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A Mark of Modernity: The Role of Turkish Cypriot
Women Artists in the Evolution of Modern Art

Netice Yildiz*
Eastern Mediterranean University

Abstract

Art in the sense of a Western style is a rather new concept for the Turkish
society. This idea is not more than 8 decades old considering that the
beginning of art education dates back to the 1920s. Although women played
an imporfant part in art education alongside the male teachers, women
artists managed to exhibit their works only affer 1960s. Turkish Cypriot
women artists adapted themselves to the Western style and managed fo
catch up with the new trends in the modern art. This was only achieved after
gaining the right to attend university by means of upgrading of the level of
the girls’ secondary schools to lycée in 1952.

This article will introduce the early art event that women artisis were
involved in and also some brief biographical information about the leading
protagonists at the moment among Turkish Cypriot artists. Although painting
was the main concern of the women artists, recently, some women achieved
success in sculpture and ceramic arts. These artists also played important
roles in the art education of the country for many years. It is pleasing to see
that although political problems had always affected the life of every
individual of the society with the embargoes applied on North Cyprus, artists
took a rather active part in international exhibitions and in the activities of
conflict resolution groups for the benefit of the whole island while conveying
the message of peace, friendship and solidarity in the context of joint
exhibitions or exhibiting individually in Cyprus or abroad. They are the
symbols of modernity of the sociey.

Key Words: Ar, artists, exhibitions, Cypriot women, Cypriot artists, Turkish
Cypriot art, women artists.

*Assoc. Prof. Dr. Netice Yildiz, Art Historian, Faculty of Architecture, Eastern Mediterranean
University. e-mail: netice. yildiz@emu.edu.ir
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Introduction

Women had always played an important role in the evolution of art throughout the
history although they usually remained anonymous in their efforts. Although it is
believed that women have contributed greatly in the creation of art objects, mainly
in the ancient ages (Morris, 1985, p.16; Ehrenberg, 1989, p. 10), this talent was
lost with the invention of the turning wheel for ceramic production and other technical
equipment. However, they continued fo contribute to their environment with
handcrafts such as embroideries, laceworks, weaving, or basket-making as the
products of their silent, patient characters. Their creativity only changed in parallel
to the rise of the level of education. Currently there is no difference between artistic
creativity of women and men in general.

The part of Turkish Cypriot woman's success in art and literature has increased
during the last two decades and it is believed that the stages it had passed through
is now worth to be recording at the beginning of this new millennium. To understand
this development and also the role of women in this case, it is necessary fo research
the outputs of a century, particularly the conditions and events that initiated the first
impulses for the evolution of the contemporary art in the Turkish Cypriot society.

The struggle of Turkish Cypriot woman to achieve an equal position with man
started in the 20" century during the Brifish Colonial period. Although at first glance,
it could be considered as the result of Western Civilization infroduced to the island
through British Rule, it was in fact the result of a close follow-up of cultural
improvements implemented in Turkey with the establishment of the Turkish Republic
in 1923, as well as, the rights gained in modern Western countries.

As a result of the reforms in education and certain aspects of culture, Turkish
Cypriot women, like their Turkish and Western counterparts, are celebrating
achievements gained in a revolution nearly eight decades old. They almost have
an equal share in the cultural life of the society as both creators or spectators.
Therefore, the subject of this paper focuses upon the role of women in the evolution
of art and culture in the Turkish Cypriot society and their contribution to the formation
of a modern society. This was achieved by overcoming gender differences,
particularly in education and the cultural environment, whereby women developed
art and other cultural activities due to the efforts in art education. Although art
occasions remained within the limits of school exhibitions, during the earliest period,
of the cultural and social reforms that took place during the years 1900 to 1975,
this was in fact a preparatory stage. It became apparent that although the
achievements of this era seemed to be rather slow, in redlity it diffused to a rather
successful era in the last quarter of the 20* century.

It is clear that in order to be able to write the history of Turkish women artists, it
is necessary to understand the level of education of the whole society without
accounting for gender differences. However, a previous published paper (Yildiz,
2003) already deals with the achievements in art education. Therefore, this paper
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discusses the evolution of the modern art and the role of women artists in comparison
with the case of the male artists, as a continuation of the study on the history of
modern culture in Turkish Cypriot society. Therefore, the part of women artists in
the survey of enlightenment of the Tukrish Cypriot culture with their indefatigable
struggles to achieve universal creativity and production is presented in the study.

Sources for the Study of Modern Turkish Cypriot Art

Although the 20" century is the most documented era of Cyprus history for the
study of women themes, documents are scanty as it is the common fate of many
societies. It is also well known that, entire documents about well-known women or
their achievements had been written by men (Ehrenber, 1989, p.10). For this reason,
it is not possible fo find the biography of any woman recorded in the history books
or other documents of those years. History of art books also deal with monuments
or art created by men, while art created by women such as pottery making,
embroideries or textiles usually remained anonymous. Although the situation is
improving due to new attempts towards writing a history of women in Cyprus
civilizations (See Pyrgos, 1993; Yildiz, 2002, pp.79-116), it could be said that
there is presently litfle material published about contemporary women artists (See
Olgun (ed.) 1988; Yildiz, 2000. pp. 79-116; Yildiz, 2001. pp. 1-42). However,
this is similar for male artists.

Publications on the social history of Turkish Cypriots to date are mainly about
political matters. There are only a few publications about its cultural history
particularly dealing with contemporary art, and these are printed affer the 1980s.
The recent technical multi-media facilities mainly web-pages contain again
insufficient information on the topic. A recent source is the web-page entitled as
Cyprus History and Culture including contemporary art and reference to the names
of contemporary Turkish Cypriot artists with some illustrations, though within the
limit of the subject it also lacks enough information.!

The information for this paper was collected mainly from newspapers, socio-
political texts emphasizing the Cyprus problem, memoirs and documents provided
by some women artists as well as exhibition catalogues. )

Publication of memoirs was not very common in Turkish society particularly of
women. However, recent publications of biographies and memoirs are increasing
in number and shed more light on the happenings and social life of the first half of
the 20" century. The biographies, autobiographies and memoirs about political
leaders are rather disappointing for our study since they usually represent political
problems or biographies with no discussion of art or cultural heritage. Although
almost all of the past polifical personages were honoured with the opportunity of
delivering a speech at the inauguration of art exhibitions, there is no reference of
these occasions in their memoirs.>
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With the memoirs of intellectuals such as journdlists or authors, the hope of
collecting information about women artists in their writings ended with
disappointment since the concept of “art’ was limited to the literature and the
performing arts such as theatre or music. Virtually no biography or autobiography
about women artists has been published so far except our previous detailed study
about Ozden Selenge (Yildiz, 2001, pp. 1-42), the well-known artist and author.

Publications by some of the artists are literary works such as poetry, short stories
or novels, which they usually consider only to be merely fictional products.
Newspaper or journal articles about art occasions and artists are not adequate
sources for this fype of study since they are simply interviews or news about the
inauguration of the exhibitions with no intellectual perspective of any art critic of
an academic background. Hitherto, they are important sources to understand the
evolution of the cultural background of the society.

The first book about Turkish Cypriot art {Olgun (ed.) 1988) was published with
the coordination of Ergiin Olgun, an art connoisseur entitled Section of Turkish

_Cypriot Painting. The book did not include much information about the artists. The
presentation of the brief biographies and illustrations showing a couple of their
works were arranged like any ordinary exhibition catalogue. However the
“Foreword” by Ergiin Olgun and three short articles by Ahmet Ustat, Emin Cizenel
and Asik Mene are important sources as comprehensive information about the
development of Turkish Cypriot art from the 1940s to the 1980s. Women artists
Fbrgorr’l( the early generations who were involved in painting are presented in the

Catalogues of collections and exhibition are also important sources for the study
of contemporary art. Two recent publications by the Ministry of Culture and Education
and the National Assembly of TRNC contain illustrations of the oeuvres of mainly
the well known Turkish artists in the collections of these two institutions. The first one
of these catalogues published by The National Assembly of TRNC in 2000 is the
first catalogue of an art collection in North Cyprus. The book was intended to
present the art collection of the House of National Assembly and thus it merely
illustrated a series of paintings and a few sculptures with simple captions.
Unfortunately in the written text in Turkish, English and French the history of the
Turkish Assembly is narrated, and there is nothing written about the art or artists of
Turkish Republic of North Cyprus (TRNC). Also, there is neither a logical order for
the arrangement of the paintings, nor any list of the artists or art works illustrated in
the book. Therefore, as the title suggests, it cannot be considered as a complete
catalogue of a collection but merely a selection of art pieces. The second catalogue®
published recently is depicting the collection of the Ministry of Education. This
collection seems to be formed through the purchases of the ministry mainly from
the Annual State Art Exhibitions. However, the catalogue includes works from earlier
years starting from 1934 to 2000. The pictures are selected from the works of
earlier years in the first part, and the others are the works that were awarded with
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prize. The table included at the back of the book is summarising the awards given
for the occasions of The Annual State Exhibitions and the name of the works
purchased from each exhibition. Also, short biographies of the artists who were
awarded with prizes or joined to the State Art Exhibitions are given briefly in the
catalogue.

However contemporary artists whose careers began in the 1950s or the 1960s
are in fact the best source of information fo learn about improvements in art education
and the formation of real art activities in Turkish Cypriot society.

Western Art in Cyprus and its Effects in the Evolution of Turkish Art

A research of the past cultural history of Cyprus showed the initiation of interest in
Western art in the 20™ century. Western style of art was a rather new concept for
Cypriots at the beginning of the British colonial rule although there was a rich
cultural heritage on the island from classical antiquity. Western art was rather
strange to the Turkish community as compared to the Greeks who had at least
practiced icon or fresco paintings fo decorate their churches. Although the political
happenings of the island revealed serious problems, particularly in the 19* century,
from time to time, there were many artists who paid visits to the island. Among
these Don Domingo Badia-y-Lelyblic Jose Moreno,* William Martin Leake, Henry
Light, Karl Ritter, E. Duthoit, Otto von Richter, Francis Arundale, Antonio Schranz,
Antoine-Alphone Monfort, E.T. Daniel, Henry Backhouse, John Gardner Wilkinson,
William Bartlett, Benjamin Mary, Hercules Brabazon Brabazon and Hermann
Solomon Corrodi were professional artists who painted topics on the spot in Cyprus
during the Ottoman period in 19" century. Tristram Ellis and Albert Yelverton
Bingham in company with Lady Annie Brassy were two other professional artists
who also stayed in Cyprus for a while during the late 19" century. Their paintings
and drawings were either printed as engravings in books or albums while some of
their watercolour or oil paintings are usually in private collections.®

There were a few women artists who lived on the island either temporarily or
permanently in the 19" and the first half of the 20" century. Lady Jane Digby
Ellenborough in 1859 made at least a watercolour painting of Lania village in
Troodos Mountains (Severis, 2000, p. 107). Gladys Pero (born 1890) studied at
the London School of Art and lived in Cyprus for a short while in 1927, was
interested in the local scenes as well as British colonial life in art deco style. Marjorie
Congreve, who followed her son to find employment in Cyprus, lived in Famagusta
for a while. Although her son left after a year, she preferred to stay and after the
arrival of her husband they settled down in Kyrenia. She attempted to be closer to
the local people either Turks or Greeks, in a lifestyle which was not welcome by
British colonials, and usually travelled all round the island to paint portraits or local
scenes (Severis, 2000, pp. 216-222). Fay Pearce was an artist who also made a
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charming painting of Victoria Street in Nicosia (Severis, 2000, p. 226 fig. 288),
which recalls her involvement with the Turks. Olga Rauf is another artist who settled
to Cyprus and later through her marriage she lived in the Turkish society until the
end of her life.

However, nothing is known about the extent of influence of the Western artists
who travelled and worked on the island for short or long periods. Elektra Megaw,
an Albanian who worked in Victoria Girls’ School, can be considered as the most
important of these to contribute to the Turkish education. She usually made botanical
watercolour paintings (Severis, 2000, pp. 241, 243, 246: Fig. 319) which were
published in a book entitled “Wild Flowers of Cyprus” in 1974. Elekira Megaw is
the wife of Peter Megaw, the archaeological officer of the Department of Antiquities
in the 1930s and 1940s. Although according to Mevhibe Sefik, Mrs. Megaw left
the island during the First World War, she took part in the Pancyprian Art Exhibition
in 1947 (Severis, 2000, p. 241)¢ Also there several references to her and her
husband’s names by the American Consul General and his wife in the late 1950s
(Martin & Wallace (ed.) (2000).

Cultural Activities in Turkish Society and Contribution of Women

Cultural activities in the Turkish Cypriot society were mainly sponsored by the Turkish
Republic through the Turkish Consulate by the second quarter of the 20* century.
Some associations established for political reasons also offered cultural activities to
foster patriotic feelings against the oppressions of the British rule. These were limited
fo stage performances mainly. In the 1930s, theatre groups including women
actresses used to come from Turkey a few times each year and gave performances
to the Turkish community. Local associations also organized plays. It is interesting
to learn the name of a theatre building belonging to a woman, Mikerrem Hanim in
Nicosia (Ismail & Birinci, 1989, p. 175). Kardes Ocagi was another place for such
occasions. The schools’ annual entertainments were also important contributions fo
the social life in those days. These entertainments included sport activities, exhibifion
and stage performances. The exhibitions of Victoria Girls’ School were one of the
main occasions of exhibits for female students for many years. An article published
in 56z newspaper in June 1946 was the most detailed one ever published about
an exhibition so far. The journalist described the exhibits arranged in three halls
according to the class levels. He made comments on most of the works in detail
citing the name of the artists (students) and bringing critical ideas. The article ended
with acknowledgement to Mevhibe Sefik, the teacher for her successful work (Yildiz,
2002, pp. 9-10, 29). As Cagdas had written, although her efforts cannot be denied,
there were no selectivity as there were several paintings always exhibited, all
arranged one on the top of another one and the topics were beyond the limits of
children paintings, with litle knowledge of correct usage of painting materials
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mainly in oil paintings (Cagdas, 1986, p. 8). Besides the exhibitions, the theatre
plays staged particularly by Victoria Girls" Schools could be considered rather
important events offered to pub|ic as entertainments. These theatre p|uys a|woys
included a stage decoration that had a large landscape painting on the screen
prepared by Mevhibe Sefik and her pupils. These were the first large scale landscapes
ever painted to give people a taste and an appreciation of art in those days. Inci
Kansu and Géral Ozkan, well-known artists were the most enthusiastic pupils to
take part in the preparation of these stage decorations. However, the stage sefting
designs and the school exhibitions remained as the only art performances for the
female part of the Turkish society until 1950s. The stage decoration of the “Spring”
dances painted for the play performed in 1947 by Mevhibe Sefik and her pupils
was much appreciated by a journalist as he described this as the result of a fine
aesthetic taste.

Michael Kouflos, originally a Greek from the island Calymnos was the first artist
to exhibit his works in 1897 at the bar of Zenon Skyrianides in Limassol (Severis,
2000, p.195). The Cyprus Gazette printed news about the artists from time to time.
One of these was an exhibition of Keith Henderson opened in the Cyprus Museum
in December 1928 and it was recorded that these paintings, which in fact had
been incomplete, were also intended to be exhibited in a near future in Londen.
The entrance to the exhibition was free (The Cyprus Gazette 1928, pp. 825, 831).
Unfortunately there is no information for the contribution of women taking part in
plastic arts, except the ones held annually at the Victoria Girls” School. The
newspapers, which are the source of information for these exhibitions did not provide
details of the exhibition occasions. The word “exhibition’ did not necessarily describe
the plastic art occasions. They could define any kind of display. It was the same for
the non-Turkish society. An advertisement appeared in Séz newspaper in 1930
was an invitation for an annual exhibition by young Christian women to be held in
American Girls’ Academy in Nicosia (562, 1930, p.1). Another similar event was
the annual exhibition of Victoria Girls’ School organised on 24" May 1931. An
article appeared in 6z on 28" May 1931 referred to the inauguration ceremony
attended by Lady Storrs, the wife of the Governor. It is not exactly known whether
there were any paintings displayed. It was merely referred to as an exhibition of
handcrafts and domestic science. Lady Storrs, the wife of the governor, and other
foreign guests who were present at the inauguration, expressed their admiration
for the perfect displays and signed the book of exhibition (S6z, 1931 May, p. 4). A
similar exhibition was organised in Larnaca at the end of May, which was honoured
by the wife of the Turkish consul (S6z, 1931 June, p. 4). It is interesting to see a
decision taken by the Turkish Board of Education to warn the visitors not to bring
children under 10 years to the exhibition in Victoria Girls’ School (Behget, 1969,
p. 130).

A group exhibition was first organised by Sir Ronald Storrs, the Governor, in
1931 in Cyprus Conservatory in which 144 paintings were exhibited including the
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works of British, Greek, Turkish and Armenian artists (Severis, 2000, pp. 206-
207). This exhibition was repeated during later years, the second one being in
June 1932 again organised by Sir Ronald Storrs, the governor. The Turkish
newspapers, as usual, did not give any details about the exhibition and the names
of the artists. It was first announced on 31¢ March 1932 for an exhibition to be
organised on 2™ June that lasted for ten days. Accordingly, this exhibition was
intended to display fine art and handcraft objects from Cyprus. The aim of the
exhibition was to present an important opportunity to the talented artists and artisans
to display their oeuvres or industrial products. A programme for the exhibition was
already published and circulated which urged the artist and artisans to send their
works to the exhibition according to the specified conditions (S6z, 1932 March
31, p. 2; June 9, p.1). At the closing session of the exhibition on 9* June, 32
participants were given prizes. Unfortunately, there is no detail about the prizes
except the phrase indicating that six of these are from Paphos district (Séz, 1932,
June 18, p. 543). Although the information published in the Turkish newspapers
lacks details about this exhibition, the news that appeared on the 9™ June 1932 is
enough to show that the Pancyprian exhibition was based on the model of
International Art and Industry Exhibifions, the first of which was organised in London
in 1851.

Mehmet Necati is the first Turkish artist to join these annual exhibitions in the
early 1930s. There is no Turkish woman known so far to take part in these exhibitions.
Though these exhibitions were repeated annually, interests of the local artists failed
in the late 1940s and 1950s (Severis, 2000, pp. 206-207). The news of the 1947
exhibition included works by British and Greek Cypriot artists while no Turkish
Cypriots participated. The long list of artists included Olga Rauf (1893-1987), a
German immigrant originally from Moscow and married to a Turkish Cypriot doctor.
The Cyprus Review commented on the local reception as being disappointing as
usual. The Kipriaka Grammata (Cyprus Letters), a monthly publication commented
upon this and described the indifference of the public being the usual situation with
an ironic question on who could be blamed for this case. There were only five
exhibits sold out at rather low prices during the exhibition (Severis, 2000, p. 243).
One of the reasons for the decreasing of interest of the local people in the Pancyprian
exhibitions was the contradiction that most possibly existed between the naive style
of the local artists and the new trends introduced by British artists. It is clear that
Western art is a very new concept for the local people while it was the heyday of
the new styles in art like Surrealism, Futurism, De Stijl in the Western world. A
criticism about the modern art trends appeared in an article written by Nazif
Stleyman Ebeoglu in S6z dated 11* June 1946 clearly reflects the difficulty of
understanding the new trends in art, literature or music even by some intellectual
people. Accordingly there was craziness in Modern art trends that had gone beyond
the limit after the Second World War (Ebeoglu, 1946 June, p. 1).

Reviews about the Turkish exhibitions also appeared in the local English
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newspapers. Severis (2000, p. 243) referred to an article in Cyprus Review about
the exhibition of Turkish Cypriot students opened in June 1951. However, we could
not frace about it whether it was a group or just a female or male students’ exhibition
held annually. Considering the date of the exhibition this was either the exhibition
of Turkish Lycée or Victoria Girls’ School.

Although Pancyprian exhibitions were organised by the British Governors to
bring the artists living in the island together, it did not achieve its aim. Durrell
(1967, p. 110) mentioned about an occasion of meeting G. Pol Georgiou, described
as “the only painter of his generation who is of European significance.” In fact,
Severis, Greek researcher mentioned about Mehmet Necat and Cevdet Cagdas as
the only Turkish artists for this period. The case was the same at the beginning of
the Republic period and each society preferred to organise their own occasions
separately. A web page prepared for the publicity of an exhibition entitled ‘7960-
1974 Young Cypriot Artists at the down of the Republic” briefly mentioned about
the Turkish Cypriot artists not to be familiar except the names of Hakeri Yilmaz and
Hassan Amir (http://www.pio.gov.cy/cyprus_today/may_aug2002.htm, p.12).

Ismet Vehit Giiney was one of the first Turkish Cypriot artists to open a Solo
exhibition in 1947 in the British Institute (now British Council) where he was working
as an art teacher.” Affer his first exhibition he had a proposal from the Turkish
authorities in the Education Office to start as an art teacher in Turkish Lycée. His
second solo exhibition, in the exhibition-hall of Victoria Secondary School in 1949
was a good contribution to the cultural life of the Turkish society, particularly to the
female students although they were embarrassed to enjoy them as he said: “Although
Turks used to come to my exhibitions they could not help themselves to turn their
head with embarrassment in front of a nude painting.” His third exhibition was
held at Ledra Palace Hotel. Memoirs of Giiney revealed an important fact about
women’s attitude fowards painting as he says: “My mother always rejected to my
oil paintings as it caused mess at home” (Nesim, 1987, pp. 390 — 392). As also
commented by Giney, it was not easy for the Turkish society to adopt the art of
painting. Although Severis commented upon the first Turkish Cypriot artists, such
as Cevdet Cagdas (b. 1926) and Mehmet Necati to have been affected by the
British art in relation to the subject matter as well as the style (Severis, 2000, p.
257), the influence of the Turkish painters such as Ibrahim Calli cannot be denied
in the works of the Turkish Cypriot artist. However, Ismet Vehit Giiney always falks
about his close relation to Ibrahim Calli almost in every interview.

The first exhibition ever held by a female artist took place in 1954 in the hall of
Cetinkaya Football Club. This was an illustrated poetry exhibition by Ayse Halluma
of the poems of Taner Fikret Baybars and Ozker Yasin (Yasin, 1997, p. 748). The
exhibition was the first of its kind in Cyprus and many people bought the items
during the exhibition. Ayse Halluma is a woman artist from Izmir who settled in
Cyprus through her marriage to a Cypriot. We could not get much information
about her art education although she is described as a pretty young woman with a
lively conversation, and gifted with the talent of art. Although this was a great
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favour to both poets, Ozker Yasin referred to her in a letter written to Nevzat
Karagil as an ambitious character who is seeking for opportunities to make publicity
as an artist in her environment (Yasin, 1997, p. 748). Taner Baybars suggests the
opposite as he described her to be a rather humble person. He also recalls their
efforts to persuade her to open such an exhibition upon her hesitation with worries
about the attitude of the society towards a woman artist in such a poetry exhibition.
Taner Baybars described Ayse’s paintings as free-flowing and dreamlike figures
and her illustrations for the poems were rather successful. This is an important
occasion to let people get used to exhibitions as well as giving them opportunity to
buy paintings. The memoirs recorded in the diary of Baybars for 1954 described
the maijority of the spectators at the inauguration of the exhibition consisting of
young girls and women. Although the exhibition was of great success Ayse was
not happy since her husband created an unreasonable discussion at the inauguration
of the exhibition because of his jealousy. She complained about her difficult situation
to keep up a marriage with a man who did not encourage and approve her art
career (Baybars, 1954). An aftempt to search the fate of Ayse Halluma ended
hopelessly since she did not live in Cyprus for a long time and as she is divorced,
it is rather difficult to trace her.

One of the first group exhibitions of Turkish artists was opened in Limassol in
1954 by the artists living in Limassol. The news appeared in Halkin Sesi on August
27" 1954 (Halkin Sesi, August 1954, p. 4) remarked about the exhibition as the
product of patient, hardworking people and with several ceuvres that are of great
art value. Handerafts were also included in the exhibition besides paintings. However
the names of the artists were omitted in the article that was intended for publicity of
the exhibition. Another exhibition entitled as “First Turkish Cypriot Art Exhibition”
organised by the Cyprus Turkish Organizations Federation was opened first in
Nicosia and then repeated in Paphos, Famagusta, Limassol and Larnaca that lasted
on 17" November 1959 (Feridun, c. 2000, p. 199). However, currently there is
not much information about these exhibitions. Another important attempt in art
was the foundation of the Art and Culture Association on 31* May 1959. This
association aimed fo promote literature, performance arts, plastic arts and music.
The association included women members who took part in music or theatre
performances. Although they were successful with the theatre and music
performances, in the field of plastic arts only three exhibitions were organised by
the association. These were the watercolour paintings of Cevdet Cagdas opened in
the office of Ayer Kasif, an architect, ismet Giiney’s oil paintings in Kitap Saray
(book shop) and the paintings of Rahmi Pehlivanli from Turkey in Atatiirk Girls’
Institute (Adanir, 1997, p. 59).

Nevertheless, it is clear from the above mentioned occasions that there was no
proper place for the organisation of exhibitions. Social factors were another problem
preventing women artists to exhibit their works. Two articles in Hiirséz newspaper
bitterly criticised women who were active in the society and referred to them as
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naughty and of low moral standing, even citing the names of some women poets.
The author also added that even Rauf Denktas, a student in England, had written a
letter criticising the poetry of some women {56z, 1945 July, p. 1). One of them
signed as Nazif Stleyman Ebeoglu in Hirséz dated 24 September 1946 mocked
some women for having their hair curled and cut short looking like lambs as if that
would make them look more intelligent (Ebeoglu, 1946, September, p.1). Under
these conditions it was not easy for any woman to take a chance for the opening of
an exhibition. And in fact the similar explanations were given by some artists in the
case of Mevhibe Sefik, the first Turkish art teacher who had never exhibited any of
her paintings.

The foundation of the Cyprus Republic in 1960 after the Zurich and London
agreements brought the expectations to the Cypriots on the island for opening new
gates to the world. However, the cultural activities remained usually within each
society. The First Turkish Cypriot Artists Exhibition was opened in Nicosia Museum
on 39 May 1961. Inci Yilmaz (Kansu), Sema Zihni and Makbule Necdet were the
three women artists who took part in this exhibifion alongside the male artists,
Cevdet Cagdas, Fikri Direkoglu, Ismet Vehit Giiney, Ibrahim Hikmet, Kemal Karaderi,
Nedim Kazim, Mehmet Necat, Ergiin Séféroglu, Stleyman Mustafa (1¢ Cypriot
Artist Exhibition Catalogue; Feridun, c. 2000, p. 438). Cadas claims that this
exhibition was one of the first important attempt for the to encouragement of the
Turkish Cypriot artists in their profession as well improving a taste for the appreciation
of art (Cagdas, 1987, p. 16). The Second Exhibition of the Cypriot Artists was
opened in Mevlevi Tekke Hall on 12* April 1962. Necla Cakildag, In-Kan (Inci
Kansu), Olga Rauf, Sema Zihni were the women artists who took part in the
exhibition. The third exhibition was organised in Saray Hotel, Nicosia in 1964.
The fourth exhibition was opened in 1965 and Giilten Kemal (Can), Yalkin
Muhtaroglu, Germaine Ramadan and Olga Rauf were the female artists who took
part in it. The Sixth Turkish Cypriot Artists Exhibition was opened on 15" July 1967
again in the hall of Saray Hotel and for the first ime Aylin Orek, a woman artist
took part in the organising committée. Génen Atakol, still a student in Pennsylvania
State University, Géral Hasan (Ozkan), Inci Kansu, Giilsen Kazim (Erin), Giilten
Kemal (Can), Yalkin Muhtaroglu, Aylin Orek took part in the exhibition. A ceramic
exhibition was also opened for the first time by Lerzan Oke, a woman artis from
Turkey in 1961. !

Saray Hotel, the only luxury hotel owned by the Turkish Vakif Administration in
the Turkish part of Nicosia and the halls of the schools hosted almost all of the
exhibitions and after 1984 the modern exhibition hall of Atatiirk Cultural Centre
enabled the artists with better exhibition conditions. Turkish Cypriot culture suffered
much until 1974 with the lack of financial support started in 1963. These were the
years that a complete isolation lived by the whole society with financial difficulty as
the Turkish Cypriot community was impelled to live as ghettos and forced to close
its communication almost with the whole world for 2 decades. However, it was
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during these years that the families realized the value of education and sent their
daughters for higher education mainly to Turkey.

The years after 1974 were the opening of the gates to the whole world and
giving opportunities for better employment of the young people with better
economical conditions, which is so essential for the development of an art career.

Ozden Selenge is one of the female artists to take part in the Exhibition of
Cypriot Artists opened in Antalya Film Festival together with three male colleagues
in 1976. One of the largest organizations abroad was the Exhibition of Turkish
Cypriot Artists organised in Ankara State Fine Arts Gallery, on 17 November
1977. Sixteen artists joined to the exhibition. The women artists who took part in
f_his exhibiﬁon were Aylin Orek, Génen Atakol, Goral Hasan Ozkan, Hatice A.
Orek, Ozden Selenge. Another exhibition organised abroad was the Exhibition of
Turkish Cypriot Artists in Brussels in 1990. Again 16 artists took part in this
exhibition. The women artists forming the majority of the group were Giinay
Giizelgin, Hatice Sa|ih, Cema|iy§ Salih, Ozden Serak, Nilgiin Kozal, Emel
Samioglu, Ayhin Orek, Inci Kansu, Ismet Tatar. Anita Nardon, the art critique of
AICA (Association International des Critiques) described the painting style of the
women artists with these words:

I noticed the gouaches from Giinay Giizelgiin because they were about popular and feminine
world, something full of solar colours. ... I also appreciate Hatice Salih and Ozden Serak as
well as Ismet Tatar. .. | am very sensible to things that happen outside our European context and
| discovered Aylin Orek’s painting in 1985. | like her way of viewing the sense of celebration
in popular life and the slow work of the old crafts. She depicted them in the form of colour

patch-works (Northern Cyprus Monthly, 1990 May).

The years 1988-1990 were active times for all the artists. This may be considered
as the opening of the gates to international platforms by organising exhibitions
both in Cyprus as well as abroad. Appreciation of art only by the people with an
art education left its place to a more intellectual group of people who even acted as
patrons of art. The Foundation of Culture and Art established by Asil Nadir, a well
known businessman, created one of the most active periods in Cyprus during 1988-
1992 for the case of musical activities, while Ergiin Olgun, another business man
and an art connoisseur offered exhibition opportunities to the artists on the top
floor of the modern building of his furniture show room, in addition to the hall in
Atatiirk Cultural Centre. Therefore a group of artists established the Fluxus Gallery
with an action manifesto. This was the first of a series of galleries, then to be
followed by HP (Haydar Pasa) Gallery in 1991 and Vision Gallery in 1994. All the
galleries accepted exhibition proposals through the decision of the board members
consisting of art consultants. Artists also attempted to have studios where they
could have a permanent exhibition of their works. A woman architect, Rezan Nevzat
made a daring attempt to open HP Gallery, not depending on any other business
and support. Her efforts to organize rather high quality exhibitions in the 1990s
together with her attempt to restore Haydarpasa Mosque (St. Catherine Church), a
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badly neglected important historical monument in Nicosia, are worth appreciating.

One of the most important exhibitions ever held in North Cyprus was opened in
Atatisrk Cultural Centre in Nicosia with the encouragement of Fluxus Gallery and
sponsorship of Poly Peck Company of Asil Nadir on 13-22 April 1990. This was
The First International Erotic Art Exhibition (Fig : 1), which caused such a sensation
and publicity in those days. Although many people criticised the inauguration,
which started with erotic performance art at the time of ‘iftar’ during the Holy
Ramadan,? they did not hesitate to watch this art performance with great curiosity.”
This performance designed by an ltalion artist was of course something rather
unusual even for the local artists. However it was the unorthodox style of Yves
Klein, one of the eminent Neo-Dadaist artists, in the 1950s. It was a kind of paintings
produced by the action of elements in a ceremonial manner (Lucie Smith, 1969/
1995, p. 124). Four Turkish Cypriot women artists, Filiz Ankag, Génen Atakol, Inci
Kansu, Ozden Selenge did not hesitate fo take part in this exhibition of erofic art.”
The Erotic Art Exhibition was a further step taken in the field of art as compared
even with the ones in Turkey. It was in the memories of many people that some
politician leaders ordered for the removal of many paintings in museums or art
galleries in the 1980s since they were considered to be provocative and of low
moral value. .

Several Turkish Cypriot women artists such as Inci Kansu, Emel Samioglu, Nilgin
Giiney, Ozden Selenge, Génen Atakol also took part in the exhibitions of 1+ and
2 International Asian-European Art Biennales in Ankara. This was one of the
great experiences for many artists and they managed to establish many contacts
through this exhibition.

SANATTA EROTIZM

1. ULUSLARARASI SERGISI

1. INTERNATIONA

EROTIC ART EXHIBITION
(oo

)

Fig. 1 — Cover of the exhibition catalogue of
1+ International Erotic Art, 1990.
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Fig. 2 - A view from the 3 Exhi-
bition of Turkish Cypriot Women
Artists organised by the Center for
Woman Studies - Eastern Mediter-
ranean University on 8" March
2002.

The bi-communal art exhibitions called Brushstrokes across Cultures organised
by the Embassy of United States of America in Nicosia were attempts fo bring the
artists of the two communities as well as American artists together. Women artists
took part in this exhibition although the number of male artists invited was usually
higher. The first three exhibitions held both in Greek and Turkish parts of Nicosia,
in 1992, 1993 and 1997 while the last two in 1999 and 2003 were organised in
the Residence of the Ambassador. Filiz Ankag was the only Turkish woman arfist in
the 1992 exhibition while in the 1993 exhibition, Nilgin Kozal, Emel Samioglu,
Ozden Serak represented the Turkish Cypriot women arfists. In the 1997 exhibition
inci Kansu, Giinay Giizelgin, Lebibe Sonug exhibited their works while only Inci
Kansu was invited fo the one held in 1999. Somehow no Turkish neither Greek
Cypriot women artists took part in the 2003 exhibition. "

Women artists’ exhibitions usually open on the 8" March, World Woman's
Week. EMU-CWS organised three exhibitions previously, the most successful one
being in 2002. This was the first fime to include ceramic and sculpture artists besides
the paintings, and more than 80 works were exhibited. (Fig. 2) .

Women Artists in Turkish Cypriot Society

Although there was no art education in the Western sense in the island during the
first half of the 20" century, it is known that there were some scholars who were
talented in decorative arts, mainly calligraphic art. Nazife Hanim is one of the
talented women who is said to have a skill in the art of calligraphy as she practiced
in siilus style. Examples of some beautiful embroideries of floral decorative character
as well as stylistic figurative or calligraphic ones exhibited in the museums, mosque
walls or private collections give the hint of the existence of few talented women in

this field.
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It was Olga Rauf who first appeared as a woman artist in the Turkish society as
far as we could know from the existing documents. In fact, Olga was a German
woman born in Moscow. She was among the Germans who were prisoned in
Russia in 1914 during the Frist World War and seftled to Bavyera after the prisoners
were exchagened. She studied art in the fine art academy for 5 years and after her
graduation she decided to setlle to Cyprus where she had some friends (Cizenel,
1987, p. 6). After she got married to Dr. Mehmet Rauf, a doctor from a well-
known family in 1928, she then became one of the residents of Cyprus. She
usually painted landscapes, historical sites or folk themes. Although she had had
an academic education in art during the years of the devolopment of new abstract
styles like symbolist, cubism and futurist, her style always remained in impressionist
style. Emin Cizenel, who has written a brief article about her, described her as an
impressionist artist whose neatness is reflected in the detailed descriptions while
her careful observations is turned into the topics in nature. Her lanscapes are always
full of bright light source that is characteristic of the Cypriot nature. Although some
sources mention about her Solo Exbibitions (Olgun. ed. 1986), Cizenel mentioned
her neglect of opening Solo exhibitions and referred to the retrospective exhibition
organised by the Association of Plastic Arts. And similar o the feelings of any
artists living in Cyprus, Madame Olga also complained for not being understood
or appreciated as an artist and for this reason, she always preferred to continue
painting silently without any expectations (Cizenel, 1987, p. 2).

As it has been argued in a previous paper about the role of women in art
eduction, The Girls’ Secondary School seemed to give more emphasis on the art
courses than the male school since 1925 and the first Turkish Cypriot art teacher
was a woman. However, unlike the women artists inTurkey or elsewhere who usually
come from well off families with a cultural background, Cypriot women artists are
mostly from families who were involved with education or middle class crafstmen.
Private education for the daughters of the rich families as practiced in Istanbul or
the rich metropolitans of the Ottoman Empire prior to 1900 is not known.

Sema Zihni (1932-1967) was an artist born in Lefke but due to her short life she
is not much remembered. 2 She was the daughter of Zihni Bey (teacher) and Rasiha
Hanim (worked as a teacher in Kyrenia Girls” School) (An, 2002, p. 499) living in
a rather picturesque Turkish house in Karsiyaka quarter in Lefke. Due to her father’s
teaching career, she had her primary school years in Limassol, Gemikonag and
Lefke. She had her secondary school education in Victoria Girls” School. She was
awarded with a scholarship by the Board of Turkish Education and studied in Ismet
Pasa Girls' Technical School during the first half of the 1950s and came back to
Cyprus. According to Géral Ozkan, Sema Zihni was a rather successful and talented
young lady whose painting was accepted to the State Art Exhibition in Turkey
while she was still a student. Sema Zihni joined to the Second Turkish Cypriot
Artists Exhibition but due to the difficult economic and social conditions began in
Cyprus after 1963, she left for Turkey where she got married in Mugla but died in
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1965 during childbirth in Sweden. Since she intended to open her solo exhibition
she took all of her paintings to Mugla. Unfortunately, we could trace only three of
her watercolour paintings in the collection of Sevim Timer, her sister living in Ankara,
while the fate of rest of the collection kept by her husband is not known at the
moment. (Fig. 3). In considering these water-colours as well as the picture of her
work from the 2™ Turkish Cypriot Artists’ exhibiions, it could be said that her
paintings are mainly in the impressionist or cubic style.

inci Kansu (born in 1937) had an art education in Gazi Education Institute in
Ankara with the inspiration and encouragements she got from Mevhibe Sefik, her
art teacher in Victoria Girls’ Lycée. She is from the early generation of artists to
take part in the Exhibitions of Turkish Cypriot Artists started in 1959. She believes
in the idea that in order to achieve perfection for gaining the status of ‘master” in
the profession, a continuous effort of learning and experimenting with new things
and techniques is essential. Therefore with this belief, Kansu started a new journey
into a new realm through a scholarship she gained from Fulbright in 1989 during
the last years of her teaching career when she worked as an education inspector in
the ministry. She attended to two workshops on plastic arts training and paper art
and a course in hand-made paper, which changed her art in a new dimension.
inci Kansu is one of these artists who try new techniques of painting on handmade
paper produced in her own atelier from different material. As she described her
art, the elements of her early paintings were more functional while later they became
more individual, isolated and simple. She is the only woman artist from TRNC who
is attending the conferences of IAPMA (Infernational Association of Paper Making
Artists). Inci Kansu opened her first solo exhibition of her handmade paper paintings

Fig. 3 - Sema Zihni, still-life. Water colour on paper, ca.
1960.
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Fig. 5 - Garal Ozkan, Unfitled. Acrylic on canvas, 1998.

Fig. 4 - Inci Kansu, Cuprum. Hand
made paper, mixed technique, 2002.

in 1994 at HP Gallery. Many art critics such as Prof. Dr. Mimtaz Isingdr (Sculptor
~ Turkey), Svetlana Hotic (Macedonia), Winald Stéper, Hisamettin Kogan, Prof.
Dr. Ismail Tunali, Prof. Dr. Tayfun Erdogmus, Remzi K&klu, Dog. Dr. Miimtaz Saglam
published critics about her art. She took part in many international art exhibitions
abroad while her recent three solo exhibitions were held in Felez Art Gallery,
Antalya (1998), Karaca Art Gallery, Ankara (2002) and Halicarnassos Gallery,
Bodrum, (October-November 2003). Besides her exhibitions, Inci Kansu dedicated
herself o teach the techniques of papermaking and she is continuously erganizing
workshops and giving conferences about this art, which she defines as the art of
the 20" century. Her interest in the copper ore of Cyprus led her to her thematic
works entitled ‘Cuprum’. The rusted barrel and shield composition as a part of her
Cuprum series were the most attractive ceuvres in the State Exhibition in 2001
where she joined as the honour artist of the year (Fig. 4). This was also exhibited in
Karaca Gallery Exhibition in 2002 and Halicarnassos Gallery, Bodrum in October
2003. She was awarded as the successful artist in March 2003 by Centre for
Woman Studies — Eastern Mediterranean University (EMU-CWS). /
Géral Ozkan (born in 1938) was the third Turkish Cypriot woman art teacher
who started her teaching career in 1959. She had her first art education from
Mevhibe Sefik during her secondary education years. Through her encouragements
she studied in Ankara Girls High School for Technical Training. She had her several
years teaching experience as well as administration mission at the Ministry of
National Education and Culture. She used to teach art and art history lessons at the
secondary school and also she was actively involved with painting during these
years. She painted portraits for her living due fo extremely low wages given to civil
servants in order fo contribute to the family budget. She had commissions usually
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from the diplomatic circles and painted several portraits of the wives or children. It
is inferesting to read in her biography that she was never involved with male models
except family members. The reason for this was her dedicated family life. Géral
Ozkan however continued her children themes and portraits as well as women
figures in expressionist or surrealist manner. Her recent works performed in the
1990s are dll in abstract expressionist style and blue is the dominant colour in her
paintings. Géral Ozkan took part in many group exhibitions. She was the honour
artist for the 14" State Art Exhibition and also took part in the Exhibition of Women
Artists organized by EMU-CWS in 1999 and 2001. She had opened two solo
exhibitions, the first one in Vision Art Gallery in 1994 and the second was in
Atatiirk Culture Centre in 1996 (Fig. 5). Prof. Dr. Erdal Aksugir, the owner of
Vision Gallery then, remarked upon her works to have a rather balanced composition
in view of the colour, line and arrangement of three-dimensional figures in the
space, reflection of the time context as well as her passionate and warm personality.

Aylin Orek (born in 1941) is the first Turkish arfist to perform an academic
education. She studied at Fine Arts Academy (currently Mimar Sinan University)
and graduated from Nurullah Berk Studio in 1966, She also spent some time in the
studios of Adnan Coker and Ali Celebi. Aylin Orek is the first Turkish Cypriot
woman artist to open a solo exhibition in 1966 in Saray Hotel. She also started her
career as a teacher in the same year (Olgun (ed.), 1987, pp.30-31; Cagdas,
1987, p. 15). She had further education in Paris and Marseille with the scholarship
awarded by France. Although Aylin Orek is not actively painting and exhibiting at
the present, she was responsible for organising an important exhibition for Salon
Officiel-Expositon International de 'Union Feminine Artistique et Culturelle Salon
Internationaux (UFACSI) in Atatiirk Culture Centre in Nicosia and Dolmabahce
Palace Gallery in istanbul in1992. She was the only Turkish Cypriot artist to take
part in it. She is the delegate for the Near Eastern countries of UFACSI. One of her
paintings is in the collection of Istanbul Fine Arts Museum. She was awarded with
a prize in the first exhibition of TRNC State Art Exhibition in 1986 and took part as
the honorary artist in the exhibition in 1998. Her paintings exhibited during the
first women artists exhibition organised by EMU-CWS in 1991 caused much
sensation as they reflected her perfect composition and an unusual theme depicting
the African women.

Génen Atakol (born in 1945) is a graduate from USA. She was a brilliant
student during her education in Pennsylvania University where she graduated with
high honour and won the Evan Pugh Junior Award, Evan Pugh Senior Award and
Edwin W. Zoller Scholarships. She took part in many group exhibitions at home
and abroad including the Erotic Art Exhibition in Nicosia and the Exhibition of the
Women Artists from Islamic countries.

Emel Samioglu (born in 1946) is one of the leading artists in TRNC. She graduated
from the painting department of Ankara Girls’ High School for Technical Training
in 1967. She worked as an art and art history teacher in Nicosia Turkish Girls’
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Lycée (currently called 20 Temmuz Lycée) between the years 1967-89. She had
her first solo exhibition in Saray Hotel in 1969. She continued her art career more
actively ofter her retirement from teaching. She took part in many group exhibitions
some of which are in Istanbul, Ankara, Izmir, Ordu, Fethiye in Turkey, Erotic Art
Exhibition, Brushstrokes across Cultures Exhibition in Nicosia, and others in Brussels,
Nuremberg and Schénecken in Germany. She organised a workshop and exhibition
on ceramic painting in Design 74 Ceramic Studio in 1993. Her recent solo exhibitions
were opened in Is Bank Art Gallery in Erenkdy, Istanbul (1997), Soyut Gallery,
Ankara (1998), New Approaches (Yaklasimlar) exhibition in Yasar Art Gallery,
Izmir (2000). Emel Samioglu is currently painting history themes which recalls the
style of Inci Eviner (born in 1951) and Aysegil Izer Drahsan (born in 1959), the
contemporary women artists in Turkey (See Atagsk, 1993, pp. 77, 81). Her images
are impressions from the primitive art of Cyprus and she reached a climax in
abstracting her images into new forms and into @ new topic simply called as ‘texture
and feelings’. Her aim is to lead her spectators into a new realm by comparing the
past with the present. She also tried to bring a new sense of excitement to her
paintings in each new period that reflect the explosions of her feelings resulting
from her search for new impulses with the worries of aesthetic revealed in her
esquisses and selective colours from her palette as well as by her brush-strokes and
colour transitions. As she also suggests, her oeuvres are reflections of her overflowing
excitement and her choice of colour. With this selectivity, she is producing a new
texture which aims to create the impression of a great desire of touching and
feeling. She usually paints on canvas or handmade paper. (Fig. 4)

Fig. 6 — Emel Samioglu at her solo exhibition at Atatiirk Cultural Center
in November 2003 and her group painting entitled “Texture and
Feeling”. Acrylic on canvos.
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Ozden Selenge (born in 1947) is an artist who started her career as an art
teacher as well as an artist in 1967. Her first solo exhibition was a poetry exhibition
opened in Izmir. Then she held her second solo exhibition in 1974 June in Nicosia.
Cevdet Cagdas cited her name as one of the most outstandign Turkish artists besides
S. Oral, G. Pir, A. Atakan who are actively opening new exhibitons almost every
year (Cagdas, 1986 (2), p.13). She is a rather talented artist who is mainly famous
for her traditional subjects in naive miniature style. Her subjects always run in
parallel with her life-story. Children themes were important in her paintings during
her early teaching years and later she continued with love themes. Loneliness,
nature and woman themes are taking a more important part in her current paintings.
As she is more concentrated in writing stories and novels since the 1990s, she
usually paints parallel topics to her writing. She is one of the most successful Cypriot
authors in story and novel literature. Currently she is holding a solo exhibition at
the signing of her each new book.'* Her recent works were again in naive miniature
style reflecting the traditional themes based on her recent novel. However, the new
series did not bring new dimensions in this style as her earlier miniature style
paintings. They almost reflect a traditional manner of women giving more attention
o social religious activities in their old age years. Her oeuvres are in many collections
all round the world today.

ismet Tatar (born in 1947) starting her career as a teacher for elder women
students in Practical Arts and Crafts Institute improved her art studies after her
retirement and she opened several thematic exhibitions, which are mainly on woman
theme. Her exhibitions entitled “Themes on the Women Lives” were reflections of
the tragedy in her life as well as the experience of many other Turkish Cypriot
women who lost their husbands at war (Fig. 7). Her other exhibitions are also the
reflections of the sensitivity of a woman towards the neglect of nature. The painting
series entitled as “My Name is the Olive Tree” and “The Garden of the Sun” were
perfect representation of nature as well as women either in dramatic, humoresque
aftitudes or in an idiomatic manner.' Tatar’s recent painting series entitled “The
Reflections of the Mediterranean Beams” were more abstract with bright colour,
but still depicted nature, mainly the details from trees. In these works, she aimed to
experiment new dimensions in painting techniques and aesthetics by abstracting
nature, mainly the tree trunks. Ismet Tatar is also rather talented with her watercolour
paintings. She exhibited her series of watercolours consisting of Cyprus landscape
scenes in Turkish House located ot UN Plazza in New York on 15" November
1998. Although her early paintings were more representational since she was
inspired by the tragedy of the political happenings in her early life, her recent
works are more idiomatic emphasising on the traditional or nature themes.

Nilgiin Giney (born in 1952) is the daughter of Ismet Giiney, one of the first
Turkish Cypriot artists. She had her first art education from her father. She graduated
from the Graphic Art Department of Fine Arts Academy (Mimar Sinan University)
with masters’ degree. Nilgiin Giney started her career as an art teacher in 1977
and exhibited both in the island as well as in several foreign countries. She opened
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Fig. 7 - Cover of the exhibition catalogue of Fig. 8 — Nilgiin Giiney. Porirait. Acrylic on
Ismet Tatar’s exhibition entitled as A Survey on canvas. 2002.

the Themes and Lives of Women perfomed in

1995.

her first and second solo exhibitions in Nicosia in 1983 and 1986 respectively.
She had then opened her third Solo exhibition in Munich in 1988 at the Geesing
City Library. She participated in several group exhibitions in Cyprus, Belgium,
London and Turkey including the 1# and 2™ International Asian European Art
Biennales in Ankara and UFACSI exhibitions in France (1993) and Spain (1994).
Although her paintings are usually women figures, she is one of the women arfists
who did not hesitate to practice nude male figures. She had the intention to improve
her art in new trends for her portrait and anatomical studies. This is after her
refirement as well as the termination of her married life. Her anatomy studies of
male figures can be considered as a feminist manifesto against the idea of
presentation of woman figures and especially nudity as an erotic symbol. Giiney
suggested that both sexes have a natural affinity in the human body. So, as she
suggests, beauty and attractiveness of body is not particularly restricted to woman.
Her abilities in poetry and graphic art reflected with the inscriptions added in her
paintings. The colour application in her painting technique also recalls the
experimentation of Henry Matisse (Fig. 8 ).

Ruzen Atakan (born in 1966) is a graduate of Painfing and Handcraft Department
of Education Faculty, Gazi University in Ankara. She took part in many group
exhibitions at home and abroad. Asik Mene refers to her success with the unusual
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manner of dealing with her subjects. Mene's appreciation of her art is expressed
with the following words in the leaflet prepared for her solo exhibition opened in
Fluxes Art Gallery on 23 February 1991: “She is transferring the everyday
happenings of her life into her canvas. Her manner of approaching to all data is
done with a great sensitivity. It can be observed that her figures are suffering in the
flames of a fire or shaking with horror or moaning with agony in their dreams.
According to Mene, Atakan's figures are taking place in a dramatic, horror, upsetting
atmosphere, transition of colour and esquisse.” Her recent exhibition entitled as
April were consisting of genre scenes, mainly sexual erofical images. She
experienced her brush in representing rather daringly sexual actions of different
people, young or old couples or even franssexuals (Fig. 9). As usual, her colour
selection in lively colours increases mysticism or dramatic stories on her easles

Feryal Sikan (born in 1963) is one of the exceptional artists who started to be
involved with art while she was working as an English teacher in the secondary
school. She gained her first art training from Asik Mene. Her great talent and
patient, incessant practices enabled fo bring her art to perfection. She was awarded
with prizes in several group exhibitions. She had several solo exhibitions at home
and one in Palette Gallery, Istanbul. Though her figurative paintings are usually the
reflections of her feelings and self-experiences, like many women artists, as she is
maturing her style, abstraction is increasing in her works (Fig. 10).

New generation artists like Lebibe Sonug, Zehra Sonya and Simge Uygur are
experimenting new art trends and seeking for opportunities to exhibit at international
art occasions and to attend to infternational competitions. As it is the universal
affitude, younger artists working with psychologically loaded subject-matter and
making free use of metaphor (Lucie-Smith, p. 201) young Turkish Cypriot women
artists are trying fo bring new dimesions fo art.

Flg @ — Ruzen Atakan, Unﬁffed, April from 2004, F|g 10 - Simge Uygur' The Buttock. Hancl
exhibition. Qil painting on canvas. 120 x 150 cm.  made paper, 2001, mixed technique.
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Lebibe Sonug (born in 1972) studied art in Marmara University and currently
she is a PhD candidate in Mimar Sinan University. She achieved her success by
joining an art competition for exhibiting at Osaka Picture Triennial and her statue
entitled “The Widow of East Mediterranean” was selected among 3895 candidates
as one of the 74 works worth to be exhibited. Her Solo exhibition opened in Istanbul
and lafer in Nicosia was in an unusual manner although they could be considered
in naive style. These were paintings and ceramic sulptures of fantastic grotesque
figures depicting mainly a fantasy universe or a ndive fantasy of a story world.

