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YAYIN iLKELERI, YAZIM KURALLARI VE MLA KAYNAK GOSTERME VE METIN iCi
GONDERME BiCIMLERI

-Derginin Amaci

Uluslararast nitelikte ve hakemli olmast planlanan dergimizin kurulus amaci ¢esitli kuramlar ve yaklasimlarla
Italyan, Fransiz, Ispanyol edebiyatlari alaninda ve Ttirk edebiyatinda yeni ¢alismalara olanak saglayan nitelikli
bir akademik yayin ¢ikarmaktr.

-Odak ve Kapsam

Dergimizin igerigi disiplinler arasi ve karsilastirmali bir yaklagimla yazilmis 6zgiin akademik makalelerden
olusmast planlanmakta olup, Tiirkee, Italyanca, Fransizca ve Ispanyolca dillerinde farkli calismalara yer
vermesi planlanmaktadir. Dergimiz yilda iki sayt olarak yayimlanacaktr. Yayimlanmak tzere dergimize
gonderilen tim yazilar yayin kurulu tarafindan belitlenen, alaninda yetkin hakemlerce degerlendirilecektir.

-Yayin Siklig1

MOLESTO: EDEBIYAT ARASTIRMALARI DERGISI Ocak ve Temmuz aylarinda olmak iizere yilda
iki kez yaymnlanmaktadur.

-Yayin Dili
Tiirkge, Italyanca, Fransizca ve Ispanyolca.

-Gizlilik Beyani

MOLESTO: EDEBIYAT ARASTIRMALARI DERGISI génderilecek tiim veriler (isim, elektronik
posta adresleri gibi kisisel bilgiler vb.) yalnizca Dergi’nin bilimsel ¢alismalari icin kullanilir. Bu veriler, bagka
bir amag i¢in kullamilmaz, G¢lnci kisilerle paylasiimaz.

-Telif Hakk

Makalelerdeki distince ve Oneriler ile kaynaklarin dogrulugundan ve kullanimindan yazarlar sorumludur.
Dergi’de yayinlanan makalelere telif hakki 6denmez. Yazarlar, makalelerinin telif hakkindan feragat etmeyi
kabul ederek, bastma kabul edilen makalelerin telif hakkii MOLESTO: EDEBIYAT
ARASTIRMALARI DERGIiSI’ne devretmis sayilirlar. Yayin Kurulu, makalelerin yayimlanmast
konusunda yetkilidir.

YAZIM KURALILARI

MOLESTO: EDEBIYAT ARASTIRMALARI DERGISI’ne yayinlanmak iizere gonderilen galismalarin
asagidaki kosullar yerine getirmesi gerekmektedir:

Dergi’de yer alacak calismalar, baska bir yerde yaymlanmamis ya da yayinlanmak tizere bagka bir dergiye
gonderilmemis olmalidir.

-Dergi Yazim Kurallar’na uymayan c¢alismalar degerlendirmeye alinmaz.
-Dergiye gonderilecek ¢alismalar,
-A4 dikey boyutunda, tek aralik, kenar bosluklart her bir kenardan 2,5 cm olacak sekilde hazirlanmalidir.

-Oz, Abstract, Anahtar Sézciikler, Keywords ve Kaynakea sayfast haric, calismanin metin kismi, 2750
s6zciikten az olmamak ve 12000 s6zctigh asmamak kaydiyla, Garamond, 12 punto yazi karakteriyle bir buguk
aralikla yazilmali ve Microsoft Word dosyast olarak olusturulmadir.

iii
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Calismalar, asagida belirtilen boélumlerden (sirastyla) ve bu boliimlere yonelik diizenleme ilkelerine uyularak
yapilandirilmalidir:

-Tiirkge Baglik: Calismanin Tiirkge basligi, 12 Punto Koyu BUYUK HARFLERLE sayfanin soluna yaslt
olarak yazilmaldir.

-Yabanci Dilde Baglik (Fransizca, Italyanca veya Ispanyolca): Yabanci Dilde Baslik (Fransizca,
Italyanca veya Ispanyolca) baslik, Tiirkce basliktan sonra, 12 Punto Koyu BUYUK HARFLERLE sayfanin
soluna yaslt olarak yazilmalidir.

-Yazar / Yazarlar: Baslklardan sonra, yazarin sadece adi (ilk harfi BUYUK) ve soyad: (BUYUK
HARFLERLE) 12 Punto Koyu olarak yazilmalt ve sola yaslanmalidir. Ardindan yazar ile ilgili bilgiler (unvan,
kurum ve yazarin e-posta adresi) dipnotta verilmelidir.

-Oz: Tiirkce “Oz”, 10 Punto olarak, 1 satir araligiyla yazilmali ve 250 sézciigii gecmemelidir.

-Anahtar sézciikler: Calismalarin konularini yansitan en az dort, en fazla altt Turkce anahtar sézciik
eklenmeli ve tim sozciikler #Zalik olarak verilmelidir.

-Yabanci Dilde Ozet (Fransizca, Italyanca veya Ispanyolca): “Oz” kisminda yazili olan metin Yabanct
Dilde (Fransizca, Italyanca veya Ispanyolca) verilmelidir.

-Yabanci Dilde Anahtar Sézciikler (Fransizca, Italyanca veya Ispanyolca): Calismalarin konularint
yansttan en az dort en fazla altt Yabanct Dilde anahtar sozciikler, Tirkce verilen anahtar sézciiklerle aynt
sirada ve tim sozctikler i#a/ik olarak verilmelidir.

MLA KAYNAK GOSTERME VE METIN iCi GONDERME BiCIMLERI

Kaynak gésterme, kaynakea olusturma ve gondermelerde, MLA Handbook for Writers of Research
Papers (7th edition)) kullanilmalidir.

-Ana metinde alt bagliklar, sézciiklerin bas harfleri biyiik olmak tizere kiiciik harflerle 11 punto ve koyu
yazilmalidir.

-Calismada, yapilan alintilarin ve yararlanilan kaynaklarin belirtilmesi gerekmektedir. Metin icinde yapilacak
dogrudan kisa alintilar, trnak icinde (*...”) #alik verilmelidir. Uzun alintilar (40 sozciikten fazla) ise tirnak
kullanilmaksizin, paragraf bast yapildiktan sonra soldan 1 cm., sagdan 1 cm. birakilarak, diiz ve 11 punto
yazilmali, ardindan nokta konulmahdir.

-Fotograf, sema vb. gorsel malzeme kullanlmast durumunda kaynak gosterilmesi gerekmektedir. 1zin ya da
telif konularindaki hukuki sorumluluk ¢alismanin yazarlarina aittir.

KOR HAKEMLIK VE DEGERLENDIRME SURECI
-Ko6r Hakemlik

MOLESTO: EDEBIYAT ARASTIRMALARI DERGISIne génderilen tim galismalarin hakem
degerlendirme siirecinde, ¢alismalarin yazar ve hakem kimliklerinin saklandigs ¢ift kér hakem degerlendirme
yontemi kullanilmaktadir.

-On Degerlendirme Siireci

MOLESTO: EDEBIYAT ARASTIRMALARI DERGISI'ne gonderilen calismalar, éncelikle Editor ve
Yayin Kurulu tarafindan degerlendirilir.
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Derginin amag ve kapsamina, Tiirkce ve Yabanct Dilde (Fransizca, Italyanca veya Ispanyolca): ve anlatim
kurallarina uymayan, 6zgunliik degeri tasimayan ve yayin politikalarina uymayan calismalar reddedilir.
Reddedilen ¢aligmalarin yazarlari, calismanin Dergi’ye génderim tarihinden itibaren en ge¢ on bes giin
igerisinde Edit6r tarafindan bilgilendirilir. Uygun bulunan ¢alismalar, hakem siirecine alinir.

-Hakem Siireci

Calismalar, icerikleri dogrultusunda ilgili hakemlere gonderilir. Calismayt inceleyen Yayin Kurulu Gyesi,
MOLESTO: EDEBIYAT ARASTIRMALARI DERGISI’'nin hakem havuzundan uzmanlik alanlarina
gore en az iki hakem Onerisinde bulunur veya calismanin alanina uygun yeni hakem/hakemler 6nerebilir.

-Hakem Degerlendirme Siireci

Hakem degerlendirme siireci icin hakemlere verilen siire yirmi giindiir. Hakemlerden gelen diizeltme
Onerilerinin, yazarlar tarafindan 6neriler dogrultusunda en geg bir hafta icerisinde tamamlanmasi gereklidir.
Hakemler, degerlendirmesini yaptiklart bir ¢alisma icin en fazla iki diizeltme Onerebilirler. Hakemler,
calismanin dizeltilmis halini (en fazla iki dizeltme Onerisi sonrast) inceleyerek, “yayinlanabilit” veya
“yayinlanamaz” karart vermek durumundadirlar.

-Degerlendirme Sonucu

Hakemlerden gelen goriisler, calismadan sorumlu Yayin Kurulu tyesi tarafindan en geg iki hafta icerisinde
incelenir. Yayin Kurulu iyesi, calismanin hakem degerlendirme sonuglarina gbre calisma hakkindaki
goriigiinii Editore iletir.

-Calisma Goénderme Rehberi

MOLESTO: EDEBIYAT ARASTIRMALARI DERGIiSI’'ne c¢alisma gonderecek —yazarlar

http://dergipark.gov.tr/ adresinde yer alan Dergi YOnetim Sistemi’ne Uye olarak calismalarini
gonderebilitler.

-Diizeltme Yonergesi ve Yiikleme Rehberi

MOLESTO: EDEBIYAT ARASTIRMALARI DERGISI’nde degerlendirme siirecindeki calismalar
icin, Editor, Yayin Kurulu tyeleri ve/veya hakemler, en fazla iki dizeltme veya iyilestirme Onerebilitler.
Yazarlar, Onerilen diizeltme veya iyilestirmeleri eksiksiz, agciklayict ve zamaninda tamamlamakla
yuktumliadurler.

-Caligmay1 Geri Cekme

MOLESTO: EDEBIYAT ARASTIRMALARI DERGISI yayin politikalart geregi, degerlendirme
asamasindaki calismalarini geri cekmek isteyen yazarlar, geri ¢ekme isteklerini e-posta araciligiyla Editor’e
iletmek durumundadirlar. Editotler, geri ¢cekme bildirimini inceleyerek, en ge¢ on gilin icerisinde yazarlara
donis saglar.
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THE STRATEGIC USE OF POSITIVIST ORIENTALISM IN
AHDAF SOUEIF’S THE MAP OF LOVE'

AHDAF SOUEIF’IN THE MAP OF LOVE ADLI YAPITINDA
POZITIVIST SARKIYATCILIGIN STRATEJIK KULLANIMI
Ayse CIRCIR®

Abstract: Ahdaf Soueif presents the difficult task of facing the Orientalist

Ginderildigi tarib: discourse in her tour de force The Map of Love (1999) and structures it on

24.04.2019 the strategic use of positivist Otientalism which produces an interesting

Kabul edibdsfi tarib: novelistic outcome. Soueif subverts this violent discourse with a formative

30.05.2019 . . 1y . .

Yovin . attention to, in Edward Said’s words, its paradigms of research and explores
ayinlanma taribi: o ; e . . ) .

30.07.2019 colonialism and imperialism through strategic Orientalism. Paradoxically,

academic Orientalism becomes an important source of linguistic, historical
and cultural transmission in The Map of Love and Soueif articulates a

Date submitted: heightened concern for history with this critical concept with which she
24.04.2019 explores transnational circuits of power and female empowerment. Soueif’s
Date accepted: strategic use of Orientalism reiterates visions of inclusivity and ambivalence
30.05.2019 as the defining characteristics of her contemporary hybrid females for she
Date published: . . .

30.07.2019 upholds travels between languages, continents and centuries and her hybrid

characters produce and process histories which become both national epics
and Oriental romances in retellings.
Key Words: wAbdaf Soueif, Edward Said, Strategic Orientalisn, Post-Colonialism, Anglo-Arab Novel

Oz: Ahdaf Soucif basarili yapiti The Map of Love'da (1999) Sarkiyateilik’la yiizlesmenin zorlugunu
sunar ve romani pozitivist Sarkiyatcilik’in stratejik kullanimi Gzerine kurgular. Bu durum roman
yazinina ait ilging bir sonu¢ dogurmustur. Soueif bu siddet dolu s6ylemi, Edward Said’in deyimiyle
arastirma paradigmalarina bicimlendirici bir duyarlibikla bakarak bozar ve stratejik Sarkiyatcilik
tzerinden somiirgecilik ve yayilimciligi inceler. Eserde, akademik Sarkiyatcilik celiskili bir sekilde
6nemli bir kiiltiir, tarih ve dilbilimsel iletisim kaynagi olur. Soueif bu elestirel kavramla yogun tarih
kaygisini dile getirir ve uluslararast glic halkalar1 ve kadin 6znenin giiclendirilmesi konularina
deginir. Soueif, Sarkiyatcilik’s stratejik olarak kullanarak diller, kitalar ve yiizyillar arasi seyahatin
6nemini vurgular ve cagdas kadin melez karakterlerinin tanimlayict 6zellikleri olarak dahil olma
hayali ve duygu ikileminin altii ¢izer. Bu melez karakterler, yeniden anlatimlarla hem ulusal
destanlara hem doguya 6zgti ask hikayelerine doniisen tarihleri tretir ve isler.

Anahtar sézcikler: Abdaf Soueif, Edward Said, Stratejik Sarkiyateik, Somiirge Sonras: Siylem, Ingiliz-
Arap Roman:

The Map of Love opens in 1997 when Amal returns to Egypt after twenty years as a divorcee
with two children left in England. Living in Cairo as an aloof, passive and secular intellectual, Amal

cannot confront visiting the empty family house in Tawasi, Upper Egypt and her late father is no

I'This study is based on my unpublished doctoral thesis.

2 Dr., Sivas Cumhutiyet University, English Department, aysec@cumhuriyet.edu.tr, ORCID 0000-0001-7640-0543
Cilt 2 / Say1 2
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longer a basha’ and an elite landowner after Nasser’s abolition of the titles and socialist land reforms.
In this intensely political novel about the Arab Renaissance (Nabda), Amal’s dead mother is a
Palestinian whose life is shaped by the miscarriages she had after the displacement in 1948 (Nakba).
The personal histories of the family members from Nahda to Nakba are important in understanding
the novel because Soueif associates nasab/genealogy with history and Amal is a reader, translator,
writer, narrator and interpreter in the novel that has inserted texts and translations of testimonies
in it. She is indeed a professional translator of novels, “or does her best to translate then?’ (Soueif 515),
and the novel escapes the fixity of a single and regulating consciousness with her bilingual voice.
Besides Amal’s, another voice is on the first page in italics and this is of an Englishwoman, Anna
Winterbourne, later Haram Sharif Basha al-Baroudi, and though a metropolitan informant, she
does not marginalise the voice of the colonised. Anna’s narrative indeed becomes the necessary
impulse for the historical overlap in the novel because it is, in Saidian terms, a contrapuntal text.
Furthermore, as Boccardi emphasises, female solidatrity overcomes difference in the novel
(Contemporary British Historical Novel 113) and Nash relatedly argues that “Soueif’s concern is to unfold the
solidarity of sisterhood, East and West, not to patronise the Arab Muslim women” (29). As a result, The Map
of Love becomes a contrapuntal narrative of imperial history in Egypt and of international
sisterthood.

The novel begins with a Dickensian tone, “To begin my. life with the beginnings of my life” (13),
with chapters titled “A Beginning”, “An End of a Beginning”, “A Beginning of an End” and “An
End”, beginning itself becoming a potent metaphor for the unending effects of colonialism because
as John Erickson emphasises in Islam and Postcolonial Narrative, “Every beginning has its roots elsewhere”
(6). “A Beginning” and “The End” are deceptive and the ending is constantly deferred with a
double-time structure that symmetrically puts the colonial past and the post-colonial present in a
showcase. More clearly, Soueif shows the material results of colonialism that makes an after to it
impossible, though aspired, and this recognition signals a post-colonial understanding of teleology
(Heilmann and Llewellyn 141). Likewise, Amal says, “why should I expect the story to be complete” (104),
because, as Edward Said indicates, “Texts are not finished objects” (Culture and Imperialism 312). The
trace of deferral as the result of colonialism also marks the novel’s emphasis on genealogy and,
unlike in David Copperfield, “I record that I was born” (Dickens 13), the story begins not with birth, but
with death: “she cannot — or will not — understand, and give up hope. She waits for him constantly” (4). The

novel indeed starts with a family map the members of which carry the names and the fates of their

3 Arabic words are spelled out as they are found in Western publications including Soueif’s, and italicised. Existing
spellings of the quoted materials are preserved. Basha is a title used in Egypt; Turkish pasha.

Cilt 2 / Say1 2
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ancestors. The emphasis on genealogy therefore shows that the structuring action is reading, and
writing history, and as nasab/genealogy is considered a form of history writing in the Arab East,
“The Beginning” begins with a colonial past and the present turns into a horrifying double of the
past, because as stated in the novel, “Ever God cannot change the past. Agathon” (3).

In The Map of Love, Soueif unites the diary entries and letters of Anna Winterbourne and the
testament of Layla al-Baroudi (al-Ghamrawi) at the start of the 20" century in England and the
occupied Egypt which is connected to Amal al-Ghamrawi and Isabel Parkman at the end of the
20™ century in the United States and Egypt. This cross-century story between generations of
women that gives historical details is presented through a hegemonic European discourse:
Ortientalism. Soueif’s novelistic alteration is two-fold: colonial history is transmitted between
women (Heilmann and Llewellyn 147; Boccardi, “History as Genealogy” 195) which thereby
dismantles Orientalist brotherhoods with a sisterhood and patriarchal genealogy with maternal
genealogy. The friction between smooth narrative prose and history that disturbs the serenity of
the novel is based on the catalysis of two narratives from two women, Anna and Layla, and an
authorial figure, Amal, who copies and translates texts and fills in the gaps in and between them
like an academic Orientalist. The dialectical bond between past and present is contrasted and
destroyed with chronological and narrative development and the contrapuntal history turns into
the criticism of colonial superstructures and their material results. The ambivalence towards past
and present in the novel emerges from the post-colonial subject’s confrontation with colonial
history and Soueif reflects this with the production and processing of history in a novel that is
about the fictionality of fictions, or the essential sameness of histories and literatures (Heilmann
and Llewellyn 138, 141).

In this web of filaments, another maternal genealogy complicates the novel with a
straightforward reference to Scheherazade: for the Arab Oriental, a story “can start from the oddest
things: a magic lamp, a conversation overheard, a shadow moving on a wall” (6) and, for Amal, it starts with a
trunk that Isabel brings from New York. There are newspaper cuttings in it from al-Abram, al-Liwa,
The Times and The Daily News, books of Arabic calligraphy practice, letters, diaries, a shawl, and
another shawl that can be a casual reference to the peripheries of Empire. For instance, Lady
Bertram says in Mansfield Park, ““I wish he may go to the East Indjes, that I may have my shawl. 1 think I will
have two shawls” (Austen 208) and Oscar Wilde in A Woman of No Importance talks about an
“unwanted Indian shawl” (Fletcher 338). Anna’s trunk is a treasure chest, pethaps “Pandora’s box”

(7), and there is a three-piece tapestry in it with a pharaonic image and Arabic inscription, indeed a

Cilt 2 / Say1 2
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verse from Quran: “It is He who brings forth the dead” (491) and “from the dead come the living” (516).*
Perhaps a reminder of the flying carpet of the Arabian Nights, or a nod to Penelope of the Greek
mythology, the “magical tapestry” (4306), as Layla calls it, is woven by Anna with Egyptian cotton
depicting Egypt’s pharaonic history together with its Islamic heritage. In the course of the novel,
the tapestry will become the overlapping and contrapuntal history of the metropolitan West and
the colonial periphery and a symbol of cultural transmission and separatism.

As the tapestry shows, Soueif emphasises and celebrates the plurality of voices (also of the
individual), and her primary concern is the asymmetrical power relations in the representation of
the imagined Orient. She explores this especially with Amal because the fundamental problem for
the post-colonial subject is the very existence of the archival material, and to read it, which is a
troubling exercise as Amal sorts out and labels papers as an academic Otrientalist by type and size
of paper and colour of ink. Her encounter with the colonial past of Egypt turns into a testimony
which is more problematized through her ongoing hybridisation, or “metropolitan hybridity” (Maleh
4)°. As an Arab/Muslim® woman educated in the imperial centre, Amal fluently speaks the imperial
language like the other female protagonists of Soueif and she has read about Orientalism and is
“critically aware of the consequences of colonialisn?”> (D’ Alessandro 34) which emerge at unexpected places
in the novel. Well-read into history and politics, Amal is a Saidian intellectual inspired by the exilic
position of others, and exilic herself, and for Amal, the tension while reading history is that bearing
witness is demanding and beginnings are not easy because the present is a troubling double of the
past.

Amal’s act of historical witnessing is what Mohja Kahf desctibes as wagf ‘ala al-atlal in her
article on the English translation of Huda Sha’rawi’s memoir, Mudbakkirati. Kahf indicates that
memoty is connected with space for the classical Arab poet as he establishes his genealogy and
stands before the memory site. For the poet, remembering is to stand because he always figuratively
stands before the campsite in order to start speaking and this is a conceit in Classical Arabic
Literature known as wagf ‘ala al-atlal/ standing at the deserted site (Kahf 35). Similarly, Amal sets
out to the empty family house in Tawasi, alone with the trunk, to mourn and to witness. There,
she painfully remembers her ancestors; however, it is not only Amal, but also Isabel, who “&new

some of her own bistory must be” in the trunk (7). There are many papers and documents in it in Arabic

* The Quran al-Rum 30: 19: “He brings forth the living from the dead and the dead from the living. He gives life to the
earth after its death, and you shall be raised to life in the same way”.

> See also Radhakrishnan 159.

6 Arab and Muslim are used interchangeably throughout the present study.
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that Isabel cannot read and an interesting exchange starts with translation. Isabel is an American
journalist doing a project on millennial views in Egypt and Amal will help her understand the texts
and Egypt itself, which is a text for her, perhaps a blank paper at the start, because as Soueif states
in Megzaterra, “Egypt more than most countries, tends to be regarded as a free-for-all; its heritage common fo all
comers, and every season brings a crop of new books about it, written by American women” (248). With the
translation of some personal documents, Amal starts reading history, which becomes a memorial
practice and turns into a writing of it, and Isabel will surprisingly find her roots, too. The story
coming out of the trunk, the “Anna story” as Amal names it, becomes a novel in the imperial
language that is contaminated with the voices of both the Egyptian efendiyya/Western-educated-
men and fellaheen/peasants in transliterated Arabic.” Although Amal says this is not her story, she
tinds about her past as she unpacks, unwraps and unravels the archive like an Orientalist scholar
and reads and reads Anna’s words that she almost learns them by heart.

Amal is now in the English Autumn of 1897 and, as the novel shuttles between past and
present, she imagines herself as Anna and identifies with this English lady. Amal’s position is
complicated because she writes the Anna story, and writing reminds colonial acts, but as a reader
and translator of novels, she also translates Layla’s testimony into English which turns into a lost
text. Paradoxically, Anna becomes as real as Dorothea Brooke to her and this is one of the
problems this post-colonial text poses: a literary character identifies with another literary character
and, more than that, a post-colonial subject identifies with the culture of the coloniser.
D’Alessandro describes this tension as an “awkward identity crisis” (12) and English Literature, more
specifically the novel institution, becomes a site of alterity and ambivalence for the post-colonial
subject with its shaping and distorting influence while academic Orientalism ironically becomes an
illuminating tool for the Oriental subject.

Amal slowly understands that Anna’s diary illustrates the difficulties of the metropolitan’s
burden of witnessing. It is filled with “/a/k of India and of Ireland, of the Queen and the Canal, of Egyp?”;
“The question of whether savage nations had a right to exist’, and “Darwin and the survival of the fittes?” (13).
Anna is under stress and confusion, perhaps estrangement from the English society in the

periphery of the Empire, and her diary becomes a site of public and personal history, because as

7 Fallaheen (also fellahin, sing. fellah) means “peasants” in Arabic. Effendiyya (also afandiyyah, sing. ¢ffendi), a popular term
with a blurred meaning depending on the social context. Lisa Pollard describes ¢ffendiyya as “bourgeois Egyptians”
(249-269). It means landowner, ruling elite or the Ottoman bureaucrats who adopted Western dress and ideas after
the Tanzimat reforms (1839-1876). See Eppel 2009; Amar 2011; Said, Orientalism 306. A Western-style dress
distribution outlet in Egypt, Omar Effendi, uses the word ¢ffendi for the brand and Mamoun Fendy indicates that this
is a conscious move for the word signifies state bureaucrats and thus power (393).
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Amal says, ““The personal is political,” I quote” (338). While Amal reads about the Scramble for Africa
in the diary, Anna loses her husband Edward who witnesses the atrocities of the Empire in the
Omdurman War (1898) and, in mourning, she regularly visits the South Kensington Museum in
London and finds consolation in Frederick Lewis paintings. After this textual encounter with the
imagined Orient, she decides to go to the British-occupied Egypt with a company of English
aristocrats and her Oriental adventure begins. Cross-dressed as a European man in the desert, she
wants to see the Sinai with an Arab manservant, Sabir, but is mistakenly abducted by Arab
nationalists on the road. They cannot release her fearing it might cause more trouble because she
is an aristocrat Englishwoman on the occupied country. Therefore, Anna is brought to the house
of an Egyptian pasha, and a man of law, Sharif al-Baroudi. There, she meets Layla, Sharif’s sister
who also writes a testimony and, as a sign of hospitality, Sharif accompanies Anna in her desert
journey till she is safely restored to the English life in the symbolic Shepheard’s Hotel in Cairo
where she can panoptically see the Orient (D’Alessandro 54). Anna’s journey becomes a rare life
changing experience —with a domestic resolution that will be broken— because she marries Sharif
in a turbulent political climate that shatters Egypt and Sharif is assassinated at the end which forces
Anna to return to England with Nur al-Hayah, their only daughter.

