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Ghazal Mansoor Al-sakkaf and Sameer Mohammed

Abstract This study aims to investigate the issue of the female identity crisis that
appeared as a result of the intersection of two distinct cultures during the postcolonial
era. To accomplish this objective, the renowned novel Abeng, authored by the American-
Jamaican writer Michelle Cliff, has been chosen for analysis. The sample undergoes
postcolonial analysis with a focus on biculturalism as a postcolonial phenomenon. The
study is a descriptive one, which aims to qualitatively follow the behavior of the main
protagonist in the novel Abeng, Clare Savage. It attempts to determine to what extent
her character can be considered an example of a woman who loses her identity as a result
of the colonial legacy of bicultural identity. According to the analysis, Clare has become a
victim of biculturalism. This means that she is constantly searching for her identity
without being able to identify with any specific culture. Throughout the texts, Clare is
portrayed as being lost, which leads her to embrace two different cultures and go with
the flow.

Keywords: postcolonial literature, biculturalism, bicultural identity, Abeng

6z Bu calisma, postkolonyal déonemde iki farkli kiltdrin kesismesi sonucu ortaya ¢ikan
kadin kimligi krizini incelemeyi amacglamaktadir ve Amerikali-Jamaikali yazar Michelle
Cliffin yazdigi Unll roman Abeng analiz icin secilmistir. Orneklem, postkolonyal bir olgu
olarak iki kulturlulige odaklanan postkolonyal analize tabi tutulmaktadir. Calisma,
Abeng romaninin bas kahramani Clare Savage'in davranislarini niteliksel olarak takip
etmeyi amaclayan tanimlayici bir calismadir. Onun karakterinin, iki kultarld kimligin
somurge mirasinin bir sonucu olarak kimligini kaybeden bir kadina ne oélcude 6rnek
olarak goérulebilecedini belirlemeye calismaktadir. Analize gbére Clare iki kalturlultgun
kurbani olur. Bu onun herhangi bir kulturle dzdeslesemeden surekli olarak kimligini
aradigi anlamina gelir. Metinler boyunca Clare'in kaybolmus bir kisi olarak tasvir edilmesi
onun iki farkl kalturu kucaklamasina ve akisina birakmasina neden olur.

Anahtar sézcikler: postkolonyal edebiyat, iki kaltarlGlUk, iki kaltirla kimlik, Abeng

Introduction

The study of female issues in literature received notable attention with the emergence of
feminist literary theory and criticism in the 1960s and 1970s. During this time, many feminist
literary scholars such as Elaine Showalter, Sandra Gilbert, Susan Gubar, Toni Morrison, bell
hooks, and others devoted their academic careers to studying how literature challenges the
marginalization of women. Elaine Showalter, for example, is known for her influential work
A Literature of Their Own (1977) in which she traces the history of British women novelists
from the Brontés to Doris Lessing to prove that English literature is rich with great canonical
female writings and to construct a female framework for the analysis of literature by women
based on the study of female experience. She calls it gynocriticism. In the same line of
advocating female experiences in literature, Sandra Gilbert and Susan Gubar, who are
known for their collaborative work The Madwoman in the Attic: The Woman Writer and the
Nineteenth-Century Literary Imagination (1979) also examine how women are represented
in literature and how female writers of the 19th century were influenced by and resisted the
dominant literary traditions of their time.

The field of feminist literary criticism, however, cannot ignore Toni Morrison's contributions
that enriched the field with her unique perspectives on race, gender, and identity. While
she is primarily known as a novelist, her work has significantly impacted on feminist theory
and criticism. Through her novel Beloved (1987), for instance, Morrison brings the trauma of
slavery and its lingering effects on the psyche and identity of African American women to
the surface. She illustrates the compounded struggles of race and gender of
females. Morrison’s contemporary feminist critic, bell hooks, also significantly contributed
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to feminist thought and literary criticism. Her work emphasized the importance of
understanding the interconnectedness of these social categories and their impact on the
lived experiences of marginalized groups. In Ain't | a Woman: Black Women and Feminism
(1981), she explores how racism and sexism together shape the experiences of Black women,
critiquing both the feminist movement for its racial biases and the civil rights movement
for its gender biases.

All the abovementioned female critics could prove that female experiences and
perspectives in literature had the same importance as males. Moreover, it could be argued
that female works represent female perspectives in a way that male literature does not due
to the patriarchal viewpoint from which male authors traditionally approached their works.
During this period, however, the third wave of feminism emerged to mainly focus on the
representation of black women in society and literature as well, particularly on those who
suffered from the negative legacies of colonialism, such as racism, hybridity, biculturalism,
and so on. Therefore, it can be said that both postcolonial literature and the third feminist
wave reinforce each other through their dedication to bringing the black female problems
to the surface.

Postcolonial literature is an important genre and a literary movement that emerged during
the mid-twentieth century. It was created and spearheaded by African writers who
experienced racism, biculturalism, and the duality of identity. These authors crafted their
works incomparably as writing was their primary means of expressing a variety of
challenges and injustices that occurred after colonialization. As a result, their works were
well-received by readers and publishers alike. The term postcolonial literature, however, has
evolved to include a wide variety of literary works, from poignant reflections by authors who
experienced colonialism to insightful explorations of the continuing impact of European
imperialism on countries classified as Third World. Among those prominent figures of
postcolonial literature is Chinua Achebe who is well-known for his distinguished literary
mosaic Things Fall Apart (1958) which depicted the struggle of its hero to maintain his
identity in the face of colonialism. Another figure is Ngugi Wa Thiong'o whose profound
novel A Grain of Wheat (1967) sheds light on the legacy of colonialism in Africa and other
countries.

Postcolonial literature forms a precious resource for postcolonial studies. It inspires scholars
to share their theories and perspectives on the oppression and inequality experienced by
colonized peoples. Three particularly influential studies that significantly impacted the field
of postcolonial literature are (1) Edward Said's study Orientalism (1977), in which he provides
a detailed analysis of the Western world's negative perception of Third World countries and
regions that were previously subject to European colonialism. Said summarizes these views
through binary opposites such as strong/weak, white/black, educated/ignorant, etc., where
the adjectives on the left refer to Western people, and those on the right refer to Eastern
people. (2) Homi K. Bhabha's Location of Culture is another important work in postcolonial
theory, published in1994. The book delves into various colonial legacies that have a negative
impact on the self-perception of colonized individuals, particularly those who were forced
to leave their homes in search of justice and equal treatment that they had lost in their
homelands. (3) Gayatr Spivak’s work in 1988 Can the Subaltern Speak? is a significant work
that shows how marginalized groups, such as colonized people, were silenced and excluded
from dominant discourses. Unfortunately, that silence was taken as acceptance of the
colonizer's hegemony and used to spread their culture and establish new perspectives in
the dominated areas.

As postcolonial literature forms a precious resource for postcolonial studies, it also provides
feminist literary analysts with good samples of their research. The novels that are written by
postcolonial writers enable lots of literary feminists to present a thorough discussion on how
black women struggled a lot to fight both, male oppression and the oppression of some
legacies that are left behind by colonialism, such as biculturalism. Bicultural women, unlike
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others, suffered much from identity complexities and cultural negotiations. Their life in
places swaying between two streams of cultures, native and dominant, let them face the
challenges of biculturalism. As culture is a crucial phenomenon that distinguishes one
nation from another, the postcolonial researchers focus on how colonizers’ culture
influenced colonized people and made them culturally followers, not independents.

Every society has a unique set of cultural norms and customs that serve as a foundation for
the behavior of its members. These norms are built upon an acceptance by the members
of society to follow and respect them. When an individual deviates from these cultural rules,
he is often viewed as a dissident and may face social stigma. Culture shapes people's ways
of living and thinking, and it can be recognized through a unique way of seeing the world
that they acquire from their upbringing. Tomlinson (1999) argues that culture is a total
pattern of human behavior that is embodied in speech, action, and artifacts. It is dependent
on our capacity to learn and transmit knowledge to future generations. Essentially, the
entire world is created by a collection of thoughts and beliefs that shape people's lives,
including their way of talking, behaving, and influencing future generations. All those
elements, in one way or another, play a key role in shaping one's identity because both
culture and identity are interrelated to each other. Together, they form what is known as
cultural identity which results in a self's feeling of belonging to a specific group shared with
the same ethnicity, race, and religion. This interrelationship is further reinforced by the
shared language, customs, and traditions of a particular cultural group. Samovar and Porter
(1982) refer to this as "the center, or core, of cultural identity", which is an image of the self
and the culture intertwined in the individual's total conception of reality. Thus, culture and
identity are essential aspects of human life that shape individuals and communities.

Cultural identity has been a subject of negotiation, especially during the postcolonial period.
This was due to the migration of indigenous people who moved from one place to another
in search of stability, security, and other social necessitites. They brought with them a
different culture to their destination. The mixture of these cultures in multicultural social
environments created what Bhabha calls cultural hybridity. It is mixing two cultures
together, original culture and the newly acquired one. A person with a hybrid culture falls
victim to confusion. They become unbale to choose one suitable culture. This is what Meca
(2019) defines as biculturalism: a person embracing at least one heritage culture and also
another receiving culture. Therefore, bicultural identity can be considered one of the
consequences of colonization in which half of one's identity is rooted in one’'s local culture,
and the second half stems from an awareness of one’s relation to community culture.

The current study, however, will focus on female bicultural identity as portrayed in the novel
Abeng by American-Jamaican novelist Michelle Cliff. The researchers will only concentrate
on the main female protagonist, Clara, who lives through the crisis of having two distint
culturers that she acquires from a white father and a black mother. The sample is subjected
to a postcolonial analysis with a focus on the negative results that occur because of mixing
two cultures together. The study attempts to determine to what extent the female
protaginst, Clare, can be taken an example of a woman who loses her identity because of
the the element of biculturalism and to what degree she is constantly searching for her
identity without being able to identify any specific culture.

Literature Review

The third wave of feminism, also known as postcolonial feminism, emerged in the late 20%"
century. It played a crucial role in drawing attention to the challenges faced by women
following the end of European colonization in the 1950s. This wave of feminism was not
limited to addressing gender inequality but also focused on highlighting the negative
impact of colonization on various aspects of women's lives. One of the most significant
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effects of colonization was the silencing of women and their inability to speak up against
the injustices they faced. In his analysis of J.M. Coetzee's book Enemy (1986), Shadi Neimneh
(2013) discusses the impact that colonial ideoclogy had on colonized societies from a
postcolonial feminist perspective. Neimneh focuses on Foe's two main characters, Friday
and Susan Patron. Neimneh points out that while Friday, an African slave to a white English
master on an isolated island, is forced into silence, Susan also has no choice but to remain
silent and is unable to share her story of finding her kidnapped daughter. Susan asks the
original author to add her story and adventures to the novel, but the author refuses her
request, fearing that her story will upset male readers. Here, Neimneh compares the
patriarchal practices imposed on women with the practices of the colonizers on the
indigenous people. For him, both Friday and Susan suffer from the same lack of power due
to the colonial ideology represented by the white English master and its influence on the
colonized society represented by the original author of the novel.

Colonization introduced countless challenges for women, one of which was the
propagation of a negative portrayal of third-world women as passive within patriarchal
societies. This misconception is explored by Saif and Shabinrad (2014) in their feminist
postcolonial analysis of Khaled Hosseini's novel, A Thousand Splendid Suns (2007). Through
this analysis, the authors trace the paths of the two main female characters, Maryam and
Laila, and reveal them as models of resilience amid oppressive circumstances. The husband,
Rashid, who represents male dominance, subjects his wives to hardships and imposes
restrictive standards on them and their lives. To assert his authority, he forces his first wife
to wear the veil (nigab), but she later uses this symbol of oppression to hide and escape
from him. Maryam, his second wife, is constantly tortured by Rasheed, and he even punishes
her for her mother's transgressions. However, both wives, Maryam and Laila, finally ally
themselves, challenge Rachid's authority, and find strength in solidarity. When Rashid's
violence against Laila increases, we notice that Maryam does not remain silent and
intervenes decisively, hitting him with a shovel as an act of self-defense and liberation. In
societies like these, where women's agency is often suppressed, rebellion like this is
considered heinous and unforgivable. From the perspective of the marginalized and
oppressed, however, it represents a profound assertion of strength and self-defense. In
essence, this narrative challenges the idea of passive victimhood that is entrenched among
Third World women and presents Maryam and Laila as empowered individuals who resist
oppressive male authority and ultimately regain their independence and dignity.

Erdemir and Demirtas (2020) explore African women's challenges, such as the
fragmentation of their identity due to European colonialism and subsequent migration to
America for settlement. This immigration often led to intermarriage with Americans and
the emergence of offspring whose status as citizens was not recognized by American
society, resulting in them being labeled "others." These children faced conflicting influences
from two different cultures and identities - that of their African mothers and that of their
American fathers - and were struggling to reconcile their dual cultural heritage. In their
study of Toni Morrison's novel The Bluest Eye, Erdemir and Demirtas draw on critical
theories in postcolonial studies, including Edward Said's concept of the other, Homi
Bhabha's concept of ambivalence, and Gayatri Spivak's exploration of subordination. Hence,
they highlight the protagonist's fragmented identity, portraying her as a hybrid character
struggling with the complexities of dual race and societal expectations. The analysis reveals
how Morrison complexly conceptualizes her protagonist's experiences as a "hybrid girl" as
she faces challenges in her school environment due to her racial identity and struggles to
deal with cultural fragmentation and resist systemic injustice. Ultimately, Erdemir and
Demirtas emphasize the profound impact of colonialism and migration on female identity
and highlight the double-sided challenges faced by individuals who belong to two cultures
and identities simultaneously.
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In 2021, Dube conducted a similar study highlighting the enormous difficulties faced by
African women during the colonial period and beyond. It is unfortunate that in addition to
the racial discrimination practiced by the colonizers on the colonized peoples, women in
those peoples also faced another discrimination imposed on them by patriarchal society.
This double discrimination was a real social shock for African women. However, Dube's
study offers a glimmer of hope by focusing on how African women work in balance against
these two streams of oppression. To do this, Dube analyzes Beaulieu, a Setswana novel
(1990) by Olibile Gaborone, from a postcolonial feminist angle. In his analysis, he applies the
approach of the 'First Things First Approach' that gives women the choice to stand with
men against colonial oppression before struggling for their gender equality. Furthermore,
he relates his analysis of Boleo to four other famous African works, namely Mekabah: A
Biography by Miriam Makaba, And They Did Not Die (1990) by Loreta Ncgobo, The Joys of
Motherhood (1979) by Buchi Emecheta, and Nervous Condition (1988) by Tsitsi
Dangaremga. By doing so, he concludes that the five main female characters of those
novels, including the characters in Boleo, encourage the First Things First Approach, which
could prove to be a viable solution to the difficulties faced by African women in terms of
both colonial oppression and patriarchy. Those studies, however, are some of many. They
are selected to support the discussion of female problems that originated due to the the
negative legacy of colonialism.

Michelle CIiff

Michelle Cliff is an American novelist of Jamaican origin. She was born in 1946 and passed
away in 2016. Her first two novels, Abeng (1985) and No Telephone to Heaven (1987), brought
her fame. In the late 1970s, she wrote critical essays on colonial education that had left her
unable to express herself as a light-skinned Jamaican. She completed her Ph.D. dissertation
in 1974 and edited the first volume on the writings of Lillian Smith (1897-1966), a white writer
who was an outspoken critic of segregation and racism, in 1978. That same year, she
published a personal analysis of racial, gender, and sexual power.

Abeng is Cliff's first novel, published in the 1980s. The term "abeng" refers to a conch shell.
It was used by the slaves as a tool of commmunication during the resistance against
colonialism in Jamaica. The story focuses on the life of a mixed-race Jamaican girl named
Clare Savage, growing up in the 1950s. The novel takes place during Jamaica's transition
from colonial rule to independence during the 1950s and 1960s. The author skillfully
navigates themes of identity, colonialism, resistance, slavery, and social injustice. Clare
explores her cultural heritage and reveals many harsh facts about British imperialism,
slavery, and injustice in Jamaican society. The novel also highlights the psychological and
cultural repercussions of these facts as well as the racial hierarchy imposed by colonialism.

Clare faces a complex struggle with her mixed racial identity and conflicting societal
expectations because she is biracial. Although she enjoys privileges linked to her father's
whiteness, she, meanwhile, suffers from marginalization because of her mother's blackness.
Hence, she fights for racial equality and social justice in Jamaica while wrestling with the
notions of loyalty, identity, and self-discovery. In her portrayal of Jamaica's turbulent political
past, CIliff skillfully highlights the resilience of resistance against British colonialism and
offers an alternative perspective that questions and challenges the dominant historical
narratives.

Sample Analysis

Many postcolonial intellectuals examine the relationship between culture and identity. They
conclude that both elements are inherently inseparable from each other, and that culture
has a direct influence on a person's identity. For instance, a person who is born to parents
from two different cultures may suffer from biculturality and have challenges in conforming

214
bitig Edebiyat Fakultesi Dergisi
Cilt/Volume 4, Sayl/Issue 8, Aralik/December 2024



Female Bicultural Identity in Michelle Cliff's Novel Abeng:
A Postcolonial Study

to their fragmented bicultural identity. They may spend their life split between their father’s
and mother’s cultures. In other words, they may live with a sense of confusion between the
two identities. This kind of sense, Bhabha (1994) calls it as "betweenness." Betweenness,
therefore, is the feeling of confusion and bewilderment that biracial children, who grow up
with multiple cultural influences, experience due to bicultural upbringing. Due to the
confusion of biculturalism, they consequently become unsure of their culture and identity.
The character of Clare Savage in Abeng is an excellent choice for studying the phenomenon
of biculturalism and its effect on a female self's identity. Cliff skillfully addresses this issue by
using the literary genre of bildungsroman, which traces the protagonist's life from
childhood to maturity. Abeng is an autobiographical work with Clare, the protagonist,
depicting Cliff's real-life experiences during her childhood.

Clare Savage, the main character in the novel Abeng, is introduced as the daughter of two
biracial parents. Her father, Boy Savage, is a white man and a descendant of an English Earl
while her mother, Kitty Savage, is a black woman and a descendant of a Jamaican Maroon.
This means that Clare is a blend of two cultures: her father's English culture and her
mother's Jamaican culture.

Each of the parents is created by the author to represent their culture. Boy is depicted as a
biased white man who is proud of being white. Racism is evident in his way of raising Clare
as he keeps constantly reminding her about the advantages of whiteness that she inherited
from him, “You are my daughter. You're white." (Cliff 1984: 73). He does not show any care
for the fact that his wife is a black woman, and that such kind of remarks on skin color may
hurt her. Although she does counter him or rejects his racist views, Mrs. Savage prefers not
to share any of her opinions just to keep peace in the family and to protect her daughter
from the conflict that may arise between her parents.

Clare lives her everyday life as a young girl with light skin and receives her primary
education in English schools where she is taught that the goal of European colonialism was
to develop poor countries and help them escape poverty and ignorance and live a good life.
At home, too, her father has no problem showing his approval of the white agenda in Africa
in his conversation with his family. Even when Clare asks him about the causes of the Nazi
Holocaust, which led to the killing of about six million Jews, he cannot acknowledge the
injustice that befell them. He believes that “the Jews were smart people and should have
known better than to antagonize Adolf Hitler,” describing him as “a misguided genius in
search of a scapegoat” (Cleave 1984: 6). Thus, here, he blames the victims themselves for an
unknown guilt. This is how Clare grows up, and this is the way of thinking she has been
raised since her childhood. It is not until the age of twelve when she is sent to spend her
summer calling in Jamaica in 1958, that she realizes her complicated situation.

In Jamaica, Clare notices that people treat her and look at her differently than the other
children around her. A strange feeling accompanies Clare for a while until she learns from
her best friend Zeo that people in Jamaica do not like white people. They believe that white
people are the reason for destroying life in Jamaica. Not only do the people outside think
this way, but her grandmother, Miss Mitty, at home does, too. From the beginning, the
grandmother did not approve of her daughter marrying a white man. She tells her daughter
Kitty, “You know, you should never have married that man in the first place. Buckra [white]
man is jus' no-good a-tall, a-tall” (Cleave 1984: 148). The repetition of the phrase “at all, at all"
here reflects Mitte's negative feelings against white people. When Clare asks her about that,
she answers that most of what Clare learns in school and what she learns at home from her
father is not valid. She tells her that what she acquired during her first twelve years is a lie.
Colonialism was not about helping people or educating them, but to oppress and divide
them. Even after colonialism, imperialism did not liberate people. People were left attached
to the culture and beliefs of white people. She adds, “All the forces which worked to keep
these people slaves are now working to keep them poor” (Cleave 1984: 159). The image of
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white supremacy left behind is a tool to keep people slaves. Clare understands this because
she has experienced this feeling of being white in Jamaica.

Clare's grandmother plays a crucial role in Clare's realization of some facts. Those realities
undoubtedly affect Clare's mind. She gradually becomes aware that she lives in a complex
society where humans are placed in a hierarchy according to their skin color. Even brothers
in the same home are not similar. She thinks about her sister, who is not white like her. She
now understands why her father is more attached to her than her sister. He always says,
"You are my daughter". He teaches her to behave like white people, leading her to question
her position between the two cultures. She feels fractionated, puzzled, and incapable of
deciding which side to take: her father's side and behave like whites or her mother's side
and act like blacks. She is neither white to be an American nor totally black to be Jamaican.

Clare feels stuck between two worlds, and her sense of identity is in disarray. She finds
herself divided between different aspects of her identity: her race, upbringing, education,
and relationships. Thus, she feels divided into two parts due to this internal conflict and
struggles to coordinate and harmonize the different parts of her identity. She is unable to
choose between different versions of herself and decide which version she wants to be. The
narrator highlights this dilemmma, saying that she feels “split into two parts — white and not
white, town and country, scholarship and privilege, Boy and Kitty" (Cliff 1984:118). Here, Clare
lives in a state of fragmentation where she cannot choose one side or identity over another.
She begins a difficult journey to discover and select her true identity, hoping to find a sense
of unity within herself and belonging to the world.

What makes Clare’s situation even more difficult is the fact that she does not find any
support from her parents, especially on her mother's side. From the start, her mother has
been pushing her toward her father’'s culture and wants her to be influenced by it more
than her own. She thinks that “if her daughter had to pick out a fault in her mother, it would
be her sense that Kitty held herself back from any contact which was intimate [..]" (Cliff 1984:
50-51). Her mother believes that the present time is for white people and wants her
daughters to have a successful life by following their father's path. She refrains from
involving herself in her daughter's decisions and usually complies with her husband's
judgment. “As far as her daughters were concerned, Kitty Freeman Savage usually
complied with her husband’s judgment” (Cliff 1984: 76). Clare, however, does not stand
paralyzed. She begins asking questions and reading many books to find a way forward.

One book that hugely influences Clare is The Diary of Anne Frank. This book changes Clare's
way of thinking and she begins to compare herself with Anne in order to find a solution to
her own problems. Clare notes that she and Anne share similar experiences; they both suffer
from similar persecutions that they cannot understand, and no one can explain their causes
to them. Their mothers do not help them either. Like Anne's mother, Mrs. Frank, Clare's
mother, Kitty, is also silent. She does not communicate with her daughter or instruct her on
how to deal with life's difficulties. However, the most terrifying event that truly terrifies and
shocks Clare is the end of Anne's life. In the end, Anne is killed, and no one knows who the
murderer is or why she is murdered. Clare cannot find an explanation for this tragic ending.
“It was hard for Clare to imagine someone, another girl, who was of her age or near to her
age, dying—to imagine her dying as Anne Frank died was impossible" (Cliff 1984: 68).

After the death of Anne, Clare begins to question the white culture. Her inability to find
justifications for the murder increases her doubt, and she remembers Mitte's talk about the
aggression of colonizers on blacks, which further fuels her confusion. Clare is an intelligent
girl who can distinguish between good and evil. Her confusion is proof of her good nature.
She could have just chosen to be white and taken advantage of the privileges that come
with it, but she is having second thoughts. In addition to this, Clare likes the simple life of
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her mother’s family. Her trip to Jamaica influences her decision. During her visit, she enjoys
her time in Jamaica, the green nature, and the abundance of mangoes. Clare looks happy
and enthusiastic about learning everything around her, especially when her grandmother
starts narrating new stories that Clare has never heard about before. Her friendship with
Zeo also influences Clare because she behaves spontaneously when she is with Zeo. For
some time, she ignores that she is white and feels free to be herself.

Clare's friendship with Zeo even complicates her choice of identity. She loves Zeo, and they
enjoy their time together in Jamaica, but Zeo has never encouraged Clare to choose her
mother'sside. Zeo, as a pure black girl, believes in the beauty of being a white girl and knows
the advantages that white people have over blacks. She keeps telling Clare to forget her
black identity and continue her life as a white person like her father. Zeo's words find their
way to Clare’s ears. She feels somewhat satisfied, mainly when she uses the power of her
whiteness to protect Zeo from a man who tries to spy on her while sunbathing. Clare
commands him, saying, “Get away, you hear. This is my grandmother’s land” (Cliff 1984 122).
Clare's awareness of the advantages and disadvantages of both her races again puts her in
a complicated situation. She finds it very difficult to choose an identity based on skin colour
as all the characters and society want her to do. Clare is left with this confusion till the end
of the novel. However, even though the novel's end is left open, the reader does know Clare’s
final decision. Perhaps Cliff intends to leave her story unfinished to show that the suffering
of black people in this life is endless, even for those who have the chance to be white.

Conclusion

In Michelle Cliff's novel Abeng, the protagonist, Clare Savage, navigates the complex and
often painful reality of bicultural identity, shedding light on the challenges individuals
sitting astride two distinct cultures face. Clare's journey serves as a sad reflection of the
broader postcolonial experience, where the heritage of colonialism continues to shape
personal and collective identities. Clare's experiences present the broader consequences of
colonialism on individual identity. Her father's emphasis on the superiority of whiteness and
her mother's silent submission to this ideology create a home environment that mirrors the
colonial dynamic. Clare's education in English schools further reinforces these colonial
values, presenting her with a crooked version of history that praises colonialism and silences
the voices of the colonized.

Clare does not question the narrative that she has been fed by her father or her school but
her visit to Jamaica, interactions with her grandmother, and friendship with Zoe are crucial
in her awakening. Her grandmother's rejection of colonial narratives and candid discussions
about the impact of colonialism on Jamaican society provide Clare with a new lens through
which to view her own identity.

Clare's awakening is both liberating and problematic because she realizes that she does not
fully belong to either cultural sphere. Her friendship with Zoe further complicates matters,
showing her the advantages of whiteness but also revealing deep-rooted biases within both
communities.

Clare's internal conflict represents the bicultural identity crisis experienced by many
individuals in postcolonial societies. She is caught in a state of "betweenness," marked by
confusion, fragmentation, and an endless search for a cohesive identity. Her struggle to
reconcile her dual heritage reflects postcolonial societies' broader challenge in developing
a new identity that acknowledges and integrates their complex histories.

In conclusion, Abeng is a compelling narrative that scrutinizes the complexities of bicultural
identity in a postcolonial context. Michelle Cliff's portrayal of Clare Savage's journey vividly
highlights the ongoing impact of colonialism on personal identity and the challenges of
navigating a bicultural existence. Through Clare's story, Cliff highlights the individual's
struggle for self-discovery and belonging. She invites readers to reflect on the broader
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societal consequences of these personal battles. The novel is a reminder of the need for
greater understanding and empathy in addressing the legacies of colonialism and
supporting individuals in their search for a unified and authentic sense of self.
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Emri'nin Bir Nazire Mecmuasinda Kayith Siirleri ve
Mecmua Derleyicisinin Ozeni Uzerine Notlar

Oz Osmanlinin alti asirlik kadim edebiyat geleneginin en degderli mahsullerinden biri siir
mecmualaridir. Kultdra insa etme gabasindaki insanoglunun toplama, bir araya getirme
ve bu yolla gelecek kusaklara aktarma c¢abasini somutlayan mecmualar, bilhassa son
donemde klasik Turk edebiyati sahasindaki ilmi ¢alismalarin odaginda yer almaktadir.
Ayni ya da farkh asirlardan yuzlerce sairi bazen Uslup bazen redif bazen nazim sekli
ortakliginda bir araya getiren bu eserler, devrin edebi zevkini ve faaliyetlerini takibe de
imkan sunmaktadir. Birbirinden degerli bu seckiler arasinda bilhassa nazire mecmulari
ayri bir 8neme sahiptir. Bir zincirin halkalarini takip etmek kabilinden ayni kafiye ve redifi
kullanan onlarca sairin art arda dizildigi bu mecmualar, sairlerin divanlarinda
bulunmayan siirlerini ve tezkirelerde adi gecmeyen yahut hakkinda ¢ok az bir bilgiye
sahip olunan sairlerin isimlerini gun yuzune ¢ikarmasinin yaninda guzel s6z (belig s6z)
soyleme arzusunun niteliginin belirlenmesi, ayni estetik kodlarin ve manzum kliselerin
farkl siirsel tablolarda kullanimlarina taniklik etmesi bakimindan da degerlidir. Bu
calismada, bir nazire mecmuasi tertibindeki Yapr Kredi Sermet Cifter Arastirma
KUtUphanesi Nadir ve Yazma Eserler Bolumu 034127 numarasinda kayith olan MecmU‘a-
i Es® ar adli siir seckisinde Emri mahlasiyla kayitli, sairin nesredilmis Divani'nda ve Uzerine
calisma yapilmis diger siir mecmualarinda bulunmayan 12 gazeli ele alinmistir. Bu
gazellerin s6z konusu edilme sebebi, derleyicinin her bir gazelde klasik siirin bahge
estetigine iliskin bir unsurun redif olarak kullanilmasi konusundaki 6zenine dikkat
cekmektir. Calismanin basinda siir mecmualari ve nazire mecmualarindan kisaca s6z
edilmis, MecmU'‘a-i Es ar tanitilmis ve so6z konusu gazellerin Emri'ye ait oldudu
dusutincesinin temelindeki nedenler aciklanmistir. Son kisimda ise bahsi gecen siirlerin
ceviri yazili metni verilmistir.

Anahtar sézclkler: klasik TUrk edebiyatl, nazire mecmuasi, Mecm ‘a-i Es " ar, has bahce,
Emri

Abstract One of the most valuable products of the Ottoman Empire's six centuries of
ancient literary tradition is poetry collections. The mecmuas, which embody the effort of

human beings to collect, gather and transfer to future generations in an effort to build
culture, have been at the centre of scholarly studies in the field of classical Turkish
literature, especially in the recent period. These works, which bring together hundreds of
poets from the same or different centuries, sometimes with the same style, sometimes
with the same redif, sometimes with the same verse form, also provide an opportunity to
follow the literary taste and activities of the period. Among these valuable selections,
especially the collections of nazire have a special importance. These collections, in which
dozens of poets using the same rhyme and redif are arranged one after the other as if
following the links of a chain, are also valuable in terms of revealing the poems of the
poets that are not included in their divans and the names of the poets whose names are
not mentioned in the tezkires or about whom little information is available, as well as
showing who took the flag in the verbal competition, and witnessing the use of the same
aesthetic codes and poetic clichés in different poetic paintings. In this study, 12 ghazals
with the pseudonym Emri, which are not found in the poet's published Divan or in any
other source, in the poetry selection Mecm@'a-i Es" ar, which is registered in the Yapi
Kredi Sermet Cifter Research Library, Rare and Manuscript Works Department, number
034127, in the form of a mecmua of nazire, are discussed. The reason for mentioning these
ghazals is to draw attention to the compiler's care in using an element related to the
garden aesthetics of classical poetry as a redif in each ghazal. At the beginning of the
study, poetry collections and nazire collections are briefly mentioned, MecmU 'a-i Es‘ ar is
introduced, and the reasons behind the idea that these ghazals belong to Emri are
explained. In the last part, the mentioned poems are presented to the attention of the
scholarly world.

Keywords: classical Turkish literature, mecmua of nazire, MecmU ‘a-i Es"ar, imperial
garden, Emri
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Siir yazmak, sair olmak, cogunlugu aska dair duygulanmalarin hukdm surdudgu keyifli bir
oyun sahasinda kosturmak, bir disavurum bicimi olarak oynayabilenin tadina vardigi,
oynamayanin disinda kaldigi nice séz yarisinda “Ben de varim” diyebilmek, insana dair en
yuce 6zgurluk alanlarindan biridir. Alti asri askin koklu bir gelenegdi ifade eden klasik Turk
siiri, sozU edilen oyun sahasinin donem sairleri tarafindan ustaca kullanildigi; sdze, nukteye,
mazmunlara ve estetik imajlara dair taslarin ustaca suruldugu, gelenedin bicimsel
kaliplarinin cizdigi cembere ragmen ask yollarinda 6zgurlesen her sairin eline aldigi kalemin
hakkini verdigi kadim bir gelenektir. Bu gelenegin gunumuze tasinmasinda divanlar,
mesneviler ve biyografik kaynaklar kadar donemin siir mecmualari da énemli bir gdrev
Ustlenmektedir.

Genel itibariyla gunumuzdeki siir antolojilerinin Osmanli literaturandeki karsiligr olarak
tanimlanabilecek mecmualar, sayfalari aralanmadik¢a icinde hangi degeri sakladigi
bilinemeyecek birer kultUr hazinesidir. Osmanli edebiyatinin “kirkambari™ olarak nitelenen
bu siir defterleri; cogunlukla yipranmis ciltleri, derkenarlar, istifleri ve gunluk hayata dair
muhtelif bilgilerin notlandigi sayfalari ile ilk bakista karmasik ve daginik bir géranum arz
etseler de ddéneminin edebi zevki ve siir begenisine i1sik tutmalari bakimindan son derece
kiymetlidir. Cunku “siir mecmualarinda sadece siir degdil, dualar, tishmlar, ilag¢ terkip ve
tarifleri, bazi din buyuUklerinin dualari, padisahlarin culus veya 6lum tarihleri, tarld mektup
suretleri, secere kayitlari gibi bilgi notlari da yer alir” (Kdksal, 2012: 85). Doneminde boy
gosteren sairleri bulusturan, siir meclislerinde dillere peleseng olmus siirleri bir araya
getiren, sayfa kenarlarindaki notlari ile devrin iktisadi ve kulturel bellegine dair ipuglari
sunan bu disi virane, ici hazine sandukalar bu yonuyle edebiyat tarihinin de vazgecilmez
kaynaklarindan biridir.