Simge Uygur (born in 1977) is a graduate from the Painfing Department of
Marmara University and currently working as an art teacher. She is a rather daring
young artist who attracted attention from art crifics during the education years in
1996 and graduation exhibition in 1998 in Turkey. Simge Uygur made her first
débutin Istanbul with an exhibition called New Proposals/New Proposes at Borusan
Art Gallery. She was one of the three students selected from the Faculty of Fine
Arts, Marmara University by the committee consisting of members of Faculty
Administration and members of Borusan Art Gallery to join this exhibition. The
exhibition aimed to encourage young talented artists by introducing new and fresh
ideas for the art arena. Her works all designed in installation fechnique were quite
unusual in the treatment of forms, colour and subject. The shapes in her oeuvres
split into separate units as the forms and organics and then all these are
complementing one another and joining info a single body. Above all they were
the reflections of a feminist attitude bringing criticism to the concept of eroticism for
identifying the women’s personality merely through her sexuality.’® Uygur’s solo
exhibition attracted much attention because of their unusual humour value as well
as variety of unusual materials. Together with her painted canvases, there were
several three dimensional works made of paper, sand, wood, coffee, resin, textile
or plastic. Uygur’s works recalls Picasso whose two dimensional forms are physically
displaced from the surface of the canvas and participate in actual as well as in
imagined space (Hamilton, 1967/1993,p. 460), as she works in several mediums
and techniques like a draughtman, graphic artist and sculptor. She had groups of
works classified according to fopics, the unusual ones being the forso sculptures
designed to emphasise the buttocks (Fig. 11). These buttocks were made of

]

Fig. 11 = Feryal Sikan, Cira (Greek Woman).
Qil painting on canvas, 2002.
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paperwork and covered with different materials such as first aid plasters, rusted
nails, foil paper, glittering fextiles and plastic flowers or insects. Ironical and
metaphorical meanings are sought in her works. Tongues of different sizes and
positions come out of the hole of a black box or seashells and crusts. All these
reflect the humour of of the artist and to express the actions to scream in terror and
fear, teasing or laughing, or recalling erotic desires. Umit Inater, an art critic and
artist defined these oeuvres as ‘bio-morphic” sculptures in the exhibition leaflet.
Sculpture and ceramic arts usually classified under the crafts in earlier periods
have also exhibited rapid advancements recently. Semral Oztan, Ayhatun Atesin,
Bahire Korol, Zehra Sonya, Hayal Dimililer, Ozge Refik, Pembe Gaziler, Sinem
Saydam and several others can be cited here for their contribution. The recent
Exhibition of the Center for Woman Studies (March 2002) was an attempt fo give
the taste of plastic arts in different fields including ceramic arts. Hayal Dimililer’s
large wall panel (Fig.12), currently exhibited in the Faculty of Architecture - Eastern
Mediterranean University as a generous donation of the artist, was one of the
original works with mystical representation of the cosmos and human relations
One of the recent exhibitions opened by Zehra Sonya {born in 1972) is the first
sculpture exhibition opened by a Turkish Cypriot woman artist which really presented
a daring act of exhibiting sculptures of iron, stone and paper with an aim of creating
an installation art regarding the arrangement of the objects fo play with the light,
space and sound.(Fig.13) Through her work and displaying techniques she created
a complete sensous experience, which appealed to the spectators’ touch and sense

Fig. 12 - Hayal Dimililer, Cosmos, Ceramic. Faculty of Architecture, EMU
collection. Dia. 160 cm. 2002.
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Fig. 13 — Zehra Sonya, sculptures exhibited during 3¢ CWS
Turkish Cypriot Women Artists Exhibitions, EMU. Stone and iron.
2002.
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Fig. 14 — Ayhatun Atesin,
Exhibition leaflet, The Journey of
Water. Ceramic Exhibiton,
2001.

of smell, as well as to the sense of sight and hearing. Sonya based her art on
mysticism fo create interesting forms all based on a certain philosophy in relation
to reality, space and fime. She described the mission of artist fo reflect the reality by
pushing themselves into chaos within the limits of time during which the works with
materials are created. Therefore the artist must usually think and act beyond time
and space to create the authentic self-expression, which in fact are the reflections
of the artist’s personality and creativity (Sonya, 2001, p. iii, 32, 96).

The increasing number of ceramic artists with academic education started a
new era in Cyprus ceramic art, which was almost forgotten since the medieval
ages. Semral Oztan (born in 1956), a graduate from Fine Arts Academy (Mimar
Sinan University) was the first Turkish Cypriot woman to have ceramic education.
Unluckily she could not find a proper job to develop her career for several years.
She is currently working in Atatirk Training and Profession Institute and teaching
ceramics. She is also performing her art activities in her own ceramic studio and
exhibits her works in solo as well as group exhibitions. She is one of the members
to found the Association of Ceramic Artists. Semral Oztan usually gets her
impressions from ancient Cyprus art or the aesthefic curving lines of Art Nouveau
style. Although Semral Oztan's recent exhibition was rather successful with her
ceramics in woman theme, she was bitterly criticised by Zehra Sonya, the woman
sculptor, because of the publicity made by a journalist in the local newspaper,
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Kibris. This interview was in fact based on a short conversation which took place
during the inauguration by a journalist of no art background. The interview
emphasised on one of her installation works arranged as a group of women figures
on a mirror base, which was the attraction point of the exhibition. These nude
women figures were standing in different positions and were almost indifferent
from each other. All figures were marked with a small symbol of piece over their
shoulders. The journalist transferred the remark of the artist as “One may conceive
whatever he wants to visualize in an art object” upon the question whether there
was any message given through her group ceramics. Although Sonya begins her
criticism on this remark, her critical issues are rather complicated as she attempted
to criticise both the journalist who gave inadequate and wrong information in the
news about the exhibition or the newspaper for publishing such inefficient interview
besides her main criticism about the exhibition. Some of her paragraphs were not
in fact matching with her main critical essay and gave the impression of meaningless
quotation from another source. Furthermore, she also criticised Oztan's response
about the question enquiring the main idea aimed in the installation group piece
and the reason of entitling this as “The Leader and the Society”. In fact, the whole
idea was to draw to mind the recent discussions among the polifical parties about
the acceptance of newly proposed Annan Plan in North Cyprus. Sonya was right
in some of her questions whether the nude women symbolised the Turkish Cypriot
society or the exhibits to represent the Cypriot culture. Her attempt to bring a
sensitivity for the probing of the attempts fo relate art with the current political
issues and also bringing an implicit criticism from a feminist point of view was one
of the first one ever made although her writing was not well organised to clarify her
ideas.

Ayhatun Atesin (born in 1961) has a special place in the ceramic art of North
Cyprus. She is one of the rare persons to develop a career by following short
private courses without gefting an academic education. She was the first Turkish
Cypriot woman ceramic arfist fo open a solo exhibition in 1992. This was a thematic
exhibition called “The Art of Fire”. Her second exhibition was entitled as “The
Dance of the Clay and Fire”. She exhibited her works either in group or solo
exhibitions. She used polychrome glazing for her ceramics usually in turquoise,
red and orange colours. Her solo exhibitions always caused a sensation because
of her exciting and unexpected displays. Her charismatic personality together with
her creative talent in art resulted with ceramics in new forms and colours. The
inauguration of her exhibition entitled as “The Journey of Water” (Fig. 14). was
one of the exceptional occasions ever made in North Cyprus. Spectators passed
through a tunnel of artificial rain, thunderbolt and fire to reach the gallery. Together
with her ceramics, she created a wish pond and an artificial stream named ‘Ayhatun
Water’ in the hall, with candles and other authentic objects (Kibris, 2000 May).
She repeated the same exhibition in Hoby Art Gallery, Istanbul, 2001 May. (Kibrisim,
2001, pp. 44-45). This kind of inaugurations could be considered as part of her
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interest in theatre. Ayhatun Atesin is the member of the International Ceramic Artists
Association and International Women artists [UFACSI). She took part in UFACSI
exhibition organised in Lille, France (1999) with two ceramics and one of these
entitled as “Sansiir” (Censorship) was selected to the exhibition which was opened
in several art centres worldwide (Kibrisl, 1999 Mayis, p.63)

Conclusion

Art activities began after the reformation of the Turkish education system in the 20%
century. Although attempts to raise its cultural level to western standards started
earlier in the ninefeenth century, the evolution of the Turkish Cypriot culture close to
the level of universal standards achieved in the second half of the 20" century.
Today the level of art in view of the achievements of the women arfists in the Turkish
Cypriot society is rather high as compared with many Mediterranean countries.
They are taking almost equal position, and even leading position in every field of
the fine arts.

Today, there are several artists in Northern Cyprus who are working in the
modern art trends at international level. Most Cypriot women artists have an
academic education. They all start their careers as art and art history teachers
since they wanted to acquire an income and social security benefits from the
government for the rest of their lives. Therefore, they always play important roles in
the art education of the country. Some of them preferred to be teachers while
others are energetically involved with art in their leisure times at schools or in their
private studios. The art teachers take part in group-exhibitions organised by the
Ministry of Education, The Teachers’ Union or other institutions, and exhibit their
works in a more competitive mood, which brings new dimensions to these events.

These artists usually explore new art frends although mainly we could say that
in their early art experimentations, surrealist or cubist styles were followed while
mainly they continued fo work in abstract expressionism or abstract cubist styles.

In considering the question about the difference between male artists and female
artists, it could be said that the nature of themes established the difference. Women's
art themes were usually about their own life and their sensitivity for love. Mainly
love or surrow for their beloved ones, loneliness and love for nature are the dominant
subjects of the women artists. With the rapid spread of feminism throughout the
world since the 1970s, it is only natural that the woman arfist should have chosen
herself as subject (Atagdk, 1993, p. 20). There is more sensitivity for human factors
and feelings in the works of the women artists while wild eroticism, aggressiveness,
political and historical themes are more dominant in the works of the male artists.
Although the early generation artists usually depicted their life stories with @ woman's
sensitivity, the new generation prefer philosophical and psychological topics in
feminist manner designed in abstract forms. The first début of women artists to less
conservative manner in their creative activity was the International Erotic Art
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Exhibition that was organised in North Cyprus in 1990. A recent movement is to
experiment with new material and new forms. More philosophical subjects are
dealt with in the works of particularly the new generation and a feminist theme can
be seen clearly in the recent exhibitions. The analysis of the artists” lifestories and
their works could show the rapid evolution of the level of culture and social life in
North Cyprus.

It is pleasing to see that although political problems have always affected the
life of every individual of the society, artists take a rather active part in the activities
of the conflict resolution groups for the benefit of bringing peace to the whole
island. They took part in group exhibitions in Cyprus or abroad usually conveying
the message of peace, friendship and solidarity.

However, the lack of a modern art museum in North Cyprus is an obstacle to
publicising the artists living on this part of the island. The absence of sponsorship
or patronizing institutes is another handicap for the encouragement of the artists.
Another issue is the population, which prevents large numbers of publications on
scholarly matters. But the most serious problem is the lack of an art market in North
Cyprus. The low income of art connoisseurs or high intellectual people such as
teachers, government officers does not permit people to purchase art works. The
lack of an art market does not foster art as an investment. This factor affects the sale
of art objects. Lack of art critics and art galleries or publications about the local
artists are other factors, which are needed for the publicity of artists.

Art competitions, except for the annual State Exhibition awards, are rarely held
in North Cyprus. However, a glance at the catalogue published by the Ministry of
Education which summarises the State Art Exhibitions that organised between the
years 1986-1999, there are only eleven awards gained by women artists out of
36 awards given. The most successful artists and authors who contributed to the
cultural events of each year are awarded with prizes by Turkish Bank. Bayrak
Radio and Television Enterprise and Deniz Bank organise competitions for children,
usually for the occasion of 23 April, Children’s Day. But sometimes the criteria for
the awards given by the state and other institutions do not show objective evaluations
based on art principles, since the members of the juries usually consist of artists,
architects, authors or journalists. Usually, there is no art historian with modern art
expertise fo take part in these juries. And most seriously, as members of a smalll
sociely, friendship relations are the factors to prevent objective evaluation of the
works in the compefitions.

Consequently, it could be said that the level of art and culture of a country is an
important mark of the modernity and in the case of North Cyprus this modernity is
nearly achieved in particular with the case of women artists. This fact brings to
mind the necessity for recording and illustrating the history of modern art in Turkish
Cypriot society virtually. Therefore, it is urgent to open a modern art museum and
even a children’s art museum as well as representation of the artists in more modern
media such as, well designed web-pages, documentary films or publications. All of
these require patrons such as the state or other enterprises. The aim of this study is
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to be the beginning of scholarly research about the evolution of modern art in the
Turkish Cypriot society in view of the first art occasions and in particular emphasize
the role of women artists in this movement.

Notes

! See Web-page Yildiz (2001). History and Culture of Cyprus at http://
emuonline.emu.edu.tr, EMU — Online Institute.

2 For instance the records in the diary of Fuat Sami (Dedegay (ed.) (2002)) such
as: 1970 June 5 Friday: 5 p.m.: English School Exhibition; 1971 May 31
Wednesday: 4 pm. Atatiirk Girls’ Institute Exhibition; 1971 June 14, 10.00
a.m.: Atatiirk Elementary School Exposition; 1971 July 7, Wednesday: Exhibition
painting, Ledra Palace” are merely brief notes with no comment about the
occasions. Dedecay (ed.) (2002). Vol. IV, pp. 68, 146, 173, 180.

3 See Milli Egitim ve Kiltir Bakanhg (c. 2001). Resim, Heykel, Seramik ve Ozgiin
Baski Koleksiyonu 1934-2000. (Author, publication date and place not
indicated).

4 A Spanish artist who introduced himself as Ali Bey el Abbasi, son of Osman Bey
of Aleppo, prince of the Abbasids. He made several drawings, which were
published in his travel book in 1816. Cobham (ed.) (1908/1986), p. 391.

5 For a detailed study on the subject see Severis (2000). Also see Yildiz (1999).
pp. 639-662.

¢ Severis might have a mistake with the name of Elektra’s husband. This could be
Peter Megaw, the archaeological officer mentioned by Durrell (1957/1973).
p. 109 or as mentioned in the Diaries of Taylor and Edith Belcher (Martin &
Wallace (eds.), 2000). pp 6, 36, 76, efc.

7 British Institute was in Nicosia. There might be a mistake with this information by
Ali Nesim quoted from the memoirs based on an interview with ismet Vehit
Giney.

8 The time when people breaks fasting during the holy Ramadan just affer the
seffing of the sun.

? See the news in Kibris, 14 April 1990. )

10 See the catalogue: Sanatta Erotizm 1. Uluslararasi Sergisi, 1. International Erofic
Art Exhibition 13- 22 Nisan 1990/13-22 April 1990, pp. 35, 36, 38, 41.

"' A glance at the exhibition catalogue reflects a curious selection as it included a
painting of Andy Unger painted c. 1978, and another one signed Boruch painted
in 1971, with no biographical information but merely giving information about
them as being in the personal collection of the Ambassador. This is an unusual
way of selection in view of the main aim of the exhibition. See Brushstrokes
across Cultures V, Nicosia 2003 (last two pages).

12 | would like to acknowledge Géral Ozkan, Inci Kansu, Oguz Feridun and Ali
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Tanrikul for their kind helps to frace the address of her sister Sevim Timer who
contributed to this study with a brief but invaluable information about Sema
Zihni as well as photocopies of her three watercolour paintings.

13 A profile consisting of three detailed articles by Netice Yildiz, Hilya Argunsah,
Yonca Hiirol about Ozden Selenge was published in Kadin/Woman 2000 on
the occasion to celebrate the award given to her by EMU-CWS. See the articles

in Kadin/Woman 2000, (2001 June). Il (1), pp. 1-91.

14 For details about this exhibition see Yildiz (1999a). ismet Tatar and Olive Trees.
In Benim Adim Zeytin Agaci, ismet Tatar Exhibition Catalogue, April 1999, pp.
1-2; Yildiz (1999b). Zeytin Agaglari ve Ismet Tatar, Kibrish Dergisi, Nisan 1999,
pp. 22-23, Yildiz, (2001). pp. 1-42.

15 Some of the art critics appeared about this exhibition are: Gecen Ay. In Sanatsal
Mozayik, July 97, no: 23; Buket Oktilmis (1998). Genglerin Onermeleri. In
Radikal, 21 July 1998; Esra Aligavusoglu 1998). Genglerden Yeni Onermeler.
In Kiltir, Cumhuriyet; Beral Madra (1998); Barkan Naci Islimyeli (September
96), Milliyet Sanat, p. 34.
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Cagdashgin Géstergesi: Kibris Cagdas Sanatinda Tiirk Kadin
Sanatgilarin R6lG

Bati anlayisindaki sanat Tiirk toplumu igin olduksa yeni bir olgudur. Ozellikle
dini egitimden laik egitim sistemine ancak 1925 yillarinda gecilmis oldugu
gercedi de géz éniine alindiginda, sanat etkinlikleri arasinda plastik
sanatlarin sadece seksen yil gibi kisa bir zaman dilimi icinde gelisme olasilig
buldugu gériilir.

Cagdas yasama ayak uydurmasi ve bir kag yiz yillik kiiltir ve egitim
farkinin acigini kapatabilmesi Kibris Tiirk toplumu igin cok kolay bir siirec
olmamakla beraber, 20. yizyilin ilk yarisi icinde tim ekonomik sikintlara
ragmen biiyiik bir hamle ile bir cok giicligiin Ustesinden gelmeyi basarir ve
20. yiizyihn son ceyreginde her ydniiyle cagdas bir toplum ortaya cikar.
Plastik sanatlar alaninda sayilart erkek sanatgilarla esit duruma gelen kadin
sanafcilar da 21. yiizyilin bu ilk yillarinda Kibris Tiirk toplumunun
cagdaslasma sirecinde gésterdigi asamalarin en nemli simgelerinden biri
olur.

Kibrish Tiirk Kadin sanatetlarin toplum yasamina katkilart cok fazla olup,
meslek yasamlarina hemen hemen ilk énce egitimci olarak baslayip, sanat
etkinlikleri de bunun paralelinde devam eder. Uluslararas: etkinlikler yaninda
Kibris probleminin ¢éziimine katki amaciyla diizenlenen iki toplumu
yaklastirici kiiltirel etkinliklerde yer almalar yénleriyle de girisimei kisikleri
ile taninirlar. Yine Kibris'ta sanat etkinliklerinin tarihcesi de bu konulara 1sik
tutmasi agisindan yazida ele alinacaktr.

Sanat ve kiiltiiriin gelismesinde devletin ve zel kisilerin himayesi gerekli
bir olgu ise de ekonomik nedenlerle bu destek kisith olur. Buna karsin bu
yizytin icinde ok sayida kadin hem sanat egitimi hem de sanatcr olarak
etkin olur ve yurt ici oldugu kadar yurt disinda da isimlerini duyururldr.
Yirminci yiizyihn ilk yanisinda sanat egitiminde kadin égretmenlerin &nemli
katkilarina karsin, sanatgr sifatiyla kadinlarin tek baslarina eserlerini
sergilemeleri mimkiin olmamis, ancak 1960’lardan sonra bu tiir etkinlikleri
gergeklestirebilmistir. Bu makalede Kibris kadininin sanatla olan iliskilerinin
baslangici ve sanat etkinliklerinin tarihi sireci irdelenip, ginimiizdeki cagdas
toplum imaji igindeki katkilari gésterilmeye calisildh. Ayrica sanat egitimi ve
sanat ortamina katkilari ile taninan sanat alaninda gah,san kadin
sanatcilardan énde gelenler yaninda ¢agdas sanatta gelisim cizgisini
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tamamlayip, yeni cagdas akimlar cercevesinde kendi 6zgiin Usluplarini The Students of Sanayi-i Nefise School and the Position

yaratma denemeleri ile de daha ilk giinlerden itibaren isimlerini uluslararas: of Women in the Turkish Society at the Beginning of
sanat etkinliklerinde duyurmaya calisan bazi geng sanatgilar yaninda heykel 20" Century in View of New Documents
sanatindaki basarilar ile isimlerini duyurmus kadin sanatcilar ele alind.
Seima O
Anahtar Kelimeler: Kibrisl kadinlar, Kibrish sanatgilar, Kibris Tiirk Yﬁg: Te:::liccﬂ University
Sanati, kadin sanatgilar, sergiler, resim sanati, seramik sanati, heykel sanath.
Abstract

Various evaluations have been made about the women artists of today
who have demonsirated their creativity in the plastic arts in the Republic of
Turkey in which the woman was designated as a person who produced in
an artistic world. In the discussion of woman'’s place in the artistic world in
Turkey prior to the Republic, it is commonly held that the 15-year-period
that extends from the Second Constitutional Period (1908) to the
proclamation of the Republic (1923) was both an important era for
westernizing efforts and a preparatory time for women artists. The
development of the subject is generally seen as connected with the social
and political events of the period and the education system.

Examining the infrastructure that provided for its formation shows that
the “first” step in fine arts education for women, aside from private education,
supports the genesis, was taken nearly 90 years ago in 1914 with the
founding of the Girls” School of Fine Arts. It is essential that the importance
of this first step and its place in education from the institutional point of
view as well as student pofential at the beginning and the individuals who
had potential be scrutinized. However we have only limited information
about the students of the Girls’ School of Fine Arts. The information is limited
since today that generation is no longer alive and an important part of the
registrations connected with the school were destroyed in a fire. Just as we
couldn’t get complete lists related to registrations, we can’t say that we
have comprehensive information about the professional lives of the students
whose names could be obtained through their education institution. So it is
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possible that a small detail that could be added to what is still not known
about these students will be able to play a part in ensuing analyses.

Our purpose is to offer new biographic information not previously known
about the students fo the academic world and with this data determine the
place that the students at the Girls’ School of Fine Arts obtained in the
women’s art world; it will also shed light through a number of new
evaluations related to the Turkish woman's socio-cultural evolution and place

in society.

Key Words: plastic arts, Girls’ School of Fine Arts, Turkish women artists,
art education, girls “school, Galatasaray Exhibitions.

Introduction: New Schools for Girls in the Ottoman Education
System in the Second Half of the 19* Century

Information related to efforts to modernize the education of Turkish women came
on the agenda as the westernization movements in the Tanzimat (Reformation)
Period (1839-1876) gained speed. Ottoman intellectuals and high-level bureaucrats
of the Tanzimat re-evaluated the education of women in terms of creating a desirable
new sociely as part of preparatory education, and consequently place was provided
for the establishment of the Ebe Mektebi (Midwife’s School) (1842), the Kiz Riisdhiye
(Girls’ Grammar School) (1858) and the Kiz Sanayi (Girls’ Arts School) and
Dariilmuallimat (Girls'Teacher Training School) (1870) (Tekeli, 1985, p. 468). Itis
understood that despite all the innovative thoughts from the Tanzimat fo the 1.
Mesrutiyet { Second Constitutional Period )(1908), girls’ education was restricted
to girls’ teaching training schools and girls’ art schools. Establishing a higher-
level educational institution for girls was only achieved in the Second Constitutional
Period .On this topic the first initiative occurred with the opening of the Inas Idadisi
(Girls’ Preparatory School) in Istanbul in 1911. The school began continuing
education under the name of the Inas Sultanisi/Bezmialem Valide Sultanisi (Girls’
Secondary School) in 1913-1914. Following that first step, the Erenksy, Camlica
and Kandilli Sultanisi were founded.! From the point of view of the secondary
schools established in the capital, as well as the other schools mentioned, there
was continuity; however, in the provinces outside the capital, they weren't
widespread. The period of education at the girls’ secondary schools was specified
as ten years. The girls’ secondary education institutions opened in the provinces
became five-year Girls' Teaching Schools. .
For girls the possibility of higher education began with the opening of the Inas
Dariilfunun (Girls” High School) in the 1914-1915 educational years. Given this
new undertaking at the same time as the Balkan War, the lectures and private
classes established in the Darilfunun for girls must have played an important role
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(Délen 1985, p. 476). When the inas Dariilfunun began providing education in a
separate building, the old Law School in Cagaloglu, there were a total of 25
students in the three main sections which included literature, mathematics and the
natural sciences (Tekeli - llkin, 1993, p. 98). The first graduates of the school, that
had a three-year educational program, emerged in 1917. The inas Darilfinun
was eliminated in 1921 when the girls took their own initiative and boycotted
their own classrooms and started to work the boys’ classes.

inas Sanayi-i Nefise (The Girls’ School of Fine Arts) and the
Circumstances Surrounding the Establishments

November 1, 1914 is accepted as the date for the establishment of the Girls’
School of Fine Arts (Halil Edhem, 1970, p. 43). The school began 31 years (1883)
after the School of Fine Arts offered Turkey’s first official fine arts education for
male students. A long fime after its founding, it merged with School of Fine Arts/
Academy of Fine Arts in 1925.2 Therefore, a long time passed during which the
need for fine arts education for women was considered and action taken. A situation
similar to this delay was experienced in the development of the Academie Beaux
Art in Paris, France; it was only in 1897 before girl students were accepted at this
school which has a long history (Géren, 1996, p. 100).

The year 1914, when the Girls’ School of Fine Arts opened, political history in
the Ottoman Empire is taken into account; it was a quite complex period when
freedom movements were alive and well and the Empire had entered World War
One (October 16, 1914). On the other hand one learns from publications of the
time that women of the Second Constitutional period (1908) frequently used such
concepts as “freedom and equality” vis-g-vis men. These stirrings continued during
the year the Girls’ School of Fine Arts was founded and over the ensuing years.
Within this process in which political and economic relations were drawn together
with the artistic and culture relations between the Ottomans and the West, one
understands that reverberations of the women’s rights, written into law in Britain
and France, were gaining importance (Beykal, 1983, p. 6).

In the artistic world in 1914 Turkey, an interesting intersection occurred and a
period began during which an important departure point would be experienced.
This period is known today as the “Generation of 1914” or the “Calli Generation.”
When the Turkish artists who were being educated in Europe returned home upon
the outbreak of World War One, they contributed to the educational and artistic
atmosphere. Among these artists who had been sent to Paris in 1910 after winning
the “Europe Examination”, that had been opened at the School of Fine Arts were,
Ali Sami (Boyar), Hikmet (Onat), Ibrahim Calli, Nazmi Ziya (Giran) and Mehmet
Ruhi {Arel) (Tansug, 1986, p. 120). Avni (Lifij) and Feyhaman (Duran) who were
supported by Prince Abdilmecid and Abbas Hilmi Pascha and Namik ismail who
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acquired an art education by his own means were all members of the same artistic
roup.

’ An important event, a short time before the date mentioned, is that the Turkish
painter arfists had united within the framework of a professional association,
“Osmanli Ressamlar Cemiyeti” (The Ottoman Artist Assocciation). In the formation
of this new organization in 1909 were names like Avni (Lifij), Feyhaman (Duran)
and Namik ismail who would later have places in the Generation of 1914. Mihri
(Misfik) Hanim who would take up a position in the inas Sanayi-i Nefise cadre
and Mifide Kadri who was one of her students also were among the members of
this association (Baskan, 1994, p. 27).

Osmanli Ressamlar Cemiyeti’s magazine was the publication of the association;
it first appeared on January 20, 1911 and was closed on July 14, 1914. Negative
circumstances resulting from the war was one of the reasons for discontinuing the
publishing of the magazine. The magazine that was to have appeared with the
important endeavors and contributions of the Generation of 1914 is informative
about the different formations in the artistic world.

The Girls’ School of Fine Arts’ Teaching Cadre and Lessons

After Salih Zeki Bey held the position of director of the Girls” School of Fine Arts
that had been established in the middle of the war for a short time, Mihri Hanim
was appointed to the position.? She had received a private art education in Turkey*
and then was educated in Rome and Paris; prior to this position she had been the
painting teacher at the Dartlmuallimat (Girls’ Teacher Training School) (Toros,
1988, p. 43). Omer Adil took over the directorship of the Girls” School after Mihri
Misfik, an experimental educator.5 Then later this duty was carried out by
Feyhaman Bey (Zeytinoglu, 2003, p. 15).

The school’s teaching cadre was created with the support and contributions of
the School of Fine Arts. In the firstyears students were only accepted in the Painting
Department, and the students continued their education in different locations.®

Mihri Hanim (Fig. 1&2) as the workshop teacher and Ali Sami (Boyar) were
among the educators’.The course on perspective was given by Ahmet Ziya
(Akbulut), the art history and aesthetics course by Vahit Bey® -after Ahmet Hasim-
and the anatomy course by Dr. Nurettin Ali (Berkol). Aznif Hanim also was in the
teaching cadre in the first years (Zeytinoglu, 2003, p. 15). Sources show that
Omer Adil, Cem, ibrahim Calli, Hikmet (Onat), Nazmi Ziya (Giran), Namik Ismail
and Feyhaman (Duran) were in the expanding cadre. As noted, the Generation of
1914 artists who were educators made important contributions here.

In the school workshop, studies were held until noon so it is to be understood
that theoretical courses were held in the afternoon. According to sources that give
information on the educational program,? in the year 1330 /1914-1915 the first-
year students took courses in painting, pastels, history and perspective; in 1332/
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Fig. 1 - Mihri Misfik, an uncompleted work by Cemil
Cem and Ibrahim Calli {Toros (1988) p. 15)

Fig. 2 - Mihri Misfik, Portrait of
Woman, oil paint on canvas,
98.5x61cm., Istanbul Painting
and Sculpture Museum.

1916-1917 the courses of the second-year students consisted of painting, nudes,
anatomy, perspective, clay and history. The sources are quite specific in saying
that on the subject of design Mihri Hanim was totally disciplined as the workshop
teacher (Beykal, 1988, p. 9). In the first years the topic of still life received
importance. Some practice occurred outdoors in nature even though this approach
curried a reaction and seemed sirange.'® While they had limited number of nude
models and were useing statues in their classes, their problem was solved with
Russian immigrants who came fo the country in 1917 and posed as live models.

Girls’ School of Fine Arts Students

The information about the first students at the Girls’ School of Fine Arts is extremely
limited. The reasons why the sources and the information are limited are the
following: that particular generation is no longer alive and an important portion
of the Girls' School of Fine Arts registrations were destroyed in a fire in 1948,
years after it merged with the School of Fine Arts. In the research done on this
subject and using publications as sources, the notebook of artist Belkis Mustafa
Hanim, one of the first students at the school, has been used. The source noted
and, the information that Taha Toros who lived through the period, shows that a
total of 33 people including six minority students were taken in during the first
year of the school (Mutlu,1987, 13; Toros, 1988, p. 42). Registration for the male




42 | ONER

students at the School of Fine Arts was held at the Museum of the Ancient Orient
(Beykal, 1988, p. 9).

According to Taha Toros, in 1330 /1914-1915 among the 33 people whose
names are noted as being among the students who first applied, number one was
Miizdan Sait, number 2 Muide Esat, number 3 Belkis Mustafa, number 4 Nazire
Osman, number 7 Nevzat (Drago), number 21 Mediha Sileyman (Gezgin) and
number 24 Nazli Emin (Ecevit) (Toros, 1988, pp. 44-45; Pasalioglu, 1996, p.
66).
}According to Belkis Mustafa’s notebook the other students in the first class
were Nazide, Sidika, Efraz, Muhterem, Taciser, Nedime, Ahmet, Minire, Rabia,
Naciye, Madlen, Nevvare, Rukiye, Bakiye, Rana, Nimet, Ruhiye, Sikufe, Fatma,
Melek, Refika, Seniye, Behice, Sabiha, Nihal, Zehra Sait and Sabriye Hanims.
One person’s name among these was illegible.

In the second year class in Belkis Mustafa’s list for 1332/1916-1917 there are
only 11 people. These are Belkis, Nazire/Nazide, Nazli, Leyla, Naside, Muhterem,
Rukiye, Nevzat, Muide, Cemile and Efraz Hanims. On this list Cemile, Leyla and
Naside Hanims names are additions to the names in the first-year course.

According to research, in addifion to the school’s first students the other members
of the Girls’ School of Fine Arts members who could be identified (Pasaliogly,
1996, pp. 66-67) are: Saime Rezan Ramiz (Oker) who registered in 1919, Nermin
(Faruki) who registered in 1920 and Sabiha Ziya (Bengitas) and students whose
dates of registration could not be determined: Afet, Bedia (Gileryiiz), Edibe, Emine,
Eser, Fahrinnisa (Zeid), Fatma Remziye, Gizin (Duran), Hamide (Cizen), Hatice,
iffet Ihsan, thsan Riza, Muhsine, Mukbile, Nisshet, Niiveyre (Faik), Refik (Yalman),
Reside, Rezzan, Safiye Mehmet Emin (Karaduman) and Sevkat Adil. Of these
students, Melek, Rezan, Edibe, Muhsine, Sabiha Ziya (Bengiitas) and Nermin
(Faruki) were students in the sculpture workshop.

: ‘-f""f?" U AR TR
Fig. 3 - A workshop at the Girls' School of Fine Art. [Beykal.
{1983).p. 10]
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According to what could be ascertained from memoirs and photographs of the
period, the minorities among the students either wore hats or were bareheaded.
The Turkish girls however continued with the outdoor over- garment (carsaf) or
scarves (Fig. 3).

The Members of the Girls’ School of Fine Arts and Galatasaray
Exhibitions

Because official registrations no longer exist, it is very difficult, if not impossible, to
arrive at correct figures for students who continued at the school between 1914
and 1925 or who graduated. However, to approximate those figures on the basis
of possible clues, one of the sources that have to be considered, are the exhibitions
in which the students or graduates participated. The Galatasaray Exhibitions, that
include the teaching sessions of the Girls’ School of Fine Arts, are among the
sources that can be used in this regard. The students of the Girls’ School as students
or graduates had their place next to the women artists who were educated privately
or in Europe. Women artists from the minorities also took part.

The first art festivals in which women participated during the reign of Sultan
Abdiilaziz's reign (1861-1876) were collective exhibitions in 1870-1873 of
sewing-embroidery, calligraphy and painting by graduates of the Dariilmuallimat
and Kiz Risdiyeleri that had opened at the Dariilfunun (Hasbora, 1994, p. 8). In
the painting exhibition, the first opened to the public in 1873 and organized by
Ahmet Alj, there were only works by some Western women and from the minorities.
In the ABC/Elifba Exhibition in 1880 the name of the first Turkish woman painter,
Princess Nazli, is evaluated among the artists who participated in the show (Cezar,
1995, p. 437).

As we pointed out above, with the first graduates of the Girls’ School of Fine
Arts student works were a part of the Galatasaray Exhibitions and there was
broad participation. This continued at Galatasaray during the Turkish Republic
period and as time went on it increased in importance, forming a sequence befween
1916 and 1951."

According fo the catalogue information for the Galatasaray Exhibitions between
1916 and 1951, the artists from the Girls’ School of Fine Arts who participated in
these exhibitions were'? Maide Esat (1916-1917, 1922-1923)'3 Mizdan Sait
(Arel) (1916), Nevzat (1919-1923), Nazli (1920, 1922) (Fig. 4), Efraz (1923,
1925, 1926), Melek Feyzi (1920, 1922-1923), Muhterem Omer (1920}, Gizin
(1920-1923, 1925, 1926), Belkis (1922-1923), Naciye (1922}, Sabiha Ziya
(1922-1923), Melek Ahmet (1922), Bedia (Giileryiiz) (1923), Emine Nizhet
(1923), Makbule/Mukbile Resad {1923) and Nermin Faruki (1923).

The other women artists for whom there is as yet no source for their education
but who participated in the exhibitions are as follows: Rusen Zamir (1917-1918),



Fig. 5 - Sabiha Rusti (Bozcal), Still
Life, 1930. Qil paint on durdlite,
58x41cm. [Serifogly, (ed). (2003).
of Fine Arts. [Toros, {1988).p. p. 1791

49]

Fig. 4 - An oil painting made by
Nazli (Ecevit) Hanim while she
was a student at the Girls’ School

Bakiye (1920, 1923), thsan Riza' (1920, 1922, 1925, 1926), Mediha (1920,
1921), Melek's (1920-1921, 1924), Feride, Mezdad/Miizdad (2) (1921}, Ihsan
(1921, 1923), Melek Celal (1922), Zahide (Ozar) (1922-1923), Melek Ahmet,
Meliha, Sabiha Nezahat (1923, 1924, 1926), Edibe, Muhsine Ahmet, Rezzan
(1924), Sabiha Ziya (1924-1925), Efser Ismail, Stkriye Cafer, Nizhet Emin (1925),
Bedia, Kutsiye Edip (1925-1926) and Hamide Riza (1926).

Among the artists who had their work in the Galatasaray Exhibitions and who
had had a private education were Harika Sazi (Lifij) (1916-1917), Celile Hikmet
(1916, 1917, 1923) and Sabiha Risti (Bozcal) (1921 2, 1924-1926) (Fig. 5).
Melek Celal (Melek Ziya) (1917, 1925, 1926) (Fig. 6) was educated as a guest
student at the Girls’ School of Fine Arts. One must not forget that there could be
other Girls’ School of Arts members among the artists who participated in the
exhibitions but for whom we still do not have information on their education.

The Artistic Identities of the Girls’ School of Fine Arts Members
through their Participating in Education and Through Other

Initiatives

We have the most detailed information about those whose names we know from
those who first registered at the Girls’ School of Fine Arts and these are the artists

THE STUDENTS OF SANAYi-i NEFISE SCHOOL | 45

who participated much more actively in the artistic world. The case is similar for
later students.

The data shows that some students were only active in the field in which they
received their education but others were to be evaluated for their accumulative
artistic identity in the field of education.

Nazli Emin (Ecevit) (1914)'¢ was at the Ankara Girl’s Lycee and the Music
Teachers’ School; Mediha Siileyman (Gezgin) (1914) was the painting and music
teacher in Istanbul at the Camlica, Kandilli and Istanbul Girls' Lycees; Nevzat
(Drago) (1914-1916) was the painting teacher at the Istanbul Cumhuriyet and
Fatih Lycees; and Bakiye Ismail $irvanzade (Koray) (prior to 1922) was the painting
teacher at Istanbul Aksam, Bursa Necatibey Institute, Bursa Girls Technical Teachers’
School and the Nisantasi Girls’ Institute. Hale (Asaf) (1924) taught at the Bursa
Girls’ Teachers’ school and Bursa Necati Bey Institute.

Just as there were among the artists some who belonged to various associations
there were those also who participated in professional unions. Among these artists
Mediha Sileyman (Gezgin) (1914) was a member of the Modern Women's Society
and the Muslim Women's Union and she held the chairmanship of the First Women’s
Union. She established the Women's Rights Protection Association. Saime Rezzan
(Oker) (1919) worked as an honorary member of the Children’s Protection
Association and the Republican People’s Party (CHP).

Nazli Hanim who was among the administrators of the Fine Arts Union; Hale
(Asaf) who was one of the founders of the Independent Artists and Sculptors Union;
Nermin (Faruk) who was one of the founders of the Turkish High Sculptors Society;
and lhsan Riza, Sabiha Risti, Gizin (Duran) and Hale (Asaf) who were members
of the Turkish Artists Society are among the artists who participated in the work of
the professional unions.

-

Fig. 6 - Melek Celal, Nude 1926, oil paint on durdlite, 20.5x30.5¢m.
[Serifoglu, (ed.) (2003) p. 161].
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Fig. 7 - Fatma Remziye Hanim during the  Fig. 8 - Fatma Remziye, Helenistic Heqd,
years when she studied at the Girls’ School ~ pencil on paper, 44x32cm. (Family
of Fine Arts. (Family Archive, Photo: Serap  Archive, Photo: Serap $ahan)

Sahan)

AP £/} N <

Fig. 10 - Faima Remziye, Pericles’s Busts, pencil on
paper, 41x58cm. (Family Archive, Photo: Serap
Sahan)

Fig. 9 - Fatma Remziye, Bust, pencil on
paper, 52x35cm. (Family Archive,
Photo: Serap Sahan)
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Some New Information on the Students

Obtaining new information, aside from what is known, about the members of the
Girls’ School of Fine Arts, it seemed essential to research family archives and meet
with family members. Evaluating these types of family archives today can be done
by second or third generation family members. To ensure that some of this
information remains permanently in this regard, here is a short biography of
Fatma Remziye Hanim (Coksezen, later Giiltekin), one of the members of the
Girls' School of Fine Arts. )

Fatma Remziye was born in Istanbul in 1319/1903-4. Her mother was Saniye
(Uzdilek) Hanim and her father, Salih Sefik Bey, was a captain in the Maritime
Engineering branch in the Army.'” Her elder brothers were Senior Professor Salih
Murad Uzdilek'® and Cevdet Giildiriicii. Her childhood was spent in Heybeli Island.

Alter finishing grammar school, she began her life work in Sehremaneti. While
continuing to work, she registered at the Girls’ School of Fine Arts. In what she
related while still alive, she was in the same class as Nazli Hanim (Ecevit)'? (Fig.
7) and she was one of the students of Mihri Hanim.? It must have been during the
years 1917 to 1922 when Nazli Hanim and Mihri Musfik were at the school.
Otherwise the date of birth of Remziye Hanim is an important point on this subject.
From the memoirs we see that the students in the classes were of various age
groups and Remziye Hanim was among the youngest, in the workshop. The
figurative work that Remziye Hanim did with pencil and charcoal exist (Fig. 8).2!
In her figurative work she benefited from torsos and busts as models. At school
she used the name Hale instead of her real name and there is a pencil drawing
entitled Bust and signed Hale among her workshop studies (Fig. 9). In Pericles’
Busts and in other examples on the front of the paper officially or, on the back,
one can read the sentence “Achievement for perfection” or “carry on” that is
considered to be the instructor’s appreciation (Fig. 10). There are no oil or
watercolor paintings in the family archives. During her life, she noted that the
reason she used a name other than her own was because it was seen as the
fashion of the day and many classmates had made the same choice and behaved
accordingly. In the advanced years of her life when she was 80-82 she
communicated with Nazli Hanim. When Nazl Hanim was in Istanbul they wanted
fo get fogether and talk. But that didn’t happen because the latter died in Ahkara
in 1985 although she died in 10 November 1990.

Remziye Hanim played the piano from an early age as it was considered to be
the widespread model for cultured young women of the period.

Remziye Hanim didn’t participate actively in the artistic world following her
education at the Girls” School of Fine Arts. She used her accumulated knowledge
in a different field, drafting. In the first years of the Turkish Republic from 1937
she shared her accumulated knowledge with her friends who were engaged in
architectural work with a sensitive approach brought about by her education. She
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was probably the only member of the Girls’ School of Fine Arts who worked on
drafting designs for the construction of buildings.??

Through her efforts she contributed to production and a life work despite the
difficulfies of being a Turkish woman. Apartment buildings, for which she made
drafts, are to be found in Mataraci Street - Cihangir, Samanyolu Street - Sisli and
Sarigiizel Fatih in Istanbul.

Conclusion

When the Girls’ School of Fine Arts was opened, the difficult conditions and many
different straits created by the war atmosphere led to an infrastructure for the new
steps and development of a young Turkey. One of the most important steps in this
infrastructure was undoubtedly the opening of a new school for girls who previously
had not had a chance to acquire preparatory art education. The Girls” School of
Fine Arts showed how effective its students and graduates could be between the
years 1914-1925, considering the courses at the School of Fine Arts and its
existence as a part of total education. The woman artist phenomenon has been
documented in the last days of the Empire when ideas of freedom grew stronger
and this achieved the place it deserved under the Republic. This phenomenon is
identified with the artist Mihri Hanim who was administering the school.

Urban woman, whose place within the whole was restricted and whose numbers
were rather few, were directed towards the creation of items in the plastic arts
rather than the production of handicrafts. On the other hand woman as an official
subject, vis-a-vis the existence of conservative circles, began to be discussed as a
woman who painted and these measures became an important indicator of
civilization and the contemporariness.

The information connected with the families and those around the students of
the Girls’ School of Fine Arts shows that generally they were children whose circle
was attached to the military, bureaucracy or palace; that was cultured, educated
and closely inferested in art. Some of the initiatives that suited the necessity of the
time and were part of efforts that fit contemporary fashion resulted from members
of innovative families at the time. Some of those who wanted a systematic
educational process, but with the sensitivity of the artistic approach, chose fine
arts for their education. As a result of this choice, conditions, political and historical
development and change, because of the difficult pressure of the historic period
and women participating directly in artistic events, must have a share in the
conscious approach.

As an educator Mihri Misfik’s and the school’s students were involved in
professionc:l organizations and as time went by it shows that whatever the
innovation that passed from teacher to student among the members of the Girls’
School of Fine Arts, it was a step towards the future.
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Meanwhile there were those for whom existing education wasn’t enough so
artists continued their education in Europe and strengthened their relations with
art circles in Europe. This shows that they were pushing on the boundaries for
opportunities for artists. Belkis Mustafa, Hale (Asaf), Bedia (Giileryiiz) and Nermin
(Faruki) after their education at the Girls’ School continued at the Berlin State Fine
Arts Academy while Sabiha Ziya (Bengiitas) went to the Rome Fine Arts Academy.
As for Fahriinnisa (Zeid) she was among the artists who worked at the Ranson
Academy in Paris.

On the other hand the participation of artists, who were educated or being
educated at the Girl's School as well as other women artists who had been educated
by different means, in exhibitions that were open to the public and stressed continuity
created an atmosphere for young Turkish women who emphasized their existence
as artists. It achieved an important artistic breakthrough and became the reason
why such women artists continued to have a place in art at the exhibition level.The
acceptance of development and recognition through criticism in the press speeded
up the process of growing closer to society.

After the members of the Girls” School of Fine Arts completed their education,
the existence of those who were sharing their accumulated knowledge with the
younger generation as educators carries a separate importance.

Remziye Hanim was in a field that was necessarily sensitive to the accumulation
of knowledge and connected with art; she may not have participated actively in
the art world but she brought her artistic sensitivity with her. Finding special
examples evaluated in terms of urban aesthetics brings forth the necessity of
evaluating contributions over a very broad spectrum in terms of social, economic
and socio-cultural contributions as the members of the Girls” School of Fine Arts
did from the artistic point of view. So for detailed examination and evaluation,
finding increasing amounts of information related to the artists within the period
denoted, although difficult, awaits the discovery of what isn't known. In solving
these concerns, such difficulties as the artists no longer being alive and the great
effort required to accumulate knowledge means one has to be sensible where the
second and third generations are sensitive.

With our study the importance of oral history studies once again comes on the
agenda. In addition, reexamining the information accumulated within an academic
and interdisciplinary framework of academic relations will achieve a multilateral
evaluation and clarification of the students of the Girls’ School of Fine Arts and the
place and limits of the Turkish woman during the years leading up to the founding
of the young Turkish Republic.
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Notes

1 ilhan Tekeli & Selim ilkin (1993). p. 87; Alongside the secondary schools whose
names are cited in the text are the Selcuk Hatun and Uskiidar Girls’ Art Secondary
Schools that were based on a six-year primary education and had a four-year
special program opened in istanbul but their graduates did not have the right to
go to higher education.

2 |f there are different dates given for the merger of the two school, 1926 is accepted
as the result of the latest research. See Emre Zeytinoglu (2003). p.16; Mustafa
Cezar (1983). p. 14 the merging was occured nearly the end of the directorate
of Cemil Bey, the Director of School of Fine Arts in 1925; Taha Toros (1988). p.
42 information gave 1920 as the date for the merger of two schools.

3 Mustafa Cezar (1983). p. 54 given Salih Zeki Bey as the first director of the
Girls’ School of Fine Arts. _

4 Ottoman Court Painter Fausto Zonaro gave art lessons to Mihri Hanim in Istanbul.

5 Mustafa Cezar (1983). p. 54. Omer Adil is shown as being in the Girls’ School
of Fine Arts cadre in 1921-1925.

¢ For the various locations where the school’s education continued, see Banu
Pasalioglu (1996). pp.50-51.

7 Ali Sami Bey was on duty at the Girls’ School of Fine Arts between 4.10.1914-
13.10.1915. For detailed information, see Canan Beykal (1983). p. 9; Mustafa
Cezar (1983). p. 54. Accordingly Ali Sami was the director of the School of
Fine Arts from 9.5.1921 to 12.9.1921.

& Vahit Bey was the son-in-law of Osman Hamdi Bey. See Canan Beykal (1983).
p. 2.

? Asim Mutlu (1987). pp.10-13. It has been quoted from Belkis Mustafa’s notebook.

1 Mihri Hanim and her students worked in Giilhane Park, Topkapi Palace and
Scutari in Istanbul and sometimes Hoca Alli Riza participated in this group.

1! Although it is known that the earliest exhibitions open fo the public was started
by the initiative of Seker Ahmet Pasa in 1867, the continuiy of these exhibitions
were achieved after 1901-1903 with the exhibitions of Istanbul Salons as they
gained much attraction by the public and art circles.

12 The first two years Galatasaray Exhibitions were organized under the name”
The Galatasaray Dormitory Painting Exhibitions” and later under different names.
For detailed information see Omer Faruk Serifoglu (ed) (2003). pp. 24-115.

13 |t is the date of participiation in the Galatasaray Exhibition.

14 |hsan Riza could be the same person as lhsan.

5 It could be Melek Ahmet or Melek Celal.

¢ |t is the year that the artist registered at the Girls’ School of Fine Arts.

17 According to Deniz Harb Okulu’s registrers he died on 30.9.1908. See Fahri
Coker (1994). Deniz Harb Okulumuz 1773, Ankara, p. 27.
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'® In 1908 he graduated from the Deniz Harb Okulu (Maritime Military School) as
a deck officier and while captain in rank in 1925 he left the military for health
reasons and got a scholarship to study at London University in England. Beginning
the Academic career at ITU in the physcs field, he refired as a senior professor
from the university at which he taught for many years. See Fahri Coker (1994).
Deniz Harb Okulumuz 1773, Ankara, p. 74.

17 Nazl Ecevit left the school in 1922. See, Anonim(1983). Nazli Ecevit ile Gérisme,
p.14.

2 The information was collected from her daughters Nurten Coksezen and Armagan
Oner. Remziye Hanim was the grand mother of Sema Oner.

21 | would like to thank to Assoc. Nilgiin Sim Sildir, the chair of Photogtraph and
Video Programme, YTU, the Faculty of Art and Design and Assist. Serap Sahan
for providing the photographs of the works that lost their net quality because of
the material used at the time.

220ne of the architects that she worked with was Burhan Caglar.
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Yeni Veriler Isiginda inas Sanayi-i Nefise Ogrencileri
ve Kadinin Toplumdaki Yeri

Sema Oner* - .
Yildiz Teknik Universitesi

6zef

Kadinin, sanat ortaminda ireten bir kisi olarak belirginlestigi Cumhuriyet
Tirkiyesi‘nde, plastik sanatlar alaninda yarahlarini ortaya koyan giinimiiz
kadin sanatcilariyla ilgili cesitli degerlendirmeler yapilmaktadir. Tirkiye'de
kadinin sanat ortamindaki yeri tartisilirken Cumhuriyet éncesinde Batililasma
cabalarinin énemli bir dénemini olusturan II. Mesrutiyet (1908) ile
Cumbhuriyet'in iléni (1923) arasindaki on bes yillik sirecin kadin sanatcilar
agisindan bir 6n hazirlik dénemi olarak degerlendirilmesi, paylasilan bir
goris acisidir. Konunun gelisimi, genellikle dénemin toplumsal ve siyasal
olaylari ve egitim sistemiyle ilgili gériilmektedir.

