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ABSTRACT

From the times immemorial the concept of beautgifiased philosophers and artists who
tried to define it in their works. Even various holbgies and religions reveal this preoccupatiothwi
beauty, emphasizing such criteria as proportionmmsyetry, virtue, unity, goodness, or such
oppositions as harmony vs. chaos, light vs. dakmts. The attitude toward beauty, as well as the
relationship between divinity and beauty changedsiaterably with the passage of time. The aim of
this study is to reveal how the concept of beafitthe Western canon becomes deconstructed and
reconstructed in the postmodern novel Birds WithWiirigs by Louis de Berniéres. The novel, which is
set in an Ottoman town at the beginning of the tigdncentury, reflects the loss of unity and bgaut
in an apocalyptic world. Initially presented as aradisiacal space, Eskibahce loses its harmony,
virtue, and proportion, decaying into chaos.
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1. INTRODUCTION

Louis de Berniéres’ noveBirds Without Wing®presents the fall of the Ottoman
Empire and the birth of the present day Turkeywa$ the loss of unity, followed by the
exodus of people from the places which they comedi¢heir home, and it also reveals the
personal relations of people in a small town calis#tibahce, which symbolically represents
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the Garden of Eden in Turkish. In his recreatidrhigtory the novelist even entitles an
episode as “Fritz and Moritz Accidentally Changestdiy,” and Rustem’s obsession with
time and clocks allude to modernity and awarenésisne@, while it is a means of mockery at
the same time. Likewise, ground perceptions onutyeare reflected upon by de Berniéres,
and a major concern of the novel is the representaif the notion of beauty, which is

revised, deconstructed and reconstructed in a paktm manner.

Louis de Berniéres reflects the interrelationshiptween the personal and the
cosmological beauty and harmonyBirds Without Wings Depicting human beings as birds
that do not have wings, who try to reach God arel ghblime, de Berniéres alludes to
mythical Icarus who tries to reach the Sun onlips® his wings and to fall and die. Iskander
the Potter, who is the first character to narrdte évents that fell upon them, makes a
comparison between the usefulness of the sun anchtton, and he says “The moon is more
important because you need the light more at riigah you do during the day when it's
light.” (De Berniéres, 2014: 47). He, then, coogs his comparison, and claims that a potter
is second to God, and explains, “Because God aeaterything out of earth, air, fire and
water, and these are the very same things thatter pses to make his vessels. When a potter
makes something, he acts in the image of God.” EPmiéres, 2014: 47). Additionally, he
makes and gives the boys, Abdul and Nico, two nalidicd whistles, and the boys begin to
be called as Karatavuk (Blackbird) and Mehmetcikl{iR). Then, the Godlike potter, who
might represent the light of moon, tells them thdan is a bird without wings,”then
continues reflecting that “and a bird is a manhoiit sorrows.” (De Berniéres, 2014: 48).
The two boys go around the town making sounds amtd that of birds, and these sounds
function as reminders of the desire of human betogeach God and the angelic position.
Echoing the hubris of human beings to become Godscaeators of their own future, the
novel is about the birth of new nation state outmmempire.

Louis de Berniéres creates peculiar, and yet mastly dimensional characters in
Birds Without Wings These characters are mostly naive in themsedweseven when they
do some evil, it is as if they were innocent buited by some superior powers. For instance,
when Levon the Sly is beaten and kicked by a dmnkan in the town centre, there is a
crowd cheering the man beating Levon. De Berniéleescribes their madness “Kick him,
kick him!" cried the women, like an intoxicated che of maenads.” (2014: 161). They are
mostly innocent people,they are tempted and dnrsane by the circumstances. The novel,
which is mostly preoccupied with the reflectionbafauty through harmony and order, reveals
symbolically the confrontation between Apolloniaralty and the chaotic nature of
Dionysian beauty. Dylan Nealis comments on Niete&hpoints on Apollonian and
Dionysian beauty and believes that

[E]very artist, often unconsciously, exhibits alistic and thematic
tendency toward one inclination or the other. VeasrApollonian
artists are largely bent on producing symmetricallgderstandable
and beautiful world[s]” (Preminger 41), the poet whom the
Dionysian impulse is dominant thrives in absolutbygcality,

searching out the “blind irrationality, pain, andaffering in the world
which gives rise to Dionysian dance of orgiastiasiip. (2012: 54)

Louis de Berniéres reflects the influence of Didagsand Apollonian beauty. If
initially the town of Eskibahcge is dominated by Alpaian beauty, reason and harmony, a
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fact seen in friendly tendencies of human persbes)i later the edenic space transforms
under the impact of Dionysian beauty, reflectediraga frenzy and excess of the people’s
acts.

De Berniéres deconstructs the criteria consideredergial in the historical
construction of beauty. In various ages beauty areysed in relation to such criteria as
goodness, light, virtue, truth, mathematics, symmeharmony, and divinity, as it was
deprived of a discourse of its own until very radbenThe criteria to assess beauty were
inspired by various mythologies, religions, philpkers, and writers. Umberto Eco writes
about beauty and says that “over the centuriesad artists, poets and novelists who told us
about the things they considered beautiful, ang thiere the ones who left us examples.”
(2004: 12). Therefore, in the analysis of beauttheWestern canon, in this paper references
to artists, as well as those of the philosophetsh& provided. The aim of our study is to
juxtapose the mythological beauty and Biblical ligauth some postmodern beauty notions
as they are reflected in the representation of sonaeacters of Louis de Berniéres’ novel,
and to eventually disclose the ways in which be@utgflected in the postmodern context in
a work of literature.