Mecmua derleyicisi, doneminin divan sahibi sairlerini ve onlarin siirlerini bir araya getirerek
bir secki olusturdugu gibi, divan tertibine 6mru yetmemis yahut divani oldugu halde kimi
siirleri divaninda bulunmayan sairlerin s6z konusu siirlerini de seckisine dahil eder (Kdksal,
2012: 88). Sair tezkirelerinde adi gecmedigi halde devrinde siir sdylemis kimi sairlerin
siirlerine de yer veren derleyici, golgede kalmis, unutulmaya yuz tutmus isimler ve onlarin
siirlerini bu yolla edebiyat tarihine kaydetmis olur.

Siir mecmualari arasinda sUphesiz nazire? mecmualarinin muhim bir yeri vardir. Cemal
Kurnaz, Osmanli Sair Okulu'nun “kayit defterleri” olarak niteledigi bu eserler yoluyla sairlerin
siir seruvenlerinin ve diger sairlerle iliskilerinin ogrenilebilecegini belirtir (2007: 2).
“Nazirelerin, genel olarak usta sairlerin siirlerine yapilmasinin nedeni olan tanzir edilen siiri
gecme, daha kuvvetli ve sanat ydontunden daha iyisini ortaya koyma arzusu” (Ulgen, 2020: 1)
da buna olanak sunar. Bu tur mecmualarda ayni asirda yahut farkli asirlarda yazilmis ayni
vezin ve kafiyedeki siirleri bir araya getirme cabasinda olan derleyici, ayni zamanda siir
yoluyla soylesen, atisan, sozlerini yaristiran ve mazmunlari yaristirmaktan keyif alan séz
ehlini bulusturarak kendisi de ayni heyecana ortak olur. Zira siir yoluyla sdzleri yaristirmak
insana dair oyunlarin en soylularindan hatta en zorlularindandir (Huzinga, 2020: 184-185).
Cunku sozler yarisir, sozler carpisir, mat olur birisi ve kazanan yola daha da guUclenerek
devam eder. Ayni redifte siir sdyleyerek ayni dili konusanlar vasitasiyla devrin siir ve sanat
zevkinin izleri surulebildigi kadar kimin bu yarista geride kaldigi, kimin zirveye oturdugu,
hangi sairin kimden ne derece ilham aldigi da tespit edilebilir. Ayni zamanda nazire
mecmualarina girmis siirler ve bu eserlerin ihtiva ettigi kadro, dénemin sairlerinin s6z

T Ayrintili bilgi icin bkz. Aynur, Hatice vd. (2012), MecmGa: Osmanli Edebiyatinin Kirkambari, istanbul:
Turkuaz Yayinlari.

2 Ayrintili bilgi icin bkz. Kéksal, M. Fatih (2006), Sana Benzer Glzel Olmaz: Divan Siirinde Nazire,
Ankara: Ak¢ag Yayinlari, ss. 183.
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soyleme kabiliyetlerinin tartisiimasina ve yuzyillara bir butin halinde bakilarak mevcut
edebiyat gelenedinin yorumlanmasina da olanak saglar.

TUrk edebiyatinda Omer b. Mezid'in Mecm(‘at’u-neza'ir'i, Egridirli Haci Kemal'in Cami'u'n-
Nezair'i, Edirneli Nazmi'nin Mecmau’'n-nezair'i, Pervane Bey Mecmuasli ve Budinli Hisali'nin
Metaliu'n-nezair'i yaninda derleyeni yahut adlari bilinmeyen diger mecmualar ile Uzerinde
calisma yapilmis olan toplam dokuz nazire mecmuasi bulunmaktadir3 Bu calismaya konu
olan ve derleyicisi tespit edilemeyen Mecmdi‘a-i Es‘dar adli eser de nazire mecmuasi
olusturma gelenegdinin kiymetli halkalarindan birini olusturmaktadir.

Mecmii‘a-i Es'ar

Yap!l Kredi Sermet Cifter Arastirma Kutuphanesi Nadir ve Yazma Eserler Bolumu 034127
demirbas numarasinda Mecm'a-i Es'ar baslidiyla kayitli eser, 138 varaktan olusmaktadir.
193x120 mm ebatlarindaki nusha, sirti kahverengi mesin, Ustu ebru desenleriyle kapli karton
kapakl cilt icerisindedir. Mecmuanin kapaginda, kUtuphanenin ve satin alan kisinin olmak
Uzere iki muhur bulunmaktadir. Bazi yapraklarinda karbonlasma oldugu gdzlenen
mecmua, zeminden farkli cins ve renkteki ekleme kagitlarla tamir gérmustur. Eserin, kapak
kismi da dahil olmak Uzere ilk ve son sayfalarinda mesk gayesiyle farkli kimseler tarafindan
yazilan ve genel tertibin disinda kalan misralar ve beyitler de yer almaktadir. Turk
edebiyatindaki diger nazire mecmualari gibi benzer kafiye ve redifteki siirlerin cetvel
hizasinda art arda dizilerek ilerledigi bir sistemle tertip edilen eserin metne esas olan kismi
2b'de baslayip 136a'da son bulmakta ve 575 siiri ihtiva etmektedir.

Bu siirler icerisinde, sairlerin nesredilmis divanlarinda yer almayan bircok siir yer almaktadir.
Sairlerin bir divan tertip etmeye dmurlerinin yetmeyisi, mevcut divanin elde bulunmayis,
cesitli sebeplerden &turu siirlerinin toplanamamasi, bilingli bir tercihle sairler tarafindan
divana dahil edilmemesi ya da divan tertibinden sonra kaleme alinmis olmasi gibi ihtimaller
dahilinde sdz konusu siirlerin eserde yer aldigi dusunulmektedir. Ancak mecmua
derleyicilerinin kimi zaman hafizalarina yenik duserek bir siiri, kendi sairi disinda bir kisiye
mal edebildikleri de g6z ardi edilmemesi gereken bir husustur. Buradaki en énemli husus,
Koksal'in da ifade ettigi gibi, bilhassa nazire mecmualari yoluyla devrinde ragbet géren
sairleri, nazim sekillerini, cokca kullanilan aruz kaliplarini, sairler arasindaki etkilesimi takip
edebilme sansina sahip olmaktir (2012: 90).

Mecm'a-i Es'ar'in derleyicisinin kim olduguna iliskin bir bilgi bulunmuyorsa da icerigini
olusturan sair kadrosu, secilen siirlerde yapilan bilin¢li degisiklikler gibi pek cok hususiyet
derleyicinin kimligi, sosyal ve siyasal alanlardaki edilimleri ve edebi zevki hakkinda fikir
vermektedir. Derleyicinin, eserini olustururken estetik bir kaygilyla hareket ettigi, tertibe
onem vererek titiz davrandidi gorulur. Muhteva zenginligine dnem veren ve klasik ddneme
dair iddiall bir secki olusturma gayreti icerisinde oldugu izlenimini uyandiran derleyici,
seckisine dahil ettigi sairleri cogunlukla rind mesrep olanlardan secmis, rindane ve
kalenderane Uuslubun baskin oldugu siirlere yer vermeyi amaclamistir. Bu husus,
derleyicinin yasam felsefesine ve kisiligine isik tutmasi yaninda devrin sanat zevkinin Usluba
yanslyan boyutuna da isaret etmesi bakimindan muhimdir. Derleyici, istanbul'da yetisen
sairlerin yani sira dnemli kudltur merkezlerinin disindaki sairleri ve onlarin siirlerini de
seckisine dahil ederek klasik donem siirinin nabzini tutan bir cesitleme yapmaya &zen
gostermistir. Ancak mecmua genelinde siir seciminde gosterilen 6zen, bazi siirlerdeki imla
ve vezin hususiyetleri konusunda gosterilmemistir. Kelimelerin asli imlalarinda yapilan
hatalar, harf noktalarinin kullanimindaki bazi 6zensizlikler ve vezin kusurlari sebebiyle hatri

3 Ayrintil bilgi icin bkz. Giynas, Kamil Ali (2017), Pervdne Bey Mecmuasi (inceleme-Metin), KUltar ve
Turizmn Bakanligi Yayinlari, 2-5.
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sayllir duzeyde siirde metin tamiri gerektiren beyitlerin yer almasi mecmua derleyicisine
dair ifade edilmesi gereken bir diger dnemli husustur.

MecmG'a-i Es'ar'da buyuk cogunludu 16. asirdan olmak Uzere 15 ve 17. asirdan sairler ve
onlarin siirleri bulunmaktadir. Necati, Emri, Muhibbi, Baki ve Semsi gibi taninmis sairlerin
yanisira Esirive Farisi gibi daha az bilinen bircok farkli sair bir araya getirilerek oldukca renkli
ve degerli bir secki meydana getirilmistir.

Mecm‘a-i Es‘ar'da siiri bulunan sairler ve siir sayilari soyledir:

“Abdi (1), “Adli (1), Ahdi (4), Ahi (10), Ahmed Pasa (8), Ahmedi (3), “ Akli (6), “Ali (Gelibolulu) (2),
“Amri (5), * Aski (Uskudarli) (1), “Ata (1), “Atayi (1), “Ayni (1), “Azmi (1), Baki (85), Basiri (1), Behisti
(3), Belayi (1), Berki (2), Bezmi (1), Taci-zade Ca‘fer (3), Cami (2), Cem Sultan (1), Cenabi (1),
Cinani (2), Derani (1), Eflaki (1), ERIi (1), Emri (18), Enveri (1), Esiri (1), Fakiri (1), Farisi (1), Fehmi (2),
Ferruhi (1), Fevri (4), Fevzi (1), Figani (3), Fikri (1), Firaki (2), Garibi (1), Germi Bey (1), Hafi (3), Hafiz
(1), Hafizi (1), Halisi (1), Handi (2), Harimi (2), Hasbi (1), Hatifi (2), Haveri (2), Hayali (13), Haydar (1),
Haydari (1), Hayreti (8), Hazani (1), Helaki (2), Hilali (11), Hubbi (1), Hudayi (2), HiUmayi (2), Husrev
(2), “lydi (1), ibrahim Pasa (1), “ ilmi (3), ishak Celebi (21), izari (2), Kabili (1), Kadimi (3), Kadiri (1),
Katibi (1), Kemal (1), Kemal Pasa-zade (3), Kesfi (1), Kudsi (1), La“ [T (1), La&mi ‘1 (1), Latifi (3), Lem ‘1
(M), Makami (1), Me'ali (3), Mecdi (2), Mesihi (7), Mesrebi (1), Mihri (1), Misali (2), Muhibbi (12),
Muhlisi (1), Mu “idt (1), Muradi (2), MQsa (1), Mustafa Celebi (3), MUdami (4), MUnNiri (1), Maridi-i
Aydini (1), Nahifi (1), Nali (1), Nami (1), Nasahi (2), Nazmi (5), Necati (20), Necmi (1), Nevayi (1),
Nev i (1), Nihani (1), Nisani (3), Nizami (2), Nari (1), Nactmi (1), * Ozri (1), Rahiki (1), Rahmi (6),
Ref 1 (1), Refiki (1), Remzi (2), Revani (12), RUni (2), Sabiri (1), Sa“di (1), Sadik (5), Sadri (1), Safi (1),
Sa‘i (1), Sani (5), Sa“vyi (1), Sebati (1), Sebzi (1), Seht (1), Seliki (3), Selimi (2), Selman (1), Senayi (1),
Sevdayi (1), Sihri (1), Sinani (1), Sivasi (1), Sun ‘1 (4), SGzi (1), Sarri (3), Sahit (5), Savar (1), Sayi (1),
Sazi (1), Sehidi (1), Sem ‘1 (13), Semsi (18), Seyhi (2), Siri (2), Suhadi (1), Su“ ari (1), Tab 1 (2), Tali‘1
(2), Tarzi (1), “Ubeydi (1), “Ulvi (4), Usali (3), Umidi (4), Unsi (1), Vasfi (2), Vecdi (1), Visali (1),
Vucuadi (1), Yahya Bey (11), Zahid (1), Zari (1), Zati (20), Ziya“1i (1), Zahdi (1).

Mecmuanin 2b-67b sayfa aralidi Uzerine Bahar Aygun (2024) , 68b-138a sayfa araligi Uzerine
ise Zeynep Cagdla Turhan (2024) tarafindan birer yuksek lisans tezi hazirlanmistir.

Emri’nin Mecm‘a-i Es‘ar'daki Siirleri

Mecm'a-i Es'ar'da 17 gazel ve 1 tahmisiyle en fazla siiri bulunan sairlerden biri XVI. asrin
basarili sairlerinden Emri'dir. Edirne’de dunyaya gelen sair, hayati boyunca Edirne ve
istanbul disinda herhangi bir yerde bulunmamistir. Once katiplik gérevinde bulunmus
daha sonra kadilik yapmistir. Yasamini maddi sikintilar icerisinde geciren Emri, herhangi bir
devlet bUylguni methetmek Uzere siir yazmamis ve bu sebeple de Asik Celebi ve
Gelibolulu Mustafa Ali tarafindan kusurlu olarak géralmustir. Yasaminin son zamanlarinda
iyice suurunu kaybeden sair, 1575 yilinda Edirne’de vefat etmistir. Muammalari ve tarih
dusurmesiyle meshur olan sairin Divani ve muammalari Yekta Sara¢ tarafindan
derlenmistir. Tespit edilen tarihlerinin sayisi ise azdir. Cagdaslari tarafindan takdir edilen
Emri'nin siirleri, kullandigi tesbihler, mazmunlar, fikirler ve kelime oyunlari, padisah
tarafindan anlasilmamistir. Emri, bircok gazeli olmasina ragmen muamma ve tarih
dusurmedeki marifetiyle taninmis ve kendi doneminde gérdugu ilgi, sonraki donemlerde
devam etmemistir (Sarag, 1995).

Mecmuada bulunan, Emri mahlasli 18 siirin 5'i sairin nesredilmis Divani'nda“ yer almaktadir.
Kalan siirler gazel nazim sekliyle yazilmis olup bu calismanin kapsami dahilinde ele alinan
S'er beyitlik 12 gazelin her birinde has bahgeye dair bir unsur redif olarak kullanilmistir. Bu

“tah.2/ 9.67/ g.346/ 9.359/ g.414. bkz. Emri Divani, haz. Yekta Sarac, istanbul: Eren Yayincilik, 2002.
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siirler mecmuanin 12a-16b sayfalari arasinda yer almaktadir.® Bu siirler arasinda Semsi, Selimt
ve Muhibbi' ye ait toplam 10 gazel bulunmaktadir. Araya eklenmis farkli sairlere ait bu
gazeller disinda Emri'nin bahar, bag, ¢emen, sunbul, benefse, serv, lale, nergis, zanbak,
karanful, yasemen ve bulbul gibi bahce unsurlarini redif olarak kullandigi gazelleri derleyici
tarafindan art arda siralanmistir. Bu gazeller Divan'da, Mecma™ U n-Neza' ir'de (Kdksal,
2001) ve Pervane Bey Mecmuasi’'nda (Gilynas, 2017) yer almamaktadir.®

Bahce estetigi klasik donem kultur ve edebiyatinin 6nemli bir boyutunu olusturmaktadir.
W. Andrews, “bahcgeler, duygusal vurguyu yansitir. Hayat gibi doga da cok duzenli ve
denetimli bir ortamda ideal guzelliginde gorulur.” diyerek ideal bahgenin her unsurunun
ideal sevgilinin temsili oldugunu bildirir (2009:127). Dolayisiyla bu yondeki edebi kullanimlar,
siirin toplumsal yonu baglaminda imparatorlugun baskentinde sultanin has bahcgesine
atifla siir metinlerindeki yerini alir. Bahcenin duzeni, gulun kirmizisi, gule refakat eden
ciceklerin renkleri ve dokulari, bulbulln 6tusy, servinin azameti, bahceyi senlendiren akarsu
gibi pek cok unsur kendilerine has benzetmeler, kliseler ve siirsel imajlar dahilinde her turlu
eksiklik ve noksanliktan munezzeh bir ideal bahce / has bahce estetidine hizmet eder.

Klasik dénem sairleri estetik bir unsur olarak cicekleri kullanirken, bu yolla hem islami kulttr
gelenegdi dairesinde kalir hem de himayesini gordukleri sultanin zenginligine, azametine,
gosterisine ve onun adeta yeryUzundeki cennetine atfen kul-sultan iliski 6rintusu icerisinde
hamiyi yuceltirler (Andrews, 2009: 114-119). GUl bahcesinin guzelliginden, gulun renginden,
bulbdlin yuregine batan dikenden, sevgilinin sacina benzeyen sunbulden, sevgilinin
mahmur gdzune dykunen nergisten, tasrali olsalar da bahce estetigine hizmet eden lale ve
benefseden dem vuran bircok gazel gibi farkl cicek isimlerinin redif olarak secildigi
kasideler de kulturel iktidarin siyasal iktidarla boy 6lcustugu oyun sahalarinin en etkili
araclarindan biridir. Bu yonuyle, bahce estetigine dair kullanimlar, bireysel duygularin
ifadesine olanak sagladigi gibi sosyal yasamin herhangi bir alanina dair bir mesaji alicilarina
ulastirabilme konusunda da bir anlatim araci olarak is gdrerek siirin vazgecilmez
malzemelerinden biri olmustur.

Emri, Osmanlisiirinin estetik alanlarindan bahceyi, ciceklerive bu alana dair dokuyu basarili
bir sekilde kullanan sairlerdendir.

"Ey zulfi taze sunbul ey kameti sanevber

Ey haddi lale vu gul ey agzi gonca-i ter

Bag-1 cinanda yokdur sen gul-‘izara benzer

Ey saclari seb-i Kadr ey yUzi mah-i1 enver

Dil tifli her gun aglar ‘id-i visalin ister” (tah.1/1 Sarag, 2002:33)

Ancak Emri kadar, Emri'nin bahc¢e unsurlarinin redif olarak kullanildigi gazellerini eserinde
bir araya toplayan Mecm('‘a-i Es‘ar derleyicisinin de bu konudaki 6zeni dikkat cekicidir.
Bahge unsurlarinin hem estetik zevk ve guzellik algisina iliskin olusuyla bireysel 6zelliklere
ayna tutuyor olmasi hem de yukarida deginilen patronaj sistemine hizmet eden ayricalikli
bir alan olmasi, derleyicinin bu konudaki tutumunu izaha muktedirdir. Zira derleyicinin,

5 Mecmuanin 392 sayfasinda yer alan ve Emri'ye ait olan "Ustindedur " redifli siir icin bkz. Aygln, Bahar
(2024), MecmU ‘a-i Es “ar Yapi Kredi Sermet Cifter Arastirma KutlUphanesi Nadir ve Yazma Eserler
Bolim YO678 (vr. 2b-67b) (Inceleme-Tenkitli Metin), Kocaeli: Kocaeli Universitesi Sosyal Bilimler
EnstitUsuU Yuksek Lisans Tezi, 160.

6 Bahsi gecen 12 gazel, ilyas Kayaokay'in Emri'nin mecmualarda bulunan ancak Divani'nda yer
almayan siirlerini tespit ettigi calismasinda da bulunmamaktadir. Ayrintili bilgi icin bkz. ilyas Kayaokay,
"16. Asir Sairlerinden Emri'nin Mecmualarda Kayitli Olup Divani'nda Bulunmayan Manzumeleri”,
Sosyal, Beseri ve idari Bilimler Alaninda Uluslararasi Arastirmalar XVil. ed. Murat Bas (Ankara: Egitim
Yayinevi, 2022), 635-654.
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toplumdaki iliski érantuleri dahilinde, eserini bir hamiye sunma dusuncesiyle yahut bir
devletlinin talebi Uzerine tertip etmesi muhtemeldir.

Derleyicinin bir araya getirdigi bu siirlerin, Emri'ye ait olup olmadigi konusunda, siirlerdeki
s6zcuk kadrosu ve saire ait Uslup hususiyetleri dikkate alinarak bir sonuca varilabilmektedir.
Bu baglamda siirlerde 6ne ¢ikan ilk husus sairin Divani'nda yer alan siirlerinden de kolaylikla
takip edilebilecegi Uzere rindane tavrin ve bu tavrin besledigi rindane Uslubun
hakimiyetidir. Zira Emri'nin siirleri bir butdn halinde degderlendirildiginde sairin, asikane
edadan uzak; devrin Necati, Mesihi, Revani, Ca'fer Celebi gibi sairlerinde de baskin oldugu
Uzere klasik siirin bahge, rezm, bezm ve gokyuzu estetigine uygun dusen renkli tablolar
olusturma gayreti icerisinde oldugu goérulur. Bu baglamda, Emri'nin nesredilmis Divani'nda
ve bu mecmuada yer alan siirlerinde baskin olan bahgeye ve bezm estetigine dair yogun
s6zcUk kadrosu ve buna uygun soyleyis formu olarak da sairin rindane tavrindan soz
edilmelidir.

Sonug

Alti asri askin kadim Osmanli edebiyat gelenegdinin tasiyici halkalarindan bir olan siir
mecmualari, dénemin siir zevkini ve bedenisini takip eden entelektuel bir cabanin
urunudur. Farkl Gslupta, farkl tonda, ayni ya da farkli ylzyillardan sesleri ve kimlikleri bir
araya toplayan derleyici, bilhassa nazire mecmuasi olusturuyorsa ayni vezin ve kafiyede siir
soylemek ve sdz yarisina dahil olmak isteyen ve bu so6z yarisinda bayragdi gégusleme
cabasinda bulunan so6z ehlini kara kapli siir defterinde &zenle bir araya getirir.
Olusturuldugu déneme ait yUzyil panoramasi olarak da degerlendirilebilecek mecmualar,
cogunlukla derleyicisinin kisisel zevkiyle olusturulsa da kaybolmus yahut sairlerin divanina
girmemis siirleri bir arada sunmasiyla klasik dénem siirini kimliklendirmeye de degerli
katkilar sunar.

Bu calisma kapsaminda, XVI. asrin s6z ustalarindan Emri'nin nesredilmis Divani’'nda, diger
nazire mecmualarinda ve baska kaynaklarda bulunmayan, derleyicinin hem estetik kaygisi
hem de toplumsal iliski éruntuleri geregi sahip oldugu zihni performansi yansitan bir
cabanin Urunu olarak bir araya getirdigi 12 gazeli s6z konusu edilmistir. Her birinde has
bahcenin farkli bir unsurunun redif olarak kullanildigi bu gazellerdeki s6zcUk kadrosu ve
Uslup, s6z konusu siirlerin bilinen ve siirleri dolasimda olan Emriye ait oldugunu guclu bir
bicimde dustndurmektedir. Oyle anlasiliyor ki Emri, bu siirleri Divani'ni tertip ettikten sonra
kaleme almis yahut divan tertibinden dnce yazip eserine dahil etmemistir. Tum bu sebepler
dahilinde saire ait bu 12 gazelin nazire mecmuasi geleneginin degerli halkalarindan birinde
sakll bulunup bugln gun yuzune c¢ikmasl edebiyat tarihimiz acgisindan 6nem arz
etmektedir.

Eserin sistematik duzeninden farkli olarak farkl redif ve aruz kaliplariyla yazilmis olan bu
siirleri, bir bahge tablosunu gulunden bulbuline her ayrintisiyla okuyucularin zihninde
canlandirmak istercesine bir araya getirmesi derleyicinin estetik algisini, bu konudaki
hassasiyeti ve 6zenini de degerlendirmek gerektigini gdzler 6nlne sermektedir.

Mecmii‘a-i Es'ar'da Bulunan Emri Mahlash Siirlerin Transkripsiyonlu Metni

Gazel 1 [127]

Redif: Bahar

Vezin: Fa ‘ilatin fa ‘ilatiin fa ‘ilatiin fa ‘iliin
Remel -+ ——/—+——/—+——/—+—

1. Bezm-i giilsen hiaibdur ¢iin irdi eyyam-1 bahar
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Bi-bekadur fursati fevt itme hengam-1 bahar

Yad idiip giil vuslatin dil biilbiili feryad ider
Ireli peyk-i sabadan yine peygam-1 bahar

Meclis-i giilsende biilbiil mest olup bilmem ne dir

Saki-i gonge elinden igeli cAm-1 bahar

Sim ii zer bahs eylemis giilzare biilbiil gel berii

Goreliim sebze ne kismet itdi kassam-1 bahar

Bezm-i giilde germ olup biilbiil biilend-avaz ile

Sah-1 giilde okur EMRI midhat-1 nam-1 bahar

Gazel 2 [12*12"]

Redif: Bag

Vezin: Mef ‘iilii fa ‘ilatii mefa ‘1lii fa ‘iliin
Muzari*——+/=+—+/+——+/—+—

Sahn-1 cinane dondi gel iy can kenar-1 bag
Zeyn old1 hirlar ile leb-i cliybar-1 bag

Ser-keslik itme gel berii iy serv-i ser-kesiim
El sinede tevazu' ider ¢iin ¢enar-1 bag

Meydan: half buld: gecinse ‘aceb midiir
Nergis irince dek [yine] giil tac-dar-1 bag

Resk i hasedle gongeyi gorse ne gam yudar
Iy serv-kamet olal1 sen giil-‘izar-1 bag

Biilbiil misal® bulmaya EMRT gulam giil
Hem giil gibi de gelmeye bir sehryar-1 bag

Gazel 3 [13"]
Redif: Cemen

Vezin: Fe ‘ilatiin mefa’iliin fe ‘iliin

Remel + +——/+—+—-/+ +—

Old1 her giisede safa-y1 ¢emen
Irdi diisdi dile heva-y1 gemen

7yine: vezin geredi eklenmistir.
8 misal: gibi vezin geregdi bu sekilde tamir edilmistir.
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Sah-1 giil payina ylizin siirerek
Cem’ olup geldiler alay-1 gemen

3. Lale-i siirh-sere mu ‘adil olup
Koltugina alup ‘asayi ¢cemen

Otmege baslad: yine biilbiil
Yadina diisdi macera-y1 gemen

5. Hayli gam miinhezim olur EMRT
Olicak r-be-rii alay-1 cemen

Gazel 4 [13"]
Redif: Siinbiil

Vezin: Mef“ulii fa ‘ilatiin mef“ulii fa ‘ilatiin
Muzari*——+/—+——/——+/—+——

1. Beifizer didiigiim igiin ziilf-i nigare siinbiil
Ser-keslik ider old1 ben bi-karare siinbiil

Bir laciverdr hil ‘at geydi salimmasun mi
Taze getiirdi ¢etr-i sah-1 bahare siinbiil

3. Yoldi saba sagin hep bir kur1 basla geldi
Doymedi giilsen igre bu rtizgare siinbiil

Sevda-y1 kakiil ile can virdigiimi bilsiin
Billahi kazduranlar seng-i mezare siinbiil

5. Ziihhad 6fitince EMRT gelmis tutup dutulmaz
Def'1 dakilmak ister ol giil-‘izare siinbiil

Gazel 5 [147]
Redif: Benefse

Vezin: Mef ulii mefa 1lii mefa ‘lii fe ‘uliin
Hezec——+/+——+/+——+/4+_—

1. Geydi kiilehin egri levendane benefse
Sorgug¢ sokunup basina merdane benefse

Gok baslica Rum oglamidur yiiziifie ‘arz it’
Gelsiin dir isefl ger begiim imane benefse

° yUzUfe arz it: gel yuzUne arz it vezin geredi bu sekilde okunmustur.
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3. Damanifa diisdiim diyii iy serv-i ser-efraz
Boynin burarak geldi yetimane benefse

Tifl-1 giile rindane nazar kilmada nergis
Boynin'? biikiip 1rlamada mestane benefse

5. Yiiz yok ki basin kalduruban baka cihane
Oykiineli EMRT hat-1 canane benefse

Gazel 6 [147]

Redif: Serv

Vezin: Fa ‘ilatin fa ‘ilatiin fa ‘ilatiin fa ‘iliin
Remel —+——/—+——/—+——/—+—

1. Kaddini befizetdiigi¢lin kamet-i dildar serv
Geldi kayd u bend ile satilmaga bazare serv

Oykiiniirlermis 1rakdan giilsen i¢re kaddine
Nicesi ser-keslentip dik gelmesiin escare serv

3. Mest hum-hane kapusina dayanmis ol sanem
Saye salmis gliyiya kim safha-i divare serv

Ayagina kara sular indi iy gonge-dehen
Dura dura ayak iizre karsufia bi-care serv

5. Varmasun giilzare gelsiin EMRT seyran isteyen
Sineme baksun ki her bir dag giildiir yare serv

Gazel 7 [14*14"]

Redif: Lale

Vezin: Fe'ilatiin fe ‘ilatiin fe ‘ilatiin fe ‘iliin
Remel + +——/+ +——/++——/++—

1. Kurd1 sahane ¢emen iizre otagin lale
Sald1 sag u sola mirane ulagm lale

Bezm-i giilsende lebi yadina niis itmek igiin
Cekdi damana levendane kabagin lale

9 boynin: boynini vezin geregdi bu sekilde okunmustur.
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3. Geldi ‘asik gibi sahraya kara daglar ile
Yine ol yare gibi ‘1gkufi ocagin lale

Sagar-1 mey aluban destine mestane gezer
Befizer isitmedi ‘Osmanlu yasagin lale

5. Goz karardup yine bezm igre bugiin EMRIT gibi
Diisdi sakf eline opdi ayagin lale

Gazel 8 [14"]

Redif: Nergis

Vezin: Mef“ulii fa ‘ilatiin mef “ulii fa ‘ilatiin
Muzari*——+/-+——/——+/—+——

1. Diin gice zinet igiin zeyn itdi bagi nergis
Etraf-1 bezme diizdi zerrin gerag nergis

Sevda-y1 hal i haddiifi olmasa ger baginda
Urmazdi boyle kara bagrina dagi nergis

3. Giilsende ¢esm-i mestiiii yadina iy yiizi giil
Rindane gegdi'' gekdi zerrin ayag nergis

Sag u solinca zerrin iiskiif geyiip gezerler
Giiya ki sah-1 verdiin olmus solagi nergis

5. Diismez ayag elinden bir lahza bezm-i giilde
‘Aynina almaz EMRT hergiz yasag1 nergis

Gazel 9 [14"]
Redif: Zanbak

Vezin: Mefa ‘tliin mefa ‘tliin mefa ‘1liin mefa ‘tliin
Hezec +———/+———/+———/+———

1. Seherde cam-1 siminle geliir seyr-i giile zanbak
Tolular niis ider sahane sevk-i biilbiile zanbak

Sanasin bir kalenderdiir durur ak tac ile yolda
Tazarru'-nameler sunmak diler sah-1 giile zanbak

3. Urum abdallan gibi nemed taciyla giilsende
Bakup kalmis acup agzim hayran siinbiile zanbak

" gecdi: gocdi anlam ve siir estetidi geregdi bu sekilde okunmustur.
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Giil 1 biilbiil arasina giriip name biragaldan
Diisiirdi giilsitan igine hayli gulgule zanbak

5. Piir old1 giilsitan EMRT yiizi giil servi kadlerle
Gele simden girii yap yap aradan agila zanbak

Gazel 10 [15%]

Redif: Karanfiil

Vezin: Mef ulii mefa 1lii mefa ‘lii fe ‘uliin
Hezec——+/+——+/+——+/4+_—

1. ‘Azm eyledi sahane yine baga karanfiil
Basin1'? sokup bir kizil otaga karanfiil

Oykiinse olur yanmus ise ‘1skufl odina
Sinemdeki yir yir agilan daga karanfiil

3. Mey-giin lebiifiden igeli bade-i sevki
Mest old1 kat1 diisdi sola saga karanfiil

Tesbih ideyor kendiisini ziilf-i nigara
Bagladi yine kendiiyi satmaga karanfiil

5. Cevlan iderek bal agup EMRI seherden
Taviis-1 cinan gibi geliir baga karanfiil

Gazel 11 [15%]

Redif: Yasemen

Vezin: Miifte ‘iliin miifte ‘iliin fa ‘iliin
Recez —++—/—++—-/—+—

1. Belde kemer elde ‘asa yasemen
Seyh gecer hayli seha yasemen

Sah-1 giile zithd ii riya satmaga
Geydi kaba-y1 ak ‘aba yasemen

3. Boyle biikiilmezdi sitada kadi
(Cekmese ger bar-1 bela yasemen

Gl gibi giilsende agilmaz idi
Bulmasa hos ab u heva yasemen

2 basini: basina anlam geredi bu sekilde okunmustur.
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5. Acmus elin yiizini goge dutup
EMRT ider serve du'a yasemen

Gazel 12 [16*16"]

Redif: Biilbiil

Vezin: Fe‘ilatiin Mefa ‘iliin Fe ‘iliin
Cedid + +——/+—+~/++—

1. Iiile iy ‘15ka miibtela biilbiil
Bulmayan derdine deva biilbiil

Vasl-1 giil irdi eyleme efgan
Iy ¢eken hardan cefa biilbiil

3. Devr-i giildiir o gonge sevki ile
Raksa gir basla hos-neva biilbiil

Cekdi yirtd1 yakasini gonge
Cis idiip eyledi sada biilbiil

5. Can u basin idiip durur EMRT
Yolina gongeniif feda biilbiil
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Eregli ve Cevresinin Hitit ve Geg Hitit Donemlerindeki Dini Kulturu

6z Eredli ve cevresi, Hititler ile Ge¢ Hititler doénemlerinde (M.0.1650-750) énemli bir tarihi
ve kultirel merkez olmustur. Bélgenin codrafi konumu, Akdeniz ile ic Anadolu arasinda
bir kdpru gorevi gérmesi, tarihsel sUrecte stratejik bir glzergah olusturmus ve bu durum,
Hititler ile Geg Hititler'in bolgeye olan ilgisini artirmistir. Bu etkilesim, zengin bir dini ve
kaltdrel mirasin olusmasina katkida bulunmus, boylece bdlgenin tarini 6nemi daha da
pekismistir. Hitit Donemi’'ne ait, Eregli'de bircok dini dge ve kultlrel mirasin korunmasi,
bu dénemin derin inanc¢ sistemine isik tutmaktadir. Ozellikle Hitit heykelcikleri, bu
dénemin sanat anlayisini yansitan 6nemli eserler arasinda yer almaktadir. Duragan,
paralel ve yan yana dizilen sivri pabuclu erkek heykelcikleri, Hitit inang sisteminin somut
ornekleri olarak 6ne ¢cikmaktadir. Bu heykelcikler, sadece sanatsal bir degere degil, ayni
zamanda dénemin toplumsal ve dini yasamina dair dnemli bilgilere de sahiptir. Bunun
yaninda, Emirgazi yakinlarindaki Arisama Dagi, IV. Tuthaliya déneminde kutsal kabul
edilmesiyle dikkat ¢ekmektedir. Burada yer alan doért sunak ve yazit, donemin dini
ayinlerini ve tanrilara yapilan ibadetleri detaylandirmaktadir. Yazitlarda Gunes, Gok ve
Firtina tanrilarina yapilan ibadetler, IV. Tuthaliya'nin bu tanrilara olan derin bagdlihigini
aciklamaktadir. Bu tur buluntular, Hitit mitolojisi ve din anlayisinin derinliklerine inmeyi
mUmkuan kilar. Halkapinar yakinlarinda yer alan ivriz Kaya Aniti ise, Geg Hitit Dénemi'ne
ait onemli bir eser olarak karsimiza ¢ikmaktadir. Bu anitta, Tuwana Krali Warpalawas ile
Firtina Tanrisi Tarhunzas'in tasvirleri, Hititler'in tarim ve bereket tanrilarina olan inancini
simgeler. Anitin UzUm ve misir figurleri ile zenginlestirilmesi, Hitit kdlturdnudn tarimsal
unsurlarini ve bereket anlayisini bir arada sunar. Ayni zamanda, Tarhunzas'in kiyafetleri
Uzerinde Asur, Hatti, Frig ve Arami etkilerinin gorUlmesi, ddnemler arasi kulturel
etkilesimin zenginligini gézler dnuine serer. Sonug olarak, Eredli ve cevresi, Hititler ile Geg
Hititler donemlerinde dini ve kultUrel yapilariyla dnemli bir merkez haline gelmistir. Bu
alanlarin  tarihsel zenginligi, bdlgenin medeniyetler arasindaki kopru islevini
pekistirmistir. Analizler, bu kdltdrel mirasin gunumuze kadar gelen izlerini ve degerini
ortaya koymaktadir. Ozellikle Eregli ve cevresindeki bu dini buluntular, sadece bu
bolgenin dedil, ayni zamanda Konya OvasI'nin tarihi ve kultUrine de énemli katkilarda
bulunmaktadir. Bu tur ¢calismalarin isiginda, Eregli ve cevresinin tarihi mirasina olan ilgi
daha da artmakta, bdlgenin zengin kulturel yapisi, gelecek nesillere aktarilmak Uzere
koruma altina alinmaktadir.

