi Soysal’'§ante Rosa
and Leyla Erbil’'sCliceto understand its function in the problematizatiéniving and
writing as a woman in these texts. This projectsagkirony becomes a means for
dealing with problems of writing in general, as Mas with the authorial presence of a
female writer along with an inquiry of plural idérds and incoherent selves. It also
aims to understand if irony empowers the womanesibjyith a subversive position

since it provides a multiple layered creation ofamieg and a critical quality to it.

Apart from the use of irony internal to the texthen irony is directed against the
author herself or the text itself, the authoriasigon of the writer and the significance
of the text are shaken. However, paradoxically,athorial position is strengthened at
the same time. Self-criticalness (or reflexivitg) an important notion of modern art
because as the modern artist is faced with the gegaf perfection in art, self-
criticalness and recognition of the impossibility merfection and impossibility of
representing reality becomes a means to deal with smpossibility. In other words,
when irony is directed to the self, the author Ibees transcendent over incapability and

acquires a stronger subject position. lrony becaimespproach to deal with the reality

12



that the author is not capable of changing, nameheans to survive by writing. On the
other hand, the author’s subjectivity is fragmenivgdthe arrows of her own sarcastic
taste/pen: As irony is a double layered narratienhhique pointing to plots in

contradiction and does not necessarily includenglsiupcoming meaning or truth, the

subject position in question comprises of the lodited layers of such irony.

In its Romantic and modern sense irony relatesho doncept of melancholia in
psychoanalytical terms with regard to the moderitewwho lacks perfection of her
work and the possibility of expression. Failuranginsic to the idea of perfection in
creation so the writer is engaged in a search ddotoefailure. The loss is not
replaceable. In his essdjourning and Melancholid&reud makes a distinction between
the two concepts: In mourning the lost object oideis definite and ego can be
absorbed by the work of mourning and replacememh®fobject of desire. Whereas in
melancholia what has been lost is not seen cleanky,as the lost object is unconscious,
the sense of lack is internalized. In the act oumimng the outside world is seen as
empty and meaningless, while in melancholia ithis €go of the person that becomes
worthless. The melancholic sees herself as “indepab any achievement” and the
extent of self-criticism reaches a “delusion of {mha moral) inferiority” (245-246).
Departing from the concept of melancholia, modemitew is contracted with such
longing for the impossibility of perfection in auch melancholic creativity lives on a
never ending search for meaning, although thetastisware of the impossibility of
reaching the ideal truth. It is not an understagdihtruth as a representation of reality
but a truth despite reality. So, it is not an afteto create representations of reality, but
to revolt and work against present forms of existerspeaking of women writers, apart

from the impossibility of attaining the ideal trutthe fact that a unified subjectivity is

13



unreachable, is also at stake. The loss of authanmid coherence is intrinsic to

subjectivity of the woman writer, hence her melaiich

In Tutkulu Percenwhich precede3ante Ros&evgi Soysal presents a pessimistic and
desperate protagonist and it is said that she Wratte Rosa during her most depressed
period of her life when she saw herself as a faffudowever, the use of irony in the
novel undermines the instance of both “being aifailand “a success.” Rosa’s story is
composed of her never ending trials to become “some—princess, a nun, a circus
performer, a wife, a prostitute. However, the nasehot abecomingstory; it is rather

an ironic approach against the idea of developitg a coherent self.

Author’s daughter Funda Soysal writes that altholighte Rosds not Soysal's first
book, it would initiate the reprinting of all heotks byiletisim Publications “because it
is the most convenient piece which introduces itgewto the reader” (Soysal 2008:
11). The novel contains autobiographical elemermfSevgi Soysal's life depending
on her family background. She chooses a Germarexbwhich relates to her maternal
side that is of German origin and Rosa can be thioofjas a character that is inspired
by reflections from her grandmother Rosa and hetsalErdal Dgan points to the
parallelism between Sevgi Soysal's maternal fanfilycluding herself) and the
character Rosa regarding the similarity betweemthreterms of being women who let
go of existences that are built on conjugal grouf@@3: 100). Rosa is constructed as
someone who takes the risk of leaving when shesggdather than sticking to ‘safer’

forms of existence. In one of her interviews Soysaharks that withTante Rosashe

% In the foreword ofTante RosaFunda Soysal quotes her mother's remark that she
began writing the book when she saw herself agduadafelt her existence meaningless
and unable to realize anything in her life (Soy%#8: 15).
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wanted to emphasize the fact that leaving does@cgssarily satisfy or glorify the one
who goes -regardless of how strongly the left paegerves to be abandoned. | think
this remark also relates to how the irony of tleidn intensifies in the contradictory
composition of the character Rosa. Contradictorgxwience of awareness and
ignorance erases the possibility of a coherentfeelRosa and the irony here (since it
points to Rosa’s dichotomous manners) implemenssing from monolithic identity

towards plurality” and endows “the subject [Ros@hvireedom” (Dellal@lu, 107).

Leyla Erbil is a writer known for her “revolutionagrammar” that plays and disrupts
the structures of language; and effects of “deiogatin her texts. Predictably her
critical approach is accompanied with a sharp tengndowing her works with a
flourishing irony and satire. | chos&liceto analyze in this thesis because it is a text
that can be seen as a writer’'s self-inquiry in ltgbt of her own values and concerns
that also reflect upon the complexities and entmght of writing as a woman and at
the same time staying truthful to one’s own vali¥e. withess the writer breaking her
oath, to whom staying true to her values is thé @iser art. Her submission exposes
the burden of authorship within a harsh system el ag writing as a woman inside an
insidious culture saturated with hypocritical ethiand the burden of being degenerate.
Erbil relates her subjectivity to her persona as dluthor and her irony also works
against this author persona. There emerges bdtinad suffering and method of self-
authorization through this sufferinGiiceis the most relevant text when Erbil’'s general
attitude is at stake because of its self-critioazdldy since the claim of authenticity is
under attack by the writer's own sarcastic pen.ilBrliterature is built on certain
ethical principles of her own ar@iicecomes about to be a text which attacks its own

writer and emerges as a self-interrogation of thigewin the light of those values. In
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other words, it is a text that undermines Erbilgharial persona, which she cultivated
through a long-suffering and deliberate withdrawat, at the same time it is the mere
expressiorof how she constructs her “self.” The overarchinogy of the text lies in the

fact that Erbil mimics herself with the protagordsinime.
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Chapter I1

Tante RosaParody of Bildung

A) Source of Irony

a) Situational and Dramatic irony: Rosa is being mocked

At first sight the source of irony ifante Rosas the character’s foolishness, the
irresponsible perkiness and ignorance that lead$¢chediculous conclusions. Rosa is
empowered with courage to follow her dreams; howekier bravery is launched by
naive fantasies. She is not glorified as an idigairé and her perkiness is revealed as
the chapters eventually tie up to situational @nahttic irony. Situational irony emerges
from the contradiction between the circumstancesaRonds herself in and the
interpretations that she draws from her own expegs, and dramatic irony results
from the contrast between the reader’'s awarenesssdgfiation and Rosa’s ignorance.

That contradiction is introduced from the very lmegng.

The story begins with the chapter titled “Tante &@ould Not Become an Equestrian
Performer.” Rosa is readir@heek by Jowl with Y8uaweekly family magazine, which

is her life-long guide with supplements of romanceels and news about high society.
While Rosa is reading the magazine, she sees ar@iof Queen Victoria, where the
gueen is riding a horse dressed in soldier unifodwsng her visit to the household
cavalry mounted regiment. Being dazzled by thelg$ turned on the queen, Rosa

decides to become a performer in the circus, whleeeends up as a dung cleaner.

* Sizlerle Babaa Dergisi
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Subay Uniformalarinin en parlak, subaklarinin en dayaniimaz
oldugu savain ilk yilinda, Rosa her gece olglu gibi cadirin
deliginden at cambazi kizin numaralarini seyrediyordeligb
blyutmek icin gecirg@i parmaklarinin arasindan bakiyor, at
cambazi numaralarini kendi yapiyogpasina kurdgu di,
parmaklarina sinngi giibrekokusuyla bile boliinmiyorduiste
hopluyorum; §te atladim yerelste yine atin tepesindeyiniste
kaldirdim bacgimi, iste cilginca allglaniyorum. O kim, o en
onde, gozleri parlak diinelerinden de parlak gmen? Bana
bakiyor; bana deli gibi sek; her gece geliyor; beni seyredip
gidiyor; simdi en parlak numarami onun icin yapgeca. At cok

hizlanmasa da taklami zamaninda atabilsem (18-20).

Rosa starts working in the circus following herciaation with the prince and dreams
of playing the roll of the princes. However, shecigarged to clean circus animals’
dung. This strong contrast between the reality lm#rdwishes, the smell of dung in her
fingers while watching the performances do not Keepfrom illusions of a prince that

is in love with her. The situation gets worse amd#s reaction can be read below:

Birdenbire ansizin bir ¢atirti. Catirti yayildi saraydinhk. Sonra
daha aydinlik, daha ydinlik. giklar en sonra. Sicak. Catirti.
Alev. Alevler. Bir dizl simsicak isitiveren, sariveren alevler. Rosa
alevlerin dort yani sargini gordu. Seyircilerin - oraya
kosustuklarini, direklerin yangini, sirk mudurinin soveiind,

dumandan tepedeki renkli ampdllerin kararivgirdj herkesin
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kapiya kgtugunu, kapinin dar oldiunu gérdi. Ama o, cambaza,
sevgilisine son numarasini yapan kendine bakiyordu:

Tam kaldirmgtim bacg&imi, 6énce catirtiyr sonragiklari duydum.
Gosteri gcemberinin kenarindaki cite carparyitman dayaniimaz
sancisi arasindan atimin trkip beni figgatti anladim.iste deli
gibi kisneyerek deli gibi tUstime geliyor at. Ama korkmuyuarutO
en parlak dgmeli, en parlak g6zlinin begimdi kurtaracgini
biliyorum. Iste atladi citi. Once asildi hayvanin yularirgaha
kalkan at kuzu gibi oldu. Sonra banasko Atin terkesine
kucaginda benle si¢radi. Cizmelerinin parlak mahmuziaatn
bdgriine bastirip dort nala ¢iktik cadirdan. Ardimiddanan ¢glik
alev , dortnala dgan gune at kgurduk.  [...] Rosa atin
arktdglnd, Ustindeki atcambazi kizi yere firlatip debigiaha
kalktigint gordi. Yerde yatan kizi géremiyordu ama citaysn
tegmeni gordu. Cihklarin dumanin arasindan bir onu goérdd.
Tegmen citi atladi. Ati durdurup bindi ve yangin yekém dort nala
kacti. Rosa t@menin atini cilg yerine sirerken cambaz kizi
cignedigini gbrdi.  Tante RosaSizlerle Babasa dergisinde
Kralice Victoria’'nin at Ustinde cekilgiresmini gordu ve at

cambazi olamayagai anladi (20-21).