2. THE DECONSTRUCTION OF MYTHOLOGICAL BEAUTY

The first thing, considered by de Berniéres in hwvel is about beauty in its
correlation with harmony. The first narrator oéthovel is Iskander the Potter, who starts the
novel in a nostalgic and melancholic way. Echdimg beauty standards of Ancient Greece
and that of Apollo and Dionysus, Iskander's prolegbegins with the explanation of
Ibrahim’s insanity. The first thing to be captuteete is the Dionysian beauty, which conveys
“possession and madness.” (Eco, 2004: 58). Dei&es’ narrator suggests that Ibrahim
went mad because he was deeply affected by thethvedrdestroyed the unity between
different races that were living harmoniously inkibah¢e, and consequently he lost his
beloved Philothei as a result of apparently andsedal murder. Once he returns from war,
he cannot recover and resume to his old self. lredigthe fails to marry his bride, Philothei,
and she is torn between her duties as a daughteasaa fiancée. She is a Christian Greek
who is supposed to be a Muslim once she marrieghillo. However, as the union fails
between the couple, she is torn between staying lsrhim and joining the exodus with her
family. Iskander recounts her as “in retrospeatenof it seems believable, and it cannot
matter much if finally | tell of the last misfortanthat fell upon Philothei, sweet-natured,
Christian, vain and beautiful.” (De Berniéres, 201). It is noteworthy that Iskander
mentions them both in the same paragraph: Philstheauty and Ibrahim’s madness.

The relation between Ibrahim and Philothei echbescbrrelation between Apollonian
and Dionysian beauty. Erman Kaplama says that Agpellonian is the formative force in
ancient Greek tragedy that represents the beaafifpparance and the measured restraint with
its ability to avert self-destruction caused by thmundless attraction of the Dionysian.”
(2016: 180). As Iskander reflects it, the peoplmaming in Eskibahce have lost their unity,
and he says “We are in any case a serious peope hde was merrier when the Christians
were still among us, not least because almost emeeyof their days was the feast of some
saint.” (De Berniéres, 2014: 1). Iskander is mefmlic, and he relates his melancholy to his
religion and says, “Our religion makes us grave #malghtful, dignified and melancholy,
whereas theirs did not exact much discipline.” @niéres, 2014: 1). The loss of mirth is
often related to Ibrahim and Philothei, as Ibratast his merriness, and Iskander says that
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“there is a sadness seeping out the stones dialfisleserted town.” (De Berniéres, 2014: 2).
Following this sentence, Iskander returns to Ibral@ind mentions how entertaining and
joyous he was before. Christians were once a qgfattteir life, and when Christians were

forced to depart, the remaining people of the tavare Muslims, and both Christians and
Muslims lose their unity and harmony, and nonehein ever feel complete again. Iskander
feels as if he is living in an apocalyptical wontdwhich they have forgotten to die in time.

Louis de Berniéres represents the loss of harmtbngugh a violent act. The
breakdown of harmony is reflected through the eMposnd stoning of a beautiful woman.
She is suspected of having committed adultery tlyette is not enough evidence to support
the claim. De Berniéres portrays the characteas threw stones at Tamara as initially
starting involuntarily. In the beginning, they didt want to do it, but once they started it,
they could not help themselves. When there weteenough stones to throw, they started
kicking and spitting on her. When Ayse examines aie@nshe notices that those who kicked
her usually preferred to kick her in the genital§he stoning of the beautiful woman is
anotherhint of loss of harmony. Therefore, losbeduty, punishing the beautiful, as well the
lack of evidence suggests that the correlation éetwgoodness, order, and harmony has been
lost within the local community.

Another Apollonian and Dionysian nature of beausy represented through the
characters of Drosoula and Philothei. As Eco contsjekpollonian beauty is understood as
serene harmony, measure and order while Dionysantl is to be understood as “a joyous
and dangerous Beauty, antithetical to reason atah afepicted as possession and madness”
(2004: 58). This dualistic nature of beauty is restoucted or deconstructed in postmodern
literature. Beauty is handled in comparison tanggs, and they can even coexist within the
same body. It is necessary to have ugliness inrdatebeauty to arise. |If it were not for
ugliness, it would be harder to detect beautys # ground which makes it easier to compare.
This dualistic nature proves the existence of beaunh de Berniéres’ text, beauty has a
dualistic nature and it gains its power when itanpared to its opposite aspect: ugliness.
Philothei and Drosoula are like the two sides aban who can never be separated. Drosoula
considers that she is the personification of ugnevhereas her friend Philothei is the beauty
of the town. They are always together since tbleildhood. When Leyla sees Philothei for
the first time, she wants to have her as a maidferoteasons of housework, but because
Philothei will accompany her with her beauty. laegays that she wants to have the pretty
one, not the ugly one, since she wants to be sodexi by prettiness. Rustem responds to it
as “The ugly one and the pretty one are alwayettogy. | have been wondering if they are
sisters.” (De Berniéres, 2014: 200). In this parte can see the reconstruction of beauty as
in the temple of Apollo and Dionysus in order tnesent the coexistence of beauty and
ugliness.

Eco comments on the Pythagorean beauty about dppoaind he says: “when two
opposites are in contrast to each other, only dnéh@m represents perfection: the odd
number, the straight line and the square are goumt keeautiful, the elements placed in
opposition to them represent error, evil, and disiomy.” (2004: 72). Apollonian and
Dionysian beauty is given in opposition, and Pytragn beauty has an opposition.
However, in de Berniéres’ novel, they all unite anelate a harmony out of disharmony. The
two girls perform the union of opposites and thiesate perfection.

