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ABSTRACT

Opuz Atay’s “Korkuyu Beklerken” is a highly Kafkaesque short story
that problematizes the position of an individual within spatial and individ-
ual boundaries. Alarmed by an “uncanny™ letter, the protagonist quits his
job so that he can seclude himself in his house, which gradually evolves
from a familiar home space into an unfamiliar space of unbelonging. The
“ancanny” functions as a catalyst for the protagonist, leading him to an
inner quest in terms of identity and space. The notions of home and self-
hood are highly intertwined in the story; that is, identity is not only a part
of space, but it is also inseparable from it. Atay’s configuration of home
ultimately determines the protagonist’s behavior, for his reconstruction of
spatial boundaries parallels the protagonist’s attempt to define and con-
figure himself. While his exile in his house/burrow seems to be the only
realm to find “a line of escape,” it equally imprisons him, with a gradual
effacement’ of meanings to render him totally homeless. Theoretically
based on Freud’s seminal essay “Unheimlich” and Todorov’s notion
of “the fantastic” and Deleuze and Guattari’s Kafka: Toward a Minor
Literature, the paper will proceed with some intertextual references to
Camus’ “The Artist at Work,” Melville’s “Bartleby the Scrivener,” and
Mahfouz’s “The Time and the Place™ in terms of their contextualization
of space and identity. In this paper, the relationship between home/space
and identity will be examined to claim that (de}construction of home is a
metaphor for (de)construction of identity. I am mainly going to argue that
the protagonist’s quest for selfhood, which starts with an encounter with
the uncanny ultimately results in defe”at, a reterritorialization, or rather
as a tragic end that opens up the issue of homelessness. The protagonist’s
search for self-authenticity and individual emancipation is thus doomed
to be lost in a quest degraded by the uncanniness of existence. He fails
to find an authentic “home” within the space that is his house, and a true
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selthood within the restrictions of his constructed identity. In Lukdacsian
sense, “home” is coming to terms with one’s identity, as in a quest of a
modern novel hero “‘every road leads to the essence — leads home — for
to the soul its selfhood is its home™. Yet, our character finds himself more
and more in a sort of “homelessness,” obscuring the boundaries between
the self and home. Just like Kafka’s “Grepor’s deterritorialization through
the becoming-animal fails” with a re-Oedipalization in the end, there are
no flights of escape in “Korkuyu Beklerken™ as even the only glimpse of
a way out —home as the cosmos of his identity — collapses and so is his
quest into selthood.

Keywords: Opuz Atay, “Waiting for Fear”, (De)construction of identity,
Uncanny, Home/Exile

OZET

Oguz Atay'm “Korkuyu Beklerken” adl &ykiisii bireyin mekansal
ve bireysel simirlar igerisindeki durumunu sorunsallastiran son derece
Kafkaesk bir ykidiir. “Tekinsiz” bir mektupla harekete gecen kahraman
isini brrakip, tanidik bir aidivet alanindan giderek yabanci bir aidiyetsizlik
alanma doniigen evine sigmur. Bu “tekinsiz” tecriibe, kahramanm kimlik
ve mekan bakemindan igsel bir arayisa yinelmesini saglar. Bv ve kendilik
kavrantlar1 ykiide i¢ ige gecmis durumdadir; &yle ki, kimlik sadece me-
kamn bir pargas: degildir, aym zamanda mekandan ayrilamaz durumdadiy,
Atay’in ev konfigiirasyonu kahramanin davramslarin belitfer, zira Atay'm
mekansal smirlan kurgulamasiyla kahramanim kendini tamimlamas: ve
kurgulamas: paralellikler gdsterir. Evindeki / barmagmdaki bu siirgiin
kahramanin ka¢is yolu bulabilecegi tek alan olarak goziikse de, sonunda
onu yersiz yurtsuz birakacak gekilde vavag yavag tiim anlamlarn silinme-
siyle, evi de onu ayn1 sekilde hapsedecelktir. Teorik olarak Freud un ufuk
agicl makalesi “Unheimlich” (Tekinsiz), Todorov'un “fantastik’ kavram:
ve Deleuze ve Guattari’nin Kafka.: Mindr bir Edebiyata Dogru (Kafka:
Toward a Minor Literature) adli eserine dayanan bu makalede, mekan
ve kimligi kavramsallastrrmalan bakimindan Albert Camus’aiin “The
Artist at Work,” Herman Melville’in “Bartleby the Scrivener,” ve Naguib
Mahfouz'un “The Time and the Place” adli §ykiilerine bazi metinleraras
gondermeler mevcuttur. Bu makalede, ev / mekan ile kimlik arasmndaki
itigki evin yersiz yurtsuzlugunun kimligin de versiz yurtsuzlugunu oldugu
iddiastyla incelenecektir. Kahramanin, tekinsiz olanla karsilasmas ile
baglayan kendini arayiginm bir yenilgiyle, bit yersiz yurtsuzlukla, ya da
evsizlik tecritbesini agan trajik bir senla bittigi savunulacakiir. Boylece,
kahramamn hakili kimlik ve bireysel dzgiirliik arayisi, varolusun tekin-
sizligiyle degersizlegen bir arayigta son bulmaya mahkumdur. Kahraman
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ne evinin mekansal sinirlan icinde hakiki bir “yuva” ne de kurgulanmisg
kimliginin smirlart icerisinde ger¢ek bir kimlik bulabilir. Lukacs’c1 an-
lamda, “ev” insamn kimlifivle uzlagmasidir, zira modern bir roman
kahramanimin “arayisi”"nda “her yol 6ze dogrudur — eve dogrudur — ¢linkil
ruh icin asil evi / yuvas: kendiligidir”. Ama karakterimiz kimlik ve ev
arasindaki siurlart muglaklastirarak kendini gitgide daha gok bir evsiz-
lik durumunda bulur. Tipkr Kafka’nin Gregor’min hayvan olarak yersiz
yurtsuzlagmasi, sonunda tekrar Oedipalleserek bagarisizlifa ugramasi gibi,
“Korkuyu Beklerken”de de bir kagig yolu yoktur, zira kahramanin kimlik
arayig1 da tek muhtemel kagig yolu — kimliginin evreni olarak evi- gibi
yikilmaya mahkumdur.

