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T E M P O R A L  S T R U C T U R E S  OF K E M A L  T A H İ R ’S
D E V L E T  A N A  AN D T A R I K  B U Ğ R A ’S  O S M A N C I K

Ramazan GÜLENDAM*

Ö zet: Bu çalışm ada, Türk romanının önem li tem silcilerinden K em al Talıir ve Tarık  
B ııg ıa  'nııı, O sm aıılı nın kuruluşunu kıınu edinen ve ü zerin de en çok konuşulan  
ılım an ların dan  olan  D ev le t Ana ile  O sm a n c ık ’ta, rom an sanatın ın  en önem li 
un surlarından b ir i olaıı zam an'ııı ın ısıl ku llan ıld ığ ı incelenm iştir. F arklı diinya  
görüşlerine salıip  bu iki romancımızın, bu rom anları kurgularken z.aman unsurundan 
ııasıl yararlandıkların ı, rom an kahram anlarını tanıtm ada veya  yazarların  verm ek  
is te d ik le r i id eo lo jik  m esa jla r ı ok u rla rın a  kabu l e ttirm ed e  zam an unsurunun  

fonksiyonu ve bıı konuda rom ancılarım ızın  izled ik leri s tra te jiler, an la tıb iliın ' b ir  üst 
dil olarak kullanılarak gösterilm iştir.
A n a h ta r  K elim eler: K em al Talıir, Tarık Buğra. D evle t Ana, Osmancık, zaıııaıı, s ııa .  
şiire, sıklık, geriye  döııiiş, ileri fırlama, anlatıbilim .
A b s tr a c t:  K em al Talıir an d  Tarık Buğra, who a ıe  tw o  o f  the fam ou s n o ve lis ts  in 
modern Tıtrkislı literatüre, lived  rouglıly in tlıe sam e eıu. A ltlıouglı they had d ijfeıen t 
p o litica l v iens. they d ea lt with tlıe sam e historical periods. This w ork studies tem pom I  
strııctııres o f  Keıııal Talıir's D evle t Ana an d  Tank B u ğra’s  Osm ancık tlıat a re  botlı on 
the establislın ıent o f  tlıe O tum u n Empiı e. İn this stııdy, in which tim e corıstructions o f  
tlıese novels w ill be analysed. I slıaII co tıs ider the textııal arrangem ent o f  the events  
in D evle t Ana an d  Osm ancık, lıı tlıis r e g a ıd  G enette ’s  tlıreefo ld  d istinction  w ill be  
fo llm ved: order. duration an d  freqııency. By using n arrato logy as a ıııetalanguage. /  
h-İİI t ıy  to indicute tlıe wuy b y  which the a ııtlıors lead  their readers to a ccep t tlıeir  
ideo log ica l m essages.
K eyw ords: K em al Talıir. Tank Buğra, D evle t Ana. Osmancık, time, order, duration. 
freqıtency, analepsis. pro lepsis, narratology.

Kemal Tahir and Tarık Buğra are two o f the leading novelists in m odern Turkish 
literatüre. Both lived ıoughly in the same era: Kemal Tahir was boın in 1910 and 
died in 1973; Buğra was born in 1918 and died in 1994, and they have dealt with the 
same historical periods, using sim ilar materials in some of their novels1 . However. 
they had different political views. Buğra took a ‘right-vving’ point o f vievv, whereas 
K em al T ah ir  w as a so c ia lis t,2 bul both use the novel us the m edium  to

Yard. Doç. Dr., 18 Man Üniversitesi.
' Tarık Buğra explains these similarities in the following sentences:

'İt is true that there is a parallelism. I think Kemal Tahir was also of the same opinion, he said so, 
impoıtant topics, events, and people are for every author. They are noone’s monopoly. They ınust 
be dealt with through different understandings and interpretations. I wrote Küçiik Ağa  (The Little 
Agha); two years later, Kemal Tahir vvrote yorgun Savaşçı (The Weary VVarrior). Kemal Tahir 
had writteıı Yol A yn ın ı (Cross-Roads) fıfteen years before, thoııgh I had not yet read it vvhen 1 
wrote Y ağm ur B eklerken  (While Waiting for Rain). Wheıı D e v le t Ana vvas published, 1 was 
vvorking on O sm an cık . We savv each other at Bayramoğlu, and 1 said, ‘See here, you killed ine 
off!’ and mentioned O sm an cık . He said, "Of course you will write; you, me and someone else 
too ...’ İt is not right to iııterpret it as if it were a competition." (Can and Doğan. 1993)’
According to Kemal Tahir, socialism is the best model for the Turkish socıety. For more details,
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com m unicate many ideas about the w oıid and about w hat it m eans to be human. 
Their novcls aıe both entertaining and intellectually stimulating.

In this paper I will try to analyse the temporal aspects o f D evlet Ana  (M other 
State) (1967) and Osmancık (Little Osm an) (1983). I will use the second edition of 
D evlet Ana  (B ilgi Y ayınevi, 1969) and the first edition of O sm a n cık  (Ö tüken 
Y ayınevi, 1983). D evlet Ana  and O sm ancık  are both about the foundation o f the 
Ottom an E m pire3 and the m ost widely known and criticised novels o f their authors, 
For instance, after being published in 1967, as Uturgauri (1989: 105) points out. 
Devlet A na , which is the best known novel o f the author, caused much controversy 
in the pıess, and there were many discussions and many publications on it during 
the first four yeaıs after its publication. Both novels were wıitten prim arily in oıder 
to provoke a certain response from their readers. Kemal Tahir explains his aim to 
wı ite D evlet Ana  as follovvs4:

“Y ou see. there is a lıuge slackness in the so c ie ty ... T here is lack of 
confidence , anxie ty , and a vveltering in d espair am ongst the people!. I 
will try to erase this despair and give confidence to the society, and try to 
blow  a new  breath to the spirits with my new novel. T lıat is why 1 chose 
the first years o f  the estab lishm ent o f  the O ttom an State as m y subject."
(B ozdağ 1980: 103)