34



A

JOURNAL OF AWARENESS

3. THE PHILOSOPHERS ON BEAUTY

It was Pythagoras who introduced the famous conoémolden mean to measure
beauty. According to Pythagoras, beauty was tonadysed in relation to mathematics and
numbers. In this respect, Robert P. Mills states tRythagoras and his followers noted that
objects proportioned according to the so-calleddgo mean’ seemed more beautiful than
those that were not.” (2009: 3). They had someheragtical measures for beauty and the
beauty of a body could be measured with those messMVe still use numbers to define
whether a person is beautiful or not. Symmetryalan be measured in this sense and Robert
P. Mills comments on this idea and says that “peegiose facial features are symmetric and
proportioned according to the golden mean are sterdly ranked as more attractive than
those whose faces are not.” (2009: 3). Therefo®muld be said that Pythagoras introduced
the use of numbers in order to define what is biedutHis theory on beauty is objective as it
is based on the golden mean principle to measuretye

Beauty could be measured, and for something toohsidered as beautiful, it had to
have proportion. De Berniéres had already decoctsttl proportion and symmetry in
Captain Corelli’'s Mandolin, presenting it as reversion. IBirdsWithout Wings,he
reconstructs it and this time it is representelthie with Pythagoras’ concept. However, he is
skeptical of symmetry, and he mocks it in two dife contexts. The first one is when
Rustem wants to buy Leyla from Kardelen. Kardelescribes Leyla as “she is the ideal of
beauty. Her face is slightly oval, her skin is véine and white, her eyebrows are black and
meet in the middle, her lips are very red and freShe is neither tall nor squat.” (De
Berniéres, 2014: 186). Kardelen refers to her fasgymmetry and her body’s proportion;
however, as the reader knows that Leyla will beghblike a possession and she will not be a
wife, her body’s proportion and symmetry serve dolplease Rustem, and therefore Leyla’s
body is treated like an object.

Tamara is also subject to symmetry and proportiédithough Rustem has never seen
her fully naked, the women in the hamam have segndnd Ayse describes her body as
“small and slight, but her breasts were round fganegranates, and any mother in the
hamam would have wished her as a wife for the pleasf a son” (De Berniéres, 2014: 115).
Another reference to proportion and symmetry is enathen Tamara is treated by Ayse.
Some of her bones are broken when she is stonddhare is a break in her collarbone too.
Ayse says that “If you don't set it right in a womthen she’s got one breast higher than the
other till she’s lying in the grave and even aftéram glad to say, and she heals up nice and
square, within reason.” (De Berniéres, 2014: 18unilar to Leyla’s example, one can see
that symmetry and proportion are to please men,caeé Tamara heals, she will be sent to
live in sanctuary in a brothel as a prostitute.efgfore, it would not be wrong to suggest that
de Berniéres is sarcastic about symmetry and ptioporand the use of mathematics in
assessing beauty, since it always ends in serviptpasing someone.

While Aristotle is in line with Pythagoras aboutetbbjectivity and measurability of
beauty, Plato is different from them, in that hiates beauty to the divine. Plato thinks that
beauty exists within the object. Plato’s concdpbeauty is different from that of Pythagoras
and he defines beauty in relation to forms. Fam,Hiterature and any forms of art are to be
dismissed because they deter us from understamdalgy. What we have in art is just a
copy of the original form. Plato disregards thg@ies. However, as Robert P. Mills says,
Plato’s concept of beauty resides in his belief beauty is “something that exists within the
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object” (2009: 3). De Berniéres reflects this inléthei, and her birth is given in a magical
realist way. She was beautiful even as a baby.théke that visit her, be them Muslim or
Christian, speculate about her beauty, and yetahewll fearful of her beauty. They feel that
some evil might fall upon her, simply because af leauty. Philothei’s father, Abdulhamid
hoca, and Drosoula’s father are fearful of her bgaas Drosoula remembers her father
saying, “When | saw her eyes | was afraid of Godtlfie first time in my life. It was as if
they belonged to someone who had lived too longsa®a too much. They were an angel’s
eyes, and they made me think of death.” (De Bezgj€2014: 21). Her angelic and divine
beauty makes everyone around her to think of dedflfe Berniéres reverses the good
connotations of beauty to death to the destruatiatire of Dionysian beauty. The night
Philothei was born is given in Apollonian naturetirat it is a calm night, the bulbuls are
singing, and there is order, yet it is a diffidoilith, and since men are afraid, it reminds one of
the Dionysian nature of uncontrollable beauty.

Plato’s denial of copies is reflected by de Bemséthrough the characters of Leyla
and Philothei. Philotheirepresents a simulat@rcopy. Plato’s concept of copy regains
power in Baudrillard’s theory on simulations anchsglacra. As Plato suggests, the copies
and art distance one far from truth, Baudrillarkesaa step further and claims that they hide
the fact that they are not original, and the nésp $s when they cover the fact that there is no
original behind them. Baudrillard says that thene faur stages of simulation and simulacra.
He describes them as first “it is the reflectionaoprofound reality”, here we might have a
copy of an original like a painting, this is thesfistage; and the second stage is “it masks and
denatures a profound reality”, here one might tlohlan icon of God as Baudrillard states it;
and the third stage is when “it masks the abseheepmvofound reality”, like in the case of
Disneyland, and on the final stage “it has no retato any reality whatsoever: it is its own
simulacrum.” (1994: 6). In this respect Philotiigia copy just like Leyla. De Berniéres
reverses the roles, and once Rustem goes to getudifiol mistress to make him happy, he is
disgusted by the environment where Leyla lives, ‘&gl gave thanks to God that it had not
been his destiny to live in such a hell of despanafilth and iniquity, but it did not yet strike
him as paradoxical that he had come here in omleseek his happiness.” (De Berniéres,
2014: 177). As the reader knows that Leyla ceelien a paradise through sexuality and
beauty, copies and originals are reversed in andmvay by de Berniéres. The copies are too
distant from truth and divine; it is only in Rustsnoase they allude to divinity. Nevertheless,
we are aware that the copy only distances Rustem divinity.