Anahtar Kelimeler: Oguz Atay, “Korkuyu Beklerken”, Kimlik, Tekingizlik,
Ev/Siirgiin

The Encounter with the Uncanny:

The story narrates the “weird” self quest of the protagonist whose life is
completely changed by a letter he finds in his house. Trying in vain to find out
the origin and purpose of the surprising letter, the protagonist can find no rational
explanations: “I was afraid. Because I was at a point when I could not say ‘that
is why’... T'wish I could say ‘that is why’ once again” (37).! As the expression
“that is why” evidently refers to the world of cause and effects, to the world of
rationality, his mental position has to do with a sort of absurdity. The letter is in
a “weird” foreign language; “it is as if it does not belong to any language at all’?
with unintelligible signifiers® (39). It may be said that the letter seems to come
from somewhere outside the symbolic order to open up an uncanny realm of
existence for the protagonist. So, frightened by the contents of this unexpected,
unaddressed, unstamped letter, which turns out to warn him against leaving his
house, the protagonist obsessively takes refuge at home: “Hell with all dogs
and strangers. I have come here [home], to hide my fears™ (40). Interestingly,
his home evolves into a dualistic place: both a safe haven guarded against fear
and also an uncanny realm to wait for fear. “Heimlich” home, which means

L

“Korktum. Cinki ‘demek ki’ diyemeyecegim bir yerlere gelmigtim...Ne olurdu bir ‘demek
ki” daha diyebilseydim.”

?  “sanki higbir dilden degil...”

“Morde ratesden, Bsur tinda serg! Teslarom portog tis ugor anleter, ferto tagan ugetahenc
metoy-doscent zist. Norgunk! Ubor-Metenga™

“Biitlin kopeklerin ve yabancilarin cani cehenneme! Ben buraya, korkularmm gizlemeye
geldim.”
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“belonging to the house, not strange, familiar, tame, intimate and fidendly™ is
suddenly transformed into an “unheimlich” space (Freud 345). This sudden

_ transformation is only one facet of various displacements and ruptures that oc-
cur throughout the story. Not only is the totality of the house disturbed, but the
protagonist’s security is also exposed to some outside dangers. This threat to
the totality of his identity causes him to become paranoid, even agoraphobic,
completely secluding himself in his home.

