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MADELINE MILLER’IN BEN, KIRKE VE NAZLI ERAY’IN ORPHEE
ROMANLARINDA ANLATI ARACILIGI iLE TRAVMAYLA UZLASMA

TOKSOQY, Nuray Tugce
Yiiksek Lisans, 2024

Karsilastirmah Edebiyat Anabilim Dal

Damisman: Dog. Dr. Ozlem OZEN

Giiniimiizde siklikla karsilagilan travma kavrami en 6z hali ile hem bedensel
hem de psikolojik anlamdaki yaraya isaret etmektedir. Kapsami ¢ok genis olan travma
kavrami bu yapisi sebebi ile tip, psikoloji ve edebiyat gibi pek cok farkli alanda ¢esitli
aragtirmalara konu olmaktadir. Ozellikle her iki Diinya Savasi'nin gergeklestigi,
modernlesmenin hizlandig1 ve teknolojinin giderek ilerledigi yirminci yiizyildan
itibaren travma kavramma yonelik ilgide bir artis oldugu goriilmiistiir. Bu ilgi,
yirminci yiizyilin sonlarina dogru edebiyat alaninda da yankilanmistir. Cathy Caruth,
Shoshana Felman ve Geoffrey Hartman gibi isimlerin onciiliik ettigi edebi travma
teorisi, edebiyat alanindaki eserleri okuma ve yorumlama deneyimi i¢in yeni bir

perspektif sunmustur.

Karsilagtirmali edebiyat alaninda ortaya konan bu c¢alisma, psikolojik travma
kavramin1 Madeline Miller’in Ben, Kirke adli eseri ve Nazli Eray’in Orphée eseri
tizerinden degerlendirmektedir. Bu dogrultuda psikolojik travmanin eserlerdeki kadin
karakterler lizerindeki etkisi ile anlat1 izerindeki etkisi incelenmektedir. Her iki eserde
de yer alan kadin baskahramanlarin anlatic1 pozisyonunda oldugu goriilmekte ve bu
anlatilarin travma ile uzlagsmada nasil bir etkiye sahip oldugu gézden gegirilmektedir.
Boylelikle, bu ¢alismada Tiirk ve Amerikan Edebiyatina ait iki esere edebi travma

teorisi 1s181nda gerceklestirilen farkli bir okuma 6nerisi sunulmaya calisilmigtir.
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ABSTRACT

RECONCILIATING WITH TRAUMA THROUGH NARRATIVE IN
MADELINE MILLER’S CIRCE AND NAZLI ERAY’S ORPHEUS

TOKSOQY, Nuray Tugce
Master Degree-2024

Department of Comparative Literature

Supervisor: Assoc. Prof. Dr. Ozlem OZEN

Trauma as a concept that is usually encountered in our time, refers to both
physical and psychological wounds. Due to this structure, the concept of trauma, which
is noticeably inclusive, becomes the subject of various research in many distinctive
fields such as medicine, psychology, and literature. The attention towards trauma has
grown particularly since the twentieth century, in which both World Wars occurred,
modernization increased, and technology advanced. This interest echoed in literature
towards the end of the twentieth century. The literary trauma theory, which was
pioneered by Cathy Caruth, Shoshana Felman, and Geoffrey Hartman, has offered a

new perspective for the attempt to read and interpret the literary works.

Carried within the field of Comparative Literature, this study evaluates the
concept of psychological trauma through Madeline Miller’s Circe and Nazli Eray’s
Orpheus. In this context, the impacts of psychological trauma on the female characters
in these literary works and their effects on the narrative are analyzed. It is seen that
the female protagonists in both works are narrators and it is scrutinized how these
narratives have an effect on their reconciliation with trauma. Herewith, it is aimed to
offer an alternative reading for these literary works that belong to Turkish and
American literature in the light of literary trauma theory.

Key Words: Comparative Literature, Madeline Miller, Narrative, Nazli Eray, Trauma
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concept of trauma are examined by applying literary trauma theory. The reason why
the concept of trauma has been chosen to analyze the literary works of American and
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that this study, conducted in the field of Comparative Literature, will illuminate the

further research in this direction with its comprehensive nature.
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INTRODUCTION

Trauma, which is considered to be a part of human life, is an inclusive and
interdisciplinary concept. It is acknowledged that trauma means a wound, this wound
might be bodily or psychological. Therefore, discussions about trauma have been
carried out in different areas like the medical field, psychology, and literature. This
study concentrates on the literary representations of trauma by evaluating two literary
works that belong to American and Turkish literature. The novels employed within
this study are Madeline Miller’s Circe, published in 2018, and Nazli1 Eray’s Orpheus,
published originally in Turkish in 1983 and then translated into English by Robert Finn
in 2006.

Both of these novels are re-tellings of ancient myths, putting forward the
marginalized female characters’ stories outstandingly. Both Miller and Eray are
inspired by mythology and classical literature, however, the authors create distinctive
stories for the overshadowed characters. In Miller’s novel, earlier stories and myths
about Circe, the witch of Aiaia, are reversed since the author enables her readers to
hear Circe’s voice and explore her story. In Eray’s novel, there is Eurydice who seeks
for Orpheus. Eurydice also tells her own story and this helps the readers to gain insight

about her struggles and experiences throughout this adventure.

The employment of these mythic characters might stem from the fact that the
readers are actually acquainted with Circe and Eurydice’s stories. Miller and Eray’s
novels vary from the male-dominated narrations of Circe and Eurydice since the
authors give voice to these female characters and make their stories heard by their
readers. It is also important to note that while Miller portrays Circe in ancient times,
Eray portrays Eurydice in modern times. The reason for these portrayals might be
rooted in Miller’s desire to stress how she creates a unique version of Circe by keeping
some fundamental elements the same. Eray’s reason for changing the time and
portraying the story of Orpheus and Eurydice might be seen in her novel’s special
design which also highlights contemporary issues like urbanization and the late history

of Tiirkiye.

The aim of this study, which is conducted in the field of Comparative literature,
is to explore the traumatic experiences in Madeline Miller’s Circe and Nazli Eray’s

Orpheus on both thematic and narrative levels. Moreover, there is an attempt to offer

1



a new way of reading these works in the light of literary trauma theory. While doing
so, different approaches to trauma will be applied throughout this study. For instance,
the Caruthian understanding of trauma suggests that trauma is an overwhelming
experience shattering one’s memory and psyche, thus it cannot be fully known, and
the counter-arguments to this idea suggested by Laura S. Brown, and Richard McNally
will be portrayed in order to deal with the issue in a broader sense. This situation
echoes also in the narrative analyses of the novels. While analyzing Miller’s novel,
Joshua Pederson’s ideas about the literary representation of trauma will be employed
and while exploring the narrative in Eray’s novel, the framework supplied by Anne
Whitehead will be used. It is aimed to demonstrate two different impacts of trauma on
the narratives and the works of Miller and Eray will be analyzed by exploring their

similarities, differences, as well as their causes.

The significance of this study can be found in its exploration of these literary
works within the context of trauma since earlier studies about these works adopt
different literary approaches like feminism, archetypal criticism, ecofeminism, and so
forth. Furthermore, this study tries to present the relationship between trauma and
literature in a broader framework by adopting the views of different theorists and
scholars. This study also includes some limitations by focusing only on the female
characters in the novels and their individual traumas. When the literature is examined,
it is seen that studies about trauma in literature are less than in other fields. The literary
studies that present trauma in literature approach the issue generally by adopting one
perspective. Thus, within the scope of this study, different perspectives will be used
while dealing with trauma. In order to supply this, first of all, the concept of trauma is

scrutinized within the theoretical framework.

In the first chapter of this study, the theoretical background for trauma will be
explored. However, since trauma is such a broad concept to discuss, there will be an
evaluation of it from the top-down. Firstly, trauma will be discussed as a concept in
order to portray its different dimensions. Then there will be an emphasis on the
relationship between trauma and identity since it is required for further analyses.
Before discussing the literary trauma theory, the elements and the ideas that paved the
way for the emergence of this theory will be mentioned. For instance, the studies in
psychology and psychoanalysis will be evaluated since literary trauma theory is
engaged within them. The advancements that have been brought by modernity will



also be mentioned because they have significance in the development of literary
trauma theory. The reason for these analyses can be found in their supplying some

crucial basements that contribute new discourses about literary trauma theory.

The literary trauma theory, which forms the basis of this study, is regarded as
a tool to read the wound. While analyzing this wound, different approaches will be
employed in order to evaluate the concept of trauma with a broader perspective. Thus,
both the ideas of the forerunners of the literary trauma theory like Cathy Caruth,
Shoshana Felman, and Dori Laub, and the ideas of scholars like Laura S. Brown and
Joshua Pederson will be analyzed within the scope of this study. After employing
different views about literary trauma theory, the significant place of literary trauma
theory within the field of Comparative Literature will be highlighted.

It is acknowledged that Comparative Literature enables interdisciplinary,
transnational, and transcultural studies, and the discussions about literature and literary
trauma theory have echoed within this field at first. The pioneers of literary trauma
theory like Shoshana Felman and Cathy Caruth also carry out their studies within the
Comparative Literature Departments. So, it is predicted that the different approaches
and methods employed in Comparative Literature supply an effective basis for the
studies of trauma in literature. Another section within the theoretical framework issues
the relationship between trauma and narrative. This relation will also be evaluated
from different perspectives in order to highlight the different impacts of trauma on the
narrative. The last part of this chapter includes the process of recovery and the

restorative power of telling one’s own traumatic story.

In the second chapter, both Madeline Miller and her Circe will be evaluated
and a brief information about the author’s life and novel will be presented. The same
path will be followed for Nazli Eray and her Orpheus. Furthermore, the mythological
backgrounds of Circe and Eurydice will be supplied in order to follow their
transformations in Miller’s and Eray’s works. The third chapter concentrates on the
employment of trauma within these novels. There will mainly be a focus on individual
trauma while analyzing the literary works. In this chapter Circe’s traumas are
evaluated within the context of her childhood, womanhood, and forced displacement.
For Eray’s Orpheus, there will be an exploration of Eurydice’s traumas as a woman
and of the impact of her volunteer displacement. Besides all of these, the issues of

violence, death, and survival in both novels will be analyzed.



The fourth chapter of this thesis aims to contemplate the relationship between
trauma and narrative. Therefore, under the titles of introspection, confrontation, and
reconciliation the effects of the traumatic experiences on Circe and Eurydice’s
narratives will be discussed. While tracing the impacts of trauma in Circe, Joshua
Pederson’s ideas about trauma in literature will be followed. In order to follow the
same impacts on Orpheus, Anne Whitehead’s views will be employed. At the end of

both sections, the recovery processes of both female protagonists will be mirrored.

Based on all of these analyses, in the fifth chapter, the comparative analyses of
Miller’s and Eray’s novels will be supplied regarding the similarities, differences, and
their reasons. In the conclusion, a general evaluation of the novels will be made in the
context of literary trauma theory and some proposals will be provided for further
research.



CHAPTER ONE: THEORETICAL FRAMEWORK

Throughout the theoretical framework, the concept of trauma is going to be
discussed in relation to literature, and to the issues of identity. In particular, literary
trauma theory is going to be portrayed since it highlights the main argument of this
thesis trying to explore the relevance between trauma and literature. This chapter also

includes discussions about the process of recovery.
1.1. Trauma as A Concept

Currently, trauma is a widely known and used term since all humans
throughout the world have struggled with a huge and afflicting pandemic, many wars,
natural disasters, and so on. In the Introduction part of Trauma and Literature, J.
Roger Kurtz confronts the readers with a fact by claiming “We live in an age of
trauma” (2018: 1). As the reality of our age, trauma can occur anywhere and anyone
can experience it at any time. Nonetheless, trauma is not a newly encountered concept

in the history of human beings.

As Ozen puts forward that the traumatic experience is as old as the history of
humanity and explains the reason for this statement by referring to the existence of
death, the destructiveness of nature, and humans being prone to violence and
aggression that are experienced since the day humankind existed on the earth (2017:
105).! Therefore, it can be said that the ongoing reality of trauma has been there since
the days of ancient and post-modern ages. However, the wideness of the concept is not
only valid for its time span.

It can be said that trauma is an inclusive and interdisciplinary concept and it is
necessary to take a look at the definition and the origin of the word “trauma” since it
claims many things about the concept. In the Oxford Wordpower Dictionary, the word
is defined as “(an event that causes) a state of great shock or sadness” (2012: 805). In

this definition, it is understood that the concept of trauma has double points containing

1 The Turkish quotations employed in this thesis are translated by the author of this thesis.
“Insanoglunun yer yiiziinde var oldugu giinden beri tabiatin yikicilig1 ve insanin vahsete, saldirganliga
olan meyli ve ne yazik ki 6liimiin var olmasi travma yasantisini insanlik tarihi kadar eski kilar”. See,
Ozen, Y. (2017). Psikolojik Travmanin Insanlik Kadar Eski Tarihi. The Journal of Social Science, 3(5),
362-375. https://dergipark.org.tr/tr/pub/tjsosci/issue/43451/530003 Last Accessed: 30.01.2024



both an occurrence and a situation that can be troubling for any person who
experiences these. Moreover, it has other double points which are exhibited by
Madigan effectively. “It is an accident of language that the term “trauma” has come to
be used to describe both an injury and the source of the injury: both the effect and its
cause” (2020: 52). It is clearly seen by this statement that the term or the word contains
both the cause and the effect, thus, it can be said that the concept itself blurs its own
borders rather than drawing them exactly. Therefore, it is hard to produce clear lines
in order to frame the concept of trauma. The etymological meaning of the word

strengthens this state.

Marder states that “the word ‘trauma’ comes from the ancient Greek meaning
‘wound’” yet, as she points out, this definition changes and evolves over time in
different contexts and disciplines (see Marder, 2006: 1). The etymological meaning of
the word also indicates that trauma is both the act of damaging and of the situation of
being damaged. So, it can be conceived that there is a duality in the essence of the
word that fuses into a single counterpart; trauma. The etymological meaning of the
wound brings into the mind a kind of hurt or an injury taking place on the concrete
body. Nevertheless, this damage is not necessarily physical. The wound or the trauma
can be psychological which cannot be seen directly like the wound on the body.
Furthermore, it can either be physical or mental or it can be both at the same time. This
enables the concept to be analyzed both in positive sciences and in social sciences, all

evaluating and discussing the term in distinct methods and perspectives.

As a concept, it is known that there is ongoing research about trauma carried
on by many scientists and scholars, however, as Nicole A. Siitterlin claims, trauma as
a scientific concept has been researched since the mid-nineteenth century (see
Siitterlin, 2020: 12). This is due to significant changes in the nineteenth century leading
to grand transformations in society, economy, literature, and other parts of human life.
Inevitably, with all these changes there became some shattering in usual and common

practices and perspectives of daily life.

In the nineteenth century, there is a shift toward modernity. Karolyn Steffens

portrays features of the century as:



Nineteenth-century modernity is characterized by the shock of unprecedented social
change, including widespread industrialization and urbanization, new political
alignments, the rise of the nation-states, increasingly capitalistic and imperial
relations, the establishment of legal precedence for accident insurance, and
technological innovations like the telegraph, electricity, steam engines, and
photography. Although these changes all play a vital role in emerging trauma
discourse, prepsychoanalytic medical and literary discourse about trauma unfolds

against the embodiment of these forces of modernity: the railway (2018: 37-38).

It is understood that the improvements in the nineteenth century have a
significant link with trauma since they contain drastic advances that influence
humankind. Even though technological and economic growth gave an opportunity to
make daily life easier in some ways, these adjustments required a process of
adaptation. Within this process that stems from the shocking changes, discussions
about trauma arise as it is remarked by Steffens. It can be said that trauma is a concept

emerging from modernity and its advancements.

So far, trauma is displayed within the frames of historical and daily facts. It can
be said that the concept of trauma can be encountered anytime and anywhere.
Furthermore, it is impossible to analyze the concept merely from one perspective.
Trauma is not only a medical or psychological concept, but also a philosophical,
ethical, literary, political, and cultural concept, So, it finds a place to fit in most studies.
For example, according to Hanna Meretoja trauma is majorly regarded to be a
psychological or cultural concept yet it is also possible to evaluate the concept by its
links to certain philosophies.

Meretoja discusses these in detail by categorizing them under four semantic
types and three philosophical paradigms (see Meretoja, 2020: 23). The semantic types
include explicit and implicit philosophies about trauma, writers’ and artists’ ideas on
the concept, and works of art that have traces of implicit philosophies about the
traumatic experience (Meretoja, 2020: 23). Moreover, Meretoja asserts that “(...) the
main philosophical paradigms of trauma are empiricism, poststructuralism, and
hermeneutics” (2020: 24). In her article, she goes into detail with these paradigms by
also reflecting some narrative insights about philosophies of trauma. Therefore, it

becomes possible to discuss the concept within literature and narratology.

Another example of the concept being applied and discussed in a different field
might be provided by Colin Davis. Davis argues the concept of trauma within the
frame of poststructuralism and ethics in the article titled “Trauma, Poststructuralism

and Ethics”. In this article, Davis suggests that there is a link between trauma studies



and trauma literature and he highlights that “(...) the ethical claim of trauma studies
rests on the ethical force of trauma narratives, which trauma studies analyzes,
theorizes, mediates, and transmits. The critical act is part of the ethical process” (2020:
41). It is inferred that Davis stresses the importance of ethical concerns in trauma
studies. Thus, the concept of trauma and theorizing this concept includes distinctive

notions.

Insofar it is discussed that trauma as a concept requires a broad perspective to
contemplate since it includes a duality even within its definition. Meaning both getting
wounded and the wound, the term bears both the event or the situation and its results.
Trauma which etymologically means ‘wound’ can be analysed in many fields as an
inclusive and interdisciplinary concept. This analysis requires careful work and
process since every attempt that is done in order to address the concept opens new
paths to other possibilities in different fields. Therefore, the trauma that is a part of the
history and the reality of humankind challenges a singular perspective and approach.
Its thread is interwoven within positive sciences, social sciences, arts, literature, ethics,

politics, discourses about modernity and culture, and so on.

1.2. Trauma and ldentity

It can be said that there is also a link between trauma and identity. The
relationship between trauma and identity is a significant point since it supplies a deeper
insight into the term. Identity is also another inclusive word and it is also discussed in
many disciplines. Basically, in the Oxford Wordpower Dictionary, identity is defined
as the word that explains “who or what a person or a thing is” (2012: 387). However,
this explanation includes variable dynamics within itself and changes according to

many scholars.

For instance, it is acknowledged that currently, the word identity corresponds
to “two linked senses, which may be termed ‘social’ and ‘personal’” (Fearon, 1999:
2). It is claimed that social identity is “a set of persons marked by a label and
distinguished by rules deciding membership and (alleged) characteristic features or
attributes” whereas personal identity means that “some distinguishing characteristic
(or characteristics) that a person takes a special pride in or views as socially
consequential but more-or-less unchangeable” (Fearon, 1999: 2). In other words, it can
be said that identity signifies both personally and socially constructed features or

characteristics.



Even though most of the scholars differ on personal identity and social identity,
Actually, identity is an embracing term that contains both personal and social features.
According to Vignoles, asserting clear-cut differentiation “between personal and
social identity in terms of content [is] rather problematic” (Vignoles, 2019: 2).
Vignoles assert that regarding identity as social or personal is up to the person and this
also depend on different contexts (see Vignoles, 2019: p.2). It is understood that the
contents of identity, which are portrayed as being personal and social, are shaped and

affected by each other.

According to Michael Bamberg the term identity “designates the attempt to
differentiate and integrate a sense of self along different social and personal
dimensions such as gender, age, race, occupation, gangs, socio-economic status,
ethnicity, class, nation states, or regional territory” (2009: 132). As Bamberg claims,
identity is also the effort to establish a sense of self within various aspects. Among
these aspects that are both social and personal, traumatic experiences can also be

regarded since these have an impact on a person’s identity.

According to Balaev, the literary trauma theory asserts that trauma is an
overwhelming and shocking experience that “divides or destroys identity. This serves
as the basis for a larger argument that suggests identity is formed by the
intergenerational transmissions of trauma” (2008: 149). This assertion reflects the
effects of the traumatic experience on identity. The fright and the shock that it imposes
on an individual or a group of people can be transmitted through generations. This
intensifies the link between trauma and identity and requires an elaborate investigation.

As it is stated in the fifth edition of American Psychiatric Association’s
Diagnostic and Statistical Manual of Mental Disorders (DSM-V), when a person is
exposed to a traumatic event he or she can develop many “negative alterations in
cognition and mood” (APA, 2013: 275). Among these, the American Psychiatric
Association indicates a form that is regarded to be “persistent (i.e., always or almost
always) and exaggerated negative expectations regarding important aspects of life
applied to oneself, other, or the future (...) that may manifest as a negative change in
perceived identity (...)” (APA, 2013: 275). Being exposed to a traumatic event, or
having Post-Traumatic Stress Disorder can affect a person’s perceived identity and

thoughts unfavourably.



The relationship between traumatic experiences and identity can be interpreted
in many ways. ldentity which is a personal and a social construction reflects the
essential features of a person or of a thing. Furthermore, identity is regarded as a
struggle to form a sense of self within many dynamics. Among these dynamics, trauma
can be considered since it has a clear impact on both the self and the identity. As
discussed, many scholars and the American Psychiatric Association claim that a
traumatic experience might have negative effects on identity. It can change a person’s
self-evaluation and ideas about the self unfavourably. It is possible to say that trauma

interferes with the concepts of identity.
1.3. Towards a Theory of Trauma

Before going into detail about the literary trauma theory the earlier
representations of trauma theory must be acknowledged since literary trauma is formed
on the basis of different theories about trauma. Siitterlin draws the history of trauma
theory in four steps. The first step is the ideas and theories presented by “European
and American physicians, neurologists, and psychiatrists in the late nineteenth and
early twentieth century”, the second step is regarded within the courses of modernity
and the advancements, the latter is seen as the recognition of Post-Traumatic Stress
Disorder in 1980, and according to Siitterlin this diagnosis holds an important turning
point (see Siitterlin, 2020:11). The fourth and the last step is claimed to be in the field

of humanities.

“The pioneers of trauma theory in the humanities participated in this shift, but
their contested ethical stance raises the question of the current and future role of
literary criticism in reading the traumatic wound” (Siitterlin, 2020: 11). So, it can be
said that in the course of time, trauma becomes more popular within the social
sciences. Theories about trauma embrace psychological and ethical concerns as well
as medical and modern developments. This embracement demonstrates the

comprehensiveness of the subject effectively.

As Siitterlin puts forward, the history of trauma theory follows a line from a
medical sense to the field of humanities. It is also claimed that there is a inherent
relationship between the history of trauma and railway (see Siitterlin, 2020: 12). It is
acknowledged that the history of trauma theory is linked to the recognition of the

“railway spine” presented by John Eric Erichsen in his On Railway and Other Injuries
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of the Nervous System published in 1866. In this book, Erichsen claims that the
accidents on the railways have an enormous shock when compared with other types of

accidents as follows:

The rapidity of the movement, the momentum of the person injured, the suddenness
of its arrest, the helplessness of the sufferers, and the natural perturbation of mind that
must disturb the braves, are all circumstances that of a necessity greatly increase the
severity of the resulting injury to the nervous system, and that justly cause these cases
to be considered as somewhat exceptional from ordinary accidents. This has actually
led some surgeons to designate that peculiar affection of the Spine that is met with in
these cases as the “railway spine” (1866: 9).

For an individual living in the nineteenth or earlier twentieth centuries, such a
development and its advances might be shocking since this technological improvement
has not been encountered in daily life before. The railway spine is a diagnosis whose
symptoms can be seen in the survivors of railway accidents. “These patients suffer
from mostly unlocalized symptoms such as tiredness, dizziness, headaches, faulty

sensual impressions, fear, and pain” (Metzger, 2014: 47).

According to Erichsen, these shocking incidents especially happening on
railways cause a “concussion of the spine and of the spinal cord” (1866: 2). As it is
understood Erichsen focuses on this specific kind of shock that stems from the
accidents on the railways. According to Metzger, Erichsen’s book does not only
discusses these specific cases but also includes other issues like “fractures of bones”
and so on, yet the book “is especially known for his concept of the railway spine”
(2014: 47). It can be said that within the diagnosis of the railway spine, the base for

various discourses about trauma and a trauma theory is laid.

In his Injuries of the Spine and Spinal Cord Without Apparent Mechanical
Lesion, And Nervous Shock In Their Surgical and Medico-Legal Aspects, Herbert Page
investigates Erichsen’s remarks about railway injuries in the second chapter. Page
applies the term “nervous shock” in order to describe “(...) the whole clinical
circumstances of the case than to any one symptom which may be presented by the
injured person” (1883: 143). He goes on to indicate that the symptoms of the nervous
shock are “so common, and so often severe in those who have received no bodily
injury, or who have presented little sign of collapse at the time of the accident” (Page,
1883: 148). It can be inferred from this explanation that the shock that Page refers to
does not have to be necessarily a physical one rather, he refers to a kind of mental

shock that might show its symptoms after the event.
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This delay is actually a key figure in theories about trauma since the effects of
the experience do not revive immediately. The ongoing discussions about the
symptoms that stem from the railroad accidents are followed by many other
neurologists, physicians, and neuropsychiatrists. Nonetheless, all of them evaluate the
subject in various ways and it can be said that the points that each scholar emphasizes

change comparatively.

It is claimed that since Charcot’s ideas about the hysteria, the psychological
evaluation of trauma has become more and more popular among the scholars like
Pierre Janet who focuses on dissociation which can be defined “as the process by
which the mind “splits off” an event that is so violent or shocking that it cannot be
integrated (‘synthesized’) into consciousness”. Janet’s term dissociation plays an
important role in Freud and Breuer’s Studies on Hysteria (gtd. in Siitterlin, 2020: 13).
Among all of these remarks on the history of trauma, the psychoanalytic origins
strongly affect the pioneers of the literary trauma theory.

According to Freud and Breuer, traumatic neuroses stem from the impact “of
fright-the psychical trauma” (1955: 5-6). It is clearly understood that the illness is
located in the psyche rather than the physical body. It is acknowledged that Freud’s
ideas about trauma and hysteria changed over the course of time. In the Encyclopedia

of Trauma: An Interdisciplinary Guide Reuther portrays Freud’s ideas as follows:

(...) the psychological trauma that brought about the symptoms of hysteria was the
result of a complex picture; it began with the inability to assimilate the abuse
experience, an extended delay, and a later experience, during sexual development,
which gave childhood abuse experience context and meaning, causing it to be
repressed. Neither event was inherently traumatic. Rather, it was the repression of the
abuse memory as a result of the dialectic between two events, specifically the second
event providing meaning to the first, that allowed the abuse to be termed traumatic.
This became referred to as Freud’s ‘seduction theory’ (Reuther, 2012: 433).

As it 1s claimed above, Freud’s seduction theory is based on the traumatic
sexual experiences that are repressed and this act of repression supplied a kind of
meaning to the event’s being traumatic. It is known that Freud is criticized by other
scholars because of this theory. Especially, within the publication of Beyond the
Pleasure Principle in 1920, Freud also reflects his ideas about trauma within the
context of war. The end of the war was not long ago at that time and thus, it can be
said that the traces of the First World War have newly occurred when he published his
book.
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He refers to the “traumatic neurosis” which is seen after accidents that threaten
life and he claims that the war caused several illnesses similar to this kind (Freud,
1961: 6). What can be inferred from this statement is that the shocking experiences
during the battle lead to a kind of illness which is called war neuroses. According to
James Berger Freud reconsiders the trauma theory in his Beyond the Pleasure
Principle which reflects the recovery processes of the soldiers in World War |

disturbed by the recurring nightmares and other impacts of war (see Berger, 1997:

570). Traumatic experiences of wartime lead to other arguments in trauma theory.

Among these, the “shell shock™ effect is also regarded and it is known to be
caused by “extreme fear” (Siitterlin, 2020: 13). Therefore, it can be claimed that the
soldiers or veterans of such experiences carry traces of these events both within their
body and their psyche. All of the catastrophic effects of the war contribute to the
psychological evaluation of trauma. As Siitterlin, points out, the recognition of PTSD
(Post Traumatic Stress Disorder), has paved the way for growing attention on
psychological trauma (2020: 11). The general definitions of the disorder are made in

various ways by many psychiatrists.

In the Diagnostic and Statistical Manual of Mental Disorders by the American
Psychiatric Association, the criteria and definitions of PTSD are supplied. So far, the
American Psychiatric Association published five manuals in order to recognize and
list mental disorders. Since the first mention of PTSD was made in 1980 by American
Psychiatric Association, the issues of trauma started to be discussed gradually in the
field of psychology. In the third edition of the Diagnostic and Statistical Manual of
Mental Disorders (DSM-I111) published in 1980, PTSD is classified among Anxiety
Disorders. It is claimed that Post-Traumatic Stress Disorder can be experienced by a
person or by a group of people and it may be onset with some events like “rape or
assault”, “military combat”, “natural disasters”, “man-made disasters”, deliberate

man-made disasters” and so on (APA, 1980: 236). Furthermore, in DSM-III, some of
the symptoms of the disorder are indicated as follows:

The essential feature is the development of characteristic symptoms following a
psychologically traumatic event that is generally outside the range of usual human
experience. The characteristic symptoms involve re-experiencing the traumatic event;
numbing of responsiveness to, or reduced involvement with, the external world; and
a variety of autonomic, dysphoric, or cognitive symptoms. The stressor producing this
syndrome would evoke significant symptoms of distress in most people, and it is
generally outside the range of such common experiences as simple bereavement,
chronic illnesses, business losses, or marital conflict (APA, 1980: 236).
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According to these statements, it can be said that the disorder can be
experienced by a person or a group due to many reasons such as wars, disasters, and
accidents yet it is evaluated outside general types of distress caused by common
experiences caused by chronic illnesses, unfavourable events in the marriage, or the
feeling of loss. In the fifth edition of Diagnostic and Statistical Manual of Mental
Disorders (DSM-V), the disorder is not classified among Anxiety Disorders but it is
regarded among Trauma — and Stressor-Related Disorders. It is obvious that there are

many criteria and circumstances for the diagnosis of PTSD.

In DSM-V, these criteria are listed for adults, adolescents, and children older
than six years whereas some different criteria are listed for the ones younger than six
years old. It is seen in criterion A. that Post-Traumatic Stress Disorder can occur when
someone is exposed to “actual or threatened death, serious, injury, or sexual violence
(...)” in some ways and these can be directly or indirectly as it is stated (APA, 2013:
271). It is seen that criterion B. indicates some “intrusion symptoms associated with
the traumatic event(s), beginning after the traumatic event(s) occurred” and these are

listed as:

1. Recurrent, involuntary, and intrusive distressing memories of the traumatic
event(s).

2. Recurrent distressing dreams in which the content and/or effect of the dream are
related to the traumatic event(s).

3. Dissociative reactions (e.qg., flashbacks) in which the individual feels or acts as if
the traumatic event(s) were recurring (...)

4. Intense or prolonged psychological distress at exposure to internal or external cues
that symbolize or resemble an aspect of the traumatic event(s)

5. Marked physiological reactions to internal or external cues that symbolize or
resemble an aspect of the traumatic event(s) (APA, 2013: 271).

Therefore, it is understood that traumatic events affect both the mental and
physiological states of a person. It can be concluded that the traumatic experience has
an impact on the individual memory which might be troubling for a person. Within the
third criterion C., the efforts to prevent the “(...) stimuli associated with the traumatic
event(s)” which includes internal or external clues or reminders like people, feelings,
thoughts, and so on are emphasized (APA, 2013: 271). Here, it is stressed that a person
struggling with PTSD may try to avoid the stimuli of the traumatic experience. On the
other hand, it can be said that the traumatic experience does not only disturb mental or
physiological statements, or memory but also has an impact on mood and cognition

relatively.
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“Negative alterations in cognitions and mood associated with the traumatic
event(s) beginning or worsening after the traumatic event(s) occurred (...)” which
again include issues about memory, self-construal or self-evaluation, feelings, and so
forth (APA, 2013: 271-272). It can be implied that all changing elements that are
affected by the traumatic event might have significance for the concept of “self”.
Besides these unfavourable changes in mood and cognition, it is claimed in criterion
E. that there are also distinct ““(...) alterations in arousal and reactivity associated with
the traumatic event(s), beginning or worsening after the traumatic event(s) occurred”
and these include some disturbances in behaviours, concentration, and sleep (APA,
2013: 272). So, it is understood from all these criteria that traumatic experiences do
not only disturb physical conditions, but they impact psychological and neurological

conditions in various ways.

So far, it is portrayed that the history of trauma theory proceeds from a medical
context to a psychological one. Especially in the nineteenth century, the advancements
that this century brought upon daily life started to introduce issues about trauma
progressively. One of the most significant products of the Industrial Revolution and
modernity can be regarded as the railroads. The accidents on the railroads became
centralized in the discourses about trauma and Erichsen’s On Railway and Other
Injuries of the Nervous System is acknowledged among the first examples. In his book,
Erichsen develops his arguments upon the shock and fright of the survivors of the
railroad accidents. A few years later, Herbert Page introduced his ideas about nervous
shock which is a mental shock rather than a physical injury.

Gradually, the theories and ideas about psychological trauma expanded and
among the followers of this trend, for instance, there are Pierre Janet and his
dissociation theory which is used in Freud and Breuer’s works. In Studies on Hysteria.
There is an emphasis on the psychical trauma, essentially stemming from fright.
However, Freud’s ideas about trauma changed over the course of time and he re-
investigates the issue after the First World War within the frames of war neuroses and
death drive. It can be said that the traumatic experiences of the soldiers produce new

insights into the theories of trauma.

In 1980, the American Psychiatric Association published the third edition of
the Diagnostic and Statistical Manual of Mental Disorders recognizing a disorder
named Post-Traumatic-Stress-Disorder which is defined as a mental condition affected
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by a traumatic event. It is also important to acknowledge that the definition and the
criteria for the disorder have changed over time. According to the DSM-V even though
the traumatic event can be experienced directly or indirectly the symptoms of PTSD
can be found. To such an extent it is possible to claim that the issues about trauma and
its evaluation become more comprehensive day by day and attracted the scholars’
attention of medicine and psychology. The concept not only inspired the scholars of
those fields but also the scholars of literature. Thus, trauma is discussed and explored
within the frames of literature. The next chapters of the paper focus on the evaluation

of trauma within the literary field.
1.4. Literary Trauma Theory

In his “Trauma and Literary Theory”, James Berger reviews Cathy Caruth’s
Unclaimed Experience: Trauma, Narrative, and History, Dominick LaCapra’s
Representing the Holocaust: History, Theory, Trauma, and Kali Tal’s Worlds of Hurt:
Reading the Literatures of Trauma. All of these authors that Berger discusses, are
outstanding contributors to the trauma theory. Berger claims that “LaCapra’s theory
of trauma focuses on three psychoanalytic topics: the return of the repressed; acting
out versus working through and the dynamics of transference” (see Berger, 1997: 574-
576). So it can be understood that LaCapra embraces a psychoanalytical perspective

when interpreting trauma.

Cathy Caruth’s Unclaimed Experience: Trauma, Narrative, and History “is
concerned principally with questions of reference and representation: how trauma
becomes text, or as she puts it in her introduction, how wound becomes voice” (Berger,
1997:577). In this book, Caruth also bases her theory, especially on the texts by Freud
and Lacan. Unlike LaCapra or Caruth, Tal does not embrace a psychoanalytical
perspective yet she “bases her views of trauma on cognitive psychology and a feminist
politics that identifies strongly with the testimonies of rape and incest survivors”
(Berger, 1997: 579). Each of the scholars that Berger analyses approaches to the issue
individually.

The changing perspectives on dealing with trauma also show themselves in
the work of Shoshana Felman and Dori Laub’s Testimony: Crises of Witnessing in
Literature, Psychoanalysis, and History. In this work, Laub and Felman emphasize the

word ‘testimony’. Testimony is regarded to be “a crucial mode of our relation to events
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of our times—our relation to the traumas of contemporary history: the Second World
War, the Holocaust, the nuclear bomb, and other war atrocities” (Felman, 1992: 5).

Moreover, according to Shoshana Felman;

As a relation to events, testimony seems to be composed of bits and pieces of a
memory that has been overwhelmed by occurrences that have not settled into
understanding or remembrance, acts that cannot be constructed as knowledge nor
assimilated into full cognition, events excess our frames of reference. (...) Testimony
is, in other words, a discursive practice, as opposed to a pure theory. To testify — to
vow to tell, to promise and produce one’s own speech as material evidence for truth—
is to accomplish a speech act, rather than to simply formulate a statement. As a
performative speech act, testimony in effect addresses what in history is action that
exceeds any substantialized significance, and what in happenings is impact that
dynamically explodes any conceptual reifications and any constative delimitations
(1992:5).

What Felman presents here is that the traumatic experiences of the age pave
the way for the testimony. Nevertheless, testimony cannot be regarded as a mode that
is totally integrated into cognition since it is a part of the construction of memory which
is distracted by the events that it contains. Testimony is regarded to be a discursive

practice that needs to be performed against the traumas of contemporary history.

Professor Cathy Caruth whose Ph.D. is in Comparative Literature at Yale
University, focuses on psychoanalysis, trauma, and literature in her book Unclaimed
Experience: Trauma, Narrative, and History. In the introduction part, “The Wound
and the Voice”, she examines the etymology of the word trauma which has changed
over centuries and which has been analysed in many fields. Then, Caruth goes on to

analyze Freud’s ideas about trauma and asserts as follows:

What the parable of the wound and the voice thus tells us, and what is at the heart of
Freud’s writing on trauma, both in what it says and in the stories it unwittingly tells,
is that trauma seems to be much more than a pathology, or the simple illness of a
wounded psyche: it is always the story of a wound that cries out, that addresses us in
the attempt to tell us of a reality or truth that is not otherwise available. This truth, in
its delayed appearance and its belated address, cannot be linked only to what is known,
but also to what remains unknown in our very actions and our language (1996: 4).

Herewith, Caruth establishes the similarity between the wound and the voice,
the trauma, and the text. In this quotation, the key figures of trauma in Caruthian
understanding can be found. This delay and belatedness that Caruth emphasizes
stresses that the truth that is represented cannot be known immediately. This truth that
is mentioned cannot be entirely known. The reference to the wound is also applied by
Geoffrey H. Hartman who discusses the relationship between traumatic knowledge
and literary studies. According to Hartman, the literary trauma theory concentrates on

“the relationship of words and trauma, and helping us to ‘read the wound’ with the aid
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of literature” (1995: 537). So, it is understood that literary trauma theory can be
regarded as an attempt to read the ‘wound”’ in literary works, however, this wound does

not always appear explicitly.

In Trauma Explorations in Memory, the effect of the traumatic experience in
relation to many fields like literature, psychoanalytic practice and theory, and so on is
explored. By basing her ideas on the definition of post-traumatic stress disorder,

Caruth asserts in the introduction part of the book that:

This simple definition belies a very peculiar fact: the pathology cannot be defined
either by the event itself — which may or may not be catastrophic, any may not
traumatize everyone equally — nor can it be defined in terms of a distortion of the
event, achieving its haunting power as a result of distorting personal significances
attached to it. The pathology consists, rather, solely in the structure of its experience
or reception: the event is not assimilated or experienced fully at the time, but only
belatedly, in its repeated possession of the one who experiences it. To be traumatized
is precisely to be possessed by an image or event (1995: 4-5).

What Caruth stresses here is that the pathology of a traumatic experience
cannot be found in the event, rather it is found in the organization of the experience
and its reception which signifies both the acknowledgment of the event and its
integration. At this point, it is understood that traumatic events or experiences are not
perceived immediately and similarly as they are encountered. However, there are other
scholars that refute this suggestion.

While Caruth states that “the traumatic event is not experienced as it occurs”
(1995: 8), Meretoja claims that this understanding of the traumatic experience “seems
to rest on the assumption that experience is a point-like event that happens here and
now to a fully conscious subject of experience” (2020: 28). Moreover, Meretoja

emphasizes that:

New experiences are integrated into old experiences to different degrees, and not only
traumatic experience but also other types of experience can resist integration: for
example, we use defence mechanisms to explain away phenomena that do not fit with
our preconceptions and self-image. When one lives in traumatizing social conditions,
everyday traumatic experiences can be well-integrated as they can be the sole reality
for a person, but this does not mean that they would not cause hurt and damage. Thus,
there are limits to the model of rupture in theorizing traumatic experience (2020: 28).