In The Map of Love, texts replicate texts and characters replicate characters; texts also travel,
not to say characters (Moore 153). Languages are appropriated, stories are produced, history is
reproduced and there is a continual process of repetition and displacement which is the result of
witnessing trauma. In this mobile novel, the setting smoothly changes from late Victorian and
Edwardian England to modern day New York and Cairo with Amal, Isabel and Omar al-Ghamrawi
and Anna, Layla and Sharif al-Baroudi. Amal’s brother Omar, “the ‘Molotov Maestro™ and the
“Kalashnitov Conductor” (17), is indeed a loosely portrayed Edward Said (Malak 145; Moore 148;
Valassopoulos 32; Boccardi, Contemporary British Historical Nove/ 108). It should be noted that Said
is labelled the Professor of Terror by Commentary and, like him, Omar is a pianist, a conductor and
writer of books: “The Politics of Culture 1992, A State of Terror 1994, Borders and Refuge 1996 (21).
This repetition shows that Soueif constructs archives of selves and what ties these is a distinct
Arabo-Islamic understanding of witnessing that is established with genealogy: Anna and Sharif are
the Victorian mirrors of Isabel and Omar, and Amal, the classical Orientalist-substitute is the
grand-daughter of Layla. Boccardi indicates that “genealogical relations extend horizontally in the present
as well as vertically with the pas?’ in the book (“History as Genealogy” 199) and Soueif reveals that
Isabel, Omar and Amal are grand-cousins. There lies the importance of the tapestry because from

the dead comes the living.
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On the surface, the novel is Oriental and exotic, and very familiar to the European reader
except for the bleak ending that Moore desctibes as “sentimental dénonement” (151) but, in particular,
the reader finds an analogy with Said’s colonial discourse analysis. At the start of the novel, Anna
hopelessly writes about a son who is sent “up the Nile to ‘learn Arabic, keep a diary and acquire habits of
observation and self-reliance and not to imbibe Jingo principles” (13). As Said indicates in Culture and
Imperialism, disgraced younger sons are sent off to colonies” (75) and Anna wants to be like one of them,
though shameful it is. At this moment, Soueif gives hints about an Oriental adventure and slowly
and strategically manipulates the course of the narrative by which the novel turns into a parody of
the Otientalist discourse and a mock narrative of captivity stories and romances about the imagined
Ortient. Soueif frequently returns to Edward Said’s discussions of academic Orientalism in her
novel and gives it in a novelistic content. More to the point, she strategically uses Orientalism so
as to subvert it and offers an interesting understanding with a positivist use of it. Her concern is to
create a real Orient that is absent in Said’s criticism and she gives voice, form and history to the
orientalised Oriental which makes the novel contrapuntal. As Boccardi states, Soueif “re-imagines
the situation posited by Said but redefines, at least in part, bis pessimistic ontlook on the very possibility of a
meaningful interaction between the West and the Orient in two ways” (Contemporary British Historical Novel
107).

In this post-colonial novel, Soueif draws attention to approptiation, ot Arabisation, of
EBuropean cultural forms, such as the novel genre, to deconstruct the Orientalist discourse.
Appropriation is the subversive use of imperial cultural forms and languages and The Map of Love
resists political and cultural hegemony in its treatment of language. In the novel, the attitude toward
language, and to imperial languages, is very complex and Soueif dismantles the centrality of English
by appropriating it. Noticeably, The Map of Love is an English-Arabic novel because, as Soueif
undetlines in an interview, Arabic becomes a veil in it. She indicates that the novel has an authentic
Arab voice in its English expression which culminates in the Arabic word wigdan/inner soul,
passion and sensibility (Massad and Soueif 89). D’Alessandro emphasises that none of the
characters speaks his or her native language, but always a mix of languages that she describes as “a
search for one’s identity” (33), as Amal says, “We speak as we ahvays bave: Arabic inlaid with French and
English phrases” (200). It is important too that, as Dalal Sarnou underlines, Soueif is conscious of
the depth of Arabic and has “no personal history of opposition or rejection of English” (72). Claire Chambers
also observes that “Soweif’s use of English is like a translation in the sense of forcibly monlding the dominant

langnage to reflect the cadences of Arabic” (British Muslim Fictions 248).
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As the principal narrator, Amal does not report in standard English and Soueif shows that
language and identity are interdependent in a distinct post-colonial understanding (Ashcroft,
Gritfits and Tiftin, Empire Writes Back 53, 71). In In the Eye of the Sun, an earlier publication, Soueif
italicises Arabic vocabularies, but there are dialogues in transliterated Arabic in The Map of Love and,
although Soueif provides a glossary as a cultural, literary and historical commentary, the novel
presents the native language as a metonymic gap. A refined form of abrogation, metonymic gap is
a cultural gap when unglossed words, phrases or passages from a first language are inserted into a
text that creates a sense of distance because the reader might be unfamiliar to them (Ashcroft 75,
115; Ashcroft, Griftits and Titfin Post-colonial Studies 62; Ashcroft et al., Empire Writes Back 152-153).
Likewise, many of the Arabic vocabularies in The Map of Love do not appear in the glossary which
is, in post-colonial terms, selective lexical fidelity and, with metonymic gaps and abrogation, Soueif
points to the difference between cultures stressing “zbe importance of discounrse in interpreting cultural
concepts” (Ashcroft et al., Empire Writes Back 63). The novelty is not the insertion of Arabic into a
novel in English, but the attention Soueif pays to the variations of language while code-switching.
She brilliantly captures the Victorian diction of Anna and the American English of Isabel besides
colloquial Arabic, especially of women. As a post-colonial novelist, Soueif mimics, with astonishing
plausibility, the characteristic tone and plausibility of every non-Arab character, even the grammar
mistakes of Anna when she speaks Arabic, and Moore says that Soueif carefully inscribes different
pronunciations of English, elementary standard Arabic, idiomatic Egyptian Arabic and even body
language in the novel (153). Albakry and Hancock similarly emphasise that “Soxesf uses language and
specifically code switching as a potential means to convey |...] themes in her novels” that is shown by the
“dichotomy between al-fusha and al-ammiyya”; the high and low varieties of Arabic (228).

As the principal narrator, Amal is an interpreter more than a translator in the novel and there
is always the risk of foreignizing translation for the post-colonial subject. Editorial intrusions,
footnotes, glossary, explanatory prefaces, if made by the author and situated outside the text,
represent a post-colonial reading rather than writing and the post-colonial Other becomes the
Other as reader/interpreter. Ashcroft et al. describe such writing as “zuterpretative space” and indicate
that “The post-colonial writer whose gaze is turned two directions, stands already in that position which will come
to be occupied by an interpretation for he/ she is not the object of an interpretation, but the first interpreter” (Empire
Writes Back 60). As an interpreter, Amal hesitates to translate some words and the Arabic word
zagharid, for example, the untranslatable joy-cries of women, always appear in Arabic in the novel
(Hassan 763) although there are some scenes in I the Eye of the Sun which depict zagharid as exotic

and therefore Oriental. Tarab is also a difficult word to translate, as Amal says, “a paragraph of
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explanation for something as simple as a breath” (515). At another moment, she yearns: “How do I translate
tarab’ |[...] without sounding weird and exotic, describe to Isabel that particular, emotional, spiritnal and even
physical condition into which one enters when the soul is penetrated by good Oriental music?” (332). Hassan
indicates that with zarab Amal “suggests that the risks of foreignizing translation range from undue estrangement
to (self-)exoticisns” (763) and it is clear that glossing underlines alterity and ambivalence in the novel.
As the “most primitive form of metomymy” (Ashcroft et al., Empire Writes Back 60), the glossary
emphasises genre definitions and borders because the frames between languages and genres get
lower and lower in this translational novel.

While appropriating, Soueif pays attention to the palimpsestual history of Egypt and defines,
tor example, abeih as “title of respect for an older brother or male relative”, respect appearing with continued
emphasis in the novel, and although it does not appear in the text, she passes a note about abla (f.)
indicating that the two words are Turkish. These words are defined with Egypt’s history under the
Ottomans but, for the word e¢ffends, Soueif solely emphasises education in the imperial centre
although it is also of Greek-Turkish origin: “an urban (Western—) educated man (see Basha)” (519). Soueif
does not address ¢ffend’s Ottoman connotation and emphasises it later with basha: “Ottoman title,
roughly equivalent to Lord’ [...] titles in use in Egypt — and all conntries subject to Turkish Ottoman rule — were
Effends’ (an urban person with a secular education and wearing Western dress — althongh not Western himself)”,
and “(Turkish: Pasha)” (520). This detail is very important because the title for Sharif appears as
pasha in Anna’s writing and as basha in Amal’s rewriting which shows that language speaks through
the colonial history of Egypt in the novel.

Parenthetically to note about ¢ffend: is that the focus on Western dress is important because,
as Massad indicates, the sartorial changes of the characters result in an epistemological change
(Massad and Soueif 82). On the other hand, the attention to clothing can also be read as a reminder
of the Orientalist fashion that swept Europe (D’Alessandro 82; Bulfin 427; Inal 150). In novel’s
diverse locations, there are discussions about sartorial items and “peignoir”, for example, reminds
Amal of Anna Karenina, Sharif and her father. As a French word, peignoir is a cultural signifier and
reminder of colonial history for Amal because she can imagine Sharif only in European dress and
that is how Anna and Layla describe him; as an ¢ffends. Amal also recognises also that has never
seen her father and her brother “iu the old costume of an Egyptian gentleman” (254). When Anna and
Sharif first meet in his house, Sharif is in Western dress and Anna is cross-dressed as a European
man. When she sees Sharif in Egyptian dress for the first time, Anna cannot recognise him and
when Sharif sees her for the first time in a gown, he questions, though indistinctly, Anna’s imperial

background. On the other hand, Anna wears veil in the journey to the Sinai that she defines as a
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“liberating thing’ (195) because it gives her the power of gaze while making her invisible and, when
captured by the nationalists, Anna is presented one of the Egyptian gowns of Sharif. Soueif also
shows Anna’s nervousness about the dress code for the Khedive’s ball at the ‘Abdin Palace and
her imperial obligation that speaks through sartorial items:

as I knew that Moslem notables were to be present I thought it would provide me with

adequate covering and would not cause offence. We are after all in their country. But I did

wear Lady Winterbourne’s tiara and my mother’s amethyst necklace and I believe I did not

disgrace the Empire! (94).

The veil that hides Anna’s European identity and her numerous sartorial changes throughout
the novel attest to the disappearance of her moral and authoritarian gaze and make her
metropolitan background invisible. Anna is also the invisible translator of the articles Sharif writes
for European journals against the Occupation and, in a similar vein, Amal becomes the invisible
translator of Layla’s testimony though she regularly reminds herself with disruptive involvements.
As Hassan indicates, The Map of Love “draws attention to the ‘invisible’ agency of the translators and to the
Sluency’ and ‘transparency’ of their translations” that mafkes it a “translational tex?’ of Anglophone Arabic
literature (754). Like in other translational texts, the language of the colonised becomes the veil of
the text and the Arabisation of English shows that translation is a theme to question Orientalism
and the stylistic elements in the novel maintain its centrality.

The cadences in the characters’ use of Arabic and Soueif’s para-textual refinements for the
international reader demonstrate that she expertly weaves elements for her poly-vocal text. In the
glossary, Soueif neatly defines most of the Arabic vocabulary and confidently talks about Egyptian
history. It is also noteworthy that she explains every day Islamic phrases, such as “al-bamdn-l-illah”,
“la hawla wala quwwata ill b-Illal” and “Allabn Akbar’ as some of her characters use Islamised
English. Arabic proverbs also appear with intensity in the novel in beautiful English translations:
“ber thirst for adventure was watered’ (243); “the montkey, in bis mother’s eyes, is a gazelle” (281); “A bean does
not have time to get wet in your mouths’ (284) and “if Anna had asked for bird’s milk be would have bronght it
to her” (392). In the interesting glossary, on the other hand, Soueif’s prevailing political tone is
prevalent and the Balfour Declaration is included, but with a quote: “His Majesty’s Government looks
with favonr upon the creation of a national homeland for the Jews in Palesting” (520). Soueif also glosses
Jama‘at Islamiyyah and some slogans in Arabic, for example Sallim silabak ya Urabi of the ‘Urabi
Revolt of 1879. Ibrahim Abu-Lughod indicates that modern Egypt experienced three major
revolutions within three generations: in 1879-1882, 1919-1921 and in 1952 (325), and later Tahrir

Revolution and, as will be explained, the idea of a post-colonial liberation in the novel clusters
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around the etymology of the Arabic word #ngilab/tevolution. By reminding the slogan, and
explaining it for the international reader, Soueif creates space for the cultural memory of the
Egyptians as the novel chronicles the “‘Urabi Revolt, the Saad Zaghloul’s 1919 Revolution and the
British Occupation in a contrapuntal structure.

With equal emphasis, Soueif writes about Coptic cultural memory to remind the persecution
of Christians in Egypt during the reign of the Roman Emperor Diclidianus and it is an important
part of Egypt’s palimpsestual history. This makes the glossary a historical reminder of imperial acts
that are not limited to European imperialism. Similarly emphasised is corvée: “forced labour — employed
Jor large national projects like digging the Suez Canal, but also for work on the Pasha’s or the Khedive’s lands”
(521). As a French word, corvée reminds the death toll over the Canal, especially the wars over it,
and the ‘Urabi Revolt, because with corwée Ottoman Suzerainty in Egypt, or “Swuez-erainty” as Bulfin
describes, becomes “Swez-cide” (438) and Egyptians start to claim their country and the canal.

Corvée shows that Soueif deconstructs the Orientalist discourse with the language of the
coloniser and she suggests another similar resistance with the word harem (Shao-Pin 87), the
imaginary sensual space of the Orientalist discourse. Reina Lewis states that harem “Zs zbe most fertile
space of the Orientalist imagination” (4) and Malek Alloula notes that “a single allusion to it is enough to open
wide the floodgate of hallucination just as it is about fo run dry” (3). Hassan also emphasises that the women’s
quarter in the Otient “evokes the well-known discourse on the harem — frons Montesquien to Ingres” (761).
Extrapolating from similar insights, Soueif does not use the word harem in the novel and it only
appears under haree in the glossary although she glosses haraam, haram ‘aleik and haram. Against
harem, Soueif offers an alternative space with baramlek and salamlek to underline the sexualisation
of the Orient in the Orientalist discourse. As she describes, baremlek is “the area in a house reserved for
women” (522) and salamlek is “part of the house where men can move freely (as opposed to the haramlek, where
they can go by the permission of the women)” (525). By a careful rejection, Soueif shows that baremlek is a
place where intellectual and artistic endeavours take place by women and about women, and unlike
harem, haremlek is a real place where women are historical agents. Despite the Orientalist
connotations, Catherine Wynne argues that Soueif represents “harem as desirable domestic place” and
that she achieves this by aligning her writing with the 19" century (English) women travellers (56).

Harem as an empty signifier shows that language is a signifier of place and this is underlined
in Soueif’s attempt to capture the metropolitan’s imagination of the Orient as an empty and static
place. When Anna first arrives Egypt, she cannot recognise that she is in Alexandria and only after

seeing an Arabic script, she gains spatial consciousness:
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I fancy I am not really in Africa yet, for certainly this place, from what I have seen so far, seems

to have more of the Europe of the Mediterranean in it than anything else, and were it not for

the costume of the native Arabs and the signs in their language, you might fancy yourself in

some Greek and Italian town (58).

Anna’s knowledge of the Orient is textual because she is familiar with the Orientalist discourse
and, while at the Shepheard’s Hotel, one of the symbols of Egypt’s colonial past, she “is possessed by
the strangest feeling that still [she is] not in Egyp?” (102). Edward Said indicates that the actual encounter
with the Orient changes the perception of the Orientalist as he feels betrayed and Anna’s spatial
ambivalence perfectly illustrates this. When Alphonse Daudet’s Tartarin arrives in Algeria in 1872,
he “sees few traces of ‘the Orient’ that had been promised him, and finds himself instead in an overseas copy of bhis
native Tarascon” (Said, Culture and Imperialism 222). With Anna, Soueif hints at the discussions about
the implied real Orient in Said’s writings and Anna will later state that the Orient that she sees is
not the Orient as it is represented by the West. As Valassopoulos indicates, “several incidents thronghout
the book as well as the structure of this novel lend themselves readily to post-colonial criticisn’” because “the novel
employs varying identifiable strands in post-colonial theory and criticism” (29-30).

After her spatial shock, Anna starts learning Arabic, but “could not yet readily tell where one word
ended and another began” (81) because, as Amal indicates, there are not any gaps in cursive Arabic. In
this scene, the ambivalence arising from language is reflected through the inner monologue of
Amal concerning a colour card: “You can say with certainty ‘this is blue, and this is green’ but these cards
show you the fade, the dissolve, the transformation [...] And you? You are in between; in the area of
transformations” (66). The colour card strengthens the idea of language as a symbol of ambivalence
in the novel, and by implication, Soueif emphasises that it is hard to know where one culture ends
or the other begins in the archive of the self and where the past ends and the present begins in the
memory of the individual. Leila Ahmed in 4 Border Passage similarly emphasises the role of native
language in the identity construction of the post-colonial subject and underlines an important fact
about cursive Arabic. English is always valued over Arabic in her family and Ahmed indicates that,
as an English schooler, she sees her mother inferior because they converse in Arabic and she loves
Arabic music. One day, his father, a distinguished engineer, starts writing his memoirs on his death
bed after being radicalised because of his opposition to Nasser’s High Dam, and she inherits the
papers. However, the archive is indecipherable, as she says, she does not have the “easy mastery of
the cursive Arabic” (23) Unlike Ahmed, however, Amal can understand the Arabic handwriting of
her grandmother Layla and Soueif shows that language never operates to flatten differences in the

novel, but to make characters plural. Soueif’s abrogative strategy that puts Arabic words abruptly
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in an English text, and thus needs a mediator-translator like in the Orientalist discourse, thus
demonstrates a re-evaluation of Said’s Orientalism and its continuing significance for the novel.

The most creative preoccupation with language in The Map of Love is Arabic conjugations and
etymological explanations that make the novel a site of linguistic control for the post-colonial
subject. As Moore states, this also strengthens the cross-cultural correspondence between non-
Egyptian/non-Arab and Egyptian/Arab characters (151). Boccardi also observes that “/inguistic
mediation in the novel is an important dimension of productive cultural understanding” (Contemporary British
Historical Novel 113). In a symmetrical narrative pattern, Layla teaches Anna Arabic and Amal too
teaches Isabel Arabic. While explaining the structure of the language, Amal says that everything
stems from a root which acquires new meanings with conjugations. Her example is ga/b/heart from
“g-1-b” and the conjugation will show that “coup” and “heart” come from the same root in Arabic:

in the case of “qalb” you get “qalab”: to overturn, overthrow, turn upside down, make into

the opposite; hence “maqlab™: a dirty trick, a turning of the tables and also a rubbish dumb.

“Magqloub”: upside down; “mutaqallib”: changeable; and “ingilab™: a coup” (81-82).

Qalb/heart becomes ingilab/ coup and the conjugation shows that the concern in the novel
is a political and post-colonial questioning through language. As a mono-lingual English-speaker,
Isabel is astonished at this change and Soueif points to her textual understanding because she asks
for a book. On the other hand, although Isabel has textual attitude, as ““zbe good Westerner” (Adawalla
448), she is able to define the structure of the native language with positivity — fertilisation: “/zke
ovae; the queen in the centre, and all the other eggs, big and little’ (82). Her recognition can be interpreted
as a signal of unlearning and recovering from the Orientalist discourse and Empire because, as
Moore says, the use of Arabic competency can be an “zndex to character sympathy” in the novel (1506).
Hassan similarly indicates that

Arabic-language competency of Western travellers and residents in Egypt is an index to their

politics, so that no provision is made for orientalists with superb language skills who serve as

the agents of imperialism (although good orientalists are prominent in the novel) (757).

Albakry and Hancock emphasise that “zuterspersing of Arabic is a linguistic technigue that might
signal the main western characters’ growing intimate relationship with the country” (226). Likewise, in the novel,
Anna tells Dean Butcher her desire to learn Arabic and he jokes about the Mw‘allagat, the most
famous Seven Odes of Arabic poetry hung on the walls of Ka‘bah in Mecca before Islam. Suddenly,
Anna recognises that Mu‘allagat and Mu'allagah, her famous church in Cairo, share the same root,
but Amal abruptly cuts her narrative and explains the etymology: ““/4, /, ¢: 7o become attached, o cling,
also to become pregnant, to conceive; and in its emphatic form ‘a, ll, g: to hang, to suspend, but also to comment”
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(90). In Islam, surah al-‘Alaq in Qur'an is believed to be the first revelation to the Prophet
Muhammed and a/- @lag means the clot. As the first command to Prophet Muhammed, a/-‘@/ag also
means the imperative “read” and this conjugation exemplifies the key intention of Soueif because,
with mu‘allagat, Anna comprehends the structure of the native language with positivity and fertility
like Isabel, and starts understanding Arabic. Here, Soueif also strengthens the assumption that the
post-colonial Muslim subject holds linguistic control because, as the interpreter Other, only Amal
can explain the conjugation.

Mu‘allagat can also be traced at Anna’s tapestry that becomes a hanging poem (Moore 151).
As a memory collector, Amal unites the three pieces of the tapestry together as she unites stories
and this reminds Isis, an Egyptian goddess, who mourns the deaths of her beloveds. Together with
Osiris, Isis appears on the hybrid tapestry of Anna and Adawalla indicates that Amal’s story
parallels Isis who “gathers the pieces of Osiris’ dismembered body scattered all over Egypt to give him eternal life”
(449). Isabel’s name demonstrates another significant parallel for it means, as explained in the
novel, “Isis the Beautiful” (22). This way, Soueif points to cultural crossings and Amal slowly gives
up categorising Isabel as “#he American” and starts addressing her by her name (Moore 147).

Names also serve as potent illustrations of imperialism and colonialism in Egypt and Soueif
points to this with the Arabisation of the names of the colonial officers. A ghostly trace on the
consciousness of the Arab post-colonial subject, Evelyn Baring, L.ord Cromer, is known as “Over-
Baring” (Chambers “An Interview with Leila Aboulela”, 86-87) in the Arab East colonies of the
Empire and he is “e/-Lord’ among the locals in The Map of Love. There are frequent references to
Cromer’s colonial administration and, in Megzaterra, Soueif indicates that the West is “personified in
Egypt then by Cromer” (269). Anna writes that Cromer himself speaks no Arabic except for wmshi/go
away (71) and that his nickname, Mina, illustrates his coloniser attitude. Nina Baring, Lord’s wife,
tells in the Agency that “the Earl used as, as a child, to pick up any object he could carry and cry
“mine-a, mine-a’ till that became bis childbood name” and Anna sarcastically says that the Lord wants to
have Egypt for himself alone and the childish word Mina “accounts for his attitude to Egyp?”’ (66). E/-
Lord, in another instance, serves as a password for Anna when she is mistakenly abducted by the
young nationalists. It is the only word she can recognise in the stream of Arabic and Anna is
extremely astonished when one of her abductors addresses her in eloquent French. She realises
that she has never been spoken to by an ¢ffend: before and, like other English people in the occupied
Egypt, she only converses with Arab servants who can barely speak English. Moreover, Anna feels
that she forms her understanding of the country, the people and their culture on this limited basis

and cannot understand why, because it is the talk in the Agency, ¢ffendis “should be considered less
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Egyptian” because of their fluency in French (106). Harry Boyle, the Oriental secretary, who earns
the nickname enoch/eunuch because he always walks with Lord Cromer says, “Effendis are not real
Egyptians and their opinions can therefore be safely neglected” (98). On the other hand, as they speak French
and are educated in the imperial centre, ¢ffendis are not welcome by Egyptians as well.
Paradoxically though, French, as the language of the previous coloniser (Layla’s house is
furnished in the French-style and Anna does not like it), is the medium of linguistic equality
because, before Arabic, Anna converses in French with Layla and Sharif. Sharif thinks that French
makes them “foreigners both” (157) and it is hinted in the novel that, although he understands the
language of the coloniser, Sharif never speaks English because of the Occupation that exiled ‘Urabi
and his uncle, muted his father and killed a lot of Egyptians. As Boccardi indicates, French is “a
nentral means of communication between Anna and her husband’ (Contemporary British Historical Novel 113)
and Albakry and Hancock emphasise that French as a “rivaling colonial langnage is used to erase the
boundaries and the class distinction between the Empire and the other” (230). On the other hand, Edward
Said acknowledges that all empires were not the same and France’s empire “zhough no less interested

>

than Britain’s in profit, plantations, and slaves, was energised by ‘prestige”, reproduced itself in the periphery
and justified territorial acquisition by irradiating genius (Cw/ture and Imperialism 204). 1n that respect,
Soueif’s treatment of French can be considered, as Moore obsetves, “a slightly odd elision of France’s
colonial ambitions” (151).

As the examples show, identity problems cluster around the use of imperial languages and
Soueif discusses this also with Arab characters who speak broken or real life English, especially the
Arab servants whose voices rarely find place in Orientalist writings. Anna is in the Sinai in the
company of Sharif and the loyal manservant Sabir protects her. Amal imagines a scene in the desert:
““They no English,” he says, then again: You happy now?’ Yes,” says Anna, ‘very happy.” Sahara,” he says.
Tents, camels, fire” (190). Sabir will later be of use because of his English and will work in Sharif’s
employ and, like Sabir, Harry Boyle makes himself useful to Lord Cromer with his command of
spoken Arabic because, as Michael Edwardes observes, few of the colonial administrators “really
bothered to learn language of the people they ruled with any fluency” (qtd. in Said, Culture and Imperialism 183).
Hassan emphasises that Boyle is the translator-forger in the novel; the author of a letter “allegedly
written in Arabic about a planned uprising, intercepted by the British [.. .| and sent to the Foreign Office in London
in a last-ditch effort to support Cromer’s unsuccessful bid for military reinforcements in Egypt” (763). Originally
composed in an absurd English, Boyle’s letter talks about the Oriental mind and although Boyle
invents a translation for an imaginary Arabic letter, it is translated without an original. This

untranslated letter is re-translated into French and Arabic and is meaningless in all the three
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languages. It is but a proof of Boyle and Cromer’s Orientalist understanding of the native mind,
language and character.