An uncanny atmosphere dominates the whole story with the transformation
of the house into a mysterious realm. According to Freud, an uncanny effect is
produced by a writer who creates “a kind of uncertainty in us in the beginning
by not letting us know, no doubt purposely, whether he is taking us into the real
world or info a purely fantastic one of his own creation” (351). Atay creates
such an effect as the reader cannot be totally sure whether the letter has actually
been sent by a secret society, the protagonist believes, or if it is just a figment of
the protagonist’s disturbed mind. The first person narration further complicates
things. As various hyper-real events occuz, such as the protagonist’s winning
the lottery and the collapse of his home, the story seems to take place in an
unreal dimension ebscuring the distinction between reality and illusion. Freud
argues that “an uncanny effect is often and easily produced when the distinction
between imagination and reality is effaced, as when something that we have
hitherto regarded as imaginary appears before us in reality, or when a symbol
takes over the full functions of the thing it symbolizes” (375).

The reality of the letter, however, is confirmed when a friend of the protago-
nist translates the letter into Turkish, and sends it back to him as stamped and
addressed. Sibel Irzik argues that the stamped and sealed letter comes back to
the protagonist as a boomerang, whose presence and ownership is “concretely
and disturbingly documented” (184). At one point, the protagonist attempts to
burn both the letter and its translation. However, a permanent stain which he
cannot get rid of remains on the kitchen floor: ““1 was ready to kill everyone, to
destroy the entire world in order to wipe this stain, or speck or shade out of the
floor™ (52). The shadow of the unheimlich, thus, has already marked its stain
both on the house and on the consciousness of the protagonist. This shadow
is like a glimpse of the Real from a crack in the symbolic order in the Lacan-
ian sense, it cannot be experienced in and through language. It also brings to
mind Jung’s shadow that everyone carries, “and the less it is embodied in the
individual’s conscious life, the blacker and denser it is” (Jung 131). One might

¥ “Bulekeyi ya da dalpayi va da gélgeyi tagin iizerinden silebilmek ugruna herkesi dldiirmege,

biitiin diinyayr yok etmeye hazirdim.”
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argue that the protagonist’s problematic encounter with the Ietter / the fear leads
him to face with his own shadow, his unconscious dark self. Thus, the entire
story can be read as a painful compromise with the shadow, the trace of which is
marked in the house. Such a painful reconciliation also opens up the possibility
of creativity and authenticity in his quest for selthood.

Interms of the configuration of familiar home as an uncanny realm of exist-
ence, “Korkuyu Beklerken” parallels Mahfouz’s story “The Time and the Place.”
Mahfouz narrates the story of a young man whose old house is transformed into
a fantastic place with a sudden emergence of a fantastic courtyard, a wel and a
lofty palm tree in the middle of the room. Urged by a “call,” he starts digging
up the floor of his house to find a letter, which reads “leave not your house,” as
it 15 a “safe refuge” (33). The young man ironically gets some sort of pleasure
out of this anonymous command, readily making it his raison d 'étre. This is not
unlike the protagonist in Atay’s story, who is both troubled by and takes delight
in acting upon the command of a so-called secret society.

It was ordering me not to leave the old house so that I might act on some
ancient command, the time for whose implementation had not yet arrived.
Despite the fact that the whole situation was garbed in a wrapping woven of
dreams, and wholly at odds with reason, it nonetheless took control of me
with a despotic force. My heart became filled with the delights and pains of
living in expectation. That whole night I did not sleep a single moment, as my
imagination went roaming through the vastness of time that comprised past,
present, and future together, drunk with the intoxication that total freedom
brings. (Mahfouz 31}

Before that, the young man in “The Time and the Place™ also questions
whether this uncanny scene is real or “a figment of [his] imagination™ like
our protagonist (30): “A feeling told me [ was witnessing a scene I had never
viewed before, and another that told me that there was nothing strange about it,
that I had both seen it and was remembering it” (29). This statement is directly
in line with Freud’s description of the uncanny — unheimlich — as the class
of frightening things that leads us back to what is known and familiar (340).
According to Schelling, on the other hand, “unheimlich is the name for every-
thing that ought to have remained ... secret and hidden but has come to light”
{(qtd in Freud 345). The transformation of the house, then, can be considerad
in terms of a change on the level of identity. Actually, in Mahfouz’s story, the
protagonist’s literal excavation of the house is like an attempt to disclose what
is supposed to be “secret and hidden.” In this sense, it seems like a journey into
the depths of memory and into the unconscious, as the limits of time and space
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are transgressed. It is no surprise that the more he digs, the more he “smell[s]
the nostalgia of bygone days” (32). Also, while digging, he “feels that [he is]
drawing near to the truth...*[he is] being presented with a truth in a concrete
form that was undeniable, an embodied miracle, a victory scored against time”
(32-33, italics mine). The idea of the truth may symbolize art and creativity, or
an authenticity of selfhood, which uncannily lies deep inside the unconscious
and that can only be taken out by going into deeper heights.® The protagonist
in “Korkuyu Beklerken” likewise lets his home become a totally uncanny place
in order to attain the truth out of the crisis of seclusion.