Olusumu saglayan alt yapr incelendiginde; ézel egitim disinda, kadinlar
iin giizel sanatlar egitiminde ‘ilk’ adimin yaklasik 90 yil énce, 1914'de
Inas Sanayi-i Nefise Mektebinin (Kiz Gizel Sanatlar Okulunun) kurulusu
ile atildigi belirginlesmektedir. Bu ilk adimin kurumsal agidan éneminin ve
egitimdeki yerinin yanisira, baslangictaki 8grenci potansiyeli ile potansiyeli
olusturan bireylerin de irdelenmesi gerekmektedir. Ancak Inas Sanayi-i
Nefisenin égrencileri hakkinda oldukga sinirl bilgiye sahip bulunmaktayz.
Bilginin sinirli olma nedenleri belirtilen kusagin bugin artik hayatta
olmamasi, diger taraftan okul ile ilgili kayitlarin énemli bir bélimiinin
kurulustan uzunca bir siire sonra Inas Sanayi-i Nefise ile birlestirilen Sanayi-
i Nefisedeki (Giizel Sanatlar Okulu) 1948 yili yangini sonucunda yok
olmasidir. Kayitlara iliskin tam listelere ulasamadigimiz gibi, adléri
saptanabilen grencilerin yasamlari ve egitimlerinin sonrasinda aldiklar:
yol agisindan da ayrintil bilgilere sahip oldugumuz sGylenemez. Bu nedenle
égrenciler hakkinda bugiine dek bilinmeyenlere eklenebilecek kiiciik bir

* Dog. Dr. Sema Oner, Sanat ve Tasanm Fakltesi, Yildiz Teknik Universitesi, 34349 Besiktas -
Istanbul. e-mail: soner@yildiz.edu.ir
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ayrintinin dahi birbirini izleyen ¢ézimlemelere neden olabilecegi bir
gercekir.

Amacimiz, grencilere ait bilinmeyen yeni biyografik verilerin bilim
ortamina kazandirimasi ve bu verilerle Inas Sanayi-i Nefise Mektebi
grencilerinin kadinin sanat ortaminda aldigi yerin yantsira Tirk kadinin
sosyo-kiiltiirel evrimine ve toplumdaki yerine iliskin yapilabilecek bazi yeni
degerlendirmelere isik tutabilmektir.

Anahtar Kelimeler: Plastik sanatlor, inas Sanayi-i Nefise, Tirk kadin
sanatcilar, sanat egitimi, kiz okullan, Galatasaray Sergileri.

Giris : 19.YUzyilin ikinci Yarisinda Osmanh Egitim Sisteminde Kizlar
Igin Yeni Okullar

Tirk kadininin egitiminde cagdaslasma yolundaki cabalara iliskin veriler,
Batililasma hareketlerinin ivme kazandigr Tanzimat déneminde (1839-187¢)
gindeme gelmistir. Tanzimat' in Osmanh aydini ve ist dizey biirokratlari, istendik
yeni bir toplumun yaratilmasinda kadinin egitimini érgiin egitim icinde yeniden
degerlendirmis, bu galisma iginde Ebe Mektebi (1842), Kiz Rustiyeleri (1858) ile
Kiz Sanayi ve Darilmuallimatinin (1870) kuruluslarina yer vermistir (Tekeli, 1985,
s. 468). Tum yeniliki disincelere karsin Tanzimat'tan Il. Mesrutiyet'e (1908)
degin kizlarin egitiminin kiz ristiyeleri ve kiz sanat okullari ile sinirli kaldig:
anlasiimaktadir. Egitimde kizlar icin daha st kademede egitim kurumlarinin
srgiitlenmeye baslamasi ancak Il. Mesrutiyet dénemi ile birlikte gerceklesmistir.
Bu konuda ilk girisim 1911de istanbul’da Inas (Kiz) Idadisinin agilmasi ile
yapilmishr. Okul, 1913-1914 yillarinda Inas Sultanisi (Bezmialem Valide Sultanisi)
adi ile egitime baslamistir. ilk adimin ardindan Istanbul’daki Erenkdy, Camlica,
Kandilli inas Sultanileri kurulmustur. Belirtilen okullar ile baskentte inas sultanilerinin
kuruluslar acisindan bir siireklilik saglanmis, ancak baskent disindaki vilayetlerde
yayginlashrilamamislardir. Kiz sultanilerinin egitim sireleri 10 yil olarak
belirlenmistir. Vilayetlerde agilan kiz orta egitim kurumlari ise 5 yillik kiz muallim
mektepleri olmustur. )

Kizlar icin yiksek gretim olanags, Inas Darilfininunun 1914-1915 egitim-
dgretim yilinda agilmasi ile baslamistir. Bu yeni yapilanmada Balkan Savosi ile
birlikte Dariilfinunda kadinlar igin diizenlenen konferanslarin ve kizlar icin kurulan
szel siniflarin 8nemli roli olmalidir (Délen, 1985, 476). Inas Dariilfinunu, ayri
bir binada, Cagaloglu’'nda eski Hukuk Mektebi binasinda, egitim vermeye
basladiginda, Edebiyat, Riyaziyat ve Tabiat subeleri olmak iizere i ana bélimi
ile toplam 25 &grencisi bulunmaktayd (Tekeli-llkin, 1993, s. 98). Ug yillik bir
egitim programi uygulayan okulun ilk mezunlari 1917 yilinda verilmistir. Inas
Dariilfinunu, kizlarin kendi dersanelerini boykot edip erkeklerin dersanelerine
girmeleriyle 1921'de kaldirilmishr.
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Belirtilen girisimlerle 19.yizyilin sonlari ile 20.ylzyilin baslarinda kizlarin
egitiminde 8nemli asamalar kaydedilirken, kiz grenciler igin Darilfinunun agildigs
yil, yine kizlar igin giizel sanatlar egitimi veren Inas Sanayi-i Nefise kurulmustur.

inas Sanayi-i Nefise ve Kurulus Ortami

inas Sanayi-i Nefisenin kurulus tarihi olarak 1 Kasim 1914 kabul edilmektedir
(Halil Edhem, 1970, s. 43). Okul, Tirkiye'deki ilk resmi Giizel Sanatlar egitimi
veren ve erkek &grenciler icin egitim veren Sanayi-i Nefise Mekteb-i Alisinden
(1883) 31 yil sonra gindeme gelerek islerlik kazanmistir. Kurulustan uzunca bir
siire sonra, 1925'te Sanayi-i Nefise ile birlestirilmistir?. Anlasilacag gibi, kadinlarin
gizel sanatlar egitimine gereksinimlerinin disiinilmesi ve uygulanmasi igin oldukeca
uzun bir siire gegmistir. Bu gecikmenin benzeri bir durum da Fransa’da Paris,
Academie Beaux Art'in gelisiminde yasanmis, kiz 6grencilerin bu kskli sanat
okuluna kabuli ancak 1897'de gerceklesebilmistir (Garen, 1996, s. 100).

Inas Sanayi-i Nefisenin editime basladigi 1914 yili, Osmanli Imparatorlugu’nda
siyasal tarih acisindan da oldukca karmasik, szgirliklerle ilgili hareketlerin
yasandigi ve Imparatorlugun |.Dinya Savasi’na girdigi (16 Ekim 1914) bir dénem
igindedir. Diger taraftan, dénemin yayin organlarindan, Il. Mesrutiyet'le (1908)
birlikte kadinlarin ‘hirriyet ve esitlik’ kavramlarini erkeklere karsi yogun bir bicimde
kullandiklari da 6grenilmektedir. Bu kipirdanislar Inas Sanayi-i Nefisenin kurulus
yili ve onu izleyen yillarda da devam etmistir. Belirtilen sireg icinde Osmanlilarin
Bah ile sanatsal ve kiiltirel iliskileri ile birlikte siyasal, ekonomik iliskileri de dikkate
alindiginda, Ingiltere ve Fransa’da yasallasan kadin haklarinin Osmanli kadini
izerindeki yansimalarinin da 8nem kazandigi anlasilmaktadir (Beykal, 1983, s.
6).

1914'te Turkiye'deki sanat ortaminda ise Tiirk resim tarihinde ilging bir kesisme
ve o6nemli bir ¢ikis noktasinin yasanacagi dénem baslamaktadir. Bu dénem,
ginimizde ‘1914 Kusag’ veya ‘Calli Kusagi” adi ile taninan, Avrupa’da egitim
goérmekteyken I. Dinya Savasi’nin baslamasi izerine yurda dénen Tirk
ressamlarinin egitim ve sanat ortamina katlimlandir, Sanayi-i Nefisede acilan
‘Avrupa Sinavi'ni kazanarak 1910°da Paris’e génderilmis olan bu sanafeilar
arasinda Ali Sami (Boyar), Hikmet (Onat), lbrahim Calli, Nazmi Ziya (Giran),
Mehmet Ruhi (Arel) bulunmaktadir (Tansug, 1986, s. 120). 1914 kusagi icinde
degerlendirilen Avni (Lifij), Sehzade Abdilmecid’in; Feyhaman (Duran), Abbas
Halim Pasa’nin destekleriyle Namik Ismail ise kendi olanaklariyla Paris‘teki resim
egitimlerini strdirmislerdir.

Belirtilen tarihten kisa bir siire énce yasanan énemli bir olgu da Tirk resim
sanatcilarinin ilk kez bir meslek birligi gergevesinde biraraya gelmeleridir. 1909'da
gerceklesen bu yeni organizasyonun, ‘Osmanli Ressamlar Cemiyeti’nin
olusumunda, daha sonra 1914 kusagi icinde yer alacak olan Avni (Lifij), Feyhaman
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(Duran), Namik ismail gibi isimler bulunmaktadir. ileride inas Sanayi-i Nefise
kadrosunda gérev yapacak olan Mihri (Musfik) ve 6grencilerden Miifide Kadri
Hanimlar da bu dernegin Uyeleri arasindadir (Baskan,1994, s. 27).

Osmanli Ressamlar Cemiyetinin 20 Ocak 1911'de gikarmaya basladig yayin
organi Osmanli Ressamlar Cemiyeti Mecmuasi’nin 14 Temmuz 1914'te kapandig
gérilmekiedir. Savasin etken oldugu olumsuz kosullar derginin yayimini
surdiirememesinin baslica nedenleri arasindadir.’1914 Kusagi’'nin énemli caba
ve katkilartyla cikhgr anlasilan dergi, sanat ortamindaki farkli olusumlarin da
habercisidir.

inas Sanayi-i Nefise Mektebinin Ogretim Kadrosu ve Dersleri

Savas ortaminda kurulan inas Sanayi-i Nefisenin midirligine Salih Zeki Bey'in
kisa siireli yoneticiliginden sonra Mihri (Misfik) Hanim gefirilmistir.> Mihri Hanim,
Tirkiye'de aldig 6zel* resim egitiminin yanisira, Roma ve Paris'te de resim egitimini
sirdirmis ve bu gérevden dnce de Istanbul Dariilmuallimatinda (Kiz Ogretmen
Okulu) resim &gretmenligi yapmishr (Toros, 1988, s. 43; Géren, 1996, s. 24-31).
Deneyimli bir egitimci oldugu anlasilan Mihri Hanim'in ardindan, Omer Adil,
Inas Sanayi-i Nefisede yoneticiligi devr almishr.® Daha sonra bu gérev Feyhaman
Bey tarafindan siirdirilmistir (Zey’rinogiu, 2003, 5. 15).

Okulun &gretim kadrosu Sanayi-i Nefise dgretmenlerinin destegi ve
katlimlariyla olusturulmustur. ilk yillarda sadece Resim Bélimine 8grenci kabul
edilmis, &grenciler egitimlerini degisen mekanlarda strdirmislerdir.¢

Egitimcilerin icinde atdlye hocasi olarak Mihri Hanim (Fig. 1&2) ve Ali Sami
(Boyar) bulunmaktadir.” Perspektif dersi Ahmet Ziya (Akbulut), Sanat Tarihi ve
Estetik dersi énceleri Vahit Bey? daha sonra Ahmet Hasim tarafindan, Anatomi
dersi ise Dr. Nurettin Al (Berkol) tarafindan verilmistir. Aznif Hanim da ilk yillarin
dgretim kadrosundadir (Zeytinoglu, 2003, s. 15). Kaynaklar, Omer Adil, Cem,
ibrahim Calli, Hikmet (Onat), Nazmi Ziya (Giran), Namik Ismail ve Feyhaman
(Duran)'1 da genisleyen kadro iginde géstermektedir. Gariildig gibi 1914 kusagi
ressamlarinin burada da egitimci olarak énemli katkilari bulunmaktadir.

Atslye cahsmalarinin gleye kadar yapildigi okulda, 8gleden sonra teorik
derslerin verildigi anlasiimaktadir. Ders programi hakkinda bilgi veren kaynaklara
gore,® 1330 /1914-1915 yilinda 1. sinif 8grencilerinin resim, pastel, tarih, menazir
(perspektif); 1332/1916-1917 de 2. sinif &grencilerinin resim, viicut (ni), fesrih
{anatomi), menazir, gamur, tarih dersleri gordikleri anlasiimaktadir. Atslye hocasi
olarak Mihri Hanim'in desen konusunda son derece disiplinli oldugu kaynaklarda
belirtiimektedir (Beykal, 1988, s. 9). llk yillar derslerde agirlikli olarak &lidoga
konusu yer almistir. Kimi zaman uygulamalar sirasinda yadirgansalar ve tepki
alsalar da doga karsisinda uygulamalar gerceklestirmislerdir.’® Ciplak modelden
calismalar icin dnceleri kisith sayida canli modelden, daha ok heykel ve torsolardan
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Fig. 1- Mihri Misfik, Cemil Cem ve ibrahim Call
tarafindan yapilan tamamlanmamis bir calisma
(Toros (1988). 5.15).

Fig. 2- Mihri Misfik, Kadin
Poriresi, tuval iizerine yaghboya,
98,5x61 cm. Istanbul Resim ve
Heykel Miizesi.

yararlanirlarken, 1917’ de ilkeye gelen Rus gggmenlerle model bulmakta yasanan
sorun ¢ozilmistir (Beykal, 1983, s. 10; Hasbora, 1999, s. 10).

inas Sanayi-i Nefise Ogrencileri

Inas Sanayi-i Nefisenin ilk &grencileri hakkinda son derece sinirli bilgiler
bulunmaktadir. Kaynaklarin ve bilginin sinirli olma nedenleri, belirtilen kusagin
bugiin arhk hayatta olmamasi ve Inas Sanayi-i Nefise kayitlarinin énemli bir
bsliminin Sanayi-i Nefise ile birlestikten sonra, 1948’de okulda cikan yangin
nedeniyle yok olmasidir. Bu konuda yapilan arashrmalar ve yayinlarda kaynak
olarak okulun ilk &grencilerinden ressam Belkis Mustafa Hanim'in not defterinden
yararlanilmistir. Belirtilen kaynak ile déneminin yasayan kaynagi Taha Tores’un
verdigi bilgiler, okula ilk yil 6'si azinliklardan olmak tizere toplam 33 kisinin
alindigini géstermektedir (Mutlu, 1987,13; Toros, 1988, s. 42). Kayit islemlerinin,
Sanayi-i Nefise erkek 8grencilerinin o giinlerde egitimini siirdirmekte oldugu Eski
Sark Eserleri Miizesinde yapildigi bilinmektedir (Beykal, 1988, s. 9). Taha Toros'a
gére 1330/1914 -15'te okula ilk basvuran 8grencilerden adlari belirlenebilen
33 kisi icinde, 1 numarali Mizdan Sait, 2 numaral Muide Esat, 3 Numarali
Belkis Mustafa, 4 numarali Nazire Osman, 7 Numarali Nevzat (Dragoe), 21
Numaral Mediha Sileyman (Gezgin) ve 24 numaral Nazlh Emin (Ecevit) Hanimlar
bulunmaktadir ( Toros, 1988, s. 44-45; Pasalioglu, 1996, s. 66).
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Belkis Mustafa’nin not defterindeki siralamaya gére gére 1. sinifin diger
égrencileri: Nazide, Sidika, Efraz, Muhterem, Taciser, Nedime, Ahmet, Miinire,
Rabia, Naciye, Madlen, Nevvare, Rukiye, Bakiye, Rana, Nimet, Ruhiye, Sikufe,
Fatma, Melek, Refika, Seniye, Behice, Sabiha, Nihal, Zehra Sait ve Sabriye
Hanimlardir. Bu kayitlarda bir kisinin adi okunamamishr.

Belkis Mustafa’min 1332/1916-17 tarihli 2. sinif not listesinde ise sadece 11
kisi bulunmaktadir. Bunlar Belkis, Nazire, Nazli, Leyld, Naside, Muhterem, Rukiye,
Nevzat, Muide, Cemile ve Efraz Hanimlardir. Bu listede 1. simiftaki adlara ek
olarak Cemile ve Leyla Hanimlarin adlari gérilmektedir. Okulun ilk &grencileri
hakkinda elde edilen bu bilgilerin yanisira arastirmalara gére belirlenebilen diger
inas Sanayi-i Nefiseliler (Pasalioglu, 1996, s. 66-67): 1919 kayith Saime Rezan
Ramiz (Oker), 1920 kayith Nermin (Faruki), Sabiha Ziya (Bengiitas) ile kayit
tarihleri saptanamayan &grenciler; Afet, Bedia (Giileryiiz), Edibe, Emine, Eser,
Fahriinnisa (Zeid), Fatma Remziye, Gizin (Duran), Hamide (Cizen), Hatice, Iffet
ihsan, Thsan Riza, Muhsine, Mukbile, Nushet, Niiveyre (Faik), Refik (Yalman),
Reside, Rezzan, Safiye Mehmet Emin (Karaduman), Sevkat Adil Hanimlardir. Bu
égrencilerden Melek, Rezan, Edibe, Muhsine, Sabiha Ziya (Bengiitas), Nermin
(Faruki) okulun heykel atslyesi dgrencileridir.

Anilarda belirtildigi ve dénemin fotograflarindan saptabildigine gére
dgrencilerden azinliklar okula sapkali veya basdrtili veya bast acik, Turk kizlar
ise carsafli veya basértili olarak devam etmislerdir (Fig. 3).

inas Sanayi-i Nefiseliler ve Galatasaray Sergileri
Resmi kayitlarin giinimiize ulasamamasi nedeniyle 1914-1926 yillari arasinda

okula devam eden veya mezun sgrenciler hakkinda dogru sayilara ulasmak son
derece zordur. Ancak dogruya yakin degerlere ulasabilmek igin verebilecegi

Fig.3 - inas Sanayi-i Nefise Mektebi'nde bir atélye. (Beykal,
(1983). 5.10).
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ipuglar agisindan bzerinde disiinilmesi gereken kaynaklardan birisi de 8grenci
veya mezunlarin katldiklari sergilerdir. Inas Sanayi-i Nefiselilerin &grenim
dénemlerini iceren Galatasaray Sergileri, konuyla ilgili olarak yararlanilabilecek
kaynaklar arasindadir. Bu sergilerde &grenci veya mezun olarak Inas Sanayi-i
Nefiseliler, zel derslerle ya da Avrupa’da aldiklan egitimle yetkinlesen kadin
sanatcilarin yaninda yer almislardir. Sergilere azinliklardan kadin sanatgilar da
katilmislardir.

Bilindigi gibi kadinlarin yer aldigi ilk sanat etkinlikleri Sultan Abdilaziz
déneminde (1861-1876), 1870-1873 yillarinda Darilfinunda agilan ve kiz
rustiyeleri ile Dariilmuallimat mezunlarinin dikis-nakis, yazi ve resimlerinin yer
aldigr toplu sergilerdir (Hasbora, 1994, s. 8). Ahmet Ali'nin dizenledigi 1873
tarihli ilk kamuya agik resim sergisinde ise sadece Bahli ve azinliklardan bazi
kadin sanatcilarin eserleri yer almaktadir. 1880 yilindaki ABC/Elifba Sergisine
katlan Prenses Nazli, béyle bir etkinlige katilan ilk Tirk kadini olarak
degerlendirilmektedir (Cezar, 1995, s. 437).

Yukarida belirtildigi gibi Inas Sanayi-i Nefisenin ilk mezunlariyla égrencilerinin
eserlerinin de yer aldigi Galatasaray Sergileri, bir baska deyisle Galatasaray’da
dizenlenen sergiler ise genis katlimli, Cumhuriyet'le birlikte sirekliligi korunan
1916-1951 yillar arasindaki zincirleme bir sanat etkinligidir."" Galatasaray
Sergilerinin 1916-1926 yillarina it katalog bilgilerine gére Inas Sanayi-i Nefiseli
olarak Galatasaray Sergilerine katldigi belirlenen sanatcilar'2 Maide Esat (1916-
1917, 1922-1923)'® Mizdan Sait (Arel) (1916), Nevzat (1919-1923), Nazl
(1920, 1922) (Fig. 4), Efraz (1923, 1925, 1926), Melek Feyzi /Fevzi (1920,1922-
1923), Muhterem Omer (1920), Gizin (1920-1923,1925,1926), Belkis (1922-
1923), Naciye (1922), Sabiha Ziya (1922-1923), Melek Ahmet (1922), Bedia
(Giileryiiz) (1923), Emine Niizhet (1923), Makbule/Mukbile Resad (1923), Nermin
Faruki (1923) dir.

Sergilere kahldig§i saptanan ancak yetistikleri egitim kurumlar heniz
belirlenemeyen diger kadin sanatilar: Rusen Zamir (1917-1918), Bakiye (1920,
1923), lhsan Riza' (1920, 1922, 1925, 1926), Mediha (1920-1921), Melek'®
(1920-1921,1924), Feride, Mezdad (1921), Thsan (1921, 1923), Melek Celal
(1922), Zahide (Ozar)(1922-1923), Melek Ahmet, Meliha, Sabiha Nezahat (1923,
1924, 1926), Edibe, Muhsine Ahmet, Rezzan (1924), Sabiha Ziya (1924-1925),
Efser Ismail, Stkriye Cafer, Nizhet Emin (1925), Bedia, Kutsiye Edip (1925-1926),
Hamide Riza (1926) dir.

Galatasaray Sergileri’nde yapitlari yer alan Harika Sazi (Lifij) (1916-1917),
Celile Hikmet (1916, 1917, 1923), Sabiha Risti (Bozcal) (1921- 2, 1924-1926)
(Fig. 5) 6zel egitim aldigi bilinen sanatgilar arasindadirlar. Melek Celal (Melek
Ziya) (1917, 1925, 1926) (Fig. &) ise Inas Sanayi-i Nefisede konuk égrenci olarak
egitim almistir. Sergilere kahldig saptanan, ancak egitimleri hakkinda heniiz bilgi
sahibi olamadigimiz diger sanatgilar arasinda inas Sanayi-i Nefiseliler olabilecegi
de gézardi edilmemelidir.
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Fig. 4 - Nozl (Ecevit) Hanim'in Fig. 5 - Sabiha Rustii (Bozcali),
inas Sanayi-i Nefise Sgrencisiy- Oludoga, 1930, duralit iizerine
ken yaphg yaglboya bir yagliboya, 58x41 cm. (Serifoglu,
calisma. (Toros (1988). 5. 49) (ed.), (2003). 5. 179).

Fig. 6 - Melek Celal, Nii, 1926, durdlit izerine yagliboya, 20,5 x 30,5 cm.
(Serifoglu, (ed.), (2003). 5.161).
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Sanat¢i Kimliklerinin Yanisira Egitime Katkilari ve Diger
Girisimleriyle inas Sanayi-i Nefiseliler

inas Sanayi-i Nefiseye ilk kaydolanlar isinde adlari kesinlik kazanmis olanlardan
en fazla ayrintili bilgiye sahip olduklarimiz, daha gok sanat ortamina aktif olarak
katlmis sanatcilardir. Benzer durum daha sonraki grenciler icin de gegerlidir.

Verilerden kimi 6grencilerin sadece egitim aldiklan alanda etkinlik gésterdikleri,
kimi &grencilerin ise sanatei kimliklerinin yanisira, birikimlerini egitim alaninda
da degerlendirdikleri anlasiimaktadir. Nazli Emin (Ecevit) (1914),¢ Ankara Kiz
Lisesi ve Musiki Ogretmen Oku|undu, Mediha Su|eym0n (Gezgin), (1914)
istanbul’da Camlica, Kandilli ve istanbul Kiz Liselerinde resim ve miizik ogretmenhgl
Nevzat (Drago), (1914-1916) Istanbul Cumhuriyet ve Fatih Liselerinde resim
sgretmenligi; Bakiye ismail Sirvanzade (Koray), (1922 &ncesi) istanbul Aksam,
Bursa Necuhbey Enstitiist, Bursa Kiz Teknik Ogretmen Okulu, Nisantasi Kiz
Enstitisinde resim ogretmenhgl yapmislardir. Hale (Asaf) (1924) Bursa Kiz
Ogretmen Okulu ve Bursa Necatibey Kiz Enstitiisinde &gretmenlik yapmistr.

Inas Sanayi-i Nefiseliler icinde cesitli dernek iyelikleri yapanlar oldugu gibi
meslek birliklerine de kahlanlar bulunmaktadir. Bu sanatcilar arasinda Mediha
Sileyman (Gezgin), (1914) Asri Kadin Cemiyeti iiyeligi, Misliman Kadinlar Birligi
ve Birinci Kadinlar Birligi Baskanligi yapmishr. Kadin Haklarini Koruma Dernegini
kurmustur. Saime Rezzan (Oker), (1919) Cocuk Esirgeme Kurumu ve CHP'de fahri
olarak guhsmlshr

Giizel Sanatlar Birliginin yénetiminde bulunan Nazli Hanim, Mistakil Ressamlar
ve Heykeltraslar Birligi kurucularindan Hale (Asaf), Tirkiye Yiksek Heykeltraslar
Cemiyetinin kurucularindan Nermin (Faruki), Tiirk Ressamlar Cemiyeti tiyeleri thsan
Riza, Sabiha Risti, Guzin (Duran), Hale (Asaf) meslek birliklerinin calismalarina
kohlon sanatcilardandir.

Ogrenciler Hakkinda Baz Yeni Veriler

inas Sanayi-i Nefiselilere iliskin bilinenler disinda yeni bilgilere ulasmak icin aile
arsivlerinin arashrilmasi ve aile bireyleriyle gérismelere gereksinim duyulmakfadir.
Giniimizde bu fir aile arsivlerinin degerlendirmesi, ancak ailelerin 2. kusak veya
3. kusak bireyleri tarafindan yapilabilmektedir. Bu baglqmdckl bazi verileri kalici
kilmak amaciyla kisa biyografisi sunulacak bir inas Sanayi-i Nefiseli de Fatma
Remziye Hanim’dir (Coksezen, daha sonra Giiltekin).

Fatma Remziye Hanim, 1319 /1903-4 istanbul dogumludur. Annesi, Saniye
(Uzdilek) Hanim, Babasi Deniz Makine Kidemli Yizbasi Salih Seflk Bey,'”
agabeyleri Ord. Prof. Salih Murad Uzdilek™® ve Cevdet Guldiriicidir. Cocuklugu
Heybeli Ada’da gecmistir.

Rushyeyl bitirdikten sonra ¢alisma hayatina Sehremanetinde baslamistir.
Calismaya devam ederken diger taraftan da Inas Sanayi-i Nefisede egitim
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Fig. 7 - Fatma Remziye Hanim'in Inas Fig. 8 - Fatma Remziye, Helenistik Bas,
Sanayi-i Nefise'de okudugu yillar. (Aile kagit iizerine karakalem, 44x32 cm. (Aile
Avrsivi, Fotograf: Serap Sahan) Arsivi, Fotograf: Serap Sahan)

2 /i Hes

10- Fatma Remziye, Perikles Bistleri, kagit iizerine
karakalem, 41x58 cm (Aile Arsivi, Fotograf: Serap
Sahan)

Fig. 9 - Fatma Remziye, Bist, kagit
Uzerine karakalem 52x35 cm (Aile
Arsivi, Fotograf: Serap Sahan)
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gormustir. Hayatta iken anlahmlarinda Nazli Hanim (Ecevit) ile ayni atélyede
oldugunu'® (Fig. 7) Mihri Hanim’in 6grencileri arasinda bulundugunu belirtmistir.2°
Nazli ve Mihri Hanimlarin okuldaki siregleri, Remziye Hanim’in dogum tarihi de
dikkate alindiginda, 1917-1922 yillari arasinda olmalidir. Yine anilardan, siniflarin
cesitli yas gruplarindaki 6grencilerden olustugu, Remziye Hanim’in atélyenin yasca
en kiigiikleri arasinda oldugu bilinmektedir. Remziye Hanim'in atélyede yapilmis
karakalem ve fizen ile figir galismalari bulunmaktadir (Fig.8).2' Figir
calismalarinda model olarak torso ve bisstlerden yc:rqr|un||m|§hr. Okulda, asil
adi disinda Hale ismini kullanmistr. Atélye calismalarindan karakalem bir Biist
Hale imzalidir (Fig. 9). Perikles Bistleri ve diger bazi &rneklerde resim kagidi
izerinde veya arkasinda ders égretmeninin ‘Takdire sayandir.” ciimlesi veya
‘devam’ ibaresi okunabilmektedir (F.g. 10). Aile arsivinde yagliboya veya suluboya
eseri yoktur. Remziye Hanim verdigi bilgilerde, okulda kendi ismi disinda bir isim
kullanma nedenini, ginin modasi olarak degerlendirmekte ve pek gok sinif
arkadasinin da ayni segim ve davranis icinde bulundugunu belirtmekteydi.
Yasaminin ilerleyen yillarinda, 80-82 yaslarindayken Nazli Hanim ile irtibatlar
olmustur. Nazli Hanim'in Istanbul’'da bulundugu dénemlerde biraraya gelip
karsilikli konusma istekleri onun Ankara’da 1985'teki vefati Uzerine
gerceklesememis, kendisi de 10 Kasim 1990’de vefat etmistir.

Remziye Hanim, dénemin kiiltirli genc hamimlar arasinda yaygin bir moda
olarak geng yaslarindan ifibaren piyano galmaktaydi. Remziye Hanim, Inas Sanayi-*
i Nefisedeki egitiminin ardindan aktif olarak sanat ortamina katlmamistir. Birikimini
farkli bir tasarim alaninda degerlendirmistir. Turkiye Cumhuriyeti’nin ilk yillarinda,
1937"den ifibaren, egitiminin getirdigi duyarl bir yaklasimla birikimini mimar
calisma arkadaslariyla paylasmishr. Insa ettigi yapilarla, belki de bu alanda ¢alisan
tek Inas Sanayi-i Nefiseli olarak mekan tasarimlarina iliskin calismalar
gerceklestirmisti.?2 Calishg mimarlardan birisi Burhan Caglar'dir. Bu cabalaryla
Tirk kadinin Gretime katkisi ve is yasami igindeki zorlu gérevini sirdirmistir.
Cihangir, Mataraci Sokak, $isli, Samanyolu Sokak ve Fatih Sarigiizel'de
tasarimlarini yaptigr apartmanlar bulunmaktaydh.

Sonug )
Inas Sanayi-i Nefisenin agildigi dénem, savas ortaminin getirdigi cok ydnli
sikinhlari tasimakla birlikte yeni atlimlar ve geng Turkiye'nin gelisimi icin bir alt
yapi olusturmustur. Bu alt yapinin en nemli basamaklarindan birisi de kuskusuz
drgin sanat egitiminde daha &nce hig sansi bulunmayan kizlar icin yeni bir okulun
acilmis olmasidir.

Baslangicta da belirtildigi gibi, 1914-1925 yillari arasinda etkinlik gésteren
ve Cumhuriyet'in ilk yillarindan itibaren Sanayi-i Nefise ders program iginde ve
egitimde bitinsellik iginde degerlendirilen Inas Sanayi-i Nefise Mektebinin
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égrencileri ve mezunlari ile imparatorlugun hiirriyet fikirlerinin yogun yasandigi
son gunlerinde kadin sanatei olgusu belirginlesmis ve Cumhuriyet'le birlikte gereken
yeri almistir. Bu olgu, okulun yéneticiligini de yapan ressam Mihri (Misfik) Hanim
ile de 8zdeslesmektedir.

Bitiin icindeki yerleri sinirli ve sayilan az da olsa bu siireg iginde kentli kadin,
el sanatlarina yénelik tretimlerinden plastik sanatlar alanindaki triinlerin
yaratciligina yénlenmistir. Diger taraftan resme konu olan kadin, tutucu gevrelerin
varhgina karsin resim yapan kadin olarak giindeme gelmeye baslamis ve bu
uygulamalar cagdaslik ve uygarligin dnemli bir géstergesi olmustur.

Inas Sanayi-i Nefise &grencilerinin aile ve yakin gevreleri ile ilgili bilgiler,
genellikle asker, birrokrat, sarayla baglantl, kiiltirli, egitimli, sanatla yakin iliskili
bir cevrenin cocuklari olduklarini géstermektedir. Kimilerinin, gagin gereklerine
uyan, dénemin yeniliki ailelerinin bir bireyi olarak modaya uyma ¢abasi
dogrultusundaki girisimleri, kimilerinin ise sanata duyarli yaklasimlari ile sistematik
bir egitim sirecine girme istekleri, egitimde giizel sanatlar segmeleri sonucunu
getirmistir. Bu segimde, siyasal ve tarihsel gelisim ve degisimle bitinlesen ve tarihsel
srecin zorunlu itisi sonucunda ortaya gikan kosullarla birlikte, kadinlarin sanatsal
etkinliklere dogrudan kahlma ysniinde gésterdikleri bilingli yaklagimin da pays
olmalidir.

Bir egitimci olarak Mihri Misfik'in ve okulun &grencilerinin giderek mesleki
érgutlenmeler iginde olmalar da Inas Sanayi-i Nefiselilerin 5gretmeninden
égrencisine kadar ne denli girisimci ve gelecege ydnelik adimlar atmakta olduklarini
gostermektedir. Ayrica, aralarinda meveut egitimleriyle yetinmeyerek Avrupa’da
egitimlerini giglendiren ve Avrupa’daki sanat cevreleriyle iliskilerini strdiren
sanatcilarin da bulunmasi, sanatcinin olanaklari dogrultusunda sinirlaring
zorladigini gdstermektedir. Belkis Mustafa, Hale (Asaf), Bedia (Giileryiiz), Nermin
(Faruki) Hamimlar egitimlerini inas Sanayi-i Nefise’den sonra Berlin Devlet Gizel
Sanatlar Akademisinde, Sabiha Ziya (Bengitas) ise Roma Gizel Sanatlar
Akademisinde sirdirmislerdir. Fahriinnisa (Zeid) Hanim Paris, Ranson
Akademisinde calismis olan sanatcilar arasindadir.

Diger taraftan Inas Sanayi-i Nefise’den yetismis ve yetismekte olan sanatcilarin
kamuya agik, sureklilik tasiyan sergilere farkh kaynaklardan yetismis diger kadin
sanatcilarla birlikte katilimlari, geng Tiirk kadinlarina varliklarini sanatsr olarak
vurgulayici bir ortam yaratmis, dnemli sanatsal bir agilim kazandirmis ve béylece
kadin sanatgilarin da sanatin sergiler boyutunda devamlilik icinde yer almasina
neden olmustur. Basindaki yénlendirici elestirilerle gelisme, taninma, kabullenilme
ve toplumla yakinlasma sirecini hizla yasamaya baslamislardir. Inas Sanayi-i
Nefiseliler icinde egitimlerinin tamamlanmasindan sonra, birikimlerini egitimei
olarak geng nesil ile paylasanlarin da varligi ayri nem tasimaktadir.

Remziye Hanim gibi akiif olarak sanat ortamina kahlmamis ancak sanatsal duyarliigini
yine sanatla ilgili birikimlere gerek duyulan bir alanda, kentestetigine kahlim ile degerlendirmis

5zel drmeklerin de bulunmasi, inas Sanayi-i Nefiselilerin sanatsal agidan oldugu gibi
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toplumsal, ekonomik, sosyo-kiltirel agilardan da katkilarinin gok genis bir yelpaze
cercevesinde degerlendirilmeleri gerekliligini ortaya cikartmaktadir. Bu nedenle
de ayrintili irdelemeler ve degerlendirmeler icin belirtilen dénem icindeki sanateilara
iliskin bilgilerin arthrilmast, ulasilmasi zor da olsa bilinmeyenlerin ¢dziimlenmesi
beklenmektedir. Coziimlemelerde ise sanatgilarin hayatta olmamasi nedeni ile
zorluklar tasiyan ve gok emek gerektiren bilgi birikiminin olusumu ve bu konuda
da ikinci, iigiinci kusaklarin katkilarina gereksinim duyulmaktadir.

Bu calismamizla s6zli tarih calismalarinin énemi bir kez daha gUndeme
gelmektedir. Ayrica, bilgi birikiminin alanlararasi bilimsel iliskiler cercevesinde
yeniden irdelenmesi, Inas Sanayi-i Nefise égrencilerinin cok yénli olarak
degerlendirilmesi konusuna bitinsellik kazandiracak ve geng Tirkiye
Cumhuriyeti‘nin kurulus yillarini hazirlayan ortam igindeki Tiirk kadininin yerini,
sinirlarini daha da belirginlestirecektir.

Notlar

! {lhan Tekeli-Selim ilkin (1993). 5.87. Mefinde adi gegen sultanilerin yanisira alt
yillik ilkégretime dayali, dért yillik bir 8zel program uygulayan, ancak mezunlari
yiksek 8grenime devam etme hakki bulunmayan Selcuk Hatun ve Uskidar Kiz
Sanayi Sultanileri de Istanbul’da acilmistir.

2 |ki okulun birlestirilme tarihi olarak farkli yillar verilse de bu tarih son
arastirmalarda 1925 olarak kabul edilmektedir. bkz. Emre Zeytinoglu (2003). s.
16; Mustafa Cezar (1983). s.14’de Inas Sanayi-i Nefise ile erkeklerin egitim
gdrdigi kismin Cemil Bey’in mudirliginin son yilinda birlestirildigi
belirtiimektedir.Cemil Bey’in gdrev siresi 1925 de bitmistir. Taha Toros (1988), s.
42'de ise her iki okulun 1920 “de birlestirildigine dair bilgi vermektedir.

3 Mustafa Cezar (1983). s. 54'de Inas Sanayi-i Nefisenin ilk midiri olarak Salih
Zeki Bey verilmektedir.

4 Mihri (Misfik) Hanim, Tirkiye’de saray ressami Fausto Zonaro’dan ders almishr.
Ayrintih bilgi igin bkz. Taha Toros (1988), 5.10.

5 Mustafa Cezar (1983). s. 54’ de Omer Adil’in Inas Sanayi- Nefise kadrosunda
bulunus yillari olarak 1921-1925 gésterilmektedir. .

¢ Okulun egitimini sirdirdigi cesitli mekanlar igin bkz. Banu Pasalioglu (1996).
s. 50-51.

7 Ali Sami Bey Inas Sanayi-i Nefise’de 4.10.1914-13.10.1915 yillar arasinda
gorev yapmistir. Ayrintili bilgi igin bkz. Canan Beykal (1988). 5.9; Mustafa Cezar
(1983). 5. 54’den Ali Sami'nin 9.5.1921-12.9.1921"e kadar Sanayi-i Nefisede
midirlik yaphgr dgrenilmektedir.

® Vahit Bey, Osman Hamdi Bey’in damadidir. Canan Beykal (1988), s. 9.

? Asim Mutlu (1987). 5.10-13, Belkis Mustafa’nin not defterlerinden belirlenen
bilgiler sunulmaktadir.
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1° Hasbora Hatice (1994). 5.10 da Mihri Hanim'in égrencilerine Gilhane Parks,
Topkapi Sarayi, Uskidar gibi semtlerde agik havada calismalar yaptirdig,
Hoca Ali Riza’nin da zaman zaman bu calismalara katldigi belirtilmektedir.

" Bilindigi gibi Tirkiye'de ilk kamuya agik sanat sergileri 1867'de Ahmet Ali
(Seker Ahmet Pasa )'nin girisimleriyle basladiysa da sergilerin sireklilik tasimasi
ile ilgili ilk srnekler 1901-1903 yillar arasindaki Istanbul Salonlar ile kamunun
ve sanat cevrelerinin ilgilerine neden olmustur.

12 Galatasaray Sergileri ilk iki yil ‘Galatasarayllar Yurdu Resim Sergileri’ adi ile,
daha sonra farkl adlarda diizenlenmistir. Ayrintili bilgi igin bkz. Omer Faruk
Serifoglu (ed.) (2003). s. 24-115.

¥ Galatasaray Sergileri’ne katlim tarihidir.

4 [hsan Riza, Thsan ile ayni kisi olabilir.

15 Melek Ahmet veya Melek Celal olabilir.

¢ Sanatginin inas Sanayi-i Nefiseye kayit yilidir.

7 Harbiye kayitlarina gére 30.9.1908 de vefat etmistir. bkz. Fahri Coker (1994).
Deniz Harp Okulumuz 1773, Ankara, s. 27.

'8 1908’de Deniz Harb Okulundan Giiverte subayi olarak gikmis, 1925'te Kidemli
yizbasi iken saglik nedeniyle ordudan ayrilmis ve Ingiltere’de Londra
Universitesinde burslu olarak egitim gérmstir. ITU’de Fizik alaninda akademik
kariyere baslayarak uzun yillar &gretmenlik yaphg: tiniversiteden Ord. Prof.
olarak emekli olmustur. bkz. Fahri Coker (1994). s. 74.

1% Nazh Ecevit okuldan 1922'de ayrilmistir. bkz. Anonim (1983). 5.14.

2 Kizlari Nurten Coksezen ve Armagan Oner’den alinan bilgilerdir. Remziye
Hanim, Sema Oner'in anneannesidir.

21 Zaman iginde, kullanilan malzeme nedeniyle ilk giinkii netliklerini kaybetmis
olan eserlerin fotograf gekimlerinin gerceklesmesinde, YTU. Sanat ve Tasarim
Fakiltesi, Sanat Bslimi, Fotograf ve Video Programi Yirticisi Dog. Nilgiin
Sim Sildir ve Ars. Gér. Serap Sahan’a tesekkiir ederim.

22 Calishgi mimarlardan birisi Burhan Caglar’dir.
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6zet

Her birey, aile, kiltir ve icinde yasadigi toplumun isteklerine gére
davranislarini yénlendirse de, kendine 6zgii bir varliktir. Toplum, bireyleri
ayni seylere inanmaya, aynt ah;kanhk.’an devam eftirmeye, ayni modaya
takip etmeye v.b. zorlasa dahi iki bireyin aymi sekilde hissetmesi igin onlari
zorlayamaz. Bu sebepten dolayr da bireyleri birey yapan kiyafetleri, isleri,

arabalari ya da bedensel ézellikleri degil onlarin duygularidir. Duygular
kismen yasamak, hayatta kalmak ve canli olmak icin dogustan sahip olunan,
kismen de sonradan edinilen donatim parcalaridir.

Bu arashrmada annelere verilen Duygulari Giiglendirme Egitiminin
annelerin duygularin farkinda olma ve duygu yénetimine etkisi incelenmistir.
Calisma grubu bes yasinda (60 aylik) cocuga sahip 20 anneden
olusturulmustur. Arastirma deseni, éntest-sontest deney ve kontrol gruplu
desen olup 10 anne deney, 10 anne de kontrol grubuna alinmishr. Annelerin
&zbiling (duygularin farkinda olma) ve duygu yénetimi diizeyleri Yilmaz ve
Ergin (1999) tarafindan gelistirilen Duygusal Zeka Olcegi ile lciilmistir.
Verilerin analizinde varyans andlizinin 6zel bir hali olan tekrarlanmis
&lcimler icin tek faktor izerinden iki boyutlu varyans analizi kullanilmistir.

statistiksel analizler sonucunda Duygulari Giiclendirme Egitimi
Programina katilan ve katilmayan annelerin duygularini fark etme ve duygy
yénetimi diizeyleri arasinda katilan annelerin lehine anlamli fark oldugu
bulunmustur. Gelistirilen ‘Duygular Giiclendirme Egitimi Programi” duygular
farketme ve duygu yénetimi iizerinde etkili oldugu sonucuna varilmishr.

Anahtar Kelimeler: Duygular Giglendirme Egitimi, duygularin farkinda
olma, &zbiling, duygu ydnetimi, Duygusal Zeka Olgegi.
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Giris

Aile, kiltir ve icinde yasanilan toplumun istekleri, bireyin davranislan izerinde
efkili olup onu yénlendirse de, her birey kendine 6zgii bir varliktir. Toplum, bireyleri
ayni seylere inanmaya, ayni aliskanliklari devam eftirmeye, ayni moday: takip
etmeye zorlayabilir. Fakat iki bireyin ayni sekilde hissetmesi icin onlar zorlayamaz.
Bu nedenle bireyleri birey yapan kiyafetleri, isleri, arabalari ya da bedensel
&zellikleri degil onlarin duygulandir.

Duygular kismen yasamak, hayatta kalmak ve canli olmak igin dogustan sahip
olunan, kismen de sonradan edinilen donatm pargalaridir (Mayer, Salovey ve
Caruso, 2000; Konrad ve Hendl, 1997; Sartorius, 1999).

Duygu kelimesi Latince ‘movere’ hareket etme kdkiinden gelmektedir. Kelimeye
‘e’ &n eki eklendiginde ‘Gteye hareket etmek’ anlamina gelmektedir. (Konrad ve
Hendl, 1997). Duygu siireci anatomisinin ilk basamaginda, gevresel olaylarin
algilanmasini saglayan ve bireylerin bilingli fonksiyonlarindan gok, duyu
organlarinin fonksiyonlarina bagh olan tepkiler vardir (Ozer, 2000). Aymi duygunun
birey iizerinde etkisi farkli olabilecegi gibi, farkli duygularda farkh etkileyebilirler.
Bu etkiler, hem bedensel hem de olgusal sireclerde gérildigu gibi disinme ve
hayal giici izerinde de etkilidir (Izard, 1989; Ackerman ve Haggestad, 1997).
Duygular, bireyin kendisini nasil hissettigini psikolojik agidan gésteren icsel
mekanizmalardir (Carlson, 2001). Bu nedenle de hem bireyi hem de bireyin iginde
bulundugu toplulugu etkilemektedirler. Duygu diinyasi dnceden tespit edilemezler.
Fakat arzulari, amag ve hareketleri etkiler, kendilerini beden dili ve yiiz hareketleriyle
(jest ve mimiklerle) disa yansitirlar (Brocket ve Braun, 2000). Duygulan, kisiler
kendi amaclar dogrultusunda (rahatlamak, neselenmek icin gibi) kullanabililer.
Bir amaca ulasmak icin kullandiklarinda ise; kisiye, dogru zamana, dogru yere
odaklanmay ve uygun duyguya sahip olmayi saglayabilir (Merlevede, Bridoux ve
Vandanmme, 2001).

Duygular, anlasiimasi mimkin olmayan esrarli olaylar degildirler (Adler, 1995).
Kendi duygularini kabul edip &grenen, o an kizgin m, sinirli mi, yoksa Gzgin mg,
hissettiginin muhasebesini yapan birey, meta-duygu (duygu Usti) sanatini
grenebilir. icinden gelen sese kulak veren birey, hayatini daha iyi yénetebilir.
Giinkii duygular icsel hava durumumuzu bildiren barometre gérevi gérirler. Birey
cevresiyle sirekli iletisim halindedir. Bu iletisim sirasinda kizgin oldugunu,
karsisindaki kisiyi incitmeden anlayish bir dille ifade eftiginde giinlerce haftalarca
sirecek kavgalara dénismeden coziilebilecegini goriir. Aristo bunu yillar énce
fark etmis ve ‘Herkes kizgin olabilir; bu gok kolay. Ancak dogru kisiye, dogru
zamanda, hakli sebeplerle ve uygun bir tarzda, 8l¢iili olarak kizgin olmak- iste
zor olan by’ demistir. Duygular sonucu olusan davranis kaliplari yani bireyin sahip
oldugu duygusal zekayr géstermektedir. Bdylece bireyin uyum siirecinde zeka ve
duygu kavramlari ig ie gecerek ‘Duygusal Zekay' olusturmaktadir.
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‘Duygusal Zeka’ kavramini ilk ortaya atan Mayer ve Salovey (1990), kisinin
kendisinin ve digerlerinin hisleri ve duygularini izleme, bunlar arasinda ayirim
yapma ve bu bilgiyi distince ve eylemlerinde kullanma becerisini iceren sosyal
zekanin bir alt kimesi, Goleman, (1998a), kendini harekete gegirebilme, aksiliklere
ragmen yoluna devam edebilme, dirtileri kontrol ederek doyumu erteleyebilme,
ruh halini dizenleyebilme, sikintlarin diisinmeyi engellemesine izin vermeme,
kendini baskalarinin yerine koyabilme ve umut besleme, Ayers ve Stone (1999)
bireyin kendisinin ve baskalarinin duygularini anlama, duygularini zekice, duyarl
ve bilgece bir tarzda kullanabilme yetisi, Yesilyaprak (2001) kendimizin ve
baskalarinin duygularini tanima ve degerlendirmenin yani sira duygulara iliskin
bilgileri ve duygularin eneriisini giinlik yasamimiza ve isimize etkin bir bigimde
yansitarak onlara uygun tepkiler verme olarak tanimlamislardir. Cooper ve Sawaf
(1997) duygularin giici ve kavrayisini insan enerijsi, bilgi ve etki kaynag olarak
¢ozme, anlama ve etkili olarak uygulama yetenegi seklinde ‘duygusal zeka’nin en
genis tanimini yapmuslardir.

‘Duygusal zeka’ kavrami psikolojide yeni bir kavram degildir. Thorndike,
otuzlarin sonlarinda “sosyal zeka” Gzerinde durmus ve 1983 lerin basinda Gadner
(dil ile ilgili, mantiksal-matematiksel, bedensel devinim ile ilgili, uzamsal, mizik ile
ilgili, ickisisel (intrapersonal) ve kisilerarasi (interpersonal) ‘Coklu Zeka Kurami'ni
ortaya atmistir. Gadner Goklu Zeka kuraminda, Duygusal Zeka kavramini
kullanmamasina ragmen ickisisel ve kisileraras zeka kavramlar duygusal zekanin
daha sonraki modelleri icin temel olusturmustur. Gadner’in ickisisel ve kisilerarasi
zeka kavrami, bireyin kendisini ve baskalarinin duygularini ve niyetlerini anlama
ve bilme kabiliyeti olarak bilinir. Bundan kisa bir siire dnce Reuven Bar-On pozitif
uyum icin olduksa gerekli gérilen bilissel olmayan yetenekleri slemek icin EQ-|
gelistirmistir. Bundan kisa bir sire sonra ise, Mayer ve Salovey 1990 yilinda
yazdiklari iki makale ile bu konuyla ilgili galismalara baslamislardir. “Empati,
duygulari ifade etme, bagimsizlik, uyum yapabilme, begenilme, kisilerarasi problem
¢ézme, sebat, sevecenlik, nezaket, saygi...” gibi duygusal nitelikleri belirlemede
duygusal zeka kavramini kullanarak, isim babasi olmuslar ve calismalarinin
devamini da getirmislerdir. Onlara gére, duygusal zeka g zihinsel sireci igerir.
Bunlar: (a) Bireyin kendisini ve baskalarinin duygularini anloma ve tahmin etme,
(b) Kendisinin ve baskalarinin duygularini yénetme, (c) Disinmeyi kolaylastymak
iin duygulardan yararlanmakhr. Mayer ve Salovey duygusal zekanin isim babalars
olmalarina ragmen, Bar-On, Cooper ve Sawaf, Goleman, Shapiro ve Weisinger
kendi duygusal zeka kavramlarini benimsemislerdir. 1995 yilinda Goleman’in
‘Duygusal Zeka’ kitabini yayinlamasiyla da iin kazanmistir. Sosyal zekanin bir alt
boyutu oldugu disinilmesine ragmen farkli bir zeka tiri olarak
degerlendirilmektedir (Cherniss, 2001; Erkus, 1998; Jordan ve digerleri, 2002;
Shapiro, 1998; Schutte ve digerleri, 1998; Sherry, 2001; Quebbeman ve Rozell,
2002). Cooper ve Sawaf ‘in popiiler kitabi ‘Executive EQ' ile &zel beceri ve
egilimlerle ilgili olan duygusal zekanin dért kése tasi modeline isaret etmislerdir.
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Bunlar; a) duygusal okur-yazarlik, b) duygusal uygunluk, c) duygusal derinlik
ve d) duygusal simyadir (Schutte ve digerleri, 1998).

Biitiin bunlara ragmen, duygusal zeka halen tartisilan bir konudur. Bu nedenle
iizerinde yapilan calismalar hem zekayla hem de duygularla ilgilidir. Duygusal
zeka, ginluk hayatimizdaki duygularimizin zeka potansiyelidir (Salovey ve
Sluyter,1997). Duygusal zeka, bir zeka tiiris olarak kabul edildiginde, duygularin
davranislar nasil harekete gegirdigi &nemlidir. Duygular, bireyi farkli sekillerde
etkilemekte, ayni zamanda birey farkli duygulardan da farkli sekilde
etkilenebilmektedirler (1zard,1989). Farkl duygular farkl davranis kaliplarini icerir
(Ortony, Clore & Collins, 1998). Duygular sonucu olusan davranis kaliplari da
duygusal zeka diizeyini gésterir. Béylece bireyin uyum sirecinde zeka ve duygu
kavramlari i ice gecerek duygusal zekayi olusturmaktadir. Duygusal zeka,
égrenilebilir ve 6gretilebilir olmasi nedeniyle IQ'dan ayrilir.

