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SUNUS

Uciincii yayin yilinda TUBITAK-ULAKBIM Dergi Park Akademik ev
sahipliginde, Ag¢ik Dergi Sistemleri {izerinde erisime a¢ilmis olan dergimizin
DOAJ tarafindan dizinlenmesi ve gelecek sayidan itibaren DOI numarasi
almmast icin baglatilan c¢aligmalarin yakinda sonug¢ verecegini umuyoruz.
Dergimizde yayimlanan bilgilerin ulusal ve uluslararasi diizeyde daha genis
kitlelere, daha hizli bir bigcimde yayilmasi agisindan bu gelismeyi ¢ok
O6nemsiyor ve buna yonelik ¢cabalarimizi siirdiiriiyoruz.

Bu saymmizda da yine birbirinden ilging yiiksek nitelikte on bes makale yer
almaktadir. Titiz bir degerlendirme sonucunda nitelikli yazilarin seciminde
biiyiik gorev iistlenen hakem kurulumuz ve yazarlarimizla birlikte, her zaman
oldugu gibi dikkatli ve Ozverili calismalariyla bu saymnin zamaninda
yayimlanmasini saglayan yazi islerine tesekkdirii bir borg biliriz.

Dergimizin 5. Sayisinda, degisik yontem ve bakis acilarindan hareketle, diinya
yazinindan farkli 6rneklerin incelendigi sekiz makale yer almaktadir.

Hikmet ASUTAY ve Tugba CAKIRCI'nin Gogiin Ellinci Yilinda Almanya’da
Yiikselen Deger: Tiirk-Alman Gé¢men Yazini baslikli ortak caligmalarinda,
altmigh yillarda Tiirkiye’den Almanya’ya is¢i gocli ile birlikte olugmaya
baglayan Tiirk-Alman (gé¢men) yazininda ikinci kusak doénemi konu
almmaktadir. Yazarlar, ikinci kusak donemi ve yazarlari ile bunlardan biri olan
Renan Demirkan ve Ug¢ Sekerli Demli Cay adli yapittan hareketle “kimlik
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arayis1”, “vatan hasreti” ve “uyum” gibi kavramlari incelemektedir.

Werkgeschichte Ohne Werk: Orhan Pamuks Schnee aus Dekonstruktiver
Perspektive adli makalesinde Onur Kemal BAZARKAYA, Orhan Pamuk'un
Kar isimli yapitindaki gen¢ kadinlar arasinda bas gosteren karmasik basortiisii
sorunsaliyla baglantili “intihar salgini”’ni, Jacques Derrida'ya benzer bir okuma
yontemi ile “farkliliklar ve izlerin izleri* gibi evrensel metin anlayisindan yola
cikarak yap1 bozumculuk cercevesinde ele almaktadir.

Petru GOLBAN, John Dryden, Restoration, and Neoclassicism: Samples of
Prescriptive Criticism in English Literature konulu calismasinda, “belli
calismalart ¢Oziimleme” ve “yazinsal metni degerlendirme ve anlama
entelektiiel yetisi” olarak tanimladig1 yazinsal elestiri konusunu, Ingiliz Yazini
neoklasik donemine ait Dryden ve Pope’un elestirel sdylemleri baglaminda
incelemektedir.

Cengiz Dagci’mn Usiiyen Sokak Adli Romamnda Mekdn-Insan Ozdesikligi
bashikli ¢alismada Sema Ozher KOC, bir apartman dairesinde gecirilen ii¢



giinliik siirenin anlatildigr ve biitiin olaylarin baskisinin penceresi Oniinde,
sokaktaki olaylar1 izlemesi lizerine kurgulandig1 yapitta insanin kendini anlama
ve diinyay1 anlamlandirma siirecinde uzam ile kurdugu iliskiyi irdelemektedir.

Cansu Ozge OZMEN, Amerikan I¢ Savasi oncesinde Sark’i ve oOzellikle
Osmanli Imparatorlugu’nu konu alan ve bir Amerikali kadin tarafindan yazilan
seyahatnameyi inceledigi Penetrating American Female Gaze in the Ottoman
Empire: A 19th Century Travelogue baslikli caligmasinda, “altik kimlik”
konusunu degerlendirmektedir.

Regsat Enis Aygen’in Afrodit Buhurdaninda Bir Kadin Adli Romanminda Calisma
Iliskileri: Yazin Toplumbilimsel Olusumsal Yapisalct Bir Inceleme bashkli
yazilarinda, Ali TILBE ve Fethiye TILBE, Tiirkiye’nin erken Cumbhuriyet
donemindeki toplumcu gercekgilik ve dogalct yazin akimlarminénemli
temsilcilerinden biri olan Resat Enis Aygen’in s6z konusu yapitimt Lucien
Goldmann’in Olusumsal Yapisalcilik olarak adlandirdigi Markse¢1 yazin/roman
toplumbilimi yontemiyle ¢éziimlemektedirler.

Umran TURKYILMAZ, Le combat de !individu contre I’homme de masse
dans la piece d’Eugeéne Ilonesco: Rhinocéros adli makalesinde, oyunlarinda
varolusun anlamsizligin1 ve insanin kendisini gerceklestiremeyisini grotesk ve
simgesel bir anlatimla agimlayan uyumsuz tiyatro akiminin oncii yazarlarindan
Eugeéne lonesco’un Gergedanlar adli oyununda, bagkalasim yoluyla
gergedanlasan bir toplumun ilkelerini yadsima olgusunu, metne doniik inceleme
yontemi 1g1ginda incelemektedir.

Saymin diger bes makalesi, dil egitimi ve ¢eviri bilim dahil olmak iizere
dilbilim alanindadir.

Bunlardan ilki, Cihan AYDOGU’nun Les opinions des étudiants sur le cours
«Evaluation et Adaptation de Materiels Pedagogiques» baslikli ¢alismasidir.
Yazar, yaparak 6grenmenin 6grenciler {izerindeki etkilerini 6lgmek amaciyla,
acik uglu sorulardan olusan bir anketin uygulandigi calismasinda, yaparak
o0grenme tekniginin Fransizca yabanci dil dersi hazirlama konusunda bir¢ok
becerinin gelismesine yardimeir oldugu, ozgiiveni destekledigi, giicliikleri
azaltma yoniinde olumlu katkisinin oldugu, ancak bazi giicliiklerin devam ettigi
sonucuna varmistir.

Elif Tokdemir DEMIREL ve Koray SAHIN’in The Use of Spoken Learner
Corpora to Detect Problems With Lexical Accuracy baslikli makalelerinde,
yabanci dil d&grencilerinin  sozciiksel 0Ogelerin  kullanimi  konusundaki
problemlerinin daha kolay saptanmasi amaciyla, 35 6grenciyle olusturulan ses
kayitlar1 derleminin ¢6ziimil yapilip, hata kategorileri yoniinden kodlanmis ve
AntConc 3.24w derlem analizi programi araciligiyla, sozcik kullanimi
yoniinden ¢oziimlenmistir. Sonuca gore; fiillerin en sorunlu sodzciiksel grubu
olusturdugu, ancak yanlig kullanimlarin sirasiyla belirteg, ad ve sifat sézciik
gruplarini da igerdigi goriilmektedir.

Mukadder Seyhan YUCEL, Harun GOCERLER ve Meryem DEMIR,
Interkulturelles Lernen Durch den Whiteboard-Einsatz als Zusatzmaterial
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konulu yazida, teknoloji kullaniminin yabanci dil derslerinin vazgegilmez bir
parcast haline geldigi gerceginden yola ¢ikarak, derslerde destek materyal
olarak kullanilan akilli tahtalarin hazirlik smiflarinda kiiltiirleraras1 6grenme
siireglerine iligskin etkilerini ortaya koymay1 amaglamaktadirlar. Nitel arastirma
yonteminin kullanildig1 ¢alismada, hazirlik siniflarinda ders veren &gretim
elemanlariyla yapilan anketlerden elde edilen verilerin ¢6ziimii yapilmistir.
Sonug olarak, “yabanci dil 6gretiminde akilli tahta kullaniminin kiiltiirlerarasi
konularin aktariminda motive edici bir yardimci materyal olarak goriildiigii”,
“bu tarz destek materyallerinin kullaniminmn yayginlasmasinin tesvik edilmesi
gerektigi”, bununla birlikte “ders esnasinda akilli tahta kullaniminin etkili bir
sekilde yapilip yapilmadigi konusunda c¢ekincelerin bulundugu” tespit
edilmistir.

Tiyatronun gorsel-isitsel unsurlar icermesi, toplumla karsilikli bir iligki
igerisinde olmasi, didaktik nitelikler tagimasi ve kiiltiirel sdylemleri yogun bir
sekilde barmmdirmasi gibi ozellikleri nedeniyle, tiyatro ¢evirisinde karsilasilan
birtakim sorunlara dikkatin ¢ekildigi Edmond Cary’nin Yazinsal Ceviri
Yonteminin Temel Ozellikleri: Tivatro Cevirisi Ornegi bashkli makalede,
Serhan DINDAR her yazmnsal tiiriin kendine has c¢eviri yontemi olmasi
gerektigini savunan E. Cary’nin yazinsal geviri i¢in 6nerdigi ¢eviri siireclerini
amimsattiktan sonra, Turcaret (Lesage), Figaro ’nun Diigiinii (Beaumarchais) ve
Sahte Sirdaglar (Mariveaux) yapitlarinin Tiirkgeye yapilan cevirileri {izerinde
inceleme ve karsilagtirma yaparak bazi dneriler sunmaktadir.

Tiyatro gevirisi alamindaki bir diger ¢alisma olan Ayse Banu KARADAG ve
Cigdem Kurt WILLIAMS in Reformlar Caginda Tiirkiye'de Moliere’in
Yeniden Yazimi (19. Yiizyihn Ikinci Yarisi) bashikli makalelerinde ise, 19.
ylizyilda ¢evirmenlerin ¢eviri siireci 6ncesinde ve sirasinda benimsedikleri karar
alma ve c¢eviri politikalar1 tespit edilmeye calisilmaktadir. Bunun igin
Moliere’in bes yapitini ¢ceviren dort ¢gevirmen ele alinarak incelenmektedir.

Tarih alanindaki tek ¢alisma olan Remzi CAVUS un Firzovik Toplantilarinin
Mesrutiyetin Ilamina Katkis1 bashkli makalesi, Haziran 1908’de bir koruda
gayrimiislimlerin diizenleyecegi basit bir eglence ile mesrutiyetin ilan1 gibi ¢cok
onemli bir hadise arasindaki iligkiyi g6z Oniine seren ilging bir ¢aligmadir.
Yazara gore; Resneli Niyazi Bey’in daga c¢iktigi ve ittihat ve Terakki
Cemiyeti’nin mesrutiyetin ilani i¢in saraya telgraf ¢ektigi bir donemde, dnce
Semsi Paga’nin ¢agrisiyla toplanan, daha sonra Galip Bey’in mesrutiyetin ilani
i¢in ikna ettigi on binlerce Arnavut’un Yildiz Sarayi’na bu taleple bir dilekge
gondermesi ve isteklerinin yerine getirilmedigi takdirde Istanbul iizerine
yiirtime tehditleri, II. Abdiilhamit’in mesrutiyeti ilan etmesinde biiyiik bir etkiye
sahip olmustur.

Inan KESER ve Nimet KESER’in Kadin Tarihi I¢in Bir Amit: Aksam Yemegi
Partisi baglikli makalesi, sanat alaninda eril anlayisin tarihsel siirekliligini agiga
vuran feminist yapitlar arasinda 6zel bir yere sahip olan Judy Chicago’nun
Aksam Yemegi Partisi adli enstalasyonu yorumlama ve anlamaya yoOnelik bir
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calismadir. Yazarlar, bu yapitin “kahramanlik mertebesini erkeklere ayiran Bati
tarihine kadin cephesinden verilen biitlinliiklii ve incelikli bir yanit, isbirligiyle
kurulan devrimsel bir anit” olarak yorumlanmasini énermektedirler.

Refika PARLAK ise Pourquoi le Prix Nobel de Littérature a-t-il essuyé des
critiques? basliklt makalesinde, diinyanin en gorkemli odiillerinden biri olan
Nobel odiillerinin aday sec¢iminin nesnelligi ve gilivenirligi konusundaki
tartigmalari ele almaktadir. Odiiliin en ok hangi iilkeye verildigi, diinya dilleri
arasinda olmayan “azinlik dillere” ne denli sans tanindigi, 6diilii alan yazarlarin
“tarafli” olup olmadigi, kadin yazarlarin sansmnin ne denli oldugu gibi
tartigmalara yanit aramaktadir.

Yayin Yonetmeni

Dog. Dr. Ali TILBE
Dog. Dr. Sonel BOSNALI

12



PRESENTATION

In its third publication year, our Journal has been opened to access in the Open
Journal Systems hosted by TUBITAK-ULAKBIM Dergi Park Academic. We
hope that our efforts to get the DOI number for the next issues and for the
indexing of the Journal by DOAJ will be soon successfully materialized, since
we do care about improvement in terms of a more rapid expansion of
knowledge to specialists and readers as provided by the Journal.

This issue of the Journal includes again some fifteen original and interesting
articles. We express our cordiality and sincere gratitude to authors, who are
eager to share their knowledge, as well as to the editorial board, who works
devotedly and meticulously, and, last but not the least, to the reviewers who
contribute greatly to the Journal with their critical efforts.

In this fifth issue of the Journal, there are eight articles in which different
examples from world literature are investigated.

Hikmet ASUTAY and Tugba CAKIRCI in their co-authored work entitled
Turkish-German Migration Literature in Germany in its Fiftieth Anniversary,
focus on the second generation period of Turkish - German literature (also
called as immigration literature) which began with laborer immigration from
Turkey to Germany in 1960 s. The writers examine the concepts of “longing for
homeland” and “adaptation” based on Renan Demirkan’s work “Uc¢ Sekerli
Demli Cay”.

Onur Kemal BAZARKAYA in his article Genesis of a Lost Manuscript: Orhan
Pamuk’s Snow from a Deconstructive Perspective, investigates Pamuk’s
depiction of a “suicide epidemic which is combined with the complex issue of
headscarf according to the approach of Jacques Derrida.

Petru GOLBAN in John Dryden, Restoration, and Neoclassicism: Samples of
Prescriptive Criticism in English Literature examines the subject of literary
criticism which he defines as “analyzing certain texts” and “the intellectual
capacity of analyzing and understanding of a literary text”, in the context of the
discourses of Dryden and Pope who belong to the neoclassical period.

In Identicalness of Place-Human in Cengiz Dagc1’s Novel Usiiyen Sokak Sema
Ozher KOC studies the main character’s relationship with place in his process
of self-understanding and identifying the world from his perspective from an
apartment window.

Cansu Ozge OZMEN in her article entitled Penetrating American Female Gaze
in the Ottoman Empire: A 19th Century Travelogue analyzes the agency of
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American authorship in the only travel narrative of the Ottoman Empire by an
American woman published in the Antebellum period in the United States.

In Labour Relations in Resat Enis Aygen’s Novel “Afrodit Buhurdaninda Bir
Kadin”: A Literary Sociological Genetic Structural Analysis, Ali TILBE and
Fethiye TILBE analyze the work of Resat Enis Aygen, who was one of the most
influential representatives of socialist realism and naturalist literature, by a
Marxist fiction/novel sociology approach, which is called Genetic Structuralism
by Lucien Goldmann.

Umran TURKYILMAZ’s article entitled The Battle of the Individual against
the Masses in the Play of Eugéne lonesco Called Rhinoceroses is based on the
denial of principles of a society that turns into a crowd full of rhinoceroses as a
result of metamorphosis in one of the pioneer writers of the absurd theatre
stream, FEugéne Ionesco’s work Rhinocéros, which describes the
meaninglessness of existence and the failure of mankind in realizing himself by
means of a grotesque and symbolic depiction.

The other five articles of the Journal are from the field of linguistics, including
language education and translation studies.

The first one is Cihan AYDOGU’s article Student Perceptions on the Materials
Development and Evaluation Course, in which the writer evaluates the effects
of learning by doing method, by providing students a questionnaire consisting
of open-ended questions, and he comes to a conclusion that learning by doing
eliminates lots of difficulties to a great extent but still some of the difficulties
remains as unsolved.

Elif Tokdemir DEMIREL and Koray SAHIN’s work The Use of Spoken
Learner Corpora to Detect Problems With Lexical Accuracy covers the analysis
of the solution for the easier and more accurate detection of speaking problems,
especially with the use of lexical items, through the use of a corpus
methodology. The corpus used in the study, namely ‘Corpus of Learner
Monologues’ (CLM) consists of transcriptions of 35 spoken accounts by
participating foreign language learners on two different topics, and is analyzed
by using AntConc 3.2.4w, a special software for corpus analysis. The results
reveal that verbs are the most problematic lexical group in students’ speech, and
other common errors include adverb, noun, and adjective word groups.

Mukadder Seyhan YUCEL, Harun GOCERLER and Meryem DEMIR in their
article entitled Intercultural Learning by Using White Board as an Additional
Material aim to reveal the impact of the use of Smart Boards as a
supplementary material on the intercultural learning process in preparatory
classes by considering that technology is an indispensable part of foreign
language teaching in today’s lessons. As a research method a qualitative process
is implemented and the survey questions are used to interview the teachers
teaching preparatory classes. After the evaluation process, teachers’ statements
reveal that in foreign language teaching the use of Smart Boards is motivating
in terms of teaching intercultural knowledge and that it is a fast facilitator.
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Additionally, the teachers suggest that the use of such kind of supplementary
materials should be encouraged to become more prevalent.

In The Principle Qualities of Edmond Cary’s Method of Literary Translation:
An Analysis of Theatre Tranmslation which covers the problems in theatre
translation because of their having the audio-visual elements as well as social
and cultural discourses, and a didactic mission, Serhan DINDAR claims that a
different method of translation should be used for all literary genres and he
emphasizes the slight border between translation and adaptation, while trying to
show Cary’s translation process on translations from Turkish into French of the
18" century’s important literary works as Turcaret (Lesage), Le marriage de
Figaro (Beaumarchais) and Les Fausses Confidences (Mariveaux).

The other article on theatre translation Rewriting Moliére in Turkey in the Age
of Reforms (the Second half of the 19th Century) belongs to Ayse Banu
KARADAG and Cigdem Kurt WILLIAMS who investigate the decisions made
by the translators before and during the translation process as well as the
translation politics, in the 19" century. To do this, four translators that translated
Moliére’s five works are examined.

The only article from the field of history is Remzi CAVUS’s The Contribution
of Firzovik Meeting to Constitutional Proclamation, which reveals the
relationship between the non-Muslims’ having fun in a grove and the
declaration of constitutionalism. According to the writer, the escape of Resneli
Niyazi Bey’s to mountains, the Committee of Union and Progress branches’
telegram to the palace for the declaration of Constitutionalism, a petition
prepared by Colonel Galip Bey, demanding the declaration of constitutionalism
in a very short time and their allegation to march on Istanbul if their request
would not be accepted have a great influence on Abdiilhamit II to declare the
constitutionalism.

Inan KESER and Nimet KESER’s article 4 Monument for Women History:
Dinner Party aims to understand and interpret Judy Chicago’s The Dinner
Party, which has a special place among the feminist works denouncing the
historical continuity of the male mentality. The authors suggest that this work
should be interpreted as “a comprehensive and subtle response given by women
to the West side that gives the priority of being a hero to men, and a
revolutionary monument constructed with cooperation emerge”.

Refika PARLAK in Why Had Nobel Prize Been Criticized? focuses on the
debates on the objectivity and reliability of the Nobel prizes. She also tries to
answer these questions: Which country has received the Nobel Prize most?
What is the most advocated language? To receive the Nobel Prize should
writers be partial? Are the woman writers as lucky as the male ones?

Editors-in-Chief

Assoc. Prof. Dr. Ali TILBE
Assoc. Prof. Dr. Sonel BOSNALI
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GOCUN ELLINCI YILINDA ALMANYA’DA YUKSELEN DEGER:
TURK-ALMAN GOCMEN YAZINI

Hikmet ASUTAY'
Tugba CARIKCI?

Oz: Bu ¢alismada; altmusli yillarda Tiirkiye’den Almanya’ya is¢i gogii ile
birlikte olugsmaya baglayan Tiirk-Alman, ya da eski adiyla disgde
yazininda ikinci kusak dénemi konu alinmistir. Calisma, gé¢ kavraminin
tanimlanmas1 ve artik giliniimiizdeki adinin tamimlanmasiyla baslayip,
Tiirk-Alman diggd¢ yazinmnin tarihsel gelisimi ile ilgili verilen genel
olarak tanitilmasi ile devam etmektedir. Daha sonra, konunun smirlilig1
acisindan seksenli yillara denk gelen ikinci kusak donemi ve yazarlari ile
bu yazarlardan biri olan Renan Demirkan ve U¢ Sekerli Demli Cay adl
eseri ornekleme baglaminda kimlik arayist agisindan ele alinmistir. Yazar
Renan Demirkan ve eserinin se¢ilmesinin nedeni, ikinci kusak gdgmen
yazint Ozelliklerini yansittigi ve ana konusu olan kimlik arayisini
dillendirdigi icindir. Tirk-Alman yazinina farkli bir agidan, dénemin
onemli bir yazari1 ve eserinin incelenmesi agisindan irdelemeyi amaglayan
caligmamizda “vatan hasreti, uyum” gibi kavramlar incelenmeye
calistlmistir. Dénemin eserlerinde yansitilan bu kavramlarin barindirdigi
derin anlamlar, farkli bir tilkede karsilasilan 6teki kiiltiir, farkli gelenek ve
gorenekler ile oteki dil s6z konusudur. Sonu¢ boliimiinde, disgdc
yazininin bagladigi giinden Tiirk-Alman yazimi adini aldigr giiniimiize
nasil degisiklik gecirdigi, yazinda kullanilan kavramlarin eserlere iglenisi,
gocle gittikleri bagka bir iilkede yasamla miicadele ederken bu yazin
tirtiniin nasil ortaya ¢iktigi, secilen ornek baglaminda anlatilmaya
calisilmig, 6zelde de Tiirk-Alman gdgmen yazini ikinci kusagin belli bagh
yazinsal Ozellikleri ile ele aldigi konular, 6rnek metin baglaminda
irdelenmeye ¢aligilmustir.

Anahtar Sézciikler: Gog, Disgdc Yazim, Edebiyat, Tkinci Kusak, Renan
Demirkan.
Giris
Is giicii agigim1 kapatmak amaciyla Almanya, cesitli iilkeler ile 1955 yilinda
yapilan ikili anlagmalarla Almanya’ya is¢i gocii baslamistir. Tiirkiye bu gruba
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2yiiksek Lisans Ogrencisi, Trakya Universitesi, Sosyal Bilimler Enstitiisii, Yabanci Diller Egitimi
Anabilim Dali. Alman Dili Egitimi Bilim Dal1. tugbacrk@hotmail.com
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30 Ekim 1961°de imzalanan Ankara anlagsmasi ile dahil olmustur. Oncelikle
gegici bir ¢oziim olarak bakilan bu konuk iscilerin® sayisi giin gegtikge artmus
ve sanilanin aksine geri doniisler diistintildigi gibi gergeklesmemistir. Gegici
bir siireligine para kazanmak, ailelerine para yollayabilmek i¢in kalkigilan bu is,
zamanla “ha bugiin, ha yarin” dercesine kesin doniis fikri 6telendik¢e otelenmis
ve basta diisiiniilmedigi kadar uzamistir. Zaman igersinde “burada kalabilir
miyim?” sorusunu akla getirmis ve bu yolda girisimler gerceklesmesine neden
olmustur. Bu tiir girisimlerin en Onemlisi Alman vatandaslifina gecistir.
Misafirlik yerini ev sahipligine birakmustir. ilk baslarda gekilen tiim zorluklara
ragmen Almanya’da kalma fikri birgok kisiye o zorluklar1 yasadiktan sonra geri
donmeme kararmi aldirmistir. Bunda da en biiyiik etken, orada dogan veya
Tirkiye’den gelip orada yetisen is¢i ¢ocuklarmin yarattigi yerlesik diizendir.
Doénemin Alman hiikiimetince kesin doniis icin ¢esitli tesvikler yapilsa da
beklendigi kadar biiyiik bir kesin doniis dalgasi yasanmamis, yapanlarin da
ozellikle ¢ocuklari, anavatana uyum sorunu yasadiklarindan Almanya’ya geri
donmiislerdir’. Ancak Almanya’daki Tirklerin gogunlugu igin kalis siireci
kendiliginden, uzun erteleyislerin sonucunda olusmustur. Belli bir yasa gelen ve
hatta emekli olan insanlarimiz, Almanya’da uzun yillar boyu (otuz-kirk y1l gibi)
alisik olduklar1 diizen ve yasam tarzini birakmak istemediklerini fark
etmiglerdir. Gerekgelerin basinda da Almanya’da sunulan saglik hizmeti
gelmektedir. Ustelik memleketleri olan ana yurda her gegen giin biraz daha
yabancilastiklarini da fark ettikleri i¢in, yeni yurtlar1 olan Almanya’dan aslinda
kopamayacaklarini da anlamaya baglamislardir. Bu kesin doniis ya da kalig
stirecindeki en 6nemli etkenlerin basinda ise gocuklari ve ¢ocuklarinin tercihleri
gelmektedir. Zira ¢ocuklar1 kendileri gibi gegici olarak gelmemisler, tersine
orada dogup biiylimiisler, orada okullara gitmeye baslamislardir. Sonug olarak
da orada galismaya baslamislardir. Pek ¢ogu gibi birinci kusak insanlarimiz bu
nedenlerle cocuklarinin da vatani olan gurbeti, vatan etmeye baglamiglardir.

Gegicilik ve kalicilik diisiinceleri dogaldir ki yasam tarzlarmin en kiigiik
ayrintilarina kadar yansimistir gurbet¢i insanlarimizin. Altmish ve yetmisli
yillarda birinci kusagin déneminde Almanya’daki oturumlar gecici olarak
goriildiiglinden, gereksiz masraflardan kagmilir, genellikle kullanilmisg ikinci el
esyalar alinir, hatta insanlar mutfaklarindan keserlerdi, parasal birikim
yapabilmek icin. Kalicilik fikrinin egemen olmaya basladig1 seksenli yillardan
itibaren ise Once esyalar degistirilmis, sanat ve kiiltiirle daha c¢ok ilgilenilmis

3 Gegici olduklari diistiniildiigii i¢in o donemde Almanca “Gastarbeiter” olarak adlandirilmus,
ilkemizde de “Gurbetgiler” olarak bilinmektedir.

4 1983’de ¢ikarilan bir yasa ile 30 Ekim 1983 ile 30 Haziran 1984 tarihleri arasinda Tiirk
is¢ilerinin geri donmeleri durumunda kendilerine 10.500 Mark, ayrica resit olmayan her ¢ocuk
icin de 1.500 Mark tazminat verilecekti. Ayrica geri donen ailelerin ¢ocuklarina yonelik,
iilkelerine uyum saglayabilmeleri igin yardimda bulunmak iizere bir kiiltiir anlagmasi da
imzaland1 (Kaya 2000, s. 49-50). Bu yasa Tiirk is¢ileri tarafindan fazla ragbet gérmese de 1984
yilinda yaklasik olarak 250.000 Tiirk iscisi yurda kesin olarak donmiistiir (Abadan-Unat 2002, s.
75).
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hatta kiraciliktan ¢ikip kredi alarak ev sahibi olma hareketleri goriillmeye
baglamistir. Bdylelikle parasal anlamda da tersine bir gb¢ yasanmaya
baslanmustir. Onceleri Tiirkiye’ye para gonderme son derece olagan iken,
kalicilik siireci ile birlikte yatimlarin yeri Almanya olmaya baglamistir.
Tiirkiye’den geliri olan insanlarin da gelirlerini Almanya’ya aktarmaya
bagladiklar1 da goriilmiistiir. Bugiin i¢in de Tiirkiye’deki 6rnegin kira gelirlerini
toplayip Almanya’da kendisi ve ailesi i¢in harcayan insanlar bulunmaktadir.
Almanyali Tirklerin icinde c¢ogunlugunu birinci kusak insanlarimizin
olusturdugu bir emekliler kesimi vardir ki, yilin ¢esitli zamanlarin1 Tiirkiye’de
gecirirken, diger zamanlarimi da Almanya’da gegirmektedirler.

Kisa fakat ¢ok anlamli bir sézciik olan “gd¢” kavraminin Almanya’ya go¢ eden
Turkler i¢in anlami, daha Once go¢ etmemis insanlarla kiyaslandiginda asla
anlagilamayacak oOlclide bir anlam genislemesine ugrayarak, ellinci yilim
kutladigimiz bugiinlerde elli yillik bir yol ve yasam dykiisiine doniismiis, tistelik
kendi siireci igersinde {i¢ kusak yetismistir;
Is giicii istemislerdi ama insanlar geldi. Gelenler iilkedeki refah1 bozmuyorlards,
tersine refahin siirdiirtilebilmesi i¢in gerekliydiler. Ama buradaydilar iste.

Konuk is¢i mi bunlar, yoksa yabanci is¢i mi? (Max Frisch: Karakus / Kuruyazici

2001, s. 4).
Konuk mu yerlesik mi sorgulamalarinin basladigi noktada tiim bu gog
seriivenini konu edinen go¢men yazimi ve dolayisiyla go¢ kavramimin da
yeniden  tanimlanmast  gerekliligi  ortaya  c¢ikmistir.  Almanya’daki
gurbetgilerimiz baglaminda gogmenlik siirecinin kendi dogas1 geregi basta sozii
edilen gecicilik konusu geregi, bu toplumun yazini1 da konuk is¢i yazini olarak
nitelendirilmis ama daha sonralar1 degisen kosullarla birlikte bu yazinin da adi
bir takim degisimlere ugramaya baglamistir.

1. Go¢ Kavramimin Tanim

Insanlarmn bulunduklan yerlesik diizenden baska bir yerlesik diizene gegmeleri
demek olan “Gég¢”, ¢ok eskilere dayanmaktadir. Ilk yerlesik diizene gecen Tiirk
devleti olma o6zelligi tasiyan Uygurlar’dan dnce ve sonrasinda da devam eden
bu kavram yeni yasam alani arayislari, bulunulan yerlerin olanaklarinin
yetmemesi, dig baskilar gibi bircok faktoriin tetiklemesiyle gerceklestirilmistir:
Gog, genel bir anlatimla kisilerin yasamlariin gelecekteki kisminin tamamini
veya bir pargasini gegirmek {izere, tamamen ya da gegici bir siire i¢in kent
kasaba koy ya da bilyiliksehir gibi bir yerlesim biriminden bir baska birime
yerlesmek amaciyla yapilan cografi yer degistirme olayidir. Kisaca go¢ kavram
birgok faktore bagli ve farkli nedenlerle insanlarin oturdugu bir yeri, kesin bir
sekilde ya da gegici siirelerle terk etme olgusunu agiklamaktadir (Tuncay 2010,
s. 1-30).
Bu baglamda gog; “insanlarin yerlesik bir diizenden diger yerlesik bir diizene
gecebilmek icin yaptiklart eylemdir” (Tuncay, 2010, s. 20) tanimimni
calismamizda temel olarak alabiliriz. Ciinkii gurbetc¢i insanlarimizin da daha ¢ok
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parasal nedenlerle yerlesik olduklarn Tiirkiye’den Almanya’ya gegtikleri
yerlesik diizen de goetiir.

1.1. Go¢gmen Yazimimin Almanya Macerasi

Aslinda ¢ok genis bir konu olan bu baslikta ikinci kusak yazarlarindan Renan
Demirkan’a gelmeden, kisaca ve genel hatlariyla bir fikir olusturabilmek
amaciyla Tiirk-Alman gdg¢men yazimi hakkinda birkag tarihsel agiklamayla
deginmekte yarar oldugu diisiiniilmektedir. Tiirk Alman Gé¢men Yazini, Tirk
iscilerin Almanya’ya ilk gocleri ile birlikte altmigli yillarin basinda baslar,
denebilir. En azindan bu yazinin birinci kusak olarak adlandirilan ilk dénemi,
altmiglt yillardir. 1961 yilinda Almanya’nin is giicii agigini kapatmak amaciyla
Tiirklerin Almanya macerast baglamistir. Yapilan ikili anlagmalara gore
cogunlugu Tirklerden olusan birgok yabanci vatandas Almanya’ya gelecek ve
savastan yeni ¢ikmis olan Almanya icin yeni is giiciinii olusturacakti. Yabanci
konuk isciler gelecek ve is giicii agig1 kapatildiktan sonra geri donecekleri
diisiiniilmiistii. Ancak ilerleyen yillarla birlikte gelismeler diisiiniildiigi gibi
olmadi. Konuk olarak gelen yabanci isgilerin hepsi geri donmemis, giderek
sayilar1 artmig, gegici oturum siireleri ise siirekli uzamis hatta siiresiz olmustu.
Artik gébgmen olan bu insanlar kendilerine orada, 6teki kiiltiir icinde yepyeni bir
hayat kurdular. Almanya’da her sey farkliydi. Farkl bir kiiltiir, farkli yagam
tarzlar1 ve bambagka bir dil. Onlar da yazmaya bagladilar. Bu asamada konular1
da elbette vatan Ozlemi, orada yasadiklar1 zorluklar gibi konular olmustur.
Farkli bir iilkede calismaya calisirken ayrica oranin iklimine de uymak
zorundaydilar. Uyum sorunu da ana konular1 oldu onlarin. Onceleri bir edebiyat
amac1 glitmeden basladi bu yazma ihtiyaglari. Soylenildigi gibi bir ihtiyagti bu;
bagka iilkede yasanilanlari aktarmak ic¢in belki de ama daha sonra gelisti,
biiylidii ve bir yazin halini aldi bu aktarmalar. Tiim bu yazilip ¢izilenler bir
biitiin olusturarak disgd¢ yazinini yani bugiinkii Tiirk-Alman yazinim ¢ikardi
ortaya.

Bu baglamda genel olarak Tiirk-Alman Gogmen Yazininda ii¢ evreden s6z
edilebilir: Birinci kusak, ikinci kusak ve {giincii kusak. Yukarida deginilen
anavatandan Almanya’ya yani gurbete gidis, farkli kiiltiirle ilk karsilasma, dil ve
iletisimsizlik, vatan hasreti gibi konular birinci evrenin belli bash konular
olmustur. Kavramsal olarak da Almanya’da ilk onceleri Tiirk¢e olarak yazilan
metinler ¢ikar ortaya ki tiim bu yazinsal birikime bir ad bulmak gerekmektedir.
Birinci Kusak olarak tanimlanan Tiirk yazarlar altmigl yillarin sonlarina dogru
ilk yazinsal eserlerini vermeye baglamiglardir. Bu kusagi temsil eden oncii
yazarlar; Yikksel PAZARKAYA, Nevzat USTUN, Bekir YILDIZ, Fakir
BAYKURT, Aras OREN, Habib BEKTAS, Sinasi DIKMEN, Fethi SAVASCI,
Giliney DAL v.d. dir.

2. Adlandirilamayan Yazin

Yukaridaki boliimlerde sozii edilen gegicilik ve kalicilik duygulari nedeniyle ilk
once gegici olarak goriilen bu goc¢ siirecinin dolayisiyla yazin1 da benzer bir
mantikla konuk is¢i yazini seklinde bir ad ile adlandirilmigtir. Daha Once
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Tiirkiye’de yazar olan ve konuk isci olarak Almanya’ya gelen Tiirk yazarlar da
vardir ve bunlar birinci kusagi olusturmaktadir. Oncelikle sadece yasadiklari
sikintillar1 gidermek, rahatlamak ve yukarida anilan birinci kusagin konularimi
dile getirmek amaciyla bir seyler karalamaya baslamislardir. Zamanla bu
calismalar hemen adlandirilamayacak bir yazin tiirii haline gelecektir. Fakat
ortaya ¢ikan bu yazina ne ad verilecegi konusunda genel geger olarak tam bir
kavram bulunmamaktadir o donem igin. Konuk is¢i yazini demek olan
“Gastarbeiterliteratur” sozii ile baslayan kavram arayis1 Tirk ve Alman
yazinbilimcilerce bir¢ok kez farkli kavramlarin 6nerilmesi ile devam etmistir:

Yabancilar edebiyat1 (Auslédnderliteratur),

azinliklar edebiyati (Minderheitenliteratur),

kiiltiirlerarast edebiyat (Interkulturelle Literatur),

cokkiiltiirlii edebiyat (Multikulturelle Literatur),

gogmen edebiyati (Migrantenliteratur) vb. (Zengin, 2000, s. 105).

Yine de 6nerilen tiim bu kavramlarin hi¢ birinin tam olarak bu yazim karsiladigi
sOylenemez. Ancak Tiirkiye’de bu yazim tiirii daha ¢ok “Disgde Yazint”(Bkz.
Karakus / Kuruyazict 2001 vd.), Almanya’da ise artik tarihsel olarak
adlandirilan “Gastarbeiterliteratur” terimi, yerini “Deutsch-Tiirkische Literatur”
yani “Tirk-Alman Yazin1” terimine birakmistir. Ayrica farkli kisi veya
kurumlar nezdinde de Tiirk-Alman Gé¢men Yazini olarak da anilabilmektedir.
Tiim bu kavram arayislarmin altinda yatan neden, aslinda Tiirk-Alman gog
siirecinin kendi i¢indeki degisken kosullaridir. Gegiciligin hdkim oldugu
donemde, bu siirecin yazin1 da basina Almancasinda gegici (Gastarbeiter —
konuk is¢i yazini gibi) 6n adi almus, kalicilik fikriyle birlikte Tiirk-Alman yazini
olarak anilir olmustur. Elbette bu yeni donem yazinin ge¢cmisi de gdz Oniine
almirsa Tiirk-Alman go¢ yazini tarihsel olarak da belli bir grubun doénemsel
asamalarla olusturdugu yazini isaret etmektedir. Tek bagina Tirk-Alman yazini
deyimi ise daha ¢ok Alman yazinbilimcilerinin, gd¢men yazininin Almanca
yazan son donem yazinini Alman yazini igersinde saymak istemelerinden
kaynaklanmaktadir (Karakus / Kuruyazicit 2001, s. 6). Bu ¢alismada yalnizca
ikinci kusak yazarlarindan Renan Demirkan ele alinacagindan, dénem olarak da
Tiirk Alman gé¢men yazininin ikinci kugak evresi lizerinde durulacaktir.

2.1. Gogmen Yaziminda 80li Yillar ve Ikinci Kusak

Aslinda bu ayrimi1 yapmak oldukg¢a zordur. S6zgelimi 60’11, 70°1i ve 80’li yillar
olarak ayirmak mi; birinci, ikinci, ii¢lincii kusak olarak adlandirmak mi, yoksa
yazarlarin dogum tarihleri yahut eser verdikleri doneme gore ayirmak mi, daha
dogru olur, bu konu hala tartisilmaktadir. Yine de adlandirilmasi ve
sinirlandirilmast adma ikinci kusak ya da 80°1i yillar olarak da kullanilan bu
donem, gerek yazarlari, gerekse verilen eserler olarak oldukca zengin bir
donemdir. Bu calismada da ortaya konan eserler ve eserlerin olustugu zaman
dilimi géz Oniine alinarak ikinci kusak ve 80’li yillar ayni1 evreyi isaret eder
Olgiide esanlam olarak kullanilacaktir.
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Ikinci kusak yazarlar, Almanya’daki Tiirk toplumunun ve dolayisiyla Tiirk
Alman gé¢men yazini yazarlarinin déahil oldugu birinci kusak yani Tiirkiye’den
kalkip Almanya’ya go¢ eden gurbetgilerimizin ¢ocuklaridir. Bu ¢ocuklardin
kimi Almanya’da dogmus, kimi de Tirkiye’de dogmus olan ve kimi de daha
sonra aileleri ile birlikte Almanya’ya heniiz cocuk yaslarda gidenlerdir. Birgogu
da 6nce ebeveynlerinin gittigi Almanya’ya sonradan “istek” ile gidenlerdir. Bu
grup, boliinmiis aile 6zellikleri de gosterir. Bu g¢ocuklarin neredeyse tamamina
yakin1 Almanya’da biiyiidiiglinden ve egitim aldiklarimdan, Almanya’ya ¢ok
daha fazla uyum saglamis, dil ve kiiltiiriinii ¢ok daha ¢abuk ve daha iyi
Ogrenmis insanlardir. O yiizden iglerinden ¢ikan yazarlarin pek ¢ogu eserlerini
Almanca olarak yazmiglardir. Yalniz bu kusagin eserlerinde ele aldiklar1 konu
yelpazesi, birinci kusaga gore oldukga farkli ve yeni bir sorundur: Modern bir
sorun olarak da tanimlanabilecek olan yabancilik sorunu ile kimlik sorunu. Bu
insanlar bu toplum iginde biiylimelerine ragmen, toplumun geneli tarafindan
kendilerine ait olarak degil, “yabanci” olarak adlandirilmaktadir. Ustelik
“memleket” adini verdikleri ebeveynlerinin anayurduna izne gittiklerinde orada
da aym yakistirmayr duymaktadirlar. Bu da bu ikinci kusak insanlarin
yabancilik sorunu yasamalarina neden olmakta, kimlik sorgusu yaparak ne
tarafa ait olduklarin1 sorgulamaktadirlar. Bu anlamda hicbir tarafa ait
olamamanin yarattig1 gerilim, bu insanlar1 kimlik bunalimlarina dogru itmistir.
Diger bir taraftan da kendileri gibi olan yasitlariyla bir araya gelerek, iginde
bulunduklari toplum biitiiniinden farkli, kendi icinde benzer nitelikleri olan bir
alt-kiiltlir grubu olusturmuslardir. Kendi lokantalari, kahvehaneleri, dernekleri
vb. gibi alt kiiltiir 6zelliklerini tagiyan ortak yerler de olusturabilmislerdir.

Yabancilik veya kimlik sorunu vb. gibi konulariyla ikinci kusak dénemi
yazarlari, Almanlarm ilgisini fazlastyla ¢ekmistir. iki dilli olarak yetisen bu
yazarlar Almanca diisiinebiliyor ve eserlerini Almanca veriyorlardi. Konulari
genellikle kiiltiirlerarasilik ve ortaya ¢ikardig: sorunlar iizerineydi. Ikinci kusak
yazarlardan bazilari’ sunlardir: Renan Demirkan, Feridun Zaimoglu, Zafer
Senocak, Zehra Cirak, Saliha Scheinhardt, Aysel Ozakin, Nevfel Cumart, Alev
Tekinay, Levent Aktoprak®. Bu kusak yazarlardan biri de Renan Demirkan’dir.
Bu kusagin donemini, bir takim donemsel 6zellikleri daha yakindan gérebilmek
amaciyla R. Demirkan ve eserlerine genel bir bakis acistyla deginmekte yarar
vardir.

2.2. Seksenlerin Gocmen Yazim Yazarlarindan Bir Ornek: Renan
Demirkan

Gogmen bir ailenin kiz1 olan Renan Demirkan, tiyatro sanatcisi ve yazardir.
Biiyiik Cerkez siirgiiniinde Diizce yoresine yerlesmis bir Adige ailesinin kizidir.

5 Seksenli yillarda gelen ikinci kugak yazarlari grubunun 6nde gelen temsilcileri Habib BEKTAS,
Sinasi DIKMEN, Yasar MIRAC, Fethi SAVASCI, Yiicel FEYZIOGLU gibi yazar ve Sairlerdir.

® Ayrica bu dénem igerisinde Aras OREN, Yiiksel PAZARKAYA, Kemal KURT un yani sira
sonradan goc eden Emine Sevgi OZDAMAR, Sinasi DIKMEN ve Almanya’da yetigmis Zafer
SENOCAK, Yade KARA ve Hatice AKGUN gibi yazarlar1 da gérmekteyiz (Yalgin 2011, s. 7).
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1955 yilinda Ankara'da dogmus, 1962 yilinda ailesiyle birlikte Almanya'ya
gogmiistiir. Ogrenimini Almanya'da yaparak Hannover Miizik ve Tiyatro
Yiiksek Okulu'nu bitirmis ve halen Almanya'da yasamaktadir. Tiyatro'ya 1980
yilinda baglamis ve 1982'de ilk filmini ¢evirmistir. Sayisiz tiyatro oyunu ve
filmde bagsrol oyuncusu olarak rol alan sanat¢1, Alman Televizyonunda Reporter
adli dizideki Gazeteci Azade roliiyle zirveye tirmanmistir. NRW Eyalet
Odiilii’nii (1986), Halkin Sectigi Altin Kamera (1990) ve elestirmenlerin verdigi
Adolf Grimme Odiilii’nii kazand1 .

1991 yilinda Almanya'da yayinlanmis bulunan Schwarzer Tee mit drei Stiick
Zucker adli romam Tiirkge'ye de gevrilerek Ug Sekerli Demli Cay adiyla
yayimlanmig ve on kadar baskis1 yapilmistir. Die Frau mit Bart (Sakalli Kadin)
adli roman1 da 1994 yilinda Almanya'da yayinlanmistir. 1989 yilinda Goldene
Kamera (Altin Kamera), 1990 yilinda Adolf Grimme Odiilii, 1998’de ise Alman
Cumhurbaskan1 Roman Herzog’tan “Bundesverdienstkreuz”, 2002 yilinda da
INTHEGA Tiyatro Odiilii’nii almustir.

Diisiincelerini en iyi Almanca olarak ifade ettigini sdyleyen Renan Demirkan,
bir¢cok tiyatro oyununda oynayip, film yapip bu alanlarda onemli odiiller
kazandiktan sonra yazin diinyasina da giris yapmustir. Renan Demirkan’in
yazmis oldugu bazi kitaplar sunlardir:

Schwarzer Tee mit drei Stiick Zucker (1991) (Tiirkge Cev. U¢ Sekerli Demli
Cay)

Die Frau mit Bart (Tirkce Cev. Sakalli Kadin 1994)

Der Mond, der Kiihlschrank und ich. Heimkinder erzihlen (2001)

Es wird Diamanten regnen vom Himmel (2001).

Uber Liebe, Gétter und Rasenmdihn (2003)

Septembertee oder das geliehene Leben (2008)

Sanatg1 Renan Demirkan’in yalmzca Ug Sekerli Demli Cay adli Tiirkce’ye de
gevrilen eserine gondermeler yapilarak, kisaca donem agisindan ikinci kusak ya
da 80li yillar donemine deginilecektir.

2.3. Schwarzer Tee mit drei Stiick Zucker ( Ug Sekerli Demli Cay)

Kendisi de gocmen bir ailenin kizi olan Renan Demirkan, bu eserinde
Almanya’ya gocii, anilan bu gog¢ siirecinde gekilen zorluklart ve farkli bir
topluma uyum sorunlarini anlatmaktadir. Dili oldukga akici, konu olarak aslinda
bilinen, fakat olduk¢a zengin olan bu eser, go¢ kavramina karsilastirmali bir
bakist miimkiin kilmaktadir.

Ankarali orta sinif bir ailenin Almanya’da yetisen kizinin 6ykiistidiir. Demirkan
bu eserinde, 1962 yilinda Almanya’ya calismak igin go¢ eden ailesinden,
oradaki yasam bicimi, g¢ektigi zorluklar ve uyum problemlerinden soz eder.

Yazar, Alman dilinde kendini daha rahat ifade edebildigini sdylese de, “yabanci
olma” duygusunu zaman zaman dile getirmektedir. Eserdeki sorunun temelinde

7 http://www.e-kafkasya.com, Erigim Tarihi: 02 Subat 2012.
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hem yabanct olma, hem de kadin olma konumu carpici bir bigimde
verilmektedir. Eserde, gesitli karsitliklara dayanan sdylemler yeniden iiretilir:
Kadin-Erkek, Dogu-Bati, Miisliman-Hiristiyan gibi kutupluluk veya karsitlik
ya da karsilik olabilecek bir takim kavramlar bir araya getirilerek Tiirk Alman
baglaminda ifade edilmistir. Eserde cogu kez Tiirk ve Alman imgelerinin i¢ ige
gectigi goriliir.
Universite dgrenimi goren ikinci kusak Tiirkler arasinda yer alan yazar, bu
eserinde her iki kiiltiirdeki yasam bi¢imi ve sartlarini, inanglarini, kiiltiirel
degerlerini, giinliik yasam igerisinde karsilastirmali olarak vermeye caligmistir;
“Eserde, gog¢menlik, yabancilik, kimlik sorunu ve bununla beraber evrensel
konular da iglenmektedir”, diyen Saglam, yazarin s6z konusu tizerinde genis bir
inceleme yaparak Tiirk ve Alman imgelerini karsilastirmistir (Bkz. Saglam,
2006 ). Eserin tamaminda, vatana duyulan hasret buram buram
hissedilmektedir;
Ninesinin, giizel kokulu tiilbendini hatirlamasi” ya da “Memlekete ve dogaya
duyulan 6zlem, Almanya’da evlerde giderilmeye c¢alisiliyor. Orada su mavisi
kecenin dosenmesi, sicak yesil ve kum tonlarinda el dokuma kilimlerin
yayilmasi, yesil mavi saten perdeler, tavana kadar palmiyeler yerlestirme
(Demirkan, 1991)
ifadeleri vatana 6zlemin en agik kanitlarindan bazilaridir. Bu 6zlem kitab saran,
vatani hatirlatan bir koku gibi okuyucuyu da etkiler. Eserde birinci kusagi temsil
eden ebeveynlerinin bakis agilarmi (bagkisinin annesinin agzindan) dile
getirerek, birinci kusak yazarlarinda sik¢a konu edilen yabancilik olgusuna da
gondermeler yapilir:
“Burada biz yabanciy1z” diyerek ¢ocuklara “uslu” olmalari i¢in yiikleniyordu.
Kizlar ne okul gezilerine, ne de 6grenci senliklerine katilabiliyordu. Zamanla
anlayacaksiniz. Bir insan higbir zaman kokiinii terk etmemeli. Burada hep
yabanci olarak kalacagiz (s. 29).

Burada dile getirilen yabancilik olgusu, oteki kavramimi da dogurmaktadir.
Yabanc olarak Tiirkler 6teki gibi davranmayip, kendi gelenek, gorenek, inang
ve kiltiir 6zelliklerine gére davranmaliydilar. Bu konuda ise en ¢ok Tiirk kizlar
baski altindaydilar. Oteki ile biiyiik farkliliklar yine en ¢ok Tiirk kizlarmin
yasaminda goriilmekteydi:
Anne sadece: “Artik kadinsiniz” diyordu. Tehdit edici bir sey vardi bu sdzde.
Komsu ¢ocuklariyla hoplaylp ziplayamiyorlar, banyo yaparken kapiy1
kapatmalar1 gerekiyor, kisa etekler uzatiliyor... Gittikge daha kapali ve daha
utangag oluyorlardi. Onlar ancak en yakin ¢evrede bisikletle turlayabilirken, okul
arkadaglar1 flort ederek, daha kisa eteklerle, utanmadan genglerle okul
bahgelerinde ve caddelerde kosusturuyorlardi. ... Diislerinde her biri, kendi
ailelerinden daha degisik yeni bir aile yaratiyorlardi (s. 36).
Dile getirilen tiim bu kaliplara uymayan Tiirk kizlarm ise biiyiik yaptirimlar
hatta cezalar bekliyordu:
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Maddi olanaklari, ev ge¢imi i¢in tamamen yetersizdi. Yurda ihanete, kat1 cezalar
olastydi: Okuldan derhal kayd: silinip Tiirkiye'ye geri gonderilebilir, ilk ¢ikan
erkekle evlendirilebilir veya hastanelik oluncaya kadar dayak yiyebilirdi (s. 42).
Eserde sik¢a karsimiza ¢ikan Tiirk- Alman c¢ocuklarinin yetisme tarzi,
ergenlerin aynm1 sorunlar karsisinda kiiltiirel farkliliklar nedeniyle farkli
tepkilerle karsilagsmalar1 dile getirilerek ruh hallerine de yer verilmistir. Bir
bagka konu da kiiltiirel etkilesimdir. Yabanci olan kesim, “6teki’nden isine
yarar Ozellikler edinebilmistir, 6rnegin:
Her iki toplumun en iyi 6zelliklerini sectim, Bir Alman olarak disiplin, ¢alisma
hirs1 ve hayallerim icin ¢alismay1 6grendim. Tiirk olarak ise, maneviyata 6nem
vermeyi, kiigiik seylerle mutlu olabilmeyi ve her seyi fazla ciddiye almamayi
ogrendim. iki kiiltiirden de benim i¢in en iyi olan segtim (s. 5).
Ikinci kusak déneminin karakteristik 6zelligi olan kimlik bunalimi, iki arada
olma duygusu bu eserde de kurgu boyunca hissedilmekte bircok yerde de
dogrudan dile getirilmektedir:
Kendimi ikiye ayrilmis gibi duyumsuyorum. Bir par¢am burada, iceride hep
sozlinli duydugum o “sar1 havaya, diger parcam ise her giin yasadigim gevreye
ait. Vatanin ne oldugunu bilmiyorum. Belki diismemek i¢in bir tutanak (s. 52).
Tabi yabancilasma yalnizca Almanya igin bir olgu degildir ikinci kusak igin.
Kendi anavatanlarina, memleketlerine kars1 da yabancilagsma s6z konusudur:
O yabanci kelimesinin hiiziinlii, ayn1 zamanda zavall1 bir tonu vardi. Bu yalnizca
kendini burada yabanci hissettiginden degil, yerliler tarafindan yabanci olarak
gercekte  onay  gormemesinden ve kendi iilkesinde de  giderek
yabancilagmasindandi (s. 29).

Cogu ikinci kusak yazarlarinin ortak konusu olan yabancilagma sorunsali,
gorlildiigli  ilizere Renan Demirkan’in eserinde de agirlikli  olarak
gdzlemlenebilmektedir. Ustelik bu yabancilasma olgusu giindelik yasamdaki
gesitli olay veya gozlemler ekseninde dile getirilmistir. Renan Demirkan
konusunda yiiksek lisans tezi hazirlamig olan aragtirmaci Nurhayat Yalgin,
yazardan yola ¢ikarak su tesbiti de yapmaktadir:
Eserde (Ug Sekerli Demli Cay) ayrica bir zamanlar is¢i olarak Almanya'ya giden
vatandaslarimizin ve onlarin ¢ocuklarinin ¢ok c¢alisarak miihendis, sanatgi,
mimar, hukuk¢u gibi meslek dallarinda egitim gordiiklerini ve bu alanlarda
basar1 gosterdiklerini goriiyoruz. Bunun diginda siyasi konularda da genglerimiz
fikirlerini sdyliiyorlar ve kendilerini rahat bir sekilde ifade ediyorlar. Ikinci ve
iciincli kusak genglerimiz artik Almanya'ya uyum saglamistir ve her alanda
Alman gengleriyle yarisir duruma gelmislerdir. Ancak bundan rahatsiz olan
Almanlar Almanya'ya gogiin 50. yilinda hala yabancilara kars1 diigmanlik
beslemekteler ve insanlarimizin 6liimiine neden olmaktalar (Yal¢in 2011, s. 107).

Yalcin burada basarili bir gé¢ hikdyesinin yaninda, Alman toplumunda var olan
ve son yillarda giderek artan (kiigiik bir azinlik da olsa) yabanci diismanligi
konusuna deginmektedir. Ancak goriilen o ki, gurbet¢ilerimiz bu ve benzeri
olaylar nedeniyle yilmamakta, kendilerini o toplumun bireyleri olarak goriip,
basarili da olabilmektedirler.
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Sonu¢

Ik basta gegici olarak tasarlanan Tiirklerin Almanya’ya gogleri ve oradaki
caligma amagh ikametleri, kalicilik, yerlesme ve sonunda da uyum gibi
bambagska bir olgu olarak ¢ikmistir ortaya. Bu siirecte Tirkler birakin geri
donmeyi, gittikleri iilkede ©nemli bir yer edinen bir yazin tiirii ortaya
cikarmiglardir. Dis gb¢ yazini derken, yazin tarihi agisindan kdkenine de isaret
ederek Tiirk-Alman go¢men yazim adm almistir. ikili anlasmalarla
Almanya’daki is giliciinii kapatmak amaciyla Almanya’ya ¢agrilan isgiler,
onlarin ¢ocuklari, belki onlarin da g¢ocuklarinin hayatlar1 konu oldu bu yazinin
ortaya ¢ikmasina. Sikint1 ¢ektiler, sasirdilar, korktular, mutlu oldular, sevindiler
ve yazdilar. Yeni bir yazin tilirii olusturdular. Bazilar1 oraya gitmeden de
yaziyordu; birinci kusak yazarlarinda oldugu gibi, bazilar ise orada basladilar.
Bazilar1 hi¢ yabanci dil bilmiyorlardi ana dilleriyle yazdilar, bazilari
ogrendikleri dille. Ama bir sekilde olustu bu yazin ve tutundu. Renan
Demirkan’nin eserinde de goriilecegi lizere ne yagadilarsa onu yazdilar aslinda.

Onceki béliimlerde de deginildigi iizere Renan Demirkan’in Ug Sekerli Demli
Cay eseri belki de bu yazin tiirlinlin kiigiik bir 6zeti niteligindedir. Romanda
bahsedilen Tiirkiye ve Almanya, iki iilkeyi ve bu {ilkelerde yasanilanlar
karsilastirma firsat1 veriyor bizlere. Ve gosteriyor ki go¢ etmek sadece bagka bir
iilkeye gidip yasamak degil, gidilen iilkede var olabilmek, varolus miicadelesi
verebilmektir. Bu da sadece bedenen gerceklesebilecek bir sey degildir.
Isteyerek ya da iginde bulunulan sartlar geregi go¢ etmenin ne kadar zor bir sey
oldugunu anlatmayr amaglayan bu c¢alisma, Tirk-Alman gd¢men yazininin
ikinci kusak doénemine Renan Demirkan’m Ug Sekerli Demli Cay eseri
araciligryla genel bir bakis sunmayr amaclamigtir. Go¢ kelimesi Tiirkler i¢in
gociin ellinci yilinda da ayni anlamliligin siirdiirmekte midir, bilinmez, ancak
yarim yiizyillik bir hikaye, yarim ytizyillik bir kiiltiir birikimi ¢oktan olusmus ve
devam etmektedir. iste bu dykiiniin son boliimii yine bu géciin birinci ve ikinci
kusak insanlarmin bizzat yasadiklariin dogrudan anlatimi ile gb¢ sonrasi,
Tirkiye’ye kesin doniis siirecinden sonra geriye bakisla Fremde Heimat
Deutschland (2011) adli kitapta dile gelmektedir (Ham / Kubanek 2011). Bu
olguyla Tirk-Alman yazininda Tiirkiye odakli bir “Remigranten”(kesin
doniisciiler) kavrami (Bkz. Asutay 2011, s. 100-107) yeni bir inceleme ve
tartigma konusu olarak karsimiza ¢ikmis bulunmaktadir. Sonug¢ olarak yazar
Demirkan, Tiirk-Alman gd¢men yazini yazarlarindan biri olarak ¢ok yeni degil,
aksine eserleri lzerine pek ¢ok bilimsel calisma yapilmis ve yapilan
yazarlarimizdan biridir. Bu anlamda Renan Demirkan penceresinden yeni bir
bakis olusturmak hedeflenmistir.
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TURKISH-GERMAN MIGRATION LITERATURE IN GERMANY
ONITS FIFTIETH ANNIVERSARY

Abstract: This study investigates second generation period of Turkish -
German literature (also called as immigration literature) which began with
laborer immigration from Turkey to Germany in 1960 s. The study
initially defines immigration concept, explores how it was named in
different ways, and historical development of Turkish — German
immigration literature is described. Since the topic is limited, with second
generation period, a writer Renan Demirkan and her work Ug Sekerli
Demli Cay has been selected for this study. By means of this study it is
aimed to investigate the concept of “immigration”, to deepen this subject,
and to the work Ug Sekerli Demli Cay, which is selected to approach from
different perspectives. Renan Demirkan and her work were studied in
terms of questing for identity. The work reflects the characteristics of
second generation immigration literature, and the main theme of this
period which is the quest for identity. The study investigates the concepts
of “longing for homeland” and “adaptation”. Works of the period reflect
deep meaning of this concept, feelings of the people who face a different

culture in a different country, different traditions,

and a different

language. Finally the study describes how immigration literature has
changed from its appearance to present time. Turkish —German literature

was investigated in the context of text.

Keywords: Immigration, Guest-Worker Literature, Literature, the Second

Generation, Renan Demirkan.
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LES OPINIONS DES ETUDIANTS SUR LE COURS « EVALUATION
ET ADAPTATION DE MATERIELS PEDAGOGIQUES »

Cihan AYDOGU'

Oz: Egitim fakiiltelerinin yabanci dil bolimlerinin 6ncelikli hedefi
ogrencileri 6grenim gordiikleri yabanci dili etkili bir sekilde 6gretmeye
hazirlamaktir. Bunun igin de, 6grencilerin bir¢ok kuramsal bilginin yani
sira, bu bilgilerini sinayabilecegi bir 6gretim ortamina ihtiyaci vardir. Bu
baglamda, egitim fakiiltesi boliimlerinin programlarinda okul deneyimi ve
ogretmenlik uygulamasi dersleri yer almaktadir. Ancak sadece birer
akademik donemle sinirli bu stajlar, 6gretmenlik meslegine hazirlanmada
yetersiz kalabilmektedir. Dolayisiyla da dgretmen adaylarina bu gozlem
ve uygulamaya dayali stajlardan once, yontem derslerinde bilgilerini
siayabilecekleri bir ortamin yaratilmasi gerekmektedir. Yaparak
O0grenme bu ortami saglayabilecek yontemlerden biri olarak karsimiza
¢ikmaktadir. Bu c¢alismada hedefimiz yaparak &grenme yontemini
kullanarak bu amaca hizmet etmektir. Bu dogrultuda, Materyal
Degerlendirme ve Uyarlama dersinde tek grup son-test modeline
dayanarak Fransizca bolimii Ogrencilerine 06zglin  dokiimanlardan
hareketle calisma yapraklart hazirlattik. Dersler haftada 3 saat olmak
iizere toplam 12 hafta siirdii. ilk 4 hafta teorik bilgiler verildi. izleyen 8
hafta boyunca uygulama c¢alismalar1 gergeklestirildi. Yaparak 6grenmenin
ogrenciler tlizerindeki etkilerini 6lgmek amaciyla agik uglu sorulardan
olusan bir anket uygulandi. Sonug¢ olarak, yaparak Ogrenmenin
ogrencilerde bir Fransizca yabanci dil dersi hazirlama konusunda birgok
beceriyi gelistirdigi ve dgrencilerin dzgiivenini destekledigi gorilmiistiir.
Ogrencilerin yasadiklar1 giicliikleri tespit etmek maksadiyla sorulan
soruya verdikleri cevaplar degerlendirildiginde ise yaparak Ogrenme
tekniginin giicliikleri azaltma yoniinde olumlu bir katkist oldugu ancak
yine de baz1 giigliiklerin devam ettigi tespit edilmistir.

Anahtar Sozciikler: Calisma Yapragi, Yaparak Ogrenme, Yabanci Dil,
Materyal Hazirlama, Ozgiin Dokiiman, Ogretmen Aday1.

Introduction

L’objectif primordial des départements de langues des facultés de pédagogie est
de former les futurs enseignants de langues étrangeres. Pendant ce processus,
les étudiants apprennent a planifier une situation d’apprentissage, a organiser
des activités d’apprentissage, a faire des évaluations et a contribuer au

'Yrd. Dog. Dr., Anadolu Universitesi, Egitim Fakiiltesi, Yabanci Diller Egitimi Boliimii, Fransiz
Dili Egitimi Anabilim Dal1. caydogdu@anadolu.edu.tr
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développement sociologique, psychologique, physiologique et cognitif de
I’¢léve. Un bon enseignant ne transmet pas seulement des connaissances. Il doit
d’abord étre bien motivé pour son métier, aimer ses éléves, créer une bonne
relation avec eux, connaitre son domaine, avoir des expériences, savoir
satisfaire les besoins des éléves, pouvoir résoudre les problémes vécus en
classe, savoir réorganiser son cours d’apres les réactions des éléves et avant tout
se sentir prét a enseigner. Donc, les responsabilités d’un enseignant sont d’une
importance vitale car I’enseignant est d’une fagon I’architecte de 1’avenir d’une
société et il prépare les ¢léves au futur.

Un enseignant ne doit pas se contenter d’un manuel imposé par 1’établissement
scolaire. Avec la technologie qui se développe a grande vitesse, les
caractéristiques des éléves changent aussi. Chaque année, on se retrouve avec
un groupe différent. Les besoins et les attentes des éléves d’aujourd’hui ne
seront pas les mémes que ceux des éléves d’ici quelques ans, c’est la raison
pour laquelle un manuel tout seul ne peut faire le miracle. C’est plutét la
méthode d’apprentissage de 1’enseignant qui ouvre la voie de la réussite aux
¢léves. Dé¢ja, le choix de I’ éclectisme se manifeste chez les nouveaux
enseignants par un refus délibéré de I’emploi de la méthode ou du manuel tel
que lauteur le préconise ou que I’enseignant standard des générations
précédentes le pratique. Contrairement a leurs devanciers, ils n’adoptent plus un
manuel mais ils ’adaptent. Ils s’en tiennent rarement & la manipulation d’un
seul. Méme une tendance qui consiste a estimer que:
Seul un matériel concu pour un public qui aura défini les besoins et cerné les
caractéristiques pourra étre efficace, se fait jour. Cette option méthodologique
peut aller jusqu’a 1’élaboration de matériel didactique au jour le jour a partir de
documents et d’activités qui permet a 1’enseignant d’étre en prise directe sur la
réalité d’un groupe d’apprenants (Bérard, 1995, p. 21).
Bien qu’une telle tendance commence a se répandre de plus en plus entre les
enseignants, il ne devrait pas étre question de rejeter complétement le manuel
mais plutdt de le compléter. Car, sans manuel, il pourrait nous arriver de perdre
le fil et sans progression il serait bien difficile de décider par ou commencer et
comment orienter le processus d’enseignement/apprentissage. Déja les
¢tablissements scolaires imposent 1’utilisation d’un manuel. Alors, le réle de
I’enseignant est de bien connaitre les besoins et les styles d’apprentissage de ses
¢léves et de compléter les points faibles du manuel qui est congu pour un public
d’éléves général.
Si tel est le cas, un enseignant doit souvent avoir recours a des documents
authentiques.
L’emploi des documents authentiques en classe est apparu lorsque les
didacticiens se sont préoccupés des apprenants qui étaient au-dela du niveau
débutant. Pour ces étudiants qui avaient des aptitudes linguistiques souvent
hétérogeénes le simple prolongement de la méthodologie employée au Niveau I
¢tait inadéquat. Il fallait les faire passer du maniement d’une langue
prétendument « neutre » et aux structures langagieres limitées a 1’acquisition
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d’une compétence linguistique permettant une plus grande liberté d’expression.
Faire entrer dans la classe des messages sonores, écrits, visuels ou pluri codés
appartenant a 1’environnement quotidien des francais, était une des maniéres de
tenter de résoudre les problémes posés par le Niveau II d’apprentissage. Pour les
différencier du matériel spécifiquement fabriqué pour la classe, on accola a ces
documents non prévus a [origine pour un usage pédagogique, 1’adjectif
authentique (Lebre - Peytard, 1990, p. 7).
Pour les partisans des documents authentiques, les avantages de leur utilisation
sont I’introduction en classe de fragment d’extrait de ’univers quotidien des
Frangais, la sensibilisation des éléves a des registres de langage diversifiés et
aux véritables emplois de la langue francaise. Ceux qui sont contre leur
utilisation prétendent que, une fois introduits dans un cadre pédagogique, ces
documents perdent leur label d’authenticité, et qu’il vaut mieux, dans ces
conditions, se contenter de documents ad hoc congu spécialement pour la classe
de langue (idem).
Malgré ceux qui contestent, ces derni¢res années, l’utilit¢ des documents
authentiques est devenue incontestable. L’idée unanime est que comprendre un
document qui n’a pas été congu spécialement pour son apprentissage motive les
¢leves, leur préte I’occasion de s’autoévaluer et a I’enseignant d’évaluer ses
¢léves, de combler les points faibles d’un manuel et encore permet de créer une
interaction entre les éléves eux-mémes et entre les éléves et I’enseignant.

Par contre, il ne suffit pas d’introduire en classe un bulletin d’informations ou
un article de journal pour que la communication s’établisse. Si on se limite dans
des exercices de compréhension a de simples questions/réponses et on utilise
ces documents pour étudier un point grammatical, il faut s’interroger sur son
utilité en classe. A condition de ne pas dévier de sa fonction sociale, comme
Lebre-Peytard (1990, p. 9) I’indique « ces documents constituent d’excellents
matériaux sociaux qui peuvent améliorer les compétences linguistiques,
communicatives et culturelles des apprenants ».

Dans ce cas, pour qu’un document authentique ne perde pas de son authenticité,
de sa fonction sociale, il parait indispensable de savoir comment 1’utiliser,
comment s’en servir a des fins éducatives. A ce point, faire des pratiques avant
de commencer a enseigner dans un établissement scolaire devient inévitable.
Faire des pratiques constitue I’étape la plus essentielle dans la formation des
futurs enseignants. Se contenter seulement des connaissances théoriques ne
serait jamais suffisant pour qu’ils puissent connaitre efficacement la profession
enseignante et provoquerait des difficultés et des échecs pendant son exécution
(Oguz, 2004, p. 143). Cependant faire des pratiques avant de se retrouver avec
des ¢éléves permet au futur enseignant de connaitre les vraies difficultés, les
problémes qui peuvent surgir et de se préparer a gérer une vraie classe. Et
encore, la pratique crée une situation d’apprentissage ou les futurs enseignants
apprennent a expérimenter les méthodes et techniques d’un apprentissage
efficace.