In the above quotation she witnesses that her dreslvout the prince are in strong
opposition to the real case, where the prince esagin the princess with his horse
rather than holding up and saving her. Yet, hetafsias about an ideal of a prince on

white horse are not disturbed. Consequently, skiesgup trying to become a circus
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performer but still carries on her search for theqe. As Karaksll points out, it is not
that there is no prince on a white horse that Rofgas, but that she should better not
become a circus performer, thereby leading hetsetither vain illusions. (Karakk
2009: 15). We can say that it is Rosa’s infrangddgdreamer mood and optimism that
the situational irony stems from, but the narraogpresence should be taken into

account as well.

At the moment when the circus is on fire, the rtarrprojects Rosa’s thoughts in strong
opposition with the situation. Her train of thougkthile she is daydreaming is rendered
without quotation marks, and expressions likge‘ hopluyorum; ste atladim yerelste
yine atin tepesindeyimiste kaldirdim bagami, iste cilginca alklaniyorum” are
conveyed by the narrator with a sarcastic tonef ag-voicing Rosa’s fantasy in a
mocking manner. Rosa’s own utterances are accomgbdmy the narrator’s critical
presence, which brings similarities to a -firstqmer point of view- narrator. Such a tone
of narration intensifies Rosa’s ignorance, whichates a sharp contrast with the real
situation and foreshadows the approaching calanmtgther words, the narrator’s voice
is also a source of irony as opposed to Rosa’sftartboughts and by the ambiguity
employed in the contradiction between the narraedod Rosa’s point of view.

Eventually the story will lead to the direct inigotion of the first-person narrator.

The next chapter called “Tante Rosa Goes to theadsgteny” leads Tante Rosa to a
similar reasoning. She gives nuns a hard time aedteally she gets dismissed from
the monastery because of her “misbehavior.” In fe@ctmonastery adventure upsets her
very much, but her interpretation of the later ¢getobncerning the monastery leaves

her content.
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Savg Tante Rosalar'in sokma varmgtl. Yemek odasinda,
yuznumarada ve tavan arasinda saxardi. Aile mutfakta, yatak
odasinda ve bodrumda sawa eksilmesini bekliyordu. Saya
eksilmiyordu, dnce babalar eksildi, son@abeyler eksildi, sasa
eksilmedi. Tante Rosa bir sabah, Sizlerlesti2¢a dergisisinde
rahibe okulunun bulungw kentin bombalandini, okulun yerle

bir oldugunu okudu ve prensin 6cunt @ohi anladi (27).

Here the way Rosa relates to the bombings is tlraowagining the prince taking
revenge for her without being concerned about #tastrophic effects of the war. From
the very beginning the description of and reflatsicon war has been from Rosa’s
irresponsible point of view. For instance, in tlwstfquotation above the first year of
war is marked with the shiny uniforms which theitaiy officers wear and the dream
of irresistible love affairs, during which Rosa wlad the performer’s tricks from the
hole she opened in the circus tert.is more bound to Rosa’s dream world than the
significance of wartime, and we are introduced tos#@&s ignorance of “real”
circumstances: “... kendi yapiyorggasina kurdgu dis, parmaklarina sinmgigibre
kokusuyla bile bolinmuyordu” (20). The circus asemtertainment that draws people
away from the awareness of war is where Rosa’'sytkdake place and her story begins
as a dung cleaner who indulges in fantasies of neceavith the prince. She realizes the
fire in the tent and that the way out is too narfoweveryone to go out, but she will not

refrain from fantasies despite her awareness: ‘apirkn dar oldgunu gérdit Ama o,

> Subay tniformalarinin en parlak, subaklarinin en dayanilmaz olgu savain ilk
yilinda, Rosa her gece olglugibi cadirin defiinden at cambazi kizin numaralarini
seyrediyordu.
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cambaza, sevgilisine son numarasini yapan kendikeydrdu.® Her ignorance of
reality despite the fact that seeesthe bitterness of circumstances is evident froen th
beginning. The sentence that opens the circus iexper “Rosa’nin ygantisini en ¢ok
etkileyen olay o zamanlarin en populer sava ilk ginlerinde oldu” (20) stands like

an anticipating irony pertaining to the mattertoé hovel.

Rosa is decisive when letting go of duties, rotesnforts, securities. She is assured and
able to leave without hesitation. She pursues hetaties and that is a situation
traditionally unexpected and unorthodox in a woradife. Her courage to choose to
leave is admirable. However, her courage does raltenher a heroine since she
remains ignorant and without any viewpoint for ttetastrophes of her time. War
concerns her as far as she can make use of thequaarsces of it. When she reads that
the monastery -from which she had been expelledusecshe could not Kill the self
inside her and restrict her appetite- is bombed,thinks that the prince took revenge
for her. As the sales of newspapers dramaticattyesse during the war, Rosa profits
from this increase by making money out of her nestiands’ news stall. And after his
death she prepares such a beautiful grave thtdantds out among other graves which
accommodate casualties of war and then she comestlighe idea of working as a
cemetery caretaker. Rosa’s ignorance usually pesvilde grounds for dramatic irony in
these examples: while the reader is mindful ofdéstruction caused by the war, Rosa

is apathetic and minds her own business.

Thus, the conclusions in both chapters, where TRio®a’'s reasoning about events is

unexpected and in contrast with the material coonbt create situational irony. In

Sltalics mine.
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other words, Rosa’s incognizances are the sourceonf in both cases. One can
conclude that there is actually a moral to be @erifrom Rosa’s naive faith in the
prince on a white horse. The degradation of suerckeby means of irony can be
considered as pointing to a definite intentionha harrator for the reader to receive a
message, such as there is no prince on white hidmseever, such parable like content,
the contrast pertaining to the events and Rosttads, is not the mere source of irony.
First of all, we see that within the narrative hecognizant habits also have an
empowering effect on the character to leave comweal, conjugal ways of existence.
Her courage to leave and start again proves todberable as well as “foolish.” The
other issue is the character’'s self-consciousndsshw! think, is mostly manifested
through the intermingling of the narrative voicaldRosa’s stance. And those are other
sources that take irony of the text further anthelate any possible “moral to be taken”

from the story.

b) Self-consciousness

During one of the “prince search” operations, Rfisds a new husband by a
match-making service and on her way to England &her future husband lives, she is
thinking: “Bir bardak en iyi tukurikle parlatilirBir bardak en iyi tukdrikle
parlatilabildikten sonra, nicin en iyi evlilik baylilanlarla kurulmasin?” (49). Does not
this expression by Rosa abrade her naivety andsexiper self-consciousness? Does not
she imply that even if this adventure ends up uldigsly, it is worthwhile to embark on
it and go to England only depending on an advernes# rather than being stuck with
insincere relationships? However, at the end ofpdagraph, there is another reversal.
Rosa misses the right stop and when she disembaks is no one waiting for her at

the station. “ilana cevap verirkeingilizce biliyorum diye atngtim, simdi bu enayi
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buna inanip beni katamaya gelmedi galiba.” Oysa damat Obur istasypibdgiliz
usuli babadan kalma lacivertleriyle, yakasindarddrbekliyordu. Tante Rosa trenle o
istasyondan gecerken adami gosikerize bak diye gulmii” (49). Rosa calls him a
fool twice. The first time is when she could natdihim in the station, but the reader
knows that she got off at the wrong stop. The reatk® knows that the “stupid” man
Rosa sees and calls a fool is actually her new dngsbEventually, despite the
implication to Rosa’s self-consciousness, the readinesses Rosa’s subsequent
incognizant position. The reader is aware of theasion whereas the character in focus

is not and this creates dramatic irony.

As | pointed out before, although Rosa is descriteetle “the name for all feminine
incognizances,” she is not a dismissible chara&iee. cannot be reduced to a fool, who
unknowingly finds herself in ridiculous situatiorsnce the character is endowed with
self-consciousness and the below passage candbasemplying this unstable position

of the character:

‘Tante Rosa, Tante Rosa, | love You.” Kisik, apbél sesle
soyluyordu sarkisini Rosa. Eskiciden ucuza kagattgitarini
dimbirdatarak. Yalniz olmakssiz olmak, gksiz olmak, en koétusu
Olu bir noktada olmak durumu lzerinde pekidienlerden deldi
0, durumunu dastirmeyi bilemeyenlerdendBimdi kendi icin gk
sarkilari sbylemeye cabaliyordu gitariyla. ‘Tante sRo Tante
Rosa, | Love You!” Kongu kasiyer duvari yumrukladi:

- Ne Love’l be moruk, sen de!” (67).
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This part begins with a description of Rosa’s uirdée position in life. She lacks the
ingenuity to work on and change the unwanted cigtantes of her life. However, she
is still able to take it easy and love herself. 3dare familiar statements from the very
beginning of the novel. However, as the passageepds, something that has been
only hinted before becomes rather obvious: Theabtars voice and the character’s

intermingle.