4. BEAUTY IN THE MIDDLE AGES AND THE RENAISSANCE

In the Middle Ages, beauty keeps being correlateditinity. Beauty is regarded as a
bestowment, yet the reader knows that it is notcdse in the novel. The beautiful Philothei
ends up dead. Tamara is stoned and forced toirlivee brothel. Leyla has to take upon
another role, race, name, and she is a mistres=math®f a wife. The only ugly character of
the novel, Drosoula, gets married in time, sheved by her husband, and she survives in the
end.

In the same period, there is considered to be thamscendental features of divinity:
beauty, goodness, and truth. Umberto Eco sayshilnt is beautiful is the same as what is
good, and in fact in various historical periodsr¢heas a close link between the Beautiful and
the Good.” (2004: 9). However, in the novel tloerelation between them is reversed. Ugly
Drosoula is honest and protective. Philothei is\and beautiful, but she is no more than
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that. Leyla is beautiful but she has to be a li&he tells lies about her race, her name, and
her virginity. Because of the apocalyptic naturethed novel, copies and lies triumph over
truth and originality. The divine nature and relatbetween beauty, goodness, and truth is
reversed when Rustem takes Leyla as his mistidesvants to erect a temple if he receives a
good mistress, but when he arrives home, “He hdsahather one of his disturbing dreams
about witnessing the funeral of God, except that time the angels are dumb, and the coffin
is so minute that it would scarcely hold a babéDe Berniéres, 2014: 200). Therefore, it
would not be wrong to suggest that the divine asptbeauty is reversed here, since Leyla’s
beauty does not compensate for the loss of commebgtween God and human beings. God
is transformed into a baby, into a needy baby whHospers, namely angels, cannot hear
anything. Human beings are left in a world wheredCGcannot help them anymore.
Baudrillard says that “There have always been dfegdo hide the death of God, or to hide
the fact that God was everywhere, which amountsésame thing.” (1993: 19).

A medieval and Renaissance characteristic to berndéwicted by de Berniéres is the
beauty of monsters. Monsters and ugly creature® weed to create memorable places
according to Umberto Eco, and he says that “mosdted a friendly function, precisely
because of their impressive ugliness.” (2011: 123§ keeps on explaining why they were
useful and says, “in tharts of memorysince ancient times, those wishing to be abledall
words and concepts were advised to associate thi#mwarious rooms in a building or
various places in a city where there stood homgystatues that were hard to forget.” (2011
125). Therefore, it could be beneficial to takeinonsideration that Drosoula usually refers
to her memory. De Berniéres might have recreatgidess and monstrosity to allude to this
function of memorability. Drosoula says that “I gust an old woman in exile, | have no
education, | am ugliness personified, but if | cbbteak open my ribs with my bare hands, |
would show you that | have a heart grown huge wotre, and grief, and memory.” (De
Berniéres, 2014: 25). The act that she descriashit brutal, but she is memorable and she
tries to break the link between ugliness and nadgogood. She also makes references to
having lost some of her memories, and there arenaoy times that, when she refers to
Philothei and Leyla’s beauty and her own uglineks, refers to memory too.

Another feature of beauty in the Middle Ages isttld being beautified, as
ornamentation starts to be used, and in the posmodontext this leads people to turn
themselves into commodities. In the novel, itssally the prostitutes whose eyes have heavy
kohl, and Leyla prefers to use ornaments to beah@fself and Philothei. What Leyla buys is
ironically given by de Berniéres as “they shopfttrics, for draughts and potions, cosmetics
and liniments and lotions, for things that shestssshe must have, and most of which he has
never heard.” (2014: 194). Rustem, who wantsta modern man , is doomed to live with a
woman who is not like his wife Tamara, who refuseg ornamentation. In order to beautify
herself, Leyla uses the things that Rustem boughtér in order to seduce him, like the gold
string, which he bought for her forehead.

5. MYTHOLOGICAL AND BIBLICAL BEAUTY

Beauty as light has been a subject to explore nbt im mythological Apollonian
discourse but also in Biblical discourse. De B@&ms reflects characters glowing with light.
Nevertheless, in addition to the reflection of tighrough the body and beauty of characters,
de Berniéres uses light and darkness to set a lmaockd) for beauty, morality, and decay.
When Philothei’'s birth is announced, Iskander comisie‘l swear that the whole night was
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changed. The dogs ceased to howl, the moon brak&am behind the clouds, there was a
scent of saffron and olibanum in the air, and @blubegan to sing in the plane tree down in
the centre of meydan” (De Berniéres, 2014: 9)atTib the first case where light and beauty
coexist to set a background. Although the scemdées/pleasant feelings, de Berniéres uses
this scene for opposite purposes, since the clasaao not only feel happy in this
transcendental scene, but they also feel frightebedause they suspect that something bad
might happen in this pleasant atmosphere.