Anahtar sézclikler: Eredli heykelcikleri, Arisama Dag, ivriz Kaya Aniti, Warpalawas,
Tarhunzas

Abstract Eregli and its surroundings were an important historical and cultural center
during the Hittite and Late Hittite periods (B.C. 1650-750). The region's geographical
location and its role as a bridge between the Mediterranean and Central Anatolia created
a strategic route in the historical process, and this increased the Hittite and Late Hittite
interest in the region. This interaction contributed to the formation of a rich religious and
cultural heritage, thus further strengthening the historical importance of the region. The
preservation of many religious elements and cultural heritage in Eredli during the Hittite
period sheds light on the deep belief system of this period. Hittite figurines, in particular,
are among the important works reflecting the artistic understanding of this period. The
static, parallel and side-by-side male figurines with pointed shoes stand out as concrete
examples of the Hittite belief system. These figurines have not only an artistic value, but
also important information about the social and religious life of the period. In addition,
Mount Arisama near Emirgazi attracts attention with its acceptance as sacred during the
reign of Tudkhaliya IV. The four altars and inscriptions here detail the religious rituals of
the period and the worship of the gods. The worship of the Sun, Sky and Storm gods in
the inscriptions explains Tudkhaliya IV's deep devotion to these gods. Such findings make
it possible to delve into the depths of Hittite mythology and religious understanding. In
the Late Hittite Period, the Ivriz Rock Monument near Halkapinar stands out as another
important work of the period. In this monument, tshe depictions of the Tuwana King
Warpalawas and the Storm God Tarhunzas symbolize the Hittite belief in agricultural and
fertility gods. The enrichment of the monument with grape and corn figures presents the
agricultural elements of Hittite culture and the understanding of fertility together. At the
same time, the Assyrian, Hatti, Phrygian and Aramaic influences seen on Tarhunzas's
clothing reveal the richness of cultural interaction between the periods. As a result, Eregli
and its surroundings became an important center with their religious and cultural
structures during the Hittite and Late Hittite periods. The historical richness of these
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areas has reinforced the region’s function as a bridge between civilizations. The analyses
reveal the traces and value of this cultural heritage that have survived to the present day.
These religious findings, especially in Eredli and its surroundings, make significant
contributions to the history and culture of not only this region but also the Konya Plain.
In the light of such studies, interest in the historical heritage of Eregli and its
surroundings is increasing, and the rich cultural structure of the region is being protected
to be passed on to future generations.

Keywords: Eregli statuettes, Arisama Mountain, Ivriz Rock Monument, Warpalawas,
Tarhunzas

Giris

Bu makalenin amaci, Eredli ve cevresindeki Hitit ve Geg¢ Hitit ddonemlerinin dini kdltdru
hakkinda bilgi vermektir. Bu dini kulturleri daha ayrintili anlatarak insanlarin gézinde
canlanmasini saglamaktir. Ozellikle tanrica heykelleri, anitlar, sunaklar ve yazitlar gibi dini
unsurlarin detayli bir sekilde ele alinmasinin amaci, bu kulturlerin diger kulturlerle olan
etkilesimlerini ve o boélgenin sosyal hayati ile cografyasinin anlasilmasina katkida
bulunmaktir.

Hitit ve Gec¢ Hitit ddnemlerindeki dini buluntulari anlatarak, &zellikle Eredli ve cevresinde
yasayan insanlarin bu cografyadaki dini yapitlari tanimasi ve sahip ¢ikmasi, gelecekteki
nesillere aktarmasi agisindan oldukg¢a onemlidir. Dini yapitlarin korunmasi, en azindan zarar
gormelerinin ve baskalari tarafindan baska sehirlere veya Ulkelere goéturulmelerinin
engellenmesi, kulturel degerlere sahip ¢ikilmasi agisindan hayli dnemlidir.

Makale, Ge¢ Tun¢ Cagdi yani Hitit Donemi ve Geg¢ Hitit dénemlerindeki dini kulturden
bahsetmektedir. Mekan olarak ise Konya iline bagh Eredli, Halkapinar ve Emirgazi
ilcelerindeki dini buluntular ele alinmistir.

Eregli, Konya ilinin guneydogusunda konumlanmaktadir. ilce, kuzeyinde Emirgazi,
dogusunda Nigde, guneyinde Karaman ve Halkapinar, batisinda ise Karapinar ile komsudur.
Konya sehir merkezine yaklasik 150 kilometre (93 mil) mesafededir.

Hitit Donemi’nde Dini Kultar

Akarsu, su kaynaklari, golet ve magaralar Hititler icin son derece énemlidir. Bunlarin 6ltler
dunyasi ile baglantili olduguna inanilir. Firtina tanrisi, pinar, magara ve goletten cikip tekrar
geri girerek oluler dunyasina déner. Su kaynaklarina verilen 6nem, Kral I. Arnuwanda’nin
askeri valiye yazdidi yazili direktiflerden anlasiimaktadir. Bu direktiflerde rahiplere su
kaynaklarinin kutsanmasi, duzenli olarak kurban sunulmasi, ziyaret edilmesi ve bakiminin
yapilmasi hakkinda emirler verilmistir. (Teks6z, Omacan&Maner 2019: 116). Kuraklik
donemlerinde, kaynaklarin ve nehirlerin kurumasi, bitki ve hayvan yasaminin dengesini
bozarak toplumsal huzursuzluklara yol a¢gmaktadir. Bu durum, insanlari tanrilara olan
baglarini yeniden goézden gecirmeye ve onlarin |Utfuna ihtiya¢ duyduklarini anlamaya
yéneltmektedir. Kuraklik déonemlerinde, tanrilarin ortadan kayboldugu inanci, toplumlarin
ruhsal ve fiziksel intiyaglarina yanit arayislarini etkilemistir. Bu surecte, tanriyi geri donmeye
ikna etmek amaciyla cesitli ritueller gerceklestirilmistir. Bahar aylari, dogdanin yeniden
canlanma ve bereket donemi olarak goruldugunden, tanrilara adaklar sunmak icin elverisli
zamanlardir. Bir kusun kizartilmasi gibi sembolik ritGeller, tanrilara bir nevi yiyecek ve sivi
ikrami sunmalar, tanrilarin toplumsal yasamda yeniden rol almalarini saglamak amaci
tasimaktadir (Bier 1976: 125,126). Sunaklar ve adak teknesi, Hitit inancinin bir yansimasi
olarak, tanriya ibadet ve kurban sunma amaciyla kullanilmaktadir. Hitit Krali IV. Tuthaliya'nin
adiyla kaydedilen hiyeroglif yazilar, Hititlerin bu tur anitlar bir dizi tanri icin insa ettigini
gosterir niteliktedir.
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Eregli Heykelcigi

Eredli heykelcigdi, ayakta duran erkek figurU araciligiyla dénemin mitolojik ve toplumsal
ozelliklerini etkileyici bir bicimde yansitan dnemli bir sanat eseridir. Eregli'nin batisinda yer
alan Karaman bdlgesindeki Karadag'dan geldigi belirtilen bu bronz heykelcigin alt kismi,
oldukca ilgi cekici bir tarihi ve sanatsal degere sahiptir. Ayrintili burunlu ayakkabilar ve
figUratif 6geler, eserin sanatsal derinligini artirmakta ve Hitit ddneminin estetik anlayisini
gozler dnune sermektedir. Kollarin uzanmis pozisyonu ile baslik, heykelin cok boyutlu
anlatimina énemli katkilarda bulunarak izleyicide farkl yorum ve hislerin olusmasina zemin
hazirlamaktadir.

Bu heykelcik, 265 gram agdirhidinda olup, 7,6 cm uzunlugundadir ve alt kismi, kare bir kaide
Uzerinde iki paralel konik ¢izmeyi ve bunlarin baslangicini olusturacak sekilde tasarlanmis
bacaklari icermektedir. Kaidenin boyutlari 29 x 33 cm olarak belirlenirken, bu kaide,
ortasinda ince bir c¢erceve bulunan neredeyse dikddrtgen bir cubuk Uzerinde
yUkselmektedir; s6z konusu cubuk 3,5 cm uzunlugunda ve 2,8 cm kalinhdindadir. Tum yap,
duzensiz sekilli bir dikdortgen veya oval klgUk bir plaka Uzerinde yer almaktadir; bu plaka,
heykelcigin dinamik ve estetik bir sekilde sergilenmesine olanak tanimaktadir. Cizmeler,
ayak bileginin Uzerinde belirgin bir ¢izgi ile bacaklardan ayrilmis olup, bu durum heykelin
stilize edilmis detaylarini dne ¢ikarmaktadir. Cizmelerin uglari hafifce ice dogru kivriimis ve
basik bir sekilde tasarlanmistir. Arka bacaklarda ise 2,3 cm uzunlugunda ve 0,2 cm
genisliginde dar, dikey oyuklar yer almaktadir. Kaidenin hemen alt kisminda arka ylzeyde
bulunan kuguUk bir delik, tam olarak gecisli olmamakla birlikte, varhigi heykelin islevselligini
ve sanat¢inin detaylara olan dikkatini gostermektedir; deligin capr 0,4 cm olarak
olculmustur. Bu heykelcik ile alakali Cigdem Maner (2014, Hethitische Funde im Museum
von Konya Eredli und ihre Bedeutung fur die hethitische Prasenz in dieser Region) hocanin
makalesinde bilgi verilmistir. Hitit ddénemine ait antropomorfik heykelcikler, dénem
sanatinin zenginligini ve estetik anlayisini yansitan incelikle islenen detaylariyla dikkat
cekmektedir. Cogu heykelcik, gagal ayakkabilar giymis olarak tasvir edilmekte ve farkli
muzelerde sergilenmektedir; 6rnedin, Ankara'daki Anadolu Medeniyetleri MUzesi'nde
sergilenen gumus heykelcik, altin bir baslikla suslenmis bicimde g6z alirken, British
Museum’daki, kulplu altin heykelcigin gdrselligi ve zengin materyali dikkat cekmektedir.
Genellikle adim atar pozisyonda, one cikarilmis bir bacakla gosterilen bu heykelciklerin
aksine, Eredli'den gelen heykelcigin bacaklarinin statik bir konumda, yan yana yer almasi,
dikkat ¢ekici bir farklilik yaratmaktadir.

Ge¢ Tung Cagr'na tarihlenen bu sanat eserleri, destek olmaksizin havada oturur gibi
gorunerek dénem sanatinin anlayisini ve temalarini yansitmakta, figuratif sanatin sinirlarini
zorlayarak izleyiciye derin bir estetik deneyim sunmaktadir. Hattusa ve Ugarit'ten gelen
heykelciklerde de godzlemlenen uzun ve dar arka bacak oyuklar, bu sanatin boélgesel
yayginhgini destekler niteliktedir. Heykelcigin ayak tabanlarindan baslayarak yukariya
uzanan oyugun varhgi, sanatcinin detaylara verdigi 6nemi bir kez daha kanitlamaktadir.
Donemin Hitit heykelciklerinde, ayak altindaki ¢ikintilarin heykeli sabitlestirmek veya
Uzerinde oturtmak icin kullanilmasi, sanatin islevsellik ile estetigi harmanladigini agikga
gostermektedir. Eregli'den elde edilen heykelcigin ayakta duran bir erkek figurd olmasi,
dénemin mitolojik ve toplumsal unsurlarini anlamamiza yardimci olmaktadir. Heykelcigin
ayrintili islenmis burunlu ayakkabilari ve muhtemel merkezi etegdi, Hitit sanati icin
karakteristik 6geler arasinda yer alirken, erkek figurlerin temsilinde belirgin bir motif olarak
karsimiza ¢cikmaktadir. Hayal gucUmuzu zorlayarak, heykelcigin muhtemel gérdnimunu
anlamaya calistigimizda, kollarinin uzanmis pozisyonu ve Uzerindeki baslik, figuratif sanatin
¢cok boyutlu anlatimini gozler 6nune serer. Dikkat ceken bir diger husus ise, Eredli
heykelciliginin bayuk bir kisminin bu heykelciklerle ayni déneme, yani MO 15-13. yUzyillara
yani Hititlerin imparatorluk Cagr'na tarihlendiginin, sanat tarihcileri tarafindan ifade
edilmesidir. Bu durum, dénemin sanatsal birikimini ve estetik anlayisini daha iyi
kavrayabilmemiz acisindan kritik bir dnem tasimaktadir. Bu heykelcik gunumuzde Eregli
Muzesi'nde bulunmaktadir. (Maner 2014: 215, 216).
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Arisama Dagi

Emirgazi, ic Anadolu Bélgesi'nde bulunan Konya iline bagh bir ilcedir. ilce, dogusunda Nigde
ili, gineyinde Eregli ilcesi, batisinda Karapinar ilcesi ve kuzeyinde Aksaray ili ile komsudur.
Bu ilgcenin, yakinlarinda Arisama Dagi bulunmaktadir (Resim 2). Arisama Dagj, ilgenin Hitit
Donemdeki dini kultdru hakkinda degerli bilgiler sunan énemli sunaklar, adaklar ve
yazitlarla doludur. Sunaklar ve adak teknesi benzer bir amaca hizmet etmektedir. Bu
adaklar ve sunaklar tanriya ibadet ve kurban sunmak amaciyla kullaniimistir. Hitit Krah IV.
Tuthaliya'nin adiyla kaydedilen hiyeroglif yazi, Hititlerin bu anitlarn bir dizi tanri igin diktigini
gostermektedir (Mellaart 1958: 313). Bu Emirgazi sunaklari Luvi dillerinde yazilmistir
(Hawkins 1986: 369-371). Civi yazili metinlerden anlasildigi kadariyla, Sarpa Dad’'nda
koruyucu tanri Ala'nin kultu bulunmaktadir. Koruyucu tanri icin yapilan bir ritteli anlatan
civi yazill metne gére, Uda sehrinin krali IV. Tuthaliya, Sarpa Dagdi'na kurbanlar sunmakla
gorevlendirilmistir. IV. Tuthaliya’nin Uda halki tarafindan sunu yapmakla vazifelendirilmesi,
Uda kentinin Sarpa Dagi’'na yakin bir mesafede oldugunu belgelemektedir (Ozcan 2018: 201-
205). Emirgazi sunaklar Uzerindeki yazitta sik sik Sarpa Dagr’ndan bahsedilmektedir.
Sunaklarin Arisama Dagi'nin bati kisminda yer almasi nedeniyle Sarpa Dagi, Arisama Dagi
ile sinirlandirilabilir. Bu dag icin ayrica Hasan Dag ve Kotu Dag onerileri de bulunmaktadir.
Arisama Dadi'na, bdlge halki tarafindan “Kel Dag, Kotu Dag, Boz Dag, Emirgazi Dagl” gibi
isimler verilmistir. Boylece Kétu Dag'in Arisama Dagi'nin isimlerinden biri oldugu ortaya
cikmaktadir. Bu nedenle Ozcan'in dnerisi yanlis bir degerlendirme olarak dusuntlmektedir
(Turgut, Bahar, & Kuguk 2018: 414).

Anitlar, tarih boyunca kulturel ve dini referanslarin tasiyicilari olarak énemli bir yer teskil
etmistir. . Sunak, yapisi itibariyla dikkat ¢ekici unsurlara sahiptir; anitin ikram masasi ve
tabanin ayni oldugu, en dar kisminin yukarida yer aldidi belirtilmektedir. GUnUmuzde
eksiksiz olarak ulasan tek kitabe, alti satir halinde duzenlenmis ve kurban masasinin
kenarindan baslayip tabana inerek 20 cm'lik bir bosluk birakmaktadir. Bu boslugun
tasarimi, metnin okunabilirligine katkida bulunmamakla birlikte, anitin estetik yapisini da
zedelememektedir. Metinde yer alan yatay kabartma cizgiler, her biri 12 ila 20 cm arasinda
degisen alanlar kaplamaktadir ve bu durum, yazitlarin gérselligini artirmaktadir. Anitin alt
kisminda gdrulen yuzeysel kirilma, yapinin genel sekline zarar vermemistir; ancak son iki
satirdaki metnin kaybolmasina yol agcmistir. Tasin genel olarak iyi korunmus olmasi,
gecmise stk tutan 6nemli bir unsurken, kirmizimsi izlerin topragin altinda yer alan bir
metalin Urettigi oksidasyondan kaynaklanabilecegi dusunulmektedir. Ayrica, kare seklinde
bulunan bir tasin, baska bir parcayla temas halinde oldugu ve belirli bir zamanda ayni
kimeye ait olabilecegi Uzerinde durulmaktadir. Devaminda, Il. Sunak'in yazitinin Ust
kisminda bir masanin kirildigi ve metnin alt kisminin hasar gordugu belirtilmektedir.
Burada, metnin son satirinin anlasilamadigi; dolayisiyla, yuksekligi daha fazla olan yazitin en
az yedi satirdan olusmasi gerektigi vurgulanmaktadir. Ancak mevcut metin, hasarli oldugu
icin okunabilir durumda degildir. Ill. Sunak'ta, benzer bir yapi gbézlemlenmekte, ancak
burada yalnizca dort satirdan birinin tamamlandigr gérulmektedir. Bu tas, boyutlari ve
metin sunumu acgisindan Il. Sunak’a benzemektedir fakat yuzeyi oldukg¢a asinmis
durumdadir. IV. Sunak, diger Ug¢ sunakla benzer bir bicimde sekil almakta, ancak boyutlari
arasinda farkliliklar barindirmaktadir. Taslarin Uzerindeki yazilar belirli bir dlzende
siralanmis; bas kismi en Ustte, son kismi ise tabandan yaklasik 20 cm uzakta yer almaktadir.
Yuzeylerinin cilasiz olusu, bu anepigraf bosluklarinin bir kaidenin icine gizlenmis
olabilecegine dair ipuclari sunmaktadir. Metinlerin uzunlugu, taslarin boyutlariyla iliskili
farkliliklar gdstermekte; bu da benzer metinlerin farkli uzunluklarda sunulabilecedini ortaya
koymaktadir. Sonug olarak, bu pasaj, metinlerin politik-dinsel karakterini aydinlatmakta ve
Kral IV. Tuthaliya'nin dénemiyle ilgili siyasi sorunlari yansitmaktadir. GUnes, Gok ve Firtina
Tanrilari gibi Hitit panteonunun temsilcisi olan tanrilar, metinlerde sikca yer almakta ve
resmi panteonu temsil etmektedir. IV. Tuthaliya donemine ait diger belgelerle
karsilastirildiginda, bu yazitlarin icerdigi zorluklarin ve tanrilarin sayisinin analizi, tarihi ve
kulturel baglami anlamak agisindan hayati 6neme sahiptir (Resim3) (Masson 1979: 6-42).
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Gec¢ Hitit Dénemi’nde Dini Kiiltiir (MO 1200-750)

Tuwana Krali Warpalawas ile Luvi firtina tanrisi Tarhunzas'in tasvirlerinin yer aldigi MO 8.
yuzylla Ge¢ Hitit Dédnemine ait ivriz Kabartmasi, Hititlerin su kaynaklarina verdigi énemi
ortaya koyan nadide bir eserdir (Teksdz, Omacan&Maner 2019: 116). Bu déneme ait yapilan
kazilarda dort yazili stel parcasi ve bir heykelin kalintilari kesfedilmistir. Bu buluntular,
bdlgedeki su kaynaklarinin yaninda yer alan yazitli stel ve kaya kabartmalari ile s6z konusu
alanin bir su tapinadiislevi gérdugunu acik bir sekilde ortaya koymaktadir (Maner 2017: 353,
354). Tarhunzas, etegi Uzum salkimlariyla ¢cevrelenmis bir figur olarak karsimiza ¢ikmakta,
bu figur yerden bir demet bugday tutan firtina tanrisini temsil etmektedir. Bu badlamda,
tapinma pozisyonunda tasvir edilen Kral Warpalawas, Tarhunzas'in onUnde sayglyla
durmakta ve tanrisal gucUun izlerini tasimaktadir. Rolyefin alt kisminda yer alan UgUncu
yazitta ise, Warpalawas'a ithaf eden Tiyarmartus'un ismi belirtiimis, bdylece bu tarihi eser
Uzerindeki dini ve kulturel baglarin derinligi vurgulanmistir (Mentes, A.& Maner 2018: 232).
Tanri'nin, zenginlik ve bereketi simgeleyen misir ve Uzum salkimlari ile temsil edilmesi,
tarima dayali toplumlarin inang¢ sistemlerinde doganin déngusunun 6nemini vurgular
(Cornwall 1924: 217). Kayanin Uzerinde Geg¢ Hitit tanrisini animsatan Uzim ve misir
simgeleriyle suslenmistir (Jenkins 1972: 99). Tarhunzas, klasik mitolojik ve sembolik degerler
taslyan bir figur olarak, kilicini bas asagi tasimakta ve bu durum, kilicin askerlik ve krallik icin
tasidigl guc anlamini derinlestirmektedir. ivriz Aniti'nda belirgin bir sekilde yer alan kilic
kulpu, buyuk kartal basi bicimindeki tanrinin gévdesinin sol yaninda ac¢ik¢a vurgulanmistir.

Eser, toplumun bu dénemdeki dini inancina, hasat donemi 6ncesinde kutlanan bayram
haftasinda kralin Ustlendigi rollere, toplumun tarimsal ritUellerine ve spiritualitesine isaret
eder. Kralin ilk bugdayi kutsal orakla hasat etmesi ve buna dair anitlardaki betimlemeleri,
bu gelenegin koklU bir gecmise sahip oldugunu gostermektedir. Tarhunzas, bir elinde
bugday basagdini, diger elinde ise UzUm salkimlarini tutarken, tarimsal bereketin ve
donguselligin sembollerini tasimaktadir. Bununla birlikte, Tarhunzas'in kullandig kilig,
aslinda kus basli sapli bir budama bicagi olarak nitelenmektedir; bu da tanrinin Gzim ve
bugday tanelerini tutmasinin hasat zamaninin geldigine dair guclu bir isaret oldugunu
acida cikarmaktadir (Sahin 1999:168-170). ivriz Kaya Aniti, bu sembolik anlatimin en etkileyici
ornedini sunmaktadir.

ivriz Kaya Aniti

Halkapinar, Konya ilinin en dogu ucunda yer alir ve cografi konumuyla dikkat cekmektedir.
Orta Toroslar'in kuzey eteklerine konumlanmis olan ilce, sinirlari icinde ivriz Cayl ve
Delimahmutlu Deresi gibi akarsulara ev sahipligi yapmaktadir. Gec Hitit Dénemi'ne ait MO
8.yuzyilin ilk yarisina tarihlenen bu kaya kabartmasi, Tuwana Krali Warpalawas zamaninda
yapilmistir (Resim 4) (Mellaart 1958: 314). Bu dnemli anit, Amberderesi yakinlarinda
bulunmaktadir. ivriz ve Amberderesi Vadisi, Ge¢ Hitit Dénemi'ne kadar tarihlenen kutsal bir
alandir (Maner 2017: 356, 357). ivrizde bulunan ana kabartmanin yani sira yine Kral
Warpalawas dénemine denk gelen farkli zamanlarda gerceklestirilen kanalizasyon ve insaat
faaliyetleri sonucunda, bir stelin yarisi, bir heykel basinin yarisi ve Luvice yazili U¢ blok tas
ortaya ¢cikmistir (Kurugayirh & Maner 2018: 789).

1980'li yillarda kanalizasyon insaati sirasinda ivriz’de Fenikece ve Hiyeroglif Luvice yazili bir
stelin alt kismi ile bir heykel basinin yarisi bulunmustur (Teksdz, Omacan & Maner 2019: 118).
Bulunan bu tarihi malzemeler, Malatya Arslantepe (Resim 6), Karatepe, Sam’al (Zincirli), Ain
Arab ve Gergin'de bulunan heykellere benzerlik gostermektedir (Kurugayirli & Maner 2018:
796). Kral Warpalawas'in gunumuze ulasan eserleri incelendiginde Asur etkisi dikkat
cekmektedir. Kral, Asur tasvirlerinde yer alan krallarin bicimsel &zelliklerini tasimaktadir.
Diger taraftan, kiyafetleri ve bunlari sabitleyen toka, Frig dzellikleri géstermektedir (Resim
7). Kral Warpalawas'in Asur'a uzun suUredir devam eden sadakati ve Frigya modasina olan
ilgisi kiyafetlerine de yansimistir (Bryce 2023: 225). Tanri Tarhunzas'in kiyafetleri, sac ve sakal
stilleri, ozellikle govde tasviri, Asur kabartmalari ve dikili taslarindaki figurlere oldukca
benzemektedir (Lanaro 2015: 79, 80). Tuwanuwa Krali Warpalawas'in kabartmalari, Asur
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Krali lll. Tiglath-Pileser'in cagdasidir (Resim 8). Bu kabartmalardaki tum detaylar Asur
tarzinda tasvir edilmistir (Ussishkin 1969: 127). Asma veya UzUm meyvesi, Yakin Dogdu
sanatinda sik¢a karsimiza cikar. Bunun en guzel érnegi ivriz’deki kabartmada gérulen Tanri
Tarhunzas'in elinde uzatti@r tahil ve asmadir (Albenda 1974: 10). Asur etkisini Kral
Esarhaddon (M.O. 681-668) donemine kadar goérmek mamkandar. livriz Kaya
Kabartmasi'nda, geleneksel unsurlarla modern dusUnceleri bir araya getiren etkileyici bir
kiyafet sergilemektedir. Kisa kollu, ayada kadar inen bu elbisenin tasarimi, kare desenli bir
kusakla tamamlanmistir. Bordurdeki cengel hag motifinin, &zellikle Babil ve Asur sanatinda
pek fazla kullanilmadigi gorulmektedir. Giysinin alt bdlumunu tamamlayan uzun, zarlara
benzeyen puskuller ve geometrik bodurler, kiyafete estetik bir denge kazandirmistir.
Kiyafetin sol omzunda fibula ile tutturulmus ve ézgun bir gérinum elde edilmistir (Sarre
1908: 144).

Warpalawas'in kabartmada giydigi fibula MO 738 vyilinda Gordion'dan, cogdunlukla
TUumuluslerdeki orneklerle benzerlik gostermektedir (Birmingham 1961: 186). Bu Frig
fibulasi, ozellikle Frigya Bolgesi'nin asagi ve yukari yonlerinde sinir boyunca uzanmaktadir
(Stronach 1959: 181). Fibula, heykeltiras tarafindan rélyef Uzerinde tasvir edilmistir. Kral
Warpalawas'in baska bir tasviri, Nigde'nin Bor ilcesinde parcalar halinde bulunan bir
kabartma Uzerinde yer almaktadir. Kabartma restore edilip gdgsun Uzerine Frig fibulasi
takilmistir. Kabartmada bulunan fibulanin ¢esitli 6rnekleri Kuzey Suriye sehirlerinde de
tespit edilmistir. Zincirli'deki bir kralice kabartmasinin Gzerinde, Karkamis'ta ve iran da dahil
olmak Uzere Yakin Dogu’'nun pek ¢cok yerinde bulunmustur (Muscarella 1967: 83, 84).

ivriz kabartmasinda kullanilan yuvarlak, boynuzlu tasarim, islam &ncesi Orta Dogu
sanatinda yaygin bir unsurdur. Bu tur basliga sahip figurler, 8lumden sonraki yasam veya
tanrilarina olan baglilik gibi temalari yansitmaktadir. Urartu kdkenli Barberini kazanindaki
figurlerin, grifonlar ve aslanlarla birlikte betimlenmesi hem estetik anlamda zenginlik
katmakta hem de tanrisal guc ve koruyuculugu simgelemektedir. ivriz kabartmasindaki
benzer baslik detaylarinin Luvi kultdrline ait olmasi, bu donemdeki ¢cok katmanh kulturel
etkilesimleri anlamak agisindan énemlidir (Maxwell-Hyslop 1956: 153,154).

Elektrum, SUmer ve Misir mucevherlerinde merkezi bir dneme sahiptir. Bu alandaki
tekniklerin kékenleri, Yakin Dogu'ya kadar izlenmektedir. Grantlasyon teknigi, MO Uclncu
binyillin ortalarindan itibaren Ur kentinde Bati Asyali kuyumcular tarafindan benimsenmis,
SUmerler tarafindan icat edildidi kabul edilen bu yontem; Suriye, LUbnan, Filistin ve Elam'da
yayginlk kazanmistir. Orta Krallik Misir'inda da tercih edilen granulasyon, Bati Fenike,
ispanya, Kartaca ve &zellikle Etruria'da etkileyici uygulamalara ulasmistir. 1968 yilinda
KudUs'teki Bazalel Ulusal MUlzesi'nde sergilenen ve ginimuzde israil Mizesi'nde bulunan
elektrum plak Uzerindeki sarap tanricasi figuru, genis kalcali ve tiknaz bir yapiya sahiptir
(Resim 5). Bu figur, ivriz kabartmasindaki Kral Warpalawas, Maras'taki heykeller ve
Zincirli'deki Kilamuwa heykelleriyle benzerlik gdstermektedir. (Barnett 1980: 171).

ivriz Kaya Anit'nda elinde GzUm ve budday tutan Tarhunzas'i ve 6nldnde verdigi bereket icin
sukran ifadesi olarak ellerini kaldiran Kral Warpalawas'i anlatmaktadir (Sarre 1908: 144). ivriz
Kaya Kabartmasi'nin yakininda dini ritGeller gercgeklestirilmektedir. Rituelin ilk asamasinda
yedi delik aclilir ve bu deliklere su doldurularak suyun hayat verme &zelligi simgelenir.
Ardindan, bira, sarap ve diger tatli iceceklerin bu deliklere dokulmesi, tanrilara sunulan bir
tdr kurban niteligi tasir. Kullanilan igcecekler, zenginlik ve bolluk temalarini dile getirir.
RitUelde en dikkat cekici olan, yedi ince ekmegin ufalanip deliklere atilmasidir ve bu,
tanrilara seslenis anlamina gelir. Tanrilara teslimiyet, ritUelin maneviyatini derinlestirirken,
dualar sayesinde tanrilardan yasam, saglik ve uzun &mur talep edilmesi, toplumsal
degerlerin bir yansimasidir (Bier,1976: 125,126).

Sonug¢

Hitit donemindeki dini kdlturlere bakildiginda, Eredli heykelciligi, bu déneme ait 6nemli bir
sanat eseridir. Bu doneme ait ayaklar genellikle duragan bir sekilde ve paralel olarak yan
yana gosterilmektedir. Hitit tanrilari, sivri ayakkabilarla betimlenmistir. Ayrica, oturmus Hitit
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heykelciklerinde, bir sandalyenin ya da tahtin arkaligi, bacaklarin dayandidi sirtin arkasinda
yer alir. Ancak Ge¢ Tung Cagr'na ait iki heykelcikte, tahtta veya sandalyede oturmayan, bir
yere yaslanmis, havada oturan bir insan figuru gosterilmektedir. Eregli heykelciliginde sirtlik
izi ve sirtliga yaslanan ayaklar gibi detaylar sikca gdrulmektedir. Bu ozellikler, Eredli
heykelciligini diger dénemlerden ayiran énemli unsurlar arasindadir. Ayrica IV. Tuthaliya
donemine denk gelen Emirgazi yakinlarindaki Arisama Dadi'nda dért adet sunak ve yazit
gormek mUmkundur. Sarpa Dagdi ve gevresindeki kulturel ve dini yaplilar, tarihi derinlikleri
ve mitolojik dgeleriyle zengin bir mirasa sahiptir. Bélge halkinin bu daga verdigi farkli isimler
ve Uzerinde yapilan ritUeller, Luvi dilleriyle iliskilendirilmis onemli bir kudltdr mozaigini
yansitmaktadir. Civi yazili metinlerde anlatilan Ala'nin kultd ve V. Tuthaliya'nin Sarpa
Dagdi'nda gerceklestirdigi ritUeller, bolgenin dini ve politik yapisini aydinlatmaktadir. Kralin
komsu ulkelerle yasadidi siyasi sorunlar, tas anitin dikilis amacini ve cevresindeki varliklarin
onemini vurgulamaktadir. Hitit panteonunun temsilcileri olan GuUnes Tanrisi, Gok Tanrisi ve
Firtina Tanrisi gibi dnemli tanrilar, bdlgenin resmi dini yapisini yansitmaktadir. IV. Tuthaliya
donemine ait muhudr Uzerindeki tasarim da bolgenin dini ve kulturel sembollerini iceren
onemli bir gdrsel égedir. Bu baglamda, Sarpa Dagi ve cevresi, Anadolu'nun zengin tarih ve
mitolojik dokusunu yansitan 6énemli bir bolgedir.