35



I B 1 es opinions des étudiants sur le cours « évaluation et adaptation de matériels pédagogiques »

C’est pour cela que les étudiants en quatrieme année de la faculté de pédagogie
font des stages dans les écoles. Durant le premier semestre, ils observent les
pratiques pédagogiques d’un professeur et au deuxiéme semestre, ils assistent
un professeur. La plus grande utilité des stages est qu’ils prétent 1’occasion de
se concentrer non pas sur la question « quoi enseigner ? » mais plutdt sur la
question « comment enseigner ? », ce qui, avec I’approche communicative et les
nouvelles technologies, se situe au cceur de toutes sortes d’activités
pédagogiques. Tout au long de ce processus d’expérience, les étudiants
apprennent a planifier les activités a faire, la démarche a suivre, les stratégies,

méthodes et techniques a utiliser et a penser a l'interaction et I’évaluation
(Goger, 2008 ; Karadiiz, Eser, Sahin et Ilbay, 2009; Sisman et Acat, 2003).

Il est bien évident que, avant le stage, les étudiants doivent déja avoir appris a
planifier un cours et doivent déja avoir fait des pratiques, des essais. Donc, les
enseignants doivent leur donner 1’occasion de faire des pratiques pendant leur
formation. Les programmes des départements de langue étrangére des facultés
de pédagogie contiennent certains modules contribuant dans ce sens a la
formation des futurs enseignants. Le module « évaluation et adaptation de
matériels pédagogiques » doit étre 'un de ces modules qui leur permet
d’acquérir des expériences préprofessionnelles en faisant des pratiques. Car :
L’apprentissage par la pratique est un apprentissage par ’action. Il s’agit d’un
processus, pendant lequel les individus construisent des connaissances et
recoivent des acquis et des valeurs d’une expérience directe. L’apprentissage par
I’expérience a lieu deés lors que les individus sont impliqués dans une certaine
activité, reflétent de manicre critique cette activité, retirent de son analyse des
perceptions utiles, et utilisent les résultats pour changer une compréhension et/ou
un comportement (Académie Internationale d’Apprentissage par la Pratique,
2012, p. 1).
11 est vrai qu’il faut pratiquer et répéter pour apprendre a savoir faire mais on
peut pratiquer et répéter les mémes erreurs. La pratique toute seule n’apporte
pas toujours le bon résultat.

L’apprentissage par la pratique doit aussi inclure 1’analyse de 1’action. C’est
I’analyse de ce que I’on fait dans 1’action qui permet la correction et la
généralisation & plusieurs autres situations. C’est au moment de 1’analyse que
les étudiants revoient leur procédure, adaptée ou non, et utilisent les concepts
nécessaires a la bonne compréhension de la situation et de la procédure.
Cependant, agir et analyser ne suffisent pas encore pour un apprentissage
maximal.

Pour bien apprendre par la pratique, I’action et 1’analyse doivent étre précédées
de I’anticipation. Pendant cette anticipation, I’étudiant utilise ses préconceptions
et ses intuitions. En demandant a 1’étudiant de justifier ses anticipations, il fait
appel (ou non) aux connaissances déclaratives déja vues (Gagnon, 2012, p. 1).
Bref, I’apprentissage par la pratique n’est pas une technique qui ne consiste qu’a
faire des pratiques et des répétitions. C’est un apprentissage qui a lieu a la suite
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de I'utilisation d’informations accompagnée d’une réflexion sur I’effet produit
par cette action en fonction des buts visés.

1. L’objectif de la recherche

L’objectif principal de cette recherche est de déterminer les apports de la théorie
d’apprentissage par la pratique au cours de « Evaluation et Adaptation de
Matériels Pédagogiques » aux futurs professeurs de francais langue étrangeére.

Dans le cadre de cet objectif, nous chercherons a répondre aux questions
suivantes :

1. Quelles sont les opinions des étudiants sur les effets et les apports de
I’ Apprentissage par la Pratique?

1.1. Est-ce que les étudiants croient a 1’utilit¢ de 1’Apprentissage par la
Pratique?

1.2. Est-ce que I’ Apprentissage par la Pratique contribue a la confiance en soi
des étudiants?

1.3. Est-ce que les étudiants apprécient vraiment les feed-back donnés pendant
leurs présentations?

2. Méthode de la recherche
2.1. Le modé¢le de la recherche

Dans cette recherche pour voir I'apport et les effets de I’utilisation de
I’apprentissage par la pratique au cours d’évaluation et d’adaptation de
matériels pédagogiques nous avons appliqué le modéele de recherche « groupe
unique avec post-test ».

Le modéle de recherche « groupe unique avec post-test » est la méthode
expérimentale la plus convenable quand les chercheurs travaillent avec un seul
et petit groupe dans une certaine durée et avec un seul post-test ou observation
(Laveault, 1997 ; Ergun, 2012).

Dans cette recherche, nous avons eu recours a la méthode qualitative pour
connaitre les opinions des étudiants concernant le cours d’évaluation et
d’adaptation de matériels pédagogiques. Pour cette raison, a la fin de
I’expérimentation, nous avons demandé aux étudiants du groupe expérimental
de répondre a un questionnaire composé de questions ouvertes.

Les étudiants qui ont participé a cette recherche empirique basée sur 1’utilisation
du modéle de recherche « groupe unique avec post-test » étaient tous des
volontaires.

2.2. L’univers de la recherche

Les étudiants de la quatriéme année du département de Francais de la faculté de
pédagogie de 'université Anadolu constituent I'univers de cette recherche. 18
¢tudiants ont suivi le cours « évaluation et adaptation de matériels
pédagogiques».

Jusqu’a la quatriéme année les étudiants ont déja suivi des cours théoriques et
pratiques sur l’enseignement des langues étrangéres. Nous estimons qu’ils
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connaissent les méthodologies, les caractéristiques des quatre habiletés, les
types d’activités, les caractéristiques propres aux enfants et ont déja des
connaissances sur comment diriger une classe, guider et évaluer les éléves et
préparer des matériels visuels, sonores et €crits.

2.3. La collection des données

Pour collecter les données de cette recherche, nous avons utilisé un
questionnaire. Le questionnaire est préparé d’aprés les objectifs visés par un
apprentissage par la pratique. Les recherches faites dans ce cadre prétendaient
que cette méthode d’apprentissage augmenterait la confiance en soi des
¢tudiants, que les étudiants recevraient des acquis par une expérience directe,
qu’ils trouveraient 1’occasion de pratiquer leurs connaissances théoriques,
qu’avec le temps passé¢ les difficultés diminueraient et qu’un apprentissage
pratique devrait inclure ’analyse de I’action réalisée pour éviter la répétition
des mémes erreurs. Par conséquent, pour pouvoir tester ces apports attendus
d’un apprentissage par la pratique, nous avons formulé 4 questions ouvertes et
nous avons eu recours au point de vue de trois experts en ce domaine. La
premiére question a pour but de découvrir les opinions des étudiants a propos du
cours « évaluation et adaptation de matériels pédagogiques ». La deuxieéme
question a été préparée pour observer la confiance en soi des étudiants apres
avoir travaillé avec la technique d’apprentissage par la pratique dans ce cours.
La troisiéme question vise a définir les effets des feed-back donnés par
l'enseignant et les autres étudiants pendant la présentation des fiches
pédagogiques. La derniére question a pour objectif de préciser les difficultés
vécues par les étudiants.

Notre questionnaire se compose des 4 questions suivantes préparées afin de
trouver des réponses aux questions concernant les objectifs de la recherche.

1- Quels sont les apports de ’utilisation de la technique d’Apprentissage par la
Pratique dans le cours « Evaluation et Adaptation de Matériels Pédagogiques »?
Qu’est-ce que vous avez appris a faire pendant ce cours ?

2- Si vous comparez les sentiments que vous avez vécus pendant la préparation
ou la présentation de votre fiche au début et a la fin du semestre, quels
changements vous observez chez vous-méme ?

3- Comment pourrez-vous définir les effets et les apports des feed-back donnés
par ’enseignant et par vos camarades de classe ? Comment vous vous en étes
servi ?

4- Avez-vous vécu des difficultés pendant la présentation ou la préparation de
vos matériels pédagogiques ? Si oui, expliquez clairement vos difficultés.

Comme les étudiants étaient en quatriéme année, nous avons posé les questions
directement en francais. Nous ne nous sommes pas inquiétés de leur
compréhension. Mais pour les réponses, nous les avons laissés libres en disant
qu’ils pourraient répondre soit en turc soit en frangais pour qu’ils puissent
s’exprimer clairement et correctement. Apres avoir recueilli le questionnaire de
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chaque étudiant, nous avons remarqué qu’ils avaient tous préféré répondre en
leur langue maternelle, en turc.

2.4, L’expérience

L’expérimentation s’est déroulée pendant le premier semestre de 1’année
universitaire 2012-2013 a raison de 3 heures de cours par semaine dans le cadre
du cours « Evaluation et adaptation de matériels pédagogiques » pendant 12
semaines avec les étudiants de FLE en quatriéme année de licence. Durant cette
recherche nous avons travaillé avec un seul groupe appelé « groupe
expérimental », composé de 18 étudiants.

La premicre semaine nous avons expliqué le déroulement du cours et fait une
courte révision sur les méthodologies d’enseignement des langues étrangéres.
La deuxiéme semaine nous avons discuté le role, I’importance et la diversité des
documents authentiques. La troisiéme semaine nous avons discuté les objectifs
a viser dans un cours de langue d’apres les critéres du Cadre Européen Commun
de Référence pour les Langues et I’importance de 1’age et du centre d’intérét
des éleves lors du choix d’un document authentique. La quatriéme semaine nous
avons analysé des exemples de fiches pédagogiques en nous basant aussi sur la
question « comment formuler une consigne et définir un objectif ?».

Dans ce cours, au lieu de faire travailler les étudiants sur différents types
d’activités séparément, nous avons privilégié le travail autour d’un document
précis et sous forme d’une fiche pédagogique. Car nous avons pensé que
préparer la fiche pédagogique d’un document (photo, chanson...) permettrait
aux étudiants de faire des pratiques a planifier un cours, définir les objectifs,
préparer des activités, décider de la durée et penser a 1’évaluation formative.

En raison d’une durée limitée et pour donner a chaque étudiant 1’occasion de
travailler sur plusieurs documents, il nous a paru plus convenable de les faire
travailler en groupe. Pour la formation des groupes, nous avons demandé¢ aux
¢tudiants de former 6 sous-groupes de 3. A ce stade nous les avons laissés
libres. Car, il fallait qu’ils se retrouvent en dehors de la classe pour préparer leur
matériel. Alors, pour qu’ils puissent s’organiser facilement, on leur a donné
I’occasion de se grouper par affinités de personnes. Dans ces groupes il n’y
avait pas de leader, tous les étudiants étaient sur un pied d’égalité.

Pendant les 8 autres semaines, les étudiants ont fait la présentation de leur fiche
pédagogique. Pour se préparer et pour qu’ils aient une idée précise du travail
demandé, nous leur avons offert des fiches exemplaires et une liste d’activités
possibles pour chacun des documents a préparer. Avant de commencer a
présenter leur travail, nous avons posé aux étudiants les questions suivantes ;

-Quels sont les objectifs a atteindre ?

-Avec les ¢éleves de quel age supposez-vous travailler ?

-Quel est I’intérét de ce document ?

-Quelles sont les connaissances antérieures nécessitées par ce document ?
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Chaque semaine les 3 groupes ont présenté les fiches qu’ils avaient préparées
auparavant. La semaine suivante les 3 autres groupes ont fait leur présentation
préparée a partir du méme type de matériel. Comme les présentations duraient 2
semaines, pendant § semaines nous avons pu travailler sur 4 types de document
; photo/image, brochure, chanson, bande dessinée. Pendant la présentation d’un
groupe, nous et les autres étudiants avons donné des feed-back sur la
planification, les types d’activités choisis, les objectifs visés et les points
auxquels ils devraient faire attention pour la prochaine fois. Pendant cette phase
nous avons posé des questions aux étudiants concernant leur fiche et leur avons
donné I’occasion de se justifier.

En dehors des travaux de groupe, les étudiants ont aussi préparé des fiches
individuelles. Car il fallait qu’ils soient notés. Pour les deux examens partiels et
pour I’examen final ils ont préparé des fiches individuellement. Donc au total,
ils ont préparé sept fiches pédagogiques dont quatre en groupe et trois
individuellement.

A la fin du semestre, les membres des groupes ont répondu individuellement
chez eux a un questionnaire composé de 4 questions ouvertes. On ne leur a pas
demandé¢ de le faire en classe car nous voulions qu’ils se sentent a l’aise et
qu’ils ne soient pas influencés I'un par ’autre. L’analyse des résultats a été faite
a partir des réponses des 18 étudiants du groupe de travail.

3. Présentation et analyse des résultats

Dans cette partie, nous allons analyser les données recueillies de
I’expérimentation menée dans le cours de FRO 405 Evaluation et Adaptation de
Matériels Pédagogiques lors de la session d’automne de 1’année universitaire
2012-2013 dans le département de Frangais Langue Etrangere de 1’université
Anadolu.

3.1. Le mode d’analyse des données

Pour analyser les données obtenues du questionnaire, en raison du nombre
limité d’étudiants (18 étudiants), nous avons eu recours a la fréquence. Nous
avons compté les fréquences d’apparition des énoncés les plus prononcées par
les étudiants et nous les avons présentées sous forme de tableau.

3.2. Les résultats obtenus du questionnaire

L’analyse de ce questionnaire nous montre les effets de la technique
d’apprentissage par la pratique dans le cours d’« évaluation et adaptation de
matériels pédagogiques » et les opinions des apprenants a propos de ce cours
enseigné avec la technique d’apprentissage par la pratique.

Nous avons procédé a notre analyse a partir de 3 catégories thématiques.

A. Les apports de la technique d’apprentissage par la pratique concernant le
cours « évaluation et adaptation de matériels pédagogiques ».

B. Les apports des feed-back donnés par I’enseignant et par les autres étudiants
de la classe.
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C. Les difficultés rencontrées lors de [’utilisation de Ila technique
d’apprentissage par la pratique.

Selon les réponses données par les étudiants, pour chaque catégorie thématique,
nous avons formé des sous-thémes. Les fréquences d’apparition et les apports
les plus prononcés par les étudiants sont présentés dans les tableaux qui suivent.

Tableau 1: Distribution des sous-théemes de la catégorie thématique A (Les
apports de la technique d’apprentissage par la pratique concernant le cours
« évaluation et adaptation de matériels pédagogiques »)

Al- Les apports concernant le cours « évaluation et adaptation de | N/18
matériels pédagogiques »

Al.1- L apprentissage par la pratique aide a apprendre a planifier un cours de 18
frangais langue étranggére

A1.2- L’apprentissage par la pratique aide a préciser la durée d’une activité 13
A1.3- L’apprentissage par la pratique permet a 1’étudiant de pouvoir fixer les 16

objectifs communicatifs et linguistiques
Al.4- L’apprentissage par la pratique développe chez 1’étudiant I’aptitude de 15
choisir le matériel le plus convenable au niveau des apprenants
A1.5- L apprentissage par la pratique sensibilise 1’étudiant a suivre les trois 18
étapes d’une fiche pédagogique: pré-activité, pendant activité, post activité
A1.6- L’apprentissage par la pratique rend 1’étudiant capable d’organiser les 18
activités du général au spécifique et du simple au complexe
Al1.7- L’apprentissage par la pratique aide a apprendre a formuler les 14
consignes d’une fagon claire et précise

Comme le montre le tableau 1, d’aprés les réponses données au questionnaire,
nous pouvons dire qu’avec I’apprentissage par la pratique les étudiants
apprennent a planifier un cours de frangais langue étrangere. D’ailleurs tous ont
précisé qu’ils ont appris a planifier un cours dans leur réponse a la premiére
question du questionnaire (Quels sont les apports de 1’utilisation de la technique
d’apprentissage par la pratique dans le cours d’évaluation et adaptation de
matériels pédagogiques? Qu’est-ce que vous avez appris a faire dans ce
cours ?).

D’autre part, d’apres les réponses a la premicre question 13 étudiants pensent
qu’aprés ce cours ils arriveront plus facilement a préciser la durée d’une
activité. Les 5 autres n’ont pas donné leurs opinions sur ce sujet. D’aprés nos
observations pendant le cours, au début, les étudiants €prouvaient trop de
difficultés a définir les objectifs. Mais comme il est indiqué dans le tableau 1, la
plupart des étudiants (16 étudiants) disent que dans ce cours ils ont appris a
définir les objectifs communicatifs et linguistiques.

Toujours selon le tableau 1, nous pouvons prétendre que la plupart des étudiants
(15 étudiants) ont appris a choisir un document authentique a partir du public
visé, que tous les étudiants sont devenus bien conscients des trois étapes (pré-
activité, activité, post-activité¢) d’une fiche pédagogique et qu’ils ont compris
I’importance d’aller du général au spécifique et du simple au complexe. Le
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dernier apport cité par les étudiants (14 étudiants) est qu’ils ont appris a
formuler les consignes d’une fagon claire et précise.
Tableau 2: Distribution des sous-thémes de la catégorie thématique A (Les

apports de la technique d’apprentissage par la pratique concernant le cours
« évaluation et adaptation de matériels pédagogiques »)

A2- Les apports concernant la confiance en soi des apprenants N/ 18
A2.1- L’apprentissage par la pratique donne aux étudiants 1’occasion 12
d’apprendre a controler leurs sentiments

A2.2- L apprentissage par la pratique permet aux étudiants d’auto évaluer 16
leurs progrés

A2.3- L’apprentissage par la pratique apprend aux étudiants de s’exprimer 18
plus aisément devant un groupe

A2.4- L’apprentissage par la pratique contribue a I’estime de soi des 17
étudiants

A2.5- L’apprentissage par la pratique aide les étudiants a se préparer a 15
étre professeur de frangais langue étrangere

A2.6- L’apprentissage par la pratique aide les étudiants a se sentir plus 18
prét a compléter les points faibles d’un manuel

Le tableau 2 présente les réponses que les étudiants ont données a la deuxiéme
question du questionnaire (Si vous comparez les sentiments que vous avez
vécus pendant la préparation ou la présentation de votre fiche au début et a la
fin du semestre, quels changements vous observez chez vous-méme ?). 12
¢tudiants disent qu’ils étaient trés émus et stressés pendant leur présentation au
début du semestre mais qu’avec le temps ils ont appris a controler leurs
sentiments. Encore d’aprés les réponses on peut dire que 1’apprentissage par la
pratique donne aux étudiants (16 étudiants) 1’occasion d’évaluer leurs propres
progrés, ce qui est une ¢étape essentielle et nécessaire dans
I’enseignement/apprentissage, et que, autant qu’ils vivent des expériences les
¢tudiants (18 étudiants) arrivent a s’exprimer plus aisément devant un groupe.

Toujours selon le deuxiéme tableau, au fur et & mesure que les étudiants
préparent des fiches pédagogiques, ils (15 étudiants) se sentent plus préts a
enseigner le francais en tant que langue étrangere et a combler (18 étudiants) les
points faibles d’un manuel en préparant des fiches pédagogiques a partir des
documents authentiques actuels.

Tableau 3: Distribution des sous-thémes de la catégorie thématique B (Les
apports des feed-back donnés par [’enseignant et par les autres apprenants de

la classe)
B- Les apports concernant les feed-back N/ 18
B1- Les feed-back permettent aux étudiants de se perfectionner 18
B2- Les feed-back créent une progression pas a pas 15
B3- Les feed-back assurent la diminution des fautes 16
B4- Les feed-back élimine la répétition des mémes erreurs 16
B5- Les feed-back permettent ’apprentissage de I’auto correction 18
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B6- Les feed-back permettent de trouver des activités plus créatives 11
B7- Les feed-back rendent les étudiants plus conscients du travail a 18
effectuer

Le tableau 3 présente les apports des feed-back. Les données sont obtenues a
partir des réponses a la question «Comment pouvez-vous définir les effets et les
apports des feed-back donnés par 1’enseignant et vos camarades de classe?
Comment vous vous en &tes servi ? ». 18 étudiants disent qu’a partir des feed-
back donnés, soit par I’enseignant soit par les autres étudiants, ils apprennent a
quoi ils devraient faire plus attention, ils se rendent compte de leurs points
faibles et ils apprennent a résoudre leurs problémes. D’ou on peut prétendre que
les feed-back permettent aux étudiants de se perfectionner.

D’autre part, 15 étudiants ont écrit qu’ils apprenaient a fixer des objectifs, a
planifier un cours de francais langue étrangere, qu’ils se rendaient compte des
critéres a prendre en considération pour le choix d’un document authentique et
qu’ils veillaient a donner lieu a différents types d’activité. Et encore, ils ont
ajouté qu’ils arrivaient a résoudre pas a pas les problémes qu’ils éprouvaient
juste au début du semestre et qu’ils arrivaient plus facilement a préparer une
fiche pédagogique. Cela nous permet de parler d’une progression « pas a pas »
grace a I’apprentissage par la pratique.

Toujours concernant les apports des feed-back, 16 étudiants précisent que grace
aux feed-back ils ont fait chaque semaine moins de fautes, que leur fiche était
moins critiquée, qu’ils (16 étudiants) ne répétaient pas les mémes erreurs et
aussi, qu’ils (18 étudiants) les remarquaient eux-mémes et qu’ils arrivaient a les
corriger tout seul.

Seulement 11 étudiants ont écrit qu’au début ils mettaient plutét des activités
structurelles dans leur fiche mais qu’avec le temps ils ont appris a préparer des
activités plus créatives.

Derniérement nous pouvons dire que donner a I’é¢tudiant I’occasion de mettre en
pratique ses connaissances théoriques lui permet de concrétiser ses savoirs. Car
les 18 étudiants disent que grace a des pratiques, ils sont devenus plus
conscients du travail a faire et des exigences du métier de professeur de frangais
langue étrangere.

Tableau 4: Distribution des sous-thémes de la catégorie théematique C (Les
difficultés rencontrées lors de ['utilisation de la technique d’apprentissage par
la pratique)

C- Les difficultés rencontrées dans le cours de « évaluation et N/ 18
adaptation de matériels pédagogiques

C1- Les étudiants éprouvent des difficultés a trouver le matériel 13
convenable aux objectifs d’enseignement

C2- Les étudiants ont des difficultés a diversifier les types d’activités 8
C3- Les étudiants ont des difficultés a se réunir avec les autres membres 5
du groupe

C4- Les étudiants vivent des difficultés a trouver un matériel convenable 7
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au public; age, centre d’intérét, expérience etc...

C5- Les étudiants ont des difficultés a se mettre d’accord avec les autres 5
membres du groupe

C6- Les étudiants éprouvent des difficultés a écrire des consignes claires 6
et précises

Dans cette recherche nous avons aussi voulu observer si I’application de
I’apprentissage par la pratique pose des difficultés pour 1’étudiant. Le tableau 4
présente les réponses que les étudiants ont données a la question « Avez-vous
vécu des difficultés avant et pendant la présentation ou la préparation de vos
matériels pédagogiques ? Si oui, expliquez clairement vos difficultés ».

A partir des réponses des étudiants, il est possible de regrouper les difficultés en
six sous-catégories. La plus grande difficulté qu’ils (13 étudiants) éprouvent est
de trouver le matériel convenable aux objectifs a enseigner. 8 étudiants ont écrit
qu’ils avaient souvent tendance a faire les mémes types d’activité, ce qui crée
une monotonie dans la classe, et qu’ils avaient du mal a créer des activités de
différents types.

Une autre difficulté prononcée par les 5 ¢étudiants est qu’ils ont vécu des
difficultés a se retrouver avec leurs partenaires pour préparer leur fiche
pédagogique. Encore 7 étudiants ont écrit qu’il leur était trés difficile de trouver
un document authentique qui correspondait bien a 1’age, au centre d’intérét ou a
I’expérience vécue du public visé et encore de décider parmi les choix.

Une autre difficulté remarquée dans les réponses des étudiants concerne
I’accord entre les membres du groupe. 5 étudiants ont écrit qu’ils ont eu du mal
a se mettre d’accord sur le matériel et les activités a faire.

La derniére difficulté éprouvée par les étudiants concerne les consignes des
activités. 6 étudiants disent que malgré plusieurs pratiques, ils ont toujours du
mal a formuler les consignes d’une fagon claire et précise.

Conclusion/Discussion

Les résultats de cette étude nous permettent de prétendre que I’apprentissage par
la pratique rend les futurs enseignants de langue capable a planifier un cours, a
fixer les objectifs, a préparer des activités, a organiser les activités entre elles
allant du simple au complexe et du général au spécifique, a formuler des
consignes et a penser a |’évaluation formative. De plus, il contribue au
développement de leur confiance en soi et leur permet de s’autoévaluer.

Ceci s’expliquerait par la contribution des feed-back qui ont permis aux
¢tudiants de connaitre leurs points faibles et leurs points forts, ce qui les a aidés
a se perfectionner suivant une progression « pas a pas ». Voir la diminution des
erreurs commises par rapport a la fiche pédagogique précédente les a bien
motivés et les a incités a viser le meilleur.

Dans ce travail réalisé¢ avec les futurs enseignants de FLE, les étudiants ont
trouvé 1’occasion de s’habituer a s’exprimer devant un groupe, a controler leurs
sentiments et de se faire des expériences avant de faire leur stage dans les
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écoles. Ils ont au moins obtenu I’occasion de vivre une situation de classe et ont
connu les exigences du métier d’enseignant de langue, et sont devenus
conscients de ce qu’ils devaient faire pendant leur stage et plus tard, quand ils
exerceront le métier.

Quant aux difficultés rencontrées, les résultats obtenus nous permettent de
prétendre que les étudiants n’ont pas vécu de grandes difficultés pendant le
processus. On constate que la difficulté le plus souvent citée par les étudiants
consiste a trouver le matériel le plus approprié aux objectifs d’enseignement.
Mais méme les enseignants qui ont plusieurs années d’expérience peuvent, de
temps en temps, rencontrer des difficultés pareilles quand ils veulent travailler
avec des documents authentiques, car il n’est pas toujours si facile de trouver un
document authentique adéquat au niveau de connaissance, aux besoins des
¢tudiants et aux objectifs du cours.

En somme, nous pouvons dire que I’apprentissage par la pratique incite les
¢tudiants a devenir actif, ce qui entraine la motivation et les empéche de rester
spectateur de leur apprentissage. Car c’est eux qui décident du contenu et du
déroulement du cours ainsi que du matériel a utiliser. De plus, ils s’auto
¢valuent et se corrigent eux-mémes avec la collaboration de I’enseignant et des
autres étudiants. L’apprentissage par la pratique permet donc aux étudiants de
mettre la main a la pate et d’expérimenter leurs connaissances théoriques.

Les résultats obtenus de ce travail, nous permettent de prétendre qu’il faut
donner aux étudiants des départements de langue plus d’occasion pour pratiquer
et tester leurs connaissances sur ’enseignement/apprentissage d’une langue
étrangere avant d’aller faire leur stage aux écoles. Pendant ce travail, nous
n’avons pu travailler qu’avec quatre types de documents authentiques et au long
d’un seul semestre. Mais nous supposons que travailler d’une plus longue durée
et sur plusieurs autres types de documents contribueraient a la diminution des
difficultés annoncées par les étudiants et a leur confiance en soi.
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STUDENT PERCEPTIONS ON THE MATERIALS
DEVELOPMENT AND EVALUATION COURSE
Abstract: The primary objective of the foreign language departments of
education faculties is to prepare their students to teach the foreign
language effectively. The students not only need to have theoretical
courses but also some courses that they can put into practice. To provide
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that need education faculties have school observation and teaching
practice courses in their educational programs. Those courses are limited
to only one semester and may not be very sufficient to prepare those
students to their future professions. Before actual teaching and practicum,
students need to have some application courses to apply their
methodological knowledge. Learning by doing is one of the methods
students can apply their theoretical knowledge into practice. In this study,
learning by doing method was used to achieve this goal. This is a single
group post-test study design in which students in the French department
were asked to prepare worksheets using authentic materials in the
Material Evaluation and Adaptation course. It took 12 weeks, 3 hour-
period for each week. The theoretical part took 4 weeks, and the practical
activities were carried out during the following 8 weeks. In order to
measure the effects of learning by doing method, students were
administered a questionnaire consisting of open-ended questions. The
results of the study revealed improvements in students’ skills in preparing
a French language lesson as well as developments in their self-
confidence. The students were questioned to find out the difficulties that
they had experienced. The result of this questioning reveals that learning
by doing eliminated lots of difficulties to a great extent but still some of
the difficulties remained as unsolved.

Keywords: Worksheets, Learning by Doing, Foreign Language,
Preparing Materials, Authentic Document, Student Teacher.
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WERKGESCHICHTE OHNE WERK: ORHAN PAMUKS SCHNEE AUS
DEKONSTRUKTIVER PERSPEKTIVE

Onur Kemal BAZARKAYA'

Oz: Yapr bozumculuk, Orhan Pamuk'un Kar isimli eseriyle ilgili
aragtirmalarda bugiline kadar yoOntemsel olarak neredeyse hi¢ rol
oynamamistir. Romanin kendisi aslen kesin bir sekilde yap1 bozumcu bir
isleve sahip oldugundan bu durum olduk¢a kayda degerdir. Bu yazida
Jacques Derrida'ya benzer bir okuma yontemi gelistirilmektedir. Once
Derrida'nin kapali metinlerden degil, bilakis “farkliliklar ve izlerin izleri*
gibi evrensel metin anlayisindan yola ¢ikan kavramlar hakkinda bilgi
verilip, bu goriis Kar-Mecazi ve Franz Kafkanin Sato adli eseri
baglaminda 6rneklendirilmektedir. Bu baglamda ayrica son bahsedilen ile
tim anlamsal varolusa iliskin engellenen “différance” kavrami
incelenmektedir. Sonrasinda ¢aligma, Kar'daki geng kadinlarin arasinda
bas gosteren karmasik bir bagortiisii sorunsali ile baglantili “intihar
salgini“n1 ele alarak devam etmektedir. Romanin kahramani Ka, nafile bir
sekilde intiharlarin sebeplerini aragtirmayi denemektedir. Ciinki
goriilecegi lizere, her bir olayin ardinda “différancea uygun bir sekilde
gelisen kendine 6zgili anlayis degiskeleri yatmaktadir. Yapt bozumcu bir
eser hikayesini, gelistirilen tezin son boliimiinde oldugu gibi bir eser
olmadan anlatan anlatici Orhan, kendi i¢inde bir problemi de Anlamak
olgusunu ortaya koymaktadir. Duruma bu yonden bakildiginda Pamuk’un
romaninin bilyilk boliimiinii ele alan Ka’nmin Kar't adli siir kitabi da
meghuldiir. Fakat anlatici, siir kitabi hakkindaki bilgileri asil kitabin
yerine gegirerek, Pamuk’un Kar'mi1 zorunlu olarak eserin olusumuna katk1
saglayan sosyal siirecte ortaya koymustur.

Anahtar Sozciikler: Orhan Pamuk, Kar, Franz Kafka, Yap1 Bozumculuk,
Différance, Anlamak, Eser Hikayesi.

Einleitung: Spuren nach Kars

Die nordostanatolische Provinzstadt Kars wird in Orhan Pamuks Roman Schnee
(Kar, 2002) als ein Ort beschrieben, der gleichsam aus der Zeit gefallen ist. Es
ist die Rede davon, dass ihn der Staat und Allah vergessen hétten (,,devletin ve
Allah’in Kars’1 unutmasi, Pamuk, 2002, S. 30). Wer hier lebe, heif3t es, scheine
nicht wirklich zu existieren und wolle entweder sterben oder verschwinden
(ebd. S. 56). ,Zieh die Spiilung, mach Schlu8, wenn’s nach Kars dich

' Yrd. Dog. Dr., Namuik Kemal Universitesi, Fen-Edebiyat Fakiiltesi, Alman Dili ve Edebiyati
Bolumu. okbazarkaya@nku.edu.tr
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verschligt!“? (,,Cek sifonu gitsin kisi diistiiyse sehri Kars’a“, Pamuk, 2002, S.
105) heif3t es in einem Gedicht, das ein Verzweifelter an die Wand eines Karser
Teehauses geschrieben hat.

Zu dieser verlorenen Stadt verhilt sich der Protagonist in gewisser Weise
analog. Kerim Alakusoglu, Ka genannt, wuchs im reichen Istanbuler Stadtteil
Nisantas1 in gutbiirgerlichen Verhéltnissen auf. Als Dichter erwarb er sich
einiges Ansehen. Nach dem Militdrputsch 1980 wurde er aufgrund eines
politischen Artikels, den er nicht selbst verfasst hatte, verurteilt und floh
deshalb ins Exil nach Frankfurt, wo er vollig vereinsamt von Sozialhilfe und
seinen Lesungen lebt. Bei Ka handelt es sich, kurz gesagt, um einen sozial
Entwurzelten. Der Tod seiner Mutter veranlasst ihn dazu, zum ersten Mal seit
zwolf Jahren nach Istanbul zuriickzukehren. Nach einem viertdgigen Aufenthalt
in seiner Heimatstadt bricht er auf zu einer Reise nach Kars.

Einer der Griinde fiir Pamuks Wahl dieser Stadt als Haupthandlungsort des
Romans ist Michael McGaha zufolge der Umstand, dass in ihrem Namen der
Begriff Schnee (,,Kar*) enthalten ist:
Part of the citiy’s attraction for Pamuk was surely its very poetic name; Kars is a
shortened version of the Turkish Kar-su (,,Snow Water”). He originally intended
to title his novel Kars but later, concerned that it might be mistaken for a
guidebook or a history of the city, changed it to Kar. The later title was more

appropriate anyway, because snow is the novel’s central, all-pervasive metaphor
(McGaha, 2008, S. 158).

Als ,all-pervasive metaphor* erfiillt ,,Schnee” im Text tatsdchlich mehrere
Funktionen: Es tritt (1.) als meteorologisches Phidnomen auf, in dessen
Beschreibungen sich die komplizierte Psyche des Protagonisten je nach
Stimmungslage widerspiegelt. ,,Schnee” heilen (2.) sowohl der hier zu
untersuchende Roman (von dem auch im Text die Rede ist) als auch (3.) Kas in
Kars entstandener Gedichtzyklus einschlieBlich das Titelgedicht. Nicht zuletzt
kann ,,Schnee®, auch in Kombination mit anderen Begriffen oder Metaphern,
(4.) bestimmte literarische Assoziationen wecken, die aber, wie weiter unten zu
sehen sein wird, gleichsam im Text angelegt sind.

Zu nennen wére hier beispielsweise das Schnee-Kapitel in Thomas Manns Der
Zauberberg (1924). Darin hat Hans Castorp bekanntlich inmitten eines
Schneesturms einen Traum, in dem er die vorldufige ,,Summe seiner
hermetischen Bildungserfahrungen (Karthaus, 1983, S. 100) zieht; ,,Der
Mensch soll um der Giite und Liebe willen dem Tode keine Herrschaft
einrdumen iiber seine Gedanken® (Mann, 1960, S. 686) lautet der beriihmte
Satz, in dem sie sich widerspiegelt. Nun geht nach einer verbreiteten Ansicht in
der Mann-Forschung die verfiithrerische Macht, die Eros und Thanatos von
Beginn an auf den Protagonisten ausiiben, infolge dieser Episode keineswegs
zuriick.” Hans Castorps Todessehnsucht teilen auch viele Figuren in Pamuks

% Der vorliegende Beitrag hilt sich an die Ubersetzung von Neumann 2005.
3 Zur Forschungsdiskussion vgl. Koopmann, 1983, S. 49ff., vgl. auch Schmidt, 1997, S.165-174,
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Schnee, so etwa die jungen Frauen, die sich aus letztlich unerklérlichen
Grinden das Leben genommen haben. Der Slogan der Karser
Antiselbstmordkampagne — ,,.Der Mensch ist ein Meisterwerk Gottes, und
Selbstmord ist Gotteslisterung® (,,insan Allah’in Bir Saheseridir ve Intihar Bir
Kiifiirdiir, Pamuk, 2002, S. 13) — klingt wie eine Ubertragung der zentralen
Worte aus Hans Castorps Schnee-Traum in den islamisch-tiirkischen Kontext.*

»Schnee ist in Pamuks Roman nicht gleichbedeutend mit ,,Schnee®. Das
Zeichen kann vieles — und vieles gleichzeitig — meinen. Durch den Namen des
Protagonisten, Ka, der semiotisch sowohl in Kar (Schnee) als auch im
Stadtnamen Kars enthalten ist, wird die Mehrdeutigkeit zusétzlich erhoht. Bei
allen semantischen Uberlagerungen, die hier entstehen konnen, bildet das K
gewissermaBen die kleinste semiotische Einheit. Als solche tritt es im Ubrigen
nur einmal buchstdblich in Erscheinung, und zwar dann, wenn der auf Kas
Spuren wandelnde Orhan erzihlt, dass just an der Stelle, wo sein Freund einst
erschossen worden war, ein Neon-K ,,aus dem Aschgrau des hervorbrechenden
Abends rosa hervorleuchtete” (,,cokmekte olan aksamin kiil rengi iginde piril
piril bir pembeyle parlayan neon bir K harfi[]“, ebd. S. 253). Insgesamt lésst
sich im Hinblick auf die in der Buchstabenfolge K — a — r — s enthaltenen
Zeichenmoglichkeiten mit Jacques Derrida von einem komplexen ,,Spiel der
Differenzen® sprechen, das
Synthesen und Verweise voraus[setzt], die es verbieten, daB zu irgendeinem
Zeitpunkt, in irgendeinem Sinn, ein einfaches Element als solches prdsent wire
und nur auf sich selbst verwiese. Kein Element kann je die Funktion eines
Zeichens haben, ohne auf ein anderes Element, das selbst nicht prisent ist, zu
verweisen, sei es auf dem Gebiet der gesprochenen oder auf dem der
geschriebenen Sprache. Aus dieser Verkettung folgt, daB sich jedes ,,Element* —
Phonem oder Graphem — aufgrund der in ihm vorhandenen Spur der anderen
Elemente der Kette oder des Systems konstituiert. Diese Verkettung, dieses
Gewebe ist der Text, welcher nur aus der Transformation eines anderen Textes
hervorgeht. Es gibt nichts, weder in den Elementen noch im System, das
irgendwann oder irgendwo einfach anwesend oder abwesend wire. Es gibt durch
und durch nur Differenzen und Spuren von Spuren (Derrida 1990, S. 150-151).
Beim ,,Schnee* handelt es sich so gesehen um eine ,,Spur®, die selbst wiederum
,»Spuren von Spuren enthdlt. Neben der anhand des Traums von Hans Castorp
veranschaulichten Schneemetapher bildet im Pamuk’schen Text der Name Ka
von allen ,,Spuren gleichsam die spurenreichste. Wie unschwer zu erkennen
ist, liegt mit ihm ein Bezug zu den Romanen Der Procefs (1914/1915) und Das
Schlofs (1922) von Franz Kafka vor, deren Protagonisten beide K. heiflen. AuBSer
den differentiellen Verweisen auf ,,Schnee* bzw. die Stadt Kars verdichten sich
im Namen Ka also auch solche auf diese Kafka’schen Werke. Besonders

vgl. auch Mennicken, 2002, S. 103 ff.

* Fiir weitere literarische Beispiele von Schnee-Metaphern, die in Pamuks Darstellung
metaphorologisch aufgehoben sein konnen, siehe kursorisch Goknar, 2013, S. 198. In diesem
Zusammenhang vgl. auch Blumenberg 1997.
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ausgeprigt sind dabei die Anspielungen auf den Schlof-Roman,” der
folgendermaflen beginnt: ,Es war spdt abend als K. ankam. Das Dorf lag in
tiefem Schnee. Vom Schlofberg war nichts zu sehn, Nebel und Finsternis
umgaben ihn, auch nicht der schwiéchste Lichtschein deutete das grofle Schlof3
an. Lange stand K. auf der Holzbriicke die von der Landstrale zum Dorf fiihrt
und blickte in die scheinbare Leere empor (Kafka, 1995, S. 9).“ Ahnlich wird
im Eingangskapitel von Schnee die Ankunft des Protagonisten an seinem
Reiseziel beschrieben: ,,Als der Bus mit drei Stunden Verspédtung um zehn Uhr
abends in die schneebedeckten Stralen von Kars einbog, erkannte Ka die Stadt
iiberhaupt nicht wieder. [...] Unter dem Schnee war alles wie ausgeldscht, wie
verloren® (,,Otobiis karlar altindaki Kars sokaklarina saat onda, ii¢ saat gecikmis
olarak girdiginde Ka sehri hi¢ taniyamadi. [...] Karin altinda her sey silinmis,
kaybolmusg gibiydi“, Pamuk, 2002, S. 12). In beiden Zitaten erreicht der
Protagonist seinen Bestimmungsort erst zu spater Stunde. K. richtet den Blick
,»in die scheinbare Leere empor®, wo das ritselhafte Schloss steht, das er trotz
aller Bemiihungen niemals erreichen wird; seine Mission als Landvermesser ist
zum Scheitern verurteilt. Auch Ka wird in seinem Vorhaben scheitern. Offiziell
ist er im Auftrag der Zeitung Cumhuriyet nach Kars gereist, um tiiber die
Lokalwahlen und die sich wie eine Epidemie ausbreitenden Selbstmorde junger
Frauen zu berichten. Am nichsten Tag wird ihm jedoch der wahre Grund seiner
Reise bewusst: Er ist gekommen, um seine in Kars lebende, ehemalige
Kommilitonin Ipek zu heiraten. Max Brod zufolge ist es hauptsichlich der
,Kampf um Liebe und um Eingliederung in die Gesellschaft” (Brod, 1968, S.
303), die den Protagonisten von Das Schloff umtreibt, ein Handlungsmotiv, das
auch auf den sozial entwurzelten Ka zutrifft. Doch diesem ist die Erfiillung
seines Heiratswunsches ebenso wenig beschieden wie die Wahrheit iiber die
Selbstmorde.

Wie das Schloss fiir K. unerreichbar bleibt, so entzieht es sich tendenziell der
Sinnbestimmung durch den Leser.® Insofern gleicht es der Wahrheit von Kafkas
Procefs, die ,,[e]ndlos verschoben® wird, indem man ,,mit dem Protagonisten K.
von Deutung zu Deutung eilt, ohne jemals die wahre Bedeutung zu finden*
(Zima, 1994, S. 66). Differentielle Sinnverschiebungen dieser Art, fiir die
Derrida den Begriff der ,,différance® geprigt hat, vereiteln jegliche Sinnprésenz:
»Der Sinn kann nie gegenwirtig sein, weil er sich in einem stets offenen
Verweisungszusammenhang verschiebt und dadurch einem Bedeutungswandel
unterliegt® (ebd. S. 52). Unter Bezugnahme auf Derridas Interpretation von Der
Procefs meint Peter V. Zima, dass die darin enthaltene Parabel Vor dem Gesetz
in gewisser Weise als ,,Erzéhlung der différance (ebd. 65) und mithin als
,Allegorie der Dekonstruktion® (ebd. S. 66) gelesen werden kann. Nicht zuletzt

> Dies hat 2004 bereits John Updike in seinen Anatolian Arabesques festgestellt (McGaha, 2008,
S. 158).

® Hans H. Hiebel spricht hier in Anlehnung an Gerhard Neumanns Terminus des ,.gleitenden
Paradoxons® von einer ,,gleitenden Metapher” (Hiebel, 1999, S. 15 ff).
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aufgrund seiner Kafka-,,Spur® lasst sich diese Lesart m. E. auch auf Pamuks
Roman veranschlagen. Schnee ist gleichsam von einer dekonstruktiven
Bewegung gekennzeichnet, fiir die im Folgenden — wiederum mit Mitteln der
Dekonstruktion — eine entsprechende Lesart entwickelt werden soll.”

1. Rétselhafte Spuren: Die ,,Selbstmordepidemie*

Zu Beginn seines Aufenthalts in Kars geht Ka der mysteriésen Serie von
Selbstmorden junger Frauen nach. Von einem solchen Fall war zuerst die
Hunderte von Kilometern entfernte Stadt Batman betroffen. In Kars brach die
»Selbstmordepidemie (intihar salgmi[]“, Pamuk, 2002, S. 20) aus, als die
Medien im In- und Ausland ausfihrlich davon berichteten, weshalb der
stellvertretende Gouverneur Ka denn auch bittet, die Sache in der Cumhuriyet
vorsichtshalber nicht hochzuspielen.

Als Ursache fiir die Suizide erblickt man im Allgemeinen die patriarchalischen
Strukturen der tiirkischen Gesellschaft. Schlige von Vitern und Eheménnern,
Verfihrung durch Verheiratete, Denunziation durch Autorititspersonen,
ménnliche Gewalt und Unterdriickung allenthalben hétten die Frauen zum
Selbstmord getrieben. Wie einer Kafka’schen Romanfigur bleibt Ka die
Wabhrheit jedoch verborgen. ,,Je mehr ich es [Kars] kennenlerne®, gesteht er
Kadife, ,,um so mehr habe ich das Gefiihl, keinem aullerhalb erkldren zu
konnen, was hier passiert™ (,,Tanidikca da burada olup bitenleri disarida
kimseye anlatamayacagimi hissediyorum®, ebd. S. 114). Pauschale Urteile wie
etwa das des stellvertretenden Gouverneurs, der vom ,Gefiihl extremen
Ungliicks bei den Selbstmorderinnen spricht (,bu kizlarimizin asir
mutsuzlugu®, ebd. S. 20), oder das Handes, die den Wunsch nach ,,Kontrolle
iiber den eigenen Korper™ (,,kendi viicudumuza sahip olmak®, ebd. S. 125)
beschwort, helfen ihm nicht weiter. Umgekehrt erweisen sich manche
Erklarungen bei genauerer Priifung als widerspriichlich, so etwa die fiir den Tod
Teslimes, jener von der sdkularen Presse als ,,Turban-Médchen* (,,tiirbanci kiz*,
ebd. S. 22) bezeichneten Studentin, die sich mit ihrem Kopftuch erhingt hat. Da
sie dieses auch als Symbol des politischen Islam verstand, sehen viele in ihrer
Tat einen Protest gegen das strikte Kopftuchverbot an ihrer Hochschule, in die
ihr nach anfanglichem Unterrichtsausschluss der Zutritt ganz verweigert wurde.
Mit dieser Auffassung divergiert indes der Umstand, dass der Selbstmord im
Islam eine Siinde ist und Teslime deshalb als Ungldubige starb. Teilweise wird
sogar gemutmalt, dass sie insgeheim eine Atheistin gewesen sei, da sie sich
sonst nicht umgebracht hitte. SchlieBlich kursiert die vom Nationalen
Nachrichtendienst in Umlauf gebrachte Version, der zufolge ihr Selbstmord

7 Eine dekonstruktive Untersuchung von Schnee hat, wie es aussieht, bislang nur Sibel Erol
vorgenommen, der zufolge Pamuks vielberufenes Spiel mit den Begriffen Ost und West lediglich
das Verhdltnis von Gleichheit und Differenz im Sinne Derridas widerspiegelt. Differenzen
dekonstruktiv zu relativieren und aufzuheben, ist ihrer Ansicht nach das primére poetische Ziel
des Autors (Erol, 2007, S. 403). Erols verdienstvolle Arbeit hat der Pamuk-Forschung einen
Bereich erdffnet, in den sich der vorliegende Beitrag einordnet.
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darauf zuriickzufiihren ist, dass sie ihre Unschuld an einen bereits verheirateten
Polizisten verlor.

Was Ka im Falle Teslimes das Finden der Selbstmordursache vollends
unmdéglich macht, ist das Kopftuchthema,® von dessen Komplexitit ihm Kadife
einen lebhaften Eindruck vermittelt. Sie erzdhlt ihm von der Zeit, als sie
begann, ein Kopftuch zu tragen. Ihr Vater, ein alter Kommunist, der fiir seine
politischen Uberzeugungen im Gefingnis saB, reagierte darauf mit zutiefst
gespaltenen Gefiihlen:

Babam basta benimle iftihar etti, bagimi ortlip okula gittigim giin bu ¢ok 6zel bir
baskaldir1 usuliiymiis gibi davrandi. Benimle birlikte annemden kalma piring
gerceveli aynaya bakarak bagortiimiin bagimin iizerinde durusunu seyretti ve biz
aynanin karsisindayken Optii beni. Aramizda ¢ok az konusulmasina ragmen
suras1 kesindi: Benim yaptigim Islamci bir hareket oldugu icin degil, devlete
karst bir hareket oldugu i¢in saygidegerdi. Babamda ’benim kizima bdylesi
yakisir’ havasi vardi, ama gizliden gizliye o da benim gibi korkuyordu. Bizi igeri
aldiklarinda korktugunu, pisman oldugunu biliyorum. Siyasi polisin benimle
degil hala kendisiyle ugrastigini ileri siirdli. Bir zamanlar buralarda haril haril
solcular1, demokratlar1 fisleyen MIT elemanlar1, simdi dincilerin cetelesini
tutuyordu; ise eski tiifegin kizindan baslamalari anlagilir bir seydi filan. Biitiin
bunlar benim geri adim atmami zorlastirtyor, babam da benim her adimima
destek vermek zorunda kaliyordu, ama gittikce zorlasiyordu bu. [...] Intikanmni o
kizlardan biri bazen eve gelirse ona hinzirca ateistlik ederek aliyor, ama isler
sonunda o kizlarla bir ¢esit devlet karsit1 cilvelesmeye doniisiiyor. Kizlarin da
altta kalmadan babama laf yetistirebilmelerini bir olgunluk olarak gérdiigiim i¢in
evde toplantilar yaptyorum (Pamuk, 2002, S. 116).

Am Anfang war mein Vater stolz auf mich; an dem Tag, an dem ich mit
bedecktem Haupt in die Uni ging, hat er sich benommen, als sei das eine
besondere Form der Revolte. Er hat sich in dem Messingspiegel, der noch von
unserer Mutter stammt, zusammen mit mir angeschaut, wie das Tuch auf
meinem Kopf aussah, und mir vor dem Spiegel einen Kuf3 gegeben. Auch wenn
wir kaum dariiber sprechen, ist eines klar: Was ich tat, verdiente Hochachtung,
nicht weil es eine islamistische Tat war, sondern weil es sich gegen den Staat
richtete. Mein Vater nahm die Haltung ein: So etwas ist ganz meine Tochter,
aber insgeheim hat er sich genauso gefiirchtet wie ich. Ich weil3, da3 er Angst
gehabt hat, als sie uns eingesackt haben, daB er Gewissenbisse hatte. Er
behauptete, daB die politische Polizei nicht hinter mir, sondern immer noch
hinter ihm her sei. Die Angehdrigen des Nationalen Nachrichtendienstes, die
frither einmal fieberhaft die Linken, die Demokraten bespitzelt hatten,
iberwachten jetzt die Religiosen; es sei ganz verstdndlich, dafl sie mit der
Tochter eines alten Kémpfers beginnen und so weiter. Deswegen wurde es fiir
mich schwieriger, einen Riickzieher zu machen, und mein Vater war gezwungen,
mich bei jedem meiner Schritte zu unterstiitzen, aber das wurde immer
komplizierter. [...] Wenn manchmal eines von den Madchen zu uns nach Hause
kommt, richt er sich, indem er sich wie ein gemeines Schwein als Atheist
auffiihrt, aber am Ende miindet das in eine Art Anti-Staat-Stichelei mit diesen

8 Vgl. hierzu Neumann 2011, Clemens 2011 und Chang 2002.
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Midchen. Ich veranstalte zu Hause Treffen, weil ich es als ein Zeichen der Reife

sehe, wenn die Maidchen da nicht schweigen, sondern bei meinem Vater

dagegenhalten.
Im Zitat fungiert das Kopftuch als semiotisches Zeichen, dessen Bedeutung sich
in den jeweiligen politischen Kontexten verschiebt und so in seiner ,,différance*
sichtbar wird. Ironisch bringt Kadife den Narzissmus ihres Vaters, eines stolzen
Staatsgegners, zur Sprache, der sich in ihrer Entscheidung, sich das Haupt zu
bedecken, buchstiblich bespiegelt. Wie ihre verstorbene Freundin Teslime ist
sie eine Anhéngerin des politischen Islam und versteht das Kopftuch deshalb
auch als Symbol des Widerstands gegen den laizistischen Staat. Insofern stimmt
ihr Vater, der das Kopftuchtragen bei ihr als ,besondere Form der Revolte*
(,,cok 0zel bir bagkaldir1 usuliiymiis*) begriiit, mit ihr {iberein. Doch bleibt die
Koptbedeckung seiner Tochter, was sie in erster Linie ist, nimlich ein Ausdruck
ihres religiosen Glaubens, den er als Kommunist bzw. Atheist ablehnt. Je nach
Kontext bedeutet das Kopftuch also Widerstand gegen den staatlichen
Machtapparat, sei es (1.) im Zeichen des politischen Islam oder (2.) im Zeichen
allgemeinen Protests, und (3.) Glaubenssymbol. Uber das Zitat hinaus wird es
im Roman ferner apostrophiert als (4.) islamisch-patriarchales Mittel der
Unterdriickung.

Angesichts dieser ihm gleichsam eingeschriebenen Vieldeutigkeit erscheint das
Kopftuch, mit dem sich Teslime erhéngt hat, als Chiffre der Unzugénglichkeit.
Seine Botschaft kann vor dem Hintergrund des bereits erwihnten
Kopftuchverbots an der Hochschule im Sinne politischer Unbeugsamkeit
gedeutet werden. Dagegen spricht jedoch der gewaltsame Akt des
Sicherhingens als solcher: Dass Teslime ihr Kopftuch als Strick benutzt hat,
kann darauf verweisen, dass sie dieses Mittel ihrer Unterdriickung, als das sie es
in ihrem Innersten empfunden haben mag, fiir ihren Freitod in autoaggressiver
Umkehrung nutzte. Weitere Deutungsmoglichkeiten lieBen sich kombinieren;
die Wahrheit bleibt jedoch in jedem Fall verborgen.

In seiner Ritselhaftigkeit ist Teslimes Tod fiir die Selbstmorde, nach deren
Ursachen Ka vergeblich forscht, symptomatisch. Jeder dieser Suizide steht in
gewisser Weise fiir das letztlich unzugingliche Schicksal des ,Anderen’.
Gemeint ist hier keine Alteritit im interkulturellen Sinne, die sich etwa auf die
vielberufene Ost-West-Dichotomie im Roman beziehen wiirde, sondern
vielmehr eine solche, die existenzialistische Inhalte akzentuiert.” Die
Identifikation mit dem ,Anderen’ bestimmte Pamuk in seiner Dankesrede zum
Friedenspreis des deutschen Buchhandels 2005 als ureigene Aufgabe des
Romanschriftstellers, dem es vorbehalten sei, ,,genau andersherum zu denken,
als es der allgemeinen Erwartung entspricht (Pamuk, 2005, S. 27). GemiR
dieser Ansicht setzt sich der ,autodiegetische*, d. h. auch als Protagonist
auftretende Erzihler (Genette, 1998, S. 201 f.) von Schnee — der im Ubrigen
auch denselben Vornamen trigt wie der Autor und sich als Romancier

? Vgl. hierzu auch Afridi und Buyze, 2012.
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bezeichnet — mit dem ,Anderen’ auseinander. An einer Stelle, von der er
behauptet, dass sie wohl ,,das Herz unserer Geschichte* sei (,,Belki de
hikdyemizin kalbine geldik®, Pamuk, 2002, S. 259), befasst sich Orhan mit
folgenden Fragen:
Baskasinin acisini, askin1 anlamak ne kadar miimkiindiir? Bizden daha derin
acilar, yokluklar, eziklikler i¢inde yasayanlari ne kadar anlayabiliriz? Anlamak
eger kendimizi bizden farkli olanin yerine koyabilmekse diinyanin zenginleri,
hakimleri, kenarlardaki milyarlarca garibami hi¢ anlayabildiler mi? Romanci
Orhan, sair arkadaginin zor ve aci hayatindaki karanlig1 ne kadar gorebilir? (ebd.)
Wie weit ist es moglich, den Schmerz und die Liebe eines anderen zu verstehen?
Wie weit konnen wir diejenigen verstehen, die schlimmere Qualen, Note und
Verletzungen durchleben als wir? Wenn Verstehen heif3t, sich an die Stelle eines
von uns Verschiedenen zu versetzen, haben dann die Reichen und Méchtigen der
Welt jemals die Milliarden armer Schlucker je verstehen kénnen? Wie viel von
der Dunkelheit im schwierigen und leidvollen Leben seines Dichterfreundes
kann der Romancier Orhan durchdringen?
Der Erzédhler wirft hier ein existenzielles Schlaglicht auf die erniedrigten und
beleidigten ,Anderen’ in der Gesellschaft und thematisiert das Verstehen ihres
Leides, das unter Umsténden schwerer wiegt als das eigene. Seine Fragen nach
dem ,,Wie weit”“ und ,,Wie viel“ (,,ne kadar”) verraten indes seine Zweifel
daran, dass es sich restlos begreifen ldsst. Das Zitat handelt also von den
Grenzen gegenseitigen Verstehens, deren Hintergrund von der weiter oben
illustrierten ,différance gebildet wird. In der rhetorischen Frage, ob die
gesellschaftlichen Eliten die unterprivilegierten Schichten je verstanden hitten,
klingt zudem eine unterschwellige Kritik an den politischen Strukturen an, auf
die das Auseinanderdriften von Arm und Reich letztlich zuriickgeht.

2. Auf Kas Spuren wandelnd: Orhans stellvertretende Autorschaft

Fiir das Zitat bietet sich noch eine weitere, methodische Lesart an. Auf ihrer
Grundlage verweisen die Grenzen gegenseitigen Verstehens auf jene der
Hermeneutik, deren Ansatz sich grundsitzlich von dem der Dekonstruktion
unterscheidet.'” Schnee ist in gewisser Weise eine fiktionale Werkgeschichte
ohne Werk, denn Kas gleichnamiger Gedichtzyklus, der zentrale Gegenstand
des Romans, ist nach seinem Tod nicht auffindbar. Orhan bereist in der
Rahmenhandlung die letzten Lebensstationen seines Freundes und sammelt ,,mit
der Leidenschaft eines Museologen (,,bir miizeci agkiyla“, Pamuk, 2002, S.
258) alles, was nur irgendwie mit Ka zusammenhéngt. Da es ihm besonders um
die Gedichte zu tun ist, sucht er Kas Frankfurter Wohnung auf, muss dort aber
feststellen, dass das griine Heft, von dem er weil3, dass es sie enthélt, verloren
ging oder gestohlen wurde. Trotzdem reist er auf den Spuren des Verstorbenen
weiter nach Istanbul und von dort aus schlieBlich mit dem Bus nach Kars, wo
er, wie Ka einst, an einem Winterabend ankommt, sich im selben Hotel
einquartiert, im Schnee dieselben Biirgersteige entlanggeht, mit denselben

10 Zur wissenschaftlichen Kontroverse beider Richtungen vgl. exemplarisch Tholen, 1999.
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Leuten spricht und sich sogar in dieselbe Frau verliebt (ebd. S. 381 ff.). Vom
Vorgehen her wire das Hermeneutik par excellence,'' fehlte Orhan hierfiir nicht
das Werk und stellte sich ihm, dem angesichts der ,.différance” zweifelnden
Hermeneutiker, nicht die Frage, inwieweit (,,ne kadar”) er den Autor tiberhaupt
verstehen konne.

Durch eine dekonstruktive Inversion (Culler, 1988, S. 177 ff.), in diesem Fall
also die Konzentration auf marginale Informationen tiber das Werk statt auf das
Werk selbst, kann er trotzdem vom Gedichtzyklus erzéhlen. Die Voraussetzung
fiir ein solches Verfahren bildet die weiter oben mit Derrida referierte Leugnung
eines TextduBeren, wie sie fiir den Dekonstruktivismus kennzeichnend ist. Der
Fokus dieser Methode liegt, wie gesehen, auf der universalen Geschlossenheit
von Texten bzw. ihren ,,Differenzen und Spuren von Spuren®. Orhans aus dem
Geist des Dekonstruktivismus entstandene Werkgeschichte ohne Werk
entspricht dem real existierenden Roman Schnee, der sich bekanntlich zu einem
Grofiteil aus den Inhalten der von Ka hinterlassenen Hefte speist, in denen der
Dichter seine Erlebnisse in Kars und die gleichsam daraus resultierenden Verse
kommentiert. Unter seinen Aufzeichnungen findet sich auch die beschriftete
Figur eines in die Achsen der Vernunft, der Phantasie und der Erinnerung
aufgeteilten Schneekristalls, aus dem Orhans Ansicht nach die ,,tiefe und
geheime’ Ordnung™ (,,,derin ve esrarli’ bir diizeni®, Pamuk, 2002, S. 257) der
Ka’schen Gedichte hervorgeht. So dient der Schneekristall dem dekonstruktiven
Werkbiografen zur Orientierung.

Ka ist, wie in Pamuks Vorstellung die Lyriker im Allgemeinen (McGaha, 2008,
S. 161), in hohem MalBe begeisterungsfahig und voller Inspiration. Verglichen
mit diesem ,,wahre[n] Dichter, der ganz so lebte, wie es ihm ganz entsprach®
(,,icinden geldigi gibi, kendi olarak yasayabilen gercek bir sair, Pamuk, 2002,
S. 414-415), fiihlt sich Orhan wie ,,ein Romanschriftsteller mit einer relativ
simplen Seele, der jeden Morgen und jede Nacht zu bestimmten Stunden wie
ein Sekretér arbeitet* (,,her sabah, her gece belirli saatlerde bir katip gibi ¢alisan
daha basit ruhlu bir romanci®, ebd. S. 415). In Kars flossen die Eindriicke, die
der begeisterte Ka von seiner Umgebung gewann, nahezu unmittelbar in seine
Gedichte ein. Dass er sie spater in seinen Kommentaren einzeln wieder aufgriff
und erlduterte, ist ein fiir Orhan vorteilhafter Umstand: Von ihnen ausgehend,
kann er die Werkgeschichte ohne Werk erzihlen.

Die Konzentration des ,autodiegetischen” FErzdhlers von Schnee auf

vermeintlich marginale Einzelheiten entspricht der inneren Uberzeugung des
Autors. ,,Wissen Sie“, bekannte Pamuk in einem Interview mit Jorg Lau,

' Eine genaue Einordnung der Hermeneutik, die Orhans Recherchen in Ansitzen zugrunde liegt,
ist fiir den Fortgang dieser Arbeit nicht notwendig und wiirde ihren Rahmen sprengen. Vermutlich
handelt es sich hier um ein eklektizistisches Verfahren, bei dem die gesamte Lebenssituation des
Autors mittels der Einfiihlung und unter Einbeziehung aller Formen seiner AuBerungen
(Schleiermacher/Dilthey) ebenso beriicksichtigt wird wie die existenziale und geschichtliche
Dimension des Verstehens (Heidegger/Gadamer). Vgl. hierzu exemplarisch Birus, 1982.
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ich habe die groBen Ideen griindlich satt. Ich bin ihnen in meinem
iiberpolitisierten Land viel zu sehr ausgesetzt gewesen. Literatur ist meine
Reaktion darauf, ein Versuch, das Spiel umzudrehen, einen gewissen Humor,
eine gewisse Distanz in die Sache zu bringen. Ich will dem Leser sagen: Nimm
diese Dinge nicht so verdammt wichtig. Ist das Leben nicht schon? Achte auf die
Details des Lebens! Das Wesentliche im Leben ist Gliick und ist die
Moglichkeit, in dieser intoleranten Gesellschaft, die wir geschaffen haben, zu
iiberleben. (Lau, 2005, S. 4)

Gemal dieser Einstellung versucht Orhan, ,,das Spiel umzudrehen®, und riickt
anstelle des Werks selbst ,,die Details des Lebens®, die Ka zu seinen Gedichten
inspirierten, ins Zentrum seiner Werkgeschichte. Dabei fungieren die
Eindriicke, die der Dichter sofort produktiv verwertete, gewissermallen als
Strukturmomente des Textes, auf den sich dadurch letztlich die ,,tiefe und
geheime’ Ordnung™“ des genannten Schneekristalls iibertrigt. Besonders
anschaulich schildert Orhan den Kontext, in dem das Gedicht Schnee entstand,
das dem Zyklus seinen Namen gibt:
Siir az once aklindan aym1 anda gegen pek ¢ok seyle yapilmisti: Yagan kar,
mezarliklar, istasyon binasinda neseyle kosturan kara kdpek, pek ¢ok ¢ocukluk
anist ve otele doniis yolunda adlml'arl hizlandik¢a mutluluk ve telag arasi bir
duyguyla gdziiniin dniinde canlanan Ipek. (Pamuk, 2002, S. 90)
Das Gedicht war aus vielerlei Dingen gemacht, die ihm kurz zuvor gleichzeitig
durch den Sinn gegangen waren: der fallende Schnee, Friedhdfe, der schwarze
Hund, der fréhlich durch den Bahnhof tobte, zahlreiche Kindheitserinnerungen
und Ipek, die er mit einem Gefiihl, das zwischen Gliick und Aufregung
schwankte, vor Augen hatte, wiahrend sich seine Schritte auf dem Weg ins Hotel
beschleunigten.
Neben Eindriicken, aus denen sich ein melancholisches Stimmungsbild von
Kars zusammensetzt, und Erinnerungen an die Kindheit ist es besonders die
Liebe zu Ipek, die den Dichter beseelt. Doch werden seine Verse nicht nur von
ihr, sondern allgemein von seinen sozialen Beziehungen zu den Karsern, diesen
in einer verlorenen Stadt lebenden ,Anderen’, geprdgt. Vor allem seine
Gespriache mit den Quasi-Zwillingen Necip und Fazil, deren Freundschaft in
gewisser Weise seine Seelenverwandtschaft mit Orhan widerspiegelt (McGaha,
2008, S. 162), flieBen — teilweise sogar wortlich — in die Gedichte ein. So
bringen diese letztlich, Pamuks Intention geméB, ,,den Seelenzustand der Leute*
(Lau, 2005, S. 1) von Kars, d. h. ihre Angste und Néte, Hoffnungen und
Traume, zum Ausdruck.

Beim ,,Schnee” handelt es sich, wie gesehen, um eine besonders haufig
vorkommende ,,Spur® des Romans, und zwar nicht zuletzt deshalb, da sowohl
der Gedichtzyklus des Protagonisten einschlieflich des Titelgedichts als auch
die Werkgeschichte des ,autodiegetischen Erzdhlers® (bzw. der Roman des
Autors) einschligig betitelt sind. Dem differentiellen Spiel der hier gelegten
»Spuren® entspricht die enge Verweisstruktur, die zwischen Kas und Orhans
Autorschaft besteht. Man kann sagen, dass ersterer von letzterem ersetzt wird.
So erbringt der Erzdhler letztlich eine doppelte Reprisentationsleistung:
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einerseits vertritt er den Autor im Text, andererseits den verstorbenen
Protagonisten. An einer Stelle bezeichnet Orhan Ka und den ebenfalls
verstorbenen Freund Fazils nicht zufillig als ,unsere[] leidenschaftlicheren,
komplizierteren und authentischeren Originale (,,daha tutkulu, daha karmasik
ve daha gercgek asillarimiz[]*, Pamuk, 2002, S. 421).

Mit seiner stellvertretenden Autorschaft verfolgt der Romancier das paradoxe
Ziel, das verschwundene Werk seines Freundes zu verewigen. Er versucht dies,
indem er bestimmte Details, die bei der Entstehung der Gedichte eine Rolle
spielten, in den Fokus riickt. Obwohl sich Ka jedoch ,nie sehr mit Politik
befalit™ (,,siyasi siirgiin hayati yasiyordu®, Pamuk, 2002, S. 10) und auch keine
engagierte Literatur im engeren Sinne produziert hat, wird Schnee auf diese
Weise zwangslaufig politisch. Tatsdchlich eignet sich der Roman mit Theodor
W. Adorno dafiir, ,,der sturen Antithese von engagierter und reiner Kunst zu
Leibe zu riicken (Adorno, 1974, S. 115). Dies verdankt sich Orhans
dekonstruktiver Inversion, durch die der soziale Prozess sichtbar gemacht wird,
aus dem Kas Werk letztlich hervorging. ,,.Der Kiinstler, der das Kunstwerk
trigt®, so Adorno, ,,ist nicht der je Einzelne, der es hervorbringt, sondern durch
seine Arbeit, durch passive Aktivitit wird er zum Statthalter des
gesellschaftlichen Gesamtsubjekts™ (ebd. S. 126). Kars wird im Roman als eine
von sozialem und wirtschaftlichem Elend heimgesuchte Stadt dargestellt.
Zugleich aber handelt es sich hier in gewisser Weise um einen politischen
Mikrokosmos, in dem sich ,,die tlirkische Wirklichkeit” (,,gercek Tiirkiye[]®,
Pamuk, 2002, S. 214) verdichtet. Das aus Ka und Orhan bestehende Tandem
erscheint vor diesem Hintergrund als ,Statthalter des gesellschaftlichen
Gesamtsubjekts* und als Fiirsprecher der ,Anderen’, mithin ,,all derer, die sich
kein Gehor verschaffen konnen (Pamuk, 2005, S. 27).