As we have claimed earlier, for de Berniéres, “lLighd darkness are combined to
suggest ambiguity over the correlation of virtuepdness and light.” (Akka2016: 128).
When Leyla creates a paradise for Rustem oversligbod, and beauty, de Berniéres reflects
moral deterioration in this paradise through ligiid pleasant atmosphere. Leyla gets
prepared for the seduction of Rustem Bey, and bdyland beauty are displayed as, “Her
black hair was superbly brushed and shining, amcelies seemed huge and infinitely dark.
They glittered in the half-light. Across her foestd glowed the string of gold chains” (De
Berniéres, 2014: 228). Leyla has inner light, dnibugh shining objects and a suitable
background, she manages to be more beautiful. WHewesince Leyla is not Rustem’s
wife,the sexual relation between Leyla and Rustén,which she has been preparing,
suggests adultery, the same reason he got histeifed. Leyla plays with light and darkness
to create him a false paradise. Similar to the hfrOdysseus and his men, Rustem falls into
Leyla’s paradise for a long time, the paradise aeyleated through beauty, sexuality, food,
music, and light.

De Berniéres relates beauty to light as one reagstel’'s comments on Leyla’'s
beauty and light. The first thing that he saysal®ut moonlight, and then its making it
possible to see in the darkness. Then he sayd &yt is beautiful, like the night. When
there is a reference to light and darkness, tlsegeréference to beauty too. Once he gets into
the room he questions whether he is in paradisausec“The inner court was a sea of
glimmering, moving golden-yellow lights. There was pattern to it. Some of the flames
were momentarily still, and others were travellif@e Berniéres, 2014: 229). It brings to
mind the chaotic nature of Dionysian beauty. Denigges recreates Dionysian beauty in that
sense. The lines following the still and movinghlis reflect the downfall and moral
deterioration in a sarcastic way: “It was as if #tars had been captured from Heaven and
been set in motion there in that small square efitkver world.” (De Berniéres, 2014: 218).
Although Rustem feels as if it were paradise, wavkithat it is the very opposite of it.

The transcendental nature of light and beauty nae8 when Rustem mentions the
pleasantness of the night for him. “All my lifeatum,” he said, ‘all of it that is granted to
remain, | shall remember this night, this feasgsth pretty lights, you, your great beauty.
What's better, after this? After this, there idyodeath.” (De Berniéres, 2014: 231). For
Rustem, beauty and sexuality are transcendentalsabtime. It reminds him of death.
Beauty and lights are used in this postmodern comterepresent the fall of humankind from
heaven in Biblical manner rather than to imply s@endence.

As opposed to Leyla, the background when Rusteesl®amara and her new place to
live is represented in darkness. Rustem awaitsafamo be saved by Abdulhamid in order to
be cared for after she is stoned. Rustem returhstbouse to find it in darkness. When Ayse
takes Tamara to the brothel, the road is descrdsedbeyond to where the street turned a
corner sharply and ended with a final, isolatedskoulat-roofed, whose fagade was draped
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with climbing roses, and whose windows were lattice order to conceal the dark interior.”
(De Berniéres, 2014: 125). It does not only ref[famara’s fall into darkness, but also
universally speaking the world’s fall into darkneas soon after the incident a war is to break
out.

When Rustem wants to visit Tamara in the brothelBdrniéres describes the road to
the brothel and the interior of the brothel in tiela to light and darkness. “He was wrapped
so heavily in a black cloak as to be almost inVgsiland it was obvious that he was being
deliberately furtive. He stood still for a whilegcustoming his eyes to the darkness, and then
he set off.” (De Berniéres, 2014: 411-412). Onagain, physical darkness is related to
deterioration, since this secret act is not basegist benefic intention of helping Tamara, but
on his desire to have sex with her one more tifiiezen in that darkness, it was clear that he
knew where he was going, and there was somethingisnmanner that betrayed great
purpose.” (De Berniéres, 2014: 412). On his vieycrosses through all the unities of their
society, that is to say Muslims’, Christians’, Jearsd Armenians’ houses. All the religious
buildings are described in their good affiliatidnsde Berniéres, maybe to evoke that Rustem
is going past them, and he is losing all the religiconnections right at that moment. What is
striking is that when he gets closer to the brottielBerniéres uses the same lines that he had
used when describing Tamara’s being taken to tlthér on page 125. It might be a
reference to the similarity between Tamara’s angt&u’s downfall.

Inside the brothel, Rustem “found the dark pinktigimost too dim, even though he
had just come in out of utter darkness.” (De B&nes, 2014: 412). The fall is again
represented in relation to darkness, and when Rustants to see Tamara’s face, she objects
to it saying, “Why do you think we keep the liglat dim? If you look at me you will see the
diseases, and you will see that | am under a cyi3e”Berniéres, 2014: 421). There are so
many references to darkness and light that eveherbrothel through Tamara; she is not a
bad person, and it is ironical that darkness rgmissdecay. She does not try to please men;
she does not seduce. She wants Rustem to take aegavife; she does not want Leyla to be
disregarded by the people in the town, as she ket it means to be disregarded. Yet,
“Because of her decaying beauty, Tamara prefesittm darkness which also accounts for
moral deterioration.” (Akkg 2016: 128). Tamara is not disobedient to hez.fafhe has
lived through it, and she patiently awaits her deand she does not push it as the other
women do in the brothel by drugs, either to dieocorelieve their pain. Tamara believes that
this world is governed by the devil. She canneanke the earth through her tears; she knows
that she cannot because she has cried enoughe Ifagl the chance, she would buy the world
from the devil with her tears if they were worthytnng.