Gecg Hitit Dénemi'nde dini kultdr acisindan ivriz Kaya Aniti énemli bir érnektir. Bu anit,
Halkapinar'daki Ambarderesi Vadisi'nde yer almaktadir. Eregdli yakinlarindaki ivriz'deki Ge¢
Hitit kabartmalari, firtina tanrisi Tarhunzas ve Kral Warpalawas'in tasvir edildigi énemli
eserler arasinda bulunmaktadir. Bu kabartmalarda Luvice ve Fenikece yazitlar da
mevcuttur. ivriz Kaya Aniti, Frig, Asur ve Arami etkilerinin goruldigl nadir sanat
eserlerinden biridir. Uzerindeki fibula tasviri, kaya anitlari Gzerindeki ender érneklerden
birini teskil etmektedir. MO 8. ylzyila tarihlenen benzer érnekler, Zincirli, Maras ve Kargamis
gibi bdlgelerden de bilinmektedir. Asur baskenti Khorsabad'dan gelen drneklerin ise Frig
kokenli oldugu kabul edilmektedir (Muscarella 1967: 83, 84). Bu kabartmalar, Anadolu'nun
zengin kadltdrel mirasinin 6nemli bir parcasini olusturmaktadir.
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ilkay Yildiz ve Zeynep Demircan

&z Mimar Kemal Altan, 1 Temmuz 1886 tarihinde istanbul'da dunyaya gelmistir. 1913
yilinda Sanayi-i Nefise Mektebi'nden (buglinkl Mimar Sinan Guzel Sanatlar Universitesi)
mezun olduktan hemen sonra, baslayan I. DUnya Savasl sebebiyle askere alinmis ve
yedek subay olarak gorevlendirilmistir. Savasin ardindan meslegine dénen Altan, hem |I.
Dunya Savasi hem de Kurtulus Savasi'nin birakmis oldugu yikim ve tahribatlarin icinden
dogan Turkiye Cumhuriyeti’'nin ilk mimarlarindan olmustur. Milli MUcadeledeki gorevini
basariyla tamamlayan geng mimarin bu yikim ve tahribatlar karsisinda sorumlulugu
buyuktur. Altan, hocalari Mimar Kemalettin ve Mimar Vedat Tek'in c¢izdigi yolu
benimseyerek ulusal mimarinin gelisimine katki saglamistir. Mimari tasarimlarinin yani
sira, sehitlerimizin aziz hatiralarini yasatmak adina diktigi anitlarla da milli bilincin
gucglenmesine 6nemli katkilarda bulunmustur.

Mimar, istanbul Arkeoloji Muzeleri gibi 6nemli kiltur kurumlarinda Ustlendigi gérevierle
Turkiye'nin tarihi ve kultdrel mirasinin korunmasini amaclamistir. Eski eserlerin ortaya
cikarilmasi ve restorasyonlarinin yapilmasinda calismalar yapan Altan, TUrk kaltdrdntn
zenginligini her firsatta gdsterme gabasinda olmustur. Mimarliginin yani sira, Edirne,
istanbul ve Konya gibi sehirlerde Ustlendigi idari gérevlerle de Ulkesine hizmet eden
Kemal Bey, Milli MUcadelenin gug¢lu ruhunu yasami boyunca strdurmustur.

Kemal Altan, sadece mimarlik yapmakla kalmamis, ayni zamanda dénemin gazete ve
dergilerinde yazilar yazmistir. Bu yazilarinda Turk sanatinin énemini vurgulamis ve bu
konuda toplum bilincini artirmay! hedeflemistir. Ayrica Mimar Sinan'a olan sevgisi
sayesinde dnemli bir kultlurel mirasi yasatmaya katkida bulunmustur. Onun duzenledigi
etkinlikler hem Mimar Sinan'in anisini canli tutmus hem de Turk mimarisine olan ilgiyi
artirmistir.

Erken Cumhuriyet dénemi mimarisine dair yapilan arastirmalar igerisinde, donemin
onde gelen mimarlarinin biyografilerine ve tasarimlarina iliskin akademik calismalara
siklikla rastlanir. Ancak bunlar icerisinde Kemal Altan ile ilgili olanlar oldukga sinirlidir. Bu
calisma, Turk mimarlik tarihinde az bilinen bir isim olan Mimar Kemal Altan’
derinlemesine inceleyerek hem mimarin kisisel yeteneklerini hem de eserlerinin kulturel
ve sanatsal dederini ortaya koymayi hedeflemektedir. Ayrica &mrU boyunca Turk sanatini
ve mimarligini korumayi ve sevdirmeyi amagclayan Kemal Altan’in yeni yetisen mimarlik
ve sanat tarihi 6grencilerine ilham kaynagi olmasi da bu ¢calismanin amaclarindandir.

Anahtar sézcukler: Erken Cumhuriyet Donemi Mimarisi, Ulusal Mimari, TUrk Sanati,
Mimar Biyografisi, GUzel Sanatlar Akademisi.

Abstract Architect Kemal Altan was born on July 1, 1886, in Istanbul. Following his
graduation from the Sanayi-i Nefise Mektebi (present-day Mimar Sinan Fine Arts
University) in 1913, he was conscripted into military service due to the outbreak of World
War | and served as a reserve officer. After the war, Altan resumed his profession and
emerged as one of the first architects of the Republic of Turkey, which rose from the
devastation and destruction caused by both World War | and the War of Independence.
The young architect, who successfully fulfilled his duties during the National Struggle,
bore significant responsibility in addressing this widespread devastation. Altan adopted
the principles established by his mentors, Architects Kemalettin and Vedat Tek, and
made notable contributions to the development of national architecture. Beyond his
architectural designs, he also played a pivotal role in fostering national consciousness by
erecting monuments that honored the sacred memory of martyrs.

The architect sought to contribute to the preservation of Turkey's historical and cultural
heritage through his roles in prominent cultural institutions such as the Istanbul
Archaeological Museums. Altan actively engaged in the discovery and restoration of
historical artifacts, consistently striving to highlight the richness of Turkish culture. In
addition to his architectural achievements, Altan served his country through
administrative roles in cities such as Edirne, Istanbul, and Konya. Throughout his life, he
upheld the enduring spirit of the National Struggle, reflecting his unwavering dedication
to the nation.
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Kemal Altan not only practiced architecture but also contributed to the intellectual
discourse of his time by publishing articles in contemporary newspapers and journals. In
these writings, he emphasized the significance of Turkish art and sought to enhance
public awareness on the subject. Moreover, his profound admiration for Mimar Sinan
enabled him to play a role in preserving an essential cultural heritage. The events he
organized both perpetuated the legacy of Mimar Sinan and fostered greater interest in
Turkish architecture.

Among the research conducted on the architecture of the Early Republican period,
academic studies frequently focus on the biographies and designs of the era's prominent
architects. However, those specifically addressing Kemal Altan remain notably scarce.
This study aims to provide an in-depth examination of Kemal Altan, a relatively lesser-
known figure in Turkish architectural history, highlighting both his personal talents and
the cultural and artistic significance of his works. Furthermore, this research aspires to
position Kemal Altan, who dedicated his life to preserving and promoting Turkish art and
architecture, as a source of inspiration for emerging students of architecture and art
history.

Keywords: Early Republican Period Architecture, National Architecture, Turkish Art,
Architect Biography, Academy of Fine Arts.

Giris

GUnumuzde, Erken Cumhuriyet Donemi'nin imar hareketlerine onculuk eden birgcok
mimarin biyografisi ve eserleri Uzerine kapsamli arastirmalar yapilmistir. Cumhuriyet'in ilk
yillarinda, Turkiye'nin modernlesme surecinde énemli bir donUum noktasina isaret etmesi
bakimindan mimarlik meslegi, tUlkenin yeni kimligini sekillendirmede kilit bir rol oynamistir.
Bu sUrecte yetisen ve eser veren mimarlar, sadece binalar insa etmekle kalmamis, ayni
zamanda ulkenin kualturel ve sosyal dokusuna isaret eden énemli yapitlara da imza
atmislardir. Cumhuriyet tarihinin bu ilk kusak mimarlarinin aksine, Mimar Kemal Altan'in
biyografisi ve eserleri henlz yeterince incelenmemistir.

Mimar Kemal Bey, mimarlik meslegini icra ederken ayni zamanda bir entelektlel olarak da
taninmisg, donemine hem mimari hem de dUsunsel agidan dnemli katkilarda bulunmustur.
Altan’in, mimarlik mesleginin ve Turk sanatinin tlkemizdeki yerlesimi ve gelisimi Uzerindeki
olumlu etkileri dikkate alindiginda, hakkinda daha kapsamli bir bilimsel arastirma
yapilmasinin gerekliligi ortaya cikmaktadir. Bu galismada, Mimar Kemal Altan'in unutulmus
sayilabilecek hayat hikayesi ile mimari eserlerini irdelemek ve I. Ulusal Mimarlik Akimi
icindeki yerini vurgulamak temel amactir. Bu agidan, Mimar Kemal Altan'in yasami, egitimi,
mesleki kariyeri ve dnemli eserleri kronolojik bir sirayla incelenecektir. Donemin mimari
anlayisi ve Mimar Kemal Altan'in bu anlayisa olan etkisi de degerlendirilecektir. Ayrica
Mimar Sinan’a olan derin saygisl, arastirmanin temel odak noktalarindan birini
olusturmaktadir.

Mimar Kemal Altan'in Yasami

Kemal Altan, Cerkez kékenli bir ailenin ferdi olarak 1 Temmuz 1886'da istanbul'un Besiktas
ilcesinde dunyaya gelmistir. Ancak, nufus kayitlarindaki bir hata nedeniyle dogum yeri Fatih
ilcesi olarak belirtilmistir (Kemal Guzaltan Kisisel Gorusme: Kasim 2024). Mimar Kemal Altan,
Osmanli Devleti'nde saray muteahhitligi yapmis olan Ahmet Tevfik Bey ile Emine Vasfiye
Hanim'in U¢ ¢cocugundan en buyugudur. Altan'in Mazhar Altan ve Saziment Serdz adinda
iki kardesi bulunmaktadir (Anonim 1948: 3). Duriye Hanim'la evlenen Kemal Altan’in Sinan
Gungor, Vildan ve Bingo6l adinda Ug cocugu vardir. Altan'in erken yasamdaki egitim hayatina
dair detayli bilgiye ulasilamamakla birlikte, mimarlik egitimini Sanayi-i Nefise Mektebi'nde
tamamladigi bilinmektedir. Turk Yuksek Mimarlar Birligi'nin 1940 tarihli kayitlarina gére,
Altan bu okuldan 279 numarali diploma ile 1913 yilinda mezun olmustur (Anonim 1940c: 17).
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Kemal Altan, kardesi Mazhar Altan ile Sanayi-i Nefise Mektebi Mimarlik Bolumu'ne
kaydolarak ayni donemde mimarlik egitimi almis ve mezun olmuslardir (Karakaya 2006: 51).

Sanayi-i Nefise'den mezun olan Kemal Altan, I. DUnya Savasi sirasinda orduda goérev almis
ve yedek subay olarak askerlik hizmetini tamamlamistir. I. DUnya Savasi'nin ardindan
baslayan Kurtulus Savasi'nda Bati Anadolu'nun itilaf Devletleri tarafindan isgali Uzerine
harap olan sehirlerin imar calismalariyla ilgilenmistir. Ozellikle Salihli, Manisa ve Isparta gibi
sehirlerde faaliyet gosteren Altan, Manisa HukUmet Konagi, Manisa Numune Hastanesi,
Edirne Balkan Sehitligi Abidesi, Salihli Abidesi ve Isparta il Ozel idare binasi gibi anit ve kamu

yapllarina imza atmistir (Altan 1948: 178)". Altan hayatinin énemli bir kismini Edirne'de
gecirmis ve Sinan Anmalari gibi etkisi yurt geneline yayilan calismalarinin pek cogunu
buradan yUrUtmustur. Trakya Umumi Mdufettislik Binasi'nin insa ediligi bu yillarda,
Edirne’nin 6nemli bir kGltur insani olan Altan’in bu yapiya katki sagladigi dusunulmektedir.
Mimarin diger anitlariyla olan benzerligi acisindan bakildiginda Haskoy Sehitligi Aniti'nin da
Kemal Altan’in tasarimi oldugunu sdylemek mumkundur. Ayrica Kurt Bey ve Pasa Yigit gibi
Edirne tarihinde dnemli olan isimlerin mezarlarinin yok olmasini engeleme cabasi da
Altan’in genel yasam ve mesleki yaklasimiyla értismektedir (Bayraktar ve Ozglven 2024:
69-74).

Mimar Kemalettin (1870-1927) ve Vedat Tek (1873-1942) gibi Ulusal Mimariye 6nem veren iki
oncl mimarin izinden giden Kemal Altan, tasarladigi yapilara da bunu yansitmistir. Ali Saim
Ulgen'in (1913-1963) Kemal Altan'in 8limudndn ardindan Mimarlik Dergisi'nde yayimlanan
anma yazisinda belirtildigi Uzere Mimar, izmir'de de faaliyet géstermistir. Ulgen, Kemal
Bey'in tasarimlarinin, Cumhuriyet dénemi Turk mimarisinde 6nemli bir yer tutan Mimar
Kemalettin ve Vedat Tek ekolunun izlerini tasidigini vurgulamaktadir (Ulgen 1948: 44).

Kemal Altan, mimarlk pratiginin yani sira, sivil toplum kuruluslari ve meslek odalarinda
Ustlendigi yoneticilik ve uyelik rolleriyle, mimarlik mesleginin toplumsal ve mesleki
gelisimine katkida bulunmustur?. Mimar, uzun yillar slren yodun arastirmalarinin
yorgunlugunu tasimasina ragmen, Konya Bayindirlik Yuksek Mimarligr'ndaki son goérev
yerinde de bilimsel calismalarina ara vermemistir. 26 EylUl 1948 tarihinde istanbul'daki Sen
Jorj Hastanesi'nde vefat eden Altan, Besiktas'taki Yahya Efendi Mezarligi'na defnedilmistir
(Altan 1948:179)3.

T Mazhar Altan, agabeyi Kemal Altan’in Isparta’daki eserinden Isparta Hususi Muhasebe Binasi olarak
bahseder (Altan 1948:178), Semavi Eyice de bu yaply! islam Ansiklopedisi'nde élimUnden sonra Kemal
Altan icin yazdigi maddede “il Ozel idare Binasi” olarak tanimlamistir (Eyice 1989: 530).

2 Aksarm Gazetesi'nin haberine gére Turk Yuksek Mimarlar Birligi istanbul Subesi senelik kongresinde
Kongre Divan Reisligi'ne oy birligi ile Mimar Kemal Altan secilmistir (Anonim 1938f: 10). Ayrica mimar,
Trakya'daki gérevi sirasinda baskanhgini Yusuf Cemil Uner'in yapti§i ve Eski Eserleri Sevenler
Cemiyeti'nin bir Uyesi olarak Umumi Katiplik goérevini Ustlenmistir. Kemal Altan bdlgedeki eserlerin bir
listesini ¢ikararak tarihgeleri hakkinda bilgi toplamis, kitabelerini tespit etmis, roléve ve planlarini
cikarmistir (Bulut 2021: 374-376).

3 Kemal Altan'in torunu Kemal GuUzaltan'la yaptigimiz gérismede, mimarin tutkulu bir Besiktas
taraftar oldugu ve Ciragan Sarayr'nin yakinindaki Seref Stadyumu’na bakan Yahya Efendi Dergahi
icindeki mezarliga gdmulmeyi vasiyet ettigi bilgisine ulasiimistir (Kasim 2024).
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Fotograf 1. Mimar Kemal Altan (Altan 1948:178).
Mimar Kemal Altan’in Mimarhk Egitimi

Kemal Altan, Osmanli Devleti'nin ilk gUzel sanatlar egitim kurumu olan Sanayi-i Nefise
Mektebi'nden 279 numarali diplomayla 1913 yilinda mezun olmus ve bdylece mimarlik
egitimini tamamlamistir (Belge 1) (Anonim 1940c: 17). Sanayi-i Nefise Mektebi'nin buyuk bir
kismi, 1 Nisan 1948 tarihinde meydana gelen yanginda zarar gormustur. Mustafa Cezar'in
arastirmalarina go6re, yanginda Akademi'nin kUtUphanesi, 6grenci kayitlarl, ders
malzemeleri ve 6grenci eserleri gibi 6nemli dokUmanlar ve materyaller tamamen yanmistir
(Cezar 1983: 15). Kemal Altan'in égrenci dosyasinin da 1948 yangininda yok oldugu
dusunulmektedir. Mazhar Altan, agabeyi Kemal Altan gibi Sanayi-i Nefise Mektebi'nde
mimarlik egitimi almis ve ayni dénemde mezun olmustur. iki kardes, okul yillarinda sinif
arkadaslgi yapmislardir. I. Ulusal Mimarlik déneminin énemli isimlerinden Necmettin Emre
de (1871-1961) Altan kardeslerle Sanayi-i Nefise Mektebi'nin ayni ddnem mezunlarindandir.
Bu U¢ mimarin da okul yillarinda birlikte 6grenim goérmeleri, Turk mimarlik tarihinde 6nemli
bir kesisim noktasidir (Tablo 1) (Karakaya 2006: 51).

kemarn ALTAN
Mezun oldugu yil : 1913
Dip!. No. 279
{G. 8. A.)

Belge 1. Mimar Kemal Altan’in Mezuniyet Bilgileri (Anonim 1940c: 69).

Diploma No Adi
273 MEHMET ALI
274 PIYER
275 ISTILYANOS
276 ALI RASIM
277 VASIL
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278 OMER SIRRI
279 KEMALETTIN
280 MAZHAR

281 ISMAIL NECMETTIN
282 MISON

283 OSMAN TUFIK

Tablo 1. Sanayi-i Nefise Mektebi Mimarlik subesi 1913 yili mezunlari listesi (Karakaya 2006: 51).

Mimarin, Sanayi-i Nefise Mektebi'nde yetisirken, donemin egitim mufredatini sekillendiren
kiymetli sanatci ve akademisyenlerden ders almasi, onun akademik ve mesleki gelisimini
dogrudan etkilemistir. Bu nedenle, mimarin biyografisinde, hocalarinin kimlikleri ve ders
iceriklerinin  belirtilmesi, onun mesleki hayatindaki doénUm noktalarinin daha yi
anlasiimasina katki saglayacaktir.

Sanayi-i Nefise Mektebi'nin kurulusuyla birlikte mudurltge getirilen Osman Hamdi Bey
(1842-1910) 28 yillik gorev suresi boyunca okulun mufredatini belirlemis, egitim kadrosunu
olusturmus ve Turk sanat egitimine yon vermistir. Sanayi-i Nefise Mektebi'nin ilk yillarinda
egitim kadrosunda Batili mimar, ressam ve heykeltiraslara genis yer verilerek, Batili sanat
anlayisi ve teknikleri TUrk sanat egitimine aktarilmaya calisilmistir. Batili hocalarin agirlikl
oldugu Sanayi-i Nefise Mektebi'nin Mimarlik BolumUunde, Vedat Tek ve Kemalettin Bey gibi
Tdrk mimarlarin da yetismesiyle milli bir kimlik kazanmaya baslamistir. Bu iki isim, okulun
ilk Tark hocalari olarak, Ulusal Mimarlik dustncesinin sekillenmesinde dnemli rollere sahip
olmuslardir (Naipoglu 2008: 50).

1888 yilinda devlet bursuyla Fransa'ya gonderilen Vedat Tek, Paris Guzel Sanatlar
Akademisi'nde mimarlik egitimi almis ve 1893 yilinda mezun olmustur. istanbul’a
doéndukten sonra mesleki kariyerine baslayan Vedat Bey, ayrica Sanayi-i Nefise Mektebi'nde
mimarlik tarihi dersi vermistir (Alsag, 1997: 1754). Paris'te bulundugu sure icinde mimari
akimlari yakindan takip eden Tek, bu bilgi birikimini hem kendi projelerine yansitmis hem
de Sanayi-i Nefise Mektebi'nde &grencileriyle paylasmistir. Yabanci mimarlarin Turk
meslektaslarina gére daha fazla tercih edilmesi ve takdir gérmesi Vedat Tek'i derinden
etkilemis ve bu durumun bir neticesi olarak Sanayi-i Nefise Mektebi'ndeki hocalik
gorevinden istifa etmistir (Demirbel 1941: 231-232).

Sanayi-i  Nefise Mektebi'nin dederli hocalarindan biri de Turk mimarisinin
modernlesmesinde buyuk rol oynayan Kemalettin Bey'dir. Prof. Jachmund'un
yonlendirmesiyle, mimarlik egitimini tamamlamak Uzere Almanya'ya gonderilmis ve
Charlottenburg Teknik Universitesinden mezun olmustur (Yavuz 1981: 59). Mimar
Kemalettin, Sanayi-i Nefise Mektebi'nde nazariyat-1 mimariye dersiyle, 6grencilerine Turk
mimari mirasindan ilham alarak 6zgun yapilar tasarlama konusunda 6nemli bilgiler
vermistir. Bu sayede Ge¢ Osmanli ve Erken Cumhuriyet dénemlerini kapsayan Birinci Ulusal
Mimarlik Akimi'nin temelini atan 6nemli mimarlar yetistirmistir. Kemalettin Bey'in
cabalariyla, Turk mimarisi Batili etkilerden arindirilarak, milli bir kimlik kazanmistir (Yavuz
1981: 61).

1906'da Sanayi-i Nefise Mektebi'ne katilan Giulio Mongeri (1873-1951), 1930 yilina kadar
kesintisiz olarak burada gdrev yapmis ve Turkiye'nin dnde gelen mimarlk okullarindan
birinin sekillenmesinde buyuk katki saglamistir. Alexandre Vallaury'nin (1850-1921) Sanayi-i
Nefise Mektebi'ndeki gérevinden ayrilmasinin ardindan, atdlye hocasi olarak goreve
baslayan Giulio Mongeri, bu sayede Turk mimarisinin gelisimine daha yakindan katki
saglama firsati bulmustur. Kemal Altan’a da hocalik yapan Mongeri hem Batili egitimle hem

4 Listede Kemal Altan'in adi Kemalettin olarak ge¢gmektedir.
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de yerel mimariye olan hakimiyetiyle 6grencilerine genis perspektif deneyimi sunmustur
(Arik 2006: 16).

Sanayi-i Nefise Mektebi'nin diger hocalarindan, Ahmet Ziya Akbulut, matematik, perspektif,
tasari geometri; Yusuf Razi Bey, tasarl geometri; Ferit GUney, tasarl geometri, golge,
matematik, perspektif, topografya; Selahattin Bey, mimaride kesif usulleri; Ziya Bey,
mimaride kesif usulleri, mekanik; Kadri Bey, mimaride kesif usulleri; ilhami Bey, topografya;
Mehmet Sukru Isik da fizik-kimya ve insaat malzemesi derslerini vermislerdir (Cezar 1983:
68-70).

Sanayi-i Nefise Mektebi Mimarlik Subesi mUufredatinda, 6grencilere ilk olarak klasik mimari
Usluplarin temel ilkeleri ve tarihsel gelisim sUrecleri aktarilmaktaydi. Hazirlik sinifinda
ogrencilere, Klasik Yunan ve Roma mimarisinin temel elemanlari ve oranlari Uzerine ¢izim
pratikleri yaptirilirken, birinci sinifta bu bilgiler i1siginda basit yapilarin plan ve projeleri
cizdirilerek teorinin pratige aktarimi saglanirdi. ikinci sinifta, Roma ve italyan Rénesansi
mimarisi Uzerinde durulur, 6grencilere cesitli Usluplardaki yapilarin plan ve proje gizimleri
anlatilir ve ayni zamanda perspektif cizimi ile 1sik-gdlge calismalariyla goérsel anlatim
becerileri gelistirilirdi. Uctncu sinifta, italyan Rénesansi mimarisinin karakteristik 6zellikleri
Uzerinde durulur, 6grencilerden bu dénem mimarisine ait yapilarin suluboya ile perspektif
cizimleri yapmalari istenirdi. Dérddncl sinifta ise egditim, Turk-islam mimarisi Gzerine
yogunlasir, Selguklu ve Osmanli donemiyapilarin incelenmesi ve bu dénem mimarlarina ait
eserlerin réleve calismalarinin yapilmasiyla tamamlanirdi (Arik 2006: 17-18).

Kemal Altan'in Sanayi-i Nefise Mektebi'nde edindigi akademik birikim, sadece mimari
Uretimlerinde degil, ayni zamanda akademik calismalari ve idari gérevleri boyunca da
belirleyici bir rol oynamistir. Altan'in, okulda aldigi kapsamli egitim sayesinde gelistirdigi
arastirmaci yaklasim, tarihsel dokulara olan duyarhiligini artirmis ve bu sayede pek cok tarihi
yapinin restorasyonunda &ncu bir role imza atmasini saglamistir. Altan'in teorik bilgi ve
pratik deneyimlerinin birlesimi, Tirk mimari mirasinin korunmasi ve yasatilmasi konusunda
onemli katkilar sunmustur.

Kemal Altan’in Mimarlik Kariyeri

Mimar Kemal Altan, mezuniyetinden hemen sonra baslayan Birinci DUnya Savasl nedeniyle
cepheye gdnderilmistir. Altan, askerlik hizmetini yedek subay olarak tamamladiktan sonra
serbest mimarlik pratigine baslamis ve bir sure badimsiz bir sekilde calismalarini
yurdtmustur. Ardindan Kemal Bey, mimarlik meslegini memur olarak surdurerek Erken
Cumhuriyet dénemi ile 1948 yili arasindaki surecte kamu mimarhginda etkin olmustur.
Cumhuriyet'in ilaniyla birlikte baslayan ve Ulkenin hizla donusim gecirdigi bu donemde,
kamu yapilarina olan talep artmistir. Bu durum, mimarlarin calisma alanlarini genisleterek,
onlarin yeni kurulan Turkiye Cumhuriyeti'nin modern yuzunu sekillendiren kamu binalarina
yonelmelerini saglamistir. Kemal Altan da bu erken dénemin mimarlarindan biri olmustur.
Mimar, Manisa HUkUmet Konagi, Manisa Numune Hastanesi, Isparta il Ozel idaresi Binasi
gibi kamu yapilarinin yaninda Salihli Abidesi ve Edirne Balkan Sehitleri Abidesi'ni
tasarlayarak, Turk mimarhdina katki sunmustur (Altan 1948:178). Manisa Numune Hastanesi
ve Isparta il Ozel idaresi Binasi'nin mimari olarak gasterilen Kemal Bey'in bu yaplilar icin
hazirlanan planlarin guncel arsivlerde bulunmamasi nedeniyle, bu eserlerin orijinal hali
hakkinda detayli bilgiye ulasmak mumkun degdildir.

Manisa Hikiimet Konagi (1924-1925)

Ulusun modernlesme ve kalkinma hedefleri dogrultusunda kamu yapilart imar
faaliyetlerinin éncelikli alanlari arasinda yer almistir. Kentsel donusim ve gelisim surecinde
devletin aktif rolUyle hayata gecirilen imar planlari kapsaminda, Manisa da dahil olmak
Uzere bircok sehirde kamu yapilarina agirhik verilmistir. Bu donemde, I. Ulusal Mimarlik
akiminin belirleyici yonu, Manisa HukUmet Konagi'nin da bu akimin tipik érneklerinden biri
olarak dne ¢ikmasini saglamistir (Savasir ve Alpaslan 2009: 83).
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Milli mimari ilkelerine uygun tasarlanan yapinin mimari, bazi kaynaklarda Rustem Bakodlu
olarak belirtilmektedir. Ancak, Manisa dogumlu mimar ve tarih¢i Nusret Kéklu, 2004 yilinda
vayimladigr Mimar Kemal Bey'in Projelendirdigi Manisa Hukimet Konagr ve Diger
Hiukamet Binalari adli makalesinde yapi tasarimcisinin Kemal Altan oldugunu
gerekgeleriyle birlikte anlatmistir (Kokla 2004: 15).

Koklu'nun anlattiklarina gére, Manisa'da kendisinin serbest mimar olarak calistigi donemde,
RUstem Bakoglu da muhendislik meslegini aktif olarak surdUrmekteydi. Kokly,
Bakoglu'nun HUkUmet Konagdi'nin proje mimari olmadigini, Nuri Bey ile is birligi icinde
yapisal ve teknik konularda gorev aldigini dile getirmistir. Yazar, 1970 yilinda yayimlanan
Dunkd Manisa adl eserinin 85. sayfasinda yer alan Yeni HUkUmet Konagi insaati
fotografinin altindaki notta, mimarin kimligi konusunda bir yanlislik yaptigini belirtmistir.
Aslinda kendisine resmi génderen kisinin RUstem Bakoglu oldugunu ifade etmistir (Koklu
2004: 15). Nusret Bey, Manisa'daki HUkumet Konagi'nin asil mimarinin Kemal Altan
oldugunu “Cumhuriyet’in ilk yillarinda kamu ve énemli binalarin projelendirilmesinde
goérev alan ¢ok az sayidaki mimarlarimizdan” cimlesiyle vurgulamistir. Ayrica, Mazhar
Altan ve Semavi Eyice de diger kaynaklarla birlikte, HikUmet Konagdi'nin mimari tasarimi
konusunda Kemal Altan'dan bahsetmislerdir (Altan 1948: 178; Eyice 1989: 530).

HukUmet Konagy, tipik bir Cumhuriyet dénemi devlet binasi olarak, dogu-bati ekseninde
uzanan dikdortgen bir plana oturtulmustur. Zemin kat Uzerine yukselen Ug¢ katl yapi, tas ve
tugla malzemelerin birlikte kullanildigi bir teknikle insa edilmistir (Fotograf 2). Genis sacakli,
kiremit kapli catisiyla yoresel mimari ozelliklere gdnderme yapan yapl, kuzey ve glney
cephelerinde yer alan iki girisle hizmet vermektedir. Ana giris, Cumhuriyet Meydani'na
bakmakta olup, hafifce dne cikarilmis kose kuleleri ve iki kollu merdivenle ulasilan bir giris
revaki ile vurgulanmistir (Fotograf 3). Revakin Uzerinde yer alan Ug sivri kemerli balkon,
yapinin cephe kompozisyonunu hareketlendirmistir. Simetrik olarak duzenlenen yan
cepheler, disa taskin sacaklarla son bulmakta ve bu sacaklar kubbe ile taclandirilarak
cepheye gorsel bir zenginlik kazandirmaktadir (Yildiz 2024 54).

Fotograf 2. Manisa HukUmet Konagi kuzey girisi (ilkay Yildiz Arsivi 2022).
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Fotograf 3. Manisa Hikimet Konadi kuzey cephesi giris revaki (ilkay Yildiz Arsivi 2022).

Yapinin guney cephesindeki giris, kuzey cephesindeki ana girisle simetrik bir eksen
Uzerinde yer almaktadir (Fotograf 4). Cift kollu oval bir merdivenle ulasilan bu giris,
cepheden disa taskin bir pozisyonda konumlanmistir (Fotograf 5). Girisin Uzerindeki dalgal
alinlik, rumi ve palmet motifleriyle zenginlestiriimis olup yapinin cephe kompozisyonuna
hareketlilik kazandirmaktadir (Fotograf ©6). Pencere duzenleri, katlar arasinda farklilik
gostermekle birlikte, genel olarak bir butunluk icindedir. Zemin katta basik kemerli, orta
katta yuvarlak kemerli ve Ust katta dikddrtgen cercgeveli pencereler kullaniimistir. Katlar
arasindaki kalin silme ve pilastrlarla olusturulan dikey ve yatay bélmelerle cephe, ritmik bir
gorunum kazanmistir (Fotograf 7) (Yildiz 2024: 54).

g

Fotograf 4. Manisa Hukimet Konagi gliney cephesi (ilkay Yildiz Arsivi 2022).
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Fotograf 6. Dalgal alinhigin icerisinde yer alan rumi ve palmet bezemeler (ilkay Yildiz Arsivi 2022).
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Fotograf 7. Manisa HukUmet Konagd kalin silmeler ve plastir detaylari (ilkay Yildiz Arsivi 2022).
Salihli Abidesi (Mayis 1924)

Kurtulus Savasi'nin 6nemli bir zaferi olan Salihli'nin 5 Eylul 1922 tarihinde Yunan isgalinden
kurtulusunun bir simgesi olarak, Mayis 1924 yilinda Mimar Kemal Altan tarafindan
tasarlanmistir (Fotograf 8). Abide 1. SUvari Firkasi ile 10 ve 11. Alay'in zaferini 6liUmsuUzlestirmek
amaciyla insa edilmistir (Altan 1948:178; Eyice 1989: 530).

' — T
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Fotograf 8. Salihli Sehitler Abidesi (Mehmet Anil Dagl Arsivi 2023).

Salihli'nin kurtulusunun ikici yildonumu olan 5 Eylul 1924'te, Anadolu Gazetesi'nde yer alan
habere gore, sehirde buyuUk bir coskuyla kutlamalar duzenlenmis ve bu kapsamda Sehitler
Abidesi aciimistir (Fotograf 9). Turk Ocagi, belediye ve kaymakamlik gibi kurumlarin yani
sira halkin yogun katilimiyla gergeklestirilen acilis téreni, abidenin sehir halki igin tasidigi
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anlamin bir gostergesidir. Anadolu Gazetesi'nde yer alan habere gore, Salihli Sehitler
Abidesi'nin acilis toreni, Belediye Baskani Necmi Bey'in yaptigi konusmanin ardindan
gerceklestirilmistir. Abidenin yapim masraflarinin karsilanmasi amaciyla, on gun sonra
duzenlenecek musamerelerden elde edilecek gelirin 'insa ve Yardim Heyeti' tarafindan
yonetilecegi belirtilmistir (Ayhan 2014: 127). Bu durum, abidenin yapim sUrecinde halk
katiliminin 6nemini ve donemin sosyal dayanisma ruhunu yansitmaktadir.