3. Ausblick oder Spuren zu weiteren Werken Pamuks

Zum Abschluss sei, wenngleich nur kurz und holzschnittartig, gezeigt, dass sich
eine dekonstruktive Lesart, wie sie diesem Beitrag zugrunde liegt, prinzipiell
auch auf andere Werke Pamuks anwenden ldsst. Bezeichnenderweise enthilt
Schnee differentielle ,,Spuren* zum Neuen Leben (Yeni Hayat, 1994), zu Rot ist
mein Name (Benim Adim Kirmizi, 1998) und dem Museum der Unschuld
(Masumiyet Miizesi, 2008). Erol fiihrt sie im Einzelnen aus:

Like his previous novels, Snow also exhibits direct allusions to Pamuk’s earlier
works, for example to The New Life, which appears in this novel as the the name
of a pastry shop. In Snow, Ka’s encounter with Ipek and others, as well as the
murder oft he head oft he religious institute, all take place there. The limping dog
wanders in from My Name Is Red and appears not only in Kars, but also in
Frankfurt, two key locations in Snow. Pamuk even gives away the title of his
next book, The Museum of Innocence, when Snow’s narrator Orhan talks of the
book he is currently writing. Clearly, Pamuk is deliberately flaunting the fact that
each work is an extension of the previous ones. Growing out of each other, they
are to be read as different manifestations of the problems he is most centrally
interested in. (Erol, 2007, S. 409)
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Mit ,Spuren” dieser Art akzentuiert Pamuk, gemiBl dem universalen
Textverstandnis Derridas, die eigenen Werke als tendenziell offen. Wenngleich
Schnee hinsichtlich solcher Verweise eine Art Knotenpunkt darstellt, verlduft
die einschldgige Struktur auch unabhéngig von diesem Roman. Als Beispiel sei
hier ein Fall angefiihrt, wie ihn Erol im Zitat fiir Schnee und Das Museum der
Unschuld veranschlagt: Faruk Darvinoglu, der ,,Enzyklopadiker aus dem
Stillen Haus (Sessiz Ev, 1983) findet bei seinen Recherchen im Archiv in Gebze
1982 ein Manuskript mit dem Titel Steppdeckenmachers Stiefkind und
verOffentlicht es mit einer Widmung an seine Schwester Nilgiin, die an den
Folgen einer von ihrem nationalistischen Cousin veriibten Gewalttat gestorben
ist. Einer der beiden Hauptprotagonisten in der zwei Jahre spiter erschienenen
Weifsen Festung aber, der Hodscha, ist der Sohn eines Steppdeckenmachers, der
ihn in seiner Kindheit wie ein ungeliebtes Stiefkind behandelte. "

Dieser Roman handelt im Ubrigen von der Geschichte des aus der Toskana
stammenden ,,autodiegetischen* Erzdhlers und eben jenes Hodschas, also
zweier Reprisentanten des christlich gepridgten Westens bzw. des islamisch
geprigten Osmanischen Reiches. Schauplatz der Handlung ist das Istanbul des
17. Jahrhunderts. In einer den dufleren Umstdnden geschuldeten Herr- und
Knecht-Beziehung betreiben der Hodscha und der Erzéhler wissenschaftliche
Forschungen sowie einen intensiven individuellen und religios-kulturellen
Austausch, der darin kulminiert, dass sie beschlieBen, ihre biografischen
Identititen zu wechseln und gleichsam das Leben des jeweils Anderen
fortzufiihren.

Die titelgebende Festung hat eine gewisse Ahnlichkeit mit dem bereits weiter
oben zur Sprache gekommenen Schloss Kafkas: Sie ist uneinnehmbar und steht
im Text symbolisch fiir die widerspriichliche Einstellung der Tiirken gegeniiber
dem Westen, mithin zur Unmdglichkeit, den kulturell wie religios ,Anderen’ zu
verstehen."” Thr Name Doppio (,,Doppel*, ,,doppelt) verweist, wie unschwer zu

'2 Bei den genannten Beispielen handelt es sich um selbstreferenzielle Verweise, die insofern
einer gesonderten Betrachtung wert sind, als Selbstreferenz in der Literaturwissenschaft — und
nicht nur dort — einen eigenen Forschungsbereich bildet. Dass Pamuk dem ,,autodiegetischen‘
Erzidhler von Schnee seinen Namen gibt, unterstreicht nur, dass sich seine Texte fiir entsprechende
Untersuchungen anbieten. Zudem spielt Selbstreferenz im Zusammenhang der Postmoderne eine
wesentliche Rolle. Obwohl Pamuk im Allgemeinen der postmodernen Literatur zugeordnet wird,
stellt die Dissertation von Saragoglu 2003 anscheinend die einzige Untersuchung dar, die sich
explizit mit selbstreferenziellen Aspekten seines Werks befasst. Als Einfihrung in die
Selbstreferenzforschung vgl. Luhmann 1993 a/b, Noth 2000, Scheffel 1997, Jay 1984 und auch
Hofstadter 1992.

"% Dinge oder Werte, in denen sich die Vergeblichkeit bestimmter Bemiihungen von Pamuk’schen
Helden ausdriickt, Symbole der ,,différance*, wenn man so will, finden sich aufler in Schnee und
der Weiften Festung noch in anderen Pamuk-Romanen: In Cevdet und seine Sohne (Cevdet Bey ve
Ogullari, 1982) sowie im Stillen Haus sind es westliche Ideale, die einzelne Figuren vergeblich zu
verwirklichen versuchen, im Neuen Leben ist es der Lichtkegel und in Rot ist mein Name die
Farbe Rot.
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erkennen ist, auf das ,,Spiel der Differenzen®, das auch in diesem Roman
Pamuks betrieben wird.

Bei den genannten Punkten handelt es sich — wie bei so vielem im vorliegenden
Beitrag — um beliebig fortfiihrbare Beispiele, die zeigen, dass Pamuks gesamtes
Werk zu einer dekonstruktiven Analyse einléddt.
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GENESIS OF A LOST MANUSCRIPT: ORHAN PAMUK’S SNOW
FROM A DECONSTRUCTIVE PERSPECTIVE

Abstract: Deconstruction has hardly ever been applied as a method to the
analysis of Orhan Pamuk’s Snow, which is surprising because the novel
itself is deconstructive to some extent. The following article addresses
this issue by providing a deconstructive view of the text according to the
approach of Jacques Derrida. The paper starts with a short account of
Derrida’s understanding of texts as universal “differences and traces of
traces®. This perspective is exemplified with the aid of the metaphor for
snow and Franz Kafka’s Castle. In connection with the latter, Derrida’s
thoughts about “différance, which thwarts the presence of meaning, are
explained as well. The following section addresses Pamuk’s depiction of
a “suicide epidemic* which is combined with the complex issue of
headscarf. The attempts of the protagonist Ka to discover the reasons of
the suicides are futile because, as will be shown, individual cases are
affected by postponements of meaning, which are related with the notion
of “différance*. Understanding is also a problem for the narrator Orhan.
The hypothesis developed in the concluding section of the analysis is that
he is in fact narrating a deconstructive genesis of a lost manuscript. The
collection of Ka’s poems titled Snow, which Pamuk’s novel is about for
the most part, has disappeared. Meanwhile, the replacement of the poems
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with informations about the circumstances of their creation makes the
contextual socio-cultural problematics apparent.

Keywords: Orhan Pamuk, Snow, Franz Kafka, Deconstruction,
Différance, Understanding, Genesis of a Lost Manuscript.
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FIRZOViK TOPLANTILARININ MESRUTIYETIN iLANINA KATKISI
Remzi CAVUS'

Oz: Haziran 1908’de gayrimiislimlerin bir koruda eglence diizenleyecek
olmasi binlerce Arnavut’un Firzovik’te toplanmaya baslamasina sebep
olmustur. Resneli Niyazi Bey’in baglattigi isyan1 bastirmakla
vazifelendirilmis olan ve bu konuda Arnavutlarin da destegini almak
isteyen 18. Tiimen Komutan1 Semsi Pasa’nin Arnavutlara yapti1 ¢agr1 ve
Avusturya askeri birliklerinin bdlge {izerine harekete gectigi sayiasinin
yayillmasi sonucunda, toplananlarin sayis1 birka¢ hafta icinde otuz bine
yaklagsmistir. Kalabaligin glinden giine arttigin1 géren Osmanli yonetimi,
sorunu ¢ozmek i¢in Firzovik’e Kosova Jandarma Kumandani Miralay
Galip Bey’i gondermistir. Bir Ittihater olan ve Uskiip’te Ittihatc
tegkilatlanmay1 baglatmig olan Miralay Galip Bey, Firzovik’te toplanan
kalabalig1 dagitmak yerine yapmis oldugu ¢alismalarla buraya daha fazla
Arnavut’un toplanmasini saglamistir. Miralay Galip Bey, on iki giin
boyunca yapmis oldugu c¢aligmalar sonucunda Firzovik’te toplanmis olan
Arnavutlart mesrutiyetin ilan edilmesi gerektigi hususunda ikna etmistir.
Miisveddesini Miralay Galip Bey’in hazirlamig oldugu ve mesrutiyetin bir
an Once ilan edilmesini talep eden bir dilekge, kalabalig1 temsilen yiiz
seksen kisi tarafindan imzalanarak Yildiz Sarayi’na goénderilmistir.
Padisaha taleplerini dilek¢eyle bildirmis olan Arnavutlar, istekleri yerine
getirilmedigi takdirde Istanbul iizerine yiiriiyiise gececeklerini ve bu
konuda yemin ettiklerini de belirtmiglerdir. Resneli Niyazi Bey’in
emrindeki askerlerle daga c¢iktigi, Ittihat ve Terakki Cemiyeti’nin
subelerinin mesrutiyetin ilan1 i¢in saraya telgraf g¢ektikleri giinlerde
Arnavutlarin bu sekilde davranmasi II. Abdiilhamit’in mesrutiyeti ilan
etmesinde biiyiik bir etkiye sahip olmustur.

Anahtar Soézciikler: Firzovik, Mesrutiyet, Galip Bey, Arnavutlar.

Giris

4 Temmuz 1908’de, ittihat ve Terakki Cemiyeti’nin Manastir Merkezi
tiyelerinden Resne Komutani Kolagasi Niyazi Bey, yiiz elli kisiden olusan bir
ceteyle, daga cikmistir (BOA, YEE, 71/63; BOA, Y.MTV, 312/45; Taunton
Courier, nr. 5197, 22 Temmuz 1908; Resneli Niyazi, 1975, s. 137; Ates, 2009,
s. 409). Resneli Niyazi Bey daga c¢ikinca, padisahin bagkatibine, Makedonya
Genel Miifettisligi'ne ve Manastir Valiligi'ne gonderdigi bildirilerinde
ayaklanmanin amacini mesrutiyetin yeniden ilan1 olarak agiklamistir (Karal,

! Dr. remzicavus@hotmail.com
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1999, s. 29-30). II. Abdiilhamit, Mitrovige’de 18. Tiimen Komutan1 olan Semsi
Pasa’yr Resneli Niyazi isyanim bastirmakla gorevlendirmistir (BOA,
Y.PRK.ASK, 258/8277; The Manchester Courier, nr. 16126, 14 Temmuz 1908;
Resneli Niyazi, 1975, s. 137; Topuzlu, 2002, s. 88; Karal, 1999, s. 32-33;
Tansu, 2011, s. 35; Bayur, 1991a, s. 450). Bu gorev kendisine telgrafla
bildirilmistir. Bolgedeki askerlere pek giivenilmediginden yanina asker kiligina
sokulmug goniillii Arnavutlar1 almasi sdylenmistir (Bayur, 1991a, s. 452).
Bunun {izerine Semsi Pasa, 6 Temmuz 1908’de iki tabur askeri trene bindirerek
Manastir’a hareket etmistir (The Manchester Courier, 11 Temmuz 1908). 7
Temmuz’da Manastir’a varan Semsi Pasa, daha Resneli Niyazi Bey’e karst
harekete gegmeden, durumu Istanbul’a bildirmek iizere telgrathaneye girmistir.
Buradan ¢ikip arabasma binecegi zaman ise lttihat¢i bir subay olan Atf
tarafindan vurulmustur (BOA, BEO, 3352/251386; iISAM, HHP, 9/543; The
Manchester Courier, nr. 16126, 14 Temmuz 1908; Tansu, 2011, s. 36; Kiilge,
1944, s. 45; Karal, 1999, s. 33). Suikasti ger¢eklestiren Atif, korumalar
tarafindan topugundan vurularak yaralandiysa da kagmay1 bagsarmigtir (Dundee
Courier, 16 Temmuz 1908; Resneli Niyazi, 1975, s. 144; Karal, 1999, s. 33).
Semsi Paga’nin yerine atanan Osman Pasa ise olaylart yumusaklikla
yatistirmaya calistigi siirecte, Resneli Niyazi Bey tarafindan daga kagirilmistir
(BOA, YEE, 71/53; iISAM, HHP, 19/1253; Karal, 1999, s. 35; Resneli Niyazi,
1975, s. 201; Mustafa Ragib, 2007, s. 647; Tansu, 2011, s. 35).

1. Firzovik Toplantisi

Resneli Niyazi’nin daga c¢iktig1 gilinlerde binlerce Arnavut Firzovik’te
toplanmustir. Uskiip’te gayrimiislim gocuklarin egitim gordiigii bir okul, 6grenci
ve velilere Firzovik yakinlarindaki bir koroda toplu bir sekilde eglence
planlamas1 bolgedeki Arnavutlari, programi iptal etmek iizere, harekete
gecirmistir. Olay Oylesine biiyiitiilmiistiir ki cevre kdylerden bile buraya
gelenler olmustur (BOA, Y.MTV, 312/94/4; Kiilge, 1944, s. 11-12).> Birkag
kisinin yaydig1 sayia binlerce kisiyi harekete gecirmis ve kalabalik giinden giline
artmistir. Bunda isyancilarin telgrathaneyi kontrol altina alarak istedikleri
sekilde telgraf ¢ekmeleri de etkili olmustur (BOA, Y.A.HUS, 523/63; BOA,
Y.PRK.ASK, 258/82/6). Bolgede yeterli sayida kolluk giiciiniin olmayis1 ise
kalabaligin rahat hareket etmesine zemin hazirlamistir (BOA, Y.MTV,
312/94).° Hatta giinden giine sayisi artan kalabalik Firzovik’teki yoneticileri
dinlemez hale gelmistir (BOA, Y.MTV, 312/94/4). Olaylarin daha fazla
biliylimesini istemeyen Osmanli yonetimi kaba gii¢ kullanmaktan kag¢inmistir
(BOA, Y.A.HUS, 523/101).

% Hiristiyanlara satilan arazinin sahibi oldugu sdylenen tren yolu bekgisinin hanesi bile isyankarlar
tarafindan yakilmis ve Avusturya asilli mithendis tehdit edilmistir (BOA, Y.MTV, 312/94/4).
Firzovik’te toplanmanin asil sebepleri tam kestirilememistir (BOA, Y.MTV, 312/73).

3 Osmanli yonetimi tren yolunda calisan ve diger islerde istihdam olmus yabancilarin zarar
gbérmemesi ve i¢ meselenin dis mesele olmamasi i¢in gayret gostermistir (BOA, Y.MTV, 312/94;
BOA, Y.PRK.ASK, 258/82).
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Arnavutlarin Firzovik’te toplanmasinda 18. Tiimen Komutani Semsi Pasa da
etkili olmustur. Cilinkii Resneli Niyazi Bey’in baslattig1 isyan1 bastirmak i¢in
gorevlendirilen Semsi Pasa’ya, kendilerine asker elbisesi giydirilmis
Arnavutlardan da istifade etmesi istenmistir (ISAM, HHP, 19/1288; Resneli
Niyazi, 1975, s. 138-139; Mustafa Ragib, 2007, s. 272-646; Tahsin Pasa, 1990,
s. 377; Karal, 1999, s. 36).* Buna bagli olarak Semsi Pasa, giivendigi birkag
kisiyi de asker toplamakla gorevlendirmistir (Kiilge, 1944, s. 32-33).> Semsi
Pasa’nin istegi iizerine silahin1 kapan Firzovik’e gelmistir (Oztuna ve Yiiksel,
1966a, s. 8). Firzovik Toplantilar’nin oldugu doénemde Kosova Jandarma
Kumandan1 olan Miralay Galip Bey’e gore Arnavutlarm Firzovik’te
toplanmalarinin asil sebebi, Semsi Pasa ve II. Abdiilhamit’tir. Onlar,
Arnavutlara ¢ikarttiracaklar isyanla bdlgedeki askeri birlikleri mesgul ederek
Makedonya’da giinden giine gelisen Ittihatc1 yapilanmayr akim birakmak
istemislerdir (Oztuna ve Yiiksel, 1966a, s. 8). Semsi Pasa, Resneli Niyazi
Bey’in baglattig1 isyani bastirmak i¢in Manastir’a dogru ilerlerken, “Dinini,
milletini, vataninm1 seven arkamdan gelsin. Firzovik’te ictima’ etsin. Vatan elden
gidiyor. Manastir ve sair kasabat ve kura-y1 islamiyeyi basmig katliam ediyorlar.
Firzovik’e mikdar-1 kafi mavzer-i esliha ve cephanesi derdest-i celp ve idhardir.
Orada techiz olunacaksiniz. Siret-i hareketinizi telgrafla bildiririm. imdat-1
[slam igin yetisiniz. Emirlerime intizar edesiniz. Irdde-i seniyye-i hazret-i
padisahi bu merkezdedir” duyurusunu yaparak toplantinin hizinmi artirmistir
(BOA, Y.A.HUS, 523/130). Fakat Semsi Pasa’nin yaptig1 bu c¢agr Firzovik’te
toplanmanin asil sebebi degildir. Firzovik’teki toplanma Uskiip’teki okulun
diizenleyecegi programu iptal etmek i¢in baglamis, Semsi Pasa’nin yaptigi cagri
ve Miralay Galip Bey’in ¢aligsmalari kalabaligin artmasina sebep olmustur.

Firzovik’te durumun glinden gline daha kotiiye gittigini goren senlik
organizatorleri geri adim atmak zorunda kalmis ve koruda yapilacak olan
senlikleri iptal etmislerdir. Fakat ne i¢in toplandigini bile tam olarak anlamayan
insanlar daha dagilmadan Avusturya askerlerinin bolgeye dogru yaklagmakta
olduklar sayiasi c¢ikarilmigtir. Bu durum bodlgedeki kalabaligin dagilma
ihtimalini iyice zayiflatmistir (Kiilge, 1944, s. 15; Babacan, 2002, s. 475).
Arnavut halki tarafindan sevilen Semsi Pasa’nin Resneli Niyazi Bey’in
baslattig1 isyanm1 bastirmak i¢in Arnavutlara yaptig1 ¢agr1 ve aradan ¢ok zaman
gegmeden, kendisinin Oldiiriilmesi  Firzovik’teki insanlarin sayisim1  ve

4 Firzovik’te on bes bin civarinda silahli insanin toplandig1 siirecte Semsi Pasa, bolgedeki
reislerine su haberi gonderir: “Manastir’da bulunan mektepli zabitler, Jon Tiirk ve Bulgar
komiteleriyle birleserek islamlar aleyhine taarruzda bulunuyorlar. Padisahi diisiiriip vatan
satacaklar. Dinini, devletini, vatanin1 seven arkamdan yetissin. Firzovik’te i¢tima etsin. Orada
mavzer tiifegiyle cephane tevzi olunacaktir. Suret-i hareketi telgrafla bildiririm. Vatan elden
gidiyor. Padisahimiz sadik Arnavutlardan hizmet, himmet ve muavenet bekliyor” ( Oztuna ve
Yiiksel, 19664, s. 8).

> Firzovik’te Arnavutlarin ilk toplanmaya basladigi giinlerde Birinci Ferik Semsi Pasa,
Miisliimanlarla Katolikler arasindaki ihtilafi ¢dzmek igin Prizren’de bulunmaktadir (Bayur,
1991a, s. 450). Mirliva: Tuggeneral. Birinci Ferik: Korgeneral. Miisir: Orgeneral (Bayur, 1991a,
s.431).
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heyecanini daha da artirmistir (ISAM, HHP, 19/1288; Derby Daily Telegraph,
17 Temmuz 1908; Kiilge, 1944, s. 52-53).

Kalabaligin tehlikeli bir boyut kazanmakta oldugunun farkinda olan merkezi
yonetim, bunlarin bir an Once dagitilmasi icin ¢areler aramaya baslamig ve
Miralay Galip Bey’i, Firzovik’teki kalabaligi dagitmak i¢in gorevlendirmistir
(BOA, Y.A.HUS., 523/130; BOA, Y.A.HUS, 523/63; Kiilge, 1944, s. 52-53;
islamoglu, 2004, s. 63-64). Bunlarin iizerine sadece kolluk giicii sevk edilmekle
kalinmamis, dagilmalar i¢in nasihat heyetleri de gonderilmistir (BOA, Y.MTYV,
312/94; BOA, Y.MTYV, 312/94/2).

Galip Bey, daha kendisine resmi teblig yapilmadan &nce Ittihat ve Terakki
Cemiyeti’ne Firzovik’teki olaylarla ilgili bilgi vermistir. Ittihatc1 merkez, resmi
olarak Firzovik’teki olaylar yatigtirmakla gorevlendirilen Miralay Galip Bey’e
gizli bir sekilde, kalabaligin ittihatcilik lehine kullanilmasi vazifesini vermistir
(Karal, 1999, s. 36; Kiilge, 1944, s. 15). Hiikiimetten kalabalig1 sakinlestirme ve
dagitma emri alan Miralay Galip Bey, aksine, Kalkandelenli Emin’i ve baska
etkili kisileri kullanarak, Ipek, Yakova, Vugitrin, Kosovska Mitrovitsa,Prizren’e
telgraflar ¢ekerek bolge kdylerini Firzovik’te toplanmaya yonlendirmis ve kisa
stirede kalabaligin daha da artmasina zemin hazirlamistir (Hacisalihoglu, 2008,
s. 202; Bayur, 1991a, s. 459; Kiilge, 1944, s. 53). Onun c¢abalar1 sonucunda
toplananlarin  sayist otuz bini bulmustur. Kalkandelenli Emin’in de
gayretleriyle, kalabalik iizerinde tesirli olan kisiler sozline giivenilir bir kisi
olarak kabul ettikleri Miralay Galip Bey’e baglilik yemini etmistir (Kiilce, 1944,
s. 55-56).

Miralay Galip Bey, Firzovik’te neden toplandiginin bilincinde bile olmayan
Arnavutlart orgiitleyip mesruti idareyi istemeye hazirlarken, padisah aleyhine
konugmamaya dikkat etmis ve mesrutiyetin ilaninin bolgedeki yabanci
subaylarin c¢ekip gitmesine de vesile olacagini anlatmistir (Aksun, 2010, s. 415;
Kiilge, 1944, s. 54-55-59). Miralay Galip Bey, camide toplanan kalabaliga
mesrutiyetin faziletlerini bdlgede niifuzu iyi olan Girligeli Saban Efendi’ye
anlattirmigtir. Saban Efendi cemaate, elinde tuttugu Kur’an-1 Kerim’i
gostererek, mesrutiyeti istemenin Allah’in kitabini dinlemek oldugunu, bunun
padisahtan da istemek gerektigini dile getirmistir. Cemaatten baska sozii
dinlenir insanlarin da Saban Efendi’nin sdylediklerini onaylamas1 Miralay Galip
Bey’in isini daha da kolaylastirmistir. Bundan sonra yiizlerce kisi mesrutiyeti
istediklerini sdylemeye baslamustir. Uskiip’ten gelerek halk arasina karismis
Ittihatgilar ise yaptiklari propagandalarla halkin heyecanini daha da artirmstir
(Kiilge, 1944, s. 59).

Miralay Galip Bey, Firzovik’te hummali bir ¢aligma yapmustir. Kendisiyle
birlikte Kalkandelenli Emin Bey, Uskiip Jandarma Tabur Katibi Presovali
Recep Efendi, Petrovigeli Hac1 Veysel Efendi, Ferhat Bey, Prizrinli Serif ve
Yahya Efendiler, Uskiipli Hoca Saban Efendi,’ Hafiz Recep Efendi de

® Saban Efendi, Miralay Galip Bey'nin istegi iizerine Firzovik’te toplanmis olan Arnavutlara
mesrutiyet lehinde vaazlar vermistir (Bayur, 1991a, s. 470).
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calismistir. On iki giin devam eden ¢alismalar sonucunda Arnavutlar mesrutiyeti
ister hale getirilmistir. Kosova halki namina, miisveddesini Miralay Galip
Bey’in hazirladigi, yliz seksen imzali bir telgrafla padisahtan anayasanin
yiiriirliige konmas1 ve meclisin toplanmasi istenmistir (ISAM, HHP, 9/491;
Ragip, 2007, s. 646; Ugurlu, 2008, s. 11; Karal, 1999, s. 36; Oztuna ve Yiiksel,
1966a, s. 10-11).” Bu karardan doniilmeyecegine dair de yemin edilmistir
(BOA, TFR-I-KV, 216/21578; Yorkshire Post and Leeds Intelligencer, 25
Temmuz 1908).*

Merkeze telgraf c¢ekildikten sonra Firzovik’teki kalabalikta, sonucun
gecikmesine dayali olarak sabirsizlik bas gostermis ve istedikleri olmadigi
takdirde merkeze dogru yiiriiyeceklerini sdylemeye baslamislardir. Boyle bir
durumda isin ¢igirindan ¢ikacagini, giizergah iizerindeki Hiristiyanlarla
Arnavutlar arasinda ¢atigmalar ¢ikacagini ve kalabalik tlizerindeki kontroliinii
kaybedecegini diisiinen Miralay Galip Bey, onlar1 sakinlestirmek icin caba
harcamis ve bunun i¢in Pristine Belediye Baskani Sudi Bey’in saraya bir telgraf
daha ¢ekmesini saglamistir (Kiilge, 1944, s. 64-65).°

Padisahtan mesrutiyetin ilan1 yoniinde cevap bekleyen halkin heyecanini géren
Firzovik Belediye Baskani Sehsuvar Bey, Miralay Galip Bey’e, “Ne yapmak
lazimsa yapalim. Boyle durmakla olmaz, iste cevap gelmiyor. Cahil ahali bela
cikaracak” deyince Miralay Galip Bey, “Sehsuvar! Acele edip de Sersuvar
olma!” demistir (Bayur, 1991a, s. 64).

Halk telgrafin karsiligim beklerken Istanbul’da telgraf merkezine gelen
Sadrazam Ferit Pasa,'’ padisahin uykuda oldugunu ve bir miiddet beklemek
gerektigini sOyleyince Firzovik’te bulunan Pristine Belediye Baskani Sudi
Efendi halk adina sadrazama su telgrafi ¢ekmistir: “Burada otuz bin kisi
heyecan iginde, ayakta, uyku ve istirahat haftalardir kendilerine haram oldu.
Milletin babasi olan padisah da uyansin artik, uyandirilsin, istedigimizi bize
versin” (Karal, 1999, s. 37).

Resneli Niyazi Bey’in daga ¢ikmasi, Makedonya’daki ittihat¢1 merkezlerin
Istanbul’a mesrutiyet istegini bildiren telgraflar ¢ekmesi ve Miralay Galip
Bey’in orgiitledigi Arnavutlarin, mesrutiyet ilan edilmedigi takdirde Istanbul
yoniinde harekete gececeklerini iceren tehditkar acgiklamalar yapmalar

" 1I. Abdiilhamit igin, ok giivendigi Arnavutlardan boyle bir istegin gelmesi sasirtict olmustur
(Alkan, 1992, s. 68-69; Yorkshire Post, 25 Temmuz 1908).

8 Arnavutlar, telgrafin cevabimni iki giin kadar beklemislerdir. Sabirlar iyice tasinca, “Oyleyse
gidelim verilmeyen seyi kendimiz alalim” demeye baslamuslardir (Bayur, 1991a, s. 471).
Firzovik’ten padisaha ¢ekilen telgraftan sonra ttihatcilarn degisik merkezlerinden de Istanbul’a
telgraf cekilmistir (BOA, YEE, 71/57; Karal, 1999, s. 37).

° Sudi Bey’in istanbul’a ¢ektigi telgraf metni: “7 Temmuz 1327 tarihli telgrafname-i acizimize
elyevm cevap zuhur etmedi. Teskin-i heyecan kabil olmuyor. Halk miisellehan asag1 dogru akin
ediyor. Muvafik cevabin istihsal ve tebsirini rica ederiz. Muvafik cevap gelmezse, mutlak
reddolunursa vehamet muhakkaktir” (Bayur, 1991a, s. 471-472)

' Avlonyali Ferit Pasa.
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sonucunda 24 Temmuz 1908’de mesrutiyet ilan edilmistir (BOA, Y.EE, 71/69;
Telegraph&Star, nr. 6585, 25 Temmuz 1908; Ates, 2009: 410; Sabah, nr. 6764,
25 Temmuz 1908; Mustafa Ragib, 2007, s. 646; Ahmed Refik, 1326, s. 97;
Ibrahim Feridun, 1326, s. 296; Alkan, 1992, s. 68-69). Giinlerce yaptig1 yogun
calismalar sonucunda bekledigi sonuca ulasan Miralay Galip Bey hatiralarinda,
“Iste vazife-i miiskiile ve mithimmeyi bu vechile hiisn-i ikmal ve itmam
eyleyerek Uskiip’e avdet eyledim. ki giin sonra 10-11 Temmuz 1324 Cuma
gecesi, saat bes bucukta telgrafla intisar eden bir irade-i padisahi ile kanun-1
esasi, mesrutiyeti ilan ediyordu” (Oztuna-Yiiksel, 1966a, s. 11; Manchester
Courier and Lancashire General Advertiser, 25 Temmuz 1908)"" demistir.

Sonu¢

Resneli Niyazi Bey’in emrindeki askerlerle isyan baslatmasi, ittihatc1 subelerin
ve Firzovik’te toplanan binlerce Armavut’un saraya telgraf c¢ekmesi IL
Abdiilhamit’in mesrutiyeti ilan etmesinde etkili olmugtur.

Bilingsiz bir sekilde Firzovik’te toplanmis olan otuz bin civarindaki Arnavut’un
II. Abdiilhamit’ten mesrutiyetin ilanin1 ister duruma getirilmesi Miralay Galip
Bey acisindan riskli fakat takdire sayan bir icraat olmustur. Ciinkii Galip Bey’in
calismalar1 sonucunda bilinglendirilen ve padigahi tehdit eder duruma getirilen
Arnavutlar, tutum ve davraniglariyla bir ihtilal havast uyandirmiglardir.
Beklenen amacin elde edilememesi yani mesrutiyetin ilan edilmemesi Miralay
Galip Bey agisindan olumsuz sonuglar dogurabilirdi.
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THE CONTRIBUTION OF FIRZOVIK MEETING TO
CONSTITUTIONAL PROCLAMATION

Abstract: In June 1908, the non-Muslims’ having fun in a grove
triggered the gathering of thousands of Albanians in Firzovik. The call
was made by the 18th division Commander Semsi Pasha who was
assigned to suppress the rebellion started by Resneli Niyazi Bey and he
wanted to get the support of Albanians. After the spreading news of
Austrian troops’ moving over the region, it was renounced that the
number of gathering people was almost thirty thousand in a few weeks.
The Ottoman Government sent the Kosovo Gendarmerie Commander
Colonel Galip Bey to Firzovik to solve the problem upon seeing the
increasing crowd day by day. Colonel Galip Bey who started the
organization in Skopje, and also was a unionist, caused more Albanians’
coming there instead of distributing the group. Colonel Galip Bey
convinced the Albanians that gathered in Firzovik to accept the need of
the proclamation of the constitutionalism. A draft of a petition prepared
by Colonel Galip Bey, demanding the declaration of constitutionalism in
a very short time was signed by eighty people representing the crowd and
was sent to Yildiz Palace. Albanians, who reported their demands with a
petition to the Sultan, indicated that they swore to march on Istanbul if
their request would not be accepted. In these days, Resneli Niyazi Bey’s
escape to mountains with the soldiers under his command, the Committee
of Union and Progress branches’ telegram to the palace for the declaration
of Constitutionalism, and Albanians’ this attitude created a major impact
on Abdiilhamit II to declare the constitutionalism.

Keywords: Firzovik, Constitutionalism, Galip Bey, the Albanians.
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THE USE OF SPOKEN LEARNER CORPORA TO DETECT
PROBLEMS WITH LEXICAL ACCURACY

Elif Tokdemir DEMIREL'
Koray SAHIN?

Oz: Bu ¢alismanmin amaci yabanci dil dgrencilerinin, 6zellikle sozciiksel
ogelerin kullanimi konusundaki problemlerinin daha kolay saptanmasi
i¢in derlem ydnteminin kullanilmasi yolunda bir 6neri getirmektir. Her ne
kadar sozlii derlem toplama aktivitesi zor ve zaman alici bir siireg olsa da,
Ingilizce’nin yabanci dil 6grencileri tarafindan kullanimi veya yanlis
kullanimi  konusuna 151k tutma potansiyeli yiiksektir. Calismada
kullamlmak iizere, bir sézlii 6grenci Ingilizcesi derlemi olusturulmustur.
Calismanin katilimcilar1 orta ve ortamin iistii Ingilizce seviyesindeki
yabanct dil 6grencilerdir. Calismada kullanilan derlem, diger bir deyisle
‘Ogrenci Monologlart Derlemi® (OMD) katilimecr  yabanci  dil
ogrencilerinin iki farklt konu {izerine 35 adet konusma kaydinin
¢ozlimlemesini  igermektedir. Ogrenci  Monologlart  Derleminin
olusturulmasi i¢in kullanilan konusma konulari IELTS (Uluslararasi
Ingilizce Dil Yeterlilik Sinavi) sinavinin konusma béliimiinde kullanilan
sorular arasindan secilmistir. Derlem igin toplanan ses kayitlar
¢oziimlenmis ve hata kategorileri yoniinden elle kodlanmistir.
Ogrencilerin yaptiklar1 hatalarin kodlanmasindan sonra, derlem 6zel bir
derlem analizi programi olan AntConc 3.2.4w kullanilarak kelime
kullanimi yoniinden analiz edilmistir. Calismanin sonuglari, dgrencilerin
konusma kayitlarindaki en sorunlu sdzciiksel grubun fiiller oldugunu
ortaya cikarmistir. Bunun disinda, yaygin olarak saptanan yanlis
kullanimlar sirasiyla zarf, isim ve sifat kelime gruplarini igermektedir.
Sonuglar ayrica yanlig kelime se¢iminin 6grencilerin sézciiksel hatalarinin
en Onemli sebeplerinin baginda olduguna isaret etmektedir. Caligsma,
yabanci dilde konusma becerisi 6gretimi alaninda oneriler igermektedir.

Anahtar Sézciikler: Derlem, Sozlii Ogrenci Derlemi, Sozciiksel Hata
Analizi.
Introduction

Analysis of corpora in language and linguistics research is not a new issue.
Nevertheless in the last fifty years, the fast developing technology and the use
of new hardware and software in this area brought corpus analysis into

' Yrd. Dog. Dr., Karadeniz Teknik Universitesi, Edebiyat Fakiiltesi, Bat1 Dilleri ve Edebiyati
Béliimii, ingiliz Dili ve Edebiyati Anabilim Dali. .elif@ktu.edu.tr

2 Okt., Giresun Universitesi, Yabanci Diller Yiiksekokulu .koray.sahin@giresun.edu.tr
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prominence in language research as it offers efficient ways of collecting and
accessing genuine data. Corpus analysis and language education has a close
relationship, when the data studied in the former is collected among products of
the latter. In this respect, the results of corpus analysis research might contribute
a lot to the field of language education.

Corpus linguistics can be defined as a method of linguistic analysis which uses
different kinds of corpora. A corpus is a collection of natural language data,
compiled from written texts and/or transcription of spoken language. Corpus
linguistics is used to analyze and research a number of linguistic questions and
offers a unique insight into the dynamics of language which has made it one of
the most widely used linguistic methodologies.

It can be said that corpus linguistics has appeared in the 1950s and 1960s, with
some leading studies such as compliation of The Quirk Corpus, the emergence
of the Brown Corpus of American English (Francis and Kucera 1964), and the
pioneering work of John Sinclair on collocation (Sinclair et al. 2004). Since the
1990s corpus linguistics has been progresively seen as an important component
of the methodological toolbox by many linguists, whereas it was a specialized
sub-field at first. Computer aided analysis of “a large and principled collection
of natural texts” comprises the basis of corpus study methods (Biber et al.
1998).

Some of the main analyses that can be done via computer are: (a) creating a
frequency word list which provides counts of words or word groups in the
corpora and (b) doing a search for all instances of a linguistic item, mostly a
phrase or a word, in the corpora. Related software programs such as AntConc
3.2.4w display the results of such searches in a window where each instance of
the items can be seen as concordance lines. Corpus-based approaches mostly
use statistical analysis- generally in handling frequencies in a corpus- however,
corpus linguistics utilizes quantitative and qualitative methods while doing the
analysis (Biber et al. 1998, p. 4). For example, concordances and frequency lists
of the words can be produced via a computer software, however, to make a
relevant discussion and draw conclusions out of these lists definitely requires
qualitative analysis on the items.

Linguistics makes use of corpus-based approaches in many areas. Lexicography
may be taken as a good exampe of one the most important fields in which
corpus techniques are now used very effectively. Recently, corpus
methodologies have started to aid analyses of the lexical dimension of language
such as lexical richness (Zhang, 2014), lexical bundles in various kinds of
language (Csomay, 2013; B. Jablonkai, 2010; Gray & Biber, 2013) or Lexical
associations (Rizzo, 2009). Corpora have also been used for following types of
studies: text- type variation, dialect variation, the methapor studies, literary
stylistics and Critical Discourse Analysis.

Currently, two main approaches exist in the status of corpus linguistics as a
discipline (Hardie and McEnery 2010). One approach sees corpus linguistics as
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an independent sub-field or theory of language (Teubert 2005, p. 2); according
to the other perspective, corpus linguistics is considered primarily as a
methodology that can be applied in various analytical and theoretical
frameworks.

Resarch in corpora has a wide range of use in language teaching and learning as
it has much to contribute to these fields. Barlow (2002) suggests that corpus
linguistics can be applied in syllabus design, materials development, and
classroom activities. Especially research in learner corpus aims to find out the
links between L2 learning and aspects of learner lexis, grammar and discourse
using the methods and tools of corpus linguistics, with the theoretical
knowledge gained from corpus linguistics and second language acquisition
(SLA) research (Tan 2005). The main objective of learner corpora studies has
mostly been to get better understanding into the language used by the learners.
Learner data research generally illustrates examples of ‘overuses’, ‘underuses’,
or ‘misuses’ of the items in target language.

Leech (1997, p. 20) recognized the importance of this type of research for SLA
studies, and highlighted its value in providing ‘authoritative answers’ for
language errors that are commonly repeated by the learners. He also proposed
that the outcomes of such studies might be applied to the language classrooms
so that overused, underused or misused structures and lexical items of the target
language by non-native learners may be taken in the actual teaching process.
The efficacy of the research on spoken corpora for the English Language
Teaching has been recognized by many reserarchers (Bennett 2010; Reppen
2014). Certain differences of spoken language have been revealed by the earlier
studies (McCarthy 1998; Koester 2001). Speech corpora chiefly shows
authentic, natural and real language use in different contexts.

Lexical errors have been a certain part of process of the second language
vocabulary learning. There has been various studies on the lexical errors in the
literature (Hemchua and Schmitt 2006; Llach 2007). Analyzing a spoken
corpora, this study aims to reveal the most common misuses of language items
of four word categories —nouns, adjectives, verbs, adverbs- by language
learners.

1. Method

1.1. Research Questions

The research questions addressed by the study are:

1- How can spoken corpora analysis be put into use in detection of the most
problematic word groups and most common word misuses in students’ speech?

2- What are the most problematic lexical items in students’ speech regarding the
four basic word categories: nouns, verbs, adjectives, and adverbs?

1.2. Participants

In total, 35 preparatory students studying English Language and Literature
participated in the study. They were at intermediate to upper-intermediate
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proficiency level of English at the time of the research. Each participant was
informed about the study and recording process beforehand.

1.3. Materials

For the purposes of this study, a spoken corpora of learner English (Corpus of
Learner Monologues) consisting 35 monologues by language learners was
compiled. The monologues were either of two different tasks, chosen among
IELTS speaking tasks. For the first task, learners were asked to give two
minutes of speech about one of their ‘childhood memories’. Learners who chose
the second task made their two minute speech on ‘a big public event’ they had
participated. This corpus consists of 6151 word tokens and 1062 different word

types.
SPSS V 16.0 software was used to sort words according to their word categories
after the tagging process which was manually done.

In the analysis of the corpus —determining the most frequent items used in the
corpus and the sentences containing these item— AntConc 3.2.4w concordancing
software was used.

1.4. Procedure

In the compilation of the corpus, 35 students were asked to give a 2 minute
speech on one of the two topics given beforehand. Participants were given five
minutes of time to organize their thoughts before making their speech. Each
monologue was tape recorded and then transcribed into “text files” that can be
processed by the concordancing software used.

After finishing the transcription of the sound files, text files were analyzed via
AntConc 3.2.4w concordancing software in order to find out the most frequent
20 words in four word categories: nouns, adjectives, verbs, and adverbs. First,
“word list tool” was used to create a list in which frequency of each item in the
corpora can be seen clearly. Second, all the words on the list were hand-tagged
using numbers according to word categories they belong to as follows: 1- noun,
2- adjective, 3-verb, 4- adverb.

Using SPSS 16.0 software, words in the list were sorted according to the
category numbers and the most frequent 20 words in each category were noted
down for sentence level analysis. Using AntConc 3.2.4w software, all sentences
containing the words chosen in the previous stage were listed and the use of
these words was analyzed concerning speakers’ “wrong word choice”, “use of
redundant a word” and also learners’ correct uses of “tense” and ‘‘agreement’’
were examined for the ‘20 most common verbs’.

2. Findings

The results of the analysis of the most commonly used 80 words -20 from each
four lexical group- are shown in Table 1. It is found out that learners misused 22
different lexical items for 61 times in total. Analysis revealed that verbs,
forming 72 percent of total errors, is the most misused word group among the
four lexical groups examined in the corpus. 10 different verbs were misused for
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45 times. The second lexical category which was mostly misused in learner
speech is adverbs. Seven different adverbs were misused by learners in nine
different sentences. Nouns were the third group that learners had difficulty in
the correct usage. Three items were misused in six different occurrences. The
last group items of which were found to be misused is adjectives. Two single
adjectives were used in two sentences incorrectly in the learners’ monologues.

Table 1: Number and Percentages of Misused word types

Number of Total Percentages
Misused misuses
word types
Nouns 3 6 9,8
Adjectives 2 2 3,2
Verbs 10 44 72,1
Adverbs 7 9 14,7
Total 22 61 100

The most used 20 verbs that were included in the analysis were: be, do, have,
go, feel, come, see, dance, like, take, show, start, want, run, remember, tell,
know, attend and get. Participants made mistakes in the use of half of these
verbs. The verb ‘be’, different forms of which ‘-am, is, are, was, were, be, been-
were grouped and considered as one word in the analysis, showed up to be one
of two most misused verbs (Table 2). Of all nine wrong uses, five of the
misuses of ‘be’ were about subject-verb agreement, three about ‘tense’ and one
about ‘redundant use’ of the word. The verb ‘feel’ having the equal number of
misuses with the verb ‘be’ is also on the top of the list of misused verbs. Five of
the mistakes with the verb ‘feel” were about ‘wrong verb choice’, and other
mistakes are about ‘redundant’ use of the verb. It was uncovered that learners
who misused the verb ‘feel’, mostly used the past form of ‘fell” which is ‘felt’
instead of the past form verb ‘fall’. These misuses can be seen in Figure 1 below
(e.g. lines 10, 11 and 13) which shows a concordance line search screen from
AntConc 3.2.4w.
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Figure 1. Concordance lines for past tense form of ‘feel” and misuses.

Most of the misuses with the other verbs included ‘wrong verb choice’ and
‘tense’ errors. The analysis also revealed that there are collocational misuses of
the verbs stemming from L1 influence such as the use of the verb ‘feel’ along
with ‘myself” which is a collocation of ‘feel’ in Turkish but not in English. This
kind of misuse can be seen in Figure 1 above in lines 7 and 8.

Table 2: Number and Percentages of Misused Verbs

Verbs | Misuses | Percentages
Tobe [9 20
Feel 9 20
Have | 7 15,5
Say 6 13,3
Take |5 11,1
Go 4 8,8
See 2 4,4
Do 1 2,2
Come | 1 2,2
Start | 1 2,2
Total | 45 100

The nouns that were included in the analysis are: day(s), school, festival,
time(s), friend(s), year(s), people, children, home, song(s), class, match,
anniversary, father, mother, experience, teacher(s), arm, music, and sister. Table
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3 shows the misused nouns and number of mistakes. It is found out, of 20 most
frequent nouns analyzed there made six mistakes in the use of the nouns day,
time and home. 66% of these mistakes are related with the ‘redundant use of the
word’ and the rest is related with ‘wrong word choice’.

Table 3: Number and Percentages of Misused Nouns

Nouns | Misuses | Percentage
day 2 33,3
time 2 33,3
home 2 33,3
Total 6 100

The analysis of the sentences including the most commonly used 20 adverbs in
the CLM showed that the students misused seven adverbs in nine different
sentences. The adverbs that were included in the analysis are: here, very, then,
after, really, much, just, also, such, now, only, too, here, still, suddenly,
together, actually, ago, away, especially. Table 4 shows the misused adverbs
and the number of misuses of each item. Nine incorrect uses of adverbs include
five ‘word order’, three ‘redundant’ word use and one ‘wrong word choice’
related errors.

Table 4: Number and Percentages of Misused Adverbs

Adverb Misuses | Percentage
only 2 22,2
still 2 22,2
there 1 11,1
such 1 11,1
just 1 11,1
| together 1 11,1
especially | 1 11,1
Total 9 100

The following concordance lines from the CLM show the uses and misuses of
adverb ‘only’ in the CLM corpus. For example in example 1b, there is
redundant use of ‘only’ alongside with ‘just” which has a similar meaning.

1a. fileCLM.tr.002: ...yeah, that's all. This is only children festival and <um>
<> this day has a chi

1b. fileCLM.tr.002: ... It's change changable because you <um> you not only
just traditional but also western <$=> western...

1c. fileCLM.tr.006:...$=>he came and bring me to the emergency. I can't only
remember I was crying. Then <um> doctor said, mad...

1d. fileCLM.tr.022:...0of the day, I was at home. And I can't sleep <um> only
<um> While playing in the garden. my shoes go out...

le. fileCLM.tr.022:...buked him. I thought I didn't do bad thing. I just only
spend time until the school bus came. And when I...
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1f. fileCLM.tr.030:...er and I <um> went swimming to the pool <um> not only

I my <um> cousins and go to there and <um> one d...

1g. fileCLM.tr.50:...and that day we don't <um> gathering mushroom <?> only

<uhh> found there earing and <um> at the end we c...
Adjectives group contains the least ‘misuse errors’ among the four lexical
categories analyzed in this study. The twenty most frequently used adjectives in
the CLM were “all, excited, some, big, good, one, old, afraid, two, every, folk,
other, angry, bad, different, first, happy, important, last, right, and crowded”.
Table 5 shows the descriptive information about the incorrectly used adjectives
in the learner speech. One of the errors with the adjectives was related to
‘redundant use of the word’ while the other was a ‘word order’ error (e.g.
fileCLM.tr.34:...My some relatives and I went to forest for get woods...).

Table 5: Misuse of adjectives ‘some’ and ‘big’

Adjectives | Misuses | Percentage
some 1 50

big 1 50

Total 2 100

Figure 2 demonstrates the reasons lying behind the misuses. It is clear that
‘wrong word choice’ was the most important reason of the lexical errors in
learner speech (~%30). ‘Redundant word use’ (%24) and ‘subject verb
agreement related errors’ (%21) get the second and third places in the list. Tense
related errors are responsible for 19 percent of the misuses while 6.5 percent of
the misuses were the result of ‘word order’ related problems.

1%
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L1}
w 0
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w
5 15
[
1a
5 .
0
redundant wrong tense wiord
word agreement
word use . BT0rs order
cherice
meError ypes 242 9 194 21 B4

Figure 2. Misuse Categories (%)
Discussion and Results

The major aim of this research was to identify the most common lexical misuses
that occur in Turkish elementary and pre-intermediate learners’ speech, and

80



Elif Tokdemir DEMIREL - Koray SAHIN 1l I NS

detect and categorize the main reasons underlying these misuses. The findings
of the study suggested that students who participated the study made errors
mostly in correct use of the verbs. Apart from the verbs, participants made
many errors in adverbs’ and adjectives’ proper use. First crucial reason for these
types of errors, especially errors in verbs’ use, might be the L1 influence. It was
understood that in many verb use- word choice based errors, learners used
translation equivalents of the verbs’ in their L1 which is Turkish. There are
some studies in the literature with similar findings (Hemchua and Schmitt
2006). In their study about lexical errors, Hemchua and Schmitt pointed out that
L1 influence is among the reasons of the errors made by Thai learners. Another
important reason for these misuses might be learners’ inadequate knowledge of
the semantic and syntactic properties of verbs. The low proficiency levels of
participants might also be added among the reasons listed.

Findings of this research showed that word choice errors came up to be the most
important reason for the misuses. One of the main reasons behind word choice
errors might be learners’ lack of lexical knowledge. It seems that learners had
problems with choosing the correct lexical options all the time while speaking.
Another reason behind this might be the anxiety factor that might have occurred
in the data collection process for the corpus compilation. As the students were
called in teacher’s room to give their speeches one by one, they might have felt
some discomfort and anxiety, which might be accounted as one of the reasons
that caused word choice errors.

One of the aims of this research was to answer the question whether a spoken
corpora analysis could be put into use in detection of the most problematic word
groups and most common word misuses in students’ speech. It is clear that
providing concordance lines and frequency lists, a corpus and methodology
based on corpus make it easy to get to the point in detecting lexical errors.

One of the implications of this study can be on teaching practices in Turkey. As
it was shown that students made mistakes while using almost one third of most
frequent lexical items, there is a need for improvement in teaching of
vocabulary at undergraduate level, especially in teaching of verbs.

Another suggestion that can be made about the corpus use in teaching and error
detection. English teachers that are teaching at secondary or tertiary level might
benefit from corpus analysis to detect the most common problems among their
students with their language use. Even it may seem as a difficult task, the results
they could get after such an analysis would provide invaluable contributions in
their teaching.

This study was conducted on the data collected from undergraduate students’
speech whose proficiency levels of English were ranging from intermediate to
upper-intermediate. Further research may be conducted with data from graduate
or high school students at different levels of English proficiency.
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THE USE OF SPOKEN LEARNER CORPORA TO DETECT
PROBLEMS WITH LEXICAL ACCURACY

Abstract: The purpose of this study is to offer a solution for the easier
and more accurate detection of speaking problems, especially with the use
of lexical items, through the use of a corpus methodology. Although the
compilation of spoken corpora is a difficult and time consuming process,
it has a great potential to shed light on the use or misuse of English by
foreign language learners. For the purposes of this study, a spoken corpus
of learner English was compiled. The participants are students at the
intermediate to upper-intermediate proficiency level of English. The
corpus used in the study, namely ‘Corpus of Learner Monologues’ (CLM)
consisted of transcriptions of 35 spoken accounts by participating foreign
language learners on two different topics. The topics assigned for the
compilation of the corpus were chosen from among IELTS (International
English Language Testing System) exam speaking section topics. The
recordings were transcribed and hand coded for error categories. After the
coding of errors, the corpus was analyzed by using AntConc 3.2.4w, a
special software for corpus analysis. The results revealed that verbs are
the most problematic lexical group in students’ speech. Other common
errors included adverb, noun, and adjective word groups. Results also
highlighted that “wrong word choice” was the most common reason for
students’ lexical errors. The study carries implications for the teaching of
speaking skills.

Keywords: Corpus, Spoken Learner Corpus, Lexical Error Analysis.
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EDMOND CARY’NIN YAZINSAL CEViRi YONTEMININ TEMEL
OZELLIKLERI: TIYATRO CEVIRiSi ORNEGI

Serhan DINDAR'

Oz: Yazinsal bir tiir olan tiyatronun geviribilim alaninda 6nemli bir pay1
vardir. Ozellikle sahnelenmek icin kaleme alinan bu tiir, icerisinde gorsel-
igitsel unsurlarin yani sira toplumla karsilikli bir iligki igerisinde olma ve
didaktik niteliklerinden dolay: kiiltiirel soylemleri de yogun bir sekilde
barindirir. Bundan dolay1 g¢evirmen, ¢eviri eylemi siiresince birtakim
sorunlarla karsilasir ¢linkii kaynak metnin vermek istedigi iletiyi erek
metinde ayni olmasa da yakin bigemle, yine ayni veya en yakin etkiyi
uyandirarak verebilmelidir. Tki farkli kiiltiir arasinda bir képrii kurma
durumu s6z konusu oldugu icin bu durum cevirmen agisindan bir
sorunsala doniisiir. Bu konuyla ilgili ¢eviribilim alaninin 6nemli
isimlerinden biri olan E. Cary yazinsal ¢eviri alaninda var olan degisik
kuramsal yaklagimlar arasinda kendine 6zgii bir dizi tanimlamalarla
karsimiza ¢ikmaktadir. Her yazinsal tiiriin kendine has ceviri yontemi
olmasi gerektigini savunan Cary, ceviri (la traduction) ve uyarlama
(’adaptation) arasindaki ince ¢izgiyi vurgulayarak her yazinsal metin tiirii
icin izlenmesi gereken farkli ¢eviri siiregleri Onerir. Bu caligmada bir
yandan E. Cary’nin yazinsal g¢eviri baglaminda Onerdigi c¢eviri
yaklagiminin  genel ¢izgilerini animsattiktan sonra, c¢alismamizin
simirlarint - daraltarak, yine E. Cary’nin bir tiyatro metninin nasil
cevrilmesi gerektigi konusundaki Onerilerine uygun bir bi¢imde 18.
ylizyitlin onemli tiyatro eserlerinden Turcaret (Lesage), Figaro nun
Diigiinii (Beaumarchais) ve Sahte Sirdaslar (Mariveaux) eserlerinin
Tiirkgeye yapilan ¢evirileri iizerinde inceleme ve karsilastirma yapmaya,
oOneriler sunmaya calisacagiz.

Anahtar Sézciikler: Tiyatro Oyunu, Edmond Cary, Ceviri, Uyarlama,
Ceviribilim, Kiiltiirel Sdylemler.

Giris

Ceviri etkinligi, farkli degisik dillerin ortaya ¢ikmasina kosut olarak gelisen bir
eylemdir. Kokeni ¢ok eskilere (Antik Dénem) dayanan bu etkinlik XX. yiizyilda
bilim olup olmama konusundaki tartigmalara kargin bir bilim halini alarak

kendini kabul ettirmistir. Amerikali ¢eviribilimci James Holmes’un 1972
yilinda kaleme aldig1 The Name and Nature of Translation Studies adli 6ncii

' Aras. Gor., Hacettepe Universitesi, Edebiyat Fakiiltesi, Fransiz Dili ve Edebiyat: Boliimii.
serhandindar@hacettepe.edu.tr
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makalesiyle, bu yeni bilimsel alanin adin1 pekistirmis ve tartigmaya a¢cmustir.
Boylece geviri etkinligi ¢eviribilime doniigmiis, alan ile ilgili ilk siniflandirma
yapilmistir. Basta uygulamali dilbilimin bir alt dali olarak goriilen g¢eviribilim,
alana 6zgii yeni diisiinceler ile bagka alanlara bagli olmayan &zerk bir bilim dali
olma yolunda ilerlemistir. Ceviri, insana, dile ve kiiltiire ait bir etkinlik oldugu
icin diger alanlarla siki bir iliski igerisinde varligini siirdiirmektedir.
Gilinlimiizde ¢eviri ¢aligmalari, kiiltiirbilim, gostergebilim, sosyoloji,
antropoloji, metinlerarasilik gibi alanlarla iliskilendirilerek yapilmaktadir.
Giiniimiize degin ¢eviribilim alaninda farkli yaklagimlar sergileyen ve alana
onemli katkilarda bulunan kuramcilar bulunmaktadir. Yaklagimlar daha ¢ok
teknik, yazinsal gibi farkli metin tiirlerinin ¢eviri agsamalari, ¢evirmenin biligsel
stirecleri gibi konularda yapilmaktadir. 20. yiizy1l ¢eviribilimcilerinden biri olan
Edmond Cary farkli metin tiirleri (teknik, edebi; siir, tiyatro, roman...) igin
degisik ¢eviri yontemlerinin izlenmesi gerektigini onerir ve her biri igin dikkat
edilmesi gereken ayr1 noktalarm oldugunu belirtir. Cary’nin yaklagim
kuramdan ¢ok yontem niteligi tasir. Ciinkii Cary, yontemini sunarken onerilerini
net cizgilerle ayirmaz ve bu durum da Cary’nin diigiincelerini yontem veya
oneri olmaktan Oteye geciremez. Cary’ye gore ceviri islemine girisilmeden
once, metnin ya da sdylemin baglamin1 saptayabilmek ve yoOntem
belirleyebilmek i¢in neyin g¢evrildigini, ne/kim i¢in ¢evrildiginin, olayin
nerede/ne zaman gectiginin bilinmesi gerekir (Cary, 1996. s. 19). Giinliik
hayatinda da ¢evirmenlik yapan, bircok dile hakim olan ve saglam bir kiiltiir
birikimine sahip olan Cary, deneyimlerinden de yola g¢ikarak metin
siniflandirmas1 yapar ve yazinsal metinlerin g¢evirisi iizerinde c¢aligmalarini
sirdiiriir (Carry, 1996, s. 31). Cary’nin diger kuramcilardan ayrilan 6zelligi
daha ¢ok yazinsal metinlerin g¢evirisi ile ilgilenmesi ve her yazinsal tiiriin
kendine 0zgli ¢eviri yoOntemlerinin oldugunu savunmasidir. Caligmamizin
olusturulmasindaki amag, Cary’nin yontemini elestirel bir yaklasimla ele alarak
18. yiizyilin 6nemli eserlerinden Turcaret (Turcaret- Lesage), Les Fausses
Confidences (Sahte Sirdaslar- Marivaux) ve Le Mariage de Figaro (Figaro 'nun
Diigiinii- Beaumarchais) yu ele almaktir. Daha 6nce Cary yontemi {izerinde
durulan fazlaca calisma olmadigindan ve gereken 6nemi géremeyen Orhan Veli
Kanik (Turcaret), Safiye Hatay (Sahte Swdaslar) ve Rasat Nuri Darago
(Figaro’nun Diigiinii) gibi 6nemli Cumhuriyet Donemi ¢evirmenleri ve
cevirilerine dikkat cekebilmek i¢in ad1 gecen yazar, eser, ¢eviri ve ¢evirmenler
secilmistir.

Tiir olarak tiyatro, yazinsal tiirler arasinda 6nemli bir yere sahiptir. Cok eskilere
dayanan bu tiirlin cevirisi de 6nemli olmakla birlikte ceviri eylemi sirasinda
¢evirmene zorluk ¢ikarabilen ve sorun olusturabilen bir tiirdiir. Sahnelenmek
icin veya metin olarak yazilan tiyatro tiirii kendi igerisinde yazili dilde bile olsa
bir ritim barindirir. Tiyatro gevirisi ise hem sahnelenme amagli hem de metin
gevirisi olarak yapilabilir. Bazi durumlarda hem sahnelenmek i¢in hem de metin
olarak cevrilebilir. Sahnelenmek i¢in yapilan tiyatro gevirisi gorsel-isitsel sartlar
da eklenince biraz daha icinden ¢ikilamaz bir durum alabilir. Metin olarak
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yapilan tiyatro cevirisinde kaynak dildeki uyumu ve ritmi birebir olmasa bile
yakin sekilde erek dilde yakalamak cevirmen icin oldukca zordur. Ote yandan
didaktik alanda da bir tiir arag¢ olarak kullanilabilen tiyatro, toplumla i¢ ige
oldugundan kiiltiirel sdylemleri de igerisinde sik¢a barindirir. Bu kiiltiirel
sOylemlerin de kaynak kiiltiirden erek kiiltiire aktarim sirasinda aymi etkiyi ve
degeri saglamak agisindan zorluklar ¢ikardigi goriilebilir. Bu durumda kaynak
dil ve Kkiiltiirdeki bir tiyatro eserini bagka bir erek dil ve kiiltiire aynmi etkiyi
verecek sekilde, benzer ritmi ve akiciligi saglayarak aktarma gorevini {istlenen
cevirmenin sorumlulugu bir hayli artmaktadir. Calismamizda bu sorunlar
1s18inda Edmond Cary’nin yonteminden hareketle, 6rneklerle ve Onerilerle bir
¢Ozlime varmaya g¢alisacagiz. Biitiin bunlardan 6nce Edmond Cary’nin yazinsal
ceviri yontemi olarak tiyatro c¢evirisi iizerine olan goriislerine deginerek bu
konuda yapmis oldugu Onerilerini inceleyerek sorgulayacagiz.

1. Edmond Cary ve Tiyatro Cevirisi

Edmond Cary’ye gore “ceviri yalnizca dilsel bir islem degildir. Her tiiriin
kendine ozgli kurallar1 vardir” (1985, s. 67). Eger dilsel olgiitler baskin
cikiyorsa, iki dil arasindaki iliskilere dikkat etmek gerekir. Cary, ilk olarak
cevirinin olanakli olup olmadigi konusunu ele alir. Ceviri eylemi yiizyillardir
siiregelen bir aktivite oldugu icin ve tartigmali da olsa bu kadar
konusuldugundan dolay1 ¢evirinin ve Ceviribilim’in olanakli oldugu fikrini
savunur. Bu tartismalarin, o zamanin baglaminda ele alindig1 ve o doneme ait
oldugu i¢in, 6te yandan Ceviribilim’in bu tartismalar1 asarak 6zerkligini uzun
zaman Once kabul ettirdigini diisiinerek {izerinde durmayacagiz. Cary, 6ncelikle
farklt metin tiirleri iizerinde durur. Ozellikle de yiizyillar 6nce ortaya ¢ikmis
farkli metin tiirlerinin 6nemine deginir. Ciinkii ona gore de her metin tiirii
farklidir ve metin tiirlerinin kendine 6zgii nitelikleri vardir. Bu yiizden, farkli
metin tiirlerinin ¢evirisini yapmadan oOnce kaynak metni tlirsel olarak
siniflandirmak ve ceviri siiresince de tiir 6zelliklerini g6z oniine alarak g¢eviri
eylemini gerceklestirmek gerekmektedir. Baska bir deyisle, Cary’e gore degisik
yazinsal tiirlerin kendine 0zgli geviri yontemi vardir ve ¢evirmen bu tiir
ozelliklerine gore kendisine bir yol cizmeli, bu durumu goz Oniine alarak
kararlar vermeli ve cevirisini gergeklestirmelidir (Rifat, 2008, s. 55-60).
Ozellikle de yazinsal tiirler ve bu tiirlerin nasil ¢evrilmesi gerektigi iizerinde
duran Cary, yazinsal tiirlere gore degisik c¢eviri yoOntemleri Onerir. Biz
calismamizda Cary’nin tiyatro cevirisi ile ilgili yontemlerini ele alacagiz.

Tiyatro cevirisinde ¢evirmen, yapacagi c¢eviriyi hangi amaca yonelik
hazirliyorsa, ona gore caligmalidir. Bagka bir deyisle kaynak metnin islevini
erek Kkiiltiirde karsilayan, erek kiiltlir normlarim1 saglayan bir yaklasim
sergilemelidir. Boylece kaynak metinde anlatilmak istenen durum, verilmek
istenen anlam erek metinde de saglanmig olur. Metnin erek kiiltiirdeki islevi
onemlidir. Elestiri mi, gosteri mi ya da genglige yonelik bir yayim mi? Erek
kiiltiirdeki durum ve baglama Onem verilmelidir. Bu durumlar saglarken
karsimiza iki secenek gikar: ¢eviri (la traduction) ve uyarlama (1’adaptation)
yontemleri (Cary, 1985, s 68). Uyarlama ve ¢eviri arasma bir sinir ¢izgisi
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¢cekmek cok kolay olmamaktadir. Ciinkii bu ¢izgi, ¢ok devingen bir &zellik
gosterir. Uyarlama, kaynak metni ¢ok dikkate almadan, fazla erek odakli bir
yonelimde bulunur ve kaynak metni erek metinde degistiren bir Ozellige
sahiptir, bir ¢esit taklittir. Ceviri ise kaynak metin sinirlari igerisinde erek metni
olusturur, erek odaklidir fakat bir o kadar da kaynak odaklidir. Kaynak metnin
siirlarina saygi duyar, onun erek metinde esdegerligini ve etkisini hatalarla ya
da kotii kurulmus ciimlelerle degil, kiiltiirel degeri ve anlami (le sens) verebilme
acisindan saglar.

Cary’e gore, tiyatro cevirisinde kaynak metnin sinirlari ile erek metni olusturup,
kaynak metnin etkisini, iglevini ve esdegerini erek metinde ve kiiltiirde
saglamak, “Ne g¢eviriyorsunuz? Ne zaman, nerede, kim igin ¢eviriyorsunuz?”
sorularina cevap bulmak gerekir (Cary, 1985, s. 34). Kisacasi uyarlama degil de
tam anlamiyla c¢eviri yapmak gerekir. Tiyatro ¢evirisinde ayrintiy1
yakalayabilmek icin yine ayrintiyla ugragilmasi, titrem ve ritim bozukluklarina
sebep olur, ciinkii 6zellikle de eski donem tiyatrosunda, diyalog seklinde bir
ilerleme oldugu igin, giirsel bir dil ve ritim vardir. Bu durum 6zellikle de dize
seklinde kaleme alinan tiyatro oyunlarimin c¢evirisinde onemlidir. Ciinkil
cevirmen kaynak metindeki ritmi, ahengi ve ses uyumunu olabildigince erek
metinde de saglayabilmelidir ve miimkiin oldugunca ayni etkiyi erek kiiltiirde
uyandirabilmelidir. Cary, ¢eviride erek metinde ayni esdegerligi vermenin ve
erek odakli yaklasimin gerekliliginden s6z eder. Cevirmen yapacagi ceviriyi
neye yonelik olarak hazirliyorsa, ona gore calisacaktir (Cary, 1985, s. 67).
Bdylece erek kiiltiir normlarini géz 6niinde bulunduran ¢evirmen calistigi metin
ile bagintili olarak kendi bilgi birikimini de zenginlestirir. Bir tiyatro oyunu
cevirmeni, yazarin halk iizerinde biraktigi etkiye ihanet etmeme kaygist
tagimalidir. Zira bir ters anlam (contresens) izleyicilere ulasabilir; yanls bir
degerlendirme oyunu tam bir basarisizliga gotiirebilir (Cary, 1985, s. 70).
Ogretici bir 6zellige sahip olan tiyatro oyunlarinda verilmek istenen mesajin
dogru bir sekilde izleyiciye iletilmesi gerekmektedir, bdylece oyun amacina
ulasabilir.

Tiyatro gevirisi silireci boyunca ¢evirmen bir takim sorunlarla karsilasabilir.
Tiyatro hem goze hem kulaga hitap ettigi icin ve sahnelenmek amaciyla
yazildigindan cevirisi yapilirken bircok etmeni de gbz oniinde bulundurmak
gerekmektedir. Cevirmen sadece sOylenmek istenen mesaji degil, ayn1 zamanda
bigemi, titremi, ahengi ve ritmi sahne etmenlerini g6z dniinde bulundurarak erek
metinde saglamalidir. Tiyatro ¢evirisinin bir diger sorunu ise kiiltiirel
gostergelerdir. Tiyatro oyunlart toplumu dogrudan yansitma niteligine sahip
oldugundan igerisinde kiiltiirel gostergeler veya kiiltiirel sdylemler barindirirlar.
Bu kiiltiirel séylemleri de dogru bicimde ve erek kiiltiirde ayn1 etkiyi saglayacak
esdegerlikler bularak saglamak gerekmektedir. Bu noktada ¢evirmen birikimini
kullanarak dogru kararlar vermeli, secimlerini de uygun bir sekilde yapmalidir.
Cary, yaklasiminda kiltiirel gostergelere ve sOylemlere deginmez, sadece erek
kiiltiirde ayni1 etkiyi saglayan islevselligin olmasi gerektiginden yiizeysel bir
sekilde bahseder. Ozellikle de tiyatro ¢evirisi icin énemli olan kiiltiir kavramini
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g0z ardi ettigi igin elestirilebilir. Cary, yonteminde daha ylizeysel bir diizeyde
kalarak genel anlamda yazinsal ¢eviride dikkat edilmesi gereken noktalara
deginir. Ancak toplum ve edebiyat iliskisi tarih boyunca siiregelen bir
gercekliktir ve giiniimiizde de bu iliski devam etmektedir. Ozellikle de XVIIL.
yiizyil Fransiz tiyatrosunda bu durum yogun bir sekilde vardir; tiyatro oyunlar
diger tiirlerde oldugundan daha ¢ok o donem toplumunun birer yansimasi,
gostergesidir. Bagka bir deyisle, tiyatro tiir olarak dogas1 geregi, toplum ve
kiiltiir ile siki bir iliski icerisindedir. Bu yiizden tiyatro ¢evirisi yapilirken o
donemin toplum o6zellikleri de goz onlinde bulundurulmalidir. Erek kiiltiiriin
durumu, baglami ve meraki da 6nemlidir. Ceviri tarihinde 6nemli bir yeri olan
ve g¢eviri lizerine bilimsel nitelikte diigiincelere sahip olan Schleirmacher’e gore,
eger okur, yazara gitmek, o diislinlis ve kiiltiirii tanimak, kendini gelistirmek
isterse, yazarin kiiltlirline girerek, onu 6grendikleriyle daha kolay anlayabilir.
Bdylece okur kaynak metnin kiiltiirii hakkinda bilgi edinerek diinya goriisiinii de
genigletebilir (Yazici, 2005, s. 72-75). Schleirmacher bu kaynak odakli
yaklagimi benimseyen yonteme ‘“yabancilastirma” adini verir; erek kiiltiir
okuyucusu kaynak odakli ¢eviriyle kendi kiiltiiriine yabancilagarak kaynak
kiiltiire yaklasir, o kiiltiiri ve kaynak dilin 6zelliklerini tanir (Stolze, 1993, s.
13-14). Burada onemli olan iki kiiltiir arasinda bir ortak kiiltiir yaratmak ve
duygu ortakligi saglayabilmektir. Ciinkii 6zellikle de sahnelenmek igin yapilan
tiyatro g¢evirisi, bir gosteriye, bir izleyici grubuna ve belli bir yerde, belli bir
tarihte sahnelenerek sunulacak bir oyundur. Tiyatro cevirisi yazidan sahneye
gectigi icin bir ¢esit uyarlamaya doniigiir. Bu doniisiim gilinlimiizde daha ¢ok
ayni1 dil igerisinde romandan sinemaya, operaya ya da siirden tabloya ya da tam
tersi gibi farkli sistemler arasinda yapilan g¢eviri ya da uyarlama seklinde
yapilmaktadir ve buna da {inlii dilbilimci Jakobson’un tanimiyla gdstergelerarasi
ceviri denmektedir (Jakobson, 1963, s. 79). Edebiyat alaninda da ekfrasis
(ekphrasis) olarak adlandirilir.