"W e are searching for the precious essence in our h istory, w hich will 
p ra ise  o u r peop le  and ou r nation  in the fu tu re ... D evlet A na, w hich 
narra tes w hat happened 600 years ago. was w ritten with the hope thaı it 
w ould enlighten  the events o f today. in one sense, o f the fu ture." (T ahir 
1990: 39-40)

The purpose of the author o f O sm ancık , Tarık Buğra, for w ıiting this novel, is 
as same as that o f Kemal Tahir. Buğra stıesses that he has dedicated him self to this 
subject and has tıied to write about it since the 1950s. Buğra explains his aim as 
follows:

“T h is ded ica tio n  stem m ed from  the  w ell-know n in g ratitu d e  o f  the 
history. and also from  slogans like ‘The others go to, the m oon, but we go 
on fo o t’ or 'O ne step forw ard, two steps backvvards’, som e o f  w hich were 
natve o r undign ified  yet ali aim ed to draw  the society into an inferiority  
com plex by strangling  the great reality ." (Tunalı 1984: 47)

Tarık Buğra also asserts that Osmancık is not a reaction to a specific person or 
work but it is a reaction to those who criticise the Ottomans unfairly:

' “ O sm ancık’ w ould not be vvritten at ali, perhaps and partly  because of 
D evlet Ana. 1 was afraid that it w ould be seen as a reactionary  n o v e l.”
(Tunalı 1984: 47)

see Kemal Tahir (1992: 364): Kemal Tahir (1989: 231, 238. 241): Hilav (1995: 75-102). Yavuz
(1996: 65-79): M iyasoğlu (1998: 32-33). However, it should be noted that he cannot be classifıed
along the stereotypical iııtellectual lines o f  ‘the left’ or 'the right’

3 It is wortlı noting that after D evle t Ana, Kemal Tahir has been popularly nicknamed the H i i le r  o f
the O ttom an s ta te ’.

4 See a lso  Kemal Tahir 1968.
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TEMPORAL STRUCTURES OF KEMAL TAHİR’S DEVLET ANA AND TARİK BUĞRA 'S OSMANCIK

"O sm an c ık  is novel o f  reac tion . T he O ttom ans w ere c ritic ised  too 
h eav ily . T lıe re  w as a lm o st a n e g a tiv e  c am p aig n . E v ery b o d y  w as 
denigrating  them. Then, how could suclı a denigrated  em pire have survived 
such a long tim e and established a civ ilization? T hese questions stim ulatcd 
me and I began to searclı its m ain e lem ents. And I tried to catch  these 
c lem en ts."  (C an-D oğan, 1993)

He (1992: 71-72) claim ed that he found the elem ents such as justice, tolerance, 
ete. on Osman B eg’s personality.

The ideology, which is aim ed to be im posed on the readers by the authors of 
these novels. is basically 'the superiority o f the O ttom an society than W estern 
society’ by ali means. Both authors com m only stress some factors such as ju s tic e , 
to lerance, attaching importance to Science and  technology, but instead of religion  
Kemal Tahir, as a M arxist, puts a special em phasis on the econonıic systeın  in his 
novel. W hereas the author of D evlet Ana  does not lay so much stress on religion. 
it is a dom inant factor in the social life in Osmancık. Therefore, the religious leader 
(Edebâli) plays an important role in the lives of the charactees. In sum, these novels 
are structured in such a way as to show the positive features o f the Ottoman Turkish 
society so that the confidence of Turkish people in them selves against the W est 
m ight be strengthened and deepened. These purposes should be kept in m ind -even  
in a naıratological analysis- in oıder to facilitate the reading of the texts that might 
be temıed adequate in terms of the textual strueture and (self-)stated purpose.

No doubt authors have certain habitual practices, and what is true of one novel is 
likely to be true o f other novels by the same author. Hovvever, this is not entiıely 
so. An author’s habits may vary at different tim es o f his/her career; s/he may vary 
his/her procedure according to the dem ands o f his/her subject. Therefore, in this 
paper, discussions will not be restricted to D evlet Ana  and O sm ancık, since it is 
necessary to utilise inform ation from the other works o f the authors in order to 
understand their narrative strategies.

1. T h eoret ica l  con sid erations

The analysis o f the temporal aspects o f narrative texts is based on the distinetion 
betvveen 'sto ry-tim e’ and ‘text-tim e’5 Rim m on-Kenan (1983: 46) considers the best 
theoretical discussion o f the relation between story-tim e and text-tim e is the one 
presented by G enette (1980: 33-160),6 and relies on him in her discussion of the 
procedure for the analysis o f the temporal aspects o f a narrative text. although she 
introduces some modifications. The following three aspects will be considered:

* Orcler: The relation belween the succession o f events in the story and the 
succession o f events in the narrative text.

* D ııration : The relation between the time the events are supposed to have laken

"Text" refers to the narrative text as it lies before us. "Story" refeıs to the narrated events. 
ahsıractcd from their d isposition  in the narrative text and reconstructed in their chronological 
order, together with the participants in these events.

^ G enelte's distinetions are also used by other narratologists. Forexam ple, see  Chatman (1978: 63-84); 
Bal (1985: 51-78); Cohan & Shires (1988: 84-89): and Funk (1988: 187-206).
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to occur in the stoıy, and the time devoted to the narration of events in the narrative 
text.

* F requency: The relation betvveen the numbers o f times an event appears in the 
story and the number of times it is narrated in the narrative text.

1. a. Order

In order to discuss this aspect of the temporal oı ganisation in the text, the order 
in which the events occur in the story level is com pared with the order o f events in 
the text. Genette (1980: 35) distinguishes between two basic kinds of discrepancies 
(“anachıonies” ):

* Prolepsis - th a t is, a narrative m anoeuvre that consists o f narrating or evoking 
in advance an event that will take place later.

* Analepsis  - th a t is, an evocation of an event that took place earlier in the story.