As it is seen, while Caruth presents that traumatic experiences are
overshadowed by belatedness and cannot be well-integrated, Meretoja suggests that
traumatic experiences can be well-integrated since they can be the fundamental reality
of a person. Not only the experience and the integration of trauma is problematic but
also the representation, reference, and address of trauma are questionable in many

ways.
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It is acknowledged that a traumatic event is so shocking that its integration into
cognition might be challenging. Actually, the representation of trauma is also
challenging since it “is a kind of ‘limit case’ of language — the representation of an
event so overpowering that just naming it is already to be profoundly engaged with it
(...)” (Eaglestone, 2020: 288). The representation or naming of trauma thoroughly
involves somebody in the particular reality of it. Thus, Eaglestone claims that ethical

concerns must be considered at this point (see Eaglestone, 2020: 288).

In her “Trauma, Time and Address” Caruth rethinks about trauma and shifts
her perspective from referentiality to addressing by analyzing Freud and Lacan’s texts.
It is suggested that “the notion of trauma, (...) is not, fundamentally, a problem of
representation, but a question of address. It is the collapse of address — of the ability to
hear, or to address, another — that returns repeatedly, in trauma, to demand a response”
(2020: 79). According to Caruth, the concept of trauma is an issue of addressing. In
trauma, the failure of this address occurs repeatedly and it requires a reaction.

Caruth discusses one of the most popular dreams in her article. This dream is
about the dream of the father of his burning child. Caruth evaluates Freud’s and
Lacan’s interpretations of the dream. In her book, she also mentions the same dream
since it holds significant points about ‘awakening’ which is one of the key words of
Caruth in her Unclaimed Experience: Trauma, Narrative, and History. The story of a
father whose child has died because of fever is told in detail by Caruth (Caruth, 1996:
91-112). According to Caruth, while Freud questions the meaning of sleeping, Lacan
ponders on the meaning of awakening. Lacan reinterprets the dream as “the site of a
trauma, the trauma of the necessity and impossibility of responding to another’s death”
while Freud thinks that there is a “wish of consciousness to sleep that — even at the
experience of a burning reality — motivates the dream. The dream is linked to (...)
something in reality itself that makes us sleep” (Caruth, 1996: 97). Therefore, it is
understood from Lacan’s analysis that traumatic experience needs to be presented Yet,
it is regarded as something unattainable. Freud’s analysis indicates the shocking

impact of the experience that is hard to integrate into reality.

Caruth claims that “the words of the burning child move out of the dream and
into the language of the father” and this actually “establishes a new figure of address
which is also a new gesture of writing” (2020: 88). This shift of the child’s words

from the dream to the father’s language provides a fresh form of address and effort of
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writing. So, it can be said that trauma has an impact on the language. Herein, the
relationship between trauma and narrative emerges and it can be said that this

relationship is also open to doubt.

The relationship between trauma and narrative is close but problematic. On the one
hand a person who experiences an event in his or her life as traumatic, and who feels
a need to tell others about the experience, may choose, and be able, to do so. On the
other hand, a different person who experiences the same event may not feel the same
need, or be able to talk or write about it. While our memory of traumatic event may
prompt narration, it may also thwart narration. Moreover, although a person who tries
to tell about a traumatic event may find the narrative activity helpful, narration
inevitably takes him or her back to the event, thus perhaps making the person
remember what he or she wants to forget (Lothe, 2020: 152).

According to the statements of Jakob Lothe, the narration of a traumatic event
can supply a soothing effect for the one who experiences it but it may also inflame the
person’s repressed feelings and thoughts about the event. It is believed that literary
language has a particular capability to claim trauma while it is thought “that non-
literary language cannot do so. And trauma theorists often argue that historical,
objective, or archival language fails to capture traumatic experience” (Pederson, 2018:
98). The reason of the first idea might be caused by the literary language having many
devices in order to represent the traumatic experience thus it can carry the weight of
putting it into words. It is widely known and acknowledged that traumatic experiences

can cause repetitive behaviours and dreams, fragmentation, and extreme shock or fear.

The reflection of all these elements can be found or transmitted in a literary
work that tells the story of a traumatic event or events by applying different writing
techniques. These will be analyzed in detail in the following chapters, yet it should be
noted that the non-literary language also has a power to transmit trauma. Furthermore,

putting the traumatic experience into words is also used as a coping method.

Creating a trauma story through information, reconstruction, or cognitive processing
helps the individual to charge the event with personal meaning and to place it as part
of the rest of his life, as opposed to being its focus (Tuval-Mashiach et al., 2004: 291).

It is understood that when the wound is narrated, it enables a person to embrace
the traumatic event with all of its effects. Before delving into the issues of narrative
and recovery, the significance of trauma in Comparative Literature will be explored.
Then, some methods and possibilities that Comparative Literature supplies will be
analyzed.
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1.5. Trauma and Comparative Literature

It would not be wrong to say that the discourses about trauma also find a place
in Comparative Literature. Genuinely, it is known that the pioneers of literary trauma
theory like Cathy Caruth and Shoshana Felman have chairs in the departments of
Comparative Literature. This might stem from the fact that Comparative Literature is
open to many kinds of different literature and disciplines. The term “comparative”
according to Bassnett, “seems to have derived from a methodological process
applicable to the sciences, in which comparing (or contrasting) served as a means of
confirming a hypothesis” (1993: 12). The name of the field also presents its
methodology. The methods of comparing and contrasting require more than one source

and that leads to new perspectives within the courses of literary studies.

It is also acknowledged that within the courses of Comparative Literature, it is
possible to produce transnational and transcultural works. “Indeed to the degree that
all cultures are understood as transcultures, all literary study needs to be comparative
or at any rate relational in its orientation” (During, 2004: 316). Since it is a rare
situation for a culture unless it is not entirely isolated in many ways, not to be
influenced by other cultures. If one considers the twenty-first century, it will be more
difficult to imagine such a culture since the advancements in technology, sciences, and

other fields are obviously seen in that century.

Nonetheless, this is not an ignoration of the existence of such cultures and it is
known that there are still some tribes and cultures which are not affected by others
even in the twenty-first century. What is emphasized here is that there is an interaction
between most of the cultures and consequently, this interaction has a reflection on the
literary field. Throughout the history of literature, it is clearly seen that different
cultures and nations have affected each other within the context of literary taste, style,
theme, and so on. Even the literary movements that have emerged throughout different

centuries in different nations have echoed in different places.

This issue of influence is not the only concern of Comparative literature.
Indeed, there are other concerns in this field. According to Wellek, the literary study
should carry out “its old task of understanding, explaining, and transmitting literature”

(1965: 334) and he claims as follows:
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Just comparative literature offers an almost limitless number of new topics and new
problems. We have today — looking back only to the last war — an incomparably
greater number of excellent guidebooks, bibliographies, dictionaries, and surveys of
literary history which should make it inexcusable for anybody to plead ignorance of
authors, names, and problems (Wellek, 1965: 334).

As Wellek states above, it can be said that Comparative Literature embraces
interdisciplinary and contemporary studies within itself. Thus, Comparative Literature

allows researchers to create genuine works with a broader perspective.

Besides all of these, Comparative Literature also supplies more comprehensive
and effective sources since there are always new opportunities for distinctive topics
and perspectives to share and discuss within the field. Damrosch also emphasizes this

opportunity that Comparative Literature supplies as follows:

Comparative study today is becoming as concerned with national as with international
contexts, as involved with translations as with original texts, and as connected to
specialized scholarship as to general approaches. Comparative literature is
experiencing the excitement of a newly global possibility, while at the same time it
can continue to exert a leavening influence on nationally based and specialized study.
Comparative literature? Absolutely! (2003: 330).

As Damrosch puts forward, the range of the studies articulated within the
departments of Comparative Literature can be done within the borders of a nation or
they can also transgress all of these. Comparative Literature can be regarded as the
complex unity of different studies such as different fields of philology, translation
studies, and so on. It is not so surprising that the arguments about trauma echo in
Comparative Literature. As it mentioned before, the literary trauma theory is also
inclusive in its content since it employs, other theories like deconstruction,
psychoanalysis, and so forth. In the following chapter there will be an evaluation of
the relationship between trauma and narrative within the frame of different

perspectives.
1.6. Trauma and Narrative

There have been many distinctive ideas about putting the wounds into words.
As it is claimed earlier, trauma is an inclusive subject to research and its relationship
with narrative has been investigated by many different scholars. As it is discussed
before, according to Cathy Caruth, who is one of the forerunners of the theory, there
is belatedness in the integration of the trauma. She regards the traumatic event as an
‘unclaimed experience’. This belatedness and lack of the integration of the traumatic

event as it occurs becomes the key features of Caruth’s understanding of trauma:
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(...) the breach in the mind’s experience of time, self, and the world — is not, like the
wound of the body, a simple and healable event, but rather an event that (...) is
experienced too soon, too unexpectedly, to be fully known and is therefore not
available to consciousness until it imposes itself again, repeatedly, in the nightmares
and repetitive actions of the survivor (Caruth, 1996: 4).

It is understood that trauma resides within the unconscious, and therefore it is
something ungraspable, haunting the person repeatedly to be experienced. “The
experience of trauma, the fact of latency, would thus seem to consist, not in the
forgetting of a reality that hence never be fully known, but in an inherent latency within
the experience itself” (Caruth, 1996: 17). This latency within the integration of the
event which actually can never be fully known, forms the essence of Caruth’s ideas
upon trauma. According to Pederson, Caruth also maintains that trauma is almost
always unspeakable which is a point supported by works of van der Kolk and Herman
(see Pederson, 2014: 336). This notion about trauma and its being ‘unspeakable’ is

also portrayed within its relation to memory.

For instance, there is a particular space of forgetting within Caruth’s approach
to trauma. “The historical power of the trauma is not just that the experience is repeated
after its forgetting, but that it is only in and through forgetting its inherent forgetting
that it is first experienced at all” (Caruth, 1996: 17). It is understood that forgetting
becomes one of the inherent characteristics of Caruthian trauma theory since the
traumatic event is not experienced consciously, rather, the traumatic incident is merely
experienced through a process of forgetting. Due to the fact that traumatic experience
is embedded within the unconscious and cannot be acknowledged totally, the idea of

recovery from a trauma falls into a kind of crisis.

It can be inferred that the person who encounters a traumatic situation has no
control over it. It is asserted that the memory of trauma is distorted by the elements of
dissociation and forgetting. Thus, it cannot be transmitted as it occurs and cannot be
put into words explicitly. If there is an attempt to put this memory of traumatic
experience into words, it can be done with the help of the imaginative language as it
is described. Caruth claims “(...) that imaginative literature — or figural, rather than
the literal language — can “speak” trauma when normal, discursive language cannot,
and fiction helps give a voice to traumatized individuals and populations” (Pederson,
2014: 334). Caruth thinks that figurative language might be able to portray trauma
whereas discursive language fails to do so.
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For Hartman, there are also inconsistent sides to traumatic knowledge. On one
hand, Geoffrey Hartman claims that traumatic event is not experienced but recorded
in the unconsciousness. On the other hand, he indicates a type of a memory which is
constantly remembered by the distorted psyche. According to Hartman, the figurative

and literal language might be correlated with both of these:

The theory holds that the knowledge of trauma, or the knowledge of which comes
from that source, is composed of two contradictory elements. One is the traumatic
event, registered rather than experienced. It seems to have bypassed perception and
consciousness, and falls directly into the psyche. The other is a kind of memory of the
event, in the form of a perpetual troping of it by the bypassed or severely split
(dissociated) psyche. On the level of poetics, literal and figurative may correspond to
these two types of cognition (1995: 537).

When analysing Hartman’s idea about the knowledge of trauma, it is seen that
there are double points indicating a kind of paradox. Firstly, trauma is not experienced
and cannot be fully known. It is just recorded in a way that transcends the limits of
consciousness and perception. Secondly, there is the distorted psyche’s constant
troping of the traumatic event as a kind of memory. Hartman claims that these two
different kinds of cognition may be associated with literal and figurative on a poetic

level.

In Trauma Fiction, Anne Whitehead also stresses a similar contradiction.
According to Whitehead, there is a paradox within the trauma fiction. She questions
that if trauma blocks the language then how it will be represented in fiction (2004: 3).
Whitehead focuses on the way that trauma is represented in the literary works.
Whitehead finds the answer to this question within the works of some authors by

claiming:

Novelists have frequently found that the impact of trauma can only adequately be
represented by mimicking its forms and symptoms so that the temporality and
chronology collapse, and narratives are characterised by repetition and indirection.
Trauma fiction overlaps with and borrows from both postmodern and postcolonial
fiction in its self-conscious deployment of stylistic devices as modes of reflection or
critique (2004: 3).

By contemplating the ideas of some scholars like Caruth and Hartman as well
as providing analyses of some selected literary works in her book, Whitehead suggests
that trauma fiction cannot follow a linear sequence rather, it is disturbed by the
repetitions. In terms of stylistics, it is claimed that trauma fiction is inspired by
postmodern and postcolonial fiction. Whitehead claims that just like postmodernist
fiction, trauma fiction also has a leaning to push conventional narrative techniques to

their limit.
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By testing these limits of formality, trauma fiction aims to highlight the “nature
and limitations of narrative and to convey the damaging and distorting impact of the
traumatic event” (Whitehead, 2004:82). Moreover, traumatic fiction also shares
common grounds with postcolonial fiction since it focuses on the “recovery of the
memory and the acknowledgement of the denied, the repressed, and the forgotten”
(Whitehead, 2004: 82). By focusing on what remains in the dark, the traumatic fiction

tries to shed a light on these issues which are suppressed and distorted.

Besides all of these, Whitehead portrays that there are “recurring literary
techniques and devices” in trauma fiction. Among these, she refers to “intertextuality,
repetition, and a dispersed or fragmented narrative voice” (Whitehead, 2004: 84) and
she goes on the supply a detailed analysis of these techniques. Whitehead’s perspective
indicates that the narrative in the literary works that she regards as trauma fiction,
harbour the similar features of trauma. Due to this resemblance that is portrayed
between narrative and trauma, it is asserted trauma fictions lack chronological order.
Moreover, there is fragmentation in these texts, mirroring the distorted memory and
the psyche of a trauma survivor. There might be gaps since the language struggles to
represent the impacts of an extremely overwhelming incident that is repressed within

the unconscious.

Indeed, there are counterarguments to these ideas about trauma and its relation
to narrative. In Remembering Trauma published in 2003, Richard McNally proposes
a new understanding of trauma. According to McNally, there was not enough scientific
data to support the discussions about trauma and memory until the last decades of the
20" century. Nonetheless, in recent years, these issues have advanced significantly and
highlighted “many of the most contentious issues” (see McNally, 2003: 2). McNally,

suggests three conclusions based on these advancements as follows:

First, people remember horrific experiences all too well. Victims are seldom incapable of
remembering their trauma. Second, people sometimes do not think about disturbing
events for long periods of time, only to be reminded of them later. However, events that
are experienced as overwhelmingly traumatic at the time of their occurrence rarely slip
from awareness. Third, there is no reason to postulate a special mechanism of repression
or dissociation to explain why people may not think about disturbing experiences for long
periods. A failure to think about something does not entail an inability to remember it
(amnesia). The purpose of this book is to lay out the evidence that supports these
conclusions (2003: 2).

By claiming so, McNally portrays the main arguments of his work. This

understanding that is illuminated above suggests that the person who experiences
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trauma might choose not to think about it and this does not mean that he or she has
amnesia which is the inability to remember anything. A person can have a vivid

memory of terrible incidents.

These ideas that McNally suggests, open new paths in the evaluation of trauma
in the literary field. For example, according to Pederson, who bases his ideas upon
McNally’s understanding of trauma, Richard McNally’s Remembering Trauma

opposes the Caruthian view of trauma and he portrays this as follows:

McNally’s work undermines the two most crucial tenets of Caruth’s literary theory of
trauma: the notion that traumatic memories are “unregistered” or “unclaimed,” and
the idea that traumatic memories elude straightforward verbal representation (2014:
336).

The verbal representation of trauma does not have to bear an implicit quality,
rather it can be put into words explicitly. Pederson developed a new method of reading
the wounds in the text and a based on McNally (Pederson, 2014: 335). Pederson’s
proposal consists three elements to approach literary text. Contrary to the general and
earlier approaches to trauma in literature, what Pederson presents is also distinctive
since his ideas supply an extensive evaluation of literary representation of trauma both

in figurative and discursive language. His suggestion consists of three main arguments:

First, critics seeking to engage trauma in literature should turn their focus from gaps
in the text to the text itself (...) McNally’s research suggests that traumatic memories
are both memorable and speakable. Hence, a new generation of trauma theorists
should emphasize both the accessibility of traumatic memory and the possibility that
victims may construct reliable narrative accounts of it. Accordingly, these theorists
should shift their attention away from gaps and toward actual text (Pederson, 2014:
338).

Instead of focusing on the gaps within a text, it is proposed that one may
concentrate on the text itself. By doing so, Pederson believes there will be “broad new
expenses of material for interpretation” (2014: 338). He regards that this approach has
two benefits. Firstly, this approach distances one from “a theory of traumatic amnesia
that is potentially harmful” since it “steals agency from the survivor” (Pederson, 2014:
338). Thus, regarding the traumatic memory as something reachable and asserting that
the survivors can narrate it reliably, culminates in a new idea that the survivors of

terrific events are not desperate victims but rather they have some control over it.

The survivor’s gaining control over the traumatic memory is emphasized by
Susan Brison in her work Aftermath: Violence and the Remaking of a Self. Brison
claims that contrary to the “involuntary experiencing of traumatic memories, narrating

memories to others (...) enables survivors to gain more control over the traces left by
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trauma (...)” (Brison, 2002: 71). Brison regards the narrative memory as a speech “act
on the part of the narrator” and suggests that it helps trauma survivors to create a self
(see Brison, 2002: 71). It is understood that there is a restorative side of transmitting

the traumatic memory with the help of the words.

Pederson also supports this idea by claiming that the readers acknowledging
the therapeutic effect of language might evaluate the literature of trauma ““as efforts —
no matter how halting—at rehabilitation” (Pederson, 2014: 339). According to him,
asserting that “simple ‘narration’ of trauma is both possible and salutary does not steal
the power Caruth grants to literature” (Pederson, 2014: 339). Pederson does not think
that the literary or figurative language is something necessary or obligatory to
represent trauma. On the contrary, he suggests that this might be beneficial by
increasing the “number of language types that victims may use in trying to move on”
(Pederson, 2014: 339). So, he considers that both literary and simple narrations are
capable of representing trauma and both of them have a favourable effect in terms of

healing from the impacts of it.

The second dicta that is put forward by Pederson is again based on McNally’s
idea that trauma might reinforce memory instead of restraining it (2014: 339).
Therefore, Pederson suggests that:

(...) trauma theorists should seek out evidence of augmented narrative in detail (...)
Indeed, we may need more words —not fewer—to accurately represent its effects in
text. Thus, readers looking for representation of trauma may turn not to textual
absence but to textual overflow, to event descriptions replete with detail. Further, as
the readings below demonstrate, traumatic memory is often multisensory; victims may
record not only visual cues, but aural, olfactory, tactile, and gustatory ones as well
(2014: 339).

The main argument suggested within the frame of this approach is that the
trauma narratives might appear in a detailed form. It is stressed that there might be an
appeal to the five senses while narrating the traumatic memory. So, when analysing
trauma in literature researchers can focus on these details. Instead of contemplating
what is missing or absent in the text, one may pay attention to the things that are

presented in depth.

The last thing proposed by Pederson is that “trauma theorists should focus on
depictions of experiences that are temporally, physically, or ontologically distorted ”
(Pederson, 2014: 339). Pederson emphasizes, McNally’s claim on the possibility of

the traumatic memory might be altered while it is augmented. “These alterations do
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not seem to change the substance of the memory but instead its affect. Time may feel
as if it’s slowing down. Spaces may loom. The world may feel unreal, or the victim
may slip outside his or her own body” (see Pederson, 2014: 339). All of these are an
example of “peritraumatic dissociation” (Pederson, 2014: 339). Therefore, Pederson

suggests that one should pay attention to these elements while dealing with trauma.

In McNally’s view, this peritraumatic dissociation which is clarified as “(...)
dissociative responses occurring during the trauma itself, assessed by self-report
immediately thereafter (...)” (2003: 93). This might indicate Post-Traumatic Stress
Disorder that ensued. McNally gives examples of this by highlighting that “during the
traumatic event a person might experience the sense of time slowing down or the
feeling that everything is unreal” (2003: 93). A person who experiences a traumatic

event might have a different perception of time, space, and so on.

All in all, what Pederson might try to portray can be regarded as a new path to
approach trauma and its representations in literature. He asserts that “ (...) critics
seeking trauma in literature should attune themselves to evocations of confusion, shifts
in place and time, out-of-body experiences, and a general sense of unreality”

(Pederson, 2014: 340) and presents some examples of this kind of reading in his article.

So far, different approaches to trauma and its representation in literature have
been explored. On one hand, there are some critics like Caruth who claimed that
trauma rests in the unconscious and cannot be acknowledged, thus remaining as
something unclaimed. These scholars support that the figurative language might
represent trauma, but there are also some conditions. It is claimed that the trauma
thwarts a chronological order and explicit narration since there is an inherent legacy
of forgetting. Moreover, the memory of the terrible event hinders a detailed and
straightforward narration of the event because both the psyche and the memory are
bothered.

There are some criticisms about this portrayal of trauma and its theorization
within this perspective. McNally suggests that the traumatic memory can be
transmitted through narration and it can be done vividly. It is also suggested that
narrating trauma might pave the way for healing the effects of it. Inspired by

McNally’s ideas, Pederson suggests a new approach to read trauma in literature. He
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also portrays that trauma can be found both in figurative and discursive language, thus
he enhances the opportunity to analyse the issue in different types of languages.

In the fourth chapter of this thesis, there will be an analysis of Miller’s Circe
and Eray’s Orpheus. The relationship between trauma and narrative will be explored
by applying these different perspectives that are presented by Whitehead and Pederson.
On one side it is thought that trauma is an ungraspable and unspeakable thing since it
is not integrated. On the other side, it is claimed that trauma can be remembered and

the depictions of trauma can be done in a detailed way.

In the following chapter, the ideas about narrating trauma and the process of
recovery will be scrutinized. It is necessary to evaluate Circe's and Eurydice's steps

that they take to soothe the impacts of trauma.
1.6.1. Binding the Wound and The Power of Telling

As it is portrayed above there are different approaches towards narrative and
trauma. On one hand, trauma is portrayed to be something that resides within the
unconscious and it is something ungraspable. So, scholars like Caruth designate that
figurative language might be an effective tool to represent trauma. According to Anne
Whitehead, there are some techniques employed in the narrative to mirror the impact
of trauma. Among these, repetitions, intertextuality, and fragmentation hold a
particular place. On the other hand, scholars like McNally and Pederson oppose the
idea that trauma is something distorting the memory. Furthermore, it is claimed that
trauma might advance the memory and the narratives about trauma might include vivid
details. Whether trauma is regarded as something challenging to claim or not it is

important to note that there is a restorative power of narrating these shattering events.

It is acknowledged that literature has some favourable impacts on the human
soul and mind. Bibliotherapy, which is basically a tool to lead an individual toward
the healing process with the help of literary works, is one of the evidences that affirm
this idea. According to McCulliss;

Bibliotherapy is an important clinical tool for mental health professionals who may
prescribe reading (fiction, nonfiction, and poetry) or audiovisual material including
films, in addition to engagement in discussion, an art activity, or writing, in their work
with patients for the purpose of reflection, healing, and personal growth (2012: 23).

McCulliss’ portrayal of this tool includes the restorative power of other media

such as cinema, discussion, writing, and so on. So, all these different forms might
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become a therapeutic tool for an individual and might be effective in the processes of

healing and personal improvement as is claimed above.

Just like the restorative power of the books as it is mentioned above, a similar
power might be attributed to narrating an event. Indeed, there are various approaches
to this issue. Thus, from now on there will be a focus on this issue since it is one of the
main arguments of this thesis; reconciliation with trauma through narrative. At this
point, it is important to note that by the word “reconciliation” this restorative and

healing power of narrating is stressed.

According to Dori Laub, who has worked with the Holocaust survivors and in
the Video Archive for Holocaust Testimonies at Yale, there is an “imperative to tell”
the traumatic story as he quotes from a female survivor. “We wanted to survive so as
to live one day after Hitler, in order to be able to tell our story” (1992: 78). Laub claims
as following:

The survivors did not only need to survive so that they could tell their story; they also
needed to tell their story in order to survive. There is, in each survivor, an imperative
need to tell and thus to come to know one’s story, unimpeded by ghosts from the past
against which one has to protect oneself. One has to know one’s buried truth in order
to be able to live one’s life (...) There are never enough words or the right words, there
is never enough time, or the right time, and never enough listening or the right
listening to articulate the story that cannot be fully captured in thought, memory, and
speech (1992: 78).

Even though Laub also agrees with the idea that the traumatic events lack
explicit attachments within the memory, thought, and language, he stresses the
significance of narrating one’s own story. He suggests that through telling, one
recognizes his/her own story and by doing so an individual can live his/her life. Just
like the therapeutic effect of Bibliotherapy, narrating trauma might have a restorative

power upon an individual.

In her Trauma and Recovery, Judith Herman tries to highlight the traumatic
disorders and the process of recovery by adopting a feminist perspective. In the
introduction part of this book Herman suggests that both the re-establishment of social
order and the healing of the individual depend on “remembering and telling the truth
about terrible events” (1992: 1). It is understood that narrating a traumatic experience
might pave the way for restoration of the distorted societal orders and recovery of the

individual.
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This condition has two different points as Herman suggests. On one hand, one
might deny these terrible incidents. On the other hand, one might need to tell them
loudly (see Herman, 1992: 1). These two different points are regarded to be the “central
dialectic of psychological trauma” (Herman, 1992: 1). It is stressed that a person who
encounters such terrible events would rather deny the event than speak them out loud
and this situation forms the principal polemics of trauma.

Herman suggests that the survivors of psychological trauma “(...) often tell
their stories in a highly emotional, contradictory, and fragmented manner which
undermines their credibility and thereby serves the twin imperatives of truth-telling
and secrecy” (1992: 1). Herman considers that putting the psychological trauma into
words harbours a complicated quality. This narration of such an overwhelming event
includes an obscure side and includes both the requirements of speaking the truth and

confidentiality.

Although the traumatic story is told in this manner as it is described above,
Herman claims that the process of recovery can begin only when “the truth is finally
recognized. But far too often secrecy prevails, and the story of the traumatic event
surfaces not as a verbal narrative but as a symptom” (Herman, 1992: 1). Just like the
earlier trauma theorists, Herman also supports that there is an implicit quality of
narrating trauma. Moreover, it is thought that portrayals of traumatic events arise as a

symptom.

Regardless of this secrecy and the symptomatic nature of stories about trauma,
Herman emphasizes the process of recovery. She claims that the main stages for
recovery are ““(...) establishing safety, reconstructing the trauma story, and restoring
the connection between survivors and their community” (Herman, 1992: 3). For her
establishing safety is a process from inwards to outwards. “Establishing safety begins
by focusing on control of the body and gradually moves outward toward control of the
environment” (Herman, 1992: 160). Establishing safety is not only done within the

individual but also with individual’s interaction with the environment.

Herman suggests that the traumatized person a person should trust in herself
and others as well controlling her own symptoms or building trustworthy relationship
with others (see Heman, 1992: 174). “ (...) She has some confidence in her ability to

protect herself; she knows how to control her most disturbing symptoms, and she
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knows whom she can rely on for support” (Herman, 1992: 174). It is understood that

the traumatized person actually re-gains his/her distorted agency.

Herman emphasizes that at this point the traumatized person might not want to
harbour the traumatic memories in her mind, yet these memories deny this wish of the
person and return back and expect attention from the survivor. This leads the trauma
survivor “to the unfinished work of integrating the traumatic experience. She is then
ready to embark upon the second stage of recovery” which is called “remembrance
and mourning” (Herman, 1992: 174-175). After the first stage, the survivor of trauma

has to take another step for recovery. Judith Herman portrays this stage as follows:

In the second stage of recovery, the survivor tells the story of the trauma. She tells it
completely, in depth and in detail. This work of reconstruction actually transforms the
traumatic memory, so that it can be integrated into the survivor’s life story (...) The
choice to confront the horrors of the past rests with the survivor (1992: 175).

Along with these lines, it can be inferred that there is the necessity of telling
the story to integrate the traumatic event into one’s own life story and as it is stressed
above, this choice is up to the survivor. Herman mentions the reconstruction of the
trauma story which “begins with a review of the patient’s life before the trauma and
the circumstances that led up to the event” (1992: 176). At this point, when it is
challenging to tell, Herman suggests that other methods of communication like

drawing or painting might be used.

It is emphasized that “the patient must reconstruct not only what happened but
also what she felt” and she must have a “systematic review of the meaning of the
event” for herself and other significant people in her life (see Herman, 1992: 177-178).
By reconsidering the meaning of the event and reconstructing the feelings about it, the
traumatized person is appealed to express the beliefs and values she had before trauma
(see Herman, 1992: 178). This reconstruction of the meaning of the traumatic event
and the feelings about it also becomes a task of re-acknowledging the earlier beliefs

and principles.

Herman also employs the issues of mourning and loss in her work.
“Trauma inevitably bring loss. Even those who are lucky enough to escape physically
unscathed still lose the internal psychological structures of a self securely attached to
others” (1992: 188). This loss affects the psychological well-being of the person.
According to Herman, the process of mourning crucial step for recovery since
traumatized people can resist it. This resistance might appear in various ways such as
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by forgiving or by taking revenge and so finding an imaginative resolution (see
Herman, 1992: 188). Indeed, trauma causes a feeling of loss, and it might be

challenging for a person to grieve.

It is also possible to reduce the impacts of trauma and this possibility is

portrayed by Herman as follows:

The reconstruction of the trauma requires immersion in a past experience of frozen
time; the descent into mourning feels like a surrender to tears that are endless (...)
After many repetitions, the moment comes when the telling of the trauma story no
longer arouses quite such intense feeling. It has become a part of the survivor’s
experience, but only one part of it (...) Her grief, too, begins to lose its vividness (...)
But the time comes when the trauma no longer commands the central place in her life
(...) The reconstruction of the trauma is never entirely completed; new conflicts and
challenges at each new stage of the lifecycle will inevitably reawaken the trauma and
bring some new aspect of the experience to light. The major work of the second stage
is accomplished, however, when the patient reclaims her own history and feels
renewed hope and energy for engagement with life. Time starts to move again (1992:
195).

As stated above, the reconstruction of trauma requires a retrospective look. By
telling the story, the impacts of the trauma are reduced, yet it is never forgotten.
Herman asserts that this process of reconstruction is never completed, yet, this second
stage holds an important position in acknowledging one’s own history by telling and
refreshing his/her hope and energy for her integration into life. After this second stage,

Herman portrays the last stage of recovery which is named reconnection.

According to Herman, the traumatized person’s task is to “create a future” after
she has “come to terms with the traumatic past” (Herman, 1992: 196). Herman stresses
that the survivor has mourned for the thing that she lost, at this moment she should
create a new self. As a result of encountering trauma, the relationships of the individual
are also challenged and one has to rebuild them. The survivor’s old beliefs and values
have been challenged by trauma, so right now she should establish a fresh continuing
faith. All of these are the duties that are assigned to the survivor. Succeeding in all of
these duties, the trauma survivor restores her world (see Herman, 1992: 196). As it is
understood trauma affects various dynamics of an individual’s life and self. The
survivor of trauma must embark on a journey to build a new world and regain her

connections to life.

In this stage the survivor becomes ready to integrate in life more actively (see
Herman, 1992: 197). So it can be said that the survivor gains control over her life and

self. “Rather than passively accepting these reliving experiences, survivors may
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choose actively to engage their fears” (Herman, 1992: 197). This situation is both seen
in Madeline Miller’s Circe and Nazli Eray’s Orpheus.

“Family confrontations or disclosures can be highly empowering when they
are properly well planned” yet, the survivor must be “ready to speak the truth as she
knows it, without need for confirmation and without fear of consequences” (Herman,
1992: 200). At this point, Herman states that the survivor should have a well-defined
strategy for disclosing information. The person should consciously decide which
details she will share and with whom she will share them. One should be ready for the
possible outcomes of this confrontation even though she might be sure about the
favoured outcome (see Herman 1992: 200-201). So the readiness for such

confrontations is significant for the person.

Under the title “Reconciling With Oneself” Judith Herman asserts as

following:

This simple statement — “T know I have myself”—could stand as the emblem of the
third and final stage of recovery. The survivor no longer feels possessed by her
traumatic past; she is in possession of herself. She has some understanding of the
person she used to be and of the damage done to that person by the traumatic event.
Her task now is to become the person she wants to be (...) The re-creation of an ideal
self involves the active exercise of imagination and fantasy, capacities that have now
been liberated (...) Now she has the capacity to revisit old hopes and dreams (...) But
just as the survivor must dare to confront her fears, she must also dare to define her
wishes (1992: 202).

Along these lines, it is understood that this process of reconciling with oneself
and being able to claim that ‘one person owns oneself” is the most significant part of
the final stage of recovery. After a person is able to claim this statement, then creating

a new self that is desired becomes the new mission of the person.

In the third stage of recovery, the person does not only reconcile with herself
or himself but also regains her ability to trust others appropriately. “She can once again
feel trust in others when that trust is warranted, she can withhold her trust when it is
not warranted, and she knows how to distinguish between the two situations” (Herman,
1992: 205). The person also recovers “the ability to feel autonomous while remaining
connected to others; she can maintain her own point of view and her own boundaries
while respecting those of others” (Herman, 1992: 205). By doing so the person
becomes more ready to develop new bonds with other people (see Herman, 1992: 205).
In other words, just like she has reconciled with her ‘self”, she restores the relationships

with others and becomes ready to build new bonds.
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According to Herman, these interactions engages the trauma survivor to the
next generations (see Herman, 1992: 207). At this stage, it is also asserted that when
the trauma survivor is reconciled with the significance of trauma in her life, she may
embrace fresh ways to connect with children. If the trauma survivor is already a parent,
then she can acknowledge the indirect impacts of trauma on her children and she might
amend this situation (see Herman, 1992: 207). The last stage of recovery includes the
interactions between the generations who might also be affected by the experience of

trauma.

Herman also attributes the trauma survivor to another task which is a social
one. She describes that an outstanding minority may change the meaning of their
individual tragedy and present it as a basement of social action (see Herman, 1992:
208). Moreover, it is claimed that the survivors might try to tell their traumas in public
since they think that it might be helpful for other people. By doing so, they might “feel
connected to a power larger than themselves” (see Herman, 1992: 208). Thus, their
experiences might assist other people’s recovery process and also it might be a way to
feel integrated. Even though Herman portrays the steps toward recovery, she claims
that this is an unending process. “Resolution of the trauma is never final; recovery is
never complete. The impact of a traumatic event continues to reverberate throughout
the survivor’s lifecycle” (Herman, 1992: 211). This does not mean that the trauma

survivor will never have an undisturbed life.

Herman claims that although the “resolution is never complete, it is sufficient
for the survivor to turn her attention from the tasks of recovery to the tasks of ordinary
life” (Herman, 1992: 212). Furthermore, the survivor’s ability to enjoy her life and
interactions with other people indicates the resolution. Instead of focusing on the past,
the survivor is into the present and the future and she is more likely to regard the world
with admiration and wonder (see Herman, 1992: 212). It is emphasized here that the
shattered view of the survivor might be restored, yet, this does not mean bypassing all

the impacts of trauma over an individual.

If it is required to scrutinize what has been discussed within the first chapter, it
can be said that Comparative Literature has the potential to support interdisciplinary,
transcultural, and transnational studies. It might not be a coincidence that the theories
about trauma and its application to the literary field have emerged within the

departments of Comparative Literature. Even though the literary trauma theory is
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presented by many scholars individually, they tend to carry out their studies by taking
advantage of the opportunities that Comparative Literature supplies. It is known that
the pioneers of literary trauma theory, Cathy Caruth and Shoshana Felman are
members of the Comparative Literature departments and in their works, both of them
employ different texts by different authors and scholars when they try to apply their
ideas.

Both Felman and Caruth, like other scholars of literary trauma theory attempt
to read the relationship between the wounds and the words, and this is one of the main
efforts that is put forward by literary trauma theory. It can be said that reading this
relationship is also challenging since the wound that is caused by a traumatic
experience is not always perceived as it occurs immediately. Therefore, the
representations of the trauma can be problematic since in its essence the response to
this wound is delayed. Moreover, reflecting on the traumatic experience through
references, addressing, and narration also struggles with the limits of the language.
Nonetheless, it is a common point that literary language with its devices, enables one

to transmit or to reflect on the traumatic experience.

However, there are other scholars who propose that the memories of traumatic
events are vivid and they can be represented both in the figurative and discursive
language. There is a restorative effect of trying to narrate the wound. In order to
scrutinize in this process, Judith Herman's ideas are explored. Similar to Caruth and
Whitehead, Herman suggests that the trauma story includes the symptoms of it. She
does not deny the possibility of recovery and puts forward certain stages to fulfill it.

In the last chapter of this thesis, there will be an analysis of Miller’s Circe and
Eray’s Orpheus within the frame of trauma and narrative. In addition to this, the
relationship between trauma and narrative will be explored by applying these different
perspectives supplied by Whitehead and Pederson. After elaborating on this
relationship between trauma and narrative, there will be an attempt to follow Circe and
Eurydice's processes of recovery by applying Herman's ideas. It is aimed to discuss
that by following some significant steps, both Circe and Eurydice reconcile with

themselves and create new identities.
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After portraying a framework for the literary trauma theory in the following
chapter, there will be a contemplation on the issue of trauma in Madeline Miller’s
Circe and Nazli Eray’s Orpheus. Before analysing that it is required to portray a brief
background about the authors and their literary works. The following chapter focuses

on this by regarding the mythological backgrounds that inspire both of the authors.
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CHAPTER TWO: THE AUTHORS AND THEIR LITERARY WORKS

Within the scope of this chapter, there will be explorations of the earlier
portrayals of Circe and Eurydice. This background will be helpful in order to follow
the distinctive sides of Miller’s and Eray’s novels. Moreover, they will also supply an
understanding of the authors’ inspiration from classical literature and mythology. This
chapter also employs some information about the lives of Madeline Miller and Nazh
Eray as well as evaluating their literary works. Lastly, there will be a brief summary

of the novels employed within this study.
2.1. Madeline Miller and Her Circe

Madeline Miller who has BA and MA in classics was born in Boston, in 1978.
Delivering lectures on Latin, Greek, and Shakespeare, Miller is interested in the culture
and traditions of ancient civilizations and eras. She is also renowned for her literary
career as an author. The Song of Achilles which is Miller’s first novel published in
2011 is a post-modern re-writing of Homer’s lliad from Patroclus’s perspective.
Galatea is another work that Miller weaves the story of Galatea and Pygmalion whom
the readers are acquainted with in Ovid’s Metamorphoses. When regarding these texts,
it is clear that Miller has great inspiration and concern for mythology.

This inspiration also echoes in Miller’s Circe. The novel was published in 2018
and achieved notable success. Having been the international bestseller and shortlisted
for the Women’s Prize for Fiction in 2019, Miller’s Circe can be considered among
one of the outstanding fantasy-fictions of the twenty-first century. Besides it should be
noted that the novel is also rewarded with the Goodreads Choice Award as the Best
Fantasy. In her novel, Miller makes the readers hear the voice of an ancient goddess,
Circe, by creating a fantastic mythical world. The long life span of the immortal
goddess, from her childhood to adulthood is displayed throughout the novel as she is
the main character in the story. There are also other characters that the readers are
acquainted with the ancient mythology, and their stories are also collected throughout
the novel. Miller’s book has a rich list of characters both male and female; putting the
old stories forward by redesigning them. In this re-creation, some parts of the female
characters’ adventures like Medea, Ariadne, and Penelope are also illustrated vividly.

According to Laseter, Miller demonstrates a distinctive group of characters “who are
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monstrous and powerful in their own ways, using the symbolic voice to send a message
to readers about the ability to speak up oneself and tell your own story” (2020:56-57).
Laseter asserts that within the movement of #MeT o0, the thing that Miller proposes is

like “a crucial reworking of an ancient truth” (2020:57).

The #MeToo movement that Laseter mentions can be considered an action
against sexual harassment and violence. This movement aims to arouse attention to
these issues while supplying support to the survivors of such experiences and inspiring
them to tell their own stories. In the fictive world of Miller, Circe is also a survivor of
sexual harassment and she shares her story. Nonetheless, it can be asserted that this is
not the only traumatic event that the goddess encounters. For instance, it can be
remarked that Circe has a traumatic childhood. As an isolated and lonely child, Circe
does not have a happy childhood. Even though she is the daughter of Helios, the god

of the Sun, her life is not so sparkling.