There are many Biblical references to beauty amdbibdy in the novel. Although
beauty is not a direct concern of religion, it isstly affiliated with God and virtue. In the
novel, the body of believers consists not onlyhs Christians, but also of Muslims and of
Jews. Tatiana Golban reflects this unity as,

The mixture of spiritual and cultural strands does$ spoil at all the
harmonious universe of Eskibahge. This “unity inedsity” in fact
strengthens the atmosphere of the initial parachsiaspace of
Eskibahge, which is also suggested through thetbesunature, of
the village, of Abdulhamid Hoca’s horse, of Phikeithof people, a
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beauty which is almost unearthly. The metaphohefdenic space is
also sustained by the beauty of the church anchthegue.(2015: 46).

The believers of these religions pray for the otredigions secretly, and the lines
between these religions are blurred, and it is éagyoss between religions by marriage. As
the name of the town, Eskibahce, Garden of Edegesig, they live in paradise. Golban
refers to this as, “The novel begins with the diépicof an Edenic space, where most of the
characters live in harmony and relative respectefiech other.” (2015: 46). However, their
local troubles intervene with the global troublasd their saviour figure fails to save them.
Rustem fails to protect his bride, and she is aasty to a brothel. He wants to build a temple
for God if he finds a good woman, and he actuatigd one, but he fails to build the mosque
that he promised to God. Another failure of hina®ut Levon’s daughters. Rustem saves
them from being raped, and he says that he will firem good husbands while their family is
being deported, yet once again he fails to prdtesin, and they become his mistresses, like
Leyla.

The most important Biblical reference in the novsl about Madonna/whore
dichotomy. The first thing to be noticed about thiehotomy is that they are inverted.
Golban refers to the inversion of the Bride, and/famara Hanim has lost her significance
whom Rustem “feverishly expected to open the gadebeaven for him, Tamara Hanim,
becomes ironically the Whore of Babylon, as sherdgs the faithful and the committed man
through her adultery; unwittingly she triggers eiote and releases the forces of evil.” (2015:
49). The bride and whore are reflected as upsidenda this postmodern novel. Rustem
explains the situation as “I have a wife,” saiddRem, ‘but | have put her aside. She was a
slut.’ ‘My aga, a good slut is not to be sniffed ahid Kardelen” (De Berniéres, 2014: 182).
The dichotomy is upside down, yet sarcasticallysshre shown as precious in this part, but
Tamara is not a good slut. The men visiting hiditee “You came out disconcerted by those
liquid, unfocused eyes that gleamed in the darH, iafected by her loneliness and stiliness,
and it made you nostalgic and sorrow-shot. Thaceleen, it turned out, little satisfaction in
using the wife of the landlord.” (De Berniéres, 20133). Kardelen keeps on comparing
wives and mistresses and says, “A wife is a creswéden a slave and a brood mare, but a
mistress is the smell of the rose that comes iouidin the shutters on a summer night. Think
of her as semi-divine.” (De Berniéres, 2014: 192he dichotomy of Madonna/whore is
once again played with, and de Berniéres makesefemdsubvert the roles and attributions.

One can also see the difference between soul &lddthy in Tamara in that although
there were queues for her, her body was “motionleagesponsive flesh” (De Berniéres,
2014: 133). While her soul is not to be grasped, lagr body is not to give pleasure, she is
cast away by other women, who do not want to becést®d with harlotry. One can see the
unification of the wife and slut when they sit tdggr in the hamam. Both of them are not
welcome by the rest of the society, and they unitideir opposition, and they could be said
to respect and care for each other.

Another reference to Bible is about the exposuik stoning of Tamara. People start
stoning her, and once again like Rustem, it is lemoMuslim character who takes upon the
role of Jesus. Abdulhamid, the imam of the Mugigtigion, intervenes and protects Tamara.
Abdulhamid’s name also connotes one of the lastr@n kings and Abdulhamid, who tries
hard to deter his empire from falling apart, buthie end it does even though he pays efforts
to unite his empire. Abdulhamid, the imam, remirtde Christians about Jesus saving a
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stoned woman, and recites from Quran in order feethem in harmony and peace, rather
than evil. The religions coincide about their refeces to harlotry and stoning. However, de
Berniéres ironically makes harlotry seem like &mess for the naive people of the town. The
women do not want to touch Tamara, and Ayse sattiriotry is contagious.

6. TOWARDS A SUBJECTIVE UNDERSTANDING OF BEAUTY

Beauty notions of various historical eras as wslBéblical beauty are deconstructed
by de Berniéres in the novel. Earlier beauty nsiavere about beauty being in correlation
with other attributes and being measurable, yett kdroduces the subjectivity of beauty, and
de Berniéres reconstructs it in the novel througpresentation of Philothei. Kant suggests
that beauty is in the eye of the beholder. De iBees presents Philothei through different
points of view, and most of the characters agrae she was born beautiful; but for Iskander
she was just a baby, like all the other babies,smedwas not particularly different. Mehmet
Atalay comments on Kant and says that “Kant thithat the transcendental principle of
general acceptability is this principle that prasdthea priori character of taste. Such a
principle, he claims, can only be common sensearsus communis(2007: 46). Iskander
does not claim that she was ugly; he only saysshatwas not different as a baby. However,
when she grows up, he remembers her as a beagitifulTherefore, we could assume that de
Berniéres recreates Kant’'s subjective beauty wiikiarsal validity.