Fotograf 9. Salihli Sehitler Abidesi'nin acilisi, 1924 (Ayhan 2014 240).

Salihli Sehitler Abidesi, kare planli yUksek bir kaide Uzerine oturtulmus, prizmatik bir
gbvdeye sahip bir anittir. Anitin dis yUzeyi, mozaik siva teknigiyle kaplanmistir. On
yuzundeki sivri kemerli alinlikta, kazima teknigiyle islenmis sulls yazi ile kaleme alinmis bir
kitabe yer almaktadir (Fotograf 10).

Fotograf 10. Salihli Abidesi kitabesinden detay (Mehmet Anil Daglh Arsivi 2023).
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Anittaki ters yurek motifi ve cicek bezemeleriyle, TUrk-islam sanatinin karakteristik
motiflerine gonderme yapilmistir. Kitabedeki sekiz satirlik yazinin ilk satirn “Ey Tdrk”
ibaresiyle baslamaktadir. Yazinin devaminda ise “5 Eylil 1338. Bu buyuk gln icin canlarini
feda eden 1. Savari Firkasi 10. ve 11. Alayinin aziz Turk eviatlari burada yatiyor. Bunlar sana
zafer ihda ettiler. Sen de irfaninla o zaferi itmam et. Bu mubarek sehitleri kalbinde yasat.
Ruhlarina Fatiha. Kurulus tarihi Mayis 1341 Salihli Tark Ocagdi” yazmaktadir®. Dort kosesi
pahlanmis kaidenin Uzerine bayraklarin yerlestirilmesi icin metal plakalar cakilmistir. Anitin
Ust kisminda yer alan celenk ve ay yildizli motif ise Cumhuriyet dénemi anit heykellerinde
sik¢a kullanilan sembollerdir. Kaide ve anit géovdesi arasindaki mermer silme, yapinin gorsel
butunligunu saglamaktadir (Yildiz 2024: 57).

Edirne Balkan Sehitleri Abidesi (1944)

Edirne'nin tarihi ve kulturel dokusuna katkisi bulunan Sarayici Balkan Savasi Sehitligi, sehir
merkezinde, Tunca Nehri'nin kuzeyinde stratejik bir konumda yer almaktadir. Balkan
Savaslari'nda vefat eden Turk askerlerinin anisina insa edilen sehitlik, hazire ve bir anittan
olusmaktadir. Anitin mimari tasarimi, Trakya MUfettisligi Bayindirlik MUsaviri Mimar Kemal
Altan tarafindan yapilmis ve Edirne Muhafaza-i Mekabir-i islamiye Cemiyeti tarafindan
hayata gecirilmistir. Mechul asker aniti niteligi taslyan bu eser bir anma mekani olarak 6ne
cikmaktadir (Pehlivan 2003: 594).

Edirne Balkan Savasi Sehitleri Abidesi'nin insasi, ddnemin énemli bir mimari olayi olarak Son
Posta Gazetesi'nde genis yer bulmustur. Mimar Kemal Altan tarafindan tasarlanan abidenin
projesi, gazetede yayimlanarak kamuoyuyla paylasiimistir (Fotograf 11). Abidenin temel
atma tdreni, Edirne halkinin yogun katiimiyla gerceklesmis ve sehrin ortak hafizasinda
onemli bir yer edinmistir (Anonim 1944 6). Bu durum, abidenin hem bir anit mezar hem de
bir toplumsal birlik sembolu oldugunu gdstermektedir.

Edirne " gehitier akidesinin |
temeli torenle atild ,@

‘r.'

-

Edirne Sehitler &AM desinfa projest

Bdirme (Husust) Glizel Edirnemi- veriimly alin alan Sarsyigindekd &bi-
sta 22 nol lug minase- | ge 2
ml,.pd.m hardbinde, Edirne ml Gehitierimixin hazin hityramna kar-
faas. ag ve susuz gehit edilen kab-|
raman Turk erleel igtn Edirae belga: F SO o =
yosi tarafindan, tarthi Sarayigl mevid- 3
thde kurulmakta olan <§ehitler Abide- (Balkan gehitier] Abidesl) nin pida
slniny temelatma toren! yapilmygtir. ve projeal umumi mifettigligimis mi-

§ehir dahilinde mevcut bOtGs npaldl [mart Kemal Altan tarafindsn tansim
vesaitl meccanen Bdirne halla emrine  ediimigtir.

SEEFQPREE_SFTEEY._

Fotograf 11. 29 Kasim 1944 Tarihli Son Posta Gazetesi Haberi (Anonim 1944: 6)

Sarayici Balkan Sehitleri Abidesi, duzgun kesme tastan yapilmis, kare planli bir kaide Uzerine
oturtulmustur. Kaidenin her iki yani gicek yerlestirilmesi icin iki kath basamak bi¢ciminde
dUzenlenmistir. Kaidenin on yuzundeki kirmizi renkli kare bir ¢cerceve icinde “Balkan Savasi
Sehitleri-26 Mart 1913” yazmaktadir (Fotograf 12). Anit, kare planl dizgun kesme tastan

5 Salihli Abidesi'nde yer alan Osmanli TUrkgesi'nin transkripti Aydin Adnan Menderes Universitesi Fen-
Edebiyat FakuUltesi Sanat Tarihi BolUumu Arastirma Gorevlisi MUkerrem Kurum tarafindan yapilmistir.
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yapilmis, basamakli bir kaide Uzerine oturtulmustur. Anit gévdesi, asagidan yukari dogru
daralan kubbemsi formla sonlanmistir. Anitin gcevresinde ise mezarlikla birlikte birkag tane
mezar tasl bulunmaktadir. Kemal Altan'in tasarladigi anit, daha sonraki donemlerde Eski
Eserler ve Turizm Dernedi tarafindan restorasyon gormustur (Alp 1989: 6).

Fotograf 12. Balkan Savasl Sehitleri Abidesi (URL-T)
Mimar Kemal Altan’'in Kamudaki Goérevleri

Kemal Altan, 1927'de Edirne Maarif Eminligi Mimarhgi'na atanarak kamu hizmetine
baslamistir. Bu yillarda Mustafa Necati Bey doneminde yapilan egitim teskilati reformu ile
Ulke 12 maarif bolgesine ayrilmistir. Kemal Bey de Canakkale, Tekirdag, Kirklareli gibi
kentleri de icine alan Edirne Bélgesi Maarif Eminligi mimarhgi gdrevini Ustlenmistir (Kusci
2021: 45). istanbul Arkeoloji Mlzesi'ne atandidi 1933 yilina kadar Altan, Edirne ve cevresinde,
boélgenin zengin arkeolojik dokusunu gun 1sigina ¢ikarmak ve koruma altina almak
amacilyla surdurulen restorasyon calismalarinda 6nemli bir Kisilik olmustur (Yildiz 2024: 20).

Altan, 1933-1939 yillari arasinda istanbul Arkeoloji Muizelerinde mimar olarak goérev
yaparken, ayni zamanda muze adina gergeklestirilen kazi calismalarinin komiserligini
Ustlenmistir. Bu dénemde, istanbul'daki tarihi yapilarin restorasyon projeleri icin gerekli
plan ve rdleveleri hazirlayarak Turk mimari mirasinin korunmasina yonelik onemli
calismalara imza atmistir. Akademik calismalarina da devam eden Altan, bu suUrecte cesitli
yayin organlarinda Turk mimarisi ve sanati Uzerine yazilar kaleme alarak bu konularda
kamuoyunu bilgilendirmeye ve bilinglendirmeye calismistir (Yildiz 2024: 21).

Mimar Kemal Altan'in istanbul Arkeoloji Muzeleri'ndeki gérev slresi boyunca kultir
varliklarinin korunmasi ve belgelenmesi alaninda yaptigi calismalar, arsiv, belge ve basin
yayin organlarindaki kapsamli bir inceleme sonucunda tespit edilmistir. Mimar Kemal Altan,
1935 yilinda Arkitekt Dergisi'nde yayimlanan 'Eski Medeni izerlerimiz' baslikl makalesinde,
Prof. Dr. Albert Gabriel'in (1883-1972) gdrUslerine atif yaparak, Turk sanat eserlerine ydnelik
koruma bilincini vurgulamistir. Altan, sadece herkesce bilinen eserlere degil, Turk mimarisi
acisindan énemli ancak yeterince deger gérmeyen diger yapl ve eserlere de sahip ¢ikilmasi
gerektigini savunmustur.

“Biz bugun varhgina sarilan -mimarisi her milletten ziyade un salmis- asil bir meslegin
mimarlariyiz. Yenilige askimiz olmakla kendi malimiz eskiyi de armagan bilerek simsiki
tutunmak isteriz. Tarih ile varligin serefi artar. Tarihsizlerin, bu zamanda bile tarih
uydurmaya calistigi gérdliyor. istanbul icindeki géz éntinde olan en énemli izlerden

. . . . . 260
bitig Edebiyat Fakultesi Dergisi

Cilt/Volume 4, Sayl/Issue 8, Aralik/December 2024



Arsivlerde Sakli Kalmis Bir isim: Mimar Kemal Altan

Sehzade Camii etrafinda tarihi anitlarin en temiz medeni érnekleri bakimsizliktan ne acikli
durmaktadir. Acaba bunlar birazcik himmet edilse medeni birer oba olamaz mi? Evkaf,
medreseler bize ait degil diyerek elini cekmis, Hususi muhasebe yalniz istifadesini bellemis,
Mdizeler Idaresi'de ezbere korunmasi bize dusiyor diye bu anitlarin karsisina gecip onlari
stizmekle iktifa etmistir.” diyen Kemal Altan, makalesinin devaminda Vakiflar idaresi ve
Hususi Muhasebe'nin uygulamalarina yonelik elestirilerde bulunarak, tum tarihi eserlerin
ayrim gdzetmeksizin korunmasi gerektigi tezini savunmustur.

“ilstanbul’un ulusal ziynetlerinin ve Bizans yadigdrlarinin korunmalari ve bakimlari
tamamiyla Muzeler elinde olmalidir. Mlzelerde tesekkll eden Eski Anitlar Encimeni’nde
yalniz muzeler ailesinden degil, alakadar dairelerden mesul ve mutehassis Uyeler vasil
olmus bulunmakla yuksek bir butge ile is gorilmelidir. Her gazel anit, Ataturk Turkiye'sinde
gerekKliyerine ¢cikarilmalidir.” seklindeki ifadesi bunun en net kanitidir (Altan 1935d: 224-226).

Kemal Bey, yazilarinda siklikla tarihi eserlerin restorasyon gerekliligine vurgu yapmis ve bu
alanda hem istanbul'da hem de diger gérev yaptidi sehirlerde pek cok restorasyon projesine
aktif olarak katilmistir. “Adliye ciheti késesindeki Sultan [brahim’in mimarbasi Kasim'a
yaptirdigi sebilin- sebiller, cesmeler belediye elinde oldugu icin- artik Ayasofya mduze
olduktan sonra eklerinden sayilarak hi¢c olmazsa icindeki molozlarinin temizletilmesi
lazimdir. Sonra da o sira dukkanlarinin kaldirilmasi tesebblsune bir an evvel sonug
verilmelidir.” (Altan 1935d: 267) seklindeki ifadesi, Altan'in Ayasofya cevresindeki yapilasma
hakkindaki kaygilarinin ve bu anitsal yapiya yonelik duyarlihdinin bir gdstergesi olarak
degerlendirilebilir. Zira, Altan daha sonraki dénemlerde bu bdlgedeki yapilasmanin
kaldirilmasi icin baslatilan ¢calismalarda 6nemli bir rol oynamistir.

Kemal Altan, istanbul'da gérev yaptigi donemde kaleme aldigi yazilarla Tirk basininda
onemli bir yer edinmistir. Cumhuriyet, Aksam, Zaman, Tan, Son Posta, Kurun, Haber, Yeni
Sabah, Son Telgraf, Vakit, Yeni Asir, Tasvir-i Efkar gibi gazetelerin yani sira, daha &zel ilgi
alanlarina hitap eden Arkitekt ve Mimarlik gibi dergilerde de duzenli bir sekilde yazilar yazan
Altan, TUrk mimari mirasina dair derinlemesine arastirmalariyla sanat tarihgileri ve mimarlik
severler arasinda 6nemli bir arastirmaci olmustur.

Mimar; kaleme aldigiyazilarda, Barbaros Hayrettin Pasa, Hekimoglu Ali Pasa ve Siyavus Pasa
gibi 6nemli devlet adamlarinin yani sira, Osman Hamdi Bey, Mimar Sinan, Mimar Davut,
Mimar Esir Ali, Mimar Mehmet Tahir, Mimar Mehmet ve Mimar Hezarfen ibrahim gibi Turk
mimarisi ve sanatina dnemli katkilar sunmus sahsiyetlerin hayatlarini ve eserlerini detayl
bir sekilde incelemistir (Altan 1937a: 193; Altan 1937b: 224; Altan 1937b: 225).

Kemal Bey, arastirma ve inceleme alanini islam mimarisinin énemli érnekleri olan cami,
medrese, han, hamam, sebil ve cesmelerle sinirlandirmayarak Turklerin askeri mimarisinin
onemli gostergeleri olan kaleleri, Bizans mirasinin etkilerini tasiyan eserler ve surlari, hatta
gunumuz sinirlarinin disindaki Turk anit ve eserlerini de kapsayacak sekilde genisletmistir
(Altan 1934b: 12; Altan 1936: 8).

Mimar Kemal Altan, istanbul Arkeoloji MUzesi'ndeki gérev siresi boyunca gerceklestirdigi
calismalar, onun restorasyon ve arkeoloji alanlarindaki cok yonlu yetkinliklerini gézler dnune
sermektedir. Odalar Camii'nin restitlisyonu (Anonim 1935: 2), Ayasofya'nin restorasyonunda
yer almasi (Anonim 1936c: 2), Davut Pasa Camii ve Turbesi (Anonim 19371: 4) ile Piyale Pasa
TUrbesi'nin (Anonim 1938h: 3) restorasyonu oncesi yerinde inceleyerek kesiflerde bulunmasi
gibi projeler, Altan'in hem mimari bir uzman hem de bir arastirmaci olarak énemli katkilar
sundugunu gostermektedir. Bu ¢alismalar, Altan'in restorasyon uygulamalarina bilimsel bir
yaklasim getirerek, Turk-islam mimarisinin korunmasi ve anlasiimasi konusunda énemli bir
rol oynadigini ortaya koymaktadir.
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Kemal Altan, istanbul Arkeoloji MuUzesi'ndeki goérevini 28 AgJustos 1939 tarihinde
tamamlayarak, 29 Ekim 1939 tarihinde Trakya ikinci Umumi Mufettisligi Fen Musavirligi'ne®
atanmustir (Belge 2) (IAMA, Belge No: 29763, 16949, 119)”.

Istanbul Arkeoioji Muzeler! U MUdUrugu
T

Belge 2. Kemal Altan’in Trakya Umumi Mufettisligi Fen MUsavirligi'ne tayin oldugunu bildiren dilekge
(istanbul Arkeoloji MUzeleri Arsivi 2022).

Mimarin istanbul'daki gérevinden ayrilisi ve Trakya ikinci Umumi Mufettisligi Fen MUsavir
Muavinligine atanmasi, Cumhuriyet ve Son Posta gazetelerinde duyurulmustur. 29 Ekim
1939 tarihli Son Posta Gazetesi “Trakya U. MdUfettislik Nafia MuUsavir Muavinligi” baslikl
haberde asagidaki metni okuyucularina duyurmustur:

“Istanbul Arkeoloji Mtzesi mimari Kemal Altan Trakya Umumi Mdfettislik Nafia Mdsavir
Muavinligine tayin edilmistir. Kendisi eski eserlerle uzun mdddet mesgul olmus, bu hususta
muhtelif etltler nesretmis, yaptigi nesriyatia Turk tarihinin bircok kisimlari Uzerinde
vesikalar vermistir. Kemal Altan bundan evvel Trakya mintikasi Maarif Emigi mimarliginda
bulunmus, bu mintikada da degerli mesaisi gorulmdustir. Kendisine yeni vazifesinde
muvaffakiyetler dileriz.” (Anonim 1939e: 10).

Cumhuriyet Gazetesi de ayni tarihte Kemal Altan'in Trakya'ya tayini hakkinda bir yazi
yayimlamistir:

& Umumi Mdufettislikler, 1918 yilinda gegici bir kanunla yUrurltige girmis, ilk kez 1921 Anayasasi’'nda
resmen yer almistir. Dort bdlgeye ayrilan mufettisliklerin ilki 1927 yilinda Diyarbakir'da kurulmustur.
Birinci Umumi Mufettisligi Diyarbakir, Elazig, Urfa, Bitlis, Hakkari, Siirt, Mardin ve Van illerini
kapsamaktadir. ikinci Umumi Mifettislik 1934 yilinda Edirne’de faaliyete gecmis, gérev yerleri olarak
Edirne, Canakkale, Kirklareli ve Tekirdad'i igine almistir. Erzurum, Kars, GUmushane, Coruh, Erzincan
ve Trabzon'u kapsayan UclUncl Umumi Mufettislik de 1935 yilinda Erzurum’'da kurulmustur. Son
olarak, Dérdincu Umumi Mdufettislik ise 1936'da Elazig'da kurulmus, Elazig, Bingdl, Tunceli ve
Erzincan'da faaliyetlerini sUrdUrmustur (Agirgan 2012: 23). Turk toplumunun zaman kaybetmeden
gelistirilmesi ve muasir medeniyet seviyesine ulastirilmasi icin uygulamaya konulan mufettisliklerden
Trakya ikinci Umumi Mifettisligi dénemi yaklasik 14 yil boyunca faaliyet géstermis, saglik, bayindirlik,
kaltur, tarim ve ekonomi alanlarinda ¢alismalarini sirdUrmustur (Agirgan 2012: 25).

7 istanbul Arkeoloji Mizesi tarafindan génderilen 29763 dosya numarall belgede Kemal Altan’in
istanbul MUzeleri mimarhgi gérevinden ayrildigini bildiren iki adet dilekce vardir. Kultlir Bakanhgi
Antikiteler ve Muzeler MUdurliga tarafindan istanbul Arkeoloji Mazeleri Umum Muadarligi'ne
godnderilen 2 Subat 1940 tarihli dilekgcede Mimar Kemal Altan’in gérevinden ayrildidi tarihin kuruma
bildirilmesi istenmistir. Kultur Bakanhgi Antikiteler ve MUzeler Mudurligu'nun dilekgesine karsilik
muze mudurl Aziz Ogan da Kemal Altan’in 28 Ekim 1939 tarihinde gorevinden ayrildigini bildirmekle
beraber mimarin yerine gelecek kisinin de bir an dnce ise baslamasi icin tayininin yapilmasini
istemistir.
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“Istanbul Arkeoloji mtzeleri mimari ve eski abideleri koruma enciimeni azasindan Kemal

Altan, Trakya Ikinci Umumi Mdfettislik Fen Mdsavir Muavinligine tayin edilmistir. Mimar
Kemal Altan evvelce gene Edirne'de bulunmus ve uzun zaman orada Maarif Eminligi
mintika mimarhgi vazifesini ifa etmistir. Tebrik ederiz.” (Anonim 1939d: 2)

Boylelikle mimarin istanbul'daki kultdrel miras calismalari, 1939 yilindan sonra Trakya'ya
kaymistir. Trakya ikinci Umumi MUfettisligi Fen MUsavirligi gérevi sirasinda Altan, bélgedeki
mimari anitlarin bilimsel yontemlerle incelenmesi, korunmasi ve gelecek nesillere
aktarilmasli amaciyla cesitli projeler yurUtmustur. Yerel halkin bilincini artirmaya ydnelik
calismalariyla da dikkat ceken Kemal Bey, yerel yonetimler ve kurumlarla is birligi icinde
calisarak Trakya'nin kdlturel mirasinin yasatilmasi icin ¢abalamistir. Mimarin Trakya'daki
restorasyon projeleri, yine dénemin yerel ve ulusal basininda duzenli olarak takip edilmis,
bu sayede hem kamuoyunda hem de akademik ¢cevrelerde genis bir ilgi uyandirmistir.

Kemal Bey, Edirne ve gevresinde yuruttugu calismalarla, ozellikle Mimar Sinan'in eserlerinin
restorasyonu ve konservasyonu Uzerine yogunlasmistir. Edirne Sokullu Mehmet Pasa
Kulliyesi, Selimiye Kulliyesi ve Edirne Uc Serefeli Cami'nin karsisindaki hamamlar gibiyapilar
Uzerinde yaptidi titiz arastirma ve restorasyon projeleriyle, yapilarin orijinal dokusunun
korunmasi icin kesifler yaparak planlarini hazirlamistir. Ayrica, Havsa'daki Sokullu Mehmet
Pasa Camii'nin onariminda Tezkiretud'l Ebniye'de “Ali Pasa Carsisi ve Kervansaray!” olarak
gegen carsinin canlandirilmasina katkida bulunmustur (Anonim 1940a: 6). Mimar Kemal
Altan’in girisimleriyle Edirne Selimiye Kulliyesi'ndeki Subyan Mektebi ve Medresesi
Etnografya Muzesi'ne ¢evrilmis, kentte arasta olarak bilinen Kavaflar Carsisi ve Vezir RUstem
Pasa Hani restore edilmistir. Ayrica, uzun yillardan beri metruk durumdaki Mimar Sinan
eseri Yahya Bey Su Haznesi eklerinden kurtarilarak orijinal haline donusturdlmustur. Diger
yandan Malkara'daki Mimar Sinan’a atfedilen tek kubbeli plan tipindeki Hacerzade ibrahim
Bey Camii, Trakya Umumi Mufettisligi'nin girisimiyle aslina uygun olarak restore edilmistir.
Luleburgaz ve Havsa'da Sokullu Mehmed Pasa'nin yaptirdigi hamamlar ve yine Mimar
Sinan’in eserlerinden biri olan Cedid Ali Pasa Carsisi ile Cedid Ali Pasa Camii'nin minaresi,
hamami ve dort cepheli cesmesi de bu donemde restorasyon gormustur (Anonim 1941a: 5).

Mimar Kemal Altan, sadece mimari tasarimlarla degil, ayni zamanda istanbul ve Trakya'nin
zengin tarihsel dokusunu olusturan eserlerin korunmasi mucadelesine de gonul vermis, bu
baglamda cesitli kurum ve derneklerde Ustlendidi gérevlerle pratige yodnelik bir katki
sunmustur. Mimar, Turk YUuksek Mimarlar Birligi'ne asli Uye olarak katilarak meslektaslariyla
is birligi yapmis, Turk mimari ve kultdrel mirasinin uluslararasi alanda tanitimina yonelik
calismalarda bulunmustur®. Birlik catisi altinda, mimarlik disiplininin evrensel gelismelerle
butunleserek Ulkemizin 6zgln mimari degerlerinin korunmasi ve gelistirilmesi icin ¢aba
gostermistir. Ayrica, mesleki érgut olarak mimarlarin hak ve cikarlarinin savunulmasi
konusunda aktif rol almistir (Anonim 1940c: 5). 25 Mayis 1938 tarihinde Aksam Gazetesi'nde
yer alan habere gére, 1938 yilinda istanbul'da faaliyet gosteren birligin istanbul Subesi,

8 Bu birligin 1937 yilinda istanbul'da kurulmasindan sonra ilk tizUklerinde bazi konularda dizenleme
getirilmesi zorunluluguna gitmistir. TUzUge gore calisma bicimi, amag, genel kurullar, oy haklari, sube
kurma yetkisi gibi konular belirlenmistir. 1939'da onaylanan tUzUklerinden 6nce Turk Mimarlar
Cemiyeti adini kullanan birlik, sonrasinda isim degisikligine giderek, YUksek Mimarlar Birligi adini
kullanmis ve resmi bir kurum halini almistir (Unalin 2002: 38). Arkitekt Dergisi'’nde 1939 yilinda
yayimlanan Nizamname'nin ilk maddesinde birligin adinin Turk Yuksek Mimarlar Birligi oldudu,
merkezinin de Ankara oldugu yazmaktadir (Anonim 1939f: 188). 1931'de Arkitekt Dergisi'nde
yayimlanan Turk Guzel Sanatlar Birligi Subesi’'ne kayitl Ermeni ve Rum kdkenli toplam 30 kisi oldugu
bilinirken, bu sayi 1940 yilindaki Turk YUuksek Mimarlar Birligi Azalari ve YUksek Mimarlik Mesledi ile
Alakadar Mevzuat adli kitapgiktaki 205 Uyenin 34 tanesinin gayrimuslim oldugu tespit edilmistir. Turk
YUksek Mimarlar Birligi'ne Uye olmak gibi bir zorunluluk bulunmamakla birlikte, bakanliklar,
belediyeler ve resmi kurumlarda proje tasdiki gibi islemler icin de birligin Uyesi olma gibi sartlar
aranmamaktadir. Birlik, génullilik esasina dayal bir yol izleyen kurulus olmustur (Unalin 2002: 40).
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donemin onemli kultdrel merkezlerinden biri olan Alay Kosku'nde duzenlenen senelik
kongresinde Kemal Bey'i oy birligiyle Divan Baskani segcmistir (Anonim 1938f: 10).

Mimar Kemal Bey, istanbul Arkeoloji Mizesi mimari oldugu dénemlerde, mize muadurd
Aziz Ogan 6nderligindeki istanbul Eski Eserleri Koruma Encimeni'nin (EEKE)® calismalarina
da katilmistir. Bu kurumun Uyesi olarak, istanbul basta olmak Uzere Anadolu genelindeki
kUltUrel mirasin tespit ve belgelendirme sureclerinde goérev almistir. Ozellikle envanter
calismalarinda gdsterdigi 6zenle, bircok arkeolojik ve tarihi eserin bilimsel ydntemlerle kayit
altina alinmasina imkan saglamistir (Anonim 1940c: 5).

Mimar, Trakya bolgesinde sanat eserlerinin korunmasi ve yasatilmasi konusunda duyarli bir
yaklasim sergileyerek, Edirne Eski Eserleri Koruma Cemiyeti'ne Uye olmus ve baskanligini
General Kazim Dirik'in yaptidi calismalarda yer almistir (Gokgen 2017: 116). Kemal Altan’in
Edirne Eski Eserleri Koruma Cemiyeti'ndeki katkilari, ddnemin gazetelerindeki yayinlar ve
kurumlar arasindaki resmi yazismalar gibi birincil kaynak niteligindeki dokimanlarda yer
alan bilgiler 1siginda tespit edilmistir.

Trakya ikinci Umumi Mdufettisligi Fen Musavirligi'nin 1947 yilinda kaldirilmasindan sonra
Konya Bayindirhk Yuksek Mimarligina atanan mimar, sadece idari gdrevlerle sinirli
kalmayarak, boélgenin zengin tarihi mirasini olusturan Osmanli ve Selcuklu eserleri ile
Mevlana'nin hayatini merkeze alan incelemelerde bulunmustur (Altan 1948:179).

Mimar, ayni zamanda istanbul ve Trakya'daki gérev suresi boyunca, radyo ve halk evlerinde
dizenledigi konferanslarla Mimar Sinan ve eserleri, klasik Turk-islam mimarisi, ge¢ dénem
sanat eserleri, TUrk-Bizans sanat etkilesimleri, istanbul'un topografik ve kultUrel dokusu ile
Edirne'nin tarihi mirasi Uzerine genis kitlelere ulasarak halka agik seminerler vermistir
(Anonim 1937a: 11; Anonim 1937b: 3; Anonim 1937h: 14; Anonim 1938d: 4; Anonim 1938e: §;
Anonim 1939b: 4).

Kemal Altan'in Tiirk Sanati Uzerine Calismalar
Kemal Altan’in Dergi ve Gazetelerde Cikan Yazilari

Mimar Kemal Altan, meslek hayatinin baslangicindan itibaren mimarlik pratiginin yani sira
kulturel miras ¢calismalari, mimari eserler ve sanatin toplumla paylasilmasi konularina da
yogunlasmistir. Bu sUrecte gergeklestirdigi arastirmalarini, donemin akademik veya bilinen
yayin organlarinda yayimlayarak meslektaslarina ve genis Kkitlelere ulastirmistir. Altan
ozellikle Arkitekt ve Mimarlik gibi dergiler ile gunluk gazeteler i¢in kaleme aldigi yazilariyla,
hem Turk sanatina yonelik kuramsal bir tartismma zemini olusturmus hem de halkin
bilingclenmesini hedeflemistir.

Mimar, 1934-1938 yillari arasinda Abidin Mortas, Zeki Sayar ve Abdullah Ziya Kozanoglu
tarafindan kurulan Arkitekt Dergisi'nde yayimlanan makalelerinde, dénemin mimarlk

91924 yilinda kurulan Eski Eserleri Koruma Encimeni’nin 1935 yilinda Maarif Vekaleti'ne, istanbul'daki
eserlerin korunmasi gerektigine dair bir rapor iletmis, sehirdeki bu eserlerin estetik degerlerinin
yaninda siyasi agidan da dnemlerinin oldukg¢a fazla oldugu, hazirladiklari bu raporla dikkat cekmistir.
istanbul Eski Eserleri Koruma Encimeni 1939 yilinda da bir rapor hazirlayarak, yaptidi calismalardan
bahsetmesinin yaninda kultur varliklarinin  korumasinin nasil olmasi gerektigi gibi konulara
deginmistir. Encimenin hazirladigi raporda gorevleri Uzerine de calismalar yapmistir. Gorevleri
arasinda Maarif Vekaleti, istanbul Belediyesi ve Vakiflar Basmudurliginden gelen basvurular
hakkinda yorumlarda bulunarak goruslerini bildirmek, bilgisi dahilindeki konular Uzerine ¢alismalar
yapmak, calismaya konu olan kultar varhklarinin korunmaya ihtiyacinin olup olmadigina karar vererek
projelerin tescil islemlerini yapmak ve onaylamaktir. istanbul sinirlari icinde faaliyet gdsteren bu
kurulus, gunumuz koruma kurullarinin goérevini Ustlenmis ve faaliyet gostermistir (Madran 1996: 79-
80).
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meslegdive mimarisine yogunlasmistir. Ozellikle TUrk sanati ve mimari eserlerine dair yaptidi
arastirmalar, dergideki makalelerinin temel icerigini olusturmustur (Kinatas 2020: 5).

Kemal Altan, 1934 yilinda Arkitekt Dergisi'nin UgUncu sayisinda yayimlanan “Mimar Sinan'in
Plan Esaslar” isimli makalesinde, Sinan'in plan calismalarina dair 6nemli tespitlerde
bulunmustur®. Sinan'in Selcuklu déneminden itibaren Turk mimarisindeki plan semalarini
dikkatle inceledigini ve bu incelemelerin kendi ideal plan tasarimlarini sekillendirmede
belirleyici bir rol oynadigini belirtmistir. Ozellikle Sehzade Camii, Stileymaniye Camii ve
Selimiye Camii gibi onemli eserlerin planlarini derinlemesine analiz eden Altan, bu
calismalariyla Sinan'in planlama yaklasimina dair carpici bir tablo ¢izmistir (Altan 1934a: 39).

Kemal Bey, istanbul'da gecirdigi stre boyunca, Bizans dénemi yapilarina dair kapsamli
incelemeler de gerceklestirmistir. Mimar, “Bizans Surlari, Turk Kaleleri” baslikli makalesinde,
istanbul'un fiziksel ve kultarel kimliginin ayrilmaz bir parcasi olan sehir surlarinin tarihsel
gelisimini sanat tarihi perspektifinden ele almaktadir. Altan, surlarin mimari 6zelliklerinin
yani sira, sehir adinin etimolojisi ve surlarin giris kapilarinin tarihsel rolleri Uzerine de bir
arastirma sunmaktadir. Ayrica, Osmanli Donemi'nde surlarin gegirdigi déntustmleri ve Fatih
Sultan Mehmet'in fethi sonrasi bu yapilarin korunmasi ve gelistiriimesi konusundaki
cabalari da yazisinda okuyucuyla paylasmistir (Altan 1934b: 343-347).

Kemal Altan, 1935 yilinda yayimlanan Arkitekt Dergisi'ndeki “Ayasofya Etrafinda Turk Sanat
Ekleri” konulu galismasinda, Mimar Sinan'in, yapinin 6zgun dokusunu bozmadan, ekledigi
destek payandalariyla hem statik bir guc¢lendirme sagladigini hem de eserin siluetine yeni
bir boyut kazandirdigini belirtmistir. Ayrica Altan bu calismasinda Mimar Kemalettin'den
'merhum hocamiz' diye bahsetmektedir (Altan 1935a: 264). Bu ifade Kemal Altan’in,
ogrencilik yillarinda Kemalettin Bey'in verdigi Nazariyyat-1 Mimariyye derslerine katildigini
ortaya koymaktadir. Bu durum, Altan'in milli mimari anlayisinin olusumunda hocasinin
onemli bir rol oynadigini gdstermektedir. Mimar Kemalettin, bu derslerinde 6grencilerine
milli mimari hakkindaki bilgi ve dusUncelerini aktararak bilinclendirmis, onlarin bu bilincle
yetismesini hedeflemistir (Yavuz 1981 61).

Kemal Altan ayni makalede, “Birinci Mahmut’'a ait Ayasofya aviusundaki mektep binasinin
zemin kati evvelce bir esnaf kahvesi hdlinde idi. Kemer teskilatini kapatan eski kotu
camekanlarini, cercevelerini ve icinde derme ¢catma tahta peyke dosemelerini kaldirip
eserin restore suretiyle tamir edilerek géz 6nundeki 6nemli bicimini géstertmek lazimdir.”
(Altan 1935a: 266) diyerek Ayasofya'nin cevresindeki dukkanlarin tarihi dokuya uygun
olmadigina dair goruslerini belirtmektedir. Bu tespitler, daha sonraki ddnemde mimarin da
yer aldigi restorasyon ve duzenleme calismalariyla desteklenmis ve buradaki dukkanlar
Altan'in 6nculugunde kaldirilmistir (Yucel 1992:187).