Butin bunlardan bireyin sadece duygulara sahip olmasinin yeterli olmadig:
anlasilmaktadir. Bireyin hem kendisinin hem de cevresindeki kisilerin duygularini
tamimasi, fark etmesi ve bunlari etkili bir sekilde y&netebilmeyi 8grenmesi
gerekmektedir. Ciinki duygular her an bizimle beraber oldugu igin kariyerimizde
nasil basarili olacagimizdan tutun da cocuklarimizi nasil yetistirecegimize,
basarilarmizi nasil artiracagimiza, diger bireylerle iliskilerimizde onlarla nasil
anlasacagimiza, nasil mutly olacagimizdan ve toplumu nasil mutlu kilacagimiza
kadar hemen hemen her konuda &nemli rol oynarlar. Bireyler birlikte galishklar:
mesai arkadaslarini, ebeveynler gocuklarini, esler birbirlerinin i¢ halini tam
algiladiklarinda ve paylastiklar sirece hayatlarinda ve mesleklerinde ézel bir uyum
saglamis olacaklardir. Her duygu gibi bu 6zellik de dogustan getirilen bir dzelliktir
ama tecribelerle ve egitimle gelistirilebilir (Konrad ve Hendl, 2001).

Cocugun ilk egitimi ailede baslar. Anne ile gocuk arasinda gok &zel bir iliski
vardir. Gocuk igin anne, heniz istikrarli olmayan bir dinyada giiven kaynags,
huzuru, referans merkezi ve tek anlasilabilir bir durum ya da kisi, bilissel anlamda
sireklilik gésteren bir sevgi nesnesidir. Sevgi, bedensel, zihinsel ve duygusal
gelisimde &nemli bir rol oynar. Ebeveyn icin sevgi, cocugun gizli potansiyelini
aciga ctkarmaya yardim igin gerekli tek aragtir. Cocugun diinyasinda ilk tasarimlarin
bicimlenmesini, birgok duygusal izlenimlerin yavas yavas ortaya cikmasini saglar.
Annenin gocugu ile kurdugu diyalog duygusal doyumun saglanmasina ve anne-
cocuk arasindaki kdprinin pekismesine neden olur (Dénmezer, 1999; Yavuzer,
2001;Williams, 1998). Bu képrii pekisirken cocuk aile igindeki bireyleri kendine
model alir. Model almalari enlarin duygu, disince ve davranislarini dogrudan
etkiler. Cocuklaryla en gok vakit geciren annedir. Bu nedenle annenin model olmasi
&nem kazanmaktadir.

Anne ya da anne adaylar kendi duygularini ve baskalarinin duygularini tanir,
onlari nasil yénetecegini bilir, baskalaryla empati kurmay &grenirse, gelecegin
yetiskinlerinin daha saglikl, basarili, mutlu ve duygusal zeka dizeyi yiksek birey
olmalarinda énemli adimlarin atlmasinda ilk basamag olusturacaklardir. Bu
nedenle annelere verilen duygulari giiclendirme egitiminin annelerin duygularin

—
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farkinda olma ve duygu yénetimi diizeylerine etkisi var midir2 Bu temel probleme
yanit aramak icin asagidaki denenceler test edilmistir.

Denencel: “Duygular: giiglendirme egitimi programi annelerin duygularin
farkinda olma diizeyini 6nemli dizeyde yikseltmektedir”

Denence 2: “Duygular giclendirme egitimi programi annelerin duygular
yénetme diizeyini dnemli dizeyde yiikseltmektedir”

Yontem

Duygularin Giglendirilmesi Egitimi Programinin annelerin duygusal zekanin alt
boyutlarindan olan, duygu ydnetimi ve duygularin farkinda olma (8zbiling) diizeyleri
iizerine etkisinin incelenmesi amaglanan bu arastrma, Kontrol gruplu On-test, Son-
test modeline dayali deneysel bir calismadir. Bu bélimde arastrmanin evreni,
srneklem, arastirmanin deseni, kullanilan slgme araglarin ve bu araglarin gegerlik
ve givenirlik calismalari, deney ve kontrol gruplarinin olusturulmasi, bilgi toplama
araci, deney ve kontrol grubuna verilen egitim ve verilerin analizi agiklanmishir. Bu
makalede duygusal zekanin alt boyutlarindan olan duygu yénetimi ve duygularin
farkinda olma dizeyleriyle ilgili bulgulara yer verilmistir.

Evren ve Orneklem

Arashrmanin evreni Samsun Dogum evi personelinden 0-60 aylik bebege sahip,
76 anneden olusmaktadir. Evreni olusturan annelerin yas ranjlart 21-32 arasinda
degismektedir. 21-24 yas arasinda 24 anne (%31.58), 25-28 yaslari arasinda 30
anne (%39.48), 29-32 yaslan arasinda ise 22 anne (%28.94) arastrmanin evrenini
olusturmaktadir. )

Evrenin timine Kisisel Bilgi Formu ve Duygusal Zeka Olgegi uygulanmishr. Bu
dlcekten duygusal zeka diizeyi dijsitk ve puanlar birbirine denk olanlardan; géniilli
olarak, istenilen giin ve saatte egitim programina katlacaklarini bildiren ve sosyo-
demografik 6zellikleri birbirine benzer annelerden 10’ar kisiden olusan deney ve
kontrol grubu olusturulmus ve bu kisiler calisma grubu olarak belirlenmistir. Calisma
grubuna segilen anneler 0-60 aylik en az bir, en fazla iki gocuga sahip, 8grenim
durumlari lise, yisksekokul ve iniversite mezunudurlar. Yas ranjlari ise 21-32 olup;
21-24 yas arasinda 6 anne (%22.8), 25-28 yaslan arasinda 7 anne (%26.6), 29-
32 yaslan arasinda ise 7 anne (%26.6)'den olustu. Egitim programina katlan
anneler en az bir en ¢ok tic cocuk sahibidirler.

Deney ve Kontrol grubunun duygusal zeka &lgeginin alt lceklerinden olan duygu
yonetimi ve duygularin farkinda olma alt boyutlarindan aldiklari 8n-test puanlarina
Levene's testi uygulanmis ve deney ve kontrol grubundaki gszlemlerin ayni evrenden
gelmesi varsayimi test edilmistir. Deney ve kontrol grubunun duygu yénetimi 8n-
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fest puan ortalamalar arasinda (F(4.41) = 1.998, p> .05) ve uygularin farkinda
olma én-fest puan ortalamalan arasinda (F(4.41)= 3.70, p> .05) fark olmadigs
anlasilmistir.

Arastirmanin Deseni

Bu arastirma ‘Kontrol Gruplu On-Test, Son-Test Modele’ dayali deneysel bir
calismadir. Bu arashrmada ic-gegerliligi distren kaynaklardan gelen hatalars
azaltabilmek icin ya da yok edebilmek amaciyla deney grubu yaninda, kentrol
grubu da alinmishr (Kaptan, 1989).

Gruplar én-fest, son-test deney ve kontrol grubu seklinde diizenlenmistir. Deney
ve kontrol gruplarina egitim programindan 8nce ve sonra Duygusal Zeka Olcegi
uygulanmistir. On-test uygulomasindan bir hafta sonra deney grubundaki annelere
haftada iki giin iki {120 dk) saatlik oturumlar seklinde 12 oturum egifim verilmistir.
Kontrol grubu ile ise, ayni haftalar bir araya gelip degisik konularda sohbetler
yapilmishir. On iki oturumun sonunda, deney ve kontrol gruplarina “Duygusal
Zeka Olgegi (DZO)” son-test olarak tekrar uygulanmistr.

Arashrmanin bagimsiz degiskeni, n-test ve son-test uygulamalari arasinda
deney ve kontrol grubu ile gergeklestirilen ‘Duygulan Giiglendirme Egitimi Programi
(DGEPY’ dir. Bagimli degisken ise, annelerin “Duygulari Fark etme, Duygu Yénetimi
“dizeylerini 8lcmek igin kullanilan “Duygusal Zeka” &lgegidir. Bu calismada
duygusal zeka slgeginin sadece iki alt Slceginden elde edilen veriler kullanilmistir.
Arastirmanin temel amaci, Duygular Giiglendirme Egitimi Programinin annelerin
duygularini fark etme ve duygu ydnetimi diizeylerine etkisini arastrmaktir.

Veri Toplama Araclan

Bu arastirma annelerin, duygu ydnetimi ve duygulari fark etme diizeylerini 8lemek
amaciyla kullanilan, Yilmaz ve Ergin (1999) tarafindan standardizasyonu yapilan
‘Duygusal Zeka Olsedi’ 30 madde ve bes alt boyuttan olusmaktadir. Duygusal
zekay! 8lsmek amaciyla yurt disinda gelistirilmis olan bes slcekten bir tanesi uzman
kanaatine bas vurularak segilmistir. Olgegin orijinali Ingiliz Dili ve Edebiyah son
sinif 8grencilerinden ingiliz Dili ve gramer derslerinden not ortalamasi 70 ve iizerinde
olan 55 kisiye uygulanmistir. Tirkge gevirisi Dil uzmani ve Psikolojik Danisma ve
Rehberlik Anabilim Dalinda en az Dogent unvanina schip bir ekip tarafindan
gergeklestirilmistir. Gézden gegirilen ve tartisilan her bir madde bir ay sonra Tiirkge
formu ingilizce formunun uygulandigi aymi gruba tekrar uygulanmishr, Iki uygulama
sonucu elde edilen giivenirlik katsayisi r= .76, p< .05 ile r= .92, p< .05 oldugu
bulunmustur. Olgegin tespit edilen sonuclan séyledir:
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Birinci alt boyutunun ilk ve son uygulama arasindaki korelasyon r= .76, p< .05,
ikinci alt boyutunun ilk ve son uygulama arasindaki korelasyon r= .92, p< .05,
Ugiincts alt boyutunun ilk ve son uygulama arasindaki korelasyon r='.91, p< .05,
Dérdiinct alt boyutunun ilk ve son uygulama arasindaki korelasyon r= .88, p< .05,
Besinci alt boyutunun ilk ve son uygulema arasindaki korelasyon r= .86, p< .05

Olgegin toplam puan agisindan bakildiginda ilk ve son uygulama arasindaki korelasyon r= .84, p< .05
bulunmus!ur.

Boylece deneklerin ingilizce formundan anladiklari ve algiladiklar ile Tiirkce
formundan anladiklar ve algiladiklar arasinda biyik benzerlik gikmishr. Yapilan
madde-toplam puan analizi sonucunda iki madde disinda r= .73-.89, p< .05
arasinda bir dagilim géstermistir. ki madde tekrar gézden gegirilmis ve anlasilir
hale getirilmistir.

Test yarilama yntemiyle yapilan givenirlik ¢alismasinda korelasyon katsayisi
r=.79 p< .05 olarak bulunmustur.

Olgek, Duygularin farkinda olma; Duygulari yénetme; Kendini motive efme;
Empati ve lliskileri kontrol etme olmak izere bes alt Slgekten olusmaktadir. Bu
sahsmada sadece, duygularin farkinda olma ve duygulari yénetme alt 8lgekleri
kullaniimishr. Olcekten yiiksek, normal ve disik olmak Gzere g puan elde
edilmektedir. Duygularin farkinda olma alt 8lsedi icin 31 ve Uzeri yiksek, 26-30
arasi normal, 25 ve alh ise disiktir. Duygular yonetme alt boyutu igin ise, 32 ve
uzeri yiksek, 27-31 arasi normal, 26 ve alh ise disiktir.

Duygulan Giclendirme Egitimi Programinin Gelistirilmesi
ve Islem Yolu

Arastirmada kullanilan egitim modeli, Burnard”in “Interpersonal Skills Training”
kitabi temel alinarak Konrad ve Hendl'in “Duygularla Giglenmek”, Merlevede,
Bridoux ve Vandamme'nin “7 Steps to Emotional Intelligence”, Erkan”in “Grup
Rehberligi Etkinlikleri” adli yayinlarin yaninda konuyla ilgili diger kaynaklar da
gdzden gegirilerek hazirlanmishr. On iki oturumluk hazirlanan program haftada
iki giin iki saat seklinde yUrGtiimustir.

Duygulan Giiglendirme Egitimi Programi bireylerin duygularini tanimalari ve
onlarla nasil iletisim kurmalan gerektigini bilmeleri disincesinden hareket edilerek
hazirlanmishr. Programin hazirlanmasinda bireyin duygularini giiglendirebilmesi
icin dnce duygularini tanimasi, onlarla iletisim kurmasi ve giiclendirmesi gerekeesiyle
Duygulan Giiglendirme Egitimi Programi hazirlanmistir. llk oturumlarda iletisim
becerileriyle ilgili (Empati, etkin dinleme becerisi, duygularini ifade etmede sen ve
ben dilinin kullanimi) etkinliklere daha sonraki oturumlarda bireylerdeki
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farkindaligini arirmayla ilgili (gézlem yoluyla duygulari anlayabilme, duygulardaki
celiskileri farketme) etkinliklere son oturumlarda ise, duygulan giiglendirmeyle ilgili
(olumlu-olumsuz ve zor duygularini ifade edebilme, abartarak ifade etme, duygulara
odaklanabilme gibi) etkinliklere yer verilmistir

Bu programin genel amaci: Duygularla iletisim kurarak, duygularimi daha iyi
tarima, duygularinin farkina varabilme, duygularimi agma ve bunlarla iletisim
kurmayi saglamaktir. Program sonunda katilimeilarin duygularini giiglendirip,
bunlarla iletisim kurabilme, duygularini fark etme ve duygularini yéneltme becerisi
kazanmalarini saglamakr.

Bulgular

Bu bslimde arastrmanin denencelerini test etmek amaciyla yapilan istatistiksel
verilere ve bu veriler sonucunda elde edilen bulgulara yer verilmistir. (Tablo- 1).

Duygulann On-test Son-test
Farlkinda N X SS N X SS
olma

Deney 10 28.20 7.8003 10 36.10 7.5638
Kontrol 10 28.00 3.8297 10 28.10 4.1218
Toplam 20 28.10 5.9816 20 32.10 7.2104
Varyansin KT Sd KO F
kaynas:

Gruplar arasi 1372.600 19

Grup 168.100 1 168.100 2512
(Deney-Kontrol)

Hata 1204.500 18 66.917

Gruplar igi 455.000 20

Oleiim

(Onfest - Sontest) 160.000 1 160.000 20.154*
Olgiim X Grup 152.100 1 152.100 19.159*
Hata 142.900 18 7.939

Toplam 1817.600 39

Tablo 1: Deney ve kontrol grubunun duygularin farkinda olma én-test, son-test puanlarina uygulanan
varyans analizi sonuglar.
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Tablo 1'e gérildigi gibi deney ve kontrol gruplarinin duygulanin farkinda olma
diizeyi dn-test, son-test puanlarina uygulanan varyans analizi sonuglarina gére,
gruplar arasindaki farklar anlamli bulunmamistir. Olgiimler arasindaki farklar ise
(F (4.41)=20.154, p< .05 dizeyinde anlamli, etkilesime iliskin farklar da
(F(4.41)=19.159, p< .05 anlamli bulunmustur. Duygular gisglendirme egitimi
programina katilan annelerin duygularin farkinda olma diizeyleri bu programa
katlmayan annelerinkinden daha yiiksek bulunmustur

Duygu On-test Son-test
Yéntemi N X §S N X SS
Deney 10 24.40 4.8351 10 33.60 4.6236
Kontrol 10 26.90 3.3813 10 28.30 3.9172
Toplam 20 25.65 4.2584 20 30.95 4.9786
Varyansin KT Sd KO F
kaynasi

Gruplar arasi 559.400 19

Grup 19.600 19.600 .654
(Deney-Kontrol) 1 29.989

Hata 539.800 18

Gruplar ici 537.000 20

Olgim

(Ontest - Sontest) 280.900 1 280.900 48.617*
Olgiim X Grup 152.100 1 152.100 26.325*
Hata 104.000 18 5778

Toplam 1817.600 39

Tablo 2: Deney ve kontrol grubunun duygular: yénefme &n-fest, son-test puanlarina uygulanan varyans
analizi sonuclari.

Tablo 2'de goriildigi gibi deney ve kontrol gruplarinin duygular yénetme diizeyi
8n-fest, son-test puanlarina uygulanan varyans analizi sonuglarina gére, gruplar
arasindaki farklar 8nemli bulunmamishr. Olcimler arasindaki farklar ise
(F(4.41)=48.617, p< .05 dizeyinde anlaml, etkilesime iliskin farklar da
(F(4.41)=26.325, p< .05 anlamli bulunmustur. Duygulari giiclendirme egitimi
programina katilan annelerin duygulari yénetme diizeyleri bu programa katlmayan
annelerinkinden daha yiiksek bulunmustur
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Tartisma ve Yorum

Bu balimde arastrmanin sonucunda elde edilen bulgular literatir isiginda
tarhisilmistir.

Duygulan giiglendirme egitimine kahlan annelerin (deney grubu) duygusal
zekanin alt boyutlarindan olan duygularin farkinda olma (8zbiling) ve duygu
ydnefimi puanlarin bu egitime katilmayan (kontrol grubu) annelerinkine gére anlaml
diizeyde arhs oldugu gdrilmistir.

Annelere verilen duygulari giiclendirme egitimi sonunda annelerin kendilerini
ve duygularinin farkina vardiklarini ve farkina vardiklar duygularini dogru
degerlendirebildikleri gézlemlenmistir. Duygular anlama bireyin ses tonundan,
yiz ifadelerinden, beden durusundan duygusal mesaijlarla génderilen sifreleri
c6zmeyi igerir.

Ortony, Clore ve Collins, (1998) duygular anlamak icin duygu dilinin bilinmesi
gerekmektedir. Ciinki bazi duygulan ayirt etmek igin zel bir dil gerekmektedir.
Duygulari anlamanin bir diger yolu ise bireyin yasantilaridir. Duygularla
davranislar birbirleriyle iliskili oldugu igin duygularla ilgili davranis kaliplar ortaya
atkmistir. Farkli duygular farkh davranis kaliplarini icerirler. Bireylerin herhangi
bir durum, olay ya da kisiyle ilgili gosterecegi duygusal tepki durumdan
kaynaklandigi igin duygulari anlamada bireyin icindi bulundugu psikolojik
durumunda &nemli oldugu ortaya gikmaktadir.Goleman (1998 b) bireyin
duygularinin farkinda olmasi onun benlik bilincini olusturur. Duygusal zeka; kendini
tanimas1, duygulaninin farkina varmasi ve farkina vardigi duygularini dogru olarak
degerlendirmesi yani duygu olusurken fark edebilmesidir.

Bar-On ve digerleri (2000) kadinlar erkeklerden kisilerarasi becerilerde daha
iyi bir gelisme sireci gosterdiklerini, erkeklerin ise, stresli durum ve olaylara daha
dayanikli, duygularini gésterme kadar kontrol etme kabiliyetine kadinlardan daha
iyi olduklarini ifade etmislerdir.

Kadinlar baskalarinin duygularini sezmek ve kendilerini ona gére ayarlamak
konusunda ustadirlar (Sartorius, 1999). Fakat is kendilerinin duygularini sezmeye
ve anlamaya gelince orada yaya kalmislardir. Bunun birgok nedeni vardr.
Bunlardan bazilar sfkelerini iclerine attiklart icin bulimia hastaligin tekrar yasarlar,
eger dfkelerini disa vurmay: basarmis iseler, disa vurmalarina ragmen sucluluk
duyarlar, korktuklarinda utanirlar, sevdiklerinde asin severler, birinden é¢ aldiktan
sonra iziintii duyarlar vs... Tabii ki bunun siirekli bu sekilde sirip gittigini séylemek
de yanlistir.

lzard (1992) duygularin kendi arasinda ve bilisle olan iliskisini inceledikleri
calismalarinda duygularin biyolojik ve sosyal islevlerin uyumunda ve
degerlendirilmesinde baslica unsur oldugu, 6zel duygularin ézel olarak
isimlendirilmesi gerektigi, bunlarin ortak bir sinirsel yapiya sahip oldugu, evrensel
oldugu ve tek duygu ifadesi oldugunu belirtmistir.

Mayer ve Geher (1996) 321 kisi iizerinde yaptklar calismalarinda bireylerin
karsilarindaki kisilerin duygularini anlarsa onlarin dissiincelerinin duygusal
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sonuglarini daha iyi anlayacaklarini belirtmislerdir. Bireylere karsilasabilecekleri
sekiz durum verilmis ve bu durumlarla ilgili duygular tahmin etmeleri
istenmistir. Tahmin edilen duygular 12 segenekli bir slgek izerinde degerlendirilmis
ve degerlendirmelerin belirlenen kritere uyup uymadigina bakilmistr. Sonucta
bciinlay|erin duygulara nasil karar verdikleri ve duygular tanimlama yetenekleri fest
edilmistir.

Howell ve Conway (1990) 12-18 yas grubunda bulunan 40 erkek 6grencinin
olumlu ve olumsuz duygularin ifade edilmesini inceledikleri arashrmalarinda,
olumsuz duygulari, olumlu duygulara gére daha fazla ifade ettiklerini bulmuslardir.
Ayrica, olumlu ve olumsuz duygularin yogun olarak yasanmasinin, bireylerde daha
fazla acilma isteginin dogmasina neden oldugu ve bunun da daha yakin iliskilerin
kurulmasina yol aghgini belirtmislerdir

Yilmaz (2002) yaphgi calismada 0-6 yas gocuga sahip olan 10 anneye verdigi
Duygusal Zeka Disinme Becerileri Egitiminin Annelerin Duygusal Zeka dizeylerini
yukselttigini bulmustur.

Bayanlarin duygu diinyasi erkeklerin duygu dinyasi arasinda farklar vardir
(Sartorius, 1999). Bayanlar erkeklere gére daha fazla duyguya sahiptirler ve
duygularini yéneltmekte erkeklere gére daha basarisizdirlar. Bayanlarin duygular:

aha derin, gizemli, incelmis, farkli ve sinsice duygular beslemeye erkeklere gére
daha yatkindirlar. Duygu birikimleri ok biiyitk, duygu hazineleri ise degerli, ruh
halleri ve hassasiyetleri de derin ve gok katmanli oldugu icin erkekleri korkuturlar.
Bu nedenle bayanlar yillarca duygusal derinliklerini durgun bir yizeyin altinda
gizlemeyi basarmislardir. Duygulari yénetme, bireyin duygularinin farkina varmas
ve bunlari giinlik hayatina gecirebilmesidir (Merlevede, Bridoux ve Vandanmme,
2001) Bunu yaparken ne duygularin esiri olunmali ne de duygular bastirilmalidir.
Goleman, 1998). Bireyin duygularimi dengeli ve uyumlu bir bicimde ortaya
koyabilme ve duygusal dzdenetimin {doyumun, hedefe y&nelik olarak
ertelenebilmesi) saglanmasidir.

Ayrica bireyin duygularini ydnetmesi; onun stresle basa gikmasinda, amaclarina
ulasmasinda, tepkilerini kontrol etmesinde ve olumlu diisinmesinde de etkili
olmaktadir (Oneil, 1996). Duygu y&netiminin bireyin zihinsel siirecleri iizerinde ve
ayni zamanda problem ¢ézme siirecinde de etkili olmaktadir.

Fisher ve Ranson (1991) “Aile diinya gbriisi, ebeveyn duygu yénetimi ve
adolesans saghg” isimli calismalarinda cinsiyet, rol, nesil, aile Gyelerinin karaktéristik
ozellikleri ve saglikli olmayla iliskisinin strekli olarak aile yasaminin ézel tavriyla
iliskisi test edilmistir. 141 erkek 137 bayan olmak iizere foplam 225 ciffin kahldig:
¢alismada elde edilen verilere gére adslesans sagligi ve dért ailenin diinya gérisi
arasindaki iliskiyi belirlemek icin yapilan veri analizinde hem ailenin dinya gériisii
hem de eslerin duygu ydnetimleri adolesansin sagligiyla anlaml derecede ilgili
oldugu bulunmustur. Ailedeki tutarlilik, erkeklerde fiziksel iyilik ve duygularla,
kadinlarda da diisik anksiyete ve duygusal iyilikle iliskili oldugu bulunmustur.

Saarni (1997) duygu yénetimi ve sosyal etkilesim igin stratejiler isimli
galismalarinda duygusal yasantilar iginde yiiz ifadelerinin rolini arastrdiklar:
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cahsmalarinda, iki farkli model gelistirmislerdir. Deneklerin yiiz ifadeleri kontrol
edilmis, arkasindan bu yiiz ifadelerine verilen ofomatik tepkilere ve kisisel duygular
olarak ifade edilmesi &lciilerek test edilmistir. Calismanin sonunda, yiksek diizeydeki
yiz ifadelerinin, yiiksek diizeydeki otomatik aktivite ve duygularin kisisel ifadeleriyle
iliskili oldugunu gérmislerdir.

Caroll (1992) temel duygular, duygular arasindaki iliskiler ve duygu-bilis
iliskilerinin arashrldigi calismada, duygusal yasantilarin ortaya ¢ikarilmasinda,
temel duygularin psikolojik ve biyolojik olarak ne “ilkel” ne de “azaltlmasi miimkiin
olmayan engelleyiciler” olmadiklan belirmistir. Duyguyu harekete geiren, bilissel
olmayan bircok uyaranin mevcut oldugunu ve bazi duygulanin temel oldugunu
ifade eder. Ciinkii, onlar sinirsel altyapilara sahip olduklar iin, dogustan ve
evrenseldirler. Bu nedenle herkeste ayni olan bir duygu-motivasyon durumu
olduguna inanmaktadir. Duygusal yasantilarin cok farkli sekillerde olmast, duygu-
bilis iliskisinin fonksiyonlari oldugu agiklanmaktadir .

Jordan ve arkadaslari (2002) duygusal zeka diizeyi disik takimlarin, yiksek
duygusal zekali takimlardan doha disik dizeyde performans gésterdiklerini,
Newsome ve arkadaslar (2000) duygusal zekanin akademik basari ile iliskili
oldugunu, Schutte ve arkadaslari (2001) duygusal zekanin empatik bakis agisiyla
iliskili, empatik fantezi, empatik ilgi ve kisisel stres ile iliskili olmadigini, duygusal
zeka diizeyi yitksek olanlarin sosyal beceri diszeylerinin yiiksek, diger bireylerle
daha acik iliski kurduklari, evlilik iliskilerinin de daha iyi oldugunu bulmuslardir.

Sonuc olarak annelere verilen Duygular Giglendirme Egifiminin annelerin duygu
yénetimi ve duygularin farkinda olma diizeylerini olumlu ysnde etkiledigi ve bu
programin sonunda &grendiklerini de giinlik hayata aktarmalari saglanmishr.
Duygu ysnetimi ve duygular anlama, iletisime de etken temel unsurlardan ikisi
sayilabilir. Annelerin saglikli ilefisim kurmalar ve saglikli bireyler yetistirmeleri
kendilerini tanimalarindan geger. Gelecek nesilleri yetistirecek olan anneler
duygularini farkinda olup ve onlari nerede, ne zaman, nasil ifade edebileceklerini
bilirlerse, yetistirecekleri cocuklari da kendilerinin ve baskalarinin duygularini
anlamada, duygularini yénetmede basarili olabilirler. Kisiligin temellerinin ilk alf
yillarda atldigina gére, annelerin gocuklarinin kisiliklerinin sekillenmesinde ilk model
olmalan nedeniyle annelere verilecek bu tir egitimlerin énemi bir kez daha
anlasilmaktadir.

Gelecegin yefiskinlerini yetistirecek annelere bu ve benzeri egitim verilerek saglikh
birey ve saglikli toplum yapisina ulasmada da yardimar olunabilir.
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Abstract Community-Based Integrated Approach to Overall

Sustainable Women Development of Rural Kenya

Kefa Rabah*
Eastern Mediterrananean University

The Effect of Emotion Strengthening Training Program on The
Self Awareness and Emotional Self Regulation of The Mothers

Although the family, the culture, and the society orient his/her aftitudes
(behavior), every person is an independent individual. Society may force its
members to believe in the same things, to follow the same habits or fashion
but it can not force to feel in the same way. Therefore, what makes a person
as an individual is not his/her clothes, duties, cars, or physical features but
their emotions. Some emotions are parts of equipment that partially gained
by birth and partially later in order to live, to be alive or to survive.

In this research, the effect of emotion strengthening training programme
fo the self-awareness and emotional self regulation to the mothers are
examined.

This study was carried out on 20 volunteer mothers, each of whom has a
five years (60 months) old infant. Desing of research was based on pre-post
fest, experiment and control groups each of which included 10 subjects.

Mothers’self awareness and emotional self regulation level were measured
by means of ‘Emotional Quantitative Scale’ which was developed by Yilmaz
and Ergin (1999). Two dimensional variance was used for the data analysis.
(One factor for repeated measurements, which is a specific form of variance
analysis).

As a result of several statistical analysis, it is found that there is a
meaningful difference on the self awareness and emotional self regulation
of the mothers’ of control and experiment groups. Additionally, it is found
that the developed emotion strengthening fraining programme is effective
on the self awareness and emotional self regulation.

Keywords: Emotion Strengthening Training Programme, self-awareness,
emotional self-regulation, EQ Scale

Abstract

In this paper we are going fo highlight some of the fundamental features of the
integrated approach (IA), as a way forward to sustainable women development
in rural Kenya. This approach is based on integrated women’s indigenous
and traditional knowledge, tasks, experiences, and concerns about problems
and community needs that are essential and, which they have been using for
many generations, in fackling crucial environmental problems such as
deforestation, soil erosion and the scarcity of food, fodder, fuel wood and
water in rural Kenya. Indigenous knowledge and practices, often enhances
the conservation of biodiversity and, can be used as the basis for rural
development. By documenting and adding to their own knowledge, this
system of approach will help rural women farmers integrate into the
mainstream sustainable rural and national socio-economic development.
The IA programme covers sustainable agricultural development and income-
generating schemes, new rechnofogy transfer incfuding access fo credit and
small-scale enterprises. It will contribute towards independence and
sustainability of rural-based women groups, thereby allowing them to take
control of their indigenous resource-base and also be more confident of the
future. Further, it is expected that rural women, in the long run, would be able
fo meet the general economic objectives of their family, through improved
quality of life and education for their children. We will also present the overall
advances so-far made and obstacles that still remain to be tackled. "

Key Words: Africa, Kenya women, Green Africa Network, sustainable
development, traditional technology, environmental hygienic developement.
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1. Introduction

The saying goes: ‘No one knows the redlities of over-exploitation of the land than
women who fill it, carry its waters, use its trees for food, fuel, harvest forests for healing
herbs and medicinal plants and use their traditional and indigenous knowledge for
the benefit of the community, in preserving species and ecosystems.” Further, research
has shown that the forest is central fo lives of rural women in Africa, and hence, they
play a major and critical role in conserving this storehouse. In addition, the time spent
in forests, gathering woodfuel, has taught women the many uses of forest resources,
including providing fibres for cloth, mat-making and basketry. Many indigenous forest
resources are usec? as a source of food, offering vegetables, nut fruits and even vines.
Women also know the uses of traditional medicinal resources of various plants. Hence,
their role as managers and caretaker of the environment, community forest, and its
biodiversity is an acknowledged phenomenon. However, the problems they must deal
with today are complicated by exacerbating environmental degradation, pressure
and loss of access to land and natural resources e.g., lack of water supply and woodfuel
resources and economic policies such as Structural Adjustment Programmes (SAPs),
which have made rural Africa increasingly prone to food security crises; are all
new and extra burden to rural women (see, Fig. 1). But these issues also involve
more intricate inter-relationships with politics and socio-economics and, larger circles
of influence than what rural women have been exposed to in the past. One mark of
political leadership is the number of water projects abandoned and/or sabotaged
after they were completed and running well for years

Fig.1 (a) A woman and her two daughters transport 20-litre containers of water
for miles as they always done. (Photograph © Copyright of GAN)
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A Critleal factor

Fig.1{b) Effect of environmental degradation on woodfuel shortage:
women frek miles to get woodfuel. (Photograph © GAN).

In Kenya, for example, 40% of its population of over 29 million people lives
below poverty line. Malnutrition among children in Kenya is also on the increase
with up to 50 % of rural children below five years of age being malnourished. About
80% of Kenyan natives live in rural areas, and 70% of them are women, while
nationally, women comprise over 55 %. At the rural level, women are the main
social and labor forces. They prepare the land, work in the fields, feed and meet the
requirements of other family members. Further, over 85 % of all rural women contribute
to sustainable national development through their work as small-scale farmers,
providing the bulk of the nation’s food supply. Moreover, their role as the gatekeepers
to family and child welfare is also a common knowledge in Kenya and Africa in
general (see Table 1). As such they are keenly aware of the connections between Jocal
poverty, the lack of available and affordable technologies, and the problems of socio-
economic in rural areas. For this reason, their role and status becomes a key critical
factor in enviro-socio-economic and policy development in Kenya.
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Table 1: In Africa women perform the lion’s share of food systems tasks. (Smith, 1993, K.R.)

Workload %Share Workload %Share
Clearing Land 5 Processing 90
Turning soil 30 Marketing 60
Plating 50 Carrying water & fuel 90
Weeding & hoeing 70 Domestic animal care 50
Harvesting 60 Hunting 10
Carrying crops home | 80 Cooking & family care 95
Storing 80 Small - scale farmers 85

Paradoxically, however, women are rarely integrated as partners in the design,
management and follow-up of development programs. They are usually systematically
excluded from access to land, credit and formal training on skills and new technologies
that could eventudlly lead to easing of their daily workloads. Other factors include,
conflicting difficulties influenced by enviro-socio-economic problems and, outdated
traditional and cultural practices which increasingly impoverishes them; many wives
have the status of perpetual minor or otherwise merely seen as provider of ‘social
security’ and producers of the future labor force. The girl-child is not spared either; in
Kenya overwhelmingly most of the domestic workers are usually teenage girls.

2. Problems, Initiatives and Policy Implications of Sustainable Women
Development

Since it is a well known fact that women are the biggest producer of food (e.g., 80 %
in Africa, 60% in Asia, and 40 % in Latin America), and the biggest labor force in
most developing countries, it is important that more human resources are invested in
sustainable women development. In this program, GARN aims to increase the diversity
of enterprises with the rural women farmers. The IA programme is also working with
rural women to enhance their productive capacity, through capacity building via
integrated training on the use of new and appropriate technology transfer, on techniques
in improved farming methods for sustainable agricultural development, leading to
increased food production and food security; help them to acquire food preservation
techniques; assist them to have quality domestic water supply, improved cook-stoves
and fuel for cooking and use of renewable energy sources; and finally to assist them
to form cooperative movements so that they can get access to credit facilities to enable
them start-up small-scale enterprises. The I1A programme also provides group training,
advice and assistance for improvement of rural community project design and
management, in order to promote long-term accountability and sustainability of the
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Fig. 2 Women entrepreneurs. Women with
good skills adds value fo their income. (o) A
woman failor mending clothes at a local village.
(b) Fabrication of traditional basket {Kiong:]
discussing quality control and marketing
skills.(Photographs © GAN)

projects. It is also helping fo develop better and sustainable methods for transferring
knowledge and skills to the rural people living within the community, and hence, help
to reduce expectation and over dependency on outsiders.

Small-scale low-income rural women entrepreneurs require quick, accessible and
simple financial services. Small loans make a difference fo the lives of low-income
rural women. Opening up for low-income women entrepreneurs’ to get access fo
financial information and marketing strategy and; everything else changes. The
information earned leads to better use of their skills (see Fig. 2 a & b). These women
are the ones who will in the end change the redlities of their fomilies, of their communities.
And any institution that works with them, will be changed too, for the better in terms of
loan repayment or good inter-relationship, as women tends o be very good in money
matters. Better income for women leads to more food on family table and also fore
girls go to school. Therefore women's empowerment is improved. However, there is a
need to develop simple and cost-effective ways of assessing its ultimate impact on the
overall general well being of the rural communities. Forming community-based women
group, and networks of Community-Based Organizations (CBOs), and NGOs, is the
best way of implementing this integrated approach (IA) to sustainable women
development.
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3.0 Importance of Grouping

In Sustainable Rural Development Programmes, the participation of target groups, in
all phases, is prerequisite for a successful implementation of projects, through ways
that involve rural communities as stakeholders, in order for them to derive direct benefits
from it. Women's impact could be more easily achieved through groups and networks
that call for visibility and recognition. Groups are good forums for giving or receiving
information. Each member in a community has something to offer. In groups, members
are free to share problems affecting them. GREEN AFRICA Rural Network (GARN)
with the help of local theatre groups, have since developed entertaining and instructive
dramas and songs, centered on folklore and meaningful proverbs, as means fo achieve
better communication and information flow with target groups. These have proved
very instrumental in passing over very difficult issues like AIDS/HIV awareness
campaign. GARN is currently working with grass-root women groups in various part
of Kenya, to tap their indigenous knowledge and skills to generate income for them.

3.1 Clean Water for All: An ordinary improved clay-pot to filter water

The unavailability of potable clean water for domestic use is widely acknowledged as
a problem in Kenya and Sub-Saharan Africa in general - a region that is designated
as a high risk area in terms of waterborne diseases. The situation is even more desperate
in the rural countryside, where tap water is almost non-existent, and if there are any,
they are sparsely located that women and at times with their children have to trek long
distances, spending several hours per day just fo get a few gallons of water (Fig. 3).
The use of polluted or insufficient fresh water supply is linked to the incidence of
waterborne diseases such as malaria, cholera, diseases of the skin, diarrhea diseases,
urinary fract infections, and intestinal worms. Waterborne disease, especially cholera,
is one Zf;] the leading causes of illness and death in these areas, among the young and
the aged.

However, there is a ray of hope for these rural folks. GARN is currently taking
advantage of traditional women knowledge in clay-pot making. The answer comes
from a very simple and oldest known and frequently used tradifional cooking clay-
pot. The traditional cooking pot, which is found in virtually every rural household, and
particularly reputed for cooking an excellent meal of maize (corn) mixed with beans,
has found itself a new use which when fully developed, will drastically improve rural
public health in drinking water. The improved traditional clay-pot with reduced thickness,
usually used for water-cooling in rural hot spot areas, has proved to be very effective
in purifying untreated water. The reduced size is necessary as it enables water o flow
through the pores, unlike the ordinary cooking pots, which must be thick enough to
withstand the high cooking temperatures. And with external coat of just a thin layer of
silver, the clay/ceramic pot virtually rid the untreated or contaminated water of most
germs, such that it can be safely drank without boiling. The pot-for-a-filter, have been
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Fig.3 A woman and her children drawing water from a rural water
point. (Photograph © GAN)

shown fo remove up to 90 % of bacteria contained in the untreated river water. How
silver kills the microorganisms is still not very clearly understood, but we think it must
be something to do with the foxic amounts of silver ingested by the microorganisms.
However, for ultimate safety precaution, boiling of water is still recommended to kill
the microorganisms that may still be present, before it can be considered ultimately
safe for drinking. The research team of GARN is currently carrying out fests on other
metals with a view to replace the more expensive silver by some chemicals (e.g.,
copper which is in the same category as silver), which is readily available and
comparatively cheaper and affordable by the rural people.

The fradifional technology for the fabrication of clay-pots is well known among the
rural African womenfolks for fime immemorial. The fabrication process is quite straight
forward, after hand-moulding the pot-for-filtler and firing (subjecting it to high
temperatures for some pre-determined length of time) as earthware producers do with
jikos (and building bricks), a very thin layer of a dilute solution of silver (3% silver
nitrate) is applied on the exterior of the filtler and fired a second time immediately.
Silver can also be applied by dipping the pot into the silver solution, or by using an
ordinary paint-brush (Fig. 4). These atiributes, plus the fact that the fabrication /
manufacturing and processing facilities remain exactly the same as with the cooking
pots, make this innovation low cost, cost-effective and easily adaptable, as an
appropriate technology to improve water qudlity at the rural level.

GARN is currently working with the rural grass-root women and community-based
groups and other self-help groups on ways to exploit this proven innovation and its
probable commercialization, as an effective low-cost water filter, that is affordable for
most rural people, thus ensuring that they get clean and safe drinking water, and
thereby, leading to improved quality of life, through improved public health and from
income generation derived from selling of the earthwares.




Fig. 4. Local women group coating the as-fabricated
|t:'rladiﬁom:d cluyF—poi with silver, As believe, thi can
ilter out 90 % of germs in contaminated water. (Photogr

© GAN). e

4. Sustainable Farm/Forest Agricultural Programme

Sustainable farm/forest agricultural programme is a system of agricultural development
which seeks to infegrate the use of a wide range of pest, nutrient, agroforestry, soil,
and water management technologies. In this programme, we aim to increase the
diversity of enterprises with the rural women farmers.

4.1 Afforestation ~ Farm Forest Project

Green Africa Network in conjunction with Farm Forest Project (GAN-FFP) is run by
Jackson Academy School and sits on 110 acres of land, 5 km from GAN Field
Station. The project was originally started by the Academy’s primary pupils and
secondary students, who have jointly and with great dedication, effort, carriage and
ambition have targeted fo plant a million tree-plants by the turn of 2005, bringing the
total tree plants to 2 million on its completion. The Project, however, is still far from
completion and only 50% of trees have been planted. Many hectares of land is stil
not planted with trees, due mainly fo lack of funds which would be used for the
following: Purchasing of tree seedlings; Developing a working tree nursery which wil
provide local farmers with seedlings (Fig. 5 a8b). A water borehole is also needed to
provide enough water for our nursery, and also to help provide clean drinking water
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Fig. 5 {a) The afforestation programme.
(Photograph @ GAN).

(Photograph ® GAN).

to the local community to alleviate water problem. Fencing-off of young trees against
destruction by wild and domesticated animals and; also to help in up-keeping some of
our volunteers.

A maijor program is also underway to up-grade the project info a training center
to provide on-site training fo local farmers on improved farming techniques, and to
local schools and community-based groups on environment and ecosystems
management of indigenous resources, including commercial exploitation of indigenous
forest resources. For this reason, GAN-FFP is currently working on an ambitious
program to help make this project a reality, through soliciting of funds from local and
infernational donors and well wishers.

4.2 Community-Based Sustainable FFP Programme (CSFP)

This programme is part of the GARN-FFP working group, which serves community-
based women groups, and other CBOs, and also individual farmers on best ways to
implement FFP-agroforestry’s program at the farm level. Our CSFP team holds group
discussions on a regular basis, which are aimed at sounding-out the underlying factors
related fo the tree and land tenure relationships, especially with women groups, whom
customarily are not entifled to own communal land. The CSFP team also on a régular
visits, oversees how new ideas are implemented on improvements fo existing tree
regeneration techniques and on how group members, especially the women group,
use these ideas on their own to carry out these tasks. However, the most striking
aspecis of the work with these groups were the eagerness of the farmers to experiment
with the new trees on the basis of their pre-existing knowledge. Various planting sites,
e.g., cropland, woodlot and hedges were tested in combination within the farms.
Follow-up of the farmers’ activities was carried out regularly and the information
collected from them was continuously analyzed.
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The following is an example of the monitoring results that came out, two years
after distribution of seedlings to the groups/farmers. One hundred nine respondents
were interviewed, out of 520 farmers who participated. Out of 109 respondents, 83%
had trees sfill surviving; of these 52% (96 farmers) had harvested the tress. Of these
65% (57 farmers) had harvested for fuel-wood, while 14% had harvested for fodder,
and some farmers had also implemented full agro-forestry practices by inter-cropping
trees in their agricultural fields. No adverse effects of the trees on the maize (corn) and
beans crops were reported, and the trees were considered to be compatible with
crops. A few farmers reported increased maize yields during the second year in the
agro-foresiry system.

4.3 Food Preservation and Integrated Paste Management (IPM)
Project

Another FFP-agroforesiry programme in conjunction with women group is currently
going on in Trans-Nzoia District, in Northeast of Kenya, where efforts are being
made to harness a 300-year-old technology developed by local women farmers to
preserve milk, often before drinking for reasons of palatability and preservation, using
cerfain species of trees. The local rural women farmers store milk in gourds that have
been coated inside by burnt wood ash-dust of various tree species. Milk stored in such
containers is considered “treated”. Trees chosen for this purpose are multipurpose
species. Cassis didymobotrya was found to be most popular for the task, 60% of
women farmers have planted it around their homes. The farmer choose particular
trees for milk treatment using certain criteria, by and large, the treatment itself is still
subject to frial and error, but we hope to develop a more effective way to pin-point the
right species. On the area of combating the on-farm pest menace, farmers use integrated
pest management (IPM) system. IPM techniques is used to combat particular diseases
and pests through the use of wood ash and extracts of pyrethrum, tobacco and Mexican
marigold, which have been found to be quite successful and cost-effective in controlling
most of the local on-farm pests, which affect common food crops.

The current study being carried out by GARN fo sustain this type of indigenous
knowledge is to look at ways, which will provide a basis for *horizontal learning’ and
improving communication network, among the rural community-based women groups.
For example, the possibility of the product market potential, and for research to help
farmers raise seedlings fo ensure their long-term supply of the raw materials. This
study will also form part of an integrated approach to raise fuel-wood as well as serve
as a basis for developing future forest conservation and tree planting strategies.
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Fig. é (a) Preparing the harvested herbal medicinal plant
roots for extracting medicinal properties; and (b) GARN
team discuses the production techniques of exiraction
and production of medicinal properties for further studies.

(Photographs ® Rabah).

4.4 GARN-FFP Ethnomedicine Programme

A logical extension fo the GARN-FFP programme is the monitoring of the use of
ethnomedical resources/traditional medicinal remedies, which the local population
uses, with mixed results, to freat a variety of ailments including malaria, dysentery etc.
This part of the work is important, mainly because the inhabitants of rural Kenya rely
heavily on tradifional remedies for their healthcare needs, not only because of their
cultural dispositions, but also because the healthcare infrastructures in these areas are
poorly developed, and hence, cannot adequately cater for the inhabitants needs. For
example, malaria and dysentery are endemic in some rural areas, and hence, there
are chances of finding tradifional remedies used locally and which could be scientifically
standardized for a wider usage. )

For the success of this programme, GARN-FFP have initiated a system for collecting
information on indigenous knowledge-based systems from various rural communities
around Kenya - by asking women and/or other rural residents about the medicinal,
ecological and social values of various forest resources (Fig. 6). On the research side,
an ethnomedicine survey is currently being carried out along side other studies to
document and/or verify what have already been previously reported. The data obtained
will be used to build-up ethnomedical resources database. The information from which
will be correlated with the medical conditions in the area in order o assess the level of
usage and possible side effects. Furthermore, the study will seek fo establish the
conservation status of the popularly used ethno-medical resources, with the view to
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establishing baseline data fo be used in seffing up suitable strategies to foster the
sustainable utilization and conservation of these indigenous resources.

5. Use of Renewable Biomass Energy and its Environmental
Implication

Biomass fuelwood is the most affordable form of energy for rural inhabitants, and it
has been persistently the commonest energy option for these people. Wood provides
over 95 % of fuel to over 80 % of the country’s rural households, being also the basic
fuel for low income urban households who consume on average 2 kg of wood a day.
The dependence on biomass contributes to a wide range of economic, health, and
environmental problems. Indoor biomass smoke resulting from traditional cooking
methods contains respirable particulates, carbon monoxide (CO), nitrogen oxides,
formaldehyde and hundreds of other organic compounds, which have serious
health implications on inhabitants (Fig. 7).

This, in turn, have been linked fo acute respiratory infection (ARI) - which is the
most passive cause of chronic illness in Sub-Saharan Africa - in particular
pneumonia, eye infections, burns, cancer, and adverse pregnancy outcomes like
still births, neonatal deaths, and low birth weight. It can also ultimately result in
cor pulmonale, a condition of right heart failure.

Since, women are responsible for domestic cooking and are in the kitchen for
longer hours than men, fhey are more vulnerable to the health impacts of indoor
smoke emissions, and by extension small children who stay by their mother’s side
while they cook. ARI is the leading health hazard to children in developing nations,
and in the general population results in an estimated 4.3 million deaths per year
(Kammen, 1995; Smith, 1993; Rabah, 1995; Bradly, 1991). Preliminary studies

Fig. 7 :(a} Typical traditional three-stone wood fuel caok
stove. (Photograph © GAN).
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Fig. 7 {b) A rural woman with her daughter preparing food using
traditional three-stone cooking fire-place, which emits massive indoor
pollution when used indoor. (Khamati, 1987).

Thn e CTAL AR =

M FURFORATED
MITAL GRATE ==

Fig. 8 (a) Traditional Kenya charcodl jiko: burns charcoal fast wastefully, {b) produces carbon
mionoxide which causes headache and dizziness and can result in quick death.(Khamati, 1987)

!

in rural Kenya have shown that 38% of women below 60, who use the traditional
three-stone fire-places had ARI. While for the children, 59% were found to have
acute respiratory diseases (Kinyanju, 1996; Mutere, 1994). In the Gambia, for
example, a study of 500 children found that girls aged below five who were
carried on the backs of their mothers as they cooked in the smoky huts, had six
times higher risk of ARI. Despite this indoor pollution menace to women and
children, domestic cooking is not even recognized as an occupational health
hazard. Professor M. R. Pandey, cardiologist and President of the Nepal Heart
Foundation, attributes this to the low political and economic status of the women
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in developing countries. However, the use of the redesigned cook-stoves can have
a dramatic effect on the energy usage, the environment, ecosystems and community
health (Fig. 8).

5.1 GAN-Community-based Rural Energy Program

By now it should be clear that there is a need for improvement to the current traditional
cookstoves (Khamati, 1987) (Figs. 7 and 8). The new stove should be able to reduce
all the harmful effects of the traditional cook-stove. It should be environmentally friendly
i.e., be able to save on fuel and time, be dean and smokeless and without other
harmful indoor pollution. All these parameters must be incorporated into the new
stove. The new stove is found in the name of Kenya Ceramic Jiko (KCJ) (Fig. 9).

GARN is currently working with rural women group on the fabrication of the jiko's
inner ceramic lining and production of KCJ. The fabrication process for the ceramic
lining is similar fo the clay-pot one and, are undertaken under the same programme.
A complete KCJ jiko cost ~4-5 US$. The ceramic liner must be replaced every 6 - 8
months under normal use, at a cost of 0.5 - 1.5/KCJ. US$. Homesteads which
adopted KCJ jikos reported a saving of between 30- 40 % in wood and charcoal use,
and a reduction of ~90 % in smoke emission.

GARN holds regular training workshops, follow-up protocols and a network of
support services country-wide for community-based women groups and other CBOs,
in the use and adaptation of the new energy fechnologies, including continuous analysis
and upgrading of these energy saving and environment friendly devices. Income
generation from the commercialization of the improved jiko is currently going on very
well. GARN undertake studies on the impact of the “new” technology transfer,
demonstration and its implication on the rural people’s quality of life. In other renewable
energy systems, GARN is currently undertaking development, production and prometion
in rural Kenya of solar PV and thermal ovens, biogas, wind-power and to a limited
extend small-hydro power schemes.