In the novel, it is clearly seen that Circe is deprived of a healthy familial bond.
She is humiliated, mocked, and ignored by her own family members. Having learned
that she has some powers by transforming Glaucos, whom she loves, into an immortal,
Circe takes her first step into another world which leads to her self-exploration.
Another step is taken when she is not loved in return so she develops another potion
for which she is punished for using it in transforming Scylla, who is actually one of
her cousins and whom Glaucos falls in love, into a horrific monster deliberately. This
event paves the way for her isolation in the Aiaia and during the days of her exile,
Circe focuses on her witchcraft and finds her own way.

As the story unfolds, Circe encounters many notable characters of ancient
mythology and indeed Odysseus. She even gives birth to their son, Telegonus, and
experiences motherhood with him. She also encounters many hardships and traumatic
experiences in her life and she struggles with them effectively. At the end of the book,
Circe appears as a strong character. It is known that she has the power of
transformation and this time she takes a step toward transforming herself into a mortal
which is quite a different path when compared with her portrayals in previous literary
works. The next chapter follows the ancient deity’s past in order to highlight how she
is presented throughout the ages. It is important to note that Circe appears in many
literary works and all of these are not mentioned in this part. Thus, it is appropriate to

claim that there are some limitations of these analyses in exploring Circe’s historical
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and literary background as a character since it is not the focal point of the thesis, yet it

assists the unique way of Miller’s creation of the character.

2.2. From Past to Present: Circe as A Character

It was easy enough

a thought called them

from the sharp edges of the earth;

they prayed for a touch,

they cried for the sight of my face,

they entreated me

till in pity

| turned each to his own self (Doolittle, 1983: 119).

The story of this ancient enchantress nourishes many artists and literary works
as it is stated before. As she is portrayed as a romantic lover and as a strong sorceress
in Doolittle’s poetry, Circe can be considered one of the outstanding characters in
Greek mythology. Being born as the child of the god of the Sun Helios, and a naiad
Perse, Circe is widely famous for her craft in sorcery especially with her power of
transformation. Even though Circe’s existence is generally thought to be originated
from the Greek myths and epics, it is possible to follow her traces in other cultures as
well. In the comprehensive book that explores the history of the ancient goddess in
different ages, Transformations of Circe: the history of an enchantress published in
1994, Judith Yarnall claims that:

Flesh-eating birds such as hawks and vultures possess a distinct but related tradition
of iconography that was particularly strong in ancient Anatolia, along whose Aegean
coast Homer probably spent most of his professional life. This tradition is particularly
relevant to Circe. According to Gimbutas, birds of prey, when they appear in
prehistoric art, “are omens of death and epiphanies of the Death Wielder.”?> The
tradition of a Vulture/Hawk Goddess who was indigenous to Asia Minor appears to
stretch from Neolithic Catal Hiiylik (ca.7250-6250 B.C.E.) to Hellenistic times; Circe,
with her intimate knowledge for the Underworld and her raptorial name, may well be
one of her later incarnations (qtd. in Yarnall, 1994: 29).

According to Yarnall, the ancient tradition that existed in Anatolia might have
a liaison with Circe. In other words, Circe might be the posterior personification of
this ancient goddess seen in the culture and tradition of the Asian Minor. Besides all
of these, it is possible to emphasize that Homer who supplies one of the earliest
portrayals of Circe in his epic, The Odyssey, might be inspired by this Vulture/Hawk

tradition. As it is claimed that the origin and the meaning of Circe’s name indicate

2 Gimbutas gtd. in Yarnall. See, Yarnall, J. (1994). Transformations of Circe: The history of an
enchantress. Urbana: University of Illinois Press.
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these birds. The origin of her name supplies a fundamental idea about some features
of the deity. According to Yarnall:

Circe (Kirke) is the feminine form of kirkos, meaning falcon or hawk. Kirkos also has
a secondary meaning —circle—perhaps originally suggested by the wheeling flight
of hawks (...) The ornithological aspect of her name has a familial significance, since
her brother Aietes’s name derives from aietos, meaning eagle. The name of her island,
Aiaia, may be based upon a West Semitic word for hawk, ayya, though we have no
means of knowing for sure.® But there are better, more encompassing reasons for
seeing the hawk in Circe (qgtd. in Yarnall, 1994: 28).

As Yarnall puts forward, the meaning of the ancient goddess’s name means
falcon or hawk and Yarnall engages this situation with the Vulture/Hawk Goddess
tradition mentioned above. The significant meaning of her name also indicates some
characteristics of the goddess since hawks are known to be strong both in sight and

flight. They are also regarded as powerful among the various kind of raptors.

Besides these different sources nourishing the appearance of the goddess, it is
obvious that every portrayal of her in the literary field has many variations. The reason
for that is Circe’s being a literary and mythological character employed in many
different works with various perspectives. Furthermore, she can be considered an
intertextual character since some of the works have shaped and affected one another.
The presentation of Circe in literature is markedly rich:

Historically, the figure of Circe is not solely connected to Odysseus’ travels and
adventures. There are four major sources that mention her name, first and the most
obvious is Homer’s epic the Odyssey (...) Secondly (...) Circe and her son Telegonus
play an important role in the last part of the Epic Cycle called Telegony. Third source
is by a great Roman poet Ovid, who in his voluminous work Metamorphosis mentions
more than two hundred myths, and Circe, who is depicted as a witch gifted with the
art of transformation, also deserved her place there. Lastly, in the epic poem
Argonautica by Apollonius, Circe help Jason and Medea when they need to get rid of
the blood guilt, after they stole the Golden Fleece and killed an innocent Prince
(Baliova, 2021:80).

It is seen that there is a plentiful literary evaluation of Circe in the literary field.
As a classist and an author, Miller is inspired by the earlier literary tradition while
building up her character. In her novel, by describing both the witchcraft, motherhood
and the encounter with Jason and Medea, it can be said that Miller applies

intertextuality in her Circe.

% Yarnall claims that this is “a suggestion originating with Victor Bérard and developed further by
Michael Astour in Hellenosemitica, 284”. See, Yarnall, J. (1994). Notes to Pages 20-29. In
Transformations of Circe: The history of an enchantress. Urbana: University of Illinois Press.
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Although the earlier works inspire Miller, there are also some significant
features that she innovates for her character. It is clear that by giving Circe a past and
a future, Miller extends the story of the goddess and creates a different one by keeping
some of the key figures the same. For instance, one of the most outstanding features
of Circe is the power of transformation as a consequence, Miller stresses and conserves

this aspect.

The enchantress’ power of transformation is depicted in the myth of Glaucos
and Scylla employed both in Greek mythology and in Miller’s novel. Edith Hamilton
narrates this power in Mythology which is another comprehensive book that depicts
various myths by utilizing earlier works written by ancient authors. According to
Hamilton, due to the grace that Ocean and Tethys bestow, Glaucos becomes immortal
and he falls in love with Scylla. When he cannot find a response to his feelings, he
goes to Circe and applies her powers. The goddess, who is attracted by Glaucos and
reaches a refusal from Glaucos gets angry. Then the story of transformation unfolds

with Circe’s rage as Hamilton states:

Circe was furiously angry, but with Scylla, not Glaucus. She prepared a vial of very
powerful poison and, going to the bay where Scylla bathed, she poured into it the
baleful liquid. As soon as Scylla entered the water she was changed into a frightful
monster. Out from her body grew serpents’ and fierce dogs’ heads. The beastly forms
were part of her; she could not fly from them or push them away. She stood there
rooted to a rock, in her unutterable misery hating and destroying everything that came
within her reach, a peril to all sailors who passed near her, as Jason and Odysseus
Aeneas found out (1953:284).

As it is depicted in the myth that Circe envies the love of Glaucos and thus
takes her vengeance on Scylla by transforming her into a horrific monster. The
background of this story gains more insights in Miller’s story since she describes a

former relationship that Circe and Glaucos built before Glaucos is attracted by Scylla.

Another key figure of the goddess in most of the literary works is Circe’s
witchcraft. She is acknowledged for her powers in magic and unlike earlier
presentations, Miller also employs this issue of witchery with a new perspective. One
of the most remarkable presentations of Circe can be found in Homer’s The Odyssey,
which is among the most famous epic poems in the world. In Homer’s work, these
powers of Circe are also emphasized. In the tenth and twelfth books, readers are
introduced to Circe, as “the bewitching queen of Aeaea” (Homer, 1996: 230) and her
portrayal has both positive and negative characteristics:
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(...) We reached the Aeaean island next, the home of Circe
The nymph with lovely braids, an awesome power too
Who can speak with human voice,

The true sister of murderous-minded Aeetes (Homer, 1996: 234, Book Ten, Lines
148-151).

It is clearly understood that although she is a divine being, Circe has got a
‘human voice’ and her physical description is quite appealing. Secondly, one of her
family members, Circe’s brother, is considered to be evil which indicates the notorious
lineage of the goddess and the “awesome power” that is described in the lines can be

considered as ominous signals for the males that visit her island.

According to McClymont Circe’s character has got two sides. One of these is
her being a “sexual temptress or evil witch” and the other is her being a woman “who
knows a woman’s proper tasks and excel in them” (2008: 22). Thus, McClymont
asserts that Circe has both good and evil sides since “the beginning; it is not a simple
case of transformation from evil witch to good person” (2008: 22-23). Indeed, in The
Odyssey Circe harbours both characteristics. On one hand, she is the kind and guiding
host, on the other hand, she is a tremendous witch who transforms Odysseus’s men
into swine. In the ancient epic, there is no logical reason for this transformation yet it
is known that with the help of god Hermes, Odysseus avoids being enchanted and
builds a relationship with the goddess. Circe re-transforms the crew into humans and
becomes the guide on the hero’s journey to the underworld. In the tenth book, Circe
instructs Odysseus about the underworld and when they sail she disappears (Homer,
1996: 230-248). All of these can be examples of Circe’s good side that is mentioned
above.

In the twelfth book, the goddess appears again when Odysseus completes his
journey to the underworld and comes back to the island. This time, Circe guides the
hero on the way back home by warning him about the dangers that Odysseus might
face. Among these dangers, Scylla, Charybdis, and sirens can be counted and Odysseus
sails again (Homer, 1996: 271-276). Although the ‘bewitching queen’ is thought to be
evil at first sight, it can be acknowledged that Circe has a significant part in Odysseus’s
journey since she hosts him both physically on her island and hosts the route of his
going back home with her pieces of advice. As McClymont concludes by analysing
Homer’s epic that Circe is not wholeheartedly an evil and a wicked character, she also

has some good characteristics. Even though “(...) the danger implied in her magic,
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Circe does not conform to a stereotypical idea of the ‘wicked witch’” (McClymont:
2008: 29). It is understood that in the Homeric epic, the goddess is not totally corrupted
and she is attributed to some good qualities which challenge the stereotypical image

of the character.

It is important to note that The Odyssey is the narration of the hero’s journey
and it conveys heroic and patriarchal values. What McClymont suggests for the
Homeric epic, can be applied to Miller’s Circe, in which the traditional and
‘stereotypical idea of the wicked witch’ is challenged with a new perspective and
insights. Through this creation of Miller, readers are introduced to many distinctive
parts of the enchantress. It is possible to see through the strengths and wounds that
Circe collects in her tale and the following chapter of the thesis, both of these are going
to be probed yet, it is also required to analyze Nazli Eray and her fantastic novel

Orpheus.
2.3. Nazh Eray and Her Orpheus

Nazli Eray who was born in 1945 is one of the contemporary Turkish authors.
She was born in Istanbul and graduated from Arnavutkdy Girls High School. After
graduating from this school, she studied philosophy and law at Istanbul University.
However, she did not graduate from these degrees and dropped them out. In Ankara,
she worked in the Ministry of Tourism as a translator. She is known as a creative author
both for her short stories and novels. Nazli Eray is also a productive author and she
has works in different genres. Moreover, she has been awarded different prizes such
as The Haldun Taner Short Story Prize for her Yoldan Gecen Oykiiler and the Yunus
Nadi Prize for her novel Aski Giyinen Adam.

After writing Ah Bayim Ah, Nazli Eray is invited to lowa University as a guest
instructor. Nazli Eray is not only a renowned author in Tirkiye but also in the
international field and it can be said that her works have been translated into many
different languages like English and German. In her literary career, she is also
acknowledged as a representative of fantasy literature and magical realism. In most of
her works, the features of these genres can be traced. Eray’s novel was first published
in 1983 in Turkish with the title Orphée. The work was translated into English as
Orpheus by Robert Finn in 2006. In this novel, Eray creatively rewrites the story of

the known mythical figures, Orpheus and Eurydice. Indeed, she adds some alterations
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to the story but it is obvious that she is inspired by the myth and employed it into her

novel.

It would be a deficiency to claim that Nazli Eray is only influenced by
mythology. According to Ahmet Erdem Erattir, Nazli Eray has a distinctive list of
characters whom she creates by being inspired by her immediate surroundings, the
society, mythology, history, music and so on. She gives a place to characters who are
actually outstanding figures in these fields such as Marilyn Monroe, Orpheus, The
Seven Sleepers, Queen Elizabeth, Tayyareci Fethi Bey, and so on (see Erattir, 2021:
39).# Thus, as an author, she takes advantage of many different figures in the world’s
history and employs them in her fictive worlds. This can be regarded as a way of

enriching the literary work itself which is also seen in Orpheus.

Eray’s Orpheus portrays the story between the mythic characters, Eurydice and
Orpheus with a different perspective. Eray takes out this ancient myth from its own

time and re-present it in modern-days. According to Ayse Nur Ozdemir:

Nazli Eray (...) has re-produced a popular myth within a new context through the
historical figures she brings together in Orpheus in a coastal city in 1980s Turkey.
Eurydice, who adapts to the age she lives in, sunbathes with body oil, drinks Pepsi, is
pulled of her archaic and passive context and brought to a modern time and she directs
her fate of which she was victim in the myth (2018: 82)°.

This portrayal of Eurydice as a modern woman controlling her own destiny are

the elements that Nazli Eray draws distinctively from the original myth.

The novel begins with the narrator’s stressful journey. It is portrayed that the
narrator of the novel leaves Ankara and comes to a seaside town. As the story unfolds,
it is understood that the narrator of the story is Eurydice, who arrives in the town to
search for her lover, Orpheus. Even though Orpheus does not utter any word

4 Paraphrased by the author of the thesis. “Hikaye kisilerini yakin ¢evresinden ve gézlemledigi toplumun
her kesitinden segen Eray, romanciligimmin geligsmesiyle birlikte kisi havuzunu genisletmistir. Bu
havuzda olaganiistii niteliklere sahip din ve mitolojide yer Hizir, Yedi Uyurlar, Orphee, gibi
karakterlerin yaninda Tahir Lutfi Tokay, Sadrazaman Mahmut Sevket Pasa, Riza Nur, John Fitzgerald
Kenndy, Kralige Elisabeth, Marilyn Monroe, Eddie Fisher Werner Herzog, Sihirbaz Kalanag, Kralice
Marie Antoinette, Sebilci Hafiz Siileyman Efendi, Tayyareci Mehmet Fethi Bey, Tayyareci Nuri Bey,
gibi sinemanin, miizigin, siyasetin, tarihin, hafizasinda iz birakmuis isimler de yer almaktadir”. See
Erattir, A. E. (2021). Nazli Eray in Eserlerinde Fantastik Unsurlar (Hikdyelerinde ve Romanlarinda)
[Yayimlanmamis Yiiksek Lisans Tezi]. T.C. Balikesir Universitesi.

5 “Nazli Eray (...) Orphée’de kendi gaglarindan koparip 1980’lerin Tiirkiye’sinde, bir kiy1 kentinde bir
araya getirdigi tarihi kisiler aracihiryla popiiler bir miti yeni bir baglamda tekrardan iiretmistir. Iginde
bulundugu caga ayak uyduran, viicuduna yag siiriip giineslenen, Pepsi igen, arkaik ve edilgin
baglamindan koparilip modern bir zamana getirilen Eurydice, mitte kurbani oldugu yazgisina artik yon
vermektedir”. See, Ozdemir, A. N. (2018). Nazli Eray’in Orphée’sinde Bir Mitin Yeniden Kurgulanisi:
Modern Zamana Siiriilmiis Bir Golgenin Arayisi. Bekir Zengin (Ed.). In VIL Uluslararast
Karsilagtirmali Edebiyat Bilimi Kongresi Bildiri Kitabi, 75-83. Sivas: Kriter Yayinevi.
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throughout the whole novel, he is presented in the novel through his actions. For
example, he drives a red Alpha Romeo and he turns on and off the lights of his house
whenever he feels the presence of Eurydice. With the help of Mr. Night, Eurydice
observes Orpheus every night, however, she abstains from catching Orpheus’s eye.
Since coming eye to eye with him results in the lovers’ tragic end, Eurydice only
confines herself to watching Orpheus from away. The place where Eurydice beholds
Orpheus’s house is the site of an archaeological dig in which a statue of Roman
Emperor Hadrian is erected. This statue becomes a correspondent for Eurydice to

whom she contemplates on different issues.

During this journey, Eurydice also struggles with the fear of death and she
becomes the witness of her lover’s death at the end of the book. Eray enables her
readers to sympathize with Eurydice’s thoughts and her feelings effectively.
Moreover, contemporary political issues like the 1980 coup d’état and urbanization are
also indicated in the novel. All of these issues can be considered as traumatic
experiences that the protagonist of Eray’s story, Eurydice witnesses or hears from her
radio. In order to explore the main character of the book, Eurydice, her mythological
and literary background will be portrayed at first and then there will be a discussion
about trauma and its impacts on the novel and the character.

2.4. From Past to Present: Eurydice as A Character

So you have swept me back,

I who could have walked with the live souls
above the earth,

()

so for your arrogance

and your ruthlessness

I am swept back

()

if you had let me rest with the dead,
I had forgot you

and the past (Doolittle, 1983: 51).

It is a known fact that mythology has functioned as the muses of many artists
for ages. The poem by Doolittle which consists of seven different parts harbours an
ancient mythical figure, Eurydice. This poem enables its readers to hear her story from

her own perspective. By switching the perspective and giving voice to Eurydice in her
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poem, Doolittle makes her readers consider the ancient myth one more time. This time,
the feelings and thoughts of Eurydice who is the speaking persona of the poem are
reflected. When looking back into the ancient myth that tells the story between
Orpheus and Eurydice, the feelings of Orpheus and his mourning behind his wife are

depicted in most of the literary works of that time.

Actually, the historical background of this nymph, Eurydice, cannot be
regarded without mentioning Orpheus. Since Eurydice and Orpheus have been
mentioned together by many authors and poets, the couple completes each other’s
story. Eurydice, who is known to be a tree nymph, is renowned for Orpheus’s love
towards her. Orpheus is regarded to be the son of one of the Muses and a Thracian
prince. He is gifted with the talent of music and this talent supplies him a great power.
“No one and nothing could resist him. (...) Everything animate and inanimate followed
him” (Hamilton, 1953: 103). Orpheus is also one of the members of Jason’s crew in
Argo, and with his lyre and talent in music, he leads the oarsman to pull the oars. He
is the one who protects the heroes from the Sirens with his music again (Hamilton,
1953: 104). So, it is understood that Orpheus’s music is very effective and powerful,
helping him to succeed in different journeys and tasks.

This talent in music also guides him to his attempt to receive her bride back
from the Underworld. However, the story of Orpheus and Eurydice carries some gaps
within it. “Where he first met and how he wooed the maiden he loved, Eurydice, we
are not told, but it is clear that no maiden he wanted could have resisted the power of
his song. They were married, but their joy was brief” (Hamilton, 1953: 104). After
their wedding a viper bites Eurydice and she goes to the world of death. Orpheus,
overwhelmed by this loss, dares to follow her and bring her back. His music helps him
to achieve this quest, yet, he does not comply with the condition that is termed and he
looks back to his beloved one. With his gaze upon him, Eurydice joins in the darkness
by only saying “farewell”. Even though Orpheus tries to bring her back one more time,
he is not allowed to do so (see Hamilton, 1953: 105). Hamilton describes his situation

after his failure as follows:

He was forced to return to the earth alone, in utter desolation. Then he forsook the
company of men. He wandered through the wild solitudes of Thrace, comfortless
except for his lyre, playing, always playing, and the rocks and the rivers and the trees
heard him gladly, his only companions. But at last a band of Maenads came upon him.
They were as frenzied as those who killed Pentheus so horribly. They slew the gentle
musician, tearing him limb from limb, and flung the severed head into the swift river
Hebrus (Hamilton, 1953: 105).
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Here, the story of the Thracian bard is briefly portrayed and it is inferred that
with his music, Orpheus becomes successful in his journeys. His adventure to the
Underworld does not end in the same way and he cannot reunite with Eurydice.
Although Orpheus goes on his life without Eurydice, it is important to indicate that she
has a notable effect in this myth. If Eurydice is omitted from Orpheus’s story, it
becomes almost impossible to think and evaluate Orpheus as the person that he is.
Orpheus’s great love and grief for Eurydice, can be considered as a cornerstone in his
myth. Moreover, in Virgil’s version of the story, Orpheus cries out his wife’s name
even when his head is torn apart. (Virgil, 2006: 93, Book Four, Lines 523-528).

Indeed, there are so many other works that are inspired by the myth of Orpheus
and Eurydice. In some of the ancient works the readers receive the myth mostly by
Orpheus’s perspective. For instance, in Virgil’s Georgics which is one of the
fundemental works about agriculture, the story of Orpheus and Eurydice is depicted
with its relation to Aristaeus, who is a bee keeper. The bee keeper tries to find the
reason of his bees’ loss, so he attends the journey to fulfill this task. In order to learn
this reason, he visits Proteus who is a prophet and a sea god. Proteus tells him that the
reason of the sickness of Aristacus’s bees. It is Aristacus’s attempt of assaulting

Eurydice and the situation is depicted as follows:

.. you’re paying for a grievous offence. For it is Orpheus, * the
pitiful,

who is handing down this punishment, by no means as much as
you deserve,

had fate not stood in the way, for his bitter rage about his bride’s
abduction.

It’s true, in hasty flight from you, she failed to see—

Doomed as she was—hiding in tall grass and right in front of
her,

the seven-headed serpent, a sentry on the river bank (Virgil, 2006: 90, Book Four,
Lines 454-459).

It is learned that the death of Eurydice actually stems from running away from

Avristaeus. She is bitten by the snake while running away from him and thus, both

®Elaine Fantham notes that “this is the first mention of Orpheus or Aristaeus’ sexual pursuit of Orpheus’
bride, Eurydice, which caused her death by the bite of a water-snake” (Fantham, 2006: 107). See
Fantham, E. (2006). Explanatory Notes In Georgics. P. Fallon (Trans.), (pp. 95-109), New Y ork: Oxford
University Press.
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Orpheus and Aristaeus suffer. The first one mourns for her bride, the latter for his bees.
The poem goes on to tell that Orpheus goes to the underworld to bring Eurydice back
yet, when Orpheus turns back and looks at Eurydice he loses her for the second time.
(Virgil, 2006: 91-92, Lines 485-493). At this point, Virgil also gives voice to Eurydice
as following:

“What,” she cried, “what wretched luck has ruined me — and
You, O Orpheus,

What burning need? Look, cold-hearted fate is calling me
Again; sleep draws its curtain on my brimming eyes.

And so, farewell, I’'m carried off in night’s immense embrace,

And now reach out my hand to you in vain — for I am yours no more” (2006: 92, Lines
494-498).

By Orpheus’s looking back to her before they leave the Underworld, Eurydice
fades into darkness and dies twice. The destiny that the poet reaps for Eurydice is
literally tragic here since Aristaeus wants to assault her sexually and she falls as a
victim of a snake. The symbol of the snake is a common element in Ovid’s version of

the story. In Ovid’s Metamorphoses there is no mention about Aristaeus.

The Roman poet employs the story of Orpheus and Eurydice in the tenth book
of his famous work. According to Ovid’s version of the myth, Orpheus loses his wife
because of a snake that bits his beloved wife. He goes to the underworld to seek for
his wife as it is portrayed in Georgics. He talks with the king and the queen of the

Underworld, Hades and Persephone, and sings as follows:

(...) I came

For my wife’s sake, whose growing years were taken
By a snake’s venom.

()

| beg you,

Weave over Eurydice’s life, run through too soon.
(...) they called her,

Eurydice. She was there, limping a little

From her late wound, with the new shades of Hell.
And Orpheus received her, but one term

Was set: he must not, till he passed Avernus,

Turn back his gaze, or the gift would be in vain (Ovid, 1955: 235-236, Book Ten,
Lines 21-52).
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As it is stated above, Orpheus wants to bring back his wife to life and with his
talent in music, he convinces them but there is a condition to achieve this desire: not
to look at Eurydice until they leave the Underworld. Orpheus fears that Eurydice might
lose her balance and fall, he looks back and loses her. Losing Eurydice for the second
time strikes Orpheus so much that he does not eat or drink for seven days in
Underworld. After that, he does not build any kind of relationship with a woman (Ovid,
1955: 236, Book Ten, Lines 52-85). In the eleventh book of The Metamorphoses,
Orpheus’s death is portrayed as tragic as Eurydice’s. He is killed mercilessly by
women and reunites with Eurydice (Ovid, 1955: 259-261). In Ovid’s version of the
myth the tragic death of Eurydice is a result of an accident. Orpheus wants to save her
and bring her back to the Upper-world, yet he does not meet the requirement of the
term that he accepted. Therefore, his looking back to Eurydice leads her to the

Underworld one more time.

So far, the tragic history behind Orpheus and Eurydice is tried to be depicted.
There are many different works that employ the myth of this famous couple, however,
all of them are not evaluated within the frame of this thesis since it is not a thesis about
the mythological and historical survey of the characters. These short excerpts are given
in order to highlight the main focus of this chapter’s protagonist, Eurydice. She is not
as outstanding as Orpheus in the myth and she is not given so much voice, in Eray’s
version of the story Eurydice is the main protagonist and she is on the quest of seeking
her beloved one, Orpheus. Even though the base of her novel refers to the mythic story
between Orpheus and Eurydice, Nazli Eray reverses the myth and creates a different
world and end for the lovers. In Eray’s novel, Orpheus, the feelings and thoughts of
Eurydice are reflected more than Orpheus’s and it is Orpheus who dies at the end of
the story. Nonetheless, there is a common point between all of these versions of the
myth, in Eray’s too: death and loss which can be considered as traumatic experiences.
In the following chapters, the individual traumas of Miller’s Circe and Eray’s Eurydice

will be explored.
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CHAPTER THREE: ECHOES OF TRAUMA IN CIRCE AND ORPHEUS

So far, the historical background of the characters has been analysed regarding
some references to ancient myths and poems. In this section, the reflections of trauma
and how they are engaged in the novels will be questioned. Therefore, in the following
parts, the focal point consists of the individual trauma as presented in Miller’s and

Eray’s novel.
3.1. Personal Trauma and its Reflections in Circe

As it is understood and discussed in the theoretical framework trauma has
double points that indicate the wounds on the body and the psyche. It should be
reminded that in this research the psychological assessment of trauma is addressed. In
terms of the psychological wounds that are encountered in life, another double point
appears revealing personal trauma and collective trauma. In introduction part of The
Routledge Companion to Literature and Trauma Colin Davis and Hanna Meretoja

stress “the dual genealogy of trauma” and they claim that:

Literary trauma studies has often focused on historical catastrophes and explored their
impact on both individuals and communities. Like cultural memory studies, it has
frequently been interested in how literature explores the interplay between the
personal and the cultural in narrating the particular experiences of trauma (2020: 4).

As Davis and Meretoja put forward, literary trauma studies deal with
significant traumatic experiences that involve two different levels: personal and
collective. In this section, the previous one is more critical since it is aimed to discuss
what a personal wound can tell and it will be investigated through Miller’s protagonist,

Circe.

Before analysing these personal experiences of the character in the book it will
be helpful to remember what is understood from the concept of trauma since there are
different remarks about it. According to Cathy Caruth trauma is “an overwhelming
experience of a sudden or catastrophic events in which the response to the event occurs
in the often delayed, uncontrolled repetitive appearances of hallucinations and other
intrusive phenomena” (1996: 11). What Caruth emphasizes here is that trauma is a
shattering experience recurring in different ways belatedly. According to Judith
Herman, traumatic experiences have catastrophic effects on a person. She asserts in

her Trauma and Recovery that:

51



Traumatic events are extraordinary, not because they occur rarely, but rather because
they overwhelm the ordinary human adaptations to life. Unlike commonplace
misfortunes, traumatic events generally involve threatens to life or bodily integrity, or
a close personal encounter with violence and death. They confront human beings with
the extremities of helplessness and terror, and evoke the responses of catastrophe
(1992: 33).

Encountering such events is so shocking that it arouses a kind of destruction.
This destruction might be a result of a single event, however, other remarks stress the
exact opposite. According to Brown, who presents a feminist perspective on the issue,
trauma might be “hidden experiences of everyday pain” and the responses to these
events “are unusual as well” (1991: 132). This type of trauma is named “insidious
trauma” by Maria P.P. Root, and Brown explains that by insidious trauma Root “ (...)
refers to the traumatogenic effects of oppression that are not necessarily overtly violent
or threatening to bodily well-being at the given moment, but which do violence to the
soul and spirit” (qtd. in Brown, 1991: 128). Contrary to the understanding of many
trauma theorists, insidious trauma stresses that everyday experiences that are not
necessarily excessively shocking or overwhelming can cause trauma. When analysing

the trauma and its effects in the novels both of these standpoints will be applied.
3.1.1. Circe: As A Child and A Woman

As a lonely and neglected child, Circe starts narrating her story from the first
day of her life. She claims that when she was born, there was no name or word to
describe what she was. She is called a nymph and is supposed to resemble her mother
and other relatives. She defines her kind as being the least “of the lesser goddesses”
and their powers barely assure their ‘“eternities”. She goes on to describe her
community as divinities who “spoke to fish and nurtured flowers, coaxed drops from
the clouds or salt from the waves”. According to her, the word “nymph paced out the
length and breadth” of their futures, meaning not only “goddess” but also “bride” (see
Miller, 2018: 3). Her self-evaluation has negative remarks since she finds herself as a

powerless and rabble nymph.

Furthermore, her ideas about her community are not so bright. This might be
caused by Circe’s unfavourable experiences of social interaction in her community and
family. Circe “ (...) is traumatized by her lack of community and support (Hovind,
2022: 50). Even the day she is born her faith is foreseen by her father Helios who
claims that Circe “will make a fair match” with an immortal. The infant is portrayed

as someone having hair “streaked like a lynx. And her chin. There is a sharpness to it
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that is less than pleasing”. Circe opens her eyes to a world in which her faith has
already been designated for her and in which she is criticized for her physical
appearance. Due to these unfavourable things attributed to Circe by her family, her
mother Perse, offers Helios to “make a better one” than her (see Miller, 2018: 6). In
the novel that her family keeps these scorns against Circe. According to Chikh, “Circe
IS seen as worthless in her parents’ eyes, because her beauty is not enough to grant her
a son of Zeus. Since she is no value to them, Circe is discarded and completely
ignored” (Chikh, 2021: 35). Her physical appearance paves the way for her
humiliation and isolation even by her siblings.

Her eyes are yellow as piss. Her voice is screechy as an owl. She is called Hawk, but
she should be called Goat for her ugliness. Those were their earliest attempts at barbs,
still dull, but day by day sharpened. | learned to avoid them, and they soon found
better sport among the infant naiads and river-lords in Oceanos’ halls (Miller, 2018:
9).

It is a widely known fact that in Ancient Greece beauty has an outstanding
importance. Circe not satisfying these standards is harshly mocked and criticized by
her family members. It would be wrong to claim that Circe is the only discarded child
of the Titan family. Her brother Aeétes becomes the only one with whom Circe
develops a healthy familial relationship because he has some common ground with
Circe. “My mother whelped again, a boy. My father blessed him, but spoke no
prophecy, so my mother looked around somewhere to leave him” (Miller, 2018: 27).
So, Circe takes care of the discarded child as if she is his mother. Aeétes’ existence
ceases Circe’s loneliness just for a while but when all of her siblings grow old enough
and leave the halls of Helios, including Aeétes leaving to rule a kingdom, Circe drowns

within this isolation:

In a handful of days, all my life had been unwound. | was a child again, waiting while
my father drove his chariot, while my mother lunged by Oceanos’ riverbanks. I lay in
our empty halls, my throat scraping with loneliness, and when | could not bear it any
longer, I fled to Aeétes and my old deserted shore (...) | sat on the rocks and thought
of the stories | knew of nymphs who wept until they turned into stones and crying
birds, into dumb beasts and slender trees, thoughts barked up for eternity. | could not
even do that, it seemed. My life closed me in like granite walls. | should have spoken
to those mortals, | thought. | could have begged among them for a husband. | was a
daughter of Helios, surely one of those ragged men would have had me. Anything
would be better than this (Miller, 2018: 35).

She finds her life like confinement for her and her disengagement and
disconnection from her family and social environment causes her to seek some kind of

remedy which she finds through interaction with someone who does not despise her.
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These distressing behaviours have been continued through years towards Circe and
they can be regarded as insidious trauma.

Janani KS and Manali Karmakar refer to the Root’s ideas on insidious trauma
which is described as “a form of indirect trauma that shapes the subjects’ worldview
and sense of self”” (2023: 386). Here the traces of this type of trauma show themselves.
Even though there is not a single event that overwhelms Circe’s psyche, there is a
gradual devaluation of her by her family members and this echoes in Circe’s evaluation
of herself. Her desperation can be clearly understood from her words uttered in a

begging way.

These deplorable and misfortunate sides that are projected in the earlier
chapters of the novel change as the story unfolds. As she grows up, Circe gains more
favourable remarks about herself once she takes a step to discover herself. The beauty
standards that hinder Circe’s building a healthy relationship with her family and social
life do not only stress the despair and neglect that she, as a woman has. These standards
that are projected in the novel with Circe, emphasize a challenge. Unlike other male
authors that employ Circe in their works, “Miller sees her having hair streaked like a
lynx, unpleasant, sharp chin, yellow eyes, and a strange voice (Miller, 2018: 3-4, qtd.
in Vaitiekiinaite, 2022: 21). Vaitiektinaité suggest that there are some reasons behind
this portrayal of the goddess which challenges the ideal standards and patriarchal

norms:

The words are chosen carefully: streaked hair indicates disorder, something that might
dispel the aesthetic pleasure, the sharp chin may denote Circe’s assertiveness —
certainly not the first quality that men would choose to depict — yellow eyes are not
the same as golden, and a searing voice is not particularly charming. This way Miller
rejects the conventional beauty cult and harmful expectations for women to always be
“at their best” — already a very different value from those conveyed by male writers
portraying Circe before her (Vaitiekainaité, 2022: 21).

Therefore, by depicting these as an author Miller not only reverses the beauty
norms attributed to Circe in her novel but also highlights an insidious traumatic
experience that is imposed on her. Even these days, it can be claimed that many other
women have a similar trauma and there is an increasing demand for plastic surgeries
and cosmetic products. However, this insidious trauma is not the only experience that
Circe has. The protagonist of Miller’s novel is not only bothered by these issues but
encounters other traumatic experiences throughout the novel and among them violence

and death can be counted.
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3.1.2. Violence, Death and Survival in Circe

Encountering with death or violence can also be traumatic however it is
generally discussed that survival from such an experience and witnessing it must also

be questioned. Cathy Caruth presents her ideas about this as follows:

The story of trauma, then, as the narrative of a belated experience, far from telling of
an escape from reality—the escape from a death, or from its referential force— rather
attests to its endless impact on a life (...) The crisis at the core of many traumatic
narratives—as | show concretely in my readings of Freud, Duras, and Lacan—often
emerges, indeed, as an urgent question: Is the trauma the encounter with death, or the
ongoing experience of having survived it? At the core of these stories, | would suggest,
is thus a kind of double telling, the oscillation between a crisis of death and the
correlative crisis of life: between the story of the unbearable nature of an event and
the story of the unbearable nature of its survival (1996: 7).

What is emphasized here is that trauma is not immediately engaged within a
narrative yet, it is a ‘narrative of a belated experience’ indicating the effects of such
events. Furthermore, having survived a traumatic experience becomes a burden for a
person. Losing someone that is loved and cared for or the fear of this loss might
traumatize one. Ulker also asserts that encountering death is a traumatic experience
yet “after the incident, moving on is the tough part. All the fear and pain crash one’s
mind and perception, and shatter one’s identity. The survivor has to go through life
after he or she sees the face of destruction” (2022: 59). It can be claimed that having
survived such an experience brings along some negative changes in someone’s
perception and identity. In Miller’s Circe, the protagonist and the narrator of the novel,
Circe, faces both violence and death and she becomes the survivor of these events. Not
only does she experience these personally but also she witnesses other characters’

suffering in the novel.

As an immortal, Circe does not understand what death is. Her first experience
of death even though she does not witness it personally makes her feel guilty. When
Circe was with her father in the golden chariot to see Helios’ sacred herd of cows, she
learned that “on earth there were men called astronomers whose task it was to keep
track of” the daily cycle of the sun. When Helios “lingered over one thing or another
and threw their calculations into despair” the astronomers were punished and killed.
While wandering in the sky, Circe asks his father whether they are “late enough to kill
astronomers” and learns that they are. Then she claims that there “was a twisting
feeling in my chest, like cloth being wrung dry. I was thinking of those astronomers. |

imagined them, low as worms, sagging and bent. (...) The axes fell and chopped those
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pleading men into two” (see Miller, 2018:12). She imagines the scene of this murder
and it is clear that Circe develops empathy with those mortal astronomers. Circe claims
to her father by saying “I feel strange” (Miller, 2018: 12). The feeling that Circe obtains
is more than strangeness, she feels ‘twisted’ with the idea of the death of those innocent

men.

The fear of death surrounds Circe again when she meets with Glaucos who is
a mortal and becomes her friend. She tells her grandmother that he will die as if she is
“nearly choking” when uttering these words. She finds death as an unfair thing thus,
she asks her grandmother to transform him into an immortal. Even though both her
father and grandmother claim to Circe that such a thing cannot be done by them, then
she tries other alternatives to make her wish come true. So, she exercises the power of
pharmaka which her brother defines as the “herbs with wondrous powers, sprung from
the fallen blood of gods” (Miller, 2018: 45) in order to transform Glaucos. Suffering
from an excessive kind of loneliness as discussed in the previous section, Circe does
not want to lose the interaction between her and Glaucos: “I was too wild to feel any
shame. It was true. | would not just uproot the world, but tear it, burn it, do any evil |
could to keep Glaucos by my side” (2018: 46) and she achieves transforming him into
an immortal (Miller, 2018: 50-51). The fright of losing a beloved one causes her to do

evil literally.

As Bozdogan asserts, Circe’s “ability to practice magic was born from her love
for Glaucos and her jealousy for Scylla whom Glaucos falls in love with” (2022: 50).
When Glaucos is attracted by Scylla, Circe makes a potion to transform her into a
terrible sea monster. The confession of these events and their approval by her brother
paves the way for her punishment which is an exile to an island called Aiaia. Neither
the punishment nor the exile disturbs Circe excessively but the cruelty behind her
creation traumatizes her even more because the monster that she created causes many
mortals’ death. Circe acknowledges the news from Hermes that Scylla “eats sailors.
Six at a time, one for each mouth, and if the oars are too slow, she takes twelve. A few
of them try to fight her, but you can imagine how that turns out. You can hear them
screaming for quite a ways” (Miller, 2018: 100). She is frozen against this horrific

news, and she feels the burden of her mistake.

She thinks that the “men she had eaten were sailors as Glaucos had been,
ragged, desperate, worn with fear. All dead. All of them cold smoke, marked with my
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name” (Miller, 2018: 100). She feels guilty for being responsible for such a crisis.
According to Stine-Mari Hovind, this death of the mortal men is a burden to her.

The weight of those mortal lives follow Circe as long as Scylla remains alive, both as
the knowledge that her creation is responsible for countless deaths, but also more
directly as people she cares about, such as Odysseus and the creator Daedalus, must
risk their lives at her straits (Hovind, 2022: 41).

The dreadful behaviour Scylla sheds causes many men to die and provoking all

of this cruelty and violence becomes a dead weight that Circe struggles with.