Deterritorializations of Spatial and Individual Boundaries:

The transformation of the house into an uncanny realm of existence, on
the other hand, goes hand in hand with the deterritorialization of his identity
and familiar meanings regarding his old life. The word “deterritorialization”
is defined by Caren Kaplan as “a term for displacement of identities, persons,
and meanings that is endemic to the postmodern world system” (358): Kaplan
states that Delenze and Guattari use this term “to locate this moment of aliena-
tion and exile in language and literature. In one sense, it describes the effects
of radical distanciation between signifier and signified, [as] meaning and utter-
ances become estranged” (358). In “Korkuyn Beklerken,” one aspect of such
a deterritorialization may be the effacement of the distinction between subject
and object, as the house becomes an area in which the subject and object cannot
be compromised: “I was spending my entire life with objects. And 1 suppose
I did not like objects anyway. As a matter of fact, I was equating objects with
human beings, and with both, I had some issues only 1 know and cannot tell
anyone else”’(64). Sibel Irzik articulates this relationship regarding “Korkuyu
Beklerken” as follows:

[The house is] a furnished area which creates the illusion that alienation is
overcome, or rather which is created to overcome this illusion. It i 4n ared in
which we exist like / as everyone else. Everyday life becomes an area to wait
for fear rather than a safety zone when the impossibility of such a negotiation

Tn Orhan Pamuk’s The Black Book, the protagonist Galip’s ultimate moment of creativity —his
attainment of an authentic self as well as his self as an author - coincides with his discovery
of the darkness within himself, the moment when he simultaneously looks at the darkness
of a well, to the depths of that dream-like abyss of dust, and garbage among the apartment
blocks.

“Oymyiimii esya ile gecirivordum. Esyay1 da sevmiyordum galiba. Daha dofirusu egyayla insant
bir tutuyordum, ikisiyle de aramda, yalmz benim bildigim ve bagkalarina aciklayamadigim
meseleler vardi” (64).
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is sensed. When we, even unconsciously, feel that we cannot fouch objects,
when we cannot relate to them in our own identities, when we cannot use them
as supports to help us overcome the void between the world and ourselves,
objects gain strength, they become alive, they are even personified.”® (178)

The protagonist’s famous remark of “what if objects go mad one day?™
refers to this sort of concern. Similarly, throughout the story the protagonist’s
position as a subject of his experiences, as a real actor with a conirol over the
events, is highly debatable. For instance, one might well claim that he initially
becomes the object of the uncanny letter, which manipulates his actions. Blurring
the distinctions between object and subject, becoming one with the object, has
to do with the fantastic or uncanny aspect of “Korkuyn Beklerken.” Todorov
regards effacement of the limits between subject and object as an attribute of
the literature of the fantastic: “The rational schema represents the human being
as a subject entering into relations with other persons or with things that remain
external to him, and which have the status of objects. The literature of the fan-
tastic disturbs this abrupt separation. We hear music, but there is no longer an
instrument external to the hearer and producing sounds” (116).

Another aspect of the transposition of identities in the story is probably the
doubling of identities. When the protagonist gradually goes mad, he seems to
create a Doppelganger'®: “What is happening to us? I did not know what I meant
by ‘us.” Probably, I said ‘us’ because I felt so lonely™" (92). In his essay “The
Uncanny,” Freud asserts that “the ‘double’ was originally an insurance against
the destruction of the ego, an ‘energetic denial of the power of death,” as Rank
says; and probably the ‘immortal’ soul was the first ‘double’ of the body™ (363).
The doubling of his self towards the end of the story juxtaposes with the pro-
tagonist’s carlier wish for death, suggesting a dominance of Eros — life instinct
—over Thanatos —death drive —as the story progresses. Actually, the protagonist
of “The Time and the Place” goes through a similar proliferation of identities

¥ “Yabanciasmamn agildigi yanilsamasim yaratan, bu yamlsamay1 yaratmak Uizere ddsenmig,

méblehi bir alan. Herkes gibi olarak kendimiz oldugumuz bir alan. Béyle bir uzlagmanin
gercekte imkéinsiz oldugu hissedildiginde, bir korunma alam olmaktan cikip korkunun
beklenildigi ver olur giindetik yagam. Nesnelere gercelten dokunamadiginnzs bilingsizee
de olsa hissettigimizde, onlari kendi benligimize eklemleyemedigimizde, kendimizle diinya
arasmdaki bosiugun iizerinden atlamatmza yarayacak protezler olarak kullanamadigimzda,
giiglenir, canlamr, hatta kisilesir esyalar.”