Kisacas1 iki kiiltiir arasinda duygu ortakligi saglayan, ritmi yakalayan, erek
odakli ancak kaynak metinden de tamamen kopmayan, ayn1 degeri ve etkiyi,
islevi erek kiiltiirde verebilecek, ayrintilar atlanmaksizin bir tiyatro c¢evirisinin
yapilmasi gerektigi diisiincesine varmaktayiz. Bu noktadan sonra Cary’nin
onerilerinden hareketle uygulamali bir yaklasimla, XVIII. ylizyilin 6nemli
tiyatro eserlerinden ceviri Ornekleri ile durumu betimlemeye ve Oneriler
sunmaya calisacagiz.

2. Ceviri Incelemesi

[k incelememiz Lesage’in 1709 yilinda yazdig: ve dilimize 1946 yilinda Orhan
Veli Kanik tarafindan cevrilen Turcaret (Turcaret) adli komedi oyunundan
ceviri 0rnekleri lizerinde yapilacaktir.

LA BARONNE
Vous étes universel, monsieur; vous vous connaissez a tout.
M. TURCARET
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Oui! grace au Ciel, et surtout en batiment. Vous verrez,vous verrez 1’hotel que je
vais faire batir (Act. III, Sc. IV, p. 57).

BAYAN BARON. — Miikemmel bir insansiniz, mosy0, her seyden anliyorsunuz.

TUCARET. — Hamdolsun, her seyden anlarim; bilhassa insaattan. Goreceksiniz,

oteli yaptirdigim zaman goreceksiniz (P 111, s. IV, s. 53).
Bayan Baron ve Turcaret arasinda gegen konusmadan alinan g¢eviri kesitinde
cevirmen daha ¢ok erek odakli bir yaklasimi benimsemistir diyebiliriz. ilk
kisimda Bayan Baron’un soOyledigi “Vous étes universel” kismini ¢evirmen
dilimize “Mikemmel bir insansimiz” seklinde aktarmustir. “Universel” (¢ok
yonlii, genis bilgili, evrensel, genel) sifatim1 “miikemmel” esdegeri ile
karsilamigtir. Ancak bu sOzcligiin aym degeri ve etkiyi saglayamadigi
diistiniilebilir. Baglami g6z Oniine aldigimizda burada sdylenmek ve
vurgulanmak istenen Turcaret’nin her seyden anladigi, cok bilgili, genis bir
yelpazeye sahip oldugudur. “Mikemmel” sifati bu niteligi de icinde
barindirabilir, fakat acik bir sekilde ayni anlami ve etkiyi veremeyebilir. Bunun
yerine “Cok marifetli bir insansiniz/ On parmagimizda on marifet” gibi bir
esdegerlik, daha acik ve sOylenmek isteneni vermek acisindan daha vurgulu
olabilir. Boylece baglam ac¢isindan kaynak metnin sinirlarina biraz daha yakin
durulabilir.

Ikinci kisimda, “grce au ciel” ifadesi dilimize tamamen erek odakli bir
yaklagim ile “Hamdolsun” kiiltlirel sdylemiyle aktarilmigtir. Siikretme anlamini
veren ve kiiltiirel soylem 6zelligi tasiyan ifade erek metinde esdegerini bularak
ve erek kiiltiirde kullanilan, ayni anlami, etkiyi ve degeri veren bir ifade ile
kargilanmistir, diyebiliriz. “Tanr1’ya siikiir” anlamina gelen ifade erek metinde
ona karsilik olan “hamdolsun” kiiltiirel sdylemi ile aktarilmstir.

LISETTE, seule

La bonne maison que celle-ci pour Frontin et pour moi! Nous avons déja

soixante pistoles, et il nous en reviendra peut-&tre autant de 1’acte solidaire.

Courage! Si nous gagnons souvent de ces petites sommes-1a, nous en aurons a la

fin une raisonnable (Ac. V, sc. I, p. 106).

LISETTE, yalniz

LISETTE. — Dogrusu benim i¢in de, Frontin i¢in de 4l bir ev burasi. Daha

simdiden altmis altinimiz var, ihtimal katir senedinin de parasi gelecek. Haydi

bakalim, gayret! Damlaya damlaya gol olur (P. V, s. I, s. 96).
Lisette’in yalniz basina yaptigi monologda, ilk dikkat ¢eken nokta ¢evirmenin
aciklamaya (didascalie) sadik kalarak onu da birebir aktarmis olmasidir.
Lisette’in yalniz oldugunu belirten “seule” ifadesi erek metinde de goz ardi
edilmeyerek aktarilmistir ki bu tiyatro g¢evirilerinde dikkate alinmasi gereken
onemli bir durumdur. Bu oyunlar sahnelendikleri i¢in okurun sahneyi goziinde
canlandirabilmesi agisindan gereklidir. Lisette’in  konugmasinda gegen
“Courage!” ifadesi erek metne “Haydi bakalim, gayret!” seklinde erek odakli
bir yaklasim ile aktarilmistir. “Courage” kullanimi Fransiz kiiltiiriinde farkl
baglamlarda anlam degisikligine ugrayabilen bir ifadedir. “Cesaret” anlamina
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gelen sozciik, “bon courage” dendiginde “basarilar/ iyi sanslar” anlamim verir.
Buradaki baglamda ise “sabretme / gayret etme / destekleme / moral verme,
kendini telkin etme” anlamlarini vermektedir. Cevirmen, “Haydi bakalim,
gayret!” seklinde aktararak vurguyu arttirmus, erek kiiltiirde ayni etkiyi verip
ayn1 degeri saglamistir ve kiiltiirel bir ¢eviri yapmustir, diyebiliriz.

Daha sonraki “Si nous gagnons souvent de ces petites sommes-la, nous en
aurons a la fin une raisonnable” ciimlesi ise tam anlamiyla erek yaklasgimla ve
erek kiiltiirde tam da sdylenmek isteneni veren kiiltiirel bir sdylem olan atasozii
kalip kullanim1 “Damlaya damlaya gol olur” ifadesi ile verilmistir. Durum ve
baglama uygun diisen bu ifade erek kiiltiirde ayni etkiyi fazlasiyla uyandirip tam
da soylenmek istenen yansitilmistir. Amaglanan ifade, “kiiclik miktarlarda para
biriktirme ve sonunda iyi bir maddi duruma sahip olma” anlamindadir. Kaynak
metindeki climle, erek metindeki kalibin tam bir agiklamasidir, diyebiliriz
clinkii sozciigii sozciigiine bakildiginda “kiiciik miktarlarda birikim yaparsak,
sonunda makul bir kazancimiz olacak” gibi bir anlam ortaya ¢ikmaktadir.

LISETTE Peste! (Ac. V, sc. III, p. 107).
LISETTE. — Vay, vay, vay! (P. V, s. II1, s. 98).

Lisette’in vermis oldugu bir tepkiyi, sasirma durumunu yansitan “Peste!”
inlemi “vay canina” anlamina gelmektedir. Cevirmen bu ifadeyi daha vurgulu
bir hale getirerek erek metine, erek odakli bir sekilde “vay, vay, vay!” seklinde
aktarmigtir. Erek kiiltiirde daha yaygin olan kullamimi tercih eden ¢evirmen
“vay cania” yerine s0zciigii sozcligiine ¢eviri yapmayarak kabul edilebilir bir
tercihte bulunmustur.

Ikinci incelememizi Marivaux’nun yazmis oldugu Les Fausses Confidences

(Sahte Sirdaglar) adli komedi oyunundan alintilarla siirdiirecegiz. 1737 yilinda
yazilan bu oyun dilimize 1949 yilinda Safiye Hatay tarafindan ¢evrilmistir.

DUBOIS. — ... Adieu; je vous quitte. J’entends quelqu’un: c’est peut-&tre
Monsieur Remy... (Ac. I, sc. II, p. 22).
DUBOIS. — ... Allaha 1smarladik, ben gidiyorum. Galiba biri geliyor belki de

mosyd Remy’dir... (P. I, s. II, s. 7).
Dubois’nin konugmasindan alinan kesitte bir veda, bulundugu yerden ayrilmak
lizere olma durumu s6z konusudur. Cevirmen, kaynak metindeki “Adieu; je
vous quitte” kismimi sozcligii sozciigiine “Elveda, sizi terkediyorum” seklinde
sOzciigii sozcligline degil de erek odakli bir yaklagimla ve erek kiiltiirde aym
etkiyi yaratip (kiiltiirel ¢eviri), degerini verecek sekilde “Allaha 1smarladik, ben
gidiyorum” seklinde aktarmistir. Burada “allaha 1smarladik” ifadesi
kiiltiiriimiize ait, bir yerden ayrilirken sdylenen “sizi allaha emanet ediyorum”
anlamina gelen kalip bir ifadedir, igerisinde dini etkiler de barindiran bu kiiltiirel
ifade kaynak metindeki veda kalib1 olan “adieu” kullanimin1 esdegerlik olarak
karsilayabilir. Ote yandan “je vous quitte” ciimlesi ise yine erek odakli bir
yaklagim ile “ben gidiyorum” seklinde aktarilmistir, ¢iinkii kaynak metinde
sOylenen tiimcenin sdylemek istedigi sey, kisinin o ortamdan ayrilmasidir. Ayni
sekilde “j’entends quelqu’un” tiimcesi de “birini duyuyorum” gibi sozciigi

91



BB Edmond Cary’nin Yazinsal Ceviri Yonteminin Temel Ozellikleri: Tiyatro Cevirisi Ornegi

sOzcligline bir yaklasim yerine “galiba biri geliyor” gibi erek odakli, o andaki
durum ve baglam g6z oniine alinarak aktarilmigtir. Burada gizli bir konusma s6z
konusudur ve ii¢lincii biri ortama girmektedir. Baglam g6z Oniine alindiginda
da, aslinda oradaki sesin birinin oraya dogru yaklastigi, geldigi sesi oldugundan
“galiba biri geliyor” esdegerligi ile yerinde bir sekilde karsilanmistir,
diyebiliriz. Son olarak “c’est peut-étre Monsieur Remy” ifadesi de erek metne
sOzciigii sozciigiine bir yaklasimla direkt “belki de mosyd Remy” seklinde
aktarilmistir. Burada segenek olarak, oradaki heyecanit ve vurguyu, korkuyu
verebilmek i¢in (¢linkii gizli bir durum s6z konusu) “galiba biri geliyor, mosyo
Remy mi 0?” ya da “yoksa mosyd Remy mi?” gibi karsiliklar da uygun
olabilirdi.

MADAME ARGANTE, d’un ton aigre. — ... (A. II, sc. X, p. 57).

MADAM ARGANTE, eksi bir suratla. — ... (P.IL, s. X, s. 58).

Daha once de belirtildigi gibi tiyatro gevirilerinde ara agiklama ciimleleri
(didascalie) ¢ok onemlidir. Tiyatro metinlerinde bolca bulunan ara ciimleleri,
sahneyi okuyucunun goziinde canlandirmak acisindan, erek metinde de
aktarmak Onemlidir. Madame Argante’in konusmasina baslamadan Once
okuyucuya o anda karakterin i¢inde bulundugu ruh halini, gorlinisiini ve
sahneyi verebilmek adina “d’un ton aigre” (eksi bir ses tonuyla) agiklamasi
verilmigtir. Bu kisim erek metinde “eksi bir suratla” seklinde aktarilmugtir.
Karakterin ruh halini ses tonu iizerinden vermek isteyen kaynak metinin aksine
erek metinde c¢evirmen bu ruh halini yiiz sekli {izerinden vermek istemistir.
“Ses” anlamina gelen “le ton” sdzciigii, o anda karakterin yiiziine de yansimig
olacagindan ve dilimizde boyle bir kullanimin daha yaygin olusundan “eksi bir
sesle / ses tonuyla” seklinde degil de “eksi bir suratla” olarak aktarilmistir.
Ciinkii yliiz mimikleri ve ses tonu arasinda direkt bir bag vardir. Ses tonunun
degiskenligi yiize de yansimaktadir ya da tam tersi ylizdeki mimik degisikligi
duruma gore sese de yansiyabilir.

ARAMINTE, d’un air vif. — ... (A. I, sc. XIL p. 59).

ARAMINTE, asabi bir tavirla. — ... (P. II, s.XII, s. 62).

Ornekte de goriildiigii iizere ara ciimledeki (didascalie) “vif’ sifatt “canli,
heyecanli” anlamlarim vermektedir. Kaynak metindeki “d’un air vif” (heyecanl
bir tavirla) ara ciimlesini ¢evirmen erek metinde “asabi bir tavirla” karsiligr ile
vermistir. Genel anlamda “vif” sifat1 “asabi” anlamini icerisinde barindirmasa
da baglamdan yola ¢ikildiginda ki Araminte burada sinirlenmistir, ¢evirmenin
secimi yerinde goriilebilir. Ote yandan “un air” (hava, eda) sozciigii de erek
metinde uygun karsiligini bularak “tavir” esdegerligi ile verilmistir.

Alintilar yapacagimiz li¢lincii inceleme eseri, yine XVIIIL. ylizyilin énemli oyun
yazarlarindan Beaumarchais’nin 1784 yilinda yazdigi ve dilimize Resat Nuri
Darago tarafindan 1942 yilinda c¢evrilmis olan Le Mariage de Figaro
(Figaro nun Diigiinii) adli komedi oyunudur.

FIGARO. — Dix-neuf pieds sur vingt-six. (A.L, sc.I, p. 13).
FIGARO. -- Eni on dokuz kadem. Boyu yirmi alti.(P.I, s.I, s.11).
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Oyunun baglangicinda Figaro ile Suzanne’in yer aldigi bu sahnede, Figaro,
bulunduklari odanin zeminini 6lgmektedir. Kaynak metindeki o6l¢ii birimi
“pieds” (ayak) erek metinde “kadem” olarak karsiligini bulmustur. “Kadem”,
Osmanli doneminde kullanilan ayak 6l¢ii birimidir. Her adim ortalama otuz yedi
santimetre olarak diigiiniiliir. Oyunun c¢evirisinin yapildigi dénem ve Osmanl
etkisi goz Oniine alinirsa (1940’11 yillar), ¢evirmenin Osmanli 6l¢ii birimi olan
“kadem” esdegerligini erek metinde tercih ederek kaynak metindeki anlami da
sagladig1 goriilebilir. Ote yandan, kaynak metinde tek bir tiimce olarak goriilen
ifadenin, erek metinde daha agik bir karsilik bulmasi i¢in iki tiimceye boliinerek
“yirmi alttya on dokuz” gibi bir s6zciigii sézciigiine ¢eviri yerine “Eni on dokuz
kadem. Boyu yirmi alti” seklinde erek odakli bir yaklasimla aktarilmistir.
Boylece c¢evirmen, sdylenmek isteneni daha acik bir sekilde ifade etmistir
diyebiliriz.

SUZANNE. — Oh! que non! Monseigneur n’y met pas tant de fagon avec sa

servante: il voulait m’acheter (A. II, sc. I, p. 35).

SUZANNE. - Ne miinasebet! Efendimiz hizmetgisiyle o kadar agir bir kiilfete

katlanmaz. Beni sadece para ile elde etmek istedi (P. II, s. I, s. 76).

Suzanne ve Kontes arasinda gegen konusmadan alman bu kisimda, kaynak
metindeki “Oh! que non!” erek metinde “Ne miinasebet!” seklinde erek odakl
bir yaklagim (kiiltiirel sdylem ¢evirisi) ile aktarilmistir. Kaynak metinde bir
karsi ¢ikma, itiraz etme gibi olumsuz bir anlam veren bu ifade erek metinde,
erek kiiltiir kullanimi olan esdeger bir ifade ile kargilanmistir. Cevirmen sadece
“hayir” ya da “hayir oyle degil” gibi diiz ve sozciigli sdzcliiine bir se¢im
yapmamugtir. BoOylece “Ne miinasebet!” kalibi ile ayni anlami ve etkiyi
verebilmistir, diyebiliriz.

BRID’OISON, stupéfait. — Sa-a complice! (A. V, sc. XII, p. 115). BRID’OISON

(Hayretle) Ss..ss.. su¢ ortagi mi1 ?... (P. V, s. XII, s. 324).

Brid’oison’un Kont ile yaptig1 bu konugmada saskinlik, hayret ve heyecan gibi
bir duygu 6n plandadir. Ayrica kekeme olan Brid’oison’un konusmasi, kaynak
metinde “Sa-a complice!” seklinde bir {inlem ciimlesi ile verilmistir. Bu
ctimlede Brid’oison’un kekemeligi, aitlik bildiren “sa” (onun) kullanimi ve “a”
harfi vurgusuyla verilmistir. Fransiz dilinin yapisindan kaynakli olmasi
muhtemel olan bu vurgu yeri dilden dile degismektedir. Ifade, erek metinde
“Ss..ss.. sug ortagi mi1?...” seklinde bir esdegerlik ile verilmistir, vurgu ise “sug”
sOzcligii tizerinden “s” harfindedir. Kekemelik vurgusu daha ¢ok sozciiklerin ilk
harfleri iizerinde oldugundan ¢evirmen erek odakli bir yontem ile ayni etkiyi
erek kiiltiirde verebildigi sdylenebilir. Ote yandan kaynak metindeki iinlem
climlesi, erek metinde soru climlesi halini almistir. Baglam agisindan saskinlikla
birlikte merak anlami barmndirdigr icin c¢evirmen bodyle bir se¢im yapmis
olabilir. Ayrica erek dil, yapisi geregi kaynak dildeki kullanimin vermek istedigi
anlami birebir karsilayamadigindan zorunlu olarak boyle bir esdegerlik secilmis
olabilir, ¢iinkii Tiirkgede “su¢ ortagi!” dedigimizde anlam tamamen saskinlik
yoniinde olur. Fakat “sug¢ ortagt mi?” dendiginde hem bir merak hem de bir
saskinlig1 verebilir. Ote yandan ses vurgusu ve baglam da ¢ok Onemlidir.
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Kisacas1 cevirmenin, yerinde segimler yaparak erek kiiltlirde ayni etkiyi
uyandirdig1 soylenebilir.

Sonug¢

Tiyatro gevirisi edebiyat ve toplum tarihi boyunca 6nemli bir rol oynamistir,
zira tiyatro oyunlar1 bir toplumu ve dénemi yansitmada, etkilemede ve egitimde
onemli bir rol iistlenir. Bu duruma kosut olarak tiyatro cevirileri de erek
kiiltiirlerde boyle bir konumda olabilmektedir. Ayrica s6z konusu ¢evirmenler
erek kitleyi kaynak kitleye tanitma ya da tam tersi durumlarda da karsilikli bir
kiiltiir aligverisi gorevini iistlenirler. Calismamizda, 18. yiizyilin iic 6nemli eseri
olan Turcaret (Turcaret), Les Fausses Confidences (Sahte Sirdaslar) ve Le
Mariage de Figaro (Figaro ’nun Diigiinii) adl1 oyunlarin ¢evirileri lizerinde {inli
ceviribilimei Edmond Cary’nin tiyatro cevirisi yonteminden hareketle bir
inceleme yapilmistir. Incelemeden ortaya gikan sonug ise Cary’nin ydnteminin
uygulanabilir ve gevirilerde goriilebilir bir durum oldugu, ayrica tavsiye ettigi
yontemin ve dikkat edilmesi gereken kosullarin da yerine getirilebildigini
kanitlamaktadir. Ancak Cary, tam bir detayli siniflandirma yapmadigi igin ve
alanla ilgili yenilik¢i bir girisimde bulunmadigindan, onerileri kuramsal bir
nitelik tasimayip sadece yiizeysel bir yontem ya da yonlendirme olarak
adlandirilabilir. Ote yandan Cary’nin, tiyatro cevirisinde cokca bulunan kiiltiirel
sOylemleri, baska bir deyisle kiiltiirleraras1 geviriyi géz ardi ettigi sOylenebilir.
Ciinkii Cary’nin daha ¢ok esdegerlik ve ayni etkiyi yaratip ayn1 anlami verme
durumlar1 iizerinde yogunlastigi goriiliir fakat tiyatro cevirisi sadece bu
durumlardan ibaret degildir. Ayni1 zamanda kiiltiirel aktarimin da saglanmasi
gerekli goriilmektedir. Bunu da ¢evirmen, erek kiiltiirdeki kiiltiirel kullanimlari
duruma uygun bir sekilde titizlikle ve yerini dolduracak sekilde dogru kararlar
vererek ve karsiligin1 ayni etkiyi ve degeri erek kiiltiirde vererek, tam olarak
aktarmaya dikkat ederek saglayabilir, segimlerini bu yonde yapabilir.
Orneklendirme icin ele aldigimiz cevirilerde de, agirlikli olarak erek odakli bir
yaklagim benimsenmis, kaynak metindeki kiiltiirel 6geler erek metinde ayni
etkiyi uyandiracak, aym degeri verebilecek sekilde aktarilmis ve yazar okura
gotliirerek kaynak metnin degerinin erek kiiltirde saglanmis oldugunu
sOyleyebiliriz. Ayrica ¢evirmenler uyarlamadan (adaptation) ¢ok ceviri yapma
egilimi gostermislerdir. Ciinkii her ne kadar yazar okura gotiiriilse de yapilan
cevirilerde ceviri esintileri hissedilmektedir. Bagka bir deyisle kaynak metinler
tamamen goz ardi edilmeyip 6zellikle de verilmek istenen mesaj ya da anlam
erek metinlerde de saglanmistir. 18. yiizyilda yazilmig bu eserlerin dilimize
ancak iki ylizy1l sonra g¢evrilmis oldugu (20. ylizyilda) gbz oOniine alinirsa,
yapilan bu cevirilerin erek kiiltlir agisindan kendi donemlerinin etkisi altinda
kalarak yapildiklar1 sdylenebilir. Bagka bir deyisle daha giincel bir dil kullanimi
benimsenmistir. Biz de yorumlarimizi yaparken giincel dil unsurlarimi ve
modernize edilmis durumlar1 goz 6niine aldik. Ciinkii ¢eviri eylemi siirecinde
kaynak kiiltlir kadar erek kiiltiir baglami1 da 6nemli bir rol oynar. Bu sebepten
buradaki zaman farkliligi da g6z Oniine alinmalidir. Ciinkii kaynak metin
konumundaki bir tiyatro oyunu, kaynak kiiltiir toplumunu yansittig1 gibi erek
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metin konumundaki ¢evirisi de erek kiiltiir toplumunu yansitmali hatta
kiiltiirleraras1 bir niteligine sahip olarak erek kiiltiirii gelistirmelidir. Bu durum
ozellikle de igerisinde toplumsal ve kiiltiirel 6geleri ¢okga barindiran yazinsal
metin c¢evirilerinde 6ne ¢ikmalidir (Yazici, 2001, s. 20). Boylece igerisinde
gostergeleri yogun bir sekilde barindiran tiyatro oyunlari bize yazildigi ve
cevrildigi donemle ilgili bilgi verme Ozelligine sahiptir. Bu nedenle, tiyatro
oyunlarmin kiiltiirel sdylemler de igerdigini ve bu alanda yapilan g¢evirilerin
bahsi gecen agilardan 6nemini géz ardi etmememiz gerekir.
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THE PRINCIPLE QUALITIES OF EDMOND CARY’S METHOD
OF LITERARY TRANSLATION: AN ANALYSIS OF THEATRE
TRANSLATION

Abstract: As a literary genre, theatre and its translation has an important
role in translation studies. The texts of theatre are written to be staged and
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they have especially the audio-visual elements as well as social and
cultural discourses. These texts have also a didactic mission. Therefore,
translators face with some translating problems because they should
transfer the same message of the source text to the target text with same
style and same effect as far as possible. Because, a translator should
constitute a bridge between two cultures and this process of translation
become a problematic for him or her. E. Cary, who is an important
theorist in the field of translation studies, proposes some special
definitions and approaches about translation of the literary genres. Cary
claims that we should follow a different method of translation for all
literary genres and he emphasizes the slight border between translation
and adaptation. In this study, we will mention the general frame of E.
Cary’s translation approach about the texts of theatre, and then we will try
to show Cary’s translation process on translations from Turkish into
French of the 18" century’s important literary works as Turcaret
(Lesage), Le marriage de Figaro (Beaumarchais) and Les Fausses
Confidences (Mariveaux). On the other hand, we will try to make an
analysis of translation and make some propositions about these different
translations.

Keywords: Theatre, Edmond Cary, Translation, Adaptation, Translation
Studies, Cultural Discourses.
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JOHN DRYDEN, RESTORATION, AND NEOCLASSICISM: SAMPLES
OF PRESCRIPTIVE CRITICISM IN ENGLISH LITERATURE

Petru GOLBAN'

Ozet: Edebi elestiri, amaci belli caligmalari analiz etmek olmakla beraber,
edebi metni degerlendirme ve anlama entelektiiel yetisi anlamina da gelir;
fakat bir¢ok elestirmen 20. Yiizyildan Once bunu basarmis olmasina
ragmen, Ingiliz gegmisinde elestiri, elestirel eylemin dogasina yabanci
baz1 nedenlerle baslamistir. Ornegin, Sydney savunur, Dryden 6ngériir,
Pope diisiiniir ve 6ngoriir, Fielding yeni bir tiir ve Wordworth yeni bir siir
cesidi tanitir vb. Neoklasik dénemde Ingiliz elestirisi karmasik ve cok
sesli bir olguydu ve normatif bir elestirel sdylem gelistiren yazar vey
azar-elestirmenler tarafindan temsil ediliyordu. John Dryden ve “Of
Dramatic Poesi” denemesi Restorasyon donemi ingiliz elestirisinin
durumunu daha iyi gosterecekti. 18. Yiizyilin ilk yarisina Alexander
Pope’un “An Essay on Criticism and An Essay on Man”inde ifade edilen
neoklasik fikirler yon vermisti. Ikinci yarisi, Dr. Samuel Johnson’in
karakteri ve Influential Lives of the Poets and Dictionary of the English
Language adli ederi tarafindan yénlendirilmisti. ingiliz Edebiyatinda
neoklasik doneme ait en ongorilii elestirel ses, John Dryden’inkiydi ve
Alexander Pope da ona eslik ediyordu. Bu ¢alismanin amaci, Dryden ve
Pope’un elestirel sdylemleri baglaminda, 6ngérii ve elestirinin 6ziinii,
edebiyati agiklayarak ona yon vermesi olarak ortaya ¢ikarmaktir.

Anahtar Soézciikler: Restorasyon, Neoklasizm, Edebiyat Elestirisi,
Edebiyat Kuram, Elestirmen, Yazar-Elestirmen.

Introduction

In English literature, neoclassicism is a period of literary history covering the
last part of the seventeenth century throughout the eighteenth century;
neoclassicism is a movement in literature with its poetic works and a strongly
normative and prescriptive doctrine; and also neoclassicism is the creator of a
particular trend in poetry, philosophical and satirical.

English literature of the last decades of the seventeenth century and most of the
eighteenth century, or, more precisely, the period from 1660s to 1780s (that is,
from Restoration to the rise of Romanticism), was dominated by classical
doctrine that continued and institutionalised the revival of ancient classical
tradition that had started in Renaissance.

! Dog. Dr., Nanuk Kemal Universitesi, Fen-Edebiyat Fakiiltesi, ingiliz Dili ve Edebiyat1 Boliimii.
pgolban@nku.edu.tr
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The new classical doctrine — which is referred to as “neoclassicism” —
prescribed styles and rules of writing to writers and ways of critical thinking to
literary scholars of the period, thus promoting the dependence of literature upon
the ancient models. The leading country in Europe, both politically and
culturally, France became the source of spreading the classical ideas to other
countries, including Britain, pleading for what is natural and reasonable, and for
rules, order, clarity, measure, sense of proportion, and good taste. On the
general social level, following the “Glorious Revolution” of 1688 and the 1707
“Act for a Union of the Two Kingdoms of England and Scotland”, Britain
steadily embarked on the path of progress and prosperity based on the idea of
order and proportion. The nation acquired a sense of stability and self-
confidence, where
an ideal of providential harmony, of co-operation, and of a political order
reflecting that of nature seemed to many to be realized in the triumph of practical
reason, liberal religion, and impartial law. Temperate kings would reign over a
united nation in which individual liberty would be constitutionally guaranteed
(Sanders, 1994, p. 277).
Based on ancient tradition and classical values, neoclassicism is the dominant
theory of the period, whose corresponding literary practice includes satirical and
philosophical poetry. It would influence not only the contemporary poetry and
the consolidation of the novel writing tradition in the eighteenth century, but
also the later Victorian realism with its novels of the socially concerned,
realistic, traditional, normative, and moral type.

Coinciding with and corresponding to the general European “Age of
Enlightenment”, neoclassicism, its literary version in English cultural
background, is considered as a period of literary history dating from 1660s to
1780s and as consisting of three parts: (1) the “Restoration Age” (1660-1700),
or the “Age of Dryden”, followed by (2) the “Augustan Age” (1700-1750s), or
the “Age of Pope”, and by (3) the “Age of Johnson” (1750s-1780s) which
coincides with the “Age of Sensibility”, both reflecting the decline of the
neoclassical period.

Starting with the weakening of neoclassicism by the mid-eighteenth century,
Pre-Romanticism would mark the transition of literature from the neoclassical
to the Romantic period. The rise of the novel (with its realistic element, moral
didacticism, and comic features) would signify the consolidation of an almost
entirely new genre in English literature, that of imaginative prose, as well as the
later flourishing of fiction, both novel and short story, in Victorian and later
periods. Pre-Romanticism was a trend in poetry (“primitive” and “mournfully
reflective”) which manifested as an alternative to neoclassical poetry and as a
precursor to Romanticism, without developing important critical theories. On
the contrary, neoclassicism embraced both theory and literary practice, and
many of the founders of the English novel expressed critical views on the newly
rising genre.
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1. The Literary Criticism of the Seventeenth Century in General European
Context

Following the period of Baroque, the seventeenth century further extended the
direction of classicism in European practice and theory of art. Classicism as the
most important cultural aspect of the century owes its critical relevance to the
major French thinkers of the period. Among them, Francois de Malherbe and
Michel de Montaigne seeking to achieve the purification of native language for
clear communication, and Chapelain, Corneille, d’ Aubignac, Bouhours, Rapin,
and Boileau, the last three, especially, as the real founders of the classical, in
English studies also referred to as “neoclassical”, theory. The word “classical”,
however, dates from the eighteenth century with reference to ancient authors
(Sophocles, Cicero, Terence, etc.) who serve as models, as well as to some
seventeenth century writers (Boileau, Racine, Corneille, Moliere, etc.) who
imitated the ancient models, followed the rules of composition, whose style is
“correct” and elegant, and who thus also came to be labelled as “classics”. The
term “classicism” was originally used in the first decades of the nineteenth
century (presumably by Stendhal in 1823), at first pejoratively, as it was the age
of Romanticism, to denounce a type of literature that seemed obsolete and
useless, and then positively (as by Goethe in 1829) and finally laudatory with
the meaning of “eternity” and “perfection”. Likewise, the adjective “classical”
refers to ancient Greek and Roman and later to seventeenth and eighteenth
century European art and literature (corresponding to the term “neoclassical”
used for English literature), but it is also synonymous to “perfect” and “eternal”.

Regarding the literary practice in the seventeenth century, Europe was
dominated mainly by French authors, namely by Racine, Corneille, Moliere, La
Fontaine, Boileau, and others who reacted against the cultural extravaganza of
the Baroque and institutionalized classicism. Concerning the literary genres,
towering over the entire period is drama, in determent of other existing genres
(lyrical poetry, narrative poetry, novel, novella, short story, fable, etc.). Within
drama, in determent of other dramatic forms (comedy, tragic-comedy, historical
play, dramatic pastoral, and others), the dominant type of text was tragedy. The
public would ask for fidelity to actuality in its textual and scenic representation,
and the classical tragedy, conceived as mimesis, “behaves towards external
reality with certain faithfulness which other genres are not able to achieve” and
From Sophocles and Euripides to Racine and Goethe, Claudel and Ibsen, O’Neill
and Durrenmatt, the tragedy, drama, and tragic farce take place in some clearly
defined time and place, which point to the history and ethnography of a

civilization, and to a geography of a place that can be recognized (Munteanu,
1989, p. 139).

The predominance of classical tragedy in the seventeenth century emerged also
from the demands of the public concerning rules and common sense, and as
supported and encouraged by Richelieu. Another reason for the supremacy of
tragedy was the important theoretical input — about unities, rules, good taste,
reason, and other aspects related to tragedy — which was provided, first, in 1639,
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by La Mesnardiere (in Poetique) and Jean Francois Sarasin (in Discours sur la
tragedie), and later by Racine and Corneille, among others. The word “tragedy”
was familiar to French people already at the end of the sixteenth century, but its
meaning referred to an epic narration of cruel and murderous events. Only later
the term came to name a particular dramatic form. Also, as inherited from the
ancients, namely from Aristotle’s Poetics, tragedy was labelled “tragic poem”,
not “tragedy” like nowadays, meaning that in the seventeenth century, and
“unlike today, drama and poetry were not totally distinct genres” (Clement,
2000, p. 15). Coming from Greek “goat song”, it is agreed among the scholars
that the term “tragedy” originally “denoted a form of ritual sacrifice
accompanied by a choral song in honour of Dionysus, the god of the fields and
the vineyards. Out of this ritual developed Greek dramatic tragedy” (Cuddon,
1992, p. 983).

The most discussed topic in relation to drama was its form rather than thematic
level, including action, situation, convention, character, conflict, language,
dialogue, and other aspects of the structural level. Concerning character, for
instance, the ancient heroes were revived but also new myths were created, such
as those of Don Juan and Faust. French classicism conceived of character by
“revealing a dominant, a feature which is fundamentally human and around
which all the other features are structured. It could be avarice, pride, honour,
snobbism, or folly” (Ceuca, 2002, p. 45-46). Regarding the verbal discourse in
drama, the French classicism “follows concision and eloquence, but also the
soundness of the verse”; later, “in Romanticism, there will be imagism,
metaphor, comparison, epithets. Realism brings language close to a common
usage and imposes prose instead of verse” (Ceuca, 2002, p. 44).

Among the major representatives of the seventeenth century classicism, Pierre
Corneille (1606-1684) and Jean Racine (1639-1699) were primarily tragedians.
Moliere (Jean-Baptiste Poquelin, 1622-1673) was the greatest master of
comedy, but who initially wanted to become a tragic author and actor. It is said
that Moliere turned to comedy “only after the failure of his single tragedy (Dom
Garcia de Navarra), and would admit comedy as a “major” genre only after
ascribing to it the rules of tragedy” (Clement, 2000, p. 9). Jean de La Fontaine
(1621-1695) was a major fabulist and poet. Nicolas Boileau-Despreaux (1636-
1711) and Rene Rapin (1621-1687) dominated the age as poets and critics.
Apart from Boileau and Rapin, the literary theory and criticism of the
seventeenth century owes its significance also to Racine and Corneille. The
former expressed his ideas, revealing obedience to classical rules and being
mainly concerned with the history and nature of tragedy, in a series of prefaces.
The latter develops his ars poetica in three “Discourses” written for the
publication in 1660 of his complete works, in which the main concern is again
tragedy, discussed in all its aesthetic, historical, and moral dimensions.
Corneille starts from ancient theories, but reformulates the notions related to the
three “unities”, formulates new concepts (such as “suspension” and
“preparation”), redefines ‘“exposition”, prefers complex action and favours
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characters that display energy, personality, and free choice. In particular in Of
the Three Unities of Action, Time, and Place (1660) Corneille established the
neoclassical theory of drama which was followed by Dryden. Many of his
principles are valid nowadays, especially in the traditional drama. Racine also
gives importance to the free decision of the hero but accepts the omnipresence
of destiny and, like Corneille, shows the failure of man to dominate events. For
Racine, there is a superior, cruel force that controls the events and the only
resolution is death. Unlike Corneille, Racine favours the simplicity of action
and emphasises the thematic efficiency of psychological and emotional states,
as in the Preface to Britannicus: the action must be “simple, with as less as
possible material (...) to be sustained only by the feelings and passions of the
characters”.

The tutelage for the critical theory of the period was provided by the French
Academy, founded by Richelieu in 1634. The guiding principles of the critical
theory were borrowed from Antiquity, namely from the works of Aristotle and
Horace, whose influence was decisive and whose texts were frequently
translated and commented starting with the middle of sixteenth century. The
ancient theoretical texts were revived; or rather there was a continuation of the
revival of ancient classical tradition which started in the Renaissance. The ideas
from the texts were assumed but also debated on and even modified or rejected.

On the whole, starting from these ancient texts, the seventeenth century
theoreticians developed a new “classical” doctrine which was expressed in
different treaties, prefaces and advertisements. The doctrine itself might be
considered a wholly new literary genre, but this idea is thwarted by the wide
range of theoretical concerns with rules, models, reason, rigour, clarity,
common sense, moral and didactic values, catharsis, mimesis, verisimilitude,
character, subject-matter, tragic and comic elements, structure of the dramatic
text, and the unities of time, place, and action. In this age of old and new rules,
the only unquestionable voice was that of Aristotle, whose Poetics would often
be evoked to validate or reject whatever matter related to the form and content
of the literary text.

On a more general philosophical level, the seventeenth century was governed by
the works of Bacon, Galileo, Hobbes, Descartes, Pascal, Spinoza, Leibniz, and
others who made it an age of reason, marking the rise of physical sciences and
of empirical, experimental methods, and thus proclaiming the reign of mind and
rationalism. The new scientific spirit of the seventeenth century proclaims its
independence from the religious norms first through the work of Galileo Galilei
(1564-1642). A similar endeavour was made earlier by Nicolaus Copernicus
(1473-1543) who opposed the medieval view of the universe by his new
heliocentric theory. By his improvement and use of telescope and his
astronomical studies, Galileo extended further the scientific revolution and
determined new directions in philosophical thinking, which proclaimed the
autonomy of the scientific reasoning and argument against the dominant views
of the Holy Books:
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Galileo produced an epistemological revolution: he not only desacralised the
sky, making of telescope an instrument of discovery which allows the scientist
not to search for truth in old books, but especially conferred to the truth a new
status, defining it rigorously as being the exact essence of the mathematical
calculation applicable to the entire nature (Graf, 1997 p. 6).

Blaise Pascal (1623-1662), continuing Galileo’s epistemology, also advocates
the separation between the scientific truth and religious obedience, and opposes
the “God of philosophers and scientists to the God of the Bible”. For Pascal, as
for others philosophers, the reason is the principal faculty of acquiring
knowledge, possessing the capacity to judge the natural objects without any
help from imagination or feeling. Every natural phenomenon, argues Pascal, can
be explained by the power of reason, but he seems to reconcile rationalism with
theology, since he accepts the miracle and considers it to be an event revealing
the power of God to act upon nature to disturb the natural forces. The miracle
provides exceptions in the work of reason and remains beyond human
understanding.

Unlike Pascal, Baruch Spinoza rejects the existence of miracles whatsoever.
Another rationalist of the seventeenth century philosophy and a forerunner of
the eighteenth century Enlightenment, Spinoza is the only thinker of the period
who “takes the mechanicalism to its last consequences, formulating a radical
criticism on metaphysics: nothing, not even the human being, surpasses nature”
(Graf, 1997: 13). Apart from the natural sciences, the opposition to religious
views manifested in the seventeenth century also in the field of social and
political philosophy, as in the works of Cyrano de Bergerac (1619-1655) and
Bernard le Bouyer de Fontennelle (1657-1757).

The most popular thinker in this respect was Thomas Hobbes (1588-1679) who,
proving scepticism and materialism in his political philosophy, suggests a
strong secular state in Leviathan (1651). In this work, Hobbes “tried to build a
philosophy of mind, using solely the facts of memory and imagination.
Reasoning is mere calculation, the manipulation of signs, and the reasoning is
correct if the same signs are constantly attached to the same images”
(Hampshire, 1956, p. 35).

Hobbes’s ideas were highly influential throughout Europe during the age of
Enlightenment, which owes actually much of its theoretical input to the ideas
expressed in the seventeenth century in the writings of Hobbes as well as
Newton, Pascal, Leibniz, Galileo, and especially of empiricists and rationalists,
namely John Locke’s and Rene Descartes’s philosophical works.

Actually, rationalism and empiricism were the most important and at the same
time countervailing philosophies of the seventeenth century, the former
emphasising reason and innate ideas, whereas the latter highlighting experience
and rejecting tradition and innate knowledge. The work entitled Essay
Concerning the Human Understanding (1690) by John Locke (1632-1704), with
its concern with the foundation of human knowledge and understanding, and the
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theory of the human mind/spirit as tabula rasa (“blank slate”) filled later
through the experience, represented one of the main sources of the empiricist
school of thought in modern philosophy. Empiricism departs radically from the
rationalism of Descartes, but it influenced many British Enlightenment
philosophers, such as David Hume and George Berkeley, and many writers and
theoreticians of neoclassicism, such as Alexander Pope and Samuel Johnson. It
also influenced the men of letters in later periods, such as William Wordsworth
in whose poetry the development of the human/poet’s mind is a major thematic
perspective. It was not until the twentieth century that Locke’s doctrine was
rejected by Carl Jung and other philosophers who developed new theories of the
abstract manifestations of the mind, pre-established forms of psychic behaviour,
collective memory and archetypes.

Empiricism, typical to Great Britain philosophy, opens with Francis Bacon, the
guiding spirit of the scientific revolution, writing on all the sciences,
philosophy, politics, law, ethics, and other topics, a total of more than seventy
works. In The Advancement of Learning, dedicated to King James I, Bacon
expresses his belief in the perpetual renovation of knowledge, and argues that
“science can no longer be derived from the books of Aristotle and Pliny but
must result from first-hand observation and experiment. Instead of being
isolated, scientific disciplines should cross-fertilize each other” (Vickers, 1996:
163). Bacon declares science to be the greatest force and the experience to be
the only foundation of science. It implies the acquiring of knowledge through
the inductive method, which is outlined in the Novum Organum and which
means the development of general laws starting from the observation of
particular facts. This new method of scientific thinking, argues Bacon, would be
“free of the prejudices of the past and the received affections of the present
(characterised as the “Idols™ of the Tribe, the Cave, the Market Place, and the
Theatre)” (Sanders, 1994, p. 189).

Opposed by empiricism, but of equal value, was the influence of the
philosophical work of René Descartes (1596-1650), also known as Renatus
Cartesius (the Latinized form of his name). A highly influential French
philosopher, scientist and mathematician, Descartes represents together with
Baruch de Spinoza and Gottfried Leibniz the seventeenth century European
rationalism. Descartes’s most important philosophical writings are Discourse on
Method (1637), Meditations on First Philosophy (also known as Metaphysical
Meditations, 1641), and Principles of Philosophy (1644). In his philosophical
work, in particular in Meditations on First Philosophy, Descartes aims at
developing a fundamental set of principles that one can know as true without
any doubt. The method employed is the so-called “methodological scepticism”,
by which he rejects any idea that can be doubted in order to acquire a firm
foundation for genuine knowledge. The only unshakable knowledge is that man
is a “thinking thing”. Thinking is the essence of the human being, as it is the
only aspect about him that cannot be doubted and the only activity of which he
is immediately conscious of. Descartes defines cogitatio (“thought”) as “what
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happens in me such that I am immediately conscious of it, insofar as I am
conscious of it”. By what is known as the “wax argument”, Descartes shows the
limitations of the senses and proves that one should use his mind to properly
grasp the nature of an object or phenomenon, concluding that “what I thought I
had seen with my eyes, I actually grasped solely with the faculty of judgment,
which is in my mind”. In his system of knowledge, Descartes rejects the sensory
perception as unreliable and admits deduction and reason as the only reliable
methods of attaining knowledge that takes the form of ideas, and the
philosophical investigation is the contemplation of these ideas. The first item of
undoubtable knowledge that Descartes argues for is cogito, or thinking thing,
and the first principle Descartes arrives at is one of his most famous statements,
which is cogito ergo sum (“I think, therefore I am”). Other famous statements
by Descartes are ex nihilo nihil fit (“nothing comes out of nothing”) and dubium
sapientiae initium (“doubt is the origin of wisdom”).

At the time when Descartes discovered rationalism, reason, cold calculation,
mind, and the consciousness of ego cogito, there were voices that turned to
heart and feeling, as Pascal did by discovering “the logic of the heart as over
against the logic of calculating reason” (Heidegger, 1971, p. 127). Indeed,
Blaise Pascal, mainly acclaimed as mathematician, physicist, and philosopher,
is also remembered for having opposed both rationalism and empiricism. By
contrast to them, in order to determine the major truths in life, Pascal suggests a
system in which, according to Heidegger,
the inner and invisible domain of the heart is not only more inward than the
interior that belongs to calculating representation, and therefore more invisible; it
also extends further than does the realm of merely producible objects. Only in
the invisible innermost of the heart is man inclined toward what there is for him

love: the forefathers, the dead, the children, those who are to come (Heidegger,
1971, p. 127-128).

Due to his philosophical system based on the method of systematic doubt,
Descartes is called the founder of the modern theory of knowledge, and as such
he influenced much of his contemporary and of the later periods European
philosophical thought, starting from Spinoza to Russell.

Although accepting the influence of some earlier Jewish philosophy, many
scholars have considered the philosophical work of Baruch de Spinoza (1632-
1677) to be the continuation or the further development of Descartes. Indeed,
the only work published during his lifetime, Principles of Descartes’s
Philosophy is an exposition of Descartes’s philosophy in geometrical order.
Spinoza has been acclaimed by some and condemned by others for his Ethics, a
philosophical book published after his death, which, although rooted in many of
Descartes’s conclusions, is in many respects a rather original work presenting
Spinoza’s own thought. Rationalist, rigorous, deductive, and materialist,
Spinoza develops his own metaphysical system, his own views of Cod, creation,
nature, structure of the world, idea and body, mind and matter, cause and
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substance, and above all, his moral doctrine aimed at salvation of man and the
nature of society.

Another seventeenth century philosopher who studied and assimilated
Descartes’s philosophy was Gottfried Wilhelm von Leibniz (1646-1716). In his
work, one finds the same emphasis on reason and rationalism, the principle of
order, the similarity between logic and mathematics, and the connection of his
metaphysics with his logic, which is the great merit of his philosophical system.
The distinction between two types of statements is at the centre of Leibniz’s
philosophy: first, those which are necessarily true and established as true only
by reference to the principle of non-contradiction, and, second, those called
“contingent statements”, which cannot be established as true by the principle of
non-contradiction alone. Also, at the centre of Leibniz’s system is the attempt to
define such concepts as Identity, Subject, Necessity, Truth, Knowledge,
Existence and others. The discussion of these notions is organized in such a way
as
to allow a place for a benevolent God who has freely created a world which is
entirely intelligible. The world that God has created must exhibit a few universal
principles of order, which ought to guide us in framing hypotheses to explain
phenomena; for we have in metaphysics an assurance that the actual world is the
most rationally ordered of all possible worlds (Hampshire, 1956, p. 146).

In the same way, Alexander Pope, the most important representative of English
neoclassicism in the eighteenth century, would declare in his An Essay on Man
that the actual world is perfect in its rational organization and that humans fail
to see its perfection due to their limited vision.

English neoclassicism was mainly influenced by French ideas of the period,
France being actually the country that institutionalized classicism in the second
half of the seventeenth century and became the most important cultural
influence in Europe. Thus, apart from theoretical input from both empiricists
and rationalists, both John Locke’s and Rene Descartes’s philosophical works,
as well as of Bacon, Hobbes, Spinoza, and Leibniz, of equal importance to the
consolidation of the neoclassical doctrine in Britain were the leading French
ideas from, among others, L’Art Poetique (1674) by Nicolas Boileau-
Despréaux, commonly called Boileau, and Réflexions sur la poétique d’Aristote
et sur les ouvrages des poctes anciens et modernes (1674) by Rene Rapin.
Rapin’s work was translated into English by Thomas Rymer (1641-1713),
himself a man of letters who in the Preface to the translation exalts Aristotelian
rules and defends the neoclassical position. Also by reference to ancient models,
Rymer performs a more textual examination of the works of Fletcher and
Beaumont, in The Tragedies of the Last Age (1678), and later of Shakespeare. It
is his view that Shakespeare’s Othello might be improved if the words are left
out that made Rymer be rejected by fellow-writers and receive harsh replies, as
from the contemporary satirical poet Samuel Butler (1613-1680). Another reply
to Rymer, this time to his Short View of Tragedy, came from John Dennis
(1657-1734) in The Impartial Critic (1693). In the general context of the
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period’s reverence for the classics, Dennis argues that a “strict adherence to
Greek practices which were closely linked to the religious and cultural notions
of the day would be an absurdity in modern drama” (Blamires, 1991, p. 122).
Sir William Temple (1628-1699) in Miscellanea, Of Poetry (1690) and William
Wotton (1666-1726) in Reflections Upon Ancient and Modern Learning (1694)
also acclaim the achievements of the ancients but exhibit a certain degree of
reserve regarding their strict imitation and the total dependence of modern
literature on them. The blind admiration for the classics must be replaced by a
true, more rational appreciation of their works. Also, Temple replies to the
“rigid claims for the Aristotelian rules made by French critics such as Boileau
and Rapin” and argues that the most “that can be claimed for rules is that they
might prevent some men from becoming bad poets without helping anyone to
become a good one. It is by the power of the poet to work on your feelings that
can be judged.” (Blamires, 1991, p. 112)

According to Edgar Allan Poe, Boileau is a “French Horace”, and indeed the
classical views of Boileau and Rapin are anything but original. Their ideas are
largely an extension of those of Horace and Renaissance critics, but Boileau and
Rapin express an attitude of measure, common sense, reverence for rules, the
concepts of “human nature” and “decorum”, imitation of the ancient poets, and
worship of reason better than anyone in the period, as Boileau states in his Art
of Poetry:

Whatever you write of pleasant or sublime,

Always let sense accompany your rime;

Falsely they seem each other to oppose, -

Rime must be made with reason’s laws to close;

And when to conquer her you bend your force,

The mind will triumph in the noble course; (...)

Love reason then, and let whatever you write

Borrow from her its beauty, force and light.

The Art of Poetry has remained one of the best known works of critical writing,
especially where and when the classical spirit is concerned and promoted. All
the main tenets of the neoclassical doctrine are to be found here, including the
ideal of reason, strict rules of composition, decorum, urbanism, didacticism, and
above all the imitation of the ancients, who portrayed human nature in the best
possible way.

However, the seventeenth and eighteenth centuries saw classicism being
attacked by the “moderns”, who challenged the view that writers should admire
and imitate the great ancient Greek and Latin models because civilization had
not produced anything better or more excellent to surpass the great classical
tradition. The main arguments of the moderns against the rule of the classics, as
set forth and explained by Gilbert Highet, are (1) “the ancients were pagan; we
are Christians. Therefore our poetry is inspired by nobler emotions and deals
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with nobler subjects. Therefore it is better poetry”; (2) “Human knowledge is
constantly advancing. We live in a later age (...) therefore we are wiser.
Therefore anything we write, or make, is better than the things written and made
by the ancient Greeks and Romans”; (3) “Nature does not change (...) therefore
the works of men are as good to-day as they were in classical times”; and (4) the
works of the classics “were badly written and fundamentally illogical” (Highet,
1976, p. 261-288).

The attacks on art and literature of the classical writers agitated the spirits of the
literary world and initiated the conflict between the defenders of the classics
(Dacier, Racine, Boileau), who created a deeper understanding of ancient
literature and expanded the literary traditions of the Renaissance, and the
“moderns” (Tassoni, de Saint-Sorlin, Perrault), who argued that modern
literature possesses aesthetic values as high as those of the classical Greece and
Rome.

The conflict is remembered as “the battle of the books” and “la querelle des
anciens et des modernes”. It is just one battle in the war between innovation and
tradition, between originality and authority, between classicism and modernism.
The war started in Antiquity, was reinforced in the Renaissance, peaked in
France and then throughout Europe at the turn of the seventeenth century and is
still going on. In English literature, this conflict was remarkably captured by the
neoclassical man of letters Jonathan Swift (1667-1745) in his satire on the battle
between ancients and moderns known as The Battle of the Books (1704).

2. English Literature and Literary Criticism in Restoration

Concerning English critical thought of the period, the outcomes of the conflict
in the seventeenth and eighteenth centuries were also beneficial for the
development of literary criticism, whose standards improved, and ideas, though
sharpened, became more refined. According to Marcie Frank, in the seventeenth
century “criticism arises in response to the seventeenth century series of crises
in aristocratic culture, and its historical orientation marks its contributions to the
modern separation of literature as autonomous from political, legal and
historical discourses.” But there is no separation whatsoever between literature
and criticism. Like in the previous century, the seventeenth century criticism
remains inseparable from literature, especially from the drama of the period, as
“together, both literary and critical discourses seek to distinguish themselves
from the body of discourses that share a deep investment in the institution of
genealogical inheritance as an authorizing and legitimating activity even as they
also rely upon them” (Frank, 2002, p. 13). However, after Sidney there were,
unfortunately, no important critical voices to assess the great literary
achievements of the Elizabethan and Jacobean periods, and it was only with
John Dryden that English literary criticism stood firmly again on its path.

Meanwhile, the history of criticism mentions John Milton (1608-1674)
defending poetry and theatre, and the liberty of printing in general, against
Puritan attacks, during Commonwealth periods in Areopagitica. Mention should
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be also made of an earlier critical endeavour, namely Ben Jonson’s (1573-1637)
emphasis on rules and decorum in the prologues written to his many plays and
in the book Timber, or Discoveries (1640). Here Jonson speculates also on
Shakespeare and his literary achievement, praising him but also entering
polemics on behalf of the newly emerging neoclassical perspectives of measure
and common sense: “He [Shakespeare] was (indeed) honest, and of an open,
and free nature: had an excellent Phantasy; brave notions, and gentle
expressions: wherein he flow’d with that facility, that sometime it was
necessary he should be stopp’d”.

The history of criticism also mentions a verse survey of English poets by
Michael Drayton (1563-1631) entitled Epistle to Henry Reynolds, Esquire, Of
Poets and Poesie (1627). Reynolds himself is the author of Mythomystes,
Wherein a Short Survey is taken of the nature and value of true Poesie, and
depth of the Ancients above our Modern Poets (1632). Other critics were the
royalist refugees in Paris, among whom philosopher Thomas Hobbes and the
writers Sir William Davenant (1605-1688) and Abraham Cowley (1618-1667).
They came under French influence and contributed in their turn to the
development of native critical theories. The most important seventeenth century
English critic was John Dryden, of whose many literary and non-literary works
the most famous one is the critical treatise Of Dramatic Poesie, An Essay,
written in dialogue form and derived from Dryden’s own practical experience as
a playwright in many areas of drama.

In English literary history, the last period of the seventeenth century was the
“Restoration Age” between 1660 and 1700, which followed the Puritan rule
(“Commonwealth Interregnum”) between 1649 and 1660. On the general social
level, the “English Renaissance, which had begun as an opening up to new
European learning and to new European styles, ended as a restrictive puritanical
assertion of national independence from European norms of government and
aesthetics”; likewise, the “English Reformation, which had begun as an
assertion of English nationhood under a monarch who saw himself as head,
protector, and arbiter of a national Church, ended as a challenge to the idea of
monarchy itself” (Sanders, 1994, p. 185). Following the abolition of monarchy
and the subsequent Puritan period, the next period, which is called
“Restoration”, started from the restoration of the Stuarts (with Charles II) to the
throne of England in 1660.

In literature and thought, the main representative of the Restoration period was
John Dryden, the poet, the playwright and the theoretician of early
neoclassicism, but the period had also Milton’s Paradise Lost (1667), John
Bunyan’s Pilgrim’s Progress (1658), and John Locke’s Essay Concerning the
Human Understanding (1690). The period also saw the foundation of the Royal
Society in 1662, the re-opening of the theatres with the accession of Charles II,
and the rebirth of arts and literature in general. On the general literary level,
there are two main aspects usually brought into discussion. First, concerning the
literary doctrine, Restoration was the period of the revival and
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institutionalization of the classical principles, which make Restoration represent
the beginnings of neoclassicism in Britain. Second, concerning the literary
practice, and due to the reaction against the rigid Puritan rules, Restoration
literature was characterized by pleasure-seeking and valiant heroism, a kind of
hedonistic atmosphere that manifested itself mainly in dramatic comedy, and
became the stylized version of sophisticated upper class ethics in which
elegance, abstractness, and wit represented the ideal of Restoration literature.
Wit, in particular, which followed the refinement and sophistication of the
court, became the reflection of a new respect for reason and clarity. Wit became
also the criteria of judgement of the aesthetic value of the literary text, being
defined by John Dryden, in the Preface to his poem Annus Mirabilis (1667), as
“the faculty of imagination in the writer”.

The main genre of Restoration literature was drama, which, written now by both
men and women, was concerned with general human and social interests. It was
represented mainly by comedies — plays generally designated as “comedy of
manners” — most of which being French and Spanish adaptations, and some
ridiculing the Puritans or provincialism. Although Restoration drama aimed at
reviving the great Renaissance tradition, it changed its both thematic and formal
perspectives. Also, “the actors changed, with young women acting the female
parts for the first time”, “the plays and the audience changed. The audience was
now rich, upper-class, young, cynical, and fashionable, at least until the end of
the century, and the plays were written to match this audience” (Stephen, 1984,
p.51).

The Restoration theatre was a cultural phenomenon of quick rise and fall, its
major spokesman being John Dryden, out of whose twenty-eight dramatic
works, the play entitled Marriage A-la-Mode (1672) is considered to be the
most important and subtle in its social satire, revealing at best the Restoration
attitudes towards youth and age, love and marriage, vanity and affection.
Among other representatives of Restoration drama, mention should be made of
Sir George Etherege (1634-1691) who, in The Comical Revenge, or, Love in a
Tub (1664), She Would if She Could (1668), and The Man of Mode, or, Sir
Fopling Flutter (1676), attempted to reveal the Restoration character with its
conflicting ways of life, torn between wit and virtue, surrender to passion and
desire for freedom. William Wycherley (1640-1716) in The Country Wife
(1675) and The Plain Dealer revealed a critical spirit not entirely compatible
with Restoration ethos, but reacting against tricksters and bullies, dishonesty,
selfishness, cruelty, lust, and obsessive compulsion.

William Congreve’s (1670-1729) Love for Love (1695) and The Way of the
World (1700) granted him the status of the true master of the “comedy of
manners” concerning both the character representation strategies and the
sophistication of the plot construction in the dramatic expression of some of the
dominant in Restoration thematic perspectives, such as the contrast between
private behaviour and public reputation, strong emotion and artificial loyalty.
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Restoration comedy of manners is a type of realistic comedy that displays a
witty, satiric atmosphere, laying emphasis on social commentary rather than
characterization. The plot of the comedy of manners, elaborate, artificial, and
often concerned with an illicit love affair, or some other scandal, is generally
less important than the satire and the witty, epigrammatic, and often bawdy
dialogue.

Apart from the comedy of manners, another type of play popular in Restoration,
though it lasted only a short period during the 1670s, was the “heroic drama”,
also called “heroic tragedy”, developed by Dryden and followed by other
writers, such as Sir George Etherege and Sir Robert Howard (1626-1698). The
latter turns a critic in the prefaces to his plays initiating a controversy with
Dryden especially over such a matter as blank verse or thyme. Their interaction
could be summarised in the following: Howard’s 1665 preface to Four New
Plays “replies to Dryden’s defence of rhyming verse of drama in his dedicatory
epistle to The Rival Ladies (1664). Dryden came back to the topic in his Essay
of Dramatic Poesy (1668). Howard responded in his 1668 preface [to The Great
Favourite, or the Duke of Lerma], and Dryden rounded off the exchange in his
Defence of an Essay of Dramatic Poesy (1668)” (Blamires, 1991, p. 84).
Actually, the preface was the favourite form given by the writer-critics to their
critical commentary on drama, among whom, apart from Howard, being
Richard Flecknoe and Thomas Shadwell.

Distinguished by both verse structure and subject matter from the comedy of
manners, the heroic drama is composed in heroic verse (closed couplets in
iambic pentameter) and focuses on subjects related to national history,
mythological events, or other important matters, and the hero is of epic
significance, powerful and decisive, and often torn between passion and honour.
This type of tragedy is characterised by bombastic dialogue, excessive
spectacle, elaborate scenery, and grand action, usually the conquest of a
country. The term “heroic drama” was invented by John Dryden for his play
entitlted The Conquest of Granada (1670), in whose Preface to the printed
version, Dryden developed a series of rules for this type of drama, arguing that
drama was a species of epic poetry for the stage, and that the heroic drama was
to other plays what the epic was to other poetry. “Heroic drama” is a form of
tragedy, “drama in the epic mode — grand, rhetorical and declamatory; at its
worst, bombastic. Its themes were love and honour and it was considerably
influenced by French classical drama, especially by the work of Corneille”
(Cuddon, 1992, p. 408).

The attempt of Dryden and his followers to produce a dramatic entertainment
about the serious subjects of national history and the failure of the dramatists to
create credible powerful and military dominating heroes were the reasons of the
attacks on the heroic drama by, among others, George Villiers, the second Duke
of Buckingham, whose satire The Rehearsal was successful enough to make the
heroic drama largely disappear from English literary scene.
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Although Restoration drama aimed at reviving and imitating Elizabethan
dramatic tradition, it actually manifested a violent break with Elizabethan drama
in matters of both thematic context and theatrical representation, and even
concerning the size of the theatre.

Unlike drama, the poetry of the Restoration period did not manifest such a
violent break with Elizabethan tradition. The metaphysical style that dominated
the poetic production of the first half of the seventeenth century was largely a
continuation of certain conflicts that began to disturb the Elizabethan status quo,
and continued to influence the poetry of the Restoration period, which relied on
concentration and straightforwardness, paradox and antithesis. There was the
search for the “golden mean” that starting with the Restoration period would
juxtapose the internal conflicts of the metaphysical poets upon the philosophical
certainties and satirical comments in the poetry of some neoclassical writers of
the late seventeenth century and the next eighteenth century.

On the other hand, the rising in Restoration neoclassical spirit manifested as a
strong reaction against the cultural extravagances of the Baroque and
metaphysical poetry. Instead, it revived and institutionalized the classical
principles, a fact which makes Restoration, the last part of the seventeenth
century, to be the first of the three parts of the neoclassical period in British
literature. As a part of British neoclassicism, the Restoration period was
followed by the “Augustan Age” (also referred to as the “Age of Reason”) in
the first half of the eighteenth century, and by the “Age of Johnson” that
between 1750s and 1780s represented the decline of neoclassicism. The
eighteenth century in general is called the “Age of Enlightenment”, a term often
used to name also most of the eighteenth century Britain, including the
“Augustan Age” and the “Age of Johnson” which came before Romanticism.

In English culture, “Enlightenment” and “neoclassicism” cover almost the same
period and are almost synonymous, the main difference being that the former is
a philosophical movement, whereas the latter refers mainly to literary theory
and practice. In rest, similar to the neoclassical movement, the Enlightenment
celebrated reason, the scientific method, and human being’s ability to perfect
themselves and their society. It grew out of a number of seventeenth century
intellectual attainment: the discoveries of Sir Isaac Newton, the rationalism of
Descartes and Pierre Bayle, and the empiricism of Francis Bacon and John
Locke. The major champions of its beliefs were the philosophers, who made a
critical examination of previously accepted institutions and beliefs from the

viewpoint of reason and with confidence in natural laws and universal order
(Holman & Harmon, 1992, p. 169).

The beginnings of the Enlightenment and neoclassicism in British cultural
background, which took place during the Restoration period as the result of
some major Continental influences, were also the direct consequences of some
major changes in the native literary taste which occurred in that period.
Neoclassical doctrine itself should be regarded primarily as a new literary
attitude that came to influence the rise of the English novel in the eighteenth
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century and to dominate the poetic production. Neoclassicism was actually
expressed in poetry for over a hundred years during the late seventeenth century
(represented at best by Dryden) and most of the eighteenth century (dominated
by the work of Pope and Johnson).

3. The Writer-Critic John Dryden

John Dryden as a poet, dramatist and literary critic would dominate the literary
efforts of the Restoration period and of English neoclassicism at its beginnings.
The dominance was strong in spite of the many contemporary attacks from,
among others, Gerald Langbaine (1657-1692) in An Account of the English
Dramatick Poets (1691) on grounds of plagiarism. Dryden’s importance as
comic dramatist is rather small compared to that of a man of letters and poet,
and much of the importance of Dryden’s poetry lies in his occasional pieces. As
a poet, Dryden is totally impersonal; he is not concerned with personal feelings
but achieves a poetic comment on matters of public concern, writing at best in
the tradition of verse compliment, in addressing particular people on particular
occasions. And it was not in drama but in poetry and, especially, in literary
criticism that Dryden established a pattern of writing and a number of
theoretical principles that determined the character of neoclassical doctrine and
literature in the next century. He created a new style in prose and poetry that
influenced, among others, Alexander Pope, the most brilliant writer among the
Augustans.

One of the major proponents of the classical ideas into England during the
Restoration period, John Dryden was the most prolific English writer of the
second half of the seventeenth century, but he was chiefly acclaimed for being a
prominent literary critic, as Samuel Johnson did in Prefaces, Biographical and
Critical, to the Works of the English Poets:
Dryden may be properly considered as the father of English criticism, as the
writer who first taught us to determine upon principles the merit of composition.
Of our former poets, the greatest dramatist wrote without rules, conducted
through life and nature by a genius that rarely misled, and rarely deserted him.
Of the rest; those who knew the laws of propriety had neglected to teach them.
(...) Two Arts of English Poetry were written in the days of Elizabeth by Webb
and Puttenham, from which something might be learned, and a few hints had
been given by Jonson and Cowley; but Dryden’s An Essay of Dramatic Poesie,
was the first regular and valuable treatise on the art of writing.
This passage shows that Dryden was probably the first to write a treatise, that is,
Of Dramatic Poesie, An Essay, on the art of writing in a systematised way.
Dryden’s critical masterpiece, which was written to prescribe the ways authors
should follow in writing after recovering themselves from Puritanism, also
defends and compares English literature in relation to the general European one,
and, in particular, to the recent French drama. The work proves the excellence
of English literature in the general literary background of Europe. Imitating
Plato in its form, Dryden’s critical text is written as a fictitious dialogue, a
formal debate on drama among four characters placed in a boat on the Thames

112



Petru GOLBAN NI

and hearing the noise of a naval battle, probably an English victory over Dutch
army in 1665, which offers a sense of patriotic pride to the context. Also, in the
course of critical debate, the character called Neander (“the new man”) — the
voice of Dryden himself and as such the defender of English drama — argues in
favour of a national, English literary tradition: for instance, when asked by
Eugenius, Neander states, at the beginning of his discussion on English
playwrights Shakespeare, Beaumont, Fletcher, and Jonson, that in doing so “I
shall draw a little envy upon my self”, and, after arguing in favour of their
value, he claims that “we have as many and profitable Rules for perfecting the
Stage as any wherewith the French can furnish us”.

Nender represents English literature and defends the native dramatic practice of
the recent past, in particular English tragicomedy, as well as the rhymed heroic
drama, which Dryden considers to be the greatest achievement of English
drama. Apart from Neander, there are three other characters as speakers in the
essay. Of course, such debates could not actually take place, but each speaker
can be identified with a contemporary person, and certainly each has his own
topical concern to discuss and defend in front of the others. Crites, whose name
suggests a critical mind, and who was modelled after Dryden’s collaborator and
brother-in-law Sir Robert Howard, defends ancient dramatic tradition and
clarifies the rules of the unities of time, place, and action. Eugenius, whose
name means “well-born”, refers to the famous Cavalier poet Lord Charles
Sackville. He defends the moderns against the ancients on the grounds of
scientific progress that makes poetry attain greater excellence. Lisideus, whose
name is a Latinised anagram of “Sedley”, is Sir Charles Sedley; he defends the
recent French dramatic practice, which, due to Richelieu’s protection of arts,
has reached almost perfection by keeping the rules, measure, and order, and by
using rhyme instead of blank verse. For Lisideius, and for Dryden himself,
ancient theories are no less viable. For instance, Lisideius defines a play as “a
just and lively image of human nature, representing its passions and humours,
and the changes of fortune to which it is subject; for the delight and instruction
of mankind”. The first part of the definition clearly derives from Aristotle’s
Poetics and the last clause derives from Horace’s Ars Poetica.