POT-REST FIRE-BOX
e

Fig. 9 {a) Schematic representation of a KCJ; and (b) its use is environmental friendly (Khamati, 1987).
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6. Conclusion

In conclusion it could be said that without any reasonable doubt that the realization of
sustainable women development will lead o promotion and empowerment of rural
women — an effort that will have a clear impact from rural-to-national development,
through more manageable population growth rates and enhanced human welfare,
leading to improved quality of life from rural, national o infernational level.
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ook Representations of Women and Writing in Doris

Bu makalede biz kirsal Kenyada kadinin gelisiminin flerde sirdsirilebili I:.essm‘g’ s Th; Golden Notebook and Peride Celal’s
olmasr igin biitinliksel yaklasimin bazi temel 6zelliklerinin altini gizdik. Bu U¢ Kadimn Romani
yaklasim kirsal Kenya’daki biitiin kadinlarn, dogustan ve geleneksel bilgileri, Berkem Gorenci®

gérevleri, deneyimleri ve sorunlari hakkindaki endiseleri, ve toplumsal Baskent University

ihtiyaclart ki bunlar bircok nesilden beri ciddi sorunlardan olan toprak
erezyonunu, yiyecek kithgini, beslenme, yakacak odun ve su konulari
Uzerinde durmaktadir. Dogussal bilgiler ve aliskanliklar genellikle yasamsal
farkliliklar: korumay: artirdig olgusu géz éniine alindigiinda, fiim bu fakisrler
esas olarak kirsal bélgeyi gelistirmede kullanilabilir. Bu geleneksel bilgileri
ekleyip dékiman haline getirmekle, bu sistemli yaklasim ilerde kirsal
bélgedeki giftci kadinlara yardimei olabilir, kirsal ve milli ekonomik sosyal
bitinlesmeyi saglayabilir. Bitinsel yaklasim sirdirilebilir tarimsal
gelismeyi, gelir iretim semasini, yeni teknolojik gelismeleri ve yeni kiigitk
gelisim derecelerini kapsamaktadir. Bu yaklasim bagimsiz ve siirdiiriilebilir
kirsal kesim kadin gruplarina katkida bulunmakta, bundan dolayr bu akim
kirsal kesim kadinlarina geleceklerini ve icgiidisel ve dogustan olan temel
davranislartni kontrol etme olanagi tanimaktadir. Kirsal kesim kadinlarinin
vzun sirede kendi cocuklarinin hayat kalitelerini ve egitimlerini gelistirme
yolunda kendi ailelerinin genel ekonomik objektifleriyle karsilasacaklari
beklenmektedir. Simdiye kadar yapilan bitin gelismeleri ve bununla beraber
hala daha su anda siregelen ve adeta gelismelerine engel olusturan
sorunlarin ¢ézimiine calisilmasi hedeflenmektedir,

qu'lwrar.{(elimeler: Afrika, Kenya kadinlari, Green Africa Network,
surdiireliibilir kadin gelisimi, geleneksel teknoloji, cevre bilimi, cevre saghdi.

Abstract

Being a woman and a writer is a duality that gains particular inferest when
contextualised in a specific time and place. The novels that this paper aims
to analyse both have female authors as their protagonists, and both Doris
Lessing’s The Golden Notebook and Peride Celal’s Ug Kadinin Romani (A
Novel of Three Women) take place at around the same time — the mid-
1950’s. However, while The Golden Notebook is set in London, Ug Kadinin
Romani is set in Istanbul, thereby showing particular difference in the social
and political structure. The principal concern of this paper is fo offer an
analysis of women writers of the fimes and to discuss their position in these
two very different social atmospheres, as depicted in the novels in question.
The two central characiers in these novels, Anna and Fatma, will be compared
and contrasted in terms of how they view their identity, womanhood, and
how they are able to overcome this duality of identity.

Key Words: Dorris Lessing, Peride Celal, The Golden Notebook, Uc
Kadinin Romani, novel, women authors’ characters.
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Despite the differences in their form and content, Doris Lessing's The Golden Note-
book and Peride Celal's Ug Kadinin Romani (A Novel of Three Women) share an
integral concept - the problematisation of the role of women. Both novels concen-
trate on the position of women in their parficular contexts, and offer an analysis of
the women as writer in their respective fimes and places. Although their contexts
differ (one is set in London, the other, in Istanbul), the novels are approximately
close in their dates of publication; The Golden Notebook (1962, but takes place in
1957) and Us Kadinin Romani (1954). This paper aims to analyze Anna and
Fatma, the respective protagonists of the novels, in terms of how their femininity
and artistic personality that is, being authors, are constructed. General issues re-
garding the woman quesfion, marriage, and the relationships of these protago-
nists, particularly with that of their female friends, will also be analysed in order to
emphasise the conflicts among the female characters in question.

Peride Celal has been criticised of writing 'popular' fiction at the fime when
novels published in Turkey were firstly serialised in newspapers and journals. These
were called "tefrika romanlar” and were popular in the 1940s and 50s. Celal
wrote, admittedly ot great haste, to meet the deadlines set by these newspapers,
and, in short, she wrote for money. As she admits in an interview conducted by the
author Selim lleri, "In the first years | wrote ordinary things, a litfle of what the
newspapers wanted [...] | never looked back on them anyway" (1996, p.47). The
negative criticism directed towards her was due to her 'simplistic' writing of popu-
lar love stories. Ug Kadinin Romani, published in 1954, signalled a slight change
in her career, as author, toward a more socially oriented discourse in her fiction. It
is, indeed, a love story, and, unlike most of Celal's work, has a hoppy ending.
Nonetheless, it is possible to discern the female author finding a voice in the char-
acter of Fatma, who is also an author. The novel actually portrays a transitional
phase of Turkish society from a traditional to a modern one, and especially dwells
on the position of women in society in flux.

The problematisation of the female author, as Aytac points out, is a post-mod-
ern concept because of its insistence of listening to the suppressed voice of the
woman. Aytag states that Celal is perhaps the first female Turkish author who
dwells on this problem: "For her to take up this widespread subject of post-modern
literature makes her an initiator in some aspects. The questioning of the author -
artist identity, how fo write, what is the stance towards reality and the world, takes
her to the detectable layers of metafiction" (1996, p-122). Celal's use of mefa'\cicﬁon
in Ug Kadinin Romant is confined o the stories of Fatma, Belkis and Renan, three
entirely different sisters in terms of character, but unified in the novel in ferms of
their experience of being women. The use of three perspectives, in the questioning
of their main role, suggests a fragmental aspect of the novel, which places it into
the layers of metafiction yet again.

While Ug Kadinin Romani can be said to be post-modern mainly in its content
Lessing's The Golden Notebook is post-modern in its form. Firstly, it is a multi -
layered novel composed of four different notebooks that Anna writes in. Anna
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identifies these notebooks in terms of colour - the blue notebook is her diary, the
yellow notebook is composed of her experimental creative writing, a red notebook
for her experience in politics, and a black notebook, in which she dwells on her
writing. These notebooks are in essence an extension of her fragmented personal-
ity and serve fo make explicit the splits in Anna's character. Moreover, there are
also the sections entitled Free Women in which a more objective, third person point
of view is given to highlight the course of events. Thus, the novel has at least five
levels to it, and as Greene also points out, "This situation of an Anna who writes a
novel about an Anna, who gives up writing is a closed, self - cancelling circle: like
a novel Anna writes about an Ella who writes a novel about suicide or like the
'sadistic-masochistic cycle' in which Soul and Anna are caught" (1994, p.119).
The metdfictional layers of the novel increase in complication as Anna leaves off
wrifing in her separate notebooks and unifies them in a single Golden Notebook.
Furthermore, when the reader confronts the character of Saul at the end of the
novel, she/he discerns that he gives Anna the opening sentence of the novel which
she intends to write, and which, incidentally, is identical to that of the opening of
the novel The Golden Notebook, thus the beginning of the first 'Free Women!'
section. 'Free Women,' therefore, also appears to be written by Anna.

Secondly, The Golden Notebook is post-modern in the sense that it is open -
ended and does not form a clear conclusion. The post-modern concern of leaving
the ending to the reader is used in the aim of emphasising the circular motion of the
novel. The novel finishes with an entry in the blue notebook (Anna's diary), and
then the reader is given the last of the Free Women sections. Therefore the novel
has two endings, one as Anna writes in her diary, and the second, the ending that
the more objective voice gives, which could also either be Anna or the author
herself. In fact, neither provides the reader with a concrete resolution as they both
send the reader back to the beginning of the novel, thereby completing the cycle of
events.

Taylor states that The Golden Notebook "isn't an explicitly feminist text" (as
cited in Greene, 1994, pp.96 - 97), and in fact, nor is Ug Kadinin Romani. What
the novels have in common, however, is that they are both centred on the female
experience, especially that of the female author. There is a presiding femininity in
both novels, in that they both exhibit only the point of view of women and not of
men. Male characters lack depth in the novels and appear as puppets with a zing|e
explicit characteristic. Neither novel provides a solution to the problem that they set
out fo question - the roles given to women by imposed norms of society. Of primary
importance is the fact that the protagonists accomplish a reunion of their own
personality with that of the world around them. While Fatma achieves happiness
by consenting to be submissive to her lover, and Anna separates from the man that
she loves, the reader is made aware at both instances that the characters achieve a
unity in themselves as their conflicts are resolved.

Anna's conflict is made explicit from the very beginning of the novel as she
states to Molly, regarding their intimate relationship, that they are "free women",
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which is also the name of this first section of the book:

'When we're so different in every way,' said Molly, 'it's odd. | suppose be-
cause we both live the same kind of life - not getting married and so on. That's all
they see.'

_'Free women,' said Anna, wryly [...] 'They still define us in terms of relation-
ships with men, even the best of them.' "Well, we do, don't we?' said Molly, rather
fart. (p.26) '

Even though both Molly and Anna define themselves as free women, it is evi-
dent that the role of the kind of woman that they are acting as does not correspond
to what they feel or want. Molly's refort of "we do, don't we2" exemplifies the fact
that they are not altogether different from their constructed stereotype of the woman
who defines herself in terms of acceptance by men. The title of the section and the
way that they talk about being free women becomes ironic as the novel progresses
?nd shgws us that Anna is far from being 'free'. As Danziger emphasises, Anna is
'ess:legf;‘u|iy deien.denf, and not at all 'free’ - as the ironic title of her interior novel
:5\:3 : (?;; glspjgage)\tfe. This is a reality that she struggles fo escape throughout the

Anna is not only a woman struggling fo be free, but also a mother, two aspects
of her personality that she must reconcile, but which she insists on keeping sepa-
ro‘tecl, like the other dualities she also faces: "The two personalities - Janet's mother
Michael's mistress, are happier separated. It is a strain having fo be both at once"
(Sprague, 1994, p.336). Later on, she accepts the irony of her situation as she
relgtes it also to her concept of writing; "my being 'free' has nothing to do with
writing a novel; it has to do with my attitude towards a man, and that has been
proved dishonest, because | am in pieces [...] | am left with no more than some
banal commonplace that everyone knows: in this case, that women's emotions are
all still fitted for a kind of society that no longer exists" (Lessing, 1993, p.283). The
fact that this acceptance comes through in her writing (In her yellow’nofebook fo
be specific), as she puts the words into the mouth of Ella, her alter - ego suggésfs
that even though society is changing, it does not want the women to change.
Working women, for example, are acceptable, but they still have to cook dinner
wash the dishes, and look after the children at home. ’

Anna, on some unconscious level, perceives the falsity of her role as o 'free
woman' when it comes from the mouthpiece of Ella, both a fictional and an auto-
biographical character. As Betsy Draine claims, "at the moment when it becomes
clear fho! Ella is self-deluded and self-destructive, Anna as narrator recoils from
her creation. Astounded by what she has discovered about herself, she breaks off
the narrative" (1983, p.79). Ella serves the role of bringing out those suppressed
feelings that Anna wishes fo keep hidden because they do not fit in to her role of
the free woman. For Anna, Ella "represents her romantic, idealising self - the part

of her that wishes to 'put her intelligence to sleep' and float in a dream world of
love and trust" (Draine, 1983, p. 79). Ella is the part of her who identifies herself
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largely with social norms and male domination, she is the part of her that wants to
be dominated. The fragmented Ella of Anna's personality, as Danzier suggests, "is
only really happy when lying next o, or cooking for, the strong, admirable man in
her life - and this realisation is profoundly disturbing fo her" (Danziger, 1996,
p.67). Anna, horrified that such a personality exists within her, wishes to eliminate
Ella altogether by stopping writing in the Yeflow Notebook. This of course does not
provide the solution that she needs. The resolution comes when Anna succumbs,
towards the end of the novel, info madness, which seems necessary in her need to
see her fragments as an onlooker. At the end of the novel, this conflict is finally
resolved as Anna finally accepts that Ella is a part of her and becomes "intelligent
enough fo let [men] go” (Lessing, 1993, p. 570), and thus is at peace in her role as
a free woman. For Molly, on the other hand, the situation is reversed as she
decides fo get married and passively demonstrates that she is not, and perhaps
never was, fit to be a 'free woman'.

The role conflict that Anna suffers from is not one confined to that of 1950s

London; it is a conflict that could be transferred to any context, even to that of
today. Greene states, "Anna is forn between roles of single parent, political worker,
writer, lover, [and] friend" (1994, p.97). Perhaps the most essential issue for Anna
is the dilemma she faces between her role as Janet's mother and of being a 'free
woman.' The question of marriage, and the complications involved with it distress
Anna. One of these complications arises because she feels that she would have to
accept her need for a male companion, which does not correspond to her role as
a free woman. The paradox here is, of course, that she does want a man and in
fact, likes looking after one (as can be seen depicted by the character of Ella). The
real problem with Anna is that she has to work out the unity that involves the
concept of being a free woman. It is similar to that of her problem with the Com-
munist Parly - she has to rip off the propaganda and the jargon to see it in ifs pure
form, then she must make her decision, whether she wishes to be a part of it or not.
Her concern with the Communist Party is in fact an echo of her dilemma between
her roles as a woman. Itis again a dilemma of belief, and accentuates the cycle of
conflicts in the novel. Therefore, Anna must quit the Communist Party, and indeed
does so. Her reconciliation with her identity as a woman comes later, but we see
that once she is able to see her femaleness in its naked form in the midst of her
temporary insanity, coherence is established between her conflicts of being a mother,
an author, and a lover.

As stated before, marriage involves an acceptance of a male partner and, to an
extent, foreshadows the loss of individual identity. It is an issue that troubles the
minds of all the female characters in both The Golden Notebook and Ug Kadinin
Romani. In both novels, the institution of marriage is presented as a union that
prevents loneliness. As Cederstrom suggests, "The ability to be alone is a quality
Lessing feels few women are capable of achieving, and it is a lesson that Anna
Wulf is forced to learn in the course of the novel" (1990, p.119). The reluctance
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and fear of being alone is best exemplified in Uc Kadinin Romani in the character
of Belkis, Fatma's older, unmarried sister. Even though, as Aytac states, "Like the
first, the last paragraph is about Fatma™ (1996, p.122-123), Belkis is a character
developed with great care by Peride Celal, as she is a very true character of her
fimes in her representation of many conflicts that women had to face. The author
contextualises Belkis in an interview thus: "She had many models. | have known
many people like Belkis. | feel that Belkis is a young girl stuck between a conserva-
five father and modern life. Contextualised in the Turkey of the half-ethical, half-
innovative, both conservative and both Americanised Democrat Party..." (ileri,
1996, p.54). Basically, the conflict that the Turkish women of the 1950s faced was
one between the revolutions of Mustafa Kemal Atatiirk and the doctrines of the
Democrat Party. Erendiz Atasi, another female author, explains:

Women citizens of the Turkish Republic, probably uniquely in the world, were offered their
legal, social and cultural rights by the young Turkish Republic under the leadership of Mustafa
Kemal Atatisrk. It should be obvious that these rights could only really be utilized by the
relatively privileged groups of people in the sociefy such as the upper and middle classes.
These classes have successfully assimilated the concept of liberated woman, as long as it was
limited to education, and did not include sexual freedom. {1993, p.74).

Alter the death of Atatiirk and the reign of the Republican People's Party (CHP),
came the Democrat Party, with its rightist stance:

1950s opened a new era in Turkey's life. Speedy population growth, immigration from rural
areas fo cities, industrialisation and beginnings of a rise in Islamic movements are the main
characteristics of this era [....] The effects of this social panorama on the lives of men and
women, created individuals trapped between the values of East and West, agricultural life and
industrialisation, Islam and atheism, tradition and revelution. (Atasid, 1993, p.74)

Belkis's character is an example of this entrapment and it is evident that she is
unable to grasp the limits of her freedom as a woman, particularly regarding her
sexuality. While she is aware of the social pressure regarding her respectability
(as she indeed comes from an upper middle class family, and remains a virgin
throughout most of the novel), she nonetheless is caught in the conflict of being a
liberal woman who is supposed to keep her sexuality to herself, the paradox of her
era. Fatma, who appears more conservative and serious than her sister, at least at
the beginning of the novel, does not like her elder sister: "She didn't like this stupid
flighty sister who tried fo keep it a secret that she was three years older than herself
because she sfill had not married" (1954, 1, p.9).

The only way remaining for Belkis to reconcile her sexual energy and the limits
of society is to get married. However, her lack of opportunity to achieve this,
resulting from her too - high aspirations, sink her deeper and deeper into loneli-
ness. Her poverty explains her search for a man of wedlth. She disdains Fatma
because she feels that Fatma is not aware of her happiness, "Fool! As | always say:
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she's a fool, a fool! I'd see her if she were closeted up in this litfle house, looking
after a sick person and with no money like me! Look at this dress! How old is if2 It's
practically faded away!" (Celal, 1954, p.57). Belkis is prepared to go to any
length in order to escape the confined loneliness of her home, even if it means
getting married to a man that she hates. Unable to live out her conflictive identity,
she comes fo think that husbands are saviours as the institution of marriage will
enable her fo live as she wishes to; "She looked at Necdet as at a saviour" (1954,
|, p.106). Her fallacy, if it could be termed so, is that she aspires to the higher class
and wishes to live a life of luxury with many people around her. She feels that the
rich and married are never lonely. She overestimates wealth since she thinks that
even if the wife does not love her husband (and vice versa), that wealthy posses-
sions have the power of curing loneliness. Belkis is incapable of being at peace
with herself in her loneliness. She is unable to accept herself as she is, as much as
she is unable to make herself be accepted by society, and is only able to arrive at
reconciliation with her identity in death, as she commits suicide.

Fatma, on the other hand, is lonely in her marriage, a fact that Belkis can not
comprehend. However, like Belkis, and also like Ella of Anna's "Yellow Notebook, "
"she [can] not imagine [her] future without a man." (Lessing, 1993, p.165). In Ug
Kadinin Romani, as Burcu Karahan points out, love is what brings out the inner
worlds of the female characters {2002, p. 20). Fatma's fear of loneliness is uncon-
scious and comes to the surface in her inability to remain alone. Most of the fime,
in her hopelessness, she blames her own selfishness for this, "Should | ever fell in
love in anybody 2" (1954, |, p. 39), and "What foolish people, what empty thoughts!"
(1954, 1, p.9). Her relationship with her husband, Mehmed, is paradoxical and
changes constantly, both during and after the marriage; "Just yesterday he was the
man | got angry with and fought with! Only yesterday he was the man of whose
burden | was tired of, of whose badness | was sick of! Both my husband and my
enemy! Today? 'I'll die without him,' she thought." (1954, 1, p.13). It is essential fo
note, however, that the first revelation regarding Fatma in the novel is an emphasis
on her loneliness amidst her friends and her husband. The novel opens with a
dinner party given by Fatma and Mehmed, and almost immediately, Fatma reflects
that, "'Sometime | am going to write all about this' she thought. She was also going
to write about her own loneliness. This seemed like a comfort to her. Why?2 Is it
because she was going to renounce all her troubles to the world2 Or was' it an
anxiety of producing a work of art?" (1954, |, p. 7). Thus, Fatma's persondlities as
wife, friend and author are portrayed from the very start. The irony is her feelings
towards Leyla, her best-friend, as she feels that Leyla is the only person capable of
understanding her and lets her escape her loneliness: "Fatma felt that she swelled
with pride as she looked at her friend. It was a great comfort to know that she was
the only person to whom she could pour all her secrets, depression and happiness"
(1954, 1, p.8). The irony, or perhaps the tragedy, of the situation is that Leyla runs
away with Mehmed, leaving Fatma completely on her own. Fatma's relationship
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with Nail, soon after this event, is purely on the rebound and is instinctive rather
than planned or wished for beforehand. This relationship is neither based on an
emotional or sexual basis but is a reflection of Fatma's vulnerability and her fear of
|Fo|ne|iness. As she understands the faults of her actions, she reflects upon them as
ollows:

She started shivering in the corner of the car. 'So | needed to be crushed and
maltreated by a monster like this, did 12 What are these animal-like desires hidden
inside of us? | don't even love him!" She wanted to escape from the man's dreams,
but still saw herself swinging in his arms, struggling under his crushing lips [...] She
had gone, without thought. She had been so distraught at seeing him going away,
herself alone at the door. (1954, II, pp.119-120).

The youngest of the sisters, Renan, is perhaps the 'freest' of the three. Her
conflict is different and is one of a hybrid identity, as she is the daughter of her
father's second wife; her role is to reconcile the fact that she is the daughter of a
Turkish man and a Swedish mother. Her half and half position and the fact that she
is educated at Switzerland and then at Paris (Sorbonne), enables her fo shape her
liberation from the start. Her relationship with Martin, a rural Swedish boy, places
her in a position higher than him because of her experience and sense of freedom.
When Martin proposes marriage, stating that "A woman always needs a support,
aman" (1954, I, p.190), she retorts with, "I'll be fine by myself, she said. | don't
need anyone, and | never will. I'm not one of those parasite-like women: | know
how to look after and protect myself" (1954, 1, p.190).

This is perhaps this sort of statement that Anna would most like to make, @
statement that a 'free woman' would make. It is ironic in a way that Anna achieves
this (the ability to say 'no, | do not need you' to a man) at the end of the novel while
Renan is reunited at the end of Ug Kadinin Romani, despite her earlier claims, and
the last the reader sees her is as she walks away hand in hand with Martin: "They
held hands. They were both happy in their separate thoughts, but they were unified
in their youth, in their happiness at being together, and their excitement of their
hopes of the future" (1954, Il, p.207). While Anna and Renan's roles are reversed
at the beginning of the novels, it is interesting to note that their roles are reversed
once more at the resolution. They each become what the other was at the begin-
ning.

Both Anna and Molly have a negative attitude towards marriage; perhaps be-
cause they were both formerly married to men they did not love and who did not
love them in return. However, despite their negative perspective, they both refain
a hope that they could find love and marriage in the future, with men that will treat
them at their worth. Nonetheless, they do not hesitate to degrade Marion, Richard's
wife (Richard is Molly's ex-husband and father of the son Tommy), and to con-
stantly compare themselves with her. For example, Molly says to Richard, "essl]

what about you - you have Marion, the good litfle woman, tied hand and foot to
the boys while you do as you like" (Lessing, 1993, p.37), and again, a few pages
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later, "Your poor Marion, treated like a housewife or a hostess, but never as a
human being" (1993, p. 41). Marion's role in the novel, as both Anna and Molly's
attitude towards her makes clear, is to portray the consequences of the conven-
tional marriage pattern - the woman remains at home to look after the children,
cook and clean, while the man is outdoors with another woman. Marion, in short,
is the type of fabricated woman which the man "uses [...] as a source for every-
thing from mothering to a clean shirt" (Hite, 1989, p. 76). N .

It seems as if Anna puts up a defensive mask regarding this issue. _Wh||e Eshe
agrees with the points that Molly makes, and would not 'rrcrde places .wnh Marion
for anything, it is crucial that when she does have a boyfriend, she enjoys cooking
and looking after him, as stated before. She thus conforms to the stereotype oFFere_d
by the character of Marion, and her conflicts between her roles as @ woman gain
a further aspect. As Greene suggests, "Lessing demonstrates that bo.th male and
female behaviour represent crippling adjustments to a destructive society, but tha':r
men are more crippled because they are locked into postures that prohibit change
(1994, p.101). Women therefore can not become free firstly because men would
not accept them as such, and even if they would, they would not bother to change
themselves, and secondly because, as Ella of the "Yellow Notebook" demonsirates,
it is how their emotional worlds are constructed as women: o

Ella says only: 'My dear Julia, we've chosen to be free women, and this is the
price we pay, that's all.’ _

'Free,' says Julia. 'Free! What's the use of us being free if they aren't? | swear to
God, that every one of them, even the best of them, have the old idea of good
women and bad women.'

'And what about us? Free, we say, yet the truth is they get erections when
they're with a woman they don't give a damn about, but we don't have an orgasm
unless we love him. What's free about that?' (1993, p. 404).

Fatma wears a similar mask towards Mehmed, her husband, because she feels
that he can not put up with the fact that she is emotional and passionafe. She
especially tries to hide her jealousy. She tries to appear less emotional, cold and
hard towards the outer world, whereas she is burning with jealousy internally. By
doing so, Fatma fries to appear much different than she really is: "She always tried
to extinguish problems that were hard for her in a cold logic game, fo make, them
go away by breaking them into small pieces, and most of the time she was suécess-
ful. This time she was trying to the same with Mehmed" (1954, |, p. 82). An
essential quality of Fatma is that she has made herself become a woman who lacks
the capacity to love someone other than herself (Karahan, 2002, p. 22).

This effort at suppressing emotions has its consequences for both Futr'r_m. and
Anng; they both end up feeling cold on the inside. Anna again dwells on this issue
from the mouthpiece of Ella, but of course she is once more writing about herself,
"Ella found herself in the grip of a sensation which, as she examined it, turned out
to be loneliness. It was if, between her and the groups of people, were a space of
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cold air, an emotional vacuum. The sensation was of physical cold” {Lessing, 1993,
p.284). Fatma experiences a similar stir of emotion and states, "Evet, nah bdyle tas
gibiydi. Isi donmustu sanki... kaskah bir hali vardi" ("Yes, it was as hard as stone.
As if the inside were ice...hard as brick.") (1954, 1, p.17).

This refusal of emotion is also bound with the writing process of both women, as
Cederstrom also implies.

Anna is suffering from a writer's block which in turn is the result of her refusal to
grow beyond the stages in her past that have caused her pain or suffering. She is
suffering from an emotional paralysis, a regressive desire to feel nothing at all
rather than to suffer pain. It is the end of her affair with Michael that has brought
her into analysis (1993, p.128).

Anna tries to analyse herself by keeping four notebooks, each designed for a
different aspect of herself, as she explains, "a black notebook, which is to do with
Anna Wulf the writer; a red notebook, concerned with politics; a yellow notebook,
in which | make stories out of my experience; and a blue notebook which fries to be
a diary" (Lessing, 1993, p. 418). These sections or fragments of her identity are
reconciled only when she is able to put them all away to bring them together in the
"Golden Notebook," where, as she points out, she is at last able to "laugh af free
women" (1993, p. 553).

It is evident that the writings of both Fatma and Anna are offected by the rela-
tionships that they are involved in. Anna, for instance, reflects that, "Suppose
[Michael] had said to me: "'l marry you if you promise never to write another
word2 My God, | would have done it!" (1993, p. 282). Writing and emotions are
interrelated to such an extent for Anna that she is in fact ready to give writing up fo
be able to get married to the man that she loves. In a similar fashion, Fatma feels
that Mehmed restricts her ability to write but still remains with him for a long while
because she loves him. It is only after Mehmed leaves her that this idea comes to
her mind, "He poisoned and destroyed my life. He prevented my work, my progess.
He scorned me. Dirty scoundrell" (1954, |, p. 82).

The second conflicting emotion that both women have to grapple with is the
conflict of motherhood and writing. Anna's motherhood is one of the contributing
factors that make up her inability to produce writing, "l haven't moved, at ease, in
time, since Janet was born. Having a child means being conscious of the clock,
never being free of something that has to be done at a certain moment ahead. An
Anna is coming fo life that died when Janet was born" (1993, p.476). At this
point, producing a child becomes prohibitive to other kinds of creativity, like writ-
ing, and it is only after Anna takes up "The Golden Notebook" that she is able to
understand this. After her realisation, she is able o unify her parenthood with the
other aspects of her persondlity, and gives up trying to write. However, because
she has stated earlier that, "l shall write another novel. But the trouble is, with the
last one there was never a point when | said: | shall write a novel. | found | was
writing a novel," it is possible for the reader to feel that now she has given up trying
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to write she will be able fo. It should not be omitted that the multiple layers and thus
endings of the novel point the reader to different conclusions. While the ending of
the ‘Golden Notebook' may point us to a particular conclusion, 'Free Women'
points us to a separate one. As 'Free Women' turns out to be the novel that Anna
herself has seemingly written, it is evident that she does overcome her writer's
block. The conclusion of The Golden Notebook, on the other hand is less evident,
and constitutes the endings of all the stories within stories of the novel.

The conclusion of U¢ Kadinin Romani is much more evident as it does not
share the same concern of fragmentation in the structure of the novel as The Golden
Notebook. Fatma, however, shares the same concern with Anna in that she sees
having a child as an intrusion to her happiness. Aytag explains that her mother-
hood signals the crisis of her life:

The betrayal of her husband, her best-friend's infidelity, the tragedies of her
sisters; none of these are major enough fo be a climax in her life. This comes in the
form of Arif Hikmet: he leaves her when she decides to end her pregnancy by
having an abortion. The basis of her decision lies in her selfishness, her belief that
the role of a novelist is superior to that of a mother (1993, p.125).

Whereas Fatma had explained before her decision to have an abortion, she
changes her mind upon reflection and redlises that Arif Hikmet is more important
to her: "There was nothing she wouldn't do fo keep him. She was ready fo beg, to
degrade herself, to do anything." (1954, 1I, p. 237). It is obvious that it truly is real
love this time as Fatma is willing to show her emotional and passionate side fo this
man, an ability that she had not experienced with Mehmed. It is essentially impor-
tant that Arif Hikmet is the person who reconciles her with her writing, and points
out that it is her selfishness that has prevented her from writing pieces of art before:

Oh come on, this is all sentimentality! You never love anyone, only yourself.
You want an example? There is Mehmed, Nail, and myself...you can even see itin
your writing...Why can't you be content? | told you so many times...you can't
write about people without knowing them. A person with a heart as dry as the
desert can't write about hearts lit by flame, heart-break, sorrow or happiness of
other people. (1954, II, p. 229).

For Fatma, it is Arif Hikmet the poet who is able to reconcile her and she discov-
ers, with his help, the extent of her froubles with wrifing and identity. She thus
sacrifices her pride and comes to the realisation that her ideals were too high as
the realist poet brings her down to earth. As she enters the world of redlity, she
ceases to be a puppet like the characters that Arif Hikmet says that she writes
about: "Just like the heroes in your work! They are all dry puppets because of their
politeness and understanding, like you" (1954, II, p.230).

The ending of The Golden Notebook, although not a happy one, is nonetheless
one of reconciliation, and "the novel ends with Anna's completed individuation"
(Cederstrom, 1990, p.134). It is inferesting and perhaps ironic that both the rec-
onciliations of the women are enabled by men, what they regarded as the enemy
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at the beginning of the novels. While Anna is able to explore her inner self and
thus reconcile it with Saul's help, Fatma also gains her awareness through her
relationship with Arif Hikmet. For both women, unity can only be a result of chaos,
Icngd both have to encounter the chaotic sides of their personalities to achieve equi-
ibrium.
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6zef

Doris Lessing’in Altin Defter ve Peride Celal’in Us Kadinin
Romanrninda Kadin ve Yazma Edimi

Hem kadin hem de yazar olma ikilemi, belirli bir yer ve zaman cergevesine
konuldugunda ayri bir boyut kazanmaktadir. Bu cahsmanin ele aldigr iki
romaninda bas karakterleri kadin yazarlar olmakla birlikte her ikisi 1950
ortalarinda yasamaktadirlar. Ancak, Doris Lessing’in The Golden Notebook
(Aliin Defter) romani Londra’da, Peride Celal’in Ug Kadinin Romani ise
Istanbul'da gegtigi icin kadinlarin sosyal ve politik konumlar: farkhliklar
gostermektedir. Bu calismada romanlarin ana karakierleri olan Anna ve
Fatma, hem yazar olarak hem de kadin olarak kendilerine nasil bir kimlik
yarathklari agisindan incelenirken, yasadiklari konumun bu kimlik
arayisindaki etkisi izerine durulacaktir.

Anahtar Kelimeler: Dorris Lessing, Peride Celal, roman, kadin yazar
karakterleri, Uc Kadinin Romani, The Golden Notebook.
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Adalet Agaoglu'nun Olmeye Yatmak romaninda bir devrin aydinlarinin
kendilerini sorgulamasiyla karsilasinz. Romanin kadin kahramani Aysel de
boyle bir sorgulama icindedir. Kendisine yiklenen agir vazife hissi bireysel
istekleriyle catismaya baslar. Birey ideallerinin agirg: altnda ezilmektedir.
Bir yéniyle bireyin inkari anlamina gelen ici bos idealizmini sorgular Aysel.
Ona gére birey kendisi olmal, inang ve gérevlerini kendisi belirlemelidir.
Birey olmaya giden yol kisisel yasanmslikian ve bireysel tercih hakkina sahip
olmaktan gecer. Romanda Cumhuriyetin ilkelerini yiiceltmek icin
vazifelendirilen Aysel ve onun kusaginin bireyseli yakalama cabasi Aysel'in
bir giin bir ofel odasinda intihar etme isteginin isiginda sorgulanmstir.

Sonunda Aysel mutlak bir sorgulama inanciyla otel odasindan ayrilir.
Birey kendini yapan degerleri ve inanglarini sorgulamalidir. Hayat vazife
gibi yasanmalidir.
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Tagidiklart kimligin kendilerine gok agir geldigini hissedenler vardir. ideallerinin
yogunlugu, baskisi ve uzakligi onlari bir kozanin igine hapsetmistir. Bu daracik
kozanin icinde saga sola kimildayamadan, nefes alabilmek icin pencereler
aralomakla gecer zamanlari. Her kimildanis hareket alanlarini biraz daha daraltir.
Insan olmanin kiicik anlarini, ufak zevklerini kendilerine cok gériirler. Onlar
hayatlarini baskalarina adamislardir. Hayati vazife bilinciyle yasamaktadirlar.

Olmeye Yatmak'ta Aysel'in sorgusu bireyin kendisi igin belirlenmis kalip hélinde
kendisine sunulan st kimlige itirazini ifade eder. Aysel'in hikayesi bir romanin
sayfalarina sigmayacak kadar agir bir sorgulamayla doludur. Bu yiizden onun
icine hapsedildigi romanin sayfalarindan cikip aranizda dolastigini dissinebilirsiniz.
Romanlarin yasanmishk degerlerinin 6nemi ya da énemsizligi sizin igin o kadar
da gerekli degilken birden etiyle, kaniyla, kafasiyla, yasamis oldugunu mutlaka
kabul etmeniz gerektigini dusindiren canliligiyla ve gercekligiyle karsiniza cikiyor
Aysel. O, kendi tabiriyle vazifeye doymayan aggézly, fakat zayif omuzlariyla bir
devri, gérev ve misyon tarafiyla yiiklenen nadir karakterlerden biridir. Hayah
dylesine vazife bilinciyle yasamaktadir ve bu &ylesine durdurulmaz ve geri déniilmez
bir cizgidir ki Aysel bu akisin disina gikmak istediginde kendisini bir otel odasinda
lmeyi beklerken bulur. Aysel mrij boyunca varlik miicadelesi vermekten, &nce
insan olarak kendisini kabul ettirmek savastyla ugrasmaktan asil kimligine, benliginin
derinligine vzanamamighr. Bu, icine dogru gitmeyi hep erteleyip, siirekli disa dogru
vzanmisin sonucudur. Ust beni fazlaca abartlmis bir insanin kendisini bulma
miicadelesidir. Onu anlatabilecek en iyi kelime de miicadele kelimesidir zaten.
Aysel, kelimenin tam anlamiyla kendini, kendi benini taniyamayacak kadar
etrafindaki insanlara daha dogru bir ifadeyle vazifelerine dagitmis bir karakterdir.
Bunun tabif bir sonucu olarak da kimliginin kayip taraflarini baskalarinda
aramaktadir. Bir giin oldukga geg denebilecek bir dénemde hayatin asil gercegine
vyanir. Uyandigi yer bir otel odasidir. Bu ofel odasina hayatini, hayatinin ipuclarini,
sorularini, su veya bu sekilde kimligini dagithgi insanlar da beraberinde getirmistir.
Burasi bir siire sonra kalabalik bir toplanti salonuna déniisiir. Aysel onlar arasindan
secmeler yapacakhr. Elini daha dogrusu hafizasini rastgele orada burada dolastirir.
Eline gelenlerden hangisi gercek Ayseldir2 Ustelik Aysel bistiin bu kimlik micadelesini
hayattan Gmidini kestigi, birkag saat isinde 8lmeyi bekledigi bir zamanda
gerceklestirir. Aysel bu otel odasinda zamani, dis diinyayi, yani yasamin bitin
unsurlarini geride birakmistir. Burasi diinyadayken, élmeden énce 8linebilen bir
mezardir. Bu yizden Aysel odanin karanlik olmasina ézen gésterir. Perdeleri
kapatir. Isik istemez. Bir mezarda ya da bilingaltinin karanlik dehlizlerindedir.
Tuhaf bir sekilde kendisinin sectigi slimin esigindedir. Tuhafhr cinki yasadigs
hayatin iginde hayata devam ederken kendisiyle karsilasamamistir. © ancak 8liimiin
nefesini hissederken kendisine uyanir, kendisini ancak &limin esiginde
bulabilecegini disinmektedir. Ciinkii devam eden hayatin akisi, bu akisin dizeni
onu ylesine parcalayip dagitmis, dylesine kendisine yabancilashrmishr ki bir
taraftan yasarken bir taraftan kendisini bulamayacagini cok iyi bilmektedir. Olim
Aysel icin kendine giden yoldur. Hatta tek yoldur.
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Aysel'i anlamak, disincenin karanlik dehlizlerinde kendi gésterdigi zayif ve
her késesinde ipuclari sakli isikla, onun pesinden bilincaltina yolculuk etmek demekir.
Aysel'in hayat, kisiliginin dogildigr insanlar bir araya getirmekle bitinlenebilir.
Yine ayni yoldan onun kimligine, kisiligine ve bunalimina da gidilebilir. Onu
anlamanin zamani da onun gésterdigi zamanin igindedir. Yani 8limden yasama,
varolusa giden zaman gizgisi. Merkezinde 8liim olan, oradan yasama dagilan ve
acilan bir kimlik. Ayselin kisiligini 6limin glgesinde aramak, daha basindan
onu iki farkli boyutta yani cahsmanin tam ortasinda bulmak demektir. Bir tarafi
yasama dagilan reddedilen, diger tarah &limde bulunmus ya da aranilan
parcalanmis bir kisilik. Aysel’in karakteri temelde iki farkl bélimde incelenebilir.
Kimliginin kadin tarafi daha dogru bir ifadeyle, asil hayat; yasanmishgi cagrishran
taraf ile daha bastan kendine asli bir gérev gibi yikledigi aydin kimligi. Aysel'in
kisiliginin bu iki yéni catismaktadir ve Aysel'in trajedisi de buradan dogar. Aslinda
aydin kimligi adi alinda yiklendigi gorev tarah agirigiyla asil kimligini hep ezmistir.
O, asil Aysel'i ancak 6lme istegiyle birlikte belki ondan biraz daha énce
kesfedecektir. Bu tarafinin uyanmasiyla da aydin kimligiyle yosadigi hayah
kafasinda bir tirlii dogrulayamamistir. Olim zamaninda kendisini ve yasadigs
hayat begenmemektedir:

Nasil olsa kendimi begenerek 8lmeyecegim...Kendimizi dogrularsam 8limiin geregi
kalmayacak. Bu, kisinin her seyle ve kendisiyle uzlasmasini gerektirir. Demek kendimizi, her
seyi dogrulayamazsam, o icgiidisel savunuyla 8lime bisbitin karst durulacak.
Gerilenemeyecek. Kim istemez kendini begenerek 6lmeyi? Kendimi dogrulamis olarak élmeyi
ben de isterdim. Her seyde hakli bularak kendimi. Bitiin haksizliklar da baskalarina yikarak.

Devrederek. Kismet degilmis. { 5.103)

Yasamla 8lim arasinda takilip kaldigi otel odasinda biitin vazifelerinden,
gérevlerinden arinmis olarak bir kez yasamis olmayr arzulamaktadir. Bir tiirli
8lemeyisinin nedenini izah ederken: “Olmek nedir? Olmek yasanmis olmay
gerektiriyor.” (s. 248) diyerek yasamla aslinda ne kadar kepuk oldugunu vurgular.
Yasadigi hayat da aslinda yasamin kendisine pek yakin bir hayat degildir. Aysel
gorev gibi yasanmis bir hayatin pismanhgindadir. Yasamis olmak adina 8lmeden
énce son bir sigara icmek isterken biitiin gérevlerine isyan etmektedir:

Olmeden &nce son sigarami igsem mi artik? Cok istiyorum bir sigara igmeyi. Neden
icmeyecekmisim peki2 Heniiz 8lmedigime ve canim da cektigine gére. Beni ne alikoyabilir
sigara icmekten. Hangi gérevim benim? Hangi édevim? Hangi Atam? {s.104)

Aysel'in dlimle pencelesmesinin sebebi vazife bilincinden siyrlamamasidir.
Cantasinda 8ldikten sonra okunmak iizere yazilmis bir not vardir. Bu notu
degistirmek ister. Olimin anlam: Gzerinde bile diisinmek istemez.

iyi ama 8limiin gergek anlamini nasil anlatmaliz Anlatmak mi2 Artik bir gérev yiklemek
istemiyorum ki kendime. Bu bir gérevsizlik karardir. Zarftaki notu yirtip béyle mi yozsam@

(s.104).
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Yeni Tiirkiye’nin Aydin Kadim

Aysel'in hikdyesi Ankara'nin kiiiik bir kasabasinda, Turkiye Cumhuriyetini yarinlara
tastyacak yeni ve mikemmel bir neslin yetistirilmeye galisildigi bir dénemde baslar.
Aysel de diger arkadaslari gibi Diindar 8gretmenin irfan ordusunun bir neferidir.
Aydin bir Tirk kadini olmak vazifesi Aysel'in omuzlarina daha o giinlerde, ilkokulda
yiklenmistir. Dindar &gretmenin yazdigi, yeni Tirkiye tablosunun gésterilmeye
calisildigr bir piyeste Aysel galisan, aydin bir Tirk kadinini temsil eden bir rol
Ustlenir. Yillar sonra gercekten de piyesteki rolinii hayatta oynamaya baslar. Fakat
o, bu rolij yeterince benimseyemeden hep oyunda kalan taraflaryla yasayacakr.
Ilk micadelesi de yine o giinlerde baslar. Aysel, okumak istemektedir. Okumak
onun icin bir taraftan Atatirk’in istedigi gibi, erkegini yalniz birakmayacak bir
aydin kadin vash tasimakken, diger taraftan da onun icin bir varlik miicadelesi
haline gelir. Aysel'in bitin yasami okumak kelimesiyle szdeslesir o giinlerde.
Kendini bir varlik olarak hissedebilmesi de okumasina baglidir. Béylece Aysel'in
kimliginin vazife taraf iki cizgi halinde olusmaya baslamistir. Bir taraftan aydin
bir Tirk kadini olma ilkiisti, bir taraftan da ona karismis olarak gelisen varlik
miicadelesi. Bu iki izgi ilerleyen zamanlarda birbirine karismis olarak bazen biri
digerinin &niine gecerek devam etmistir. Aysel, erkek cocuk olmakla kiz cocuk
olmak arasindaki farkla o yillarda tanismistr. Evde agabeyine karsi takinilan
yuce varlik imaji onu derinden etkilemistir. Erkegin varligi kutsanmishr. Bir erkegin
kimlik olabilmek icin baska bir sey yapmasina gerek yoktur. Oysa onun bir kisi
olabilmek icin yapmasi gereken tek bir sey vardir: Okumak. Kendisini yillar sonra
énemli bir konuma getiren hirsin alindaki temel duyguyu Aysel, agabeyi karsisinda
kendisine gésterilen hiclik konumu olarak tanimlar. Okumak da bu anlamda bir
micadele ve bir gérevdir.

Aysel iginde onarilmaz bir kinklik duyuyor. Yeniden evin kiyida késede unutulmus bir esyasi
oldugunu seziyor. llk gercek &fkeyi taniyor. Disa vurulamayan, o insani igten ice kirbaclayan,
insana kendini ashran ve kendini zora kosturan. Eline gegen bu ilk firsat ne olursa olsun iyi
degerlendirmeliydi. Kendisinin de bir kisi oldugu akillarda yer etmeliydi. (s.206)

Burada okumak kimlik kazanmaktan da &te varolus miicadelesinin, kendisini
bir varlik olarak hissedebilmenin kosulu olarak gérilmektedir. Aysel yillar sonra
otel odasindaki sorgusunda, kendini ilk olarak okumuslugunu vurgulama, ispatlama
konumundayken yakalar. Iste bu yakalama onu otel odasina gétiren sonun
baslangicidir. Aysel icin varolmanin kosulu okumus olmaktir. Onun cikmazi bir
neslin kadininin da gergek dramidir. Aydin olmayan, okumusluk izi tasimayan bir
kadin olmak, onun icin hig olmakla ayni anlama gelmektedir. By, kisilige sonradan
gliydiLi|mi§ bir mecburiyetir. Daha basindan kendini reddedip bir géreve talip
olmaktr.
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Gazeteyi yiizime érttim. Kendimi asil ilk bsyle yakaladim iste. Temizliksi kadina canim yatmak
istemedi. Bir arkadasimla kaldim, dikis dikmek istedim ve buna benzer bir yigin baska bir sey
séyleyebilirdim. Ama firsat bir kez daha okumuslugum stinde degerlendirivermistim. Pedikiircl
Génil’e de bdyle yapiyordum. Pedikiriin ardindan bir kokteyle daveliysem, alisverise
gideceksem ya da konuklarimiz varsa bunlari séylemiyordum. Hep ciddi géreverim olmaliyd.

(s.108)

Temizlikci kadina ya da pedikiirci Gonil'e Aysel'in ispat edecek hicbir seyi
yoktur. Fakat Aysel, kadin olarak onlardan farkli oldugunu vurgulama telésindadir.
Cinki 8nemli gérevleri olan okumus kadin kimligi silindiginde yok olacagini ya
da kendisinin fark edilmeyecegini dusinmektedir. Bir késede esyalar gibi
unutulmuslugunun 8fkesini halé isinde tasimaktadir. Tasimakla kalmayip onun
izinden gitmektedir. Butiin hayatini bu ispatin gélgesinde yasamistir. Icindeki asil
Aysel ise heniiz ortalarda gézikmemektedir. Onun varligindan bile habersizdir
heniiz. Ayselin kendisiyle karsilashgi an, tikenme noktasina olduksa yakin,
neredeyse yokluk sinininda bir yerdir. Yok olma korkusu kendini iyiden iyiye
hissettirirken, hem kadin tarafiyla hem de aydin olarak son bir gayretle tutunur
hayata. Bu sefer varhigini vericilige yonlendirmistir. Hig sdeyemeyecegi bir borcun
alindaymis gibi etrafindakilere 8lgisiiz bir sekilde kendini sunar. Bu borcun kaynag
fazlaca gelisen st benidir. Bitin topluma kendini adayan bir insanin maruz
kalabilecei tirden, neredeyse icgudusel, bir tutunmadir. Aysel yok olmamak,
varolusunu ispatlamak icin gérev kiligina soktugu borcunu demeye devam eder.
Kendisinde olani baskalarina vererek varligindan emin olmak... Aysel'in yasadig:
budur. Ali'ye, Aydin’a, Engin’e karsi yaklasiminda bu temel duygunun yénlendirmesi
vardir. Aydin kadin, erkegini yalniz birakmamalidir anlayisinin altina gizlenerek
onunla simsiki 8rtismistiir. Gercekte Aysel, benliginin gizli késelerinde, bilincaltinda
yasayan varhgini ispat etme, varolusunu vurgulama temel duygusuyla hareket
etmektedir. Engin’le yasadigi beraberlige bir tirli ask adini vermeyisinde de bu
duygunun etkisi agikca gérilir. O, ancak vererek varligini giivende hisseder. Yok
olmak Aysel icin kimliksiz bir kadin olmakla ayni anlama gelir:

Herhalde yine ayni korkudan: Onemsiz bir toz parcasi gibi Gflenip gitmekten. Ama ben by
duyguyu yillar &nce yasamis olmaliyim. Son haftalarda, haftalar boyunca hemen bitin bos
saatlerim genc grencilerimle doldu. Sanki diinyanin sonu gelmis de sanki iki dakika sonra
tumiimiz kiiller alinda kalacokmisiz da. Iste bu yiizden biitiin sevecenligimi, bitin s1cak||§1r?|,

hosgérimi engelsiz bosalhveriyordum. {s.147)

Aysel tikenme noktasinda oldugunun farkindadir. Strekli vermek istemesinin
nedeni, varligini tikenmenin esiginden geri dondirmeyle karisan akisi durdurma
istegidir. Varhigin ve dirimin sembolij olan genglere kimligini, varolmasinin dayanag:
sandigi coskulu tutkunlugunu aktarma cabasina déniisen baskaldiri. Kendinden
beslenip yine kendisine yénelen bir isyan. Enginle de buna benzer bir duyguyla
birlikte oldugunu disinir:
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Tamam buydu iste beni mutly eden, bir gencligi paylasmak. Oniinde her sey icin daha ok
zamani olanlardan oflanmak. {s.17)

Suyu en kurak giine saklamis, agzina dek dolu bir havuzdum sanki. O, artik en kurak giin,
arlhlf neredeyse bitiin kéklerin kuruyuverecegi sandigim giin havuzun hpasini actim. Gurill
guril akiyorum kendimi. Ya da akitmaya calisiyorum. Giril giril akacagim. Her yeri
sulayacagim... {s.147)

Bilingaltinin bilince bosalmasina agilan bir kapidan birikimlerin, gerilimlerin
tetikte durmalarin ¢&ziilistyle birlikte kisiligindeki catlamanin icine diisecektir. Aysei:
kadinligini hep ihmal etmis olmasinin, hayah icinden geldigi gibi yasayamamasinin
aslinda kendini gérevlerine adamis aydin kadin kimliginin sonuclari oldugunun
farkindadir. Kendini foplumsal islevleriyle tanimlamis aydin kadinin 8demesi gereken
bir bedel vardir. Aysel igin bu bedel, hayatdir. Otel odasinda kadin olmakla aydin
olmak kimlikleri birbiriyle cahsmaktadir. O ise ikiye ayrilmis benliginin caflaklarindan
sizan acyla kivranmaktadir. Bu bir dogum sancisidir. Aysel'in iinden yillarca
unutulmus, farkina varilmamis yeni bir Aysel, salt kadin olan bir Aysel,
ddogmqktadlr. Aysel kocasinin yaninda bile kadin kimligini hissedemedigini fark
eder:

Hem canim kadinligimi kocamin yaninda bile dijsinemem ben. Beni disindiiren hep baska
seylerdir. Okudum o kadar, 8grendim. Kostum, kostum... Neredeyse yoruldum. Neredeyse bir
!(_'oisede oturmak dsnemi. Neredeyse... Ama daha vatan... Kurtarmak, yiiceltmek, égrenmek,
ogretmek, kosmak daha... Daha uygarlasmak... Bah... Az gelismis... Cok gelismis... Gelismekte

olan yani... Daha kuriarmak... Kurtulmak... (s.268)

Askin Ben: Vazife

Aysel, asil késeye gekilmekten korkmaktadir. Késeye cekilmek fonksiyonsuz kalmak
demektir. Aysel vazifeyle beslenen bir yarahga dnustirmistir kendini. Bu yiizden,
vgzife tarafini hep ayakta tutmak zorundadir. Vermek de vazifeyi yasatmanin baska
bir seklidir. Bu sebeple kendini genclere dogru akimaktadir. Bu gérev tutkusu ve
vazife ihtirasi uykularina bile yansir: “Kendimi bildim bileli bir nébetci gibi uyuyorum.
Sanki uyuyakalmam ayipmis gibi...” (s.249).

Aysel asil Aysel'in icinde uyanmasini uykularinda bile engellemistir. insanin
asil kimligi, uykunun belirsiz ikincil hayatinda gizlidir. Oysa Aysel bilingli ya da
bilingsiz bunu engellemistir. Kendine giden biitiin kapilar kililenmistir. Durmadan
insan Usti bir gayretle varhk miicadelesine devam etmektedir. Engin‘e bile vorllgln:
ispatlamanin bir uzanhisi géziyle bakmaya calisir:

Neydi belli belirsiz bir ictenlikle beni kafamda durmadan tazeledigim o tabloya kuskuyla
bakmaya iten? KPrku. Ne korkusu? Engin’in gézleri, bakislar. Bunlarda is yok. Olamaz dyo?
Dedirtmemek. Gdriilmemis sey. Duyulmamis. Bir égrenciden cekinmek (s.174).
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Varligi baskalarinin tasdikine baglanmis bir kimliktir Aysel'inki. Baskalari onu
begenmezse parcalanip yok olacaktir. Bu, varigini fozlaca kendisinden baskalarina
baglamanin bir sonucudur. Aysel bu noktada sonu intihara kadar giden bir
sorgulamaya girer. Ferdi ve foplumu tarhsmaya baslar. Aysel'in Ust beninin fazla
gelismesinin bir sonucu olarak genelden 8zele dogru ¢alisan bir disince sistemi
vardrr. Kisiligine giden yolu da béyle bir sorgulamanin sonucunda bulur:

Oyle ya hangi sinifianim ben. Disstinenler sinifi. Bunu da ilk disinmiyoruz zaten. Ama Engin
de sézlerinin altinda yasayan, hareket eden, kimilti dinyanin farkinda degil. Yasanmishg:
olmayan hic bir cimle kalibinin hicbir anlami yiklenmedigini bir gon anlar mi acaba?