“va egya bir giin delirirse?”

The idea of doubling of identities, as in the protagonist’s use of “us” instead of “me” in the
story directly refers to Selim’s famous Doppelganger “Olric” in Tutunamayanlar.

“Nedir bu basimiza gelenler? dedim. Biz sdziiyle ne demek istedifimi bilmiyordum. Herhalde,
¢ok yalmz hissettigim i¢in “biz’ dedim.”
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with the mysterious appearance of two men in his house, one who “was nothing
but [him]self” and the other “who was dressed similarly to [himself]” (30). Both
stories are in line with Todorov’s notion of the fantastic, in which “a character
will be readily multiplied...The multiplication of personality, taken literally, is
an immediate consequence of the possible transition between matter and mind:
we are several persons mentally, we become so physically” (116).

Not only identities, but meanings are also deterritorialized, and the prob-
lematization of language as a system for communication is yet one feature of
the displacement of meanings. Besides the unintelligible letter that is outside
any discourse of meaning, the protagonist is also seriously engaged in learn-
ing languages, especially their grammar, throughout the story. As languages
are systems of prohibitions? , of belonging and territorialization, his endeavor
might be read as an attempt to fit into the order. His study of Latin primarily —a
dead langnage —, however, suggests his aim is not to master a system of com-
munication, but to engage with language in a different sense. It may even be
asserted that in his quest for selfhood, he sees the system of languages as a way
of understanding how the unconscious works. Also, although the protagonist
immediately gets the letter translated, he is highly disillusioned with the fact
that the letter can be transiated. Trzik argues the protagonist wants the letter not
to be deciphered, because once deciphered the letter is domesticated, by los-
ing its attribute of interiority (183). The letter also gives way to a possibility
of language solely used by its own subject (Irzik 182). It is also to be pointed
out that he eventually starts writing the same letters of threat, so there is a good
chance that he has written the letter himself in the first place, which suggests
his search for a possibility of another language belonging solely to himself.
Likewise, at one point, he laments that if only he had words of his own, “if only
there were a sentence, or a thought that belonged to [him]. If only at least one
word out of the millions of words that have been articulated for thousands of
years encompasses [him]”? (67).

There are transpositions of the relations between the individual and society,
which are manifest in the protagonist’s obsessive withdrawal. The idea of seclu-
sion is not only a personal act in “Korkuyu Beklerken”; it is closely related to
an individual’s position within society. One might clairo that as a writer, Atay

According to Lacan, language is acquired as a result of some prohibition systems, with the
metaphorical prohibitive function of the father, with le nom du pere (the name of the father)
and e non du pére (the no of the father).

“Ne olurdu benim de kelimelerim olsaydi; bana ait bir cimle, bir diisiince olsaydi. Binlerce
yildir séylenen milyonlarca sdzden hi¢ olmazsa biri, beni i¢ine alsaydi!”
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has been a writer of social concerns rather than an individualistic one. The
protagonist in the story mostly deems his isolation as an act against society, as
“a revenge on society.”

1 went on drinking, ruining myself. I watched me fade away with smoky
eyes. | was going to disturb all orders; I was going to show them up. 1 was
neither going to lock the doors nor throw the keys into the vase; I was going
to put on my coat without wearing my shoes, I was going to be a good for
nothing. Because 1 could not make up to anyone, I was going to give up all
my principles; I was not going to wash the dishes after breakfast. This was
the most important of all: [ was going to continue existing; I was not going to
forget to speal and think. f was going to work hard.* (80-1)

The protagonist regards these obsessive routines as necessary for the continu-
ation of order, and the abandonment of them refers to an individual disturbance
of that so-called order. In his seclusion, even his telephone ~his only remaining
means of communication — is suddenly cut off, which leaves him totally alone.
His non-conformist seclusion parallels that of Melville’s Bartleby, who is likewise
insistently confined within the boundaries of his office. In this sense, both the
protagonist’s and Bartleby’s stances become a sort of “individual” resistance to
society: “Either they or I were being defeated. It was not clear who was losing
it. The battle was obscure,” says the protagonist in Atay’s story, suggesting an
unconscious struggle of an individual against society (59).