She tries to undo what she has done before by trying to find a way to stop
Scylla. Thus, Circe encounters Scylla more than once courageously. It is seen that not
only causing the death of the mariners but also having survived Scylla’s attacks affects
Circe’s self-evaluation and identity. She learns that on their way to Aiaia, Daedalus
and his crew have many casualties because of Scylla. Their labour is to take the
enchantress to the island of Crete, to help her sister, Pasipha€. When Circe accepts
their offer and embarks on the adventure, she confronts Scylla on Daedalus’ ship. By
disguising herself as her brother Perse, and trying to evade Scylla, Circe helps the crew
pass near the monster without casualties. Therefore, all of the men on the board thank
the goddess and show their gratitude towards her. However, Circe rages against the

crew and Daedalus:

I will never be free of her. She cannot be changed back, not now, not ever. What she
is, she will remain. She will feast on your kind for all eternity. So get up. Get up and
get to your oars, and let me not hear you speak again of your imbecile gratitude or |
will make you sorry for it (Miller, 2018: 120).

Since she blames herself for the things that she has done to Scylla, she does not
want any signs of gratitude or she does not want to be worshipped by them. This type
of guilt that Circe feels is called posttraumatic guilt. It is portrayed by Wilson,
Drozdek, and Turkovic as “personal guilt for acts of transgressions with negative
consequences for others” and it “could also be characterized as betrayal guilt because
the survivor may have engaged in selfish actions that result in personal gain at the
expense of others” (2006: 131).

All of these deaths are ‘marked by her name’ so, having survived one single
journey with a gruesome monster does not relieve Circe. There are many other issues
about death in the novel and analysing all of them requires research that merely focuses
on this issue. For instance, when her lion dies, Circe does not feel guilty or traumatized.
When Odysseus dies, she also mourns but does not feel any burden because of his
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death. Thus, such examples of death are not employed in this chapter. Furthermore,
there are other concepts in the novel such as violence that should be examined. The

employment of violence and its effects will also be explored from now on.

According to the third edition of the American Psychiatric Association’s
Diagnostic and Statistical Manual of Disorders, a traumatic event “is generally outside
the range of usual human experience” (APA, 1980: 236). Brown opposes the idea that
traumatic experiences are “outside the range of human experience” and advocates that
daily experiences might also be traumatic (see Brown, 1991: 119-121). Similar to
Brown, Herman suggests that the definition put forward by the American Psychiatric
Association;

(...) has proved to be inaccurate. Rape, battery, and other forms of sexual and domestic
violence are so common a part of women’s lives that they can hardly be described as
outside the range of ordinary experience. And in view of the number of people killed
in war over the past century, military trauma, too must be considered a common part
of human experience; only the fortunate find it unusual (1992: 33).

The comprehension and ideas about trauma enlarge day by day. Even though
it is apprehended as a crushing force that is not encountered in daily life, the practices
done every day can be traumatic. Similar to death, violence is another concept that is
associated with trauma. Both being subjected to violence and witnessing it can be
traumatic for a person and it should be noted that there are many different types of
violence. Among them, sexual violence can be counted. The protagonist in the novel

is also exposed to this assault.

On the days of Circe’s exile, a group of mariners necessarily stops by her island
Aiaia since they get lost. Circe and her island harbours them generously at first.
According to Laseter, Circe, as a nymph has acknowledged that “she was always at
risk of rape” yet, she is self-confident thanks to her powers of immortality and magic
(Laseter, 2020: 41). Thus, she does not think that any harm can come to her via these
mortal men (see Laseter, 2020: 41). When the men step into Circe’s realm, she
performs hospitality yet she gets nothing in return but harm. When she introduces

herself and tells her name to the men she feels something and describes it as follows:

The name meant nothing to them. It dropped onto the floor like a stone. The benches
scraped again. All the men were rising now. And still I said nothing. Still I told myself
I was wrong | must be wrong. | had fed them. They had thanked me. They were my
guests. The captain stepped towards me. He was taller than | was, every sinew taut
from labor. | thought — what? That | was being foolish. That something else would
happen (...) that my father would come (...) | could hear Hermes telling the tale after.
She was always was a hysteric (Miller, 2018: 194).
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How Circe feels at this point actually has a great importance. O’Hara points
out that Circe wants to see the good side of the people and “empathize with these men
wins out against her intuitive need to protect herself” and thus, Circe questions her
ideas when she thinks that whether these men pose hazard for her or not (see O’Hara
2022: 4). Circe is not mistaken the way that she feels since the men that she hosts

assault her sexually by taking advantage of her being alone on the island:

The man threw me back against the wall. My head hit the uneven stone and the room
sparked. | opened my mouth to cry out the spell, but he jammed his arm against my
windpipe and the sound was choked off. | could not speak. | could not breathe. | fought
him, but he was stronger than | had thought he would be, or maybe | was weaker. The
sudden weight of him shocked me, the greasy push of his skin on mine. My mind was
still scrambled, disbelieving (Miller, 2018: 194-195).

She is traumatized by the shock of the event and even though there are not any
words directly indicating rape, the fright and the effect of the sexual violence that Circe
feels are understood. Circe’s ‘scrambled mind’ and ‘disbelieving’ indicate that she is
physically and mentally distorted by the event. Although Circe takes revenge on these
mariners by turning them into pigs and killing them (Miller, 2018: 195-196) and
destroys all of the traces of the assault, she cannot cleanse the impacts of the event:
“At last, when there was nothing else to clean, I sat before the hearth ash. I was not
shaking anymore. | did not move at all. My flesh seemed to have congealed around
me. My skin stretched over it like a dead thing, rubbery and vile” (Miller, 2018: 197).
It is obvious that she feels ashamed because of this traumatic experience. According

to Sena Tuggce Giirkan, Circe dissociates with her own body after the event:

As she mentally leaves her body as a defence mechanism, she cannot find her way
back to it. This is the Freeze response to trauma according to polyvagal theory, where
the dissociation degenerates into PTSD. She does not call it her skin but she calls it
‘flesh’, distancing herself from her own body, she goes on to describe it as a dead
thing which is what it is for her now as it does not feel like it is hers. She says it is
vile, which shows us that self-hatred is setting in. she feels betrayed by her own body
for taking this abuse, not being able to resist it. Although she lives with these PTSD
symptoms, she does not give up (2022: 74-75).

This dissociation can be regarded as a symptom of trauma however, as Giirkan
states Circe does not give up and tries to struggle with this estrangement. The mariners
who do not harm or assault her continue their journeys, unlike the other mariners who
violate Circe. If they do not endanger her, which are very few as she notes, Circe hosts
some of these men well and takes some of them to her bed. She claims that this “was
not desire, not even its barest scrapings” (Miller, 2018: 200). According to her this
“was a sort of rage, a knife” that she stabs herself as a piece of evidence to

acknowledge and say that “my skin was still my own” (see Miller, 2018: 200). So, her
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body becomes a site of trauma where she is exposed to the event yet, her body is also
a site of recovery that is struggling to elude the effects.

Circe repeats the action of transforming men into pigs even when Odysseus
and his ship anchors, she transforms some of his men into pigs again. O’Hara also
suggests that this trauma that she experiences “determines Circe’s future receptions of
intruders on her island” (O’Hara, 2022: 5). This repetitive act also can be regarded as
a mechanism to protect herself. Due to Odysseus’ cunning wit and Circe’s being
attracted by him, they make a shared decision, a truce. Circe swears that she will not
give any harm to him. This oath made “by the River Styx” cannot be broken even by
Zeus. She transforms Odysseus’ men to humans back and her relationship with
Odysseus begins (Miller, 2018: 212). Unlike other stories that employ this
relationship, Miller portrays Circe as a self-confident and powerful character. By

making a ‘truce’ it is understood that both sides are strong enough.

This signals that unlike earlier works, Miller creates her characters equally.
Through Circe’s ideas, the author’s voice echoes. The traditional views upon women
which demand ‘humbling women’ are criticized by Circe, and this can also be regarded
as the sound of the author. It is also demonstrated that there can be stories in which
women can stand tall instead of crawling and weeping (see Miller, 2018: 213). By
suggesting such an alternative, Miller also removes what has become like a blockage
in evaluation of ancient female characters. She reflects this traumatic perception that
women should crawl and weep before men because they are fragile and weak, and
finds a cure to this approach in her novel by reversing the conditions.

3.1.3. Forced Displacement in Circe

So far, Circe’s personal traumas have been discussed regarding her childhood
and womanhood. The traumatic experiences that she encounters like violence and the
impacts of these experiences have been considered. In this part of the thesis, Circe’s
forced displacement will be explored. As a result of her transforming Scylla into a
horrible monster, Circe is banished from her home to the island of Aiaia. It is
noticeable that this forced displacement paves a new path for Miller’s protagonist. For
this reason, how this displacement is portrayed in the novel and what kind of a new
perspective it brings to Circe will be scrutinized. In order to analyse the effects of this

situation, some concepts like home and displacement will also be examined. Since
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these concepts are also broad terms and discussed within different fields, analysing
them in detail is beyond the survey of this thesis. Thus, they will be regarded within
the scope of the main context of this thesis which highlights the relationship between

the literature and trauma.

It is acknowledged that throughout his or her life one establishes a kind of
relationship with his or her ‘home’. How home is understood or how home should
and/or could be understood is questioned in Mallett’s article. She elaborates on the
issue by analysing the concept of home from different perspectives like gender, family,
and so on. In the conclusion part of the article Mallett depicts that all ideas about home
vary according to how it is evaluated (Mallet, 2004: 84). Home is portrayed as follows:

Clearly the term home functions as a repository for complex, inter-related and at times
contradictory socio-cultural ideas about people’s relationship with one another,
especially family, and with places, spaces and things (...) Home can be singular and/or
plural, alienable and/or inalienable, fixed and stable and/or mobile and changing. It
can be associated with feelings of comfort, ease intimacy, relaxation, and security
and/or oppression, tyranny, and persecution. It can or can not be associated with
family. Home can be an expression of one’s (possibly fluid) identity and sense of self
and/or one’s body might be home to the self. It can constitute belonging and/or create
a sense of marginalisation and estrangement (Mallett, 2004: 84).

Home is a complex term and its connotations can be both positive and negative.
Besides this, it also has a binary content indicating both stableness and change, bonds
and isolation, unity and disunity. Nonetheless, this quality of the home enables it to be

contemplated in different fields.

In the literary field, home is also a common topic that is employed and it has
been reflected through different perspectives. It is also possible to encounter the
concept of home in different works that belong to written and oral literature. Leaving
home and returning back to home have taken a distinct part in literature. For example,
the known story of Adam and Eve can be one of the earliest examples at this point. It
is acknowledged that Adam and Eve were banished from the Garden of Eden, which
is their first home, because they ate the fruit of the Tree of knowledge. Humankind’s

struggle to return back to Eden is also a very popular topic in many texts.

Even in the ancient myths, and texts, it is also possible to follow the traces of
living away from home, or being obliged to live away from it. Home as a concept and
topic is engaged within the literary works of that time, most of which include a hero
or heroine who is on a quest. This person accepts the journey and leaves his or her

homeland to accomplish the quest. After attending the adventure, there is always a
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matter of returning back to home for the main character of that story. Homer’s The
Odyssey is one of the admirable examples of this kind of journey and it dramatically
illustrates Odysseus’s struggle to return back his home, Ithaca. As it is described in the

famous epic poem, returning back to home can be as hard as leaving it.

In Miller’s novel, Circe has to leave her home because of her fault. Even though
all of Circe’s siblings have some magical powers, only Circe admits that she uses these
powers deliberately. Helios, who is Circe’s father discusses this issue with Zeus and
they decide that these powers do not pose danger right now. Helios continues as

follows:

Perses lives beyond our boundaries and is no threat. Pasiphaé’s husband is a son of
Zeus, and he will be sure she is held to her proper place. Aeétes will keep his kingdom,
as long as he agrees to be watched. (...) Each of them has sworn besides that their
powers came unbidden and unlooked for, from no malice, or attempted revolt. They
stumbled upon the magic of herbs by accident. (...) Each of them, except for Circe.
You were all here when she confessed that she sought her powers openly. She had
been warned to stay away, yet she disobeyed. She defied my commands and
contradicted my authority. She has turned her poisons against her own kind and
committed other treacheries as well. (...) She is a disgrace to our name. An ingrate to
the care we have shown her. It is agreed with Zeus that for this she must be punished.
She is exiled to a deserted island where she can do no more harm. She leaves
tomorrow (Miller, 2018: 75-76).

This banishment should be analysed in detail since it harbours many different
aspects within itself. First of all, this banishment can be interpreted as a way to disrupt
the familial bonds. Circe is banished to an island which symbolically means isolation.
This banishment is the result of Circe’s revolt against the authority, which is
represented by both Zeus and Helios at that point. Moreover, by using her powers and
admitting it, Circe is evaluated as a “disgrace” to her family, thus her alienation starts

even before she leaves the halls of Helios.

Circe reacts to this banishment by saying nothing. She describes that everyone
is looking at her. “I wanted to cry out, to plead, but my breath would not catch. My
voice, ever thin, was gone. Aeétes will speak for me, I thought. But when I cast my
gaze to him, he only looked back with all the rest” (Miller, 2018: 76). She cannot
defend herself but expects her brother would do so. Morgan Thomas also contemplates
on that exile as a way of silencing Circe by separating her from her roots and home. It

is also claimed as follows:

Circe cannot speak at the horror of returning to that loneliness, but she wanted to. She
wants to fight back against this judgement, but she is overcome with shock and fear.
Naively, she believes that Aeetes will speak up on her behalf. (...) Circe finally realizes
that she cannot rely on anyone else to be her voice: she must speak for herself . (...)
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she is no longer content to silence herself for the sake of others, but finding her voice
is not without its own consequences (Thomas, 2021: 5).

This horror, fear, and shock indicate that this sentence of banishment can be
evaluated as a personal trauma that Circe experiences. When Aeétes declares that he
will not understand why Circe has confessed her fault (see Miller, 2018: 78) Circe
asserts that “(...) he would not. He had not been born when Prometheus whipped”
(Miller, 2018: 78). This also indicates that Circe could not overcome the trauma she
experienced when her uncle was whipped and this event also echoes in her way to be
banished to the island. Even though it is Prometheus, who was whipped, Circe carries

the wounds of this event within her mind.

Miller portrays her character “(...) in a more complex and profound way.
Identifying with Circe, the reader is able to learn more about her pain, and the way in
which trauma and longing forced her into the exiled life of a witch” (Govers, 2020:
3)”. It becomes more possible to investigate Circe’s wounds due to the author’s
portrayal of her. When Circe gets on her father’s chariot the next day after being
sentenced to live as an exile, she contemplates on to commit suicide. “I imagined
pitching over that golden rail into the open air below. It would feel good, I thought,
before I hit” (Miller, 2018: 79). These words indicate that Circe has an idea to end her
life just for a moment, yet she is an immortal and she knows that she cannot Kill herself.
As soon as Circe steps onto the island, Helios leaves (Miller, 2018: 79) and she stays

on her own.

This exile has double points for Circe and it affects her both positively and
negatively. The negative side of that banishment will be explored at first since all of
these challenging issues that Circe experiences lead her to her own transformation in
a positive way. According to Edward Said exile is not something that is stable. He

asserts that:

Exile is never the state of being satisfied, placid, or secure. (...) a life of exile moves
according to a different calendar, and is less seasonal and settled than life at home.
Exile is life led outside habitual order. It is nomadic, decentered, contrapuntal; but no
sooner does one get accustomed to it than its unsettling force erupts anew (2003: 186).

Edward Said’s notion of exile indicates that someone who lives in exile has a
different understanding of time. Furthermore, the exiled person is under the threat of
being in danger and being marginalised. Indeed, Circe struggles with the same hazards
that Said describes. At first, when she steps on the island, she is afraid because the

place is unknown to her. Circe claims that:
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All my life had been spent in the same dim halls, or walking the same stunted shore
with its threadbare woods. | was not prepared for such profusion and I felt the sudden
urge to throw myself in, like a frog into a pond. | hesitated. | was no wood-nymph. |
did not have the knack of feeling my way over roots, of walking through brambles
untouched. I could not guess what those shadows might conceal. What if there were
sinkholes within? What if there were bears or lions? | stood there a long time fearing
such things and waiting, as if someone would come and reassure me, say yes, you
may go, it will be safe. My father’s chariot slipped over the sea and began to douse
itself in the waves. The shadows of the forest deepened and the trunks seemed to twine
against each other. It is too late to go now, | told myself. Tomorrow (Miller, 2018: 80-
81).

This is the first reaction of Circe when she steps on the island. She is uncertain
to explore the island because she is unprepared to do so. Moreover, the fear that she
feels is understood from her words. Circe needs some encouragement, however, she is
all alone on that island. The next day, Circe explores the island, the new house that she

will live in. She does not call it a home.

The doors of the house were broad oak, banded with iron. (...) It was large enough to
hold a dozen goddesses, and indeed | kept expecting to find nymphs and cousins
around every turn. But no, that was part of my exile. To be utterly alone. What worse
punishment could there be, my family thought, than to be deprived of their divine
presence? (Miller, 2018: 81).

Here, the way she describes the house indicates that she is longing for her
home. Even though Circe does not consider the house as punishment (Miller, 2018:
81), it is clear that she has no sense of belonging here. The excessive loneliness that
she feels is also described throughout the lines portraying Circe’s first days on the
island. She claims that she can hear her breath’s sound (Miller, 2018: 82). For the first
time she discovers many things that she fears such as leviathans, nightworms, goat-
footed gods, and pirates. She feels desperate against all of these dangers and except
for her powers, she has nothing to do. She also admits that in order to use her powers
she needs these flowers that give her strength, yet, these flowers are also far away.
Therefore, the only thing she can do is just scream which is actually not the most useful
way to defend herself (Miller, 2018: 83). She tries to explain how she feels as follows:

The fear sloshed over me, each wave colder than the last. (...) | stared into the
darkness, straining to hear past the beat of my own blood. Each moment felt the length
of a night. (...) The shadows ebbed away and it was morning. | stood up whole and
untouched. (...) I felt as if | had passed a great ordeal. | looked again into that forest.
Yesterday — was it only yesterday? — | had waited for someone to come and tell me
it was safe. (...) That is what exile meant: no one was coming, no one ever would.
There was fear in that knowledge, but after my long night of terrors it felt small and
inconsequential. The worst of my cowardice had been sweated out. In its place was a
giddy spark. I will not be like a bird bred in a cage, | thought, too dull to fly even
when the door stands open. | stepped into those woods and my life began (2018: 83-
84).
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Actually, this is the turning point that Circe passes. Nonetheless, before that
point, it is obvious that her time perception has changed, and it took her a while to
acknowledge the truth of living as an exiled goddess. After she acknowledges this
situation, she finds the courage within herself and commits herself to her own self-
discovery. This is the positive side of her banishment that creates a chance for Circe

to attain her self-improvement.

Chikh also puts forward that Circe experiences a bunch of feelings and personal
improvement. She tries to leave her past behind and she is “eager to begin her new
journey” (see Chikh, 2021: 42). So, living as an exile paves the way for her change in
positive way and Circe is ready to undertake the consequences of this transformation.
According to Bozdogan being banished to the island supplies a kind of “liberation from
the masculine and hierarchical order she is in” (2022: 26). Circe has more freedom in
the island because she is on her own and far away from the representatives of authority.

Similar with Bozdogan, Rogers also states that:

Circe’s own freedom and confidence begins to bloom once she arrives at Aiaia, which
ends up being more of a paradise for her than a place of exile. Without the cruelty of
her family weighing her down, Circe learns the extent of her magical abilities, as well
as her strength of character. For the first time in her life, Circe begins to gain a sense
of who she really is (2021: 29).

With this confidence and freedom that she gains as it is mentioned above Circe
explores the island. That also becomes a way of self-exploration for Circe since she
learns and realizes so many new things in that place. “All this while, | have been a
weaver without wool, a ship without the sea. Yet now look where | sail. (...) For a
thousand years | had tried to fill the space between myself and my family. Filling the
rooms of my house was easy by comparison” (Miller, 2018: 84-85). At this point, Circe
evaluates herself by regarding the past and the present. In the past, it is obvious that
she was not aware of her potential and she did not have a sense of self or identity.
Besides this, she was also deprived of familial bonds. When she compares whether the
space between her and her family or the empty rooms of her house is harder to fill, she
admits that the first one is more arduous. She also cannot fill the emptiness that

harbours within herself.

Even though Circe travelled out of her island when her sister Pasiphaé gives
birth to the Minotaur, and her island is sometimes visited by both Daedalus, Medea,
Jason, Hermes, and other characters she cannot reduce the feeling of loneliness. “The

days moved slowly, dropping like petals from a blown rose. (...) Someone will come,
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I thought. (...) Someone must. | stared into the horizon until my eyes blurred, hoping
for some fishermen, some cargo, even a shipwreck. There was nothing” (Miller, 2018:
184). The visitors of her island Aiaia, are just like passengers that are coming and
leaving after a while. Therefore, Circe does not have time to build a healthy, powerful,
and long-term relationship or bond which is something that she lacked throughout her
life.

Circe’s island also becomes a place of exile to other nymphs like Alke who is
punished by her father since she fell in love with a mortal (Miller, 2018: 184-185). The
island becomes a space of oppression, where the revolting daughters are banished and
punished by their fathers or the figures of authority. Circe claims that there are rumours
among the gods that her island is regarded as the appropriate place to exile revolting

daughters. She goes as follows:

A dryad arrived who had fled her intended husband. Two stone-faced oreads followed,
exiled from their mountains. Now whenever I tried to cast a spell, all | could hear was
rattling bracelets. As | worked at the loom, they flashed in and out of the corners of
my vision. They whispered and rustled from every corner. There was always someone
leaning moon-faced over a pool when | wanted to swim. As | passed, their snickering
laughter washed against my heels. |1 would not live that way again. Not on Aiaia
(Miller, 2018: 186-187).

The island functions as a punishment corner for the fathers where they think
that they can suppress their daughters. Even though Circe does not want any more
punished daughters on her island, they keep coming. Circe is more self-confident than
in the past, so she does not let herself be mocked or humiliated on her island. It is also
stressed that the sons are never punished (Miller, 2018:189). This can also be
interpreted as a collective trauma that female characters in the book experience,
however, that subject requires more detailed analysis and it is beyond the scope of this

thesis that focuses on personal trauma and its impacts on the novel.

If it is needed to turn back to the relationships that Circe has on her island it is
seen that these relationships do not last long. Although Circe builds a relationship with
Hermes, Odysseus, and other visitors to the island all of these relationships are built
temporarily. Besides this, she enjoys the company of these people, yet, she lets them
go when it is needed. Especially Odysseus’s company is important for Circe because
she learns so many things from him such as the process of the Trojan War, its heroes,
the features of a mortal life, and so on. When Odysseus leaves her island with the
advice that Circe gives him, Circe portrays effectively the kind of relationship that they

share by saying: “He showed me his scars, and in return he let me pretend that I had
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none” (Miller, 2018: 246). When she admits this, it is understood that even with
Odysseus she cannot totally heal the wounds that she carries. She is also traumatized,
not in the same way that Odysseus experienced in the Trojan War, yet these
experiences left some invisible scars on Circe. When she becomes a mother, Circe
struggles to build a healthy relationship with her son. The island of Aiaia becomes the
space where Circe experiences motherhood and all of the feelings related to it.

When Odysseus leaves the island and seals, Circe feels sick and queasy unlike
other nymphs, who “glowed and swelled like buds” during their pregnancy. (Miller,
2018: 247). To this good news, Circe finds hope within herself and dismisses all of the
nymphs on the island. She does that since she thinks that she will never have to be
completely alone when she gives birth to her child. She does not even inform Odysseus
that she is pregnant because she is so sure that this child is only for her (see Miller,
2018: 249). As a mother, she wants to protect her son, Telegonus, from any kind of
danger. Since she feels very sick and cannot find the strength within herself to do that,
she casts a spell in order to “make the island look like hostile, wrecking rocks to any
ship that passed”. By doing so, Circe thinks that she can be in peace (see Miller, 2018:
248).

It is a commonly known fact that giving birth to a child has its own challenging
sides. She has a long and painful process of childbearing. According to Altin, Miller
portrays her character with a colourful range of emotions. Giving birth to a child has
so many difficulties, and while Circe tries to fulfill all of her duties as a mother, she
also struggles with depression. This depression is called postpartum depression and
her feelings like “fatigue, love, anger, anxiety, and excitement are very familiar to the
contemporary reader” (see Altin, 2020: 154). Because of this reason, the readers of the

novel easily sympathize with Circe. Circe portrays her pregnancy process as follows:

I did not go easy to motherhood. | faced it as soldiers face their enemies, girded and
braced, sword up against the coming blows. (...) Thank the gods I did not have to
sleep. Every minute | must wash and boil and clean and scrub and put to soak. Yet
how could | do that, when every minute he also needed something, food and change
and sleep? That last | had always thought the most natural thing for mortals, easy as
breathing, yet he could not seem to do it. However | wrapped him, however | rocked
and sang, he screamed, gasping and shaking until the lions fled, until | feared he would
do himself harm (Miller, 2018: 251-252).

All of the labour that she describes is familiar to the contemporary reader. Even
though Circe wants to keep the baby for herself and protect him against any kind of

danger in any way, sometimes she yearns for her old life, the time before she becomes

67



a mother. The days when he transforms men into pigs. She casts the spell, yet she
cannot overcome the feeling of fear. She has many “what ifs” in her mind and tries to
figure out what she can do when someone hears her baby’s screams and comes to her
island (Miller, 2018: 253). She explains the reason for this fear by saying “I had met
the thing the gods could use against me” (Miller, 2018: 254). As a mother and an exiled
witch, she trembles with the possibility of this. Thus, she encounters both Athena and
Trygon. These chapters are not included in this thesis in detail since it is thought that

they require a more comprehensive analysis as a main title.

In the following chapter, one of the focal points of this thesis, Nazl1 Eray’s
Orpheus will be examined within the context of trauma and literature. As it is done
within these sections about Circe above, a similar path will be employed for Eurydice’s

story to show her wounds.
3.2. Personal Trauma and its Reflections in Orpheus

What is claimed to be traumatic can be experienced individually or
collectively. In this part, trauma will be evaluated personally and its impacts on Nazli
Eray’s Orpheus will be discussed. These issues will be focused on within the scope of
the themes of the novel and its protagonist. In her novel, Nazli Eray mirrors both
individual and social problems that can shatter her protagonist’s conceptions and these
can be evaluated as traumatic events. At this point, it is required to recapture what is
meant by referring to trauma. According to Balaev, trauma is a person’s emotional
reaction to a traumatic incident disturbing the preconceived thoughts of a person about
who he or she is and “the standards by which one evaluates society” (2008: 150). This
personal reaction to the traumatic event brings a kind of subjectivity to the issue. Every
person can react to an event distinctively since every person has different backgrounds,
cultural environments, life-style, and so on. The reaction to a traumatic event and its

perception can be regarded as a unique response to that specific event.

These unique responses can be transmitted through literature by using the
effective power of the literary language. Balaev evaluates these kinds of works as

trauma novels. Balaev also continues by identifying the qualities of trauma novel.

The term ‘trauma novel’ refers to a work of fiction that conveys profound loss or
intense fear on individual or collective levels. A defining feature of the trauma novel
is the self ignited by an external, often terrifying experience, which illuminates the
process of coming to terms with the dynamics of memory that inform the new
perceptions of the self and the world. The external event that elicits an extreme
response from the protagonist is not necessarily bound to a collective human or natural
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disaster such as war or tsunamis. The event may include, for example, the intimately
personal experience of female sexual violence (...) or the unexpected death of a loved
one (...) (2008: 150).

What is stressed here is that the intense feelings of fear and loss are the
outstanding contents of what is called ‘trauma novel’. These feelings can be
experienced individually or collectively. The distinctive feature of a trauma novel is
claimed to be the self which is awakened by an exterior, frequently shocking
experience. This kind of novel illuminates the process of reconciling ‘with the
dynamics of memory’ that shape new perspectives about one’s self and the world. This
exterior and frightening experience that requires a response can be lived individually.
Balaev gives examples of these experiences from daily life that anyone can experience

at any time such as sexual assault and losing a loved one.

In Eray’s novel, the protagonist Eurydice experiences similar incidents. The
concepts of death and loss are also found in the myth as main themes and they are also
employed in Nazli Eray’s novel. These two can be evaluated the outstanding themes
in Orpheus: the fear of death and the fear of losing a beloved one. Although Eurydice
experiences these when she witnesses Orpheus’s death at the end of the novel, the
devastating and frightening effect of this event is reflected throughout the whole novel.
Moreover, the main protagonist of the novel does not evaluate her identity and self in
a positive way, yet she struggles to create her own destiny. She also experiences the
aggravating impact of urbanization. In the following chapters, these issues will be

scrutinized.
3.2.1. Eurydice: As A Woman

The readers of Orpheus step into this fantastic world by encountering narration
of a first-person narrator, who feels anxious and exhausted because of the long journey
that is taken. The gender or the name of this narrator is not mentioned at the beginning
of the novel but as the story unfolds, it is acknowledged that she is Eurydice, who
comes to the city in order to seek for Orpheus. After arriving at the hotel, the narrator
calls Mr. Night who is her assistant. Throughout this phone conversation how Eurydice

evaluates herself is mirrored symbolically:

(...) “I already know that your eyes are very strong, that you can see well in the dark,
and that you are extraordinarily logical. I’ll be able to give you more details little by
little in the next few days, as | get used to the climate of the city and relax. My eyes
don’t see very well. And I can’t see at all at night. I can’t pick out what I need to, in
other words. On top of everything, I’'m very emotional. I can mix everything up in a
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second. I’m relying in your logic. You’re my assistant. Well, we can talk about this in
detail when you come to the hotel at five o’clock” (Eray, 2006: 3).

This is how Eurydice introduces herself to Mr. Night at the beginning, yet, it is
important to analyse how she defines the differences between them. First of all, there
Is an emphasis on the sense of sight, which actually constructs the core of the ancient
myth and Eray’s Orpheus. In this paragraph, it can be said that there is a kind of
blindness of Eurydice, indicating her failure to see at night. Secondly, when Eurydice
defines the differences between her and Mr. Night, she makes use of many opposites
like being logical and emotional. This quality of Eurydice, ‘being very emotional’
might hinder her from seeing anything rationally, and at this point, she appeals to Mr.
Night’s logic. Therefore, the night blindness that is mentioned above can also be

regarded as a metaphorical blindness; not being able to contemplate an issue logically.

The narrator stresses this distinction between her and Mr. Night by also
claiming in the parenthesis that “(...) in that summer seasons in the shore city, he served
as my common sense, my judgement, my ears, and my eyes” (Eray, 2006: 4). It is clear
that Mr. Night holds an important position in Eurydice’s task of seeking for Orpheus.
Furthermore, Mr. Night functions as the senses in two means: he sees and hears instead
of Eurydice and he thinks and decides instead of her. So, without Mr. Night it is
something very challenging for Eurydice to see, to hear, to contemplate on her own

during her stay in this city. According to Esra Polat Sabas:

Eurydice, who is the narrator, integrates her identity in the mythology with the identity
of an urban woman. She is not afraid of death that is written in her mythic identity.
Eurydice is imagination and bravery. Eurydice that introduces herself to Mr. Night is
an uncompleted identity. She frequently refers that she does not see well as she has
lately come from Underworld for a short time. (...) In the novel, Eurydice’s not seeing
well in the darkness refers to the underworld, in which she belongs to in mythology.
Orpheus’s having strong eyes depicts that he is not dead yet. (2021: 96)7

The idea of Eurydice’s coming back from the Underworld to the city to seek
for Orpheus is proved by her sight that is not well. She is used to the darkness in that
realm, thus when she steps into the upper world she has some problems with this issue.

Even though she is linked to imagination and bravery, she fears many things. She

7“Anlatict durumunda olan Eurydice, mitlesmis kimligi ile kentli kadin kimligini kendi hikdyesinde
bulusturulur. Eurydice, mitteki kimliginde yazili olan &liimden korkmaz. Eurydice diis giicii ve
cesarettir. Kendini Bay Gece’ye tanitan Eurydice, tamamlanamamis kimliktir. Eurydice sik sik
gozlerinin iyi goérmediginden bahseder ¢iinkii yeraltindan kisa bir zaman once kisa bir zaman i¢in
¢ikmugtir. (...) Romanda Eurydice’nin gozlerinin karanlikta iyi gérmemesi, mitolojide ait oldugu yer
altina bir géndermedir. Orphée’nin gozlerinin giiglii olmasi ise heniiz 6lmedigini anlatir.” See Polat
Sabas, E. (2021). Nazli Eray Romanlarinda Yap: Ve Tema [Yayimlanmamus Doktora Tezi ] T.C. Inonii
Universitesi.
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evaluates her identity in a negative way which is described as ‘incomplete’ one.
Eurydice also evaluates herself as a woman “(...) whose yesterday had been taken away
and who had no tomorrow” and this shows that she is hopeless (Eray, 2006: 4). She
thinks that she has no past or future which emphasizes that she does not evaluate her

sense of “self” and “identity” as a whole.

It is also important to claim that after making a self-evaluation, it is articulated
that the narrator does not understand the reason for Mr. Night’s being her assistant.

She goes on as follows:

Perhaps | had unwittingly inserted him into this unusual universe with which | needed
to come to terms. He knew that somewhere on the boundaries of perception, | was
playing with dreams and reality. In these lines, | wanted to thank my assistant for his
considerable help in my reliving of the Orpheus myth (Eray, 2006: 4).

The narration is interrupted by the narrator to thank Mr. Night as is seen above.
These lines, which are given in parenthesis in the novel also hint that it is actually not
Eurydice but someone else, maybe the narrator or even the author of the book
interpreting all of these events after some time of these events that are mentioned. The
usage of the narrative tenses proves this issue. This situation will be examined in detail

in the chapter that deals with the narration.

Nevertheless, there are two elements in these lines that require a detailed
analysis. The first one is being “needed to come to terms” with this fantastic universe.
The narrator feels that there is something bothering about this universe so, she should
have a reconciliation with it. Secondly, the narrator ‘relives the Orpheus myth’ and
this reveals that it is the second time that she experiences the same myth, yet it is done
within different perspectives.®

As they get to know each other, Eurydice questions both Mr. Night and herself.
For instance, when they meet at the reception of the hotel for the first time, Eurydice
asks Mr. Night the reason for his involvement in this situation although he does not
know her at all (Eray, 2006: 5). Then she continues by saying whether Mr. Night has
ever thought that she may be crazy. Eurydice thinks that one “(...) who would start

something like this might very well be crazy” and Mr. Night says that she is not crazy

& These words are used in the English translation of the novel. However, in the Turkish and the original
version of the text, the narrator claims that she undeliberately, involves Mr. Night in a quite particular
universe that she needs to detect. She wants to thank him who has a great contribution in Orpheus’s
reliving. “(...) Belki de istemeyerek de onu oldukg¢a degisik, saptamam gereken bir evrene soktum. (...)
Orphée’nin’ yeni bastan yasanigsinda bana biiyiik katkisi olan yardimcima, bu satirlarla tesekkiir etmek
istedim (Eray, 2015: 12).” See, Eray, N. (2015). Orphée. Istanbul: Everest Yayinlari.
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and he knows it (Eray, 2006: 6). As the story folds up, Eurydice behaves beyond the

perception of one’s mind.

Actually, searching for her lover becomes a quest towards Eurydice’s inner
self. Due to this journey towards herself, the readers find an opportunity to understand

her thoughts and feelings. According to Cetin:

(...) Eurydice’s journey of seeking for Orpheus has a symbolic meaning. This is a
journey into the darkness, into a complicated human psyche. Indeed, Eurydice is
seeking for a feeling of happiness in the darkness of her inner world. Her seeking for
Orpheus and following him is a mental journey. The nightly visits to the
archaeological site can also be dreams. The author claims that she did not tell her
dreams, yet it can also be interpreted like this. This also symbolizes the dreams of
women or men who hopes to find the ideal partner and marriage. The woman who is
assumed to be Eurydice (and who also represents the author herself) wants happiness
and an ideal partner, and in order to find this she embarks on this journey. She
struggles during the journey, yet, in the end she cannot find what she seeks for (2007
:198).°

This journey is actually one of the tough ones since it might be challenging for
a person to explore the depths of her or his identity, however, Eurydice sets on this
journey. Cetin regards this quest as an aim to find the ideal love and happiness but it
might also be interpreted as a way to ‘relieve’ the myth by ‘reliving’ it. It can be said
that Eurydice is aware of the death that waits for her at the end of their original story.
Therefore, in this story, which is actually the re-writing of the myth, she tries to avoid

the same end, and she wants to change her fate this time.

The desire of her surviving, to stay alive is seen throughout the novel since she
abstains from catching Orpheus’s eye because she is conscious of the result of this
situation. In the introduction part of the novel, Sibel Erol also claims that Eurydice
desires “(...) to move on by lifting the curse of Orpheus’ backward look” (2006: xv).
This desire becomes the main motivation in her thoughts and behaviours. For instance,
in the novel Eurydice corresponds with Emperor Hadrian’s statue, and among these

letters, this desire to live shows itself. Even though she feels hopeless and evaluates

9¢(...) Eurydice (...) kiy1 kentine Orphée’yi aramaya gelmistir. (...) Bu arayis yolculugunun simgesel bir
karsilig1 var. O da karanlikta, ¢etrefilli bir insan ruhuna dogru olan bir yolculuktur. Eurydice, aslinda
kendi i¢ diinyasinin karanliklarinda mutluluk duygusunu aramaya ¢ikmaktadir. Kadinin Orphée’yi takip
edip arayis1, zihinsel bir yolculuktur. Her gece o arkeolojik alana yapilan ziyaret, riiyalar da olabilir.
Yazar, riiyalarimi anlatmadim diyor ama bdyle de yorumlanabilir. Bu da kadinlarin ya da erkeklerin
hayallerindeki ideal esi ve evliligi diislemeleri, onu bulma umutlarint simgeler. Eurydice kisiligi ve
kimligine biiriinen kadin (ayn1 zamanda yazarin kendisini temsil eder), mutluluk ve ideal bir es ister,
bunu bulmak i¢in yolculuga c¢ikar. Bu yolculuk sirasinda miicadeleler verir ama sonunda bulamaz.”
See, Cetin, N. (2007). Roman Coziimleme Yontemi. (5. Baski)., Ankara: Oncii Kitap Yayinlari.
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the world and life from an existentialist perspective, she puts her effort into this
situation to survive.
Dear Hadrian,

(...) One of the thinkers of my age, A.C. said: ‘Despite everything, I shall live.’

(...) A vagabond caught in a trap set by the absurdities of guilt and fate, a philosophy
whose starting point is to commit suicide ... means that a man must have considered
that his god might be deaf, that life is meaningless and the world unfair.

Dear Hadrian,
This is me!

A person who has revealed everything experiences a strange, gripping release. Right
now, | feel that release.

A person must lose everything to gain everything (Eray, 2006: 97).
It is understood that the initial letters of the thinker indicate Albert Camus who

Is one of the outstanding existentialist thinkers. The existentialist philosophy has some
impact on Eurydice’s understanding of life and evaluation of self and identity. She
values her life as meaningless, and she claims that she feels like she is stuck among
the absurdities of life, guilt, and fate. The vagabond that is described in the lines is

Eurydice herself, or she might be portraying herself as one of these people.

In spite of all these, she wants to live. Therefore, she has presented everything
that she has and everything that she can do to trace and come to terms with the myth
including her destiny. This brings along a strange feeling of relief to her yet she is
traumatized by the existence of the death that is following her and Orpheus. In order
to highlight this traumatization of Eurydice, in the following chapter there will be a
focus on the concept of death, and its impacts on the novel and the character.

3.2.2. Violence, Death and Survival in Orpheus

Violence, death, and loss are associated with trauma since all of these may have
shattering effects on a human’s psyche. Overcoming death is one of the central themes
both in the myth of Orpheus and Eurydice and in Eray’s Orpheus. “Death is an event
that is always witnessed and it acts out in the unconscious, never recognized” (Sirin,
2022: 16). Even though one can encounter death or witness other people’s death at
any time it is difficult to integrate it into consciousness. Eurydice cannot acknowledge

the death she has encountered. According to Freud:

It is indeed impossible to imagine our own death; and whenever we attempt to do so
we can perceive that we are in fact still present as spectators. Hence the psycho-
analytic school could venture on the assertion that at bottom no one believes in his
own death, or, to put the same thing in in another way, that in the unconscious every
one of us is convinced of his own immortality (1957: 289).
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As Freud asserts, it is impossible for one to integrate one’s own death into
consciousness since a person unconsciously thinks that he or she is immortal. Maybe
this is the reason for Eurydice’s going to that shore city and she re-experiences the

same story for the second time, to change her fate that she cannot accept.