For exam ple, if  the follovving series o f events at the story level:

A B C D E F G H I J ,  

is narrated in the following order in the narrative text:

A B E C D G H I F J ,

E is classified as a prolepsis and F as an analepsis.

A lthough the issue of chıonology is not a tool to decide literary quality (as a 
m atter o f fact, narratology helps understanding, not evaluation), in the practical 
analysis o f  narrative texts it is essential not only to indicate the various analepses 
and prolepses, but also to determine vvhether there is any reason for the changes that 
were made by the author. This kind of m anoeuvre in the narrative texts -particularly  
the very conspicuous and drastic changes- can be very sign ifican t and may 
som etim es be used to com m unicate an important ideological perspective.

I . b. Duration

O f the three aspects to be analysed as part o f the temporal organisation o f a text, 
the analysis o f duration is the m ost difficult, since it is not possible to m easure the 
duration o f  events in a narrative. A ccordingly, the only way o f com paring the 
duration o f events in the narrative text w ith that in the story is by analysing the 
“steadiness in speed” vvithin a narrative text (Genette 1980: 87-88). This means that 
the duration o f events in the narrative text should be m easured in term s o f the 
num ber o f  lines or pages used in narrating each event or group o f  events. This 
should then be com pared with the duration of events in the story (measured in terms 
o f  seconds, m inutes, hours, days, m onths or years). On the basis o f  this 
com parison, it will be possible to determ ine accelerations or slovv-dovvns in a 
narrative text. G enette (1980: 94-95) d istinguishes between the follow ing four7 
possible types o f relationships between story-time (ST) and text-tim e (TT):

7 Bal (1985: 71) adds a fifth calegory called "slowdown" and indicates it as TT > ST.
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TEMPORAL STRUCTURES OF KEMAL T AHİR 'S DEVLET ANA AND TARIK BUĞRA 'S OSMANCIK

* Pause: TT = n , ST ş  0. Thus, TT infinitely > ST.
* Scene: TT  = ST.
* Summary: TT İ ST.
* Ellipsis: TT = 0, ST § n. Thus, TT infinitely > ST.

In the case o f a narra tive  pa u se , a segm ent occurs in the text w ithout a 
corresponding segment appeaıing in the story. In scenic representation the duıation 
of events in the narrative text and the duration of events in the story seem to be 
identical. The purest form o f scenic representation is dialogue (Rim m on-K enan 
1983: 54). In a sum m ary  the events in the narrative text are condensed and fiil a 
shorter space in the text than vvould have been the case if they had been pıesented by 
means of scenic representation. In the case of an ellipsis, an event is not narrated in 
the narrative text, although it is clear that it must have happened in the story.

1. c. Frequency

Frequency refers to the relation betvveen the number of times an event is narrated 
in the narrative text and the num ber of times it occurs in the story. In this regaıd 
Genette (1980: 113-116) distinguishes between three kinds of fıequency:

* Singulative frequency: W hat happens once at the story level is narrated once in 
the narrative text. S ingulative frequency may also occur in those cases where an 
event is narrated  m ore than once in the narrative text, but the naıration  stili 
corresponds to an equal num ber of occurrences of the same event at the story level.

* R epetitive8 freguency: W hat happens once in the story is narrated more than 
once in the text.

* Iterative frequency: W hat happens more than once in the story, is narrated once 
in the narrative text.

For example, if the follovving series represents a num ber of events in the story:

A B C B D B E F ,  

and is ıepresented in the narrative text in the following way:

A B C A D E A F ,

C. D, E and F are examples of singulative frequency; A of repetitive frequency; and 
B of iterative frequency.

2. Analysis o f  temporal struetures of  D evlet Ana  and O sm a n c ık

2. a. O rder in D evlet A n a  and O sm a n cık

D evlet Ana  is, like in folklore, faithful to the chıonology of story-events; its 
discourse telis the events exactly in the order in which they occur in the story. 
However, it has been observed that the author is seleetive in the ordering of the 
events which occur sim ultaneously. The return of Kaplan Çavuş from Konya is the

 ̂ I prefer the word "repetitive”, used by R im m on-K enan (1983: 57), to "repeating” used in the
translation ol'G enette’s work (1980: 117).
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best illustıation o f this. The chronological order o f this event can be shovvn as 
follovvs:

A: A slıhan , the dau g h te r o f  K aplan  Ç avuş, and K erim  are
talking about the tim e K aplan Ç avuş returns from  Konya to 
B acıbey’s house.

B: The arrival o f Kaplan Ç avuş at O sm an B eg’s house.
C : Kaplan Ç avuş sends _ irin  Kız to A slıhan in order to inform

her o f his arrival.
D: T he m essage o f K aplan Ç avuş is conveyed by _ iıin  Kız to

A slıh an .

Hovvever, in the novel these events are presented in the following order:

A -D -B -C .

W hat is (are) the rhetorical puıpose(s) behind this selection? At first glance. il 
seeıns that the author had no special purpose for this rearrangement. However. if we 
exam ine the text closely , it wi 11 be seen that the au tho r’s rearrangem ent is 
deliberate. There are several reasons for doing this. F irst of ali, the author achieves 
con tinu ity  o f the narration. This also shows that the narrator o f the novel is not 
intrusive. If he cut the conversation between Kerim and Aslıhan in order to present 
the arrival o f Kaplan Çavuş, the rom antic atm osphere created between these two 
would be dam aged. This also shows that the author pays great attention to the 
relationship between chaıacters. A part from this im portant reason, there are also 
otheıs such as to excite the readers’ curiosity by creating a dram atic scene, and to 
present their inner lives in order to help their characterisation.

In D evlet Ana  the present time is dominant. Flashbacks in D evlet Ana  are used 
at ju st story level (in characters’ speeches), either in order to express the identities of 
the characters or in order to give historical background inform ation and also to give 
an ideological m essage by m entioning certain historical events [i.e. the incident of 
Cimri (The Stingy)] to the reader. In their conversations, however, the characters of 
D evlet Ana  often talk about the past in small flashbacks and the reader sometim es 
fiııds it difficult to establish a relationship betvveen developing (present) events and 
those past events m entioned by the characters. This situation arises both from not 
understanding the relationship being established between the past and the present and 
from the frequency of the flashbacks.