Language is mobile, hybrid and appropriated in The Map of Love, but sometimes the post-
/colonial subject cannot speak and is completely suppressed. After the defeat of Colonel “Urabi,
Sharif’s father, a fellow of the Colonel, speaks only with quotations from Qur'an besides hadith and
daily Islamic phrases and his non-enunciative position complicates the understanding of language
in the novel. When the Revolution fails, Colonel ‘Urabi, Mahmoud Sami (Sharif’s paternal uncle)
and another six men were exiled from Egypt and Khedive Tewfiq summons Sharif and says that if
his father stays silent, no harm will be done. The father then locks himself in the house and holds
fast to his shrine denying himself the right to speak and echoing the sacred word of the Qur'an and
hadith. Sharif describes him with the Arabic word magzub and Amal tells that he is forced by the
colonisers and the ruling elite to be a magzub: “one drawn to (God) by religions fervour to the extent that he
separates bhimself from all worldly matters — and (the worldly) part of his mind”’ (524). This incident shows
that language is a problem in itself and, like the Arabic magzub in the English text, the father
disappears in colonial history.

The silence of Sharif’s father is close to the silence of Edward, Anna’s first husband, and will
be the silence of Anna. Hassan remarkably argues that, unlike Joseph Conrad’s Kurtz, Edward
does not “seek redemption through story-telling’; he is led “by disillusionment and guilt to withdrawal into
silence”, and his silence becomes his death (760). Similarly, Anna’s diary ends with the assassination
of Sharif and she only writes brief letters to Layla after returning to England that only mention
Nur. In fact, Anna’s silence is confined in the English “no”; the only and the last word she says
when Sharif is killed. His death is described by Layla alone: “‘No,’ she cried — and it was an English
no” (501). With the English “no”, Anna’s story returns to where it begins, “But she cannot — or will
not — understand, and give up hope. She waits for him constantly” (510), and she disappears from the
narrative. The al-Baroudi family never learns who killed Sharif and, alongside Arab characters,
Anna suffers under the burden of colonialism. The assassination brings to light the turmoil
Cromert’s colonial administration created in the county. Layla says

They say it could be Coptic fanatics in retaliation for Boutros Basha’s assassination [...] Muslim

fanatics for my brother’s position on women’s rights and because he married Anna and was

known to wear her image on a chain round his neck [...] the British agents to get the Copts
blamed and increase the divisions in the country and rid themselves of a national leader [...]

the Khedive out of spite — and not fearful of the consequences, since Lord Kitchener would

be glad to see my brother dead (506).
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Soueif contextualises Anna’s worldliness to create a sympathetic character and, although
Sharif is assassinated, she underlines visions of inclusivity and hybridity with Anna whose access
to knowledge is inseparably in the centre of discussions. Anna hears about the Occupation from
her goodhearted father-in-law who serve the Empire during the Bombardment of Alexandria and
she makes preparations before sailing to Egypt like Napoleon who transforms Orientalism with
his army of Orientalist scholars. She reads the letters of Lady Duff Gordon and is familiar with
the travel writing of Victorian women. Reina Lewis indicates that “Western women bhad for two centuries
been doing their best to sate the appetite of a Western readership curions about harem life” and their success as
bestsellers was due to having “actually seen the space forbidden to Western men” (12). Besides women
traveller’s accounts, Anna enjoys the paintings of Frederick Lewis and wants to know if the world
in the paintings truly exists. Formless, ungraspable, massively incomprehensible, and even
threatening and mysterious, the Orient of the Orientalist discourse is far from her grasp and she
feels that something eludes; an intimation that she sees in the paintings and hears in the talks in
England. Anna observes an asymmetry between the representations of the Orient in the West and
the real Orient and she realises that the places she has been in Cairo and Alexandria are replicas
of Empire because “colonial space must be transformed sufficiently so as no longer to appear foreign to the
imperial eye” (Said, Cultnre and Imperiatism 273). Hopelessly, Anna looks for the Orient she has read
in books and seen in paintings, and with her received ideas, she “ventures into the deser?’ to get a
glimpse of it and to live “#he romance of the deser?” (Ibid., 133, 198). In Egypt, stories circulate about
Lord Cromer sending a party to pursue an English lady who wants to ride across the desert to the
Suez and Anna knows that she will be averted either by the Arabs or the English because she is a
woman. In an imperial sense, the Orient is terra nullius for the Western traveller, but it is a special
place for Anna where she is released from the oppression of the English society at the Agency
which in turn changes her epistemology. Anna’s fearless mobility can be interpreted as a search
for roots through routes because the journey changes not only herself but also others (Moore 153;
Shao-Pin 84).

Although Anna refuses the Orientalist discourse, her attitude to the Orient is dangerously
textual because she makes casual references to the native mind: “I cannot help feeling that the letters of
Lady Duff Gordon gave a truer glimpse into the Native mind than do all the speeches of the gentlemen of Chancery”
(107). Lady Anne Blunt and Lady Duff Gordon break dominant models and appear as sympathetic
figures in the novel (Hassan 760), but D’Alessandro indicates that it is impossible to distinguish
complicity from resistance in their writings and Anna too is influenced by the Orientalist baggage

(17,58, 70, 99). Boccardi says that Anna’s “decision to travel to Egypt is typically Orientalist” (Contemporary
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British Historical Novel 108) as she aspires to sail after reading the publications of women travellers
to the Orient. Although these women became bestsellers because they had actually been in harem,
Lewis underlines that their accounts should not be read as simply realistic and unmediated because,
as all textual productions are, they are historically contingent, or in Said’s understanding, worldly.
Lewis observes that “Western women’s accounts were heterogeneons and contradictory” because “they offered
clashing commentaries based on djffering amounts of excess and expertise’ (13). Amal too recognises that
Anna’s letters and diary are part of the Oriental adventure and she might have thought of
publication:

a little self-conscious perhaps, a little aware of the genre — Letters from Egypt, A Nile 1 0yage,

More Letters from Egypt. 1 assume that what I have is a copy of the letter she sent to Caroline.

Perhaps she was thinking of a future publication. In any case, 1 forgive her the mannered

approach as she feels her way into my home. What else does she know — yet? (58).

D’Alessandro indicates that Soueif consciously uses Western travel writing to deconstruct
stereotypes that depict Eastern women as exotic, sensual and low beings. She argues that Soueif
subverts “zhe semantics of the English literary canon” with travel writing which is a genre of transition
that smoothly passes from the private to the public (15, 30, 68). Valassopoulos underlines that
“Soneif uses the travel writing genre in order fo deliberately change its function and turn it into [a] cnltural critigue”
(40). Therefore, unlike with the Oriental romance-seckers, mobility has a positive material result in
The Map of Love and Anna’s dependence on the Orientalist discourse that shape her epistemology
slowly ceases. She starts a new green journal and leaves the first brown one blank. Amal is glad to
see that Anna’s first journal is simply put aside and Hassan emphasises that “zhe abandonment of the
notebook allows Orientalism simply to trail off into silence” because, unlike Edward, whose silence is death,
Anna’s silence initiates an “a/lfernative discourse” (761).

Anna decidedly ventures into the desert, but finds herself in the harem of a pasha, as Sharif
will later mockingly describe it: “Weren’t you afraid of me? The wicked Pasha who wonld lock_you up in bis
harem and do terrible things to yon?” (153). Boccardi describes the scene as “#he parodic articulation of the
Orientalist view” (Contemporary British Historical Novel 110) and King indicates that The Map of Love is
modelled after and is a critique of the Oriental tale (453). It is because, as Boccardi indicates, the
novel’s “dialogue with Said’s seminal text is extensive” (Contemporary British Historical Novel 108). Although
Anna thinks that it is the harem that she saw in the paintings in London, she is in the haramlek of
Zeinab Hanim, the mother of Layla and Sharif and, after the imperial encounter, both Layla and
Anna start to simultaneously write their personal histories from the baramlek which will be a

contrapuntal history, or as Amal describes, “#he palimpsest that is Egyp?’ (64). Amal’s relationship to
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the text is to execute the Empire on a textual basis to subvert its image, and playing the stereotypical
Orientalist, she ransacks archives like Silvestre de Sacy: “I go through the archives of al-Abram” (59).
Amal is obsessed with Anna’s journals and needs to “fil/ in the gaps, to know who the people are of whom
she speaks, to paint in the backdrop against which she is living ber life here” (26). Like Napoleon and his
Orientalist savants, she wants to know all of Anna and Layla’s lives to piece a story together, and
for this, she visits the British Council Library in Cairo, Dar al-Kutub and the second-hand book
stalls. She also writes to her son in London and asks for cuttings of old newspaper issues.

Going to the archives is not only a resonant historical experience, but also a reshaping of
space in memory. Through the trunk’s transformative potential, Amal is reunited with her sons,
recovers from her house arrest and discovers Cairo. As she says, “longing for a place can take you over
$0 that you can do nothing except return”, which she does, “#o return and pick at the city, scraping together bits
of the place you once knew” (119). Amal reads through Layla and Anna about a Cairo that she does not
know and she starts to piece together the Cairo that she grew up in. Reading history mobilises the
post-colonial subject and the setting accordingly changes to Tawasi, Upper Egypt as Amal carries
the “colonial archive’ (ID’Alessandro 115) wherever she goes. Returning is a painful experience for
the post-colonial, because in any case you might not be able to return. For example, Amal’s mother
could not return to Palestine after the Nakba and embarrassed her once by suddenly crying for a
bar of Nabulsi soap at a grocer’s. On the other hand; Jasmine, Isabel’s mother, the grand-daughter
of Anna, has Alzheimer’s and is liberated from the pangs of memory, but not from language and
history: ““Jasmine had been lucid, coberent, but in another time and another language: she would only speak French”
(341). Jasmine’s father is French and Amal sadly thinks about the “parchmentlike’ (53) skin of her
grandmother and all those women bring to surface troubling questions about memory as the
Nabulsi soap that becomes a symbol of the dispersal that forced migration violently generated.

Reading the archive also introduces desire to the novel, and transforms it. This is but an
Orientalist subversion as Amal constantly says that she wants the story. This subversion is explicitly
hinted at a scene when Amal dreams about Sharif in Tawasi resonant with the licentious desire of
the Oriental tales: “I &iss bis face, his eyes, his shoulders [. .. ] He holds me and lets me kiss him, slightly amused
at my passion. “Thank you God you are not my father,’ I say over and over” (446). The emphasis on incestuous
desire is the continuation of an ambivalence. Earlier in the novel, Isabel gets pregnant and Omar
suddenly learns that Jasmine is the woman who helps him when he is badly injured during a protest
in New York. Jasmine is married then and they have a brief and tormenting affair. It is discussed
in the novel that Isabel might be Omar’s daughter and wife, and Amal amusingly connects it to

Egypt’s history with a stress on Omar’s hyphenated identity: “Father and grandfather in one — like
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Rameses and Akbenatun or any of the great pharaohs. He would not appreciate that. He is a modern man: an
Arab/ American” (433). Amal’s dream therefore emphasises pleasures of reading and reminds
Scheherazade whose stories refuse to be closed. It can be suggested that Amal cannot break with
the inherited script — the sexualised translation of the .Arabian Nights, not Lane but Burton’s. With
the problematization of desire through the hyper-sexualisation of the orientalised Oriental, filiation
(Sharif) is replaced with affiliation (Arabian Nights). Therefore, misconceptions arise in dreams and
memoty; in the unconscious of the post-colonial subject, whete nasab/genealogy and history are
also contested.

Like Burton’s sensual Arabian Nights, Anna’s abduction is certainly exotic and Oriental and
Isabel aspires to produce a film of the story. Amal, on the other hand, wants to keep Anna for
herself perhaps because she “finds solace in the past” (Boccardi, Contemporary British Historical Novel
114). It is also seen that Amal has an uneasy sense of categorising Isabel as the Western observer,
and for her, in Said’s words, “no one has the epistemological privilege of somebow judging, evaluating, and
interpreting the world free from the encumbering interests and engagement of the ongoing relationships themselves”
(Culture and Imperialism 65). Pethaps Isabel “oo is susceptible to unbelpful stereotyping’ (Moore 147) and
Amal obviously does not want Anna’s life turn into a useful past for a Hollywood drama. In a
period-movie, Layla might be excised and the story might lack its contrapuntal perspective.

Soueif shows that Layla narration starts with a questioning of the imperial encounter: “I found
myself quite forgetting that she was a stranger. And what a stranger: the British Army of Occupation was in the
streets and in Qasr el-INil Barracks and the Lord was breakfasting in Qasr el-Dubara” (1306). In the novel,
the narratives of Anna and Layla are integrated and Anna’s image of the Orient starts to unsettle
as she says, “# seemed so odd just to sit there — in one of my beloved paintings, as it were, or one of the Nights of
Edward Lane” (137). The description of the harem shows that ““Awna has immersed herself in Orientalist
culture’ (D’Alessandro 110) because in her first journal, Anna describes baramiek as the harem of
the Orientalist discourse and the index of her description reveals Orientalist vocabulary:

my first thought on waking was that I had slipped into one of those paintings [...] I had been

abducted as a man and in the Oriental tales I have read it has happened that a Houri or a

princess has ordered the abduction of a young man to whom she has taken fancy. She would

have him brought to her castle and there she would offer him marriage (134).

However, Anna later recognises that the tale Layla tells is “not out of the medieval Eas?” (137)
but a realistic picture of the imagined Orient. With Layla’s help, the Orient ceases to be an absent
content and starts to speak for itself and about itself. To attest to this, Anna learns that what she

thinks to be a celebration while she is heading to the ‘“Abdin Palace for the Khedive’s ball is in fact
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a demonstration against the Occupation and some of the demonstrators, including Layla’s husband
Husni, ate arrested.® In the course of the novel, Anna is integrated into the upper class Egyptian
society after her marriage to Sharif and is actively engaged in the independence and liberation
struggle of Egypt (Malak 139; D’Alessandro 118). She translates articles and lectures on art in the
newly founded university to women students and this epistemological shift is also seen in her
appropriation of the Orientalist paintings. She weaves a tapestry and paints realistic scenes of the
Ortient, some of which are still in the house in Tawasi. Boccardi describes this change as the
“transition from a mediated to an actual experience of the Orient, from preconceptions to understanding’
(Contemporary British Historical Nove/ 111). Hassan states that Anna experiences a “gradual shift from
a Burocentric to an ideal(ized) Western observer of, and participant in, Egypt’s struggle for
independence” (759). Anna enjoys Egyptian domestic life and furnishes her new house drawing on
her “beloved Frederick Lewis for inspiration” (324); the “exotic interiors in Lewis’s paintings” (Boccardi 112)
that she finds solace after the death of Edward. However, the analeptic trajectory of the novel
breaks with the Empire, or what Edward Said calls untutored nationalism, and it shatters Anna’s
dream-like integration and happiness.

In “The End”, as the subverted executer of the Empire, the Orientalist scholar, and the
“critical posteolonial eye’ (D’Alessandro 104), Amal “smooths down each sheet of each letter and
cutting and arranges them neatly in files” (510). Boccardi emphasises that Amal “provides the
Orientalist materials of the nineteenth-century story with a dialogical dimension” (Contemporary British Historical
Nove/ 108), but the paradigmatic power of Orientalism does not consolidate the vision of Empire
in The Map of Love and it generates a contrapuntal history of Egypt. Like the modern secular
Orientalists, but also unlike them, Amal rescues the Orient from the archive and strangeness,
especially for the non-Arabic speaker, and the Orient gains power for representation. She does this
especially with philology like Renan, and polishes the English text with Arabic conjugations.
Although Amal speaks philologically and about philology, and although her texts are processed in
her philological laboratory, she does not create or imagine an Orient like Renan and many other
Orientalist scholars did. In Saidian terms, Amal doctors texts, annotates them; arranges, codifies
and comments on them like Sacy, but her texts do not turn into explicated fragments for use in the
classroom; labelled and sealed. Quite the contrary, she “bas not the heart to bury them in the trunk. They

remain in her bedroom, on the table by the window. Her brother will want to see thens” (510).

8 See Lockman.
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Interestingly, like the Orientalist Edward William Lane, Amal rarely talks about sensual
enjoyments, and she reminds herself in a Lane-esque manner to prevent smooth transitions in the
novel. In Orientalism, Said indicates that Lane’s self-excision as the detached observer is to
strengthen objectivity (159-166), but Amal does not excise herself completely from the text and it
is only through her presence can she investigate the fictionality of histories: she is not “the invisible
scribe of the Empire” (Said, Culture and Imperialism 203). Soueif’s interpretative change of
perspective allows her to challenge the unquestioned authority of the detached Western observer,
because Amal looks back at the archive, begins to read and write it contrapuntally with a
“simultaneous awareness both of the metropolitan history that is narrated and those other bistories which (and
together with which) the dominating disconrse acts” (Said, Culture and Imperialism 59). The Map of Love
integrates reproduced copies of women’s writing that have been considered historically fragile for
centuries and there is a built-in resistance in the novel. As a post-colonial novel, The Map of Love
turns into a subverting historical text that deconstructs discursive structures like Orientalism with

a strategic and positivist use of it.
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THE INTERCULTURAL CHALLENGE - ROMANIAN CULTURAL
REPRESENTATIONS OF TURKISH IDENTITY
Marina Cap-Bun'

Abstract

Romanian culture developed a special interest for Oriental themes, enmbodied in various forms of artistic
manifestations, so that, in time, a number of writers (Dimitrie Cantemir, Cilibi Moise, Anton Pann, Dinitrie
Bolinineann, Mihail Sadoveann, Ion Barbu, Mateiu Caragiale, Eingen Barbu, Silvin Angelescu among them),
dramatists (Ion Luca Caragiale, 1ictor Ion Popa), painters (Theodor Aman, Nicolae Tonitza), musicians
(Dimitrie Cantemir, Anton Pann) have become well-known for being perceptibly attached to the Turkish world, and
Jor the developing a specific lexis in order to praise the magnificence and wisdom of the Orient.

s Keywords: Culture, Romania, Turkey, Dimitrie Cantemir
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Ginderildigi tarib: Romanian culture developed a special interest for Oriental themes, embodied
17.03.2019 in various forms of artistic manifestations, so that, in time, a number of writers
ggfg;/ %ﬁdéﬂ tarih: (Dimitrie Cantemir, Cilibi Moise, Anton Pann, Dimitrie Bolinineanu, Mihail
Vo) . Sadoveanu, Ion Barbu, Mateiu Caragiale, Eugen Barbu, Silviu Angelescu among
ayunlanma taribi: A . ; .
30.07.2019 them), dramatists (Ion Luca Caragiale, Victor lon Popa), painters (Theodor Aman,
— Nicolae Tonitza), musicians (Dimitrie Cantemir, Anton Pann) have become well-
ticle Info known for being perceptibly attached to the Turkish world, and for the developing a
Date submitted- specific lexis in order to praise the magnificence and wisdom of the Orient.
17.03.2019 At the beginning of the nineteenth century, the influence of the European
Date accepted: .. . . .
02.07.2019 Romanticism enhanced this appeal of the exotic Oriental world, but, at the same
Date published: time, brought about a strong emphasis on national identities, mainly manifested as
30.07.2019 glorification of the past, revival of the local myths and folk arts, portraying of the
natural splendors of “the book of nature”, and intense, sometimes  conflicting,
emotions.

But the historic intercultural relation between the two cultural spaces had been controversial, even
before Romanticism with its taste for antinomy and ambiguity. “The Turk” has not been constantly seen
as the charismatic citizen of a glorious empire, but sometimes was represented as “the other” (mainly in
terms of religion and ethnicity), or even “the enemy”. While Romanian intellectuals were traveling to
Constantinople they were always admirers of the grandeur of the Ottoman Empire, of Oriental
architecture and civilization, and the same appreciation was extended to literature, music, visual arts, habits
and ways. But whenever this sympathetic cultural awareness was confronted with the Romanian ethnic
sensibility, molded by the long history of military conflicts, in other words, when a historic subject was
involved, a total change in attitude has occurred.

What I intend to discuss here is not a comprehensive history of the Romanian-Turkish
intercultural relations (which would certainly involve a long term research project), but this obvious gap
between the cultural sensibility and the ethnic one, illustrated by a limited number of case studies.

The first Romanian intellectual exemplifying this kind of problematic relationship is the Moldavian
Prince Dimitrie Cantemir (1673-1723), a famous writer, historian, musician, ethnographer of his times,
who has spent almost half of his life in Constantinople (1687-1710), in forced exile, where he had become
fluent in Turkish, so that he was able to document for his famous History of the Growth and Decay of the
Ottoman Empire (Incrementornm atque decrementornm Anlae Othmannicae libri tres), and for a history and notation
of Ottoman court music. Recognized as a famous Orientalist, Cantemir fully enjoyed the luxury of Turkish
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life, together with the confidence and favors of Sultan Ahmed III, during his residence in the heart of the
Ottoman Empire, living in his beautiful palace with a garden and a lake.

His relation with the cultural space of his long exile is best desctibed by the 17 et Eloginm Principis
Demetrii Cantemyrii justifying his nomination as a full member of the Academy of Sciences in Berlin
(founded by Leibnitz), in 1714:

Throughout his 22-year stay in Constantinople he practiced Oriental languages, cultivated poetry
and music, which he composed after the Turks’ liking, with scores, and was much loved by the
Sultan, the Vizier, and other dignitaries. (Pop, 841-42.)

Professor Virgil Candea, who discovered the definitive original Latin manuscript of the History, in
1984, at Houghton Library, University of Cambridge, Massachusetts, fully understood Cantemit’s mixed
feelings:

But even beyond the Prince’s hostile attitude towards the state that subjugated his country at the
time, one must acknowledge his objective, even sympathetic approach to the values of Islam. Not
only in the annotations of his History but also, and mainly, in his Systenz of the Mahometan Religion
(written in Latin in 1719, Russian version published in 1722), Cantemir offered a fascinating
picture of the faiths, culture, education and mores of Islamic peoples. That was the first extensive
work introducing the history of the Moslem civilization to the European scholarly circles;
naturally, it was written from the vantage point of a faithful guardian of the European tradition of
thinking, but it also evinced a sympathetic understanding of the intellectual, moral and artistic
values of the Islamic world. Cantemir did not hesitate to praise the specific approaches and
attitudes, literary and musical works, educational system and moral standards of the Arab, Turkish
and Persian peoples, and he often openly stated his empathy with such realities, displaying the
assurance of one who knew them from first-hand experience. (Candea, LXXVI)

Florentina Nicolae, another Cantemit scholar, confirms that Cantemit’s attitude was that of “a
scientist, aware that he was able to offer both the Orient and the Occident a pertinent analysis of an
insider”. She also insists that “he has remained Romanian and Orthodox Christian” in everything he has
wrote (Nicolae, 331). And we have to agree with that, as in spite of his cultural and civilizational
admiration to the Ottoman Empire, when he was in the position to take a historic decision as a Prince of
Moldova he joined Peter the Great in the Russo-Turkish War (1710—1711) and placed the country under
Russian suzerainty.

Dimitrie Cantemir in Ottoman dress, unknow artist

Also charmed by the Turkish world, and also an exile finding hospitality in the empire was the poet
Dimitrie Bolintineanu (1819-1872), who wrote a cycle of poems of Oriental inspiration, called The Flowers of
the Bosphorus (Florile Bosfornlui), first published in 1855. Later on, he translated some of these poems into

French and incorporated them in the anthology Brises d’Orient, published in Paris, in 1860, as the Romanian
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romantic poet, like his French contemporaries (Volney, Hugo, and Lamartine included), was truly fascinated
with Oriental opulence.

Like many (monogamous) European travelers, Romanians are somehow envious and secretly
longing for a personal harem. Maria Todorova noticed that the Orient is sometimes a “metaphor for the
forbidden”, due to “the explicit relationship between the Orient and the feminine”. She has also argued
that “oriental discourses involve a theory of sexuality and sensuality in the disguise of a theory of
asceticism”. (Todorova, 13). I doubt that Todorova had known The Flowers of the Bosphorus (even those
available in French), but this poetic cycle exemplifies her theory.

Convinced that poetry’s beauty is eternal, unlike that of women, which is ephemeral, Bolintineanu
immortalized some charming female portraits, in verses which are imbued with love, lust, and sensuality. The
girl from Candili (Fata de la Candili) is only one example of heavenly beauty for which the nightingales
(Biulbiuli) are singing and “the stars remain silenced” (,,Stelele se amutesc”). In Gujar; the splendor of the
Oriental dance of “the sweet slaves” is evoked, being compared with the rays of sunshine glittering on the
sea. Dilrubam is bathing like a nymph, while the limpid waters are mirroring her entire brilliance, and so is
Almelaiur, dancing with the dolphins in complicated and sensual playoffs. And so on, and so forth.

The Paradise like images of a glorious nature, usually depicted in springtime (Ilbahar), are balanced
by the tragic stories of the flower-girls (a habitual metaphor in Romanian folklore) of the Bosphorus, almost
organically growing in this heavenly gardens, most of them slaves in the harems, who are experiencing real
misfortunes, being always ready to sacrifice themselves for their love, or for the sake of their children. The
typically romantic contrasts are constantly present on their beautiful looks, revealing “a happy smile on a
suffering face” (,,un suras ferice p-un chip suferind”).