Simdi aglamali mi? Anlailmams ince yirekli olmali m1? Gulmeli
mi yoksa?Tante Rosa i beceremedini biliyordu. Bu alinyazisi
desil, yeteneksizlik, salaklik, bu salakh da ancak gultinurHer
yeni gka, yeni bir aptallikla bgarsan sonunda orospudan beter
olursun. O bile olmazsingla tadabilmek gibi satabilmek de beceri
ister. Evde kalngi bir kiz degil, ama evde kalmnibir kaltasim ben.
Simdi parasizim ve dgu darust bir ¢ yerine aki distindyorum.
Varolusunu insanca gerceliremeyen — gercekjgremeyen —
gerceklgtiremeyen. Para kazanmaliyim. Ne diggizlerle Babasa
dergisinde? ‘Hayat bir denizdir, yizme bilmeyergllar.” Kolay
mi bgzulmak? Bg@ulmak herkesin Ustesinden gelebilgicbirsey
degildir. Herkesin sadece bir kez fidma hakki vardir. Ya ben;
bogul babam bgul, sonra yine de wamakta devam eder bul
kendini. Tante Rosa kendi ¢capinda olansér teptgini, ama
capini  amayl hic ama hi¢c gercelfiremeyecgini -
gerceklgtiremeyecgini— gerceklgtiremeyecgini. Guling bir
ihtilalim ben, kotl bir askeri cuntayim. Asker olgnguling bir

soytari gibi guling bir bkaldirma. Gerillalarim var, ne onlar beni
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devirebiliyorlar, ne de ben onlarin kokini kuruligorum.
Gecmii distinmek gibi guc, acisiz. Tek aptalliklardir akilddak.

Her insanin kendi aptalliklari, durmadan gulebilmes yeterli

bir kaynaktir.Su halde nigin aci cekmeli? Tante Rosa hi¢cbir zaman
acl cekmedi denebilir. Ama y@mak zorunda olmak, surdirmek,
Israr etmek. Bu Tante Rosa demektir. Gitarini lnyadasiyerin
duvarina nanik yapti. ‘I love you’ ya ne sandin? lgindime | love
you! Sevebilecgim tek gagilik, tek salak kendimim — kendimim —

kendimim. (67-68)

The overarching narrative voice that has beemtglRosa’s story with a facetious tone
gives way to Rosa’s and it is Rosa who describeselfeas constantly failing to fulfill
her existence decently. She defines herself asssténce to live despite the inability,
and for her this is an absurd endeavor. As sh&gshaver her life retrospectively, the
remaining memories are only the ridiculous ones, Rosa sees those memories about
one’s own incognizances and foolishness as an aptimesource to make fun of. Rosa
self-consciously contemplates on herself and asksame should be in pain because of
failures when those failures can also be a soufcéum Thus, she explains her
undeveloping self and how she considers her ineagices as opposed to painful
experiences one might have to go through in ordemmprove oneself. Such self-
consciousness neither leads to facing her incogoesmanor collecting experiences in
order not to fail again. On the contrary, she peefeughing at failures in order to avoid
pain. She performs “a ridiculous revolt of a ridaws clown.” The life that the
character leads is not narrated as an exemplaryitaseather ridiculous. However, she

iIs an unconventional figure. Therefore, one camadtice Rosa to a foolish type being
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constantly ridiculed in the hands of the narratine is rather a self-critical character

who makes fun of herself and such self-criticalresan goes further.

Before going into to the extremity of self-criticatterances, | want to put an initial
emphasis on the accordance and difference betwexsa'RRignorant attitude and
Phyrroian conceptaraxia As explained in the introduction Phyrroian irdrdaensiders
worldly occasions as nonsense and sees into tivelodsness of existence. Such stance
entails a silent ignorance as a state of wisdonmsaRoposition includes a similar
ignorance in the form of laughter. The notion @ifg without having any judgments
and final decisions are characteristic features dna attributed to Rosa. However, as
being also the source of irony herself, she isimatrporated as a wise figure standing
above and beyond all occasions. Her wise criticanes turned against herself,
especially stressing her incognizances pertairnigeing a woman. What disturbs the
state ofataraxia is actually what engenders her unconventional agtaristics with
regard to her ability to reject conjugal ways oinge What | want to stress is that on the
one hand Rosa has such aaraxia as the aim of the ironist to reach a wise state of
being. On the other hand, when and because the iddeing a woman is central to the
text, irony has to have a double —or maybe mukiplaed function that cuts across the
ironist as well. In other words, being the targétrony, womanly incognizances do

away with the status of being above and beyondwadyment.

As irony intensifies in such a self-conscious aetf-sndermining manner, its non-

judgmental side becomes clearer and it is doneowitlany implication of a superior

position. The below quotation exemplifies this mdiication and is used to introduce
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the unstable quality of irony. While Tante Rosavalking on the street in her fur coat

and high heels, a car splashes mud on her ancsehiéss

- Hayvanglu hayvan!

- Ozdr dilerim Kontes.

Kontes dedi bana. Alay etti, ama kontes diye atdykocakari, ya
da mymula deil de kontes. Bir pagan alirsam, bana ytnelen
alaylar kontesten altese yukselir. Herkesle alayeleidir. Ama

kendi alaylarini yoneltmek yuceltmek elindedigikin. (84)

Here the character/narrator is even being sarcabitit one’s self-consciousness of
being ridiculed and being ridiculous. She is glhdttshe has been ridiculed with an
ironic approach and assumes that she can raisstdter of ridiculousness even more.
Rosa preaches that one can manipulate and elewwatieenies about oneself. This is an
ironic statement within itself which even turns Isstate of self-consciousness into a
parody. Thus, let alone inferring the narrator'seition which could be the pointed
meaning, the reader is not able to grasp any meantiver than the irony itself. At any
rate any intended meaning escapes comprehensionwhatl makes this constant
negation possible is irony. Thus, the text rathecomes a negation of any elevated

position or identity. So, what kind of irony is tRa

¢) Romantic/Unstable Irony
In his bookA Rhetoric of IronyWayne Booth examines numerous examples of
irony in works of literature. His major distinctioamong other subsets of irony is

between stable and unstable irony. He defines estabhy as not contingent, but
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“intended, deliberately created ... to be understood by a certain precisiyprother
human beings” and “once a reconstruction of meahagybeen made, the reader is not
then invited to undermine it with further demolit®and reconstructions” (Booth 1975:
5-6). Therefore, the meaning is rather structuredl the author’s control denies certain
readings as misleading (242). On the other hanstabte irony is far from guaranteeing
the reader an intended meaning, and it is ratiécut to argue that the writer has a
certain attitude. If one can mention any affirmafiot is only the affirmation of
negation, which gives way to ironic play (240). Aaffirmation is there to be rejected
infinitely. Every statement is “subject to ironiadermining” and is suspected of not
meaning what it says (240-241). At this pointsitpertinent to call upon the notion of
Romantic irony, which is very much in line with Bbts definition of unstable irony. If
we recall Claire Colebrook’s description, romarnt@ny is not a mere transference of
the opposite of what is said. It is rather an egc@ utterance, a simultaneous
expression of paradoxical viewpoints as a manifiestaof contradiction. Therefore,
looking for a “hidden sense” behind the irony meaosceding a stable meaning that

irony aims to disrupt (2004: 52).

It can be said that the overarching irony of the tmarries the promises of Romantic
irony. First of all, there is no intended truth proral to be taken from Rosa’s
experiences. She is rather endowed with an incabeself that demonstrates
contradictory traits. Her self-consciousness, whghanifested with the intermingling
of her stance and the narrator’s —to be discusseldtail below-; and self-criticalness
that becomes apparent when she Rosa finds herseifliculous situations and she
laughs at herself together with the reader, aremaered by the use of unstable irony.

She claims a power of ability to manipulate onelgnoridiculousness rather than

29



engaging in an endeavor to “correct” and “improwgrself which binds up with the
Romantic rejection of purposeful activity for anderesult. There is no pre-determined
truth or intended meaning, it is rather paradoxgitlations that irony leaves for the
reader to witness instead of any moral to be tdkem Rosa’s incognizances. Her
unexpected, adventurous behavior empowers her awidps a rather rebellious and
subversive subject position. So, she is neithespdaas a heroine figure endowed with
Phyrroianataraxia, she is rather made the source of irony. She ignike the figure of
Silenus in whom contrasting traits are incorporated her representation in this

manner is achieved with the unstable/Romantic irony

The fact that Soysal does not offer an ideal ferfiglee and she builds up Rosa as an
unconventional, rebellious character is prominemt this double-bind built up of the

protagonist is achieved with Romantic notion ohiro

B) Parody of Bildung

Tante Rosa is a character who does not (refusesak®) lessons from her
experiences and does not (refuses to) learn. Shetfowhat she learns and her life is
composed of constant trials since she has alwaggled making substantial choices.
For instance, on the last day of the war Rosa isd@ang among the ruins and she is

thinking about the fact that she lost her home:

Tante Rosa bir kdumbagza —evini sirtinda tayan hayvan- buldu
savagin bittigi gun, evler yikilmg. Evini sirtinda tgtyan hayvani
yikintilarin orada buldu, sevdi evine gotirmek dsteEvlerinin

yikildigini, Bombardimanlardan Zarar Gorenlere  Yardim
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Dernesi'nin, Gonulli Pembe Melekler Halkla Elele kampasya
sayesinde yaptirgh lojmanlardan birinde kaldiklarini hatirladi ve
evini sirtinda tgiyan hayvani sevmedi. Evin skilen ayri,
yikilabilir bir nen old@gunu, olmasi gerelgini o giin anladi. Sonra
yalniz kedileri ve yirtici, 6zgur, orman hayvantayiraktan sevdi.

(29)

Rosa will not preserve those discernments abougxperience of home and she will be
forgetting them. She will like “dogs who supposeattiprotecting their masters and
masters’ houses can be the mere reason of theteage” better than cats, who do not
care about their masters. “Butin evcil hayvanlagl evlerini sirtlarinda tayan
kaplumbgalari sevdi. Oysa evin «den ayrilabilir bir nen oldgunu &renmsiti Rosa.