The perspective of binary oppositions — moderns against ancients (Eugenius
versus Crites) and English against French (Neander versus Lisideius) — is
congenial for embarking on a critical debate about drama in general, types of
drama, and thematic and structural particularities of drama from four different
perspectives. However, Neander turns from a general discussion and defence of
English drama to a critical, and, at certain moments, comparative appreciation
of Renaissance playwrights, in particular Shakespeare and Jonson. Dryden first
considers Fletcher and Beaumont, but briefly, his main attention being devoted
to Shakespeare and Jonson. For Dryden, Shakespeare has “the largest and most
comprehensive soul”; he is naturally gifted, the greatest of all writers, following
in general but also breaking some of the Aristotelian and Horatian “rules”, and
thus combining in his works both the innovative spirit of the Renaissance and
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the revival of ancient classical models. When compared to Shakespeare, Jonson
is “the most learned and judicious writer” which any theatre ever had, and,
being “deeply conversant in the Ancients, both Greek and Latin”, Jonson
borrowed boldly from the ancient writers and faithfully followed the classical
doctrine. Related to Jonson, these characteristics are nothing but some of the
main principles of neoclassicism.

Finally, when comparing the two playwrights, Dryden concludes that Jonson is
“the more correct Poet, but Shakespeare the greater wit. Shakespeare was the
Homer or father of our dramatic poets; Jonson was the Virgil, the pattern of
elaborate writing; I admire him, but I love Shakespeare”.

In the Restoration period, following the Puritan Commonwealth, Dryden
defined drama as “a just and lively image of human nature” and assumed in his
critical text the task to defend and revive English drama. In this respect, the task
means to prescribe the future ways of literary development based on the great
predecessors, on the best dramatic tradition of Renaissance playwrights, namely
Shakespeare and Jonson. Dryden is on the side of the moderns who have
excelled the ancients in tragedy. In 4 Discourse Concerning the Original and
Progress of Satire (1693) Dryden claims that the moderns have excelled the
ancients in satire as well. This work is considered inferior to his essay, being his
“longest piece of criticism” which, of all his works, “is the most heavily loaded
with scholarship: all second-hand and acknowledged” (Sambrook, 2005, p. 89).

As the Restoration period marked the beginnings of neoclassicism in English
literature, Dryden’s contribution to that was immense, and he is commonly
approached as the first of English neoclassicists. Dryden was the most prolific
author of the Restoration, truly a writer-critic who “embodies the spirit and
ideas of the neoclassical period, the literary age that follows Sidney and the
Renaissance” (Bressler, 2007, p. 31). Apart from being theoretical, Dryden’s
literary criticism reveals a relative fidelity to classics of a critic who may be
considered to be “a pragmatic or liberal neoclassical critic”, since he accepts the
theoretical patronage of Aristotle and Horace, but allows for exceptions and
agrees with those moderns who feel “free to improve upon it [the ancient
model] when situation demands” (Dutton, 1984, p. 36). Still, Dryden remains in
spirit neoclassical, invoking in his defensive and prescriptive criticism the
ancient classical “authorities” with their prescriptions and rules.

One may notice Dryden’s adherence to classical inheritance in his admiration
for Jonson and his thorough critical appreciation of Jonson, as compared to the
more general and superficial one of Shakespeare, which shows that for Dryden
Jonson is a kind of prototype found in the Renaissance of a complete
neoclassical man, whose plays should be taken as models of dramatic writing.

Dryden’s Of Dramatic Poesie, An Essay, with its dramatic structure and critical
focus on particular writers and literary works — the treatise also revealing the
major aspects of the ancient Greek and Latin, and the modern English and
French drama — appears to be less theoretical than practical in a period
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(Restoration) of consolidation of neoclassical principles that were to dominate
English art and criticism for over a century preceding the rise of Romanticism
in the 1780s. Concerning the main aspects of Restoration literature and thought,
there was, according to Andrew Sanders, the necessity of a tradition “to be re-
established which was both responsive to the recent past and a reflection of new
tastes and fashions” (Sanders, 1994, p. 266). In this respect, it was John Dryden
who, in his celebrated Of Dramatic Poesie, An Essay, combined dramatic
expression and practical criticism, and pleaded for European recognition of his
native literature and for the synchronization of British with the general
European literature. He clearly prescribed to his fellow writers the classical and
contemporary, in particular French, doctrines to be followed in thought and
Elizabethan drama of Shakespeare and Jonson to be revived and the
contemporary European models to be imitated in literature.

The growth of British literature in the next eighteenth century reveals that the
first aspect was a triumphant accomplishment, since it successfully came to
dominate as neoclassicism the English cultural background for a long period
that ended around the 1780s. Concerning the second aspect, the writers of
Restoration attempted to recapture the status of drama as a major literary
tradition, and produced a huge amount of dramatic works. However, they never
succeeded in reviving it, the eighteenth century British literature consisting
mainly in neoclassical and later pre-Romantic poetry, and at the same time
witnessing the rise of the English novel. The next eighteenth century highly
valued Dryden’s contribution to critical writing, being considered by Dr Samuel
Johnson to be the best English literary critic. Although in some degree
neglected by Romanticism and its aftermath, in the twentieth century, T. S.
Eliot, another great writer-critic, praises Dryden and considers his work to be
“the first serious literary criticism in English by an English poet”; likewise,
David Daiches, another important critic, considers him to be “the true father of
English practical criticism”.

4. Practical Argumentation: A Fragment from John Dryden’s Of Dramatic
Poesie, An Essay:

As Neander was beginning to examine The Silent Woman, Eugenius, looking earnestly
upon him; “I beseech you Neander”, said he, “gratifie the company and me in
particular so far, as before you speak of the Play, to give us a Character of the Authour;
and tell us franckly your opinion, whether you do not think all Writers, both French and

”

English, ought to give place to him”.

“I fear”, replied Neander, “that in obeying your commands I shall draw a little envy
upon my self. Besides, in performing them, it will be first necessary to speak somewhat
of Shakespeare and Fletcher, his Rivalls in Poesie; and one of them, in my opinion, at
least his equal, perhaps his superior. (...)

To begin then with Shakespeare; he was the man who of all Modern, and perhaps
Ancient Poets, had the largest and most comprehensive soul. All the Images of Nature
were still present to him, and he drew them not laboriously, but luckily: when he
describes any thing, you more than see it, you feel it too. Those who accuse him to have

115



B B John Dryden, Restoration, and Neoclassicism: Samples of Prescriptive Criticism in English Literature

wanted learning, give him the greater commendation: he was naturally learn’d; he
needed not the spectacles of Books to read Nature; he look’d inwards, and found her
there. I cannot say he is every where alike; were he so, I should do him injury to
compare him with the greatest of Mankind. He is many times flat, insipid; his Comick
wit degenerating into clenches; his serious swelling into Bombast. But he is alwayes
great, when some great occasion is presented to him: no man can say he ever had a fit
subject for his wit, and did not then raise himself as high above the rest of the Poets (...)

As for Jonson, to whose Character I am now arriv’d, if we look upon him while he was
himself, (for his last Playes were but his dotages) I think him the most learned and
Judicious Writer which any Theater ever had. He was a most severe Judge of himself as
well as others. One cannot say he wanted wit, but rather that he was frugal of it. In his
works you find little to retrench or alter. Wit and Language, and Humour also in some
measure we had before him; but something of Art was wanting to the Drama till he
came. He manag’d his strength to more advantage then any who preceded him. You
seldome find him making Love in any of his Scenes, or endeavouring to move the
Passions; his genius was too sullen and saturnine to do it gracefully, especially when he
knew he came after those who had performed both to such an height. Humour was his
proper Sphere, and in that he delighted most to represent Mechanick people. He was
deeply conversant in the Ancients, both Greek and Latine, and he borrow’d boldly from
them: there is scarce a Poet or Historian among the Roman Authours of those times
whom he has not translated in Sejanus and Catiline. But he has done his Robberies so
openly, that one may see he fears not to be taxed by any Law. He invades Authours like
a Monarch, and what would be theft in other Poets, is onely victory in him. With the
spoils of these Writers he so represents old Rome to us, in its Rites, Ceremonies and
Customs, that if one of their Poets had written either of his Tragedies, we had seen less
of it then in him. If there was any fault in his Language, ‘twas that he weav’d it too
closely and laboriously in his serious Playes; perhaps too, he did a little to much
Romanize our Tongue, leaving the words which he translated almost as much Latine as
he found them: wherein though he learnedly followed the Idiom of their language, he
did not enough comply with ours. If I would compare him with Shakespeare, I must
acknowledge him the more correct Poet, but Shakespeare the greater wit. Shakespeare
was the Homer, or Father of our Dramatick Poets, Jonson was the Virgil, the pattern of
elaborate writing; I admire him, but I love Shakespeare. To conclude of him, as he has
given us the most correct Playes, so in the precepts which he has laid down in his
Discoveries, we have as many and profitable Rules for perfecting the Stage as any
wherewith the French can furnish us.

John Dryden, the second in the line of the most prominent English literary
critics, represents the Restoration period in the history of English literary
criticism, and, like Sidney’s critical work, Dryden’s Of Dramatic Poesie, An
Essay reveals the condition of the contemporary to him literature. Written in the
dialogue form borrowed from Plato, Dryden introduces in his text four
characters as speakers, who represent ancient Greek drama (Crites) versus
modern literary tradition (Eugenius), and the contemporary French dramatic
practice (Lisideus) versus English literary practice (Neander). The voice of
Dryden in the text is Neander, who, in the chosen fragment, expresses critical
ideas by comparing Jonson and Shakespeare, the two most important English
Renaissance writers.

116



Petru GOLBAN NI

Working on the seventeenth century concept of “wit” as the writer’s creative
power, imaginative flight, and the ability to create unexpected imagery,
literature of high aesthetic status, Dryden embarks on a comparative critical
evaluation of William Shakespeare and Ben Jonson, startling in its approach and
concluding reflections.

John Dryden’s criticism on Shakespeare reveals, actually, only two directions of
approach: first, that the great Renaissance writer is a complete Renaissance
man, having “the largest and most comprehensive soul”, and, second, that
Shakespeare is the greatest wit.

About Jonson, Dryden is able to identify more characteristics, namely that
Jonson is (1) subject to training, rules and discipline: “the most learned and
judicious Writer which any Theatre ever had”, “a most severe Judge of himself
as well as others”; (2) promoter of common sense and measure, using to a lesser
degree the imaginative faculty, or “wit”: “one cannot say he wanted wit, but
rather that he was frugal of it”; (3) rational, “saturnine” and less expressive of
feelings: “you seldom find him making Love in any of his Scenes, or
endeavouring to move the Passions; his genius was too sullen and saturnine to
do it gracefully”; (4) satirical in his work: “humour was his proper Sphere, and
in that he delighted most to represent Mechanick people”; and (5) educated in
the spirit of the ancient tradition and imitative of the ancient models: “he was
deeply conversant in the Ancients, both Greek and Latine, and he borrowed
boldly from them”.

What appears strange and surprising is the subjective and, at the same time,
superficial criticism on Shakespeare as compared to the more objective and
profound approach to Jonson. In this, one can easily notice that Dryden’s
preference is for Jonson, “the more correct poet”. The Restoration critic Dryden
concentrates more on Jonson than on Shakespeare and his critical ideas on
Jonson are more systemic and comprehensive than those on Shakespeare.

The question is, then, what has determined Dryden to follow this critical path if
in the history of British literature William Shakespeare is considered to be a
more important writer than Ben Jonson. Dryden, certainly, does not deny
Shakespeare’s status, the greatest of English writers, for whom he claims to feel
sincere love, but Jonson is a no less important writer, for whom Dryden
expresses his sincere admiration:
If I would compare him [Jonson] with Shakespeare, I must acknowledge him the
more correct Poet, but Shakespeare the greater wit. Shakespeare was the Homer,
or Father of our Dramatick Poets; Jonson was the Virgil, the pattern of elaborate
writing; I admire him, but I love Shakespeare.

In these different attitudes, and especially in considering Restoration — the
period in which Dryden wrote his critical text — as the period offering the
beginnings of neoclassicism in England, one can find the answer to the question
of what might have been the reason for Dryden’s critical emphasis on Jonson
rather than on Shakespeare.
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Moreover, by realising that the characteristics of Jonson, as presented by
Dryden, are clear aspects and major principles of the neoclassical doctrine
which is on its way of being implemented in the English cultural background,
one may easily give the answer by saying that Dryden finds and promotes
Jonson as an admirable and perfect model found in the Renaissance of a
complete neoclassical writer.

In more general terms, it is clear again that John Dryden, in his Of Dramatic
Poesie, An Essay, a work of art in itself, pleading for European recognition of
his native literature and for the synchronization of British with the general
European literature, prescribes with full judicious detachment and open-
mindedness to his fellow writers the ancient classical and contemporary, in
particular French, doctrines to be followed in thought and Elizabethan drama of
Shakespeare and especially Jonson to be revived, and along with the
contemporary European models, to be imitated in literary practice. In this
respect, one might consider Dryden’s critical discourse to be first of all
prescriptive, then dependent on and highly expressive of its literary period,
Restoration, as the first part of the larger neoclassical age.

Dryden’s criticism is also to be viewed as defensive and subjective. And what
he defends through the lens of subjectivity is his national literature, the great
aesthetic values of the literary work of Shakespeare and Jonson. This is
expressed, among other things, through a sense of national pride revealed at the
beginning of the fragment, in Neander’s affirmation that “in obeying your
commands I shall draw a little envy upon my self”, and at the end of it when
Neander claims that “we have as many and profitable Rules for perfecting the
Stage as any wherewith the French can furnish us”.

5. Other Samples of Prescriptive Criticism in the Age of Neoclassicism: An
Essay on Criticism and An Essay on Man by Alexander Pope

In the field of literary ideas, the first half of the eighteenth century was
dominated by the neoclassical ideas expressed by Alexander Pope in the
didactic poem An Essay on Criticism and the philosophical poem An Essay on
Man.

The first half of eighteenth century in English literature, known as the Augustan
Age, illustrates the classical views on art and literature at the highest point of
their dominance. Especially for poetry, rational approaches and points of view
were developed as based on models of Greece and Rome and involving absolute
rules and principles to be followed in the critical judgement of literature. The
Augustans developed an aesthetic theory and a type of textual criticism which
became more scientific, criticism as “Nature methodized”, in Pope’s terms,
criticism bound to the normative principles of decorum and poetic diction, and
those of imitating nature and the ancients. “Follow nature and imitate the
classics” is what Pope proclaimed, along with the emphasis on the power of
reason, rule, common sense, measure, order, imitation, respect to genre and the
unities, emphasis on the “sublime”, while rejecting emotion and imagination.
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As in earlier criticism, poetry receives a complex theory involving the rules of
poetic composition, the principles of poetic structure, and the object of poetry as
pleasurable instruction. In this respect, the most revelatory would be Alexander
Pope’s An Essay on Criticism, “an exercise in aphoristic verse discourse which
presents criticism as a disciplined extension of common sense, clearheadedness,
and neoclassical good manners” (Sanders, 1994, p. 289). An Essay on Criticism
represents a discussion in verse form, based on neoclassical doctrines, in which
the emphasis is placed on rules, order, and good taste, which should govern
poetic composition and lead it to affirm or rather re-affirm absolute truths which
have already been expressed by ancient classical poets.

The task of literary criticism would be, then, to defend, sustain, and strengthen
the classical values and to follow the critical tradition as established by the
ancients. The essay is addressed to critics rather than to the poets, but Pope
prescribes rules to both critics and poets, of which the highly emphasised ones
include decorum and poetic diction, personification of abstractions, and
consolidation of the heroic couplet as the main principle for versification. A
recurrent image in Pope’s treatise is the conflict between the critic, whom Pope
apparently sides with, and the poet: the former imposes rules on poets and
judges them according to some strict regulations, whereas the latter attempts to
flee from the normative prescription. Pope asks for a close relationship between
the two: “A perfect judge will read each work of wit/With the same spirit that
its author writ”.

Written by Pope in his earliest years, the essay does not provide an original
contribution to literary theory, or to the philosophical background of his period,
as his later An Essay on Man would, except that it is addressed to critics rather
than the poets, and, even so, the text often shifts its concern from criticism to
poetry and vice versa. However, having nothing original in point of the
neoclassical doctrine, one should consider at least the fact that the poem
attempts to discuss the validity of this doctrine by combining in one poetic
discourse the exposition of the theoretical principles and the creation of a
literary text based on such principles. A young person in his twenties, Pope
longs to display his learning and be didactic and moralising, his An Essay on
Criticism suggesting a kind of “critical ethic”, as Geoffrey G. Harpham calls it.
In this respect, based on the negation of subjective impulses, the true criticism,
according to Pope, is natural, modest, moderate, and just, resulting not only
“from cognitive superiority or acquired learning, but first and foremost from a
certain kind of virtue” (Harpham, 2001, p. 373). Likewise earlier, while
defending poetry in neo-Horatian terms as a kind of writing that teaches and
delights, Sidney valued the ethical value of virtue but in relation to poetry not
criticism. For him, poetry is a superior form of ethics, or rather above
philosophy and ethics itself, since it both teaches and moves to virtue as “a
divine force, far above man’s wit”.

Pope’s criticism is called “ethical humanism”, a common feature of the most of
the eighteenth century critical thought, in that it explores not only the mind of
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the poet, but also his conditions and environment, as Pope himself declares that
the critic should learn the writer’s “Fable, Subject, scope in every
page;/Religion, Country, genius of his Age”. An Essay on Criticism, clearly
inspired from Horace’s Ars Poetica, discusses the principles of poetic art,
didactically prescribes the rules of writing and criticising, states the authority to
be attributed to the ancient writers, and gives a famous definition of the
neoclassical “wit”:

True wit is nature to advantage dressed,

What oft was thought, but never so well expressed;

Something whose truth convinced as sight we find,

That gives us back the image of our mind.

In short, the rules for criticism and literary practice, as prescribed by Pope, can
be summed up as “follow Nature and imitate the Classics™:

First follow Nature, and your judgement frame
By her just standard, which is still the same;
Unerring Nature, still divinely bright,

One clear, unchanged, and universal light,

the meaning of “Nature” referring here not to wilderness and mysteries of the
world, as for Romantics, but to order and common sense. The ancients are to be
followed because they based their ideas on Nature, whom they “methodized”
and whose laws they discovered and defended:

Those rules of old discovered, not devised,
Are Nature still, but Nature methodized;
Nature, like liberty, is but restrained

By the same laws which first herself ordained.

In this respect, “by affirming the imitation of the classical writers and through
them of nature itself and by establishing the acceptable or standard criteria of
poetic language, Pope grounds his criticism in both the mimetic (imitation) and
rhetoric (patterns of structure) literary theories” (Bressler, 2007, p. 34-35).
Indeed, in the Renaissance and afterwards, for nearly until the second half of the
eighteenth century, the major critical voices revived, reinforced and reshaped
the classical tradition along with a strong emphasis on following the classical
rules and imitating the laws of nature, as in Ben Jonson’s Timber: Or
Discoveries, Pierre Corneille’s Discours, Boileau’s L’Art Poetique, and
Alexander Pope’s An Essay on Criticism. Like Sidney and Boileau, Pope
requires the poet to be a natural genius, possess knowledge of the artistic rules,
acquire an education based on the classics, and imitate the classic models.

An Essay on Man, another major work by Pope, consists of a “Design” in prose
followed by four epistles in verse form addressed to Henry St. John, Viscount of
Bolingbroke, a leading Tory figure and himself a writer of philosophical and
political essays. The poem is designed as a philosophical work focused on the
task “to vindicate the ways of God to Man”. It largely draws on the poet’s
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personal understanding of the philosophy of Leibnitz, and examines the human
condition against Miltonic, cosmic background. One may hardly argue that An
Essay on Man is focused on commonplace and the ordinary aspects of everyday
life, as the poem is full of many and often disputable doctrines, where the
philosophical speculation is dramatic and concrete, the ideas being transmitted
in witty couplets by attractive wording.

In discussing human condition and human nature, Pope ignores the view that
the world is not perfect but fallen, and that men are free agents responsible for
their actions. Instead, Pope attempts to prove that everything is well in the best
of the possible worlds, that the scheme of the universe is the best of all possible
schemes, and that people’s failure to see the perfection is caused by their limited
vision.

The evil exists in the world, but is limited and partial, as “Partial I11” is but a
part of “Universal Good”, and, in order to achieve happiness and reach
perfection, the human being should transcend the self-love towards social-love
and then to the love for God, where “self-love and social” “All are but parts of a
stupendous whole,/Whose body Nature is, and God the soul”.

In order to see the prescriptive nature of Pope’s An Essay on Man, the following
fragment would be revelatory:

Having proposed to write some pieces on human life and manners, such as (to use my
lord Bacon’s expression) came home to men’s business and bosoms, I thought it more
satisfactory to begin with considering Man in the abstract, his nature and his state;
since, to prove any moral duty, to enforce any moral precept, or to examine the
perfection or imperfection of any creature whatsoever, it is necessary first to know what
condition and relation it is placed in, and what is the proper end and purpose of its
being.

The science of human nature is, like all other sciences, reduced to a few clear points:
there are not many certain truths in this world. It is therefore in the anatomy of the mind
as in that of the body, more good will accrue to mankind by attending to the large,
open, and perceptible parts, than by studying too much such finer nerves and vessels,
the conformations and uses of which will for ever escape our observation. The disputes
are all upon these last, and I will venture to say, they have less sharpened the wits than
the hearts of men against each other, and have diminished the practice, more than
advanced the theory of morality. If I could flatter myself that this Essay has any merit, it
is in steering betwixt the extremes of doctrines seemingly opposite, in passing over
terms utterly unintelligible, and in forming a temperate yet not inconsistent, and a short
vet not imperfect, system of ethics.

This I might have done in prose; but I chose verse, and even rhyme, for two reasons.
The one will appear obvious, that principles, maxims, or precepts so written, both strike
the reader more strongly at first, and are more easily retained by him afterwards: the
other may seem odd, but it is true; I found I could express them more shortly this way
than that much of the force as well as grace of arguments or instructions depends on
their conciseness. I was unable to treat this part of my subject more in detail, without
becoming dry and tedious; or more poetically, without sacrificing perspicuity to
ornament, without wandering from the precision, or breaking the chain of reasoning. If

121



B B John Dryden, Restoration, and Neoclassicism: Samples of Prescriptive Criticism in English Literature

any man can unite all these without any diminution of any of them, I freely confess he
will compass a thing above my capacity.

What is now published is only to be considered as a general map of Man, marking out
no more than the greater parts, their extent, their limits, and their connection, but
leaving the particular to be more fully delineated in the charts which are to follow.
Consequently, these Epistles in their progress (if I have health and leisure to make any
progress) will be less dry, and more susceptible of poetical ornament. I am here only
opening the fountains, and clearing the passage. To deduce the rivers, to follow them in
their course, and to observe their effects, may be a task more agreeable.

The above selected fragment represents The Design, that is, the introductory
part, of An Essay on Man, which is followed by the four epistles written in verse
form. The Design contains some ideas on poetry expressed through the
argumentation of the reasons for which Pope has chosen the poetic form for his
philosophical work.

First, poetry has stronger effects on the reader leading to a better understanding
of the poet’s message: “strike the reader more strongly at first”. Second, the
poetic form is characterized by concision, as it “could express them [ideas]
more shortly this way than in prose”. Finally, as a neoclassical writer, Pope
accepts the necessity of poetic diction and decorum in a poetic text, but the use
of ornamentation must not affect the reasonable, concise expression of ideas:
“perspicuity” must not be sacrificed to “ornament” and the poet must not be
“wandering from the precision, or breaking the chain of reasoning”.

In that, one may easily see again Pope expressing, advocating, and promoting
the neoclassical principles concerning poetry writing, which makes his ideas on
literature, as little as they are stated in the Design and scattered throughout the
epistles, to be highly dependent on and expressive of the dominant doctrine of
the period, as well as prescriptive, and to a lesser degree defensive and
subjective.

Apart from the Design, throughout the entire poem, Pope’s literary theory and
practice, as combined in one verbal discourse, reveal a poet focused on
expressing and prescribing rules not so much on poetic composition but
existence in general, expressing the optimism and self-confidence of an urban
society pleased with its own civilization. At moments, however, the optimism in
An Essay on Man co-exists with a satirical resentment as two facets reflecting
the inner contradictions of the poet and those of the period itself.

Conclusion

Like in earlier periods, in general in the seventeenth century, including the
Restoration period, and later throughout the eighteenth century, criticism was
still far from focusing on particular authors and texts, that is, far from dealing

with literature as we understand nowadays to be the aims and concerns of
literary criticism.

Instead, the criticism of those centuries, “based on classical models, dealt
mainly with literature-related theoretical prescriptiveness” and the issue of
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genres (Urnov, 1979, p. 5). The privileged ones remained to be poets; dramatists
were placed next to them, whereas the rising in the eighteenth century novelists
were disconsidered. Dryden debated on drama. Addison wrote on tragedy, on
lyric and epic poetry, and on imagination and literature in general. Johnson
wrote his Lives of the Poets in such a manner as if there were no contemporary
novelists, even though Johnson himself played with fiction in Rasselas and
showed a high estimate for this genre.

There was then the task assumed by the practitioners, the novelists themselves
(Defoe, Richardson, and Fielding), to evaluate their own writings and promote
them as a new and distinct genre of novel.

Apart from these critical perspectives, there were also debates on ancients and
moderns as a “battle of the books” (Reynolds, Temple, and Swift), on morality
and literature (Mulgrave, Wolseley, Collier, and Congreve), on beauty in poetry
(Hutcheson) and on the status and subjects of poetry (Thomson). Criticism
assumed also other tasks, such as to advocate and institutionalize neoclassicism
(Dryden, Pope, and Johnson), or the rejection of neoclassicism (Warton, Young,
and Lowth), and even the concern with the status and role of the critic and
criticism (Addison, Pope, and Hume). The diversity of critical concerns
paralleled the diversity of the form of the critical texts, ranging from verse and
dialogue to essay and preface. Amid general theorisation and abstract debates
on literary issues, there were some concerns with particular writers, such as
Peacham, Dryden, Dennis, Johnson, and Fielding.

John Dryden, who introduced the term “criticism” as early as 1677, represents
after Sir Philip Sidney the second important step forward in English literary
criticism with his Of Dramatic Poesie, An Essay. Among other things, Dryden
succeeds to employ a variety of critical perspectives from ancient to
contemporary French and unite them under the form of a natural, almost
modern prose style. Above all, Dryden avoids the moral or theological
assessment of literature and focuses on the literary practice of certain writers, in
particular the comparative assessment of Shakespeare and Jonson, a recurrent
theme in literary criticism, whom he prescribes as literary models.

In the eighteenth century, the theoretical principles of neoclassicism enjoyed
their highest reputation as set forth by Alexander Pope in prefaces, An Essay on
Criticism, and An Essay on Man. Alexander Pope was the dominant figure
among neoclassical writers, his theoretical contribution and poetical practice
exemplifying in the best way neoclassical optimism, self-confidence and
urbanism in an age pleased with its civilization. Pope also aptly expresses
neoclassical emphasis on reason, order, common sense, rules in the creation of
poetry, and imitation of the classics and the laws of nature, as in An Essay on
Criticism and An Essay on Man. The former reveals, actually, Pope’s status as a
neoclassical literary critic, but, being written by Pope in his earliest years of
literary activity, this work does not provide an original contribution to literary
theory, except the fact that it is addressed to critics and that it combines in one
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poetic discourse the theoretical ideas of neoclassical doctrine with the creation
of a literary text based on such ideas.

This is also the principle of composition of a more original work which is the
philosophical poem An Essay on Man. Like the previous one, this work displays
Pope’s alliance to neoclassical doctrine and the principles of “imitate the
classics” and “follow the nature”, as well as his wide knowledge and intellectual
brightness combined with a dynamic literary expression.

During the neoclassical period, the most important and influential critical voices
belong to Dryden and Pope, who, together with Johnson, were the true
theoreticians and practitioners of neoclassicism, aiming at defining the present
and future ways of English poetry by offering prescriptive definitions, and thus
their criticism being, in this respect, apart from reflecting the neoclassical
mentality, normative and prescriptive.
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JOHN DRYDEN, RESTORATION, AND NEOCLASSICISM:
SAMPLES OF PRESCRIPTIVE CRITICISM IN ENGLISH
LITERATURE

Abstract: Literary criticism implies the intellectual capacity to evaluate
and understand the literary text, the analysis of particular works being the
main aim of literary criticism, but, though achieved by most of the critics
prior to the twentieth century, in English background criticism has started
with some purposes which are alien to the nature of critical act. For
instance, Sydney defends, Dryden prescribes, Pope reflects and
prescribes, Fielding introduces a new genre and Wordsworth a new type
of poetry, etc. English criticism during the neoclassical period was a
complex and multi-voiced phenomenon, represented by a large number of
critics and writer-critics who developed a reflexive but above all
normative and prescriptive critical discourse. John Dryden and his Of
Dramatic Poesie, An Essay would better show the condition of English
criticism in Restoration. The first half of the eighteenth century was
dominated by the neoclassical ideas expressed by Alexander Pope in An
Essay on Criticism and An Essay on Man; the second half of the century
was governed by the personality of Dr Samuel Johnson and his influential
Lives of the Poets and Dictionary of the English Language. The most
prescriptive critical voice in English literature belonging to the
neoclassical period is that of John Dryden, as to be equalled perhaps only
by Alexander Pope. To reveal the essence of prescriptive criticism as
explaining and giving rules as well as showing the direction for literary
production with regards to the critical discourse of Dryden and that of
Pope represents the purpose of this study.

Keywords: Restoration, Neoclassicism, Literary Criticism, Literary
Theory, Prescriptive Criticism, Critic, Writer-Critic.
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REFORMLAR CAGINDA TURKIYE’DE MOLIERE’IN YENIDEN
YAZIMI (19. YUZYILIN iKiNCi YARISI)

Ayse Banu KARADAG'
Cigdem KURT WILLIAMS®

Oz: Giiniimiize dek Tiirkgeye en c¢ok cevrilmis olan Batili tiyatro
yazarlarindan biri Moliére’dir. Moliére’in Tiirkgeye tasinma seriiveni
giiniimiizden neredeyse iki yiizyil dnce, on dokuzuncu yiizyilin hemen
baslarinda baslar ve 1870’li yillarda hiz kazanarak farkli bir evreye geger.
Bu yillarda, Moli¢ére’in yarattigr karakterler Tiirkge isimlerle, yerel
Osmanl kiyafetleri iginde, Istanbul agzi bir Osmanl Tiirkgesiyle
konusarak bagkentin farkli noktalarinda kurulmus olan tiyatrolari
arsinlaylp seyircileri kendilerine hayran birakirlar. Bu makalede,
Moliére’in 19. yiizyilin ikinci yarisindaki Tiirkce gevirileriyle Tiirkce ve
Fransizca temsilleri tizerinden gidilerek klasik Fransiz tiyatro adaminin
Osmanli  Imparatorlugu’nda nasil  alimlandigi ve Osmanli-Tiirk
tiyatrosunu nasil besledigi arastirtlacaktir. Moliére’den yaptigt geviriler
ilizerine birgok bilimsel ¢aligma yapilmig olan Ahmet Vefik Paga’ya ve
tiyatro alanindaki eserlerine kisaca deginilerck Pasa’nin ¢agdasi olan A.
F., Ali Bey, Teodor Kasap ve Mehmed Hilmi’nin gevirilerine
odaklanilacak; bu dort ¢evirmenin g¢eviri siireci 6ncesinde ve sirasinda ne
tir kararlar alip Moliére’i ne tiir bir g¢eviri politikast dogrultusunda
Tirkgeye cevirdigi tespit edilmeye calisilacaktir. Caligmada ele alinacak
geviriler sunlardir: Sahte Hekim/Le Médecin volant (A. F., 1872-1873),
Ayyar Hamzal/Les Fourberies de Scapin (Ali Bey, 1871), Pinti
Hamid/L Avare (Teodor Kasap, 1873), Iskilli Memo/Sganarelle ou le
cocu imaginaire (Teodor Kasap, 1874) ve Yirmi Cocuklu Bir Adam yahud
Fettan Zaman Insana Neler Yapmaz/Monsieur de Pourceaugnac
(Mehmed Hilmi, 1879-1880).

Anahtar Sozciikler: Tiirk Ceviri Tarihi, Tiyatro Cevirisi, Molicre,
Tanzimat Donemi.

Giris
Moliére, gilinlimiize dek Tirk¢eye en ¢ok g¢evrilmis olan komedi yazarlarinin
baginda gelir. Moliére’in 19. ylizyilin ikinci yarnisindaki Tiirkge cevirileriyle
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Tiirk¢ce ve Fransizca temsilleri bize, klasik Fransiz tiyatro yazarinin Osmanli-
Tirk tiyatrosunu nasil besledigini gosterir. Bu ¢alismada, Tanzimat Donemi
cevirmenlerinden edebiyatin farkl: tiirlerinde (roman, tiyatro vb.) ¢eviriler yapip
da isimlerini daha cok tiyatro cevirileriyle duyurmus olan Ali Bey, Teodor
Kasap ve Mehmed Hilmi ile tiyatro disinda ceviri yapip yapmadigini1 tam olarak
bilmedigimiz A. F.’nin Moliére gevirileri temel alinacaktir. Adi gegen bu dort
gevirmenin ¢eviri silireci Oncesinde ve sirasinda hangi kararlar1 aldiklari,
Moliére’i hangi c¢eviri politikas1 dogrultusunda Tirk¢eye c¢evirdikleri
saptanmaya c¢aligilacaktir.

Bir yazarm “anavatan1” diginda herhangi bir cografyada alimlanmasi iizerine
calismak “kiiltiirel etkilesim” tlizerine ¢alismak demektir. Bu tiir bir ¢alisma
bize, bir kiiltlirlin, yazarlar1 aracilifiyla, diger bir kiiltiir tarafindan nasil
algilandigimi gosterir. 19. yiizyilin ikinci yarisinda Moliere’in Tiirkiye’deki
varligint konu edinen ¢aligmalar tam da bdyledir. O yilizden, konuya baslarken
farkli kiiltiirlerin etkilesimi ve c¢evirinin buradaki islevi lizerinde durmak
gerekir.

1. Ceviri Uzerine Kuramsal Sorgulamalar
1.1. Kiiltiirlerin Etkilesimi ve Ceviri

Giiniimiizde ¢evirinin kiiltiirle olan bag1 bize her ne kadar “dogal” gelse de,
geviriyle kiiltiir arasindaki siki bagin taninmasit ancak 1990’larda, Susan
Bassnett ve André Lefevere’in derledikleri Ceviri, Tarih ve Kiiltiir (1995) adli
kitabin basimindan sonra gerceklesmistir. Kitabin 6nsoziinde Bassnett ve
Lefevere, ceviribilimin aragtirma nesnesinin artik “kaynak ve erek kiiltiir
dizgesinin ayrilmaz bir par¢ast olan metin” oldugunu vurgularlar (1995, s. 11-
12). Bu tespitlerinin biiyiik oranda kabul gormesiyle ceviribilimde yasanacak
“kiiltiirel doneme¢”in yolu acilir. Bu yeni donemecte ceviribilimin arastirma
konusu kiiltiiriin bir¢cok alt dalim icine alacak sekilde genislerken kiiltiir
caligsmalari da geviriyi bir arastirma konusu haline getirir. Bassnett ve Lefevere,
derledikleri Kiiltiirlerin Kurulmasi: (1998) adli kitapta ise, cevirilerin kiiltiirel
etkilesime taniklik ettigini belirterek ¢eviri-kiiltiir iligkisini bir adim daha ileriye
tagirlar (1998, s. 6). Boylece, “ceviri lizerine ¢aligsmak, aslinda kiiltiirel etkilesim
iizerine ¢alismaktir” fikri zihinlere yerlesir.

1.2. Kiiltiirlerin Kurgulanmasinda Cevirinin Islevi

Ceviriler kiiltiirel etkilesime taniklik ettigi kadar yeni kiiltiir dizgelerinin
kurulmasina da katk: saglar. Ceviri, bir biitiin olarak kiiltiire ya da kiiltiiriin bir
alt dalina (edebiyat, tiyatro, sinema vb.) yeniden sekil vermek, onu yeni bastan
planlamak isteyen eyleyicilerin elinde etkin bir araca doniisebilir. Gideon
Toury’nin de belirttigi gibi s6z konusu eyleyiciler, kiiltiirde herhangi bir
“bosluk” oldugunda g¢eviriye basvurup ceviri yoluyla yeni metinler ithal etme
yoluna gidebilir. Bu ise, bagh basma bir “planlama” eylemidir (2002, s. 153-
154). Erek Kkiiltiir, ¢evirilerin hangi dilden ve nasil yapilacagina dair birbiriyle
baglantil1 bir dizi kararin alinip uygulanmasinin ardindan degisime ugrar.
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Ancak her ¢eviri bir “yeniden yazim”dir. André Lefevere’in altini ¢izdigi gibi
tiim yeniden yazimlar, belli bir diinya ve sanat goriisii dogrultusunda olusturulur
ve edebiyati belli bir dogrultuda islemesi i¢in yonlendirir (2004, s. 235).
Dolayisiyla yeniden yazim, kaynak metnin doniistiiriillmesine dayanir. Tiyatro
cevirisinde buna “kiiltiire uygunlastirma” (“acculturation”) denir. Susan
Bassnett’in da belirttigi lizere, erek izleyici kitlesinin beklentileri ve erek tiyatro
dizgesinin dayattig1 kisitlar kaynak tiyatro metninin erek kiiltiire uygun hale
getirilmesinin yolunu agar (Bassnett ve Lefevere, 1998, s. 93).

1.3. Ceviri Araciligiyla “Yabanci1”yla Karsilasma

Tiyatro cevirisinde kiiltiire uygunlagtirmanin farkli derece ve tiirlerinden soz
edilebilir. Cevirmen bu noktada aldig1 kararlarla “yabanci”y1 / “6teki ni nasil
algiladigin1 gozler Oniine serer. “Yerli-yabanci” karsithgma deginmeden
cevirinin iki u¢ (kaynak metin-erek kiiltiir) arasinda aracilik yaptigini sdyleyen
ve bunu “betimleyici” c¢eviri caligmalarinin ¢ikis noktast yapan Gideon
Toury’dir. Ona gore ceviri, genel / mutlak kurallardan kisiye 6zgii davranislara
uzanan bir yelpazede siralanan toplumsal-kiiltiirel kisitlara uyar. Bu iki kutbun
ortasinda gevirinin uydugu bir de “normlar” vardir. Toury {i¢ ayr1 normdan s6z
eder. Buna gore “Onciil norm”, c¢evirmenin kaynak metne ve onun
gerceklestirdigi normlara mu (“gevirinin yeterliligi”’) yoksa erek kiiltiirdeki
normlara mi (“gevirinin kabul edilebilirligi”’) bagh kaldigimi belirler. “Siire¢
oOncesi ¢eviri normlar1”, birbiriyle baglantili iki gruba ayrilir: ¢eviri politikasiyla
ilgili olanlar ve cevirinin dogrudanhigiyla ilgili olanlar. Ceviri politikasi,
¢evrilecek metin se¢imini igerir. Neden onca farkl: tiir ve farkli yazar arasindan
“bu” tiir ve “bu” yazar secilmistir? Bu rastgele bir tercih olmadigi siirece, belirli
bir g¢eviri politikasindan s6z edilebilir. Cevirinin dogrudanligi ise, kaynak
metnin kendi dilinden mi, yoksa herhangi bir ara dilden mi yapilacagini
gosterir. Son olarak, “geviri siireci normlar1” ise, g¢eviri esnasinda verilen
kararlar1 yonlendirir (Toury, 2008, s. 150-154).

Toury’nin “yeterli” ve “kabul edilebilir” ¢eviri olarak adlandirdigi bu iki farkl
stratejinin, bircok arastirmaci tarafindan “kaynak odakli” ve “erek odakli” ¢eviri
stratejileri olarak adlandirilan stratejilere denk diistiigii sdylenebilir. Buna gore,
kaynak odakli bir ¢eviride ¢evirmen Ozglin metnin “egzotik”ligini,
“yabanc1”’ligin1 korumay1 deneyebilirken erek odakli ¢eviride 6zgilin metni erek
kiiltiir i¢inde “dogal”lastirma ve bdylece de erek okur / izleyici agisindan daha
kolay “kabul edilir” kilma yoluna gidebilir (Guidére, 2008, s. 98). “Yabanci”y1 /
“oteki”ni nasil algiladigl bir ¢evirmenin g¢eviri slirecinde ve dncesinde verdigi
kararlara bakarak anlagilabilir.’

2. Yeni Bir Osmanli-Tiirk Tiyatrosuna Dogru: Thtiyaclar, Olanaklar

Moliére tiyatrosunun Tiirkiye’ye ve Tiirk¢eye tasinmasi esas olarak Giilli
Agop’un Gedikpasa’daki Osmanli Tiyatrosu’nun verdigi ilk Tiirk¢e temsillerle

3 Ceviride “yabanci” kavrami igin bkz. Berman, A. (2002). L Epreuve de I’étranger: Culture et
traduction dans I’Allemagne romantique. Paris: Gallimard.
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(1860 sonlar1-1870 baslar1) baslamis ve ilerlemistir. Bu nedenle, “Osmanli
Tiyatrosu”nun kurulusunu onceleyen ve hazirlayan tarihsel kosullara bakmak
gereklidir.

19. yiizyilin ortalarinda Osmanlmin baskenti Istanbul’daki tiyatro ortamini tarif
edecek en uygun iki kelime hig¢ sliphesiz “kozmopolit” ve “rekabet¢i”’dir. Bu
donemde hem Miisliiman-Tiirkler hem de gayrimiislim azinliklar (Ermeniler,
Rumlar, Bulgarlar, Yahudiler vb.) kendi dillerinde tiyatro gosterileri yaparken
Italyan ve Fransiz tiyatro-opera topluluklar1 baskenti ziyaret edip Pera’daki
bliylik Avrupa tarzi tiyatrolarda (Naum Tiyatrosu, Fransiz Tiyatrosu vb.)
temsiller verirler. Osmanli sarayr da siras1 geldiginde hem bu yabanci
topluluklari hem de yerli topluluklart agirlar. Ermeni tiyatro topluluklar
1860’lardan itibaren yabanci (ozellikle Fransizca ve Italyanca) tiyatro
metinlerini hem kendi anadillerine hem de Tiirkgeye cevirip Osmanlida Bati
tarz1 tiyatro hareketini baslatir. Baskentin dort bir tarafinda diizenlenen bu
tiyatro faaliyetleri, seyirciler i¢in “zenginlik”, oyuncular agisindan ise “rekabet”
demektir.

Bati1 tarzi tiyatronun gordiigii ragbete de paralel olarak Miisliiman-Tiirklerin
geleneksel tiyatrosu olarak goriilen Karagdz ve Ortaoyunu 1860’larda tartismali
bir hale gelir. Osmanli basini, Karag6z ve Ortaoyunu konusunda “radikaller” ve
“tlimhilar” olmak {izere ikiye boliiniir. Birinci grup, bu halk tiyatrosu
gosterilerinin kaba, agik-sacik ve ahlaka aykir1 oldugu diisiincesiyle tamamen
ortadan kaldirilmasini isterken ikinci grup “islah edilmek” kaydiyla
siirdiiriilebilecegini diisiiniir. Ikinci grupta yer alan bazi isimler, Karagoz ve
Ortaoyunu’nun Tiirklerin “milli” tiyatrosu oldugunu, bu yilizden yeni bir
Osmanli-Tiirk tiyatrosuna zemin olusturacak sekilde yeniden diizenlenmesi
gerektigini vurgular (And, 1985; Kudret, 1994).

Gilli Agop’un Osmanli Tiyatrosu tam da bu yillarda (yani 1868’de) kurulur,
1870 baharinda aldigi 10 yillik imtiyazla (baskentte Tiirkge temsil verme tekeli)
bir anda bir “imparatorluk™ tiyatrosuna doniisiir ve Osmanhi-Tiirk tiyatrosunu
tek basma temsil etmeye baslar. Fakat baslarda isi hi¢ de kolay degildir ¢iinkii
hem oyuncu hem de oyun eksikligi cekmektedir. Cogunlugu anadili Tiirk¢e olan
seyircilerden olusan hedef seyirci kitlesini tatmin edecek bir Tiirk¢eyle konusan
oyunculara —ki oyuncularin ¢ogu Ermeni’dir- ve bu seyirci kitlesinin diinyasina
hitap edecek tiyatro metinlerine (telif-ceviri) ihtiya¢ duymaktadir. Giilli
Agop’un donemin gazetelerine verdigi ilanlarin ardindan birgok Osmanl
aydini, yazari ve ¢evirmeni Osmanli Tiyatrosu’nun oyun eksigini kapamak i¢in
tiyatro metni liretimine baslar (Gergek, 1997, s. 167). Telif eser iiretimi daha
“zahmetli” oldugundan, ceviri eser iretimi tercih edilir ve Osmanl
Tiyatrosu’nun acil ihtiyaclarim  karsilamak i¢in  nispeten  sistemli
diyebilecegimiz bir ¢eviri faaliyeti baglatilir. Gideon Toury’nin “kiiltiir
planlamas1” baglaminda soyledigi gibi, kiiltiire yon vermek isteyen eyleyiciler
bir boslukla karsilastiklarinda geviriye basvurup ceviri yoluyla yeni metinler
ithal etme yoluna giderler.

130



Ayse Banu KARADAG - Cigdem KURT WILLIAMS 1N EEEE

3. “Yerli” Kiiltiirel Uriinler Olarak Moliére’in Tiirk¢e Ceviri ve Temsilleri

Bu gergevede yabanci dillerden Osmanli Tirkgesine aktarilan tiyatro metinleri
arasinda Moliere’in komedileri 6nemli bir yer tutar. Esasinda Moliere, 19.
ylizyilin ikinci yarisinda yalniz Tiirkgeye degil baska bircok yabanci dile de
cevrilir. Bu dénemde Paris merkezli Fransiz tiyatrosu, gliniimiiziin Hollywood
merkezli Amerikan sinemas1 gibi kendine uluslararasi bir iin ve varlik alani
saglamis; Londra, Berlin ve Viyana gibi biiyiik kiiltlir merkezleri de dahil olmak
lizere diinyanin geri kalanina tiyatro gosterileri ihra¢ eder duruma gelmistir.
Fransa’da sahneye konan klasik (6r. Moliére) ve ¢agdas (6r. Emile Augier,
Dumas fils, Victorien Sardou) yazarlar hem yurtdisi turnesine cikan ya da
yabanct bir gehre yerlesen Fransiz tiyatro topluluklarinin Fransizca
temsilleriyle, hem de yerel tiyatro topluluklarinin kendi dillerinde verdikleri
temsillerle diinyanin bir¢ok noktasinda seyirciyle bulusur (Charle, 2008).

Bu ortamda ¢eviri, klasik ve ¢agdas Fransiz tiyatro eserlerinin genis kitlelerle
bulusmasina olanak saglamis olur. Osmanli Imparatorlugu da bu kiiresel tiyatro
cevirisi hareketinin disinda kalmaz. Osmanli Tiyatrosu’'nun kurulus ve
gelisimine paralel olarak Moliére’in pek ¢ok oyunu 1869-1882 yillar1 arasinda,
yani bu ¢alismada “Ceviriler Cag1” olarak adlandirmay1 segtigimiz dénemde,
Osmanl Tiirk¢esine aktarilir.

Moliere’in Osmanli Tiirk¢esine aktarilmasina oOnciiliikk eden isim siliphesiz
Ahmet Vefik Paga’dir. Devlet adami ve aydin kimligini bir arada tastyan Ahmet
Vefik Pasa, Moliére’den on alt1 ¢eviri yapar ve Osmanl Tiyatrosu’na hamilik
yaparak kendi ¢evirilerinin 1870’lerde istanbul’da oynanmasini saglar. Yaptig
ceviriler, ozellikle de Zor Nikdhi, tuluat kumpanyalari tarafindan da sahnelenir.
Bursa valiligi sirasinda (Subat 1879-Ekim 1882) Bati tarz1 bir tiyatro binasi inga
ettirip bir tiyatro toplulugu olusturur ve Moliére’den yaptigi ¢evirileri sahneye
koydurur. Onun déneminde Bursa, baskentten sonraki ikinci biiylik tiyatro
merkezine doniigiir (Abdullah Tansel 1964a ve 1964b; Tuncel 1973).

“Ceviriler Cag1”’nda Ahmet Vefik Pasa’nin Moliére cevirilerine kimligi bilinen
(Ali Bey, Teodor Kasap, Mehmet Hilmi, Ziya Pasa) ve bilinmeyen (A. F. vb.)
¢evirmenlerin yaptigi ceviriler eklenir, ortaya yirmi dort g¢evirilik bir kiilliyat
¢ikar.* Ancak bu yirmi dort gevirinin hepsi sahne iistiinde aym basariyr elde

* S6z konusu kiilliyat1 olusturan eserler bunlardir: L’Amour médecin (Tabib-i Ask, Ahmet Vefik
Pasa, [1303/1885-1886]), L 'Avare (Pinti Hamid, Teodor Kasap, 1873 ; Azarya, A. V. Pasa, 1879),
Le Bourgeois gentilhomme (Kaba Bir Adam, 1292/1875-1876), Le Dépit amoureux (Infial-i Ask,
A. V. Pasa, t.y.), Don Juan (Don Civani, A. V. Pasa, [1869]), L’Ecole des femmes (Kadinlar
Mektebi, A. V. Pasa, ty.), L’Ecole des maris (Kocalar Meksebi, A.V. Pasa, t.y.), L Etourdi
(Savruk, A. V. Pasa, ty.), Les Femmes savantes (Okumus Kadinlar, A. V. Pasa, t.y.), Les
Fourberies de Scapin (Dekbazlik, A. V. Pasa, 1299/1881-1882 ; Ayyar Hamza, Ali Bey, 1871),
George Dandin (Yorgaki Dandini, A. V. Pasa, 1869 ; Kiskang Herif, ¢.y., 1874), Le Malade
imaginaire (Meraki, A. V. Pasa, [1303/1885-1886]), Le Mariage forcé (Zor Nikdhi, A. V. Pasa,
1869), Le Médecin malgré lui (Zoraki Tabib, A. V. Pasa, 1869), Le Médecin volant (Sahte Hekim,
A. F., 1289/1872-1873), Le Misanthrope (Adamcil, A. V. Pasa, [1303/1885-1886]), Monsieur de
Pourceaugnac (Yirmi Cocuklu Bir Adam yahud Fettan Zaman insana Neler Yapmaz, Mehmed
Hilmi, 1297/1879-1880), Les Précieuses ridicules (Dudu Kuslari. A. V. Pasa, t. y.), Sganarelle ou
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etmez. Bu baglamda dort ayr kategoriden soz edilebilir: biiylik basar1 kazanan
ceviriler, orta diizeyde basar1 elde edenler, gosterimi bir iki defayla smurl
kalanlar ve hi¢ sahnelenmeyenler And, 1972, s. 454-462).

Istanbul’da Osmanli Tiyatrosu’nun ve tuluat kumpanyalarimin, Istanbul disinda
(Edirne, Bursa, Izmir, Trabzon vb.) ise Bat1 tarz1 tiyatro yapan diger tiyatro
topluluklarinin repertuarina girip burada uzun siire kalmay1 basaran gevirilere
baktigimizda ilging bir noktayla karsilasiriz. Bu ¢evirilerin hemen hepsi Gideon
Toury’nin terminolojisiyle “kabul edilebilir” g¢evirilerdir, g¢evirmenler bu
metinlerde erek kiiltiirdeki normlara bagli kalmay1 secgip kaynak metni hedef
okur / seyirci kitlesi agisindan daha kolay “kabul edilebilir” kilmay1 amaglarlar.

Bu cevirilerin kabul edilebilirligi iki farkli ama birbiriyle i¢ ice gecmis
yontemle saglanmustir: Yerlesik kiiltiire uygunlastirma (giindelik Osmanl
hayatina uyarlama) ve yerlesik estetige uygunlastirma (Osmanli halk tiyatrosu
kaliplarina uyarlama). Cevirmenler orta siniftan gelen ve halk tiyatrosuna
(Karagdz ve Ortaoyunu) aligkin olan bir seyirci kitlesinin beklentilerini gz
onlinde tutup Moliere komedilerini Osmanlilarin kendilerine yakin bulup
hoslanacaklar1 ve benimseyecekleri bir sekle sokarlar. Bu elbette sebepsiz
degildir: Metin And’1in da belirttigi gibi, donemin seyircisi kendisine bi¢im ya
da icerik acisindan fazla “yabanci” gelen oyunlari reddetme egilimindedir
(1999, s. 165). Moliére’in oyunlar1 da zaten bu ikili uygunlastirma ¢aligmasi
icin “bigilmis kaftandir ¢linkii gerek Moliére tiyatrosu gerekse Osmanli halk
tiyatrosu Italyan halk tiyatrosuyla (commedia dell’arte) tarihsel olarak siki bir
iligki i¢indedir. Bu ii¢ tiyatronun metinleri ve kisileri agisindan yakin benzerligi,
koklii bir “halk tiyatrosu” geleneginin Avrupa ve Akdeniz’deki dinsel ve etnik
farklara takilmadan devam ettigini gosterir (Basch, 2007).

Toury’nin sozinl ettigi “geviri politikas1” agisindan diisiiniiliirse, sayisiz
secenek arasindan Moliere’in secilmis olmasi nedensiz degildir. Bu kesinlikle
bilingli bir tercihtir, ¢linkii Moliére komedileri yukarida da sdylendigi gibi,
Osmanli ¢evirmenlerinin amagladig: ikili uygunlastirma ¢aligmasina uygun bir
zemin hazirlar. Dolayisiyla “Ceviriler Cagi”nda yapilan Moliere ¢evirileri,

belirli bir ¢eviri politikasinin {iriiniidiir.

Yukarida soziinii ettigimiz yirmi dort ¢eviriden dokuz tanesi yerlesik kiiltiire ve
estetige uygunlastirma denemesinin somut iiriinleridir. Bu nedenle de Osmanli
seyircisi tarafindan uzun zaman tutulup ragbet gOrmiistiir. Bunlar, Zor
Nikdhi/Le Mariage forcé (A. V. Pasa, 1869), Zoraki Tabib/Le Médecin malgré
lui (A. V. Pasa, 1869), Meraki/Le Malade imaginaire (A. V. Paga,1885-1886),
Tabib-i Ask/L’Amour médecin (A. V. Pasa, 1885-1886), Sahte Hekim/Le
Meédecin volant (A. F., 1872-1873), Ayyar Hamza/Les Fourberies de Scapin
(Ali Bey, 1871), Pinti Hamid/L Avare (Teodor Kasap, 1873), Iskilli
Memo/Sganarelle ou le cocu imaginaire (Teodor Kasap, 1874) ve Yirmi

le cocu imaginaire (sekilli Memo, Teodor Kasap, 1874), Le Tartuffe (Tartiif, A. V. Pasa, t. y.;
Riyanmin Encami, Ziya Paga, 1298/1881). Daha fazla bilgi i¢in bkz. Poyraz, T. ve Tugrul, N.
(1967), Tiyatro Bibliyografyasi (1859-1928. Ankara: MEB.
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Cocuklu Bir Adam yahud Fettan Zaman Insana Neler Yapmaz/Monsieur de
Pourceaugnac (Mehmed Hilmi, 1879-1880)’dir. Bunlardan son bes tanesi
lizerine yaptigimiz arastirma bize sunlari gostermistir:

Yerlesik estetige uygunlastirma asamasinda ¢evirmenler, Moliére tiyatrosuyla
Osmanli halk tiyatrosu arasinda metinlerarast baglantilar kurup Moliére
komedilerini Karagéz ve Ortaoyunu’ndan 6diing aldiklar1 dgelerle Tiirkgede
yeniden yazmislardir. Ornegin kisi adlar1 se¢imi buna gére yapilmistir. Sahte
Hekim’deki Nigar, Recep, Saban; Ayyar Hamza’daki ‘“zeybek, tosun,
kiilhanbeyi”; Iskilli Memo’daki “zampara” ve Yirmi Cocuklu Bir Adam’daki Ibis
Aga, Osmanli halk tiyatrosu tiplerini ¢agristirtr. Yirmi Cocuklu Bir Adam’in
onsdzii de bunun bilingli bir tercih oldugunu ortaya koyar. Onsdz, Mehmed
Hilmi’nin ¢eviri politikasin1 ve tiyatro tiirli iizerine goriislerini sergilemesi
acisindan oldukca degerli bir metindir. Mehmed Hilmi burada, tiyatronun
seyirci iizerindeki olumlu etkisinden s6z eder, Osmanli tiyatrosunun heniiz
yeteri kadar gelismedigini ve yeni tiyatro metinlerine (telif ya da ceviri
metinler) ihtiya¢ duyuldugunu dile getirir. Monsieur de Pourceaugnac gevirisini
de bu amagla hazirladigini belirtir ve ¢evirinin erek kiiltiir normlar1 gozetilerek
kaleme alindigini sdyler (1297/1879-1880, s. 2-3). Kisi adlarinin Osmanli halk
tiyatrosu kaliplarina uygun hale getirilmesinin yani sira, g¢evirilerin tiimiinde
(6zellikle de Ayyar Hamza, Pinti Hamid ve Iskilli Memo’da), tipki Karagdz ve
Ortaoyunu’nda oldugu gibi bir “mahalle” ortami yaratilmis; oyun mekani, bir
mahallenin olmazsa olmaz dgeleriyle (tamidik sokaklar, komsular, esnaf vb.)
donatilmistir. Ayrica Moliere komedileri, Osmanli-Tiirk c¢evirmenlerin elinde
yer yer etkilesimli (“interactif”) tiyatro 6zelligi kazanarak seyirciyle s6ylesmegi
hi¢cbir zaman atlamayan Karagéz ve Ortaoyunu’na yaklasir. S6z konusu
cevirilerde okurun / seyircinin kargisina ¢ikan ve kaynak metindekinden daha
cok vurgulandigi belli olan s6z oyunlari, dil cambazliklari, yanlis anlamalar,
sakalar, soze ya da harekete dayali diger giiliing 6geler de halk tiyatrosunu
animsatan ozelliklerdir.

Yerlesik kiiltlire uygunlagtirma asamasindaysa, Moliére karakterlerinin
diistinme, konusma, hissetme, inanma, giyinme, yasama vb. bigimlerinin
Osmanlt gilindelik hayatina uygun hale getirildigini goriiriiz. Bdylece
cevirmenler, seyircinin beklenti ve zevkini gozeterek Moliére’i yerlilestirir, yani
Osmanlilastirirlar.

4. “Yabancar” Kiiltiirel Uriinler Olarak Moliére’in Fransizca Temsilleri

Yerlesik kiiltiir ve estetie uygunlastirilan komediler, Moliere’i Osmanl
Imparatorluguna tastyan birinci kanalsa, ikinci kanal da Istanbul ve Izmir gibi
sehirlerde bulunan Avrupa tarzi biiylik tiyatrolarda yabanci tiyatro topluluklar
(6zellikle Fransiz ve Yunan) tarafindan verilen temsillerdir. Bunlar arasindan
Istanbul’da, bugiinkii adiyla Beyoglu'nda Fransiz tiyatro topluluklarinin
verdikleri temsillere odaklanilirsa sunlar sdylenebilir: Bu temsiller, tiim bir
tiyatro sezonu (ya da daha fazla zaman) igin baskentte bulunan veya baskente
bir turne kapsaminda gelen topluluklar tarafindan verilir. Hedef seyirci kitlesi,
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Tiirkce Molicre temsillerinin aksine, orta degil iist stniftandir. Elitler ve hatta
sultanin kendisi de bu kitleye dahildir. Fransizca bilirler ve Moliere’i
“yabancilig1”, “Fransizligi” icinde sahnede gormek isterler. Bu baglamda
Fransizca olarak oynanan Moliére komedileri Tiirk¢ce olarak oynananlardan
kismen farklidir. Ornegin séz konusu dénemde Tiirkge olarak sahnelenmeyen
Les Précieuses Ridicules ve Tartuffe gibi oyunlar Fransiz tiyatro topluluklari
tarafindan sahnelenir (And, 1971).

Sonu¢ Gozlemleri

Osmanli Tiyatrosu’nun kurulusuyla baslaylp Ikinci Mesrutiyet’in arifesine
kadar uzanan donemde (1868-1906) Moliére’in Osmanli Imparatorlugu’ndaki
Tiirkce ve Fransizca temsilleri “yerli-yabanc1” karsitlig1 iginde ele alinabilir.
Tiirkce Moliere temsilleri, bir “imparatorluk tiyatrosu” niteligindeki Osmanl
Tiyatrosu’nu beslemek iizere hazirlanan “kabul edilebilir” ¢evirilere dayanirken
Fransizca Moliere temsilleri, seyirciye klasik Fransiz komedisinin belki de en
“saf”, en “bozulmamis” halini sunmay1 vadeder. Cevirmenler kaynak metni
hedef okura / seyirciye gotiirerek kaynak metindeki tim “yabanci” &geleri
yerlilestirip dogallastirirlar. Ceviri, sz konusu donemde yeni bir tiyatro
repertuart olusturmak isteyen Osmanli aydinlarinin elinde etkin bir araca
doniisiir ve kiiltiirli yeniden sekillendirmenin bir aygiti haline gelir.
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REWRITING MOLIERE IN TURKEY IN THE AGE OF
REFORMS (THE SECOND HALF OF THE 19TH CENTURY)

Abstract: Moliére is one of the Western playwrights who has been most
translated into Turkish. The adaptation of Moliere into Turkish began at
the outset of the 19™ century and picked up speed during the 1870s in
which a new phase began. It was in these years that the rich characters
created by Moli¢re were introduced to the theater-going public of the
Ottoman capital, Istanbul, in the mode of Ottoman clothing, with Turkish
names and speaking the Istanbul dialect of Turkish. Audiences were
spellbound. This article focuses on Moliére’s Turkish translations and
Turkish and French performances in the second half of the 19™ century
and aims to show how the classical French playwright was received in the
Ottoman Empire and how he fed the Ottoman-Turkish theater. Because
Ahmet Vefik Pasa’s Moli¢re translations have been widely studied, we
will briefly discuss these works before turning our focus to the
translations of the contemporaries of the pasha, namely A. F., Ali Bey,
Teodor Kasap and Mehmed Hilmi. We will study the decisions made by
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these four translators before and during the translation process as well as
the translation politics behind how Moli¢re was translated into Turkish.
The translations discussed in this article are the following: Sahte
Hekim/Le Meédecin volant (A. F., 1872-1873), Ayyar HamzalLes
Fourberies de Scapin (Ali Bey, 1871), Pinti Hamid/L Avare (Teodor
Kasap, 1873), Iskilli Memo/Sganarelle ou le cocu imaginaire (Teodor
Kasap, 1874) ve Yirmi Cocuklu Bir Adam yahud Fettan Zaman Insana
Neler Yapmaz/Monsieur de Pourceaugnac (Mehmed Hilmi, 1879-1880).

Keywords: Turkish Translation History, Theater Translation, Moliére,
Tanzimat Era.
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KADIN TARIHI iCiN BiR ANIT: AKSAM YEMEGI PARTISi

inan KESER!'
Nimet KESER?

Oz: Feminizm, 19. yiizyilda, kadinlarin, erkeklerle esit olmas1 gerektigini
savunanlarca olusturuldu. Ancak, feminizm zaman i¢inde Onemli
doniigtimler yasayarak farkli iilkiileri iceren bir hareket halini aldi.
1960’lara gelindiginde feminist hareket iyice giliclendi ve sadece
erkeklerle esit olma talebinin ¢ok otesine gegildi. Ozellikle sanat
alanindaki ¢aligmalartyla feministler, eril zihniyetin tarihsel siirekliligini
ifsa eden yapitlar ortaya koydu. Bu yapitlar arasinda Judy Chicago’nun
Aksam Yemegi Partisi adl1 enstalasyonu &6zel bir yere sahiptir. Bu yapit
izleyiciye, yogun bilimsel ve sanatsal emekle olusturulmus ayrintili gon-
derimler yoluyla tarihin feminist bir yazimmi sunmakla kalmaz iiretim
siireciyle de feminist {ilkiiyii 6zetler: Chicago’nun Onciiliigiinde 1974
yilinda baglayan ve dort yiiziin ilizerinde sanat¢inin goniillii isbirligiyle,
tek bir malzeme ve teknik yerine ¢ogul bir malzeme ve teknik
kullanimiyla insa edilen bu yapitta boyanmis porselen, dikis, nakis ve
dokuma gibi ne kadar evisi olarak adlandirilan, kadinlikla 6zdeslestirilen,
kiicimsenen, ‘degerli’ ‘yiiksek’ ya da ‘liberal’ sanatlar olarak kabul
edilen resim, heykel ve mimarinin olusturdugu eril zihniyetin
egemenligindeki sanat alanmin karsitt olarak tanimlanan sanatsal ifade
bicimi ve formu varsa hepsini sahiplenmeye c¢alisir. Boylelikle
kahramanlik mertebesini erkeklere ayiran Bati tarihine kadin cephesinden
verilen biitiinliiklii ve incelikli bir cevap, isbirligiyle insa edilen devrimsel
bir anit ortaya ¢ikar. Bu makale de, tarihi kadin cephesinden yeniden
degerlendirmeyi amaglayan Aksam Yemegi Partisi adli bu enstalasyonu
yorumlamaya, anlamaya ydnelik betimsel bir ¢aligmadir.

Anahtar Sozciikler: Sanat, Zanaat, Feminizm, Judy Chicago.
Giris
Kadinlarin 18. yiizyilda artan sosyal yasamdaki hak arayisi, 19. yiizyilda
feminist hareketin dogmasimi sagladi. Feminist hareketin ortaya cikip
giiclenmesinin bir yonii de kadinlarin, daha da 6nemlisi kendisini feminist

olarak tanimlayan kadinlarin sanat alaninda goriiniir olmaya baglamasiydi.
Ancak, 1970°li yillarda yerlesiklesen feminist sanat kuraminin ilgisini,
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kendilerini feminist olarak tanimlamalarina ragmen yapitlar1 feminist diigiinceyi
yansitmayan Rosa Bonheur ve Mary Cassatt degil, kendilerini feminist olarak
tanimlamamalarina ragmen feminist sanatin hedefledigi kadin sanatinin
miitkemmel 6rneklerini iireten Frida Kahlo ve Georgia O’Keeffe ¢ekti. Aslinda
ilk feminist sanatgilara ait yapitlarin feminist diisiinceyi yansitmamast dogaldi.
Ciinkii onlarin temel hedefi, erkeklerle esit haklara ve yaratim kapasitesine
sahip olduklarin1 kanitlamak, erkeklerle esit bigimde sanat alaninda yer
alabilmek ve bunu gerceklestirebilmek icin erkeklerle esit egitim hakki elde
edebilmekti. 19. ylizy1l feminist sanat¢ilarinin bu yonelimlerini en iyi yansitan
Cassatt’in Chicago’da 1893 World’s Colombian Exposition’in Kadinlar Binasi
icin yaptigi, bugiin sadece c¢ok nitelikli olmayan renksiz fotograflarina
ulasabildigimiz, Modern Kadinlar adli triptik resmiydi. Bu triptigin
merkezindeki tuvalin adi Gen¢ Kadinlar Bilimin ve Bilginin Meyvelerini
Topluyor, soldaki tuvalin ad1 Geng¢ Kizlar S6hretin Pesinde, sagdaki tuvalin adi
Sanatlar, Miizik ve Dans’t1 (Webster, 2004, s.7-10)

1960’11 yillarda Kaliforniya’da gelisen feminist sanat hareketi ise ilk feminist
sanat¢ilardan ¢ok farkli bir yol izledi; feminizmi benimseyen bir¢ok sanatci
performans, video, fotograf ve zanaat1 da kapsayan ¢ok genis bir teknik ve tarz
havuzundan beslenerek resim gelenegini sorgulamaya basladi. Resim
geleneginde yinelenen en 6nemli konulardan biri olan kadini, 6zellikle de ¢iplak
kadin1 ele alan feminist sanat hareketi, gerek ciplak erkek gerekse ¢iplak kadin
betimlemelerine biiyiik ilgi gostermeye devam etti. Ancak bunu erkekler
tarafindan, erkekler icin, erkek bakis acisiyla {iretilen idealize kadin figiirlerinin
yerine kadin bakigtyla iiretilmis figiirler koyup sanat tarihi gelenegini tersine
cevirerek yapti. Boylece feminist sanatcilar, kadin bedenini ve cinselligini ifade
etmenin yeni bicimlerini arastirdi. Kadinst1 deneyimlerden, genital
betimlemelerden, menstriiel kandan, gebelikten, dogumdan, ¢iplak tanrica
pozlarindan zevk almaya, kendi bedenlerine ve cinselliklerine yonelerek
bedenleri ve cinsellikleri iizerindeki haklarini geri almaya bagladi ki boylece
feminist sanat ve teori, kendini tanimlama politikasinin bir bigimine doniistii
(Robinson, 2001, s. 524; Nead, 1992, s. 61). Alice Neel’in gebe kadinlar1 ve
pOrsiimiis derili ¢iplak oto-portresi, Yolanda Lopez ve Miriam Shapiro’nun
tanriga betimlemeleri, Jennifer Linton’un menstriilel kanamayr betimledigi
kutsal kalintilar1 hep bu amacin ifadesiydi. Bir baska deyisle feminist sanatgilar
kadin bedenini tarihi yiikiinden kurtarmaya ¢abaliyordu. Jenny Saville’in biiyiik
boyutlu tuvallere ¢izdigi kadinlar, ¢ogu izleyici igin iticiydi, ¢linkii sanat
tarithinde kadin imgesiyle izleyiciye sunulan; kimi zaman tanrisal saflik, kimi
zaman zerafet ve giizellik, kimi zaman kahramanlik, kimi zaman da ¢ekilen act
iken, onun izleyicinin karsisina ¢ikardigi, her kadmin korkulu riiyas: olan
obeziteydi. Jenny Saville’in resimleri saye-sinde yiizlerce yil erkek izleyicinin
bilincine sunulan piiriizsiiz ve piriltili kadin teninin yerine akneli, ¢atlamig kilcal
damarli, yag baglamis devasa boyutlu ¢ip-laklar, hirpalanmis, darp edilmis yani
gercek yasamin gergek kadinlari almaya baslamigti. Ama bu anlamda gergek
Ovglyii ve ‘feminist sanatin aziz koruyucusu’ tnvanimi hak eden Frida
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Kahlo’ydu. Ciinkii onun kendi dogumuna dair resmi bu yonelimin ilk drnegiydi;
Evrenin Ask Kucaklayisi adli resminde ise Frida Kahlo, toprak tanrica, kocast
Diego Rivera da kucagindaki bebekti.