Kisi olmak iizerine o dusiincemi ilk kez Omer’e agh@imda “bunu séylemek icin heniiz erken

demisti.” Her sey icin hep erken... Sonug: Geg kalmak. {s.177).

Genellemelerin icinde ferdin yeri nedir? Yasanmishk adina ferdin payina ne
dismektedir? Aysel'in biitiin meselesi budur. Kisisel yasanmislik. Bu kelimeler Aysel'in
hayatinin sifresidir. Onun icin ferdi ve toplumu sorgulamak, kisiliginin iki tarafim
sorgulamak anlamina gelmektedir. Aysel bu sorgulamanin ardindan kendinde kisisel
yasanmishklari olan bir yan, bir taraf arar bosuna. Fakat bulamaz. Iste o zaman
tehlikenin biyiikligini farkeder. Ferdin kendi bilincini, kendi hayatini, kendi
yasanhsini topluma terk efmesinin ménasizhgini anlamistir. Ya da tam tersini...
Toplumun ferde yasant olarak benimseyemeyecegi kadar zor ve uygulanamaz
idealleri yiklemesinin ¢cikmazindan dogan agir buhran... Bu bakimdan, Engin‘in
sozleri Uzerindeki dikkati ilgi gekicidir. Ogretilerin yasanmuslik degerleri olmadan
anlam kazanamayacagini diisinir Aysel. Bir 5gretiye ya da amaca kendini adamak
aynidir, onu yasamak ayridir. Ayrica onlari yasantiya dénistirmede onlara ferdin
katilimi bambaskadir. Aysel yasantiya dénismemis yani yasanmishk kazanmamis
sgretilerin insana ferdi kimlik kazandiramayacaginin, ancak bir gérev gibi
tasinabileceginin ayrmindadir. Kendi nesline ve kendisine yasanmishktan uzak
ideallerini gérev gibi tastyan insanlar olarak bakar:

Yoksa tarihi yeniden yapan elin, Dindar &gretmenin irfan ordusunu da yaphgina, cathgina
daha dogrusu bu irfan ordusunun tarihi yeniden yazdigina yirekten inanmadim mi hig? Buna
inanmak da salt bir gérev miydi yoksa? Peki bu bir gorev olmus olsa. Bu da... Her giin karsimda
bir bslm temsilcisini gérdigim geng &grencilerime inanmakta mi bir gérevé Neden
utanamiyorum. Yiizlerini bile animsayamamaktan simdi2 Bu denli uzagimda kalmps

olmalarindan?... (5.300)

Aysel gerektigi icin, kendisinden Gylesi istendigi icin yapilanlarla dolu bir hayats
yasadigini fark etmistir. Fakat asil zor olani, bu kusatlmishk iginde kendisini
baskalarina adayanlara 6zgis bir yabancilasmayla, kendisinin nerede oldugunu,
istediklerinin neler oldugunu da bilmemektedir. Ciinki ortasina kadar yasanmis
bir hayatt tekrar basa déndirmek imkansizdir. Aysel'in gkmaz: hayahinin neredeyse
yarisini yasadiktan sonra onu sorgulamaya baslamasidir. Kimliginin hangi tarafiyla,
nerede olmasi gerektigini anlamast icin &nce, olmamasi gerekeni yasamis olmasidir.
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Bir kadin olarak yasadigi hayat da icten gelen bir tutkuyla yasama baghlikian
ziyade gérev haline gelmis aliskanliklarindan olusur:

Biitiin o pedikirler, manikiirler, geceleri ylizismi iyi bir kremle silisim, sabahlari yiiziime hafif
bir nemlendirici siiriisim, kollarimin alting, orama burama talk pudralan serpisim, o sabahlara
degin sanki kadinhgimdan kopuk, saglik, rahatlik icin yapilmis bir gérevdi. Acaba hig kendim
olmus muydum? Hig kendimiz olduk mu2 Gérevlerin birlikte gétiirilmedigi bir yerim oldu mu

hig? Engin’le doldurdugum son on saat gérevsiz miydi2 (s.174)

Dikkat edilirse Aysel, birisi aydin aydin olarak vazife tarafini, digeri salt kadin
tarafini vurgulayan her iki yaklasimda da kendisi olamamaktan sikayet etmektedir.
Kendisi olamadig, igine kahlamadigini hissettigi hayat, Aysel'in bijtin hayahdir.
Aslinda higbir @ninda kendisini bulamadigi ve fert olarak, kendi adina
dogrulayamadidi bir hayah sirdiirir. Otel odasinda yasadig bir yanilginin acisidir.
Bitin hayatini yanhs yasamis olanlarin duydugu pismanlikla karisik bir aci.
“Yanilmis olmanin acisim anlamiyorlar. Umulmadik bir anda yenilmis olmanin
acisini. Bundaki dayanilmazhgi.” (s.143)

Aysel'in kafasinda kimlik diye kalan igsellesmemis, asil benligiyle yani kendisiyle
uzlasamamis bir gérev duygusudur.

Kadin Olmak: Soyunmak

Aysel'in irdelenmesi gereken diger tarafi da kadin kimligi tarahdir. Kadin olma
bilinci meselesi de Aysel’de gérevin gélgesinde yasamaktadir. Onun kadin tarafini
anlamak igin en iyi ySntem su veya bu sekilde hayatina giren erkeklere karsi takindig
tavri sorgulamakhr. Ciinki Aysel kadinligini, erkekleri cikis noktasi alarak tanimlar.
Aysel'in hayatinda, Aydin, kocasi Omer ve bir tarafiyla Engin‘e benzedigi icin
dnemli olan Ali ile bir de Engin vardir. Bunlar arasinda Aydin, Aysel'in kimliginin
bir tarafini temsil etmektedir. Aydin, Aysel'in kimlik kazanma siirecinde etkili olmus
bir erkektir. Aysel'i basindan sonuna kadar disinmek, biitin hayatinin 6zellikle
kadinlik tarafinin Aydin’a karst aksilamel oldugunu bilmeyi gerektirir. Aydin, ilcenin
kaymakaminin ogludur. Hem schip oldugu sosyal statii geregince hem de fikirleriyle
Aysel'in bulundugu yere gelmesinde giidileyici bir unsurdur. Aydin, bir tarafiyla
Aysel'e batili, cagdas bir aydin Tirk kadini olmasini telkin etmekte, diger tarafiyla
da ona salt bir kadin olarak, yani aydinligindan, okumuslugundan arinmis bir
kadin gézilyle bakmaktadir. Aysel, bu iki farkl yaklasimi bir tirli uzlashramaz.
Aysel'in kafasinda okumus, disinen kadin kimliginin disindaki kadinlik, kiigik
gorilecek bir seydir. Lise yillarinda bir arkadasina yazdig bir mektupta Aysel,
Aydin’dan sdyle s6z eder:

Benim agik fikirli bir meslek kadini alabilecegime nedense bir tiirlii inanmak istemiyor. Bu giin
yine karsima gikip beni kiigiiltmek istedi. Yakinda kocaya verirler seni Aysel. Bir sevgilin bile
“olmadan oluk cocuga karisir gidersin demesin mi2... (s.242)
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Yillar sonra Aysel, agik fikirli bir meslek kadini oldugunu, Aydin kendisinden
cok farkli isteklerde bulunurken mijdeleyecektir ona: “Oysa ben ona dogent
oldugumu miijdeliyordum. Bunu 6nemseyecegini saniyordum. Asil bunu
&nemsemesini istiyordum.” (s.305)

Aysel, aydin bir kadin olusunu, dogentligini Aydina ispat ederken kendisini
zafer kazanmis bir komutan gibi hisseder. Aydin’in dogentligini nemsemesini ister
ginki hayatini bu dogent olmaya adamistir. Oysa Aydin, Aysel’e cinsel kimligi
nedeniyle ilgi duymaktadir. Aydin onun igin ayni zamanda Avrupali olmay
simgelemektedir :

Orada ilk defa Avrupai bir kiz olusumu Aydin’la oturup bir bardak bira igisimi yani. Daha da
Avrupailesip az sonra karli bir bank iizerinde kigim iisiiye Usiiye elimi tutmasina izin verisimi.
Ne istiine oturdugum slakligi, ne yanimdaki genci, fakat uygar olusumu sevisimi... (s. 308)

Aydin, Aysel igin bir sekildir. Aydin kadin kimligini, Avrupailigi temsil eden bir
sekil. Aydin’da Aysel’i rahatsiz eden taraf, onun miicadelesini yok saymasi ona
salt kadin oldugunu hissettirmesidir. Oysa Aysel, aydin kimliginden soyunmus bir
kadinligi asla kabullenemeyecektir. Okumusluguna, aydinligina deger verilmesini
ister. Aydin’la Aysel arasinda bir yasanmislik problemi vardir. Asil meselesi hayatin
yasanmishgi olan Aysel, Aydin’la bu yiizden ayni cizgide bulusamamistir. Sinif
farkindan kaynaklanan bir ayimmi da ifade eden bu farklilik, temelde tasrayla
merkezi birbiriyle uzlasmaz yapan uzaklikhir:

Siz bizleri hep kiigik gérduniz. ilkokulda da sonra Galatasaray’a giderken de dinyalarimiz
hep ayri oldu. Dinyalanimizin biishitin aynldigini sizi bir giin sinemada gérdiigimde biisbiitiin
unlam|§hm.

Bir defa bizim ekmek karnelerimizin rengi ayn. Biz seninle arkadas olamayiz. (s.305)

Bu distinceler Aysel'i hem sosyal konum hem de ileride kazanacag gérev
tutkusu agisindan gudulemistir. Aysel, Aydinin daha dogustan sahip oldugu yere
gelebilmek icin biitin émriini harcayacakhr. Fakat hep gérev bilinciyle... Aysel
otel odasinda gebe olabilecegi ihtimalini disiiniirken, Engin‘le birlikteligini izah
etmeye calisirken, aklinda hep kendini Aydin’a ispatlamak vardir:

Hatta Aydin’a telefon edip: “Gebeyim ama gocuk kocamdan degil” demeyi. Bunu nereden
gikariyorum. Aydin’la ne iliskim var benim? Ama sigara ismeyi istedigim kadar istiyorum ona
telefon etmeyi. (s. 323)

Aysel'in hayahindaki diger erkek, kocasi Omer'dir. Omer de Aysel’e hayatin
vazife tarafini hatirlahir. Aysel, Omer’i evlenmek igin tercih ederken ondan: “Omer
de gézleriyle higbir kiz 8grenciyi yemiyordu. Disinmesini ve disiindirmesini
biliyordu.” diye bahseder. Bu yaklasim Omer’i Aysel'in kocasi yapacakhr. Aydin’da
bulunmayan disinme ve disindirme &zelligine sahiptir Omer. Aysel’in
kadinhgindan gok kafasiyla ilgilenmektedir. Aysel kafasina yani okuduklarina, aydin
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kimligine deger verilmesinin coskusunu Omer'le yasar. Fakat Omer’le de kadinlk
taraf hep bos kalir. Kendisini onun yaninda kadin gibi hissedemez. Omer hayatin
disiince yani vazife tarafiyla kalir kafasinda:

Omer, onu dissinmeyi hep sona birakiyorum. Bu yataga yathgimdan beri kafama bir sirii sey
dolusuyor. Omer'i czi,.'ls,ijnijrsem bir cok seyi istemem gerekecek. Buradan kalkmay, yeniden
giyinmeyi, eve dénmeyi, hatta belki derse bile gitmeyi, derste milli gelir dagilimindan séz
etmeyi, Gilden’in ogluna boyali kalemler gétirmeyi, dénerken aksam yemegi igin alisveris

etmeyi, giizel bir sofra hazirlamay:. (s. 352)

Vazife olarak uzaklasmak istedigi her sey Omer’le birlesmektedir. Hatta Omer
hayatin vazife farafiyla arasindaki bag gibi gézikiyor. Aysel kadinlik tarafinin
uyanmasi igin Engin’le karsilasmayi bekleyecektir. Zaten hayatini sorgulamaya
baslamasinda Engin’le olan iliskisinin &nemli bir yeri vardir. Ya da tam tersi.
Hayahnin sorgulanmasinin sonucudur Engin. Aysel’e o kadar &zlemini gektigi
duyguyu, yasanmishg getirir. Ali‘yle Engin’i birbirine baglayan da zaten bu
yasanmishikhr. Aysel Engin’in odasini gézleriyle arashrirken ayni lciide Ali’nin
odasini da merak ettigini diisiinir. Burasi oldukga basit, fakir bir égrenci odasidir.
Engin fabrikalardan okula gelmistir. Bir kéy cocugu olarak yasami Ali'nin yasami
ile birlesir. Engin, bu yasanmislik tarafi ile Aysel'in hi¢ yasayamadigi kadinlik
tarafini uyandinir, Aysel'in diisiince ve kadinlik tarafin birlestirir. Aysel'in géziinde
Aydin salt kadinhigi, Omer diisiince ve g&rev tarafini temsil eden erkeklerdir. Engin
ikisini birlestirmistir:

Engin’le rahattim iste. Onunla ayni yataga girdigimi unuttugum cok olmustur. Yeniden diri,
dolu bir kizdim. Biitiin aklim, bilgim, saglanm, dudaklarim, gégsiim, belim, dinyaya bakisim,
gliisim, sdyleyisim bir biitin halinde ortaya dakiiliyordu. Bir arada hem saygideger, hem
saygidegmez, hem kusursuz hem kusurlu, hem giyinik hem ¢iplak. Hem kadin hem insan. (s.
252)

Bu tam bir uzlasmadir. Benliginin iki tarafimn gérevden uzak, yalnizca insan
yaninin, kafasinin ve ruhunun uzlasmasidir. Zitlarin birbiriyle uzlasmasiyla gelen
biitinlenmislik tamamlanmishik hissi... Yeniden dogusu, varolusu icinde ispat ve
miicadele kaygisi tasimadan derinden gelen bir coskuyla yasamaktadir. Kendine
giden yolu kesfetmek, belki de kendini yeni bastan tanimlamak. Aysel, Engin’le
kadinhgini hisseder ve dikkati viicuduna ynelir. Kadinligina dogru bir yolculuga
ctkar. Engin derinlerdeki Aysel’e bir kapr agmistir:

Hangi biytk Engin? Daha kendimi senin yardiminla taniyorum. Kisi kendini bilmeden neyi
bilebilir ki2 Acaba gerekli ya da gereksiz severek ya da sevmeyerek yapilan béyle yiizlerce

seyden hangisi beni bu denli isitmis, pirililara bogmustu, (s. 342)

_ Engin’in anlami, hayah yeniden ve derinden icten gelen bir mutlulukla
hissetmektedir. Hayat yeniden, baska bir gézle yasamak... Ayselin Engin’de
buldugu yasanmishktir:
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Bu coskunluk basima vurdu. Neredeyse hemen gece devrimin gerceklesiverecegine ben bile
inandim. Yine de kendimi seyredecek araliklar buluyordum. Coskunlugumun nedeni apagik:
Aydin olusum gibi -neden kiicimsemeli- kadin olusum da giderek gélgede kalmaya zorunlu
bulundugu bir dénemde kendimi yine birden, yine énde dipdiri ayakta gériverdim. Bu belki
son firsatimdi. Dért elle sarildim. ilericiligimi dirilten bir sirnga yemis gibi taptazeydim iste. (s.

174)

Aysel, bedeni ve kafasiyla bir bistin olarak kendini aynada seyreder. Engin
onun aynadaki tamamlanmishgidir. Kadinhginin mutlaka irdelenmesi gereken
zamanidir. Aysel bedeniyle ve cinsel kimligiyle barisir. Aynadaki Aysel’le ancak
bu son durakta tanisir:

O sabahtan baslayarak ilk kez gévdemin elle tutulur, bakilip gériiliir somut bir sey oldugunu
anladim. Killari alinirken bile kendi gézimde hep bir fikir yigint haline gelmis olan bu bast, bu
boynu, bu kollari, bu bacaklari hemen yeniden varsaymakta bocaladim. Ellerimi belime,
kalcalarima koydum. Giyinikken &ylece dnden, arkadan seyreftim kendimi. Bir an soyunu

aynanin karsisinda cirilciplak durmak istedim. Odalarda ginlgiplak dolasmayi o scbaﬁ
5grenmisim demek. Az énce igerideki banyoda giplakligima nasil bir aliskanlikla, nasil bir
rahathikla bakngimi disintiyorum. Gévdemin bunca yih benden bylesi kopuk olusu nedendi

acaba? (s. 177)

Bijtiin bu coskunluk ve bedeniyle kendini yeniden bir bitiin olarak hissetmedeki
uzlasi huzuru, Aysel’e Engin‘den gelir. Aysel kadinligi yeniden bulus zamanlari
icin ‘6¢ alma’ tabirini kullanir, kendini yok saydig yillardan intikam almaktadir:

Bu budalahklari, bu saf kizliklan tamamlamak gerekir. Ne tuhaf bir &¢ alis. Bu é¢ alistan ne
tuhaf ve hem de tiskenen bir tat alisl.. {s. 217)

Ozgiirlige Giden Yol

Aysel kendisine cizdigi gérev dolu hayat cizgisinden sapma géstermistir. Bireyin
topluluk karsisindaki aykinligini yasar. Bu aykiri durus, hayatin disina ctkmak hem
kendini bulmak hem de 8zgiirligiiny ispatlamak anlamina gelmektedir. Aysel'in
szgirlige verdigi anlam da ilgingtir. Onun icin ézgiirlitk, diz bir cizgi halinde
devam eden, fazla sosyallesmis, ferde yasama imkani tanimayan, isinde telfs bir
duygu kimildanisi ve ictenlik tasimayan gérev duygusuna karsi alinmis bir tavirdir.
Yani bireyin 8zgirligudir. Kendine yonelis ve kendini bulustur. Ve hemen her
varolusy Aydin’a ispatlama istedi burada da kendini gésterir. Engin'le 8zgur bir
kadin oldugunu onun da duymasini ister. Bu bir taraftan da bir 8¢ alistir. Kendisini
kendisine yabancilastiran st kimliginden intikam alirken, Aydin’dan da infikam

almis olacaktir:

Basucumdaki telefon durmadan aklima takiliyor. Neden ille de telefon edip, Aydin't gagirmak
istiyorum. Ozgr bir Turk kadini olusumu onunla kanlamadim. Yirmibes yasinda bir delikanh
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ile kanitladim. Anlasilan bunu bilmesini istiyorum. Béyle ise apagik bir 8¢ alma 6zlemi igindeyim
demektir. (s. 108)

Aysel, kadinin kimlik schibi olma sirecinde kadin kimliginin yok edilmesine
karsidir. Sorumluluk ve gérev, kadini sosyal agidan &zgirlestirmistir. Fakat asil
6zgilik, duygusal szgirliktir. insan, gérevi yiklenirken yasanmislik degeriyle
yani bireysellesmis sekliyle kabul etmelidir. Aysel’in kimlik ve 8zgiirlik adina feda
ettigi seyler kendi hayatindan caldiklanidir. Bu anlamda Aysel, duygusal
ozgirliginin pesindedir. Aysel kendisiyle dolu olmayan bir hayatin pismanligini
yasamaktadir. Konumu, aydin kimligi Aysel'in duygusal zgirligini, kisisel
62gurliguni elinden almistr. Duygusal 6zgiirliginy ispatlamak adina Engin’le
yatar:

Evet bir kez yatim &grencimle. Bu yahstan kisa siiren bir tat aldim. Burasi gergek. Beynimden
ok, beynimde kurulan bir imparatorlugun sehvetiydi belki. insan kendini tek basina
dzgiiflestiremezse ve tek basina zgirlestirme dusii icinde bogulmussa kendinden sonra

gelenlerin altina yatmalidir. (s. 43)

Aysel, ézgirligi yasayamamis, onun ancak diisiini gérebilmistir. Yani
kazandigini dissindigi 6zgirligin realitede karsilig yoktur. Aysel'in biitiin diisi
hem dusiinsel hem de duygusal olarak 6zgiir olmakhr. O her iki anlamda da
yeterince &zgirlesememistir. Ustelik hayatinin gdrevlerine adadigi balimi, duygusal
hayatini siirekli tehdit etmektedir. Toplumsal beni ile kisisel benin catismasini
yasamaktadir. Bu yizden Engin’le uyanan kisiselligine de rahatca birakamaz
kendini. Ciinki) sosyal tarafi bunu reddetmektedir. Bir sire sonra Engin’e de
gérevlerinin isigiyla bakmaya baslar. Béylece yasama ihtimali kendine agilan
sonsuz bir kapi olabilecek aski da icine gérev tasiyarak yok eder. Docentligi, bir
kere daha kisiselliginin yerine gecer:

Butiin bir gece kendime hicbir seyi cok gérmedim. O kadar da degil. Bazi sahtekarliklarim
oldu. Bana nasil bakhginin farkindaydim. Ama farkinda degilmisim gibi durdum. Kadinca
sartlanmalar nedeniyle degil, bir dogent olusumun sartlanmalarindan heniiz kurtulamadigim
icin. {s.174)

Ust kimligiyle kadin tarafi, kisiselligiyle toplumsalligi Engin karsisinda da
gatismaya baslar. Engin, Aysel’e kadinliginin kapilarini agmishr. Aysel'i otel odasina
gétiren de bu cahsmadir. Aysel, otel odasindan ¢ikmadan énce hayat adina
yasadigi her seyin Engin’de toplandigini séyler:

Bir Engin sorunum vardi galiba. Ama simdi kendimi onca zorluyorum, cocugun yiiziing, yiiz
sizgilerini, sainin rengini bile géziimiin dniine getiremiyorum. Engin’in yiziidir diye géziimin
nine gelen sanki bildigim ve yosadigim her sey. (s. 299)
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Aynaya Diisen Gélge: Ben

Aysel yasamin bir yerinde durup kendisine, kendi aynasindan bir an bakan ve bu
kiicik zaman dilimi icinde bitin yasamini bagimsiz ve hayatin dl&InC_JCI. kalarak
slimiin gdlgesinde sorgulayan bir aydin kadindir. Kendi istegiyle kendini hayatin
disina cikarmis ve hayat sahnede birakarak, kendisi seyirci koltuguna oturmustur.
Orada gérdigi kendi hayah, kér kuyunun basinda dénip durmaktan ibarettir.
Zaman ilerlemekte, Aysel yaslanmakta fokat hayah yerinde durmaktadir. Onunki

bir durus hikayesidir:

Bitiin tutsaklik perdelerini yirtiyorsun, yirtiyorsun. Higbir seye baslanilmamis sanki, }]icbir. sey
eskimemis, yeniden eskiye baslamak. Ayni seyi hep yeniden, yeniden denemek, kendine hichir
sey katmadan, istelik usanmadan, usanmay: kendine hak tanimadan. Kadin olmadan énce

insan oldugunu bile unutarak. {s. 46)

Aysel bu duran hayatin tam ortasindan kendisini onun disina atmaya calismishr.
icine dogru bir disiis yasamistir. Bu, bireyin kendiligine, kenFIi f:|)/k|r|.!|<‘§|nc1f
topluluktan kopusuna yénelen bir sorgulamadir. Ustelik yalnizca tekil bir dusiinmeyi
degil bir dénemin, bitiin bir neslin ige dénis sorgusunu kapsar.

Her sey yolunda gériniiyordu. Artik dyle goriinmemeli. Otuz yilda hicbir ')_:ere gelinmemisse,
bir baskaldir mutlak olmali. Bu higlik de yasanmal. Bu bosluga olanca hizla disstilmeli. Bu
dists gercek yiizini géstermeli. Bir diisis yok gibi yasanilamaz. Disillen yerden yildizlar

seyredilemez. (s.101)

Aysel, merkezinde kendisi olan koca bir dairenin etrafinda déne déne en
sonunda kendine dogru bir yolculuk yopmistr. Ona 8limii géze aldiran, onu 8limiin
esigine getirip birakan, gérevleriyle kendisi arasinda, hayatla &lim qru_sujdq asil
kalan bir baskaldir... Aysel yildizlar karartmayt denemis, &lmek istemistir. Fakat
yildizlar halé parlaktirlar ve Aysel slmemistir. Herhangi bir ofelde Aysel_lgm ayrilmis
bir oda oldugu sirece... Tirk romaninda bireyin dogus serivenine eklenen
halkalardan biridir. Onun hikayesi bu dogusun sancilari olarak nemini hep

koruyacaktr.

]
f
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Abstract

Aysel’s Tragedy or the Depression of the Intellectual Woman
in the Novel “Olmeye Yatmak” (Lie Back to Death)

In the novel Olmeye Yatmak by Adalet Agaoglu, the thematic issues revolve
about the self-questioning of intellectuals during a certain period of time.
The heroin of the novel, Aysel, is questioning herself in term of guilt erosed
by a conflict between duty and her personal ideals. Aysel questions her
nihilistic idealism which is also the denial of the individual. According fo
herf the individual must be herself, and should be herself to determine her
belief and duties. The way to become an individual involves a commitment
fo personal experience and having the personal right of choice. In the novel,
Aysel whose duly it is to promote the principles of Republic while struggling
to become an individual, is being questioned under the light of Aysel’s
attempt to commit suicide in a hotel room.

At the and, Aysel leaves the hotel room with having achieved relief of
obs‘ofufe personal questioning. An individual should question values and
Seg,efs on the process of finding herself. Life shouldn’t be lived blindly as a

uty.

Key Words: Adalet Agaoglu, intellectual woman, individualism.
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Lady Montagu’nun Mektuplarinda Osmanl Kadim

Ayse Demir*
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6zef

Bu calisma, 18. yiizyihn baslarinda Osmanli cografyasinda bulunan Lady
Mary Montagu’nun Tirkiye hakkinda Avrupali dostlarina yazdigi mektuplari,
Tirk kadini konusunda icerdigi bilgiler bakimindan degerlendirmeyi
amaclamaktadir.

Bugiin bizler icin bile merak konusu olan dénemin kadinlarini Binbirgece
masallarinin egzotik ortamindan ¢ikaran bu mektuplar, kadinlarin zorunlu
olarak yéneldikleri ézel yasamlarinda olusturduklari zengin ve renkli bir
gelenekler sistemine de isaret eimektedir. Tiirk sosyal hayatinin cesitli unsurlari
yaninda 18. yizyil Osmanh kadininin olusturdugu yasam bicimlerini yine
bir kadin géziiyle yansitan bu mektuplar giinimizde de degerini

korumaktadir.

| - Seyahatnameler

/)
Seyahatnameler bir ilkenin kiltirel ve sosyal yapisinin agikliga kavusmasinda
mihim bir yere sahiptir. Bir devletin tarihi gorenekleri, yasam tarzi gibi tarih
kitaplarinin‘haklarinda fazla ayrintiya yer vermedikleri konulari seyahatnameler
ele alirlar. Bsylece bir devletin siyast tarihini tamamlayici bilgiler bu tir eserlerle
saglanabilmektedir. Ozellikle Osmanl gibi sosyal hayat bakimindan yeterince agiga
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cikmamis yénleri bulunan bir devlet icin bu tir bilgiler daha da 6nem arz etmektedir.

Osmanli Devleti'nin siyasi hayat oldugu kadar sosyal hayat da farkl disince
sistemlerine sahip insanlar tarafindan birbirine tamamen zit bakis agilarina gére
degerlendirilmistir. Bir devlet hakkinda bu kadar farkli yorumlarin yapilmasinin
kékeninde bilgi -6zellikle belge- eksikligi yatmaktadir. Dénem hakkinda kesin
hikimlere vanlabilecek kaynak yoklugu obijektif verilerin yerine subjektif yorumlarin
gesmesine neden olmustur.

Osmanli Devlefi’'nin sosyal yapisi iginde tartsmaya en acik konulardan biri ise

Osmanli kadininin toplum igindeki yeri olmustur. O dénemdeki kadinlarin -

yasanhsiyla ilgili yeterince bilgi ve belgenin olmayisi dogru degerlendirmelerin
yerini esili faraziyelerin almasi sonucunu dogurmustur. Bizzat Osmanl kadininin
elinden cikmis verilere ulasilamayisi da arastrmacilar bu alanda yari yolda
birakmstir. Bu konuda bilgi verebilecek seyahatnamelerin birgogu ise kadinin ev
yasanhsini géremeyen, toplum iginde kadina verilen degeri tespit edebilecek kadar
uzun sire gdzlem yapamayan erkek seyyahlar tarafindan yazilmistir. Erkek
seyyahlar ise nifuz edemedikleri Osmanli kadin hayah hakkinda birbirinden gok
farkl gorisler ileri sirmektedirler. Bu durumda bu eserlerin de bize verebilecegi
bilgiler yeterli olmamaktadir. Béyle bir ortamda sinirh da olsa ele gecen bir belge
gecmisi agiklamak icin bize 1sik tutacaktir. Lady Montagu'nun - mektuplarindan
olusan ve ilkemizde Tiirkiye Mektuplari adiyla nesredilen kitap bu bakimdan
anlamhidir.

Il. Lady Montagu ve Tirkiye Mektuplan
a- Lady Montagu

Lady Mary Montagu, 1689'da Nofinghamshire’de dogdu. Babasi tarafindan
yefistirilmis ve bu egitim sayesinde ingiltere'nin en aydin kadinlarindan biri olmustur.

Edward Wortley Montagu’yla yaphg: evlilikten sonra Londra’ya yerleserek
edebiyat cevreleriyle yakinlk kurmustur. Bu muhitte Gnli Ingiliz sairi Alexander
Pope ile tanismis, kurdugu dostluklar sayesinde entelektiel cevrelerde &zellikle
edebiyatcilar arasinda faninmis bir isim haline gelmistir.

Esi Edward Wortley Montagu’ nun 1717 yilinda ingiliz elgisi sifatyla istanbul
a tayin edilmesiyle birlikte Lady Montagu da  iki yil siirecek seyahatine baslams,
Hollanda, Almanya, Avusturya ve Macaristan giizergahini takip eden yolculugunu
istanbul’da tamamlamistir.

Lady Montagu, ingiltere’ye déniisiinden uzun bir zaman sonra (1730) esinden
ayrilarak Venedik'te yasamis, 1761'de tekrar iilkesine dénerek orada 1762'de
8lmistir.

Lady Montagu, 1717 yilinda baslayip 1718 yilinin ortalarinda biten seyahati
sirasinda Balkanlar’dan itibaren Osmanli cografyasinin 8nemli bir kismini gérme
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imkani bulmustur. Tirk sosyal hayati ve bunun bir parcasi olan kadin hayat
hakkinda gézlemleriyle edindigi bilgileri tasiyan mektuplar, bu seyahatin iriinleridir.
Slsminden bir yil sonra yaymnlanan mektuplaninin bir bélimiing olusturan

Tiirkiye Mektuplari, basta Voltaire olmak

Eser Turkiye'de de Sark Mektuplari adiyl

nesredilmistir.

b- Tirkiye Mektuplan

zere bir cok insanin dvgusini kazanmishr.
a 1912 yilinda Ahmet Refik tarafindan

Lady Montagu, 12 Subat 1717 tarihinden 19 Mayis 1718 tarihine kadar cesitli
sahislara 20 mektup yazmistir.

Mektuplarin kimlere, hangi tarihlerde génderildigi asagidaki tabloda yer
almaktadir:
Gonderilen Kisi Yazildigs Yer Adet Tarih
Alexander Pope Belgrad 1 12 Subat 1717
Alexander Pope Edirne 1 01 Nisan 1717
Alexander Pope Belgrad Ksyi 1 17 Haziran 1717
Anne Thistlethwayt Edirne 1 01 Nisan 1717
Anne Thistlethwaryt Beyoglu 1 04 Ocak 1718
Kontes de ........ 1 Mayis 1718
Lady Bristol Edirne 1 01 Nisan 1717
Layd Bristol S— 1 10 Nisan 1718
Lady Mar Edirne 1 01 Nisan 1717
Lady Mar Edirne 1 8 Nisan 1717
Lady Mar Beyoglu 1 10 Mart 1718
Lady ........ Edirne 1 01 Nisan 1717
Lady ........ Belgrad Koy 1 17 Haziran 1717
Lady ....... Beyoglu 1 16 Mart 1718
Prenses do Gal Edirne 1 11 Nisan 1717
Rahip Conti Edirne 1 01 Nisan 1717
Rahip Conti Edirne 1 17 Mays 1717
Rahip Conti istanbul 1 29 Mayis 1717
Rahip Conti Istanbul 1 19 Mayis 1718
Sarah Chiswell Edime 1 01 Nisan 1717

Lady Montagu, bu mektuplariyla Osmanh cografyasini ve toplumunu merak
eden dostlarina ilkeyi tanitma amaci giitmektedir. Her mektupta: toplumun bircok

yénin sergileyen teferruatl
ve goreneklere kadar bircok konuya temas edilmektedir. Cok iyi bir g&

bilgilere rastlanmakta, ordudan kadinin yasayisina
zlem
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kabiliyetine sahip olan Montagu, Tirkiye'yi ve Tirkleri tanimayanlarin konu
hakkinda fikir edinebilecegi kadar etraflica agiklamaya galismishr.

Sayist yirmiyi bulan mektuplar Ingiltere’de yasayan dostlara yazilmistir.
Dolayisiyla mektuplarda samimi bir hitap tarzi ve Gslup kullamilmistir. Lady Montagu
sGir dostu Alexander Pope’a Belgrat ve Edirne’den ic mektup yazmishr. Ik
mektubunda Osmanli Devleti’nin sinirlart icinde ilk ugrak yeri olan Belgrat'in
konumundan, sehrin ahalisinden ve Tirkler'in Belgrat'a verdikleri nemden s6z
efmistir. Alexander Pope’a ikinci mektubunu Edirne’de, ilkinden yaklasik iki ay
sonra yazmishr. Kalmis oldugu yerin 6zelliklerini eski sairlerin dizelerinden érnekler
vererek anlatmistir. Bunda muhatabinin bir séir olmasinin da pay! vardir. Bu
mektubun &nemli bir kismi Ibrahim Pasa’nin esi icin yazmis oldugu siire ve siirin
aciklanmasina ayrilmistir. Lady Montagu, en iyi Turk siirlerinden biri saydigi bu
siiri mektubuna alarak Alexander Pope’un Osmanli siirinin durumu konusundaki
merakini gidermek istedigini belirtir. Mektupta ayrica bu sehirde gérdiigi halk
danslarini da anlatir. Montagu, Pope’a uzun uzun burada gérdiigii cicek hastaligina
karsin yapilan asidan bahseder. Yash kadinlar tarafindan yopilan bu ast insanlarin
bagisiklik kazanmasina neden olmakta idi. ingiltere’de 1798'de ilmi tecribelerle
Dr. Edward Jenner tarafindan ortaya konan gigek asisinin bulunmasinda Mntagu’nun
anlathiklarinin gnemi olmasi olastdir (Afetinan, 1967, s. 4-5). Uciincii mektup Belgrad
Kéyi'nden yazilmishr. Bu mektupta icinde bulundugu ruh halini, yazar ve sairlerin
eserlerinden 8rnekler vererek anlatmaktadir.

Lady Montagu Anne Thistlethwayt'e de Edime ve Beyoglu'ndan iki mekiup
yazmishr. Bu mektuplarda ok cesitli konulardan bahsederek Avrupalilar tarafindan
hakkinda gok az sey bilinen Osmanli’yr tanitmaya galismishr. Anne Thistletwayt'e
yazilan ilk mektupta olduksa ilging konularin anlatimina rastlanmakta, &rnegin
arkadasina &ncelikle deveden bahsetmektedir. Ciinkii Bati ilkelerinde hig
gérilmeyen bu hayvan ona olduksa sasirtici gelir ve anlatma ihtiyact duyar. ikamet
eftigi Osmanli evinin yapisi, esyalar ve kadinlarin vakitlerini gecirmek icin edindikleri
ugraslar yine bu mektubun satirlart arasinda yer almakiadir. Lady Montagu yazdigs
ikinci mektupta ise kadin yasamlarindan &ézellikle eglencelerinden bahseder. Bitiin
bunlardan séz ederken de samimi bir islup kullanir.

Lady Montagu, adi tam olarak verilmeyen Kontes de ...’ye de bir mektup
yazmishir. Bir kadina yazilmis olmasi sebebiyle ogirlikli konusu kadin olan bu
mektupta hamamlardan ve kadinlarla ilgili ilging hikéyelerden bahsedilmistir. Lady
Montagu’nun Lady Bristol, Lady Mar, Prenses de Gal ve ismi agiklanmayan Lady’e
yazdigi mektuplar da hemen hemen Anne Thistletwayt'e yazilan mektuplarla ayni
Uslup ve muhteva dzelliklerini géstermektedir.

Lady Montagu seyahati siiresince en gok mekiubu Rahip Conti'ye yazmistr.
Mektuplar genelde Rahip Conti tarafindan sorulan sorulara cevap niteligindedir.
Bunlarin da icerigi diger mektuplar gibi cesitlidir. Rahip Conti’ye verdigi bilgiler
dncelikle din hakkindadir. Rahip Conti, bir din adami olmas sebebiyle Tirkler'in
dint inanislarini merak etmis olmalidir. Lady Montagu ise bu sudllere cesitli
arastrmalardan sonra cevaplar vermis, Rahip Conti'ye yazilan dért mektupta da
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samimi oldugu kadar saygili bir ifade tarzini benimsemistir.

Tirkiye Agriekfuplan’ n)c;?:l yer alan mektuplar Avrupalilarin Tiirkller hokklnfiuki
8nyargilarinin gogunu ortadan kaldiracak niteliktedir. Lady Montagu’nun 18.yiizyil
Osmanh cografyasindan kesitler sundugu bu mektuplar sadece Avrupalilar igin
degil Tirk toplumu icin de biyik deger tasimaktadir. Osn.mnh hakkindaki
bilgilerimizin yetersizligi gz énine alindiginda genis degerlendirmelere yer veren
bu mektuplarin kiymefi daha da anlasilacaktir. Cinki Lady Montagu s?yohof eftigi
cografyanin sadece belirli &zelliklerine deginmekle yetinmemis, siyasi yapllgnmc
hakkinda da bazi bilgiler aktarmistir. Ancak askerd ve siyasi alanda ver||e'n bilgiler
gdzlemden cok nakillere dayandigi igin tatmin edici géziik'memektedlr. Bunun
disinda Lady Montagu’nun sundugu en énemli ve diger kayngHordq
karsilasamayacagimiz bilgiler kadin ve kadinin ev yasanhsina ait kendi gézlemleri
sonucu ortaya koyduklaridir. N

Lady Montagunun, ingiliz elcisinin esi ve kadin olusu ona Osmon!q evinin ve
szellikle harem dairelerinin kapisini kolayca agmis, dostluklar: soxes[nde kadin
yasayisini en ince ayrintilartyla misahede edebilmistir. O yizyllda hicbir seyyahin
elinde bulunmayan bu imkanlari iyi degerlendiren Lady Montagu, ev||!|kfen kadinin
aile yapisindaki yerine, giyiminden yemek zevkine varlncaya.k.uddr bircok kon.u.do
tespitlerde bulunmustur. Edirne ve Istanbul’da st diizeydeki insanlarin fev|e|f|nde
bulunur ve bu cevrede karsisina gerek Avrupalilar gerekse bizim igin birgok
bilinmeyen noktalara sahip Osmanli harem hayati gikar. Merak konusu olan bu
mekanin kapilari mevkisinden ve cinsiyetinden dolay: sadece ona agihr. Kendisi
de sahip oldugu bu imtiyazi arkadasi Anne Thistletwayt'e su sekilde anlatir:

Oyle zannediyorum ki, bitiin bunlari okurken, bilmedikleri seylerden bahsefTeP:liE;in kendilerini
bir tirlis tutamayan basit seyyahlarin hahralarndan biisbitin farkl 5‘?}"?" gprdugunuze hayret
edersiniz. Oysa ki seckin bir zimreye dahil olmadiksa veya olaganisti bir firsat glkmadikea
hicbir Hiristiyan Tirkiye'de kibar bir adamin evine giremez. O?:e"ﬂde harem famamen yasakhr.
Bu yiizden basit seyyahlar iceriye nifuz edemedikleri igin evlerin ancak fazla gosterisli olmayan
dis kisimlarini anlatabilmektedirler. Zaten haremler arka ‘tcr.cﬁa olduklcn".uq.don' §okcktan
gérilemezler. Disaridan yalmiz gayet yiksek duvarlarla cevrilmis bahgeler gérilebilir. (s. 73)

Bu satirlarda sadece Lady Montagu’nun elde ettigi ayricaligi da?:gi| mektuplarini
diger seyahatnamelerden ayiran 6zgiin taraflar da buluruz. Diger .s.;eyyohlarm
gérebildiklerinin bahge duvarlarindan ibaret oldugunu dusuﬂnursekf Lady
Montagu’nun ince ayrinhlara dikkat etmeye galisan anlatiminin 18. yizyil Osmanli
kadini hakkinda ne kadar gok sey séyledigi fark edilebilir.

Lady Montagu’nun mektuplarinda her siniftan kadin yer c|.m.aktqd‘|,r. Saray
kadinlari ve dostluk kurdugu st dizey devlet adamlarinin eslerini gldugu kadar
toplumun diger katmanlarinda bulunan kadinlari da eserine tasima imkani bulur.
Burada yapmis oldugu gézlemleri Lady Montagu'yu bir seyyah olarak daha da
ayncalikh kilar. e

Lady Montagu’nun mektuplarini farklilastiran yalniz O‘sE\cn[[ evine ni Ulz'
edebilmis olmas: degildir, Osmanlh evine ve kadinina yénelttigi gogu mukayeseli
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gézlemleridir. Onu ne gikaran nokta, yazarimizin kadin duyarlihigi ve sahsi gézlem
kabiliyeti sayesinde her ayrintiya vakif olmamizi saglamasidir. Oryantalist bir bakis
agisiyla geldigi Osmanh cografyas: ve Turk insani hakkinda kapsamli ve tarafsiz
olmaya calisan bilgiyi aktarmaya gayret gésterir. Béylece cagdaslarinin ve sonraki
okuyucularin sorulari cevaplar bulmus hem de &n yargilar sarsilir.

Il - intibalar

a-Mekanlar
a-i. Zengin Evleri

Lady Montagu’nun yakinlik kurdugu insanlar mevki sahibi kisilerdir. Dolayistyla
gordigi evlerin biytk kismini zengin evleri olusturmaktadir.

 Yazarin ilk grdugu harem dairesi, Edirne’de Kethiida esinin haremidir. Haremin
mimarisinden, cariyelerin durumuna kadar ilk defa karsilashgr seyleri, snyargilarin
ve Snyargilarin bir siire sonra zihninden silinisini anlathgi satrlar oldukca ilgi
cekicidir. Evin yapisindaki incelikler, agaglarin gélgeleriyle korunan ev ve giceklerle
siislenmis odalar Lady Montagu’yu olduksa etkiler. Fakat bunlardan daha cok o,
biyiik bir misafirperverlikle kendisini karsilayan ev sahibesi Fatma Hanim izerinde
durmus, mektubunun &nemli bir bslimiinde bu giizel kadindan bahseder:

Tcmr_lo‘rl oderece asil ve o derece tabii idi ki, bizim barbar tanidigimiz bir memlekette diinyaya
ggldlgl halde onu Avrupa'nin en muhtesem tahtlarindan birine oturmus gérenler kralice olmak
igin dogmus oldugunu zannederler. Velhasil gizelligi bistiin gizelleri gélgede birakir. (s. 79)
~ [...) Daha nce terciimanim bana Fatma'nin giizelliginden bahsettigi halde o derece hayretler
|g.|lnde kaldim ki, bir miiddet gzelligini seyre daldigim icin kendisiyle konusamadim. O ne
guze.f yiz ve ne sleiilii viieuttu! Tabiat cildine cok fafli bir renk vermis. Giilimseyisi cok cekici.
Mavi renginin bayginhgina sahip iri, siyoh gézleri vard:. insan ona ne tarafian bakarsa baksin
yeni bir gizellikle karsilasiyor. Bu ilk saskinligimin tesiri gecer gegmez, herhangi bir kusuru
olup olmadigin anlamak iin yakindan tekrar baktim ve her bakimdan giizel bir kadinin hosa
gitmiyecegi hakkindaki kanaatlerin yanlis oldugunu anladim. (s. 76-77)

Lady Montagu Tirk kadinlarini anlatirken burada yaphgr gibi sik sik
mukayeselere gider. Bu mukayeseler, ilk bélimlerde daha cok kadinlarin ilk gériiste
dikkati ceken giizellikleri ve kiyafetleri ile ilgilidir. Genel olarak Fatma Hanim’in
sahsinda Osmanli kadinini giizel buldugunu belirtir. Lady Montagu Edirne’de
gériserek giizelligine ve inceligine hayran kaldigi Kethiida’nin esi Fatma Hanim'la
Istanbul'da gériisme imkant bulur. Onu istanbul'da da Edirne’de oldugu kadar
gosterisli ve canli bir ev hayat karsilar:

EV|n|nle5yc15|I gayet zevkli ve zarif. Kishk odalarda sirma oyali kadife, yozliklarda ise yine
sirma islemeli Hint kumas: déseli. Burada kibar kadinlarin evleri, Hollanda’ dakiler gibi temiz.
Fatma’nin evi Istanbul'un en yiiksek yerinde, pencerelerden deniz, Adalar ve Anadolu
yakasindaki daglor gériluyor. (s. 81) ’
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Lady Montagu Edirme’de Sadrazam Halil Pasa’nin evine de gitmis, burada
Sadrazam ve esiyle gérismistir. Fakat Montagu, bu ziyaretten fazla
hoslanmamistir. Cinkii Sadrazam ve esinin yash olmasi yiizinden bu evde canli
bir yasantyla karsilasamamasi onun sikilmasina neden olmustur. Ancak bu evde
Turk yemekleri hakkindaki izlenimleri kiltir tarihimizi bu agidan da bir parga
aydinlatmasi bakimindan &nemlidir:

Esi (Sadrazam Halil Pasa) cok nazik davranarak, yemege kadar benimle goriisti. Yemekler
size anlatlabilecegi gibi fena olmayip, Turk zevkine gére, gok cesitli yapilmish. Burada nasil
yemek yapildigina dair size bilgi verebilirim. Cinki Belgrad'da hafta kadar bir efendinin
evinde oturdum. Ahcilarina bizim icin cok nefis yemekler pisirtti. ilk hafta yemekleri pek
mitkemmel buldum. Fakat sonunda bikhgimi saklamama sebep yok. Kendi usulimiizde bir
yemek pisirtmek icin miisaade istedim. Zannederim aliskin olmadigim icin bikhim. Ciinki bir
Amerika yerlisi ne bizimkine ne de onlarinkine aliskin olmasa, mutlaka enlarinkini tercih
eder. Turkler efleri cok fazla pisirip, déviilmiis baharat kullaniyorlar. Salcalan da cok keskin.
Corba yemeklerin sonunda veriliyor. Fakat sebzeleri bizimki kadar gesifli. Sadrazamin esi,
bana fevkalade bir misafirperverlikle hepsinden yedirdi. Onun nezakefi kadar fazla istahim
olmayisina canim sikild:. Yemekten sonra kahve, buhur verildi. Bu, gésterilen saygiy: ifade
edermis. iki cariye diz cokiip saglarima, elbiselerime ve mendilime kokular serptiler. {s. 110).

Lady Montagu’nun bu anlatiminda yemek zevkinin yani sira Tirk kadininin
misafire gosterdigi yakinligi, misafirini nasil agirladigi, ona ne gibi hizmeflerde
bulundugu yer almaktadir. Ayrica bu izlenimlerden Tirk yemek kiltrindeki
devamlilik ve degismelerle ilgili fikirleri de gikarmak mimkindor.

ii. Hamamlar

Toplum hayatina, ginlik yasama gok aktif olarak katilamayan Osmanli kadins,
sokaktan uzak kapali mekénlara yénelmistir. Béylece hamam kilfiiring gelistirmis
ve bu mekéna birden cok ve dnemli islevler yiklemistir. Haftada bir burada
bulusarak derflerini ve sevinglerini paylasmaktadirlar. Ginimiize yaklasildiginda
hamamin bu bircok islevinden artik syrilmis oldugu gérillmektedir. Bu gelenegin
yizylllar boyu devam etmesinde Tirk kadininin geleneklerine siki baglanisinin ve
sosyal hayata katlma ihtiyacinin payi vardr.