Ama unuttu”. (30)

When we look at the novel as a whole we come upararaative that rejects an
understanding of individual self-achievement andgpessiveness. Such a building of
the character is against the description of theviddal as autonomous and rational,
which is essential to the Enlightenment understamdf the individual. We have
already seen that the criticism of the concephef‘tational” individual permeates the
whole narrative, and in the passage below thera isather explicit inter-textual

playfulness regarding Enlightenment literature:

Gecmite higbir acikli ya da sevingli olay y@mamsg oldugunu

sanabilir. Butlin bunlar bikkinlik g#di, yorgunluk deildi. Bir

insan gin boyu hela kapisinin yaninda pineklerseganelur ne
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bikar, bunlar ygayanlar icindir. Tutamiyordu beynini, climle
yapmaktan alikoyamiyordu. Arada sirada usaniyorduday
pinekledgi yerde digtinmekten.Pinekleyerek ditinmek gercek
disinmek dgildir biliyordu. Dustunce eylemlidir, bir eylem
sonucu, ya da oncesidir, yok bdyle butin gin péerkkh
disinmedgini biliyordu. Yine de cumleler yapiyordu beyni. Bir
Hristiyan gelse de beni kurtarsa. Buttn Hristiyankar olup hela
temizleyicilerini kurtarsalar. Hristiyanlar eleleermiz ve burada,
kadinlar helasinda, golzerinizde shala ‘Kutsal Gece, Ruhsal

Gece’sarkisini soyleyiniz. (64-65)

Tante Rosa begins working as a restroom servantspadds her days thinking and
sitting all day long in front of the WC. As shelisred of slumbering she argues that
thought should be accompanied by action since theofathinking while sitting and
doing nothing in front of the WC is useless. Thistament becomes a direct
manifestation of a critical stance against RenecBss’s famous statemestgito ergo

sund which is obviously being mocked.

Descartes is a figure who influenced Enlightennygmtosophy substantially and his
famous statement can be considered as constinftizalightenment rationality and the
understanding of the rational subject. Enlightenmehnought was critical of
ecclesiastical tenets and celebrated human reastimeacondition of freedom. One of
the primary texts of the Enlightenment Age is Imoman Kant's “What is

Enlightenment,” in which Kant commands the subjecidare to be wise” and to “have

" “I think therefore, | am”
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courage to use [one’s] own reason” (83). He defiaebghtenment as “man’s release
from his self-incurred tutelage” to be able to ose’s own reason freely, without any
power that directs the individual. So, the ideaational, thinking, free individual is an
essential element of Enlightenment ideology andrihrehould rest on reason in order

for progress.

Rosa’s train of thoughts points to the sarcastpragch to trusting one’s own reason to
accomplish freedom and Rosa’s story does not pdoeeth courage to be wise, but
courage to leave and to take action. So, heretthessis on the idea that thatio is
futile without action. Immediately after such atical statement, Rosa wraps herself up
with ignorance to wish for a Christian —most lik&éarist as a prince figure again- to
come and save her. The character's demand to lesl ey rational thinking by a
representative of religion, against which the Bmignment thought built itself, is not a

coincidence.

This state of being against reason and progresdeaogy blended with the intense
irony endows the text with a quality of being aquhyr of thebildungsromanThe novel
begins from Rosa’s childhood and finishes whendifs, similar to the features of the
genre in question. However, from the very beginniith the title of the first chapter
the text announces that it will proceed througlriesoof the protagonist’s inabilities:
“Tante Rosa Could Not Become an Equestrian Perfiotnitewill not tell a story of

maturation or moral growth.

Jale Parla gives the headline “Tarihcem Kabusumtiumine of her articles in which

she emphasizes that the becoming stories writtenwbgnen writers in Turkey
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unsurprisingly end in low spirits. What women write Turkey are marked by the
“fiend” culture that flop down on them and tb@édungsromangenre that mostly men
wrote in the West, turn into women'’s abtldungs, stories of self-development that end
up unhappily in Turkish literature (Parla 2005: 18%hat Sevgi Soysal does in Tante
Rosa is something different: With irony she doesaywvith the idea of self-
development as well as building up a criticism ofitcal apathy (which can be read as
a precursor of Soysal’s future political commitmeind she transfers this becoming
story to a German context in a rather cheerful dtilit critical tone. The story neither
reaches an ending with successful self-fulfillment establishes a tragic decay for

Rosa.

Parla draws attention to the use of dreams in wésrtents that even go back to™7

century in Asiye Hatun’s writings. She points te gignificance dreams for the women
to face with their history since dreams are sugahbtives that reflect social processes
standing behind personal histories (185). In otherds, narration of dreams play the
role of facing with the collective painful histoof women and Parla offers a reading of

dream scenes in Turkish women writers’ texts amsvalt against sexism.

There is a chapter called “Tante Rosa’s Dream” tdwahe end of the novel. Rosa is
entering a tunnel in and as she comes acrossrhelfther fears are charmed away. She
smiles into the tunnel and the make up she is wgasinks into the wrinkles on her
face. She enters the tunnel with a younger appeeydike a wood nymph. At the end,
Rosa will be seeing herself as a young nymph aadhtie in the tent will have become
a tunnel, an even wider hole in which she can &itglly ignorant of the world: “Bir

kostebek defiiyle rahatladilar. ... Bulmgtu hep aradni, hep aragini, bir kostebek
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deligi bulmustu en koygun ormanlarin en gecit vermez gikka.” (89). The prince she
has been looking for will be in the tunnel with laexd that mole hole will hide her from
the “real” world. Finally Rosa’s inability to cho@sand her lack of memory will be
emphasized. | think her reluctance to choose a o@nbe read as a metaphor of
adhering to any side during the war. The man weh in the tunnel is anonymous:
“Peki ama hangisi bu? Hans mi,gde Birinci, ya da ikinci kocasi mi? Kocalarin
kacinilmaz boynuzlarini takanlar mi? dlerindeki prenslerden, kontlardan biri mi?
Hitler mi? Stalin mi? Napolyon mu? Hicbiri olamaginki higbirinisecmy desildi
Rosa” (90). Hitler and Stalin as the two major caamehers of the Second World War
go beyond standing for Rosa’s admiration for poulerhan and connote that those
names are present in her fantasy world rather #saarchitects of a catastrophe. Her
reluctance to take any stance relating to thetyeafithe context she is living in and to

choose a political side is emphasized rather hamdlye following sentences:

Biz unutmakicin, kagmak icin soyunanlardandik, kacmak igin.
Oysahatirlamakicin soyunulur hatirlamakicin, yizyillardan beri
unutulanlari  hatirlamak icin.  Neyin olmadgini, neyin
olamayacgini hatirlamak icin, yeniden Bamaya gicu olmak
Icin, se¢im yapmalgin, secim yapabilecek aciga kavigmak igin.
Hayir demek icin, evet demek icimaskaldirmak icgin, yakip,
yikmak icin,barig icin soyunulur, soyunulur. Tante Rosa daha bir
kez olsun bunlar i¢cin soyunmadi, bunlar i¢in soyahudigini

distinmedi,gérmedj bilmedi. (90)
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Rosa’s dream begins with her life time fantasy loé t'prince” and turns into a
nightmare that she is left alone inside the turir@h which she cannot find the way
out. The “men” of the war time are caricaturizedRiosa’s fantasy world, however, the
way she ridicules those figures is also the whateaders her failure/nightmare: Her
apathy towards the realities of the time she I\Relgarding Parla’s emphasis on dream
scenes, Rosa’s nightmare sheds light on anothemyen®osa’s ignorance and
insensitiveness to the time she is living in andhe catastrophe, her apolitical and
naive position is at the center of the dream schoee the less, she will wake up by
saying “Oh!” and till the end she will continue b@ the object of irony with all the
questions she failed to ask. So the non-judgmexttiiide prevails until the end of the
text. It has been clearly argued that the critm@alver of irony is not targeted to offer
consequential inferences or intended meanings;thadhow the character of irony
(Romantic/unstable) is crucial to or constructoaafertain kind of narrative (parody of
bildung). However, the recurring theme of war and Rosastning within that theme
is also indicating another point: Even if theragsexplicit call for women to shout for
their freedom and peace, maybe Sevgi Soysal, whlovesd Rosa with a clumsy
rebellious manner, is also hinting that withoutaamareness of political value of their

struggle the nightmare scenes will not cease tt.exi
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Chapter 111

From a Distance Projectionson Zenime

Ciceis the novel in which Leyla Erbil problematizes bg/n anxieties and concerns on
authorship in relation to the role of media in fiterary field and there are certain
parallelisms between the author and the protagoHisivever, one point needs to be
clarified from the beginning. The way in which ttext is organized also engenders
Erbil's distanced stance towards the protagonidttagether with the critical approach
developed towards the reporter figure, clice, tearerges different layers of irony. The
first constitutes Erbil’s ironic approach towardsniime (the protagonist); the second is
revealed in Zenime’s struggle with herself, in bhentroversial position with regard to
how she relates to media and her self-underminitigrances that criticize such
controversial position; and the third level is Zeris despising stance for the media.
These three different layers will be examined ideorto understand what the function

of irony is in woman writer’s text that deals withe authorial anxieties.

A) Erbil distances herself from Zenime

Clceis organized in two parts, which entails an ihitiavision between the
writer and the protagonist. Leyla Erbil shows upaasharacter in an introductory note
Erbil writes which is about the protagonist and text. The protagonist Zenime is a
woman who has decided to lead a secluded life iroltkage. She lets into her house
only three people, two of them being her maid ‘ldata’ and her son. Erbil is the third
because she has read the only novel which Zenimevhi#en years ago and found it
interesting, thereby earning Zenime's trust. Smide gives Erbil her last pieces of

writing, which she wants to be printed. We learesth details in the introduction that
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the character Leyla Erbil has written. More prelgisthe text is separated into two as
such: 1- The character Leyla Erbil’s introductoptanabout Zenime and her novel that
Zenime has turned over to Erbil for her to getrinigd 2- Zenime’s novel which is

edited by Leyla Erbil. Although in Zenime’s partem®ncounters anxieties that are
similar to and reminiscent of the issues that L&ylail has usually raised in her essays
and novels, the initial note draws a rather comgdesture which entails a separation
between the author and the character. Let medostentrate on the introductory part

in which Zenime is delineated by Erbil.