The idea of emerging as victor out of this struggle is hinted at as the pro-
tagonist likens himself to Noah in the midst of a storm: “I was caught in a big
storm. Yes, I was left alone in the midst of an immense sea full with strangers,
full with the ones I was estranged”' (56). It may be argued that he wishes to
escape from the tempest of a society of strangers to a sheltered, safe boat, which
is his home. Only in the so-called security of his house is he able to survive.
The allusion to Noah’s Arc becomes more evident afterwards when he comes
up with the idea of cooking “asure” (Noah’s pudding) with the ingredients left
at home. So, it seems that like Noah, the protagonist is depicted as the only
survivor of humanity. Survival can only be achieved by attaining an authentic

14 “Devam ettim igmeye, kendimi mahvetmeye. Dumanh gézlerle, eriyip gidigimi seyrettim.

Biitiin diizenleri yikacaktim, onlara gisterecektim. Artik ne kapilan kilitlevecek, ne de
anahtarlarl vazonun igine atacaktim; ayakkabilarmi giymeden paltomu giyecekiim, serserinin
biri olacaktim. Kimseye yatanamadifima gére, ilkelerimden vazgegecektim; kahvaltidan
sonra bulagiklan yikamayacaktim. En énemlisi suydu: Varhgin siirdiirecektim; kenugmayi,
dilgiinmeyi unutmayacaktim, cok ¢alisacaktim.”

“Biiyiik bir firtimaya tutulmugtam. Evet, yabancilaria dolu, bana yabanc: olanlarla dolu, ugsuz
bucaksiz bir denizin ortaginda yalniz bagima kalmistim™ (56).
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self, which requires a refusal to conform to society.'®

Such distance between the outside and inside, which results from the prob-
lematization of individual and social boundaries, is necessary for the individual
to come to terms with himself, to create a world of possibilities out of the ex-
perience of this exilic position. A similar idea of the spatial and social limits
of man and his place in society is narrated in Albert Camus’s short story “The
Artist at Work.” The artist Jonas suffers from the problem of needing private
space to be able to survive: “The problem of living-space was, however, by far
the greatest of {his] problems, for time and space shrank simultaneously around
[him]” (Camus 88). When asked whether he exists, Jonas responds, “No, I'm
not sure of existing. But some day I’ll exist, 'm sure” (Camus 103). Only when
he configures a personal space that entirely belongs to him — a small dark loft
within his house —, is he able to exist. The story problematizes home and iden-
tity, and seclusion and solidarity of the artist Jonas, and his uncanny position is
crystallized in his final work on a canvas: a painted word which can be read as
cither “solitary” (solitaire) or “solidary” (solidaire): In “the canvas, completely
blank, in the centre of which Jonas had merely written in very small letters a
word that could be made out, but without any certainty as to whether it should
be read solitary or solidary” (115). So, in the “unstable balance the genius will
build his kingdom on the centre of his exile...Only silence can protect him from
the constant clamor outside him and within, and prevent his taking over the
rhythm of the others, thus losing his own” (Minor and Brackenridge 79). Jonas
requires such a seclusion, “aroom of one’s own’ both to exist and to create like
the protagonist in “Korkuyu Beklerken.” As there are actually few characters in
Atay’s novels and stories other than intellectuals, or writer-characters’’, (Parla
215), the character here may well be read as a figure of an artist in becoming,
who requires the crisis of a willful exile in order to obtain artistic inspiration.
Equally trapped between the mundane and the artistic, both Atay’s protagonist
and Jonas attempt to construct an authentic artist-self. Only by problematizing
the experience of identity and territory, obscuring the boundaries between inside
and outside, can they achieve inspiration out of this crisis. This may directly

¥ Both in Tutunamayaniar and Tehlikeli Oyunlar, Atay seems to examine the question of the

possibility of attaining an authentic identity, the question of coming up as a victor out of a
self-quest. It may be interesting to note that the allusion to Noah as the figure of victory in
“Korkuyu Bekierken” juxtapose with many references to Jesus Christ as the nltimate symbol
of the victimized, and dispossessed in Tutunamayanlar.