Although death is an abstract concept, in Orpheus some human characteristics
are attributed to death throughout the novel, and some associations with it are mirrored
effectively. When Eurydice and Mr. Night have a conversation Eurydice asks what
Mr. Night knows about Orpheus and he claims that he does not know many things
about him. After that, Mr. Night asks about Eurydice. Their conversation continues as

follows:

“We don’t know yet whether she’s dead or alive. Perhaps she ran here to die. Perhaps
there is no Eurydice...Look, this is a possibility... We could only in search of
Orpheus. An Orpheus with no Eurydice in his life,” I said. (...)

“This is really scary...Well, what about death? There’s death in this game too, isn’t
there? Because there is death in the story of Orpheus and Eurydice,” he said. (...)

“Yes, there’s death,” I said. (...)
“Where?” he asked.

“Oh, Mr. Night, you ask very good questions! Death is always there, everywhere, all
the time,” I said. (...)

“I know. But I asked about the death in this game,” he said (...) “Who is death?” (...)
“Mr. Night, I don’t know who death is either,” I said (Eray, 2006: 6-7).

The doubt of death’s being a person is very striking at this point. Moreover, the
disturbing impacts of death are reflected dramatically since the whole actions of the
characters are described as a game that is played with death (Eray, 2006: 8). Besides
all of these, death is listed among the characters of the novel when Eurydice claims
that right now “(...) in this shore city there’s Orpheus, there’s death, there’s you — my
assistant — and there’s me. And that’s all we know for now” (Eray, 2006: 8) so, it is
possible to consider death is regarded as a concrete thing and it has an important part

in the story.

It is death or the fear of it which defines the motivations of the characters. For
instance, since Orpheus wants to find Eurydice, he can “(...) descent into the
Underworld any moment” or he “(...) might try to telephone (...) even to a Eurydice
who doesn’t exist (...) but if Eurydice’s not there, he won’t be able to talk to her. (...)
And in the end he might want to go there” (Eray, 2006: 8). Eurydice also arrives the
shore city in order to deal with the death. Thus, it can be said that death becomes the
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main directive of the lovers’ behaviours. It is regarded as a living, concrete thing

motivating both Orpheus’s and Eurydice’s actions.

As the story unfolds, there are other connotations with death and the
otherworld. For instance, Eurydice claims that she is afraid of dogs. Although Mr.
Night tries to relieve her by saying that the dogs in the shore city “(...) don’t bother
people”, Eurydice says that she cannot control this fear, nevertheless, she is afraid of
the dogs. (Eray, 2006:11). After this confession the narrator, Mr. Nights includes that

the person he is assisting is Eurydice. Their conversation is portrayed as follows:

“I know. You are afraid of just one dog. That’s the dog Cerberus’ who waits at the
door of the Underworld, isn’t it, Miss Eurydice?” (...)

“How did you know that I was Eurydice?” I said.

“I’ve known it from the start. Nobody other than me knows this...” said my assistant.
“And Orpheus knows,” I said.

“Yes,” said Mr. Night. “He knows too.”

“You’re worried. You’re afraid that something will happen to him, aren’t you, Miss
Eurydice? Isn’t that it?” my assistant asked (...)

“Yes,” I'said (...)

“But on the other hand, ‘death’ is after you; you know that too, don’t you?” he said
(2006:12).

The dog that is mentioned above is also a mythic figure. Behcet Necatigil
describes Cerberus as a snake-tailed, three-headed dog guarding the entrance of the
Underworld (see Necatigil, 2019: 51).2° So, the reason for Eurydice’s fear of this dog
is understandable since it is a monstrous creature. At this point, it is proved that the
narrator of the novel is Eurydice, who feels anxious because Orpheus might get in
trouble, or worse one of them can go to the Underworld. Even though death is after
her, Eurydice claims that it is not something important for her (Eray, 2006: 12) but she
cannot stop herself from fearing death. It can be said that there is a personification of
death in the novel. Although death is an abstract concept, it is capable of chasing after
somebody. The usage of this figure of speech actually strengthens the striking impact
of the concept, and all of these associations that are portrayed above make the situation

that Eurydice experiences more vivid.

10 “Hades’in kapissm KERBEROS isimli kopek bekler. Yeralti Ulkesi’ne gelenleri kuyrugunu
sallayarak igeri alir ama kimseyi bir daha disar1 salivermez. Resimlerde ¢okluk, {i¢ basli, yilan kuyruklu
goriiniir. °Herakles, onu zorla yeryiiziine ¢cikartmist1”. See, Necatigil, B. (2019). Mitologya.Istanbul:
Yapi Kredi Yayinlari.
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When Eurydice and Mr. Night go to see Orpheus’s house for the first time from
one hundred meters away, Eurydice feels that her heart halts and she shivers (Eray,
2006: 13). Actually when Orpheus senses the presence of Eurydice very close to him,
he goes inside and outside of his house. Mr. Night claims that Orpheus “(...) must be
a very restless person” since he feels that Eurydice is close to him and he acts as if he
is someone who is “going crazy” (Eray, 2006: 25). The lights of Orpheus’s house are
turned on and off as he wanders in the house. Eurydice portrays this incident as there

is an earthquake in the house (Eray, 2006: 25).

What Orpheus experiences with the arrival of Eurydice might also be traumatic
since he might be aware of the end of their story. He might be afraid of losing his lover,
or on the contrary, he might be afraid of his own death which is represented as an
unknown thing for both of the lovers. Eurydice claims that she has never died before,
thus she does not know what death is and asks to gain some information about the
concept from the statue of Emperor Hadrian in her first letter to him (Eray, 2006: 30).
However, she is conscious of the destiny that is portrayed for them. Because of this

reason, she relives the same story as it is stated before.

Nevertheless, as time goes by in that short city, in which both Eurydice and
Orpheus are surrounded by death, she starts to normalize it. For instance, Mr. Night is
worried about Eurydice’s safety when she walks around in the shore city in daylight

and he says:

“Look, I’ve thought of something. Do you think it’s right for you to be walking around
in the middle of the day, on streets you don’t know? You know, you’re in danger
too...”

“Oh Mr. Night,” I said. “You’re talking about death, aren’t you? You know, I didn’t
even think of it. And death is everywhere, all the time. And besides, I don’t think of
him as being a figure, a person involved in all of these things, do you?” (Eray, 2006:
37).

It seems that Eurydice somehow, gets used to the idea of death because she
acknowledges that it is ‘everywhere, all the time’. The striking impact is felt less by
Eurydice because this fear has consumed everything inside her and in the end, she
acknowledges it. Consequently, death is represented as something common,
something usual. According to Peyruze Diindar, “Eurydice, avoids Orpheus because
she does not want to die. The feeling of death erodes her day by day. Eurydice, has
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learned to live with this fear” (2019: 149).1! Even though death traumatizes her at the
beginning, she starts overcoming this fear.

There are other associations with the death and Underworld in the novel. For
example, another night, when Eurydice and Mr. Night observe Orpheus’s house in the
archaeological site, Eurydice stumbles on a stone, then, they realize that this is actually
arelief, half buried in the earth. On that stone, there are two people climbing a staircase
as Mr. Night claims and he feels excited and starts digging. Eurydice wants him to stop
since the place that Mr. Night tries to reveal “(...) could be the door to a Necropolis”.
Eurydice thinks that this place might be the “threshold of an underworld — the city of
the dead” (see Eray, 2006:45). This relief and the two people on it carry a particular
meaning since the two people on the relief are claimed to be Orpheus and Eurydice

when Mr. Night investigates it the other day:

This morning at dawn, (...) | went back up to the archaeological site. | found that stone
relief. 1 took a good look at it in the morning light. (...) The man has a string instrument
in his hands; they are going up out of a series of etchings that look like steps. As
though they were coming out of the underworld. (...) | talked to the official who works
there. (...) When 1 told the official about the figures on the relief in complete detail,
he told me that, based on stories he heard, these might be images depicting Orpheus
and Eurydice. (2006: 52-53).

Eurydice reacts to this information with a feeling of numbness. When they re-
investigate the stone, they realize that one of the figures on the stone is missing and
Eurydice immediately testifies her existence on the stone by claiming: “‘Orpheus must
be missing, Mr. Night,” I said. ‘Since I’'m here, next to you, Orpheus must be missing
tonight’ (Eray, 2006: 55). When they leave the stone and observe Orpheus’s house
again, they see Orpheus is in the house. Therefore, Eurydice deduces that the missing
figure on the stone is Eurydice. The meaning of this is claimed by Eurydice as follows
“(...) I do not exist right now, or death is very close to us” (Eray, 2006: 55). Here, the
idea of death trembles her one more time. Although she accepts that death is wandering
everywhere, and it might find her at any time, she cannot help to tremble at the idea of

her own death.

All throughout the novel, Eurydice avoids from her lover since she thinks that death
is hovering around them; she always thinks that she will be the one who will die in
the end. She is especially sure of this when they realize that one of the figures on the
stone is missing. Nevertheless, Eurydice is aware of the presence of the incidents in
the myth and the tragic destiny of them. Here, the myth, which is thought to be the
basis of the novel, directly guides in the narrative texture. Eurydice, acting based upon

11 “Eyrydice, Orpheus’tan kacar, 6lmek istemez. Oliim korkusu onu giinden giine eritmektedir.
Eurydice, bu korkuyla yasamayi 6grenmistir”. See, Dindar, P. (2019). Nazli Eray'in Romanlarinda
Halk Bilimi Unsurlar: [Yayimlanmamis Yiiksek Lisans Tezi]. T.C. Istanbul Kiiltiir Universitesi.
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this guide, does not want Orpheus’s to go down to the Underworld in his car because
she has not died yet (Ozdemir, 2018: 82).1

As it is claimed before, it is impossible for someone to grasp his or her own
death. At first, it is thought that the missing figure indicates either the non-existence
of Orpheus or Eurydice, but after a while, Mr. Night claims that both of the figures
might be on the stone again, however, he is not sure. Eurydice also can’t be certain

since she cannot see in the darkness.

This uncertainty harbours a particular meaning for Eurydice. “Perhaps my
whole reality was on that stone, the stone that Mr. Night had touched. A reality on
stone... This, at very least, was a description of a grave” (Eray, 2006: 57). Eurydice
regards that her reality could be on that particular stone since it carries the main point
of her and Orpheus’s story. Thus, digging the earth to reveal the stone can be
interpreted as an attempt by Eurydice to reach her own reality. The two figures appear

on the stone at the end and Mr. Night guarantees it this time.

As they go deeper, other figures appear on the stone. This time, they find “the
plan of the underground city” (Eray, 2006: 58). It is also very striking that the entrance
to the Under World and its plan are found in the archaeological site where Orpheus’s
house is built. Sibel Erol also puts forward that “ (...) the path to Orpheus’ house might
lead to the underworld. The monster that Eurydice hears every night behind the bushes
might be Cerberus that watches over the gateway to hell” (2006. xii). Erol also claims
that the gateway “to the underworld is marked by an X on the etched stone that Mr.
Night and Eurydice find in the archaeological site, associating the underworld with
Orpheus’s house, marked by an X on the sketch of the town” (Erol, 2006: xii).

There is a connection between Orpheus and the Underworld. It is very
meaningful since the way to Orpheus’s house may lead to the Underworld which is

remind the original myth. Orpheus is the one who sent Eurydice back to the Hades’

12 “Furydice roman boyunca oliimiin etraflarinda kol gezdigini diisiindiigii i¢in sevgilisinden uzak
durmaktadir, 6liimii tadacak olanin hep kendisi olacagimi diisiinmiistiir. Ozellikle tasin iizerindeki
figiirlerinden birinin eksik oldugunu fark ettiklerinde bundan emindir. Bununla beraber, mitteki
olaylarin varhigindan, trajik yazgilarindan haberdardir. Burada romanin temelinde oldugunu
diistindiigiimiiz mit, dogrudan anlati dokusunda bir rehber durumuna gelir. Bu rehbere dayanarak
hareket eden Eurydice, Orphée’nin arabasiyla onu aramak iizere Yeraltt Diinyasi’na inmesini
istememektedir, ¢iinkii heniiz 6lmemistir”. See, Ozdemir, A. N. (2018). “Nazl1 Eray’in Orphée’sinde
Bir Mitin Yeniden Kurgulanisi: Modern Zamana Siiriilmiis Bir Gélgenin Arayist”. Bekir Zengin (Ed.).
In VII. Uluslararas: Karsilastirmali Edebiyat Bilimi Kongresi Bildiri Kitabi, 75-83. Sivas: Kriter
Yaymevi.
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kingdom by looking at her. Nevertheless, in Eray’s version of the story, everything is

reversed and turned upside-down.

In one of the letters that Emperor Hadrian writes, he claims that he cannot
understand the reason for Eurydice’s watching over Orpheus’ house from a distance
every night and confining herself to this observation only. Emperor Hadrian thinks that
in such an advanced, awesome world in which communication is conveniently
achievable (see Eray, 2006: 80) why Eurydice does that. This question actually sparks
the protagonist’s motivation. After she reads the letter of Hadrian, Eurydice is terrified
because the letter is “asking very intelligent questions. It touched on all the major
points of what’s going on in one fell swoop” (Eray, 2006: 82). She corresponds to that
letter as following:

Dear Hadrian,

(...) The question that made me think the most, and that you rightly asked me,
concerned Orpheus. As to why, in this greatly developed and expanded world, with
every possibility and means of communication available, I look at Orpheus every night
from where you are with my assistant, look from a great distance and am content only
to see the lights...

Dear Hadrian, would you believe me, I don’t know the reason myself.

A force | cannot describe both draws me towards him and tells me that I have to stay
far away from him.

I want to see his presence, his light, because | miss him. But for some reason that |
don’t know, I'm afraid of him, and I run away.

A strange power is drawing me to him but another power keeps whispering, “Flee!
Flee” into my ear (Eray, 2006: 83).

At this point, Eurydice exposes everything that she has felt so far. The ‘strange
power’ that she describes above might stem from the fact that she is aware of the
consequence of reuniting with Orpheus. Therefore, she avoids coming together with
him and prefers watching him from a distance. She fears the death that patrols around
them. “Because of these fears Eurydice defines herself as “an incomplete person whose
yesterday was taken away from her”. She turns out to be right about these fears”

(Biricik, 2016: 23).2 The end of the novel proves that effectively.

Both Mr. Night and Eurydice wear dark clothes since they are going to show
the movie Last Tango in Paris to the statue of Emperor Hadrian, who is personified

throughout the whole novel as a living and communicating creature. The dark clothes

13 “Eurydice, kendisini bu korkularindan dolay1 “diinii elinden alinmis yarum bir insan” olarak niteler.
Korkularinda hakli ¢ikar.” See, Biricik, 1. (2016). Nazli Eray’in “Orphée” ve “Ayisig1 Sofras1”
Romanlarindaki Fantastik Unsurlarin Mitik Bagintilari. Mecmua Uluslararast Sosyal Bilimler Dergisi,
1(1), 17-28.
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that they wore, are associated with the dressing in the funerals since in some parts of
the world people wear dark clothes in funerals. That might be a foreshadowing of the
realization of the expected death. The archaeological site becomes the movie theatre
for the characters where all of them will watch the movie. The movie screen is planned
to be the facade of Orpheus’s house. Although the reels of the movie are mixed up,
they project the movie on the facade and Orpheus intermingles with the story of the
film. This is the most striking part of the novel since Eurydice cannot hold herself and
catches the eye of Orpheus:

I had to look at him as though | as looking at a trap.

I had to look at the whole map of judgment on the lines of his face, the map that would
stop all the decaying, destroying answers to problems, stop fate itself, the map that
was set up to make a new fate.

(...) In spite of everything, | had seen him.
(...) It was just like the disappearance of an omen, like the loss of an expired memory.

(...) Paul takes a step closer to Jeanne. He doesn’t even notice that the girl’s coat has
opened. She turns the gun barrel towards Paul.

Orpheus made a movement to come towards me.

... The girl pulls the trigger...

Orpheus staggered, turning where he stood, and leaned against the window.

The door opening onto balcony, unable to hold this weight, opened completely.

Orpheus’s hair was caught in the morning breeze (Eray, 2006: 106-107).

The scene of the movie that is projected is violent and Orpheus, Eurydice,
Emperor Hadrian, and Mr. Night watch it at the same time. All of the characters in the
book are witnessing this crime scene in the movie which is very traumatic since the

girl becomes a murderer by shooting her lover.

As itisillustrated above, Orpheus mingles with the movie that is projected, and
he becomes also the character in the movie. Furthermore, the violence and death that
are shown transcend the movie and intermingle with the tragic destiny of Orpheus and
Eurydice. This time, it is Eurydice who catches the eye of Orpheus. Contrary to the
original myth, this time the person is Eurydice who survives this act of looking.

According to Erol,

Eray’s random borrowing from Last Tango in Paris reanimates the potentialities of
the Orpheus myth: by using the collage technique to distort the original logic of the
film, she defamiliarizes both the film and the context in which it is presented, allowing
an alternative version of the Orpheus myth to emerge (2006: xvii).

Nazli Eray makes use of intermediality by giving a place to this movie in her

novel. Both the script of Last Tango in Paris and the movie with the same title are
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employed throughout the novel. These works might be included in the novel in order
to strengthen the tension and the message that is conveyed throughout the novel.
Moreover, the collage technique that is employed paves a new way for the characters
in the novel as claimed above. Diindar states that by killing Orpheus, the author wants
to punish him ( see Diindar, 2019: 14).2 This can be interpreted as a revolt of both the
author and Eurydice who change to the weaved destiny that is told throughout the ages.
She has been portrayed as a victim in most of the works, however, in Eray’s novel the
trauma that is transmitted through the ages is fractured and she becomes the one who

survives.

When she survives, she narrates her story of survival by looking backward and
evaluating the past. All of these memories, even if there are gaps and interruptions, are
tried to be reflected from Eurydice’s perspective. In the following part, some memories
of Eurydice’s volunteer displacement will be elaborated. Even though there are some
differences on this issue between Madeline Miller’s Circe and Nazli Eray’s Orpheus
the shore city that Eurydice arrives, becomes a space for Eurydice’s self-exploration

as the island of Aiaia becomes a space of self-improvement for Circe.
3.2.3. Displacement in Orpheus

The issue of displacement is employed distinctively in Eray’s Orpheus. Even
at the beginning of the novel the narrator’s journey welcomes the readers to the
fantastic world of Eray. Unlike Miller’s Circe, this displacement is done willingly.
Thus, it cannot be evaluated as an exile or banishment since the narrator sets on this
journey voluntarily yet it has negative impacts on the protagonist of the novel at first.
For instance, at the beginning of the novel it is hinted that it is actually an exhausting

adventure that the narrator embarks in:

I had been on the bus going to the shore city | wanted to reach for almost twelve hours.
My feet were swollen and | was completely exhausted. During the final two hours, |
had been unable to breathe inside the bus; | had an inexplicable feeling of heaviness.
I hadn’t slept a wink during the whole trip (Eray, 2006: 1).

The road trip suffocates the protagonist, but she endures all of these since she

has an aim that she reminds herself of. The moment that Eurydice steps on the shore

14 <« Orpheus efsanesine gore Eurydice oliir. Ancak romanda Orpheus oliir. Yazar burada Orpheus’u
cezalandirmak”. See, Diindar, P. (2019). Nazli Eray’in Romanlarinda Halk Bilimi Unsurlar:
[Yayimlanmamis Yiiksek Lisans Tezi]. T.C. Istanbul Kiiltiir Universitesi.
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city, she feels claustrophobic. The narrator describes the things that are felt by saying:
“The tension I felt inside increased slightly when I set foot in the shore city” (2006:
1). It is not understood why she comes to a state similar to a depressed person. As the
story unfolds, it becomes more comprehensible since there is an ““ (...) unbearable heat
(as well as other indications) reminds the reader that this may be Hell” (Harding, 2005:
80). It is also claimed in the novel many times that the weather is “getting hotter and
hotter” (Eray, 2006: 18) which associates with Hell again. By returning back to the
place that is considered to be Hell, Eurydice also returns back to the site of her trauma
with the intention in her mind. This intention is presented at the end of the novel, by
‘reliving’ and ‘re-visiting’ the incident that traumatizes her, she creates an alternative,

or maybe a second path to herself by looking at Orpheus.

Nevertheless, it is not only Eurydice who visits the shore city. There is also
another visitor of that city, Ankara, that is personified throughout the novel. When
Eurydice receives a phone from Ankara, it is understood that she is from there and she
had been living there before she came to this shore city (Eray, 2006: 15). Ankara lets
Eurydice know that she is also moving into that shore city, yet Eurydice does not want
Ankara to come to that little shore city (Eray, 2006:16). Eurydice and Ankara’s
dialogue is presented in the novel as following:

The city came out with another laugh: “(...) Don’t get all upset. Do you want anything?
One of my universities, the railroad station, a park, and a traffic circle with flowers,
any of my streets, the MESA apartments? Do you need a bus or anything there? For
God’s sake, don’t be shy. Tell me. I’ll bring it with me.” (...)

“Ankara,” I said. “Why do you want to come here? Do you think I ran away from
you? Look, I have important things to do here ... If you come here, everything ‘s
going to get all mixed up ... In any event, what you’re proposing is simply impossible.
I’ve never heard of one city coming to another. This is madness,” I said.

Ankara said: “There are a lot of new developments being set up along the shore. Half
of Ankara’s there anyhow (...)”

| saw there was no way out (...)

“Ankara, at least don’t bring a lot of things with you. Forget the universities and all
that. Please don’t bring the post office, the Parliament, I don’t know, the markets, the
malls, Ulus Square, the skyscrapers,” I said (Eray, 2006: 16-17).

Even though Eurydice does not want Ankara to come and transform the little
shore city into a huge metropolis with malls, squares, and so on she cannot convince
the city. Actually, Ankara which is the capital city of Tiirkiye, leaves Eurydice with a
very ironic situation. At this point, the city’s moving into another city is a critical

reference against the rapid urbanization.
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According to Zekeriya Yildirim, the unfavourable things that are brought
together with Ankara’s coming after Eurydice are mirrored through their dialogues.

Thus, in Orpheus, Nazli Eray criticizes this distorted order as Yildirim claims:

(...) she portrays this problem of unplanned urbanization which is something very
common around us through the city of Ankara that becomes a character in the novel
through personification and anthromorphism, demonstrates that she handles this issue
with regard to magical realism (see Yildirim, 2019: 562). %°

The novel does not only touches upon the personal trauma that Eurydice
experiences but also touches upon another kind of trauma that is brought by
modernization and urbanization. The rapid urbanization and the advancements might
create a shock on both an individual and society as it is mentioned before in the
theoretical framework. It is this shock that Eurydice experiences when Ankara tells
her everything, thus she calls it ‘madness’. Eurydice adapts to this idea of the city in a
short time when she informs Mr. Night about the situation she claims that at first she
was surprised but then, “(...) everything seems somehow normal...” to her. She even

asks the city to “bring a good restaurant” and a “nice piece of land” (Eray, 2006: 18).

The reason for this request might stem from Eurydice’s possible need for
somewhere that she feels comfortable and safe since in that shore city, she over-fears
and feels death which is nearby her. Furthermore, according to Kirag, “the city
becomes a friend for Eurydice and when Ankara moves to the shore city, Eurydice
does not feel unfamiliarity or estrangement since she has a chance to walk on the streets
that she is accustomed to and she fulfils her longing of the city” (see Kirag, 2019: 20-
21).18 Ankara’s following her and settling down to the shore city relaxes her for a

while. The dialogues between Eurydice and Ankara are employed throughout the

15 “Romanda bir kiy1 kentine Eurydice’in pesinden gelen Ankara’nin oraya yerlesmesi sonucunda
meydana gelecek olan olumsuzluklar Eurydice ile Ankara’nin karsilikli diyaloglarinda dile getirilir. (...)
Kurguda Nazli Eray, betona gomiilen sehirler ile bu sehirlerde meydana gelen plansiz yerlesmelerin
dogurdugu carpik diizene bir elestiri getirir. Romanda c¢apik kentlesme gibi ¢evremizde bilinen bu
gergek sorunu teshis ve intak sanatini kullanarak bir roman kigisi haline getirdigi Ankara sehri lizerinden
vermesi, bu olay1 buyulu bir gergeklikle isledigini gostermektedir”. See, Yildirim, Z. (2019). Nazh
Erayin Romanlart Uzerine Bir Inceleme [Yayimlanmams Yiiksek Lisans Tezi]. Cankir1 Karatekin
Universitesi.

16 «“Ankara’min bu kiy1 kentine yerlesmesiyle beraber artik anlatici bulundugu kente de yabancilik
¢ekmemeye baslar. Ciinkii gordiigii her yer ona tanidik gelir. Anlatici artik disari her ¢ikisinda
Ankara’da yaptig1 gibi bildigi duraga giderek otobiise binecek, yemek yemeye ise bildigi kafelere
gidecektir. Ankara’nin islettigi EGO otobiisii ile Ankara’nin tiim caddelerini gezecek ve kente duydugu
Ozlemi giderecektir (...)” See, Kirag, T. (2019). Nazli Eray’in Hikdye ve Romanlarinda Mekdnlar
[Yayimlanmamus Yiiksek Lisans Tezi]. T.C. Istanbul Aydin Universitesi.
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novel. Ankara communicates with the protagonist and what is more interesting is that
they are described as friends.

When Eurydice goes out to buy herself new sunglasses she hears the “(...)
strange, powerful metallic voice coming from a distance”. This voice belongs to
Ankara and announces “06 NZ 963, please pull over to the right!” which actually
indicates the number plate of a car, yet, this announcement is made for Eurydice who
feels “a little dazed from the heat”. Eurydice recognizes the owner of this voice and
understands that it belongs to Ankara. The city says: “When you heard 06 (Ankara),
you just pulled over to the right, didn’t you? What are you, a car? You’re kidding,
aren’t you?”. At this point Eurydice complains to Ankara by saying: “(...) Is this any
kind of joke to play on a friend?” and the city steadily answers that “(...) friends can
play these kinds of jokes on one another” (Eray, 2006: 35). This dialogue between
Eurydice and Ankara highlights the kind of relationship that Ankara and Eurydice
builds. Eurydice is an urbanized woman, aware of what it means to live in a city which

actually has an impact on her identity.

For example, when Eurydice pulls over right with the announcement,
Ankara claims that Eurydice is “well-programmed” for the streets of the city (Eray,
2006: 35). This description of Eurydice as if she is not a person but a car or a machine
that can be programmed according to the requirements of the city life and rules. This
illustrates the heavy impact of city life on a person. Here, Eurydice is mirrored as a
dull thing made of metal and she behaves according to these requirements
automatically, without even questioning them. Both Ankara and Eurydice seem to get
on well with each other since it is Ankara that is Eurydice’s ‘home’ in the novel. Thus,
the place where she has lived for many years is portrayed as an “affectionate mother”
(see Eray, 2006: 36) when Ankara tries to understand the reason for Eurydice’s being
out in this boiling weather. All of these might be the evidence for the feeling of
Eurydice’s homesickness, yet, sometimes she feels like she is suffocating in the

rapidity and crowdedness of the city.

Even though Ankara supplies a kind of relaxation to Eurydice with the places
that she is accustomed to as it is described before, she feels depressed when she goes
to see the Tunali Hilmi Avenue that has set up newly by getting on the EGO Il bus.
This feeling that she felt is portrayed as follows:
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(...) Tunali Hilmi’s utter confusion completely disoriented me.
For a moment | thought my heart would stop.
| trembled for a moment in this explosion of consciousness. (...)

The sun striking my eyes from the cars, windows, and hoods made me dizzy. The
sound of a horn that was tuck kept echoing in my ears.

I squinted. (...)

(...) the city was pressing in on me in a strange way (...)
I was like an animal whose leash had been untied.

Like a slave left on her own ...

Like an arrow that wanted to return to its bow ...

I turned onto a side street, thinking | might be able to escape the city. But it got even
worse; this too was a street that | knew (Eray, 2006. 85-86).

At this point the surroundings that Eurydice is familiar with result in her
feeling of anxiety rather than relaxation. The streets that she knows well make her feel
like she is in a prison that she cannot escape and also she emphasizes the loneliness
that she feels.

She feels an urge inside her to get away and escape from that city thus, she gets
in a taxi and arrives at her hotel back with difficulty (Eray, 2006: 87-89). When she
gets away from the city, and re-evaluates the things that she has experienced in that

place is portrayed as follows:

“Mr. Night,” I said. “It’s something really unbelievable. That place is not a street...
how can I explain it? It’s as though the whole city were there! And once you go in,
it’s very hard to get out again. It swallows you up like a nightmare. It’s very hard to
explain...”

“I didn’t understand a thing you said,” said Mr. Night. “How could a new street have
such an effect on you?”

“I told you; it’s not just a street. I can’t explain it to you, Mr. Night. It’s something
unexpected, between seeing and not seeing, like being here and not being here at the
same moment ... I don’t know, Mr. Night. It’s like you’re suddenly thinking of
yourself being far away. Remember that panic we felt in the archaeological site, and
the emptiness you felt the night after you dug up the earth around the stone relief with
your fingernails in excitement, and then left everything in the daylight, or even more,

something like a car that’s moving fast and then suddenly goes into reverse...” I said
(Eray, 2006: 89-92).

Eurydice cannot make sense of this experience since she is shocked by the
experience that she had. This shock hinders her from claiming her own presence and
she is in a kind of dilemma between seeing and not seeing, existing and not-existing
in this fantastic world. All of this quest of seeking Orpheus, trying to relive the destiny
that they share together, and the impacts of Ankara and the shore city exhaust
Eurydice.
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She cannot even sleep and contemplates all of these events that she has been
through. She also thinks about Ankara and Tunali Hilmi Avenue for a while. “That
was an unbearable nightmare about Ankara! As | thought over all these things, I fell
into deep despair” (Eray, 2006: 93). So, Eurydice cannot stand the urbanization that is
brought by Ankara and considers it as a terrible nightmare which again reminds the
readers that “somewhere on the boundaries of perception”, Eurydice is “playing with
dreams and reality” (Eray, 2006:4). Thus, she cannot evaluate these logically or
integrate them into her consciousness. Even though she feels a little relaxed with the
arrival of the city, this arrival affects her in a negative way and complicates her mind

even more than before.

All of these are articulated better with the style and narrative techniques that
are employed. Therefore, in the following chapter, there will be a focus on the narrative

techniques that both Miller and Eray apply in their novels.
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CHAPTER FOUR: TRAUMA AND NARRATIVE IN CIRCE AND ORPHEUS

In this chapter titled as “Trauma and Narrative” the impact of trauma and how
it is employed in the narrative will be explored in both Madeline Miller’s Circe and
Nazli Eray’s Orpheus. In the previous chapters, the concept of trauma and its effects
on the protagonists have been elaborated. From now on, there will be analyses focusing
on how these traumas are conveyed through the narrative in both of the novels. It is
aimed to portray that, through narrating their stories, both Eurydice and Circe have the
chance to give a meaning to their traumas. By doing so, they also have a reconciliation
with their traumas and reinforce their shattered identities.

4.1. Trauma and Narration in Circe

Madeline Miller’s Circe is a fantasy novel and it illuminates the life story of
an ancient goddess. As it is discussed in earlier chapters, Circe has been subjected to
insidious trauma. Her isolation and loneliness echo in her attempt to build a healthy
relationship with somebody, mortal or immortal. There are other kinds of traumas that
Circe experiences as discussed before. Circe struggles to reduce the impacts of these
incidents and to rebuild a new world for herself. The following sections try to highlight
Circe's trauma story and the narrative in the novel by employing some key words;
introspection, confrontation, and reconciliation. By following a path towards recovery,
it is aimed to discuss the transformation of the meaning of the wounds that Circe

carries.
4.1.1. Introspection: Examining Trauma in Circe

In Madeline Miller’s Circe there is an engagement of a first person narrator,
who is also the protagonist of the novel: Circe. She invites the readers to her world by
describing her childhood memories. “WHEN I WAS BORN, the name for what I was
did not exist”. After claiming this obscurity about her name, it is said that Circe is
called a nymph (Miller, 2018: 3). This beginning might indicate to a kind of a
problematic identity because the being that she is not properly defined by her own
family and society. This situation of lacking a ‘name’ might also have a favourable
side. Within the course of time, Circe actually defines ‘who she is’, yet, it is not an

easy thing to claim to do so.
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Ester Diaz Morillo, who focuses on the concept of ‘herstory’ in Atwood’s
Penelopiad and Miller’s Circe in her article, states that in Miller’s novel Circe “is a
character who is allowed to grow and develop her personality: she is not the same
when we meet her at the father’s palace as when we leave her at the end of the novel”
(2020: 23). Morillo emphasizes that both of the characters in the analysed literary
works “are given the opportunity to fight for selthood and subjectivity and to define
themselves by narrating their story” (2020: 23). So it is understood that there is a
restorative impact of narrating her own story and it affects the development of the

character in a positive way.

In order to accomplish this development, Circe has an introspection. In the
online dictionary of Merriam Webster the word introspection is defined as “a reflective
looking inward: an examination of one’s own thoughts and feelings” (“introspection”,
n.d.: def. 1). Thus, it can be said that before claiming the word “I”, one should make a
self-contemplation. Indeed, the whole narration of Circe can be regarded as a way of
self-reflection, in which she gives a place to other mythological characters’ stories, but

especially to her own.

In Miller’s novel, the usage of the narrative tenses stresses that the narrator,
Circe, has a retrospective look towards past. Within this evaluation, her wounds,
thoughts and feelings are reflected effectively to the readers. Indeed, there are many
different examples in the novel to this kind of introspection since Circe portrays the
impacts of her humiliation, banishment, motherhood and other things on her life, yet,
analyzing all of these is not the only purpose of this chapter. Therefore, some examples
that are thought to be significant for Circe’s way through reconciliation with her

trauma will be presented.

Throughout the narration, Circe tries to analyse her own thoughts and feelings
about her past. At the end of the first chapter, portraying the dysfunctional family that
exposes her to some humiliations Circe claims something which is very particular to
understand her evaluation of herself. “Such were my years then. I would like to say
that all the while I waited to break out, but the truth is, I’'m afraid I might have floated
on, believing those dull miseries were all there was, until the end of days” (Miller,
2018: 13). She wants to realize herself. However, she is distorted by these traumatizing
events, so she feels incapable to do so. This indicates that she is not aware of her own
potential or maybe she does not trust herself to acknowledge the other way.
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Another possibility for this state of mind might stem from the fact that the
familial relationships that Circe has made her believe that she is insignificant and
inadequate. Moreover, she is ignored by her family members. This idea of her can be
proved when she secretly helps her uncle, Prometheus who is harshly whipped during
his punishment. When she brings some nectar to her uncle, and revolting to her father
by doing so, Circe realizes that no one in her family notices her absence. She claims

as follows:

I was nothing, a stone. One more nymph child among the thousand thousands. A
strange feeling was rising in me. (...) I walked to my father’s treasury, filled with its
glittering riches (...) | took the dagger. (...) Beneath lay my palm, soft and unlined. It
could bear no scar, no festering wound. (...) | found that | was not afraid of the pain
that would come. It was another terror that gripped me: that the blade would not cut
at all. (...) It did not pass through. My skin leapt apart at the blade’s touch, and the
pain darted silver and hot as lightning strike. The blood that flowed was red, for | did
not have my uncle’s power. The wound seeped for a long time before it began to reknit
itself. | sat watching it, and as | watched, | found a new thought in myself. I am
embarrassed to tell it, so rudimentary it seems, like an infant’s discovery that her hand
is her own. But that is what | was then, an infant. The thought was this: that all my
life had been murk and depts., but I was not a part of that dark water. | was a creature
within it (2018: 23-24).

Even though Circe, as an immortal does not bear any bodily wounds for so
long, it can be said that her immortality does not grant her a protective shield for the
psychic wounds. She lacks belonging even in her family. At this point, it might be
proposed that Circe cuts her palm to see the blood and this might be a way to claim
her existence which is constantly ignored by her family members. Thus, she wants to

prove her existence, yet, she does not have control over it.

She feels dissociated even from her own life. “My life closed me in like granite
walls” (Miller, 2018: 35) this is the way that Circe evaluates her own life. As it is
discussed before, the extreme loneliness bothers this immortal goddess. According to
Stine-Mari Hovind, Circe is not accepted even by her own family. So, she feels
alienated and lonely (see Hovind, 2022: 42). “This loneliness likely encourages her in
pursing relationships with mortal men such as Odysseus, Glaucos, Daedalus, as she
never quite fit in with her immortal peers” (Hovind, 2022: 42). However, she cannot

completely find what she seeks for even in these relationships.

Even after she is banished to the island and becomes a mother, these events
that she has experienced in her father’s halls recur in her mind. She also struggles to
mediate between being an immortal goddess and a mother of an uneasy son. She

questions her own past to interpret her present and she also questions her present by
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trying to interpret her past. So, she tries to give meaning to the moment she is in. When
she questions the reason of Telegonos’ uneasiness and the hardships for motherhood,

she finds the answer in the past:

As if in answer, a vision of my father’s halls drifted up: the sterile earth floor, the
black gleam of obsidian. The sound of the game pieces moving on their board, and
my father’s golden legs beside me. I had lain quiet and still, but | remembered the
ravening hunger that was in me always: to climb into my father’s lap, to rise and run
and shout, snatch the draughts from the board and batter them against the walls. To
stare at the logs until they burst into flame, to shake him for every secret, as fruits are
shaken from a tree. But if | had done even one of those things there would have been
no mercy. He would have burnt me down to ash (...) Why should he be peaceful? |
never was, nor his father either, when | knew him. The difference was that he was not
afraid to be burnt (Miller, 2018: 268-269).

This fear that she experiences in her father’s halls actually has shaped a

significant part of her life. It even transcends Circe and reflects on her son.

This fear of her affects her relationship with her son when Telegonos grows
old and wants to leave the island. Circe does not let him go since she thinks that it is
too risky for him and there is also the danger of death. Thus, her son complains about

this situation that Circe internalizes:

Fear and the gods, fear and the gods! That is all you talk about. It is all you have ever
talked about. Yet a thousand thousand men and women walk this world and live to be
old. Some of them are even happy, Mother (Miller, 2018: 282).

This fear that she feels in the past interrupts her present relationship with her
son. After this remonstrance Circe lets her son go but on some conditions. As a mother,
she wants to be sure that he will sail securely, thus she accomplishes a task to keep
him secure. This task impacts the state that she is in. In order to be sure about the
security of her son, Circe encounters Trygon, the most powerful creature in the world
and she takes its poisonous tail to make a weapon that will keep her son safe.

When she gets the tail she says “(...) | thought: I cannot bear this world a
moment longer” and against this idea of Circe the powerful monster responds by
saying “Then, child, make another” (Miller, 2018: 295). This indicates that Circe
thinks that she cannot stand to live. This encounter encourages her to reclaim her new

future by confronting her fears and her past.

In the following section, there will be a focus on Circe’s confrontation with
her wounds. Especially, her father and Scylla, the monster that Circe created out of her
jealousy, impact her identity as it is discussed in the earlier chapters. At this point it

can be said that confronting the past is necessary in order to reconcile with it and to
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restore her bothered psyche and self. While portraying these confrontations with the
past there will also be an analysis of the narrative elements that are used effectively by

the author within the frame of trauma.
4.1.2. Confrontation: Chasing Trauma

As it is portrayed in the previous chapters, Circe is a character who is exposed
to traumatizing events in her childhood and adulthood. When she is exiled on the island
it is discussed that this banishment impacts her in a positive way. She starts to explore
her own powers and confronts with the things that traumatizes her. At first, Circe’s
confrontation with her father, whom can be regarded as a patriarchal figure will be
demonstrated. Then, there will be an evaluation of Circe’s confrontation with Scylla
since she feels the guilt of the people that this monstrous creature kills. While doing
these there will be an employment of Pederson’s ideas who argues that traumatic
experiences are remembered and they are speakable. By confronting her past, it can be
suggested that Circe becomes ready to reconcile with her trauma.

As it is discussed above, Pederson proposes three elements to approach trauma.
At first, it is suggested that instead of focusing on the gaps that reflects the impacts of
trauma, one can focus on to the text itself. Contrary to the earlier ideas about trauma
that it is not graspable, thus it cannot be remembered clearly, Pederson asserts that
trauma is both memorable and speakable. Remembering the traumatic events may help
trauma survivor to gain control and agency (see Pederson, 2014: 338). Circe
remembers her childhood memories, the way that her siblings mocks her because of
her appearance. She remembers the fear that her father sheds upon herself and her
identity. As it is portrayed above, even after she becomes a mother these memories are
vivid and the fear that she feels has become a part of her. When she confronts with her
father, these memories actually help her to take control of her life and leads her towards

her recovery process.