Zaten sik sik, anilardan nefret giti, ani yazmak kadar ucuz
birsey olamayaca&ni, gercekse yazilanlar gegmmi satmak
anlamina geldgjini, gercek dgilse ki mutlaka yalanlarla doluydu
anilarimiz, insanfia yarari olmayan 6zlem ve 0zentilerden,
boblrlenmelerden bka bir sey desildi. [...] Soyledigine gore,
Dame de Sion'u burada bitirdikten sonra, bir araibsol
gruplara yataklk et iddiasiyla cezaevinde yatgti, uzun stre
tecritte hicrede birakgiar, koltukaltlarina kizgin yumurtalar
oturtarak §zindan laf almak isterler ama kongturamamglardi
Zenime Hanim’i. Hayatinin belki de kendisini biasirtan en
kutsal anisi o olmaliydi. Her kalasmamizda yinelerdi bu

hikayeyi. (3-4)

After mentioning writing memories in a degradingmar, Zenime tells Erbil her most

interesting experiences as a political activiste Slaspises using one’s own memories;

however, she does not abstain from mentioning abiwern to Erbil. Regarding that
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Erbil is the person to whom she asks for her lastgs of writing to be printed, one can
perceive that Zenime is building up a presentatbmerself in the presence of Erbil
who will make her product visible. As Erbil real&zber wish and gives an account of
Zenime in the introductory part, Zenime’s dual dedo both despise and confess the
need to be recognized and appreciated is revelalsdthe character Erbil who reveals
Zenime’s controversial utterances by this introdacinote. Such conflicting duality is
the central issue in Zenime’s text and is firsttpessed by this note. This emphasis on

Zenime’s contradictory position also asserts Eshiistanced stance towards Zenime.

Bana, bilimin ve insan istencinin insanlari mutlumeye
yetmeyecginden, herkesin bir inanca gereksinimi gidadan
soz etti. ‘Allah’in varlgina inanmiyorum ama inangtar gibi
yasamak rahatlatiyor beni,” dedi. Sanki ben ‘Olmaaagmiim
gibi, ‘Rahatliyorsam neden olmuyorg®i diye soylendi. insan
zayif bir yaratik oldgu icin eline kiliseyi, camiyi, havrayi
vererek onlari 6bir dinyayr boylayana kadar oyalayo
biliyorum ama biraz da iyikdiriyorlar onlari, cahil cihela takimi
bunlar; inaniyorlar gte, caresizler; bir amaci oluyor
hayatlarinin!’ dedi. BUtin bunlar sormaon halde, bgini
orttigl icin benden 6zir dilerce siraliyordu. Ben hi¢eteseden
dinledim. Birden Oofkeli bir tonla, mutlujun ve dinyanin
esrarini  ¢Ozdglnu, bir roman yazmakta olgunu, bunun
yayinlanmasina yardimci olup olmaygecal sordu. ‘Elbette,
elimden geleni yaparim’ dedim. Boylece de stz veraldum

Zenime Hanim’a. (5-6)
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Here Zenime’s inconsistent ideas and illusions pesented. She greets Erbil with a
headscarf, makes claims about having found theanysif life and is writing a novel
about it. Such illusions of grandeur, Zenime’s mlaif having found the meaning of life
and writing it, show how far-fetched Zenime’s clairare and they remain extenuated
by Erbil. The writer character Leyla Erbil gathén® pages that were scattered on the
ground of Zenime’s living room and takes the pilghwher. She just scans the pile
without ordering them and when they are talkingtlom phone one month later, after
Erbil's fake remark about the pile that they werenderful things, Zenime furiously
states that she is waiting for her to come and $iamy Here again Erbil’s ignorant
attitude towards Zenime is salient. Although shenpses to help Zenime to get the
novel printed, later until Zenime commits suicide $s not very much interested in the

pile Zenime handed her.

Kapliyl korka korka caldim, ne ki yazdiklarindan &ile etmedi,
Kaban’i (kbpgini) 6zledigini anlatti. ... belki de bu saclan zapt
edemedii icin bagortisini denedini disindim. O ise pepese,
‘La-rahatei-fi-didiinya, La-rahatei-fi-didinya’ diydes on kez
yineledi. Ben gene buyilklerine saygili bir kadirarak, ses
etmeden Onume bakip dinledim sdacelerini, Kaban’in
olumunden, Metin Goktepe’nin katillerini saklayaevtetten, gazi
kiyimindan, Sivas olaylarindakil almaz yorumlarla delicetzler
etti! ‘Kotiliikle baa cikilmaz! Dunyayla Baedilmez! insanlara
acimayacaksin!’ dedi sonunddnsanlarin ne gunahi var ki,’ bile

diyemedim. [...] Bazi kimseler kalarindakinin hicbir konu
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hakkinda dginemediklerini sanarak hep kendilerini ortaya
koyarlar. Ben bu insanlari da ¢ok ilging bulurum hie alinmam
hallerine, te Zenime Hanim da onlardan biriydi. Zaten ben de
yaslandikca insan denilen aciz varliklari ofdugibi sevmeyi ve
kabul etmeyi grenmitim. Kabul edilemeyecek kadar zor ya da
alcak olduklarina inangimda goérgmezdim onlarla; Zenime

Hanim asla 6yle dgldi; iyi durtist, onurlu bir insandi benc&(7)

Zenime’s claims to have found the essence of tiéx,ideas about recent and previous
political turmoils, her contradictory and sardomemarks about belief, religion and
humanity are outlandish ideas according to LeylailEHowever, she remains as an
interesting character and Erbil also sympathizeth \ifienime’s haughtiness against
herself and assumes an understanding attituder rtithe a resentful one. A similar
attitude is adopted within the narrator voiceTiante RosaRosa is both mocked and
loved; criticized and glorified; and although thestable irony of the text creates an
effect of alienation to Rosa’s incognizances, atsame time one also relates to Rosa’s
womanly incompetence. In both texts judging andewtatking attitudes create multiple
positions within the text; however, there are bakiferences in terms of the formation
of irony. The source of irony ilante Rosas the contrast between the protagonist’s and
the narrator’s position in the beginning and irontensifies through the play between
those two. InCucethe protagonist is self-narrating her story angl iticlusion of the
writer as a character creates a different tens®rste distances herself from the
protagonist, because there are also profound phsalls between Zenime’s and Leyla

Erbil’s concerns.

8 ltalics mine
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B) Parallelisms between and Separation of Erbil and Zenime

Nurdan Gurbilek’s comprehensive essay@iiceincludes an overview of the
recurring themes in Erbil's previous works and healysis shows thaCiceis an
examination of Erbil's own authorial past. She dibss the literary essence of Erbil's
works as a drift that arises from the tension betwthe self and the other. She defines
this drift as dual heartedness and argues thahgasidual consciousness becomes the
core issue irClce A writer whose literature is nourished by a veharp tongue turns
against herself and renders such dual heartedhessentral issue of her last novel.
According to Gurbilek Erbil “directs her novelistimimor against her noble protagonist

and her own work” (2004: 240).

Gurbilek argues that from the very first storieg/llaeErbil’'s main concern has been to
express how hypocrisy, calculative thinking anduggte for dominance condemn
people to restricted identities and prevent theamfrremaining true to themselves
(215). Erbil's ouvre reflects her critical approaebhich targets the insincere facets of
intellectual literary circles and the relationshipstween writers and the marketing
sector that are tightly coupled with each othee 8isapproves of an authorial visibility
inside the literary field that requires goal oreshtbehavior on the side of the author.
She positions herself in opposition to a utilitarendeavor that leads to the erosion of
the “free self”. However, since such a negatioragmthe rejection of fame and of the

opportunity to be read and understood more, thasagstly sacrifice for a writer.

According to Gurbilek, the writers who dwell in thield of literature are faced with a

severe dilemma: choosing between collaboration wighmarket or taking the risk of

being forgotten. Departing from this dilemma, Gilebkiemphasizes the point that
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capitalism, as well as inflaming the desire to bers also sharpens the aggressiveness
against the ones on the scene and the woundedgiride ones behind the scene (224).
Fueling both of these sensibilities, capitalismates “a swirl of desire” as well as a
contest of devaluation and ensures its own existe@drbilek states that in recent years
critical essays have not only given in to superdlipraises, but are also nourished by
the pleasure of devaluing certain works and findimgtakes (224). In other words, the
capitalist bedrock of the literary field might carthe authors who position themselves
in opposition to it in a way that fuels a desirectdicize ruthlessly. | think Gurbilek
wants to question how we can understand the agthejections and retreat from fame
in favor of authenticity, especially within suchntext. In other words, if retreat from
the showcase has become part of the dynamics shithecase, how can we understand
the self-inquiry inClice? In fact there is an implication in this questidMedia is a tool
which helps to emphasize the value of the auth@namportant artist and to fortify the
author’s value as such in the minds of the readerd.the “authentic” author criticizes
media’s superficiality and its functional relatiaith the sectoral requirements as well
as contemporary trends that are outcomes of thkenmafowever, refusal of a mediatic
visibility or existence and making this a life loisgue is also a deliberate emphasis on
her own originality, difference from the others amdkentually her own importance. In
other words, such withdrawal carries a similar @esvith what urges a complicit
behavior with the media. At this point the userohy becomes prominent @ice The
question is if the irony enables a different pasitiof authority that self-consciously
reflects back the author’'s own desires. Beforengyio answer these questions, the

parallelisms that can be established between EnlilZenime should be clarified.
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[[]ste burada kapinin 6niinde hi¢ istemeden ama seve sev
bekliyorsun onu gerilim icinde; siste evi bulamazdige kapi
onlerine ciktgin da yalan, meraktan yiyor icini igin, yi#ain
birine gizli bir koro kum ygdirmakta, calinacak kapin yillarin
ardindan ya geciriyor kilictan segu tasa: neler soracak, neler
yazacaktl sdylemegin kim bilir senin &zindan okurlara hinzir
adam!, sen ki biliyordun artik seriingilizcede | am, Zimmer'de
ama-maya diye gecen, Hinducada ah-am, Asya’da es-em
Misirca’da t-ama (kitap), Vedalarda aum, Kuran'déam olan,
insani d@uran, tam harflerin hecelerin soézclklerin icinde
barindgl ilk canli nesneyi kitaba ceviren Ben’i; T'ama, &m

amentd... “M” ile titrgen saf sesini ilk dganin. (17)

Zenime is waiting “unwillingly but pleasantly” fahe reporter. For her he belongs to
the dark flock of sheep which represents the cortufture of her country to which one
is bound to. That culture is the ‘other’ for Zeniteewhom she is compelled to in terms
of recognition. She feels the need to be seen aodgnized, however despises that
corrupted field. Zenime’s part is knitted with aéoof self-alienation which is the result
of consciousness about the significance of thertepdde represents Zenime’s urge to
be recognized by the media, press or in other wtirds'‘power” which she has been
rejecting despite an awareness of its force thables a persona for her that is visible.
Although she is very much suspicious about the ewill process her persona via an
interview, the desire to be seen is very much prteseakes her wait for the reporter in

a mood with conflicting emotions. She “knows hefsehd she is aware that such self
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which “vibrates with a pure voice of the initial tnee” will be disrupted within a

representation that cannot and will never corredgorwhat she knows as herself.