The Turkish Sarai, with its endless conspiracies, becomes the perfect exemplification of the
consubstantiality of love (with its blind lust) and death (always threatening to punish inappropriate desires).
Love also combines with the harshest jalousie and with an endless craving for power and influence, so the
life of a rival who charms the Sultan is always in danger. Consequently, a poem like Rabié becomes a
veritable carpe dienr:

Hurry to taste, as long as your life still sparkles; / This beauty which sweetly captures us / This
eternal magic, these gleams / That sweetly caress your blazing senses / And fuddle your soul and
make it flinch / Under the hand of providence, of love and delight! / Oh! Tomorrow your dust will
fly to the winds! / As death lays veiled in the short-lived flower (Gribeste-te de gustd, cit viata ta
luceste, / Aceastd frumusete ce dulce ne ripeste, / Ast farmec fird moarte, aceste striluciri / Ce
rasfatandu-ti dulce arzandele simtiri, / Imbati al tiu suflet si-1 face de tresare / Sub mana
providentei, d-amor si desfitarel/ Oh! Mane-a ta tirand de vant se va ripil / Cici moartea std
ascunsi sub floarea de o zi...)

Validé, the Sultan’s mother, carefully keeps the fragile balance of this troubled world, strictly
applying the traditional rules of the harem, to maintain the order and discipline, and to ensure descendants
for the dynasty.

Women’s condition is accurately contemplated by Bolintineanu, who observes that the noble ladies
belonging to the dynasty are punished with the same brutality like the slaves. Both the slave Leili, who had
fallen in love with Ali, and the Sultan’s daughter Suadé, who had disobeyed her fathet’s choice, are cruelly
thrown into the sea. In the homonymous poem, Fanz, the beautiful sister of Sultan Abdul Medjid, finds her
newborn baby strangled, a crime allowed by the Muslim law of succession, and she dies in distress, a fact
which persuades the Sultan to change the cruel law. The poem apparently versified a true story, as the editor
of the 1865 edition specifies that “this history is very well-known in Constantinople”. Dramatic accents are
also to be found in The Curse of the Dervish (Blestemul dervisului) a poem building on the belief that a dervish’s
curse, which is to be feared by the Sultans themselves, always comes true.

When the beautiful slave Mehrubé, coming from the poet’s native land, affronts Sultan Selim by
confessing her love for a handsome son of the Carpathians, and for her “sweet and lovely” native language,
and she is consequently drowned into the sea, Bolintineanu becomes even more distressed with regard to
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the condition of woman slaves. His ethnic sensitivity becomes stronger than his cultural admiration of the
Ottoman world.

The same mechanism is recognizable when the Romanian poet, author of numerous historic
legends, versifies various battles between his country’s army and the Ottoman one. Even if he always
courteously describes the military force “the enemy”, he also celebrates the Romanian victoties on the
battlefields. Another typical conflicting situation is to be found in the poems describing the visits of the
Turkish envoys in Walachia. While Mircea the Eldest, although he is ready to go to war to defend the
independence of his country, asks his captains to “respect” the envoys (in Mircea the Great and the Envoys;
Mircea cel Mare si soliz), Vlad the Impeller defies the empire by afflicting its emissaries. The Impeller and the
Envoys (Tepes si solii) versifies a well-known historic episode, which tells the story of the messengers of
Mahomet II, who came to dethrone Vlad, also sustained by the local treacherous boyars. But Vlad invokes
his repeated fights for maintaining the suzerainty of Walachia and he is consequently acclaimed by the
people. In a very cruel response to the request of the Ottoman Empire to abdicate, he drives nails into the
heads of the envoys, as they had refused to take off their turbans, thus disobeying the local stately protocol.

Teodor Aman, Vad the Impeller and the Turkish Envoys

The same historic episode is also the subject of a famous painting by Teodor Aman (1831-1891),
Viad the Impeller and the Turkish Envoys. The painter accurately reproduces the psychology of his characters,
the bold majesty of Vlad, chromatically enhanced by the dominance of red, which also recalls his
legendary thirst for blood, being contrasted by the uneasy reverence of the emissaries, who had certainly
heard rumors of his cruelty. The only warm color on the left side of the painting is the yellowish, gold like
dress of one of the Turks, which symbolizes both the magnificence of the victorious warrior, and the
justified anxiety in his looks. The contrastive spatial relations are also extended to the secondary
characters: while Vlad’s loyal companions proudly revere him, the boyars who had accompanied the
envoys, hoping to witness the dethronement, do not dare to look towards him and cowardly hide in the
dark corners of the room or behind the pillars. The distribution of the characters is also evocative of the
Romanian mythology, which has consecrated an ethical allotment of the spatial vectors: the right is always
reserved for the good things, while the left brings about evil effects. Hence, the “positive” characters
(judging from the point of view of Aman’s ethnic and patriotic sensibility) are on the right side, while the
“negative” ones are on the left. The checkerboard like floor, suggesting the games of power, always won
by the keen and daring players, creates the dynamic black and white background, which allows a better
scrutiny of the contrasts, not only in terms of colors and spatiality, but also the ingenious game of lights
and shadows, of center and back stage.

Aman also painted various scenes of battle: The Battle of Alma (Baitilia de la Alma), which was
exposed in Paris in 1855, The driving ont of the Turks at Célngdreni (Izgonirea turcilor la Calugdreni), The Battle of
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Romanians with the Turks in the island Saint George (Batdlia romanilor cu turcii in insula Sf. Gheorghe). He has
presented his painting The Battle from Oltenita (Bdtdlia de la Oltenita,) to the Sultan, trying to impress him.

Theodor Aman, The lute singer

But beyond the historic themes that awakened his ethnic and patriotic sensibility, Aman was also
fascinated by the Turkish subjects. He painted numerous odalisques, in various postures, Sarai interiors,
and scenes of the harems. Many of them visualize the same atmosphere as Bolintineanu’s Flowers, implying
motives like gorgeousness, youthfulness, music, dance, vibrant colors, lechery and luxurious garments and
jewels. In his Oriental paintings, Aman proves the same artistic craftsmanship in illuminating the young
and beautiful faces of the odalisques with either love and contentment or jealousy and frustration.

It thus becomes easy to conclude that Aman’s paintings express the same complex mixture of
admiration for the Turkish way of life, and Romantic impulse to glorify the Romanian past, as the verses
of his contemporary poet Dimitrie Bolintineanu, a fact that cleatly speaks of the esthetic cohesion of the
1848 generation.
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Theodor Aman, Odalisque Theodor Aman, Odalisque sitting

The next cultural generation reveals different visions and attitudes, but conserves the mixed feelings
towards the Oriental world. Mihai Eminescu, the most important Romanian poet of all times, has
magnificently illustrated the gap between the sympathetic cultural awareness and the patriotic romantic
perception, in his Third Letter (Scrisoarea 111), a very well-known poem studied in high school textbooks. He
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imagined a mythological story of the Ottoman Empire, born from the symbolic wedding of a Sultan with
the mighty moon:

Once upon a time a Sultan, ruler over nomad bands, / Roaming with their herds and seeking
pastures new in many lands, / On the eatth lay sleeping, pillowed was his head upon his arm, / But
his eyes, beneath closed lashes, now awoke in dream’s sweet charm. / From the sky down gliding
gently, all in silver dress arrayed, / Came the moon towards him descending as a pure and lovely
maid, / On her pathway, all around her, as on mild spring’s step did bloom, / Yet her eyes were full
of shadows born of secret sorrow’s gloom, / All the woods with so much beauty charmed were
thrilling with delight. / All the brooks and rivers quivered with their limpid faces bright, / Diamond
dust was lightly falling from above like finest rain, / Glitt’ring in the air, on flowers, over all in
nature’s reign, / In the night resplendent rainbows arching on the sky were seen, / And bewitching,
softly whispered, sounded music sweet, serene.../ Lovely arms she stretched towards him as he lay,
her raven hair / Fell like silken waves down streaming on her snowy shoulders bare: / — “Let our
lives be bound together, come beloved, to my breast, / Soothing balm to my sweet sorrow be thy
sotrow, near me trest.../ This is Life’s book for all ages on the stars did Fate record: / I must be thy
sovereign lady, thou must be my life’s dear lord” (Eminescu, 201)

Soon, the Sultan’s dream of love changes into one of glory, symbolically figured by the organic
growth of a huge tree: “From his heart sprang up a tree that towards the sky its branches reared, / And it
grew, it grew in moments as in ages long, this tree / Shot its boughs with massy foliage over all, on land and
sea” (Eminescu, 202) The shadows of this gigantic tree soon embrace “all the boundless universe”, a
metaphor of the magnificent growth of the Ottoman Empire. Awaken from the prophetic dream, the
Sultan recognizes “That in dream he had ascended in Mohammed’s paradise, / And that from his love an
empire would be born and wide would grow” (Eminescu, 203)

The prophetic dream comes true, generating an ever growing empire, as his descendants conquer
“nation after nation” and “country after country”, until “the stormy Bajazet” comes “full of glory” to the
Danube, which proves to be an unshakable limit, due to the strong, organic roots of the Romanian people,
“a wall / That by fear is never shaken, nothing ever makes it falll”. The battle between Bajazet’s great army
and that of Mircea the Eldest, the ruler of Walachia, is labeled like a cosmic confrontation of elements.

Bajazet invokes the glorious victories of his army, compared with the extreme frenzies of nature:
“the crescent’s furious storm”, “the thunder that most direful earth and sea with rage had rent”, “my
hurricane, that’s sweeping all away like dust and chaff” (Eminescu, 205).

On the other hand, Romanian army is described in similar terms, “this fierce storm so widely
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rushing”, “victoriously advancing’:
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Like a dust cloud, storm foretelling, lightly, swiftly on they sped, / Shield on shield gave back the
sunlight, speat points glittered over head, / As from copper clouds in autumn hail storms driven by
the blast, / Hide in darkness the hotizon, so shatp arrows flashing passed, / Whizzing, singing,
hurtling, ringing, filled the air with dread alarms, / And to thundering horsehoofs echoed cries of
battle, clash of arms. (Eminescu, 207)

Eminescu is obviously impressed by the Turkish army, and by the magnificent history of the empire,
but his ethnic sensibility dictates him to equally glorify the medieval history of his native land, and to
celebrate the particular victory of the Romanian army in the battle of Rovine.

An interesting case study is lon Luca Caragiale (1852-1912), the greatest Romanian dramatist of all
times and an equally interesting prose writer, has often reflected on the literary perfume of the multicultural
identities. His own complex Balkan origins might have been cause for this attitude, as he came from a
multicultural and multiethnic family. His fathet’s ancestors left their native island (Hydra, a Greek island
inhabited by an Albanian minority) and went to live in the famous Greek neighborhood of Phanar in
Istanbul. Caragiale’s grandfather Stefan worked as a chef for Caragea, who became the ruler of Walachia in
1812, and brought his entire household to Bucharest. Stefan had three sons: Luca, Caragiale’s father, who
was born in 1812 in Istanbul and came to Bucharest as a newborn baby, lorgu and Costache. They
contributed to the development of Romanian theater in its early days, being actors, stage directors, dramatic
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authors and translators, as well as founders and managers of one of the first theatrical schools in Romania.
The young I.L. Caragiale was one of the first students of this school, and he later on worked for the
National Theatre of Bucharest himself, first as a prompter, then as a translator and author of original plays,
and finally, he became the director of the theater.

I.L. Caragiale in Oriental costume

All of these personal experiences created a complex cross-cultural identity, which is interestingly
reflected in Caragiale’s literary works, in which the Oriental themes and identities are explored.

An exquisite illustration of Caragiale’s employment of the Ortiental style is the sketch Fresh Prime
Pastrami (Pastrama trufanda) first published in 1909, and then included in the volume New Sketches (Schite
nond) in 1910. In a note, the author explains that he heard the story in childhood, at Ploiesti, from an old
Bulgarian barber, Kir Stefan, and later found a variant of it in a French version of the Turkish anecdotes
of Nasr-ed-Din Khodja. The main characters are two merchants: a Turk and a Jew, and eager to create a
specific ethnic color, Caragiale presents Yussuf squatting and smoking in Turkish style, while traveling to
Jerusalem for business. His Jewish neighbor Aaron asks him to deliver a ‘“‘sack of cloths’ to his brother
who is living in the Holy City. During the trip, the Turk opens the bag, which “was crammed full with
prime pastrami” and emanated a tempting smell, and eats everything, together with other travelers, with
the intention of paying honestly for the firstling delicatessen he consumed. Upon his return, he learns that
what he had eaten was not “genuine pastrami of mutton, but pastrami of Jew.” Since Aaron’s father
demanded to be buried in Jerusalem, his son — an ingenious, typically Jewish merchant — salted his meat
and asked his friend to deliver it to his brother in order to be buried there:

When Father died, he made me swear to send him to be buried in holy ground at Jerusalem; that
was where he wanted to moulder away. I thought to myself that bones don’t moulder; I buried
them here and made the flash into pastrami. (Caragiale, 113)

So what happens in this story is rather a case of group cannibalism, suggesting the primeval nature
of the eccentric and weird Oriental world. The case is unique for the wise Turkish judge (Cadi): “Well, I've
been judging here at Cavalla for thirty years... all sorts of people, all sorts of cases; but I never met such
madmen or such a queer case beforel” The moral dilemma experienced by the Cadi, who is supposed to
serve justice for the two former friends, is a metaphor for the strangeness of the Oriental wotld and for its
incompatibility with European moral standards. Who is to be blamed more for such an odd,
unprecedented situation: the hungry Turk whose stomach was stronger than his promise or the avaricious
Jew who lied to his friend to save the money for the transportation of the dead body? The Cadi, a clear
insignia of Oriental wisdom, punishes both of them, as both proved to be reckless.

The story also challenges the theoretical boundaries of a literary text, raising questions like: is it a
comic theme or a tragic one? Both the moral and the aesthetic ambiguity implied here certainly illustrate
the exotic and strange otherness of the Oriental world. Caragiale expresses here rather a Western nostalgia
for Oriental values. In fact, during this time he had become a resident of civilized Western Europe, as he
was living in Berlin.
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Turkish cultural identity is also investigated in the Otiental story of Abu-Hasan, which illustrates
the typically Oriental luxury and leisure, but also the lust and the tendency to excesses of any kind.
Published posthumously, the text was inspired form the .Arabian Nights, being a short version of the story
called The Sleeper Awakened (Le dormeur éveille), which also inspired Calderén de la Barca for his famous play
Life is a Dream (La Vida Es Sueiio). Caragiale discovered the story in the French edition of A. Galland, but
his version is very particular. Eric D. Tappe commented upon the changes:

His treatment of Galland’s text throws a light on his own methods as a storyteller. In the first
place, his version is about half the length of Galland’s. The leisurely and repetitive story of the
French version, very suitable in the context of the whole Arabian Nights’ Entertainment, where
Scheherazade’s object is to spin out her tale, becomes in Caragiale’s version much more incisive.
Secondly, the rather formal literary language used by the speakers in the French version becomes
in the Romanian far more racy. It has the flavor of the language spoken at a period when
Romanian society was less westernized than at the beginning of the twentieth century, and thus the
language fits the atmosphere of the tale. (Tappe, 83)

Abu Hasan is the son of a rich merchant in Baghdad, who divides his inherited capital into two
equal parts; one of the halves is rapidly exhausted in luxurious parties with phony friends and the other
half is safely kept to allow him a decent existence for his entire life. Thus Abu Hasan illustrates both the
wise and the reckless versions of the Oriental identity. After abandoning his former friends he takes to
inviting a total stranger for dinner every evening. But one evening his unknown guest is the mighty caliph
of Baghdad, Harun-al-Rashid, who was traveling disguised as a merchant. Asked by his guest about his
most secret wishes, he expresses his desire himself to be the caliph of Baghdad for one day, a wish easily
made possible by Harun-al-Rashid. Invested with both wisdom and the supreme power, Abu Hasan
proves to be a good caliph, but also gives Caragiale a pretext to describe the luxury and leisure of the
Oriental court.

Theodor Aman, Turkish interior

The next day Abu Hasan has serious problems in readjusting to his previous identity, so he grows
mad and is imprisoned. This second charade played by his destiny makes him even wiser and happier, but
only after a great deal of initiating anguish. The Oriental origin of the motif guarantees the author’s search
for exotic places, mentalities and a special type of adventure.

A few parodies in verses also invoke the exotic Orient. A poem called Oriental Noon (Amiazd
manrd), published in 1893, in the journal Mofin/ romain, realistically stages the conflict between two beautiful
jealous wives who hate each other: the passionate brunette Fatmé and the blonde Biulbiul. They surround
the Emir Ahmet with their competitive love, illustrating Oriental lust, and the odalisques’ struggle for
influence and power, almost recalling a scene of harsh confrontation between Mahidevran and Hurrem
sultanas, from Suleyman the Magnificent, a television series which had a huge success in Romania. The erotic
implications are only suggested by gestures, postures, and by the act of “secretly talking” fallowed by the
fatigue and silence, but Caragiale succeeds in expressing the dramatic tensions inherent to this cultural
model of marriage.
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Kir Ianutea. Oriental Anecdote (Kir Llanulea. Anecdota orientala, 1909) also depicts a fascinating Oriental
figure. A devil by origin, the main character becomes a married man in eighteenth century Bucharest,
where his Black Emperor of Hell sent him to experience marriage and then report the wickedness of
women. To clarify his presence and intention to settle down, he delivers a grotesque story of his life,
pretending to be a Greek merchant “from the district of Mt. Athos”. In spite of being a devil, Ianulea is a
kind and loving husband in contrast to his inhumanly wicked wife Acrivita, “more perverse than a she-
devil”, who first ruins him and after that makes him run away from the creditors. But let us see what his
being a Greek implies. At first he is rich, generous and loving, but he does not indulge his wife’s passion
for gossip. His wife’s accusations of being an “Albanian infidel” and a “Turkish gypsy” (pdgdnul, arvanitul,
cenghene turceased) are only a way of hiding her own bad character. In fact, ethnic otherness is an ambiguous
issue here, as being a Phanariot Greek in the eighteenth century Bucharest was hardly an unusual situation.
The rulers of the country and their entire households were Greeks from Phanar and a great number of the
merchants of that time were also Greeks, so the lifestyle, the manners, the fashion and the common
vocabulary were all influenced by this situation. Cristina Valentina Dafinoiu made a thorough investigation
of all the terms of Greek origin in this text, which build a linguistic atmosphere adequate to the time and
place of the novella (Dafinoiu, 101-10).

It has been observed by literary critics that many of the scoundrels in Caragiale’s works have
Greek names. But the association of Balkan identity with bad temper does not express an individual
prejudice of the author, a Greek himself. Rather it expresses a collective one, maybe a remote
consequence of the cultural narcissism incriminated by Todorova.

What is really interesting here is the association of demonic nature with Ianulea’s Greek origin.
Even being a devil does not seem to impress the human characters such as the Romanian peasant
Negoita. When Ianulea reveals his real identity, Negoita is far from stunned and placidly accepts the terms
of the contract offered by the devil. The man is supposed to hide Ianulea and help him escape from
creditors, and the devil pays him indirectly: he possesses some wealthy women of the time and he releases
them only in the presence of Negoita, who is well paid and soon becomes a famous exorcist. When the
contract expires, lanulea possesses the ruler’s daughter to take his revenge on womankind. At the royal
court in Bucharest, the devil finds a homely atmosphere, as “the Prince called to him in Greek, which in
those days was the language of the nobility”. Possessed by the devil, the gitl asks to see her real father,
Captain Manoli Ghaiduri, whom the author describes as being a remarkably beautiful man: “You don’t
often see such a fine figure of a soldier! Tall and broad with big moustaches — a splendid Albanian, and
smothered in braid from head to foot — the pride of any court!” Negoita is called again but the devil
refuses to go, as he has already paid his debt to the man. Thus Negoita asks Ianuloaia (Ianulea’s former
wife) to come and relegate the devil. She takes over the exorcism business from Negoita with even greater
success, as the devil prefers to flee back into Hell rather than see his wife again.

The issue of Phanariot Greek identity therefore is very complex in this historic novella — one-of-
the-kind in Caragiale’s entire literary career. The idea of ethnic otherness is also projected into the
theoretic dichotomy or the real and the fantastic as irreconcilable worlds. Here, the “bridge” between East
and West becomes a crossroad of different levels of existence and their literary reflections. It is probably a
way of justifying themes like the epistemic and moral mixture, the improvisation or the taste of
conspiracy, which are indeed favorite topics in Caragiale’s works. Once more, such thematic preferences
lead us back to the generic Balkan features, as the epic atmosphere in Caragiale’s Bucharest, is one of
gratuitous and almost paranoid intrigue and conspiracy, always efficient in the process of escaping the
banality of the real. But many features usually associated with Balkan identity are often attributed to
Romanians as well.
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Nicolae Tonitza, Little Tartar girl

At the beginning of the twentieth century, and mainly in the interwar period, the fascination of the
Turkish wortld is still active in Romanian culture. The best example to illustrate it is the poet Ion Barbu
(1895-1961), Dan Barbilian by his real name, also a famous professor of mathematics at the University of
Bucharest. His cycle Hissarlik is an exercise of pure admiration for the Turkish world, intended “for a
fairer worship of Anton Pann’s world”, himself a well-established poet and musician of the nineteenth
century (1796-1854), who mainly treasured the Balkan-Oriental values and folk traditions.

“Dear old Hissarlik”, a hill near Troy, the Homeric Ilium, is the magic, ageless land of the mythical
epos, in which the poet can project his reveties of Oriental perfection: “Turkey’s pick and flower, / In a
stagnant glory, power”. This imaginary realm — “Torn from the rib of the sun!” — is located “On some
Turkish Daube bank, / In some spent tobacco field, / In the midst of Good and Rank, / Breaking steps
onto the skies / In full blossom it must tise: / What is white / What is right / Hissarlik!”

It is a kingdom where ethical and moral values are dissolved and the frenzy music and dance of
the harem ravages the entite cosmos: “Out of cauldrons wrests a tune, / Odalisques o’erflow the moon”,
a truly original version of Paradise: “Hissarlik, the love pursued / Like a vilayet’s white hues / Once by
lime and plague o’ergrown, / Nest of veg’table and stone, / Stay the Eden I have known!” The only
“philosophy” allowed here is the faultless wisdom of Khodja Nasr-ed-Din, which can fuddle you like a
good, old wine: “One wine makes you drink a bit: / Khodja Nast-ed-Din’s own wit”. The critic Marin
Mincu noticed the monadic self-sufficiency of Khodja Nasr-ed-Din, who refuses the honors offered by
the exterior world, and finally consumes himself in autophagy (a radical form of anthropophagy). (Mincu,
131-32) So perfection is perilous and self-destructive, and only poetry can save it from becoming extinct.

Nicolae Tonitza, Hagi Yusup Menset
A very interesting approach is to be found in Victor lon Popa’s play Take, lanke and Cadir (1933),
which tells the story of the intercultural brotherhood between three merchants from a small town: the
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Romanian Take, the Jew Ianke and the Turk Cadir. The play discusses the des/advantages of multicultural
communities, the universal values of tolerance, and the necessity for intercultural sensitivity. All of them
have lived their entire lives together and helped each other like genuine brothers. After Ianke’s spouse has
died while taking care of Take’s wife, they were widowed and raised their children together, also helped by
Cadir. Now, Take’s son and lanke’s daughter are about to graduate from the Academy of Economics, and
they plan to get married. The news produces a shock, but their parents do not clearly realize what exactly
has triggered this shock. The ethnic and religious otherness is brought to discussion only with the arrival of
Elijah, who speaks the great truth that the girl is Jewish and the boy is a Christian. Until now, the fathers’
opposition was an abstract one, caused by a vague and irrational fear. Too familiar with the similarities,
Take and Ianke did not see the differences clearly. Only at this point they realize that such an intercultural
marriage might bring about their bankruptcy, as the local communities would not tolerate it. They do want
their children to be happy, but they have to consider all the aspects of this situation.

Their friend and brother Cadir is also a metaphor of the Otiental wisdom, and an icon of the
multicultural Ottoman Empire. He was deeply in love with a Christian woman, however he has sacrificed
his true affection to the prejudices, and remained alone and grieving all his life. But beyond the tragic
summary of his life, he also illustrates the story of a failed initiation, of the failure to decode the message of
destiny. Now he knows that love transcends religions, for all known doctrines place love at the center of
their ideology. The genuine love of divinity can only be understood metonymically, through the love of
one’s neighbor. Love is transcultural, being the bond of all religions. So now, he is trying hard to avoid the
reduplication of his tragic destiny. After deep thinking and intense praying to Allah, he becomes a vehicle
through which the divine wisdom, which has its own ways to give meaning to human existence, is
manifested. The wise Cadir became worthy to convey to the world this wisdom, being purified by sacrifice
and suffering. While the real fathers are thinking about allowing their children to run away from home,
pretending to be against their marriage, to prevent bankruptey, Cadir does much more = he finds a solution
to help them effectively. He invents an ingenious stratagem to raise capital and help the children to start a
business. He tells Take that Ana is actually his natural daughter and asks for money to help her. He also tells
Ianke that Tonel is his boy and demands a similar loan.

Though Take and Ianke are on the verge of bankruptcy, and quite upset with Cadir, for stilling
their wives, children and businesses, the young couple, hidden in Cadit’s house, invest their money in a
prosperous business. After a while, they decide to reveal the whole plan to their fathers. They wedded and
they are expecting a child, and they have also invested well (as they have learned at the Academy), the
loans indirectly received from their fathers, through Cadir. After eliminating the local competition, they
established a solid and unified company called “Tache, Ianke and Cadir”. The three old friends will now
be “technical advisors” of this business, a sort of supermarket, a mini-multinational of the neighborhood.

Many other case studies could be invoked to exemplify the attractiveness of Turkish cultural
themes. As a general remark, it is obvious that after Romania gained its independence, in 1877, the tensed
relations become inactive, so writers like Caragiale and Ion Barbu were able to express their fascination
with the Turkish wotld, untroubled by their ethnic sensitivity.