Sanat eserlerinin korunmasi ve yasatilmasi konusunda duyarli bir yaklasim benimseyen
mimar, bu alanda kuramsal calismalara ve pratik restorasyon projelerine énemli katkilar
sunmustur. Altan mimari anitlarin yani sira Osmanl déneminin baslica mimarlarini da
tanitmaya c¢alismistir. Arkitekt Dergisi'nde yayimlanan 'Mimar Davud' baslikli makalesinde,
Mimar Davud'un eserlerine ve Mimar Sinan'in tamamlamaya omrunun yetmedigi Fatih
Nisanci Boyali Mehmet Pasa Camii'nin insa surecine dair degerli bilgiler sunmustur. Kemal
Altan, makalesinde 16. yUzyil istanbul mimarisinin dénemli érneklerinden biri olan Mehmet
Aga Camii'nden hareketle, Davud Ada'nin daha sonraki donemlerdeki Uslubunu ve mimari
anlayisini Cerrah Pasa Camii Uzerinden takip etmistir (Altan 1935f: 339). Ayrica Kemal Bey,
Mimar Davud tarafindan tasarlanan ve insaatina baslanan, ancak daha sonra Mimar Kasim
tarafindan tamamlanan Yeni Cami'ye de dedinmektedir. Davud'un camiye dair yaptigi
katkilar, planin gizilmesi ve cephe duvarlarinin belirli bir seviyeye kadar yukseltiimesi
seklinde 6zetlenebilir (Altan 1935f: 340).

© Mimarin calistigi kurum olan istanbul Arkeoloji Mizesi bu makalesinde belirtilmis fakat mimarin tam
adi yerine sadece bas harfleri ile kisaltilmis bir sekilde, A. Kemal olarak kayitlara gegcmistir.
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Altan, Cumhuriyet'in ilk yillarinda Tdrk halkina Mimar Sinan, Mimar Davud gibi énemli
mimarlarin yani sira, pasa, vezir gibi devlet adamlarini da tanitarak, kulturel mirasa yonelik
bir biling olusturulmasina katkida bulunmustur. Ayrica, “Hekimoglu Ali Pasa ve Medeni
izerlerimiz” bashkl makalesinde, Nuruosmaniye sonrasi Turk mimarisinde yasanan
Batililasma sUrecini ele alarak, yerli mimari kimliginin zayiflamasina dikkat cekmistir. “Glzel
sanatlar alanina en son ulusal varliklari armagan eden Hekimoglu Ali Pasa gibi buyukleri,
geng Turk mimarlari her zaman gonlinde yasatmalidir. Atatdrk Turkiye'sinde; ata andaci
olan her guzel anit ar seven ulusunun benliginde ilgi uyandiran en temiz sevgidir.” diyen
Kemal Bey, gen¢ mimarlara Hekimoglu Ali Pasa gibi devlet adamlarinin milli mimariye
verdigi 6nemi hatirlatarak kendi calismalarinda da milli bir durus sergilemeleri konusunda
tesvik etmistir (Altan 1935e: 302).

Kemal Bey; Aksam, Cumhuriyet, Son Posta, Zaman gibi ddnemin 6nde gelen gazetelerinde
de yayimlanan yazilariyla genis bir kitleye ulasmistir. Arastirmaci Kisiligi sayesinde ozellikle
Tudrk ve Bizans mimarisi Uzerine yaptigi incelemeleri bu alanlara olan ilgiyi artirmistir. Ne var
ki bu yazilarinin tamami henuz kitaplastirilmis bir calismada bir araya getirilememistir.

Mimar Kemal Altan'in 24 Subat 1935 tarihli Cumhuriyet Gazetesi'nde yayimlanan “Turk
Muzelerini DUnya'da Birinci Dereceye Cikaran ve Guzel Sanatlari Kuran O'dur!” adli
makalesinde Osman Hamdi Bey'in Turk muzeciligi ve glzel sanatlari alanindaki dncu roltine
dikkat cekerek sanat¢inin cok yonlu kimligine dair dnemli veriler sunmustur. Mimar, Osman
Hamdi Bey'in hem arkeolog ve muzeci hem de basaril bir ressam oldugunu vurgulayarak
tablolarinin Ulke genelinde sergilenmesiyle Turk sanatinin tanitimina yaptigr katkiyi
belirtmistir (Altan 24 Subat 1935: 5).

Kemal Altan, 19 Haziran 1935 tarihli Zaman Gazetesi'nin Mimari Bahisler adli kdsesinde sanat
eserlerinin kurtarilmasi ve kurumlarin da buna destek vermesini séyledigi “Guzel Eserlere
Nasil Bakiyoruz” baslikli bir makalesinde, Fatih yangini sonrasi istanbul'un tarihi dokusunda
meydana gelen tahribatin Osmanl mimarisinin en 6nemli temsilcilerinden biri olan Mimar
Sinan'in eserlerine verdigi zarari detayl bir sekilde analiz etmistir. Altan, makalesinde
ozellikle Fatih ve gevresindeki Sinan eserlerinin restorasyon ihtiyacina dikkat ¢ekerek bu
yapilarin istanbul'un kultUrel kimligi acisindan tasidigi énemi vurgulamistir. Makale, ayni
zamanda ddnemin en 6nemli restorasyon kurumu olan Eski Eserleri Koruma Encimeni'nin
bu konudaki c¢alismalarina dair onemli bilgiler sunarak kamuoyunu bu konuda
bilinclendirmeyi amaclamistir (Altan 19 Haziran 1935: 5).

Kemal Bey, yazilarinin buyuk ¢ogunlugunda Osmanli mimarisi basta olmak Uzere Turk
sanat mirasinin korunmasi ve gelecek nesillere aktarilmasi gerekliligi konusunda hassasiyet
gosterirken ayni zamanda ddénemin restorasyon uygulamalarina dair elestirilerde
bulunmustur. Altan, “Atalarin bu topraklari senlendiren yadigdarlarini elden ¢ikararak
(abideler mezarhigina) goémmemeliyiz. Bu meseleyi, ancak eski devirler islerdi”
cUmleleriyle kamuoyunu bilingclendirme cabasinda oldugunu gdstermektedir (Altan 19
Haziran 1935: 5).

Mimar, 8 Haziran 1937 tarihli Aksam Gazetesi'nde yayimlanan “Sebillerle Meydan
Cesmelerimiz” baslikll yazisinda kultUrel mirasin korunmasi konusundaki dusuncelerini
sebil ve meydan c¢esmeleri gibi somut ornekler Uzerinden analiz etmis, yapilarin
restorasyonu ve korunmasi gerekliligi konusunda c¢agdaslarina dnemli bir uyarida
bulunmustur. Kemal Altan, restorasyon calismalarinin aslina uygun bir bicimde yapilmasi
gerektigi hususundaki dusunceleri de okuyuculariyla paylasmistir (Altan 8 Haziran 1937: 8).

Mimar Kemal Bey'in ¢alismalari TUrkiye Cumhuriyeti ile sinirli kalmamistir. 24 Temmuz 1935
tarinli Zaman Gazetesi'nde yayimlanan “Bulgaristan'da Turk Sanat Anitlar” baslkli
makalesinde, 6zellikle Bulgaristan'daki Turk mimari eserlerine dair kapsaml bir inceleme
sunmus, bu eserlerin Osmanli medeniyetinin yayilis cografyasindaki yerini vurgulamistir.
Mimar, kaleme aldigi makalesinde, Bulgaristan'daki 51 cami ve mescit dahil olmak Uzere
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Osmanli dénemi mimari eserlerinin bir envanterini ¢ikarmis, bu eserlerin tarihsel slreg
icindeki degisimlerini ve gecirdikleri restorasyonlari detayli bir sekilde analiz etmistir (Altan
24 Temmuz 1935, 5).

Mimarlik ve Sanat Tarihi Konularinda Kemal Altan

Cumhuriyetin ilk yillarinda Turkiye'de baslatilan modernlesme surecinde, istanbul'un
yeniden yapilandirilmasi énemli bir gindem maddesi olmustur. Henri Prost'a (1874-1959)
emanet edilen istanbul imar plani, sehirdeki tarihi doku ile modernlesme ihtiyaci arasindaki
dengeyi kurma konusunda ciddi tartismalara yol agmistir. Basinda yer alan elestiriler, planin
tarihieserlerin korunmasi, kent merkezlerinin dizenlenmesi ve yeniyapilarin yerlestirilmesi
gibi konularda farkli goruslerin varligini ortaya koymustur (Bayindir Uluskan 2007: 109).

Henri Prost'un istanbul imar plani, Tirk mimar ve sehir plancilarinin bu sUrecteki rolt ve
etkileri bakimindan &nem tasimaktadir. Basinda yer alan yazilar, Prost'un calisma
prensipleri ile yerel uzmanlarin yaklasimlari arasindaki farkliliklari ve bu farkliliklarin planin
icerigi Uzerindeki etkilerini ifade etmistir (Bayindir Uluskan 2007: 125).

Henri Prost'un istanbul imar plani, sehrin zengin tarihi ve kultdrel dokusu géz éndne
alindiginda, uygulama asamasinda énemli engellerle karsilasmistir. Ozellikle, sehrin cesitli
bdlgelerinde yer alan sayisiz tarihi anit ve eserin varligl, ddnemin uzmanlari arasinda yogun
tartismalara yol acarak planin uygulanmasini geciktirmistir. Bu tartismalara, dénemin
istanbul Arkeoloji Muzesi mimari Kemal Altan da aktif olarak katilmistir.

istanbul'un modernlesme sureci kapsaminda baslatilan ilk imar faaliyetlerinden biri olan
EminonU Meydani'nin genisletilmesi projesi, Yeni Cami Kulliyesi Uzerindeki etkileriyle dikkat
cekmistir (Bayindir Uluskan 2007: 125). Henri Prost'un imar plani dogrultusunda
gerceklestiriimek istenen bu dondsum, Yeni Cami Hunkar Kasri'nin kaderi konusunda
énemli tartismalara yol acmistir. Ozellikle, “Yeni Cami Kemeri” olarak adlandirilan hinkar
kasrinin yikilmasi veya korunmasi meselesi, donemin mimarlari ve kamuoyunda genis yanki
bulmustur. Kemal Altan gibi dnemli isimlerin de katildigi bu tartismalar, basinda genis yer
bulmus ve sehrin tarihi dokusunun korunmasi konusunda duyarliigr artirmistir.

Donemin 6nemli basin organlarindan Kurun Gazetesi, Yeni Cami HUnkar Kasri'nin Prost
planina gére kaldirilmasi konusunu mimarlara sormustur. Mimarlarin ortak gdérusu yapinin
kaldirilmamasi yonunde olmus ve bu yapinin sivil mimarimizin sayili érneklerinden biri
oldugu konusunda fikir birligine varilmistir. Emindnu ve Yeni Cami gevresinin temizlenmesi
calismalarinin  devam ettigini haber yapan gazete, HUnkar Kasri konusunda ise
anlasilamadigini  bildirmistir. Bu nedenle de istimlak islemlerinin baslatilamadigini
yazmistir. Gazetenin muhabirleri dncelikle konu hakkinda istanbul Arkeoloji MUzesi MUdUr(
Aziz Ogan’la gérusmus, Ogan da Yeni Cami Kemeri'nin tarihi kiymeti oldugunu ve basl
basina bir estetik 6rnegdi olusturdugunu sdylemistir. Muhabirler ayni soruyu Muze Mimari
Kemal Altan’a da yoneltmistir. Kemal Altan, kemerin mimari agidan Prost'un bile hayran
kalacagi kadar estetik guzellikte oldugunu, kemerin kaldirilmasi hakkinda ortaya atilan
tartismanin bile anlamsiz oldugunu sdylemistir (Anonim 1938a: 2).

Henri Prost'un istanbul imar plani kapsaminda Yeni Cami ¢cevresindeki dénusum projeleri,
hdnkar kasrinin korunmasi veya yikilmasi konusunda ortaya ¢ikan farkli gorUsler, uzun
suren tartismalarin ardindan sonuclanmistir. 1939 yilinda alinan karar ile Hunkar Kasri'nin
yikilmasindan vazgecilmis ve cevresinin acilmasiyla birlikte yapinin estetik degerlerinin
daha iyi ortaya c¢cikacagi 6ngorulmustur (Anonim 1939a: 6).

Prost’'un istanbul sehir planinda tartismalara neden olan konularindan biri de 19. ylzyilin
onemli yapilari arasinda yer alan ve 1912 yilinda yangin geciren Ciragan Sarayi'nin akibeti
olmustur. Ciragan Sarayl'nin restorasyon projesi, ddonemin sanat ve mimarlhk dudnyasinin
yakindan takip ettigi konular arasinda yer almistir. Son Posta Gazetesi'nin 6 Ekim 1937 tarihli
sayisinda yer alan habere gore, sarayin restorasyon calismalarinda, 6zgun mimari
ozelliklerinin korunmasina  6zen  gosterilecektir., Bu  sayede, restorasyonun
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tamamlanmasiyla birlikte Ciragan Sarayi, eski gérkemine kavusturularak gelecek nesillere
aktarilacaktir (Anonim 1937c: 4). Ciragan Sarayi'nin restorasyonuna yonelik olusturulan kurul
hakkinda bilgi veren gazete, kurulun Belediye imar Subesi Mudirl Ziya Bey'in
baskanliginda, Nafia Vekaleti mimarlarindan Faruk Bey ve MUzeler Mimari Kemal Altan’in
da aralarinda bulundugu uzmanlardan olustugunu belirtmistir. Kurul, saray Uzerinde
arastirmalar yaparak restorasyon maliyetlerini belirlemek amaciyla bir araya gelmistir.
Arastirmalar neticesinde, restorasyon ilkelerine uygun sekilde gerceklestirilecek tamir ve
onarim islemlerinin tamamlanmasinin ardindan sarayin Guzel Sanatlar Akademisi'ne teslim
edilecegi bildirilmistir (Anonim 1937c: 4).

Cumhuriyet Gazetesi'nin 8 Ekim 1937 tarihli haberine gdre, sarayin restorasyon projesi igin
Muzeler idaresi tarafindan Maarif Vekaleti'ne resmi bir talepte bulunulmustur. Maarif
Vekaleti, bu kultdrel mirasin korunmasi ve canlandirilmasi amaciyla yapilan talebi
memnuniyetle karsilayarak restorasyon calismalarina onay vermistir. Gazete haberinde,
restorasyonun yaklasik yuz bin liralik bir butce ile gerceklestirilecedi ve Guzel Sanatlar
Akademisi'nin mevcut binasinin yetersiz kalmasi nedeniyle sarayin akademik faaliyetlere ev
sahipligi yapabilecegdi belirtilmistir (Anonim 1937d: 3).

24 Ekim 1937 tarihli Son Posta Gazetesi'ne gore, Ciragan Sarayi'nin restorasyon ¢alismalarina
baslamak Uzere kurulan komisyonun ilk toplantisi, istanbul Arkeoloji Muzesi MUdurt Aziz
Ogan baskanliginda gerceklestirilmistir. Toplantiya, belediye adina MUhendis Semsettin
Bey, nafila mudurlddu adina Mimar Faruk Bey, Guzel Sanatlar Akademisi'ni temsilen Sedad
Hakki Eldem ve istanbul Arkeoloji MUzesi'nden Mimar Kemal Altan katilmistir. Komisyon
Uyeleri, restorasyon calismalarinin ilk asamasi olarak yapinin yerinde bir inceleme
gergeklestirmislerdir (Anonim 1937e: 2). 31 Ekim 1937 tarihli ayni gazete, restorasyon
komisyonunun saray! yerinde inceledigini ve yapinin tarihi dokusuna zarar vermeden
onarilmasi icin yaklasik doért yUz bin lira tutarinda bir butgeye ihtiyac duyuldugunu
duyurmustur. Haberde, restorasyon calismalarinin hangi kurum tarafindan Ustlenilecegi ve
restorasyonun tamamlanmasinin ardindan yapinin hangi amagla kullanilacagi konusunda
henUz net bir kararin olmadigi vurgulanmistir. Mtzeler Umum MUdurligu'ndn restorasyon
calismalarini tamamladiktan sonra Maarif Vekaleti araciliiyla ilgili kurumlara c¢esitli
kullanim onerileri sunacagdi ve sarayin sergi alani olarak kullanilmasi énerisinin de bu
oOneriler arasinda yer alacagi ifade edilmistir (Anonim 1937f: 4).

Belediye Baskani Cemil Topuzlu ve sehir plancisi Prost'un yikim onerisine ragmen, Ciragan
Sarayl'nin restorasyonu icin olusturulan kurul, kasim ayi icerisinde yeniden toplanmistir.
Kurul Uyeleri, sarayl yerinde inceleyerek yangindan zarar goren avlu, duvar ve tavan
kisimlarini detayli bir sekilde incelemislerdir. Bir hafta sonra Guzel Sanatlar Akademisi'nde
duzenlenen ikinci toplantinin ardindan, her bir Uye hazirladigi raporu Maarif Vekaleti'ne
gondererek restorasyon calismalari hakkinda detayli bilgi vermistir (Anonim 1937g: ©).
Yapilan incelemeler sonucunda hazirlanan raporlar, sarayin restorasyonu icin yeni kaplama
malzemelerine ihtiya¢ duyuldugunu ve yapinin tamir ve onarimi igin yaklasik bir milyonluk
bir butce tahmin edildigini ortaya koymustur. Kurulun hazirladigi raporlar dogrultusunda,
sarayin tarihi dokusuna uygun sekilde restore edilerek gelecek nesillere aktarilmasi
kararlastirilmistir (Bayindir Uluskan 2007: 130). Uzun suredir devam eden tartismalarin ve
yasanan gerginliklerin ardindan yikilmaktan kurtarilan Ciragan Sarayi'nin restorasyonu
karari, Kemal Altan'in da aralarinda bulundugu bir komisyon tarafindan alinmistir (Bayindir
Uluskan 2007: 131).

1938 yilina gelindiginde, Prost'un istanbul icin hazirladigi imar plani, dénemin mimarlari,
akademisyenleri ve sehir plancilari gibi ilgili uzmanlar tarafindan yogdun elestirilere maruz
kalmistir. Prost'un planinda, bu kez Sultanahmet Meydani'nin tum resmi tdrenlerin
yapilacagi Cumhuriyet'in sembol bir meydani haline getirilmesi ve bu amacla meydan
cevresindeki dukkanlarin yikilmasi ongdérulmustur. Sultanahmet Meydani'nda yer alan
ibrahim Pasa Sarayi'nin bir kismi, belirli bir dénemde cezaevi olarak kullanilmistir. Ancak,
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meydan c¢evresindeki hapishane binasinin yikim karari alinamamasi, Prost'un planini
uygulanamaz hale getirmis ve planin yeniden gézden gecirilmesi ihtiyacini dogurmustur
(Bayindir Uluskan 2007: 138). Prost'un planina gére, mevcut yapi ve cevresindeki
dukkanlarin yikilmasiyla birlikte alanda bir amfi tiyatro insa edilecek, Sultanahmet Camii'nin
Uzerinden Marmara Denizi'ne hakim bir teras olusturulacak ve terasin arkasina adliye saray|,
hikUmet konagdi ve belediye binasi yerlestirilecektir (Bayindir Uluskan 2007: 139).

GUnumuzde Turk ve islam Eserleri Muzesi'ne dénustUridlen ibrahim Pasa Sarayi, 1933
yilindaki yanginla yeniden gindeme gelmistir. Once DarUlfunun olarak tasarlanan, sonra da
Adliye Sarayl olarak kullanilan bu yapinin gelecegi hakkinda tartismalar baslamistir.
Boylelikle Prost'un hazirladigi sehir plani dogrultusunda yeni bir adliye sarayi insa edilecek
alanin belirlenmesi amaciyla ¢calismalar baslamistir. Prost bu yapi i¢cin Sultanahmet'teki
ibrahim Pasa Sarayi'nin bulundugu alanin uygun oldugunu savunmustur. Ancak, dénemin
uzmanlari dahil olmak Uzere, s6z konusu yapinin tarihi ve kulttrel dederi konusunda yeterli
bilgiye sahip olunmadigi gérulmektedir. Yapinin mimari ve kultUrel 6neminin farkina varan
ilk isimlerden olan mimar Sedat Cetintas, konuyla ilgili donem basininda c¢esitli yazilar
kaleme alarak kamuoyunu bilgilendirmeye calismistir. Cetintas'in bu cabalari, ilgili kurumlar
ve uzmanlar arasinda uzun yillar suren tartismalara zemin hazirlamistir (Karakog ve Yildirm,
2020: 2023). Sedat Cetintas'in 6nculigunde, ibrahim Pasa Sarayi ve icindeki cezaevi
binasinin gelecegdi konusunda bir uzman heyeti goérevlendirilmis ve yapinin tarihi ve mimari
degerini ortaya c¢ikarmak icin detayli incelemeler yapilmistir (Karakog¢ ve Yildirim 2020:
2024). istanbul Arkeoloji MUzesi mimari Kemal Altan, olusturulan uzman kurulunda gérev
alarak Sedat Cetintas ile hapishane binasi, tabhane ve medrese Uzerinde detayli 6lgu ve
réleve calismalari gergeklestirmistir (Anonim 1938b: 4). Ayrica, Cezaevi binasi, dénemin
kamuoyunda genis yanki uyandirarak basinda sikca yer almistir. Ozellikle 13 Haziran 1938
tarihli Son Posta gazetesinde yayimlanan “istanbul'un imari isinde iki Zit Fikir Carpisiyor”
baslikli makalede, yapinin gelecedi konusunda farkli uzman goéruslerine yer verilmistir.
Gazete muhabiri tarafindan yapilan réportajda, istanbul Arkeoloji MUzesi mimari Kemal
Altan, cezaevi binasinin gelecedi hakkinda gérUslerini paylasmis ve cezaevi binasinin
yikiminin sorun teskil etmeyecegdi goérusunu savunmustur. Ancak, bitisigindeki arsiv
binasinin 16. yuzyila ait onemli bir yapl oldugunu ve mutlaka korunmasi gerektigini
vurgulamistir (Anonim 1938g: 4).

Ataturk'un vefatinin ardindan 1938 yilinda, donemin Basvekalet ve Maarif Vekaleti
tarafindan Eski Eserleri Koruma Encumeni'nde yapilan bir toplantida, Prost'un hazirladigi
sehir plani dogrultusunda sarayin yikimi karari alinmistir. Bu karar, 1939 yilinda yasanan
tepkilere ragmen uygulamaya konulmus ve sarayin bir bolumu yikilmistir. Sarayin geri
kalan kisminin kamulastiriimasi ve yikilmasi kararlastiriimis olsa da Adliye Vekaleti'nin
odemelerde gecikmesi nedeniyle yapi uzun sure yarisi yikik bir halde kalmistir. 1941 yilinda
dénemin Maarif Vekili Hasan Ali Yicel, sarayin yikilmasini engellemis ve adliye saray! icin
yeni bir yer arayisina baslanmistir. Bu arayis uzun yillar sirmus ve nihayetinde 1948'de yeni
binanin Sultanahmet'in farkli bir noktasina insa edilmesi kararlastirilmistir. Bdylece
yikilmaktan kurtulan saray, uzun yillar bakimsizliga terk edilmis ve ancak 1960'li yillarda
restorasyon calismalari baslatilarak 1983 yilinda gunumuzdeki haline kavusturulmustur
(Karakog ve Yildirim, 2020: 2024-2025).

Kemal Altan ve Mimar Sinan Anma Toérenleri

Kemal Altan, mimarlik pratiginin yani sira Ustlendigi idari gdrevler sayesinde Turk sanati ve
mimarisi alaninda kapsamli arastirmalara ydnelmis, 6zellikle Mimar Sinan'in hayati ve
eserleri Uzerinde yogunlasmistir. Kardesi Mazhar Altan'in Arkitekt Dergisi'ndeki yazisinda
belirttigi zere, Kemal Altan'in Turk mimarisi Uzerine yaptigi arastirmalarda éncelikli olarak
Mimar Sinan'i ele aldigi gorulmektedir. TUrk medeniyetinin sembolU olan mimari eserleri
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uluslararasi alanda tanitma cabasiyla Altan, cesitli sehirlerde duzenledigi konferans ve
térenlerle Mimar Sinan'i anma etkinliklerine énculuk etmistir (Altan 1948: 179). Donemin
basinindan takip ettigimiz kadariyla Kemal Altan, Mimar Sinan anma térenlerinde dnemli
bir figur olarak karsimiza c¢ikmaktadir. Bulundugu sehirlerde duUzenlenen bu tar
etkinliklerde siklikla konusmaci olarak yer alarak Mimar Sinan'in mirasina olan baghhigini
ortaya koymustur.

1935 yilinda Zaman Gazetesi, Mimar Sinan’'in 6lum yildénUmunu kapsamli bir sekilde ele
alarak Turk basininda mimarin eserlerine duyulan ilgiyi géstermistir. Gazete, Mimar Sinan'in
hayati, eserleri ve planlari hakkinda detayli bilgilere yer verirken, bu calismalara katki
saglayan Mimar Kemal Altan, Ressam Fuat ve Hasim Sami'ye tesekkur etmistir (Altan 1935h,
1). Altan, ayrica Cumhuriyet Gazetesi'nde yayimlanan “Koca Sinan” baslkli makalesiyle
Sinan’'in mirasi Uzerine 6nemli bir tartismaya zemin hazirlamistir (Altan 1935h: 5). Bu durum,
1930'lu yillarda Mimar Sinan'in eserlerine yonelik akademik ve kultdrel ilginin arttigini
gostermektedir.

1936 yilinda Suleymaniye Camii'nde Mimar Sinan'in turbesi basinda duzenlenen anma
tdéreni, Cumhuriyet déneminde mimarin eserlerine ve mirasina gdsterilen ilginin bir
gostergesi olmustur. Toren, sivil toplum kuruluslari, Universiteler ve devlet kurumlarinin
katilimiyla gergeklestirilmis ve Sinan'in mezarina ¢elenklerin birakilmasiyla baslamistir.
istiklal Marsi'nin okunmasinin ardindan Mimar Semih ve Mimar Abdulkadir tarafindan
Suleymaniye Camii'nde duzenlenen sunumlarla, geng¢ nesillere Mimar Sinan'in eserleri ve
hayati hakkinda bilgi verilmistir. Kemal Altan'in da radyo konusmasiyla térene yaptigi katki,
Sinan'in anisinin yasatilmasinda énemli bir rol oynamistir (Anonim 1936b: 2).

Kemal Altan, 1938 yilinda Aksam Gazetesi'nde yayimlanan makalesiyle Mimar Sinan'in 350.
olum yildonimunde énemli bir akademik katki sunmustur. Altan, yaptigi arsiv arastirmalari
sonucunda 16. yUzyila ait bir mimari plani tespit etmis ve bu plani Mihrimah Sultan Camii ile
iliskilendirmistir. Makalesinde, Mimar Sinan'in diger énemli eserleri olan HUrrem Sultan
Camii, Hadim ibrahim Pasa Camii ve Ankara'daki Cenabi Ahmet Pasa Camii'nin mimari
ozelliklerini detayl bir sekilde analiz ederek okuyucuya Sinan'in genis ve etkileyici eser
yelpazesi hakkinda bilgi vermistir. Altan'in bu calismasi, Sinan Uzerine yapilan akademik
calismalara dnculuk etmis ve mimarin eserlerinin daha iyi anlasilmasina yardimci olmustur
(Anonim 1938c: 10).

Haber Gazetesi'nin 1939 yilinda yer alan haberine gore, Mimar Sinan'in 6lium yilldonimu,
Turkiye genelinde cesitli etkinliklerle anilmistir. Ozellikle Ankara, istanbul, izmir ve Edirne
gibi buyUk sehirlerde duzenlenen anma térenleri, Sinan'in Turk mimarisindeki 6neminin bir
kez daha vurgulandigini gdstermektedir. Ayrica, bu dénemde Mimar Sinan'in eserleri
Uzerine kapsamli bir kitap ¢alismasi baslatildigi ve bu ¢alismada Karun Cegen, Kemal Altan
ve Vasfi Egeli gibi mimarlarin gérevlendirildigi belirtilmistir (Anonim 1939f: 2). Bu durum,
Cumhuriyet ddneminde Mimar Sinan'in eserlerine yonelik akademik ilginin arttigini ve bu
alanda 6nemli calismalara imza atildigini gdstermektedir.

Mimar Kemal Altan, 1939 yilinda Trakya Umumi MUfettisligi'ne atanmasinin ardindan Mimar
Sinan anma torenlerinin dUzenlenmesinde aktif bir rol Ustlenmis ve bu etkinliklerin bas
organizatérlerinden biri haline gelmistir. Ancak, 1940'li yillardan itibaren duzenli olarak
gercgeklestirilen Mimar Sinan anma térenleri, zamanla rutine dénuserek toplumdaki etkisini
kaybetmeye baslamistir. Torenlerin igeriksel cesitlilikten yoksun olmasl, basinda bu
etkinliklere olan ilginin azalmasina ve haberlerin daha az 6nemli sayfalarda yer almasina
neden olmustur (Ulu ve Kus 2019: 207).

Mimar Sedat Cetintas, 1946 yilinda Aksam Gazetesi'nde yayimlanan yazisinda, Mimar Sinan
anma torenlerini iceren bir dizi etkinlige yonelik elestirel bir bakis acisi sunmustur. Cetintas,
makalesinde tarihi sahsiyetlerin anilmasi amaciyla duzenlenen toérenlerin gerekliligi ve
faydalari Uzerine sorular yéneltmis, bu tur etkinliklerde ayni konularin tekrar tekrar
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islendigini ve Mimar Sinan Uzerine yeni bilimsel calismalarin ortaya konulmadigini
belirtmistir (Cetintas, 1946: 6).

Sedat Cetintas'in elestirilerini iceren makalesinin yayimlanmasinin ardindan Mimar Sinan
anma torenlerine gdsterilen ilgi belirgin bir sekilde azalmistir. Sonraki yillarda bu térenler
daha ¢cok anma gunleri seklinde kutlanmaya devam etmis olsa da iceriksel yenilik eksikligi
nedeniyle etkinliklerin etkisi sinirli kalmistir (Ulu ve Kus 2019: 207).

Sonug¢

Kemal Altan, 1886'da istanbul'da dogmus ve 1913 yilinda Sanayi-i Nefise Mektebi'nden
mezun olmus yetkin bir mimar, arastirmaci ve yazardir. Erken Cumhuriyet donemi mimarisi
ve Turk sanati Uzerine yaptigi calismalarla hem tasarim alaninda hem de teorik cercevede
onemli katkilarda bulunmustur. Altan, mimarhgdi yalnizca yapi tasarlama ve insa etmekle
sinirll gérmeyerek Turk mimari mirasinin incelenmesi, korunmasi ve gelecek nesillere
aktarilmasl konusunda da 6ncu bir rol Ustlenmistir. Arkitekt Dergisi basta olmak Uzere
cesitli yayinlarda kaleme aldigi yazilarla, Turk mimarlik eserlerinin tanitimina ve degerine
dikkat cekmistir. Ozellikle Mimar Sinan ve diger énemli mimarlarin eserleri Gzerindeki
calismalariyla, Turk mimari tarihinin daha iyi anlasiimasina katkida bulunmustur.

Kemal Altan'in entelektuel birikimi, yalnizca Turk sanatina degil, ayni zamanda Roma ve
Bizans sanatlarina da uzanmaktadir. Goérev yaptigi sehirlerde yerinde incelemelerde
bulunarak elde ettigi bilgileri yazilarinda ve konferanslarinda paylasmistir. Bu sayede, Turk
halkinin ulusal mimariye ve tarihi Kisiliklerine olan ilgisini artirmayi amaclamistir.

Mimar Kemal Altan, sadece tasarimci kimligiyle degdil, ayni zamanda bir arastirmaci ve
kultur elgisi olarak da taninmaktadir. Turk mimarlik eserlerinin korunmasi ve restorasyonu
konusunda yaptigi calismalar, bu alandaki bilincin olusmasinda énemli bir rol oynamistir.
Ozellikle Manisa HukUmet Konagi gibi énemli yapilarin tasarimiyla, TUrk mimarisine énemli
eserler kazandirmistir.

Altan, Turk mimarisini dar bir cercevede degerlendirmenin dogru olmadigini savunarak
dénemin tum mimarlarinin ve eserlerinin incelenmesi gerektigini vurgulamistir. Bu
yaklasimiyla, Turk mimari tarihine daha kapsamli bir bakis acisi sunmustur. Kemal Altan'in
en buyuk idealleri arasinda, Turk mimarisinin ve &zellikle Mimar Sinan'in eserlerinin
tanitilmasi, eski yapilarin korunmasi ve gelecek nesillere aktarilmasi yer almaktadir. Bu
amagla, hayati boyunca yaptigi calismalar, TUrk mimari mirasinin korunmasi ve yasatilmasi
icin dnemli bir mirasa donusmustur. Sonug olarak, Kemal Altan sadece bir mimar degil, ayni
zamanda bir arastirmaci, yazar ve kultur elgisi olarak Turk mimarisi ve sanatina énemli
katkilarda bulunmustur. Onun ¢alismalari, Turk mimarisinin daha iyi anlasilmasi, korunmasi
ve gelecek nesillere aktarilmasi icin dnemli bir kaynak niteligindedir.
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Conor McPherson's The Veil
The Haunting Reflection of the Past in Early Twenty-First-Century Ireland

Abstract As an early twenty-first-century Gothic play, Conor McPherson's The Veil
reflects the socio-economic problems and traumas of Ireland after the collapse of the
Celtic Tiger economy. As indicated by the title and the prevalent mirror image within the
play, the playwright holds up a mirror to the past and through a correlation between
nineteenth-century and early twenty-first-century Ireland. Conor McPherson points out
the everlasting impacts of postcolonial traumas in the present, as well. In the play, the
economic predicament of the landholders and the tenants function as a microcosm of
contemporary Ireland, as the post-Celtic Tiger period brought back the problems of the
past like unemployment, dispossession and emigration. Moreover, during the early
twenty-first century, the collapse of the Celtic Tiger economy created a haunted
landscape replete with ghost estates while also producing zombie banks cannibalising
the Irish society. In this regard, the impoverished and harsh conditions of nineteenth-
century Ireland, which transformed people into zombified figures, are closely intertwined
with the effects of economic decline in the early twenty-first century, such as ghost
estates and zombie banks. The zombie figure signifies not only economic hardships but
also the enduring legacy of colonialism in the present. At the intersection of the past and
the present, McPherson presents an uncanny and zombified portrayal of contemporary
Ireland. Accordingly, this article explores the traumatic echoes of Ireland’s revenant past
in the aftermath of the dramatic economic crisis.