Osmanli kadint hamamlarla adeta erkeklerin toplant yerleri olan kahveharlelere
paralel olacak bir mekan gelistirmistir. Buralarda gok sayida kadin bir arada
bulunarak hem gériisip iyi vakit gegirmekte hem de onlar tarafindan sUrdirilen
geleneksel davranis ve térenlerin devamliligi saglanmistir. Ayrica digin
merasimlerinin énemli bir bliminin bu mekanlarda yapilmast kadin hayatindaki
yerini saglamlashrmakia, hatta vaz gecilmez bir hale getirmistir. Lady Montagu
da gérmiss olmaktan pek memnun kaldigini séyledigi bir hamam duginine istirak
etmistir. Bu térende gelinin getirilisi ve tavirlari, genc kizlarin giizelligi onun ilgisini

cekmistir:
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Ug giin 8nce sehrin en giizel hamamina merak ettigim igin gittim. O giin oraya yeni bir gelin
gelecekmis, bu sebeple yaphklari merasimi biyik bir zevkle seyrettim. Ve Teokrites'in
Epithalome d'Helene’ini hatirladim. Bana &yle geldi ki, bu merasim o zamanlar neyse simdi de
o. Yeni akrabalik kuran iki ailenin dostlar, akrabasi ve hatta tanidiklart hep hamama geliyorlar.
Bazilar da sirf seyretmek icin geliyorlar. Velhasil hamamda iki yiize yakin kadin vardi. Evli ve
dullar hamam dairelerinin kenarlarindaki mermer setrelere oturuyorlar, geng kizlar ¢abucak
soyunuyorlar, iizerlerinde inciler ve kordelalarla sisli saglarindan baska bir sey kalmiyor. iki
tanesi yeni gelini karsilamak isin kaprya dogru gittiler. Gelini annesi veya akrabasindan biri
getiriyordu. Gayet giizel ve ancak onyedi yasindaydi. Elbiseleri hep miicevherlerle siisli agir
bir kumastan yapilmish. Gelini gabucak anadan dogma hale getirdiler. O sirada geng kizlardan
meydana gelen alayin éniinde iki kiz kirmizi kaplardan etrafa kokular sagiyorlard:. Diger otuz
kiz da ikiser ikiser arkadan geliyorlardi, Ondekiler bir sarki séyliyorlar, 8biirleri bunu
tekrarliyorlard. En geriden gelen gelinin yaninda iki kiz vard:. Gelin gézleri yere dogru, gayet
alcak génilli bir tavirla yiriyordu. Bu pek hosuma gitti. Kizlar béylece hamamin ¢ biiyik
salonunu dolastilar. Bu manzaranin giizelligini anlatmak ok zor. Hemen biitiin kizlarn viicutlar
cok diizgiin ve tenleri géz alacak kadar beyaz. Hamama sik gitmekten seffaflasmis. Alay
bitince gelin, hatrl hanimlara takdim edildi, herbiri farafindan iltifatli sézler ve miicevher,
kumas, mendil veya buna benzer hediyelerle tebrik edildi. Kendisine hediye verenin elini spiiyor
ve hediyeyi kabul ediyordu. {s. 132-133)

Lady Montagu, hamamda orta sinif Tiirk kadininin yasantisina tanik olmustur.
Osmanl kadininin hayatina uzun siiredir asina olmasi ve hamamda gordikleri
sonucunda Tirk kadinlarinin fikir sahibi nazik ve ingiliz kadinlar kadar 8zgir
oldugu kanisina varmistir. Kadinlarin hamami bir toplanma merkezi ve sosyallesme
alani olarak kullandiklarin tespit etmistir.

b. Cariyeler

Lady Montagu'nun zellikle gézlemledigi diger bir konu da cariyelerin yasam
tarzidir. Para karsihd alinip satlan ve hayatlarina kolaylikla miidahale edilebilen
cariyelerin Osmanli Devleti’nde nasil bir yasam sirdiigu, Avrupali bir kadin olarak
onun da ilgisini gekmistir. Osmanli toplumunun aile igi yasantsi hakkinda teferruatli
bilgiye sahip olunamadigs igin cariyelerin nasil muamele gordikleri de agikliga
kavusmamishr. Bdylece hakkinda cok az sey bilinen her konu gibi bu da insanlarin
hayal giglerinin yardimiyla farkli hikéyelere déniismistir. Bu durum sadece
Avrupalilar tarafindan degil Tirkler tarafindan da bu sekilde degerlendirilmistir.
Biitiin bunlar biraz da cariyelik kavraminin kendisinden kaynaklanir. Cariyelerin
sahin alinabilmesi, sahiplerinin emri altinda olmalar: farkli yorumlari da beraberinde
getirir. Lady Montagu ise kendisinden cariyelerin yasamlar konusunda bilgi isteyen
dostuna uzun incelemeleri sonunda vardig yargiyr bildirir ve mektubunda su
ifadelere yer verir:

Benden cariyelere ait 6zel bilgi istersiniz. Fakat Hiristiyanlann anlattiklar: gibi bunlann hali
miithis diyemeyecedim. Tirk degilim ama talihsiz cariyelere gésterilen iyi muameleyi de takdir
ederim. Cariyeler dayak yemiyorlar ve esarefleri de diger memleketlerdekilerden fazla degil.
Kendilerine kefalet paras veri|)f,niyor ama elbiselerine yaptiklar masraf bizim hizmetgilerimize
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verdigimiz paradan fazla. Zannederim burada erkeklerin kadinlar k&t niyet ile satin aldiklarini
sdyleyerek itiraz edersiniz. Fakat biyik Hiristiyan sehirlerinde bundan daha az dlcakea bir
niyetle mi satin aliniyorlar 2 (s. 128)

Lady Montagu, bu satirlarla okuyuculara zihinlerinde yer etmis dramatik cariye
hikayelerinden cok daha farkli tablolar sunmustur. Yazar, bu sonuca ulasincaya
kadar kadinlarin topluca bulundugu yerlerdeki ve haremlerdeki cariyeleri
incelemistir. Cariyeler kendilerini satin alan kadinin hakimiyeti altinda
bulunmaktadirlar. Kadinlar arasindaki bu iliski mektuplardaki bilgilere dayanarak
kéle-sahip iliskisinden farkli boyutlara ulasmaktadir. Hanimlar cariyelerine
kendilerine yaptiklari kadar masraf yapabilmekte, egitimleri ile de yash cariyeler
alakadar olmaktadir.Yazarin bu gézlemlerini o dénemdeki bazi gelenekler de
desteklemektedir. Konaklar arasinda cariyelerin iyi yetistirilmesi hususunda bir
rekabetin oldugu bilinmektedir. Bu mekanlarda bulunan cariyelerin kullanimi “(....)
kaynaklandigi Saray’a gére, daha degisik bir gérinim icindedir. Buralarda kéle
sayisi daha az oldugu igin onlarla tek fek ve yakindan ilgilenme gelenegi yaygindi.
Efendiler, kslelere cogunlukla ana-baba gibi davranirlar, onlarin yetismeleri igin
ellerinden geleni esirgemezlerdi. Ustelik, kadin kéleleri yaslanmadan “azéd” ederek
kendilerine uygun bir kocaya verirlerdi” (Parlatir: 1987, s.14). Sarayda Hafize
Sultan’in cariyeleri de toplumun diger kesimlerindeki cariyelere benzerlik
gostermektedir:

Otuza yakin cariye vardi. Iclerinden on tanesi segme idi. Bunlarin en bilyiigi yedi yaginda idi.
Bu kiigik kiz gocuklarinin hepsi de ¢ok giizel giyinmislerdi. Sultani eglendirenler bunlardir
herhalde. Kendisine oldukca pahaliya mél oluyorlar. Bu yasta bir kizi yiiz Ingiliz lirasindan
asagiya alamaz. Kivircik saglarini hep sicekten yapilmis gelenklerle siislemislerdi. Bunlar onlarin
basliklari; sirmali kumastan elbiseler giymisler. Diz cokerek Sultan’a kahve ikram ediyorlar,
elini yikamast iin su getiriyorlar. Yasl cariyelerin bashca gérevleri arasinda bu kiigiik kizlarin
yelistirilmesi ve nakis 8grenmesi var. Hanimlarina 6z evlatlan gibi biiyik bir titizlikle hizmet

etmeleri gerekiyor. (s. 115)

Cariyeleri baska mekanlarda da gérebiliyoruz. Diger evlerde ise ayni gérevleri
siirdiirmelerinin yani sira kadinlar arasinda diizenlenen eglencelerde yer almakta,
kimi mizik aleti calmakta kimi de dans etmektedir. Cariyelerin agir islerde

cahstiklarina dair herhangi bir bilgiye ise mektuplarda yer verilmemistir:
f

Fatma Hanim’in bir isareti iizerine, derhal dért tanesi lavia'ya, gitar'a benzeyen calgilarla icli
havalar calmaya, tirkiler séylemeye basladilar. O sirada digerleri de sirayla oynuyorlard.
Bu dans simdiye kadar gérdiklerimden ¢ok farkliydi. insanda belli bir takim hisler uyandirmak
icin bundan daha sanatkarane daha uygun bir sey olamaz. Nagmeler o kadar tesirli; bazen
dokunakli bir vaziyette durup gézlerini siiziyorlardi. Sonra arkaya dogru egilip sanatla
kalkislarinin en hissiz bir sofunun dohi gériip de tesiri alinda kalmamasina imkén yok. {s. 80)
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Bu konuda dikkatleri geken en &nemli noktalardan biri de erkeklerin cariyelere
bakislar ve onlara takindiklari tavirlardir, Cariyelerin erkekler tarafindan cinsel
yonden kullanip kullanmadigina dair degerlendirmelere de yer verir Lady Montagu.
Bu durumun sanilanin aksine gok siki vukubulmadigini, seyrek olarak gérildiguni
belirtir. Dinin dért kadinla evlenmege izin verdigini ancak kadinlarin ihanete
tahammiil edememeleri sonucu 6zellikle kibar erkeklerin béyle bir tercihe
yénelmediklerini sdyler. Fakat bunu yok sayanlar da vardir. Ornek olarak da bir
defterdar verilir. Bu defterdar tamamen evin haniminin hakimiyeti alinda olan ve
ona hizmet etmekle yiskimli bulunan cariyelerle esine ihanet etmistir. Bylece hem
esinin kinini kazanmis hem de toplumda ¢apkin olarak degerlendirilmeye, toplum
icindeki sayginhigini yitirmeye baslamistir:

Tirkler'de seriat dort kadinla evlenmeye izin veriyor, ama kibar erkekler bu izinden istifade
etmiyorlar. Kadinlar ihanete asla tahammiil edemezler. Erkegin ihaneti gayet normal oldugu
halde, sevgilisini ayr bir evde oturtup gizlice ziyaretine gider, hipki ingiltere’de oldugu gibi.
Tanidigim kibarlar arasinda sadece defterdarin birkag cariyesi var. Bunlar selamhgin bir
kisminda oturuyorlar. Ciinki bir hanima hizmet etmek tizere alinan cariyeler tamamen o hanimin
hakimiyeti altina giriyorlar. Bu anlath@im defterdar isin gok capkin diyorlar ve hic sayg
géstermiyorlar. Esi yine ayni evde oturuyor, ama onu gérmek bile istemiyor (s. 54-55).

Saraydaki cariyelerin konumu ve padisahin onlara karsi tutumu da farkl bir
konudur. Belki de en gok dikkat gekici olani ve hakkinda yorum getirileni de budur.
Saray hayah Avrupalilar farafindan bash basina bir merak konusuyken buna bir
de cariyelik eklenince durum daha da masal Ggeleriyle beslenmeye baslamistir.
Lady Montagu kendi ifadelerine gére Avrupa’da bu konuda cesitli inanislarin
bulundugunu belirtir. Bu inanislar tamamen oryantalist bir gériisten dogmuslardir
ve hayali unsurlari iginde barindirmaktadirlar.

Mary Montagu, Il. Mustafa’nin esi Hafize Sultan’i ziyareti sirasinda hem
saraydaki cariyeleri gérmiis hem de bu konu hakkinda daha cok bilgi edinmistir:

Sultan (Hafize Sulton) son derece neseli, biiyiik bir nezakefle géristi. Kendisinden saray
hakkinda bilgi edinmek igin firsattan istifade ettim. Oteden beri padisahin hangi kizi isterse
ona bir mendil athg hakkindaki fikrimizin katiyen dogru olmadigini séyledi. Padisah istedigi
kizi kizlaragasi ile cagirthirirmis. Diger Sultanlar derhal ifaat edip o kizi yikar, giydirir, viicuduna
kokular siirerlermis. Padisah 8nce kizin odasina giizel hediyeler génderir, sonra da kendisi
gidermis. Yatagin ucuna kadar kizin siirinerek geldigi yalanmis (s. 113).

B&ylece mektuplara saray haremi, padisah ve cariyeler iliskisi de girmis olur.

c. Giyim-Kusam

Lady Montagu Tiirkiye Mektuplar’nda kadinlarin giyiminden de sikca bahseder.
Osmanli kadininin zengin olsun olmasin giyime harcadigi para géziinden kagmaz.
Modanin &zellikle saray kadinlar tarafindan takip edildigini vurgulayan Lady
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Montagu, mektuplarinda toplumun her kesimindeki kadinlarin giyimindeki zenginligi
dile getirir. Cariyelerin kiyafetlerini en az hanimlarinin giysileri kadar giizel
buldugunu bir sokak saticisinin karisinin bile bir elmasa sahip oldugunu belirtir.
Kadin kiyafetlerini anlathg: bslimlerden siphesiz en etkileyici olani Hafize Sultan’in
giyimini anlathgr balimdr:

Elbisesi son derece kiymetli idi. Size anlatmadan yapamayacagim. Arkasinda dolama ismi
verilen bir gémlek vardi. Kirmiz: renkli yukandan asagiya, yakasindan etegine kadar buradaki
kadinlarin elbiselerindeki diigmeler kadar elmaslarla siislenmistir. Lord Montagu’nun elmasi
kadar degil ama yine de nohut biyikliginde var. Bu diigmelerin izerinde ayni bir prensin
dogum yil déniiminde giyilen elbiselere konulan altin sislere benzeyen, iri elmas sisler
sarkiyordu, Gémlegi ise saplar iri elmaslarla sisli daha kiigik iki igne ile kemere tutturulmus.

ic gémlegini baklava bigimi iki elmas diigme ile iliklemis. Genis kemeri tamamen elmas isli.

Gerdanindaki iic dizi miicevher dizlerine kadar iniyordu. Biri iri inciler arasina kenulan Hint
yumurtasi biyiikligiinde ziimriit, digeri ise her biri ufak para biiyikliginde gayet koyu yesil
ic veya alh altin kalinhginda zimritlerden meydana geliyordu. Ugiinciisii ise yuvarlak
zimritlerden meydana gelmisti. Kiipelerin parilhsi digerlerinin hepsini gélgede birakiyordu.
Armut seklindeki kiipeler, findik biytkligindeki ik elmastan yapilmish (s.111-112),

Bu kiyafetin zerindeki miicevherlerin yarisina bile Avrupa’daki higbir kraligenin
sahip olmadigini da ekler. Bu gésterisli tablo 18. yiizyillda Osmanli saray kadininin
zevkini géstermektedir. Lale Devri'nin baslangig yillarina rastlayan bu izlenimler
devrin &zelligini de bir bakima yansitmaktadr. )

Lady Montagu Tirk kadin kiyafetlerinden cok etkilenmistir. Daha Istanbul'da
iken Tirk kiyafetlerini gok begenmis, Ingiltere’ye déndiskten sonra da beraberinde
getirttigi gok sayida Tirk giysisini degisik toplantlarda, maskeli balolarda giymis,
ayrica bu kiyafetlerle degisik portrelerini yaptrmishr (Yildiz, 2002, s. 569). Bu
kiyafetlerden birini Lady Mar'a yazdigi mektubunda en ince ayrintilarina varincaya
kadar anlatmishr.

d. Gizellik

Lady Montagu’nun Tirk kadininin giizelliginden bahseden sahrlar olduksa ilging
ve bir o kadar da gurur oksayiaidir. Yazar, Osmanli cografyasina yaphg: seychatin
ilk anlarindan beri Tiirk kadinini gok giizel bulmus, farkl mektuplarinda Tirk kadining
giizel yapan unsurlardan sik sik bahsetmistir. Gizellikten bahsederken siirekli olarak
Turk kadiniyla Avrupali kadin arasinda bir mukayeseye giristigi gorilmektedir.
Tercihini ise Tirk kadinindan yana kullanmishir.

Burada giizel kadin ingiltere’dekinden cok daha fazla ve cesitli. Cirkin bir kadin géremezsiniz.

Hem hepsinin géZleri kara, tenleri diinyanin en giizel rengi. Her ne kadar bitiin Hiristiyanlik
alemi icerisinde, ingiliz Kral sarayr en giizel kadinlarin bulundugu yer ise de orada bile bu

kadar giizel kadin yok (s. 53).
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Mary Montagu bu gibi ifadeleri her firsatta dile getirmektedir. Tiirk kadinina
gizellik katan her unsuru hayranlikla ama dikkatle incelemistir. Kadin duyarligiyla
bir gézlem yapmis olmasi bize bu konuda ok sey aktarmasina olanak saglamistir.
Ayrica Tiirk kadinlarinin giizellesmek igin bas vurduklan ysntemler de bu mektuplarin
iginde yer alir.

Montagu, seyahatinin ilerleyen kisimlarinda kadinlari daha yakindan inceleme
firsat bulmustur. Béylece kadinlarin sadece dis gizelliklerinden bahsetmekle
kalmamis onlarin toplum igindeki yerlerini ve haklarini da bizlere iletmistir. © bunlari
yaparken sahsi yorumlarini da iléve etmistir.

Avrupalilarin kadinin Osmanli Devleti iginde bir esirden farksiz oldugu inancina
ilk basta Lady Montagu da sahiptir. Fakat bu dissiincelerinden oldukga gabuk styrilir.
Avrupalilar tarafindan hicbir yetkiye sahip olmadigi disinilen Osmanl kadininin
aslinda bir gok hakk: elinde tuttugunu da belirtir. Toplum iginde asagilanmadigini,
kendisini koruyabilecek bir cok hak ve yetkiyi elinde tuttugunu séyler. Ona gére
kadinlarin schip oldugu haklar toplumun alt kesimlerinde daha kisith olmakla
beraber, st tabakalarda alabildigince genislemektedir. Su ciimleleri Osmanli
kadininin haklarini, toplum igindeki yerini belirlemesi bakimindan dnemlidir:

Zengin Tirk kadinlari kocalarindan hig korkmazlar. Ciinki onlarin gelirleri kendi ellerindedir.
Divan da kadinlara hiirmet eder. Bir pasa éldirilince Padisah haremin Gstinligine katiyyen
tecaviiz edemez. Dul bir kadin her bakimdan emniyet isinde yasar. Hamimlar cariyelerin
hakimidir, bunlar cok geng ve giizel olsalar bile esler asla yan bakamazlar. {s. 54).

Nitekim bu sézleri 1874 yilinda istanbul'u ziyaret eden Edmondo De Amicis de
Lady Montagu’ya bazi yénlerden katilarak tasdik eder:

Bu kadinlar hijrdir. Bu her yabancinin buraya gelir gelmez eliyle tutabilecegi kadar agik bir
hakikattir.” (Amicis: 1993, s. 202).

Osmanli kadininin baylece zannedilenden daha fazla salahiyete sahip oldugunu
gdrmekteyiz.

Sonuc

Osmanli toplumunun kafes arkasinda kalmis kadinlarinin yasamlarindan énemli
kesitleri vermeye galisan Lady Montagu, o dénemden giinimiize cok sey ulastrmistr.
Onun gesitli bashiklar alinda toplanabilecek fikirleri hem icerdigi bilgiler hem de
aydin bir Avrupali kadina ait olmalar bakimindan oldukea &nemlidir.

Lady Montagu’nun yetistirilmesine gésterilen zen ve ilerleyen zamanlarda
kurdugu dostluklar, girdigi entelektiiel cevre onun mekani ve &zellikle insani
degerlendirme kabiliyetini olumlu yénde etkilemistir.Yolculuguna ve mektuplarina
ilk basladigi giinden itibaren onda her seyi gérebilme ve degerlendirme istegi
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fark edilir. Kendisine acilan her mekanin ayrintilarini yansitma ihtiyaci onun eserini
zenginlestiren hususlardandir. Diger seyahatnamelerin sadece kiigisk bir balsmini
olusturan kadin hayatina genis yer ayiran Lady Montagu’nun mektuplari, kisa bir
dénem icin bile olsa, kadin hayatina tutulan bir ayna niteligindedir.

Bunun yaninda Lady Montagu’nun mektuplarini herhangi bir seyyahin
eserinden farkli kilan unsurlardan en 8nemlisi igerigidir. Yogun olarak Osmanli
kadinindan bahseden yazar, hem devri hem de sonraki dénemler icin yol gésterici
bilgiler sunabilmistir. Onun digerlerinin aksine kadini yasadigi hemen hemen her
alanda gézlemleyebilmesi bu bilgilerin gesitliligini artirmaktadir. N

Bu cesitlilik sayesinde eserde yer alan her mektupta yazarla birlikte farkl
mekanlarda farkl hayatlarla karsilasinz. Kadinlar bulunduklar mekéanla, giyimleri
ve tavirlaryla, bazen de ilging hikéyeleriyle karsimiza gikarlar. Bu arada yazarin

" fikirlerinin degisimine de tanik oluruz. Yazar kendi ényargilarini silmenin yaninda

mekiuplarda hitap effigi dostlarinin dijsincelerini de degistirme istegi duyar. Gérmis
oldugu bu renkli cografyayr dostlarina tanitma ihtiyaciyla yazdig mektup|c1r',
Avrupa’da da gok yanki yapmistir. Bu sebeple sadece gagdaslari tarafindan degil
kendisinden sonra Osmanli Devleti'nde bulunan seyyahlarin eserlerinde de ismi

sik sik zikredilir.
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Abstract
Ottoman Women in the Letters of Lady Montagu

The study aims to examine the informations about Turkish women in the
letters of Lady Mary Montagu who visited Ottoman Empire at the begining
of 18" century.

Letters that take out Ottoman women from exotic image of the Arabian
Nights, are making a sign to rich and colorful traditions systems which are
formed by women.

These letters also show assorted elements of Turkish social life and living
forms of Ottoman women in 18" century with a@ women view. All of these
peculiarities increase the importance of letters.

Kadin/Woman 2000 4 (2) 143-146

Yeni Kitaplar / Recent Books

Woman’s Body as Colony: Impossible Saints

Michele Roberts, Impossible Saints. (London: Virago, 1998), 308
pages ISBN 1860494560

Michele Roberts’s novel, translated and published by imge Yayinevi into Turkish
(Kutsanmamis Azizeler), is so rich a novel that it virtually provides material for
several courses such as the instruction of one-semester-history-of-Middle Ages,
Sociology, Political Science and Feminist culture. There is no need to talk about
Literature. It is already there.

In one of her interviews Michele Roberts says that because she had been “a
Catholic and the body is very scorned in Catholicism-particularly the female body-
(she) wanted to rescue the body and cherish it and love it and touch it and smell
it and make it into language” with “a feminist urge” and that has become her sole
“political reason” to write. That is fo say, like Jonathan Swift in Gulliver’s Travels,
Roberts too, applies a method which makes use of the human body as an object
as a means of analysing the social order. She is one of those writers who can look
accurately into human anatomy while seeing a parallelism between social and
sexual politics and therefore opens up the human body for discussion. Like Swift,
Roberts is a satirist whose work is marked with farcical comedy. The strategy of
her satire is based on religious fanaticism and sexual degradation of women.

At this point, however, one has to remember her catholic background: as is
the case with every other writer whose writing becomes a product of his/her past.
Roberts is also a product of her own Catholic past no matter how much she rebels
against it. Like a good Catholic, she cannot help giving that gloomy, fatalistic
message to the world that a woman can only work out her own salvation, like a
saint through suppressing the needs of (and thus killing) her body, in this male
dominated world. It may be just that Michele Roberts is only making and formulating
an observation for all of us. Now that there has not been any progress made in
the way of equalizing the sex-roles of man and woman since Roman times, then,
renouncing your body and thereby your life, may only be taken as a form of
liberation on the part of a woman whose resistance will necessarily be done
away with in the end. It may be why Roberts's women die, one after the other as
“accidental saints”, putting an emphasis on male domination and the traditional
sex roles that victimize them. (Each one dies in a particular social atmosphere; it
may be an English pub of our time as well as a Monastery in Dark Ages). And as
they die, they also show us clearly that the sex roles that are dictated to them are
nothing but various ways of enslaving women for men. As for the men, on the
other hand, as they play the father, the lover, the husband, these men in the novel
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only act to ensure the maintenance of the status quo so as fo guarantee the
maintenance of their self-interests: They do not get punished in any sense in return
for the crimes they commit against women while the women pass away, one after
another leaving behind fragrant of flowers as the signs of saintliness.

Michele Roberts uses the method and strategies of “Magic Realism” in Impossible
Saints which can be defined as a work of fiction that combines a rational view of
reality with fantastic and dreamlike elements with its material derived from myth
and fairy tales. In fact, Magic Realism is characterized by the cultural manifestations
of colonization as an endless struggle between the colonizer (who imposes upon
the political and social systems of the colonized country his own authoritarian
sense of order) and the colonized, offering a world view which transcends natural
or physical laws of objective redlity -an amalgamation of realism and fantasy.
Magical Realism as Ray Verzasconi sees it “is an expression of the New World

reality which at once combines the rational elements of the European super-
civilization, and the irrational elements of a primitive America.” Thus, magic realism
attempts to “defamiliarise” the culture described in a text, or rather attempts to
create an atmosphere of temporary detachment from cultural and intellectual
domination of the Western thought on part of the reader. The reader, as a result
of this defamiliarisation is led to do, what might be called, an intercultural reading
preparing him fo deal with the fabulous, inconceivable, phenomenal events as
commonplace and routine. Magical realists incorporate indigenous elements (myths
folklore) into post-colonial culture, hybridizing a world of ever-changing reciityf
‘The plots of magic realists amalgamate not only cultural opposites, but also that
which is serious and trivial, overstated and understated, tragic and comic. In this
sense it serves double purposes: it helps the “oppressed” raise his voice and cope
with the “oppressor” and at the same time, by distancing the oppressed from
objective reality of everyday life, manipulates him to make a compromise with his
oppressor because the world of magic realism characterizes itself with lack of
clear opinions about the accuracy of events:

Each girl held out her left hand. Each one wore, on her wrist, the tight handcuff to which was
aftached the long chain whose other end was fixed to the pillar in the middie of the room.
Christine cut off the others” left hands one by one, letting the severed and bleeding chunks
drop to the floor, the cuff and chain with them. They left these in a gory heap for the doctor
to find on his return from holiday.

The snakes knotted themselves together to make a ladder from the window down to the
garden. One by one the girls slithered down. Girls and snakes leaped onto the back of the
lorry. The driver roared them away into town. {p. 123)

Michele Roberts does more than the world of magic realism offers. She locates
her novel within the borders of the Roman Empire during the period of the first
Christians spreading the new religion and, she captures (as the nonverbal equivalent
of defamiliarisation) that which does not change ever since those days: woman’s
status and her conditions. Starting out from this observation she is able to make
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an analysis with universal implications. She displays the sexist’s policies, male
domination and sexual exploitation of women by means of an exaggerated
stereotype, “the saint” which she uses as a sign-post fo indicate the forms of overt
and covert oppressions applied to the women in patriarchal sociefies. Women as
saints are rendered and formed into one metaphor of exploitation based on sex-
differentiation.

Thus, in Roberts’s novel, a man in the form of father/ husband/lover, is no
more than a colonist who is out fo colonize the woman’s only possession that is
her body. Roberts brings together small parts of a large-scale map of exploitation
of woman's body in the anecdotes of fathers who attempt to rape their daughters;
husbands who torture their wives and mistresses and priests who volunteer to be
the tools of these fortures; punishments (like confinements in the towers or thrown
into wells) designed to devastate women's sexuality. The theme of sexual
discrimination underlies Roberts’s novel.

Along with the sexual exploitation of a woman’s body, numerous responsibilifies
of motherhood and housekeeping such as cleaning, cooking, and childcare, many
forms of domestic slavery serve in the maintenance of “inequality” between man
and woman. The patriarchal system seems to derive its strength from religion all
the fime: the myths, male discourse that despise woman, insfitutions of control
(that oppress women) are either created or supported by religion. Nuns, priests
saints, virginity, self-denial, fasting as well as other forms of physical restrictions,
punishments, tortures, a world shaped and controlled by religion, Roberts seems
to say, will never allow woman to enjoy privileges of power that men enjoy.

Beginning with Saint Josephine, who is also a writer, all the women saints in
the book, namely Paula, Petronilla, Thecla, Christine, Agnes, Thais, Dympna,
Uncumber, Marine. Barbara and Marina are, at the beginning of their lives, inspired
by hope because they are born into favorable conditions. However, all of them
end up in despair after they become exposed fo a ritualistic public humiliation
either by their fathers or by men they fall in love with and they find themselves
morally ruined because loss of honor and identity destroy their lives.

Through the town they carried her, like a prize fish to be put on show in the marketplace.
Inside the net she kicked and fought, she scratched and spat, but to no avail. Out of the
centre of fown they went, and into the suburbs. The asylum that they had found for Christitte
was on the very edge of town. A tall sturdy tower. Not at all an unpleasant place. (p.117)

After public humiliation and shameful treatment, having suffered profound
pains, these women are left to die either in a cold room of a monastery or in a
deep well they are thrown info. This final stage of each of their stories symbolizes
the potential for perversion of justice in patriarchal societies and abnormailifies of
male domination. Patriarchal societies are hierarchical systems functioning on the
basis of “might makes right”, a formula which always works against women.

That is why in Roberts’ Impossible Saints miracles, as part of the strategy of
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satirical irony, always turn women around. The miracles which befall great leaders,
as a proof of their greatness, befall women of inconsequential, insignificant
achievements. Just to give an example, women who clean foilets die filling their
graves with inviting smells of various kinds of flowers. The people do not leave
their dead bodies alone and they begin to bite pieces off the corpses fo take home
as they worship the new saints.

Consequently, in the close of the novel, the bones of an army of women saints
(of eleven thousand plus two) are put in a hierarchical order to be displayed in the
Golden House to serve as an example to living women. The Cardinal then begins
to wait for the new victims to arrive from the world of men who live very far away
from his world of the saints; the last thing being to sanctify the writer Saint Josephine
whose bones get (unfortunately) lost. Anyway, the Cardinal thinks “Josephine’s
modest vanishing was fypical of her unobifrusive sort of sanctity, and that it would
do her cause no harm, in the rigorous and searching canonization process, for
her to be recognized as amongst the must humble and self-effacing of her
sex.”(p.308)

“My theory is that inspiration is born of loss” says Michele Roberts, “so that if
there is an empty space inside you, something can come and fill it. Something can
be-born inside you.” This inspiration is what makes her a distinguished woman
writer, a winner of many prizes; her ability o perceive the losses and sufferings of
many women and transform them into inspirations to fill the hearts and minds of
her readers.

Seving Ozer

Department of Western Languages and Literatures
Pamukkale University

Turkey

Kadin/Woman 2000 4 (2) 147-150

Durakbasa, Ayse, Halide Edib Tirk Modernlesmesi ve
Feminizm, lletisim Yaymnlari, Istanbul, 2000, 262 s.
ISBN 975-470-815-0

Halide Edib Tirk Modernlesmesi ve Feminizm, Tiirk feminizminin Cumhuriyetin
asi kizi olarak taninan Halide Edib’in tesiriyle yénlenen tarihini, Halide Edib 8ncesini
ve sonrasini irdeliyor. Calisma icerisinde yazarin eserleri, ézellikle de anilari,
modernlesme cergevesinde feminist bir yaklasimla ele alinarak degerlendiriliyor.

Ayse Durakbasa, 1961 yilinda Iskenderun’da dogmus. Bogazici Universitesi
Sosyoloji Balimini bitirdikten sonra ayni bélimde The Formation of Kemalist
Female Identity [Kemalist Kadin Birliginin Kurulusu] bashkli feziyle master derecesi
almis. Essex Universitesi Sosyoloji Béliminde Reappraisal of Halide Edib for a
Critique of Turkish Modernization [Turk Modernlesmesinin Bir Elestirisi Igin Halide
Edib'i Yeniden Degerlendirmek] baslikli teziyle doktorasini tamamlamis. Ayse
Durakbasa, toplumsal cinsiyet sosyolojisi, kadin calismalari, Tirk modernlesmesi
ve milliyetsilik tzerine galismalar yapmaktadir.

Durakbasa bu calismasinda Halide Edib’i degerlendirmenin yani sira onun
eserlerinden hareket ederek Tirk feminist tarihine genis bir bakis agisiyla
yaklasmaktadir. Halide Edib’i incelerken, modernlesme, milliyetcilik, Tirk
aydinlanmasi, kadin kimliginde sosyal sinifin etkisi ve Bah feminizmi gibi konular
da ilgi alanina girmekte ve edebi bir portre olarak Halide Edib'in farkl bir tarafi
ortaya cikarilmaktadir. Bu noktadan hareketle eserin disiplinler arasi bir ¢alisma
oldugunu séylemek gerekir. Eserin en mihim &zelliklerinden birisi de budur.
Durakbasa bu calismasiyla, edebi eserin farkli sekillerde okunabilecegini
drnekliyor. Edebi eser, edebi eser olmanin disina gikarak sosyolojik boyutlariyla
degerlendiriliyor ve feminist tarih yaziminin malzemesini olusturuyor. Bir bakima
kadinin tarihin neresinde olduguyla iliskili bir sorunun cevabini veriyor.
Anlasiliyor ki kadin, bu tarihin aktif katimeilarindan ve yaraticilarindan biri.
Ozellikle kendisine ‘asi’ denilebilecek kadar &zgiin bir tavr ortaya koyabilen bir
portrenin otobiyografisinin bu calismaya temel olarak alinmasi, varilan nokta
agisindan da anlaml gérindyor.

Halide Edib Tirk Modernlesmesi ve Feminizm adli eser iki kisim, yedi ana
bslim ve yirmi i¢ alt basliktan meydana gelmektedir. Sonug bslimiinin
ardindan Durakbasa’nin ilk olarak iktisat Dergisi'nde yayimlanmis olan ve
biyografik yazim igin énemli notlarin bulundugu, “Halide Edib Adivar’in
Biyografisinin Yazimi igin Notlar” baslikl makalesi de yer alir.

Durakbasa bu eserini, bir biyografi ¢alismasi olmak Uzere hazirlamamshr.
O, Tiirk modernizmini énci bir kadinin hayat hikéyesi etrafinda irdelemek ister.
Bu sebeple Halide Edib'in toplumsal-tarihsel konumunu degerlendirirken, iki
farkli arashrma alani belirler: Bunlardan ilki Halide Edib’i, feminist ve modernist
kimligiyle inceleyerek, modern séylemlerde diinyada modern kadinin olusumu
acisindan degerlendirmektir. ikinci arashrma alani ise, Tirk modernlesmesinin
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feminist bakis agisindan bir elestirisini yapmaktir.

Kitabin ‘Tirkiye'de Feminizm Uzerine Gdzlemler’ bashkh giris bélimiinde,
Tirkiye'de kadin olgusu ve kadin olmak durumu izerinde durur. Ayrica bu
bslimde Tirk feminist tarihine genel bir bakis da s6z konusudur. Durakbasa,
Osmanl déneminde kadinlar savunan yazar ve fikir adamlarina da deginmekle
beraber asil kiiltirler arasi feminizm ve feminist kimlik incelemesinde
yogunlasmaktadir. Bu sebeple Batinin Dogu milletlerine bakis acisi da dile
getirilir. Durakbasa, Misliman devletlerde ve toplumlarda batiya nazaran
kadina daha fazla haklar verildigini de vurgulamaktadir.

‘Kadinlarin Ozgirlesmesi Igin Modernist Paradigmalar’ baslikli ikinci bélimde,
bat feminizmi irdelenir ve Tirk feminizmindeki paradigmalar incelenerek
Turkiye'de feminizmin tarihi saptanmaya ¢alisilir.

‘Modernlesme, Milliyetcilik ve Tirk Aydinlanmasi’ baslikli Ggiinci ana bélimde,
kiresel fenomen olarak milliyetsiligin kaynaklari ve ulus devlet politikasina deginilir.
Bu balimde Tirk aydinlanmasinin ideolojik kaynaklari izerinde durulmaktadir.
Osmanli Imparatorlugu’ndaki kurumsal reformlardan Tirk modernizmine tarihsel
bir bakis yapilmaktadir. Bunun yani sira Osmanli’nin son dénemlerindeki
milliyefgilik fikirlerinde kadin haklarinin 8nem kazanmasina dikkat cekilmektedir.

Sosyolojik agidan Tirk Milliyetciligindeki unsurlari izah ederek milliyetcilik
kavramini tarihsel sireci icerisinde inceleyen Durakbasa, Osmanli
Imparatorlugu’'ndaki sosyal reformlara ve hemen onun yaninda yapilan egitim
reformlarina bagl olarak kadin hareketlerinin gelisimi ile Osmanli kadinlarinin,
Il. Mesrutiyet'in ardindan  derneklerde, kuliplerde, gazete, dergi ve edebiyatta
aktif héale gelislerini anlatir,

Turkiye’de Modernist Erkekler ve Kadinlar’ baslikli bslimde, modernist elitlerin
toplumsal kékenleri ve ideolojik olarak milliyetsilige yonelimleri incelenir. Tirkiye’de
modernist erkek ve kadinin toplumsal kimlikleri belirlenmeye ¢alisilir. Yeni Osmanls
ve Jén Tirk hareketinin Osmanli’nin sosyal ve siyasi durumuna etkileri ile yeni
reform hareketleri ve inkilaplarla Kemalizm’in tesirleri anlatilir. Atatiirk’iin, kadinin
sosyal hayattaki nemi hakkindaki fikirleri belirtilir. Bunun yani sira Halide Edib'in
aldigr egitim ve dénemin yapisi zikredilir. Istanbul hanimefendisi olan ve &grenim
gérmis Halide Edib ile 8grenim gdrmemis devir kadinlarinin hayata ve insanlara
bakis agilari, Halide Edib’in anilarinin yardimiyla anlatlir.

‘Cumbhuriyetin Resmi Tarihi ve Alternatif Tarihler’ bashkh besinci bélimde, Halide
Edib’in Tirkiye Cumhuriyeti’nin kurulusuna Tirk Milliyetgiliginin, kimlik kaynag:
olusuna taniklik etmesi zikredilir. Yine bu bélimde, Halide Edibin ardindan tarihi
yansitan ve anlatan baska bir kadin yazar, Afet Inan tanitilir. Bu bélimde, Afet
Inan’in kim oldugu ve ¢alismalar hakkinda bilgiler verilir. Yazar, Afet inan’in
ardindan tekrar Halide Edib’e doner: Halide Edib’in savas esnasinda ve savas
sonrasindaki tutumu, devrin sosyal ve siyast yapisina bagli olarak anlatilir, Halide
Edib, Tiirk kamuoyunda iki yénde ele alinmakta ve degerlendirilmektedir. Birincisi,
Tirk kadinlarinin kurtulusundaki 8ncii kadin ve Kurtulus Savasi’nin Halide onbasisi;
ikincisi ise Atatirk devrimine ihanet eden, iktidar heveslisi bir kadin. Durakbasa
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bu bslimde, Halide Edib’in ofobiyografisinden yola cikarak, anilarini yazmasi
sireci izerinde durur. Bunun yaninda, diger yazar ve dusnirlerin, Halide Edib
hakkindaki fikir ve gdrislerine yer verilir.

‘Sirgiinde Bir Kadin Yazar’ baslikli altinci ana bélimde, sirginde olan bir
yazarin otobiyografisine ydnelisini gérmekteyiz. Durakbasa, H. Edib’in
otobiyografisini, bir yabancilasma dykiist, yabancilasmay asma cabasi olarak
degerlendirmektedir. Bu bslimde, Adivar ciftinin siirgiin yasaminin (Ingiltere, 1924-
1928) anlahlmasinin yani sira bu anilarin Ingilizce olarak yayimlanmasi tizerinde
durulur. ingilizce [Halide Edib, Memoirs of Halide Edib, New York, London, 1926]
olarak yayimlanan eseri, edebiyatimiza Mor Salkimli Evve Tirk’in Atesle Imtihani
seklinde cevrilmistir. Bu iki eserinin yaninda esi Adnan Adivar’i anlathgi Abdiithak
Adnan Adivar’in Portresi isimli bir hatira kitabi daha vardir. Durakbasa, bu
balimde ayrintilar: ile Halide Edib’in siirgiin hayatini ve aile yasanhsini aktarir,
Bunlarin ardindan, Tiirk’iin Atesle imtihanr’ ndaki kadinlar ve Giil Hanim izerinde
yogunlasir. Ayrica yine anilardan yola gikarak, Milli Miicadelenin énde gelen
isimlerinin tasfiye edilisine deginir.

Kiltiirel Karsilasma Anlari ve Tirk Feminist Kimliginin Kurulusu” baslikli yedinci
ve son bélimde Halide Edib'in hayat hikdyesindeki kiltirel karsilasmaya iliskin
anlatlara yer verilir. Isabel Fry ile tanismasi, Ingilizlerle olan iliskileri ve ardindan
ingiltere’ye kagisi degerlendirilir. Ayrica onun Ingiliz kijltiri ile karsilasmasi sonrasi
tutumu da bu balimin ana temalaridir. Yine bu bslimde, Tirkiye'ye 1908'de,
1913'te ve 1920 yillarinda gelen Grace Ellison isimli gezgin izerinde durulur.
Ellison’un Atatiirk’e olan hayranligi ve feminizm hakkindaki gérisleri zikredilir.

Ayse Durakbasa’nin eseri, sonug bslimi ve ek olarak alinan makale ile
tamamlanir. Eserin sonunda genis bir kaynakga yer almaktadir. Tarihi metod
dikkate alinarak ve disiplinleraras bir ¢alisma halinde hazirlanmis olan bu eser,
modern anlamda feminist unsurlar anlatmasi ve Halide Edib’i icermesi bakimindan
gincel ve ilgi gekicidir. Eserde ayrica, Halide Edib’in fotograflarina da yer verilir.
Her seyden &nce kitabin titiz bir galismanin Grini oldugu dikkati ceker. Okuyucu,
hemen hemen her bélimde Halide Edib ile karsilasir.

Durakbasa, Halide Edib’i Tirk modernlesmesi ve feminizm baglaminda ele
alarak, sosyoloji ve edebiyat tarihi alanina énemli katkilar saglamis, edebi mefinlere
farkh sekillerde yaklasilabilecegini gostermistir. Bunun icin de Durakbasa’nin bu
kitabi edebiyatcilarin, Halide Edib hayranlarinin ve Tiirk feminizminin gelisimini
bir hayat hikayesinin kenarindan &grenmek isteyenlerin dikkatlerini cekmesi
gereken dnemli bir kaynakr.

Asuman Oz

Sosyal Bilimler Enstitiist

Tirk Dili ve Edebiyat Bslimi
Erciyes Universitesi
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istanbul Kiitiiphanelerindeki Eski Harfli
Tirkce Kadin Dergileri Bibliyografyas: Uzerine

Toska, Zehra; Cakir, Serpil; Genctiirk, Tiillay; Yilmaz, Sevim;
Kurg, Selmin; Art, Gék¢en; Demirdirek, Aynur (hzl.), Istanbul
Kitiphanelerindeki Eski Harfli Tirk¢e Kadin Dergileri
Bibliyografyasi, Metis Yayinlari ve Kadin Eserleri
Kiitiphanesi ve Bilgi Merkezi Vakfi, istanbul, 1993, xx+390
s. ISBN. 975-342-023-4.

Eserde 1869'da cikan ilk kadin dergisi Terakki'den 1927’e kadar yc:)nmlanmls
39 kadin dergisine yer verilmistir. Kitapta yer alan diger dergilerin isimleri ise
sdyledir: Aile, Alem-i Nisvan, Asar-i Nisvan, Ayine, Bilgi Yurdu Isigi, Calikusu,
Demet, Diyane, Erkekler Diinyasi, Ev Hocas, Firuze, Geng Kadin (1334), Geng
Kadin (1335), Hantm, Hamimlar, Hanimlar Al'eml Harmimlara Mahsus Gazete,
Hammlara - Mahsus Mafumaf inci/Yeni Inci, Insamyet Kadin (istanbul), Kadin
(Selanik), Kadinlar Alemi, Kadinlar Diinyast, Kadinhk/Kadinik Duygusu, Kadinlk
Hayati, Kadin Yolu/Tirk Kadin Yolu, Mahasin, Musavver Kadin, Miriivvet, Parca
Bohcasi, Seyyale, Siyanet, Sis, Sikifezar, Tirk Kadini, Vakit Yahut Mirebbi-i
Muhadderat. Calisma istanbul kiitiphanelerinde meveut o|an dergilerle sinirlidir.
Kitap, bu dergilerin her sayisinda yer clan yazilarin ve varsa yazarlarinin
isimlerinden olusan listeler seklinde hazirlanmistir. Her derginin birinci sayisinin
ilk sayfasinin bir kopyasi da kitapta gérsel malzeme olarak yer almaktadir. Kitabin
diger bir dnemi, her derginin bashg! altinda bu dergmm hangi kitiphanelerde
hangi sayllurlnm bulunabilecegi hakkinda da bilgi veriyor olmasidir.

Istanbul Kutuphanefenndekt Eski Harfli Tirkce Kadin Dergileri Bibliyografyast,
arashrmacilar icin 8nemli bir basvuru kitab: &zelligi tasimaktadir. Ciinki Tirkiye'de
ne yazik ki 6zellikle streli yayinlari bir yerde ve toplu olarak bulmak miimkiin
degildir. Yasanan savas yillari, imkansizliklar ve basil malzemeyi muhafaza etme
anlayisinin ok geg gelismesi sadece siireli yayinlarin degil kitaplarin bile
bulunmasini zorlashrmaktadir. Neredeyse biitin iilke sathina yayilmis durémda
bulunan siireli yayinlar, ayrica tamamlanamayan koleksiyonlarla da bu
imkansizliklar tablosunu daha da vahim hale getirmektedir. Buna Tirkiye
kitiphanelerinin son derece zor kosullar altinda hizmet verdiklerini ve teknolojik
imkanlardan heniiz faydalanamadiklarini da eklersek istanbul Kitiiphanelerindeki
Eski Harfli Tirkce Kadin Dergileri Bibliyografyasi'nin 8nemi daha da belirginlesir.
Bibliyografya bu haliyle, sadece istanbul disinda degil istanbul’da yasayan
arastirmacinin da daginik koleksiyonlar pesinde zaman harcamasini engelleyerek
isini kolaylashrmaktadir.
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Bizce bu bibliyografyanin bir diger énemi yasanan asirlar icerisinde
kisgimsenen kadin yazarlar ve onlarin yazilaryla ilgili bir dskiimi de ortaya
ctkarmasidir. Béylece aydinlanma ¢ags icerisinde ve sosyal meseleler karsisinda
kadinlarin aldiklari yer ve istlendikleri roller de agikga gérilmektedir. Bu Tiirk
kiltirine hig de kiigimsenemeyecek sayida kadin yazarin katkilarda bulundugunu
ispatlamaktadir. Bugiin adi unutulmus, eserlerinden artik séz edilmez olmus bir
cok kadin yazarin imzas bu bibliyografya sayesinde tekrar dikkatlere sunulmustur.
Herhangi bir kadin yazarin kadin dergilerindeki yazma seriivenini takip yine bu
¢alisma sayesinde kolaylasmis ve yeni bir disiplin olarak ortaya cikmis olan kadin
arastirmalar alaninda galisanlara bolca malzeme verilmistir.

Sahika Karaca

Sosyal Bilimler Enstitiist

Tirk Dili ve Edebiyati Bslomi
Fen ve Edebiyat Fakiltesi
Erciyes Universitesi.
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Argunsah, Hiilya, Bir Cumhuriyet Kadini Siikife Nihal, Akcag Yay.,
Ankara, 2002, 382 s. ISBN. 975-338-486-6

Bir milletin edebiyat, bir bitin olarak, yiksek zirvelere ulasmis sanatcilara ait
eserlerin yanisira ve onlardan daha fazla sayida olan ancak edebilik noktasinda
vasattan Steye pek gidememis sanatcilarin eserlerini de igerir. Zirveye ulasmay
basaran pek az bahtiyarin gésterdigi basarida, onlarin gerisinde kalan sanatcilarin
biyik bir payinin oldugu inkér edilemez. Fakat ne yazik ki insanlarin gézleri
sadece zirveye yonelir, zirvedekilerle ilgilenir. Zaman gegtike geride kalanlarin
isimleri de eserleri de hafizalardan birer birer silinir. Onlar, bitin ictenliklerine,
bitin gayretlerine ve edebiyata yaphklar katkinin nemine ragmen, bu hazin
sondan kendilerini kurtaramazlar. Bundan sonra eserlerinin hayat bulmasi, ancak
akademi diinyasinda bir edebiyat bilgininin ilgisiyle mimkin olabilir.

Tirk edebiyatinda artik ismi hafizalardan biyik slciide silinmis pek ok yazar
bulunmasina karsilik Tirk Dili ve Edebiyat sahasinda ¢alisan akademisyenlerin,
onlarla ilgili calismalarinin oran itibariyle son derece yetersiz oldugu séylenebilir.
Bunda, s6z konusu sanatcilarla ilgili olarak galismanin, bir yigin giicligi ve
sikinhyi beraberinde getirmesinin dnemli bir payr vardir.

Yirminci yizyilin ilk yarisinda, siirleri ve romanlariya séhret bulmus, yasadig
devrin nemli yazarlan arasinda isminden bahsettirmeyi basarmis, fakat daha
yasarken unutulmaya baslamis olan bir kadin yazarimiz, Sitkofe Nihal hakkinda
Hilya Argunsah tarafindan hazirlanmis olan monografi, Sikafe Nihal'in varligini
akademik diinya icinde bile olsa, bir 8limsizlige eristirmesinin yanisira, yukarida
sdz ettigimiz boslugun doldurulmasi yéniinde viicuda gefirilmis fitiz bir galisma
olarak da nem tasimaktadir.

Eser, dort ana bslim halinde hazirlanmistir: Birinci bslimde $ikdfe Nihal’in
biyografisi veriliyor. Yazarin, Sikife Nihal'den bahseden ulasilabilecek nitelikte
bistiin kaynaklara ulasarak olusturdugu bu hayat hikayesiyle, Silkofe Nihal'in hayat
hakkindaki meveut bilgilerin kapsamini olduksa genislettigini sdyleyebiliriz. Bunda
Argunsah’in, Sukofe Nihal'in bizzat kendi eserinde, Sukofe Nihal'le yakinhig:
bulunan yazarlarin eserlerinde, gazete ve dergilerde kalmis yazilarda ve $ikite
Nihal'le dogrudan ilgisi olmasa da onun adinin gestigi eserlerde yer alan bilgileri,
bir Sikofe Nihal biyografisi ortaya ¢ikaracak sekilde kullanma becerisinin belideyici
oldugu gérilmektedir.

Yazarin bu balimde takip ettigi yol, dnce Sikife Nihal'in hayat hikéyesinin
ana hatlariyla tespit edilmesi, sonra bu hayat icinde n pléna cikan unsurlarin
ayrintl bir sekilde ele alinarak derinlestirilmesi seklindedir. Sonug olarak, kiltorlo
bir ailede diinyaya gelen, Abdilhamit devrinde ocuklugunu, Mesrutiyet devrinde
geng kizligini idrak eden, kimligini modernlesme dogrultusunda arayan, iki defa
evlenmis, fakat mutlu olamayip bosanmis, kendisine asik olan erkeklerin sevgisine
karsilik verememis mutsuz bir kadinin; bir taraftan duygu yiklu ic dinyasini, diger
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taraftan idealizm yikli milli hissiyatni ifade eden siirler ve romanlar yazan bir
kadin yazarin; iki cocuk sahibi bir annenin, kirlmalarla, sukut-1 hayallerle akip
giden ve tam bir yalnizlik ve unutulmusluk icinde son bulan hazin hikayesiyle
karsilasiyoruz. Oyle bir unutturmus ve &yle bir unutulmus ki nihayet Asiyan’daki
mezari bile belirsiz hale gelmistir. Yazar distnerek mi yapmistir, yoksa bir tesadif
miidiir bilmiyoruz ama Stkdfe Nihal'in yetmis yedi yillik hayatinin hikéyesi, eserin
yetmis altinci sayfosmdq son buluyor.

lkinci ana bélimde, Sukéfe Nihal’in bir sair olarak ortaya koydugu eserler
inceleniyor. Yazar, dncelikle, Stkofe Nihal'in siirinin temel karakteristigini verdikten
sonra; siirini, igeriklerini esas alarak i devreye ayiriyor: Ferdi romantizm, milli
romantizmden sosyal realizme gegis ve tekrar ferdi romantizm. Bu iic siir devresinde
de sairin kendi ‘ben’i ile tabiat ve sosyal konular, siir devresinin dzelligine gére,
say1 bakimindan daha oz veya daha fazla olmakla birlikte hep asli temler olarak
yer almaktadir. Bu bslimde Stkdfe Nihal'in siiri, agirlikli olarak icerik bakimindan
degerlendirilmektedir. Bununla birlikte, Stkife Nihal'in siirlerindeki sekil szellikleri
de balimin sonunda ayri bir bashk halinde verilmistir.

Ugiinct balim, Sikofe Nihal'in roman ve hikayeciligi bashgini tasimaktadir.
Bu bslimde yine dncelikle, Sikife Nihal'in romanlari genel bir bakis agisiyla
degerlendirilmektedir. Yazar, $ikife Nihal’in romanlarini icerikleri itibariyle, ferdi
muhtevali romanlar ve sosyal muhtevali romanlar olmak izere iki guruba
ayirmaktadir. Bundan sonra $ikife Nihal'in romanlarindaki temel unsurlar kendi
‘ben’i, kadin duyarliligr, ask, kagma duygusu, istiklal savasi ve alafranga hayatin
tenkidi olarak tespit edilip agiklanmaktadir. Bunu Sikife Nihal'in romanciligs ile
ilgili hiskiimler takip etmekte ve nihayet alti romaninin ve bir hikaye kitabinin ayri
ayri ve genis kapsamli tahlilleri yapilmaktadir.

Son balimde Sitkife Nihal'in yazdigi iki seyahat kitabi tahlil edilmektedir.
Bunlardan birincisi, Sikdfe Nihal'in, Grigori Petrof'un Beyaz Zambaklar
Memleketinde isimli eserinden etkilenerek gittigi Finlandiya ile ilgili intibalarinin
yer aldigi Finlandiya’dir. Digeri Bat Anadolu’ya yaphg: bir gezinin intibalarini
iceren Domanig Daglarinin Yolcusu'dur.

Ayn bir bélim halinde yer alan Son Sézde yazar, yaphg genis kapsamli
arastirma ve incelemeden hareketle, Sikife Nihal'in hayat, sahsiyeti, sairligi ve
romanciligi ile ilgili olarak ulastg sonuglari, ayrintili olarak kaydetmektedir.

Hem Sikofe Nihal'le ilgili olarak eserin bitininden hasil olan bir
degerlendirmeyi hem de yazarin samimi hissiyatini ve dileklerini ifade ettigi icin
énemli olan, Son $8z'iin son paragrafini alintilayarak, bu tanihm yazisina son
veriyoruz:

“Sikife Nihal yetmis yedi yil siren émriinde sanat ve kiiltir hayatmiza bircok
katkilarda bulunmustur. Ancak yasadigr talihsiz hayat ve icli mizac onu doha
ziyade ferdi sizlanislarin yazan yapmistir, O, birgok edebiyat tarihinde Cumhuriyet
yillarinin idealist tiplerini 8rnekleyen idealist bir kadin yazar olarak kaydedilmistir.
Fakat edebiyat tarihi onu biyik bir umursamaziikla daha élmeden tozlu sayfalarina
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g8mmus ve unutturmustur. Eger sairler ve yc:zar|c1r Tirkcenin ses mimarlan ise,
Siikife Nihal'in yeniden okunmasi ve dissiinilmesi gerekir. Bu onun yeniden dirilisi
olacakhr. Yasarken ne yazik ki anlasilamamis olao n bu Tirk kadin yazar,
etrafindaki dedikodularin korkunglugu ile kaghdr sonra da 8ldigu kssesinden
cikariimayr beklemektedir. Bu ona géstermek zorunda oldugumuz bir vefa
borcudur. Tirk kadin hareketlerindeki calismalari ve Tirk edebiyatindaki eserleriyle
o, bu manevi dirilisi coktan hak etmistir. Bugiin harap halde bulunan ve ismi bile
yazili olmayan mezarina ancak bu yolla bir 1sik yakilabilecektir.”