The contemporary novel of Silviu Angelescu (born in 1945) The Money Counterfeiters (Calpuzanii,
1987), present in school textbooks, and praised by the most prominent Romanian literary critics, is the
living proof that the fascination of the Turkish world is still active. The action takes place in Walachia,
under the eatly reign of Nicolae Mavrogheni (1786-1790), and the exquisite historic and linguistic
reconstruction has an authentic gust of the old Phanariot Age.

All these case studies (and many others) verify the repeated occurrences of leitmotifs like
magnificence, wisdom, lust and leisure, which thus qualify as the most frequent insignias of Turkish
identity mirrored by Romanian literature and painting.
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LITERATURE

CIMEN GUNAY ERKOL!

ka¢ kusuz biz? simurg ya da otuz
tiikenmeyiz Rarmak ile. muhyi mi dedi?
kalabalik bir yalnizlikta bile yokuz...
Hilmi Yavuz, Lanet Siirleri
oz

Osmanlt klasik siiri, karmasik Osmanlt kaltiir ve folkloriindi yansitan kirik bir aynadur.
Osmanl lirik siirini okurken despotizmi siirdeki her kapiyt acan anahtar olarak kabul eden
goruslere elestirel yaklasan Walter Andrews, siiti “astk-masuk”, “merkez-gevre” gibi ikili
karsitliklara indirgemek yerine, kimlikleri etkileyen etkilesimi 6n plana alarak farklt bir
agidan bakmay1 6nerir. Andrews, Gilles Deleuze ve Felix Guattari’nin kuramsal elestirileri
iginda inceledigi siirlerde “olus” halindeki kimliklerden s6z eder ve “Mecnun” ve
“Melami” olarak adlandirdigi iki fonksiyon tespit eder. Bu makalede, Andrewsun
calismasindan ilhamla, biri despotik tahakkim iligkilerinin digeri ise Sufi folkloriiniin Griini
olan bu iki “olus hali” arasindaki etkilesim, Tanzimat'tan itibaren giderek Divan siirinin
yerini alan romanlardaki karaktetler cergevesinde ele alinmaktadir. Kimligin bir inga
olduguna iligkin géndermeler igeren ve kimligin modernlesme ile ilgili bir sorunsal olarak
ele alindigi romanlar incelendiginde, Sufizm kiltirinin ve folklorunun etkisini yitirmesi ile
g6zden kayboldugu disunilen Melami fonksiyonunun ortadan kalkmadig, tipk: tarihsel
olarak farkli tahakkim iliskileri icerisinden yeniden dretilen Mecnun fonksiyonu gibi,
Melami fonksiyonun da doniiserek sirdigi, Mecniun fonksiyonunu etkiledigi ve
donustirdigi ortaya ¢tkmaktadir. Yazinin ilk boliminde Tanzimat romanlarindan Felitun
Bey ve Rakun Efendi (1875) ile Intibah (1876) ve Servet-i Fiintin’a gecis déneminin 6nemli
romanlarindan Araba Sevdas: (1896) ile bu dénemin dorugu kabul edilen Agk-z Menmnn
(1900) ve yazinun ikinci bolimiinde, Milli Edebiyat romanlarindan Afesten Gomlek (1922) ve
Yaban (1932) ele alinacak ve son olarak Osmanli-Turk modernlesmesine iliskin konularda
o6ne cikan hikayelere sahip olduklarindan Fazzh-Harbiye (1931) ve Huzur (1949)

incelenecektir.

Anahtar Kelimeler: Mecniin, Melani, Hegemoni, Roman, Tiirk Modernlesnesi

ABSTRACT

Classical Ottoman poetry is a broken mirror that reflects the complex Ottoman culture and
folklore. Walter Andrews criticizes the mainstream approach to Ottoman Classical poetry
with despotism as the key that opens every door. Instead of building a criticism on dualistic
contrasts such as “lover and beloved”, “center and periphery” etc. he proposes to have a
fresh look at it with taking interaction of identities into consideration. In the lights of
Gilles Deleuze and Felix Guattati’s theoretical remarks on “becoming,” Andrews retains
the two functions “Majnun” and “Melami” in poems. Inspired by his reading, this article
focuses on the interactions of “Majnun” and “Melami,” two distinct becomings the former
of which is a result of despotic and hegemonic relations, and the latter a result of the Sufi
folklore, by focusing on novels that gradually replace Ottoman classical poetry starting
from Tanzimat period. When novels treat identity as a construct and a problem about
modernity are analyzed, it becomes visible that the Melami function did not disappear
following the decline of Sufi culture and folklore, but rather it was transformed and
continued to influence and transform the Majnun function. Novels to be analyzed in the
first part of this article are Tanzimat novels such as Felitun Bey ve Rikim Efends, (Feldtun Bey
and Rikum Efends, 1875), Intibah (Awakening, 1876), Araba Sevdas: (Love of Cars, 1896) an
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important work of the interim period before the Servet-i Funtn, and Ask-z Memnu (Forbidden Love, 1900) the
climax of the Servet-i Finin period. In the second part, novels from the National Literature period such as Azesten
Gomlek (Shirt of Flame, 1922), Yaban (Outlander, 1932), and two novels of Ottoman-Turkish modernization Fatih-
Harbiye (Fatih-Harbiye, 1931) and Hugur (A Mind at Peace, 1949) will be analyzed.

Keywords: Majnun, Melami, Hegenony, Novel, Turkish Modernization

Girig

Divan siirinden romana gecisin ¢ergevesini ¢izen pek ¢ok calismada Osmanl
Imparatorlugu’ndan Tirkiye Cumhuriyeti'ne gecisi anlatirken kullanilan terimleri goriiriiz: yavas
yavag sonen, dagilan, bir arada tutulamayan, despotik ve eski bir anlatim/yénetim seklinin yerine
geng, sirtint Bat'ya yaslayan, katlmct ve yeni bir anlatm/yonetim sekli alir. Bu
simgesellestirmenin tizerini orttiigli pek ¢ok unsur bulunmaktadir. The Yale Journal of Criticisn’de
yayimlanan ve Turkgeye “Yabancilasmis ‘Ben’in Sarkisi” (2013) olarak cevrilen “Singing the
Alienated I” baglikli yazisinda Walter Andrews, Divan siirinin “anti despotik 6zelliklerini”
gormezden gelmenin hem siire hem de despotizmi anlamaya yonelik cabalarimiza karsi bir
olumsuzluk tasidigt uyarisini yapmaktadir (Andrews 1993: 191-219). Bu 6nemli incelemesinde
Andrews, Divan siirinin “gé¢ebe” Ozelligi tzerinde durur. Cagdas kimliklerin olusumunu
incelemeye alan tim arastirmalara buyuk katki saglayan “gb¢ebelik”  (nomadism)
kavramsallastirmalari ile Andrews’a ilham verenler Gilles Deleuze ve Felix Guattari’dir.
Gogebelik, Turk folkloriindeki yeri nedeniyle, sadece beylikler ve imparatorluklar arasindaki
tarihsel gecisleri cizmekle kalmamis, Osmanli ve Tirk kimliklerini ve folkloriinii olusturan
kiltiirel, ekonomik ve politik unsurlarin icine sinmis, sanata ve edebiyata sirayet etmis ve
incelenmesi gereken, cok 6nemli bir etki alant yaratmustir.

Andrews, Deleuze ve Guattari’nin kuramsal elestirileri 1s1ginda inceledii siirlerde Mecnan
ve Melami olarak adlandirdigs iki fonksiyon tespit eder (Andrews 1993: 191). Mecnan fonksiyonu,
siirde ikili kargitliklar ile gbriinir kilinan despotik hiyerarsiyi belirginlestirmektedir. Asik, askindan
delirmistir; masukun uzagindadir; serseri gibi dolasir. Bu nedenle de, rasyonel, merkezde ve
yerlesik olanin “6teki”’si konumundadir. Melami fonksiyonu ise Melami derviglerinin inang ve
yasayslarini belitleyen unsurlardan olusur ve baskin diizene tasavvufi karsithigr ifade etmektedir.
Ancak, bu dizen karsithgt merkezin uzaginda degil tam yani bagindadir. Andrews, Melami
fonksiyona 6rnek olarak Sufizm ile merkez arasindaki yakin iliskiyi géstermektedir (Andrews
1993: 191-92).

Anadolu’da 12.yy.’dan itibaren Orta Asya kékenli ve “genis ¢apta sufiligin etkisini tasiyan”
bir miisliman Tirk kiiltiriinin etkileri hissedilir (Ocak 1996: 25). Halil Inalcik’in klasik dénem
olarak adlandirdigi, merkezi kurumlarin gelistigi 1600’lere kadar olan dénem yiikselis donemidir
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(Inalctk 1973). Geleneksel sosyal siniflarin ¢éziilmeye baslamast ve bunun yarattigi tedirginligin
izleri, 1600-1789 arasindaki modernlesme doneminin sonlarindan itibaren goériliar. 19.yy.’a
gelindiginde imparatorlugun yasadigi toprak kaybt nedeniyle travmatik degisiklikler yasanir. Divan
siirinin etkisini yitirmesi ile bitlikte Sufizm, Tanzimat déneminden itibaren edebiyattaki agirlikls
roliinden yavas yavas uzaklastig icin Melami fonksiyonunun izini sirmek zorlasmaktadir; zira,
modernlesme stirecleri insani agkin tasavvufl agkin yerine gegmesini saglamaktadir.

Ancak, edebiyat metinlerine Andrews’un dikkat ¢ektigi bu fonksiyonlar arasindaki gegcisler
baglaminda yaklasilacak olursa, pek ¢ok karakterin ikili karsitliklar arasindaki alanda hareket
etmekte oldugu gorilebilir. Tanzimat romanlarinin “alafranga ziippe”sinden baglamak tzere,
gerek Servet-i FunGn romanlarinda 6rneklerini  gordigiimiz geleneklerinden  biitiiniyle
vazgeemeden Batihilagsmis Osmanlt Gist-stuf erkegi ve gerekse daha sonraki romanlarda karsimiza
¢tkan Cumbhuriyet aydint Mecnan ve Melami fonksiyonlarinin bir arada distiniilebilecegi alanlarda
hareket etmektedir. Bu romanlar ele alinirken alafrangalik, ulus-devletin kurulusu nedeniyle olusan
yeni kimlikler, vatandaglik vs. gibi unsurlar pek cok farkli sekilde tartisilmis; ancak karakterlerin
incelenmesinde Mecnan/Melami fonksiyonu ayrintili olarak gindeme getirilmemistir.

Bu makale, Divan siirinin gerilemesi ve romanin yikselisini baslangic noktast olarak
alarak, Turk edebiyatinin farkli donemlerindeki romanlara egilerek Mecnin ve Melami
fonksiyonlar arasindaki streklilige odaklanacaktir. Tanzimat romanlarindan Felitun Bey ve Rikim
Efendi (1875) ile Intibah (1876) ve Servet-i Finin’a gecis déneminin 6nemli romanlarindan Araba
Sevdas: (1896) ile bu doénemin zirvesindeki eser olarak kabul edilen Ask-z Memnu (1900)
incelenecektir. Yazinin ikinci bélimiinde, Milli Edebiyat romanlarindan Azesten Gomlek (1922) ve
Yaban (1932) ele almnacak ve son olarak Osmanli-Tirk modernlesmesine iliskin konularda 6ne
cikan hikayelere sahip olduklarindan Fatih-Harbiye (1931) ve Huzur (1949) incelenecektir.

Bu romanlarin seciminde belirleyici olan unsur, bu metinlerde kimligin bir insa olduguna
iliskin gondermeler bulunmast ve kimligin, kékenden, folklérden, geleneklerden uzaklasarak
modernlesmeyle ilgili bir sorunsal olarak ele alinmasidir. Alafrangalik ve yanlis Batililasma gibi
konular, Cumhuriyet sonrast yayimlanan romanlarda da ele alinmakta, ¢cok boyutlu bir kimlik
bunalimina déntismektedir. Andrews’un lirik siirde tartistigt Mecnan ve Melami fonksiyonlaring,
Batililasma problemine deginen daha geg tarihli metinlerin elestirisine tasidigimizda, bu metinlerin
diinyasinda hiyerarsik iliskiler olarak goriinen iliskileri daha derinlemesine inceleme olanagina
kavusuruz. Bu inceleme, “6teki” ile karsillasma anlamina gelen Batiilasma krizinin, iceriden bir

yorumunu yapmaya olanak sunar.
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1. Mecniin ve Melami: Bir Bedende Iki Diinya

Deleuze ve Guattari'nin gégebelik kavrami, tinld Fransiz dilbilimci George Dumézil’in
tarihsel antropolojisine yaslanmaktadir. Deleuze ve Guattari’nin distncesinde gégebelik, kimlik
politikalarinin post-yapisalct bir elestirisini yansitmaktadir; ¢linkd, gbgebe toplum-devlet gibi kural
koyucu yapilar tarafindan gergevelenen ve kiiltiirel olarak belitlenen semiyotik diizenin disinda var
olma potansiyelini temsil eder. Keza, Deleuze ve Guattari, mindr edebiyat iizerine olan
yazilarinda, gogebeligi bir dile tam anlamiyla ait olamamak, dilde iyilesmesi olanaksiz bir bicimde
kekeme kalmak seklinde ifade edetler: 6rnegin, minér edebiyaty, dilin, “gliclii yersiz yurtsuzlasma
katsayisindan her kosulda etkilenmis olmasi” ile aciklarlar (Deleuze ve Guattari 2000: 25)
Gogebelik, 6ze iliskin verili bir durum degildir; bu kavram, bir olus siirecine, alinan pozisyonun
sekillenisine vurgu yapar. Deleuze “olmak” yerine “olus halinde olmay1” 6nerir; bu bir devinim
halidir zira “olus’ta siirekli bir dinamizm, bir gecis vardir (Deleuze ve Guattari 2004: 270).
Egemen vyapilarin karsisinda azinlik olarak, gbégebe olarak, dilde ayrksiligt ve kekemeligi
benimseyerek alinan bu tavir, baskaldiran bir tavirdir. Gogebelik “olus halinin” bir metaforu
olarak iki tarafa da ait olamamay: simgeler ve icinde uzlasmaz bir bagimsizlig: barindirmaktadir.

Divan siirinin Osmanlt Imparatorlugu nezdinde hep bir despotizm kavrami gergevesinde
okunmasina elestirel yaklasan Andrews, yurittigh arastirmada Deleuze ve Guattari’ye
basvurmasinin nedenini merkezsiz dustinceye olan ihtiyag ile agiklamaktadir: Andrews, Osmanlt
Imparatorlugu’nu merkez ve cevre diyalektiginden farkli bir perspektifle [bir heteroloji olarak]
degerlendirmek icin despotik ¢erceveye temel olusturan hiyerarsiyi yeniden ele almak
gerektiginden sb6z eder (Andrews 1993: 191). Despotizm olarak degerlendirilen, etraflica
sorgulanmadan kabul edilen sistemi yapisokiime ugratmak, hiyerarsiyi ¢6zmekten gegmektedir. Bu
hiyerarsiyi “sultan” ve “tebaa”s1, “dsik” ve “masuk” olarak ikiliklere indirgemek yerine, kimlikler
arasindaki etkilesimin izini stirmeye ¢alismak farkli okumalara kapt aralamaktadur.

Michael W. Dolls, “Islam’in baslangicindan beri mecntin[un], herkesin bildigi ama yine de
miphem bir terim” oldugunu belirtir (Dolls 2013: 26). Klasik Osmanl siirinin asik tipi Mecnin,
sevgiliye diskunliik, actya tahammil vb. gibi 6zelliklerle tanimlanir ve siirdeki 6zneler bu
ozelliklerde yetkinlesmek gayretindedirler. Asik, deli divane oldugu icin aklin “6te”’sine ulagabilir.
Kimi betimlemelerde Tanrisala ve diinyaya yonelen idrak birlesir: 6rnegin, insan glizelliginin konu

edildigi Sehrengizlerde agk, Tanrisal giizelligin yansimast karsisinda duyulan mecazi askla icice
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gecmektedir. Nuran Tezcan, 16.yy baslarinda yayginlasan bir tiir olan sehrengizlerde
cevrelerindeki giizelleri betimleyen saitlerin “tek gercek varlik olan Tanr mutlak giizellige (cemal-i
mutlak) sahiptir” ve onun glzelligi tim yaratilanlarda tecelli eder diye distndutklerini
belirtmektedir (Tezcan 2016: 185). Mecnln i¢in astk ulagilamayan biridir; onun miicadelesi,
sevdigine daha yakin olmaktir. Melami ise, varliktan vazgecmek seklindeki Sufi disiincenin bir
uzantist olarak, sultan iken kul, kul iken sultan “gérinebilmenin” miimkiin oldugu distincesini
ask denklemine tastr.

Roman, klasik siirdeki bu etkilesimi devralir. 19.yy’"da Osmanh aydinlari, Avrupa’nin
tstinligiine erismek icin Bat’nin dstiin oldugu bir yazinsal tiir olan romana yogunlastiklarinda,
divan siirinin temel unsurlarindan yararlanma yoluna giderler ve siirlerdeki asik tipinden de kimi
Ozellikleri devsiritler. Divan siiri ve Tanzimat romani arasindaki iligskiyi, romanin Osmanl
kiltirine uzak bir tir oldugu iddias: esliginde radikal bir kopus olarak nitelendirmekten ziyade,
ilk romanlarin Osmanli edebiyatt anlati gelenegi icerisinden aldigt deste§e bakarak ele almak
sureklilikleri gérmek adina 6nemlidir. Serif Aktasg’in Seyh Galib’in Hiisn-ii Ask’1in1 degerlendirirken
altin1 ¢izdigi bi¢im ve icerik 6zellikleri ve mesnevilerin “roman ihtiyact”nt karsiladigt vurgusu
g6zden kagirilmamast gereken bir vurgudur (Aktas 1995: 123). Ilk romancilar, Batili 6rneklerden
hareket ediyor olsalar da, roman tirtini “yerlilestirmis” ve farkll tarz ve s6éylemler
gelistirmislerdir.

Ornegin, Tanzimat dénemini déntistiiren kalemlerden Ahmet Mithat, okurlarin “zeyl (ek)
beklentisi” icinde oldugunu séyleyerek, cevirdigi Alaym Kralicesi adli romana bir ek yazmistir
(aktaran Serdar 2015: 9). Ahmet Mithat'in tavrini degetlendiren Ali Serdar, “Osmanli/Turk
okurlarin roman tirtiyle gazete ve dergilerde yayimlanan c¢eviri veya telif tefrikalarla
tanis[tiklarina]” dikkati cekmekte ve Ahmet Mithat'in Tiirk edebiyatindaki zeyl gelenegini romana
nastl uyguladigini tartigmaktadir (Serdar 2015: 9). Donemin bir diger gicli kalemi Muallim
Naci’nin Mebmed Muzaffer Mecmuas: romanina yazdigt 6nsézde Seval Sahin, tiire yabanci olan
yazarin romana “malimat” sokmasina, romani icinden c¢ikilmaz hale getirince de yarida
birakmasina deginerek, bu sekilde “gercek bir Tiirk romant” yazmis olduguna deginir (Sahin 2017:
33). Dolayisiyla roman tiriniin ortaya c¢tkmasindan 6nceki edebi tiitlerle roman arasinda hem
s6ylemsel hem de bigimsel bir etkilesim bulunmaktadir; yazarlar gesitli denemeler yapmakta, edebi
s6ylemi déntstirmektedir.

Tk romanlardan Taagsuk-n Talit ve Fitnat, Leyla ve Mecntn 6ykiisii tizerine modellenmis
bir romandir ve divan siiri ile eski anlati geleneklerinin izini tagir. Tanzimat déneminin daha

sonraki romanlarinda, askin yarattig esriklik ve kapilma, giderek daha tehlikeli unsurlara doniigtir.
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Bu diinyanin 6teki diinya icin bir metafor oldugu dustincesinin yerini sosyal sorunlarin tartisildig
bir tiir olan roman aldig1 icin, 6teki alemi idrak etmek icin gereken vecd, derin bir duygusal alt Gst
olus seklinde actk¢a bir insana yonelmesinden dolayt yikim olarak ele alinmaktadir. Yazarlar, ona
gosterilen ilgiye kayitsiz kalan, asla ulasilamayan, yiice sevgili figlirini dunyevi dile terctime
etmekte zorlanirlar. Siirlerdeki 6zneler kadar romanlardaki karakterler icin de duygusal baglilik,
Osmanl sosyal gelenekleri ile birlikte dustiniilmesi gereken tartismali bir konudur. Osmanl
siirinin (masukun dertlerine kayitsiz kalan) sevgili roli bu dénemle birlikte yeni anlamlar kazanir.
Osmanl’nin son yiizyllinda degisen otorite iligkileri, kultirel dinyanin doéntismesine
neden olur. Bundan “duygu”nun Tanti ile insan arasindaki iliskinin temel niteligini olusturdugu
tikrine dayanan Sufi dusiince de etkilenir. Kadinlarin gorintrligiiniin artmasiyla toplumsal
cinsiyet rolleri topyekiin degisime ugrar. Bu, erkeklerin 6zgtirliik ve niifuz alanlarini da etkiler. Bu
doéntstimleri degerlendirirken, Deleuze ve Guattari’den ilhamla, kimligin bir “olus halinde olmak”
oldugunu, bir nevi gocebeligi cagristirdifini, kadinlarin ve erkeklerin farkli roller arasinda
salindigint séylemek olanaklidir. Bu salinim, Walter Andrews’in klasik Osmanlt siirinde ayirdettigi
Mecntn ve Melami fonksiyonlarinin Osmanh Imparatorlugu’nun ¢ékiisiinden ¢ok sonra dahi
edebiyatta strdigini ayit etmeyi kolaylastirir ve hatta ikili kargithklarla distiinmekten
vazgecildiginde aslinda karsitlik olarak isaretledigimiz degerlerin i¢ ice varolduklarini gériiniir kilar.
“Sultan” ve “tebaast” seklinde formile edilen ve “despotik” olarak isaretlenen bir kiltirel ve
folklorik yapinin edebiyatta ¢Oziilmesini ve déntsmesini, romanlardaki karakterler tzerinden

degerlendirebiliriz.

2.Mecniin/Melimi Alafrangalagtiginda: Epistemolojik Kriz

Ahmet Mithat Efendi’nin Feldtun Bey ve Rikim Efendi (1875) adli romani ve bu romandan
bir yil sonra yayimlanan ve Batililagsma krizini tek bir kiside gézleme olanag: veren [ntibah (1876),
Mecnan ve Melami fonksiyonlarinin alafranga bir yasam bicimi karsisinda duyulan tedirginlik ile
birlikte ele alindigt yapitlardir. Her iki romanda da ulasilmaya calistlan, asik olunan kadinlar
bulunmaktadir. Erkekler, sergiledikleri cesitli davranslarla tercih edilecekleri igin, tavirlari, bu
romanlarin alafrangalik tartismasini olusturur. Mecnin mesafeler kat ederek veya act ¢ekerek
degil, farklilasarak, dontiserek, alafrangaligr yasamina uydurarak bir miicadele vermektedir.

Felitun Bey ve Rikim Efendide Felatun Bey’in alafrangalik merak: ile stirekli alay edilir.
Felatun Bey’in “alafranga”ligini temsil eden bazt unsurlar, Rakim Efendi’nin yasamina da dahil

edilmistir; ancak, onun hayatinda bu unsutlar yerilmez; c¢lnki, Rikim Efendi, buytk bir

Cilt 2 / Sayt 2 144
Temmuz 2019



MOLESTO: Edebiyat Aragtirmalar1 Dergisi

agirbaglilikla, bu unsurlari, bir Osmanl beyefendisinin yapmast icap edecek sekilde adapte eder.
Ornegin, Rakim Efendi de, Felitun Bey gibi Fransizca égrenir; ancak, onun tersine, bunu gosteris
amactyla kullanmaz. Benzer sekilde, onun da evine piyano girer. Hatta Felatun gibi, Rakim’in da
bir Fransiz metresi olur; kendisine astk olan Josefino adlt orta yaslt bir piyano hocastyla iliskisi
olmasina ragmen, romanda Rakim Efendi alafrangalikla suglanmaz. Ahmet Mithat, Rakim’in
iliskisini anlatirken araya girip “biz burada bir melegin ahvalini tasvir etmiyoruz” diyerek Rakim’in
da giinahlart olabilecegini belirtmek ihtiyacini hisseder (Ahmet Mithat 2008: 76). Tki erkek
arasinda gecirgen bir sinur ¢izilmesi 6nemlidir. Melami fonksiyonu, yani birbirine déntsebilme
potansiyeli, béylece romana dahil olmus olur. Felatun ve Rakim arasindaki farki belirginlestiren
unsur ise Felatun’un musrifligidir; Rakim Efendi, metresine Felatun’un yaptigi gibi para yedirmez,
Josefino onu karsiliksiz sever. Rakim, cariyesi Canan’a piyano dersi aldirmaya karar verdiginde de
bunu Josefino sayesinde bedavaya getirmeyi basaracaktir.

Intibalh'in Ali beyi de Felatun gibi miistif bir mirasyedidir. Ali Bey, Camlica’da rastladig:
Mehpeyker isimli bir kadma tutulur ve annesinin ona almak istedigi cariye Dilasub™u da bu
nedenle istemez. Ali Bey, kendisi icin alinan cariye Dilasub’a kapida ilk kez rastladiginda, onu
“hemen bir goriiste meftin olacak derecede” begenir (Namik Kemal 2010: 105) ama daha
merdiveni ¢tkmadan aklina Mehpeyker’in kollarinda gecirdigi eglenceli geceler gelir ve Dilasub’a
olan ilgisi, “bir sarsar-1 sedit (siddetli kasirga) 6ntinde is’aline (yakilmaya) calisilan sem’a (mum)
gibi” soner (Namik Kemal 2010: 105). Bu ikilik, Ali Bey’i tekrar kazanmaya ¢alisan Mehpeyker’in
Dilasub’u bir iftira ile evden uzaklastirmasina kadar strer.