Som e o f these flashbacks in the story level o f D evlet Ana  (especially  those 
which describe people) are realized by the narrator. On the other hand, some of them 
-even ts that are not mentioned by the narrator because of their simultaneous nature- 
are done by the characters who took part in them and are given from their 
perspectives. That is, the time is used to get clear identities o f the characters and to 
create atmosphere.

A rrangcm ent o f story-events is an important narrative decision, one of the most 
p ıessing, as the narrator sets out to teli his tale. O sm ancık  takes the narratorial 
privilege o f reaıranging the events o f the story to an extrem e to suit the rhetorical 
purposes of the narrator. In Osmancık, events are narrated in the following order:

RAMAZAN GÜLENDAM
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O sm an on his deathbed (the last m inutes before his death)
O sm an 's  years as Kara Osm an or O sm ancık (his childhood and youth)
O sm an’s grow ing-up years and transform ation 
O sm an’s years as a ‘beg ’ (ruler)
O sm an’s years as a ghazi (his w ar years)
O sm an’s years as a ghazi khan (his years as a m ore pow erful ruler)
O sm an’s final days after leaving the leadership to his son, Orhan 
O sm an’s death 
O sm an’s funeral

As can be seen, theıe is no proper chronological sequence of the events. Hence, 
the tim e is bıoken down and as a result o f this, there are two narrative levels in the 
novel: the pıim ary text (or frame narrative) and the em bedded text. A fter getting the 
news about the conquest o f Bursa, Osman Beg, on his deathbed, feels ıelieved. goes 
back in his thoughts and rem em bers ali his vivid and colourful past from his 
childhood to the present time. This flashback (situation) continues from page 8 to 
page 430. In the last section (section 6), we retuın to the story-tim e (present time). 
So, not until the chapter six do we leave the retrospective mode. W hen Osman Beg 
dies, the external focaliser replaces him self with Osman Beg.

W hen the original order in which these events occurred (the so-called 'story 
level’) is reconstructed, it looks as follows:

TEMPORAL STRUCTURES OF KEMAL T AH İR 'S DEVLET ANA AND TARIK BUĞRA ’S OSMANCIK

A: O sm an’s years as Kara O sm an or O sm ancık (his childhood and youth)
B: O sm an’s grow ing-up years
C: O sm an’s years as a ‘b e g ’ (ruler)
D: O sm an’s years as a ghazi (his w ar years)
E: O sm an’s years as a ghazi khan (his years as a povverful ruler)
F: O sm an ’s final days after leaving the leadership  to his son, O ıhan
G: O sm an on his deathbed (his last m inutes before his death)
H: O sm an’s death
1: O sm an’s funeral

Instead o f being narrated in the original order

A B C D E F G H I  

the events were narrated in the follovving order:

G A B C D E F H I .

W heıeas the present tim e is dom inant in Devlet Ana, flashback (analepsis) is an 
essential strategy ıather than use of the present time in Osmancık. The flashback in 
the narrative text level of Osmancık is utilised in order to show the developm ent of 
Osman B eg’s personality and the im provem ent o f society under the leadership of 
Osman Beg. The narrative begins towards the end of the action. and then breaks off 
to recount what happened before the novel began, and finally continues with the 
main issue from the point o f interıuption to the end. In G enette’s words (1980: 60- 
66). this is a conıplete analepsis: the analepsis jo ins the primary narrative vvithout 
leaving any gap between the two sections. According to M endilow (1952: 269), this 
is one of the dem ands of epic theory. As a m atter o f fact, when Tarık Buğra wants
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to focus on a character’s life in his novels such as Osmancık and İb iş'in  R üyası, he 
uses 'the chronological looping m ethod,' more com monly known as 'the time-shift 
technique' (Mendilovv 1952: 270). His practice is to present the character first with a 
stıong  im pression, and then w ork backvvards and fo ıw ards över his past. As 
M endilow  (1952: 270) asserts, the novelty o f this technique lies in the exposition 
being tıeated as paı t of the nıain action, not as a subordinate adjunct to it. That is, 
tim e is used by the author to create clear identities of the characters and to create 
atm osphere like the author o f D evlet Ana  did. For exam ple, in order to give 
biographical and psychological information about the knight, several flashbacks are 
used in the first section (Tahir 1969: 12, 14, 42). B esides b iographical and 
psychological inform ation, the flashbacks about A lışar and Hophop Cadi help to 
create a social setting in the novel. (Tahir 1969: 264-268, 276-281)

Finally, I would like to mention Tarık B uğra’s noticeable strategy in relation to 
the order. In O sm ancık  (Buğra 1983: 18, 21, 225, ete.), the narrator m entions the 
existence o f the event befoıe going into detail o f it. His aim in doing this is to draw 
the attention of the reader. This style is com mon in his other novels. Furtherm ore, 
he som etim es (Buğra 1983: 9, 12, 218) gives the result and a very brief summary of 
the event, and then he deals with it in detail. He prefers going fro m  result to effect 
(cause). Besides the fact that the author attracts the attention of the reader, he also 
places great em phasis on the importance of the event in the plot o f the novel. The 
first m eeting o f Osm an and Edebâli at S ivrikaya (Buğra 1983: 12) is the best 
exam ple in the novel. This shows the author’s interference in the chronological 
order o f events and also in the ideological perspeetive of the novel.