1. Judy Chicago: Aksam Yemegi Partisi

Feminist sanat¢ilar arasindan en dikkat ¢ekeni siiphesiz ki Judy Chicago’ydu.
Chicago basta olmak iizere bircok feminist sanat¢iya gore, kadinlarin zayif,
duygusal, akilsiz, ahlaki erdemlerden yoksun varliklar olduguna inanilan erkek
egemen toplumun bir pargasi olan sanat alaninda da kadinlarin daha az yaratici
oldugu ve yeni/yaratici isler yapamayacaklar1 inanci egemendi ve bu nedenle
sanat tarihinde kadin sanatgilarin basarilar1 gérmezden gelinmisti. Kadin sanat-
cinin, kadinhigr hakkinda daha yiiksek sesle konusmasi gerektigini, ataerkil
toplumda kadin sanat¢inin ‘namevcut’ ve ‘Oteki’ haline getirildigini ilan eden
Chicago bu nedenle tarih ve kiiltiirde kadinin gergek konumunu kesfetmeyi ve
kadma dair basmakalip diisiinceleri yok etmeyi hedefleyen, feminist sanatin en
etkili ornekleri olan yapitlar iiretti. Chicago sadece yapitlariyla degil basinda
oldugu Feminist Sanat Programi’nda yiiriittiigii dersler araciligiyla da
Ogrencilerinin, ‘erkek egemen ideoloji’nin gorsel kodlarina karsi ¢ikarak
kendilerini temsil etmesinin yollarini arastirmalarini sagladi, ‘biling yiikseltme’
toplantilar1  araciligiyla kadinlart  cinsellikleriyle yiizlesmeye ¢agirdi.
Chicago’nun temel hedeflerinden biri de, erkek sanati nasil ki tarih boyunca
kadinlarin ilgisini ¢ektiyse, kadin sanatinin da erkeklerin ilgisini ¢ekebilecegini
gostermekti. Ciinkii o “ben bazi feministlerin aksine, kadin sanatinin erkekler
tarafindan anlasilabilecegine, anlagilmasi gerektigine ve kadin deneyimlerine
iligkin kadin sanatinin, erkeklerin kadimi anlama kapasitesinin artmasina ve
insan deneyimini olusturan seyi anlama perspektifinin genislemesine katki
saglayacagina inantyorum” diyordu (Chicago, 2010, s. 165).

Chicago’nun sanat tarihinin kadinlarin itibarini iade etmesine yonelik ¢aba-sinin
triinleri arasinda en Onemlisi Aksam Yemegi Partisi (resim 1, resim 2) adl
enstalasyondu. 1979 yilinda San Francisco Modern Sanatlar Miizesi’'nde
gosterildiginde ¢ok biiylik bir merak uyandiran, acilisina bes binden fazla
insanin katildig1 ve ii¢ aylik sergilenme siiresinde yiiz binden fazla insanin
ziyaret ettigi bu enstalasyon daha sonra alti iilke ve on bes schirde daha
sergilendi ve  bir milyondan fazla insan tarafindan  gorildi
(http://www.throughtheflower.org).

Chicago Aksam Yemegi Partisi adli bu calismay1 yapmaya, lizerinde yaratici
kadinlarin soyut portrelerinin yer aldigi porselen plakalardan olusan Diri Diri
Yenmis Olan Yirmi Bes Kadin adl bir yapit icin arastirma yaptig1 sirada,
kadinlarin tarihin diginda tutulduguna ve onlarin basari kayitlarinin yok
olduguna/edildigine tekrar tekrar sahit olunca karar verdi (Synder, 1981, s. 131).
Dedigine gore, Ellie Sten adinda bir kadmin ii¢ yilda tamamlayabildigi bir
yemek takimi oldugunu o6grendiginde fikir kafasinda daha da belirginlesti.
Caglar boyunca erkekler i¢in yemek masasi hazirlamak zorunda kalan kadinlar
icin bir aksam yemegi partisi verecek ve bu tdrensel yemegin onur konuklari
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basarilar1 gérmezden gelinen kadinlar olacakti (Stiles ve Selz, 1996, s. 340). Ve
sonucta ortaya, yiizeysel ve kismi bir bakisla dahi muazzamlig agik bigimde
goriilebilen bir ¢aligma g¢ikt1.

Resim 1: Judy Chicago, Aksam Yemegi Partisi, Seramik, Porselen,
Tekstil, 1974-79, 1463 X 1463 cm.

Resim 2: Judy Chicago, Aksam Yemegi Partisi adl1 enstelasyonla birlikte.

2. Aksam Yemegi Partisi’nin Davetli Kadinlar

Aksam Yemegi Partisi’nde, iizerinde 999 kadinin sembolik imzalar1 bulunan
Miras Zemini olarak adlandirilan seramik bir zeminde yer alan, eskenar liggen
bigiminde bir yemek masasi vardir. Bu eskenar tiggen masanin her bir kenarinda
13 kadin i¢in bir yer ayrilidir. Her kadin i¢in yaldizli sarap kadehi, bicak, kasik,
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catal, porselen tabak ve nakislarla siislenmis bir ortiiden olusan 6zel bir yemek
takimi bulunur. Masanin ilk kanadindaki davetliler diinyanin olusumundan
Roma Imparatorluguna kadar devam eden doneme aittir. ikinci kanat,
Hiristiyanligin basindan Reformasyona kadar uzanir. Ugiincii kanat ise 17.
ylizyildan 20. yilizyila kadar olan donemi kapsar. Aksam yemegi Partisi’nin
hazirlandig1 ii¢ kanatli masanin her bir kanadinda yer alan davetli kadinlarmn
isim listesi asagidaki gibidir (Hughes, 2008, s. 48-49; Withers, 1992, s. 463-
464):

Masanin Birinci Kanadi:

1. Primordiyal Tanrigalar: Evreni, diinyayr bolluk ve bereketle dolduran,
yasamin kaynagi olan kadin yaratici. Toprak Ana.

2. Bereket Tanrigasi: Mitolojide firetkenlik, hamilelik ve dogumla
iligkilendirilen tanrica. Kimi zaman da bu tanrica, tamamen seksle
iligkilendirildi.

3. Ishtar: Babillilerin ve Asurlularin tiretkenlik, seks, ask ve savas tanrigasi.

4. Kali: Hindularin sonsuz enerji tanrigas.

5. Yilan Tanriga: Ellerinde yilan tutan Girit ve Misir Tanrigalari. Yilan tanri-
calar yenilenmeyi simgelemektedir.

6. Sophia: Bilgelik Tanrigasi

7. Amazon: Klasik Antikite ve Yunan mitolojisindeki savas¢t kadin ulusu.
Heredot’un anlattigina gore, bugiinkii Ukrayna’da yasadilar.

8. Hatshepsut (M.O. 15. yy): Antik Misir Onsekizinci Hanedani’min besinci
firavunu. Yirmi iki yillik yonetimi Antik Misir’in en barisgr donemi olarak
kabul edilmektedir. Ayrica firavunlarin sakalli olmasi zorunlulugundan dolay1
kadin olmasina ragmen bu kurali uyguladi ve sahte sakal takti.

9. Judith: Asur generali Holofernes’in kafasini keserek Israili kurtaran kadn.
Sanatc¢ilarin vazgecilmez figiirlerinden biri oldu.

10. Sappho (M.O. 610-580): Lesbos adasinda dogmus bir antik dénem Yunan
sairi. Siirleri genellikle her iki cinse duyulan agka dairdir.

11. Aspasia (M.O. 5. yy): Basta Pericles olmak iizere bircok devlet adamu iize-
rinde etkisi olan dolayisiyla Atina siyaseti bakimindan 6nemli bir kadindi.

12. Boadicea (M.S. 62): M.S. 61 yilinda Romalilarin iggalci giiglerine karsi bir
isyan baslatan, Kuzey Britanya’nin Norfolk bdlgesindeki Iceni kabilesinin
kralicesi.

13. Hypatia (M.S. 370-415): Matematik, astronomi ve felsefe alanindaki ilk
inli Yunan bilim kadimi. Dini kargasaya neden oldugu gerekcesiyle bir
Hiristiyan cete tarafindan oldiiriildii.

Masanin ikinci Kanadi:

1. Marcella (325-410). Soylu bir aileye mensup olan, ancak kocas1 dldiikten
sonra kendisini hayir islemeye adayan Marcella, Roma Katolik Kilisesi’nin
azizelerinden biri olarak kabul edilmektedir.
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2. irlandali Saint Bridget (451-525): Birgettine Tarikati’nin kurucusu olan
azize. Ayrica Vatstena’li Azize Catherine’nin de annesidir.

3. Bizansli Theodora (500-548): Bizans Imparatoru I. Justinian’m karis1 ve
Ortodoks kilise’nin azizelerinden biridir.

4. Hrosvitha (ykls.935-1002 ykls.): Oyun yazar1 ve sairdi. Aym1 zamanda da
Benedikten Tarikati’nin mensuplarindan biriydi.

5. Trotula Salerno (11. yy): Italya’nmin Salerno kentinde ¢alismis olan bir
hekimdi. Kadin Hastaliklar, Kadinlar Igin Tedaviler adli kitaplar ona
atfedilmektedir.

6. Aquitaine’lt Eleanor (1122-1204): Ortagag’da Bati Avrupa’daki en giiglii ve
en zengin kadinlardan biriydi. Ingiltere kral1 II. Henry’nin karisi, Aslan Yiirekli
Richard’in da annesiydi.

7. Bingenli Hildegarde (1098—1179): Azize Hildegard olarak da bilinmektedir.
Sair, yazar, besteci, filozof ve ayn1 zamanda bir Benedikten bagrahibeydi.

8. Petronilla de Meath (6. 1324): irlanda’da cadilikla suglanan ilk soylu
kadinlardan biri olan Dame Alice Kyteler’in hizmetgisiydi. O da patronu gibi
suclandi. Patronu kagt1 ancak o kirbaglandi ve yakilarak 6ldiriildii.

9. Christine de Pizan (1364-1430): Yasadigi donemin taninmis sairlerinden
biriydi. Ayrica, erkek egemen ortacag kiiltlirliniin basmakalip kadin
diismanligina kars1 miicadelesi ile bilinmektedir.

10. Isabella d’Este (1474-1539): Italyan Roénesans’inin dnde gelen politik ve
kiiltiirel figiirlerinden biridir. Bir sanat patronu ve moda ikonu oldu.

11. 1. Elizabeth (1533-1603): 1558 yilinda tahta gecip 6liinceye kadar tahtta
kalan ve ¢cogu zaman Bakire Kralige olarak da bilinen Ingiltere Kraligesi.

12. Artemisia Gentileschi (1593-1653): Barok dénem italyan ressamlardan biri.
Ressam Orozio Gentileschi’nin kizi. Bir meslektasi kendisine tecaviiz ettigi i¢in
actig1 davada maruz kaldig1 travmatik sorgulama siireci ile de biliniyor. Ayrica,
Judith’in Hoofernes’in boynunu keserek oOldiirmesini betimleyen en {inlii
resimlerden birinin sanatgisidir.

13. Anna Maria van Schurman (1607—1678): Hollandali, ressam, sair ve bilim
kadini. 18. yiizyilin standartlarina gére oldukea yiiksek bir egitim aldi. Miizik,
edebiyat ve sanatta oldukga basarili oldu. Ayrica ¢gagdas Bat1 dilleri ile Ibranice,
Latince, Arapc¢a, Yunanca ve Aramice olmak iizere on dort dili iyi konustugu
biliniyor.

Masanin Uciincii Kanadi:

1. Anne Hutchinson (1591-1643): Muhalif bir kilise tartigma grubunun
lideriydi. Baslangicta kadinlar i¢in Kutsal Kitap toplantilar1 diizenledi, daha
sonra erkekleri de dahil etti. Zamanla kendi vaazlarin1 vermeye basladi.

2. Sacagawea (1786—1812): Shoshone kizildirilerine mensup bir kiz olan Sa-
cagawea (Kus Kadin), Minnetaree savascilari tarafindan yakalandi ve onlarin
hizmetgisi oldu. Daha sonra, Lewis and Clark Expedition’in iiyelerinden biri
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olan Fransiz kokenli Kanadali Toussaint Charbonneau’ya satildi. Kaptan Lewis
ve Clark’in Soshones Yerlileri’nin seferinde onlara yardimci oldu. Amerikan
yerlilerinin Avrupalilar tarafindan somiiriilmesini sembolize ediyor.

3. Caroline Herschel (1750-1848): ingiliz gokbilimci. Friedrich Wilhelm
Herschel’in de kiz kardesiydi. Astronomiye en dnemli katkisi birkag kuyruklu
yildiz1 kesfetmesi oldu.

4. Mary Wollstonecraft (1759-1797): 18. yiizy1l kadin haklar1 savunucusu,
yazar ve filozof. En iyi bilinen ¢alismasi, 1792 yilinda yazdig1 Kadin Haklari
Icin Koruma adli calismastydi. Kadmlarin dogustan erkeklerden asag
olmadigini, sadece egitim eksikligi nedeniyle dyle goriindiiklerini savundu.

5. Sojourner Truth (1797-1883): Kolelik karsitt ve kadin haklar1 aktivisti
Afrikali Amerikali Isabella Baumfree’nin 1843 yilindan itibaren kullanilan
takma adi. New York’ta bir kdle olarak dogdu ancak 1826 yilinda kiiciik kizini
da alip ozgiirlik i¢in kacti. Oglunu kurtarmak i¢in mahkemeye gidince, beyaz
adama kars1 kazanan ilk siyah kadin oldu.

6. Susan B. Anthony (1820-1906): 19. yiizy1l kadin haklar1 hareketinin
Amerika’daki onde gelen liderlerden biriydi. Ayrica kadin haklart dergisi
Revolution adli derginin de kurucularindan biriydi. Kadin giyimi iizerindeki
kisitlamalar1 protesto etmek icin bir siire kisa etek altina bol pantolon giyerek
dolasti.

7. Elizabeth Blackwell (1821-1910): Amerika Birlesik Devletleri’nde doktor
olan ilk kadin.

8. Emily Dickinson (1830-1886): Miinzevi bir hayat yasamis olan Amerikalt
sair.

9. Ethel Smyth (1858-1944): Ingiliz sair. Kadinlarin oy hakki hareketinin
liderlerinden biriydi.

10. Margaret Sanger (1879-1966): Amerikali seks egitimcisi, dogum kontrol
aktivisti ve Amerikan Dogum Kontrol Ligi’nin kurucusu.

11. Natalie Barney (1876—1972): Pariste yasamig oyun yazarli, sair ve romanci.
1900 gibi erken bir tarihte kendi adin1 kullanarak kadinlara agk siirleri yazmaya
basladi. Yazilarinda feminizmi ve pasifizmi destekledi.

12. Virginia Woolf (1882-1941): ingiliz deneme, roman, kisa dykii yazar1 ve
yayincl. Yirminci yilizyilin 6nde gelen modernist yazarlarindan biri olarak kabul
ediliyor.

13. Georgia O’Keeffe (1887-1986): Modern Amerikan sanatinin gelisiminde
rolii olan en 6nemli sanatgilardan biri. Ayrica sanatta bir kadin formu, kadin dili
olusturmanin 6nciisii olarak kabul ediliyor.

3. Masada Yer Alan Gostergelere Bir Bakis

Chicago, baglangigta ¢alismayi i¢i bos yuvarlak bir masa olarak planladi ama
daha sonra hem kadmlhigin ilk sembollerinden biri oldugu hem 1970’ler
feminizminin ideali olan esit diinyay1, esitligin miikemmel uyumunu temsil
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ettigi hem de erkeklerin sanat diinyasim1 ger¢ek anlamda hakimiyetlerine
aldiklar1 Ronesans donemi bagyapitlarinin ana kompozisyon semast oldugu igin
eskenar ticgende karar kildi (Chicago, 1979, s. 12). Aksam Yemegi Partisi’nde
Chicago kadin yasamina, kadin deneyimine iliskin ¢ok bilinen bazi nesneler
kullandi. Bu nesneleri kadin tarihinin aydinlatilmasi i¢in bir ara¢ olarak
tasarladi (Withers, 1992, s. 451). Yapitta 13 sayis1 onemli bir anlama sahiptir.
Chicago, bu say1 ile izleyicide hem olumlu hem olumsuz ¢agrigimlar yaratmay1
hedefledi. Ciinkii Aksam Yemegi Partisi'nin génderme yaptigi Isa ve
havarilerinin son aksam yemeginde 13 kisi oldugu gibi bir cadilar
kovani/konseyi de 13 kisiden olusuyordu. Ayrica enstalasyonda irlanda’da
cadilikla suglanmis ilk soylu kadinlardan biri olan Dame Alice Kyteler’in
hizmetgisi, patronu gibi kag¢ip kurtulmayarak yakilarak oldiiriilen Petronilla de
Meath’e de 6zel bir yer verilerek kadinlarin bilimsel c¢alismalarmin cadilik
suclamasiyla engellendigi giiclii bicimde vurgu-landi. Bu giiglii génderimi
igcermesi nedeniyle baglangicta 13 sayisi secilmesine ragmen diinya tarihindeki
basarili kadinlar1 anlatmaya yetmeyecegi igin say1 iice katlandi. Bu say1 da
yetmeyince yaklasik 2.400 adet seramik pargadan olusan Miras Zemini’nin
iizerine yazilacak 999 kadmin ismi se¢ildi ve nereye yazilacagi masada yer alan
davetli kadinlarla iliskilendirilerek belirlendi. Her tiir deneyimden kadinin yer
almasini saglayacak bir aragtirmaya dayali se¢imler yapildi. Bu 999 kadindan
olusan secim, kadin tarihinin tanimlanmasina degil onun sembolize edilmesine
yonelik bir ¢alismaydi (Gerhard, 2013, s. 131). Bilindigi gibi Bat1 kiiltiiriinde,
999 ilahi adaletin ve hakikatin simgesi olmak yaninda seytanin simgesi olan 666
sayisinin tersine ¢evrilmis halidir. Isa’nin sembolii olan 153 sayisindaki
rakamlar toplandiginda da 9 sayisina ulasilir. Boylece sey-tanin semboliiniin
tersine cevrilmesi yoluyla Isa’nin semboliiniin tekrarini elde etmek, kadimlar
i¢in ilahi adaletin gergeklesecegine isaret ettigi diisiiniilebilir.

Yapittaki incelikli gondermeler bunlarla simirli degildir. Her kadin igin 6zel
olarak tasarlanan tabaklarin igindeki resim ve rolyefler, yine tabagin atfedildigi
kadina uygun olarak tasarlanan gii¢lii bir vulva ile ilham, yaraticilik, zerafet,
nese, Ozglirlik ve doniisiimii simgeleyen bir kelebek motifinden olusur.
Tabaklarda kelebek ve vulva formlart birlikte kullanilarak 6zgiirliik ve kadin
birlestirilir, kadinlarin kendilerini erkek egemen kodlardan kurtarip
ozgiirlestirmek icin duyduklar giiglii istek ve cesaret ifade edilir. Tabaklarin
porselen olmasi anlami daha da derinlestirerek kadinin halihazirdaki olaganiistii
kirilganlhigina ragmen gelisim igin gerekli olan cesarete sahip oldugunu gdsterir
ki masanin ii¢lincii kanadinin son yeri, ¢alismalar1 agik bir bigimde vulvayi
cagristiran ¢icek motiflerine dayali olan ressam Georgia O’Keeffe i¢in ayrilidir.
O’Keefe aym1 zamanda Aksam Yemegi Partisi tamamlandiginda masanin
davetlileri arasindan yasayan tek sanat¢i olmasi bakiminda da énemlidir.

Enstalasyonun birinci kanadindaki tarih Oncesi anaerkil/matriarkal donemi
temsil eden tanrigalara ayrilan yedi yerde, bu tanrigalarin (Primordiyal Tanriga,
Bereket Tanricasi, Istar, Kali, Yilan Tanrica, Sophia, Amazon) dikis/igne
beceri-lerini kadinlara kazandirdigina ve kutsadigina inamldigi igin ¢esitli
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motifler ve basit dokuma teknikleri bir arada sunuldu. Tiim dizideki ilk yerin
ayrildig1 Primordial Tanriga (resim 3), kadin varliginin orijinalini temsil eder.
Tim yasamin ortaya ¢ikmasina kaynaklik eden Toprak Ana/Tanrigadir. Bu
tanriga i¢in hazirlanan tabakta toprak renginde, ortiisen motiflerden olugan imge
bir magara girisini animsatiyor. Motifin ortasinda parlak, derin kirmizi

yerkiirenin nabzini, atigin1 diisiindiiriiyor.
: i

o\ A
@

Resim 3: Primordial Tanriga I¢in Tasarlanan Yer Ik Harf Resim 4: Primordial Tanriga
I¢in Tasarlanan

Tabagin altindaki Ortii, iki buzaginin derisinden yapildi. Magara girisi motifi ve
buzag derisi, paleolitik insanin dogal gevresiyle olan bagini resmediyor. Ik
harf tasarimi da (resim 4) paleolik magaralarda bulunan spiral ¢izimlere atifta
bulunuyor (DeBiaso, 2012, s. 25).

Sekizinci yerin ayrildigi Misir’in doért kadin firavunundan biri olan Hatshep-
sut’un tabagi hafif bir rolyef iceren ilk tabaktir. Sonraki yerlere ise Yahudiligin
gelismesi, erken Yunan toplumlari ve Roma’nin ortaya ¢ikisi kaydedilidir (Ju-
dith, Sappho, Boadicea ve Hypatia). Hypatia i¢in ayrilan yerde (resim 5)
kullanilan materyaller, motifler ve dokuma teknikleri tamamiyla yasadigi
doneme ait Kipti tarzidir. Masa oOrtiisiiniin kenarlarinda kullanilan desenleri
olusturan kalp bi¢imli motifler, bantlar ile ortiide kullanilan ve tabakta tekrar
eden yesil, kirmizi, turuncu renkler ve ayn1i zamanda kelebek bicimi olusturan
yaprak da Kipti dokumalarindan alinmadir. Kelebek ve onu ¢evreleyen halkanin
icindeki tarak dokusuyla hareket, dolayisiyla ugma yanilsamasi olusturularak
onun doneminde de kadinlarin kisitlamalardan kurtulmaya ¢alistigi ifade edildi.
Ortiiniin arka tarafinda birlestirilmis aglayan dort kadin portresiyle geng kizlik
doneminden yagliligina Hypatia betimlendi. Parcalanmig, bulanik betimleme ile
Hypatia’nin 6limiindeki vahset, panelde gokkusagi renklerinin yaninda kan
kirmizi bir renk kullanimi ile Hypatia’nin yasamindaki siddet ve giizellik
ikilemi, Hypatia’nin adinin ilk harfi olan ‘H’ harfinin ortiiniin 6n tarafindaki
port-renin ortasina (resim 6) ve onun agzini kapatacak sekilde islenmesi ile de
ona yonelik susturma eylemini kadin dehasinin imhasin1  sunuyor
(https://www.brooklynmuseum.org/eascfa/ dinner party settings; Ardinger,
2006, s. 72).
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Resim 6: Hypatia Igin Tasarlanan ilk Harf.

Resim 7: Hildegard Icin Tasarlanan Yer Resim 8: Hildegard Igin Tasarlanan ilk Harf,

Masanin ikinci kanadinin yedinci yeri ¢ok yonlii bir kadina ayrilidir: Azize
Bingenli Hildegard. Oliimiiniin sekiz yiiziincii y1l déniimiinde, kadin tarihine
yaptig1 katkilar nedeniyle Aksam Yemegi Partisi’nin davetli misafirlerinden biri
oldu. Hildegard’in tabagi (resim 7), bir vitray pencere tarzinda boyandi. Bu
siisleme, Gotik donem Kkatedrallerinde Onemli bir mimari unsur olan giil
pencereleri hatirlatmaktadir. Bu giil pencere bi¢imi, Hildegard’in imzasimin ilk
harfinde de (resim 8) tekrar ediyor. Tabagin altindaki ortiiye Gotik bir katedral
bigiminde bir motif islendi. Bu motifin islenmesi i¢in de Ortagag’da rahiplerin
clippelerini siislemek i¢in kullanilan bir nakis teknigi kullanildi (Green, 1999, s.
32). Ne de olsa Hildegard miizisyen, filozof ve ressam olmanm yani sira
oncelikle bir rahibeydi. Kullanilan renkler arasinda altin yaldiz dikkat ¢ekicidir.
Bu renk de yine tarihsel bir gonderme yapmaktadir. Ortagag boyunca altin
yaldiz, kutsallig1 simgeledi. Ikonlarin biiyiik cogunlugunun baskin rengi olarak
kullanildi. Hildegard i¢in ayrilan yerin oniinde Miras Zemini’ne Brigitta, Agnes
ve Margaret gibi azizelerin isimleri yazildi.

146



inan KESER - Nimet KESER H I

Resim 9: Gentileschi I¢in Tasarlanan Yer Resim 10: Gentileschi I¢in Tasarlanan ilk Harf.

On ikinci yer ressam Artemisia Gentileschi’ye ayrildi (resim 9). Onun i¢in
tasarlanan tabagin siislenmesi i¢in masa i¢in belirlenen genel motifler yaninda
yine onun en {inlii resminden yararlanildi. 1614-20 yillar1 arasina tarihlendirilen
Judith Holofernes’in Kafasim Kesiyor adli resimde (resim 11) Judith’in
lizerindeki giysiye benzer bol ve hos bir kadife kumas ile gevrilerek de
Artemisia ve Judith arasindaki birlik fikri siirdiiriildii. Bu kumas Gentileschi’nin
resimlerinde kullandig1 ve bu nedenle Artemisia sarisi/altin rengi olarak bilinen
renktir ki Chicago’ya gore bu renk ayni zamanda Orazio Gentileschi’nin kizi
icin yaratmaya calistig1 giivenli, korumali ortami ifade eder. Kadifenin asagi
kisminda yeralan Artemisia Gentileschi’nin usta olarak kabul ettigi
Caravaggio’nun en sevdigi natlirmort objelerinden biri olan nar motifi
Artemisia’nin sanattaki tretkenligini simgeler. Tabaktaki kelebek motifinin
‘chiaroscuro’ ya da bir diger tamimlamayla ‘clair obscure’ teknigiyle
yapilmasinin nedeniyse Gentileschi’nin en basarili Caravaggist ressamlardan
biri olarak kabul ediliyor olmasidir (https://www.brooklynmuseum.org/
eascfa/dinner party settings). Artemisia kelimesinin ilk harfi olan ‘A’ harfi
betimlenirken kili¢/bigak kullanilarak bu harf ‘J° harfine doniistiiriildii (resim
10), Gentileschi’nin ilk harfi olan ‘G’ de ‘J’ olarak okunabilecek bir tarzda
yazildi ve bdylece Artemisia Gentileschi i¢in ayrilan yerde kullanilan renk ve
sembollerle o ve sik sik resmettigi Judith isaret edildi. Bu yolla her iki kadinin
psikolojik, duygusal giicii iliskilendirildi. Ciinkii iki kadmin birlestigi noktadir
kilig/bigak; Judith, tlkesini isgal eden bir erkegin kafasini onunla kesmis,
Artemisia Gentileschi de kendisine tecaviiz eden erkegi onunla yaralamustir.
Artemisia Gentileschi i¢in ayrilan yerin Oniline Miras Zemini’'nin iizerine
Properzia Rossi, Elizabette Sirani, Angelica Kauffman gibi 6nemli kadin
sanatcilarin temsili imzalar1 atildi.
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Resim 11: Artemisia Gentileschy, Judith Holofernes’in Kafasini Kesiyor.

Masanm igiincli kanadinin ilk yeri Amerika’nin dini lideri olan Anne
Hutchinson i¢in ayrildi ve onun tabagi, 17. ylizyilin geleneksel yas resimlerinde
oldugu gibi kasvetli tonlarla boyandi. Ayn1 masanin ikinci yeri (resim 12)
Ameri-kan yerlisi olan Sacajawea i¢in tasarlandi. Tabaktaki sari, toprak sarisi,
mavi ve lavanta; Shoshone kabilesinin kullandig1 dogal bitkisel renklerdi. Ayni
sekilde tabagin siislenmesi i¢in kullanilan geometrik tasarim da Shoshone
kabilesi tarafindan kullanilan geleneksel motiflerdi.

Kanadin besinci yeri (resim 13) Sojourner Truth icin tasarlandi. Masanin
davetlileri arasindaki tek Afrikali Amerikali kadindir. Eski bir koéle olan,
Sojourner Truth, korkusuz ve soziinii esirgemeyen bir kolelik karsitrydi. Ayrica
Afrikali Amerikali hitabet gelenegine 6onemli bir katki yapti. Masada yeri olan
kadimlarin biiyiikk ¢ogunlugunun tabaklar1 vulva ya da kelebek temelli neseli
soyutlamalar olarak goriinmesine ragmen Sojourner Truth icin tek bir bedeni
paylasan, Afrika masklarint cagristiran {i¢ tane kadin yiizii kullanildi. Bu
yilizlerden biri cepheden goriinmekte ve tam anlamiyla bir maske gibi
betimlendi. Diger iki portreden biri sola, digeri de saga doniiktiir. Portrelerden
birinin agliyor olarak, digerinin de yumrugu havada, bagirir gibi betimlenmesi
onun miicadeleci ruhunun yaninda kolelestirmenin acisim betimliyor. Ug
portrenin altindaki bedeni memelerle sonlanmaktadir. Imgenin bu sekilde
tasarlanmasinin nedeni, Sojourner Truth’un ‘Ben kadin degil miyim?’ baglikli
iinli konugmalarindan birinde izleyiciler arasindan bir erkegin, bir erkek
olmadigini kanitlamak i¢in memelerini gdstermesini istemesi lizerine, Sojourner
Truth ‘memelerim kendi bebeklerim disinda, beyaz bebekleri de emzirdi’
diyerek cevap verdi. Imgedeki memeler, bu sekilde ifade edilen kuskuya tekrar
cevap veriyor (Zackodnik, 2005, s. 120). Sojourner Truth sadece kolelik
karsitligi nedeniyle degil, ayn1 zamanda kadinlarin oy hakki hareketinin bir
simgesi olarak davetli kadinlar arasinda yer aldi. Onun masasinin 6niine Miras
Zemini’'ne Josephin Baker, Margaret Murray Washington, Bessie Smith ve
Marian Anderson gibi 6nemli Afrikali Amerikali kadinlarin isimleri yazildi.
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Resim 12 : Sacajawea I¢in Tasarlanan Yer Resim 13: Sojourner Truth i¢in Tasarlanan Yer

Kanattaki son yer ise daha once de belirttigimiz gibi 20. yiizyilin en énemli
Amerikali sanatgilardan biri olan Georgia O’Keeffe’e ayrildi (resim 14).
O’Keeffe tabaklardaki vulva motiflerinin esin kaynagi ve feminist sanatgilarin
model olarak kabul ettigi sanatgilardan biridir. O’Keefe, belirgin bir kadin ifade
dili kullanmis oldugu i¢in resimleri, kadinlarin kendi bakis agilarini ifade ede-
bilmeleri i¢in gerekli olan evrensel dili insa etmek i¢in temel olusturdu
(Gerhard, 2013, s. 138). Bu nedenle en yiiksek rolyefler O’Keefe i¢in tasarlanan
tabakta kullanildi ve Aksam Yemegi Partisi boyunca kullanilan ve Black Iris
(resim 17) adli resimde gorebildigimiz merkezi gébek ya da vulva goriintiisii de
onun tabaginda ¢ok daha belirgindir. Ortiiniin 6n tarafinda yer alan O’Keefe’in
adinin ilk harfi olan ‘G’ onun (resim 15), From the Faraway, Nearby (resim 16)
adli resminde goriilen kafatasindan, ¢atal boynuzlardan yola ¢ikilarak tasarlandi
(https://www.brooklynmuseum.org/ eascfa /dinner party settings). O’Keefe
icin ayrilan yerin Oniine, Miras Zemini’ne de onunla iliskilendirilebilecek Frida
Kahlo, Kathe Kollwitz, Mary Cassatt, Suzan Valadon gibi 6nemli kadin sanatgi-
larin isimleri yazildi.

-
.

Resim 14: O’Keefe I¢in Tasarlanan Yer Resim 15: O’Keefe i¢in Ta-sarladigi i1k Harf .

149



I B Kadin Tarihi icin Bir Anit: Aksam Yemegi Partisi

Resim 16: O’Keefe, From the Farawa,y Nearby, 1937 Resim 17: O’Keefe, Black Irish, 1926

Judy Chicago, Aksam Yemegi Partisi’'nde kullandigi dili olustururken, kadin
sanatlar1 olarak goriilen alanlari kullanmanin yani sira Georgia O’Keefe’e
merkezi bir rol vererek tim kadinlari ifade edecek olan sembolleri onun
resimlerinden yola ¢ikarak olusturdu. Ayni zamanda Georgia O’Keefe’i ifade
edecek olan sembolleri de yine onun kendi resimsel dilinden, onun
motiflerinden yararlanarak bi¢cimlendirdi.

Sonug¢

Aksam Yemegi Partisi, sahip oldugu biitiin bu ayrintili ve yogun gonderimlerden
daha Onemlisi, ¢aligmanin iiretim siirecinin dahi tek basina feminist Ulkiiyl
ozetlemesi bakimindan dikkate deger bir ¢alismadir. Bat1 tarihinin 6nemli kadin
onciillerinin sembolik bir birlesimidir. Diinyanin ilk olusumundan, 20. yiizyila
kadar kadm tarihini sunarken Bati uygarligim1 merkeze aliyor. ilk kanatta yer
alan tanricalar kiiresel tarihe aittir. Ancak, ikinci ve ii¢lincli kanatta yer alan
Sacajawea ve Sojourner Truth disinda tiim kadinlar beyaz Avrupali ve
Amerikalt kadinlardir. Chicago, bu calismada dogrusal bir kadin tarihi
olusturmaya calisarak, Bati kiiltlirlinde kadinin sosyal konumuna katki yapan
tiim kadinlara yer verdi. Masadaki her bir kadinin varolusunu; onun kendi tarihi,
islemeli ortli ve Miras Zemini’ndeki kadinlarla destekledi. ‘Tek’ bir malzeme ve
teknikle degil ‘cogul’ malzeme ve teknik kullanimiyla olusturulan bu yapitta
baskin olan zanaattir. Bu enstelasyon, kadin tarihine yeni bir deger kazandirmak
icin, kadin zanaatlar1 olarak kabul edilen tekniklerde bigimlendirilmis
¢emberler, vulvalar, titresen konturlar, ¢igekler, aydinlatilmis merkezi
cekirdekler gibi cesitli kadinlik sembolleriyle donatilmis bir anittir. Daha da
otesi Chicago’nun oOnciiliigiinde 1974 yilinda baslayan ¢alisma, dort yiiziin
tizerinde sanatginin goniillii isbirligiyle 1979 yilinda tamamlandi.

Dolayisiyla, Aksam Yemegi Partisi, kahramanlik mertebesini erkeklere ayiran
Bati tarihine, Batili beyaz kadinlarin sanata, siyasete, kiiltiire, bilime yaptig
katkilar araciligryla kadin cephesinden verilen biitiinliiklii ve incelikli bir cevap,
isbirligiyle insa edilen devrimsel bir anit olarak kabul edilmelidir. Bu
multimedya anit 1970’li yillarin feminist sanat hareketinin en giiglii ikonik
eserlerin-den biri oldu. Oda biyikligiindeki bu muazzam enstalasyon
araciligryla yapilmak istenen esasinda, kadin tarihini silmeye yonelik yaygin
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uygulamalara kars1 bir biling uyandirma, bir yiizlesmedir. Bu anitsal ¢aligmanin
kadin tarihine en onemli katkilardan biri de Judy Chicago’nun amag olarak
belirttigi gibi, kadinlarin reddedilen tarihlerini bilmesi, kendilerinden o6nce
yasayan kadinlarin daha oOnce yaptiklarimi tekrar tekrar yapmamasini,
Amerika’y1 yeniden kesfetmek zorunda kalmamasini saglamak olacak.
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A MONUMENT FOR WOMEN HISTORY: DINNER PARTY

Abstract: Feminism was founded in the 19th century by those who
defend that women should be equal to men. However, by time, feminism
has experienced significant transformations and became a movement
including different ideals. By the 1960s feminist movement was
strengthened and moved far beyond the demand of equality with men.
Feminist artists created works denouncing the historical continuity of the
male mentality. And, Judy Chicago's The Dinner Party has a special
place. This work presents to the viewers not only a feminist writing of the
history but also summarizes the feminist ideal with its process of
production. This work, which was started in 1974 under the leadership of
Chicago and created by the voluntary cooperation of over four hundred
artists, tries to embody all forms of art that are identified with femininity,
such as painted porcelain, sewing, embroidery and weaving, and the field
of art accepted as "precious", "high" or "liberal" which is under the
hegemony of male mentality including painting, sculpture and
architecture. Thus, a comprehensive and subtle response given by women
to the West side that gives the priority of being a hero to men, and a
revolutionary monument constructed with cooperation emerge. This
article is a descriptive study, which aims to understand and interpret the
Diner Party.

Keywords: Art, Craft, Feminism, Judy Chicago.

152



HUMANITAS | Say: - Number: 5
Bahar / Spring, Tekirdag, 2015

CENGIiZ DAGCI’NIN USUYEN SOKAK ADLI ROMANINDA MEKAN-
INSAN OZDESIKLIiGi

Sema Ozher KOC'

Oz: Modernistler insam ruh-beden sentezi olarak goriirler. Bu nedenle
modern tarzda kurgulanan romanlarda i¢ monolog, i¢ diyalog, biling
akimi, montaj gibi teknikler sik¢a kullanilarak kahramanlarin ruh
diinyalarma dikkat ¢ekilir. Boylece insanin kendini tanima ve diinyay1
anlama siirecini irdeleme amaclanir. So6zii edilen romanlarda mekan
unsuru da insanin psikolojisini yansitma zemini olarak kullanilir. Cengiz
Dagc1, romanlarinda -genel olarak- Sovyet yonetimi altinda baski, siddet
ve siirgiinlerle ac1 ¢eken Kirim-Tatar Tiirklerinin hikdyesini anlatmigtir.
1947°den sonraki biitiin hayatin1 gurbette geciren sanatginin eserlerinde
“yitik” vatan 6zleminin tetikledigi, mitik &zelliklerle donatilmis toprak
imgesi dikkati ¢eker. Cennete 0Ozgii giizelliklerin yasandigi, mutlu
zamanlarn mekanidir vatan. Onlar da Insandi, O Topraklar Bizimdi,
Korkung Yillar, Yurdunu Kaybeden Adam gibi romanlarda yukarida s6zii
edilen vatan / toprak imgesi genis yer bulur. Ancak, sanat¢inin Badem
Dalina Asili Bebekler adli romaninin devami kabul edilebilecek olan
Usiiven Sokak, mekan unsurunu ele alma bakimindan digerlerinden
farkhidir. Yazar, Usiiyen Sokak’ta 11. Diinya Savasi yillarinda baskisi
HalGk’un siginma amaciyla bir apartman dairesinde gecirdigi ii¢ giinliik
stireyi anlatir. Biitin olaylar bagkisinin sokaga bakan pencere oniinde
sokaktaki olaylar izlemesi iizerine kurgulanmistir. Bu makalede baskisi
Halik’un perspektifinden insanin kendini anlama ve diinyay1
anlamlandirma siirecinde mekan ile kurdugu iliski irdelenecektir.

Anahtar Sozciikler: Cengiz Dagei, Usiiyen Sokak, Mekén-insan
Ozdesikligi.
“Ben, ben ve ortamimim.” Ortega Y Gaset

Giris
Modern kiiltiirlerde belirsiz zaman-uzam araliklarindaki iliskileri istikrarli kilma
yolu olarak soyut sistemler kullanilir (Giddens, 2004, s. 103). Devleti de soyut
bir sistem olarak kabul ettigimiz takdirde kisilerin diinya ile saglikli bir iliski
kurabilmelerinde giiclii, adaletli bir hukuk devletinin yadsinmaz &nemi
vurgulanmis olur. Bu baglamda esitlik ilkesiyle yapilmayan uygulamalar,
bireyin devlete duydugu giivenin sarsilmasina neden olacaktir. Cengiz Dagci,

' Yrd. Dog. Dr. Osmaniye Korkut Ata Universitesi, Fen Edebiyat Fakiiltesi, Tiirk Dili ve
Edebiyat1 Boliimii, Yeni Tiirk Edebiyati Anabilim Dali. semaozherkoc@osmaniye.edu.tr
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vatandas1 oldugu devletin yonetim erki tarafindan -diger biitiin Tiirklere de
yapilan- “ata miras1” topraklarmmdan koparilan Kirim Tiirklerinin 1929 yilinda
Ural bolgesine siirgiin edilisine, 1931-1932 yillarinda “kulak™ denilen biiyiik
toprak sahibi kdyliilerin tasfiye edilip kolhoz rejiminin Kiziltag’ta kurulmasina,
1933-1938 wyillarnt arasinda Kirim Tiirklerinin 6nde gelen aydinlarinin yok
ediligine, 18 Mayis 1944 tarihinde yiiz binlerce Kirim Tiirkiiniin bilmedikleri
topraklara siirgiin edilisine tanik olur (Kocakaplan, 2010, s. 26). Dagci’nin
(biitlin Tiirk milletine gonderme olarak) boyle bir politik yabancilag(tiril)ma
siirecine tabi tutulmasi, sanat¢ida Gteki olma diisiincesinin dogmasina neden
olmustur. Ayrica, II. Diinya Savasi sirasinda (1941-1942) Kirim’in Almanlar
tarafindan isgal edilisini géren ve Almanlarin eline esir diigen Dagci’nin 6zel
hayatindaki bu sira dist yasam deneyimlerinin ondaki farkindalik diizeyini
artirdigini séylemek de miimkiindiir.

Dagcr’nin toplama kampinda edindigi yasam deneyimi Michel Foucault’nun
“heterotopya” kavramiyla agiklanabilir.
Heterotopyalar toplumsal diinyanin bir kisminin var olandan degisik bir bicimde
diizenlendigi; bu farkli diizenlemenin onlara Oteki imi yiikledigi yerlerdir ki bir
seyleri yapmanin alternatif yolu olarak 6rnek teskil etmelerine olanak tanir. Bu
kavramla Foucault, halihazirda var olan toplumsal siireglerle temas i¢indeyken
‘otekilik’, bagkalik ve dolayisiyla alternatiflerin kesfedilecegi bol bol uzam
oldugunu gosterir (Harvey, 2012, s. 226).
Toplumun homojen olarak tutundugu uzamlara alternatif uzamlar oldugunu
gosteren Foucault, heterotopik uzamlar listesinde mezarlik, toplama kampi,
somiirge, hapishane, genelev, fabrika, aligveris merkezleri, Disneylandlar gibi
yerleri sayar (Harvey, 2011, s. 227). Politik yabancilag(tiril)ma siirecine ilave
edilecek heterotopik uzam deneyimi olarak toplama kampi, Dagci’nin diinyay1
anlamlandirma, kim oldugunu, ne istedigini ya da ne istemedigini belirleme
stireci icerisinde dikey boyutlu bir doniisiim yasamasinda etkili olan esigi ifade
eder. S6z konusu doniisiim baski, siddet, sikintt ve yalnizligin neden oldugu
“bura” / “burada olmak”tan hareketle Cengiz Dagci’nin romanlarinda cennete
0zgii zamanlarin yasandigir “ora” / “orada olmak” disiincesini doguracaktir.
Dagcr’nin “Ben higbir sey istemedim... Hi¢bir sey ¢ekmedi beni. Ben elli yildir
yabanci kiyida Gurzuf’un gergeginden Ordiiglim hiiziin gomlegim igimde
yasadim.” (Dagc1, 1994, s. 60) diye “hiiziin gomlegi” icerisinden seyrettigi
“ora” diislincesi ayni zamanda onun yaratici muhayyilesini besleyen bir
“koza”dir. Bu tutum, Dagci’nin 1947’den sonraki hayatini gegirdigi Londra’da
yazdigi eserlerde Kirim ve Kirim’a ait kiiltiir unsurlariin yogun bigimde
islenerek sanatginin  “anavatanla 6zdeslesme”sine imkédn saglayacaktir
(Jusdanis, 1998, s. 125).
Dager’nin diissel bir giizellik icerisinde hatirladiglt anavatan imgesi Korkung
Yillar, Yurdunu Kaybeden Adam, Onlar da Insandi, O T opraklar Bizimdi gibi
romanlarda mitik degerlerle yiiklii bir mekadn unsuru olarak topragi One
cikarmistir. Ancak, Ibrahim Sahin’in Yalmzligin Hikdyesi bashig altinda yer
verdigi (Sahin, 1996, s. 237) ve Badem Dalina Asili Bebekler adli romanin bir
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anlamda devanm kabul edecegimiz Usiiyen Sokak® adl kitap mekan1 kurgulama
bi¢cimi bakimindan digerlerinden farklidir. Metnin anlamimin dogru okunmasi
icin Ozne olma siirecinde bagkisinin mekan ile kurdugu iliskiyi irdelemek
faydali olacaktir.

“.. icinde bulundugumuz bu mekan,
bizden baska bir sey degildir.”
Michel Foucault

1. Disariin ve I¢erinin Diyalektigi Kapsaminda Sokak ve Oda

Almanlarin isgal ettigi kentte baski, siddet ve polis sorgusundan kagip bir
apartman dairesine siginan bagkisi Halik’un burada gecirdigi {i¢ giinliik siireyi
anlatir kitap. Olaylar dizgesinin bilylik bir kismmin baskisinin sokaga bakan
pencere Oniinde disariyr seyredisinden ibaret oldugu Usiiyen Sokak’ta “Once
¢ekmecede sakladim ben bu hikayeleri; ama zihnimi kurcalayip durdu hep.” (s.
9) bi¢imindeki ilk climleden itibaren g¢ekmece ile mekan unsuruna dikkat
cekilir. Zamanin II. Diinya Savast yillar1 olarak se¢ilmesi, Halik’un disarida
artan baskidan kacarak ice gekilmesi i¢in uygun zemini olusturur. Bu nedenle
romanin bastan itibaren daha sonra igeri / disar diyalektigine doniisecek olan
“bura”/ “burada olmak” ve “ora”/ “orada olmak” kavramlar1 iizerine
temellendirildigi sOylenebilir.

Askeri giiciin kullanildig1 savas ortami biitiin romanda olaylarin fonunda yer
alan ve kaygilarin nedeni olan risk ortamdir. Biitiin sehir, bu riske uyum
saglama gayretindedir. “Raylar1 sokiip Ker¢’e nakletmek karari alindi diin.
Eritilip top, tank, mermi gibi seyler yapilacak.” (s. 21). “Cadde hoparldriinden
resmi savag bildirileri veriliyordu galiba...” (s. 25). Ve halk 6nemli haberleri
“siitun diplerinde aramayi... adet edinmisti.” (s. 13). Cocuklarin oyun oynadigi
sokagi artik insanlar siirgiin kuyruklarinda bekleyerek isgal etmektedir. Bu
nedenle “Her sey ciliriiyordu burada!” (s. 11). Ontolojik tiikenisi beraberinde
getiren bir yok olma siirecine gonderme yapan bu ciimle, romanin “buradalik”
kavramimi agimlayan cikis ciimlesidir. Insani 6ziin ve insan1 kutsal yapan
degerlerin hizla tiiketilmesine neden olan savasin anlamsizligini kusmugun
lizerini Ortmek icin kullanilan “Yeni Diinya” adli gazete ile ilgili bdliimde
irdeler yazar:
...Gazetenin ismi kafamin i¢indeki disiincelerime uzun ve 1siltili bir yol agmisti
ve kusmuga baktigim halde, bu yolun ucunda kendimi ve kendimle birlikte bana
benzer birgok insam1 goriir gibi oluyordum... demincek kafamin iginde
diisiincelerime acilmig olan uzun ve 1siltili yol kapaniverdi. Cirkin iistiinii
biisbiitiin 6rtmenin imkansizligin1 anladigim anda igimden garip bir titreme
geeti... gazete yirtiklarn arasindan goriilen kusmuga baktim; eskiyi ve g¢irkini
ortmek icin ‘Yeni Diinya’dan baska bir sey lazimdi... ‘Bagka bir sey lazim’
dedim kendi kendime i¢imden gene... (s. 19).

% Calismadaki alintilar Cengiz Dagc1, Usiiyen Sokak, Otilken Yayinlari, 4. Basim, Istanbul 2012
kiinyeli kitaptan yapilacaktir.
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Yeni bir diinya diizeni kurma amaciyla savas baslatmak, yeni baslangiclari 6lim
iizerine kurma gibi bir paradoksu da icinde tasir. Dagci, “Her savas diinyaya ve
diinyanin i¢inde yasayan insanlara karsi oldu ve her savas yenilgiyle bitti. Ama
diinya ve diinyada yasayan insanlar, stirdiirdiiler varliklarini.” (Dagc1, 1994, s.
32) demekle savas sonunda her sartta insanlign kaybettiginin altim ¢izer.
Savasin Otekilestirdigi, varolugsal bir tiikenise siirlikledigi insan, ancak
varolusun ebedi degismezlerini igeren seslere kulak verdigi takdirde kendi
icinde yogunlasacak ve kendini yeniden kurma giici bulacaktir (Korkmaz,
2004, s. 135). Savas, siddet, baski ve kaygi nedeniyle bagkisinin “kisisel
anlamsizlik tehdidi” (Giddens, 2004, s. 103) ile yiiz yilize kaldig1 bdyle bir
durumda on {i¢ numarali apartman dairesine -ve hatta bir odaya- siginmasi
“0zne’nin kendini sagaltma amaciyla bir igtenlik mekanina c¢ekilme edimi
olarak yorumlanmalidir. Ciinkii “igerinin ve digarin diyalektigi, giiciine gogu
kez, i¢cimizdeki en kii¢iik i¢tenlik mekaninda yogunlagmamiz sonucu kavusur.”
(Bachelard, 1996, s. 241). Romanin basinda hikayeleri saklamak i¢in gosterilen
cekmece ile baskisinin igtenlik mekdni olan “oda”ya c¢ekilmesinin birbirini
tamamladig1, birbiriyle Ortiistigli goriilecektir. Ayrica “asir1  yorum’la
hikayelerin kendisi olma siirecindeki “dznenin kendi degisim ve doniisiimiiyle
eslestigi sOylenebilir:
Hikayeleri yazip bitirdigim giin gozlerim ¢oziildii: ¢gevremde her seyi belirgin,
asil renk ve sekilleriyle gordiim... Bu hikayeler benim hikayelerimdi. Hikayeleri
yakmak kendi kendimi yakmak gibi bir sey olurdu. Bu yiizden sakladim (s. 9-
10).
Cengiz Dagc1’min Usiiven Sokak’ta hikayelerin hikAyesini anlatmakla metaforik
bicimde su gergegi dile getirdigi goriiliir: Hikayelerde kendini yazmak, kendini
yazarken de aslinda bir millete yapilan zulmiin unutulmasini engellemek ve
yapilanlar estetik bir formda insanligin ma’seri vicdanina havale etmek.

Bagkiginin Almira adli kadinla ilk kez apartman dairesine girisi sirasinda
yapilan odayla ilgili tasvirlerde buranin igtenlik mekani oldugunu destekleyici
ibarelere rastlanir:
Oda karanlikt1. Uzun bir siire kullanilmamis esya kokusu ¢arpti burnuma. ...Cok
yillar 6nce terk edilmis bir tapinakti belki burasi. Ter igindeydim. Ama ¢ikmak
istemiyordum buradan. Ustelik korkmuyordum da. Yalniz yorgundum...
Karsiki yliksek pencere kara bir battaniye ile oOrtiiliiydii. Pencerenin solunda
musluk ve maltiz. Sagda biiylik bir dolap. Gene sagda ikinci odaya agilan bir
kap1. Kapida ii¢ demir aski. Askilarin birine semsiye, ikincisine bahriyeli
pantolonu, {iglinciisiine ise kizil renkli kiigiik bir lastik ¢ember asili. Cocuk ve
deniz kokusu ¢arpti burnuma (s. 38).
Alint1 metinde verilen “uzun bir siire kullanilmamis esya kokusu ve terk edilmis
bir tapinak” (izlenimi) odanin kutsiyetine; ‘“kara bir battaniye ile ortiilii” pencere
ise odanin mahremiyetine gondermedir. Birbirini tamamlayan mahremiyet ve
kutsiyet “degerleri” ictenlik mekanimin insan ruhunun en yalin / savunmasiz
hallerini sergileme yeri olusunu vurgular. “Goérsel mahremiyet mekanizmalar1”
arasinda degerlendirilen (Goregenli, 2013, s. 80) perdenin (romanda ‘“kara
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battaniye” olarak gecer) aksam olunca pencereye gerilmesinin stirekli
tekrarlanmasi; kapiy: kilitlemenin tembihlenmesi igtenlik mekaninin mahrem /
gizli / herkese agik olmayan yanini 6ne ¢ikarir. Gaston Bachelard’in koskoca bir
“yar1 agik” kosmosu olarak gordiigii kapi; “istekleri, i¢ diirtiileri, varligi en gizli
yerine varincaya kadar agma diirtiisiinii, i¢ine kapali tiim varliklar1 agma istegini
bir araya toplayan bir diisiin kokenidir.” (Bachelard, 1996, s. 235). Kapinin
kilitlenmesi i¢tenlik mekanina teklifsiz kimselerin alinmamasini vurgulamaktir.
Cilinki, ictenlik mekanlar sevgi, yuva ve aile gibi degerlerin barinagidir. Tipki
bagkisi Halik’un 6zlemle andig1 “M.O. L. ile Fontannaya arasinda orda damlar1
kiz1l kiremitli, tek katli, bacasi tiiten evler” gibi; “...Odalarda kiz ¢ocuklar,
oglan c¢ocuklar; analar ve babalar. Ne yapiyorlar simdi acaba? O sokaklardan
gecmeyi arzuluyorum...” (s. 96).

Baskisi Haltk ile Almira arasinda odada gecen ikili iligkiyi benlige dalmak
iizere igtenlik mekdnina cekilen varligin ihtiya¢ duydugu oteki ile kurulan
beraberlik iligkisi olarak yorumlamak miimkiindiir. Bagka bir ifadeyle bu, tinsel
degerlerin yitiminden dolay: realite karsisinda ¢iplak kalan, “lsliyen” varligin
oteki ile beraberlik iliskisidir. Ancak, Almira’nin Haliik’un belleginde yarattig
“diigsel” bir oteki oldugu kanaatindeyiz. Asagidaki alintilar Almira’nin gercek
bir roman kisisi olmadigini, varligin pargalanan benliginde “Gteki’ne duyulan
ihtiyactan dolayi yaratilmig bir imge oldugunu destekleyici niteliktedir:

Ben kadimim, kuzum. insan dedigin benim dolyatagimda bicimlenir; bacaklarim

arasindan diinyaya ¢ikip tiredigini biliyorsun muhakkak (s. 34).

Tanr1 takmist1 sanki giilimsemeyi Almira’nin dudaklarina. Kutsaldi. Yasamin

kendisiydi. Giilimseme Almira’nin dudaklarini terk edecek olursa, uzun ama ¢ok

uzun, yillarin sonunda bekliyen bahar gelip Fontannaya’da bir degil bin akasya

agaci ¢igek agsa bile, ... yitirirdi gene yasam anlamini.” (s. 99).

“Gozleri iri, yuvarlak ve bugulu; Almira biiyiilii ve esrikti. Giinahsiz olduguna,

ruhunun da bedeni kadar apak olduguna inanmaga hazirdim (s. 113).

Ve bir yere bakiyor; karanliklar i¢inden bir sey goriiyor galiba. Gozlerini

gordiigi seylerden ayirmaksizin devam ediyor.

Anlamiyorum dediklerini. Ama can kulagiyla dinliyorum... (s. 114).

Almira’nin dudaklari boyuna kipirdiyor; bana mi kendine mi, bilmedigim bir

seyler tekrarliyordu. Elimi kaldirarak usulca omuzbasi iistiine koydum.

Kimildamadi. Yiiziime baktig1 halde benim varligimdan habersizdi... Sessizlik

uzadik¢a ikimiz de 1ssiz, birbirinden ayr1 ve uzak alemlerimiz iginde

cirpiiyorduk (s. 115).

Almira’ydi... Ama pek benzemiyordu kendisine. Ne kadar degismisti!

Ihtiyarlamist1 aAdeta. Umutsuzluk okunuyordu yiiziinde...Bagirmak istiyor,

bagiramiyordum. Halimi Almira da gormiistii galiba; deminki garip gorliniigii

degisiyordu yavas yavas (s. 127).

Insanoglunun ahlakini bozar nmu hi¢ Almira! Ben kétiiysem, kotiiliik kendimde.

Hayir, Almira benim maneviyatimi bozmadi. Almira sugsuz ve zararsiz (s. 131).

Sayisi ¢ogaltilabilecek yukaridaki 6rneklerden hareketle Almira’nin “kaskati bir
zaman i¢inde” (s. 52) ylizen, yalniz ve benligi parcalanmis “6zne”’yi ¢ozecek
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sevgi / ask oldugunu soyleyebiliriz. Romanda gecen Almira’ya ait “ak fanila”
ise bu degerin fetis nesnesine doniismiis gosterenidir. Roman kurgusunda ak
fanila ve ates imgesinin birlikte anilmasi cinsel ¢agrisimlari destekleyici 6zellik
gosterir. Ornegin, “Kanepede Almira’nin ak fanilasi. Yer tahtalar1 iistiinde
gevrek paralar, pornografik fotograflar...” (s. 79) ifadesiyle uzun uzun ak
faniladan s6z edildikten hemen sonra Almira “i¢i komiir dolu kovanin tstiindeki
birkag parga kuru ¢iraya egil(ir).” (s. 89). Disarida korkung yagmur ve soguk
hava varken Almira iceride Halik’un elini bulur; “ince entarisi altinda sakli
sicacik karnmnin etleri {iistiine bastir(ir), ve ensemde sicak solugu, fisiltili bir
sesle” seslenir: “Lamba var ikinci odada. Yakalim, dedi.” (s. 101).

Soguk / sicak kavramlarinin catigmasiyla 6n plana ¢ikarilan ates imgesinin
“Usiiyorum. Ates soniik. Kimildamaksizin elimde kanepede ak fanilay:
yokluyorum. Yok. Alip gotiirdii kendisiyle ak fanilayr da. Yazik ama. Olsa
isiimezdim. Ak fanilalar ne gilizel!” (s. 132) ibaresiyle cinsel g¢agrigimlari
tetikleyecek bigimde kullanilmaya devam edildigi dikkati geker.

Iceri (oda), igtenlik diisleriyle boylesine sicak iken “dtekinin ve 6teki olmanin,
olabilmenin”, “toplumsalin ve siyasetin varlik alam”, dolayisiyla “bir iktidar
alam1” (Kayiran, 2007, s. 146) olan sokakta “Komiinist ydnetim igin
vazgecilmez olan politik lider anitlar1 vatandaslarina tepeden bakarak devletin
giiciiniin ve denetiminin her yerde oldugunu hatirlatan trkiitiicii yapilar(da)”
(Clark, 2004, s. 108) iktidarim siirdiirmeye devam eder ve bombardiman
ucaklariin ates iginde biraktigi “cogu yikilan binalarin duvar taglari altinda can
ver(en)”lerin, “annelerinin viicutlar1 altinda kalip bogul(an)” ve “memede
yavrular(in)” bulundugu disarida (sokak / sehir) her sey oliidiir: “Fontannaya,
perdahsiz bir tabut i¢inde -6li.”diir. (s. 132). Biitliin sehre yayilan Sopen’in
Oliim Mars1 Adeta insanhigin Sliimiinii ilan eder.

Biitiin sehri ve aslinda insanlig1 6ldiiren savasin yarattig1 korku ve siirgiinlerin

acist ile iktidarin elestirisini Cengiz Dagc1 ironik bigimde sdyle yapar:
...0zgirlik, kelebekler, iiziim baglarinda giines 15181, sagak oluklarinda sergeler
ve ask -kilitlendi her sey sessizlik iginde, uyuyor en cesur yigitler en biiyiik
savaslarin golgesinde. Paslandi Bahgesarayda han saraymin kemer kapisinda
menteseler. Akdiken takip oynuyor karisinin saglarina kirim tatari. Bes yillik
plan. Sanayilesti memleket bastanbaga. Hi¢ kimse yaya gotiiriilmeyecek
istasyonlarda kendilerini bekliyen siirgiin trenlerine. Tutuklular gizli oturumda
yargilantyor. Beton bodrumlar derin, duyulmaz ¢igliklar, ihtiyarladi toplama
kampinda meyzin, ama minare hald tanr1 mali —okuyamaz mi aksam ezanim
periler. Bacalarindan duman savrulan fabrika ve maden ocaklart sairler i¢in
ilham kaynagi. Okullarda biyoloji, yliksek matematik, fizik, cografya, Marksizm
ve Leninizm bilimleri yaninda -kiigiik kaynarca antlasmasi miistesna- tarih de
okutulur...” (s. 66).

Burada Dagci’'nin yonetimi, Kirim Tiirklerine uyguladig yargisiz infazlar, 6z
vatanindan siirgiin edilme, ibadet yasagi ve Tiirklere yer verilmeyen tarih
ogretimi... gibi haksiz yaptirimlarindan dolay: elestirdigi agiktir. Iste on iig
numarali apartman dairesindeki oda, boyle bir siiregte kendini sagaltmaya
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calisan “6zne”nin siginma mekanidir. Disarinin baskist artikca G6zne ige
kapanmis ve bir siire sonra yasananlarin hepsinin -gercekte degil- bagkisinin
bilincinde gergeklesmis oldugu diisiincesi netlik kazanmustir. Lopatov’un -
iiclincii bolimiin sonunda- bagkisi Haluk’a yonelttigi “Uyandin, ha!” (s. 143)
climlesi bu duruma isaret eder. Anlatilanlarin diigselligine dair bu tarz
gondermeler romanin ilk ii¢ boliminii “6zne”nin karar verme Oncesinde
benlige dalma siireci olarak degerlendirmeyi olanakli kilar. Romanin dordiincii
boliimii (son boliim) “6zne”nin kim oldugunu tanimlama ve durumu hakkinda
karar verme siirecini anlatir. Halik’un yasadig1r yabancilagsma kendi bedenini
dahi boliinmiis, parcalara ayrilmis gorecek kadar derindir:

Ben Haltik’um ya -mucizeler mucizesi- ii¢ par¢aya boliinmiisiim:

Kafam (HA),... gévdem (L)..., bacaklarimsa... (UK).

ama,

Ha’m -hafazanallah, diyemiyor.

L’m -¢illi kizlara lakayt.

Uk’um -6liip sessiz sakin mezarliga gémiilmeyi 6zleyisimin ukubetini ¢ekiyor (s.

156).
Zaman durmustur artik. “Durgun zaman i¢inde bagka hicbir kimse degil, yalniz
ben’im orta unsur.” (s. 165) diyen baskisi Hallk, “dualar Latince, Arapga,
Ibranice” olsa da mezarlarn ayni oldugu, insanlarin ortak aci gektigi bu
sehirden gitme karar1 alir: “Paltomun yakasini enseme kaldirip Fontannaya’dan
uzaklagiyorum. Kar yagmadan 6nce M.O. I.’ye ulagsmaliyim.” (s. 194).

Son ciimlelerden Halik un “hi¢bir anayasada liglincii dereceden insanlarin sozi

edilmez. oysa bir zamanlar bizim burada koyliiler iiziimlerini ylik katarlarina

yiikleyip yollatir, kendileri ise trenlerin tiglincii sinif kompartimanlarinda rahat

rahat seyahat ederlerdi.” (s. 167) dedigi tgilincli smif insanlarin hikayesini

anlatmak ve Ozgiir glinlere geri donme miicadelesi verebilmek adina bir yola /

yolculuga ciktig1 anlagilir. Baskisinin gosterdigi kararlilik, 6zneye her sartta
yasamak i¢in bir sebep bulunabilecegini imlemesi agisindan manidardir.

“Bu mezar, son mezar.

Bu mezar1 yesil yosun tutmayacak.”

Usiiyen Sokak’tan

Sonug¢

Usiiyen Sokak savas, baski ve politik yalnizlastirmanin neden oldugu kaygi
ortaminda bir insanin kendini tanima ve diinyay1 anlamlandirma siirecini irdeler.
Disariin baskisiyla ictenlik mekéanina ¢ekilen “6zne”, igeride iken cennete 6zgili
zamanlar bigiminde duyumsadigi eski giinlere 6zlem duyar. Barisin yasandig
bu eski zamanlar 6znenin burada kendini sagaltmasi igin gerekli olan giiclin de
kaynagidir. Usiiyen Sokak, Kirim Tatar Tiirklerinin maruz kaldig: siirgiin, dini
yasami kisitlama, yanli tarih 6gretimi, enstitiilerin kapatilmasi gibi kararlar alan
iktidarin da elestirisidir.
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IDENTICALNESS OF PLACE-HUMAN IN CENGIZ DAGCI’S
NOVEL USUYEN SOKAK

Abstract: The Modernists consider the human being as a synthesis of
soul-body. Thus, the techniques such as interior monologue, interior
dialogue, stream of consciousness, montage techniques are often used to
emphasize the inner worlds of the characters. In this way, self-
understanding and the process of comprehending the world are intended
to examine. In his novels, Cengiz Dagci, generally, tells the story and
sufferings of Turks who are under the oppression, violence, and exile of
The Soviet regime. After 1947, Cengiz Dagc1 spent all his life abroad and
he generally uses the image of soil that is furnished with mythical
elements, and triggered by the “lost” homesickness in his novels.
Motherland is such a place in which heavenly beatuies and happy times
have been existed. In his novels, such as “Onlar da Insandi, O Topraklar
Bizimdi, Korkun¢ Yillar, Yurdunu Kaybeden Adam”, motherland/soil
image is widely used. Usiiyen Sokak novel is different than others in
terms of handling the element of place. The writer in Usiiyen Sokak tells
the story of the main character Haliik who spent his three days in an
apartment for sheltering during the World War II. The events are arranged
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upon the protagonist’s perspective from his apartment window. This
article investigates the main character Hallk’s relationship with place in
his process of self-understanding and identifying the world.

Keywords: Cengiz Dagc1, Usiiyen Sokak, Identicalness of Place-Human.
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PENETRATING AMERICAN FEMALE GAZE IN THE OTTOMAN
EMPIRE: A 19TH CENTURY TRAVELOGUE

Cansu Ozge OZMEN®

Oz: Eski Dinya’yla ilgili Amerikan I¢ Savas oncesi yazilan
seyahatnameler emsallerine kiyasla ¢ok daha azdir. Edebiyatta Amerikan
Ronesanst bagimsiz bir Amerikan ulusal karakteri yaratmaya calistigi,
yazarligin baslh bagina bir meslek olarak algilanmadigi ve kadinlarin
sanatsal ifadelerinin nadir goriildiigli ve onaylanmadigi bir zamanda,
Sarah Rogers Haight’in okuyucusuna ciirekat gériinmemek adina “Yazar,
bu mektuplarin halka ulagmasi konusunda oldukc¢a isteksiz olarak razi
oldu” diye seslenmesi sasirtict degil. Ulus olarak Eski Diinya’y1
kesfetmekte ge¢ kalan Amerikali yazarlar seyahatnamelerinin
onsozlerinde anlatilarin orijinalligini iddia ederek Amerikan orta siif
okurlarini Amerikan seyahatnamelerini Ingiliz seyahatnamelerine tercih
ederek dogru karar verdikleri konusunda ikna etmeyi amagclarlar. Bu
baglamdaki orijinallik, ingiliz seleflerinden farklilig1 vurgular. Haight’in
mektuplarini yaymlamakla ilgili motivasyonlarindan soz ettigi girizgahi
ise mahcup ve ketumdur. Bu calisma, Amerikan I¢ Savasi dncesinde
Sark’1 ve &zellikle Osmanli Imparatorlugu’nu konu alan ve bir Amerikali
kadin tarafindan yazilan tek seyahatnameyi inceler. Cografi sinirlamanin
onemi Sark’la ilgili alisilagelmis sdylemsel stratejilerin Haight’in anlatisi
ozelinde altik kimligin yarattii ¢atismalari {izerindeki etkisini sorgular.
Haight, 19. ylizy1l Amerikan toplumundaki cinsiyet ayirimini ve kadinin
eve ve aileye ait roliinii aristokrat erkegin etkinlik alan1 olan kesif ve
seyahate tasirken bu altik kimligi yeniden sekillendirir. Anlatist ev-
kamusal alan sinirlarini astiktan sonra temsillerini {ilke sinirlart digina da
¢ikararak daha sonra Dogu’yu ziyaret edecek olan kadin yazarlara da
onciilik edecektir. Bu oOnciil rolii benimsemeyisi ve seleflerinin
anlatilarindan uzun alintilar yapist Amerikan seyahat yazininda bir emsal
teskil etmesine engel degildir.