Likewise, when Mehmetcik and Karatavuk are playitiggy talk about a bunch of
topics, and Karatavuk comments on something thdteaed, and he says, “Everybody says
that your sister Philothei is very beautiful,” (..). ‘but | haven't noticed myself.” (De
Berniéres, 2014: 43). Although he does not sugipstPhilothei is not beautiful, it is about
people’s perceptions of beauty, and he did notcaoBhilothei’'s beauty by himself, yet he
acknowledges that she is beautiful. Her beautgtexn herself, and beauty is subjective, but
it has universal validity. The subjectivity of lw is reconstructed in this sense by de
Berniéres.

7. BEAUTY IN THE POSTMODERN ERA

Naomi Wolf says that until 1830s, the image of lgawas represented by the
prostitutes, regardless of the benefic and divitteibations added to it. Beauty was
advertised through prostitutes. In the novel #te&ement is reflected as assertion of beauty
by Leyla. Although Tamara was beautiful too, itsnmly through Leyla that Rustem came to
appreciate beauty, and once he sees her nakedsuHéenly realised, with a sense of
profound wonder, that he had never appreciated®dfow beautiful a woman was, and how
strange and unlike anything else this beauty wadJe Berniéres, 2014: 185). Leyla is
created by de Berniéres to be the embodiment ofitheaApart from the moment when
Tamara’s being healed, no other woman, except | &yl®flected naked. In the hamam, the
women get naked, and yet their nakedness is nasaitte to men, even though Rustem
remembers how curious they were as children tonsege it.

In recent discourse, according to Naomi Wolf, bgahtcame a kind of a cult for
women, and it consequently started to gain negaiitrdoutes. Women are left in a dilemma
of being beautiful, besides being considered smitered. Whenever de Berniéres mentions
Philothei’s beauty, she is also reflected as vabrosoula mentions her as, “she wasn’t
intelligent or funny or particularly interestingshe didn’t have any knowledge or education.
She didn't really have high spirits. She had twibdions. One was to be beautiful, and the
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other was to marry Ibrahim.” (De Berniéres, 20385). One can see the superficiality of
Philothei, and Drosoula keeps on commenting ondser‘in lots of ways Philothei was
nobody at all and she only lived in a very littlend, and she was destined to be ordinary.”
(De Berniéres, 2014: 555). Although Drosoula magkesitive comments on Philothei most
of the time, she makes it clear here that Philoties only obsessed with pretty things and
being pretty.

Beauty is like an addiction according to recenpties, and Baudrillard comments on
it as, “For women, beauty has become an absokiigiaus imperative. Being beautiful is no
longer an effect of nature or a supplement to mqeallities. It is the basic, imperative
quality of those who take care of their faces agdrés as they do of their souls.” (1998:
133).Likewise, one can see the rituals that Phelio#nd Leyla go through to get more and
more beautiful. Leyla defines her addiction touigaas, “it's like opium, it's an addiction,
you've got to have more and more of it, and itkela great heat in the heart that expands and
expands and fills you up—Ilike having a sun insidgust want to get more and more and
more beautiful all the time.” (De Berniéres, 20249). Leyla has become the slave of beauty
in her own words, and it brings forth beauty ankieDrosoula is cast away from the beauty
rituals practiced by Leyla and Philothei, who gohtamam, wear perfume, and look at the
mirror intoxicatingly and they are themselves indaxed in their own beauty. Drosoula only
looks at her reflection in the water to see thatismot like Philothei and Leyla.

As theorists have asserted, beauty brings forthoiisn negative aspect. Leyla
comments on the negative sides of beauty, andajsetbat beautiful people cannot be sure
whether the people around them like them for themuty or personality, and she says that
“Sometimes you wonder why people are being nicgadiw, and sometimes you know that
your beauty is the reason that some people wame toorrible to you. People think that they
want to know you, but really they are fascinatecabmask.” (De Berniéres, 2014: 218). She
likes being beautiful, but she is also aware ofdaagers of her beauty too. In this respect
Samantha Kwan and Mary Nell Trautner suggest tingividuals expect attractive women to
be more conceited and likely to engage in adultef009: 51). We could deduct that people
believed in Tamara’s adultery because they thotlgittshe was beautiful. Likewise, Leyla,
who is beautiful as well, is to be suspected ofltady if she does not follow the code of the
society. It means that your appearance mattetspmyp through good connotations, but also
through the expectations of seduction and aduitethe contemporary context. People are
impressed by your looks more than your personality.

More than once Leyla regards beauty as a job, hadays that she has worked hard
in order to be able to be lazy. She admits thairilp beautiful is like having a job . . . If
you’re a woman you can be a mother or a servaspimrething, but you can also be beautiful.
If you're beautiful it's better than working, evéihyou have to work at it” (De Berniéres,
2014: 217). Regarding the processes that beawtygbiae since the Industrial Revolution,
women, especially working women have been put utlfdepressure of being beautiful. It is
not only about selling beauty products, but alsoualkeeping them under control.

Unlike her previous self, when the war breaks batjla starts to lose her beauty, and
she has to do some housework at home, since ewaghhtRustem is rich, they cannot find
enough servants. Leyla starts losing her beauaty sae starts to gather wild greens like other
women. “Sometimes she looked at the dried skihesfhands, with their ingrained dirt and
scuffed nails, and even felt a little proud of ledéits She no longer had that enjoyable but
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nonetheless guilty sense of wasting her life oppiery and idleness” (De Berniéres, 2014:
411). Her loss of beauty and also the idea ofdgoaseful makes her spirits higher.