Erbil displayed a determined attitude of not uiiigzg methods that might serve her to
become more visible and the problem of “presentagidvertisement-marketing-
packaging-selling” within the literary field hasaalys been Erbil's concern. Although
Zenime gives in to her desire to be seen, thetfattthe reporter’'s concerns will never
meet her priorities goes in line with Erbil's ccdil views. The reporter becomes a lying
cog in the media machine that could just producsrepresentations of the self that
“turns the first living thing into a book within vitch all the letters, syllables and words
dwell” a self that can only be known by itself arildrates with the pure voice of initial

nature.

Beyond the parallelism between Zenime’s despisitiqude towards the reporter and
Erbil's thoughts about media sector, Zenime’s tespl act of contacting the press
relates to the writer’s fear of being forgottenisrfear relevant for Erbil, too, who has
refused to send her novels to competitions, in Wwhild-boy networks rule; and who
has preserved her works from the interventions afket and media at the cost of a
long biding and being read less. Therefore, Zersnazlling for recognition reveals
Erbil's reckoning of her own resentments engendgrn latent double connection

between the two.

[S]u at hirsizi dedelerinden kalma ve Pisa Kulesimiiesa da

hicbir yikilma belirtisi gostermeyen bu hgrevde onlarin duacisi

olarak, Une de, paraya da, dinya nimetlerinin tienda sirtini
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cevirmis, cevirdigi sirtinda ise sdziumona ‘Ubermensch’ kazili
armasl uzaktan okunabilen bir kamlurpha gibi struklenip
giderken otlarin arasinda geldi o telefgiei ‘Dinya capinda saya
muhabiri, roportaj ve folgraf sanatcisr’... Sanki bunca cileyi bu

telefonu beklemek adina celgtin, hemen buyur ettin! (66)

The writer negates fame and ironically at the sime she seeks a heroine position due
to her dignified act of withdrawal; Zenime is nataware of this paradox since she
belittles herself by making fun of the eremitic Withat announces an “lbermensch”
existence. She accepts the fact that turning hek la worldly pleasures also
incorporates her desire to become and recognizesigerior. Although Zenime is a
writer who rejects fame and due conduct just likieilEherself, her desire is to enjoy the
reputable position of such negation. | think hene tise of verbal irony (a monk
wearing a cardigan with the sign “Obermensch”) Ipee® the unique means for the
author to express the contradiction in constructibher very self because it embraces

both a self erasure and re-empowerment of the gathpmsition.

Uzun sire direndin bu kiltire. Unli olmak, bu toptia yer
kapmak, secilmgi Gicten bgten sayllmak, medyatik arma olmak
hepsi sana yabanci hepsi ska bicimde, ne var Kki
istememektesin timuyle yok da sayilmak alti Ustia Keaygi
mezarlgl olan bu Ulkede istememektesin seckinli degil
tepelemek icin bgalarini amakendin icin olmalisin kendin
tartiip bicilmeden bakin ne cevher var burada ‘ama-maya,

amentu, amen’ bir cevher ki kendi begmie ait opal, kristal ve
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topaz bir ta atimi uzaktayken herkesin griek istedgi neden
insanlarin cikarilmasi 6ne, birakilmasi arkada rgiole kadar
giicine? Cunkii, ANCAK BU YOLLA DGANIN
ADALETINE HIZMET EDEBILIYORUM, amentiisii bayku
olan yerylziunin GERCEK ruhuyla sende var alaytanilain,
kacinci 6lmen bu hain diye kagkn ve yuzilen derisi gercek bir
elmas olmak istersin gitmeyen pul paraya levayaileg/eve
ceyreze florin ve drahmiye tam bdyle giése de secimin senin
buna benzegeylerdir nasil anlatsan hakikate olan buyigkia
bilememektesin insanlara, uymuyorsa da buwircahirsiarn
hirslarina sanirim sen ilerde foa gercgine varmak icin daha
ilerde), donup bakilacak bir motif olmak arzusundgsin?
(llerde, gelecekte; artik kabrine az gelen karintgirasinda
cururkene;) kendini bozdurmadan kajnmbir kadavra, paraya
milke erkge Une takiya aldanmadan ve timinde akl kalmi
olarak uyurken karincalarin yongitiebedi istirahatgahinda, bir
hirka bir lokmayla Hatcabla'nin getigi.. (Hatcabla’dan
mutlaka s6z etmeli sizlayan vicdan, hicran ve véartu olarak

demitin zaten.). (26)

‘Existence for the self’ and authenticity are relet’concepts for Erbil’s literature. In a
recent interview, she states that she uses authignti existentialist and ethical terms
and explains it as taking on the responsibilityhe ‘other’ whereas avoiding reducing

her own sense of art and ethics to the valuesef&titiety to remain dedicated to her
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art’ Ambitions of gaining more readers, success oeratearning are rejected with a
suffering retreat. However, in this quote thera isonfession that such obsession with
authenticity turns into a two-facedness since titzession also carries the desire to
become unique. Avoiding ambitions of the era be@igother ambitious search for
the self to be recognized as it is, in its autleetistence, as a ‘diamond’ standing
beyond the whole fiend culture. Here the readenagises Zenime’s confession that her
game of erasing the self carries a desire to bemdmered as a unique motif. Despising
fame and avoiding media turns into a vain attitwdiéch points to an inconsistent and
artificial stance rather than an authentic one.idgarbil’s anxieties as an author come
into being through Zenime’s bilateral drifts thaie @&xpressed by verbal irony such as
being a pure, not derogated corpse but rotting selkleeping in her tomb as a long
sufferer who could not be deceived by material game or men though wrapped up in

them.

Authenticity in the sense of being true to onegelfrhat Erbil found most important for
her writing. Such authenticity is accompanied widgation of values and norms of the
bourgeois society and culture and it carries a peraf rejection of every authoritarian
institution as well as hypocrisy. This can be thauig relation to the modernist artist
figure where certain principles such as devotingseilf to the ideals and values of art;
devaluing and not surrendering to the opportunities media and the market offers to

the artist; and avoiding to reduce one’s artistadpiction to the taste of the readers.

Kendini ciddiyetle détindigtinde ise —ki siz de bilirsiniz, kendini

ciddiyetle ele alanin ne berbat biri ofduwu-, sorsan Kki,

® Leyla Erbil Soylgisi. Soylai: ismail Ertiirk.Yeni, Winter 2011.
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“kaybolmak, unutulmak isteyen bir yazar’ denebifiti sana?
Sevgili okurlar (nereden sevgili oluyorsaniz), mruya sizler de
metnin tumind okumadan veremezsiniz karar ama, ulmat
pesine digmuis, kendine bir ‘unutturgi oyunu’ kurmy bir yazara
ne dersiniz? Eeh! Evet biraz, ama tangidera da bir ‘hi¢ yazar’
olmak isteyen biri? Bilemiyorsun ki, nasildir ‘hygzar? Hayir
hayir sen dglsin! Karsilasmis miyizdir bir hi¢ yazarla? Sanmam:
senin uydurdgun bir tipti bu genclik yillarinda, Amerika’da
duyduysun yabancilikla uydurdiun; bir ilk dgzguran ‘Ma’ olarak ki
resimle kagiligl disi baykusmus ‘Ma’nin yukarida s6zini egfim,
‘hiclik’ Gzerine ¢ok digundin sen, kitap yazdin! Ne var ki diinyada
yoksa da bir orng, modeline rastlanmagsa da ‘hi¢ yazarin’
milattan Oncede ve sonrada, s@nmwhizdan da c¢oktur onlar,
halklarin ‘hic halk’ olanlari gibi ve dgllerse mezralarda,
iskencede, dgarda bayirlarda, ya da toprak altlarinda
beklemektedirler ginlerini unutmayan, giderek dgshebir biling
gibi; kallerimiz, dilerimiz ve karincalarimiz kamis olsa da
birbirine, onlardan da gdsin sen, sen hicbir yere ait gsin,

aitsiz kimliksin sen, ‘Aitsiz Kimlik!. (29)

Here Zenime confesses that a writer's desire, pugsto be forgotten, is inevitably

directed to achieve to come to be known as a naterwand that is an endeavor which

is doomed to fail. This is the writer's confessiohan endeavor to manifest a unique

authorial backbone via negative course, just liegla Erbil's rejection to participate
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contests with her novels. The ideal of non-writersdat the moment of the expression

of such desire.

Another issue is that irony functioning against sle$f purports to a self-consciousness
that the claiming of authenticity is itself artitit; and self-consciousness or confession
of giving in to artificiality does not necessaréptail an authentic self for the author. In
other words, the writer who plays the game of kyiown does not become a non-
writer. Awareness that despising fame so rigorousligself an arrogant and artificial

gesture that leaves her high and dry with a noofigghg identity.