2. b. D uration in D evlet A n a  and O s m a n c ık

In D evlet Ana, the speed of the naırative is much slower than in Osmancık. The 
story-tim e of the novel, as m entioned in the novel itself (1969: 573), covers two 
and a half m onths. In other words, the events, which occur in two and a half months 
in the novel, are pıesented by m aking small sum m aries and ellipses. In Devlet Ana, 
we see the second  (or moment) style ( ‘saniye üslûbu’) (Aytaç 1990: 493). which is 
seen geneıally  in psychological novels -especially  in realistic and naturalistic 
novels; and it seems like ‘slow m otion’ in cinema. The main property of the second 
style is to enact the aetual chronological occurrence of events in detail. The author 
likes to present each scene fully enough to give the reader a clear picture o f the 
action. In the novel, the past, w hich prepares the present tim e, is given w ith 
flashbacks that are done by using characters’ conversations (scenic presentation) and 
summaries.

One of the most important and frequent uses of flashback is to convey rapidly a 
stıetch  o f p a s t  life in D evlet Ana. The author, having excited our interest in his 
characters by descıibing a scene to us, suddenly vvhizzes his pageant backwards. then 
foıw ard , giving us a ıapid sun ıınary  o f their past history -i.e., in the cases of 
Hophop Cadi (Tahir 1969: 276-281) and Notüs Gladyüs (Tahir 1969: 12).

The placing and introduetion of the summary is a m atter requiring great skill. In 
D evlet A n a , ali sum m aries occur betvveen two scenes. For instance, the author
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suffıciently excites the readers’ curiosity about Notüs Gladyüs to make them want a 
sum m ary about hini in the first chapter o f the novel and, accordingly , such 
summ aries appear on page 12 and page 14.

Kemal Tahir em ploys certain devices to make summaries: ihey appear as a scene. 
and thus he pıevents tedium by casting it in the guise of one character’s reflection. 
and by also using dialogues between the characters (i.e. Kaplan Ç avuş’s past is 
presented by conversation between Yunus Emre and him).

Briefly, because of shortness o f tim e in vvhich the action takes place in D evlet 
Atıa, the sum m aries o f events are rare and where they occur, they include shoı t time 
periods. In the novel, ali events are described in detail (scene) and the summ aries are 
m ade either to avoid repeating previous events (i.e., Tahir 1969: 145) or in order to 
m ention som e unim portant events that do not take up too much tim e (i.e., Tahir 
1969: 292). As a m atter o f fact, Kemal Tahir (1990: 78) believes that having 
achieved depth in the psychological narration, a ‘slovv pace’. that is to say going 
into detail. is a necessity in the real novel: “In a sense, a novel consists only of 
details.” (Kemal Tahir 1990: 163). Furtherm ore, he says

"T he great novel m ust develop slowly. T o achieve this pace, the novel 
ınust stop  from  tim e to tim e. W hat I m ean by stopping  is like B recht 
w arning the audience in his plays when he says 'th is is a gam e. be careful. 
do not lose your a tten tio n ’. L ikew ise, from  tim e to tim e, the novel m ust 
stop, the reader has to digest what he has read, and re-m otivate lıim self. 
T herefore, this is the m ain reason for the transition  from  ex iting  events 
to stab le  events or from  dram atic events to com ic. O therw ise it is alm ost 
im possib le  to read 600 pages easily , no one could  bear it. E ven if  the 
novel is considered by everybody as a m asterpiece. [ .. .]  W e narrate a two- 
m onth period in D evlet Ana. The m aterials we collected  during these two 
m onths are not found in history books, encyclopaed ias, and articles. Ali 
o f these m aterials were brought together as if  we were digging a pit w ith a 
needle. İf  we had been able to add m ore m aterial, we vvould definitely have 
done so. W e used w hat we found. T h is approach does not dam age this 
book, because the m aterials we collected  are not enough. The deta ils , in 
my opinio ıı, are not enough. D espite  the fact that the book narra tes an 
unchanging  period o f history (in o ther w ords. although everybody knows 
the story  o f  this period), why does it have enorm ous p ositive-negative  
im pact? B ecause, [ . . .]  th is novel also  telis som eth ing  to to d ay ’s people.
O f course. this is the Central issue o f this novel.” (Şeyda 1969: 82-83)

There are som e ellipses in the novel, but they both cover a short tim e and are 
filled by the characters’ speeches later in the novel. For instance, on page 248, there 
is an ellipsis, which covers ten days. W hat happened during this tim e is not given 
by the narrator, but is given by the speeches of Pervane Subaşı on page 256. One 
can see the sam e situation later in the novel. On page 584, the sudden attack of 
O ynaşhisar is om itted. H ow ever, on page 585, this attack is presented thıough 
N otüs G ladyüs’s eyes. W hat is the purpose for the author o f using this narrative 
strategy? There can be two main reasons for this:

a. The narrator o f the novel does not w ant to be intrusive by narrating eveıy
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event, which occurs at different places.

b. The psychological analysis o f the character narrating the event can be easily 
presen ted  by this strategy. For instance, the psychology o f  the knight as a 
W esterner is perfectly shown between page 585 and page 601,

As for Osmancık, the external tim e (story-tim e in the prim aıy text) o f Osmancık 
is aboul two days, but inteınal time (story-tim e in the em bedded text) covers about 
sixty years with the flashback. So, in total, the length of the story-time portrayed in 
the narrative is more than sixty years in O sm ancık. That is, tim e in the novel can 
d ivide into two dim ensions: 1. The present tim e that Osm an Beg lives on his 
deathbed and after his death. 2. Osman B eg’s past life before his death. The second 
d im ension helps to com plete the fiıs t and extends the narrative tim e. In the 
em bedded narrative, which occurs with the flashbacks, we see the chronological time 
sequence. However, sometim es this long peıiod. approxim ately sixty years, is given 
with sum m aries  and ellipses. These ellipses and sıınınıaries o f the events cover a 
greater am ount o f time than D evlet Ana  does. The author o f O sm ancık  shortened 
som e events by m entioning them w ithin a few lines, as if he does not waııt to 
extend the length of the novel. In fact, this is opposite to the effect o f the second 
sty le’ in D evlet Ana  and is also one o f the weaknesses o f O sm ancık  as a novel. 
A ccoıding to Tuncer (1994: 178), this technical vveakness of Osmancık m ight be 
due to the fact that the novel is considered as a scenario.9 W hereas there are some 
ideologically im poıtant scenes, such as the ccremony about Bay Koca (Buğra 1983: 
170-179), the presentation of O sm an’s encounter with the dervish. Uruz, and his 
dog (Buğra 1983: 37-39). the scene which shows O sm an’s visit to the dervishes’ 
families at Harlak (Buğra 1983: 127-134), and the capturing of Aydos Castle (Buğra 
1983: 292-309) that are portrayed by means of scenic representation, most o f the 
events in the novel are portrayed by m eans of sum m aries, such as the deaths of 
O sm an’s father. Ertuğrul, (Buğra 1983: 225) and of M alhun Hatun (Buğra 1983: 
428). It is safe to assume that in O sm ancık , the im portant side o f O sm an’s life is 
his social one ıa ther than his personal life. In addition, the birth o f O sm an’s first 
son (Orhan), right after the death of Ertuğrul, causes the narrator to present the death 
of Ertuğrul just in one line, because O rhan’s birth signifies the continuity of the 
O ttom an State. As a m atter o f fact. O rhan plays a very im portant role in the 
following parts o f the novel.