Keywords: Conor McPherson, Irish gothic, The Veil, the Celtic Tiger, ghost estates, zombie

Oz Yirmi birinci yuzyil basi Gotik 6rnegi olan Conor McPherson'in The Veil adli oyunu, Kelt
Kaplani ekonomisinin ¢ékisinden sonra irlanda’nin sosyo-ekonomik sorunlarini ve
travmalarini yansitir. Oyun basligi ve oyun icinde sik¢ca kullanilan ayna imgesinin de
gosterdigi gibi, yazar gegcmise bir ayna tutar ve on dokuzuncu yuzyil ile yirmi birinci ytzyil
basi irlanda’si arasinda bir baglanti kurarak, sémurge sonrasi travmalarin ginimuzde
halen devam etmekte olan etkilerine dikkat ¢eker. Kelt Kaplani sonrasi dénem, issizlik,
mulksuzlestirme ve gdg gibi gecmisteki sorunlari geri getirdigi icin, oyunda, mulk sahibi
ve kiracilarin ekonomik cikmazlari, cagdas irlanda’nin bir mikrokozmosu olarak islev
gormektedir. Dahasi, yirmi birinci yUzyilin baslarinda, Kelt Kaplani ekonomisinin ¢okusu,
hayalet mulklerle dolu UrkdtlcU bir manzara yaratirken, ayni zamanda irlanda
toplumunu tuketen zombi bankalari da ortaya c¢ikardi. Bu baglamda, on dokuzuncu
yUzyil irlanda’sinin insanlari zombilestiren yoksul ve zor kosullari ile hayalet mulkler ve
zombi bankalar gibi yirmi birinci yUzyilin baslarindaki ekonomik duststn sonugclari
birbiriyle yakindan baglantiidir. Zombi figurt sadece ekonomik zorluklari degil, ayni
zamanda gunumuzde devam eden sdmurge mirasini da ifade eder. Gecmisle
gunUmuzan kesistigi noktada, McPherson, cagdas irlanda’nin tekinsiz ve zombilesmis bir
tasvirini sunar. Dolayisiyla, bu makale, dramatik bir ekonomik krizin ardindan ¢cagdas
irlanda’nin dirilen gecmisinin travmatik yankilarini inceler.

Anahtar sbdzciikler: Conor McPherson, irlanda gotigi, The Veil, Kelt Kaplani, hayalet
mulkler, zombi

Introduction

Living through both the Celtic Tiger period and its aftermath, Conor McPherson has
withessed socio-cultural and economic changes in the society, as reflected in his plays such
as The Weir (1997) and The Veil (2011). His post-Celtic Tiger play The Veil takes place in the
nineteenth century when there was a decline in the power of the Protestant Ascendancy
and poverty dominated the era, heralding the upcoming Great Famine of 1845. The setting
of the play correlates with the socio-economic and political circumstances of contemporary
Ireland in the early twenty-first century when the Celtic Tiger economic boom was in
decline, particularly because of the global economic crisis in 2008 resulting from the
bursting of the housing bubble and the collapse of the subprime mortgage market in the
USA. The recession caused severe economic problems in Ireland and other countries. In this
context, with reference to The Veil, this article discusses McPherson'’s exploitation of the
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Gothic through a zombified portrayal of early twenty-first-century Ireland, addressing
postcolonial traumas in the aftermath of a dramatic economic crisis. Some scholars like
Jordan (2019: 255), Carleton (2017: 14), and Wolfe (2018: 113) point out the play's resonances
with twenty-first-century Ireland in relation to its declining socio-economic conditions.
However, even though these scholars emphasise the supernatural or Gothicised aspects of
the play, they do not delve into the zombified vision of twenty-first-century Ireland. For this
reason, this article aims to discuss this revenant state of contemporary Ireland, unveiling
the traumas of the past that deeply affect the present.

The Celtic Tiger Economic Boom and Downfall: A Zombified Ireland

To better understand the historical and socio-economic context of the play, it is essential to
take a brief look at the Celtic Tiger and its aftermath. During the Celtic Tiger period in the
mMid-1990s, Ireland experienced unprecedented economic growth, which hinted at a more
hopeful and independent future for the Irish, especially after many years of economic
problems as well as political conflicts. This prosperity

made Ireland one of the most economically successful countries in the world. [..]
Unemployment, for long a deep structural problem of the Irish economy, was virtually
eliminated and a country used for over 150 years to seeing generation after generation of
its young emigrating now had the new experience of becoming a country of immigrants
(Kirby 2010: 2).

The long-established problems of unemployment and emigration were, thus, reversed, as
Ireland turned into a land of investment. However, only economic growth was prioritised,
while social improvement and the well-being of the people were ignored, leading to a
significant gap between the rich and the poor and increasing inequality in society. Despite
this, the Celtic Tiger period was a turning point in the Irish economy and society which had
been struggling for many years as a result of its colonial history and its aftermath. Hopeful
prospects for the future of Ireland lasted only until the economic recession in 2008 when

[a] combination of a global financial crisis, political corruption, unethical banking practices, and
fiscal hubris brought the Celtic Tiger to an end. The cranes stopped moving; the spec houses
became ghost estates; joblessness climbed to nearly 15 percent; emigration abounded;
austerity became the condition on which the government was bailed out by the European
Union (Hill 2016: 3).

Unemployment, massive debts, unfinished housing schemes and emigration mark
Ireland’s economic downturn. When economic decline reversed the booming tide for
Ireland, excessive property development and consumerism, particularly triggered by both
the growing individualism and the economic aspirations of the Celtic Tiger period, resulted
in immense debts and austerity measures.

Ireland, thus, transformed from one of the most successful and wealthiest countries to “one
of the largest debtor countries in the world by 2010" (Kay 2011: 5). This reversal turned Ireland
into a Gothicised country with these abovementioned ghost estates which refer to
“speculative, underoccupied, often unfinished housing developments that now litter the
Irish landscape” (Kitchin et al. 2010: 8) as a result of a lack of well-thought-out planning and
regulation. Kuhling argues that “Irish consumerism during the Celtic Tiger took on the
mindless, voracious appetites of the zombie” (2015: 11) and the unregulated investments in
housing were a part of this excessive consumer culture. After the economic crisis, getting
mortgages or finding enough funds either to buy or to complete the construction projects
became very difficult; therefore, the Irish landscape ended up replete with these
abandoned or uninhabited houses. These houses turned into the ruins of the prosperous
Celtic Tiger period. In this context, Keohane and Kuhling describe post-Celtic Ireland as “a
haunted landscape of ghost estates and zombie banks” (2014: 140). It is important to note
here that the ‘zombie banks' refer to the banks supporting the excessive housing boom
during the Celtic Tiger, but the economic crisis led them to bankruptcy, yet they were still
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preserved through government support which helped pay off their debts. Hence, the Irish
people suffered financially as these banks cannibalised the country (Kirby 2011: 249;
Keohane et al. 2014: 140). Thus, the collapse of the Celtic Tiger disclosed a Gothic Ireland.
Killeen and Morin explain further:

The housing boom, upon which so many Irish fortunes were based, soon produced ‘ghost
estates’; the financial wizardry admired all over the world magicked up ‘zombie banks'.
Property developers, who had for a decade been lauded as engineers of a cosmopolitan

future, were reviled as Frankensteins, vampires and ghouls. [..] In other words, in the
economic downturn we re-entered Gothic Ireland (or, more credibly, we never really left
it) (2023: 6).

The Celtic Tiger economic investments, ending up in failure, turned Ireland into a big,
haunted house. This economic decline and subsequent severe consequences such as debts
and unemployment in the early twenty-first century brought the troubling and
complicated past back into the present and immensely affected the Irish psyche. In this
regard, the simile which Keohane and Kuhling draw upon to substantiate the undead past
through the zombie figure is a pertinent one in order to illustrate the fear and anxieties of
contemporary Irish society. As the undead, “the figure of the zombie represents the fear of
history repeating itself, of a return to enslavement by an imperial master” (Keohane et al.
2014: 141). Therefore, the aftermath of the Celtic Tiger is marked by a return of the past,
revealing the deep-rooted issues and traumas of Irish society such as unemployment,
emigration, dispossession, destituteness, and alienation. These issues, already embedded in
Irish history as colonial legacies, are re-actualised in twenty-first-century Ireland.

The Twenty-First Century Gothic and the Irish Gothic

Taking into consideration the image of a zombified Ireland, it is important to briefly discuss
twenty-first-century Gothic and particularly the Irish Gothic to better understand the
context of McPherson'’s play. In the twenty-first century, Gothic has become a mainstream
genre and mode. Spooner states that “[iln many ways twenty-first-century Gothic
resembles that of the twentieth century; its distinctive trends and themes generally
cultivate ideas seeded earlier in the preceding century rather than plant entirely new ones”
(2014:180). Yet, according to Spooner, one distinct quality of twenty-first-century Gothic is
that “vampires have been joined by other mythical beings, including demons, fairies,
werewolves and, most prominently, zombies, in a revitalised bestiary of Gothic creatures.
Many of these derive from folkloric traditions newly appropriated into the Gothic through
the processes of globalisation” (2014: 180). In the twenty-first century Gothic, zombies
become as popular as vampires, especially in fiction or films like Stephenie Meyer's Twilight
Saga (2005-2008) or TV series like The Walking Dead (2010-2022). Botting further argues
that “[zlombies are the new vampires” (2013: 755). Regarding its origin, the zombie was
“predominantly born of the voodoo and witchcraft beliefs of West Africa and Haiti, where a
corpse could be reanimated or the living placed in a death-like trance, both perhaps
controlled by a sorcerer, and created in order to serve as slave labour” (Conrich 2015: 16).
Devoid of free will and consciousness, the zombie “is a creature born of slavery, oppression,
and capitalist hegemony, manifesting collective unconscious fears and taboos” (Bishop
2010: 37). The zombie, then, refers to the fear of enslavement and return to the brutal
colonial past. Postcolonial Gothic often employs Gothic tropes such as zombies, along with
other liminal creatures like ghosts and vampires, to discuss the colonial legacy and historical
traumas. As Wisker further points out,

[plostcolonial Gothic uses Gothic tropes: silence, liminal spaces, ghosting, identity, split
selves, metamorphosis, vampires, were-creatures, ghosts, zombies — and an endless
imprinting of the repressed past, an everyday haunting of place and people — to make
visible and palpable the history and legacy of the repression, silencing, erasure, and
remapping that was colonialism, whether imperial rule or settler invader culture. (2012: 2)
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In addition to the expression of the postcolonial experience, capitalismm and consumer
culture in the twenty-first century have also fuelled the popularity of these unconscious
monstrous figures. Especially with the increase in consumer culture, “the figure of the
zombie has been used as a social critique of the insatiability of capitalism” (Kuhling 2015: 6).
This figure calls into question not only the current economic and social dynamics but also
the dichotomy between human and nonhuman, humane and inhumane. Thus, the twenty-
first century Gothic, thrives on anxieties, fears, or traumas surrounding economy,
globalisation, and postcolonialism. Furthermore, Spooner argues that “the twenty-first
century has been marked by the rise of interest in trauma and its manifestation in literary
texts” (2017: 14), which also nourishes the Gothic narratives in terms of psychological
perspective intertwined with social and cultural matters, thereby exposing the uncanny
return of the past and the sense of haunting in the present.

Because of the historical and cultural peculiarity of Ireland stemming from its colonial
legacy, the Irish Gothic possesses a distinct place in the Gothic tradition. To grasp
McPherson’s place in the contemporary Irish Gothic, it is essential to briefly look into the
Irish Gothic. As Killeen explains, there is a controversy regarding the Irish Gothic, whether it
is “a ‘tradition’, a ‘canon’, a ‘genre’ or a ‘mode’ (2014:12) and he continues to argue that “[t]he
terminological difficulty arises in part because it is difficult to know where Irish Gothic
begins and ends since, on close examination, Gothic tropes, motifs and themes appear
everywhere and anywhere in modern Irish literature” (2014: 12). Though it is hard to
determine the beginning or end of the Irish Gothic, Ireland’s colonial history and its ever-
lasting impacts certainly provide the main Gothic elements. In this sense, the Irish obsession
with the past and the return of the past and the dead create a kind of Gothicised Ireland,
reflected in its landscape, culture and beliefs. Killeen further argues that “[w]hat is peculiarly
‘Irish’ about the Gothic tradition is that it emerged from a geographical zone which was
defined as weird and bizarre. Indeed, Ireland as a whole was identified as a Gothic space”
(2006: 18). The return of the repressed and the past, the essential parts of the Gothic, are
already embedded in Irish culture, as seen in its folklore and myths. Killeen argues that “if
the Gothicis often seen as the return of the repressed, the past that will not stay past, Ireland
has usually been constructed as a place where the past had never in fact disappeared, a
place where the past is in fact the always present” (2014: 10). So, the return of the dead, the
supernatural and ghosts are the fundamental elements in the Irish Gothic, problematising
the relationship between the living and the dead, the past and the present. The
supernatural and ghosts are particularly common in Irish plays as poignant representatives
of the past or traumas. Therefore, the Gothic motifs serve as tools to project the haunting
narratives of the past. Moreover, O'Toole (2019) argues that “[c]ontemporary Irish theatre is
a haunted place. There has been a large-scale Gothic revival, with ghosts, the supernatural
and the uncanny being constant elements in the work of Sebastian Barry, Conor
McPherson, Marina Carr and Mark O'Rowe” (para. 2). All these playwrights help enrich
contemporary Irish Gothic although there are few studies concerning the Gothicism of their
works.

Regarding McPherson’'s oeuvre, it is observed that he makes use of certain Gothic elements
such as the return of the repressed, uncanny elements and the supernatural including
ghosts, vampires and devils, as seen in The Weir, St. Nicholas and The Seafarer, respectively.
Therefore, McPherson already draws on the Gothic tradition to explore the intersection of
micro and macro-level stories in Ireland. Particularly, McPherson’s constant use of the
supernatural contributes to his exploration of the legacy of the past in the present.
Additionally, brought up as a Catholic, McPherson has always been immersed in the
supernatural, as Catholicism has influenced his way of thinking and seeing the world, thus
drawing him into the Gothic world. As McPherson (2011d) says:

| was brought up as a Roman Catholic so perhaps this is why | see supernatural stories as
the most natural thing | can present on stage. | have always felt that the theatre is the
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perfect place to contemplate the unknown and often in my plays ordinary people are
faced with inexplicable phenomena. These have included ghosts, vampires, fairies,
premonitions and the Devil. | want to invite the darkness that surrounds the stage on to
the stage in order to illuminate all that is truly important to us. And something that feels
important to me is that we recognise that the experience of being alive — and being
conscious of being alive —is an unfathomable mystery. It's a mystery we should marvel at
and celebrate (para. 13).

McPherson’'s dramatic works revolve around the unknown, the inexplicable and the
mysteries and obscurities of life. Therefore, the Gothic has already been an essential part of
his writing from his spooky ghost stories to his vampiric, haunted and devilish characters.
There is always a supernatural eeriness and a sense of haunting that dominate the works of
McPherson. According to Carleton, “McPherson’s corpus provides an almost textbook
approach to [the] discussion of the Irish Gothic. His 2011 play The Veil is a quintessentially
Gothic dramatic text, set in a big house in 1820s rural Ireland, evoking the landscape, the
era and the cultural politics of” (2017: 6) nineteenth-century Ireland. In The Veil, while
McPherson employs some typical Gothic tropes such as the supernatural, the return of the
past, the Gothic atmosphere, the haunted house, the troubled and oppressed heroine, the
ghosts, incest and madness, he also creates a zombified and haunted Gothic world in the
twenty-first century context.

The (Un)Veiled Past in The Veil

The Veil was first staged in the Lyttelton Auditorium of the National Theatre and directed
by McPherson. The story takes place in 1822, in a Big House where Hannah, her mother
Madeleine Lambroke and her grandmother live together. It is set in the period of the
Ascendancy whose power is gradually declining. The estate is quite in distress financially as
the landlady Madeleine cannot even pay her employees, and, for this reason, her daughter
Hannah is going to be married off to the Marquis of Newbury in England to save the estate.
Madeleine's cousin, a defrocked priest called the Reverend Berkeley will come and
chaperone Hannah to England for her marriage. After his arrival with his friend Audelle, the
story revolves around two séances and unfolds further as the past, fears and traumas are
revealed.

It is crucial to emphasise the setting’s significance in understanding its relationship with
contemporary Ireland. It is unequivocal that McPherson makes a conscious choice in terms
of the setting. In his interview with Maddy Costa, McPherson (2011c) asserts that “[t]here was
a big economic crash following the Napoleonic wars. So, a place like Ireland, which was very
poor, was just on the floor” (para. 6). With a retrospective outlook, McPherson (2011c) adds
as follows:

When | look at what's happened to Ireland, | think: where did this awful dysfunction in
our psyche come from that we've destroyed our own country? On one level you can say
it's just post-colonial corruption and mismanagement. On another level, it's like an echo
of a long, violent trauma. For hundreds of years, to be Irish and Catholic meant your life
was just shit. You were not allowed to go to school, you were not allowed to own land,
you didn't have any rights. If people suddenly get that power back, of course they fuck it
up (para. 6).

By locating his play in the nineteenth century, McPherson aims to explore the past and its
ongoing historical and political dynamics, thereby comparing nineteenth-century Ireland
and contemporary Ireland. In his statement above, McPherson refers to the ongoing impact
of colonialism and specifically the Penal Laws which stripped Irish Catholics of their basic
rights to acquire education, property and certain occupations. For the playwright, colonial
practices traumatised the lIrish for a very long time and when they had economic and
political power — that is the Celtic Tiger economic boom - they could not handle it. For this
reason, the financial crisis in 2008 brought back the predicament of the past to the present.
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McPherson started writing The Veil in 2008, so naturally, the play echoes the spirit of the
period, as he (2011a) states:

| started making notes [for the play] in late 2008 as Ireland had suddenly started to be in
bad trouble. We had been through such a strange journey in the sense that we were
poor, then we were told we were one of the richest nations in the world, then suddenly
we were in the hands of the IMF. For the first time, | realized the public can share a
dysfunctional psyche, and that psyche can be generational. The Irish Famine is only five
generations ago. | began to realize the mess we'd got ourselves into must have come
from some tremendous trauma. For the first time, | accepted | am Irish — up till then I'd
always felt European or a citizen of the world (para. 14).

By observing transitions and economic decline in the society during this period, McPherson
delves into history to examine this long-lasting historical trauma of Irish society. Besides,
modernisation and globalisation accelerating from the mid-1990s created a liminal space
in Ireland where the old and the new, the traditional and the modern coexisted. As Kuhling
and Keohane state, “[t]he experience of living in contemporary Ireland is that of living in an
in-between world, in between cultures and identities, an experience of liminality” (2014 14).
McPherson (2011c) observed this sense of in-betweenness and ambiguity, and “wanted to
create a play in which time was crashing in on itself, so that what people might think is an
echo of the past is in fact a premonition of the future” (para. 8). In The Veil, his retrospective
scrutiny of the past is projected through the lens of Ireland which underwent a huge
transition in the early twenty-first century.

Moreover, it is also essential to discuss the significance of the Big House in the nineteenth
century to better understand the historical and colonial context. The Big House of the
Protestant Ascendancy becomes a vehicle for scrutinising colonial history and the
circumstances of the people living inside and outside the house. It operates as a political
symbol for the Ascendancy's power in the society regarding the historical and political
dynamics between the British and the Irish. As Kreilkamp states, “[flor the conquered Irish,
the Big House evoked memories of dispossession, exploitation, and injustice — and,
simultaneously, of a remote and glamorous power, of inaccessible social position and
wealth” (1998: 20). However, in the nineteenth century, the Big House also began to signify
the decay and collapse of the Ascendancy, as it embodied colonial deterioration and
economic decline. It is significant to highlight that during the Irish War of Independence in
the early twentieth century, many Big Houses were burned down (Donnelly 2012: 141) as
they symbolised oppressive colonialism and the Ascendancy legacy. Therefore, the
decaying Big House in the midst of the tension between the landowners and tenants and
the economic struggle develops into a symbolic entity, representing the multiple political
and socio-cultural divisions in Ireland. The play, therefore, characterises “a house haunted
by history, a situation represented by way of undead spectres that, notably, elicit desire
and/or dread” (Davison 2009: 51). McPherson, thus, exploits the Big House trope to delve into
Ireland’s haunting history.

Throughout the play, the decline of the power of the Ascendancy and the socio-political
unrest are apparent. As Kreilkamp states, the Big House “was built on land usually
expropriated by men and women who considered themselves Irish, but who were caught
between two countries and two identities, separated from their tenants not only by class,
but by religion, language, and national origin as well” (1998: 7). Especially the relationship of
the landowner Madeleine and the Irish estate manager Fingal illustrates these political
conflicts and dichotomies, as Fingal is a loyal employee who has not been paid for 13
months, yet still, he works hard to help Madeleine and the management of the estate.
Despite his being an lIrish Catholic, he becomes a devoted helper in this Anglo-lrish
household. Because of this, he is confronted by hostile gazes and assaults by the town'’s
people. He says: “I'm neither one thing nor the other any more. Each side rejects you and
everyone is suspicious” (McPherson 2013b: 239). Because of his love for Madeleine, he
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chooses to stay with her and for this, he is deemed a traitor by the Irish people. Eventually,
he bursts out in frustration to Madeleine:

You never think how hard it is for me. To have to show my face in Jamestown! Even my
own family are ashamed of me! They hate me all round the country all around here
because of my loyalty to you. No one respects me. But | stay. [..] | walk around with no
money in my pockets, it doesn't matter, the locals and their keepers laugh at me, it
doesn't matter. (2013b: 297)

Besides Fingal's complex position in Ascendancy Ireland, both Madeleine and Hannah
become the victims of the failed colonial system though they are the colonisers in this
context. When Hannah utters her anxieties about her husband-to-be, Madeleine explodes
in anger: “So what, you will you remain here at Mount Prospect with its endless debts,
enduring the hatred of those who rent your holdings, until you too are finally turfed out?
You will be alone for ever — stigmatised as a bumpkin from the colonies whose only dowry
is the odour of our failure!” (2013b: 236). As Tracy points out, in “[t]he Gothic tradition, [..] the
heroine is usually threatened with sexual possession and the loss of her property” (1999: 17).
Both Madeleine and Hannah are confronted with the loss of their possession, namely their
estate; furthermore, their class status is on the wane as their economic power is gradually
fading. So, the problematic relationship of the Irish with the Ascendancy and the economic
and colonial decline define the spirit of the age. In this sense, the Big House becomes the
symbol of various socio-political dynamics in the nineteenth century.

Furthermore, it is crucial to note that the title of the play is ironic in relation to the theme of
revelation, or the removal of the veil surrounding the people and the nation, and it refers to
the political turmoil of nineteenth-century Ireland. In the play, Mrs Goulding, the
housekeeper, refers to Daniel O'Connell’'s speech at Loughferry, in which O'Connell says: “It
will take a strong draught to blow back the veil of confusion!” (McPherson 2013b: 245),
pointing to the veil surrounding Ireland. The veil imagery within the play is utilised in the
context of the political conflicts of nineteenth-century Ireland with reference to O'Connell
and the revolutionaries who commit some militant actions in the background of the play,
as the Reverend Berkeley points out, “[tlhe bridge was half destroyed by so-called
revolutionaries” (2013b: 229). Thus, the atmosphere of political unrest and instability in
Ireland is underlined. In this context, Jordan considers O'Connell as a haunting figure from
the nineteenth century, who shaped the future of Ireland, as Jordan states: “O'Connell’'s
voice of protest helped define the future of Ireland, and he, like the other indigenous
characters who die in the building collapse, haunt [The Veill” (2019: 105). O'Connell is a
significant political figure because he helped remove a political and religious obstacle, or a
veil, in Irish history, which alludes to the play’s title. As Carleton argues, “the O'Connell era
with its insurgent upheaval [works] as a timely metaphor for millennium era Ireland, where
we see a nation again on the brink of radical transformation and in which the colonial past
threatens/promises to be sloughed off” (2017: 12). Oxford English Dictionary defines the veil
as “[sJomething which conceals, covers, or hides in the manner of a veil; a disguising or
obscuring medium or influence; a cloak, mask, or screen” (“Veil,” n.d.). The word signifies a
sense of concealment although the play focuses on revelations and confessions. The stories
of each character are veiled but everything finally comes to light. A revelation must occur
in order to make the haunted and the haunting lift their veil because ghosts are the hidden
remnants of the past and will be of the future if they are not confronted. Early twenty-first-
century Ireland abounds with these ghosts considering their historical trajectory. Moreover,
in the Gothic narratives, the veil, a literal piece of cloth, is employed as “an essential vehicle
[...] because its obscuring of the ‘real’ enables the masking of both identities and motivations
as well as a troubling of the boundaries between the Other, the protagonists’ own inner
darkness, and the realism of virtuous, normalized society” (Foster 2023: 14). Therefore, the
literal and figurative meanings of the veil are exploited by the playwright to uncover the
circumstances of the society and the individual by unsettling the boundaries. McPherson
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employs the veil as an ironic vehicle to demonstrate the intersection of nineteenth- and
early twenty-first-century Ireland, indicating that it must be unveiled for the sake of the
present.

Besides the political turmoil, a brief look at the socio-economic conditions of nineteenth-
century Ireland is important to better understand the past and its relation to contemporary
Ireland. Eagleton defines Ireland in the nineteenth century as follows: “Violent, criminal,
priest-ridden, autocratic, full of mouldering ruins and religious fanaticism, it was a society
ripe for Gothic treatment, having much of that literary paraphernalia conveniently to hand”
(1995:188). Hansen also argues that “[t]he [Gothic] genre itself becomes a space in which the
Irish cultural imaginary pits the dichotomous logic of terror against the troubles provoked
by the unhappy Union” (2009: 22). Nineteenth-century Ireland embodies and nurtures
Gothicism through its colonial legacy, which has shaped its history, geography and culture
to this day. During this period, Ireland experienced traumatic historical and social
transitions. Starvation, diseases and ongoing poverty as a result of the failure of the harvests
dominated the period and transformed Ireland to a great extent. As R. F. Foster explains
further, the Great Famine “was seen as a watershed in Irish history, creating new conditions
of demographic decline, large-scale emigration, altered farming structures and new
economic policies, not to mention an institutionalized Anglophobia among the Irish at
home and abroad” (1988: 318). Famine and subsequent emigration crippled Ireland for more
than a hundred years in terms of its economy, population, language and politics. All these
traumatised Irish society for a very long time and their impact can still be seen in the
present. Therefore, in the context of Ireland, the nineteenth century is the Gothic cusp, as
Miles calls it, which is “a transitional phase, when the Gothic epoch came to an end, and the
modern one began” (1995: 87), referring to these transitions and the discrepancy between
the past and the present, tradition and modernity. Killeen further argues that “[t]he Gothic
is located at this historical juncture as it is a product of a society that is seeking to heal itself
from the crisis involved in such a traumatic transition where the traditional has been
supposedly superseded” (2014: 23). For these reasons, the nineteenth century is a peculiar
historical juncture — the ghost from the past haunting the present — that McPherson goes
back to explore.

In the play, McPherson draws attention to some crop failures, thus illustrating a picture of
an impoverished nineteenth-century Ireland which was marked by poverty, emigration and
enmity towards the British government. People cannot pay their rents and they need to
“delay payment until their crops are renewed in the autumn” (McPherson 2013b: 219). There
is a foreboding of an upcoming famine as “[t]he meagre crop has failed again” (2013b: 230).
Because the tenants cannot pay, the landlady Madeleine also cannot pay her employees
like Fingal. Clare, the housekeeper, has already been saving money for her “passage to
Ontario” (2013b: 275) to have a better life. The poverty of the people and their destitute
circumstances are indeed apparent in the play. The collapse of the houses, the economic
hardships endured by the tenants, the children dying from illnesses, the potential risks of
unemployment and dispossession, and “a crowd of haggard-looking” (2013b: 243) people all
around Jamestown overtly reveal the socio-economic conditions of nineteenth-century
Ireland. As Allfree (2011) states, “[h]ints of the supernatural abound in an [sic] historically rich
piece in which the Irish famine as good as comes knocking at the window, a decision
prompted in part by Ireland’s recent catastrophic ricocheting from boom to being hauled
before the International Monetary Fund” (para. 5). In this sense, deprivation, unemployment,
dispossession and emigration as the realities of nineteenth-century Ireland are correlated
with twenty-first-century Ireland in the post-Celtic Tiger period when these same issues
resurface following the catastrophic economic decline.

Furthermore, in the play, on their way to Jamestown to accompany Hannah, the Reverend
Berkeley and his friend Audelle witness the poor conditions of the people. Berkeley
describes the people as follows: “Desperate men and women suddenly descended upon
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our coach. So numerous were the pale hands outstretched towards us, it was only later |
understood that an insensible infant thrust before me by a cadaverous wild-eyed woman
must surely have been deceased” (McPherson 2013b: 229). The depiction of the woman
indicates the desperate and helpless conditions of these people, turning them into living
dead as they are alive yet ghoulish. They are depicted as “poor wretches” (2013b: 239). The
pale hands and cadaverous look bring to mind the image of the zombie; these people are,
indeed, zombified. Poverty and starvation dehumanise these people into being zombie-like
figures. Audelle also mentions the dreadful conditions of people in Jamestown. He recounts
the night that they spent in “a ghastly inn" (2013b: 243) as follows:

Nothing stirred in the street outside. The only sound was the hollow ticking of a clock in
the hallway. Dear Lord. After a few restless, frozen hours in a narrow beside your kicking
cousin, the Reverend, | went for a dawn walk that burnt my skin raw. Where the street
ended and became countryside was the brick wall of the workhouse and a crowd of
haggard-looking men and women turned to look at me with such alien ferocity | thought
that should | ever myself stranded here, I'd blow my brains out. Now, there's a thought
(2013b: 243).

Desolate streets and hollow sounds create an atmosphere of suspense and terror, thereby
transferring the eeriness of the night to a group of weary and ferocious people who are
most likely emaciated and look as dreadful as the night itself. The cosy atmosphere of the
Big House and the daunting outside world are thus contrasted and Audelle’s narration
sounds like a ghost story that is being told by the fireside. This Gothic tension and
atmosphere, therefore, enhance the tone of the impoverished and dehumanised
circumstances these people suffer from.

Reyes asserts that in contemporary Gothic, despite “their romantic potential, [zombies’]
rotting bodies, contagious nature and ontological status (neither fully living nor fully dead)
have ensured they remain subjects of horror and abjection” (2019: 89). Because the
boundary between the living and the dead is blurred, the zombies elicit horror since they
are uncanny creatures unsettling the realms of the known and unknown worlds. Therefore,
these ‘haggard-looking’ and ‘cadaverous’ people with their bodily decay and
dehumanisation, correlate with the images of zombies and create “a scene of horrific, gross
corporeality” (Townsend 2014: xxvi). This corporeality accentuates their circumstances
better, revealing the impacts of poverty as they probably have no lands or houses and
hunger follows them as they linger in the streets. Regarding contemporary Ireland in the
aftermath of the Celtic Tiger, “[h]aving acted as a success story for rapid globalisation, the
debt crisis plunged Ireland into the abject condition, complete with begging bowl, of a
postcolonial periphery” (Gibbons 2013: 14). Considering the origins of the zombies in Haitian
culture, the zombies are dehumanised slaves and, therefore, the creatures and victims of
the capitalist system. As Kuhling points out, the image of the zombie is used to “refer to the
proletariat, the precariat and the colonised who are suffering under the conditions of
dehumanisation in contemporary capitalist society or under conditions of slavery caused by
colonialism” (2015: 9). These people turn into the abject figures, the zombies, as their
destitute and deprived conditions are projected through their zombie-like states. In the
aftermath of the Celtic Tiger, — even throughout the Celtic Tiger period, there was a huge
division between the rich and the poor — poverty has become an ongoing problem in Irish
society. McPherson obviously questions and depicts how poverty creates such
dehumanised figures while also pointing to the system causing these sufferings.

In this context, the seances in the play are instrumental in manifesting the reciprocal
interaction of the past and the present through which the buried and the devastating
circumstances come to light. The eruption of the past in the present or the return of the
repressed creates a kind of uncanniness which in turn leads to terror, horror and suspense.
In the play, Hannah possesses this kind of spiritual power through which she may summon
ghosts or hear voices. As Fitzpatrick states, “the uncanny is materialized in the character of
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the young bride, whose betrothed status makes her a liminal character. She is thus enabled
to move in the shadowy gaps between the natural world, and the hints of a supernatural
landscape that lies just beyond it" (2012: 173). Through her uncanny liminality, séances open
up the invisible realms to disclose what is happening in reality, such as the poor conditions
of the tenants, the economic collapse of the Big House, the anxieties related to the marriage
arrangement with an obscure future and a regrettable past.