Bu romanda alafrangalik, gosterisli giyinme ve Fransizca konusma gibi simgelerden bir
olgtide styrilarak, bu iki kadin tipi arasinda yasanan bocalama ile belirginlestirilmektedir. Romanda
Ali Bey’i Mehpeyker’e karst uyaran kalemden arkadasi Auf Bey, bir dl¢tide Felitun Bey ve Réikim
Efendideki Rakim’in karst kutup roliini strdirmektedir; ancak Auf bey, Rakim gibi 6n plana
ctkan bir tip olmadigindan, bu romanda ikilik farkli kisilerin catismasiyla degil, Ali Bey’in
yasaminda belirginlestirilir. Ali Bey’in cismani zevklere duydugu bu tutku, romanin sonunda onu
yikima siiriikler; Namik Kemal, In#ibak’in sonunda “son pismanlik fayda vermez” diyerek, gengleri
cismani agkin yikicihigina karst uyarmaktadir (189).

Bu romanlardaki erkek karakterler, bir dl¢iide klasik Osmanli siirindeki masuklar gibi,
“ask”in  ¢ekiminden c¢ikamaz ve Mecnlin fonksiyonunu strdiritler. “Asik”1in despotizmi,
uzaklasmay1, bagimsizlasmayi, gitmeyi 6nler. Ote yandan diinyevilesmis bir unsur olarak ask, genel
dizene bir karst ¢ikist da barindirmaktadir. Erkekler, sistemin olagan unsurlart olan cariyeleri

degil, daha tutkuyla baglandiklari “6teki” kadinlart isterler. “Oteki” kadinlara duyulan askin farkls
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boyutlariyla ele alindigt Recaizade Ekrem’nin Araba Sevdas: (1896) ve Halit Ziya Usakligil’'in Ask-z
Memmnwsunda (1900) da alafrangalik meselesi erkek roman kisilerini belirlemeye etmektedir.
Ancak, Ekrem’in ve Usakligilin tutumu, Namik Kemal ve Ahmet Mithat'in ahlak¢t bakis
acisindan farklidir.

Servet-i Fiinin romanlarinda, alafrangaligin giyim-kusamla, gidilen yerlerle ifadesini bulan
bir yasam bicimi oldugu kadar, ayni zamanda bir disiince tarzi oldugu vurgusu yerlesiklesir.
Insanlarin  diisinme  sekillerine etki eden, onlart cevrelerine yabancilastiran ve dolayistyla
yalnizlastiran alafrangalik tartismaya acilir. Toplumsal yapinin despotizmi karsisinda diigiince
sekilleri nedeniyle yalnizlasan alafranga erkekler, ayni zamanda toplumdan tam olarak
kopmadiklari, belli kiltiirel kodlara uyma kaygist duyduklar igin bagkaldirdiklar: topluma
bagldirlar.

Recaizade Ekrem'in Araba Sevdasinin baskisisi Bihruz Bey de, Felatun Bey gibi tiiketim
ekonomisine kendini kaptirmis, Batili olmayr sik giyinmek ve gosteris yapmak olarak anlayan,
egitimini tamamlamamis, eglenceye duskiin, tembel biridir. Ancak, Bihruz Bey, “alafranga
mirasyedi” tipinden bir 6lcide farklilasmistir. Bihruz beyin amact, I[ntibahin Ali Bey’i gibi
Camlica’da gorip astk oldugu duskiin bir kadina, Perives Hanim’a bir ask mektubu yazmak icin
kulaga hos gelen bir iki satir bulmaktir; ama bu kitaplarla birlikte Bati epistemolojisi Bihruz Bey’in
distince dinyasina girer ve Secretaire des Amantsdan sectigi siirdeki “kelime sekli resmetmeye
borglu ise” misraint “anlamadigr’” noktada da onu maglup eder (Recaizade 2009: 132).

Ginlik hayati ve giyim tarzi ile Tanzimat romanindaki alafranga tiplere yaklasan Bihruz
Bey, bu epistemolojik saskinlig1 yasamasiyla diger alafranga tiplerden ayrilmaktadir; ¢iinki Dogu-
Batr arasindaki sorunun giyim tarzi ya da giinliik yasayssla ilgili gézle gértintir bir farkliliktan ibaret
olmadift, daha derinde yatan epistemolojik bir ayriliktan s6z edilmesi gerektigi ortaya ¢ikmistir.
Bihruz Bey’in siirdeki géndermenin ne oldugunu anlayamamasi, siiri kulaga hos gelen sézlere
indirgeyip anlami bosaltmasi, Mecnin fonskiyonunun ve 4asik/masuk denkleminin yeni
dinamiklerle dasiinildagini gosterir. Asiga ulasmak icin kat edilmesi gereken mesafe ve bu
mesafeyi kat etmek icin gereken micadele, komik bir oyuna gevrilmistir. Bihruz Bey, siirleri
anlamadiginda “Tout les poétes sont fous! |Butin sdirler delidir!]” diyerek isin icinden ¢ikar ve
Fransizcadan vazgecerek “Ah! Turklerde adam gibi bir sair gelmemis ki...” nidalariyla Tirkce bir
slir aramaya koyulur (Recaizade 2009: 69).

Bihruz Bey’in anlamadigt misra tzerinde disinmemesi, bu epistemolojik krizin romanda
hakkiyla derinlestirilmedigini gostermektedir. Bihruz ile baglayan ve daha sonra Mai ve Siyah’in

Ahmet Cemil'inin, Agk-z Memnnnun Adnan Beyinin, Behlilinin ve daha pek ¢ok roman
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kisisinin ucuna eklendigi bir kusagin, arttk “Batihlasma”y1 bu epistemolojik saskinligi yasamis
kisiler olarak degerlendirdigi distniilecek olursa, Tanzimat ve Servet-i Funtn dénemlerinin
arasinda bir noktaya, s6zi edilen zihniyet déntstimiini basglatmasi muhtemel bir farklilasma
yetlestirilebilir. Asik/masuk denkleminde, ask miicadele gerektirmeyen bir iliskiye déntstigi icin
ve yuceltilmeyen, dinyevilesen, giindeliklesen bir duygu oldugu dl¢iide yeni kimlikler yaratir. Bu
kimlikler arasindaki rekabet, Melami fonksiyonunu besleyen birbirine déntisme unsurunu da
ortadan kaldirir. Boylece kriz derinlesir.

Yiizyl basinda yayimlanan Agk-s Memmnn’da da kriz kendisini ele verir; bu romanin erkek
kisileri alafrangalikla suclanan kisiler degildir. Bunun da 6tesinde, daha 6nce yadirganabilecek pek
¢ok oOzellik, romanda arttk normal hayatin bir pargast olarak gorilmektedir; 6rnegin Adnan Bey,
Intibah'in Ali Bey’inin ve Araba Sevdas/nin Bihruz Bey’inin yapamadigini yapar ve hafifmesrep bir
kadin olmasina ragmen Bihter ile evlenir. Benzer sekilde, Bihter’le yasak bir ask yasayan Behltl’un
konumu da, bu yeni topluma iligkin ipuglari vermektedir; Behlal, metres iliskilerinin st-stnifa
mensup insanlar arasinda kimseyi sasirtmadiginin bir kanitidir. Behlal, 6nce Bihter’in kizkardesi
Peyker ile Peyker evli olmasina ragmen ilgilenmis; daha sonra da anneleri Firdevs Hanim’a ilgi
gostermistir. Ask-z Memni’da romantik ask ve cinsellik, bir ¢irpida yerlerini ehlilestirilmis bir evlilik
savunusuna birakmamaktadir.

Romanin sonunda yasak iligkisi ortaya cikan Bihter’in intihar etmesiyle, hem tutkulu bir
ask hem de bir evlilik sona erer; ancak, Halit Ziya belirgin bir bicimde taraf tutmaz. Adnan Bey,
geleneksel Osmanli babasi tavrint roman boyunca korur. Ailesinin bir arada olmasi onun igin
onemlidir; bu nedenle kizt Nihal ile Bihter arasindaki gerilimi azaltmaya c¢alisir. Ancak, bu
gerilimin bir yoniyle de, her iki kadimmn da ashnda yegeni Behlil’e asik olmasindan
kaynaklandigini fark etmez bile.

Romanda, Adnan Bey’in yalisindaki bu iliskiler yumagini carpik bulan hizmetgiler, olan
biteni yadirgadiklarini dile getirirler. Hizmetcilere gore, yanlarinda calistklart bu insanlar
yozlasmis, kirlenmistir. Behldl ile ayni ortamlarda bulunmasina ragmen Adnan Bey, yegeni ile
karist arasindaki iliskinin farkina varmazken, hizmetgiler, Behlal ile Bihter arasindaki rahat tavirlar
garipserler. Bu yadirgayis, yalida iki farkli degerler sisteminin yanyana yasadigini ortaya
koymaktadir. Ask-z Memnu’'da alt siniflarda beliren bu 6rtitk muhalefet, kriz tartismasina yeni bir
boyut katacak ve Cumhuriyet dénemi yapitlarinda, alt-sinifa mensup insanlari yeni kahramanlar
olarak ortaya cikartacaktir. Bu 6rtik muhalefet, Anadolu koylisunin disman karsisindaki
basarilarinin ve getin vatan savunmasinin konu edildigi Cumhuriyet dénemi romanlarinda, daha

belirgin bir sekilde ortaya cikar.
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3. Askerlik, Muhalefet: Mecniin mu Melimi mi?

Osmanl Imparatorlugu’nun dagilmasina ve Tiirkiye Cumhuriyeti’nin kurulmasina tanklik
eden donemlerde, giindelik bir duyguya dénismis ve yiceltilecek bir dinamik olmanin uzagina
diigsmis olan agk, yeni bir arzu nesnesi bulur: Vatan. Artik bir Mecnin varsa, bu vatan ugruna
deliren, kendisini bu ugurda feda eden biridir. Batililasma probleminin yaninda artik bir de savas
paradigmas: bulunmaktadir. Stregiden savas, taraf olmayr dramatik bir sekilde zorunlu
kildigindan, Melamilik gibi hegemoniye karsitlik ile tanimlanan, asik/masuk denkleminde birbirine
déntsmeyi vurgulayan tavirlar, bu dénemin yapitlarinda buytik 6lciide torpiilenmistir. Her ikisi de
birer hatira defterine yaslanan Atesten Gomlek (1922) ve Yaban (1932) séylemdeki sertlesmeyi
basartyla gosteritler.

Atesten Gomlek, iki bacagint kaybetmis bir sekilde ve kafasinda bir kursunla Ankara’da
Cebeci hastanesinde yatan bir asker olan Peyami’nin hatira defterine not ettigi anilarindan ve bu
defterin arasina sikistirilmis mektuplardan olusmaktadir. Hariciye memuru Peyami, annesiyle
yasayan zengin ve ziippe bir genctir; ancak, Izmir’in isgali strasinda oglu ve kocasinin éldiiriilmesi
lizerine Istanbul’a kacan Ayse’yi tanidiktan, Istanbul’da isgale tepkinin giderek arttigi hareketli
gunlere ve Sultanahmet mitingi gibi heyecanlt olaylara tanik olduktan sonra, siiregiden savasla
ilgilenmeye baslar. Peyami’nin arkadast Thsan da Ayse’ye ilgi duymaktadir; ancak, Ayse ikisini de
énemsemez. Onun icin 6nemli olan tek sey, Izmir'in kurtulusudur. Peyami, Ayse’yi bir kadin
olarak algilamiyor gibidir; nitekim rthtimdaki ilk karsilagsmalarinda Ayse’yi karsisinda goriir gérmez
“igi[n]den “Tzmir geliyor’ de[r]” (Adivar 1998: 24).

Romanda, Peyami ve Thsan, adeta bir kadina degil bir “iilkii”ye yénelen kisiler olarak
belirginlesmektedir. Boyle bir durumda, savasa katilmak ve Izmir’in kurtarilmast icin savasmak,
Ayse’yi elde etmenin bir yolu olarak ortaya cikar. Ayse’yi elde etmek amaci, Peyaminin bir
Osmanl ziippesinden bir vatansevere déntismesine neden olur. Atesten Gomlek, Peyami’yi 6rnek
alinmast gereken bir kisi olarak sunarak, erkek kimliginin belitleyici 6gesini, vatan ugruna kendini
feda etmek olarak belirginlestirmektedir.

Yaban’da, Sakarya Savast sonrasinda Anadolu’yu gezen Tetkik-i Mezalim heyetinin bir
aga¢ kovugunda buldugu defterdeki yazilari, Birinci Dinya Savas’nda kolunu kaybeden, bu
nedenle Kurtulus Savas’'na katlamayan ve emir erinin Porsuk Cayr’nin yakinlarindaki kéytne
siginan Ahmet Celal adindaki bir subay kaleme almustir. Ahmet Celal ile koyliler arasindaki

degerler catismasi, daha koylilerin savas konusundaki tavirlari heniiz agikca ortada degilken
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baslamistir. K&y bir “illet ve sakatliklar yuvast”dir, k6t kokar, pistir (Karaosmanoglu 2001: 35);
Porsuk Cayt “bir cerahat gibi iiktir” (Karaosmanoglu 2001: 46). Koylilerin bazilari sakattir, bir
sakatligi olmayanlar da hayvanlara benzetilerek anlatilir. Yakup Kadri, adeta koylilerin bir
rasyonalitesinin olmadigint gostermek istercesine, onlart hayvanlara benzeterek anlatmaktadir.
Koylilerin fiziksel olumsuzluklar: diistinsel plana da yansitilir; Ahmet Celal’in hayal kirikligini da
biiyiik 6lgiide bu diistinsel olumsuzluklar, yani kéylintn tutuculugu ve gericiligi belirlemektedir.
Mecnan fonksiyonu asker kimligi ile vatan ugruna savasma “ask”mna tutulan erkeklik olarak
belirginlesirken, Melami fonksiyonu ise toplumsal olarak késeye itilen, fiziksel olarak giicsiiz,

eylemsiz, “dustincelerden ibaret” aydin kimligine temel olusturur.

4. Askerden Aydina: Krizden Cikmak Miimkiin Mii?

Savastan sonra da vatanin yitirilmesine iliskin korkular travmatik olarak yasanmaya devam
eder. Mecnin ve Melami, i¢ ice gecerek her an savasci erkege doniismesi beklenen bir aydin tipi
ortaya cikartirlar. Edebiyatta bu korkularin sadece erkekler icin olmadigini, aydin tipine atfedilen
anlamlarin, kadinlar icin de gegerli olabilecegini hatirlatan érnekler de karsimiza gikar. Ornegin,
kadinlarr farkli yasam bicimlerinin simgeleri olarak cisimlestiten ve se¢im yapma gbrevini
erkeklere veren yazarlarn aksine, Peyami Safa, yasam bicimleri arasinda se¢im yapma gorevini bir
kadina vermektedir.

Dogulu ve Batili iki erkek ile, bunlar arasinda bocalayan kadindan olusan tgleme, Peyami
Safa’nin yapitlarinda stk¢a kullanilmaktadir. Sozde Kizlarda (1922) alafranga bir tip olan Behig ile
evlenmek tzereyken hatasini anlayan ve Fahri’ye donen Miberra, Fatib-Harbiyede (1932) Macit ile
Sinasi arasinda bocalayan Neriman’in bir benzeridir. Bu yapida “Dogu-Batt catismasi, bir ask
catismasi ile temsil edil[mektedir]” (Moran 1998: 168). Her iki romanda da, gelencksel degerleri
savunan Dogulu tipin dertlestigi bir arkadast vardir; Sozde Kizlarda Nadir, Fatib-Harbiyede ise
Ferit, Peyami Safa’nin dusiincelerini dillendiren kisiler olarak olaya karisir ve Batilli olmaya
6zenmenin yarattigi ahlaki ¢Skintiyl vurgulayarak Dogulu tipe destek veritler. Dokuzuncn Hariciye
Kogusn, etkisini biyiik 6l¢tide romanda ismi belirtilmeyen kahramanin hastaliginin giiclii dramatik
anlatimina baglt olsa da, hasta gencin umutsuz bir askla baglandigr Niizhet ve sonradan kocasi
olacak doktor Ragip ile benzer bir dongiiyli ortaya koymaktadir.

Peyami Safa, Fatih-Harbiye adli romaninda, kadinlari “yanls Batllagsma”nin birincil
ornekleri olarak belirginlestirmektedir. Bu romanda, Tanzimat romanlarinin iyi-k6ti kadin
arasinda stkisan yetim mirasyedisine benzeyen bir karakterle karsilagilir: annesiz bilyiiyen ve Batilt

Macit ile Dogulu Sinasi arasinda sikisip kalan Neriman. Muhafazakar bir insan olan babasi Faiz
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Beyle birlikte, bu muhafazakarligin somutlastift bir semt olan Fatih’te yasayan Neriman,
Dartilelhan’da 6grencidir, ud calmaktadir. Okuldan arkadast olan Sinasi ile uzun zamandir birlikte
olan Neriman, Macit ile karsilasmasini izleyen stregte Sinasi’yi begenmemeye baslar.

Fatih-Harbiye de alafrangalik dolayimsiz bir elestiri ve alay konusu olarak karsimiza ¢ikmaz.
Romanda Istanbul’un Batili yiiziinii temsil eden Macit, Tanzimat romanlarindaki alafranga
ziippeler kadar topluma yabanct bir kisi olmasina ragmen, onlar gibi “aptal”, “cahil”, “beceriksiz”
ya da “giiliing” bir tip olarak ¢izilmemistir. Safa, tutumunu Macit’in ziippeligiyle alay ederek degil,
onu ahlaki ¢okinti icinde gostererek dolayli yoldan ortaya koyar. Romanda Macit’in
“alafrangaliginin” karsisina Sinasi ve Faiz Bey’le simgelenen bir “gelenckselcilik” ¢ikartilmaktadir.
Sinasi ve Faiz Bey, Macit’in yoz hayatin1 belirginlestirmelerinin 6tesinde, Neriman’a dogru yolu
gostermeleri beklenen kisiler olmalart bakimindan énemlidir.

Ahmet Hamdi Tanpinar, 1949 yilinda yayimlanan roman1 Huzur'da geleneksellik hakkinda
benzer sorularin pesine diisen yazarlardan biridir. Hugur, Tkinci Diinya Savas’min ilan
edilmesinden bir giin 6nce baslar. Anne ve babasini kiiciik yasta kaybeden Miimtaz, akrabasi
Thsan’in yanina Istanbul’a taginir; Thsan ve karist Macide ile birlikte yasamaya baslar. Thsan’in hem
babalik, hem dostluk, hem de 6gretmenlik ettigi, Macide’nin bir anne kadar sicak ilgi g6sterdigi
Miimtaz, ada vapurunda tanistifi Nuran’a asik olur. Kocasindan ayri yasayan Nuran da bu agka
karsihik verir. Ancak, Miimtaz’in bir akrabasi olan ve Nuran’t platonik bir agkla seven Suad’in
intihar etmesi Uzerine Nuran, artik asktan sogudugunu soyleyerek Miimtaz’ terk eder. Bu arada
Thsan, agir bir zatiirre gegirmektedir; Miimtaz yasamla 6liim, askla nefret arasinda aklint yitirir.
Roman, Ikinci Diinya Savasr’nin ilan edilmesiyle sona erer.

Eski ile yeni arasinda salinip duran, her salinimda darbe alan, direnerek de olsa degisen
Dogu motifi, romanin biitiin bélimlerinde belirerek bir cesit baglanti saglamakla kalmaz;
Huzurun arada kalmanin yaratti®i huzursuzlugun romant olarak okunmasinin da yolunu agar.
Bireysel diizlemde romanin odagindaki Mimtaz karakterinin bagindan gecen ask ile baglantili
olarak ortaya konan bu huzursuzluk, Thsan’in giderek ciddilesen hastaligi ve arka plandaki savas
hazirliklarr ile daha genis anlamlar kazanarak, olim gibi agkin gerceklikler karsisinda duyulan
huzursuzluga dogru evrilmektedir.

Mimtaz’in huzursuzlugu, 6n planda, btytk bir agk yasadigt Nuran tarafindan terk edilmis
olmasina karsin, onu sevmekten vazgecememesinden kaynaklanir. Bu bitmis agk iliskisinin
yarattigi ikiligin disinda, romandaki gerilimi tastyan bir diger unsur, Thsan ve Suad arasindaki
ideolojik anlagsmazliktir. Suad’in da Nuran’a asik olmasi, Mimtaz’in kendi erkekligini 6lgmek icin

iki karakter arasinda yani Thsan ile Suad arasinda kalmasina neden olur. Bir yandan, zaten bu iki
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karakter de bir 6lciide Miimtaz’in icindedir. Tanpinar bunu aslinda “Miumtaz, BinBir Gece’deki
eskicinin hikayesine benzeyen ikiz bir émrii yas[amakta]” diye aktarir (Tanpinar 2001: 60).
Miimtaz’in bolinmusligi, erkeklik ingasinin bitmek bilmeyen krizlerle ilerledigini gézler 6ntine
serer. Intihartyla birlikte Suad, Miimtaz’in duygusal diinyasinda da etkisini gésterir, Nuran’t asktan
sogutarak iliskilerinin sona ermesine neden olur. Miimtaz’in huzursuzlugunun arka planinda, tam
olarak daha basarili bir erkeklik sergilemek icin takinmasi gereken tavirlarla ilgili yasadigr gel gitler
bulunmaktadir; romanin radyodan savas ilanini duyan ve askere alinabilecegini diistinerek tedirgin
olan Mimtaz’in aklini yitirmesiyle sona ermesi de bu anlamda simgeseldir (Giinay-Erkol 2016:
249).

Tanpinar, romana almadigi, yakin zamanlarda Tiirk Edebiyat: dergisinde Ibrahim Sahin
tarafindan yayimlanan mektubunda Suad’in agzindan onun icindeki karmasay:r dillendirirken
Mecnan ve Melami fonksiyonlarinin i¢ ice gegmesine uygun bir itirafta da bulunur: “Romancilar
ayr1 ayrit insanlatla hayat kumagini dokumaga calistyorlar. Fakat insan nedir? Ve hakikaten bir/tek
olan insan var mudi? Bunu hi¢ disinmiyorlar. [...] Meseld al beni. Ben kac¢ kisiyim
zannediyorsun?” (Sahin 2017: 10). Thsan’in giiclit bir birey algistyla 6rillmis “toplumsalligr”,
Nuran’in “duygusallig’” ve Suad’in “ytkmak” cesareti, Miimtaz’in olusumuna katkida bulunan
unsurlardir. Miimtaz, Suad gibi intihar edecek konuma gelmese de, Thsan gibi dengeli bir diinya
goriisine ulasmayt da basaramaz. Thsan’in “degiserek devam etmek/devam ederek degismek”
anlayist romanin sonunda ayakta kalan tek yonelim olur; Thsan, 6liimden zaman calmayt becerir.
Miimtaz’in son anlarinin savagin ilanina denk gelmesi ve asker olmasi, savasmast beklenen bir
erkege doniisgmek zorunda kalmanin tedirginligini yansitan halleri de Mecnlin ve Melami tavirlar

arasindaki gerilimin fevkalade basarilt bir tarifidir.

Sonug

Andrews’un lirik siiri merkeze alarak tartistgi Mecndn ve Melami fonksiyonlar,
dogru/yanlis Batililagma problemine deginen kanoniklesmis edebiyat yapitlatina dogru
genisletildiginde, bu metinlerdeki kisiler arast iliskilerin, hiyerarsilerin ve genel anlamiyla “giic
sistemi”’nin ele alinisinda, yazarlarin, dini ve sekiler ¢erceveleri i¢ ice gecirmek suretiyle genisleyen
ve Otekisini icererek ilerleyen bir cerceve kurduklart gériilmektedir. Ornegin, glicinii asik ve
masuk arasindaki mesafeden alan Mecnin fonksiyonu icin, edebiyat tarihinin ileri sathalarinda
yazilan ve yayiumlanan romanlar séz konusu oldugunda, ilahi vecd halinin yerine milliyetci
duygular ge¢mektedir. Vatan icin verilen micadele, Mecninun yeni “ilahi ask™ olur. Sufi

distincenin hiyerarsileri ortadan kaldiran ve gegislilige agilan bakisini ise, ice dontk, elestirel ve
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sorgulayan bir dslup olarak gériiriiz. Bu uslup, “kalabalik bir yalnizlikta bile” var olamayan
“aydin” imgesini kurar (Yavuz 2017: 10).

Savas, erkegin dissal gercekligi ise, bu fikirle miicadele, diigman varsayilan 6tekinin kabulii
ve onunla insani temelde ayni olduguna iliskin farkindalik da icsel gercekligidir. Dolayistyla,
Mecnin ve Melami fonksiyonlari, lirik siirden devralinan bir tarzi devam ettirerek c¢agdas
romanlarda “savagct” ve “aydin” iki ayri tip Uretir. Bu ikisi arasinda bir se¢im yapma cabast,
yasantinin timine yaydan kimdulatif bir krize déntismistir; dolayisiyla, her an bu secimle
yiizlesen ve secimleri tizerinden degerlendirilen erkeklerin artik krizden kurtulmalari s6z konusu
degildir. Edebiyat, erkekligin krizini normallestirir.