Presentation of M ihail’s transform ation can be given as exam ple o f this issue. 
VVhereas the childhood of Osman Beg is mentioned ju st in one sentence and then 
m oves im m ediately on to his youth, w hich m eans that at least fifteen years are 
given in three scntences (Buğra 1983: 8), M ihail’s thoughts that took, as m entioned 
in the novel, five or ten seconds are presented in eleven lines (Buğra 1983:295). 
B ıiefly, the author o f Osmancık uses the time device for idcological puıposes.

The intıoduction o f O sm ancık  covers from the beginning to the second sub- 
seetion. The developm ent part o f the novel is continuously expanding up to the 
sixth section. The sixth section is the conclusion part o f the novel. In ’introduetion’

y Actually. al first D evlet Ana  was considered as a scenario as w ell. See R efiğ 1971: 77-78.
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and 'conclusiorf, events are narrated in the present time, although the ‘developm ent 
sectio ıı' is related in past tim e. Tarık B uğra wrote O sm a n c ık  by taking inlo 
consideration the techniques of ‘past tim e’ and ‘recollection’. The novel is stıuctured 
totally in ‘past tim e’ except for the first three pages (1/1) and the last seven pages 
(V I/1-2). That is to say, the novel, covering 436 pages, is form ed vvith Osman 
B eg’s last m inute m em ories. The novel is concerned m ainly vvith the past o f the 
character c/ua past tense; nevertheless it reveals that past as present (which is 
fictionally present) in the im m ediate consciousness of the character. On the other 
hand. this ‘recollection’ is narrated by the extra-heterodiegetic narrator, not through 
Osman B eg’s own words and statements. This ‘past tim e’ (or ‘recollection’) shows a 
chı onological order except for a few recollections in it (i.e., Buğra 1983: 151-152). 
The ‘present tim e’ is so short, less than two days: the m om ents o f Osman B eg's 
death, his burial at Söğüt, and the declaration of his will. In the novel, the narrative 
is organised in such a way that, in the fram e(prim ary)-text of the novel, the speed of 
the narrative is slow but at the very beginning and tovvards the end of the embedded 
narrative it is speeded up. However, in the middle of the em bedded narrative, which 
presents Osman B eg’s transformation in detail, the speed of the narrative is slowed 
down again.

Having a short present tim e’ in O smancık is an essential feature of the modern 
novel, and especially the novels concerning characters’ psychology. This strategy 
can be seen in his other novel, tb iş ’in Rüyası, which is about N ah it’s life. For 
exam ple, in that novel, the author devotes 78 pages to one hour (Buğra 1983: 1-79). 
G enerally , w hat is im portant in T arık  B uğra’s novels and sto ıies is that the 
individuals com e first in im portance. Because o f that, both ‘story tim e' and ‘text 
tim e’ are formed according to th . development of the characters.

In addition , both naıra tor-focalisers stop the stories w hilc continu ing  the 
d iscourse (p a ııs e ) by giving a deseription o f setting  and iden tifications and 
definitions o f the characters. In D evlet Ana, one can see, this kind of pause occuıs 
more often than in O sm ancık. By using this technique, Kemal Tahir either gives 
inform ation about the identification o f som e characters, such as N otüs G ladyüs 
(Tahir 1969: 12, 14), A lışar (Tahir 1969: 264-268), Hophop Cadi (Tahir 1969: 276- 
281), and Ç udaıoğlu (Tahir 1969: 294-296) or descıibes the setlings (Tahir 1969: 
68. 176, 295-296) or characters (Tahir 1969: 39, 41-42, 118-119, 158) or 
characters’ clothes (Tahir 1969: 23-24, 297). The follovving quotation is a good 
illustı ation o f pause in D evlet Ancı:

"K ıb rıs  m anastırın d a , Sen-Jan  papazı o lm ak tan  v azgeçip , ta rik atın  
şö va lye  ad ay la rın a  k a tıla rak , k ılıç  kuşandığ ı gün, fa lın a  b ak tırm ış tı.
Ç ingene karısı, arkadan vurulm azsa yüz yıl yaşayacağını, çok şanslı işler 
yapıp  başına çok büyük bir taç g iyeceğini söylem işti. O zam andan beri, 
sırtın ı g ü v en e  a lm adan  o tu rm u y o r, in san la ra , k ap ıla ra , k ö şeb aşların a  
a rk asın ı d ö n m em ey e  d ik k a t ed iy o rd u . D ö ğ ü ş le ıd e , k im izam an , aşırı 
korkak, k im izam an, kudurm uş gibi cesur davranm ası bundandı."