Zenime expresses that impossibility herself assthtes that one cannot come across
with non-writers since they are the unknown one® wiied away according to her
made-up story. She cannot tie herself with thad.lifhen there remains an identity or
self for the writer which cannot be related to amcestral line. It becomes a non-
belonging identity and the idea behind calling bé tprotagonist as zenime, which
means degenerate, implies to that impossibilitypwfding bounds with the unknown
names of non-writers. On the other hand, the is§u®n-belonging self for the writer
also denotes to a multiplied degenerateness whamaés claim to be a ‘woman of

literature’ is taken into account.

Nurdan Gurbilek refers to Harold Bloom’s conceptaoiiety of influencehat points
out the tension between writer's desire to creaigue pieces andis inevitable
connection with previous writers. Bloom developss tboncept as an oedipal conflict
between father and son: The desire to be likedtieef is accompanied with an urge to

separate from him in order to gain the authoritygelf. Bloom argues that creation of
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original work is the epitome of such anxiety. Figdiras such the woman writer is an
orphan in this picture and the impossibility of @ngalogical discovery for the woman
writer on the retrospective line is in question. G&sirbilek explains in her essay
“Ciftkalpli Yapit,” Zenime repeatedly refers to féamme ancestors of humanity and is in
search of a maternal line as a non-belonging itdentihe major frustration of the

modern writer for not being able to exprésmselfwithin language is multiplied in the

case of being a woman writer: The loss in the atgrself is accompanied with a loss
of public authority and the more the lack is theeser become melancholy that the
author suffers from. Erbil's distanced stance tasaZenime and Zenime’s constant
belittling utterances for herself make up the mlalyiered character of irony and emerge

as symptoms of this harsh melancholy.

Gurbilek applies Rene Girard’'s concept of “negatisurse” to explain Erbil’'s
approach. It is a search for approval in the nggagense as reluctance for fame and
rejection of admiration by the readers (229). Hosvevsuch negation does not
necessarily reinforce author’s authenticity but imigwell within the dynamics of the
system that it stands against. Erbil's existendeiwithe literary field entails a rejection
of the literary market, however such stance alsalgefrom an emphasis on a unique
self which demands recognition within this negatomirse. Gurbilek describes this
dual bearing as a strong insistence on and anxfgetythe ego and to become an
individual is predominant in Erbil’'s literature. &@hauthor believes her authenticity
depends on how much she can separate herself frmm‘ather’ and become
individualistic. This desire is simultaneous withetauthor's consciousness that the

“self” is only possible in the existence of theeth
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Gurbilek argues that negation of fame, power andtdeate” that media offers for the
author is problematic in Erbil's literature. It @oblematic because such negation
ignores the predicaments of the stance of the magean “individual” (225). Gurbilek
writes that what Erbil tries i€liceis to understand the promises of the deceivingamir
of the media for the author (225). What mak¥ge exceptional among Erbil’'s other
pieces is that it focuses on the “self” inflamedtbg media rather than the media itself
(225). In other words, Zenime’s bilateral driftetbhoncurrence of her retreat and desire;
resentment and demand of recognition; negatioramief for uniqueness deal with the
author’s self and its image in the face of its osthics.Clceis the manifesto of this

conjunction and the ruling verbal irony enableswhiger to express her aporia.

In her essay calleedya-Mediawritten in 1998, Leyla Erbil explains that accorgli

to her media is a power in the hands of privateiteapolders which cannot be
controlled and whose desires are unchallengeable.s8es media as a tool under the
service of wild capitalism which functions with theupport of bourgeois state.
Enmeshed in the rules of capitalism, media grovdewand wider and longs for more
profit and power. It becomes a monstrous entity thaubject to those rules (2010:
98). Therefore, for a writer who builds her owreldture against the sanctions of a

capitalist world system, her relationship with naedill be always contentious.

Erbil's concern is to be able to adopt an indivitkie stance free from the sanctions of
media in the field of art. She thinks that one @gwore the opportunities that media
offers to the artists and in fact ‘a real writeosld be ashamed of fame’ because s/he is

aware of the remorselessness of the system thasadtich fame and power. One can
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wait to be discovered and she asks if one coukdtoide forgotten and die away in this

corner.

Erbil makes a distinction between journalists wine promoted despite their lack of
talents and the honest ones who deserve to havs ipohe media sector. However,
media is described as such a monster that it nideds honest journalists in order to
show a cleaner face (103). Erbil mentions nhamesoofe writers who ended their lives
in their early ages and asks if media played a irolieir suicides. She questions the
meaning of becoming more visible and mourns forathes who preferred not to (104).
So criticizing and standing against manipulative aestructive power of media is a
core issue in Erbil's writing; and in Zenime’s teite reporter emerges as the

representative of those negative values.

In one of the interviews done with Erbil after tpeblication of the novel, Erbil
emphasized the difference between how she seediteefigure and Zenime’s relation

with him:

Zenime Hanim benim gibi ginmeyecgi icin bu ciiceyi sevimli
bulmuyor, kabullenemiyor, icin i¢cin pek bir kigtnysi aslinda,
cunkli Cuce ayni zamanda medyadir; hayatinca gkagvine
sokmadgl medya. Bunu kendisine itiraf etmek istemez, texsi
onunla yatarak kendisini cezalandignda olur; dylesine higie

10

dismekte ki

%0 iki Kalp Simgesel BirSey, Cok Yureklilik de Olabilir, Kimbilirl. Soylg: idil
Onemli.Varlik, March 2002.
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Cice is the media that Zenime has been avoidirgugfimout her life and from which
she is alienated but the encounter turns into arigti®n of how she gives in to the
sultanate of media. As Erbil states she even pesisterself by having sex with the
reporter who is the combination of all the repfiatures that she understood as the

anti-thesis of the values she endowed herself with.

Zenime’s text can be read in two parts: The fiest fpeing the anxious anticipation of
the reporter that is presented to Zenime as a @méiat of photography and interview
with many prizes. As argued before that anticipati® accompanied with Zenime’s
alienation from the process that leads her caliarghe reporter and the repulsion she
feels for him or more precisely the media that @presents. In second part Zenime

meets the reporter and it becomes rather appateattthe reporter stands for.

‘Soyle bakalimsimdi? Ev bu! Bahce bu! Oyle mi? Malzemem
bunlar demek?’[...]

- Ben oyle cahmam, anlarsinsimdi, yarida kaldi s6zim,
anlatiyordum, benim Barim sana, seninki bana ghair. Ah
anliyorum seni canim! O kadar heyecanlanma, sey yok!
Baglayalim: heyecan tazeyken dmrim calgmaya, sen bana
aldirma... Ciksu masanin ustune, ¢ik ve tavana bak, hadi hadi
kagcmasin esin, kagmasin hadi, sandalyeye bas daaklgizel,
mithis bir esvap bu, bu kiyafetle yerde kalamazsin, Isaclia
si¢ra yaparsin, blyoruz bir efsanesin sen aslinda biliyor musun?

--Sen, yazar sadece yazinindan sorumludur, taratohigmemeli
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kendinin, diyormgsun dgil mi? Yazdiklarini bgkalar
degserlendirirmg? ... Ne sacma! dedi, Uzerinde tamaya
desmez! Kimse kimsenin derini bilemez, bgkasi neden
ugrasacakmsg seninle? Dgerini, sen kendin biceceksin kendine;
kafalarina sokana dek israr edeceksin, yorulmalkilngek,
beklemek olmaz! Kendini teslim edegae biri mi var? Bu konuda

Israr etme bir daha aleyhine oluyor!.. (69-73)

The reporter is an extreme embodiment of what Zerfias been arguing against. He
sees Zenime and her surroundings as mere mattralsvill be reified in his work to
achieve a facet of Zenime that will be exhibitedtbg media. His abrupt claims of
having understood her, calling her a legend, eragpng her to ‘leaping’ towards a
representation of success are such gestures thatZenime’s encounter into a
caricature in the light of her values that werevpmasly presented. She constantly
remarked the repulsion she feels towards mediaitarmbrrupted make-up. However,
in the end her urge not to die away in her cormel @ gain some visibility makes

Zenime an object of irony.

Dunya edebiyati bunun aksine 6rneklerle dolu, Hikemeden
ona, ah beni kimse anlayamaz, kimsenin hargildle anlamak
beni diyemeden, icimde tanimgdn yepyeni bir kirginlik; gene
de bu duygular daha cok kendime agmhdandir kgkusuyla
biriktirdigim gecemi aydinlatan tie gozlarimi ya tutamazsam
derken...[...] Merdiven altindan portatif merdiveni aldim usl

uslu, gelmgti Gzerime iyicene o0 Ba egmislik ve
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vurdumduymazlik insanlardan gle Kaban’dan @rendigim ve
hicbir dilde adini bilemedim sanirrm Turkcede de olmayan;
ofkeli acimayla hin¢ dolu sevecetfih, kandirma ve avutmayla
sadakatin kagtigl merhameti de andiran, yasalarin, gieti
onundeki tim riskleri de keitamaya hazir oldguna dair bir im;
baskalarinin suclanga, senin hi¢c katilmagdin ters bir §i seve
seve Ustine almayl andiran, belki ancak o yoldainblgun

artac&! beklentisi tartyan bir duygu..(73-74)

Following the reporter’'s orders Zenime bit by bdntwplies, without being able to
express the impossibility of her self to find a resentation, she gives in to a
probability of such expression, though not beligvin that probability but letting
herself to be deceived. In the face of her ethiaues she surrenders to such
deceitfulness, lets in the flock of black sheepaltshe ran away from throughout her

life.

Erbil distinguishes herself from Zenime in her reksain the interview, and Zenime
becomes a part of the parody in her encounter thighreporter by giving in to his
commands. Erbil states that Zenime is differentfitter because Zenime despises clice
and she does not find him cute. However, Erbil &érpresented her judgmental
attitude towards media. So, clice being the ultino#iter for Zenime as a combination
of the corrupted bourgeois culture, a flock of klabeep, people who are fishing with
cheap calculations, is also a representation oft kil defined her authenticity in
opposition to. Neither Zenime’s dual thoughts teaterge while waiting for ctice nor

Erbil's remarks about the media present a fully ggthizing or despising attitude.
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What both stances emphasize is the manipulativecandtic power of media and its
insincerity as well as its due impact on the writdrich is being criticized. So, in the
part in which Zenime encounters the reporter tligcation of the parallelism between

Zenime and Erbil intensifies.