After she takes the tail of Trygon and lets her son Telegonos to leave her island
to become a king, Circe calls her father; Helios. She really knows the gods well, and
can understand their motivations and desires. “HELIOS WAS NOT A god to be
summoned, but I was the wayward daughter who had won Trygon’s tail. Gods love
novelty, as I have said. They are curious as cats” (Miller, 2018: 377). These lines

indicate that even when she needed and waited for her father to arrive, she was alone.
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Moreover, she has always been an ignored child and thought to be a disgrace to the
family. However, Circe’s gaining such a powerful weapon draws attention of his

father.

She wants her punishment of exile to be revoked but her father claims that she
is “punished for eternity”. At this point, Circe revolts against her father and repeats her
desire in a clear and commanding way: “I ask you to go to Zeus and speak on my
behalf. Tell him you would take it as a favour to release me” (Miller, 2018: 377). The
ways that Circe speaks to her father, or more important to the god of Sun, Helios, might
indicate to her self-improvement. After living on exile and struggling all alone with
many hardships, it is understood that Circe becomes aware of her potential and for the
first time, she directly withstands to her father and to the elements that he represents
like order, authority, and patriarchy. Nevertheless, she remembers all of these
processes when her father asks as follows:

“Why would I do such a thing?”

There were many answers | might have given. Because | have been your bargaining
piece all along. Because you would have seen those men and known what they were
and still you let them land on my island. Because after, when | was a broken thing,
you did not come.

“Because I am your daughter and would be free” (Miller, 2018: 377-378).

It is seen that her father has treated as an object that can become a source of
bargain. When she is sexually assaulted by the men, her father, who can prophesy and
see everything, does not help or protect Circe. She evaluates herself a ‘broken thing’
which indicates to her shattered identity and she claims that her father has never been
there for her. Thus, she easily utters her desire of freedom and does not reflect these

past wounds to her father.

After claiming these words, her father again blames Circe for her being
“disobedient” and “overbold” (Miller, 2018: 378). Circe does not step back and admits
that she helped Prometheus. Even though her father does not believe that at first but
Circe goes beyond admitting and threatens her father by telling this to Zeus whom
Helios is afeard to be exposed to his wrath. Besides all of these Circe claims that she
can tell other things that she remembers from her childhood:

“All those tiptoeing treasons | heard you whisper with my uncles. | think Zeus would
be glad to know how deep the Titan mutiny goes, don’t you?”
“You dare to threaten me?”’

“I dO.”
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(...) “You would start a war.”

“l hope so. For | will see you torn down, Father, before | will be jailed for your
convenience any longer.”

His rage was so hot the air bent and wavered around him. “I can end you with a
thought.”

It was my oldest fear, that white annihilation. | felt it shiver through me. But enough.
At last, enough (Miller, 2018: 378).

Circe fears of the power that her Father bears. She knows that she might cease
to exist by this power. This fear that she has felt throughout her life has affected her
negatively, at this point she is actually confronting the risk of her own death and revolts
against this possibility.

She claims that she has “stood against Athena” and “walked in the blackest
deeps” (Miller, 2018: 379). Therefore, she claims that she has the power to protect
herself. She directly looks into her father’s eyes. Helios tells Circe when “‘I do this
thing,” he said, ‘it is the last I will ever do for you. Do not come begging again’”
(Miller, 2018: 379). This again can be interpreted as a way that her father
underestimates the strength of Circe. She says that she will never go and beg, and she
will leave the island the next day (Miller, 2018: 379). At this point Circe remembers
her past and claims that:

He would not ask where, he would not even wonder. So many years, | had spent as a
child sifting his bright features for his thoughts, trying to glimpse among them one
that bore my name. But he was a harp with only one string, and the note it played was
himself (Miller, 2018: 379).

Circe remembers her past and summarizes her memories by using a great
metaphor. The only thing that her father hears and cares is himself. This indicates that
she has always been an ignored child, however, this wound does not bleed anymore:
Circe tells her father that he should not count her among his children. By doing so “(...)
Circe is free from her exile and family ties at last” (Rogers, 2021: 37). Circe unbinds

the punishment and the familial roots that keeps her at the same state.

The second proposal that Pederson asserts is that one should try to find
“evidence of augmented narrative in detail” since he thinks that in order to put the
trauma into words, one might need “more words”. The memories of traumatic
experiences might be “multisensory” (Pederson, 2014: 339). Indeed, when Circe
confronts with Scylla, who was her cousin that she transformed into a terrible monster
these elements are seen within her narration. As it is described earlier, Circe feels a

post-traumatic guilt because of the monster that she has created since Scylla kills

93



mortal sailors when they sail nearby her. Thus, she encounters with Scylla and tries
to find a cure for her when she sails with Daedalus to help her sister. She narrates the

event there are visual and aural images in order to describe this terrifying encounter:

She was gray as the air, as the cliff itself. | had always imagined she would look like
something: a snake or an octopus, a shark. But the truth of her was overwhelming, an
immensity that my mind fought to take in. Her necks were longer than ship masts. Her
six heads gaped, hideously lumpen, like melted lava stone. Black tongues licked her
sword-length teeth. Her eyes were fixed on the men, oblivious in their sweating fear.
(...) She screamed. The sound was a piercing chaos, like a thousand dogs howling at
once. Some of the rowers dropped their oars to cover their ears (Miller, 2018: 116-
117).

Encountering with the monster that she has created is overwhelming for Circe.
She claims that her mind cannot believe this. Pederson suggests there is the vivid usage
of the senses that are visual and aural. The description of the monster is done by using
many similes and comparisons. Scylla’s head is compared with the ship masts and her
teeth are compared with a sword. Circe establishes similarities between Scylla’s head
and lava stones. By doing so, Circe actually enhances this effect of her post-traumatic
guilt. She feels guilty for being the responsible person of all of these dead men, and

towards the end of her story, Circe undoes what she has created.

When her punishment of exile is over, Circe sails with Telemachus, the son of
Odysseus and Penelope. Circe builds a romantic relationship with him and they
together encounter with Scylla one more time. This time, she has the right weapon, the
poisonous tail, to stop this terrible monster. This second confrontation that they

experience is portrayed as follows:

The smell struck me, familiar even after so long: rot and hate. And then she came,
slithering out of the gray fog. those old lumpen heads of hers crept along the cliff,
rasping as they went. Her bloodshot gaze was fixed on the rams, reeking of fat and
fear (Miller, 2018: 374).

Even after some time has passed after Circe’s first confrontation with Scylla,
her description remains similar to the previous one. Circe remembers the smell ‘even
after so long’. The visual and olfactory senses are used within the sentence in order to
represent the terrible horror that Scylla sheds. Nonetheless, Circe succeeds in turning
Scylla into a stone with the liquid she made out of Trygon’s poison and herbs. Thus,
she overcomes the guilt that she bears and claim that Scylla “(...) was gone, truly gone.
For the first time in centuries, | was not lashed to that flood of misery and grief. No
more souls would walk to the underworld written with my name” (Miller, 2018: 391).
For the first time Circe feels free of the guilt and the misery that she has been feeling

throughout all these years.
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All'in all, while analysing these confrontations the two suggestions of Pederson
are used since they are outstanding elements in Circe’s narration of the traumatizing
events. After confronting with her father Circe reclaims her freedom. She remembers
her childhood experiences which affects her identity in a negative way. As she revolts
and unbinds her familial bonds, she also feels more free of these wounds of the past.
The second confrontation that Circe makes is with Scylla whom she transformed into
a terrible monster. When she transforms her into a stone, she does not have to carry
the burden of the dead men anymore which traumatizes her so far and moves towards

her reconciliation.
4.1.3. Reconciliation: Embracing Trauma

As it is discussed in the theoretical framework telling the traumatic events
might have a restorative power upon a survivor. Even though Circe experiences
different traumatic events, such as sexual assault done by the sailors, insidious trauma
that is reflected by her familial members, and the guilt that she feels because the horror
that Scylla sheds, she tries to restore what was broken within herself by narrating her

own story.

At first it can be claimed her exile have positive and negative impacts upon her
identity. At the beginning it is portrayed that Circe’s banishment make her feel
unsecure in this unknown world. Furthermore, Circe has to struggle with different
dangers. Circe’s island is visited by many mortals and immortals. Some of these has
hurt Circe both physically and psychologically as it is discussed earlier. Therefore, in
order to protect herself and her beloved ones, Circe casts different spells in order to
protect herself and her island against the visitors. By doing so, Circe at first tries to
establish a kind of security as Herman claims. Among all of these dangers Circe re-
explores herself and her powers as it is discussed before. In the island she finds the
chance to exercise her own powers since she is challenged both as a woman and a

mother.

At the halls of her father, Circe has always the fear of burning into ashes. It
should be reminded that her father is the God of Sun, the figure of authority and he has
such power. Being with her family is also not secure for her psychology since Circe is
exposed to insidious trauma. When she acknowledges her situation, being an exiled

goddess, Circe starts to improve herself. “In Aeaea, Circe began to embrace her true
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self and her power. Her alienation from the rules and regulations of the male dominated
world allowed to construct a new individual self” (Altin, 2020: 152). She tries to shake
off the impacts of being repressed and excluded by her family members, especially by

the representatives of the patriarchal norms.

Indeed, it is claimed that “Circe was feeling lost and disregarded among the
nymphs and gods. In Aeaea, she became reconciled to the idea of loneliness and being
in exile, and she realised the extent of her power and embrace it” (Altin, 2020: 152).
It is acknowledged that Circe’s ignoration and loneliness has outstanding impacts on
her childhood and identity, yet, her banishment becomes a space of transformation for
herself. She struggles to reclaim her life. “Aeaea became her kingdom. Finally, she
had an opportunity to build her character through her experiences” (Altin, 2020: 153).

This is the first step that she takes for her reconciliation with her traumatic past.

Secondly, her confrontations with her fears and guilt in the past helps her in
her recovery process. These confrontations also claim what Herman suggests:
survivors might actively confront their fears instead of passively embracing the
recurring events (1992: 197). This is what Circe does in order to accomplish her
process of recovery. Herman also emphasizes that confronting with family or having
a disclosure might enforce the trauma survivor’s recovery process (1992: 200). As it
is discussed above, by confronting her father Circe actually confronts with her past

and also with the authority. It is emphasized that:

When the reader is first introduced to Circe she is quiet and passive. When she shows
kindness to Prometheus and tells him her name, she metaphorically raises her voice
for the first time. After that point, though she often backslides into Silence or a
Whisper, she moves inexorably forward until her voice is the final tool for the
achievement of her autonomy. By the end of the novel (...) she is unafraid to use her
voice to defy her father and everyone else who would seek to control her (Thomas,
2021: 23).

There is the emphasize of the voice that Circe gains as the story unfolds. Being
able to speak, or to tell, helps her to gain her own control over the experiences that

distorted her psychologically.

This actually indicates to the idea that Brison suggests: sharing the traumatic
memories with other people helps “survivors to gain more control over the traces left
by trauma” (2002: 71). The restorative impact of the attempt to narrate one’s own
traumas is emphasized by Brison. Circe also gains control over these distressing

impacts and she undergoes a process of transformation in positive way. She claims
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that “I had been old and stern for so long, carved with regrets and ears like a monolith.
But that was only a shape I had been poured into. I did not have to keep it” (Miller,
2018: 392). She wants to come into terms with her past and rebuild a future for herself.
Therefore, Circe does the thing that Herman portrays: She reconstructs her own story.
This helps her to embrace these wounds as a part of her life and to create a future for
herself after she comes to terms with her traumatic past.

Although Circe does not share her past with other people, towards the end of
the novel, she tells it to Telemachus. She admits that she has transformed Scylla into
a terrible monster. When Telemachus asks her in what way did it happen, indeed Circe
fears:

There was a piece of me that shouted its alarm: if you speak he will turn gray and hate
you. But | pushed past it. If he turned gray, then he did. I would not go on anymore
weaving my cloths by day and unravelling them again at night, making nothing. | told
him the whole tale of it, each jealousy and folly and all the lives that had been lost
because of me (Miller, 2018: 392).

Narrating the events to Telemachus at first seems horrific for her. However,
Circe stands against this situation too and admits that she tells him everything. This
might indicate that even she, herself was also terrified by her own past since it is
something challenging for somebody to acknowledge such experiences. She also
claims that her past is full of “monsters and horrors no one wants to hear” (Miller,
2018: 393). But Telemachus claims that he would like to listen, then Circe tells him
all the stories. At this point it can be claimed that Circe trusts in both herself and to
Telemachus. Even though telling some of these experiences is something difficult and
challenging for her, some of them actually give her pleasure (Miller, 2018: 394). In
the end, after confronting all of her fears and narrating what she has been through all

of these years, Circe follows a new path for herself.

At the end of the book Circe prepares a mixture to become a mortal. Moreover,
she tells her dreams: to travel the world with Telemachus, to have daughters, to get
married, and to live. This reminds Herman’s idea that after the survivors of trauma
have a reconciliation with themselves, they gain the “capacity to revisit old hopes and
dreams” and she has the courage to portray her wishes and desires. (1992: 202). She
drinks it by saying throughout her life “I have been moving forward, and now I am
here. I have a mortal’s voice, let me have the rest” (Miller, 2018: 405). She finds peace
in mortality and embraces the risk of death which has traumatized her so far.
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Fitzgibbon claims that by transforming her into a mortal being, “she breaks the
‘chain of fear’ embedded in the hierarchy of the gods. While sovereign, Circe does not
seek domination over others. Instead, she stands as a symbol for interdependence,
relationally, and embeddedness within nature” (2021: 8). What FitzGibbon
emphasizes at this point, even though Circe has been victimized many times, she tries
to struggle with this position of her. Thus, she reconciles with both her ‘self” and her
past through having introspection, confrontations, and being able to narrate her own
story. In the end, she appears as a character who can build new bonds with herself and

other people.
4.2. Trauma and Narration in Orpheus

Nazli Eray, embraces particular techniques within the narrative of Orpheus.
The writer uses repetitions, intertextual and intermedial references in the novel. So it
becomes possible to evaluate this fantastic story as a post-modern work in which many
different stories and narrations are intermingled. All of these techniques enhances and
contributes to Eurydice’s story. Although Eurydice encounters with overwhelming
experiences throughout her journey, it can be said that narrating these incidents

supports her goal of ‘coming into terms’ with the myth of Orpheus.
4.2.1. Introspection: Examining Trauma in Orpheus

Similar to Circe, there is also an employment of the first person narrator in
Eray’s Orpheus who tells the events that she has encountered with. This narrator might
be unreliable, however, she is accepted to be Eurydice. According to Toyman,
Eurydice is dead, the narrator takes over Eurydice’s identity and she seeks for Orpheus
(2006: 148).17 In the novel there are traces that proves the both sides of this ambiguous
identity since on the one hand, Mr. Night thinks that she is Eurydice and the narrator
does not refuse this claim (Eray, 2006: 12), but on the other hand, it is claimed that the
Orpheus that they search for is not the Orpheus in the mythology and whether Eurydice
is dead or not is not known. Moreover, it is said that maybe she comes to this shore

city to die (Eray, 2006: 6). Although there is an obscurity within the identity of this

17 “Orphée’nin maceract kahraman1 Eurydie, aslinda &liidiir. Anlatici Burydie’nin yerine gegerek
Orphée’yi arar”. See, Toyman, Y. O. (2006). Nazli Eray’in Roman Diinyasinda Diissii ve Biiyiilii
Gergekligin Kurgusu ile Fantastik Unsurlar [Yayimlanmamig Yiiksek Lisans Tezi]. Tc. Siileyman
Demirel Universitesi.
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narrator, the usage of the first person point of view can be considered as something

useful.

“When it comes to testifying against a traumatic event first-person narrator
might be the most effective tool since it may create recovery and make readers
empathize with the narrator’s struggles” (Sirin, 2022: 30). As it is claimed, first-person
narrators might be the most useful option since tracing their wounds and identifying
with them might be more possible. This situation is common in both of the literary
works that are investigated in this research. On the first page of the novel there is a

description of a journey as following:

I had been on the bus going to the shore city | wanted to reach for almost twelve hours.
My feet were swollen and | was completely exhausted. During the final two hours, |
had been unable to breathe inside the bus; | had an inexplicable feeling of heaviness
(Eray, 2006: 1).

This is the beginning of Eray’s Orpheus and the readers are thrown into the
fantastic realm which at first can be regarded as somewhere claustrophobic. Due to the
narrative tenses that are employed at the beginning, it is immediately understood the
narrator tells an event or events after some time has passed. Therefore, it can be

asserted that the narrator willingly chooses to travel back in time and narrate the story.

The whole narrative can be regarded as a process of giving meaning to the
traumatic and tragic events that the narrator experiences. As it is mentioned before, the
journey of Eurydice can be evaluated as a journey to her inner self. She becomes the
survivor of her tragic destiny by reliving and giving meaning to it. In the original myth
looking backwards holds an outstanding importance for Eurydice and Orpheus. In a
similar way to the myth, there is a retrospective look of the narrator who tells the past
events in the novel. Through this retrospection, Eurydice’s thoughts and feelings are

mirrored which enables the readers to gain more insight about the protagonist.

Especially, the letters that Eurydice writes to Emperor Hadrian can be
considered as an example of her attempt to give a meaning to the events that she
experiences and of her introspection. “Corresponding with the statue serves as an
outlet for Eurydice to express her worries and wishes, making her conscious of her
inner thoughts” (Erol, 2006: xvii). To the first letter of the Emperor she tries to portray

the similarities between the statue and herself as following:
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Dear Emperor Hadrian,

(...) I have strange roots myself, and believe me, sometimes | am incapable of moving
from where I am. So you mustn’t let yourself get depressed about being buried up to
the waist in the ground, as you wrote in your letter.

As far as your arms are concerned, dear Emperor, at this point in time my arms are
broken as well. But in any event you quite accurately noticed this last night. You saw
right away that | was struggling, and that | was helpless at certain moments!

You say, “All year long I stand there and stare at the same spot.” Dear Hadrian,
aren 't most of us like that? Don’t most of us just stare at the same things all our lives?
(Eray, 2006: 30).

Being incapable of moving just like a statue and looking to the same point
throughout her life Eurydice cannot find so many differences between herself and the
statue which implicitly actually indicates to the trauma she experiences. Eurydice
“establishes a similarity between humans and statue of Hadrian. (...) Hadrian is the
symbol of human’s perspective which people dedicate their lives” (Sabas, 2021: 98).18
Being half buried up might be a metaphor to her traumatic memories that cannot rise
to the surface to be acknowledged. Thus, she evaluates her current situation
introspectively through writing and the condition that she is in actually disturbed by
her past which is not explicitly described in the novel. Looking at the same spot might
refer to Eurydice’s traumatic relationship with Orpheus since this relationship has
become the main focus of her life. Therefore, she repeatedly visits the archaeological

site where she observes Orpheus’s house every night.

As these letters come and go by, Eurydice gets ready to confront with her
trauma by digging into the deepest sides of her conscious. On the second letter she
claims that she wants to understand the things that she experiences. “Some strange
events that I still can’t figure out happened last night just before dawn, then again a
little while ago. I’d like to ask your opinion” (Eray, 2006: 50). Eurydice is willing to
understand what remains within her unconscious. Furthermore, the time of the events
that she tells is dawn, which is the darkest part of a day and the part before it gets

brighter.

The strange thing that happens that night is their finding the relief on which
Orpheus and Eurydice are carved. In order to bring the strange thing that she describes
into the light Eurydice claims that:

18 “Eurydice, insanlarla heykel Hadrian arasinda bir ortaklik kurar. (...) Hadrian, insanlarin émiirlerini
adadiklar bakis aginin semboliidiir”. See, Sabas-Polat, E. (2021). Nazli Eray Romanlarinda Yapt Ve
Tema [Yaymmlanmamis Yiiksek Doktora Tezi] T.C. In6nii Universitesi.
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We dug around the stone and uncovered much of it. My assistant determined that there
were two human figures on the stone. If you ask me, this stone could have been at the
beginning of the passage Orpheus used to descend to the other world. Tell, me do you
know something about all the stones and remains in the archaeological site? (Eray,
2006: 50).

The stone is associated to the Underworld, where the dead people rest. It seems
like Eurydice tries to understand the entrance of the passage to this world. Thus, they
dig deeper and deeper and this might be a part of a bigger thing. What Eurydice
excavates in this archaeological site might lead her to her own traumatic past.

There are others letters between Eurydice and Emperor Hadrian, however,
among them one carries a greater significance. As it mentioned before, in one of those

letters, Hadrian questions Eurydice as following:

What I really couldn’t comprehend, dear Eurydice — in this developed, great world,
where you have every means and possibility of communication — is why you come
every night to stand next to me with your assistant and look from this old (and now |
realize just how old) archaeological site, and why you are content to just see the lights
in Orpheus’ house from a distance of 500 meters? (Eray, 2006: 80).

This question actually makes her think the reason behind her repetitive
behaviour, however, Eurydice also claims that she does not know what causes her to
do so. “But for some reason that I don’t know, I’m afraid of him, and I run away ”
(Eray, 2006: 82). Since the death is actually a part of the lovers’ story, it might be the

reason of Eurydice’s fear towards Orpheus.

As she keeps writing she starts to acknowledge what has been disintegrated so
far. Corresponding with a statue appears something as fantastic, however, these letters

are actually Eurydice’s introspective look upon the events:

Dear Hadrian,
I’'m having a terrible night.

(...) Dear Hadrian, while I was in the newly developed city today, things that I neither
know nor understand took place in the archaeological site.

And really, I can’t figure out what’s going on there anyway.

Tunali Hilmi, or Ankara, was as terrible as an explosion of consciousness that
plastered so many photographs on top of one another (...)

It was like | was writing the letter to myself.

As | wrote, | was passing from belief to disbelief and back again (Eray, 2006: 94).
The point that she claims that she does not know, understand or figure out
actually indicates to the quality of the traumatic events in Caruthian terms. Even

though she goes to the same archaeological site and watches Orpheus’s house from
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distance, by claiming this she indicates to the events that she experiences were not a
part of her consciousness.

For example, “Ankara’s dwelling to another city is symbolic in the sense that
memories’ attacking to the brain” (Toyman, 2006: 143).%° All of these, as well as the
urbanization with the arrival of Ankara, make her feel like she is having an ‘explosion
of consciousness’. This might be regarded as a situation in which she has the little
pieces of all of these memories, yet, she cannot give a meaning to or organize neither

of them fully.

Eurydice thinks that the letters that she writes to Emperor Hadrian becomes a
way to talk and write to herself. Erol suggests that the statue might be the ego of
Eurydice since she claims that the letters that when she writes to Emperor Hadrian, she
writes to herself (2006: xviii). At this point, it can be claimed that the retrospective
introspection of Eurydice is engaged into the narrative. With the help of telling and
writing her own story including her feelings, fears, and thoughts Eurydice get ready to
confront with what she traumatizes her throughout her journey: death. In the following

part there will be an analysis of this confrontation within the frame of narrative.
4.2.2. Confrontation: Chasing Trauma

It is something acknowledged that confronting with what traumatizes one
might be challenging. However, in Eurydice’s case, it is asserted that she is
encountering with these events for the second time since she is aware of the death in
the end of her story with Orpheus. Regardless of this experience she has, it is not
something easy for her to have a confrontation with death. As it is discussed before,
death is regarded as one of the main themes of the story and Eurydice is extremely
disturbed by the presence of it. Furthermore, while narrating this experience, it is seen
that there are some elements in narrative that Whitehead has reported to be present in
trauma fiction. Among these strategies repetition holds a particular place. It is asserted
that repetition “can act at the levels of language, imagery or plot” (Whitehead, 2004:
86). Moreover, traumatic narrative “mimics the effects of trauma, for it suggests the

insistent return of the event and the disruption of narrative chronology or progression”

19 “Ankara’nin bagka bir kente yerlesmesi, amlarin beyne hiicum etmesi anlaminda sembolik bir
durumdur.” See, Toyman, Y. O. (2006). Nazli Eray in Roman Diinyasinda Diissii ve Biiyiilii Ger¢ekligin
Kurgusu ile Fantastik Unsurlar [Yayimlanmamis Yiiksek Lisans Tezi]. T.C. Siileyman Demirel
Universitesi, Sosyal Bilimler Enstitiisii, Tiirk Dili ve Edebiyat1 Anabilim Dal1, Yiiksek Lisans Tezi.
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(Whitehead, 2004: 86). This repetition is also seen in Eray’s story in order to represent

trauma and its impacts on the narrative.

First of all, the repetitive action of going to the archaeological site within the
plot is important. These little trip to observe Orpheus from that place actually has a
deeper meaning. Usually, it is seen that Eurydice and Mr. Night go there when it is
dark. This might indicate to a particular condition in which both Eurydice and Orpheus
are in. Just like the night covers and hides everything, death leaves its mark within the
couple’s unconscious. Furthermore, it is highly acknowledged that darkness is
associated with death. “In the darkness, we were going straight towards a person whose
soul was riddled with contradictions, and | had left finding the roads to Mr. Night”
(Eray, 2006: 13). This is what Eurydice thinks on her first adventure towards
Orpheus’s house.

It is understood that this expedition appears to be a way towards one’s darkest
sides of the soul or maybe it is even more, a way towards unconscious. Even though
Eurydice’s words are uttered for Orpheus’s soul, it can be inferred that her soul is also
‘riddled with contradictions’ and she cannot find a way to get out all of these. So she
lets Mr. Night to lead herself in this metaphorical journey towards inner parts of her

psyche because she needs to confront with her trauma which resides in the deep.

While Eurydice tries to attain this quest, she does not follow a linear and neat
narrative. Rather, her thoughts are fragmented and this echoes in the way that she
narrates the events. First of all, the point that needs analysis is the usage of the
intertextuality and intermediality employed within the narrative. Sibel Erol claims in
the introduction part of Eray’s novel that “Orpheus derives its primary narrative
threads from intertextual references to other texts and genres” and she lists that these
references as “the myth of Orpheus, Bernardo Bertolucci’s film Last Tango in Paris,
the statue of Emperor Hadrian, the arrival of Ankara and urbanization, and the recent
political history of Turkey” (2006: xiii-xiv). It is possible to regard the whole story of
Orpheus and Eurydice as an intertextual text since it is based on the mythological story

of Orpheus and Eurydice.

“Intertextuality can suggest the surfacing to consciousness of forgotten or
repressed memories (Whitehead, 2004: 85). It is understood that with the help of

intertextuality the traumatic memory can rise into the surface. It is suggested that:
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In returning to canonical texts, novelists evoke the Freudian notion of the repetition-
compulsion, for their characters are subject to the 'plot’ of another('s) story. Novelists
can also revise canonical works, however, reading them against the grain and
providing a new perspective on familiar texts. Trauma fiction overlaps with
postcolonial fiction in its use of intertextuality to allow formerly silenced voices to
tell their own story. (...) The intertextual recovery of hitherto marginalised voices
signals the ethical dimension of trauma fiction, which witnesses and records that
which is ‘forgotten’ or overlooked in the grand narrative of History (Whitehead, 2004:
85-86).

It can be claimed that Eray’s Eurydice is also subject to the plot of another’s
story, the story of Eurydice in mythology. By retelling this story from her perspective,
Eray also allows Eurydice’s voice to be heard by the readers. This carries a significance
since in other retellings of the myth of Orpheus and Eurydice as they were analysed
before, Eurydice has been victimized as a woman. By reversing this situation, Eray

also challenges this idea.

Moreover, in Eray’s text, intertextuality and intermediality are not only used to
supply a new perspective. Nazli Eray uses intertextuality techniques in order to enrich
the fiction and crucial features of the myth of Orpheus which she detaches from its
setting and the author combines this into the content creation process of a modern
narrative (Ozdemir, 2018: 77).2 It can be said that these techniques that are mentioned
above actually enhances the narrative. The usage of Last Tango in Paris has an
outstanding importance in the narrative. “Eray uses Bertolucci’s groundbreaking 1972
film as a means of opening up the original Orpheus myth, but also makes us realize
that the film’s plot is a kind of reverse Orpheus story” (Erol, 2006: xv). So, it requires

a detailed analysis.

If it is needed to introduce this movie shortly, it can be said that Last Tango in
Paris is about the relationship between Jeanne, a young girl, who is about to get
married and Paul, who has lost his wife. Both of these people do not know nothing
about each other but have a sexual relationship in an apartment that they would like to
rent. However, the things changes and Paul wants to build a regular relationship with
her yet, in the course of time he is not attracted by her. Their story ends with Jeanne’s

killing Paul with a pistol.

20 “QOrphée mitini modern bir anlatimin igerik olusturma siirecine katan yazar, baglamindan kopardigi bu
mitin kurgusunu ve kritik motiflerini de metinlerarasilik uygulamalari ile zenginlestirir.” See, Ozdemir,
A. N. (2018). Nazli Eray’in Orphée’sinde Bir Mitin Yeniden Kurgulanisi: Modern Zamana Siiriilmiis
Bir Golgenin Arayist. Bekir Zengin (Ed.). In VII. Uluslararas: Karsilastirmali Edebiyat Bilimi Kongresi
Bildiri Kitabi, 75-83. Sivas: Kriter Yayievi.
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Both the script and the movie of Last Tango in Paris is appreciated by
Eurydice. It is known that the movie is directed by Bernardo Bertolucci and when
Eurydice and Mr. Night plan to show the movie to Emperor Hadrian, she claims as
following:

Life.

Love.

Death.
The film had everything (Eray, 2006: 41).

The movie shares common topics with Eray’s text and even more, in the end it

intermingles with Orpheus and Eurydice’s story as it is discussed earlier.

At this point it should be remembered that the tragic end that is waiting for
either Orpheus or Eurydice is accomplished during the movie screening. Just like
Orpheus, Eurydice, Mr. Night and Emperor Hadrian, who watches and hears the
incidents in the movie, the readers witness the stories of both of the couples since Eray
employs the dialogues within the movie and the script of the events in her novel. When
Jeanne, one of the characters in the movie shoots Paul, Eurydice catches Orpheus’s
eye and Orpheus dies at dawn (Eray, 2006: 143-144). This usage of intermediality,
which can shortly be described as the interplay of many distinctive media such as
music, film, literature and so on, might emphasize the female characters’ controlling

their own destiny.

There is also the employment of the excerpts from the novel of Last Tango in
Paris. For example, it is seen that Eurydice enjoys reading these excerpts which also
share some common grounds with Eray’s novel. Erol draws these grounds at first by
referring to the games of light. Both Paul and Orpheus turns on and off the lights.
According to Erol, this “(...) resonates with Orpheus’ association with light, symbolic
of his ability to bring the dead from the realm of darkness to life” (Erol, 2006: xvi).
Turning on and off the lights reflects Orpheus’ existence and feelings. “Just as Paul
and Orpheus are paired through their bereavement as widowers as well as through their
association with light, Jeanne and Eurydice are also connected as doubles” (Erol, 2006:
xvi). Because eventually, the first ones are killed, and the latter ones become the one

who do this.

These interactions between two different narratives can be considered as a

disrupting element that interrupts Eurydice’s narrative. Erol also claims that:
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Eray allows the disparate narrative strands to stand on their own, without integrating
them into a readily available or coherent whole. This lack of overt connection among
the strands opens the story to different levels of interpretation while also creating a
strong sense of fragmentation and sustaining Eray's use of the fantastic (2006: xiv).

It is acknowledged that fragmentation is a common feature that is found in
trauma fiction since it is really challenging to narrate trauma. These disruptions that
are supplied with intertextuality interfere with the flow of the incidents of Eray’s plot.
Last Tango in Paris is not the only media that interacts within Eray’s story. For
example, as it is discussed above, Emperor Hadrian, whom Eurydice corresponds to

through letters is also a historical reference.

This reference also opens up another way for interpretation and have similar
threads with Eray’s story. Emperor Hadrian, who ruled between 117-138 AD, also
experiences loss with the death of Antinous. After this tragic loss the Emperor
immortalizes his beloved one by giving his name to a star and keeping his memory
alive throughout his life. Erol evaluates the statue of the Emperor Hadrian as the future

of Orpheus’. She claims as follows:

Hadrian tells Eurydice that she will either break or reinforce the bond he has with
Orpheus. By causing Orpheus’ death — moving him to the next stage of the myth and
turning him into a severed, but talking head — Eurydice reinforces the similarity
between them. The description of Orpheus’ decapitated head, in Virgil’s rendering at
least, suggestively resembles a marble statue (2006: xviii).

As it 1s discussed earlier, Orpheus is dismembered by maenads in Virgil’s
story. Therefore, it might be possible to evaluate “ (...) Orpheus as the statue’s past,
and the statue as Orpheus’ future” (Erol, 2006: xviii). With the employment of the
statue of Emperor Hadrian, the author “ (...) problematize the issue of time and the
limits of historical vision” as well as stressing that “‘each historical period is limited by
its own sensibilities and realities (...)” (Erol, 2006: xviii). This historical reference
actually emphasizes the requirement to consider any work, incident or thing within its

time span.

Another thing that interrupts within Eurydice’s narration is the announcements
of the Talza coup that she hears from radio. It can be regarded as a traumatic event that
is both collective and cultural at the same time. In Eray’s fiction the coup is portrayed

as following:

AS OF THIS MOMENT THE NEW ADMINISTRATION HAS TAKEN OVER
PUBLIC AUTHORITY IN ORDER TO ENSURE INTERNAL AND EXTERNAL
SECURITY.
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ALL DEPARTURES FROM AND ARRIVALS IN THE COUNTRY HAVE BEEN
HALTED UNTIL FURTHER NOTICE. AS OF THIS MOMENT A 24-HOUR
CURFEW IS IN EFFECT (Eray, 2006: 46).

This announcement is also repeated in the next page and Eurydice is surprised.
Moreover, she “ (...) feels anxiety and entrapment by the coup” and she “ (...) is the
only one who can witness the coup and hear the announcements of martial law” (Erol,
2006: xiv). Even Mr. Night is not aware of this announcement. Employing such a
traumatizing incident in her fiction, Eray also mirrors the contemporary issues in
Tiirkiye, the coup that was made on the 12" of September, in 1980. Sibel Erol claims
that ““(...) this coup is foreshadowed when Mr. Night mentions that the date is August
12" exactly one month before the actual coup” (2006: xiv). By employing this
historical context which is extremely overwhelming, Eray also portrays the cultural

and collective trauma within the history and the impacts of this on a fictional character.

All of these techniques that disturbs the original flow of the plot become an
outstanding element of the trauma fiction as Whitehead portrays. Eurydice re-lives and
narrates her story and thus, she confronts with the things that traumatizes her. At the
end of the novel, it is seen that Eurydice finally confronts what she tries to avoid. As
it is discussed before, the fear of death has a significant effect on Eurydice. After the
process of introspection she acknowledges that she “ (...) had to look at him” (Eray,
2006: 106). At this moment, there is the presentation of Last Tango in Paris
simultaneously. Jeanne shoots Paul with her gun and this moment is described as
following:

Orpheus staggered, turning where he stood, and leaned against the window.

The door opening onto the balcony, unable to hold this weight, opened completely.

Orpheus’ hair was caught in the morning breeze.

‘Come on, let’s go’ said Mr. Night (Eray, 2006: 107).

This is how Orpheus’ death is described in the novel. Even though it is death
what traumatizes Eurydice throughout the novel, in these lines death is portrayed not
in a shocking way. Rather, as it is claimed when the first person narrator, Eurydice see
this, and she leaves there without any emotional reaction (Erattir, 2021: 95).2! This
might indicate that the confrontation that she has in the end also leads her to a new
path in which she is less overwhelmed by death.

2l “Bunu goren ben-anlatici, higbir duygusal tepki gostermeden oradan ayrilir”. See, Erattir, A. E.
(2021). Nazli Eray'mm Eserlerinde Fantastik Unsurlar ~ (Hikdyelerinde ve Romanlarinda)
[Yayimlanmamis Yiiksek Lisans Tezi]. T. C. Balikesir Universitesi.
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These interruptions, which are supplied within the scope of different
references, might be evidence that how challenging it is to come into terms with one’s
trauma. These distinctive elements that are treated separately from each other
throughout the narrative portrays the disorganization in Eurydice’s mind. Therefore,
while she tries to confront her trauma by embarking a symbolic journey towards her
unconscious, the new levels are open within it, and in the end she reconciles with her
trauma through narrating all of these. The next chapter will explore this issue and there
will be a focus on Eurydice’s embracing the traumatizing effect of loss. The reason for
this attention stems from the idea that the loss and death are thought the be the

cornerstones of Eray’s story.
4.2.3. Reconciliation: Embracing Trauma

Reconciliation is the thing that is emphasized even at the beginning of the
novel. The purpose of Eurydice’s journey towards the shore city is actually stems from
this desire to come into term with the past and with her trauma. At the beginning of
the novel, Eurydice portrays this world as something that is ungraspable. After
stepping into this world, she claims that she has also involved Mr. Night into this
extraordinary world involuntarily. Eurydice asserts that it is necessary for her to “come
to terms” with this world (Eray, 2006: 4). This world, in which Eurydice portrays her

own fears and wounds has affected her identity.

After witnessing Orpheus’ death, Eurydice herself actually takes the position
of a survivor and this enables her to create her own narrative which is constructed
retrospectively. Actually, as it is discussed earlier, she might be feeling an urge to
narrate this event in order to acknowledge it. Even though it is not claimed in Eray’s
novel, it is possible to regard this narration told by the first person narrator as a
survivor’s response towards trauma Eurydice survives to reclaim her story because she
does not only re-experience the same events for the second time, but she also controls

them by gaining some empowerment.

At the beginning of the story Eurydice admits that she is a person whose
“yesterday had been taken away and who had no tomorrow” (Eray, 2006: 4). It is
understood that trauma has shattered Eurydice’s conceptions about the past and future.
She does not also praise the present. Nonetheless, she continues to tell that she “knew

this” yet her “dreams were extraordinary” (Eray, 2006: 4). At this point these ‘extra-
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ordinary dreams’ might indicate to Eurydice’s desire to change the destiny that is
assigned to her. Maybe she ‘dreams’ of her own survival or a possibility for future for

herself.

Before making her dreams come true, she has to accomplish a task. This
includes the process of recovering her distorted life and psyche. At this point, it can
be said that there are two steps that leads her towards reconciliation, or in other words
her process of recovery. First of all, Eurydice tries to understand her thoughts, feelings.
In other words, she is trying to understand ‘herself” and she tries to give a meaning to
the things that she encounters. Because of this reason, she embarks on a journey
towards her inner self which is evaluated unfavourably at the beginning of the novel.

As it is mentioned before, there are some stages of recovery. The first stage of
this process includes establishing safety. Eurydice struggles to establish a kind of
safety which was violated by the trauma that she experiences. As it is discussed before,
this attempt follows a line from inwards to outwards. The introspection that Eurydice
has mirrored through the letters can portray this effectively. With the help of the letters
it can be said that Eurydice tries to re-store the disturbed balance within her ‘self” and
‘psyche’. It is seen that she counts on both herself and Mr. Night in order to complete
this attempt. Then, this need of feeling secure enlarges towards outwards and leads her
to Eurydice’s confrontation with Orpheus. This confrontation is required since it can

be said that Orpheus is the one who threatens Eurydice’s existence.

At the beginning of the novel, the narrator interrupts the narrative and thanks
Mr. Night for helping her in “reliving” the Orpheus myth (Eray, 2006: 4). This
narration cannot only be regarded as a reliving of the past, since it ends in a different
way. This point reminds Herman’s idea about the trauma survivors who have the
opportunity to actively confront their fears rather than accepting these “reliving
experiences” passively (1992: 197). Indeed, in Eray’s version of the story Eurydice is
not portrayed as a passive character, instead, she questions her earlier wounds
retrospectively and tries to regain what is lost in her life. Her confronting with the

things that resides within her unconscious paves the way for a new path in her life.

She moves on to the next step as Herman names “reconstructing the trauma
story”. Even though at the beginning of the novel the extreme fear and helplessness of

Eurydice is portrayed, it is seen that the impact of trauma reduces as the story unfolds.
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This might stem from the fact that Herman proposes; “the patient must reconstruct not
only what happened but also what she felt” and she must have a “systematic review of
the meaning of the event” (Herman, 1992: 177-178). Actually these are the two things
that Eurydice tries to accomplish. It is seen that she evaluates her relationship with

Orpheus and the meaning of this for her.