"A t the m oııastery o f  C yprus, he gave up the idea o f being the priest o f 
:t John and becam e a cand idate  for knighthood in the sect. T he day he 

g iıded  his sw ord, he had his fortune told. The gypsy w om an told him  that
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if  he did not get shot from  behind, he w ould live for a hundred years, he 
w ould be very lucky and w ould w ear a big crovvn on his head. From  that 
tim e on, he never sat w ithout secuıing  his back, and was especially  careful 
not to turn his back on people. doors, and corners. T his was why when in 
com bat, he w ould behave extrem ely  cow ardly at tim es and at o ther tim es 
he w ould be fearless, vvorked up into rabid frenzy.” (T ahir 1969: 14)

It is also worth ıem em bering that, in both novels, the crisis (the clim ax) o f a 
sequence o f  actions is always narrated in the scene. In other words, w henever an 
im portant action occurs, whenever an important decision is taken, it is presented in 
a scene. The scene gives the reader a feeling o f participating in the action very 
intensely, for he is hearing about it contem poraneously, exactly as it occurs and the 
reader that is hearing about it is occupied by the narıa to r’s voice teliing it. For 
exam ple, in Osmancık, the speed of the narrative is virtually slovved down to a stop 
during the time before Osman finds his identity or undeıstands his m ission; after 
that. it accelerates.

2. c. Frequency in D evlet A na  and O sm a n cık

Kemal Tahir, who devotes a lengthy explanation to the different narratological 
devices in the novel, also deals with frequency and its function in his no tes:10 
' ‘Repetitions must be used with great discretion only in places that are necessitated 
by the topic.” (Tahir 1990: 75)

In Devlet Ana , the narrative proceeds in a straightforward manner and events that 
happened once are narrated once (singulative frequency), although in characters’ 
speeches analepses are frequently used to cali attention to events, which occurred. 
The main frequ0ncies in D evlet Ana  occur when the same events are narrated by 
different characters more than once to reflect the existence of different focalisations 
to em phasise different m essages. For exam ple, the incident o f Cimri (Tahir 1969: 
213, 428-431) and the proposal o f m arriage to Balkız and the attem pt o f A lışar to 
kidnap her (Tahir 1969: 261-263, 327-328) are told by two different characters in 
different times and places more than once. Apart from the ideological focalisation of 
the author, the character-narrators’ personalities, sexes. and intra-fictional narratees 
(or, the narratee-eharaeters) (the listeners being told in the story) are also the main 
facto ıs in this process. The reasonable answ er to the question of why the Cimri 
incident is narrated by both Kaplan Çavuş (Tahir 1969: 213) and Kel Dervish (Tahir 
1969: 428-431) is to show that the ordinary people cannot be statesmen; and Osman 
Beg (and the follovving leader o f O ttom ans) are, therefoıe, outstanding people. 
Besides this m ain ideological m essage, there are other op inions that these 
fıequencies suggest such as that ‘statesmen should not be stingy’ or ‘s/he should be 
noble and generous’.

As for O sm a n c ık , the main frequencies in the novel occur w here the same

11 It is notevvortlıy to mention that, uıılike Kemal Tahir, Tarık Buğra does not talk so rnuch about 
techııical features or problem s o f  the novel. However. it does not mean that his novels or stories 
are less successfu l than Kemal Tahir’s. On the contrary, even Naci (1994: 159, 164) and Moran 
(1991: 135-136), w ho are ideologically  much eloser to Kemal Tahir, claim  that. from a teehnieal 
perspeclive, Tarık Buğra’s novels are more successfu l than Kemal Tahir’s.
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sentences play an im portant role in describ ing O sm an’s transform ation from 
Osm ancık (or Kara Osm an) to Osman Beg. These sentences, which mostly belong 
to Edebâli and Gökçe Bacı, often com e to his mind, either vvords by vvords or in a 
different form at during his search for an identity. It is vvorth m entioning that these 
sentences form the vital structure o f the ideological facet o f focalisation in this 
novel. T herefore, because o f these ideological em phases, the novel displays a 
didactic nature occasionally and also these parts bring the novel m ore to the oratoıy 
level (Gülendam  1999). I give two exam ples o f these sentences, which also reflect 
the influence of Dede Korkut on O smancık:

“ Hey O sm ancık; y iğ it yiğit, tek yiğit ö fk esin i...b en liğ in i yenendir."

"O , O sm ancık! B rave m an, brave m an! T he only real brave man is he 
who overcom es his anger, ...an d  ego .” (B uğra 1983: 15, 18, 22, ete.)

"“ A yın ondördü  M alhun  H a tu n ... gökçek  M alhun  H atun, d ile rim  
bencileyin  ak pörçekli karıcık  olun da oğulların ın  beyliğini de gö rü n .’”

' “ O! M alhun H atun, as beau tifu l as the  full m oon, pretty  M alhun 
Hatun, 1 hope vvhen you becom e a w om an with w hite tufts o f  hair like me, 
and that you see your sons becom ing B egs.’” (B uğra 1983: 133, 141)

M oreover, in Osmancık there are some iterative frequencies. The best example 
for this type of frequency in the novel is where Orhan tries to persuade his m other 
for three days to take the em broidered pürse in order to give it to Holofira. However, 
this incident is narrated once in the narrative text within three lines (Buğra 1983: 
342).

There are repetitive freq u en c ies  in D evlet Ana. I can give as an exam ple the 
m arriage proposal to Balkız and A lışar’s attem pt to kidnap her. This event occurs 
once in the story but is narrated twice (Tahir 1969: 261-263, 327-328). In the first 
narıation by Pervane Subaşı, the event is used to present A lışar’s side, vvhereas in 
the second narration by Aslıhan the event presents Osman B eg’s side. As a result of 
this event. Osman and A lışar becom e enem ies. Consequently, the scene becom es 
more com plicated and vivid: the M ongols, the W esterners and Turkish enem ies of 
Osman are united against Osman. In contrast to O sm an’s honest personality, which 
repıesents the T urcom ans’ pure spirituality that will be kernel o f the foundation of 
the Ottoman State, this event shovvs A lışar’s spoiled identity vvhose existence in the 
novel repıesents the Seljuks. In other words, the Ottoman is given high privilege 
against various Turkish elem ents. Thus, the reason for the detailed and repetitive 
narration of this event is undeıstandable.