Yard. Doc. Dr. Ali Yildiz
Tirk Dili ve Edebiyah B&limi
Fen - Edebiyat Fakiltesi
Fatih Universitesi
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Kadin Arastrmalar ile ilgili Etkinlikler ve Raporlar /
News and Reports about Woman Studies

5. Avrupa Feminist Arastirmalar Konferansi (5" European
Feminist Research Conference Gender and Power in the New

Europe)’'nin ve Nordik Universite Kiltiri’niin Penceresinden
“Yeni Avrupa’da Toplumsal Cinsiyet ve Giig lliskileri”

Giizin Yamaner*
Ankara Universitesi

Bin yili askin bir tarihe sahip olan isveg’in en eski kentlerinden birinin adini almis,
ic yiiz elli yila yakin gegmisi olan bir kurum Lund Universitesi. Teknoloji Enstitisi,
Fen, Hukuk, Sosyal Bilimler, Tip, Sanat ve Teoloji Fakilteleri ile Malmé’deki
Gésterim Sanatlari Akademisi olmak iizere yedi bslimi var. Bu bélimlere bagli
olan lisans egitimi, lisans Usti egitimi, arashrma ve kitiphanecilik hizmetleri iin
cesitli 5zel komiteleri mevcut. Universitenin temel hedefi, yitksek dizeyde karar-
alma yetisi kazanmis bireyler yetistirmek. Ogretim Uyesi kadrosu, 6grencileri ve
kamusal dizeyde topladigi ilgiden gurur duyan bir Universite. Lisans
grencilerinin yarisindan biraz fazlasi kadin. Bu sayi, lisans sti diizeyinde yizde
kirk dsrtlere diisiiyor. Cok sayida yabanci grenci var. Bu, neredeyse tiim tarihi
binalarini ve merkezini Universiteye terk etmis kente, oldukea renk katiyor. Ama,
kent kendi saatine gére yasiyor. Hafta ici, aksam iisti saat beste diikkanlar
kapaniyor. Cumartesileri, giindiz tcte kapanan diikkanlar, Pazar ginini de
sessizlik icinde geciriyorlar. Belli ki, insanlar evlerine gidiyorlar erkenden ve kentli
olmak Uzerine derslerini calisiyorlar. Yoksa, yollar bu kadar temiz, parklar bu
kadar bakimli, kamu hizmetleri bu kadar insanin konforu icin mikemmelf hale
getirilmis olabilir mi2 Gok ¢aba harcanmis oldugu ortada, insan hayatinin
kalitesini artirmak icin. Belediye otobisleri, kaldirma dogru egiliyor ve yaslilar,
engelliler kolayca biniyorlar tekerlekli sandalyeleriyle. Belediye otobisiinde,

* Giizin Yamaner, Sosyal Bilimler Enstitist, Kadin Calismalan Anabilim Dali, Ankara Universitesi,
Ankara -Tirkiye. e-mail: guzinyamaner@hotmail.com.
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képek baglama yerleri var. Her sey, canlilarin daha kolay yasamalari igin. Isin en
giizel yani, kapali yerlerde kesinlikle sigara igilmiyor. Universite binalarinin hic
birinde, sigara kokusu yok. Sigara icmek isteyen bahceye ¢ikmak zorunda.
Bunlar, cok iyi seyler. Ama bu giizelligin isinde geriye, derin bir yalnizlik hissi
kalyor. Akdeniz insaninin bagira sagira gegirdigi giindelik yasamina tam olarak
zit bir yalnizlik hissi. Buralarda, ne otellerde ne tren garlarinda yle insanin aklina
geleni sorabilecegi birini bulmasi gok zor. Hele, “ben bilmem, git sagdan ikinci
kapiya sor” diyecek kadar az isi olan birine rastamak imkansiz. Neredeyse her
seyi zaten makineler yapiyor, otomatik bilet veriyorlar insana, treni ofobiisii de o
dakika duragina geliyor, her saat basina on kala ya da kirk dokuz gece.
Bekliyorsunuz gecikir nasilsa diye, boyle kirk dokuz gece de otobiis mi gelirmis;
ama geliyor, hem de her seferinde. Kisa siire igin cok cazip bu kadar mikemmel
bir diizende yasamak. Yine de, bir mir boyu hig aksamayan kamu hizmetleriyle
karin doyar mi orasi bizim gibi hayah tam bir pazar yeri senliginde yasayan
insanlar igin siipheli.

Bin yillik tarihinin tek bir tasina zarar vermemis olan kent, tarihi binalarina yeni
bin yilin en zengin teknik donanimini ekleyerek, iniversitenin hizmetine sunmus.
Lund Universitesi’nin Toplumsal Cinsiyet Calismalar Merkezi de (The Centre for
Gender Studies), toplumsal cinsiyet ve kadin ¢alismalari alanlarinda
disiplinlerarasi egitim ve arastrma yapan bir birim ve gok sik bir binaya sahip.
Merkez'in egitim programi, lisans ve yiiksek lisans diplomasi vermeye misait,
yakin zamanda da Toplumsal Cinsiyet Calismalar’nda doktora programi agmay:
planliyorlar. Sosyal ve insani bilimler alanlarinda yogunlasiyorlar. Merkez,
toplumsal cinsiyet, kijltir ve toplum arasindaki iliskiyi egitim programlarina tastyor
ve kadinlarla erkeklerin toplumsal konumlarinin kurulusunu inceliyor. Bu tir
cahsmalan gelistirmek izere, Merkez'in temel egitim programina ek olarak, kisa
sUreli kurslar, internet iizerinden gergeklestirilen dersler ve 6grenci degisim
programlarinin sagladigi genis olanaklarla uluslararasi 8grenci potansiyeliyle
yopilan dersler meveut. Ayrica, toplumsal cinsiyet ve esitlik konusuna ilgi duyan,
ama Universite disindan olan gruplara yénelik organizasyonlar da saglaniyor.
Merkez'in arastirma alanlarindaki anahtar kavramlar; bilgi- toplumsal cinsiyet ve
guc, kadin ve kamusal alan, Nordik evlilik yasalari, toplumsal cinsiyet- teknoloji ve
egitim, postmodern medikal séylemde beden, anlat ve oto-biyografiler ile etnisite
ve toplumsal cinsiyet olarak siralaniyor. Feminist iitopya ve distopya, globallesme,
queer teori gibi alanlarda toplaniyor verilen dersler. Merkez'in bitiin Isveg’te en
bisyiik toplumsal cinsiyet koleksiyonlarindan birine sahip bir kitiphanesi var ve
kitiphane Lund Universitesi’'nin agindan, tim &grencilere, arastirmacilara acik
olarak hizmet veriyor. Merkez'in iki katli, en az on toplanti odasi olan binasinda,
ferah bir okuma olanag veren kitiphanesi, kullanicinin hizmetine kosulsuz agik
olan teknolojik donanimi ok &zendirici. Bu tiir mekansal szelliklere ek olarak,
akademik takvimle degisen sekilde en az on iki tam zamanl &gretim uyelik
kadrosu ise bir baska énemli boyut.!
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Cesitli Kadin Calismalari ve Toplumsal Cinsiyet Arastirmalari merkezleri,
aglari ve akademik birimleri ile ortak ¢alismis olmalarina ragmen, Yeni Avrupa’da
Toplumsal Cinsiyet ve Giic alt bashkl 5. Avrupa Feminist Arastirmalar
Konferansi’ni (5% European Feminist Research Conference Gender and Power in
the New Europe) gergeklestiren birim, iste yukanda siralanan teknik ve akademik
donanima sahip olan bu Merkez. Yine de, organizasyona énemli katkilari olan
birkac kurulusun adindan séz etmekte fayda var. ATHENA (Advanced Thematic
Network in Activities in Women'’s Studies) ve OAIFE (Association of Institutions for
Feminist Education and Research in Europe} bu kuruluslara érnek verilebilir.
Konferans, 20-24 Agustos 2003 tarihleri arasinda yapildi. Dinyanin dért bir
yanindan gelen yedi yiz akademisyen vardi. Bunlarin dért yizi, ortak
oturumlarda, es zamanl atélyelerde bildiri sundular. Katilimeilar ezici
cogunlukia kadindi. Sayilari bir elin parmaklarini bulmayan erkek meslektaslar
da, konunun erkekler acisindan degerlendirilmesine iliskin arashrmalarindan sz
eftiler. Yine sayilar bir elin parmaklarini bulmayan ve escinsel kimliklerini ortaya
koyan arastrmacilar, géruslerini ya da kisa filmlerini paylastlar konferans
boyunca. Bunun disinda, kadin ve erkegi heteroseksiiel beden dili ve kendini ifade
etme kaliplari agisindan sekillendiren anlayisi reddeden ve kendi lezbiyen
kimliklerini ortaya koyan kadinlar, farklilik denilen kavramin altini gizerek
olusturdular durduklar yeri. _

Konferansin programinda, i farkl paylasim ortami hazirlanmish. llk bulusma
ortami, yizlerce kahlimeinin dinledigi agik oturumlardi. Buralarda, “imparotorluk
olgusunun cinsiyeti’nden ekonomiye, feminist Gtopyalardan Avrupa’nin ciddi bir
sorunu haline gelen fuhus pazarlamaciligina dek “Yeni Avrupa” imgesiyle
dogrudan iliskisi olan konular, “iist dizey” akademisyenlerce tartisildi. Genis
kahlimar kitlesine de, soru sorma, yorum yapma firsatlar tanindi. lkinci bulusma
ortami olarak, ayni fema altinda sunus yapan birkag konusmacinin yer aldigi
daha kiicik atslyeler olusturulmustu. Bu atdlyelerde, global degisim ve global
Avrupa’nin yasadigi dénisim, esitlik, direng ve giiclenme, hegemonya, beden ve
arzu, akademi/fen bilimleri ve mihendislik egitimi, teknolojilendirilmis toplumsal
cinsiyet ve cinsiyetlendirilmis teknolojiler, saglik ve sakatlik, siddet, militarizm,
savas ve barisin pazarlanmasi, erkekler izerinde yapilan ¢alismalarin elestirisi,
kadin-toplumsal cinsiyet-feminizm galismalari, dil, imge ve temsil, calisma yasami,
sosyo| devlet, acik pazar ve gég, anlat ve anilar, feminist po|iﬁ|(o, feminist tt_acﬁri ve
feminist bio-politikalar gibi ¢ok gesitli temalar efrafinda  bildiriler sunuldu. Ugiineis
bulusma ortami, biraz daha renkli ve pratik bir deneyimin paylasimina olanak
tanidi. Burada, alana iliskin literatiire yeni katlan kitaplarin yazarlari tarafindan
yapilan tantimi, dokiimanter ve kurgusal film gésterimleri ve ¢dziimlemeleri,
Nordik kiyllarda “kadin tarihi’ni kaydetmeye géniilli mekanlarin gezilmesi gibi
paylasimlar yer ald:.

“Yeni Avrupa’da Toplumsal Cinsiyet ve Giig” bashigyla Avrupa’da yiriitilen
feminist arastirmalarini, her g yilda bir tartisan konferansin bu halkasinda, ilk
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s6z “gu¢” kavraminin en biyik gévde gésterisinin yapildigi savas arenasina
verildi. Diinyanin en giigli sémirge imparatorluklarindan birinden, Ingiltere’den
gelen ilk kadin sesi, Yeni Dinya’nin yeni bir giic pazarhgiyla palazlanan
imparatoruna, Birlesik Devletler'in uyguladigi savas oyunlarina yéneltti mikrofonu.
IMF ve WTO  gibi canavar agizlarinda bogulan insanlik birikiminden, beyaz
rengin kendinden koyu olanlara karsi uyguladigi baskiya dek dinya izerinde
dénen bir gok garkin sesini isitmeye basladik konferansin ilk dakikalarindan
itibaren. Ne yazik ki, bu carkin dislileri, bir anda ortadan kaldinlamayacak kadar
keskin oldugundan, o salonu dolduran kadinlarin tenlerindeki renk farkinda da
devam etti garkin dislileri dsnmeye. Yalnizca feminist ve himanist olmak, bir yigin
kadini artik arada hig bir ayrimer unsur kalmadan birlestirmeye yetecek giicte
olsayd: keske. B&yle olamayacagini giderken de biliyorduk, gidince de bir kere
daha gérdik. Konusmacilarin, hangi ilkeden olduklari, hangi ana dilinde
konustuklari ve mensup olduklari irk en snemli bas rolleri kapmis durumdaydi.
Bdylece, “Yeni Avrupa”nin toplumsal, kiiltiirel ve ekonomik kosullar icindeki her
tirli toplumsal cinsiyet &rintilerini, feminizmin murad ettigi bicimde silmek icin
toplanan akademik birikimin akademinin gerektirdigi yansiz ya da evrensel
olmasi beklenen paylasimlari, sik sik ingiliz dilini telaffuz yetenegi, beyaz
Avrupa’nin sandalyelerinde oturup oturmama hali gibi noktalarda kesintiye
ugradi. Misir'da dogmus ama bir Ingiliz vatandas gibi yetismis esmer kadinlarla,
Nordik kiyllarda Ingilizce'yi ana dili kadar diizgiin kenusan sanisin kadinlarin
sozleri ayni kapilari aralama gayreti iginde degildi her zaman. Kiirsiiye cikan feni
koyu renklizkadinin derdi; gésmen kadinin yoksullukla bogusmasi, alt hizmet
grubu isleri yapmaktan baska bir caresi bulamamasi gibi belirirken; beyaz
feminizmin &ncelikli sorunlar: arasinda, devletle vatandasin mesafesi, devlet eliyle
dretilen feminizmin handikaplari, giderek daha da incelmis bir hak ve &zgirlik
anlayisiyla single mothering denilen tek basina annelik yapmak, escinsel
evliliginin yasal diizenlemelerini toplumsal normlara daha uygun hale getirmek
gibi sorunlar siralaniyordu. Konferansin bu tiir farkli sorun alanlari, talep sepetine
elmalarla armutlar kadar farkli talepleri atmalarina neden oldu feminist
akademisyenlerin ya da kendi disiplinleri ile toplumsal cinsiyet céziimlemelerini
birlestiren konusmacilarin. Bu, her tirl uluslararasi toplantida beklenebilecek bir
durumdu. Hele de, “Yeni Avrupa” gibi, kominist rejimlerin yikilmasinin ardindan
Dogu blokundan akan fuhus ve kadin pazarlama mafyasinin sorunsali, Avrupa
Birligi'ne girmek icin kapida bekleyen ilkelerle “Avrupa”nin iliskisi, dinyanin
sesitli kiyllarindan 6zellikle de kahverengi Afrika’dan ve Uzak Dogu’dan gelen
gé¢ olgusu, siyasal siginmacilar konusu bambaska ¢ézim yollar arama
zemininin zorunlulugunu ortaya koydu.

Konferansin ortaya koydugu baska bir gercek de, yine iiniversitede hic
yabanci olmadigimiz bir ikiligin yansimasi idi. En kalabalik dinleyici kitlesini
barindiracak sekilde diizenlenen tarisma basliklar ve kentin merkezine yakin
mekanlar, politika, kamusal ve yasal diizenlemeler, ilkelerarasi mevzuata iliskin
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sorunlar gibi “ana” alanlara ayrilmisti. Universitenin kent merkezinden uzaklasan
mekanlarinda da, daha kiicik insan gruplari; dil, temsil ve edebiyat diinyasinin
kurmaca karakterlerinin céziimlemeleri izerine yazilanlar dinliyorlardi. Bazen
yalnizea bize ait oldugunu disindugumiz bu ikilemin Bahda da gériilir bir sey
olmasi dusiindiiriict idi. Edebiyatin kurmaca diinyasinin akademik kistaslarla
cozimlenerek, diger akademik isler gibi akademisyenlere ehliyet kazandirmasi
yeni bir sey degil. Edebiyat kskenli akademik isler yapan bslimler, fakilteler
diinyanin her yerinde var ve cogu da epey prestij sahibi. Ama nedense, diyelim ki
baris ya da insan haklar ya da simdi oldugu gibi toplumsal cinsiyet kskenli
sorunlar tartisildiginda, o ayni niversiteyi paylastiklart politika, hukuk, ekonomi
gibi diger oturakl bilim alanlari temel tarhisma zemini yaratirken, edebiyata béyle
bir kenarda durup, kendi bildigi ve bilimsel kurallarini kat tuttugu bigimde
cdziimlemelerini yapmak diser. Lund Universitesi'nin binalar arasinda da ayni
ayrim yasandi. Bir binada, insanlar ideolojik olarak yaratlan cekirdek ailede,
temiz elli fedakér es ve anne modelinin kadinlar kapathgi gemberi tartisir ve buna
kars: politikalar Gretirken, diger binada insanlar, yalnizea bir yazarin bir
romanini ya da bir yénetmenin bir filmini aldilar ve onu feminist elestirinin
normlarina gére cézimlediler. Bu birbirine mesafeli binalarda iretilen sézler ne
kadar garpt birbirine, bunu gok iyi bilmiyoruz.

Sosyal bilimler arasinda yalnizea toplumsal cinsiyet tabanh arashirmalarin
degil bir cok bashgin alinda incelenebilecek bir sorun bu, bilimler arasi séylem
farkliligr. Bu tir bir farklilik, bilim alanlarinda oldugu kadar bilim insanlarinda da
kendini dogrudan aciga cikaran bir sey. Ozellikle de Batli bilim insani olup
olmamak konusu, ilk aciga cikan hususlardan biri uluslararasi akademik bir
birliktelikte. Kitiphane raflarimizi ve yazdigimiz bir cok akademik metnin
dipnotlarini dolduran Bahli akademisyenin salt kitabini degil bizzat kendisini
gdrmenin, sézii edilen bu agiga cikista dnemi var. Cinki, diyelim ki, “Iran’da
kadin olmak” Gzerine, “siz Bahli feministlerin saptadigi higbir feminist ¢ézimin
karsilig yok”, sorusunu isittiklerinde, eorik kitaplarindan biraz daha yumusak bir
yanit verdiklerini gérebiliyorsunuz; “haklisimiz, Batili feminizm, kendi bulgularini
diinyanin her yerine ihrac etmekten vazgegsin!” Amerikan ve Ingiliz kaynaklarinin
feminizm Uzerindeki akademik belirleyiciligi bilinen bir gercekken ve bunu
dénistirmenin cok kolay olmayacag da agikken, Batili feminizmin kendine bakisi
ve biitiin bir Bat ideolojisinin “Mislimanhiga karsi Hiristiyanlik, barbarliga kars:
vygarlik!” vaadiyle nasil, Afrikalilarin tembel oldugu igin, Irlandalilarin
ayklanmasi gerektigi icin lonlarin da geki diizen verilmesi gerektigi icin, baska
irklarin ya da milletlerin de baska gerekgelerle ehlilestirilmeleri disincesinin,
dinyanin bugiin geldigi ileri ssmiris dizenini agiklamakta kullanilmasi &nemli bir
seydi. Bu konferans, agirlikli olarak kadinlardan olusmasaydi, Bah kendisine bu
kadar elestirel bakar miydi, yoksa yine dinyay: uygarlastiracak tek segilmis
elemanin kendisi oldugunu sanmaya devam mi ederdi bunu saptamak zor. Ama
Batili feminist kadin akademisyen, koyu renkli kadinlarin dediklerini dinledi ve
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kendi uygarlik asamalarinin atlama taslarini yeniden hatirladi, bunun diinyanin
tikandigr sémiri dizeni ve kadinlarin ugradiklarn iki katmanli sémiri
mekanizmalari igin nasil zemin yarathgina mikrofonun uzatlmasina sesini
cikarmad.. Sarisin ve literatiriin en taninmis kitaplarinin sahibi olmayan kadinlar,
tenleri esmerden kahverengiye galan kadinlar, Filipinler'den gelen ve Avrupali
beyaz hanimin evinin pisligini temizleyen kadina da, dinsel ritiiel geregi drtinmis
Misliman kadina da, Norveg'te odaklanmis fuhus pazarinin batagina saplanmis
Yugoslav kadina da ayni soruyu sordu. Feminizm, size acimali ve “seni
kurtaracagim” mi demeli, yoksa sizin yaphginizi bir secim gibi gérmeli, bir meslek
gibi degerlendirmeli ve bunu iyilestirmeye mi calismali2 Batili feminizm, genel
olarak kitaplarda yaptgini, konferans salonlarinda pek yapmadi. Bu sorularin,
kendisinden baska feminizmlerin sesleriyle dile getirilmelerini hep birlikte oturup
dinledi. Tabii burada Batinin hesabina da bir baska sorun tanimi  yaziliyorduy;
egemen gii iliskilerinin yarathg: paradoks! Ozellikle ev sahibi Isvec'te, beyaz
olmayan feminizmin haykirdigi gég, feodal biyik aile dizeni, yoksulluk,
egitimsizlik gibi sorunlar yok. Ama, oralarda da, tipki diinyanin kadinlar igin
daha karanlik olan kurumlar gibi, aile igi dizenlemelerde escinsellerin kazanmak
istedikleri haklar sorunu, heteroseksiiel cekirdek aile ideolojisinin dayathg
“heteronormallik” &lcitine duyulan tepki, icretlerin daha iyilestirilmesi gibi
sorunlar var. Ve bunlar, Nordik kiyilarda oldugu gibi, ekonomik ve sosyal olarak
tum yizleriyle “yeni”lenmeye calisilsa da Avrupa’nin genelinin sorunlari.

Yeni Avrupa’nin, “toplumsal cinsiyet ve giic” tahlili Gzerinden cesitli yiizlerine
bakilirken, yenilenmesi ya da en azindan daha belirgin bir dille elestiriye agilmas)
gereken bir baska sorun alam da, akademik arastirma o|gusunun kendisine
yonelik olarak ortaya konuldu. Birinci diinyada saglam egitim almis, ortak
akademik is yapmayi bilen arashrmaci, iigiinci diinyaya gider ve orada bir
gurilti icinde kaynasan denekleri arastirmaya tabi tutar. Ama, arashrmaciyla
denek arasindaki gic iliskisini acaba sonug bulgular degerlendirirken hep géz
8niinde tutar miyiz, yoksa bir saatten sonra onu akilsallastirir ve onunla bilimsel
yollarla bas etmeyi basarir miyiz2

Ya da, bir baska akademik elestiri mekanizmasinin sesini daha duyduk
konferansta. Bize tanidik gelen akademik olup olmama korkusunun Avrupa gibi
yerde artk esamesinin okunmayacagini disinmemek gerekirmis, bunu gérdik.
Kimi akademisyenler, “cinsellik” sézini bildirilerinin bashgina koymakta tereddiit
etmisler. Ama konferansa gelince, bunun konusulabildigini gérmisler ve bu itirafr
gerekli bulmuslar. Ustelik de, binlerce escinselin Amerika’da cesitli gésterilerde
yaphd yiiriyisleri gézimleyen bir bildiri bu. Bedenin nasil bir canlandirma araci
olarak kullanildigina ve insanlari kategorilestiren her anlayisin mutlaka birilerini
disarida birakmaya mahkum olduguna dair kuramsal alintilarin yapildigi bu
bildiride, “heteronormallige” kars iretilen simgelerin g6z éniine serilmesi ilgingti.
Ote yanda da, cinsiyetci gdsterim unsurlarinin ashinda bal gibi nesnelestirdigi
kadin figiriiniin, “cinsiyekilik degil, sanatsal olarak ironi yoluyla vurgulamak”
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diye pazarlandigi érnekler sunuldu. Ozellikle, Fransiz kaynakli dokiimanter ve
kurgusal film &rneklerinin, bu tuzaga disen ya da dismeyen &rnekleriyle, yeni
Avrupa’nin yeni gstergelerinin ¢dzimlemesinde farkli bakislar konuldu ortaya.

“Konferansin programinda nemli bir yer tutan feminist Gtopyalar, diger izmler
icinde daha radikal ve daha canli tepkilerle sokaga dékilmesine alishgimiz
feminizmin bir gok &rnegiyle karsilastirldiginda, o kadar canl ve disavurumcu
degildi. Konferansin, Gniversitenin ciddi havasinin hakikaten havaya suya karishg
bir ortamda gegmesinin bunda pay: olabilir. Yine de, kadinlarin kisa siire icin
davetli oldugu ve tek yapilmasi gerekenin “kendini yozmak” olarak saptandign bir
Akdeniz kiyisindan, ltalya’dan Parola di Confine ile gelen disil tebessiim; bununla
birlikte ev sahibi Isveg’in “Sex(y] Art (Seks(i) Sanat “ adini verdikleri proje ile,
toplumsal cinsiyet ve cinselligin, akademisyenler ve sanatcilarin ortak katlimiyla,
teori ve pratik arasindaki engellerin kaldirlmasiyla irdelenmesi gibi rnekler,
feminist Utopyanin gergege tasinabilecek yanlarinin fazlahgina dair umutlarimiz:
canlandiran 8rneklerdi. Bunun disinda konferans, genel olarak bir durum
saptamasiyla, zaten bilinen cinsiyefci ideolojilerin cinsiyetsi dil kaliplaryla nasil
yeniden ve yeniden urefildiginin aktarimiyla, buna karsi gelistirilmesi gereken
politikalarla dolu birkag giinii igerdi.

Nasil ki, konferansin agilisi, bizim sicak iklimlerde esen sicak karsilama
tSrenlerinden uzak bir mantikla hazirlanmish, madem ki, konferans “Yeni Avrupa”
imgesini vurguluyordu, 8yleyse “Yeni Diinya” iizerinde olup bitenlere bakmakla
baslamakta fayda var diye disinmis olmalilar programi olustururken.
Konferansin  bitimi de baslangici gibi, Isvec’in iklimine gok uygun bir 1si
derecesinde oldu; katilimailar igin gok sicak bir hava estirilmeden! Konferansin,
Toplumsal Cinsiyet Calismalarr Merkezi’nin tam zamanli iki elemanindan olusan
bir organizasyon ekibi vardi. Onlarin da, ok sayida gonilli yardimailari. Nasil
bir ortak ¢alisma yirittiklerini, yillardir nasil Nordik kadin Calismalar ile
Avrupa’da yapilan kadin galismalari arasindaki ugurumu kapatmay:
hedeflediklerini belirftiler. Konferansin bitiminde, kendi yaptiklari isi, basariyla
tamamladiklarini disindiklerini, bu nedenle de birbirlerini manevi degeri olan
armaganlarla ddillendirmek istediklerini belirttiler. Bunu yaptilar da, biz
diinyanin gesitli bucaklarindan gelenler de, valizler dolusu brosiriin ierdigi teorik
ve pratik bilgi, deneyim, girisim ve hayali kendi toplumsal cinsjyet
¢dziimlemelerimizde kullanmak iizere kolumuzun alfina alarak, onlarla birlikte
onlari alkislayarak aynldik olay yerinden. Eve déndigimizde, birakhgimiz
cinsiyetsi kurgularin birbirinden ne kadar farkli senaryolarla, her gegen giin daha
da katlanarak nasil cogaldigr belki de en biyik hatta neredeyse tek ortak
noktamizda onca kadinlik hali icinde.

Konferansin tartisma raporlari, Avrupa Toplulugu’na gonderilecek. En biyik
sayisal bilgilerin basinda, cok sayida feministin ama gok gok az sayida erkek
katlimeinin oldugu yer alacak. Her ii¢ yilda bir tekrarlanan konferans, 1992
yilinda oldugu gibi, 2006’da da Polonya’da gergeklestirilecek. Lund’da, kadinlar
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birbirlerini Polonya’da gérmek istediklerini belirterek kapadilar konferansi. U yil
sonra, “Yeni Avrupa”da, Lund'da irefilen itopyalarin gerceklesmeye yiz tutugu
bir kita 6zlemimizle....

Notlar

' Bizim Universitelerimizin “kadin sorunlan” Gzerine kurulan arastirma
merkezlerinin ve anabilim dallarinin, uzman ya da arastirma gérevlisi gibi
yalnizea en gok iki tam zamanli elemant olabiliyor. Heniiz, tam zamanli 8grefim
tyesi barindirmalari ise uygun bulunmus degil. Kullanabildikleri mekanlar da,
genel olarak tek bir odadan ibaret. Bazen, bu bile imkansiz olabiliyor ve kadin
cahsmalari anabilim dallar, bir cok anabilim dal ile tek bir odayr paylasmak
durumunda kalabiliyorlar.

2 Amerika Birlesik Devletleri'nde olsaydik, siyahlarla beyazlar diye keskinlesecek
olan ten farki, Avrupa’da biraz daha agik tondayds, renkli kadinlarin teni,
brown (kahverengi) olarak biraz daha fazla umut arz etti sanki.

DOGU AKDENIZ UNIVERSITESI =~ )
KADIN ARASTIRMALARI VE EGITiMi MERKEZI
KADIN/ WOMAN 2000

Yayn ilkeleri
Genel llkeler

1) Yazarlar, KADIN/WOMAN 2000'de yayimlanmasini istedikleri bilimsel calismalarini
asagidaki adrese gondermelidirler:

Yayin Yénetmeni

KADIN/WOMAN 2000

Kadin Arashrmalar ve Egitimi Merkezi

Dogu Akdeniz Universitesi

Gazimagusa - Kuzey Kibris Tork Cumhuriyeti

2) KADIN/WOMAN 2000, Tirkce ve Ingilizce olmak tizere iki dilde yayim yapar.

3) KADIN/WOMAN 2000'e génderilen yazilar, baska bir yerde yayimlanmamis olmalidir.
KADIN /WOMAN 2000 Yayin Kurulu tarafindan yayimlanmak iizere kabul edilen yazilarda,
DAU - Yayinevi biitiin yayin haklarina sahiptir. Ancak yazarlar yayinlanan bilgileri kismen
KADIN/WOMAN 2000 ne atfta bulunmak izere baska yaymnlarinda kullanabilirler.

4) Yoazilardaki disiince, géris, varsayim, tez ya da savlan yazarlarina aittir. Dogu Akdeniz
Universitesini veya Kadin Arastirmalari ve Egitimi Merkezini baglamaz.

5) Tim yazilar yazar(lar)in kimligi sakh tutularak kenu ile ilgili en az iki akademik danisman
tarafindan incelenip, yapilan degerlendirme hakem isimleri gizli tutularak yayin kurulu baskan:
tarafidan yazarlarin bilgisine sunulur.

6) Yayin Kurulu, yayima génderilen yazilarda diizeltme yapabilir. Bunlar yayimdan énce yazarin
bilgisine sunulur.

Yazim Kurallarn

1) Yazilar iic niisha olmak iizere eklenmesi istenilen yayina uygun olarak hazirlanms figiir ve
tablolar ile birlikte génderilmeli, ayrica disket veya CD Uzerinde Windows ve Word formatinda
verilmelidir.

)

2) KADIN/WOMAN 2000'e génderilecek yazilar, A4 boyutlaninda beyaz kagida Ust, alt! sag
ve sol bosluk 2,5 em birakilarak, cift aralikli ve diiz metin olarak tercihen New Roman Times
fontu ile 12 punto olarak yazilmalidir. Yazilarin vzunlugu makalelerde 25-30 sayfa veya
9000 kelimeyi asmamali, kitap tamiimlarinda ise 1-7 sayfa veya 500-2500 kelime arasinda
olmaldir.

3) Tirke yazilarda Tiirk Dil Kurumu'nun imla Kilavuzu esas alinmali, yabanci sézciskler yerine
olabildigince Tirkce sézcukler kullamimalidir. Tirkcede pek alisiimamis sézcikler yazida
kullanihirken ilk gectigi yerde yabanc dildeki karsiligi parantez iginde Tirkse ve Ingilizce
olarak verilmelidir. Ingilizce yazilarda ise Oxford English Dictionary veya ekleri &rnek
alinmalidir.
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4) Yazilar bashk sayfasi, ana metin, kaynaklar, ekler, tablolar, sekil basliklar, sekiller, yazar
notlari ve yazisma adresi ile yazi Tiirkge yazilmis ise Ingilizce, Ingilizce yazilms ise Tirkce
olarak genislefilmis uzun &zet (Abstract) bélimlerini igermelidir. Yazarin makalesini hem Tirkge
hem de Ingilizce olarak géndermesi halinde yazisi iki dilde de yoyimlanabilecektir.

a) Bashk sayfasi en fazla 10-12 kelimeden olusan makale bashgini, (kelimeler arasindaki
bosluklar ile beraber en fazla 50 karakter), yazarlarin adi ve soyads, invani ve calistigi kurumu
icermelidir. )

b) Tirkse ve Ingilizce olmak izere ‘Ozet’ ve ‘Abstract’ bashklar altinda her iki dilde de 300
kelimeyi gesmeyecek sekilde hazirlanmalidir. Tiirkge ve Ingilizce 6zetin her biri yeni bir sayfadan
baslamalidir. Bunlarin alinda ayrica ‘Anahtar Kelimeler’ ve ‘Key Words’ basliklar ile makale
ile ilgili snemli anahatar kelimeler (en fazla 10 kelime) yazilmalidir,

¢) Ana metin yeni bir sayfadan baslamalidir.

d) Metin iginde afifta bulunulan kaynak ve sahislar (Yazar soyadi, Yayin yili, ve atifta bulunu-
lan sayfa numarasi) seklinde verilmelidir. Metinle ilgili ek bilgiler Gst numaralarla verilmeli,
metin sonundaki Notlar kisminda ayni numara ile eklenmelidir.

e) Sekillere baslik ve numara verilmeli, bashklar tablo ve figiirlerin izerinde yer almali, kay-
naklar ve figiirlerle ilgili notlar ise alta yazilmalidir.

f) Tablolar metin igine kenmayip, her biri ayri bir sayfaya yozilmali, metin igindeki yeri marjin
icinde belirtilmelidir.

g) Makalede yer almas istenen resimler veya cizimler yayima hazir sekilde génderilmelidir.
Resimler makalede yer alis siralarina gére numaralandinlmali, metin igindeki yerleri Resim 1,
Resim 2 seklinde parantez icinde gésterilmeli, resimlerin arkalarina ise resim numaralari,
yazarin soyadi ve kisaca makale ismi yazilmalidir. Ayrica bunlara ait agiklamalar ayn bir
sayfada sira ile belirfilmelidir. Resimler disket veya CD iizerinde TIFF formatinda génderilebilir.
h) Denklemlere sira numarasi verilmelidir, Sira numarasi parantez iginde ve sayfanin sag
tarafinda yer almalidir. Denklemlerin turetilisi kisa olarak gésteriliyorsa, hakemlere verilmek
iizere tiiretme islemi bitin basamaklariyla ayri bir sayfada gésterilmelidir.

i) Metinde yararlanilan tom kaynaklar ayri bir sayfadan baslayarak alfabetik sirada Kaynaklar
bashgr altinda su siraya gére verilmelidir: Yazar Soyads, Adi (Yayin yili). Kitap ismi (italik
harflerle) veya makale ismi, Dergi ad (italik harflerle) Basim yeri: Basimevi, dergide yer aldigi
sayfa numaralari. Kitap isimleri lfalik harflerle, makale isimleri normal harflerle, dergi adi
ltalik olarak yazilmalidir. Ayrica yayimlanmamis kaynaklardan yapilan alintlar da tam olarak
anlasilacak sekilde kullanilmalidir.

5) Bu duyuruda belirtilen kurallara uymayan yazilar, gerekli diizeltmelerin yapilmas: igin
yazarlarina geri génderilir. Yayin Kurulu tarafindan yayimi uygun bulunmayan yazilar bir
nisha olarak varsa orijinal tablo ve figiirleriyle birlikte yozara iade edilir.

Yazisma Adresi

Kadin / Woman 2000

Yayin Yénetmeni

Dogu Akdeniz Universitesi

Gazimagusa - Kuzey Kibris Tirk Cumhuriyeti

Tel: (392) 630 2238
Fax: (392) 392 3650918
e-mail: woman2000@emu.edu ir

http://emu.edu.tr/kadin_woman2000.htm
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EASTERN MEDITERRANEAN UNIVERSITY
CENTER FOR WOMAN STUDIES
KADIN/WOMAN 2000

Notes For Contributors

General Principles
1) Manuscripts should be sent to the following address:

Editor-in-chief

KADIN/WOMAN 2000

Center for Woman Studies
Eastern Mediterranean University
Gazimagusa - North Cyprus
Mersin 10 - Turkey.

2) KADIN/WOMAN 2000 publishes in Turkish and English.

3) Manuscripts submitted to KADIN/WOMAN 2000 are expected to contain original work and
should not have been published in an abridged or other form elsewhere. Acceptance of a
paper will imply assignment of copyright by its author to KADIN/WOMAN 2000 and EMU
Press; but the author will be free to use the material in subsequent publications written or
edited by the author provided that acknowledgment is made of KADIN / WOMAN 2000 as

the place of the original publication.

4) All ideas, views, hypothesis or theories published in KADIN/WOMAN 2000 are the sole
responsibility of the authors and they do not reflect the ideas, views or policies of Eastern
Mediterranean University or Center for the Woman Studies.

5) All manuscripts are assessed by at least two academic referees without any sign of the author(s)’
identity and the evaluation of referees without their names are sent to the author by the chief

editor.

6) The publisher and editors reserve the right to copyedit and proofread all the orﬁdes.acc_epted
for the publication. Copy of edited manuscripts will be sent to authors prior fo publication.

Instructions to Authors

1) Contributors must submit three copies of their manuscripts including the original figures and
tables to the editor. In addition to the hard copy, the author should submit the work ¢n a
computer disk or CD in Windows format.

2) Manuscripts must be typed on Ad white paper, double-spaced, with New Roman Times 12
font, and leaving a 2.5 cm. margin on each side as well as the top and bottom part of the
paper. The length of the articles should not exceed 25-30 pages or 2000 words and the book
reviews may be around 1-7 pages or 500-2500 words.
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3) The spelling guidelines of The Foundation of Turkish Language for the Turkish manuscripts
must be taken as standard for the spelling of loan words in Turkish. Loanwords accepted in
English usage should be spelled in accordance with the Oxford English Dictionary and its
supplements. Other foreign words must be written in ltalics and explained in parenthesis or at
deep notes if necessary.

4) Manuscripts must consist of the fitle page, the abstract pages, both in Turkish and in English,
the main article, appendix, tables, figure captions, figures, deep notes or end notes, the
correspondence address of the author, and extended abstract in English for the Turkish articles
and Turkish for the English articles. All these must be written on separate pages. Articles sent
in both languages Turkish and English will be published together.

a) A title page should be prepared carrying the article fitle consisting of not more than 10
-12 words (maximum 50 characters including the spaces), author’s full name (in the form

preferred for publication), and author’s affiliation including mailing address.

b) Abstracts, not exceeding 300 words both in Turkish and Eng?ish must begin from new
ages. Below these the ‘Key Words’ and ‘Anchtar Kelimeler’ (not more than 10 words) must

Ee added.
¢) The article must begin from a fresh page.
d) References should be given in the fext in this format: (Surname of the Author, Year of
publication and page(s) quoted). Other additional information may be numbered consecutively
and appear as endnotes under Note at the of the text. Quoted unpublished material should
have full location reference.
&) Tables and figures should have captions and numbers. The captions of the tables and
figures must be written on the top, and references and explanations related to the figures
must be written below the table.
f) Each table must be typed on a separate sheet and its approximate position in the text to be
indicated by a marginal note.
g) Original drawings or pictures must be submitted in a form ready for the printer. Each
illustration should bear on the back a number, the author’s name and the title of the paper.
Captions should be presented separately on a sheet at the end of the manuscript and should
be identified by number.

h) Equations should be numbered consequently. Equation numbers should appear in

parentheses at the right margin. In cases where the derivation of formulae has been
abbreviated, it is of great help to the referees if the full derivation can be presented on a
separate sheet (not to be published).
i) The references quoted or referred in the text must be listed alphabetically in the ‘References’
in this format: Surname, Name of the author (date of publication). Full title of the book (in
Italic) or full title of the article {in regular font) and The name of the journal {in italic), the ploce
of publication: publisher, pages of the article published in the journal. Quoted unpublished
material should have full location reference.
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5) Aficles that do not obey these rules will be returned to the author for the necessary changes.
Papers not accepted by the editorial board will be sent back to the author together with the

original figures and tables.

Correspondence Address

Kadin/Woman 2000
Editor-in-chief

Eastern Mediterranean University
Gazimagusa - North Cyprus

via Mersin 10 - Turkey

Tel: (+90 392) 630 2238
Fax:  (+90 392) 392 3650918
e-mail: woman2000@emu.edu.ir

http://emu.edu.tr/kadin_woman2000.htm



170

Bu Sayida Katkida Bulunan Yazarlar/Authors in This Issue

Makaleler/Articles
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Turkologist
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Gazi University
Ankara - Turkey.

Assist. Prof. Dr. Seher Balci
Sociologist
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Ondokuz Mayis University
Samsun - Turzey.
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Comparative Literature
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Baskent University
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Assoc. Prof. Dr. Sema Oner
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Istanbul - Turkey.
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Istanbul - Turkey.
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Department of Physics
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Book Reviewers
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Turkologist

Department of Turkish Language and
Literature

Faclty of Arts and Sciences

Erciyes University

Kayseri - Turkey.

Prof. Dr. Seving Ozer

Americanist

Department of Western Languages and
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Faculty of Literature and Science
Pamukkale University

Denizli - Turkey.

Asuman Oz

Social Sciences Institute

Department of Turkish Language and
Literature

Faculty of Arts and Sciences

Erciyes University

Kayseri - Turkey.

Sahika Karaca

Sosyal Sciences Institute

Department of Turkish Language and
Literature

Faculty of Arts and Sciences

Erciyes University

Kayseri - Turkey.

Assist. Prof. Dr. Al Yildiz
Turkologist

Department of Turkish Language and
Literature

Faculty of Arts and Sciences

Fatih University
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Istanbul - Turkey.

Rapor ve Haberler / Report Writers
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Turkologist

Social Sciences Institute
Department of Woman Studies
Ankara University - Ankara.
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Bu Sayida Hakemlik Yapanlar / Referees in This Issue
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Istanbul University
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Dogu Akdeniz Universitesi - Kibns Araghrmalan Merkezi (DAI'.'I-KAM}
V. ULUSLARARASI KIBRIS ARASTIRMALARI KONGRESI
14-15 Nisan 2005

BiRiNCi DUYURU

Dogu Akdeniz Universitesi Kibris Arastirmalari Merkezi (DAU-KAM) tarafindan diizenlenen
Uluslararasi Kibris Arastirmalari Kongresi‘nin (UKAK) besincisi, 14-15 Nisan 2005 tarihleri
arasinda Dogu Akdeniz Universitesi'nde gergeklestirilecektir.

Kongre Konulan ve Dili:

Kongre'ye genel olarak Kibris, &zel olarak Kuzey Kibris'n tarihi, arkeolojisi, cografyasi, dili,
edebiyah, egitimi, sanati, dogasi, folkloru, hukuku, siyasefi, ekonomisi, maliyesi, turizmi, sporu
ile Kibris'a iliskin diger konularda sunular kabul edilecektir. Sunular Tirke ya da ingilizce
yapilabilir,

Sunu Gesitleri:
Konferansta Gig tiir sunu yer alacakhr:

Bildiriler Tek ya da birden fazla arastiricinin katilimiyla, 8zgin bir
arastirma kenusunun sunulacag bildiriler igin sunum siiresi
20 dakikadir. Sunum sonrasi, tarhsma ve sorular icin 10
dakikalik siire ayrilmistir.

Tamamlanmis ya da sirmekte olan arastirmalarla ilgili

olarak bilgi alis-verisi amaciyla hazirlanan pano sunulari

Kongre boyunca izlenmeye agik olacak bigimde panolara

asilacakhr.

Yuvarlak Masa Toplantilari  Belirli bir konuyu derinlemesine ya da cesitli ydnleriyle
tarismak amaciyla diizenlenecek yuvarlak masa
toplantilarina, katlim sayisina gére, 1,5 — 2 saatlik siire
ayrilacakhr. Konu ve katlimailar toplanti diizenleyicisi
tarafindan belirlenecektir. Tarhsmaya agiimak istenen
konunun icerigi ve kahlimcilar 6zet metinde belirtilecektir.

Pano (Poster) Sunulan

Sunu Ozetleri:
Yukarida belirtilen sunu tiirlerinin her biri igin dzetlerin génderilecegi son tarih 15 Haziran
2004'tir. Her katlimei, biri bireysel digeri de ortak olmak iizere en ok iki sunu etkinligi
gergeklestirebilir.

ilisikte bulunan Sunu Ozet Formlar en az 400, en fazla 400 sézcik igerecek bigimde
doldurulmalidir. 400 s&zciskten az olan &zet metinleri degerlendirmeye alinmayacakhir. Ayrica
sunu schipleri 100 kelimeyi asmayacak sekilde kendilerini tanitici bir 5zgegmis eklemelidir.

Ozetlerde calisma konusu hakkinda genel bilgi verilmeli, arashirmaya temel olusturan sorun agikea
belirlenmeli, ayrica arashrmanin yéntemi ve veri tabani hakkinda bilgi verilmelidir. Yuvarlak
Masa Toplantis diizenlemek isteyen katilimel, tarhisma konusunun icerigini yukanda belirlenen
bicimde, kendi belirleyecegi katilimcilarin adiyla birlikte &zet mefinde belirtecekfir.

Ozetler normal posta araciligiyla génderilebilecegi gibi, elektronik ortamda da génderilebilir. E-
posta eklentisi olarak “Word” dosyasi halinde génderilen ézetler kolaylik saglayacakhr. Ozefler,
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cesitli olasi islemleme sorunlari nedeniyle, e-posta ana metni isinde génderilmemelidir. Kayit
formlar, faks, posta ya da e-posta yoluyla génderilebilir.

Tum &zetler (bildiriler, pano sunulari ve yuvarlak masa toplantlan) Bilim Kurulu tarafindan
yazar isimleri gizli tutularak degerlendirilecektir. Degerlendirmede sunu &zeflerinin kongre femasina
uygunlugu, calismanin 6zginligu ve kalitesi esas alinacakhir. Kabul edilen sunulara iliskin bildirilerin
tam metninin en ge¢ 3 Aralik 2004 tarihine kadar Bilim Kuruluna ulastinimasi gerekmektedir.,
Bilim Kurulu taruﬁndan belirlenen hakemler tarafindan degerlendirilecek olan bildirilerden kabul
edilenleri Dogu Akdeniz Universitesi Yayinevi tarafindan Kongre Bildirileri kitabinda basilacaktir.

Kongredeki Diger Etkinlikler:
Atélye Calismalari

Sergifler)

Konser ve gdsteriler

Gezi

Katilim Ucreti:

Bildiriyle katlmak isteyenler : 80 Euro

Bildiriyle katilmak isteyen &grenciler (yiksek lisans, doktora) : 40 Euro
Bildirisiz katlmak isteyenler : 60 Euro

Kahlim Gereti,

Bildiri Kitabini (Bildirisiz katilanlar tcret karsihgr alabileceklerdir.)
Kongre'deki tim sunulara katilimi

Kongre program kitapgigi; katlim sertifikasi; brosiir, harita vb. dokiimani
Kongre'deki agilis/kapanis kokteyllerini

14-15 Nisan 2005 giinlerindeki &gle yemeklerini, tim servis ve ikramlar
Sergi, konser, gezi vb. etkinlikler:iahhml kapsayacakhr.

Kongrede Onemli Tarihler:

Kayit formunun ve sunu &zetinin teslimi (en geg) 15 Haziran 2004
Kabul edilen sunu ézetlerinin aciklanmasi 30 Haziran 2004
Bildirilerin tam metninin teslimi {en gec) 3 Aralik 2004

Kabul edilen bildirilerin agiklanmasi 14 Ocak 2005

Kongre kayitlarinin son giini 1 Mart 2005

Kongre tarihi 14-15 Nisan 2005

Daha fazla bilgi isin asagidaki iletisim adreslerine basvurulabilir:

Te|:(+90) 0-392-6301327 Faks:(+90) 0 - 392 - 365 2027

Iletisim Adresi: Dogu Akdeniz Universitesi, Kibris Arastrmalan Merkezi, Gazimagusa, KKTC
e-posta: necdet.osam@emu.edu.tr, nihal sakarya@emu.edu.tr

http:/ /www.emu.edu.ir/daukam

Diizenleme Kurulu
Prof. Dr. Turgut Turhan
Prof. Dr. Ayhan Bilsel

Dog. Dr. Necdet Osam

Emin Cizenel

Prof. Dr. Rusen Keles
Doc. Dr. Ulker Vanci Osam
Y. Dog. Dr. Halil Nadiri

Kongre Sekreteri Dog. Dr.Necdet Osam
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THE FIFTH INTERNATIONAL CONGRESS ON CYPRUS STUDIES
organized by
Center for Cyprus Studies - Eastern Mediterranean University
14-15 April, 2005

The Fifth International Congress on Cyprus Studies will be held at the Eastern Mediterranean
University on 14-15 April 2005. The aim of the Congress is fo open up a discussion platform
for the analysis, development, exchange and critique of ideas on Cyprus-related maiters.

Themes:

The Organising Committe will accept papers related to Cyprus issues in general, specifically
related to Cypriot history, archeology, geography, language, literature, education, art, folklore,
law, politics, economy, tourism, sports, and alike.

Presentations can be done both in English and Turkish.

Presentation Types:
Paper Presentations Single or joint authors can present their
unique research paper in 20 minutes. Additional 10 minutes will
be provided for discussion.

Poster Presentations A completed or ongoning research can be presented in a poster to
be displayed openly to the participants during the Congress days.

Round-Table Talks This session is for those who would like to discuss an issue in depth
with a number of related speakers. Time allocated for the round-
table talk is maximum 2 hours.

Proposals:
Deadline for submission of proposals is 15 June 2004. One participant can submit maximum

two proposals, one single and one joint.

Proposals should include minumum 400, maximum 600 words. Proposals with less than 400
words will not be taken into consideration. Also, o biodata of maximum 100 words should be
attached.

The proposals should include information on the presentation topic, and clearly express the aim,
scope, method and data analysis of the study. In round-table talk proposals, the participant who
would like to chair the session should give information on the topic as stated above and should list
the other speakers who would take part in the talk.

The participants can submit their proposals either through post, fax, or e-mail. Proposals atiached
as word document to the e-mail messages will be most appreciated. All proposals (paper, poster
and round-table talk) will be blind-reviewed by the Advisory Board. Relevance to the congress
theme(s), quality of the research and eriginality of the ideas will be considered when reviewing
submissions. Upon notification of acceptance, the authors are expected to submit their full papers
by 3 December 2004. Successful papers accepted by the Advisory Board will be published in
the Proceedings by the Eastern Mediterranean University Press.



176 177

Other Activities:
Workshops
Exhibitions
Concerts and shows
Sightseeing tours

Registration Fees:

Participants with presentations 80 Euro
Post-graduate students with presentations 40 Euro
Participants without presentations 60 Euro

The registration fee will cover

participation fo all sessions

congress documents, bag, badge, certificate of attendance, brochures, maps, program
proceedings {which can also be purchased by those participants who didn’t have a presenta-
tion)

welcome and closing receptions

lunches, tea/ coﬂee? cookie services on 14-15 April 2005.

participation to exhibitions, concerts, and sightseeing tours.

CYPRUS &
€UROPE?

JCS Journal of Cyprus Studies

SPECIAL ISSUE :

Important Dates:

Deadline for submitting the forms of participation and proposals 15 June 2004
Acceptance notification for the proposals 30 June 2004

Deadline for submitting the full papers 3 December 2004

Acceptance nofification for the presentations 14 January 2005

Deadline for registration 1 March 2005

Congress dates 14-15 April 2005

and

For further information contact
e-posta:necdet.osam@emu.edu.tr, nihal sakarya@emu.edu.ir
http:/ /www.emu.edu.tr/daukam

Phone : +90 392 630 1415 or 1327

Fax: +90 392 365 2027

cnglish and Turkish.

or the benefit of scholars

in the aforementioned areas. The

prus Studies.

o Fax:90-392-365-1604
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