Anahtar Sézciikler: Seyahatname, Sarkiyat¢ilik, Amerikan Ronesansi,
Altik Kimlik.

> Yrd. Dog. Dr., Namik Kemal Universitesi, Fen-Edebiyat Fakiiltesi, Ingiliz Dili ve Edebiyati
Bolumi. cozmen@nku.edu.tr

163



B B Penetrating American Female Gaze in the Ottoman Empire: A 19th Century Travelogue

Introduction

Antebellum American travel narratives of the Old World are rare compared to
their European counterparts. At a time when American literary renaissance is
pursuing a distinct American national character in American literature,
authorship not yet a profession to live on alone, and artistic expressions by
women uncommon and frowned upon, it is not surprising for Sarah Rogers
Haight to begin her notice to the reader with “It was with extreme reluctance
that the author of the following letters consented, in the first instance, that they
should appear before the public...” (Haight, 1840, p. ii) to escape perceived
impudence.

Belonging to a nation of quite belated travelers particularly with regard to the
Orient, it is common practice for male American authors to claim originality of
their accounts in their prefaces to provide a reassurance for American middle
class readership of their preference of their works over the English whereas
Haight’s notice is apologetic and reticent about her motivations for publication.
This paper seeks to scrutinize the agency of American authorship in the only
travel narrative of the Ottoman Empire by an American woman published in the
Antebellum period in the United States. The significance of the geographical
denotation is the habitual discursive strategies applied when dealing with the
Orient and to determine how Haight dealt with the conflicting notions of being
and at the same time depicting the subaltern by “using the sense of sight to gain
information is a classic male aristocratic technique, which avoids interaction or
any kind of emotional or bodily engagement” (Harris, 2005, p. 123) which she
could not partake in by virtue of being segmented along the gender
identification lines at home and in her destination.

1. Domesticity and Foreign Travel

A secondary point of interest is the female subjectivity and authorship in
tackling the notion of domesticity and how it extends to foreign travel.
Domestic in Haight’s case could be defined “in intimate opposition to the
foreign. In this context domestic has a double meaning that not only links the
familial household to the nation but also imagines both in opposition to
everything outside the geographic and conceptual border of the home” (Kaplan,
1998, p. 581). Foreignness of the geographical location converges with the male
predomination in act of travel and travel writing in general. Haight’s awareness
of this convergence is constantly pronounced throughout the narrative by her
recurrent references to what she deems as more able precedents to herself and
her inclusion of her husband’s accounts —also the president of American
Oriental Society- in her personal letters to her friend. Although the familial
household is left behind, the male company led by her husband provide her with
daily necessities which they brought with them from the United States and
Europe in order to maintain her sense of comfort in faraway lands and
particularly the East. Thus the authenticity she reflects is always accompanied
by a touch of the familiar and the dangers that the company faces during their
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travels, a sense of safety. In other words, her domestic, national subjectivity
remains intact during her journeys since she performs her civilizing influence in
the East and feminizing influence in act of foreign travel. It is only temporarily
that she senses a shift in her thought processes bred by partaking in an
essentially male activity.
The occupation of constant travelling induces in one such a business habit, such
a straightforward march of thought and action, that embellishment of style and
choice of words in conversation or in writing are as little heeded as those
peculiar comforts and elegances which attend a more settled and permanent
mode of life. I have had much roughing work for some months past, and have
still the same before me for a long time to come; you must not wonder, therefore,
if my familiar communications to you have gradually lost their former feminine
character, and finally put on the masculine garb of a traveler by profession, in
place of the more graceful habit of a female tourist (Haight, 1840, p. 51).

By referring to the commonly made distinction between the tourist and the
traveler, she inadvertently reveals the reason for the relative absence of women
as contributors to the genre. Since travel as an act and journey narrative as a
motif in American history was pioneered by man for the purposes of knowledge
and land acquisition, a woman’s participation succeeded the man’s, continuing
her confinement to the domestic sphere. Here the dichotomy of the tourist and
the traveler also corresponds to the hierarchy between a superficial observer
whose framework remains to be the point of departure and the ardent adventurer
passionate for an authentic experience. A traveler’s involvement in the cultural
world of his destination according to Buzard is a proto-etnographic exercise.
At the heart of this new method lay the desideratum that the fieldworker should
undergo a transformation of perspective, moving from a point of view from
which the other people’s customs appeared mystifying or even barbarous to
something approximating the insider’s or the native’s point of view. Looked at
from such a vantage, those strange ways came to make their own kind of sense:
they joined together with every other element of the people’s social world to
constitute the distinctive totality of their “culture”—in the small-c, pluralizable
sense of that term (Buzard, 2010, p. 7).
Haight’s own definition of her state of mind which she equates with that of a
traveler is the controlled manner which the men in her company deal with
various challenges and frustrations that accompany any journey in the 19th
century. The perspective of a proto-etnographic exercise would require an
ideological shift belated American travel writers who inherited their
representational tactics from their British and French counterparts could not
afford. They needed to establish a distinct national identity and singular
discursive tools to portray the other. Still, particularly European travel
determined their collective attitude “towards their heritage, and in the end travel
helped them, through learning from the experience, to respect European
achievements without accepting the ruin and decay associated with them. This
balance was fragile but, emotionally and ideologically, safe for an ever-
developing fragile national identity” (Melton, 1999, p. 211).
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Haight feels this transition from the female tourist to the male traveler as
journey becomes the party’s constant. It is however not a transformation or a
new natural state of being for the female tourist rather only a garb to be taken
off once traveling comes to an halt. She makes it clear that the experince is not
only temporary but it is not to be repeated on her own accord. “I must therefore
take example from the gentlemen, who bear their disappointment manfully; yet,
as for them, they can accomplish that journey at any other time; but when once I
get home again, not all the ‘gardens of Gul’ nor the ‘vale of Cashmere’ would
induce me again to leave it to revisit the East” (Haight, 1840, p. 36). She does
not claim the genre for herself which remains to belong in the masculine sphere.
Aside from the general professed humility on her part, this is another instance
where she creates demarcations between male and female travelers. Although
she did not initially intend her epistles to be published, her intimate tone
generally is overcast by a professional one equidistant from her object of
description and the reader.

Another transitory state Haight finds herself in is a temporary reappropriation of
the traveler’s expectations which for her takes place in Constantinople. More
significant than her descriptions of her own mental meanderings is the way she
assigns common characteristics to be inhabitants of the city. “I felt the full force
of the old saw that says, when in Turkey one must do as Turks do, and I am now
beginning to lose my national importance and impatience, and am becoming as
resigned and apathetic in matters of discomfort and inconvenience as the most
devoted follower of the Prophet” (Haight, 1840, p. 36). Although she expresses
the pride she feels in being a Christian throughout her journey —most of her
letters end with a note on how grateful she is to God for her endeavors and
prays for further protection in the face of dangers faced daily in Heathen lands-
here we witness her juxtaposing the American national character presumably
one of agility and quickness of wit as opposed to assigned Islamic character of
unquestioning obedience and sluggishness. All the characteristics of the
inhabitants of Constantinople find their repercussions in the wider framework of
latent Orientalist discourse which she adopts as she formulates her own identity
as an American female author of travel.

As a New York socialite, she embraces the opportunity to partake in a Grand
Tour of Europe and the Holy Land which is considered to be an integral part of
a man’s formal education. Her preparation in advance of the journey accompany
her narrative with facts and figures and historical accounts of the lands they
travel through. At the expense of sounding interminable and repetitious she cites
other travelers only to interject apologetically for not providing in her
correspondense what she imagines to be expected from a female author.
But, as we ladies can never be freemasons, why need you or I care any more
about this proud trophy of theirs, than whether their charter dates from the Jews,
or had its origin (as I believe) with the far more ancient Pelasgi; or whether the
first royal arch commander of their tribe was a Cyclops or a Solomon? I think I
hear you say, away with all such has bleu-ism, and talk to me rather of shawls
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and robes, turbans and slippers, pearls and emeralds. Talk of Circassians and
Georgians, hareems and baths, sherbets and sweetmeats, pipes and coffee. I
would reply to your impatience by desiring you to wait until I get farther into the
East, and become more familiar with those sweet appliances of Oriental luxury
(Haight, 1840, p. 64).
Orient, holding a special place in the Western imagination has functioned as a
cultural space without definite borders on which national identities and agendas
were enacted for centuries. Americans practiced similar discursive preferences
as belated travelers to the East albeit displaying more anxiety of influence as
well as latent Orientalism. This latent Orientalism revealed inherited
preconceptions about the otherness of the Orient most specifically its
backwardness and static nature. Most American travelers professed originality
in their prefaces however failed to deliver on their promise when they were
tempted to include a Eurocentric racial hierarchy, Oriental motifs of splendor,
reflections on binary oppositions of ignorance and civilization in their
narratives. Haight’s claim on the other hand, was an awareness of what is
expected of a woman to recount, with interjections of hesitations to meet those
expectations such as “it would be altogether superfluous to waste your valuable
time in repeating over, in my hurried and discursive manner, that which you can
at any moment find so much better done by abler pens than mine” (Haight,
1840, p. 34).

2. European Literary Influence

Despite her hesitations, she provided a comprehensive description of the
conditions of each journey as well as those who accompanied them. Her anxiety
of influence was prevalent as she referred to “recollections of poetry and
romance, reminiscences of Moore, Byron, and Scott,” revealing hers was an
anxiety that exceeded that of an American author. She had a whole white
Anglo-Saxon tradition to compete with which she did tackle in her depictions
but not her professions about the subject. As she remarks after quoting Vivant
Denon, the French author and archeaologist “I have brought these witnesses into
court (who, doubtless, are quite familiar to you) to prove the truth of my first
assertion, and also, from their testimony, to frame an excuse for not entering
into as much detail as you might desire on this interesting subject” (Haight,
1840, p.192). Her reticence is limited to such claims she includes throughout
her account but does not cover her recorded observations as she defines herself:
“not an aspirant for the honours of authorship, sensible that my powers are not
adequate to do justice to the ample store of materiel which I have gathered...”
(Haight, 1840, p. 238).

Their access to accomodation and introduction to Western families residing in
the Middle East was made possible by the letters of recommendations that they
brought with them. This ease was challenged by the quarantine laws in various
countries and the cholera epidemic in the Mediterranean in the 1830s. The
itinerary and the travel arrrangements left primarily to the male company, she
can spare ample amount of time to revisit the scenes in her imagination by
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recording her impressions in her letters. Sometimes her impressions gain a
dream-like quality in order to complement the Oriental atmosphere which she
feels indebted to impart to her reader. As her primary impressions do not
approximate those of Arabian Nights, yet only of a reflection of its former
glory, she often divulges sentiments of horror and depicts Gothic scenes of
Egypt. She instrumentalizes the motifs of the Gothic genre by a sense of
omnipresence such as an ability to experience the past and the present of Egypt
at the same time revealing the impression that a dazed trance would be the only
gateway to an authentic experience.
Pouring forth from the sacred gate, and passing the palace of Pharaoh, the loud
wailings for the drowned host first met their ear. All Memphis joined in the deep
lament, while each family, bearing a corpse, mingled in the throng, which filled
the sacred way to Egypt's tombs. Like a mighty, rushing wind, I fancied those
awful sounds came swelling onward, until in the hollow caverns beneath me they
reverberated in loud and appalling echoes. Like a mighty, rushing wind, I fancied
those awful sounds came swelling onward, until in the hollow caverns beneath
me they reverberated in loud and appalling echoes (Haight, 1840, p. 141).

A disappointment in encountering the present day Orient and the imaginary
preconception of its past usually leads to an embittered view about Oriental
inhabitants. Since the American national character is reflected in a non
monolithic manner, it is important to analyze in a genre which epitomizes the
American historical experience from very early on in the way it exposes
multitudes of identities. The main question then becomes: Can American travel
literature reveal the diversity and clashes upon which its political and historical
values were established or does it exclude the diversity it sought to eliminate or
suppress? According to Melton, travel narratives never lost their function of
national reassurance regardless of the destination of the journey: “It seems the
beaten path could always stand another traveler, another writer, even if offering
the same basic perception. Perhaps readers valued a “new” travel book not for
its ability to be new at all but to reaffirm long-held, comfortable beliefs”
(Melton, 1999, p. 212). In Haight’s narrative, as I have already referred to, a
duality if not a contradiction unfolded as she grappled with her inexpertise with
authorship, her transference of authority of discourse to her husband by quoting
his narrative at length within hers, what she conceived to be the female
readership’s expectations of her, and the inheritance of an habitual discourse
which she allows herself to opt out for, instead of attempting at originality. As
hers is the first Oriental travel account written by an American woman, her
discursive preference gains additional importance as she is setting a precedent
in a genre that is predominantly shaped by men. 1830s was a decade during
which steamship travel across the Atlantic had not yet become common and
affordable to the middle class Americans and although there were women who
had visited the Orient before she did, noone had yet published a travel account.
In Egypt before entering Aswan, Haight is overtaken by a longing for home and
what it represents: absolute safety. She is fatigued by repeated risks and dangers
which always seem to be close enough to disrupt comfort but far enough to

168



Cansu Ozge OZMEN H I

never physically encounter. She begins imagining home as a sacred shrine and
visualizes a scene native to both Nubia and the United States. “Should,
perchance, an Indian be seen gliding past in his canoe, or stealing his way
among the trees, then indeed would the illusion be complete; and the swarthy
son of Shem, like the Nubian on his raft of reeds, or sauntering among the
columns of Philae's ruins, would, by adding reality to fancy, give the last
finishing touch to the picture” (Haight, 1840, p. 171). The Nubian whose
“physiognomy the very counterpart of all the ancient statues, and the colour of
the early race of Egypt as depicted in their tombs” brings to her mind the only
other noble savage figure she has been familiarized with: the Native American.
Aside from this picturesque portrayal, the local natives only contribute to the
American cultural imaginary if they resemble an ancient rendition of
themselves.

American Board of Commissioners for Foreign Missions was founded in Boston
in 1810 initially with the purpose of converting Indians and Catholics on the
American continent to Protestantism. Following a decision taken in 1818, first
two American missionaries Levi Parsons and Pliny Fisk were sent to Palestine,
then in the Ottoman Empire. As conversion from Islam was punishable by
death, so the American missionaries soon learned to focus their efforts on non-
Protestant Christian Armenians, Greeks, and Arabs. By the time Haight arrived
in Palestine, quite a few missions and schools had been established in the
Middle East. A devout believer, Haight is aware of the historical ramifications
of the Holy Land pilgrimage and prepares her reader for an emotionally charged
experience, an opportunity she embraces most enthusiastically. Of all the
novelty she has encountered thus far in her journey, she finds the spiritual effect
of the Holy Land incomparable particularly to the West.
Suffice it to say, that the emotions I experienced when first I saw the cloud-
capped vault of St. Paul's towering above the great Babylon of Britain, that of the
noble Invalids over the proud palaces of Paris, the azure domes of St. Petersburg,
the gilded crosses of Moscow, and the cloudpiercing minarets of Constantinople,
all combined, were as naught compared with the intensity of feeling produced by
the first view of the Holy City and its interesting environs (Haight, 1840, Vol. 11,
p.67).
Her reticence in describing mere historical and cultural remnants disappears in
the Holy Land as she seems to regard the role of following and passing on
religious practices to be a part of the female domain. Despite inclusion of
extensive description of the flora and fauna, she centers her observations around
the discussion of history and national memory. Challenging the authenticity of
certain relics and locations, she consults various sources to escape myth-making
and questions the veracity of the information bred and passed on by numerous
generations. What she proposes is refraining from a “cold and stolid
indifference to the exciting events which have taken place in this vicinity” and
escaping skepticism which risks a danger of “confirmed infidelity” (Haight,
1840, Vol. 11, p. 75).
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She shares a profound disappointment with many other Western pilgrims in
what she calls the “sober realities” of the East. Filthy towns inhabited with
people and improperly cultivated land. “These interactions between Protestant
Americans and Arabs deeply affected the transformation of the idea of the Holy
Land from a static bible illustration image to a vibrant modern mythology”
(Rogers, 2011, p.61). The Western spiritual experience was disturbed by the
control of the Ottoman Empire of most Christian sites. Risks of robbery and
theft were imminent and distorted the dream-like quality of the journey. The
mysticism that emanates from the geography for being at the core of the
Muslim, the Jew and the Christian according to Haight dwindles as Muslim is
destined to be excluded from God’s good graces for being bloodthirsty, Jew for
being stubborn and Catholic Christian for his fallacy. The Protestant Christian
pilgrim however, will reflect and be humble as he takes on this great
responsibility (Haight, 1840, Vol. II, p. 83).

It is initially in Constantinople that Haight touches upon the issue of slavery
without any reference to its American counterpart. Her primary concern with
regard to slavery is not the racial hierarchy established by a white supremacist
culture but a gendered distinction where men represent the patriarchal rule and
the women the commodity serving the needs of this despotic rule. Then she
introduces a secondary binary of an ancient Western presence in the Orient and
the Oriental neglect of a formerly blessed land now cursed by being inhabited
by a subhuman species.
Yet is it not also the land where "man is a despot and woman a slave, and sold as
cattle in the market-place? Is not this the land by Nature blessed beyond her pale,
and where "all save the spirit of man is divine?" and yet is it not here that those
blessings are least appreciated, and left to run fallow through the sheer neglect
and inanity of the lazy and stupid possessors of the soil? Is not this once splendid
capital of a Roman empire now the mere rendezvous of a horde of beastly
Tartars? (Haight, 1840, p. 39).
Race only comes at the forefront of her narrative in a slave market in Cairo
which she finds less impressive than that in Constantinople. Slaves had been
brought from Niger on a trying journey and the first visual imagery aroused in
Haight’s mind on encountering them is that of content snakes shining under the
sun. She attests to the fact that slaves indeed are also descendants of Biblical
figures yet fails to form any connection between American slavery and what she
witnesses in Cairo or Constantinople. Interestingly, she makes a vague reference
to an evolutionary chain which links animals to humans yet this analogy is used
to further evoke alienation Haight feels when faced with the people of Niger.
I have never yet seen such a hideous misrepresentation of the human form
divine, as these children of Ham presented. The various degrees of form and
feature, from the passably comely to the horridly ugly and disgusting, almost
induced me to believe the theory which holds that there is a connected chain of
animals, from the little caricature monkey of Brazil to the fierce orangoutang of
the Cape, and then on through all the different phases of human nature, from the
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most deformed races of Guinea and Senegal, to the beautiful and godlike sons of
Japhet, in Georgia and the Caucasus (Haight, 1840, p. 112).

Conclusion

Haight, in her two volumes of the Old World, provides the reader with more
than a solipsistic experience with an hyperawareness of her surroundings as
well as the conditions that were specifically laid out for her comfort by her male
compatriots and fellow travelers. Her insightful observations about binaries
such as gender and race do not extend to any criticism of domestic affairs within
the United States. She displays the same vague notions of a conquest of the Old
World by religion if not by military as her male precedents. Her often
fragmentary and eclectic depictions tinted with a layer of daydreaming
contributes to her conceptualization of the East in a duality that encourages her
to make progressive suggestions to monumentalization of American history at
home. Her take on the gender polarity does not display an awareness of gender
politics at home which does not refrain her from criticism of patriarchal
reflections in the Orient. Instead of a possible liberating impact traveling to
distant lands could have, Haight is comfortably inclined to enjoy the class
privilege with which she maintains a sense of peace and security.
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PENETRATING AMERICAN FEMALE GAZE IN THE
OTTOMAN EMPIRE: A 19TH CENTURY TRAVELOGUE

Abstract: Antebellum American travel narratives of the Old World are
rare compared to their European counterparts. At a time when American
literary renaissance is pursuing a distinct American national character in
American literature, authorship not yet a profession to live on alone, and
artistic expressions by women uncommon and frowned upon, it is not
surprising for Sarah Rogers Haight to be reticent in her narrative.
Belonging to a nation of quite belated travelers particularly with regard to
the Orient, it is common practice for male American authors to claim
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originality of their accounts in their prefaces to provide a reassurance for
American middle class readership of their preference of their works over
the English whereas Haight’s notice is apologetic and reticent about her
motivations for publication. This paper seeks to scrutinize the agency of
American authorship in the only travel narrative of the Ottoman Empire
by an American woman published in the Antebellum period in the United
States. The significance of the geographical denotation is the habitual
discursive strategies applied when dealing with the Orient and to
determine how Haight dealt with the conflicting notions of being and at
the same time depicting the subaltern by “using the sense of sight to gain
information is a classic male aristocratic technique, which avoids
interaction or any kind of emotional or bodily engagement” which she
could not partake in by virtue of being segmented along the gender
identification lines at home and in her destination.

Keywords: Travel Narrative, Orientalism, American Literary
Renaissance, Subaltern.
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POURQUOI LE PRIX NOBEL DE LITTERATURE A-T-IL ESSUYE
DES CRITIQUES?

Refika PARLAK!

Oz: Nobel odiilleri de sinema ve miizik alaninda verilen Oscar ve
Grammy 0&diilleri gibi diinyanin en gorkemli 6diillerinden olup her yil
kime ya da kimlere, dil, din, irk ayirt etmeksizin, verilecegi diinya
kamuoyu tarafindan merakla beklenir. Fizik, Kimya, Edebiyat, Tip ve
Ekonomi bilim dallarinda ve de Baris alaminda Isve¢ Kraliyet Bilimler
Akademisi tarafindan verilen bu Odiillerin kime, neden, nasil deger
gorildiigii tartisma konusu oldugu gibi, odiile deger adaylar da giindemi
uzun siire mesgul eder. Dinamitin icat¢ist olarak bilinen ve bu anlamda
insanliga karsi biiylik bir sug¢ isledigi varsayilan Alfred Nobel (1833-
1896)’in servetinin insanliga katkis1 olanlara 6diil olarak dagitilmasini
vasiyet etmesi Nobel oOdiillerinin tartisilmasina neden olmustur. S6z
konusu &diillerle ilgili her daim giincelligini koruyan bir diger tartisma ise
bu &diiller verilirken ger¢ekten adaylarin se¢imi nesnel yapilabiliyor mu
ya da 6nceden birilerine s6z mii veriliyor? Ve Isve¢ kraliyetinin dagittig1
bu odiiller ne denli giivenilirdir? Bu calismada akillara takilan bu ve
benzeri sorular1 (Nobel Edebiyat 6diilii en ¢ok hangi iilkeye verilmistir?
Isvec akademisi diinya dilleri arasinda olmayan “azinlik dillere” ne denli
sans taniyor? Bu saygin odiiliin sahibi olmak i¢in yazarlarin “tarafli”
olmasi1 sart midir? Kadin yazarlarin erkek yazarlara kiyasla sanslart var
mudir?) diger biitiin Nobel ddiillerinde oldugu gibi, tarih boyunca hikayesi
ile tartigmalarin odaginda yer alan Nobel Edebiyat ddiilii ¢ergevesinde
yanitlamaya calisacagiz.

Anahtar Sézciikler: Nobel Edebiyat Odiilii, Siyaset, Isve¢ Akademisi,
Yazar, Eserler.

Introduction

Comme nous le savons, le XXI°™ siécle se développe sous le signe de la
mondialisation qui trouve son origine dans les échanges économiques (idée de
marché sans frontiére, pas de nation universelle bien que 1’uniformisation
culturelle participerait & une uniformisation du profil des consommateurs, sous
certaines limites). En ce sens le dialogue interculturel devient inévitable, ainsi
occupe une place primordiale en ne pouvant se réaliser qu’en prenant
conscience de son propre « moi » a travers « I’autre ». En revanche 1’explosion

' Doktora Ogrencisi, Uludag Universitesi, Egitim Bilimleri Enstitiisii, Fransiz Dili Egitimi
Anabilim Dali. rikprlk@hotmail.com
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des nouvelles technologies de I’information (Internet, mobiles...) a pour
conséquence au XXI™ d’amplifier considérablement le phénoméne ce qui
facilite cet échange. Nous allons surtout mettre en avant la littérature qui
représente un moyen qui privilégie la communication entre les cultures, et qui
¢tablit donc un dialogue entre les expressions culturelles multiples. Ainsi
comme le dit Sergio Kokis, célébre romancier et peintre contemporaine, c’est la
littérature qui explique le mieux 1’étre humain (Tétu de Labsade, 1997) et c’est
pourquoi le choix de la langue d’écriture pour un écrivain est important s’il veut
se faire comprendre de tous les lecteurs de toutes les cultures. Tout écrivain a
alors bien intérét d’écrire dans le but de séduire le grand public pour étre lu,
apprécié et compris de tous. La question qu’on se pose donc ¢a sera de savoir
comment prendre conscience de tous les écrivains du monde entier et de leurs
ceuvres. Or, comme dans le domaine cinématographique, musicale etc., dans le
domaine littéraire aussi des prix sont décernés aux meilleurs de I’année. Par
conséquent, c’est dans ce sens qu’il va étre intéressant d’interroger le role des
prix littéraires.

Il existe un grand nombre d’institutions qui se chargent de couronner les auteurs
ayant écrit des ceuvres remarquables tel que le prix roman d’Orhan Kemal, le
prix Goncourt, le prix Médicis, le prix Booker. Or on mettra ’accent sur le prix
Nobel de la littérature, le plus prestigieux aux yeux de tous, afin de pouvoir
répondre a toutes les questions. En effet, le prix littéraire international le plus
renommé est celui qui est décerné par 1I’Académie suédoise a Stockholm. Son
fonctionnement est inhabituel, sa nomination reste un mystére pour tous
jusqu’au verdict. Bien que les journalistes fassent des sondages, pour tenter de
deviner qui sera le lauréat du prix littéraire chaque année, il est difficile de le
saisir. Cependant, le testament d’Alfred Nobel (1833 — 1896) peut-il en effet
nous laisser entendre quelques indices?

Tout le reste de la fortune réalisable que je laisserai en mourant sera employé de
la manicre suivante : le capital placé en valeurs mobiliéres slires par mes
exécuteurs testamentaires constituera un fonds dont les revenus seront distribués
chaque année a titre de récompense aux personnes qui, au cours de l'année
écoulée, auront rendu a I'humanité les plus grands services. Ces revenus seront
divisés en cinq parties égales. La premiére sera distribuée a l'auteur de la
découverte ou de l'invention la plus importante dans le domaine de la physique;
la seconde a l'auteur de la découverte ou de l'invention la plus importante en
chimie; la troisiéme a l'auteur de la découverte la plus importante en physiologie
ou en médecine; la quatriéme a l'auteur de I'ouvrage littéraire le plus remarquable
d'inspiration idéaliste; la cinquiéme a la personnalité qui aura le plus ou le mieux
contribué au rapprochement des peuples, a la suppression ou a la réduction des
armées permanentes, a la réunion ou a la propagation des congrés pacifistes. Les
prix seront décernés : pour la physique et la chimie par I'Académie suédoise des
Sciences, pour la physiologie ou la médecine par 1'Institut Carolin de Stockholm,
pour la littérature par I'Académie de Stockholm, et pour la défense de la paix par
une commission de cinq membres élus par la "Storting" norvégienne. Je désire
expressément que les prix soient décernés sans aucune considération de
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nationalité, de sorte qu'ils soient attribués aux plus dignes, scandinaves ou non’.
(Nobel, 1895, p. 21).

Une chose est bien sir, ¢’est que depuis que cette lourde tache lui a été confiée,
il s'est écrit une histoire jalonnée de controverses. Le domaine de la littérature
se voit confronté a celui de la politique, puis certains prix se voient contestés,
refusés, voire oubliés...

1. Objectifs du travail

Bien qu’il soit l'un des prix les plus prestigieux et controversés au niveau
international, il n'existe pas de nombreuses recherches a ce sujet dans le monde,
mis a part l'ouvrage d’Espmark, la référence absolue, intitulé Le prix Nobel,
Histoire intérieure d'une consécration littéraire (1986) ou l'auteur nous parle de
la chronique du prix du début du siécle a nos jours. Il en est de méme pour le
cas de la Turquie ou, hormis quelques articles concernant le prix Nobel de
Orhan Pamuk (Gékalp, 2010 et Vural, 2007) la thése de master de Umran
Kiiciikstileymanoglu (2014) dont l'objectif est de mettre en ¢évidence
l'importance de la traduction dans l'obtention du prix Nobel de Littérature qui se
charge de nourrir la littérature mondiale et l'article de Alkan Soyak (2003)
concernant le prix Nobel d'économie qui souligne la priorité que le comité
accorde a ceux qui optent pour une approche orthodoxe en économie. Donc
voici les questions autour desquelles notre texte va s’organiser:

1. Quels sont les critéres d’¢ligibilité du comité Nobel?

2. L’honneur de remporter ce prix a-t-il été plus accordé aux pays occidentaux
ou orientaux?

3. Pourquoi plus de lauréats que de lauréates?

4. Quel est le degré de chance d’un écrivain qui ceuvre dans une langue qui lui
est «inhabituelle» pour les membres du comité?

5. En dernier lieu, est-ce que le point de vue ou la position politique du lauréat
est la clef de I’obtention du prix Nobel littéraire?

2. Les prix Nobel

Sur le modeéle de I’Académie Frangaise, le roi Gustave III souhaite fortifier
I’expansion culturelle du royaume suédois et met en place, en 1786, I’ Académie
Suédoise, qui est «une des académies royales de Suéde» et dont la devise est
«talent et golt» traduit du suédois snille och smak. Composé de dix-huit
membres «issus du milieu des lettres et des langues», nommés a vie, tout
comme 1’ Académie Frangaise, elle a un réle bien défini. Elle doit veiller sur «la
pureté, la vigueur et la majesté» de la langue suédoise. Pour cela elle va faire
paraitre deux dictionnaires: a) Svenska Akademiens Ordlista (SAOL), en un
seul volume; b) Svenska Akademiens Ordbok (SAOB), en plusieurs volumes
concernant tous les mots de la langue.

? Disponible en ligne: http://www.nobelprize.org/alfred_nobel/will/will-full.html, consulté le 02
décembre 2014.
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Un seul dictionnaire sera finalement publié. Dés 1791, 1’ Académie Suédoise se
voit confier la charge de rédaction du journal officiel Postoch Inrikes Tidningar.
Cependant ce qui va lui donner la chance d’étre une puissance mondiale, est
enfoui dans le testament de I’inventeur de la dynamite, Alfred Nobel. Ce dernier
né a Stockholm en 1833, fera fortune et s’illustrera a travers le monde grace a
son brevet d’invention de la dynamite. Un an avant sa mort, il se met a écrire
son testament, et comme tout testateur nous fait part de ses héritiers en disant
qu’il souhaite Iéguer sa fortune afin qu’une institution soit créée dans le but de
rendre hommage aux personnes ayant apporté le plus grand bénéfice a
I’humanité. Ces propos nous laissent entendre une certaine culpabilité de la part
du «marchant de la mort»® qui s’éteindra le 10 décembre 1896. Les revenus du
capital seront attribués et a €tre partager sous forme de prix afin de couronner
les hommes de bonnes volonté. Cinq prix annuel dans les domaines de la paix,
de la médecine, de la chimie, de la physique et de la littérature seront distribués,
auxquels vient s’ajouter en 1968 un prix en économie qui a été institué par la
Banque de Suéde, avec 1’accord de la fondation Nobel.

La mission délicate d’accorder le prix Nobel de la paix est confiée au comité /e
Storting nommé par le parlement Norvégien qui siége a Oslo. L’institut
universitaire médicale Carolin situé a Stockholm, qui représente I'un des centres
de recherche médicale et est le groupement universitaire le plus important de
I’Union Européenne, se chargera de décerner le prix Nobel de la médecine,
I’ Académie Royale des sciences (de Suéde) celui de la chimie et de la physique
et depuis 1968, comme on 1’a déja cité auparavant le prix Nobel d’économie
sera décerné par la Banque de Sué¢de en mémoire d'Alfred Nobel.

3. Le prix Nobel de littérature

Nombre de débats ont eu lieu au sein de cette derniére par crainte de subir une
pression internationale et d’étre écartée de sa réelle fonction qui était, comme
on I’a dit précédemment, de veiller sur «la pureté, la vigueur et la majesté» de la
langue suédoise. Un comité Nobel constitu¢ de cinq personnalités choisies
parmi les académiciens pour une durée de trois ans, mis en place afin
d’examiner «la pertinence et le critere d’éligibilité des écrivains» dont le nom
figure sur la liste des lauréats inconnus de tout le monde jusqu’au verdict.
Chaque année avant le 1% février, environ 350 noms sont proposés par des
personnes habilitées dans leurs domaines, qui font tout autant partie de
I’ Académie en exercant leur métier de professeur de littérature et de langue. Par
la suite tous les jeudis qui suivront cette date jusqu’a mai, les membres du
comité se réuniront & 17 heures afin de discuter les différentes ceuvres et
auteurs. Cependant beaucoup de candidatures se verront recalées a chaque
réunion afin d’obtenir une liste secréte sur laquelle est inscrit le nom de cing
auteurs. De mai jusqu'a octobre les membres se verront a nouveau réunis dans le
but d’étudier en détail I’ceuvre des cinq finalistes. Pour conclure, le secrétaire
perpétuel convoquera une derniére fois les membres de 1’Académie le jeudi

3 Titre qu*un journal frangais accorda a son article afin de publier la nécrologie d’Alfred Nobel
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suivant, qui correspond aux premiers jours d’octobre, a onze heures et demie
pour procéder a un vote définitif. Apres une heure et demie de délibération, le
nom de I’auteur ayant obtenu plus de la moitié des voix sera désigné comme
lauréat du prix. Gardé comme un secret absolu jusqu’a la derniére minute,
I’auteur et ’ceuvre digne d’un «puissant idéal» sont enfin rendus au grand
public. Cependant les quatre candidats ¢liminés sont d’office réinscrits sur la
liste de I’année suivante. Comme pour tout auteur d’une ceuvre remarquable
d’une «tendance idéalistex», la récompense sera décernée par le roi de Suede lors
de la cérémonie qui aura lieu le 10 décembre, la date d’anniversaire de mort
d’Alfred Nobel. Le lauréat remportera alors une médaille d’or, un document
calligraphié témoignant son statut ainsi que les motifs pour lesquels il a été
sélectionné parmi tant d’autres et son chéque de dix millions de couronnes
(environ 1,1 million d’euros). Toutefois, un discours cérémonial, concernant
son chef-d’ceuvre et son «engagement artistique» sera attendu de sa part. Il est a
noter que le contenu de ses réunions ainsi que le nom des cinq personnalités
restera confidentiel pendant cinquante ans. Le prix Nobel de la littérature, lui
sera décerné par 1’ Académie suédoise.

4. Le prix Nobel de Littérature: Une histoire jalonnée de débats

Apreés avoir pris connaissance de ce que représente le prix Nobel littéraire
décerné par I’Académie suédoise a Stockholm, il est temps d’examiner
pourquoi il est au centre de nombreuses spéculations. Tout d’abord, le prix ne
va pas rendre plus célébre certains auteurs déja trés connu du monde tel que
Ernest Hemingway (1954), André Gide (1947) et bien d’autres encore. Certes,
pour des auteurs moins réputés, c¢’est une chance a ne pas manquer pour étre
connu du grand public international, comme ce fut le cas pour le romancier
Hongrois Imre Kertész (1929 -...) et I'écrivain Turc Orhan Pamuk (1952 - ...)
Le prix a rendu, non seulement leurs ouvrages visibles mais leur a également
attribué la valeur du «meilleur roman de 1’année». Depuis 1901 I’Académie a
désigné tous les ans un détenteur du prix Nobel de la littérature et suite & une
analyse détaillée de la liste des lauréats (Tableau 1) il est remarquable que
certains choix ont pu susciter des critiques.

177



I B Pourquoi le Prix Nobel de Littérature va-t-il essuyé des critiques?

Tableau 1 : Liste des lauréats du prix Nobel littéraire

1501 ; Sully Prudbomme 1930 ; Sinclair Lewis 1959 ; Salvatore Quasimodo 1958 : Naguib Mahfour
1502 - Theodor Mommeen 1830 E. Axe] Karlfeldt 1860 ; Saint-John Perss
1503 - Bjernstieme Bjamson | 1932 - 1 G, Drapeau 1961 ; Ivo Andric
L Foet) de Echegaray | 1933 ; Ivan Bousne, 15462 . John Steinbeck
1505 - Hennvk Sienkdewics 19354  Luigi Pirandelle 1963  Gearges Béferis
1 504 - Giasupé Carducei 193% - mon déceamé L5464 ; Jean-Paul Sartre
1307 ; Rudvard Kipling 1936 ; Eugene O Nall 1945 ; Mikhail Chalokhay
1508 - R Christoph Eucken 1337 ; B Martin du Gard 19665 Y. Agnon ¢t N, Bachs
1209 ; Sehea [agerlct APES Fearl Buck A6 M Angdl Asmarkay
19110 ; Paul Heyse 1939 ; F. Eenul Sillanpis 1948 ;. Yasunan Kaywabata
1911 - Manrice Masterlinck 1940 : mon déceamé 1569 ; Samusel Beckent
1512 ; Gerhast Hauptmann 1941 : non decane 15710 ; Alexandre Saljemstsyne 19959 ; Giinter Chrass
1913 ; Rabandranath Tagore | 1942 ; non-déceme 1571 ;: Pablo Nenada 2000 : Gae Xingian
1214 ;. non dicems 1243 ;pon dicemd 1272  Heinch Bl 2001 X S Haipaol
1915 ; Romain Rolland 1944 1. V. Jensen 1973 ; Pamick White 2002 ; Imre Kertesz
1916 ;. %, von Hodmstam 1945 ; Gabricla Mistral 1574 E. Johnson et H. Martinsen | 2003 J. M. Cocteer
N A Gidllonp L2468 Hisrmamm Hesse 373 Eugenio Mentals z004  EMfricde Febinek
1918 ; non decante 1947 : Andre Gide 1578 ; Sanl Bellow 2005 : Hareld Pinter
1515 ; Carl Spimeler 1945 T. 5. Eliot 1577 : WVieente Aleixandre 20068 : Orhan Famuk
1920 - ¥ Haman 1043 Wlligm Faulioney | 1378 .1 B. Singer
1521 ; Anatode France 1950 ; B. Arthur William 1579 ; Odvsscas Elynis
15922 - Jacinto Benavents 1951 : Par Lagerkvist LS80 ; Crectan Milosz
1925 W B Yeats 1952 - Frangais Mauriac 1581 - Flias Canetti
1924 W, 5. Revenonl 1953 W, L5 Churchall 1982 6 G Marquer
1925 : G, Bemard Shaw 1854 : Emest Hemingway 1583 : William Golding

195% - Halldér Laxness L1584 ; Jaroslav Seifert

1956 ; Juan Ramdn Nmeez | 1985 ; Clande Simon

1931 Alban Canoat 1505 ; Wols Soreinka
1929 : Thomas Mann 1955 : Boris Pasternak 1587 ; Joseph Brodsky

D’autant plus que ce prix littéraire, dont I’intérét principal est de couronner
«’auteur de 1’ouvrage littéraire le plus remarquable d’inspiration idéaliste», sera
attribué assurément moins selon le critére d’«idéalisme» fixé par le testateur que
par la perception et I’interprétation qu'en aurait de cette notion le secrétaire
perpétuel, soulevant ainsi les spéculations (Epsmark, 1986, p. 166). Par ailleurs
les deux guerres mondiales a leur tour vont jouer un réle important dans le
choix de certaines personnalités. Bien que la priorité soit accordée aux
romanciers, poctes, dramaturges et essayistes, on comptera parmi les lauréats,
les noms de Winston Churchill (historien), Christian Mattias Theodor
(historiens), Rudolf Christoph Eucken (philosophe), Henri Bergson et Bertrand
Russel (philosophe). Ces philosophes et historiens se distinguent soit par leurs
discours politiques, soit par leurs philosophies.

La question se pose de savoir si des erreurs ont ét¢ commises lors de
I’attribution des prix. La réponse parait pourtant simple lorsqu’on pense aux
«oubliésy, «écartésy, ou ceux qu’on considére «indigne» du prix. A ce sujet,
dans son ouvrage, Espmark (1986) balaie les différents points de vue des
membres de 1’Académie afin de rendre compte a ses lecteurs des raisons pour
lesquelles certains auteurs ont été préférés a d’autres, pourquoi certains ont été
écartés ou oubliés. En ce qui concerne ’attribution du prix Nobel littéraire,
Espmark dit qu’il faudrait faire une distinction entre les périodes ou les prix
Nobel littéraires ont été décernés. Les prix décernés au début du XX™ siécle,
puis ceux attribués dans 1’entre-deux Guerre (1914 — 1918 / 1939 — 1945), et
enfin ceux distribués de nos jours n’ont pas la méme valeur. C’est pendant 1’¢re
du secrétaire permanent Wirsén (1884 - 1912) que Espmark (1986) a nommé
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«un idéalisme noble et sain», que 1'on verra des écrivains tel que Tolstoi, Zola,
Strindberg, James ou encore Ibsen oubliés sur le palmarés, ou mis hors de
combat par le secrétaire perpétuel. Par exemple Tolstoi est hors-jeu du fait de
son «hostilité envers la culture». L’interprétation du mot clé «idéalisme» du
testament est interprété par le secrétaire Wirsén comme suit: «une véritable
noblesse, qui ne tienne pas seulement a la fagon de présenter les choses mais qui
marque ¢également sa facon de les concevoir ainsi que sa philosophie»
(Espmark, 1986, p. 244). Durant cette période, le prix Nobel littéraire «n’est pas
avant tout un prix littéraire, les qualités purement artistiques sont mises en
balance avec I’appui apporté a I’humanité dans ses efforts pour atteindre les
idéaux». Comme le mentionne le tableau 2, les lauréats du prix durant la
Premicre Guerre mondiale seront ceux qui auront opté pour une «politique de
neutralité», «les petites nations qui se tiennent a 1’écart des blocs» seront
favorisées, en d’autres termes les littératures nordiques, a 1’exception notable du
nobéliste frangais, Romain Rolland qui se distingue de toute facon par ses
articles anti-guerre (1914-1918) et dans ses ceuvres par une attitude défensive de
I’indépendance des colonies frangaises.

Tableau 2 : Lauréats du prix Nobel de littérature pendant la Premiere Guerre

mondiale
Année | Pays Nom - Prénom
1914 | Non décerné | -
1915 France Romain Rolland
1916 Suéde Verner von Heidenstam

1917 Danemark Karl Adolph Gjellerup, Henrik Pontoppidan
1918 | Non décerné |-
1919 Suisse Carl Spitteler

A I’heure actuelle, plusieurs spécialistes regrettent encore les oublis majeurs sur
le palmares qui représentent «les monuments de la littérature universellex»
(Espmark, 1986, p. 152) tel que Virginia Woolf, Marcel Proust, James Joyce,
Robert Musil, Witold Gombrowicz. Une autre critique qui parait encore plus
sévere est le fait que certains auteurs ayant regu cette récompense soient vus
comme «indignes du prix». Nous pourrons citer parmi ces auteurs, le premier
lauréat de 1901 qui est Sully Prudhomme suivi de Paul Heyse (1910), Rudolf
Christoph Eucken (1908), José de Echegaray (1904). Le comité regrette
amerement d’avoir attribué cette gloire a Bjornstjerne Bjornson au lieu d’Ibsen.
Une autre interprétation du testament de Nobel voit le jour avec I’arrivée du
nouveau secrétaire perpétuel Osterling en 1941. «Ce qu’il exige d’une ceuvre
littéraire, pour qu’elle puisse étre prise en considération, c’est une philosophie
mirement réfléchie et de I’humanité». Certains auteurs, bien qu’ils soient
récompensés, ils le refusent. Comme Boris Pasternak qui se doit de refuser le
prix qui lui a été décerné en 1958 pour des raisons politiques, par crainte d’étre
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exilé de son pays. Il tente de s’épargner des sanctions en déclinant ce prix, dans
le but d’éviter de déclencher a nouveau la colére des autorités soviétiques.
Quant a Jean-Paul Sartre, lui refuse de bon cceur la récompense qui lui a été
accordée pour de simples raisons personnelles et objectives. Notamment il dira
dans sa lettre qu’il écrit pour le secrétaire que: «L’écrivain doit donc refuser de
se laisser transformer en une institution méme si cela a lieu sous les formes les
plus honorables comme ¢’est le cas» en ajoutant que
Le seul combat actuellement possible sur le front de la culture est celui pour la
coexistence pacifique des deux cultures, celles de I’Est et celle de 1’Ouest. Je ne
veux pas dire qu’il faut qu’on s’embrasse, je sais bien que la confrontation entre
ces deux cultures doit nécessairement prendre la forme d’un conflit, mais elle
doit avoir lieu entre les hommes et entre les cultures, sans interventions des
institutions. [...] Mes sympathies vont indéniablement au socialisme et a ce
qu’on appelle le bloc de I’est, mais je suis né et j’ai été élevé dans une famille
bourgeoise. [...] I’espére cependant bien entendu que « le meilleur gagney, c'est-
a-dire le socialisme.
Le refus du prix dans un passé récent, face a la pression de la presse et de la
droite allemande, qui demandent a ce que Gilinter Grass rende le prix qu’il a
recu en 1999, puisqu’il s’est engagé volontairement au sein de la Waffen-SS en
1944, pousse le secrétaire perpétuel Peter Englund a intervenir et a déclarer qu’
«il n'y a pas, et il n'y aura pas, de discussions & 1'Académie suédoise pour lui
retirer son prix»4.
En rejetant un simple coup d’ceil sur la liste des lauréats on constate que le
roman ainsi que les autres genres narratif sont les plus primés et qu’il n’y a
simplement que treize femmes qui ont regu le prix Nobel de la littérature depuis
son histoire (cf. le tableau ci-dessous).

Tableau 3: Liste des lauréates ayant obtenu le prix Nobel de littérature

Nom des lauréates Année
Selma Lagerlof (1858-1940) 1909
Grazia Deledda (1871-1936) 1926
Sigrid Undset (1882-1949) 1928
Pearl Buck (1892-1973) 1938
Gabriela Mistral (1859-1957) 1945
Nelly Sachs (1891-1970) 1966
Wislawa Szymborska (1923 —2012) 1966
Nadine Gordimer (1923 —2014) 1991

* Article du journal Le Point, 10 avril 2012, « L'Académie suédoise exclut de retirer le Nobel a
Giinter Grass ». Lire en ligne http://www.lepoint.fr/culture/l-academie-suedoise-exclut-de-retirer-
le-nobel-a-gunter-grass-10-04-2012-1450090_3.php, consulté le 2 décembre 2014.
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Toni Morrison (1931-...) 1993
Elfriede Jelinek (1946 -...) 2004
Doris May Tayler-Lessing (1919 —2013) 2007
Herta Miiller (1953 - ...) 2009
Alice Munro (1931 - ...) 2013
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Il est donc intéressant de constater que le prix Nobel de littérature est
essentiellement masculin, Ce nombre inférieur de femmes peut-étre regrettable
et peut peut-étre s’expliquer par des raisons sexistes, politiques, voire surtout
sociales. A I’époque il y avait moins d’écrivaines célébres que d’écrivains dii au
réle réducteur des femmes imposé par la société, la femme a longtemps vu son
role minimisé voire limité dans le monde universitaire / académique pour des
raisons avant tout sociales (héritage des sociétés patriarcales).

En observant le graphique 1 qui met en évidence la réception du prix Nobel par
pays, on constate que I’Hexagone représente le pays ayant le plus regu ce prix,
avec quinze lauréats, suivi des Etats-Unis, puis du Royaume Uni, Allemagne
etc... La Suéde se trouvera une place qu’au cinquiéme rang avec huit lauréats.
Lors d’une entrevue accordée a I’agence Associated Press, Horace Engdahl
(secrétaire perpétuel de 1’académie suédoise entre 1999 — 2009), partage l'idée
qu’il ne faut pas s’étonner si la «plupart des lauréats du prix sont européens» et
qu’il «existe bien str des auteurs forts dans toutes les grandes cultures, mais
qu’on ne peut nier le fait que I’Europe est toujours le centre du monde littéraire»
et non pas les Etats-Unis. De plus c’est en 1913 que nous sortons, pour la
premiére fois, du cadre européen avec le prix accordé a Rabindranath Tagore

(1861 — 1941), un indien qui a tout de méme regu une éducation anglaise.
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Le graphique 2 met I’accent sur I’importance de la langue choisi par 1’écrivain,
ainsi que du réle que joue la traduction pour atteindre le comité de Nobel, Ainsi
bien que Alfred Nobel voulait donner une «portée mondiale» aux prix qui sont
décernés en son nom, la langue de 1’écriture, dans laquelle s’exprime le
romancier, joue un role primordial. Il est a constater que bien que 1’anglais soit
la langue la plus primée, considérée comme la langue véhiculaire, dans le
monde entier, il serait intéressant de comprendre la raison qui fait que la France
est le pays qui soit le plus récompensé, sachant que ses auteurs ceuvrent dans
leurs langues maternelles. Est-ce parce que la langue francaise est toujours et
encore utilisée comme langue de prestige par I’aristocratie européenne?

Cependant comment expliquer que la langue la plus couronnée est 1’anglais
alors méme que la France détient le record avec ses ceuvres écrites en frangais ?
Puis est-ce les langues «inhabituelles» peuvent-elles songer a I’obtention de ce
prestigieux prix.

L’écrivain chinois Tsu- Yii Hwang s’interroge sur la question de savoir si un
jour un écrivain chinois, écrivant dans sa langue d’origine puisse avoir les
mémes chances qu’un écrivain ceuvrant dans une des langues occidentales. En
ce sens, les dix-huit membres du comité, ne peuvent évidemment pas avoir
acces aux ceuvres dans leurs langues d’origines. Or pour cela ils engagent des
personnes expertes dans les langues dans lesquelles les ceuvres ont été écrites.
Dr’ailleurs I’ Académie considére que le temps est enfin venu de couronner un
¢crivain qui nous transmet sa culture dans sa langue, qui leur est étrangére : elle
est tout a fait consciente néanmoins qu’elle ne peut «déléguer sa responsabilité a
des experts et doit finir par prendre position elle-méme»”.

Ainsi telle est la question qui surgit «est-ce que la langue d’origine des auteurs a
un effet sur I’obtention du prix?» (Kiigiiksiileymanoglu, 2014, p. 10). Il va de
soi que depuis que la traduction a gagné de ’importance (& partir des années
1960) et, est devenue vitale pour la diffusion des ceuvres sur le terrain de la
littérature mondiale, les auteurs hors des frontiéres occidentales ont eu
I’opportunité d’étre parmi les lauréats.

5 Testament d’Alfred Nobel.
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Graphique 2: Repartition de prix Nobel de littérature par langue
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En guise de conclusion

Avec toutes les questions que le prix Nobel engendre, il fera toujours parler de
lui. Toutes ses attributions donneront lieu a des controverses. Il faut cependant
ne pas négliger que c’est une question d’ «€preuve internationale». Par
conséquent il ne touche pas simplement que le monde littéraire, mais toutes les
nations qui veulent apporter leurs «petites» pierres a 1’édifice culturel mondial,
¢tant donné que les ceuvres littéraires servent a devenir des ponts entre les
cultures. C’est donc, au tribunal littéraire de juger si tels ou tels auteurs avec
leurs talents littéraires ont su «rendre a ’humanité les plus grands services».
Son caractére international Iui donne non seulement un rayonnement
international au niveau mondial étant donné qu’elle occupe une place a part
entiére dans la communication culturelle mondiale mais aussi une implication
politique qui a, depuis les premiéres attributions du prix, ét€ un sujet a
controverse du fait de son caractére irrémédiable. Quand bien méme le prix
Nobel, agé¢ de 103 ans, devrait s’écarter de toutes interprétations d’ordre
politique et éviter de devenir un probléme politique national, il est intéressant de
voir que beaucoup de prix ont pris la forme de prix politique. Le comité Nobel a
une tendance gauchiste, au sens européen, et c’est peut-étre la raison pour
laquelle un des trés grands écrivains du XX™ siécle Jorge Luis Borges (1899 —
1986), ne se voit pas décerné ce prestigieux et remarquable prix. Notamment un
des prix qui a longtemps été discuté pour des raisons politiques est celui de
Frans Eemil Sillanpdd (1888 — 1964) en 1939 qui était vu par la Finlande
comme un ennemi. En outre le prix attribué a I’historien Churchill est aussi
considéré comme un prix a caractére politique étant donné qu’il était toujours
Premier ministre. Et ¢’est d’ailleurs ce prix qui a certainement dii mettre en péril
I’intégrité politique de 1I’Académie. En outre les derniers choix de I’ Académie
n’ont pas fini de semer les doutes du grand public ainsi que des presses. La prise
de position contre la guerre d’Irak aurait-il fait d’Harold Pinter le lauréat de
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2005?, tout comme la déclaration qu’ «un million d’arménien et 300 000 kurdes
ont été tués, et personne n’ose le dire» aurait-il fait d’Orhan Pamuk, le lauréat
de 2006? 11 est a noter que le prix décerné a Orhan Pamuk coincide le méme
jour ou le parlement frangais a adopté «une résolution faisant de la négation du
‘génocide arménien’ un crimey a attisé la tristesse, la colére du public turc et a
endommagé I’image de Pamuk auprés de ce dernier.

Toutefois ces contradictions nous poussent a réfléchir sur le sujet, surtout
lorsqu’on sait que les membres de 1’académie suédoise sont ¢élus a vie. En ce
sens peut-on remettre en cause les choix de 1’académie suédoise? En général
dans tous les pays démocratique ou la démocratie impose un renouvellement de
ceux qui ont le pouvoir, le comité du prix Nobel devrait-il pas étre mandaté? Ce
qui souligne la faille de cette derniére, puisque nous vivons dans un monde voué
a I’évolution, au changement, dans lequel les ceuvres littéraires ont aussi besoin
d’étre évaluées selon leur époque par des personnes ayant des gofits littéraires
différents.

Un autre probléme est que la mondialisation qui détruit les frontiéres nationales
et impose une uniformisation des golits dans tous les domaines, pousse a
['utilisation de I'anglais comme la langue universelle de communication. Les
maisons d'édition qui favorisent la publication en anglais, incitent les écrivains a
s'exprimer en cette langue afin d'atteindre un maximum de lecteurs qui
influencera aussi le chiffre de vente. Dans un tel monde monopolisé au sens
culturel et linguistique, le prix Nobel de littérature futurs permettra —t-il de faire
face a la minorisation culturelle, littéraire et linguistique?
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WHY HAD NOBEL PRIZE BEEN CRITICIZED?

Abstract: The Nobel Prizes, like the Oscars and Grammys in the film and
music industry, are one of the most prestigious awards in the world, and
they are eagerly awaited by the general public. The prizes given by the
Royal Academy of Sweden, without making a distinction of language,
religion and nationality, in the fields of Physics, Chemistry, Literature,
Medicine and Economics have long been controversial as to whom, for
what reason and how they are awarded; and the laureates occupy the news
headlines for a long time. Alfred Nobel (1833-1896), who invented
dynamite, and supposedly committed a crime against humanity, had
announced in his will that he bequeathed his fortune to those who have
contributed to humanity, and that has long caused a perpetual debate on
the basis of the prizes. Another issue that is current at the awards is
whether the choices are objective. Are these prizes, distributed by the
Swedish Academy, really reliable? Are the laureates promised to be
awarded earlier? In this work, we try to answer all these questions and
more (which country has the most received the Nobel Prize? What is the
most advocated language? To receive the Nobel Prize writers should they
be engaged? The writers were they as likely as writers?) precisely we
study the issue through the Nobel Prize for Literature, which has always
been at the heart of discussions on the matter.

Keywords: The Nobel Prize for Literature, Politics, the Royal Academy
of Sweden, Authors, Books.
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RESAT ENiS AYGEN’IN AFRODIT BUHURDANINDA BIiR KADIN
ADLI ROMANINDA CALISMA ILiSKILERI:
YAZIN TOPLUMBILIMSEL OLUSUMSAL YAPISALCI BiR
INCELEME

Ali TILBE'
Fethiye TILBE®

Oz: Resat Enis Aygen (1909-1984), Maxim Gorki tarafindan gercevesi
cizilen Toplumcu gergekgilik ve dogale1 yazin akimlarinin, Tiirkiye’nin
erken Cumhuriyet doénemindeki O©nemli temsilcilerinden birisidir.
Kapitalist sistem i¢inde yoksul ve ezilen toplumsal smiflarin yasamda
kalma savasimlarini, Emile Zola, Orhan Kemal gibi keskin bir gézlem
giiciiyle en carpict bicimde yapitlarina tasiyan Aygen, Nazim Hikmet’in
‘Tiirk edebiyatinin temel tag1’ olarak tamimladig1 Afrodit Buhurdaninda
Bir Kadin (1937) adli romaninda, bir Anadolu kadinmin c¢alisma
yasaminda karsilagtig1 zorluklari, 6zellikle de ugradigi cinsel ve bedensel
saldirilari, genel anlamda da is¢i sinifinin durumunu toplumcu gergekgilik
penceresinden dogalct bir tutumla betimlemeye ¢alisir. Ddnemin
toplumsal yapisini, acimasiz ve baskict somiirii diizeni ile baskin diinya
goriislinii belli bir diyalektik i¢inde yansitan yazar, yasadigi donemdeki
tanikliklarmi, c¢arpici bir bigimde yapitina tasimayr dener. Roman,
amcasinin yanindan 6ksiiz biiyiiyen, Y1ldiz adinda bir kadinin ibretlik ve
acikli kurgusal yasamdykiisii aracilifiyla, yine onun bakis agisindan
doneme tutulan bir ayna gibidir. Her ne kadar sanatsal kurgu agisindan
kimi noksanliklar s6z konusu olsa da, roman donemin ¢aligma iligkilerini
yansitmasi agisindan onemli bir inceleme nesnesidir. Biz bu caligmada,
Afrodit Buhurdaninda Bir Kadin’i, Lucien Goldmann’m Olusumsal
Yapisalcilik adim verdigi Marks¢1 yazin/roman toplumbilimi yontemiyle
¢Oziimlemeyi amagliyoruz. Anlama ve Agiklama agamalarindan olusan bu
yontem, metni, bir yandan yapisalci bir yaklagimla ¢oziimlerken, bir
yandan da incelemeye tarihsel ve toplumsal bir boyut eklemler.
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Anahtar Sozciikler: Resat Enis Aygen, Yazin/Roman Toplumbilimi,
Yansitma Kurami, Calisma Iliskileri, Kadin, Kapitalizm, Goldmann,
Olusumsal Yapisalcilik, Marks¢t Yazin.

Giris

Lucien Goldmann’in Marks¢1 kuramci Georges Lukacs’tan esinlenerek
gelistirdigi diyalektik olusumsal yapisalc1 yazin/roman toplumbilimi inceleme
yontemi; ‘yapit, bireyin degil toplumun bir anlatimidir’ savindan yola ¢ikar.
Lukacs’a kosut olarak Goldmann da, kapitalist toplumsal/ekonomik yapi ile
roman tiirli yapis1 arasinda ¢ok siki yapisal tiirdeslikler oldugunu ileri siirer. Bu
baglamda iginden geldigi toplumun bir pargasi olan yazar, yazinsal yaratisinda
bilingli ya da bilingsiz olarak bu toplumsal yapiy1 yansitir. Jale Parla’ya gore
yazinsal yaratilar; “belli bir yer ve zamana 6zgii egemen diinya goriisiiniin birey
yoluyla ifade bulmus bigimleridir” (2000, s. 39). Bu durumda, yazinsal yaratilar
“toplumun bilincini yansitan yalinkat yapilar degil, bireyaskin 06zneler
tarafindan yaratilan ve toplumsal sinifin olasi en iist bilincini olusturmasina
aracilik eden olgulardir” (Tilbe, 2010, s. 33). Sevim Akten’e gdre; olusumsal
yapisalcilik; “toplumsal degisme, gelisme ve ¢eliskilerden hareketle toplumsal
bir grubun “diinya gorlisii”nii ortaya koyan, acgiklayan, toplumsal simgeleri
¢oziimleyen diyalektik-dinamik bir yontemdir” (s. 162).

Yazar, bireyaskin ortaklasa bir 6zne olarak ortak toplumsal bilinci yansitir.
Toplumsal bilincin ortak iiretimi olan yazinsal yarati da, kuskusuz toplumun bir
anlatimidir. “Yazinsal metin ile toplumsal ve tarihsel igerigin Onemli
goriinlimleri arasinda var olan anlamli iliskinin, yaratici yazar/sanatginin ait
oldugu toplumsal grubun olasi bilincini sekillendiren diisiinsel ulamlarinda”
(Atalay ve Er, ss. 28-29) yer alir. Bu baglamda olusumsal yapisalcilik, bir
yazinsal yarati, hangi toplumsal sinifla iligkili olarak anlasilabilir? sorusunu
sorarak, roman1 anlama ve ac¢tklama olmak tizere iki asamada ¢oziimler. Bu
yontem, metne doniikk olarak gerceklesecek anlama asamasinda; anlati
yerlemleri, anlatisal uygulayimlar ile toplumsal yapi ve iligkilerden olusan
yapitin 0ziinii ve i¢ tutarhilifini ¢oziimlemeyi, agiklama asamasinda ise; yapiti
asan ve cevreleyen toplumsal, ekonomik ve siyasal digsal baglanimlartyla
beliren anlamli yapilar ile biitiinciil bir diinya goriisiinii ortaya ¢ikarmayi ve
romanin i¢ tutarliliginin nasil olustugunu agiklamay1 erek edinir. Bu baglamda,
Afrodit Buhurdaminda Bir Kadin hem toplumcu gercek¢i, hem deneysel
gercekei/dogalct nitelikler tasimasi, hem de somiiriilen is¢i sinifinin, 6zellikle
de kadimlarin yasamini ve toplumsal ¢alisma iligkilerini yansitmasi agisindan
inceleme nesnesi olarak anlamlidir. Romanda, genel olarak is¢ilerin yasamlari,
calisan ve yoksul kadinlarin, basta patronlar1 olmak iizere erkekler tarafindan
cinsel ve emek baglaminda c¢ifte somiiriiliis bigimleri okura sunulmaktadir. Her
ne kadar romanda toplumcu gercek¢i tip kavramina uygun anlati kisileri
kurgulanmamis olsa da, roman izleksel baglamda, o donemde yazilan ilk
toplumcu gergekei kurmaca o6rnekgelerinden birisi olarak degerlendirilebilir.
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Kuskusuz yazarin bu gesit bir konu segmesinin nedeni, benimsedigi toplumcu
gercekei ve dogalc1 yazin anlayisiyla agiklanabilir. 1918 Bolsevik Devrimi’nden
sonra Rusya’da Bigimcilik ve Fiitiirizm gibi akimlarin hos goriilmesine karsi
Stalin doneminde sanata bakis degismis ve Andrei Jdanov’un 6nciisii oldugu bir
girisimle 1930’larda toplumcu gercekcilik adinda bir sanat anlayist
benimsenmistir. Maksim Gorki, Nikolay I. Buharin, Karl Radek gibi diisiin ve
yazin adamlar1 1934 yilinda Birinci Sovyet Yazarlar Birligi Kongresi’nde bir
araya gelmis ve anlayisin g¢ercevesini belirlemeye girismislerdir. Romanin
yazilmasi da tam bu déneme karsilik gelmektedir.
1. Toplumcu Gerc¢ekei Yansitma Kuram
Oteki birgok akim gibi toplumcu gergekgilik anlayist da, kuskusuz bir yansitma
bi¢cimidir. Bu diizlemde, kisaca gercekeilik/yansitma bicimlerine deginmek,
konunun daha iyi anlasilmasina katkida bulunacaktir. Aristo’dan giiniimiize
ulasan oteki yansitma kuramlarinin tersine; “sanatin yansittigi gerceklik
toplumsal gercekliktir, ama bu gergeklik devrimci gelisme iginde goriiliir ve
dogru olarak tarihi somutlukla, is¢i sinifinin egitimi gozetilerek yansitilir”
(Moran, 2002, s. 53). Radek’e gore;
gercekeilik, ¢oken kapitalizmi ve onun ¢iiriiyen kiiltiiriini yansitmak degildir
sadece; ayn1 zamanda yeni bir toplumu ve yeni bir kiiltiirii yaratabilecek sinifin
dogusunu yansitmaktir. Toplumcu ger¢ekeilik su anki gercekligi bilmek degil,
bunun nereye dogru gittigini bilmektir. Toplumcu gergekei eser, yazarin hayatta
gordiigi ve eserinde yansittigi c¢eliskilerin nereye varacagii belirten eserdir
(Alintilayan Moran, 2002, s. 54).
Demek ki, “toplumcu gercekgilige gore sanat yansitmadir” (Ozgiiner, 2011) ve
gercekligi yansitma gorevini lstlenmektedir. Lukacs’a gore gercekeilik ve
dogalcilik diye iki yansitma yontemi vardir. Toplumsal gercekligi ancak
gercekeilik olgusu yansitabilir ve elestirel gercekgilik ile toplumcu gergekeilik
diye ikiye ayrilir:
Yazarm gorevi toplumun belli bir donemindeki gelisim dogrultusunu belirleyen
tarihi giicleri, yani toplumun igyapisimt ve dinamigini kavramaktir. Bagka bir
deyisle o donem igin tipik olan tarihi durumu anlamak. Yazarneserinde kisiler,
olaylar ve durumlarla bu tarihi giiglere somutluk kazandirir. Oyleyse eserdeki
kisilerin, olaylarin ve durumlarin tipik olmasi gerekir ki sosyal ger¢ekligi
yansitabilsinler. Tipik, ya da temsil edici karakter hem tarihi giicleri kendi
kisiliginde somutlastirir, hem de kendine 6zgii nitelikleri ile yasayan canli bir
birey olur (Moran, 2002, s. 55).
Burada s6z edilen tip kavrami; “kiginin en derin yaninin toplumda mevcut
nesnel giigler tarafindan belirlenmis olmasi1” (Moran, 2002, s. 55) anlamina gelir
ve Stendhal'in Kirmizi ve Siyah romanindaki Julien Sorel gibi somut bir bigimde
timeli yansitir. Lukacs tip kavramini; “genel ve tikelin duruma, karaktere goére
orgensel bilesimidir. Bir roman kahramanimi tiplestiren bireysel karakteri
degildir yalmzca, bu karakterde tarihsel bir donemin insan ve topluma degin
tim Ozelliklerinin toplanmasidir” (1951, s. 9) bigiminde tanimlar. Kuskusuz
toplumcu gergekgilik, elestirel gergekgiligin tip kavramini benimseyerek,
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toplumcu bir bakis acisiyla yeniden yorumlar. Lukacs, Cagdas Gergekligin
Anlami’nda tip tanimini siirdiiriir;
bir hikaye kahramani ancak 6z benligi toplumdaki nesnel giiclerce belirlendigi
zaman teknik anlamda tipik kahramandir. Vautrin ya da Julien Sorel bir anlamda
tuhaf olsalar bile, davraniglariyla tipik kisilerdir: belli bir tarihsel dénemin
belirleyici etkenleri onlarin kisiliklerinde yogun olarak goriilebilir (1977, s. 141).
Balzac, Dickens, Tolstoy gibi gergekei yazarlar yansitma yontemini basarili bir
bicimde kullanarak toplumcu gergeklik anlayisim yapitlarinda ozenle
kullanmiglardir. Bu yazarlar, devrimci goriisii benimsemeseler de, bireyaskin
Ozneler olarak tipik olani1 kavrama ve degisimin kaynagi olan tarihsel giigleri
sezme ve anlama yetenekleri araciligiyla tarihsel olaylarin 6ziine ulasma ve
somut kisi ve olaylarla bu gergekligi ortaya koymay1 basarmislardir. Lukacs’
gore; “sanat, onemli olan1 tutmak, 6nemsizi ¢ikarmaktir (s. 60). Dogalciligin da
zaylf yonii 6nemli ile 6nemsizi, yani gergekligin belirleyicisi ile belirleyicisi
olmayani ayird edememesidir” (Moran, 2002, s. 58). Dogalcilik, yaratilarda
kisi, olay ya da nesneleri ayrintili bigimde uzun uzun betimlemeyerek
fotograflara yansiyan gergekgi goriintiileri aktarmayi dener. Bu anlatim tipik
olan1 degil ancak goriintiide olan yiizeysel gercekligi yansitabilir. Bu sunulan
gergeklik, tarihsel Ozden kopuktur. Gergekgiler, dogalcilara gore kimi
eksikliklerine kargin yine de biitiinii yansitmay1 basarabilmesi ve aslin 6ziinii
yani tipik olan1 ayiklayarak secip almasi agisindan bir dogruluk tasir.
Oysa dogalcilikta tipik kisinin yerini, toplumun giinliilk hayatinda rastladigimiz
siradan adam alir. Gergekgi edebiyatta tipik bireyin eylemini daha ¢ok tarihi
kosullar, giicler belirlerken, dogalciliktaki siradan adamin davranislarini daha
¢ok psikolojisi ve giderek fizyolojisi, kalitimsal (irsi) dzellikleri belirler (s. 59).
Toplumcu gergekligin 6ziinii savunduklari i¢in Lukcas’in elestirel gercekligi ile
toplumcu gergekligi arasinda biiylik bir ayriklik yoktur. Ancak Toplumcu
gercekeilik, toplumcu sistem iginde etkili olabilecekken, elestirel gercekeilik
hem toplumcu olmayan hem de toplumcu sistemlerin baslangic dénemlerinde
gegerli olabilir. Lukacs, 1934 yilindan sonra Sovyet yazininda yer alan yapitlar
¢ok degerli bulmaz, ¢iinkii o, bu donemde daha toplumsal celigkilerin stirmekte
oldugunu ve toplumcu sisteme gecilemedigini ileri siirer ve elestirel gergekgilik
stirecinin siirmesi gerektigini diisiiniir.
Bu durumda gergeklik anlayisinin toplumsal/siyasal kosullara gore degismesi,
sanatsal yaratilarda oOlg¢iit sorununu so6z konusu eder. Marksgt toplumcu
goriislerin de sanatsal yaratiya bakista kimi ayrikliklar yansittigi da agiktir.
Moran, Marks¢1 Toplumcu ii¢ ayr1 yazin anlayisindan s6z eder:

1) Her toplumcu eser ve ancak toplumcu eserler iyidir
2) Her iyi eser toplumcudur, ama her toplumcu eser iyi degildir:
3) Baz1 toplumcu eserler iyidir (Moran, 2002, s. 89).
Birinci goriis, biitiiniiyle toplumculugu o6ne ¢ikarir. Eger yapit toplumcu ve

siyasal acgidan yararliysa sanatsal agidan da degerlidir. Bu gorlis Sovyetler
Birligi 6rneginde oldugu gibi giidiimlii yazin anlayisini dogurmus, yazinin,
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ideolojinin emrinde bir aygit/silah olarak kullanilmasina yol agmis ve onun
sanatsal degerini olumsuzlamistir. Markscilarin da benimsedigi ikinci goriise
gore; yaratimin toplumculugunun yaninda sanatsal degerinin de yiiksek olmasi
beklenir. Ancak sanatsal agidan giizel ve ayn1 zamanda yararli romanlar yazan
Kafka, Miller, Beckett, Joyce gibi Marks¢1 toplumcu olmayan c¢ok degerli
yenilik¢i yazarlarin varligi bu goriisiin de gecerli olmadigini kesinler. Her ne
kadar Geroges Lukacs, bu yazarlart toplumcu olmayan yanlis bir diinya
gorilisiinden yola ¢ikmis olmalar1 nedeniyle basarisiz bulsa da, Ernest Fischer;
“sanatta burjuva veya proleter, kapitalist veya sosyalist bicimler veya anlatim
yollart yoktur. Toplumcu bakis diye bir sey vardir” (Alintilayan Moran, 2002, s.
97) diyerek isci sinifinin toplumcu goriisiinii yansitmayan kapitalist sanatin da,
degerli yaratilarla yasamin anlasilmasina katkida bulundugunu agiklar. Fischer,
“yeni gergekleri agiklayabilmek i¢in yeni anlatim yollar1” (Fischer, 1990, s.
103) gereklidir derken toplumcu sanatin, “burjuva sanatinin, 6zellikle Ronesans
ve on dokuzuncu yiizyil Rus gergekeiliginin bigimlerini siirdiirmesini istemek
bagnazlik™tir (s. 103-104) diyerek aciklamasini siirdiiriir:
Tolstoy'un, Dostoyevski'nin gercek¢iligi eksiksiz olabilir: ama toplumcu yazar
Homeros'la Kutsal Kitap'dan, Shakespeare'le Strindberg'den Stendhal'la
Poust'dan, Brecht'le O'Casey'den, Rimbaud'yla Yeats'den niye seyler
o0grenmesin? Amag herhangi bir iisliba 6ykiinmek degil, bigim ve anlatimin en
degisik Ogelerini sanatta birlestirmek, bdylece sonsuz farklilagmalarla dolu olan
gercekligin bir pargasi yapmakti (s. 104).
Goriildigii gibi, bir yapitin sanatsal yoniini yalnizca igerigi ya da yansittig
diinya goriisii gostermez, ayni zamanda gilizel duyusal degerini belirleyen
anlatisal/kurgusal/yapisal niteligi de 6nemli 6l¢iitlerdendir.