The first séance is randomly yet consciously driven by the Reverend Berkeley and Audelle
under the guise of a prayer. Berkeley believes there isan entrapped spirit in the house which
he thinks belongs to Edward, Hannah's father. After he starts his summoning, a very loud
noise is heard “like a gunshot over their heads. It seems to blow the room apart with its
sonic impact. Their drinks go flying, cups are dropped. Each instinctively cries out and
cowers” (McPherson 2013b: 253) as the stage direction reads. Everyone is frightened by the
prospect of what has happened. Then, a constable appears at the door to inform that the
terrace of houses has collapsed and the families are trapped under the rubble. It seems that
they have opened the gate to the unknown realm and let things materialise on earth or as
if they have disturbed nature. Hannah believes all this could be related to their séance, as
she says: “[P]eople have died, Mr Audelle, children have died, in property we owned and we
heard something like a thunderclap here while we were... we were... Well... whatever we
were doing” (2013b: 256). As a result, the output of the séance brings the social reality into
the scene. As Punter argues, “Gothic in general is strewn with ruins, endlessly attentive to
the ‘other’ stories that can be told about national and cultural monuments” (2002b:122). The
ruins of the declining estate create a Gothicised landscape evoking the past and the present
at the same time as “a signpost of memento mori that engendered a melancholic response
to the impermanence of human effort and the vicissitudes of history” (Davison 2009: 51).
Ruins bespeak the disruption of the power structure and become the haunting relics of the
future to summon the spirits of the past. It operates in the same way as the haunted house
since they remain in the past and cannot redeem themselves from their ghosts until a
certain confrontation or resolution. The Big House of the play is already haunted and is
about to fall apart financially, and the ruins of the houses symbolise the economic decline
within the household and demonstrate the poor conditions of the tenants. The affinity
between these ruins and the ghost estates of contemporary Ireland is undeniable, as the
ghost estates are the remnants left behind by the economic boom despite its hopeful vision
for the future. The rubble of the estate, thus, weaves together the past and present here in
terms of economic decline and poverty.

During the next séance, the paranormal occurrences increase the Gothic atmosphere, thus
creating a sense of fear and horror in the room. The rattling window, the noise of “furniture
being dragged across a room above them” (McPherson 2013b: 267), then again, the sound
of moving objects and, finally, a thud are heard. Suddenly Hannah starts singing a song and
then asks to see her daughter. She becomes hysterical and claims that “[t]hey've locked
[her] in!” (2013b: 269) while Berkeley tries to exorcise her. In the meantime, while they are
trying to calm Hannah, Grandie, who is suffering from Alzheimer's, is also disturbed by the
ongoing turmoil. In the midst of this chaos, while Berkeley tries to soothe Hannah, the door
is opened and Audelle sees a small child *with a pale face and dark eyes” (2013b: 270) who
looks at him for a moment, then leaves. The next day, it is revealed that an infant,
foreshadowed by the child seen in the séance, was found in the rubble. As Smith argues,
“[g]hosts are [..] projections of our innermost anxieties and this blurring of physical and
psychological realities becomes reworked in Freud's idea that the self is ghosted by the
subconscious” (2007: 148). In this regard, while Hannah believes that the child signifies her
unhappy future marriage and an uncertain future, Audelle thinks that the child is the one
he abandoned, referring to his own regrettable past. Most of the time, a child connotes a
hopeful future, but here, the death of a child beneath the rubble, which signifies the weight
of historical and socio-economic difficulties, clearly hinders any notion of hope. In the play,
the child becomes a commmon point connecting Hannah and Audelle in their anxieties of
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the future and the past respectively; however, in the context of Ireland’s socio-economic
circumstances, it implies that the prospect of establishing a secure future for the young
generation seems distant. Therefore, the death of the children along with the collapse and
decay of the estate may indicate a troubling future.

The tomb scene is the final piece that dissolves all the dynamics and provides an outlet for
the characters to reach, though not entirely, a kind of resolution. When Hannah took
Audelle to see the tomb, she saw a man and a woman watching her at the entrance of the
tomb: “they lurched towards me | realised | was somehow seeing... myself and Mr Audelle!
It was us but... our corpses... walking” (McPherson 2013b: 292). Then, she ran away from the
tomb. This supernatural experience at the tomb, in fact, demonstrates that both Hannah
and Audelle have absolved their ghosts which were materialised in the tomb. The animated
corpses, or zombies, that she saw could be seen as metaphors for their fears and anxieties
from the past and the present infected by the past. Hannah has seen their haunted selves,
the abject in the Kristevian sense, as “[t]he corpse, seen without God and outside of science,
is the utmost of abjection. It is death infecting life” (Kristeva 1982: 4). As Braun states, “[t]he
abject as a structural concept, and its real placeholders always point towards a repressed
part of our affective identity, namely the unacceptable desire for the maternal body, for
dissolution, for whatever we have to expel from our bodily and psychic selves” (2018: 201).
The appearance of the corpses represents the expulsion from ‘psychic selves’ which have
been unsettling Hannah and Audelle for so long since they need to confront and discharge
their extreme emotions. These emotions surface as distorted images in the form of corpses
or zombies, projecting the characters’ state of living dead. The dissolution of the characters
into ghastly figures like corpses or zombies allows them to confront their haunting past or
future. The idea of haunting, in this sense, finds expression in the corporeality of the
zombies, that is the corpses of Hannah and Audelle.

Through these haunting micro-narratives, McPherson bridges the past and the present as
well as the micro- and macro-narratives of Ireland, as the prevailing theme of being
haunted reflects “generational psychoses and traumas” (para. 6) as McPherson (2011b)
states. Throughout the play, nearly every character is haunted, whether by the past, a
person, or the prospective future. Considering these hauntings, McPherson (2013a) states in
his interview that

[t]here’'s something in the Irish psyche which is very self-destructive, full of self-doubt. [...]
So it seems like we should know who we are —and yet there's an awful lot of conflict and
self-doubt and people trying to figure it out. And in the last 20 years we've been on a mad
rollercoaster ride. That's sort of who we are. A lot of Irish plays reflect on that (paras. 12-13).

What McPherson refers to is that micro-narratives are integrated with the macro-narratives
of the country haunted by the past. In postcolonial Gothic, “[w]hat has been kept hidden as
a personal trauma caused by historical events can, in the unhomely moment, be brought
to the surface to make visible the link between that personal tragedy and a wider political
reality” (Rudd 2019: 73). McPherson's inquiry into history through personal narratives seeks
to investigate the origins of the troubles and traumas in contemporary Ireland by
connecting the past and the present, the individual and the political.

Furthermore, the idea of haunting and revisiting the past finds expression in the mirror
image. The mirror becomes a haunting Gothic trope disclosing or unveiling the past;
therefore, it is also interrelated with the title itself. Hannah's father hanged himself from “a
brace above the mirror” (McPherson 2013b: 226). Grandie tells a story of a king with mirrors
in his eyes who told her that St Patrick was a gold prospector and converted people to
Christianity (2013b: 257), thus discarding the pagan belief of Ireland. Audelle’s story of his
wife also bears another mirror imagery. When Audelle looked at her eyes, he thought he
“was looking through her eyes into something so meaningful that [he] swore that somehow
[he] could behold God there” (2013b: 258). Berkeley also thinks: “[W]hen we look at each
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other, just as | am looking at you nowy, it is as though God is looking at Himself in a mirror.
And each eye, the beholder and the beheld, reflect the other back and forth as mirrors do,
into a kind of genuine infinity. The infinity of God” (2013b: 264). Lastly, at the end of the play,
Grandie is looking at the mirror as if something is at present there. Berkeley realises this and
starts observing Grandie as if there is really something there. So, the play ends with a sense
of an uncanny feeling or presence. Considering all, the play starts with a mirror and ends
with a mirror. To see or not to see is the focal point of the play which is intertwined with the
title itself. The mirror shows a kind of reflection, perhaps an illusion rather than reality, or,
indeed, a veil of glass inverting reality. The title and mirror imagery complement each other
in this sense. The characters need to unveil the cataract in their eyes in order to see through
and live on. Piatti-Farnell argues that

[t]he ‘Gothic mirror’ is a distortion of the human, a re-evaluation of the known; in the
reflection, the familiar become [sic] unfamiliar, the known becomes unknown, the certain
merges with the uncertain. [...] Inevitably, the mirror allows discourses of terror and horror
to be filtered through the challenge of answering one fundamental question: what is
real? (2017:180).

The mirror itself is an uncanny object, “for it threatens to break the boundaries of not only
the physical body, but also of the self” (2017:180). By embellishing the whole play with mirror
imagery, McPherson manifests uncanny reflections of the individuals and the society. The
mirror, therefore, creates doubles, alternate reflections of the self or society. It is how twenty-
first-century Ireland is reflected through this haunting lens of the play itself, serving as a
haunting mirror image that evokes the past.

Regarding the correlation between nineteenth-century Ireland and twenty-first-century
Ireland, McPherson, thus, presents a continuous haunting narrative. According to
McPherson, the troubled Irish history intertwined with British colonialism has impaired the
nation in various ways, thus ruining the Irish psyche which remains forever haunted by this
traumatic past. In his interview with Claire Allfree, McPherson (2011b) says:

It got me thinking: just what is this glitch in our psyche that's got us back to this state of
poverty? [..] It's almost as though we were happier being bankrupt, as though being the
victim is the most comfortable place to be for a country that was colonized. I've always
felt very free of history, but now I'm older | feel we have to deal with these generational
psychoses and traumas (para. 6).

For this reason, his historical trajectory aims to make sense of present-day Ireland in the
aftermath of the economic crisis of the early twenty-first century. Jordan asserts that “the
recession-related plays [like The Veil] are directly connected to houses and living quarters,
belonging, sanctuary, dispossession and eviction” (2019: 14) all of which were also present in
nineteenth-century Ireland. McPherson's play operates as a bridge between the past and
present, representing the interrelated historical continuity of contemporary Ireland. It also
suggests that Ireland transforms into a zombified country, a living corpse entrapped within
the temporal and historical loop, like the characters in the play. It cannot escape its
haunting past, as the past, future and present are woven together, creating a bridge that
connects traumas across the centuries. As Inglis argues, “the cultural roots of the zombie in
Haiti itself are very much connected to ex-slaves’ fears of a return to an enslaved condition”
(2011: 46). In this regard, as a result of the economic collapse, the financial and political
impacts of the colonial past are reanimated in contemporary Ireland, already cannibalised
by zombie banks and global capitalism. This likely triggers the fear of losing autonomy and
power, similar to nineteenth-century Ireland under British control, when the lIrish were
deprived of their autonomous power. Moreover, it is possible to think that the Big House
becomes a kind of objective correlative, serving as a linear symbol that connects two
historical points and extends to the zombie banks of twenty-first-century Ireland like the
Anglo-Irish Bank which contributed to the country's financial suffering. Thus, economic
stagnation intertwines with historical stagnation, as the Irish psyche appears to be trapped
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in the past. Keohane and Kuhling assess twenty-first-century Ireland, particularly in 2011, as
follows: “[N]ational sovereignty is eclipsed and Ireland becomes a neo-feudal fiefdom, a neo-
colony of bonded tax-serfs paying tribute to a global elite of senior bondholders, a new
absentee aristocracy of bankers and multinational corporations” (2014: 145). In this sense,
neo-colonialism becomes a new overlord of Ireland and the ghosts of the past come back
to haunt Ireland once more. The Big House is also reincarnated as the neo-colonial
economic force in contemporary Ireland.

Conclusion

By setting the play in the nineteenth century, in a Big House, McPherson bridges the past
and present as early twenty-first-century Ireland faces a dramatic economic decline,
reviving the past problems and traumas. The socio-economic conditions of nineteenth-
century Ireland illustrate the bitter realities of the society, such as poverty, unemployment,
dispossession and emigration, which resonate with twenty-first-century Ireland in the post-
Celtic Tiger period. The impoverished circumstances of nineteenth-century Ireland, which
turned people into zombified figures, and the consequences of the economic decline in the
early twenty-first century, such as the ghost estates and zombie banks, are closely
intertwined. The zombie figure itself is an outcome of colonial history; for this reason, the
poor conditions of the people and the cannibalistic politics of Ireland find expression in the
zombie figure. Thus, the financial and political traumas of the colonial past are revived in
contemporary lIreland. Considering this historical correlation, Ireland itself becomes a
zombified country, a living dead, as the Irish psyche seems to be entrapped in the past, still
affecting the present, and the predicament of the past cannot be evaded because of both
economic and historical stagnation. The rubble of the houses, the haunting micro-
narratives of the characters, and McPherson'’s play itself also underline the theme of the
constant haunting, the intersection between the past and present, and the troubled Irish
psyche. The destitute, alienated and dispossessed figures of the past still linger in
contemporary Ireland, haunting these ghostly estates. All in all, during the post-Celtic Tiger
period, globalised and modern Ireland, though it was expected to be flourishing, was
instead financially waning, thus becoming a zombified country. The cannibalistic economic
and neocolonial dynamics of contemporary Ireland immediately evoke the past and
manifest how the Irish psyche remains haunted by historical traumas. By revealing how
contemporary lrish Gothic represents the bitter reality and haunted psyche of the Irish
shaped by their colonial history, this study paves the way for further research on Irish Gothic
drama and contemporary lIreland, contributing to the growing body of research in Irish
Gothic drama, a field that has been underexplored.
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Ubeyt Arslan

Giris
_— Francois Georgeon'un Osmanlh-Turk
FRANCOIS GEORGEON Modernlesmesi 1900-1930: Secilmis Makaleler
Osmanli-Tiirk aq]h e;eri, Qsmanh imparatotlugu’n.un son
Modernlesniesi donemindeki modernlesme sureclerine dair
S kapsamli  inceleme sunan muUhim bir
1900 - 1930 kaynaktir.! 1900-1930 yillari arasinda Osmanli
L s imparatorlugu'nda gercgeklesen buyuk

donusumlerin; bu dénemin siyasi, toplumsal ve
ekonomik yapisini sekillendiren dinamiklerin
anlasilmasi acisindan buyuk bir &neme sahiptir.
Georgeon, bu dénemdeki modernlesme
hareketlerinin farkli yonlerini detayl bir sekilde
ele alarak, Osmanli modernlesmesinin
karmasikhdgini ve c¢ok yonluluigunu ortaya
koymaktadir.

Kitap, o6zellikle Osmanl imparatorlugu’nun
gecirdigi modernlesme surecinde karsilasilan
cesitli  zorluklart  ve bu zorluklara karsi
gosterilen ¢dzum arayislarini incelemektedir.
Bu baglamda, Osmanli Devleti'nin Batililasma
ve modernlesme cabalari dogrultusunda atmis
oldugu adimlarin  tarihsel arka plani
aydinlatilmaktadir. Eserdeki makalelerde,
dénemin toplumsal yapisi ve devletin reform politikalarinin halka etkileri Uzerine
derinlemesine analizler yapiimistir. Ayni zamanda, Osmanli imparatorlugu’nun bu strecte,
askeri ve ekonomik alandaki gug¢ kayiplarini telafi etmek amaciyla gerceklestirdigi cesitli
reformlar ve bu reformlarin toplum Uzerindeki uzun vadeli sonuclari da tartisiilmaktadir.

AP KREDE TAYINLARY

Kitabin bir diger dnemli katkisi, Osmanli modernlesmesinin sadece merkezi yénetimle
sinirli kalmayip ayni zamanda cesitli toplumsal aktorlerin (aydinlar, ordu, is adamlari ve
yerel yoneticiler) bu surece nasil dahil olduklarini ve modernlesme hareketlerinin hangi
toplumsal farklilasmalara yol actigini ele almasidir. Ozellikle Osmanli'daki entelektuel
kesimin Batililasma ideolojisini benimseyerek egitim, kultur ve duslnsel alandaki
reformlari nicin destekledigi ve modernlesme slrecine ne yonde katkida bulundugu
detayli bir sekilde ele alinmistir.

Georgeon'un bu eserinde sundugu elestirel yorumlar, sadece dénemin modernlesme
cabalarini degerlendirmekle kalmaz. Bununla birlikte, bu cabalarin basarisizliklari ve
eksiklikleri Uzerine de derinlemesine bir analiz yapar. Eserdeki dipnotlar, okuyuculara
tarihsel baglami dogru bir sekilde anlamalariigin rehberlik ederken, makalelerdeki dnemli
noktalarin daha iyi kavranmasini sadlamaktadir. Eserin basliklari altinda yapilan
aciklamalar, metnin daha anlasilir olmasina ve cesitli tarihsel argimanlarin daha
sistematik bir sekilde sunulmasina olanak tanimaktadir.

Sonug olarak, Osmanli-Turk Modernlesmesi 1900-1930: Secilmis Makaleler, Osmanli
imparatorlugu’nun son dénemindeki toplumsal, ekonomik ve siyasi déntustmleri anlamak
isteyenler icin temel bir basvuru kaynagdidir. Francois Georgeon'un bu eseri, Osmanli
imparatorlugu’nun modernlesme sUrecini analiz ederek hem dénemin ic dinamiklerine
dair dnemli bir tarihsel perspektif sunmakta hem de Osmanli imparatorlugu’nun modern

T Kitabin 6zgUn klnyesi icin bkz. (Georgeon 1995). Bu metinde yer verilen cevirisi icin bkz. (Georgeon
2023).
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Turk devletine evrilme suUrecinin daha iyi anlasiimasina katki saglamaktadir. Bu derleme,
Osmanl  imparatorlugu'nun  son dénemine ydénelik akademik calismalarin
zenginlesmesine onemli bir katkida bulunurken, ayni zamanda Turkiye'nin modernlesme
tarihi Uzerine yapilan tartismalar icin de degerli bir kaynak olusturmaktadir.

Bir Kimlik Arayisi: Turk Milliyetciligi

Kitabin ilk konusu olan Turk Milliyetciligi, Fransiz Devrimi sonrasi ortaya ¢ikan akimlarin
Osmanli topraklarinda nasil islendigine ve bu dusuUnceye gelene kadar hangi yollardan
gecildigine dair bilgi aktarmaktadir. Ummetciligin basarisizigina paralel olarak
milliyetcgiligin gu¢ kazanmasiyla dini ritUellere bazi kisitlamalar getirilmis ve Il. Mahmut
doneminden itibaren bu durum gézle gérullr hale gelmistir.?2 Bu dénemde 6ne c¢ikan
milliyetcilik dustncesini Jén Turkler ve onu takip eden ITC (ittihat ve Terakki Cemiyeti)
tasimis, ardindan Erken Cumhuriyet déneminde Turkligu énce cikaran bir ideoloji
benimsenmistir. Buna 6rnek olarak bazi tezler ileri sGrulmus ve bdylece ulusal kimlik insa
edilmek istenmistir.® Osmanli topraklarinda dogan milliyetcilik, ilk etapta anti-emperyalist
bir karakter sergilemistir. Ardindan, istibdat yonetimine karsi bir distnce olarak gelisim
gostermistir.*

Osmanli Devleti'nde Turk Milliyetciliginin Yulikselisi (1908-1914)

Ikinci makale, birinci makalenin daha genis bir perspektifi olmakla beraber milliyetciligin
temel unsurlarina deginmektedir. Basin ve yayin alaninda 6rgutlenildigini, bunun da milli
bir dusuUnceyi yaymak ve propaganda amacliyla kullanildigini anlatmaktadir. Ayrica
Bolsevik isyanlarindan kurtulmak amaciyla Anadolu'ya gelen Rus, Tatar, Kirim Turkleri yeni
bir edebiyati Osmanli topraklarina getirerek milliyetci dustnceye yeni bir soluk katmistir.
1912 ve sonrasinda kurulan Turk Yurdu, Turk Ocaklari gibi yayin organlari yurt disindan
gelen Turklerin yogun ¢abalari ve dusunceleri sayesinde sekillenmistir. Bu yayin organlari
Osmanli Devleti'ni Turkistan bodlgesi ile bag kurdurtmaya c¢alisarak Turan birligini ve
Tdrkguluk dusuncesini  asilamaya calismislardir. Genel olarak bakildiginda bu
dusUncelerin Balkan Harbi 6ncesinde olustugu soylenebilir.®> Adaodlu Ahmet, Yusuf
Akcura ve Gaspirall ismail gibi kisilerin istanbul’a gelerek yuritmus oldudu faaliyetler
milliyetcilik dUsUncesinin TUrkcUlUk ideolojisine dénlUsmesine sebep olmustur.®

Kemalist Donemde Turk Ocaklari (1923-1932)

Tark Ocaklar, Tdrk milliyetgiligi ve kultUrdnu yaymayl amaclayan bir kurulustur.
Kurulusundan kapanisina kadar olan surecte énemli donusumler yasamistir. Frencois
Georgian, Turk Ocaklarini iki evrede ele almaktadir: 1912 6ncesi ve 1923 sonrasli. 1912 dncesi
doénemde, Turk Ocaklari milliyetgi bir egitim ve kultdr merkezi olarak faaliyet gosteriyordu.
Bu dénemde, 6zellikle Osmanl imparatorlugu'nun son dénemindeki zayiflama ve dis

2Yazarin okuyucuya yaklasimi ve daha ¢ok Cagdas Turkiye Tarihi hakkinda yaptigi calismalardan dolayi
bu kisimlari ylzeysel bir bicimde okuyucu ile paylasmaktadir. Yazarin her ne kadar yuzeysel anlatmis
olsa da bazi yerlerde kendisini katarak yapmis oldugu soru cevap seklinde ilerlemesi okuyucular icin
guzel bir beyin jimnastigi derecesindedir.

3 Burada bahsedilen olay, Avrupamerkezli tarih yaziciligindan izler tasimaktadir. Yazar burada objektif
davranmamistir.  Bulundugu ithamin kaynagini belirtmedigi gibi herhangi bir atifta da
bulunmamistir.

4 Bu konuda birkac dustncenin yer aldigina dedinmek isterim. ideolojiyi savunan bazi kesimin kendi
burjuvasini yaratmaya calismak istemesi basarisiz bir girisimle sonucglanmistir.

5Yazarin bu konuyu daha ayrintil bir sekilde anlatmasi, okuyucuya iyi bir deger katmaktadir fakat asiri
bilginin okuyucuyu yorma ve sikma derecesine getirme olasilidi yuksek ihtimaldir.

6 Jon Tarklerin olusturmak istedigi yerli burjuvazi istendigi gibi olusmnamis ve ardindan istanbul’a
gelen yeni dUsunurler sayesinde yeni bir milliyetcgilik, Panturkizm olusmasina sebep olmustur. Bu
dénemde basin ve yayin organlarn aktif bir sekilde kullanilmis ve ulus bilincinin yayilmasi igin
ugrasiimistir.

bitig Edebiyat Fakultesi Dergisi 295
Cilt/Volume 4, Sayl/Issue 8, Aralik/December 2024



Ubeyt Arslan

mudahalelere tepki olarak Turk milliyetciligi gug¢lenmeye baslamisti. Turk Ocaklari; Turk
kalturdnu korumak, milli degerleri yaymak ve Turk toplumunu bir araya getirmek
amaciyla kurulmustu. Bu donemde, Turk Ocaklarinin i¢c dUzeni égretim, arastirma, yayinlar
ve kulturel etkinlikler Uzerine odaklanmisti. Milli sairler, yazarlar ve aydinlar Turk Ocaklari
bunyesinde toplanmislar ve milli bilincin yayilmasinda énemli bir rol oynamislardir. Ancak
1923 sonrasi donemde Turk Ocaklarinda dnemli donusumler yasanmistir. Bu donemde
Turkiye Cumhuriyeti'nin kurulmasiyla birlikte, Turk Ocaklarinin rolu ve islevi de degismistir.
Cumhuriyet doneminde Turk Ocaklari, Turkiye'nin modernlesme ve Batililasma surecine
destek veren bir kurulus haline gelmistir. ic dlzeni daha cok milll egitim ve kualtur
calismalarina odaklanmistir. Turk Ocaklarinin faaliyetleri arasinda milli tarih arastirmalari,
dilin sadelestirilmesi, Bati tarzinda edebi eserlerin yayimlanmasi ve Turk genclerinin
egditimi gibi konular bulunmaktadir.”

Pan-Turkist Dusler

Panturkizm, Turk halklarinin tarihsel ve dilsel baglarina dayanarak, onlarin birlesik bir Turk
devleti veya federasyonu altinda bir araya gelmelerini savunur. Bu ideoloji, Orta Asya,
Turkiye, Azerbaycan, Turkmenistan, Ozbekistan, Kirgizistan, Kazakistan, Tataristan,
Baskurdistan ve diger Turk halklarinin yasadigi bolgelerde destekgilere sahiptir. Pan-
Tarkistler, Turk halklarinin birlikte hareket etmeleri durumunda daha guglu olacaklarini,
ekonomik ve siyasi alanda daha etkin olacaklarini savunurlar. Bunun yani sira, Tdrk
kdaltdrdnun ve dillerinin korunmasini, yayginlasmasini ve gu¢lenmesini hedeflerler. Ancak,
Pan-Turkizmm konusunda farkl gérusler bulunmaktadir. Bazi insanlar Pan-TUrkizmi
desteklerken, digerleri bu ideolojiyi tehlikeli veya gercek¢i olmayan bir hayal olarak gorur.
Pan-Turkizm; bdlgedeki siyasi, tarihi ve kulturel faktdrler gdz 6nlne alindiginda tartismali
bir konudur ve cesitli politik, sosyal ve akademik tartismalara konu olmustur.®

Ulusal Hareketin iki Lideri: Ziya Gékalp ve Yusuf Akcura

Ziya Gokalp ve Yusuf Akcgura; Panturkizm, Turkguluk ve milliyetgilik konularinda farkli
dusuncelere sahip olsalar da Turkculuk kavrami aralarindaki iliskiyi glclendiren bir ortak
payda olmustur. Her ikisinin de farkh basarilari vardir: Gokalp, dzellikle sosyoloji alaninda
basarili calismalara imza atmistir, Akgura ise tarih alaninda 6ne ¢ikan bir figlrddr. Bu,
onlari birbirinden ayiran en buyuk &zelliktir. Akgura'nin Rusya'da yasayan Tatar Turku
olmasi ve Tatarlarin Rusya'da ekonomik olarak guclU olmasi onun farkli dusuncelere
yonelmesine sebep olmus ve Turkler icinde kendi burjuvazisini yaratmak istemistir. Bu
duruma binaen Gdékalp ise Pantlrkizm'e daha toplumsal yaklasmayi tercih etmistir.®

7Yazar bu konuyu ayrintisina kadar isleyerek basaril bir calisma ortaya koymustur. Turk Ocaklarinin i
tuzugunu, yazarlarin dusuncesini ve git gide artan Uye sayisi bu durumu en iyi sekilde agiklamaktadir.
Turk ocaklarinin kapanmasinin altinda bircok olay yatmaktadir. Bunlara 6rnek vermek gerekirse
devletten ayri bir kurulus gibi olmasi onun siyasi olaylara el atmasina sebep olmustur. 1930 Serbest
Firka Uyelerinin Turk Ocaklarina Uye olmasi, ekonomik kosullar ve bazi yazarlarin halka inememesi,
Uyelerin bircogunun orta yasa sahip olmasi ve ¢cogunlukla bu kisilerin aydin kesimden olmasi Turk
Ocaklarinin hitap seklinin de degdismesine sebep olmustur. Bu durumlar 1927 Turk Ocaklari
Kurultayinda tartisiimistir. Birgcok yazar kendilerini ufak ve aydin bir kitle olarak tanimlamis ve sadece
yardim amacli olarak insanlara egitim vermislerdir.

8 Gecmisten gunUmuze dogdru geldigimizde Pantlrkizm, 1910 yillarinda bas gdsteren bir duslUnce
olmakla beraber zayif bir duslUnceye sahipti. Bunun sebebi ise ideolojiden daha 6nce gelen
Muslumanlkti. Ayrica Sovyet Rusya'nin yapmis oldugu politikalar neticesinde bircok Turkistan
devletini ayristirma politikasina gitmis ve Latin alfabesi yerine Kiril alfabesini kullanmaya zorlamistir.
Bu sebeple Pantlurkizm dusUncesi belli zamanlarda uyanisa gecmis fakat yazarin da belirttigi Gzere
siyasi nedenler yuzlinden istenilen hedef tutturulamamistir. Genel hatlariyla bakildiginda ise
Panturkizm Utopik bir dusunce olarak kalmaya devam etmektedir.

® Akcura, ekonomiye dayali Turancilik anlayisini benimseyerek kendi burjuvasini yaratmaya ¢alismistir.
Fakat bu dustUnce Gokalp'in dusuncesiyle ayni degildir. Gokalp daha ulusalcidir ve Turancihgi din, dil

296
bitig Edebiyat Fakultesi Dergisi
Cilt/Volume 4, Sayl/Issue 8, Aralik/December 2024



Osmanli-Turk Modernlesmesi
1900-1930

Azerbaycanli Bir Aydinin ilk Adimlari: Ahmed Agaoglu Fransa'da (1888-1894)

Ahmet Agaoglu, 20. yluzyillin basinda en bUyuk Turk aydini olarak kabul gérmektedir.
Kendisinin birlestirici bir yapiya sahip olmasi, Sii ve SUnnileri bir arada tutmaya calisarak
Ruslara Karsi Panislamizm dusUncesini savunmasi birlestirici bir rol oynamistir. Kendisi
sureli yayinlara onem vermis, Rusca ve Azerbaycan Turkcesiyle gazeteler yayinlamistir.
Oncelikle Rusya'da yasayan Turkleri bilinclendirme kaygisi gutmustur. ilk 6nemli gazetesi
ise “Hayat” adini tasimaktadir. Bu gazeteyi, Bakl'de tanistigi HUseyinzade Ali ve Ali Merdan
Topgubasiile Azerbaycan Turkgesiyle nesretmistir. 1905 devrimleri sirasinda ise gazete isim
degistirmis ve sirayla “irsad” ve” Terakki” adlariyla yayin hayatina devam etmistir.
Entelektuel bir yaplya sahip olan Agaoglu yapmis oldugu basarili isler neticesinde
istanbul'a gelerek burada Gokalp, Akcura gibi kisiliklerle tanismistir. Liberal bir distnceye
sahip olan Agaoglu, Serbest Firka'nin da ideologlugunu Ustlenmistir. Kemalist bir dergi
olarak anilan ve bircok Aydin kesimin de yer aldigi “Kadro” dergisindeki devletgilik
dUsUncelerine karsl uzun bir polemik baslatmistir.’

Aydinlanma ve Fransiz Devrimi Hayrani Bir Tiurk Aydini

Aydinlanma ve Fransiz Devrimi hayrani olan yazarin Ahmet Adaoglu oldugunu ve
Fransa'da gecirmis oldugu alti yili anlatarak burada 6rnek aldigi kisiler ile olan iliskilerini
anlatmaktadir. Agaoglu'nun burada Ahmet Riza ile iletisimde kaldigi gorulmektedir.
Burada Adaogdlu'nun dogu toplumlari hakkindaki dusuncelerinin gelismesini saglamis ve
geri kalmalarinin sebebinin 6zgurlik eksikligi oldugunu ifade etmistir. Makale &zetle
Agaoglu'nun Fransa ve Turkiye Cumhuriyeti'ndeki faaliyetlerini anlatmakta ve devlet
tarafindan aldigi gorevleri uyguladigina deginmektedir."

20.Yiizyil Basinda Bir Tiirk Aydininin Géziinden iran

Agaoglu Ahmet'in iran cografyasi cevresi hakkinda yazmis oldugu dusUncelerini
aktardigini ve 1927'de "Uc Medeniyet” adll eserinde belirtmekteydi. Kendisinin Karabag
bdélgesinde dogmasi ve bu bolge hakkinda yeteri kadar bilgiye sahip olmasina yetiyordu.
Agaoglu'nun genc yillarinda kendisini iranli olarak hissetmesini ve iran KultUranu
benimsediginin anlatmaktadir. ilerleyen yillarda TurklUk aidiyetinin glclenmesiyle
dusuncelerinin degistigini ve Turancilik fikirlerini benimsedigini anlatmaktadir. Ayrica
Ahmet AJaoglu'nun Farsca metinler yazdigini, brosurler cikardigini anlatmakta ve iran
tarihinde Turklerin rolund anlatmaktadir.

ve kultur olarak bir butin halinde islemektedir. Anadolu'da ve Kemalist rejim tarafindan bu daha
uygun goérulmus ve Gokalp'in geng cumhuriyetin fikir babasi olarak dUsunUtlmesine sebep olmustur.
Akcura ise Niyazi Berkes'in deyimiyle "unutulan adam” haline gelmistir. Akgcura ve Godkalp, Turk
Dunyasinin iki zit kutbu olarak bilinmektedir.

1 Makale, genel anlamiyla bakildiginda Agdaogdlu'nun yapmis oldudu faaliyetleri ayrintilar ile
anlatmaktadir. Agdaoglu'nun baslarda yapmis oldugu birlestiriciligi ileride Liberal ideolojisiyle
birlestirerek Turk dusUncesine yeni bir soluk getirmeye calismistir. Agaoglu'nun biyografisini ise
Akgura'nin anlatimlariyla elde edilmis olan bilgilere dayandirmaktadir. Fransa'da egitim alan Agaoglu
bu dénemde Jon Turkler ile Fransa'da iletisime gecmeye baslamistir. Yazarin akici dili ve agir olmayan
cumleleri okuyucuya guzel bir haz vermektedir. Lakin yazmis oldugu yazilarin sadece bu konuya ilgi
duyan, gelecege isik tutacak olan kisilere yani akademik alanda uzmanlasmaya c¢alisan kisilere hitap
ettigini sdylemek gerekir.

" Bu makale “Azerbaycanli Bir Aydinin ilk Adimlari: Ahmed Adaoglu Fransa'da (1888-1894)" adli
makalenin devami niteligindedir. Agaoglu'nun Turkiye Cumhuriyeti ve TUrk dUnyasina olan katkisi
oldukga fazladir ve Cumhuriyet'in ilk yillarinda da etkisi gérulmektedir. 1924 Anayasasinda gorev almis
CHF'nin Kars Mebusu olarak mecliste yer almistir. Ayrica yari resmi yayin organi olan “"Hakimiyeti
Maliye"de yazilar yazarak Turk dUnyasina katkilar saglamistir. Baglarda Panislamizm dusunceye sahip
olan Agaoglu Ahmet Bey zamanla aldigi egditimlerin neticesinde ulusculuk dUsuncesine kaymaya
baslamistir. Yazarin makalesinde dilimlemeye gitmesi, Agaoglu’'nun gecgirdigi degisim sUrecine isaret
etmektedir.
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Frencois Georgeon, yazmis oldugu kitapta Modern Turkiye'nin olusumu sirasinda devletin
hangi yollardan gectigini ve aydinlarin etkilendigi fikir akimlarinin ne denli faydall
oldugunu belirtmektedir. TUrk aydinlari, farkli bélgelerde almis olduklari egitim sayesinde
kazandiklari deneyimleri Turkiye'nin modernlesmesi icin kullanmislardir. Yazar, kullandigi
metodoloji ve faydalandigi ¢esitli kaynaklarla modernlesme surecindeki Turk halkinin
hangi fikir ve ideolojilerden etkilendigini ¢carpici sekilde ortaya koymaktadir.
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