Although Leyla is very beautiful, she says that she@ot, and she makes the girls
believe it. Together with Philothei they try todoify each other. This is a bit similar to the
alterations done to the bodies of the models intqdraphy. The bodies of even very
beautiful women are subject to change in the copteary world. Women are subject to a
beauty discourse to which even the originals thérasedo not match. Ironically, in the novel
Leyla and Philothei make use of the magic touchmaidern cameras through the mirror
scene. They multiply their beauty by looking at thirror as two beautiful women.
Therefore, bodily alterations of the postmodern @vald be said to be deconstructed and
recreated through mirror and magical realism bidmiéres.

In the feminist discourse, beauty is considereteda construct and it is constructed
by men’s institutions in order to control womenadwi Wolf tries to define what constitutes
the beauty myth and says that it “is actually cosgabof emotional distance, politics, finance,
and sexual repression. The beauty myth is not tab@mmen at all. It is about men’s
institutions and institutional power.” (2002: 13Jhe construction of beauty as goodness,
virtue and justness mostly apply to women. Tangamstions the validity of the discourse,
and although she is a beautiful woman, beauty tsfaroher own sake and she becomes a
fetish object for the people in the town in relatio her husband’s rank rather than in relation
to her own beauty. She questions the notion oftag and she asks Rustem whether the
people would stone him if he were the one who r@admiitted adultery. “You would never
be stoned. You are not a wife as | was. You ateanyoung woman who is easy to stone.
You are a lion and the rabble are like little dodsyou roared, they would run away.” (De
Berniéres, 2014: 418). She criticises the ineguaktween men and women. When Rustem
says that he sometimes imagines having sex witlwhen he is with Leyla, Tamara accuses
him of infidelity, yet she mentions the societyiglocrisy about it.

The last thing to be pondered upon in this papéredragmentary nature of the body
and beauty in the postmodern context. The bodplis between connotations of sexuality or
innocence. Feminine sexuality was not acceptabla fong time, and it is still not acceptable
in some societies. The only character who is wekdo perform sexuality is Leyla, yet
Rustem questions her virginity when he buys hee wdants to have a pleasing woman who
could give him pleasure and who would not be likgdr Tamara. Kardelen says that she
taught Leyla the techniques of pleasing men, byid_bas had no direct experience. It is
only on theoretical level. The hypocrisy of theisty is to be deceived by Kardelen, as they
want to be pleased by experienced women, but tbeyt want the women to have practiced
it.

There are two ends of female beauty and sexuality. the sexuality of women is
feared in the male dominated societies, when woaférm their freedom in their sexual
lives, they become pressured. Patrizia Gentile centsnon female sexuality and its being
constructed and says that there are two edge®mélé sexuality, either innocent “or
something dangerous, unpredictable, and thereforbet feared. In this whore/Madonna
paradox, the social and cultural anxieties attedub female sexuality are often played out on
the bodies of girls and young women.” (2007: I9wNhat feminine sexuality and its relation
to beauty and the body is a construct in itsedf,r@presentation in postmodern literature is
reconstructed and deconstructed.
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Philothei is the embodiment of innocence and sheseents the future bride figure of
Eskibahce. Nevertheless, Louis de Berniéres resdige correlation between innocence and
the bridal figure by making the mistress initiates into the secrets of being a good wife.
Her mentor is not the best example in that. Asaha Golban comments on de Berniéres
and says that de Berniéres “in a typically postmodeanner, achieves a playful undermining
of the conventional, modern Western ideologicatgras, constantly engaging the reader into
the creation of new ideas and possibly new meariin@914: 11). It would be right to claim
that de Berniéres makes the reader question thdityabf the discourse on beauty, and
beauty’s constructed affiliations through ages.

8. CONCLUSION

Louis de Berniéres’ retrospective novel covers fears around WWI. As a
historiographic metafiction, it alludes to sometjaitar historical events which are recreated
by de Berniéres iBirds Without Wings While the discourse on the female body durirag¢h
years does not directly correspond to the ideasthaf paper, as a postmodern and
contemporary writer, who is well aware of how thed¥ and beauty developed within the
Western canon, de Berniéres reconstructs or decotsthese ideas in his text. Even though
the women in the novel are not exposed to the Pestandards of our time, de Berniéres
represents some of the characters as being exptwsethis discourse by creating
Madonna/whore dichotomy, innocent versus decayieguty, beauty anxiety, through the
depictions of characters of Drosoula, Philothei dmayla, simulation of beauty through
commodities and he eventually turns beauty intoirad kof commodity and a sign via
production. De Berniéres reflects the postmodeih @ntemporary body and beauty ideals
of the Western canon on Western and Eastern wornie eime of the novel’s setting. What
makes a woman’s body beautiful within a multicidusociety is reflected through Western
gaze. There are some references to the Easteutybdaals inasmuch as they are related to
the Western canoni just like the cases of Phil&gheil as the second skin or simulation of
beauty, and beauty as a kind of blessing or a atrfige same time so as to show beauty as
danger.

Starting from the beauty as proportion, beautyambny, beauty as goodness, beauty
as truth, beauty as a subjective quality, etcetsrauty starts to be discussed as a quality that
restricts people to some constructed ideals, tocchvimany people fail to adapt. In the
postmodern period, as all the metanarratives &iaoe questioned, the concept of beauty is
challenged too. Some ideas of beauty that belondifferent ages are reconstructed or
deconstructed in literary works of postmodern aral the way these concepts are reflected in
Birds Without Wingéave been a part of this research.
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