She rebuilds a world in which she is brave enough to look at Orpheus directly.
At the end of the book it is seen that Eurydice does not respond to Orpheus’ death as
it is expected. So, it can be claimed that this loss does not overwhelm her extremely.
In her narration, which is understood to be created after some time over the events,
Eurydice might have reconstructed the meaning of this loss or maybe, she has gained
the capacity to integrate it within her life. When she narrates the events by regarding

the past, it is seen that she is not overwhelmed by the event.

As it is stated before, in the original myth Eurydice dies twice; first she
becomes a victim of a snake and then, she becomes the victim of Orpheus’ gaze.
Actually, it is this risk of death white traumatizes Eray’s Eurydice so much since she
is aware of the traumatic experiences of the past and carries them to the present. By
confronting Orpheus and looking directly into his eyes reverse this past and brings her
a possibility of future, this is portrayed in the novel as following:

I was trying to see his face.

Along with such a vast distance, what kind of past was it that was struggling like this
in front of me? What kind of future?

(...) ' had to look at him as though | was looking at a trap.

I had to look at the whole map of judgment on the lines of his face, the map that would
stop all the decaying, destroying answers to problems, stop fate itself, the map that
was set up to make a new fate (Eray, 2006: 106).

At this point it is seen that Eurydice feels obliged to look at Orpheus’ face

which brings destruction to her in the past.

By confronting with Orpheus’ that Eurydice also confronts with her past.
Through narrating this events that she has encountered in her trip to the shore-city
which can be regarded as a visit to the site of trauma, she comes into terms with this
destroying event. She creates a new fate, or a new future for herself after she reconciles
with the past which is very traumatic for her. Eurydice dismantles her earlier beliefs
about herself. She acknowledges her past, finds courage in herself to confront with it

and become capable of claiming “a tomorrow” for herself. It can be said that both
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Circe and Eurydice reclaim their own story and reconstruct their perspective towards
themselves and their lives. This is one of the similarities that the novels share. There
are also other similarities and differences. In order to portray these in detail, the
following chapter will supply the comparative analyses of the works. The comparison

is based on all of these analyses made within the four chapters of this thesis.
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CHAPTER FIVE: COMPARISONS OF THE LITERARY WORKS IN
THE CONTEXT OF TRAUMA

So far, the concept of trauma has been evaluated in both of the novels in terms
of content and form. Based on these analyses, there will be a portrayal of the
similarities and differences between Miller’s Circe and Eray’s Orpheus. It is aimed to
depict that both of the novels employ the concept of trauma and harbour the impacts

of it effectively.
5.1. Tracing The Wound in Miller’s Circe and Eray’s Orpheus

This study analyses Madeline Miller’s Circe and Nazli Eray’s Orpheus by
adopting the literary trauma theory. Thus, in order to highlight the wounds that are
carved within the texts, the analyses have been supplied both thematically and
stylistically. First all, of it should be noted that both literary works have a mythological
background, however, in Nazli Eray’s novel the myth is portrayed in modern times
while Miller preserves the time and the places that are employed in the original
versions. Both Miller’s Circe and Eray’s Eurydice are known to be ancient and
marginalized characters. Within these contemporary re-writings both of the characters
have been portrayed as the protagonists of their own stories. So, it can be said that both
Miller and Eray reverses the old stories of their characters by enabling them to tell and

reconstruct their own stories.

Moreover, there are common grounds that the two literary works share. First
of all, it is seen that both Circe and Eurydice have experienced traumatic events. These
have been analysed in detail within the third chapter of this thesis. It should also be
noted that there are some distinctive differences between these novels. Thus, they also
require an analysis. If it is needed to start to compare the works thematically, the
concept of trauma has been portrayed within many different perspectives in Miller’s

Circe and Eray’s Orpheus.

In Circe, the ancient goddess’ wounds and fears are effectively mirrored in the
novel. Circe’s childhood and womanhood are full of these traumatic events. As it is
discussed earlier, she has always been a neglected child, feeling all alone even in her
own home. She cannot build healthy bonds with her family, and thus she spends most

of her years in isolation. She is exposed to insidious trauma because of her appearance
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and identity. Her family criticizes the way Circe looks, thinks, and speaks. She has
always been treated as a disgrace to the Titan family. So, she seeks the companionship
of the immortals. All of these experiences negatively impact Circe’s childhood and

adulthood as well as her evaluation of her identity and self at the beginning.

In Eray’s novel, Eurydice also experiences trauma, even though there are not
any portrayals of her childhood memories within the story. In her story, the most
traumatizing element can be regarded as her relationship with Orpheus. Just like
Circe’s unhealthy bonds with her family, Eurydice does not also have a healthy
relationship with Orpheus. Indeed, their relationship has always been problematic,
including the risk of death. Except Mr. Night, it is seen that Eurydice does not have
any trustworthy companionship with the people around her. The statue of Emperor
Hadrian, or the city of Ankara becomes her friends in her novel. At the beginning of
the novel, it is also seen that Eurydice thinks that she does not also describe her identity

and self in a positive way.

Both of these negative evaluations of the characters stem from their
experiencing trauma. One of the most overwhelming experience in both novels is the
fear towards death. Death becomes the main motivation of both Circe and Eurydice’s
behaviours. Indeed, Circe casts her first spell because she fears that one day Glaucus
will die and she will lose him. So, she transforms Glaucus into an immortal in order to
avoid this possible end. Another example might be seen in Circe’s fear of annihilating.
Since her father is the God of Sun, she is always at the risk of ceasing to exist or being
exposed to his wrath.

In Eurydice’s case, there is a similar point. Even though Eurydice claims that
death is an unfamiliar thing for her and asks Emperor Hadrian about this issue in her
letters, it is asserted at the beginning of the novel that this is a “reliving” of the Orpheus
myth. So Eurydice is actually aware of the possible end that awaits either her or
Orpheus. This is something very challenging for her to accept and acknowledge. Thus,
she avoids looking at Orpheus’ eyes directly since this attempt will cause one of them

to die and go to the Underworld.

Another trauma that Circe encounters is portrayed within her experience of
sexual assault. It is known that Circe is banished to the island of Aiaia because she

admits that she has some powers and has used them to transform Scylla into a terrible
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monster. As a lonely woman and nymph, Circe is sexually assaulted by the sailors that
take shelter in her island. This experience shatters Circe’s psyche and it is portrayed
that her response to that event includes disbelieving and dissociation from her own
body. After being distorted bodily and mentally, it is seen that Circe transforms those

men into pigs and kills them.

This is the way that she behaves some of the visitors coming to her island. She
also transforms Odysseus’ men into pigs, however, as the story unfolds she reclaims
her control over her body and builds romantic relationships with different men. It
should be noted that a similar trauma is not experienced by Eurydice in Eray’s story.
Only in the earlier stories about Eurydice there is a hint that she is sexually assaulted

by a bee-keeper, Aristaeus but Eray does not employ this reference in her novel.

Another common motive that is employed in the novels is regarded to be
displacement. Although both Circe and Eurydice change their places of living, the
reasons lying underneath these changes are different. Circe experiences a forced
displacement since she has used her powers to transform Scylla into a horrible monster.
When she acknowledges the thing that she has done, it is seen that she is banished to
the island of Aiaia. Unlike Circe, it is seen that Eurydice willingly travels from one
city to another deliberately because she seeks for Orpheus. So, it can be said that while
Circe is banished because of her mistake, Eurydice travels in order to come into terms
with her own wounds that belong to her past. Nonetheless, it can be claimed that those

new places that the characters explore have a significant impact upon their characters.

The island of Aiaia becomes a space for Circe’s transformation. Since she is
far away from her own family that traumatizes and silences her, Circe finds comfort
and the opportunity to explore herself. Even though she encounters with some dangers
that are brought by the visitors of the island, it is seen that Circe finds a chance to
exercise her own powers as a witch and starts to be aware of her own potential. The
shore city that Eurydice travels has both positive and negative impacts on her quest of
relieving her past. On the one hand, it is known that the temperature in the city is
constantly increasing. This situation indicates that this shore-city that Eurydice arrives
to search for Orpheus might be Hell. So it is seen that this city bothers Eurydice
sometimes. On the other hand, the shore city becomes a space for Eurydice to restore
her trauma. As, she is returning back to the site of her trauma in order to reconcile with
it.
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There is another difference between these places. In Miller’s novel it is seen
that Circe, as a witch, is embedded in nature. The island that Circe lives in is a more
natural place than Eray’s shore city. The reason for this situation is evaluated within
the issue of urbanization. Ankara is personified in Eray’s novel. After Eurydice leaves
Ankara and arrives that shore city, Ankara follows her and starts to transform this
boiling shore city into a metropolis by establishing new restaurants, streets, and so on.
This urbanization also has a negative impact on Eurydice since she feels like she is
suffocating because of the crowdedness of the city. This urbanization too, traumatizes
Eurydice since with the arrival of Ankara, Eurydice has an ‘explosion of

consciousness’ and she cannot give a meaning to the things that she experiences.

Both Circe and Eurydice, who are the protagonists and the narrators of their
own story have distorted understandings of their lives and selves. In order to change
this situation, they engage within the attempt to change their destinies by confronting
their fears and reconciling with their traumas. In the fourth chapter of this study, this
issue is employed within the scope of the relation between narrative and recovery.
Before claiming that both of the characters have restored their past through following
some strategies proposed by Judith Herman, it is found necessary to analyze their
narratives. This is the point where the second level of this study opens up: the

evaluation of the novels stylistically.

The relationship between trauma and narrative is considered to be a
problematic one. Indeed, there are many different perspectives upon this issue. While
analyzing Miller’s Circe the idea that traumatic experiences can be remembered and
narrated in detail is acknowledged. On the contrary, when Eray’s Orpheus is explored,
the earlier ideas about trauma suggesting that traumatic experiences overwhelm one’s
thoughts, memories and narrations are adopted. In order to portray this difference
within the narratives the study focuses on some key words like “introspection” and
“confrontation”. Even though the way of the narration is different, it is suggested that

both characters follow similar paths towards their recovery.

The first issue that is explored within this context is the introspection of the
characters throughout their narration. With the help of this introspection through which
they try to understand their feelings and thoughts, it is seen that both Circe and
Eurydice try to give a meaning to the events they have experienced and to their lives.

In both of the novels, Circe and Eurydice adopt a retrospective look towards these
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events. In Circe this introspection is done by evaluating the past and its impacts upon
Circe’s life and identity. Contrary to the earlier views about trauma, which claim that
trauma distorts the memory, it is seen that Circe remembers her past memories and she
contemplates on how all of these make her feel or think. Furthermore, her introspection
helps her to pave the way to be freed of the impacts of the past and leads her towards

her confrontation with her fears and wounds.

Eurydice also adopts an introspective look however she is doing this by writing
letters to Emperor Hadrian. As she writes, it is explored that she feels as if she is
writing to herself. Therefore, it can be claimed that within the letters between Eurydice
and Hadrian, the female protagonist tries to understand the things that are happening
around her. She is trying to interpret the tragic situation that she is in and her thoughts
and feelings against all of these. There is not a clear remembrance of the past by
Eurydice as it is done by Circe. It can be said that through this introspection and the
letters, she also prepares herself for confronting with her wound.

There are some differences within the way that Circe and Eurydice confront
with their traumas and wounds. If it is needed to begin with Circe’s situation it is seen
that unlike Eurydice, she remembers her traumas and there is a detailed narration of
her confrontation. First of all, it should be noted that in this study Circe’s confrontation
with her father and Scylla is employed since they are outstanding figures of her
bothered psyche and identity. In her confrontation with her father, Circe remembers
the fear that she feels towards her father and her childhood traumas. In this process, it
is seen that instead of the employment of the gaps that indicate to the distorted notion
of traumatic memory, Circe’s memories are vivid and they are not bothered by the

symptoms of trauma.

This situation also echoes in her confrontation with Scylla, whom she
transformed into a monster because of her jealousy. It is known that Circe bears the
post-traumatic-guilt of this transformation since Scylla has destroyed many mariners
that sail nearby her. Circe feels guilty and responsible for these dead men. In order to
amend what she has done she confronts with Scylla and the narration of these
confrontations are portrayed in detail. There is the usage of many senses like visual,

aural, and olfactory which enhances the impact of this guilt that Circe has felt.
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Unlike Circe’s narration of her confrontations with her traumas, Eurydice’s
confrontation with Orpheus is portrayed in a more complicated sense. It is seen that
there are many things that disturb the narration of the events. First of all, the author
uses repetitions within the narrative, such as Eurydice’s observing Orpheus’ house
every night from a distance. This repetitive action emphasizes the impacts of trauma
that Eurydice experiences. They destroy the linear form of the narration. The
repetitions that are employed within the novel are not the only thing that distort

Eurydice’s narration.

Intertextual and intermedial references are used in the text while she tries to
confront and reconcile with her trauma. The usage of these intertextual references such
as the employment of Last Tango in Paris, Emperor Hadrian, radio announcements,
and the coup d’état point out to the elements that can be found in trauma fictions. Even
at the beginning of the novel Eurydice claims that she wishes to come into terms with
her trauma. At the end of the novel she catches Orpheus’s eyes. When Orpheus dies,
Eurydice is regarded to be the survivor of this game of death that is played throughout

the whole novel.

It should be noted that both Eurydice and Circe are the subjects of other
people’s stories. However, giving them a voice and letting them to narrate their
experiences, feelings, and thoughts Miller and Eray enable their readers to gain
insights about these female protagonists. Another similarity between the novels are
seen after Circe and Eurydice have confronted with their traumas. Circe and Eurydice
are engaged within the process of recovery and their introspections and confrontations
help them to start this process. Unlike their earlier portrayals, Miller’s Circe and Eray’s
Eurydice gain agency and start to take actions in order to fulfill their desires and to
create a possible future for themselves. They follow the stages of recovery that Judith

Herman proposes.

In order to establish safety, they try to restore the balance within their inner-
selves. Circe acknowledges her wounds while Eurydice tries to do the same thing
through the letters that she writes. Then, they try to create a more secure environment
and Circe casts spells in order to provide her security while Eurydice has to catch
Orpheus’s eye in order to eliminate the risk of death. The second step of their recovery
consists of reconstructing their trauma stories. In both novels, as the protagonists
confront with their fears, they gain control over them. After overcoming these crises,
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their feelings change. Circe does not feel bothered by not having healthy relationships
with her family, rather, she completely unties her familial bonds at the end of the novel.

Accordingly, Eurydice also does not respond to Orpheus’ death.

Another important point is Circe’s telling her past to Telemachus. This
indicates that she gains capacity to build a trustworthy relationship. After
accomplishing all of these stages, Circe defines her desires and wishes neatly. She
wants to live an undisturbed life with Telemachus, to travel all around the world and
to become a mortal. Thus, she drinks the mixture that she prepares, and opens a new
path for her life. Although Eurydice does not share her past with anyone, she also
builds a similar relationship with Mr. Night. It is seen that in her adventure of reliving
Orpheus’ tale, Eurydice counts on Mr. Night to be her senses. Eurydice wishes to
survive, so she avoids catching Orpheus’ eye at the beginning because she thinks that
she will die. At the end of the novel her ideas change and she directly looks into his
eyes and survives this act of looking.

One of the most significant similarities between the novels can be found in the
process of the protagonists’ transformation. It is discussed that both Eurydice and
Circe have evaluated their selves and identities in a negative way at the beginning.
They do so because of the traumas that they encounter. They look into their wounds
throughout their narrations and gain courage to have confrontations with them. This
results in their reclaiming their distorted past and creating a possible future for
themselves. Therefore, both characters reverse their woven fate and revolt against the
end that is carved out for them.
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CONCLUSION

In this study which is carried out in the field of Comparative Literature,
Madeline Miller’s Circe and Nazli Eray’s Orpheus have been analyzed in the light of
literary trauma theory. Both of the works are regarded as the retellings of ancient myths
and they have been portrayed within a distinctive perspective. Therefore, by exploring
these works within the context of trauma, a new attempt to read and interpret these
literary works belonging to American and Turkish Literatures has been tried to be
supplied. In order to evaluate these literary works different approaches to trauma have
been adopted.

It is known that most of the scholars, who are interested in the concept of
trauma, have regarded it as a shocking experience that overwhelms an individual.
There have been also other assertions about trauma which emphasize that everyday
experiences can be traumatizing for an individual. While analyzing these literary
works both understandings have been employed in order to mirror the extent of trauma

and its impacts.

It has been portrayed that there are some scholars like Caruth emphasizing that
the trauma resides within the unconscious, so, it cannot be fully known. The earlier
theorists about trauma claim that trauma cannot be represented via the words
explicitly. So, it is asserted that trauma can only be transmitted with the help of a
literary or figurative language. While representing trauma, it is also suggested by
scholars like Anne Whitehead that the language also carries the symptoms of trauma.
Because of this reason, the narration of traumatic events has regarded to be fragmented
and disturbed by the adoption of different techniques such as repetitions and

intertextuality.

It is seen that there are some scholars like McNally who propose that traumatic
events can be remembered and transmitted vividly. It has been underlined that
realizing this depends on the individual’s choice. If one person does not choose to talk
about or think about his/her trauma, this should not mean that the memory and the
speech of this person are distorted. Based on McNally’s ideas, Joshua Pederson
suggests that while analysing trauma in literature, instead of focusing on the distorted

narration, one might pay attention to the text and the details in it. These views of
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Pederson supply a new understanding to read the wound in literary works yet, both of
these distinctive approaches have been employed while analysing the narrative in the

novels.

First of all, within the scope of this study there has been a main focus on the
exploration of individual trauma that the protagonists experience in both of the works.
In Miller’s novel Circe is both the protagonist and the narrator of the story. In Eray’s
novel, Eurydice is in the same positions. In both novels, the wounds of Circe and
Eurydice have been put into words via first-person narration. This point of view
supplies an effective way to trace the impacts of the wounds that shatter these

characters’ psyche and identity.

In Miller’s novel the personal trauma and its reflections have been analyzed
within different points since Circe was exposed to different kinds of traumas. The
indifference and the humiliations that Circe is exposed to in her childhood have a
traumatic impact on her sense of self and identity. These are not the only reasons of
her personal trauma. She has been also sexually assaulted by the sailors that visit her
island and overwhelmed by this experience too. These events leave negative effects on

Circe’s psyche and identity.

In Eray’s novel the personal trauma has been investigated in relation to
Eurydice’s problematic relationship with Orpheus. Similarly, her relationship with
Orpheus shatters Eurydice’s psyche and identity. Throughout the study, it has been
tried to be presented that both Circe and Eurydice have negative evaluations of their
identities and selves at the beginning of the novels. While Circe thinks that she is
worthless and a disgrace for her family, Eurydice regards herself and life as

incomplete; having no past and future.

Another reason of the personal trauma that is experienced by these literary
characters has been found in their displacement. The displacement that Circe and
Eurydice experience also has an effect on them. Even though at first Circe’s
banishment to the island of Aiaia and Eurydice’s journey to the shore-city are
considered to be disturbing experiences for them, these new places that they settle,
pave the way for their process of recovery. In the Aiaia island Circe explores herself.
In the shore-city that Eurydice arrives to seek for Orpheus, she gains more insight into

the things that she experiences. By being banished to the island Circe becomes more
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in touch with nature, but on the contrary, Eurydice experiences the rapid urbanization
of the shore city with the arrival of Ankara.

After exploring the personal traumas of these literary characters, it is
questioned how these wounds are reflected in their narratives. In Miller’s novel, Circe
has vivid memories about her past and she can narrate them by giving many details.
Eurydice cannot narrate them in the same way. In Eray’s novel, the narrative of
Eurydice is interrupted by the repetitions and intertextual references. This indicates
that her traumatic memories reside within her unconscious and they wait to rise into
the surface. When Eurydice wanders in the streets of Ankara that is establishing on the
shore city, she has an explosion of consciousness. Eurydice cannot remember or

narrate her wound easily and directly.

Although Circe’s and Eurydice’s memories and narrations of their traumas
differ from each other, they follow a similar path to reconcile with their traumas. At
this point Judith Herman’s ideas about trauma and recovery have been applied. It is
suggested that both Circe and Eurydice have an introspective look at their inner selves.
By doing so, they gain insights into the impacts of their own responses to trauma.
Secondly, instead of being people who are always haunted by their traumas, Circe and
Eurydice gain agency and confront with their past wounds and fears actively.

In Circe’s case it is seen that she has a familial confrontation, with her father
whom she is afeard throughout life. By gaining insights into herself and realizing her
own potential, Circe revolts against her father and becomes free of her exile. She also
unbinds the bonds that she has with her family. Circe also confronts with Scylla who
causes her to experience post-traumatic guilt and defeats the horror that it sheds. By

doing so, she relieves her feeling of guilt and can start to create a future for herself.

When Eurydice’s confrontation is analyzed, this process is more complex for
her. Even though Eurydice’s journey towards this shore-city is claimed to be her desire
to come into terms with the Orpheus myth and seek for Orpheus, she struggles in
confronting with him. The reason for this situation can be found in Eurydice’s being
aware of the risk of death that waits for them at the end. Therefore, Eurydice abstains
from catching Orpheus’s eye, which brings them death and destruction in the original

myth. By revisiting the shore-city she also revisits her traumas and eventually
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confronts Orpheus and his gaze. Eurydice witnesses Orpheus’s death, but she does not
show any reaction and leaves the place.

At this point it is suggested that Circe and Eurydice have a reconciliation with
their old wounds which disturb their physical and mental well-being. Both characters
gain agency to reclaim their pasts and change their fates by creating a future for
themselves. Circe does this by following a new path and becoming a mortal being to
follow her dreams of living an undisturbed life with Telemachus. Eurydice does this
by becoming a survivor of Orpheus’s gaze and eliminating the risk of death. Being
able to narrate all of these is also considered as a necessary stage in the female
characters’ recovery process. As they narrate or talk about their traumas, the impacts

of these start diminishing.

All in all, this study has tried to explore the trauma in literature by applying the
methods and opportunities that the field of Comparative Literature supplies. By
analyzing trauma in two different level it is desired to portray the impacts of these
shattering experiences on an individual’s psyche and their effects on the language.
Both Miller’s Circe and Eray’s Orpheus employ the issue of this being wounded and
recovering from it. However, the narrative style is distinctive and unique to each of
the novels. In order to scrutinize this distinctness, there have been an employment of

different approaches towards trauma and literary trauma theory.

The issues discussed within this study may be developed by exploring the
trauma in Madeline Miller’s Circe and Nazli Eray’s Orpheus on cultural and collective
level. By doing so, it might be explored whether these female protagonists, Circe and

Eurydice, carry the effects of such kind of trauma.
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APPENDICES

Calismanin bu kisminda tezin genisletilmis Tiirk¢e 6zeti sunulacaktir.

1. EXTENDED SUMMARY / GENIiSLETILMIS OZET

“Madeline Miller’mm Circe ve Nazli Eray’in Orphée Romanlarinda Anlati
Araciligi Ile Travmayla Uzlagsma” bashig ile sunulan bu tezin odak noktasini edebiyat
ve travma arasindaki iligskiyi bahsedilen eserler iizerinden incelemek olusturmaktadir.
Edebi travma teorisi 1g1ginda eserlerde yer alan travmalar tematik agidan, karakterler
ve anlat1 agisindan ele alinmistir. Bu nedenle calismanin ilk boliimiinii olusturan
kuramsal c¢ergevede oldukga kapsamli bir kavram olan travma incelenmistir.
Gliniimiizde pek ¢ok insanin veyahut toplumun travmaya maruz kaldigint soylemek
mimkiindiir. Ancak travma yalnizca giiniimiiz ger¢ekliginin bir pargasi degil, antik
donemlerden bu yana insan hayatinin bir birleseni olarak degerlendirilebilecek kadar

eskidir.

En 6z hali ile travma, ¢ok biiyiik bir sok yada iiziintliniin sebep oldugu ve
kisinin bedeninde ve psikolojisinde yer eden bir yara olarak tanimlanabilir. Travma
kavraminin etimolojik kokeninin de “yara” s6zciigii ile karsilik bulmasi akla ilk olarak
somut bedende goriilebilir herhangi bir yaray:1 getirmektedir. Ancak hem bedendeki
hem de ruhtaki bir yara olarak degerlendirilen travmanin diger tiirdeki yaralardan
farkli olarak ©zel bir yeri bulunmaktadir. Calismada bahsedilen bu yara gozle

goriilmeyen, insan zihninde ve psikolojisinde yer alan bir yara olarak taninmaktadir.

Travmanin hem beden hem de ruh iizerindeki bir yara olarak nitelenmesi
kavramin hem pozitif bilimler hem de sosyal bilimler agisindan incelenmesinin 6niinii
agmaktadir. Ozellikle toplumda, ekonomide, edebiyat ve insan hayatnin diger
alanlarinda 6nemli degisimlerin meydana geldigi 19. Yiizyilda, travma kavrami ile
ilgili pek c¢ok farkli acilimlarin yapildigi goriilmektedir. 19. yiizyildan itibaren
baslayan modernlesmenin getirdikleri ile beraber travma ile ilgili sdylemler hiz
kazanmistir. Ancak travmayr yalnizca tek bir agidan degerlendirmek kavramin

kapsamini daraltacak bir faktor oldugundan dolayr travma kavramini etik, edebi,
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politik, kiiltiirel ve benzeri gibi farkli alanlardan da ele almak gerekmektedir. Tam da
bu sebepten dolay1 kapsama alani bu kadar genis bir kavram ile yiiriitiilen bu ¢alismada
travma pek cok farkli agidan degerlendirilmeye calisilmistir. Bunlardan bir tanesi de
kimlik kavrami olmaktadir. Nitekim travmanin kimlik {izerindeki etkisi

yadsinamayacak kadar dnemlidir.

Kimlik kavrami da travma gibi pek ¢ok farkli aragtirmaci tarafindan ele alinan
ve tartisilan bir kavramdir. Ayni zamanda kimlik kavrami, ¢alismadaki eserler
incelenirken ele alinan bir diger 6nemli unsur olmaktadir. En 6z halini vermek
gerekirse, kimlik kavrami bir kisiye ait olan Ozelliklerin timi olarak
degerlendirilebilir. Kisinin sahip oldugu yasanti, kendi benlik duygusu, meslegi gibi
pek cok faktor kimlik kurgusu icerisinde degerlendirilebilmektedir. Kimlik olusturma
siirecinin farkli dinamikler ile iliskisi bulunmaktadir. Bu olusum siirecine etkide
bulunabilecek faktorlerden bir tanesinin de travmatik deneyimler oldugunu soylemek

miumkindir.

Edebi travma teorisi icerisinde degerlendirilen temel fikirlerden bir tanesi
travmanin insan kimligi {izerinde olumsuz ve sarsicit bir etkiye sahip olmasidir.
Bahsedilen bu etki, travmanin jenerasyonlar-arasi aktarim ile sekillendigine isaret
eden daha genis bir tartisma argiimaninin temelini olusturmaktadir. Bu noktada,
travmanin kisi lizerinde biraktig1 etkinin nesiller boyu aktarilabilecegi vurgulanmas,
travma ve kimlik arasindaki iligkinin 6nemi ortaya konmustur. Hem sosyal, hem de
kiiltiirel olarak degerlendirilebilen kimlik kavrami herhangi bir insanin temel
Ozelliklerini ortaya koymakla beraber, aynmi zamanda bir benlik kurgusu
olusturulmasina da isaret etmektedir. Bu sebeple bu calismada yer alan eserlerin
bagkahramanlarmin kendi kimlik ve benlikleri ile ilgili degerlendirmeleri

yorumlanirken bu dinamikler de géz 6niinde tutulmustur.

Travmanin kimlik ile iliskisi incelendikten sonra, edebi travma teorisini
besleyen tartismalara yer verilmistir. Bu noktadaki ilk calismalarin tip alanindan
ciktig1 goriilmektedir. Bunlar arasinda John Eric Erichsen’m On Railway and Other
Injuries of the Nervous System adl1 1866’da basilan eseri de onemli bir yer tutmaktadir.
Bu eserde Erichsen, diger kazalar ile kiyaslandiginda demiryolu kazalarinin biiyiik bir
soka yol actigini belirtmektedir. Erichsen tren kazalarinin hizi, aniligi ve benzeri gibi
etkilerden dolay1 yaralanan kisilerde ortaya ¢ikan 6zel durumun “demiryolu omurgasi”

olarak adlandirildigini ifade etmektedir. Bu tan1 sonradan olusturulacak travma ile
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ilgili teori ve kuramlar i¢in 6nemli bir yer teskil etmektedir. Erichsen’in eserinden
sonra pek ¢ok norolog, doktor, noropsikiyatri ve bilim insami travmay1 farkli
perspektiflerden ele alarak mevcut haldeki travma teorisinin gelisimine katkida

bulunmustur.

Ancak travma ile ilgili sdylemlerin basamaklarini olusturan temel argtimanlar
yalnizca tip alanindan ¢ikmamaktadir. Farkli ¢alismalar igerisinde ele alinan travma
kavramu ile ilgili olusturulan séylemlerin de farkli yonleri bulundugunu séylemek
miimkiindiir. Edebi travma teorisinin olusumunda o&zellikle psikanaliz kokenli
calismalarin biiyiikk bir etkisinin oldugu agikc¢a goriilmektedir. Bu alanda o6zellikle
Freud ve eserlerinin pek ¢ok arastirmaciya kendi goriislerini olusturma siirecinde

katkida bulundugu bilinmektedir.

Biitiin bunlara ek olarak, 6zellikle Amerikan Psikiyatri Dernegi’nin 1980°de
basilan Mental Bozukluklarin Tanisal ve Sayimsal El Kitabt ve bu Kitapta yer alan
kriterlerin de travma ile ilgili ¢alismalarda 6nemli bir yer tuttugu goriilmektedir.
Mental Bozukluklarin Tanisal ve Sayimsal El Kitabi'nin III. Baskisinda Travma
Sonras1 Stres Bozukluguna deginilmis ve bu tanmin belli kistaslart sunulmustur.
1980°de kabul goren bu tani ile psikolojik anlamdaki travmaya yonelik bir ilgi dogmus
ve bu ilgi giderek artmistir. Yirminci ylizyilin sonuna dogru resmi olarak kabul goren
bu tani, daha sonraki donemlerde travma ile ilgili farkli disiplinlerde yer alan

sOylemleri de sekillendirmistir.

Bu disiplinler arasinda edebiyat da bulunmaktadir. Bu ¢alismanin da
temelini edebiyat ve travma arasindaki iliskiyi karsilagtirmali olarak incelemek
olusturmaktadir. Edebi travma kuraminin Karsilastirmali Edebiyat Bilimi igerisinde
onemli bir yeri oldugu acik¢a goriilmektedir. Cathy Caruth ve Shoshana Felman gibi
edebi travma teorisinin ilk dnciilerinin Karsilastirmali Edebiyat boliimlerinde kiirsii
sahibi oldugu bilinmektedir. Yarayr okumaya yardimci olarak degerlendirilen edebi
travma teorisinde, her kuramcinin travma kavramina farkli bir perspektiften baktigi
sOylenebilir. Calisma boyunca edebi travma teorisi altinda incelenen eserlerde bu

farkli perspektiflerden faydalanilmistir.

Ornegin edebi travma teorisinin ilk énciilerinden sayilan Cathy Caruth’a gore,
travma olustugu esnada deneyimlenmemektedir. Aksine, travmatik deneyimler kendi

dogasinda var olan bir gecikmislige sahiptir. Travmatik olaymn olustugu esnada
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deneyimlenmemesi ve gecikmisligi Caruth’un travma ile ilgili goriislerinin temelini
olusturmaktadir. Travmatik bir olay1r deneyimlemenin ya da buna taniklik etmenin ¢ok
sarsicl oldugu kabul edildiginden dolay1 travmanin bilince entegre edilmesinin zor
oldugu diisiiniilmektedir. Bu noktada travmanin hem kolaylikla hatirlanabilmesinde,
hem de acik bir sekilde dile dokiilmesinde bazi problemler 6n plana ¢ikmaktadir.
Caruth bu anlamda travma teorisi ile ilgili klasik goriisiin temsilcilerinden

sayilmaktadir.

Ancak bu goriise kars1 ¢ikan pek cok diisiiniir de bulunmaktadir. Ornegin
Hanna Meretoja, giindelik olaylarin da travmatik olabilecegini vurgulamakta ve bu
olaylarin kisinin hayatindaki tek gerceklik olabilecegini ifade etmektedir. Bu nedenle
de travmatik deneyimlerin bilince entegre edilmesinin herhangi bir gecikmislik
icerisinde olmak zorunda olmadiginin da altin1 ¢izmektedir. Meretoja, bu sekilde
travmatik deneyimler ile karsilasan kisinin iyilesme potansiyeline de sahip oldugunu

vurgulamaktadir.

Benzer sekilde, Maria P.P. Root tarafindan ortaya atilan ve “sinsi travma”
(insidious trauma) olarak tanimlanan bir travma tiirii mevcuttur. Bu travma tiirii, Laura
S. Brown’in 1991 yilinda yayinlanan “Not Outside the Range: One Feminist
Perspective on Psychic Trauma” adli makalesinde ele alinmistir. “Insidious Trauma”
olarak adlandirilan bu tiir, travmatik deneyimler ile ilgili klasik goriiglerin aksine farkli
bir yaklagim sunmakta ve Tiirk¢e’ye “sinsi travma” olarak c¢evrilebilmektedir. Bu
kavram ile beraber, giindelik hayatta karsilasilan deneyimlere karsi verilen tepkilerin
de olagandisi olabilecegi vurgulanmaktadir. Buna ek olarak travmatik deneyimin tek
bir olayla baglantili olmadigy, giindelik hayatta karsilasilan deneyimlerin de bir kisiyi

travmatize edebilecegi gdz onilinde bulundurulmaktadir.

Benzer sekilde herhangi bir travmatik deneyimin anlati iizerindeki etkisi de
tartismaya agiktir. Kimi diisiiniir anlat1 ve travma arasindaki iliskinin sorunlu oldugunu
one stirmektedir. Nitekim travmatik olaya iligkin hafizanin travmanin sok edici etkisi
tarafindan sarsildigi, bu nedenden dolay1 travmatik hafizanin anlatiya doniistiiriiliirken
bir takim unsurlarin ortaya c¢ikacagi iddia edilmektedir. Bu noktada anlatinin
tekrarlamalar, bosluklar ile dolu olacagi ifade edilmistir. Buna ek olarak, ortaya konan
seyin par¢alanmis bir anlati olacagi fikri de kimi kuramci tarafindan yaygin olarak

benimsenmistir.
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Ote yandan, travmadan kurtulan kisinin yasadig1 deneyimi paylasma ihtiyaci
oldugu ve eger isterse bu deneyimi paylagmayi secebilecegi de vurgulanmaktadir.
Ancak tam tersi olabilecegi de g6z 6niinde bulundurulmalidir ki, pek ¢ok teorisyen
travmanin hayatta kalan kisiler iizerinde bir ¢esit sessizlige yol agtigini bildirmektedir.
Bu nedenle travmatik olaya iliskin hafizanin anlatim1 hem engelleyecegi hem de

giiclendirebilecegi sdylenebilir.

Bu nedenle, ¢alisma igerisinde travma ve anlati iligkisi farkli perspektifler
sunularak ele alinmistir. Cathy Caruth ve Geoffrey Hartman gibi diisiiniirler travmatik
deneyimleri bilingdiginda kalan ve tam olarak bilince yerlesemeyen bir deneyim olarak
degerlendirmistir. Dolayisiyla da travmanin agik ya da akici bir sekilde aktarilamayan
bir deneyim oldugunu ileri siirmektedirler. Benzer sekilde, Anne Whitehead Trauma
Fiction adli 2004 yilinda basilan eserinde anlatinin travmay1 temsil etmek igin belirli
ozelliklere sahip oldugunu belirtmektedir. Bunlar arasinda tekrarlarin, metinlerarasi
referanslarin, dogrusalligindan ¢ikmis, daginik veyahut da parcalanmis olarak
nitelendirilebilecek anlatinin 6nemli bir yeri oldugu goriilmektedir. Bu nedenle de
Whitehead travma ile ilgili anlatilarin travmayla benzer semptomlara sahip oldugunu

vurgulamaktadir.

Ancak McNally’nin, Remembering Trauma adli 2003 yilinda basilan eseri
travmaya kars1 yeni bir bakis getirmistir. McNally, travmanin hatirlanabilir bir olay
oldugunu, travmadan kurtulan kisinin bu olay: diisiinmemek ya da hatirlamamak i¢in
bir tercihte bulunabilecegini belirtmektedir. Bu nedenle de insanlar travmatik
deneyimleri uzun siireler boyunca diisiinmemeyi tercih ettiklerinde, bunun sebebini
herhangi bir dissosiyatif ya da baskilama mekanizmasi dahilinde agiklamay1 zorunlu
bir kosul olarak goérmemektedir. McNally’nin sundugu bu fikirler edebi travma
teorisine de yansimustir. Joshua Pederson, McNally’nin goriislerinden hareketle yola
cikarak hem figiiratif hem s6ylemsel dilde travmay1 temsil etmenin miimkiin oldugunu

belirtmektedir.

Buna ek olarak Pederson, ii¢ ana argiiman ¢er¢evesinde travmanin edebiyattaki
temsilini arastirirken dikkat edilmesi gereken bazi noktalari sunmaktadir. Pederson,
travma teorisyenlerinin metindeki bosluklardan ziyade metnin kendisine
odaklanabilecegini, metindeki ayrintilarla dolu olay tanimlarina yonelebilecegini ve
son olarak da zamansal, fiziksel ya da ontolojik olarak sarsilan deneyimlerin nasil

betimlendigine dikkat edilmesi gerektigini ifade edilmektedir.
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Bu ¢alisma igerisinde yer alan bir diger 6nemli nokta ise travma ve iyilesme
siirecidir. Bu caligmada iyilesme siireci uzlagma basligi altinda ele alinmustir.
Travmay1 kelimelere dokmek kimisi i¢in miimkiin olmadigr gibi, kimisi i¢in de
yilesmeye giden bir yol halini alabilir. Kimi diisiiniir travma hikayesini yeniden
olusturmanin yasanilan olaya bir anlam verilmesine yol actigini ileri siirmektedir.
Boylelikle, travmatik bir deneyim ile karsilasan kisi kendi hikayesini yeniden
olusturarak travmayir hayatinin merkezinden ziyade bir pargast olarak

degerlendirebilmektedir.

Buradan da anlagilacagi lizere travmatik bir deneyimin kelimelere dokiilmesi
bireye olumlu yonde katkida bulunabilmektedir. Iyilesme siireci yansitilirken Judith
Herman’in goriislerinden de faydalanilmis ve onun iyilesme i¢in sundugu temel
asamalardan bahsedilmistir. Bu asamalar arasinda travmadan kurtulan kisinin
giivenliginin saglanmasi, hikdyesinin yeniden yapilandirilmasi ve toplum ile

arasindaki bagin yeniden kurulmasi gerekliligine vurgu yapilmistir.

Madeline Miller’in Ben, Kirke adli eseri ile Nazli Eray’in Orphée adli eserinde
yer alan travmatik deneyimlerin hem tematik hem anlatisal diizlemde incelenmesini
konu edinen bu ¢alismanin amaci bahsi gecen eserleri edebi travma teorisi 1518inda
yeni bir okuma sekliyle sunmaktir. Bunu yaparken Karsilastirmali Edebiyat Bilimi’nin
sundugu imkanlardan faydalanilmis, birisi Amerikan bir digeri ise Tiirk Edebiyati’na
ait olan eserlerde travma kavrami benzerlik, farkliliklar ve bunlarin nedenleri
acisindan ele alinmistir. Buna ek olarak, travma ve edebiyat arasindaki iligkiyi daha
genis bir ¢ercevede sunabilmek icin farkli kuramcilarin goriislerine ¢alisma boyunca
basvurulmustur. Bu calismanin 6nemi ise daha Onceden metinlerarasi, arketipik,
feminist ve benzeri baglamlarda incelenen bu eserlerin oldukga ¢agdas olan bir teori
1s1g¢inda ele alinmasi ile edebiyat ve travma arasindaki iligskinin karsilastirmali bir

sekilde ortaya konulmasinda goriilmektedir.