In Oguz Atay'da Aydin Olgusu, Yildiz Ecevit maintains that the word “intellectual™ (aydn)
refers to someone who struggles to attain self - authenticity. These people, she argues, lead
an intellectual life, as they think and criticize. They want to get the essence of the things.
Their world views are shaped outside the dominant values of society (vii).
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refer to the myth of Orpheus, as “one cannot create a work unless the enormous
experience of the depths ... is not pursued for its own sake” (Blanchot 99).

In his seclusion, the protagonist in Atay’s story also experiences a different
experience of the passage of time: “While I was drowsing in my rocking chair,
I was thinking about what to do with all the time T had. The issue of time was
the one of the most important problems I had,”® says the protagonist (57).
He also delights in sleeping which helps him pass a quarter of his day without
having to count the minutes. His failure to understand the passage of time, the
asynchrony between his perception of time and the objective time, is a mel-
ancholic aspect of his withdrawal. The limits of the house juxtaposed with the
limitlessness of present time condemn him to an Oblomov-like existence, like
Melville’s Bartleby. Yet, as opposed to Bartleby’s case, boredom does not lead
the protagonist to inertia but to a busy projection of things to do and words to
say. Thus, he is preoccupied with various tasks ranging from learning foreign
languages to drawing the boundaries of his house.

His preoccupation with the house throughout the story is a main aspect of
his self-quest, as the protagonist starts to define and construct spatial bounda=
ries in an attempt to define and configure himself. In this sense, he is obses-
stvely engaged with drawing the plan of the house, with specifying the exact
boundaries of it: “I thought about the entire house. I had to inspect everywhere.
Starting from one cormer, step by step ... [ had to draw a plan of the house. I
looked around. (I could draw the plan by heart. I knew each and every inch well
enough)” (58)." If the concepts of home and selfhood constantly overlap, then
his reconstruction of spatial boundaries may refer to his endeavor to define the
boundaries of his identity. The protagonist is also concerned about the totality of
the house, since he seriously interrogates whether his garden can be considered
within the borders of the house: “Doctor, I have tried all the possibilities, all
the boundaries of these walls (I mean, the garden walls); beyond the walls can
only be contemplated, imagined, you know,™ says the protagonist, bringing
to mind the limits implied by all borders (89). The literal walls establishing his
spatial boundaries actually stand for the symbolic walls of his identity, separat-
ing him from “the others.” The protagonist’s paranoid authority over his own

18 “Sallanan koltugumda uyuklarken bir yandan da elimdeki zamanla ne yapacagim: diigiindiim.

En dnemli dertlerimden biriydi zaman meselesi...”

“Biitiin evi diisiindiim: Her tarafi gézden gecirmeliydim. Bir kdseden baslayarak yvavas yavas...
Bir planimi ¢izmeliydim evin, Cevreme baktim. (Gozii kapali ¢izebilirdim plani. Her tarafi o
kadar iyi biliyordum ki).

“Doktor bey, bu duvarlann (bahge duvarlary, demek istiyorum) biitiin imkéntarini, sinirlarim
denedim; biliyorsunuz, duvarlann Stesi ancak diisimiilebilir, hayal edilebitir” (89).
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territory is, then, just an illusion of securing a private and authentic sphere for
himself. It is an illusion, mainly because it is rather ambiguous as to whether
these symbolic walls protect him from the world or whether they in fact create
a prisonlike quarantine. Melville’s “Bartleby the Scrivener” also problematizes
the idea of walls and boundaries; that is, Bartleby who “would prefer not to
do anything” constantly looks at a wall just like our protagonist who dreams
of “beyond the walls.” Springer argues that “Bartleby the Scrivener’ is also “a
matier of the erection of barriers, seen and unseen, man-made and natural,” and
“walled off from others,” Bartleby is himself “a kind of wall without reason,
incomprehensible and blank” (415). So, there is a displacement of meaning with
regard to the walls, which come to serve as constant reminders of the experi-
ence of the limits of time and space, rather than as guards to secure protection.