Mecntn ve Melami arasindaki gegislilikler, duragan kimliklerin Otesine gegen bir “olma
hali”’ni 6ne cikartir. Bitinlikli olmayan kimlikler, tutarsiz, insa halinde olan ve bir tirld
sonlanmayan gocebe yasayislarda anlamini bulur. Gerek ulus-devlet paradigmasi gercevesinde,
gerekse psikolojik ve bireysel diizlemlerde gii¢, tahakkim ve iktidar iligkilerini sorgulayan
metinlerden edinebilecegimiz bilgi, imparatorluktan ulus-devlete doniisimii, degisen sosyal ve
kiltirel yapilari, terk edilen ve yeniden farkli sekillerde tretilen inanis ve davranislari

degerlendirmek adina merkezi bir 6nem tagimaktadir.
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Oz

Bu ¢aligmada Murathan Mungan’a ait ti¢ 6ykii ve bir oyun olan; “Dumrul ile Azrail” (Yed;
Kapil Kerk Oda), “Sahmeran’in Bacaklar1” (Cenk Hikayeleri), “Yizyilik Uyuyan Guizel” (Kurk
Oda) ve Geyikler Lanetler isimli esetlerde karaktetler tarafindan deneyimlenen ortak bir
sorunsal olarak varolussal kimlik krizi irdelenecektir. ‘Ben’ ve ‘Gteki’ geriliminin, ilgili
eserlerin timiinde islenen ve 6zne kurulumu sekteye ugrayan karaktetlerin séz konusu
kimlik arayislarinin icinde sekillenip deneyimlenen bir pratik seklinde zuhur ettigi
incelenecektir.

Anahtar kelimeler: Kimlik, izne kurulumn, ben, iteki.

Abstract

In this article, existential identity crisis as a common problem in Murathan Mungan’s three
story and one play “Dumrul and Azrael” (Forty Rooms with Seven Doors), “Sahmeran’s Legs”
(War Stories), “Centennial Sleeping Beauty” (Forty Rooms) ve Deer Curses will be analyzed.
The relationship between ‘self’ and ‘other’ will be examined as a practice shaped within
existential crises of characters who could not complete their identities in the
aforementioned works.

Keywords: Identity, self-formation, self; other.

Girig ve Yontem

Modernite sonrasinda etkisi kitlesel bir hale gelen modern insanin
kimlik bunalimi olgusu; insana dair ve derinlikli bir elestiri igerisinde ve
varolussal krizin alti siirekli olarak cizilmek suretiyle edebi esetlere konu
olmustur. Karakterlerin i¢ dinyalarinin giin yiziine ¢ikarilmast suretiyle

ortaya koyulan metinler araciligiyla; karakterlerin bireysel ile toplumsal olan

arasindaki ikircimli pozisyonlarindaki eylemlerinin anlamlandirilmast ve taslarin yerine koyulmast

!Yiiksek Lisans, Bogazici Universitesi, seda.izmirli93@gmail.com. ORCID 0000-0001-5638-6166

Cilt 2 / Say1 2
Temmuz 2019

154



MOLESTO: Edebiyat Aragtirmalar1 Dergisi

hususunda okur goreve cagrilmaktadir. Gergegin géruntirdekinden daha karmasik oldugu fikrine
vurgu yapilan metinlerde, karakterler icin, olmak istenilen ile halihazirda olan arasindaki gerilimde,
bir kimlik ve gerceklik insa etme halinde, olaganiistiine, gercek disina, kendinden baska bir hayata
kacma durumu s6z konusudur. Metinlerin yazilma edimleri istikrarlt sekilde ifsa edilmekte, yer yer
okura direkt olarak seslenilmekte, eksik temsilin ve temsil krizinin farkindaligiyla yeni yazim ve
anlatim yollart arama yoluna gidilmekte, var olana alternatif séylemler tretilmektedir. Metnin okuru
nihai ve biutinlikli bir ¢oziime gotirilmemekte; okur, goérinenin ardinda sakli kalabilecek
hakikatlerin ayrintilariyla ilk elden bulusturulmakta ve metnin anlamlandirilmast surecinde aktif rol
tstlenmektedir. Bu yolla, mutlak gercekligin sorgulanmasina meyyal bir tutum igerisinde
olunmaktadir.

S6z konusu séylem ve temsil bicimlerini icerisinde barindiran “Dumrul ile Azrail”,
“Sahmeran’in Bacaklart”, “Yuzyillik Uyuyan Guzel” ve Geyikler Lanetler isimli esetlerinin analiz
edilecegi calismamda, yontem olarak yakin okuma tekniginden faydalanilacaktir. Bu sayede,
Murathan Mungan’in ilgili esetlerinde s6z konusu olan ‘ben’ ve ‘Gteki’ gerilimleri, dort ayr
cesitlemest tizerinden agimlanacaktir. Bu dért 6rnegin tezahiir bicimlerinde meydana gelecek olan
paralellik; ““Ben’ ve ‘Gteki’ gerilimi, bahsi gecen dort ¢alismanin tiimiinde de islenen ve Gzne
kurulumu tamamlanamayan karaktetlerin varolussal kimlik arayislarinin icinde tecriibe edilen bir
pratiktir.” savinin temel dayanagini olusturacaktir.

Bu gergevede bigimlenecek olan yazimla ilgili olan galismalar tzerine literatiir taramast
yapildiginda, ilk olarak, Niiket Esen’in “Murathan Mungan’in ki Hikayesinde ‘Ben’ ve ‘Oteki””
isimli calismasindan bahsetmek gerekmektedir. Nitket Esen bu ¢alismasinda, Murathan Mungan’in
“Binali ile Temir” ve “Okkes ile Cengaver” hikayeleri ele alinmakta ve bu iki hikdye ‘ben’ ve ‘Gteki’
geriliminin islenis bicimlerinin mahiyeti tzerinden karsilastirdmaktadir. Buna gore; “Binali ile
Temir” adli 6ykiide, Binali ve Temir karakterlerinin, ancak birinin yok olmasiyla nihayete erecek bir
catisma icerisinde oldugu fikri ileri surtlmektedir. Binali ile Temir arasindaki iliski, ‘Gteki’nin
varligini hi¢ kabul etmemis, kendinden baskasini hi¢ hissetmemis iki ‘ben’in arasinda cereyan eden
yaman bir ¢atisma seklinde degerlendirilmektedir. Bu iliski, ancak ve ancak biri digerine muhtagken
iki kisi olabilen bir birliktelik seklinde yorumlanmaktadir. Buna karsilik, Okkes ile Cengaver
arasindaki bagda ise, birbirlerini disman addedici torelere ragmen, ‘Gteki’nin varligint sadece kabul
etme degil, ayni zamanda onu sevme, onunla birlik olma ve onunla 6zdeslesme halinin s6z konusu

oldugu fikri desteklenmektedir.
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Ikinci olarak, Medine Sivri ve Selin Ozkan’in, “Karsilastirmali Edebiyatta Metinlerarasiligin
Yeri ve Murathan Mungan’in ‘Dumrul ile Azrail’ Hikayesine Metinlerarasi Bir Yaklasim” baglikli
makalelerinde, “Dumrul ile Azrail” 6ykisi varlik sorunsali acisindan metinlerarasilik yontemiyle
incelenmektedir. Ilgili metinde yer aldig1 6ne siiriilen metinlerarast iliskilerin, yine metinde yer aldig1
distinilen varolus sorunsali ve nedenlerinin  aydmnlatlmasina  katki  sagladigt  fikri
benimsenmektedir. Sivri ve Ozkan’in bu makalesi, Nitket Esen’den sonra, calismamla ortak bir
paydaya sahip ikinci 6rnegi teskil etmektedir. Bundan sonra zikredecegim calismalari - “varolussal
kimlik krizi”, “ben ve 6teki”, “6zne kurulumu” gibi mefhumlarla ilgili olmayip - yalnizca Mungan’in
calismamda yer alan dort eseri tizerine olan yazilar teskil edecektir.

Sakine Celik Oztiirk, “Murathan Mungan’in “Dumrul ile Azrail” Oykiisiinii Postmodernist
Agidan Okuma” adli makalesinde, Murathan Mungan’in “Dumrul ile Azrail” adli oykasiinin
postmodern bir yapist oldugu ileri stiriilmekte ve metin postmodern bir perspektif tizerinden analiz
edilmekte; metnin kurmaca/tstkurmaca 6zellikleri, metinlerarast gdndermeleri ve zamansal yapist
ele alinmaktadir. Bu c¢ercevede, Yildiz Ecevitin postmodern edebiyat metinleri inceleme
cercevesinden yararlanilmaktadir.

Yilmaz Evatin, “Murathan Mungan’in ‘Sahmeran’in Bacaklar’nda Metinlerarasi Iliskiler”
isimli makalesinde, i¢ i¢e geemis bircok hikayenin anlatildigt 6ne sirilen “Sahmeran’in Bacaklari”
Oykiisindeki metinleraras: iligkiler irdelenmekte ve Murathan Mungan’in s6z konusu O6ykiyi
metinlerarasilik mefhumu ¢ergevesinde yeniden yazmis oldugu fikri belirtilmektedir.

Kemal Temizer'in “Sahmeran’n  Bacaklari”’nda Mitolojik ve Masalst Unsutlar”
calismasinda, ilgili hikayedeki mitolojik ve masalsi Ogelerin tespit edilmesi ve bu G&gelerin
kullaniminin islevselligi tizerinde durulmasi s6z konusu olmaktadir.

“Murathan Mungan’in ‘Yizyillik Uyuyan Gizel’ ve Bilge Karasu’nun ‘Avindan El Alan’
Oykiilerinde Arketipsel Temalar” basliklt calismasinda Remzi Soytiirk, her ne kadar eski anlatt
tirlerindeki arketiplerle uyumluluk gosterseler de modern zamanlarda yazilan 6ykilerde sapmalarin
ve degisimlerin gorildigu fikrinin arkasinda durmaktadir. Jung’a atifta bulunmak suretiyle kisisel
bilingdisinda kompleksler bulunurken, kolektif bilingdisinda arketiplerin bulundugu ve modern
yazin tirlerinin bu kompleksler ve arketiplerin ¢atismasindan dogdugunu ileri sirmektedir. Bu
cercevede, bahsi gecen iki 6ykideki arketip yapilart gostermeye ¢alisiimis ve bu arketiplerin uyum
ve catisma durumlart 6rneklendirilmistir.

Tamer Temel, “Geyikler Lanetler Oyununa Postmodern Bir Yaklasim” baslikli yazisinda,
klasik tiyatronun kalipsal anlayisina zit, seckinci tavirdan uzak, ¢ogulcu katilimi amag edinen,
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tiyatronun 6ztinde tasidigt mistik yont yeniden canlandirmaya soyunan anlayisin sahnelerde yerini
aldig fikrini desteklemektedir. Ttrkiye’de bu dogrultuda 1980’1 yillarda baslayip 6zellikle 1990°dan
itibaren ivme kazanmis ve postmodernist 6zellikler iceren tiyatro oyunlarinin varligindan dem
vurmaktadir. Murathan Mungan’in Geyikler Lanetler oyunu da, metinsel alanda yapilan galismalar
arasindaki en tipik 6rneklerden biri olarak incelenmeye deger géralmustiir.

Calismamin yontemi ve literatiir aragtirmast izerine ortaya konulan hususlarin akabinde, bu
asamada, strasiyla “Dumrul ile Azrail”, “Sahmeran’in Bacaklar”, “Yizyillik Uyuyan Guizel” ve

Geyikler Lanetler metinlerinin metinsel ve séylemsel analizleriyle devam etmek yerinde olacaktir.

“Dumrul ile Azrail”

Murathan Mungan’in “Dumrul ile Azrail” adli 6ykiisinde Dumrul karakteri, nihayetinde
kadere baskin gelme ugruna verdigi ugrasin anlamsizligina kanaat getirmekte; “siyah bir kesinlik”
(Mungan, 2002, s. 5) ve “kesin bir sessizlik” (5) i¢inden kendi rizastyla styrilip belirsizligin,
beklenmeyenin ve siradisiligin (5) safinda konuslanmayr yegleyen Azrail ile kosutluk teskil
etmektedir. Bu hususta kusursuz bir dongti icerisinde ‘can alict’ sifatiyla Azrail’in, insanoglunun
kader karsisindaki iktidarsizliginin ve varolussal kimlik krizinin Dumrul’a kantksaticist ve bu hususta
bilinclenmeye varan siirecin saglayicist bir ‘6teki’ konumundadir.

Opykiide, Dumrul karakteri tizerinden kader karsisindaki insanoglunun yazgisindan ve
kaderin insanogluna galebe ¢alisindan s6z acilmaktadir. Insana ve hayata dair cok temel bir meseleyi
konu edinen metin, 6liim karsisindaki bu yazgisal durumun insanlik tarihi boyunca béyle oldugunu,
Dede Korkut Hikayeleri’ndeki “Duha Koca Oglu Deli Dumrul” karakterine agtk bir metinlerarast
gonderme igerisinde genis bir tarihsel perspektifi de meseleye dahil ederek, s6z konusu insanlik
halini derinlestirip genisleterek sorunsallastirmaktadir. Denebilir ki; Mungan’in metninde Dumrul,
olimstizlik ugruna verdigi ugrasin beyhudeligine, metin boyunca oliimstizlikten kendi rizastyla
olimlilige gecmeyi yegleyen Azrail ile paralel sekilde kanaat getirmektedir. Bu hususta Azrail;
Dumrul’un anne, baba ve yar kapisindan da eli bos dénmesinin akabinde daha da perginlesen
insanoglunun kader karsisindaki muktedirsiz halinin ve varolussal ¢aresizliginin bir kaniksaticist,
yani basinda karanlik bir gblge gibi biten (Mungan, 2002, s. 28) ve yalnizca Dumrul’a gériinen bir
‘Oteki’ pozisyonundadir.

Metinde bir metafor duyarhliginda bigimlendirilebilen “képrti”, Dumrul’un yazgt
karsisindaki durumu gergevesinde agimlanabilecek zengin bir yorumsal nitelige sahiptir. Dumrul’un
kendi eliyle yaptigt bu képri; Azrail’in géztnde, iki yakasint bir araya getirdigi iki yakadan da, hatta
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tzerinde yiikseldigi topraktan da bagimsiz bir boslukta; daha ¢ok bir asma képrii kirllganhiginda
(Mungan, 2002, s. 0); giicini gigsuzliginden alan, ¢ok sert yapilar ve ¢ok kirtlgan ruhlari olan
insanlart akla getirecek sekilde képriidden ¢ok bir gize benzemektedir (6). Hem giigli, hem htzinla
(6), hem de taslart yumusatan bir kedere (6) sahiptir. Dumrul, képriiyii deli bogalar gibi képtirtip
duran, karsisina ¢tkant sorgusuz sualsiz 6nitine katip kopiik salyalt 6limlere gotiiren (Mungan, 2002,
s. 25) ya da gimus bir tepsi gibi giinesin akkor yuizint goze sokarak kér etmeye ¢alisan (25), suyun
yani 6lumun karsisinda bir set, bir engel, 6lime karst bir bagkaldiris, bir karst koyus ve direnis
unsuru olarak bicimlendirmektedir. Kendisinden sonra da “Dumrul’un K6priisti” diye binlerce yil
parlak giinesin altinda yagasin diye (Mungan, 2002, s. 24) bu képriiyt kurmaktadir. Insanlar kopriiye
baktiklarinda Dumrul’u ve onun biitiin zamanlarini (24) gérstunler istemektedir. Bu diinyadan hicbir
iz birakamadan ve koék salamadan yok olup gitme krizinin esiginde konuslanan Dumrul, yaptig
kopriyle de 6zdeslesmektedir. Her tasint bir ogul sever gibi 6zenle yerlestirdigi (Mungan, 2002, s.
25), her mevsim sagindan kestigi giir bir percemi iki tasinin arasina yetlestirdigi (Mungan, 2002, s.
26); adeta onunla bir oldugu, i¢ ice gectigi, aynilastigi, mevcudiyet ve anlamini ondan aldig
kopriyle... Gayesi, bu diinyaya kék salma, yer edinme, bu diinyayla arasinda bir aidiyet bagi kurma
gibi son derece insani bir durtiidiir. Ama adeta képriyle 6zdeslesen Dumrul’un altinda akip giden,
kok salma ediminin mimkiinstiz oldugu bir diizlem Gzerindeki iki yaka Gizerinde ytkselen ‘esiktelik’
konumu ve olime galebe ¢almaya yonelik bu ugrastaki varolussal cabasinin beyhudeligi, okura
metaforik dizlemde yansima bulan bir resim aracihigiyla sezdirilmektedir. Nitekim kopriintin
altindan akan suyun 6lim tehlikesine karst bir ¢esit asma képri kirllganliginda olusu da (Mungan,
2002, s. 6), képruntin yakinlarinda 6lusti bulunan kara yagiz bir yigidin cansiz bedeni de (Mungan,
2002, s. 8), insanoglunun kader karsisindaki bigare konuslanisinin izlerini okura sezdirmektedir.
Koprinin olimin gercekligi karsisinda kaskat: kesilme ve donakalma reflekslerinin yanit buldugu
bir sembol oldugu iddia edilebilmektedir. Metinde, 6lime bir kale olarak (Mungan, 2002, s. 20)
kendi eliyle yapugi kopriyle oOzdeslestirilen Dumrul’un, 6znelligini ve kimligini kaybederek
nesnelesme durumuna gegisinin izlerine de rastlanabilmektedir. Ana kapisindan da, baba kapisindan
da, yar kapisindan da hisranla dénen ve bu hususta bu dinyadaki yersiz yurtsuzlugunun
farkindaligina varan Dumrul, nihayetinde kendini 6lime kaleler ¢eken pozisyonundan Azrail’e
teslim olmaya vardirmaktadir. Bu diinyaya tutunma ¢abasinin anlamsizliginin ve bosu bosunaliginin
6z farkindaligini yine 6limin ta kendisiyle hemhal olarak, Azrail’den baska kimsesi kalmayarak
tadan Dumrul, bagh bulundugu butin baglarindan kendi eliyle feragat etme, kokstzligu
kanitlanarak kendisini boslukta birakan hayatin karsisinda bu anlam arayisinin kendi eliyle terk
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ediciligini yapmaktadir. Dtinya iskencesinin sonunun kendi rizasiyla getiricisi olarak kaderine boyun
egmeye yazgil insanoglunun temsilciligini yapmakta, Azrail ise son kertede Dumrul’a butin bu

bilinglenme edinimin 6liimi tatmadan saglayiciligint yapan bir ‘6teki’ pozisyonunu tstlenmektedir.

“Sahmeran’in Bacaklar1”

Murathan Mungan’in, Sahmeran efsanesini modernist bir Gslup ve dille yeniden yazdigt
“Sahmeran’in Bacaklar” 6ykisti; modern insanin varolussal anlam arayisi, koksuzlugt ve ‘esiktelik’
haline yer vererek; kimligi bélinmiis bireyin varolussal anlamint bir ‘6teki’de bulan, onunla bir
anlam, butinlik ve varlik kazanan ve nihayetinde ona déniisen ‘ben’ ve ‘6teki’ gerilimleri icerisinde
modernist konvansiyonlara yer verilerek yeniden tiretilmistir.

Cocukluk yillarinda ustasinin anlattugt hikayeyi yillar sonra hatirladigt sekliyle aktaran
yetiskin anlatict tarafindan kaleme alinan Sykiide Ilyas isimli anlatici, artik cocuk bakisina sahip
olmamakla birlikte hikayeyi ilk dinledigi zaman anlayamadiklarinin ayrimina, sonraki yillarda
gerceklesecek bir bilinglenmeyle vardiginin ilk elden haberciligini yapmaktadir. Bu tutarli Gslupla
kosutluk arz edecek sekilde, sokaklarda oyun oynamaktan ¢irakliga, sonrasinda da meshur bir yazar
olmaya evrilen Ilyas ile “yaramaz”, “afacan”, “hasart”, “oyunbaz’ olmaktan abdalliga siiriiklenen
Camsap’tan s6z agan Oykiintin, Sahmeran’in bitin dinyaya yayilan bacaklarindan zotlu ve uzun
sureglerle gecilerek varilabilecek bir 6z farkindalik ve tecribelenme metni oldugu 6ne sirilebilir.
Ilyas ve Camsap ile Camsap ve Sahmeran’in birbirlerinin yerini alabildikleri, birbitlerinin yerine
gecebildikleri ikircikli sinirlarda ve tekinsiz dizlemlerde gezinen Sahmeran efsanesinin s6z konusu
yeniden yaziminin; modern insanin tutunamayacagint kaniksadigi dinyadaki varolugsal anlam
arayisi, kaypak ve hain olandan kagisi, yalnizligi, yersiz yurtsuzlugu ve ‘araftalik’ haline yer vererek;
pargali bireyin varolussal anlamini bir ‘6teki’de bulan, onunla anlamlanan, onunla bir kimlik kazanan
ve nihayetinde ona doniisen ‘ben’ ve ‘6teki’ gerilimleri ierisinde konuslandigy ileri stirtilebilir.

Denebilir ki; Sahmeran hikayesini ¢cocukluk yillarinda ustasindan dinlediginden séz agan
anlatict, adeta o zamanki bir ¢cocuk muhayyilesiyle hikayede dinledigi Camsap’in yerine kendini
koymakta; tipki Camsap’in kuyuya hapsedildikten sonra aksettirdigi efsanevi olaylara paralel sekilde,
isten eve doniince “karanhgin koyulttugu bosluk™ olan yataginda kendi kuyusuna inmekte,
Camsap’la 6zdeslesmekte ve yillar sonra “basindan gegenleri bir baskasina anlatirken, kendine
yabancilasmasindan aldigt tat”la (Mungan, 2000, s. 62) birlikte bu yazma edimi igerisinde, kendi
kimliginden ¢tkip Camsap’in yerine ge¢mektedir. Nitekim Seyit Battal Ugurlu’ya gore; “Kuyuda
anlatt yazma fikrini tetikleyen temel durti, baskisinin kuyuyla 6lim arasinda bir baglanti oldugu ve
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olimiin ancak bir kuyuda yazilabilecegi dustincesidir. (...) Kuyuyu bu deneyimin ve deneyimin
anlatisi icin se¢mesinin nedeni, kendi Slimiind yasamak[tir]” (Ugurlu, 2007, s. 1706). S6z konusu
Sahmeran anlatisina bu gibi bir kuyu icerisinden gecilmesi ve ilk elden her ayriligin da bir 6lum
oldugunu diisiinen Ilyas’in “bast dolu avare cocuklarin da sonunun iyi olmadig” (Mungan, 2006,
5.13) soylemi, hikiyenin Mahir Usta’nin ve Sahmeran’in Sliimiiyle sonlanacaginin ve Ilyas ile
Camsap’in bogazinda digimlenen 6lum aciligint “yaziya dokme” veyahut “abdallik” gibi yollarla
gidermeye calisacaginin haberciligini yapmaktadir denebilir. Anlatinin kuyuda yazilmast bir
fantazyay1 ve seriiven duygusunu tetiklemektedir. Ilyas kuyuda kendi 6limiinii yazarak bu gibi bir
6z farkindalik metninde kendi Slimini yasamakta ve bu onun bir i¢ tecritbeye yonelmesini
pekistirmektedir. “Sahmeran’in bacaklari diinyanin butiin yollarindadir” ¢iinkii o arayis ve kendini
bulma c¢abasi esas olandir. Bu arayis, yolun mesakkatligi oraninda i¢ terbiyenin, 6z bilincin
farkindaliginin da 6nemini artirmaktadir. Cinktt Ugurlu’nun da degindigi gibi; Sahmeran’in Camsap
ve Belkiya’yla, Ukap’in Stileyman miihriiyle, Cansah’in geyikle karsilagsmasi, geri donts, yolun sonu
hep hiiziinlii ve dramatiktir. {lyas’in ustasindan aktardigt tizere Mahir Usta, “Once bulanik bir suya
bakar gibi bakacaksin 6ntindeki beyaz bosluga. Hani gokytiziine bakarken bulutlar nasil bigcimlenirse
gbzunin Ontnde, daga benzer, kusa benzer, insana benzerse, iste Oyle bir bulutlu yumaktir
ontindeki beyaz bosluk. Bir Sahmeran sureti getir gézinin 6nune, onun karakalem bir suretini
cizmeye calis.” (Mungan, 2006, s. 20-21) demektedir. Dolayisiyla Tlyas’in Sahmeran cizimlerinde
oldugu gibi yaptig1 sey yepyeni bir Giretim, kendinden 6ncekilere benzemeyen 6zgun bir yaratimdur.
Ustasindan aldig1 6vgii, Sahmeranlarinin bombos bakmadigy, hepsinin de yiiziinde derin bir anlam,
magrur bir act oldugu; onu yasayan, aci ¢eken, sorumluluk duyan, duygularini ele veren bir varliga
donistirildagidir. Diger bir deyisle, Ilyas’in kendi kimligini ve hayata dair kendi anlamint bulmast
hususunda Sahmeran hikayesinden ve Sahmeranciliktan beslendigi kadar; Sahmeran’a anlamint
veren de onu adeta yasayan anlamli bir ‘varlik’ ve ‘kimlik’ haline getiren de Ilyas’tir denebilir. Tlyas
da adeta bu hikéye icinde kendini bulmaktadir. Nitekim, ustast hikayeyi bitirdigi an Ilyas zanaatinde
epey ilerlemis ve biytik kente gitmeye hazirlanmaktadir. Sahmeran hikayesinde Camsap’in yerine
kendini koyarak hikayeyi yeniden yazan Mungan sifatindaki Ilyas, kendi 6z farkindalik, bilinglenme
ve ihanet etmeme dinamikleriyle Camsap’in Sahmeran’a karst tutumunu ve Sahmeran’in
bacaklarinda gezinen bu iki kisinin avarelikten abdalliga uzanan yolculugunu ayni dizlemde
kesistirmektedir.