Gerekli teorik cerceve saglandiktan sonra, c¢alismanin ikinci boliimiinde
Amerikali yazar Madeline Miller’in 2018 yilinda basilan Tiirkge’ye Ben, Kirke ad1 ile
cevrilen Circe eseri incelenmistir. Miller, romaninda antik ve 6liimsiiz bir tanriga ya
da cadi olarak bilinen Kirke’nin hayatini kahramanin kendi perspektifinden okuyucuya
sunmaktadir. Helios’un kiz1 olan Kirke, ¢ocuklugu boyunca kendi aile bireyleri
tarafindan diglanmakta ve hor goriilmektedir. Yalnizligindan yakinan Kirke, sevdigi

adam1 kuzeni Skylla’dan kiskaninca onu korkung bir canavara donistiiriir ve bu
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nedenle de Aiaia adasina siirgiin edilir. Kirke’nin adaya siiriilmesi ayn1 zamanda onun
kendisini kesfetmesi adina bir doniim noktast olur. Kahramanin adasina gelen
ziyaretciler ile yasadiklari, bagindan gegen travmatik olaylar, duygu ve diisiinceleri
romanda basarili bir sekilde yansitilmaktadir. Boylelikle mitolojide uzun siiredir
erkegin bakis acgisindan aktarilan bir kadin bagkahramanin seriiveni ortaya konmus

olur.

Kirke pek c¢ok farkli sanat¢1 ve yazar tarafindan ele alinan bir karakter olarak
bilinmektedir. Miller’in Kirke’sini daha iyi anlamak i¢in karakter ile ilgili olan
eserlerin bir kismma bu c¢alismada kisaca deginilmistir. Madeline Miller da
kendisinden Onceki eserler ile ortak yonleri olan bir karakter yaratmistir. Bu ortakliklar
arasinda Kirke’nin sahip oldugu cadilik ve doniistiirme giicii goriilebilir. Ancak biitiin
bunlara ek olarak Miller’in kaleminden ¢ikan kahramanin dnceki betimlemelerinden
farkliliklar1 da bulunmaktadir. Omegin Miller’in Kirke’ye bir gegmis ve gelecek
¢izmesi ve onun aldig1 yaralar1 yansitmasi okuyucunun karakter ile duygudaslik

kurmasini saglamaktadir.

(Calismada edebi travma teorisi 1s18inda incelenen bir diger eser ise Nazh
Eray’in 1983 yilinda Orphée adi ile basilan ve daha sonradan Orpheus bashig ile
Robert Finn tarafindan Ingilizce gevirisi yapilan eserdir. 1945 yilinda Istanbul’da
dogan Nazl Eray Tiirk edebiyatinda 6zellikle fantastik edebiyat ve biiyiilii gergekeilik
alanlarinda taninan bir yazardir. Eserleri pek ¢ok farkli dile ¢evrilen Eray, Orphée adli
eserinde yine mitolojiden beslenmis ve mitolojideki Orpheus ve Eurydice
karakterlerini modern zamana tasiyarak bu mitik hikayeyi bambagka bir perspektiften

sunmustur.

Eray’in Orphée eseri de Miller’in Ben, Kirke eseri gibi bir yeniden yazim
olarak degerlendirilmistir. Bu nedenle onceki bdliime benzer bir sekilde ¢alismada
oncelikle Orpheus ve Eurydice karakterlerinin mitolojideki ve edebiyattaki yeri ¢esitli
eserler iizerinden Ornekler verilerek incelenmistir. Eray’in romaninda bu eserlerin
aksine Orphée’yi arayan bir Eurydice oldugu goriilmektedir. Romanin hem anlaticisi
hem de baskahramani olan Eurydice’nin Orphée’yi ararken hissettigi duygu ve
diisiinceleri olay orgiisii boyunca etkileyici bir sekilde yansitilmistir. Bunlar arasinda
Eurydice’i travmatize eden baslica olaylardan bir tanesi olim olarak
degerlendirilmistir. Sonrasinda Eurydice’in bir kadin olarak yasadiklar ile

kentlesmenin beraberinde getirdigi etkiler ele alinmistir.
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Calismanin {i¢iincii kisminda ise “travmanin yankilar1” baglig: altinda her iki
eserde de goriilen bireysel travmalar incelenmistir. Ben, Kirke adli roman birinci tekil
sahis agzindan, bagkahraman Kirke tarafindan anlatilmaktadir. Olay 6rgiisii i¢erisinde
karakterin travmatize oldugu pek ¢ok farkli durum bulunmaktadir. Bunlardan ilki,
Kirke’nin kotii olarak nitelendirilebilecek aile baglarindan kaynaklanmaktadir.
Nitekim, Kirke ailesindeki ¢cogu fert tarafindan alay edilen ve kiiglik diisiiriilen bir
karakterdir. Kirke’nin de kendi ailesi igerisinde maruz kaldigi bu deneyim sinsi travma
tiirline bir ornek teskil etmektedir. Ancak, yine de Kirke’nin hem anlatici hem de

karakter olarak deneyimledigi tek travma bu degildir.

Olay orgiisii icerisinde aktarilanlarda aci ¢ekenin yalnizca Kirke olmadig,
onun bagkalarmin da maruz kaldig: siddet, 6liim ve benzeri gibi travmatik olaylara
tamklik ettigi goriilmektedir. Ozellikle 6liim kavrami romanda baskarakterin pek gok
farkli aksiyon almasina sebep olmaktadir. Ornegin, Kirke’nin o6liimli balikgi
Glaucos’u oOliimsiize c¢evirmesi veya Kirke’nin canavara doniistiirdiigii kuzeni
Skylla’nin gazabina ugrayan Oliimliilerin de sorumlulugunu kendi {izerine almasi
bunlar arasinda degerlendirilmektedir. Skylla’nin saldig1 dehsetten dolayr kendisini
sorumlu tutan karakterin sugluluk duygusu da onu yaralayan farkli bir olay olarak

degerlendirilmistir.

Calismada igerisinde degerlendirilen bir diger olay ise Kirke’nin siirgiin
edildigi adada tacize ugramasi ve bu travmatik deneyimin onun iizerinde biraktig
etkilerin incelenmesidir. Nitekim karakterin bedensel ve ruhsal olarak aldig1 bu yara,
onu karmakarisik bir hale getirmis, kendi bedeninden ayristirmis ve sonrasinda adasina
gelen erkek ziyaretcilerden kimisini domuza dOniistiirerek bir tlir savunma
mekanizmasi olusturmasina yol agmigtir. Ancak zaman gectikce bedeninin yeniden
kendisine ait oldugunu diigsiinen ve bedeninin kontroliiniin kendisine ait oldugunu
kabullenip buna gore davranan Kirke’nin bedeni hem travmatize oldugu hem de

tyilesme siirecini gergeklestirdigi bir alan olarak degerlendirilmistir.

Buna 6rnek olarak onun Odysseus ile kurdugu iligki gosterilebilir ¢linkii bu
iligki icerisinde her iki tarafin da birbirine esit oldugu, Kirke’nin de 6zgiliven sahibi,
giiclii bir karakter olarak durdugu ve kendi bedeni iizerinde s6z sahibi oldugu
gorilmektedir. Her ne kadar travmatik olaylar ile karsilagsa da pes etmeyip kendi
lyilesme siirecini tatbik etmeye ¢alisan bir karakter yaratarak yazarin bu zamana kadar

sunulan Kirke anlatilarini tersine ¢evirdigi goriilmektedir. Madeline Miller’1n bir yazar
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olarak antik ¢aglardan bu yana golgede kalmis bir karakter olan Kirke’ye farkli bir
alternatif sunmasi, yazarin ataerkil diizene yaptig1 bir elestiri olarak

degerlendirilmistir.

Calismada tizerinde durulan bir diger nokta ise cadilik giiglerini itiraf ettikten
sonra Kirke’nin Aiaia adasina siirglin edilmesi olmustur. Bu noktada stirgiin kavrami1
hem olumlu hem de olumsuz agilardan degerlendirilmistir. Nitekim bu ceza ile kendi
koklerinden ve aile baglarindan kopan, ¢ogunlukla izole bir yasama mahkam edilen
Kirke igin siirgiin ayn1 zamanda onun kendisini kesfettigi bir alan haline gelmistir.
Siirgiin esnasinda da ¢esitli tehlikeler ile ylizlesse bile, bu olaylara karsi tutumu ve
potansiyelini gérmesi ile beraber Kirke’nin romanin basindan farkli olarak kendi

kimlik kurgusunu daha olumlu olarak degerlendirdigi saptanmistir.

Bu béliimde incelenen ikinci eser Orphée’de ise baskarakter Eurydice’tir.
Romanda kendisinin Eurydice oldugu belli ipuglar ile verilen karakterin mitolojideki
trajik yazgisindan haberdar oldugu goriilmektedir. Orphée’yi aramak i¢in Ankara’dan
bir k1y1 kentine gelen bagkahraman, asistan1 Bay Gece ile birlikte yiiriittiigii bu gérevde
hem kendi travmasi ile yiizlesmekte hem de farkli travmatik olaylar ile
karsilagsmaktadir. Buna ek olarak, Eurydice’in hem bir kadin hem de bir insan olarak

kendi 6z-degerlendirmesini olduk¢a olumsuz bir sekilde yaptigr goriilmiistiir.

Olay orgiisii boyunca pesinde 6liimiin gezdigi bagskahraman kendisini ¢aresiz
ve umutsuz olarak gormekte ve kendini tamamlanmamig bir insan olarak
degerlendirmektedir. Bu nedenle Orphée’yi bulma goérevinde ona eslik eden
yardimcis1 Bay Gece romanda “yarim” olarak tasvir edilen bagkahraman Eurydice’nin
kimi eksikliklerini tamamlayici bir figlir olarak da degerlendirilebilmektedir. Eurydice
her ne kadar kendi benlik ve kimlik algisini olumsuz olarak degerlendirse de yasama
devam etme ve kendi kaderini degistirme arzusu tasimaktadir. Eurydice’in bu hayatta
kalma arzusu agikca fark edilmektedir. Nitekim Eurydice bu sebepten dolay
Orphée’yi aramasina ragmen onunla goz géze gelmekten kacinmaktadir ¢iinkii her

ikisinin goz goze gelmesinin sonucunun 6liim oldugunun farkindadir.

Sevilen bir kisiyi kaybetmek, 6liim ve siddet, travma ile iliskilendirilebilen
kavramlardir. Ozellikle 6liim temasi romanda yogun bir sekilde islenmistir. Oliim ve
Olimden kagmmmanin tipki Madeline Miller’in eserinde oldugu gibi karakterlerin

eylemlerinde belirleyici bir unsur oldugu ileri siiriilmiistiir. Ancak yazgilarinda 6liimii
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tatmak olan bu ¢ift, Eray’in yeniden yaziminda da 6liimden kacamamuistir. Eurydice’in
imparator Hadrian’a verdigi sozii tutmak icin Paris te Son Tango filmini Orphee’nin
evine yansitmasi ve Orphée’nin bu filmin icerisindeki olaylara karigmasi ile beraber
beklenen son gergeklesir. Eurydice kendini tutamayip Orphée ile goz goze gelir ve
Orphée oliir. Bu noktada asil anlatilandan farkli olarak, Eurydice’in Orphée’nin
Oliimiine taniklik ettigi goriiliir. Boylelikle kendisini uzun siire boyunca travmatize
eden 6liim gergekligi ile yiizleserek hayatta kalan Eurydice’in kendisine yeni bir kader

tayin ettigi sOylenebilir.

Romanda 6liimii ¢agrigtiran diger bir unsur da Eurydice’in ayak bastig1 kiy1
sehridir. Siirekli yiikselen hava sicakligi ve bunaltict etkisi ile tasvir edilen kiy1
kentinin cehennem olabilecegi g6z oOniinde bulundurulmustur. Ancak Eurydice’in
cehennem olarak diisiiniilen bu kiy1 kentine gelmesi, onun ayni zamanda travma
alanina geriye donmesi ve olaylar1 bastan yasayarak kendisine yeni bir yol ¢izmesi
olarak degerlendirilmistir. Bu siirecte Bay Gece ve Imparator Hadrian heykelinin

oldugu kadar Ankara kentinin de Eurydice’in yaninda oldugu goriilmektedir.

Romanda kisilestirme sanati kullanilarak insani Ozellikler atfedilen
Ankara’nin Eurydice’in hemen arkasindan kiy1 kentine taginmasi ve kiigiik kenti yavas
yavas biiylik bir metropole doniistiirmesi de Eurydice {izerinde bogucu bir etki
yaratmaktadir. Her ne kadar dogup biiylidiigii yer olan Ankara’nmin gelisi ile
Eurydice’nin giivende hissetme duygusu ve rahati artar gibi goziikse de biiylik sehrin
kiyr kenti lizerine ¢oker gibi yerlesmesi kentlesmeye karsi bir elestiri olarak

degerlendirilmistir.

Calismanin  dordiincli  boliimiinde travma ve anlati arasindaki iligki
degerlendirilmis ve {i¢ alt baslik altinda toparlanmistir. Bunlardan ilkinde “igebakis”
yontemi ile karakterlerin kendi travmalarini nasil inceledigi ve degerlendirdigi ele
alinmigtir. Ben, Kirke adli eserde Kirke’nin ¢ocuklugundan bu yana yasadiklarini
degerlendirerek kendisine yeni bir benlik insa ettigi Onerisi sunulmustur. Bu insa
stirecine girmeden once karakterin kendisi ile ilgili bir degerlendirme stirecine girdigi,
bunu da geriye doniik bir bakis ile yaptig1 gériilmektedir. icinde bulundugu bozulmus
aile diizeni, maruz kaldig1 asagilamalar ve ilgisizlikten dolayr Kirke kendisinin

degersiz oldugunu diistinmekte ve buna inanmaktadir.

141



Oyle ki, ailesinden uzak ve siirgiinde iken bile ge¢miste yasadigi seyler
Kirke’nin zihninde belirmektedir. Tanrilarin temsil ettigi gii¢ karsisindaki korkusu
kendisini anlamaya calistig1 bu igebakis siireci esnasinda belirgin bir sekilde ortaya
ctkmis ve Kirke nin siirekli olarak bu korkuyu tasidigi ifade edilmistir. Oyle ki
gecmiste sahip oldugu bu korkunun kendi oglu Telegonos ile olan iligkisini de

zedeledigi gorilmiistiir.

Nitekim Kirke ilk basta, oglunun yasadiklari adanin disina ¢ikmasina bu korku
yiiziinden izin vermemistir. Ancak sonrasinda oglunun hayallerini ger¢eklestirmesine
izin vermis ve onu glivende tutmak igin biiyiik bir géreve atilmistir. Oglunu giivende
tutmak i¢in kuyrugundaki zehri kullanacagi yaratik Trygon ile karsilasmis ve bu
karsilasma esnasinda da kendisine korkularindan arinmis oldugu yeni bir diinya insa
etmesi gerekliligini anlamistir. Bu karsilasmadan sonra Kirke’nin kendisini travmatize

eden olaylar ile birer birer yiizlestigi gortilmiistiir.

Calismada anahtar kelime olarak degerlendirilebilecek bir diger kavram ise
“ylizlesme” kavramidir. Kirke’nin babasi ve Skylla ile olan yiizlesmesine ve bu
yiizlesmelerin nasil aktarildigina yer verilmistir. Anlatinin daha detayli olarak ele
alindigi bu bolimde Pederson’in travma ve anlati ile ilgili olan fikirlerinden
faydalanilmistir. Pederson travmatik deneyimlerin hatirlanabilir ve aktarilabilir
oldugunu vurgulamistir. Bu noktada Kirke’nin ¢ocuklugunda deneyimledigi
yalmzhig, ilgisizligi ve babasinin onun {izerinde biraktigi korkuyu hatirladigi
savunulmustur. Ancak Kirke korkular1 ile yiizlesmeye ve saglikli bir sekilde
kurulmayan aile baglarin1 tamamen ortadan kaldirmaya isteklidir. Bu nedenle de

babasina kars1 gelip, siirgiiniin bitmesini talep etmistir.

Pederson’a gore travmatik anlatilarda artirtlmis detaylar bulunmaktadir.
Nitekim travmay1 anlatmak i¢in daha fazla kelimeye ihtiya¢ olabilmektedir. Buna ek
olarak travmatik deneyimlere iligkin hafizanin da ¢ok-algili oldugu ve gorsel, isitsel,
tatsal ve benzeri duyular igerdigi ileri stiriilmistiir. Bu noktada Kirke’nin Skylla ile
karsilasmasinda benzer detaylar bulundugu ornekler ile aciklanmustir. Onceki
boliimlerde aktarildig: iizere, Skylla’nin bogazdan gegen denizcilere saldirmasinin
sorumlulugunu Kirke tasimaktadir. Bu sugluluk hissi travma sonrasi sugluluk olarak
degerlendirilmistir. Bu nedenle, Kirke’nin Skylla ile yilizlesmesi, onun ayn1 zamanda
geemisinden bu yana tasidigi sucluluk duygusu ile yiizlesmesi olarak

degerlendirilmistir.
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Yasadig1 bu sucluluk hissi sebebiyle Kirke, Skylla ile de iki kez yiizlesmis ve
her iki yiizlesme de onun igin sarsici olmustur. Ancak bu yiizlesme esnasinda farkli
duyulara yer verilmistir. Bu noktada, anlatida yer alan bu ayrintilar Kirke’nin yasadigi
sucluluk duygusunun etkisini arttiran elementler olarak degerlendirilmistir. Babasi ve
Skylla ile yiizlesmek, Kirke’yi gecmisten bu yana tagidigi yiiklerden kurtarip, kendi
iyilesme siirecine dogru giden yolda ona yardimci olmustur. Bu noktada &zellikle
travmatik olaylar1 anlatmanin iyilestirici bir yonii oldugu kabul edilmis ve “uzlasma”

baslig altinda Kirke’nin kendi travmalarini kabullendigi tespit edilmistir.

Daha sonrasinda Miller’in yarattigi bu kurgusal karakterin Herman’in
iyilesmeye giden siirecteki agamalarmin ve alt asamalarinin kimisini gegirdigi ileri
siiriilmiistiir. Ornegin, Herman’in da belirttigi {izere iyilesmeye giden siirecteki ilk
asama giivenlik duygusunu saglamaktir. Ancak siirgiin edildigi adaya gelen cesitli
ziyaretgiler sebebiyle bu mekanda hem bedensel hem de psikolojik agidan giivenligi
sarsilan Kirke’nin bu giivenligi tekrardan saglamak icin ¢esitli biiyiiler yapip aday1
korumasi altina aldigi goriilmiistiir. Stirgiin olarak yasadigi siiregte bu tehlikeler
icerisinde kendisini kesfetmesi ve sahip oldugu gii¢leri deneyimlemesinin Kirke nin
kisilik gelisimi i¢in olumlu bir etkisi oldugu ifade edilmistir. Buna ek olarak, Aiaia
adasina siirglinii ile beraber Kirke’nin ailesinin yaninda iken maruz kaldig1 sinsi

travmadan uzaklastig1 ve kendisini kesfetmeye basladigi da vurgulanmustir.

Ikinci olarak Kirke nin kendi gegmisindeki sucluluk duygusu ve korkulari ile
yiizlesmesi, Herman’in iyilesme siireci i¢in gerekli gordiigii bir adim olarak
degerlendirilmistir. Ozellikle de ailesinin basindaki otorite figiirii olan babasi ile
gerceklestirdigi yiizlesme onun iyilesme siirecini tamamlamak i¢in attig1 dnemli bir
adim olarak kabul edilmistir. Buna ek olarak anlatinin basinda pasif ve sessiz bir
karakter olarak betimlenen Kirke’nin giderek aktif hale geldigi ve kendi isteklerini,
arzularini, hatta kendi hikayesini dile getirebildigi goriilmiistiir. Bu noktada ge¢gmisten
bu yana sessizlige gomiilii bir karakter olarak degerlendirilen Kirke nin kendi
hikayesini yeniden insa ettigi, travmatik deneyimi ile bir ¢esit uzlasmaya vardigi ve
kendisi i¢in bir gelecek yarattigi ileri stirlilmiistiir.

Ozellikle duygusal anlamda bir iliski yasadigi Telemakhos’a dehset ve
canavarlar ile dolu ge¢misini anlatmasi ile beraber Kirke’nin hem kendisine hem de
farkli bir kisiye gliven duymaya basladigi ifade edilmistir. Gergeklestirdigi

yiizlesmelerden ve kendi hikayesini aktardiktan sonra Kirke’ nin kendisi i¢in yeni bir
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yol ¢izdigi goriilmiistiir. Travmatik deneyimlerden dolay1 kendi benlik algis1 sarsilan
Kirke’nin biitin bunlar ile uzlagsmasiyla beraber kendi umut ve hayallerini
gergeklestirmek i¢in bir adim attig1 vurgulanmistir. Hayatina artik bir 6liimlii olarak
devam etmek adina Kirke’nin kendisine hazirladig1 karisimi igerek yeni bir yola ¢iktig

gorilmistir.

Calismada yer alan ikinci eser olan Nazli Eray’in Orphée adli roman1 da ayn1
basliklar altinda incelenmistir. Ozellikle romanda belirli tekniklere yer veren Nazli
Eray’in tekrarlamalara ve metinlerarasi referanslara basvurdugu goriilmiistiir. Her ne
kadar sarsici1 deneyimler ile karsilasmis olsa da kendi hikayesini anlatarak Eurydice’in
da Orphee miti ile uzlastigi savunulmustur. Eray’in romaninda da tipki Ben, Kirke
romaninda oldugu gibi birinci tekil sahis agzindan aktarilan bir anlati oldugu
goriilmektedir. Bu anlaticinin giivenilmez oldugu ihtimali olsa da, onun Eurydice

oldugu kabul edilmistir. Nitekim anlati icerisinde de buna dair ipuglart mevcuttur.

Eray’in romaninda yer alan Eurydice karakteri de tipki Miller’in Ben, Kirke
romanindaki Kirke karakteri gibi romanin hem anlaticist hem de baskahramani
konumundadir. Yine de birinci tekil sahis agzindan aktarilan bu anlatinin belirli
faydalar1 oldugu goriilmektedir. Travmatik deneyimlerin aktarilmasinda ben-anlatici
kullanilmasi, hem anlaticinin yaralarini takip etmek i¢in hem de anlaticinin miicadele

ettigi zorluklar ile duygudaslik kurmak i¢in etkili bir zemin olusturmaktadir.

Orphée romaninda yer alan anlatinin tiimiinii aslinda yasanilan trajik ve
travmatik olaylara bir anlam verme siireci olarak degerlendirmek miimkiindiir.
Eurydice’in ¢iktig1 yolculugun aslinda kendi i¢ine dogru olan bir yolculuk oldugu
sOylenebilmektedir. Romanda Eurydice’nin gecmise donerek yasadiklarini
anlatmasiyla beraber, onun duygu ve diisiincelerinin okur tarafindan anlasilmasi
miimkiin kilinmistir. Ozellikle Eurydice’m Imparator Hadrian’in heykeline yazdig
mektuplar araciligi ile hem etrafindaki olaylara anlam vermeye ¢alistigi hem de bir

cesit “icebakis” gerceklestirdigi gorilmiistiir.

Kendisi ve heykel arasinda ¢esitli benzerlikler kuran Eurydice’nin hayati
boyunca ayni noktaya baktig1 ve onun da sahip oldugu kokler sebebi ile tipki bir heykel
gibi yerinden kimildayamadigi ifade edilmistir. Bu noktada travmatik olaylara iliskin

anilarinin bilingdisinda bulundugu ileri siiriilen Eurydice’1in hayati boyunca baktigi tek
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noktanin da onu travmatize eden sey, yani Orphée ile olan iliskisi oldugu ileri

stirilmiistiir.

Yine de onun bilingdisinda kalan bu travmatik deneyimi ¢éziimlemeye gontilli
oldugu saptanmistir. Bu nedenle Bay Gece ile birlikte arkeolojik kazi alaninda bulunan
ve lizerinde Orphée ve Eurydice’in resimlerinin oldugu tas1 kazarak aciga ¢ikartma ve
yorumlama cabalar1 Eurydice’in kendi bilincinde gémiilii halde bulunan anilar1 yiizeye
cikarma ¢abasi olarak degerlendirilmistir. Anlati boyunca stirekli tekrarlayan bir
eylem dongiisii icerisinde bulunan Eurydice’in Orphée’nin evini her gece uzaktan
izlemesine ve ondan kagmasina sebep olan seyin de ¢iftin hikayesinde bulunan 6liim

ve buna kars1 duyulan korku oldugu goriilmiistiir.

Buna ek olarak Eurydice, imparator Hadrian’in heykeline mektup yazmaya
devam ettikce kendi icerisinde par¢alanmis ve sarsilmis olan seylerin farkina varmaya
baslamaktadir. Hadrian’a mektup yazmasini sanki kendisine mektup yazmak olarak
degerlendiren Eurydice, kendi duygu ve diislincelerini anlama siirecinde inang ve
inangsizlik arasinda gidip gelmektedir. Ozellikle romanda Kkisilestirilen Ankara
kentinin de kiyr kentine gelip yerlesmesi ile beraber bir bellek patlamasi yasayan
Eurydice’in her ne kadar ¢abalasa da yasadiklarina anlam veremedigi ya da onlar

bilingli bir sekilde organize edemedigi goriilmiistiir.

Yine de kendi hikayesini anlatmasi ve yazdigi mektuplar, onu travmatize eden
6liim korkusu ile ylizlesmeye hazir hale getirmistir. Travma ile ylizlesmenin zorlayici
oldugu bilinmektedir. Ancak Eurydice, daha 6nceden de bahsedildigi gibi ayn1 olaylar
ile ikinci kez karsilagsmaktadir. Bu nedenle de hikdyenin sonundaki 6liimiin farkinda
oldugu bilinmektedir. Bu deneyim anlatilirken, Whitehead’in de travma romanlarinda
bulundugunu ileri siirdiigii belli baslh tekniklerin de anlatida yer aldig1 goriilmektedir.
Bu noktada Eurydice’in anlatisinda yer alan tekrarlar 6zel bir yer tutmaktadir.
Travmanin etkilerinin siirdiigiine isaret eden bu tekrarlamalar, bahsedilen yikici olayin
siirekli olarak geri dondiigiinii vurgulamakta, bu da anlatiyi kendi dogrusal

diizleminden ¢ikarmaktadir.

Ik olarak, Eurydice ve Bay Gece’nin olay orgiisii icerisinde tekrarli olarak
arkeolojik kazi alanina gittikleri goriilmektedir. Bu ziyaret ayn1 zamanda Eurydice’in
kendi ruhuna dogru uzanan bir yolculuk olarak degerlendirilmistir. Bu noktada,

Eurydice’in kendi icine dogru yaptigr bu yolculugun sonunda da derinde yatan
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travmasi ile yiizlesme gereksinimi duydugu ortaya konmustur. Bunu yaparken
dogrusal ve diizenli bir anlati izlenmedigi, tam aksine Eurydice’in diisiincelerinin

belirli parcalar halinde aktarildigi goriilmektedir.

Bu noktada Eray’in romaninda yer verdigi ve Whitehead’in de travma
anlatilarinda bulundugunu ileri siirdiigi metinleraras1 ve medyalararas1 referanslar
incelenmistir. Roman igerisinde Orpheus miti disinda, Paris’te Son Tango eseri,
Imparator Hadrian Heykeli, Ankara’nin gelisi ve kentlesme ile Tiirkiye’nin yakin
zamanlardaki siyasi tarihine yer verildigi bilinmektedir. Eray’in okuyucuya sundugu
Eurydice’in aslinda mitolojideki Euydice’in, hikayesinin olay orgilisiindeki benzer
izleklere tabi oldugu goriilmektedir. Bu noktada yazar bu hikayeyi kendi bakis agisiyla
yeniden anlatarak Eurydice’in sesinin okur tarafindan duyulmasini saglamaktadir.
Buna ek olarak bu durum ayn1 zamanda Eurydice’in 6nceki tasvirlerinde bir kurban

olarak betimlenmesine karsi bir durus olarak ele alinmistir.

Metinlerarast ve medyalararasi referanslardan faydalanan yazarin bu teknikleri
uygulayarak travmanm anlati {izerindeki etkisini yansittigi sdylenebilir. Ozellikle
Paris te Son Tango filminin ve romaninin anlatida yer almasi 6nemli bir yere sahiptir.
Nitekim filmin, Eurydice’in hikéayesi ile benzer yanlarinin oldugu ve romanin sonunda
Orphée ve Eurydice’in hikayesi ile i¢ ice gectigi goriilmektedir. Anlati icerisinde
metinleraras1 ve medyalararas1 referanslara yer verilmesiyle anlati akisina bir
miidahale oldugu sdylenebilmektedir. Farkli eserler arasindaki bir diger iliski de

Paris’te Son Tango romanindan kesitler ile kurulmustur.

Anlat1 icerisinde yer alan bir diger referans ise Imparator Hadrian’a yer
verilmesidir. Bu tarihsel referans da Eray’in hikayesi ile benzer izleklere sahiptir ve
anlatmin farkli sekillerde yorumlanmasina yol agmaktadir. Eurydice’in anlatisinin
akigini bozan ve medyalararasi etkilesimi gosteren bir diger unsur ise onun radyodan
duydugu haberlerdir. Bunlar arasinda Talza darbesine yer verilmekte dolayisiyla hem
kolektif anlamda hem de kiiltiirel anlamda gerceklesen bir travmaya isaret
edilmektedir. Anlat1 akis1 igerisine dahil edilen bu olay aslinda Tiirkiye tarihinde
yasanan 12 Eyliil 1980 darbesine igaret etmektedir. Yazar, sarsici ve sok edici bir etkisi
bulunan bu tarihsel baglama yer vererek, tarih icindeki kiiltiirel ve kolektif tramvaya

isaret etmekte ve bunun da kurgusal bir karakter iizerindeki etkisini betimlemektedir.
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Olay orgiisiiniin akisini bozan tim bu 6rnekler travma kurgusunda 6n plana
c¢ikan unsurlar olarak degerlendirilmistir. Kendi hikayesini yeniden yasayan ve aktaran
Eurydice’in romanin sonunda travmalar1 ve korkular ile yiizlestigi, Orphée ile goz
goze geldigi goriilmektedir. Ozellikle romanda Orphée’nin 6ldiigii sahnede bu olaya
karsilik olarak herhangi bir duygusal tepki vermeyen Eurydice’in yasadigi travmanin
onu artik eskisi kadar sarsmadig1 gozlemlenmis ve Eurydice’nin hayatta kalan kisi

pozisyonunda olmasi ile yeni bir yolculuga ¢iktigi ileri siiriilmiistiir.

Anlatinin en basinda dahi Eurydice kendisinin de tam olarak saptayamadigini
belirttigi bu diinya ile hesaplasmak zorunda oldugunu belirtir. Boylelikle de karakterin
travmalari ile uzlagsmasi gerekliliginin alt1 ¢izilmis olur. Orphée’nin 6liimiine taniklik
ettikten sonra hayatta kalan kisi konumuna gelen Eurydice, gegmise doniik bakis agisi
ile kendi hikayesini aktarir. Eurydice’in gergeklestirdigi bu eylemin onun karsilastigi

travmatik olaylara kars1 bir tepkisi ya da cevabi oldugu soylenebilir.

Anlatinin basinda ne ge¢misi ne de gelecegi bulunmayan bir kisi olarak tasvir
edilen Eurydice’in yasadigi deneyimlerden sonra sarsildigi goriilmektedir. Ancak yine
de belirli istekleri, hayalleri ve umutlar1 olan karakterin bunlar1 gerceklestirmeden
once kendi hayatini, ruhunu ve psikolojisini toparlamasi gerekmektedir. Bu noktada
Eurydice’in iyilesme siirecinin aktarilmasi i¢in Judith Herman’in fikirlerinden
faydalanilmistir. Bu dogrultuda Eurydice’in iyilesmesine giden yolda, ilk olarak
yasadig1 travmadan dolay: ihlal edilen giivenlik duygusunu tekrardan saglamaya
calistign goriiliir. Sonrasinda bu giivende hissetme duygusunun onu Orphée ile
yiizlesmeye kadar gotiirdiigii fark edilmistir. Nitekim Eurydice’in varligini tehlikeye
atan Orphée olmaktadir.

Bir diger onemli nokta ise Eurydice’in aktif bir karakter olarak kendi
gecmisindeki yaralart sorgulamasi ve bunlar ile yilizlesme cesaretinde bulunmasidir.
Bu ylizlesmenin onun bilingdisina itilmis ve orada kalmis unsurlar1 agiga ¢ikardigi
goriilmektedir. Boylelikle Eurydice’in hayatina ve kendi kaderine yeni bir yon verdigi
saptanmistir. Hem olaylart hem de buna yonelik duygularini yeniden yapilandiran
Eurydice, iyilesme siirecinde Judith Herman’in belirttigi ikinci adima ge¢mis ve
travma Oykiisiinli yeniden yapilandirmistir. Orphée’nin gdzlerinin igine bakabilecek
kadar cesur oldugu bir diinyay1 yeniden kurguladigi goriilen karakterin romanin

sonunda Sliime kars1 tepkisiz kalmasi bu durumun kaniti olarak degerlendirilmistir.
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Bu noktada olaylarin lizerinden belirli bir zaman gectikten sonra olusturuldugu
anlasilan bu anlatida Eurydice’in bu kaybin anlamin1 yeniden kurgulamig olabilecegi
ihtimali dogmaktadir. Nitekim Eurydice’in bu kayb1 kendi yasaminin bir pargasi haline
getirmis ve olayin yikict etkisinden siyrilmis olmasi da miimkiin goriilmektedir.
Yasadigi ylizlesme sonucunda Eurydice ge¢miste olanlar1 tam tersine ¢evirerek kendi

hikayesine sahip ¢ikmis ve kendisine yeni bir gelecek kurgulamistir.

Calismanin besinci boliimiinde biitiin bu verilerden hareketle eserlerin
karsilastirilmasi sunulmustur. Bu karsilastirma hem tematik hem de bicemsel agilardan
olmak tizere iki farkli boyutta gergeklestirilmistir. Hem Ben, Kirke eserinin hem de
Orphée eserinin mitolojik bir arka plana sahip olmast eserlerin ortak bir yani olarak
goriilmiistiir. Ayn1 zamanda eserlerdeki baskahramanlarin travmatik deneyimlere
sahip olmasi da benzer diger bir unsurdur. Bir ¢ocuk olarak Kirke’nin karsilastig
travmatik olaylar arasinda onun maruz kaldigi ilgisizlik ve ailesinden gordigi
asagilamalar ele alinmistir. Kirke’nin bir kadin olarak ise cinsel saldirtya maruz
kalmasi, onun kendi bedenine yapilan bu miidahaleden sonra bedenine
yabancilagsmasina yol agmistir. Ancak olay kurgusu icerisinde Kirke daha sonrasinda

bedeni iizerindeki kontrolii geriye kazanmaktadir.

Eray’in romaninda ise her ne kadar ¢ocukluk anmilarina yer verilmese de
bagkahraman Eurydice’in da travmatik deneyimlerinin oldugu tespit edilmistir.
Eurydice’in Orphée ile olan iliskisi de benzer sekilde travmatik olarak
degerlendirilmistir. i¢inde bulunduklar1 bu durumlar sebebi ile kendi kimlik ve benlik
algilarini olumsuz bir sekilde degerlendiren Kirke ve Eurydice’n bir diger korkusunun
da 6liime kars1 oldugu goriilmiistiir. Oliime kars1 duyulan bu korku, her iki karakterin
davramglarinin {izerinde belirli bir etkiye sahip olmaktadir. Ornegin Kirke eserinde,
Kirke’nin O6liimsiiz bir tanriga olarak Oliimii anlamlandiramamasi ve sevdiklerini

kaybetme korkusu onun Glaucus’u bir tanriya doniistiirmesine sebep olmustur.

Benzer sekilde Eurydice da Orphée ile goz goze gelmekten kaginmustir nitekim
bunun sonucunda her ikisinden birisinin 6leceginin bilincindedir. Romanlarda yer alan
bagka bir ortak motifin de yer degistirme oldugu saptanmistir. Ancak bu yer
degistirmenin sebepleri her iki romanda da farkli olarak degerlendirilmistir. Ben, Kirke
eserinde Kirke’nin sahip oldugu giigler ile Skylla’t korkung bir canavara
doniistiirdligiinii itiraf etmesi sonucunda onun Aiaia adasina siiriildiigii ve bu siirgtiniin

onun i¢in bir ceza oldugu goriilmektedir. Ancak Orphée eserinde Eurydice goniillii
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olarak yer degistirmistir. Eurydice’nin ¢iktig1 yolculugun sebebi sahip oldugu yara ile
uzlagsmaktir. Her iki karakterin de yasadigi bu mekan degisimi onlarin kimligi tizerinde
belirli bir etki yaratmistir. Aiaia adas1 Kirke’nin kendisini kesfettigi ve giiclendigi bir
alan haline gelmistir. Eurydice’in vardigi kiy1r kenti ise onun kendi yaralarini
sorguladigi ve en sonunda da bunlar ile yiizlesip bir nebze da olsa rahatladig: bir alan

haline gelmistir.

Hem Kirke’nin hem Eurydice’in degistirdigi bu mekanlarin onlar iizerinde
dontstiiriicii bir glicii oldugu varsayilsa da eserler arasinda yadsinamayacak
farkliliklar da bulunmustur. Kirke’nin siiriildiigii ada karakterin doga ile i¢ ice oldugu
bir yer olarak tasvir edilirken iken, Eurydice’in vardigi kiyr kenti Ankara’nin da
pesinden gelmesi ile kentlesmeye baslayan bir mekan olarak tasvir edilmistir.
Calismada ele alinan bir diger konu ise travma ve anlati arasindaki iliskidir ve bu
noktada da eserlerin sahip oldugu benzerlik ve farkliliklarin tespiti yapilmistir. Buna
gore Kirke’nin sahip oldugu travmatik anilar1 hatirladigi ve bunlar1 detayl bir sekilde
anlatabildigi goriilmiistiir. Bunun aksine Eurydice’in travmatik anilarimi aktarirken
metinde yer alan tekrarlamalar ve metinlerarasi referanslar araciligi ile anlatinin

stirekli olarak boliindiigi tespit edilmistir.

Yine de her iki karakterin de belirli bir i¢cebakis siirecinden gegmesi ile beraber
kendi korkular1 ve yaralar ile yiizlestikleri ifade edilmis, bu yiizlesmenin de onlari
lyilesme stirecine gotiirdiigii vurgulanmistir. Kirke ve Eurydice’in kendi sarsilmis
benliklerini ve hikayelerini yeniden ele alarak yasadiklarina bir anlam vermeye
calistiklar1 savunulmustur. Buna ek olarak her iki karakterin de ayn1 zamanda da onlar
icin yazilmig kaderlerine kars1 ¢iktigi ve kendileri igin yeni bir gelecek ve kimlik inga

ettikleri saptanmustir.

Romanlarin baslangicinda hem Kirke’nin hem de Eurydice’in sahip oldugu
kimlik ve benlik algist olumsuz bir sekilde yansitilmistir. Bu durumun sebebinin ise
karakterlerin karsilagtig1 travmatik deneyimler oldugu belirtilmistir. Ancak Kirke ve
Eurydice’in kendi anlatilari igerisinde deneyimledikleri igebakis, yilizlesme ve uzlasma
stirecleri, karakterlerin sahip olduklari travmalarin etkilerinin azalmasina yardime1
olmustur. Sahip olduklari travmalar1 biiyiik bir 6l¢iide asan karakterler, en nihayetinde
kendilerine yeni bir gelecek ve kimlik sunacak cesareti kazanmis ve romanlarin

sonunda bunu ger¢eklestirmislerdir.
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Sonug olarak, bu ¢alismada travmaya kars1 farkli yaklasimlar benimsenerek
Madeline Miller’in Ben, Kirke ve Nazli Eray’in Orphée eserlerindeki travmalar
bireysel anlamda ve dilsel diizlemde karsilastirmali olarak incelenmistir. Her iki
romanda da kadin kahramanlarin kendi yaralan ile yiizlestikleri goriilmiis, bunlarin
sOzciiklere dokiilmesi ise karakterlerin iyilesme siirecinde yer alan 6nemli bir adim
olarak degerlendirilmistir. Bu caligmada yer alan tartismalarin ayni romanlardaki
kolektif ve kiiltlirel travmalarin incelenmesi ile gelistirilebilecegi on goriilmektedir.
Hem baskahraman hem de anlatic1 pozisyonunda olan Kirke ve Eurydice’in bireysel
travmalar1 disinda farkli travmalarinin olup olmadig1 ve bunlarin bahsedilen eserler
tizerindeki etkilerini arastirilmasi edebiyat ve travma arasindaki iliskiyi farkli bir
boyutta ortaya koymak ve bu caligmay1 gelistirmek icin bir baslangic noktasi

olusturabilecek potansiyele sahiptir.
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