Despite the fact that the deadlocks that emergiemme’s encounter with the reporter
are very much in line with Erbil’'s concerns witretmedia, Zenime becomes a part of
the parody. In the end, when she offers coffe@ea¢porter, his reply that every day he
drinks tea with his wife at this time of the dayirisnic. Zenime cannot help thinking
that the reporter is a miserable bourgeois (88wéil@r, she becomes the abject herself
because of playing such game of decadence knowimblyirony in Zenime’s narration
of this self-destructive play emerges from her-belfrayal and obedience to that “poor
bourgeois”. The parallelisms between Zenime andl’Erboncerns show that there is

not a direct separation between them.

Until now | tried to show that Erbil’s inclusion bkrself in the text has a bilateral effect
which creates an ironic division for a text thateals her dilemmas and inquiries about
herself as a writer. On the one hand, Erbil putssston the differences between Zenime
and herself by turning Zenime’s self inquiry intparody of decay in addition to stating
their different attitudes towards the reporter fgguOn the other hand, this division is
also a harbinger of the parallelism between the twather words, such a gesture that
aims to differentiate the writer's self from theofagonist cannot escape denoting the
writer's projection of authorial anxieties to hewr protagonist in the existence of the

author as herself within the text.
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C) Eiron as Fortified Authorial Subjectivity

If Cliceis an allegory of Erbil's dilemmas as an authawytcan we read Erbil's
inclusion of herself in the text? One cannot clairat either Zenime or the character
Leyla Erbil singularly corresponds to Leyla Erbi$slf or her authorial persona. Rather
the very division(s) between the selves indicateth lthe impossibility of accurately
and exhaustively representing the self in writig, this ironic gesture, which appears
in favor of the division of authorial persona, daamread as a means of expression of

impossibility of representing the self in its fesence within language.

It is not possible to think of the subject withahie language it speaks despite the
inevitable gap and discrepancy between the subjsttits spoken language. Language
as a form of representation of the self will alwégsengendered at the cost of a lack of
the self. Deriving from here Derrida’s deconstractlooks into not only what narrative
directly signifies but what is absent within thermative. His concept différance refers to
an inevitable surplus of the meaning of a textotimer words, the marks that enable the
language also have an excess beyond senses eilftas a whole (Colebrook, 101). For
Derrida the structure of the narrative is a parthe text as opposed to structuralist
methodology, therefore the reading of the text mumtolve the unintentional,
coincidental “moments that exceed all organizatownactive intent” since a text is
empowered by the forces that exceed their inted®)(1This approach enables us to see
the countercurrents iGlcethat complicate the irony directed against Zenikvhile
the irony which works to distance both the chamaceyla Erbil and the author outside
the novel from Zenime, a deconstructive reading lomate in the text the ways in
which all these subjectivities merge in order toduce a contradictory but also more

powerful authorial/feminine self. In this contex¢xtual irony works not only against
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Zenime, but also against the assumptions and idé¢anologic and unified authorial

positions.

Although Cliceemerges as a text in which the writer revealswan desires that are
conflicting with own values or a search for hypegrivithin the self is realized, it still
puts forward morals of authorship, principles ofideal ethics for the writer. In this
context, one can argue that it is the classicasesai irony that calls upon a Socratic
“good” to be achieved which goes in line with atifeed authorial self. Here it is
pertinent to call upon the Aristotelian concepgtison and alazon. With a rough
projection Erbil can be thought as playing the rofleeiron in contrast with Zenime’s
supercilious claims of writing a novel that reve#t® mysteries of life. Zenime’s
alazoneiagoes as far as asserting a pretentious announteshdraving found the
expression of ‘truth’. Zenime'slazoneiais her illusion of having overcome the
discrepancy between the sign and meaning as gdls representation in language is
without any lack Eiron, that is engendered by Erbil's distanced and spasition or
through the separation between Erbil and Zenimepres the thematization of the
impossibility of such act and therefore the themsion of the difference itself. In other
words, the impossibility of representing the sslfthematized via the division of the
authorial persona within the text which is suppdriey Erbil's remarks in the
interviews. This thematization of difference poimdsan authorial subject beyond the
text and irony is the mere tool that enables thgression of this difference and evoking
an authorial subjectivity beyond the text. The wwgt subject, whose agency is
suspected or injured, claims her subjectivity tigtounertia and irony becomes the

expression of this inertia with its cynical qualityiore precisely, Erbil’s inclusion of
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herself within the text in a disapproving tone ssrto Erbil’seiron that is the authorial

subjectivity beyond the text.

Zenime’s submission to the representation of masdialso a submission to the
phallocentric language. It is her expression of theinine self that she has been
seeking within the representation system that daesgher and Erbil seeks for an outer
position by returning to Socratic irony. The iroofythe text that cuts through different
directions, the irony that is not restrained witltantrolled lampoon against Zenime
thematizes the impossibility of this representati@nwell as its probability within the
text. A deconstructive reading enables to seefbtential and the symptoms of this
thematization. There reveals the textual layerth irony: Zenime’s self-criticalness
against herself, Erbil's distanced approach towalsime and Erbil's self-criticalness
at the moments when Zenime and Erbil overlap. Inaoyking against both realizes a
catharsis for the outer authority and enables thergence of the text as an expression
of this catharsis. Together with the melancholyhiis tri-partite layered sharp criticism
the self of the author is fragmented and the lasthé author subject, woman writer’s

loss through her appearance in media, by her exgriato the symbolic realm merges.

Another point is that the irony that works in favof a more powerful/feminine
authorial self is in line with the Romantic sensattvalues the uniqueness of the artist’s
inner voice. Also the multiplied and self-undermigicharacter of irony falls into the
Romantic understanding. Although the textual iranyClce cannot be assumed as
unstable, the implication of an outer authorial jeatvity through the work of

multiplied irony fits in with the Romantic notiorf the uniqueness of the artist.
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D) Irony and Writing asa Woman

Being a public figure is introduced as a contraaictposition for a writer in
Cice There emerges the dilemma of being a player e game or to risk being
forgotten. In the case of women writers this positentails other dilemmas. For a
feminist political struggle, it is functional to k& oneself heard and threatens
perceptions on women that are adopted in a patahrulture. However, it also entails
reductionist labels such as “women writer” as vasligiving in to representations of the
author’s self that are deceptive.@iiceErbil expresses such dual function of becoming
a public figure with the use of irony and she drapes the collaboration with the media
as opening the woman’s body to its penetration. [0ss of authorial purity proceeds
over the writer's body and Erbil narrates this @ssion as the loss of bodily integrity.
So, again it is the use of irony -with its powergieestion the structures that the writing
dwells in by negating the value of those structwiesrepetition- that enables women
writers’ struggle in the literary field. In otheronds, ironic mode is a means that reflects
women’s double relation to the patriarchal struettirat is its indebtedness to what it

criticizes.
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Chapter 1V

Conclusion
In this thesis | tried to understand what the gigance of irony is in women authors’
artistic production by concentrating specifically tante RosandCiice Although it is
not possible to give a comprehensive account anredation by only looking at two
novels, | believe this thesis introduces the ided irony may function significantly in
narratives on womanliness and on the position afingr as woman which bear a

twofold character.

The first chapter presents the definitions andbaetitions on different understandings

of irony and the relevance of irony to feminist eggches.

The second chapter clarifies the features of irgraoration inTante Rosaand it is
shown how the unstable/Romantic character of is@ryes to the formation of a parody

of bildungin the novel.

In the third chapter the first part aims to expldhe parallelisms between the
protagonist’'s and the writer's anxieties as wellths need for the division of the
authorial persona in relation to writing as a wormBmen, the Socratic features of irony
are presented in order to show the presence aftifiefd authorial subjectivity beyond
the text which is also in line with the Romantic gdrasis on the uniqueness of the

artist’s creative production.
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There are clear differences between the use of im0 ante Rosand Ciicewhich, |
think, when presented comparatively, clarifies mginmarguments on the novels.
Firstly, either derogatory or supporting the iroof Tante Rosaworks against the
protagonist which brings forth a parody lmidung However, inClice the abrasive
character of ironic approach is processed towdrdséxt itself, the author herself as
well as the protagonist, thereby engenders a martticuses on the problematization of

writing.

In Tante Rosasince irony is processed against an idea of selfeldpment, the
rationality of the subject is also abraded. On alieer hand, womanly incognizances,
impulsive choices are also the target of the rigicWhereas itCliceon the last leg of a
life that has been lived within a frame of ethiealues and willpower, there is a turning
back to the sensual, a search pertaining to deshere is a longing for the pure

feminine and irony enables the expression of soclroversiality.

The unstable character of irony is predominant ughout the text inTante Rosa

Towards the end in the dream scene Rosa’s ignotante realities of life she leads is
criticized. At that point irony stabilizes for a ment and Rosa’s political ignorance is
expostulated. It is not possible to defi@gicés irony as unstable, however, it is
distinguished from a clear satire due to its sellermining negativity that works

towards the protagonist as well as the author.

In Tante Rosa the unstable character of irony setwvéncoherence within the self. The

merging of the narrative voice and Rosa’s stance ahakes the reliability of the
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narrator. However, i€icewhat Erbil’s inclusion eventually intensifies Isetauthorial

subjectivity.

The textual irony inClicecannot be assumed as unstable, however, its hredtipnd
self-undermining character working against the authnd her double falls into the
Romantic understanding of irony. The implication asf outer authorial subjectivity
through the work of multiplied irony fits in witthé Romantic notion of the uniqueness
of the artist. On the other hand, Trante Rosathe overarching irony that creates
constant contradiction, the simultaneous utterafcparadoxical viewpoints suits the

character of Romantic irony.
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