Metindeki bu kendini tanima, 6z farkindalik ve varolussal anlam arayisi, hep bir ‘Gteki’yle
hemhal olma miizakeresi icerisinde islemektedir. Ilyas der ki:
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“Camsap i¢in kuyuya dusene dek her sey sertivendi -onun hayati simdi baslamisti-; benim
icinse (ya da bizim diyelim, yani dinleyenlerin, yazanlarin, okuyanlarin) kuyuya dustikten
sonra... (...) Cizetken ya da yazarken ellerimize bulasan buyi, yani yarattgimizdan
ellerimize bulasan buyt, bazi uzakliklari yakin; bazi yakinliklart uzak etmek i¢indi. O gece
yatagimda Camsap’in seriiveninin basladigini dustiniiyor, heyecanlantyordum; bundan
sonra olacaklar Camsap kadar beni de ilgilendiriyordu. Camsap’t distinip Sahmeran
ciziyordum. Ama hentiz bunun ayirdinda degildim. Bu hikayede beni Sahmeran’dan ¢ok
Camsap’in ilgilendirdigini, nedense sira Sahmeran’in yuzinid ¢izmeye geldiginde
ayrimsadim. Bu ylze ne koyacaktim ben? Cizdigim birkag Sahmeran, Sahmeran’dan ¢ok
Camsap’a benziyordu. Bendeki Camsap’a. Kaygtyla biyimis gozler, yazgisini baskasina
teslim etmis bir yiz. Bir tutsak bekleyisi... (...) Bitin yasamim bir Sahmeran hikayesi
olmustu arttk. Gundiiz dikkanda (rengarenk ipliklerin, makaralarin, levhalarin donattigi
gerceklik duygusuyla), gece de evde (karanligin koyulttugu boslukta uyumaya hazirlanirken)
Sahmeran hikayesiyle i¢ ige, kucak kucagaydim. (...) Tim yasamumin gercekten bir
Sahmeran hikayesi oldugunu daha sonraki yillarda, daha biyiik bedelletle, daha buytuk
actlarla anlayacak, kavrayacaktim. Glizeli ve 6limi tanidikea. Ciinkd, daha heniiz bir kuyuya
indirilmemistim, kendi kuyumun kesfine ¢tkmamistim... Daha vardi.” (Mungan, 2000, s.
38-39)

Ilyas kadar Camsap da, Sahmeran sayesinde Camsap olmustur ve Ilyas da Sahmerancilik
zanaatinde iletleyerek Camsap’in gectigi yollardan, Sahmeran’in bacaklarindan ge¢mis ve metni
kaleme aldigt anki Ilyas olmustur. Mevzubahis Camsap ve Ilyas kosutluguna ek olarak, ‘Gteki’yle
hemhal olma miizakeresi icerisinde degetlendirilebilecek bir diger husus, Ilyasin cizdigi
Sahmeranlardaki Sahmeran’in kendinden daha ¢ok Camsap’a benziyor oldugudur. Keza Camsap’in
“Ne denli iyi agirlansam da, 6niinde sonunda bir yabanctyim aranizda. Bir bagkastyim. Otekiyim.
Strekli bir yabanct gibi yasamanin ne demek oldugunu bilemezsiniz siz, sirekli yabanciligini
hissederek yasamak ne kadar yipratict bir duyguymus meger.” (Mungan, 2000, s.63) séyleminin
karsisinda olaganca kuvvetiyle bir ‘yeraltt insant’ olarak Sahmeran durmaktadir. Sahmeran’in en
nihayetinde yarisi insan, yarist yilan, ‘insandist’, ‘farkls’, “acayip’, ‘yersiz yurtsuz’, 6tekilestirici vasiflart
elinde bulundurmaktadir. Camsap’in s6z konusu baskaligi, otekiligi ve farkliligr karsisinda
Sahmeran’in 6tekiligi de siirekli devingen bir ¢izgide, ‘arafta’ durmaktadir. Camsap ve Sahmeran
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birbirlerinin yerini kolayca alabilmekte, nihayetinde adeta birbirlerine déniismekte, ‘eksik’ olan
bitin yonlerini birbirleriyle tamamlayan ve ‘bir’ olan bir ‘ben’ ve ‘Oteki’ iliskisinden s6z
acilabilmektedir. Camsap gibi Sahmeran’in da ihanete ugramis olmasi, ikisinin de yollarint
kesistirmistir. Nitekim metne gore yianla, insanin dostlugu (ki buna, dismanligi da diyebiliriz)
eskiye, ¢cok eskiye uzanmakta, ta elmanin tarihine dayanmaktadir. Camsap ve Sahmeran iliskisi s6z
konusu oldugunda sevgi ve nefret, av ve avci, ihanet eden ve edilen bir aradadir; sevginin

(113

imkansizligt bu gerilimler tizerine kuruludur. Camsap Ilyas’a der ki: ““Sahmeran demek, yilanlar
padisaht demek’ duraksadim. Bir yanls yaptigimi diisinmiis olmaliyim. “Yilanlar padisahinin oglu
demek, diye diizelttim. Hi¢ ses ¢ikarmad: ustam. Bu yiizden hangi yanmitimin dogru oldugunu
anlamadim. Hala da anlamis degilim. Babanin mt? Ogulun mu? Artik hi¢birinin 6nemi yok.”
(Mungan, 2000, s. 17) Mevzubahis biittin séylemlerin akabinde “yilanlar padisahinin oglu” sifatinin
Camsap’a referans ettigl, Sahmeran ve Camsap’in bu denli i¢ ice ge¢misliginin metindeki kiictik

anistirmalar vasitastyla da beslendigi ve metnin ince ince islenen niianslarla siirekli olarak bu ikili

devinimler tizerine kurulu oldugu fikrinin arkasinda durulabilmektedir.

“Yiizyillik Uyuyan Giizel”

Murathan Mungan’in “Yuzydlik Uyuyan Guzel” 6ykistinde masallari, sorunsal bir bellek
yorgunlugunun temsilcisi olarak géren Mungan, insanlik tarihi boyunca anlam atfedilen tim
degerlere ve mesru kilinan tim konvansiyonlara meydan okumaktadir. Yuzyidhk uykusunun
sonrasinda uyanir uyanmaz ik insani, Adem’t disinen kahraman, epistemolojik bir kopus
dolambacina girmis gibidir. (Bayram, 2015, s. 141) Boylesi bir kimlik bunalimt anlatisi, bagka bir
asirda uyuyup baska bir asirda uyanmak arasindaki kopusla baslamaktadir. Okur; Hz. Adem’e kadar
derinlesip genisleyen ve her yizyilda bir giizele uyumanin distigi bir baglam tahayytline
yonlendirilmekte, kolektif ve toplumsal bellek yeniden tiretilmektedir. Masallari nesillerden nesillere
aktarilan, adlandirilan, yorumlanip bitirilen problematik bir bellek yorgunlugunun temsilcisi olarak
diiginen Mungan, halihazirda gosterilen ve dayatilan higbir gercekligin goriildigt, duyuldugu,
bilindigi gibi olmadiginin duyuruculugunu yapmaya yénelik bir misyon iistlenmektedir. Oykiiniin
akist igerisinde, buyuk harflerle adeta muhatabina dogrudan ‘bagirmak’ suretiyle aslolanin
gorundigu sekilde olmadigini ifsa etmeye meyyal bir tutum sergilemektedir. Bu hususta Mungan,
masalda da s6z agtigt bir “deus ex machina” gorevi Gstlenip kaosa siiriiklendigini duyumsadigt bu
algisal yanilgr karsisinda, krizin tistesinden gelme ve hakikat denen seyin hi¢ de toplumlarin bellegine
halihazirda islenegeldigi sekilde olmadigini ilan etme yoluna gitmektedir. Anlam atfedilen tim
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degerlere ve mesru kilinan tim konvansiyonlara bu yolla meydan okumaktadir. Bu yiizyillik uyku,
masalin sonunda uyuyan giizeli “uyuyan guizel” etiketinden styirip uyandirmakta, yorumlanip
bitirilmis bir kahraman olmaktan ve kendisine dayatilan tiim konvansiyonlardan bertaraf olmasina
ortam hazirlamaktadir. Kendi kendisiyle yiizyl boyunca hemhal olarak 6z farkindaligini
deneyimleyen uyuyan giizelin bir 6z bilince vardirilmasina hizmet etmektedir. Bergson™un “dureé”
kavramiyla birlikte agimlamaya ¢alisacagim ‘kékii gegmiste olan bir gelecek’ anlayist cergevesinde
bilinglenme, bellek yorgunlugundan siyrilmaya da isaret etse, bu ytzyil sonra gelen bir uyanis oldugu
i¢in, bir boslukta gegen yiizyilin aciligini her daim tizerinde tastyacaktir. Agizda kalan bu kekre tat,
muhtemel mutluluklara her daim galebe ¢alacaktir. Mungan ise s6z konusu bir “deus ex machina”
misyonuyla, ylzyillik uyuyan gtzelle birlikte okurun da bir bilinglenme uykusuna yatmasini ve
halihazirda dayatilan gergeklik algisini kirmaya yonelik bir farkindaligi deneyimlemesini bekleyen
devrimsel nitelikte bir masal anlaticiigina yonelmekte, okuru uykudayken yapilacak ihtilallere
(Mungan, 1987, s. 126) suriklemektedir.

Dayatilan bellegi ters yliz etmeye bellegin tastyicist masallarin altint oyarak girisen Mungan,
calismanin basinda da belirtildigi gibi, ger¢ek denen seyin hi¢ de insanlik tarihi boyunca gosterildigi
sekilde olmadiginin duyuruculugunu yapmaktadir. Bu duyuruculugu cesitli sekillerde yapmaya
girisen Mungan’a gore ilk olarak; insanin 6lecegini bilerek yasamaya yazgili hali onu cennete yonelik
tahayyuller Uretmeye, bu dinyadaki varolusunu adlandirmaya ve anlamlandirmaya yonelik dini
birtakim arayislara yonlendirmektedir fakat bu uyutucu bir afyondan ibarettir (Mungan, 1987, s.
125). Tanimini yapamadigimiz ve topografyasini bilemedigimiz bir cennet tahayyili 6lime dair
bilgilerimiz ve korkularimiz arasinda kurulan bir bosluktan 6tesine gétirememektedir. (Mungan,
1987, s. 126) Veyahut halk belleklerinin tiriinti masallarda cocuksuz, dolstiz birakilan krallarin aksine
tarth onlarin gocuklart ve ¢ocuklarinin ince zulmtnden gegilmemektedir. (Mungan, 1987, s. 123)
Butin bu algisal problematiklere yonelik meydan okuyucu tavir, uyuyan giizelin yasadigi maceranin
bir ask, mutluluk ve mutlu son hikayesi olarak okunusunun altini oymasiyla devam eder. Mungan’in
s6z konusu bu yeniden yaziminda, masalin ve yizyilin kendisine verdigi misyonu yerine getirmek
adina secilen prens dahi, kendisine verilen géreve mi, yoksa uyuyan glzele mi astk oldugunun
ayirdina varamamaktadir. Bu ¢ercevede, ask tam anlamiyla bir kulak dolgunlugundan ibarettir.
(Mungan, 1987, s. 134) Bu husus, Mungan’in tim degerlerin altini bosaltan ve gecersiz kilmaya
meyyal girisiminin bir tezahtridir.

Dahast yizyl sonra gozlerini 6nceden beliflenmis bir yasama a¢mak bir mutlu sonun
haberciligini yapamayacak denli trajiktir. Kaybolanin nabzini tutan ve ¢6ziim tretmeyen karamsar
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bir Gslup ile bu durum en nihayetinde tizerinden yiizyl ge¢mis ve gecikmis bir sevgidir. Cinka
zaman uykuda da ge¢se zamandir ve kendini bildirir. Bu noktada, Bergson’un “dureé” kavramindan
s6z agmak gerekirse bugtin; gegmis ve simdinin birlesiminden dogar ve yigilarak ilerler. (Tanritanir
ve Thutak, 2015, s. 22) Bergson, zamanin biling ve yasantiya dayali niteliklerini 6ne ¢ikarir. Béylece
saytyla Ol¢ctilemeyen, uzayin terimleriyle ifade edilemeyen bir zaman anlayist gelistiren Bergson, bu
asamada isin icine sezgiyi de dahil ederek ‘sure felsefesi’ni agiklamaya calisir. Bergson’un stire
felsefesinde, deneyimlerimiz araciligiyla dogrudan temas ettigimiz somut siire, ancak sezgi yoluyla
kavranabilir. (Tanrtanir ve Titak, 2015, s. 35) Bergson’un varligimizin ve igsel hayatimizin
gostergesi olan hakiki zamani, ge¢misin bugiinde (icinde bulunulan zamanda) devami olarak
tasavvur eder. (Tanmtanir ve Tutak, 2015, s. 42) Bu hayal kirnkligi yaratict, hiisrana ugratici,
caresizligin ve varolussal kirllmanin ayrimina vardirict bir bilinglenmedir. Uyuyan giizel, 6mrintin
bundan sonrasint dislerinde gordiklerini yasayarak gecirecektir. Bu ise sadece ve sadece can sikict
bir yasam olacaktir. Aradan yiizyll ge¢mis olduktan sonra higbir uyanis tam anlamiyla bir uyanis, bir
mutluluk, bir kurtulus degildir. (Mungan, 1987, s. 22) Yuzyil sonra hi¢bir uyanis, uyanis da olsa
mutluluk getirmeyecektir. Nitekim uyuyan giizel sevgiye muhtag, anlamini kendisini 6pecek bir
erkekte bulacak olan susturulmus bir kadindir. Yiizyil beklenen bir sevgi ancak ve ancak zehirli ve
yakict olacaktir. O sevgi ve mutluluk yuzyil sonra geldigi takdirde, o arayr kapatmaya muktedir
olamayacaktir. Bergson’un eskiden tamamen vazge¢cmeden yigilarak ilerleyen, kéki gegmiste olan
bir gelecek’ algist cercevesinde degerlendirilebilecek, toplumsal bir bellek halinde nesilden nesle
aktarilan ve bugini beliflemeye ve bugtintn tzerinde yaptirim uygulamaya muktedir halihazirda
sunulan bir anlamin altin1 bosaltmaya ve degersizlestirmeye vardiran yazar, son kertede bu kaskatt
sonlarin mutsuzlugunu goruntr kilmakta ve bunu kacginimaz bir nihayet olarak sunmaktadir.
Herhangi bir ¢6zim tretme sansindan yoksun metin, yiizyillar boyu tim insanligin uyutuldugunu;
kirilmanin ve ¢atlamanin da bu bosluktan dogdugunu imler niteliktedir. Duste goriinen her sey ve
biitiin yasanamamuglik duygusu unutulmayan derin bir s1z1 olarak hep kalacaktir. Uyuyan giizel gibi,
bir 6z farkindalik ve bilinglenmeyi deneyimleyerek bellek yorgunlugundan siyrian bir uyanisa
yonelinse dahi, bu yiizyll sonra gelen bir uyanis oldugu icin, bir boslukta gegen yiizyilin acilligini her
daim tzerinde tastyacaktir. Sonsuz bir animsayis icerisinde bu kekremsi tat, her daim agizda kalacak
ve muhtemel mutluluklara her daim galebe ¢alacaktir. Yizyllarin suskunlugu benligin trajik bir

patlamasi, kaybedilenin nabzini tutma yoluyla hazin bir sona strtiklenecektir.
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Geyikler Lanetler

Murathan Mungan’in Geyzkler Lanetler isimli oyunu, dontp duran ve kendini nesilden nesile
yeniden ve yeniden ireten bir fasit daire tizerine temellenmektedir. Lanetin, nesillerdir stirdirilen
bu illetin sebebi “hak dairesi”, yani torelerdir. Erkelige ve kadinliga bigilen roller ve butiin bunlarin
son kertede icine dahil ettigi her bireyi kimliksiz birakip Stekilestiren kisir yapisidir. Bir seyin stirekli
olarak kendinden bagka bir seye kolayca doniisebildigi; adsiz, kimliksiz, kisiliksiz birakip koseye,
ctkmaza, 6lime strtikleyen bu lanetli diizen icinde katiller de kurban, herkes sadece yeniktir.

Gorme, gosterme, ifsa etme refleksleriyle bicimlendirilen Geyikler Lanetler isimli oyun; dontp
duran, kendini nesilden nesle yeniden ve yeniden tireten ve tore denen lanetli bir kisir dongt tizerine
konuslanmaktadir. Bu kisir dongiide son kertede herkes yenilmistir. Bu dénen dairede her kimlik
kolayca kendinden baskasinin yerine gecebilmekte ve bir ‘Gteki’yle aynilasabilmektedir. Bireyler ve
kimlikler parcalidir, bélinmustiir. Bir kisi stirekli olarak kendinden baska bir seye dontisebilmekte
ve dongi ayni fasit daire iginde ilerlemektedir. Kimliklerin ve diizlemlerin birbiri igine gegerek
muglaklastigt boylesi efsunlu bir atmosferde hayat oyunla; oyun Olimle yer degistirmektedir.
(Mungan, 1992, s. 177) Anlaticidan, dekordan ve oyunculardan oyunun iginde bizzat s6z agilmasi
da hayatin ve oyunun da kolayca birbiri yerine gecebildigi izlenimini pekistirmektedir. Sinirlarin
surekli olarak ihlal edildigi ve birbirinin yerine gectigi izlenimi yaratilan oyunda, kendilerini torelere
kilitleyenler kendilerini hentz tanimadan ve kimlik kurulumunu gerceklestiremeden 6lmekte ve
bunun sebebini toreler teskil etmektedir. T6re denen bu “hak dairesi” kisilerin ellerinden
kimliklerini almakta, onlart biiyiik bir kiskacin iginde koseye sikistirmaktadir. Tkili karsithiklarin
birbirinin yerine gectigini gorsel sekilde de destekleyen ve durmadan isleyerek dénen bu sézde “hak
dairesi” icinde ve disinda 6ykiiniin bitiin kisileri birer kurbandir.

Kimlikler arast diizlemsel gecisler 6ykiiniin esasint teskil etmektedir. Kendi olmayan bir insan
her sey olabilmekte, adlarina tutusulan cenklerde hayatlarini batdl itikat gibi yasayan hi¢ kimse
kendisi kalamamaktadir. (Mungan, 1992, s. 159) Kurban celladin yerine kolayca gecebilmektedir.
Bu ormanda herkes bir baskasinin gbziine bir baskas: olarak gériinmekte, bu ormanda herkes bir
baskasi oluvermektedir. (Mungan, 1992, s. 72)

Dairenin icinde cenk devam ederken anlatict elindeki mesaleyi dairenin kenarindaki
kalabaligin yiiztinde gezdirmekte, bu diizenin son kertede her yuzi mutsuz kildigint okurun géziine
sokmakta ve bu hususta okuru bilin¢lendirmeye yonelik bir misyon tstlenmektedir. Bu tore denilen
siyah bir yazgidir ve icine aldigt her seyi kendi konvansiyonlarinda mesru kilarken lanetli bir silsile
icinde yeniden ve yeniden yeni kurbanlar yaratmaktadir. “Kendimizin karanlik yollarinda, dar
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sokaklarinda kimi zaman maskeli olarak ctkiyor/uz karsimiza, bizi korkutuyor/uz. Kendimizi
kendimizden kagitiyor/uz” (Mungan, 1992, s. 136) denilmektedir. Gizlenen bu guddler, ikincil
benliklerde hayat bulmakta, Cudana’nin ikiz cocuklart olan Kasim ile Nasir lanetli “hak dairesi”nin
trettigi ayni kisinin parcalanmis benliklerini temsil etmektedir. Ayni hak dairesi sinurlart iginde
Kasim’in 6z kardesi tarafindan 6ldurilmesi mesru kilinmaktadir. Nastr, dairenin disina ¢ikinca her
seyl unutacak ve bitun suglulugundan arnacaktir. Bu yiizden bir an 6nce Slinin kaldirilmasini,
dairenin silinmesini, bu oyunun bitmesini istemektedir.

Bu dairede kadinlar Cudana, Kureysa ve Siiveyda geyikle ve delilikle 6zdeslestirilmekte; yok
sayilmakta, bir kenara itilmekte ve Gtekilestirilmektedir. Cudana Mustafa’ya ve beylige ogul vermek
icin gozlerinden oldugu halde, onun ceylan gozlerine sevdalanan Mustafa’nin agki ogullarina
evrilmektedir. Cudana, bunun sonrasinda ah eden, beddua okuyan, lanetli geyik pozisyonuna
gecmektedir. Kureysa, delilikleri tizerine ¢eken, cinlere karismis ve kocast tarafindan duydugu ilgiyi
yitirmis addedilen bir kadindir. Stiveyda ise, aynt hak dairesinde ikiz iki kardese de eslik yapmaya
itilmektedir. Kadinlarin boylesine 6tekilestirildigi “hak dairesi’nde, erkekler de kendine bigilmis
kimliklerden ¢iktiklarinda lanete ugramaktadirlar. Bu fasit daire, bu efsunlu oyun erkege kendi
rolint Gstlenmek konusunda agir yaptirimlar da uygulamaktadir. Sevdaya s6z gecirememek bir
erkek icin lanet sebebidir. Feminize edilmek, eril kodlart boylesine yeniden ve yeniden uiretip altint
dolduran bir sistemde, lanetlenme sebebidir. “Sevmek kadinin isidir. Erkege korumak, himaye
etmek duser” (Mungan, 1992, s. 125). Buna gore savasmak, kan dékmek, cenge tutusmak, tiras
olmak, avlanmak erkekligin esaslartyken “sevmek” degildir. Bu verili kimliklerin disina ¢ikarak
Kureysa’ya sevdalanip beyligi ikiye bolen Hazer de, geyik Cudana’ya sevdalanan Mustafa da hak
dairesinin lanetine ugramaktadir. Bu kisir dongude, erkekler kadinlarinin yerini de alabilmekte; bu
tore denilen siyah yazgi benliklerini parcalara bélmektedir: Cudana “Duslerimde geyikler uzanir
sizilh gégislerime. Ben onlart emziririm, onlar beni emzirir. Ilik bir stt yayiir bitiin bedenime,
kanim sakinlesir. Bedenimdeki segirmeler diner. Sanki kendime yerlesirim.” (Mungan, 1992, s. 125)
deyip kaybettigi benliginin haberciligini yaptiktan sonra Mustafa Cudana’yr bir geyik gibi
emzirmektedir. 1k karsilasmalart aninda, gz goze gelerek hemhal olup i¢ ice geemeleri,
aynilasmalart aninda da Mustafa geyik, geyik seklinde anistirilan Cudana da kadina déntsmektedir.
Kureysa da aynt minvalde Hazer’e; “Ogul degil kendini istersin benden, bilirim. Erkegin gévdesine
haram edilmis rahmin derin boslugunu istersin. Erkek dedigin yiiregine tagirmis kendi rahmini. Oyle
bir eksik ki bu, 6yle bir eksik ki, ogul dedigin yalnizca avutur bu boslugu, doldurmaz. O kara
boslukta dogdun, o kara boslukta 6leceksin. Ogullarini ¢ogaltmakla arttiramayacaksin azalttigin
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kendini.” (Mungan, 1992, s. 89) demektedir. Eril hegemonik kodlarin stirekli olarak altint dolduran
ve bu rollere strekli olarak hizmet eden bir lanetli daire i¢inde, boylesi bir erkeklik roliiniin dahi ne
denli alttnin bos oldugunun, bunun bituntyle dayatmact bir séylem oldugunun soézctligu

yapilmakta, verili kimlik rollerini alt st etmeye yonelik bir tutum sergilenmektedir.

Sonug

Murathan Mungan’in “Dumrul ile Azrail”, “Sahmeran’in Bacaklar”, “Yuzyillik Uyuyan
Guzel” ve Geyikler Lanetler isimli eserlerinde karakterler varolussal bir kimlik krizini
deneyimlemektedir. S6z konusu kimlik arayis stirecleri icerisinde metinlere dahil olan ‘ben’ ve ‘6teki’
arasindaki gerilimler, benlik kurulumu sekteye ugrayan karakterlerin a¢mazint beslemektedir.
Nihayetinde, verili gercegin goruntrdekinden ¢ok daha karmagsik olduguna vurgu yapilan
metinlerde, okur metinlerin anlamlandirilmasi hususunda géreve ¢agrilmaktadir.

Murathan Mungan’in eserlerinde “varolussal kimlik krizi” methumunun doért temsil bigimi
etrafinda sorgulandigt ¢calismam Gzerine yuruitilen literatiir taramasinda da belirtildigi tizere, Nitket
Esen’in “Murathan Mungan’in Tki Hikayesinde ‘Ben’ ve ‘Oteki” isimli galismast ile Medine Sivri ve
Selin Ozkan’in, “Karsilastirmali BEdebiyatta Metinlerarasiligin Yeri ve Murathan Mungan’in
‘Dumrul ile Azrail’ Hikayesine Metinlerarast Bir Yaklasim” baslikli makaleleri, calismamla kosutluk
arz eden iki 6rnege isaret etmektedir. Fakat, Niiket Esen’in ¢alismasi, ¢calismamda kullandigim dort
eserden farkli olarak “Binali ile Temir” ve “Okkes ile Cengaver” hikayelerini irdelemesi ve bu
kaynaklari karsilastirmak suretiyle farklidiklarini 6n plana ¢ikarmaya yonelik bir yontem benimsemesi
yoniiyle calismamla farklilik arz etmektedir. Medine Sivri ve Selin Ozkan’in makalesi ise, Murathan
Mungan’in yalnizca “Dumrul ile Azrail” Sykisuyle sinirh kalmasi ve yurittikleri calismalarin
metinlerarasilik mefhumu tzerine konuslandirmalart yonuyle ¢alismamin mahiyetiyle tezatlik teskil
etmektedir. Bu hususta, “Dumrul ile Azrail”, “Sahmeran’in Bacaklart”, “Yuzyillik Uyuyan Gtizel”
ve Geyikler Lanetler isimli eserlerin timiinde cereyan eden varolussal kimlik sorunsalinin yakin
okuma yontemi ile analiz edildigi bu galisma vasitastyla bahsi gecen metinlerin anlam tretim
sureglerine katki saglamak amaglanmakta ve literatirde var olan bir boslugun doldurulmast

hedeflenmektedir.
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