F inally , I w ould like to stress that although it is not a proper repetitive 
frequency, there are some repeated vvords that show the transformation of Osmancık 
to Osman Beg in Osmancık: ‘a rtık ’ ( ‘now ’, ‘after th is’), ‘değ işm ek’ ( ‘to change’), 
'gene' ( ‘again’), ete.

3. C o n c lu s io n

a . W hile T arık Buğra - a s  in his Ib iş ’in Rüyası- prefers going fro m  result to 
effect (cause) in O sm ancık  as a narrative strategy in term s o f time arrangem ent, in
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D evlet Ana, as in his other novels, Kemal Tahir mostly lets the stoıy-events unfold 
in their natural sequence (order) and tempo (duration).

W ith regaıd to the overall temporal organisation of Devlet Ana  it is clear that the 
events are neaıiy narrated in the same order as they occurred in the story. Only a fevv 
exam ples of anachıony can be found. Analepses and prolepses in D evlet Ana  are 
m ostly used at just story level; in other w ords, m ost o f them occur in the 
characters’ speeches (en ıbedded  analepses/prolepses). M ost o f these are used to 
convey new inform ation about some issues or characters. W hereas som e o f these 
anachıonies are classified as inteınal (for example, the raid of Karacahisar), some of 
them  refer to events outside the range of the prim ariy narrative (for exam ple, the 
incident o f Cim ri). On the other hand, O sm ancık  takes the narratorial privilege of 
rearranging the events o f the story to an extrem e to suit the rhetorical puıposes of 
the narrator.

W ith regard to the way in which duration  is handled in D evlet A na , the overall 
im pıession is that scenic representation is used as the dom inant technique. The 
dom inance o f scenic representation enables the author to portray events vividly. 
This is, as m entioned before, also accom panied by a d im inished degree of 
peıceptibility on the part o f the narrator. In D evlet A n a , the story time covers two 
and half m onths, and the length of the text is 625 pages. On the other hand, in 
O sm ancık  sum m aıy and ellipsis are dom inant technique and the presence o f the 
narrator is indicated by means o f narrative pauses and summaries. In Osmancık, the 
story tim e is about sixty years, and the length of the text is 436 pages.

W ith regard to the temporal aspect frequeney, whereas Devlet Ana  is presented 
alm ost totally by way of singulative frequency, the main frequencies in O sm ancık  
occur w heıe the sam e sen tc ıvcs play an im portant role in deserib ing O sm an’s 
transformation.

b. F inally . but m ost im portan tly , I w ould like to m ention a com m on 
naı ratological mistake. From the way analepses and prolepses are identified by the 
narıatologists such as Genette, Bal, and R im m on-Kenan, to my know ledge, it is 
obvious that no distinetion is made between what I would like to cali “anachronies 
in the narrative text" (proper analepsis/prolepsis) and “anachronies embedded within 
the story  level” (em bedded  analepsis/prolepsis). In order to show the difference 
between these two types of anachronies, the following example may be considered:

If a series o f events is represented in a narrative text in an order corresponding 
exactly to the story level, namely

A B C D E F G ,

but event C consists o f a speech event which ineludes, am ongst other inform ation, 
a ıeference to or a predietion with regard to event F by the speaker, this could be 
interpıeted in such a way that event C is classified as a prolepsis. Hovvever, stıictly 
speaking, this is not correct, since event C (the speech event) is not placed in a 
position different from that which it occupies at the story level -thus, no anachıony. 
The fact that event C consists o f a speech event which ineludes a ıeference to an
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event later in the story, is an exam ple of anachrony em bedded in the story level. It 
is already part o f  the underlying story level and merely duplicated in the narrative 
lev e l.11

This often happens vvhen events such as a prophecy or recollection are narrated. 
Actually, each o f these events includes two temporal aspects: the act o f prophecy or 
recollection, and the content o f prophecy or recollection. For instance:

A On M onday O sm an vvent to E debâli’s dervish lodge and spoke to 
Edebâli.

B On Tuesday Osman visited his friend, Mihail.
C On W ednesday Osman joined in a party which was given by the beg

of İnönü.
D On Thuısday Osman went to Edebâli’s dervish lodge again.
E On F ıiday  O sm an rem em bered that he had spoken to Edebâli on

Monday.

A closer analysis of event E shows that it actually includes tvvo temporal aspects:

On Fridcıy Osıncın remembered that he had spoken to Edebcdi on Monday.

E] E 2

Since E] is narrated in the narrative text at a stage corresponding to the time at 
vvhich this event originally occurred, it cannot be classified as an analepsis. In the 
case of E2 , it seeıns as if  it may be analeptic since it refers to an events narrated 
earlier in the narrative. Howeveı\ since the basic action (E ]) is not located in a place 
that diffeıs from  its position in the original order of events. this is not a pıoper 
analepsis. This is an enıbedded  analepsis.

On the other hand, in the case o f “anachıonies in the narrative text"  (proper 
analepsis/pıolepsis), the author places an event in a position in the narrative text 
that does not correspond to the place it occupies in the story level.

If this distinction is not kept in mind, a narrative or a part of a narrative may be 
w ıongly descıibed  as abounding with anachronies, when, in fact, m ost o f these 
anachronies are em bedded within the story level. This is the case in D evlet Ana  
where a laıge num ber of so-called anachronies may be found, but vvhen these are 
considered closely, it is clear that only a few of them are exam ples of anachrony in 
the narrative text. The rest o f the anachronies vvere already em bedded vvithin the 
story level and merely duplicated in the narrative text.

R efer en ce s
A Y T A Ç , G ü r s e l ( 1 9 9 0 )  Ç a ğ d a ş  T ü r k  R o m a n l a r ı  Ü z e r in e  İ n c e l e m e l e r .  A n k a ra :  

G ü n d o ğ a n  Y a y ın la r ı.

Even i f  event F vvere om itted from the narrative text, event C stili vvould not need to be classified  
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