The last aspect of the deterritorialization of identities in “Korkuyu Beklerken™
is a constant alienation from existence. Just like being a sort of stranger within
one’s own language — an aspect of minor literature for Deleuze and Guattari—,
what Atay, as a true minor author, does in “Korkuyu Beklerken” is to create a
character that is not only estranged from language, but also from his identity and
home. The story narrates the position of the protagonist who gradually decon-
structs “the familiar” through an endeavor to find “a line of escape.” He comes
to the verge of madness due to an obsessive preoccupation with languages and
house errands in his imprisonment. For instance, after running out of food sup-
plies at home, he insistently fasts?L. So, in search of a true identity in solitude,
he escapes from all materiality —work, money, food— eventually becoming a
sort of animal. In a similar way, the protagonist talks about some frequent en-
counters with a unique insect in his dark and uninhabited guest room: “Because
my mum always keeps the door of this room closed and because she does not
let random visitors in there, this room has been isolated enough to let a strange
insect reach there. Yes, this is a different kind of insect: if all insects like it are
green, this would be yellow”? (63). As this encounter seems (o be a direct al-
lusion to Kafka’s Metamorphosis, we can read the protagonist as becoming a
sort of animal like Gregor Samsa in his search for emancipation, or rather for
a way out. “To become an animal is to participate in movement, to stake out
the path of escape in all its positivity, to cross a threshold, to reach continuum

? According to Deleuze and Guattaxi, fasting is a constant theme in Kafka’s writing: “His

writings are a long history of fasts ... To speak, and above all to write, is to fast” (20).
“Annem bu odayi hep kapali tuttugu igin, elur olmaz misafirleri buraya almadig icin, demek
i bu karanlik ve soful oda, garip bir bocegin, oraya ulagmasina yetecek kadar insansiz
kaltyordu. Evet, baska tirld bir bdcekti bu: Kendisine benzeyen bocekler, mesela genellikle
vesil olursa bu sart olurdu.”
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of intensities that are valuable only in themselves,” say Deleuze and Guattari
(13). Becoming animal seems to be the only way for the protagonist to be au-
thentic, or to be totally exempt from the constraints of the pre-determined ways
of being, acting and feeling in the Foucaultian sense. Then, his seclusion in a
burrow 1s “to find a world of pure intensities where all forms come undone, as
do all the significations, signifiers, and signifieds, to the benefit of an unformed
matter of deterritorialized flux, of nonsignifying signs” (Deleuze and Guattari
13). “Korkuyu Beklerken™ 1s a story of such a deterritorialized flux in which the
notions of home and identity are de-contextualized and deconstructed.

‘When the protagonist is finally able to leave his burrow / home for a couple
of days, to our surprise, he finds his house totally collapsed. “It was broken down.
My house was broken down... I want to go into the house, I said. I want to go
in... There was a stranger pile of debris lying on my bed™* (95). If his identity
always refers to his home, then the physical decay of the house seems tobe a
symbol of his psychological defeat. “The order of the absolute isolation did me
no good, either. The solitude [’d been missing for vears was destroyed. So, the
order in my mind depends on objects,” says the protagonist (96). At first, this
catastrophe might be regarded as a final victory of “solidarity” over “solitude.”
There seems to be a triumph of the emancipation of a self which has fulfilled
himself, now that he has taken advantage of the house as a catalyst for attaining
authenticity. 1 would argue, however, that the last pages of the story after the
catastrophe mark a typical “re-oedipalization” since he decides to get married,
and then to write the same letters of threat to some happy couples to disturb
them. So, just like “Gregor’s deterritorialization through his becoming-animal
finds itself blocked,” the protagonist cannot escape from the exposure of his
self to the “diabolical forces™ outside, actually by becoming one of them (14).
Therefore, the ending of the story suggests that there is an ultimate defeat — a
tragic end that opens up the total experience of homelessness and uprootedness.

His search for self authenticity and individual emancipation is thus doomed
fo be lost in a quest degraded by the uncanniness of existence. He fails to find an
authentic “home” within the space that 1s his house, and a true selfhood within the
restrictions of his constructed identity. In Lukacsian sense, “home” is coming to
terms with one’s identity, as in a quest of a modern novel hero “every road leads
to the essence — leads home — for to the soul its seithood is its home™ (Lukacs

B “Yikglomstt, Evim yikalough, .. Eve girmek istiyorum, dedim. igeri girmelk istiyorum...

Yatagunda tanimadigim bir betontuglakireg y1gim yvatiyordu.”
“Mutlak yalmzhigin diizeni de varamad: bana, Yillardir 6zledigim sessizlik de yikaldr gitti...
Kafamdald diizen de esvaya bagliymig meger.”
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87).Yet, our character finds himself more and more in a sort of “homelessness,”
obscuring the boundaries between the self and home. Just like “Gregor’s deter-
ritorialization through the becoming-animal fails” with a re-Oedipalization in
the end, there are no flights of escape in “Korkuyu Beklerken” as even the only
glimpse of a way out ~home as the cosmos of his identity — collapses and so is
his quest into selthood.
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