Fischer, yanlis kullanimlar nedeniyle toplumcu gergekgilik yerine, toplumcu
sanat kavramini Onerir. Biitlin ayrik yaklagimlara karsin, toplumcu tutum
benimseyen tiim aydinlar, “emeke¢i smifinin tarihsel goriisiinii ve biitiin
gelismeleriyle toplumcu diizeni ilke olarak” (s. 100) benimserler. Gelecegin
habercisi olma islevi listlenen toplumcu sanatci, “emekei sinifin, kapitalizmi
yenecek, smifsiz bir toplumu gelistirecek, insan kisiligini Ozgiirlige
kavusturacak her tiirlii iiretim giiglerini gelistirecek, tek degilse bile, baglica
gii¢ kaynagimi goriir” (s. 102). Toplumcu sanatg1 belli bir eytisim i¢inde siirekli
kendisini elestirir ve attigi adimlart gdzden gecirir. Gergek “toplumcu
gercekeilik” bu  yiizden aym1 zamanda sanatginin  temelde toplumu
benimsemesiyle ve olumlu bir toplumsal goriis acisiyla zenginlesmis elestirel
gergekeiliktir” (s. 103). Bu gergeklik anlayisina gore toplumla ben arasinda
kurulan denge, bu eytisime bagli olarak bitmez tiikkenmez celiski ve catigmalarla
siklikla yeniden kurulmak durumundadir. “Toplumcu gergekgilik, gecmiste
emegi harcanmig olanlarda sabaha hasadi alacaklart umudunu uyandiran bir giin
dogumu dncesi vaktidir” (Ozgiiven, 2011).

Sovyet yazininda toplumcu gergekeiligin 6nemli dgretilerinden birisi olumlu
kahramanlar kavramidir. Bu 6gretiye gore; romanlarda, “okura saygi duyacagi,
imrenecegi ve taklit etmek isteyecegi kahramanlar sunmak” (Moran, 2002, s.
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60) yazarin en énemli gorevlerinden birisi olacaktir. Toplumcu gercekgilik igin
toplumun ¢ikarlar1 bireyinkilerin ustiindedir. “Bireysel sorunlara yer verilse
bile, bunlar salt bireysel olgular olarak degil, toplumsal sebep ve sonuglara bagl
olarak sunulur ve bireyin toplumu anlamlandiran davranislari esas almir. Bu
yiizden toplumcu gergekeiligin kahramani olumludur” (Ozgiiner, 2011). Berna
Moran, olumlu kahraman konusunda sunlar1 aktarir:
Politik erdemin miikemmel bir temsilcisi olarak okurda saygi uyandiracak,
okurun gipta ederek benzemeye calisacagi bir 6rnek olacak; simdiki durum ile
gelecek arasinda bir bag kurarak sosyalizmin basarilabilecegini gosterecek.
Romanlarda bu tip, kendini gérevine adamis, nefsine hakim ve gii¢lii bir kisidir.
Halk c¢ok ac1 ¢ekmis, ama kendi basina ¢ikar yolu kestirememektedir; egitime,
bir yol gostericiye, bir lidere muhtactir. Olumlu kahraman karsilastig: tiirlii
giiclikleri yener, yardim etmek istedigi insanlar icinde, diistigi yalnizliga
katlanarak tarihin kendisine verdigi gérevi yerine getirir (Moran, 2002, s. 61).
Onemli elestirmenlerimizden Emin Ozdemir de, olumlu kahramani soyle
tanimlar; “toplumcu gercekgilikte kahraman iilkiilestirilmez, i¢inde bulundugu
toplumsal kosullar ve iligkiler iginde ele alinir. Ancak bu kosullar ve iliskileri
kisiligini gelistirme yoniinde degistirmeye savasir. Kendi kisisel ¢ikarini
toplumsal ¢ikarlarla biitiinlestirmig bir kisidir 0” (1981).
Bu kahraman tipinin, her ne kadar gergeklikten, yani tipik olandan uzaklasarak
yanlis bir yaklasimla gelecekte olmasi gereken toplumcu insan tipini
6zendirmek i¢in iilkiisel/cosumcu bir baglamda degerlendirilse de, devrimci
cosumculugu anlatmasi agisindan, toplumcu gerceklikle celismedigi
kararlastirilmigtir.

Jdanov 1934 yilindaki kongrede; “edebiyatimiz romantizme sirt ¢gevirmemelidir,
ama bu yeni tarz bir romantizm olmalidir, devrimci romantizm, Sovyet
edebiyati bizim kendi kahramanlarimizi nasil ¢izecegini bilmeli, yarinimiza
bakabilmelidir” (Moran, 2002, s. 62) diyerek bu yaklagimi olumlar. Toplumcu
gergekeiligi benimseyen Lukacs’a gore; “‘devrimci romantizm', toplumcu
gercekeiligin fena uygulanmasindan dogan, gergekligin zenginligini, giizelligini
verebilmekten yoksun dogalci edebiyatin yavanligindan kurtulmak ig¢in
basvurulan bir caredir” (s. 62). Emin Ozdemir’e gore;
olumlu kahraman yaratma, gelecegin simnifsiz toplumunu sezdirtme toplumcu
gergekeiligin kusatimi i¢inde yer alan &zelliklerdir. Bu noktada cosumculuga
(romantizme) yaklasir yer yer. Ama bu geleneksel cosumculuktan ayr1 bir renk
tagir. Erisilmeyecek bir diisiin ardinda degildir toplumcu gergekgilik. Gelecege
yonelik, diisle beslenmis imgeler ve coskusal oOgeler igerdigi icindir ki
cosumculuga yaklagsmadan s6z edilebilir (1981).
Bir oteki 6nemli 6greti de inceledigimiz romanin da temelinde yer alan emek ve
folklor konusudur. Maksim Gorki, ayn1 kongrede yaptigi konusmada, yazarlara
emegi konu edinmelerini salik verir. O’na gore; “emegi kitaplarimizin baskisisi
yapmaliyiz. Yani, emek siirecleri i¢cinde oOrgiitlenen insani, iilkemizde c¢agdas
teknolojinin sagladigi olanaklarla donanmis ve emegi, daha kolay ve daha
iretken yaparak, onu bir sanat diizeyine ¢ikarmakta olan Orgiitlii insanlari
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anlatmaliyiz kitaplarimizda” (Almtilayan Oktay, 2008, s. 112). Folklor
konusunda da; “sanatin baglangici folklorda. Folklorunuzu derleyin, onunla
Ogrenin, onu isleyin. Folklor sizlere de biz sair ve yazarlara da ¢ok malzeme
saglar. Gegmisimizi ne kadar iyi bilirsek su anin biiyiik anlamini o kadar derin
ve mutlu bir sekilde kavrariz” (Alintilayan Sokolov, 2009, s. 28-29). Aym
konusmasinda Gorki, olumlu kahraman tiplerinin emekg¢i halkin sozlii yazini ve
folklorunda eskiden beri var oldugundan toplumcu gergek¢i yapitlarda onlarin
yer almasinin olagan oldugunu dile getirir.

Olusumsal yapisalcilik yontemi ile toplumcu gergekeilik kavraminin kuramsal
cercevesinin belirlenmesinin ardindan, ¢alismanin ilk asamasinda, metne doniik
olarak gergeklesecek olan anlama agamasi ele alinacaktir.

2. Anlama Asamasi: i¢ckin Céziimleme

Bu asamada, incelenen yazinsal yaratiya ickin anlamli yapinin ortaya konmasi
erek edinilir. Arastirmaci/elestirmen olabildigince nesnel bir tutumla metinde
gercek deger tasimayan rastlantisal olaylari ayiklamalidir. Goldmann’a gore;
“eytisimsel yontemin ilkelerine ters diismemek kosuluyla bilinen metne doniik
elestiri yontemlerinden” (Tilbe, 2004, s. 99) yararlanmak gerekir. “Yazin
elestirisinin temel verilerinden giderek, anlatida kullanilan anlati teknikleri,
bakis agilari, kisi-uzam-zaman gibi anlat1 yerlemleri, temel izlekler ve yapitin
ilintili oldugu insan grubuyla birlikte varlik kazanan metne ickin tutarli ve
birlik¢i diinya goriisine varilmak istenir” (s. 99). Demek ki ¢6ziimlemenin
anlama asamasi, biitiinliyle metne doniik olarak yapilacak ¢oziimlemeden
olusacaktir.

2.1. Bakis Acilan

Roman, ii¢ ana boliim, toplam iki yiiz sekiz sayfadan olusur. Birinci boliim
yirmi bes, ikinci on alti, liclincii ise on bir altbolim igermektedir. Yazarin
romana verdigi ad, yanmetinsel olarak igerige iliskin ipuglar1 vermektedir.
“Resat Enis, “Afrodit Buhurdani” benzetmesiyle fuhusu kastetmektedir”
(Sezer, 2003) der Sezer. Babil donemindeki kadinlarin, kendilerini Tanrinin
temsilcisi olarak sayilan rahiplere vermek zorunda kalmalaria bir gonderge
yaparak, giiniimiizdeki kadinlarin bedensel ve ruhsal olarak, kapitalist zengin is
cevrelerince nasil somiiriildiigiinii ve kotliye kullanilarak fuhusa siiriiklendigini
okura sezdirmek i¢in romana bdylesine ilging bir ad verir.
Cok eski devirlerde Allahin miimessili olduklarina inanilan rahiplerle evlenmis
kadinlar vardi. Ve, onlara, Allahla evlenmis gozile bakilirdi. Mabudun karisi,
biitiin erkelerin miisterek mali demekti. “Babil”li her kadin Afrodit buhurdaninda
oturup cinsi miinasebette bulunmakla kutsilesirdi. Ve, buna mecburdu da.
Bugiin: Patron, Allah’in miimessili degil, bir golgesidir. Fabrikasina,
miiessesesine bagladigi kadin, Once kendisinin, ve netice itibarile biitiin
erkeklerin miisterek malidir. Bugiin de, her kadin Afroditin buhurdaninda oturup
cinsi miinasebette bulunmaga mecburdur. Yalniz, fark surada: Diin bu kadina
ilahi bir gozle bakarlardi! Yaptigi is ibadetti. Bugiinkii kadin ise, nefrete layiktir;
zina igliyor (s. 169).
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Anlati, tanrisal bakis acgisma iye eloykiisel/disoykiisel bir anlatici-yazarin
odagindan isgilerin ¢alisma kosullarinin hem dogalct hem de toplumcu gergekei
yazin akimina 6zgii betimlemesiyle baslar:
Havaya karisan pamuk ve yiin killar ile yar1 kapanmis tepe camlarinda, gece,
perde perde aklasiyor. Demir carklar biitiin hiz ile doniiyor, dev makineler
homurdanarak, soluyarak, durmadan, dinlenmeden isliyordu. Kumas yikama
dairesinin aksamdan beri ugrasan dort is¢isi, dev makinelerin yorulmag bilmez
carklarile yarig edemezdi. Siska omuzlar diigmiis, gogiisleri ¢okmiistii. Olii gozii
gibi 151ldayan yar1 bellerine kadar ciplak dort is¢inin, gemi atesgilerinden farki
yoktu. Baslarinda siyah takke, bacaklarinda ki¢it delik pantolon; kirli, yayvan,
bicimsiz ayaklarinda takunyalar vardi (s. 9).
Yazar, daha anlatinin baslangicinda isgilerin calisma kosullarina iliskin
zorluklar1 betimler. “Uykusuzluk, dort ¢ift gozii de oOriimceklestirmis, kan
canagma dondirmisti. Avurdu avurduna geg¢mis suratlarinda kan yoktu.
Yanaklarinda cerahat sariligi vardi. Bir igneyle dokunulsa, kan degil muhakkak
cerahat akacakt1” (s. 9) bu yikama dairesinin gece is¢ilerinden.

Anlatici-yazar, genellikle anlati kisilerini kendi odagindan yansitir. Ancak kimi
zaman sOzii onlara birakarak i¢ bakis agisina da yer verir. Ancak her seyi bilen,
goren ve her yerde olan Tanrisal bakis agisina iye anlatici-yazar, Oykiiniin
yonetimini asla elden birakmaz. Cogu zaman Kkisilerin bilincine girerek,
diisiincelerini okur ve ustiinliigiinii her yerde okura duyumsatir. “Yildiz, korkak
bir kadin degildi. Hurafelere inanmiyacak kadar da okumustu. Fakat... ne olursa
olsun, gece olup ta yapayalniz kalinca, igine iirpermeler doluyordu” (s. 9).

Anlatici-yazar, Osman’in gegcirdigi kaza sonucu yasadigi gegici korlitkk durumu
ile geri sapim uygulayimina bagvurarak cocuklugundan Yildiz’a séz ettigi
oluntuda oldugu gibi kimi zaman da soézii sOylesimler araciligiyla anlati
kisilerine birakir:
— Cocuktum, Yildiz... Belki yedi yasindaydim. Sokagimizin kosesinde bir
dilenci otururdu. (...) Iki gbzii de gdrmiiyordu onun... Ve ben, mektep
dontislerinde, ona yapmadigimi birakmazdim: A¢ Agik avucuna tas pargalari
sikigtirirdim. Siipiirge tellerini kulaklarinda dolastirir, huylandirirdim. (...)
Basini1 karisinin gégsiine yasladi. Yildiz onun ellerini tuttu:
— Osman; Osmancigim, nigin bdyle sdyliiyorsun? Evet... bugiin i¢in gozlerin
gormiiyor. Fakat gegici bir sey bu... (s. 41-42).
Soziin kisilere birakildigi oluntularda dogal olarak bakis agisi degisir ve ig
odaklayima doniisiir. Bu ¢esit bakis acisina gore anlatici-yazar ile anlatici-kisi
verilen Oykiisel bilgiyi esit diizeyde paylasir.
Yazar, anlati boyunca, kotii yola diismiis olarak betimlenen Yildiz’in arkadasi
Melek 6rneginde oldugu gibi (s. 49-54) ¢ok sayida uydu/yan anlatiya yer verir.

Roman boyunca ¢ok sayida uydu/yan anlati ve ikincil anlati kisisi yer
almaktadir. Okur, onlarin yasamoykiilerinin izini siirmekte zorluk ¢ekebilir ve
bu oluntularda genellikle tanrisal bakis agisinin baskin oldugu gdézlenmektedir.
Anlatici-yazar her seyi bilen, géren ve her yerde olan niteligini anlatinin sonuna
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kadar korur. Kisiler kimi zaman soz alsalar da, anlatici-yazar onlarin 6zgiirce
kendi bakis agilarii sunmalarima izin vermez. Olay oOrgilisini kurma ve
yonlendirme tutumunu agik bir bigimde hep stirdiiriir.

2.2. Kisi

Anlatinin ilk sunulan kisisi, yikama dairesi gece is¢ilerinden Osman’dir. Kiigiik
yasta annesini, on yedi yasinda babasimi kaybeden Osman, Zonguldakli bir
niifus memurunun ogludur. “I¢lerinde en yaslist Osmandi. Hemen hemen
kirkin1 geciyordu. Siskaliktan kivrilmis ¢enesinde, aralarina ¢oktan ak diisen
seyrek sakallar1 vardi. Mor, catlak dudaklar iizerinde dolgun biyiklar1 kisa
kesilmisti” (s. 9).

Babasimi yitirmesiyle birlikte Istanbul’a “tanmmuis bir sosyetede direktdr olan”
(s. 16) hisimlarinin yanina gonderilir. Orada yedi ay kalan Osman, evlerine
tagindig1 Niizhet delikanlinin ablast olan Muzaffer Hanimin oynasma istegini
geri ¢evirice evden kovulur. Zonguldak’a geri donerek maden isgisi olur, bes y1l
sonra askere gider, ii¢ yil askerlik yapar ve igine geri donerek sekiz yil daha
calistiktan sonra Istanbul’a bir kez daha doéner. Hali¢’teki dokuma fabrikasina
isci olarak girer ve dort yildan beri burada isci olarak calismaktadir.

Daha onceleri Zonguldak maden ocaklarinda maden is¢isi olan Osman,
“delikanliligin1 maden ocaklarinda c¢iiriitmiistii. Bu, onun i¢in, simdikinden de
istirapli bir yasayis olmustu. Sehirden uzak, dag baslarindaki ocaklar, orta
devirlerin prangali, carmihli engizisyon zindanlarindan korkuncgtu” (s. 9-10).

Yasamini ¢ok zor kosullarda siirdiirmekte olan Osman, son derece diizgiin bir
insandir. “Gengligini bekar geciren Osman, kerhaneye gitmez, orospu nedir
bilmezdi” (s. 23).

Boyle bir donemde Osman, anlatinin bagkisi olan Yildiz ile karsilasir. Anne-
babasim erken yasta yitiren Y1ldiz akraba yaninda biiytir:
Yildizin babasi bir hariciye memuruydu; ve o, Almanyanin ufak bir sehrinde
diinyaya gelmisti. Anasi ve babasi, Biiylik harp sona erip te memlekete donerken,
bir tren carpismasi neticesinde, dlmiislerdi. Inanilmaz bir tesadiiftii. Daha yasim
bulmamuisti bile... Bunu, sonradan 6grendi. Nurten dogduktan sonra... Amcasinin
evinde ona hig te bir livey evlat muamelesi gostermediler.
Yildiz, Erenkdy kiz sultanisini bitirmisti. Bir giin -izzeti nefsine dokunulan bir
giin- amcasinin evinden kacgti. (...) On alt1 yagindaydi. Hayat igrengti. Yildiz,
hayata atilisinin daha ilk giinlerinde yasamaktan tiksindi; insanlardan korktu (s.
22).
Daha yasaminin baharinda yasadigi bu kotii deneyim sonucunda, Yildiz’in
onuru kirilir ve evden kacar, dnce bir avukatin yaninda calisir ve ayni cinsel
saldin girisimine ugradiktan sonra, bin bir gii¢liikle fabrikada amele olur ve
Osmanla evlenir. “Osmanla gecen yil tanistilar. Ayni fabrikanin biri yikama,
biri cimbiz dairesinde ¢alisan bu iki is¢i, aradaki yas farkina ragmen, bir giin
hayatlarin birlestirdiler” (s. 22).

Osman, yasamdan biiylik beklentiler i¢cinde birisi degildir. Onun i¢in 6nemli
olan, bu zor kosullar i¢inde diizglin bir yasam siirebilmek ve yasama
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tutunabilmektir. Kimsesiz olan Yildiz i¢in, Osman giivenli bir sigmaktir:
“Yildiz, onun erkeklik isteklerini yerine getiren bir disi olmaktan c¢ok,
sokiiklerini yamayan, ¢amasirlarin1 yikayan, yemegini pigiren, dertlerine ortak
bir arkadast1. Yildiz da, evinin kadini olmak istegindeydi. Ufak kazanglariyle kit
kanaat geginmeyi {istiin tuttular” (s. 23).

Yildiz yeni yasaminda mutludur ve yakinda anne olacaktir. Osman da bu habere
¢cok sevinmekle birlikte gocugunu bu zor kosullarda yetistirecek olmaktan
endise duymaktadir. Bu yoksulluk ve sefillik yliziinden kiigiik ¢cocuklarla ilgili
¢ok sayida kotiiye kullanma ve somiirii haberleri gelmektedir. “Bakamadiktan,
biiyiitemedikten, okutup adam edemedikten sonra ¢ocuk yapmak neye yarardi?
(...) Isci icin ¢ocuk yapmak; sefaleti arttirmak, cemiyete muzir bir insan katmak
demekti” (s. 23).

Evliliklerinin daha baglarinda, yeni hamile oldugu bir dénemde, Osman’in
Fabrikadaki gogiik altinda kalarak gegici de olsa gorme kaybi yasamasi ve
iyilesmesinin yillar alabilecek olmasi Yildiz’t calismaya zorlar. Yildiz en
sonunda esinin goziinii yitirdigi fabrikada isci olur. Ancak kazandigi para
evlerini gecindirmeye yetmemektedir. Onu da 6teki is¢i kadinlarin acikli sonu
beklemektedir.

Yazar, anlatiya acikli bir goriiniim kazandirmak ve iscilerin ne kadar zor
kosullarda ¢alistirildigina vurgu yapmak icin, aglatilari andirircasina ¢ok sayida
sOmiiriilen anlat1 kisisini 6liime gonderir. En carpici 6liimlerden ilki kuskusuz
karis1 verem hastasi olan ve is¢i Mehmet ile fabrikada birlikte galigtigi on
yasindaki kizi ile veremli ig¢i kiz Aliye’nin acikli kaybidir (s. 43). Bunu daha
sonra denizde bogulmus olarak bulunan heniiz on altisindaki is¢i kiz Zahide
izler (s. 75). Anlatici-yazar ileri siirdiigli tiim savlarda ve dolantilarda ezilen is¢i
smifinin lehinde tutum takinir. Bu tutum kimi zaman onu ger¢ege benzerlik
diizleminden asir1 Oznellige gotiiriir ve dogal olarak da anlatinin sanatsal
degerine iligskin kugkularin dogmasina yol acar.

Bunun yaninda komsunun kizinin “-ayna fabrikasinda ¢alisan yar1 orospu-* (s.
46) olarak tanimlanmasi gibi, anlatinin is¢i kadinlari genellikle yolsuz ve bastan
cikaricidir.
Iste, su esmer kiza bakimz: ipek coraplarm germek bahanesile eteklerini yar
beline siymryor ve bacaklarini oyluklarina kadar gostererek sef muavinin
ihtirasim1  koriiklityor... Bir ¢eyrek saat sonra bulusacaklardir! Esmer kizi
sosyeteye sokan, yazi makinesindeki hiineri degil, sef muavininin iltimasidir (s.
46).
Oyle ki, yoksul calisan kadinlarin patronlara metres olmaktan baska
seceneklerinin  olmamasi gibi betimlenmeler, romanin inandiriciligini  ve
gerceklik savini biiyiik 6l¢iide sorunsallastirir.
Yildiz’1in agir ¢aligsma kosullar1 ve aldig: diisiik ticrete, onun kadinligini kotiiye
kullanma girigimleri eslik eder. Gergekte yasaminda esiyle mutlu olan Yildiz da,
en sonunda “kizil surath Yahudi patronun biitiin isteklerini yerine getirdi. Artik
fabrika biirosunda sekreterdir. Ve, patrona metreslik” (s. 46) yapmaktadir.
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Isgilerin diisiik, 6denmeyen ve siirekli kesintiye ugrayan iicretlerinden dolayi
patronlarina balkaldirilart ve isi birakmalari sonucunda, metresi oldugu
patrondan isgiler i¢in olumlu bir yaklasim bekler. Ancak hi¢bir olumlu karsilik
bulamamasi karsisinda “elindeki sampanya bardagini, bileginin biitiin kuvvetile
katmer gerdanli herifin suratina” (s. 86) firlatarak kacar ve yeni bir yasama
dogru savrularak siiriiklenir.

Yildiz, bir siire bankada biriktirdigi para ile yasamini siirdiiriirken, sonunda
Engin adin1 verdigi oglunu diinyaya getirir. Ancak, diizgiin bir yasam siirmeyi
segen Yildiz, kadinlarin neredeyse tiimiiniin kot yola diismiis olarak
betimlendigi bu toplumsal yapi i¢inde, kendi payma diiseni yasayacaktir.
Kocasmin goziinii yitirmesi, yasamimin doniisim anmi olan Yildiz’in 6niinde,
kotii  yoldan para kazanarak ailesine bakmaktan Ote ¢oziim  yolu
goriinmemektedir. Gergekte Yildiz bir bankada is bulur ve namusuyla para
kazanmay1 dener. Sonunda orada da sefinin cinsel saldirisina ugrar. “Elinin
emegi ve alnmin terile kazanmak imkaninin kalmadigimi goren Yildiz, iste
bundan sonradir ki, disiligini pazara” (s. 95) ¢ikarmstir.

Yildiz doniisii olmayan bir yola girmistir. Ailesine bakmak icin g¢aligmak
zorundadir. Bir giin bir rastlanti sonucu, liseden okul arkadasi Miizehher ile
karsilagir. Miizehher, kirk yaslarinda Murtaza adinda eski bir hafizin kizidir ve
ailecek ulusal bir fuhus sebekesini yonetmektedirler. “Millet Meclisinin ilk
devrelerindeki softa ve iimmi mebuslarin hatimlerini indiren Murtaza hafiz,
bugiin, yepyeni kilig1 ile Ankaraya kadin sevkeden bu gizli teskilatin kurucusu
ve reisidir. On sekizine basan Miizehher ve kirkina heniiz varmiyan karisi,
teskilatin belli bagh yardimcilarindandilar” (s. 103).

Aygen, Ozellikle kurguladigi anlagilan Murtaza hafiz kisiligi ile kapitalist
sistemle birlikte, dine kars1 da oldukga sert elestiriler yoneltmektedir:
Hocalar ve papaslar, her cagda, ahlaksizligin en biiyiik rehberleri olarak goriiliir.
Roma Imparatorlugunun rezaltetini ortaliga yayanlar papaslardi. Rahatlik ve
bolluk i¢inde ense sisiren aksakall1 hocalar, Osmanli saltanatinin son giinlerine
kadar, bas kosesindeki kiirsiilerini kadin avlamak igin birer Okse haline
getirmislerdi; rezaletin, ahlaksizligin semboliiydii kara ciibbe... (s. 102).

Kuskusuz yazarin bu se¢imi ilging goriinmektedir. Romanin geneline
bakildiginda sasirtict da degildir. Ciinkii yazar gerek konu sec¢imi, gerekse de
yarattigt Oykiisel evren ve kisiler araciligiyla toplumcu gercekci anlayisa
oldukga uygun bir goriintli sunmaktadir.

Romanin birinci boliimiiniin sonunda yeni kigiler dykiideki eylemler siirecine
katilir. Y1ldiz Ankara’da parali ve yiiksek devlet memurlar1 ve isadamlariyla
fuhus yaparak yasamini siirdiirmeye ve ailesine para gondermeye ¢aligmaktadir.
Buradaki yasam sirasinda ¢ok sayida kotii davranig maruz kalir. Rum kizi Fifi
gibi ¢ok sayida kotli yola diismiis kisiyle karsilasir. Bu boliim boyunca,
Ankara’daki genelevlerin ve fuhus sektoriiniin betimlemesine ve degisik kisa
karsilagma oluntularina yer verilir. Bunlardan en énemlilerinden birisi kuskusuz
Hafiz Murtaza’nin bosayarak evden kovdugu eski esinin, fuhus yaptigini polise
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bildirdigi ve yakalatarak tutuklattig1 Yildiz’dan 6ziir dileyip giinah ¢ikardigi ve
yokluk i¢inde oliimiiniin dykiilendigi dokunakli uydu anlatidir. Burada yazar,
ozellikle yildiz gibi fuhus batakligina diismiis kadinlarin, insanlara yardim
etmek igin gerektiginde bedenlerini bile nasil sattiklarini, gergekte ne kadar
masum ve temiz olduklarin1 kanitlama ¢abasi i¢indedir. O’na gore gergekte kotii
olan kadinlar degil, onlar1 bu duruma diisiiren kapitalist sistemin ta kendisidir.

Yildiz, beklenmedik bir kararla 6nceki namuslu yasamina geri donmek, daha
bebekken ayrilmak zorunda kaldigi Engin’ine ve Osman’ina yeniden kavusmak
ve dayanamadigi biiyiik ozlemini gidermek ic¢in bir giin apansiz bavulunu
hazirlayarak yine bir tren yolculuguna c¢ikar. Osman’in goézleri de yakin
zamanda bir ameliyatla agilacaktir. Biitiin bunlar Yildiz i¢in yeni bir baslangi¢
ve umut demektir. Bu ugurumun dibinden kendisini kurtarmak, evinin hanimi
ve ¢gocugunun anasi olmak, bundan bdyle tek diisiidiir:
iki y1l 6nce kor biraktigi Osmanin yerinde, keskin bakislarile vagonlari tarayan
ding bir adam duruyor; kivircik saglar1 {izerin bere oturtulmus, boynu yiin atki ile
sarilmig, mavi tulumlu bir kii¢iik, babasinin Eline simsiki yapisarak, feldir feldir
etrafa bakiniyordu. Yildiz, bitkin bir halde, kanepeye ¢oktii. Kocasit artik kor
degildi. Simdi anliyordu ki, Melek ona bir siirpriz haz iz hazirlamistr...
Agliyordu. Namuslu insanlar1 kompartimandan kagiran bu kiligile, kocasinin
oniine ¢ikabilecek miydi? Ve, koca, elinden tuttugu ii¢c agindaki kiigiige: — iste,
annen! Diye, bu gozleri, dudaklar1 boyali kadim1 gosterebilecek miydi? isin en
kotiisti suydu: Yildiz omuz baslari dislenmis, kalcalar1 1sirilmis, butlan ¢imdikten
clirtitiilmiis viicutla, kocasmin yatagina imkani yok giremezdi. Bu kirli viicudi,

igreng yasayisinin kotii bir vesikasi gibi, kocasinin gozleri oniine seremiyecekti
(s. 168).

Yildiz'in yeni bir mutlu baslangic yapma diisii, Istanbul tren garinda
baglamadan biter. Kavusma giiciinii kendisinde bulamayan Yildiz, trenden
inmeye cesaret edemez. Baba ve ogul karsilagma umutlarii keserek oradan
biiyilik bir iizlintli icinde uzaklasirlar. Bunun {izerine Yildiz da, biiylik bir diis
kiriklig1 ve mutsuzlukla oradan hizla ayrilir.

Romanin son boliimiinde yazgi aglarim 6recek ve Yildiz ile Osman’in yolu ¢ok
ac1 bir bicimde Zonguldak’ta kesisecektir. “Osman titriyordu. Ne yapacakt1?
Faciay1 nasil muhakeme edecegini bilmiyordu. Ona, birisi ¢ikip da, tesadiiflerin
insanlara boyle ac1 oyunlar da oyniyabilecegini sdyleseydi, giilerdi. Bir roman,
derdi dramatik bir mevzu... Her halde ¢ok hayali bir roman...” (s. 202).

Anlatida Oriintiilenen bu son Oykii, gercekten de yasamsal gerceklik
diizleminden oldukg¢a uzaklagmis goriinmektedir. Yazarin yukarida soz ettigi
gibi, ancak diigsel bir acikli romansal, hatta daha ¢ok acikli tiyatro oyunlarinda
karsilagilabilecek bir kurguyu andirmaktadir. Osman, Yildiz’in Engin adim
verdigi, ancak son boliimde, bir delikanli olarak anlatida yer alan Kaya’yi
0zoglu gibi biylten Melek ile evlenmistir. Baba-ogul da Zonguldak’ta
madenlerde calisarak yasama tutunmaya caligmaktadir. Yildiz da, Ankara’dan
ayrildiktan sonra kendisini Zonguldak’ta maden is¢ilerinin geceleri doldurdugu
meyhanelerinin birinde “siyahli kadin” (s. 191) Ayfer olarak bulur.
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Son bolimde de anlat1 kisilerinin 6liimleri birbirini izler. Bes kisilik bir ailenin
acikl1 dykiisii anlatidaki 6liim zincirine eklemlenen bagka bir acikli oluntudur:
Baba, altmig, ana elli yasinda vardir. En kiigiik ogul, iki yil dnce, bir maden
kazasinda, daha hayata doymadan gozlerini yummus... En biiyiik ogul da 6lmiis.
Bir cinayete kurban gitmis. Onun iki yas kii¢ligii, bir kotii adet -kan giitme adeti-
yliziinden ¢amuru yari bellere ¢ikan schir hapishanesinin dar hiicresinde
giinlerini dolduruyor (s. 174).
17 yasinda olan Kadriye adli biiyiik kizlar1 da verem hastaligindan 6liir. Geriye,
“biri sekiz, biri dokuz yasinda iki kiz kardesi” (s. 174) kalir. Kadriye, Kaya’nin
ilk olarak ask yasadigi kadindir. Ancak onun o6limii Kaya i¢in biiylik bir
yikimdir. Bu yikimdan ancak bu siyahli kadinla yasayacagi biiyiik ask ile
kurtulabilecektir. Kuskusuz, romani gergeklik diizleminden tutarsiz bir dykiisel
karmasaya siiriikleyen bu kadmnin, onu {i¢ yasinda terk eden annesi Yildiz
olmasidir. Yazar, bu kadar ger¢ek dis1 bir dykii kurguladiginin ayriminda
olarak, bu durumun ancak imgesel romanlarda gergeklesebilecegini dile
getirmektedir. Boylelikle yazar, romanini hem kurgusal, hem de izleksel olarak
bir tartigmanin igine itmis, belki de bu nedenlerden dolayr roman yazinsal
giizelduyuya iye olamamis ve yazin tarihinde onemli bir yer edinememistir
denilebilir. Fethi Naci romani; “hem roman katina yiikselemeyen, yazinsal
degeri olmayan” (1981, s. 339) hem de “bir ger¢eklik duygusu uyandirmayan,
inandirict olamayan” (2002, s. 25) bir calisma olarak niteler. Omer Tiirkes de;
“dogalciligin kaba bir yorumu ve facialar antolojisi” olarak degerlendirdigi
romani, ‘Zola gibi rafine bir isluptan ve Orhan Kemal’in 0Oykii ve
romanlarindaki incelik ve derinlikten uzak” (ss. 24, 25) gormektedir. Biz
romani, yazinsal agidan yetkin bulmamakla birlikte, izleksel/olgusal diizlemde
yazin tarihi agisindan 6nemli buluyoruz.

Siyahli Kadin’nin da Kaya ile bir iliski yasamasinin asil nedeni, o6liimiinden
sonra yas tutarak siyahlara biiriindiigii Ali¢o’ya duydugu biiylik 6zlemdir, ¢iinkii
Kaya ona ¢ok benzemektedir. Romanin sonunda Kaya ile babasi acikli bir
bicimde o6liime gider. Kuskusuz romanin en sorunsal yani, Kaya ile gercek
annesinin birbirlerini tanimaksizin, kosniil bir cinsel birliktelik yagamalar1 ve
babasinin da bu durumu 6grenmesine karsin, olaya karigmamasidir. Olaydan
dolayi biiyiik bir ac1 duyan baba, bir giin bir maden go¢iigii sonucu, oglu Kaya
ile birlikte sekiz yiiz metre topragin altinda kalir. Kurtarma caligsmalar
sirasinda, “on bes is¢i, iki el patliyan bir tabanca sesile iliklerine kadar (s. 208)
irperirler. Kaya ile babasi, boslugun bir kenarinda kucak kucagaydilar.
Cesetleri muayene eden doktor, Kayanin basinda bir kursun yarast” (s. 208)
bulur. Siyahli kadin ise yine yasamda yapayalniz kalmis, aklin1 kagirmisgasina
siyah elbiseleri iginde maden ocagi ¢evresinde goriilmiigtiir.

Goriildiigii gibi ¢ok sayida uydu anlatinin ve ikincil oluntunun yer aldigi
anlatida, kalabalik bir ikincil kisi gorev almis ve temel anlati kisilerinin
Oykiilerinin izlenmesi okur agisindan zorlasmistir. En 6nemli olgu ise, kisilerin
biiyiik bir bolimiiniin yasamlarini yitirmesidir. Romanda, neredeyse bir
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mezarlik olusturacak kadar 6lim gerceklesmistir. Bu durum da, inandiricilik
acisindan olumsuz bir goriiniim sunmaktadir.

2.3. Siire

Yazar, romanini, sonunda belirttigi 1935-1937 yillart arasinda yazar. Romanin
yazma sliresi iki yili kapsamaktadir. Artsiiremli Oykiilleme uygulayimimin
kullanildig1 anlati, Osman’in Istanbul’daki ¢alisma kosullarinin betimlemesiyle
baglar ve Oykii siiresi, geri sapim uygulayimiyla Osman’in Zonguldak’taki
cocukluk yillarina dogru genisler. On yedi yasina kadar Zonguldak’ta yasayan
Osman, yedi ay kadar Istanbul’da kaldiktan sonra yeniden Zonguldak’a geri
doner ve otuz alt1 yasina kadar oraya yasamuni siirdiirdiikten sonra istanbul’a
yerlesir. Dort yildan beri orada yasamaktadir ve yaklasik kirk yasindadir. Daha
sonra Y1ldiz ile Osman evlenir ve bir yildir Istanbul’da yerlesik durumdadirlar.

Yazar, 1935-1936 yillar1 arasinda gelisen ve Italya’min Habesistan’1 isgal
etmesiyle sonuclanan giincel bir olaya génderme yaparak, Oykiileme siiresini
kesinler. “Gazetelerin ilk sayfalarini dolduran hep o; Habesistanla italyanin
arasi bozuluyor; harb olacak, diyorlar. Siyasi muharrirleri tek diisiincede
birlesiyor: Yeni bir diinya harbine dogru gidiyoruz!” (s. 33). Anlatida 6zellikle
Osmanli Devleti’nin son donemlerinde yapilan Canakkale, Sarikamis, Birinci
Diinya Savasi gibi tarihsel olaylara da gondermeler yapilir.

Romanda agikg¢a ve siklikla oykii siiresine iligkin belirticiler verilmemektedir.
Siirenin akist daha ¢ok anlati kisilerinin yasamlarindaki degisim ve doniisiimler
araciligtyla ayrimsanabilmektedir. Yildiz ¢ocugunu dogurmustur. “Engin,
bugiin tam bes bucuk ayliktir” (s. 96). “Yildiz, ii¢ aydir kaldirimlarda siirtiiyor”
(s. 105).

Yildiz, “aradan tam iki uzun yi” (s. 166) gectikten sonra Istanbul’a geri
donmek iizere trene biner. Istanbul’a vardiginda, onlar1 beklerken goriir. Engin
artik “li¢ yasinda” (s. 168) bir ¢ocuktur.

Anlatici-yazar kimi zamanda gelecege doniik diisler ve diislincelerle ileri sapim
uygulayimina bagvurur ve 6ykii siiresini esneterek ileriye dogru da genisletir.
— Bu ¢ocuk benim mi? Bu ¢ocugu ben mi dogurdum? Ne sevimli, ne giizel
kiigiik bu?.. Enginim! Benim ¢ocugum!.. On sene, on bes sene sonra, sen mazisi
igreng denecek kadar kirli bir kadina "anam" diyebilecek misin? (...) Ve, on bes
yil 6nce onu ¢irkefe yuvarliyan cemiyete kin beslemelisin... (s. 168).
Romanin ti¢iincii boliimii bir kis ayinda bir ailenin gelecek i¢in umut besledigi
Kadriye’nin 6liimiiniin Oykiilenmesiyle baslar. “Disarida lapa lapa kar. (...)
Bitisik komsunun iniltilerini iirpererek duydular: Kadri yem gitti; Kadriyemi
kaybettim! (...) Sabah. Kar lapa lapa yagiyordu” (s. 173).

On dort yasinda madende ¢alismaya baslayan Kaya biiyiimiis ve simdi on yedi
yasinda bir delikanli maden isgisidir. Yazar, eksilti (ellipse) uygulayim ile
oykiide, Kaya’nin biiyiime donemini biitliniiyle gizler ve onu biiylimiis bir
delikanli olarak sunar okura. Demek ki anlatida yaklasik olarak yirmi yillik bir
dykiileme siiresi s6z konusudur. Oykii siiresi ise Osmanli Devleti’nin son
yillarina kadar uzanir ve yaklasik kirk yillik bir siireci kapsar.
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2.4. Uzam

Romanin ana uzamlari Istanbul, Zonguldak ve Ankara kentleridir. Osman ilk
olarak Zonguldak’ta calismaya baslasa da su anda Istanbul’da yasamaktadir.
“Okmeydanindan gelen siddetli riizgar Halici birbirine katiyordu” (s. 14).
Romanda sunulan &ykilye esenliksiz ve kapali bir uzam eslik etmektedir.
Fabrikalarin ¢alisma kosullar1 son derece kotii ve yasama elverigli degildir.
Insanlar, karamsar ve mutsuzluk i¢indedir. Sunulan uzam da bu bezeme uygun
olarak diizenlenmistir.
Halicin iki tarafi da, bastan basa ve kiigiik biiyiik fabrikalarla doludur. Basik,
karanlik binalardan, kulaklart sagir eden bir motor ve ¢ark giiriiltiisii yiikselir.
(...) Bu tag kovuklarin pis, rutubetli havasi i¢cinde hepsi bogula bogula oksiiriirler
(s. 14-15).
Balatla Fener arasinda, caddeye dikine inen yokuslu bir sokakta oturuyor...
Burasi enteresan bir sokaktir. Sira evler yanyana ii¢ adami gecirtmeyecek kadar
icice sokulmustur. Sanirsiniz ki, giinesi birbirlerinden kiskanirlar. Bozuk
kaldirimlar yazin en kizgin giinlerinde bile 1slaktir (s. 20).

Osman i¢in bu iki kent arasinda siirekli bir yer degistirme durumu s6z
konusudur. Her iki uzamda da kimi zaman mutlu, ama ¢ogu zaman esenliksiz
giinler ge¢irmektedir. Gergekte her iki kentsel uzam da, Osman i¢in hem uzak
hem de yakin, hem orasi hem de burasi, hem yagam hem de 6liim karsitliklarini
simgelemektedir.

Ayn1 uzam paylasan Yildiz da, 0ksiiz olarak yagamini stirdiirdigii istanbul’da
daha ilk genglik yillarinda mutsuzluklar yasar. Evlendikten sonra Istanbul’da
karanlik ve izbe bir eve yerlesirler.

Halig, fabrikalarla ¢evrili olmasi nedeniyle anlatici tarafindan en ¢ok betimlenen

Istanbul semtlerindendir:
Halig! (...) Dokiilen petrol ve benzinlerin kavs-i kuzehler ¢izdigi durgun, kirli
sularda, ¢lirlimiis kiifelerin, konserve kutularinin, siselerin, kedi, kopek leslerinin
ylzdiigiinii goriirsiiniiz. Cokmiis sahillere zincirlenen harap gemiler, engizisyon
zindanlarinda prangaya vurularak ciirlimege birakilmig birer mahkiim hissin
verirler... Diinya cografyasinin "Corn d'or..." admi verdigi su bulanik su; yecii¢
mecili¢ binalari, bozuk pis kaldirimlarile, aldatilmig bir kocaya benziyen
Istanbulun tam aln1 ortasinda "altin boynuz!., gibidir (s. 45).

Genellikle kapali ve esenliksiz olarak sunulan uzami, ¢ogunlukla yagmur ve

kotii hava kosullar: doldurmaktadir.

Romanm birinci boliimiiniin sonunda tren yolculugu uzami Istanbul’dan
Ankara’ya baglar. “Ankara kalesi, y1ldizin ilk gérdiigii o... Eski ve yeni Ankara.
Ankara istasyonu. Miizehher, Yildiz ve Cavidan, bir otomobile atladilar” (s.
107).

Yildiz, genelde mutsuz bir yasam siirdiigli Ankara’dan bir daha geri donmemek
lizere ayrilacaktir. Ailesine yeniden kavusma diisleri kurarak, yeniden eski
uzamina dénecektir. Ikinci béliimiin sonunda aymi tren bir yil sonra Yildiz’1
yine Istanbul tren garina geri getirir.
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Sis altinda siliklesen istanbul, bromiir dolu kiivette yavas yavas beliren bir

fotograf klisesi gibi, yaklastikca canlantyor. Gar. Tren, karli daglar, bozkirlar

asmig bir hayvan yorgunlugu ile soluyarak durdu. Yildizin gozleri istasyonu

dolduran kalabaligin arasinda, kendini bekliyenleri ¢ar¢abuk buldu (s. 167).
Yasam savasiminda yorgun ve bezgin diisen Yildiz, Istanbul’a geri doner ancak
¢ok coskun ve sevingli olmasina karsin yasadiklarinin agirligi, onun bu uzamda
ailesine yeniden kavusmasina olanak vermeyecektir.

Romanin son béliimii Zonguldak’ta gegmektedir. Istanbul’da baslayan anlati,
Ankara’dan sonra son uzam olarak secilen bu kentte sona erecektir. Yazarin bu
kenti uzam olarak se¢gmesinin temel nedenlerinden birisi, anlatinin odagina
kadinlarin yam sira is¢i sinifini, 6zellikle de fabrika ve maden gibi en zor islerde
calisan iscilerin yasamimi toplumcu gercekei bir yaklagimla anlatisinda
yansitmak istemesidir.

Yerin yaklasik sekiz yiiz metre altinda ¢alisan maden isgileri biitiin yalinligiyla

dogalci bir tutumlar betimlenir:
Kilitli emniyet lambalarinin giigliikle aydinlattigi "baca"da kadavra sekiz amele,
dislerini tirnaklarma katmislar. Ha bire kazma savuruyorlar. Havasizliktan,
sicaktan bunalmislar. Yamali mintanlarinin kopgalarin1 ¢ézmiisler. Komiir
tozunun taninmaz hale koydugu siska suratlarindan, ¢okiik gogiislerinden, yari
¢iplak damlalar altinda bazan {irperiyorlar. Demirden birer kiirek halini almig
simsiyah avuglarini, bazan, tepelerinden siril siril akan buz gibi suyun
damlalarina agiyorlar. Nereden geldigi belirsiz, gazli, kokulu bu suyla i¢lerinin
atesini dindirmege ugrasiyorlar. Kendileri de bilirler ki, bu nereden geldigi
belirsiz, gazli su ugruna ¢ok kurban vermislerdir... Onlar i¢in 6liim mefhumu
artik meghul- Giinesi ve giin 151811 bir giindelige degismislerdir. Onlar, canlarini
bir giindelik ugruna satmis insanlardir (s. 176).

Yazar maden ocaklaria ve madencilerin gelir durumlar1 ile yasamlarina iliskin

cok carpici saptamalar yapmaktadir. Romanda sunulan uzam genellikle

betimlenen anlati kisileri gibi esenliksiz ve kapalidir. Kar, yagmur ve ¢amur

betimlemeleri bu uzamin sunumuna eslik eder. Romandaki olaylar yerin sekiz

yliz metre altinda yine bir maden goé¢iigiiniin yasanmasi ile son bulur. Maden

ocaklari, gerek patlamalar, gerekse gogiikleriyle, ¢alisan ve ezilen sinifin

sonunu hazirlayan mezarliklar olarak sunulur okura.

2.5. Oykiisel Uygulayimlar

Yazar anlatida yergisel bir dil ve oldukga elestirel bir bicem kullanir. Ezilen ve

sOmiiriilen sinifla ilgili betimlemesi ilgi ¢ekicidir.
Cok tok kopek saldirmaz. Toklugun verdigi tathi bir uyusukluk iginde,
efendisinin ayagi dibinde ¢oreklenir. Efendisi kuyruguna bassa, canini yaksa,

ancak boguk bir havlamayla sizlanir. Diglerini gostererek hirlamaktan korkar: Ag
birakilacagini diisiintir (s. 9-10).

Anlatici-yazar zaman zaman karsilikli konugma ve serbest dolayli anlatim
uygulayimlart ile s6zii anlati kisisine birakir:

— Osman... Heeey, Osman...

(..)
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— Osman be!.. Amma da kendinden geg¢missin ha!.. Kotii koti diisiinlip
duruyorsun...

— Oyle bitkin, dyle yorgunum ki... dyle dermansizzm ki Mehmet! Canli
cenazeye dondiim artik...

— Sade sen degil; ben de dyle... Hepimiz dyle. Vaktinden evvel kocadik (s. 11).

Yazar, roman boyunca kimi gazete ve yapitlardan alinti yaparak, onlar

yapistirma uygulaymmyla dykiiye katar. Ozellikle Almanya’daki Yahudilerin

acikli durumuyla ilgili alint1 ilging goriinmektedir:
Almanya’da bahgelerin, eglence yerlerinin en gdze goriiniir taraflarinda birer
tabela asiliymis: "Kopeklerle Yahudilerin igeri girmesi yasaktir?" (...) Selman...
Bir Yahudi sairi bak ne diyor... Cebinden bir gazete kupiirii ¢ikardi: — Ne
ocagim, ne yurdum olmadigindan -hi¢bir yerde tutunamadim. Bos nostalji neye
gerek!.. i¢c sikintis1 neme gerek!.. Ruhum katilagsmistir benim... Beni hepiniz
kapilarinizdan, bir hirsiz gibi kovunuz... Bana imrenildigini, durmadan
aranildigimi bilirim... Sizin hayat kaynaklarinizdan igerim...(s. 36).

Roman, deyim ve soz sanat1 agisindan da olduk¢a zengindir. “Rumun yataginda
yat! Ermeninin yemegini ye! Yahudinin kapisindan bak!” (s. 36) gibi ¢cok sayida
s0z yer alir.

Ayni zamanda yazar romanda mektup uygulayimima da bagvurur. Romanin
ikinci boliimiinde yer alan altinc1 ve yedinci boliimler MEKTUP basligini tasir
ve “Yildizdan Melege” (s. 122-127) yazilmis mektuplar oldugu gibi yapistirma
uygulaymmu ile kii¢clik puntolarla anlatida yer almistir. Zaman zaman da radyo
spikerinin konusmasi da yatay yazi ile duyurulur ve metinlerarasilik uygulayim
ile anlatida yer alir:
Dogu genel ispekterimiz Tahsin Uzerin diinkii beyanatinda bilhassa enteresan
olan tarz}f sudur: iki milyon niifuslu dogu vilayetlerimizde topu topu 69 doktor
vardir. Istanbulun 140 bin niifuslu Beyoglu kazasinda ise tam BIN doktor
kayitlidir! (s. 130).
Yazarin, romanini olustururken dykiisel uygulayimlar baglaminda, yenilik¢i bir
tutum takindig1 goriilmektedir.

2.6. Toplumsal Yap ve iliskiler

Romanda diyalektik yonteme uygun olarak iki toplumsal yapidan séz edilebilir.
Bir yanda yonetici/mal sahibi/patron konumunda olan {ist sinif, bir yanda da
isci/amele/hizmetli sinifim1 olusturan emekgiler. Yazar tarafindan somiiren #
somiiriilen karsitligi birgok baglamda sunulmaktadir.
Yiizlerce insan topragin metrolarca derinliginde, bin bir tehlike i¢inde, cigerleri
yakip pargaltyan bin bir zehirli gaz yutarak, saatlerce ¢alistirilirdi. Is¢i, "giindiiz
ve aydinlik nedir?" bilmezdi. Ocaga sabah karanliginda girer, gece karanliginda
¢ikardi. Cogu, on iki saat siiren agir ise "nakliyecilik" de eklenirdi ve is¢i agir
yiikiin altinda biisbiitiin ezilirdi.
Maden sahiplerinin is¢i i¢cin dag baslarinda hazirladiklar1 kuliibeler ahirdan
farksizdi. Karli daglarin haslayici riizgari, yikik barakalar i¢inde anafor ¢evirirdi.
Yagmur, kar tizerlerine yagardi.
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Burada yiyecek bulmak da giictii, is¢i, sirket bakkallarinin kurtlu kasarini, ¢iiriik
zeytinini, kokmus sucugunu en yiiksek fiyatlarla yemege mecburdu (s. 9).

Y oksul maden isgileri # Patronlar

O donemde amele birligi (Aygen, 1937, s. 9-10) adinda bir topluluk
kurulmustur ve maaglarindan bu topluluk i¢in para kesilmektedir. Ancak isgiler
bu kesintinin ne oldugunu anlayamamaktadir. “Evet... bu boyle. Fakat... ne
olursa olsun, is¢i kazancinin ylizde ikisini her ay "amele birligi" denen bu adi
var, kendi yok kuruma birakmaga mecburdu” (s. 11).

Is¢i maden kuyusunda, alti yerine on iki saat calistyordu. Hayvanlarin bile
baglanamayacagi yikik kuliibelerde ayazdan titresiyordu. Sirket bakkalinin kurtlu
kasarinda yiizde yiiz kaziklaniyordu. Kazaya ugradigi, hastaliktan ¢calisamaz hale
geldigi giin, kaldirilip atiliyordu. Képegin oniine kemik firlatir gibi, ona ancak
kiigiik bir tazminat veriliyordu. Goérmez gdzleri, tutmaz bacaklar1 ve kollar ile
stirinmege birakiliyor. Onun giinden giline goclisiinii umursamiyan patrona
kimse ses ¢ikarmiyordu (s. 10).

Gorildiigi gibi toplumsal diizen/yap1 biitlinliyle is¢i emegi sOmiiriisli {izerine
kurulmustur:

Maden sahipleri, (...) calistirdiklar isgiye bir ay para vermiyor, onlar1 kendi
bakkallarindan aligverise mecbur birakiyorlardi, is¢i ayrilacagi giin bir hesap
¢ikariliyor, hak ettigi paranin yarisindan ¢ogu bakkaldan yaptig1 aligverige karsi
tutuluyordu. Geri kalan ii¢ bes lira i¢in de, ya birka¢ metre Japon bezi, ya birkag
metre Amerikan veriliyor, soyuluyordu. Para kazanmak, evini, okiiziinii vergi
haczinden kurtarmak kaygisile tarlasini birakip maden kuyusuna inen kdoyli,
koltugunda birka¢ metre Japon bezi, cigerlerinde bir- ka¢ bere ve ¢iirikk bir
govdeyle koyline doniiyordu (s. 11).

Patronlar paraya doyamamakta, kasalarina milyonlar ekleme sevdasiyla isgileri
gece giindiiz caligtirmaktadir:

Bicak kemige dayandi, Osman... Baz1 giin i¢cimden miithis bir ates kalkiyor:
isyan et, kir, dok, oldiir! Yahut da, su kudurmus carklarin arasina sikigtir
bacagini; geber, 0l... Amma, evdekini diisiiniince yiliregimin yagi eriyiveriyor,
Osman... Hastalikli karim (Onu dertli eden, verem dosegine yatiran da bu kor
olas1 fabrikadir) agliktan, ilag¢sizliktan kivraniyor. On yasindaki kizim gene
burada bir duvar 6tedeki flatorda iplik biikiiyor. Ustii basi yoktur; karni
doymuyor. Biitiin gece ugrasan baba, kizin eli ne bari ayda otuz lira gegse.... ne
gezer! Cok kere, verdikleri paranin besini ceza alikoyuyorlar. Ceza kesmek igin
bulduklar1 bahaneler de Oyle piiften ki Osman! Kazancmin alt1 lirasini
oturdugumuz tek odanin kirasina ayirirsan geri on dokuz lira kalir. Ancak giinde
bir okka ekmek alabiliyoruz; kurtlu peynir, ¢iirikk zeytinle gilinlerimizi
gegiriyoruz. Karimin zatr ates pahasi olan ildcina simdi bir de istihlak pulu
yapistyor. Haftada bir fasulya tenceresini ocaga vurduk mu, bayram yapryoruz...
(s. 11-12).
Bu kadar kotii kosullarda yasayan isciler zaman zaman bagkaldiriy1 diisleseler
de kosullar buna uygun degildir. Kapitalist sistem is¢ilerin haklarini aramalarina
olanak vermemektedir. Isten ayrilsa, “fabrika kapisi oniinde yagmur, buz
demeyip beklesen bir alay isgsiz amele...” (s. 12) is kuyrugundadir. Bu dénemde
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bir is¢i Zonguldak’ta 'komiinist" diye isinden kovulur ve mahkemeye verilir.
Mahkemede kendisini “— issiz amele, patronun elinde, eze eze kullandigi
is¢iye kars1 bir tehdit vasitasidir!” (s. 12) s6zleriyle savunur.

Yazarin romanda One g¢ikardigi en oOnemli Orgelerden birisi de, calisma
yasaminda kadinin konumudur. Aygen, 1930Iu yillarin Tirkiye’sinde kadini
toplumsal alanda en ¢ok somiiriilen nesne biciminde betimler. Kadin, sunulan
toplumsal yapi i¢inde hem ucuz isgiicii, hem de cinsel bir somiirii nesnesi olarak
kullanilmaktadir.
Ayna fabrikasinda c¢alisan su bodur evin giizel kizi, her is¢i kadin gibi, bir yar1
orospudur... (...) Bugiiniin kapitalist telakkisi de, kadinin, elinin emegine etinin
gelirini katmasini bir vazife sayiyordu. A¢ kopekler gibi bir kiyida gebermemek
icin, orospuluk etmek 1azimdi. Kadin, yasamak Kaygisi ile viicudiinii satarken,
patron, onun kistig1 giindeliklerini kazan¢ hanesine gegiriyordu. Ve, (...) kadin
bugiin patronun kasasini doldurmak i¢in kaltaklasiyordu (s. 22).

Yoksulluk ve caresizlik kadinlar1 fuhus yapmaya zorlamakta ve kadinin
toplumsal konumunu zora sokmaktadir. Anlatida ezilen ve somiiriilen kadini
Yildiz temsil etmektedir. Y1ldiz daha on alt1 yasinda erkekler tarafindan cinsel
sOmiirii girisimleriyle karsilasir ve girdigi fabrikada ilk karsilagtig1 kendisinden
yasca biiyiik olan Osman ile evlenir. “Rastgele oniine ¢ikan bu gegkin adamla
evlenisinde, Yildiz igin, tek sebep vardi: Igtimai hayatta basibos bir kadin
goriinmemek ve kendine candan bir dost edinmek...” (s. 22).

Romanda, Birinci Diinya Savasi ile Ikinci Diinya Savasi arasinda gelisen olaylar
Oykiilenir. Biiylik savaslardan ¢ikan ve yorgun diisen, erkeklerinin biiytlik
boliimiinii savasta yitiren yeni Cumhuriyet doneminde betimlenen toplumsal
yapida her tiirlii diizensizlik goriilmektedir. Yeni bir savasin ayak izleri tam
savas Oncesi yazilan romanda goriilmektedir. Yazar; “- Harbi istiyen patrondur;
kapitalisttir. Yok olas1 kapitalist...(...) Ona disarida, isletecek maden lazimdir.
Siirecek toprak lazimdir. O, malin1 satacak piyasa arar” (s. 34) diyerek kapitalist
sistem hakkinda c¢ok sert elestiri getirir.

Roman’da Friedrich Engels’e (s. 64) gonderme yaparak toplumcu yaklagimini
sezdirmeyi dener.

Erkek egemen kapitalist sistem i¢inde kadin anlati kisileri genellikle yoldan
ctkmak zorunda kalmis olarak betimlenir. Oyle ki biitiin kadinlar cinsel
sOmiiriilye ugramis ya da gegim zorluklarini agmak i¢in zorunlu olarak kendisini
isverenine teslim etmis olarak sunulur. Bununla birlikte is¢i kadinlar cinsel
siddetin yaninda, fiziksel siddetle de siklikla karsilasir.
Burada kadin doviiliir. Burada kadina soverler. (...) Susacaksimz: Size
sovecekler... Susacaksiniz: Size dovecekler.. Sokaklara atilmamak, agliktan
kdpekler gibi gebermemek igin susmaniz lazimdir (s. 69). Bu fabrika; kerhaneye,
hastaneye, mezara giden yollarin en kestirmesiydi. (s. 71). ; kimbilir daha ne
kadar dul taze fabrikanin ve kerhanenin yolunu tutacakti demek.... (s. 85).
Oyle ki Yildiz zaman zaman karnindaki bebegini dogurmak diisiincesinden
uzaklasir. Eger bir kiz ¢ocugu diinyaya getirirse onun geleceginden endise
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duyuyordu. Ciinkii “hakkini, emegini calan patron, kendi kizinin da bir giin
zorla namusunu galacakti elbet” (s. 72).

Gorildiigi gibi anlatida dykiilenen her oluntu olumsuz ve esenliksizdir ve acikli
bir Oykii ile doludur. Romanin bas kadin kisisi Yildiz’in da kotii yola
stiriiklenmemesi beklenemezdi. Betimlenen toplumsal yapi iginde biitiiniiyle
sOmiiren ve sOmiiriilen arasindaki diyalektik iligkiler s6z konusudur. Cok az
olan ticretlerinin marka ve kumas olarak 6dendigi isciler, korkung bir yoksulluk
icinde yasamda kalmaya ¢aligirlar ve bir¢ogu bu zorlu kosullara dayanamayarak
verem olur ve Oliirler. Geng kiz ve kadinlarin kadmliklari siirekli saldiriya
ugramaktadir.

Romanda smif ayrimmin en ¢arpict goriintillerinden birisi de Yildiz’in

Ankara’ya gitmek icin bindigi trende goriilmektedir.
Yatakli vagon yolcusu ne kadar kapitalist ve birinci, ikinci mevkide seyahat
edenler ne derece burjuva ise, liglincii sinif kompartimanda olanlar da o nisbette
komiinisttirler. Fakat, onlarin bu komiinistce diisiinceleri. bir sevki tabii
neticesidir. Yiizlerce insanin emegini ve alin terini gaspederek, vicdanina kara
bir badana, haris ellerine kan bulastirarak servetini kolayca yapan ZENGIN
karsisinda onlar daima nefret ve istikrah duyarlar. Onlarin i¢inde komiinizmi
yaratan ve koriikleyen; kolaya yaptigi servetini habire arttrmak hirsile
istisismarin bin bir seklini tatbike kalkisan bu zenginler sinifidir... (s. 104).

Romanci satir aralarinda kapitalizme karsi elestirilerini siirdiiriir. “20nci asrin

Avrupasi -rezaletleri, ahlaksizliklarile- yikilan Roma imparatorlugunun tam
benzeridir. Ve, bugiiniin NERON'u kapitalisttir/ ” (s. 104).

Bu kapitalist yap1 i¢inde betimlenen torel anlayis o kadar bozulmustur ki Hafiz
Murtaza, kizi Miizehher’i “memleketin en ileri, en niifuzlu sahsiyetlerine
riisvet” (s. 120) vermekte, onu peskes cekebilmektedir.

Bu donemde, memleketin “mekteplerinde hafiyeler jurnal karaliyor; kulislerinde
miiddeiumumiler dolasiyor...” (s. 129). Yazar, donemin yiiksekogretim
sistemini de elestirmekten geri kalmaz. “Bizim memlekette {iniversite
diplomasinin, hamilini hiikiimet kapilarindan igeri alan bir pasaporttan fark:
yok. Zaten bizim delikanliya gore kiiltiir ikinci plandadir. Onca Universite
tahsilinin en biiyiik gayesi, bir hiikiimet miiessesesine kapagi atabilmektir” (s.
129). O dénemde yapilan devrimlerin heniiz biitiiniiyle yerlesmedigini, ¢ok
sayida tutucu ve softanin fotrlerinin ve melonlarinin altinda buyurganlik
yaptigini ileri siirer.
Anlatida Almanya Nazi kiyimindan kagarak iilkemize gelip tiniversitelerde yeni
kiirstiler kurarak ders veren profesorlere de gondermede bulunur.

Bugiinkii iiniversitemizin, sdz aramizda, Babil kulesinden farki yok. Her

milletten profesorleri bir araya devsirdik. Ayda yiizlerce lira vererek siki fiki

mukavelelerle kendimize bagladik. Bir ka¢ dil iizerinden konusan bu iistad

profesorler, bizim dil bilmez delikanliciklarimizin dort agilan kulaklari
karsisinda bir ¢oban kavalindan farkli mi1 sanki?! (s. 130).
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Ozellikle doktorlarin gok para kazandigini ve gok sayida dgrencinin doktor olup
zenginlesmek icin siraya girdigini belirtir. Ancak tlkenin dogusu ile batist
arasinda doktor sayisinin dagitiminda ciddi esitsizlik s6z konusudur.

Cikarcilik almis bagini gitmistir. O donemde Avrupa’da yiikselen ulusal
toplumculuk/fagizm ile Sovyet Komiinizmi iki karsit diislingii olarak
gelismektedir. Insanlar bu iki goriis arasinda kalmaktadar.
— Oportiinist bir adam -diyor- Bakarsin bir giin miithis bir komiinisttir. Sanirsin
ki Stalinin can ciger dostu... Ertesi giin, birdenbire, komiinist dligman1 kesiliverir.
(...) Komiinizm ve fasizm... Dikkat ediyor musun, kedi ile kopek kadar birbirine
diisman, birbirinin zidd1 iki mezhep. Bir tarafta, harbi, insan azmini en son hadde
¢ikardigi icin pek necip bulan fagizm; Stede, sulh taraftan komiinistlik... Biitiin
insanlarin birbirile kucaklagmasini diisiinen komiinizm; yabanci bir milletin
gbozline diisman gibi bakan fasizm... Emperyalist fasizm karsisinda,
emperyalizmi yerin dibine batiran komiinistlik... Dine hiirmet gdsteren fagizm,
dinsiz komiinizm... (s. 131).
Romanin son boéliimii maden iscilerinin aciklt ve zor yasamlarindan kesitler
sunar. Istanbul ve Ankara’da oldugu gibi, Zonguldak’ta da isci smifi yasamini
¢ok agir kosullarda siirdiirmektedir. Zonguldak, gen¢ Tiirkiye’nin maden ve
komiir ocagidir. Binlerce is¢i yerin metrelerce altinda, yasamlarimi kazanmak
i¢cin kazma kiirek sallamaktadir.
Tak Tuk Tuk Tuk tuk... Kazma sesleri Eski "bag" direkleri, ylizlerce metre
kalinligindaki toprak yiginin agirhigr altinda, catirdiyor; esniyor. Dar, karanlik
galoride, kazma seslerinin tok vuruglarindan, {rperme veren direk
catirdayislarindan, zorun altinda inildiyen insanlarin soluklarindan baska bir ses
duyamazsiniz. (...) Bugiin, kirk araba c¢ikarilacak. Yevmiyeyi deliksiz almak
icin, ' Oliircesine ugrasmak, kirk arabayi ¢ikarmak lazim... (...) Yerin sekiz yiiz
metre derinliginde hayat budur (ss. 175-176).
Oyle ki yazar, iscilerin bu acikli durumunu iyi sunabilmek icin patronlarin
yasamlarina da gdnderme yapar ve bu diyalektik karsitligi kurmay1 dener.
Sekiz yiiz metre yukarida, yerin yiiziinde -bu kostebek yuvalari gibi birbirine
girmis kovuklarin, inlerin {izerinde- sahane villdlar, muazzam konaklar
siralanmistir. Sahane villdlarin goklere ag geren radyo antenleri, diinyanin
miizigini ve sesini sermayedara kadar getirir. Binlerce kilometre uzag1 dinliyen
antenler, hemen oracikta, yerin dibinden gelen iniltiler, siziltilar karsisinda
hissizlesir, sagirlasir (s. 176).
Anlati boyunca ana anlatiya eklemlenen Selim’in grizu patlamasinda
yaralanmasinin oykiilendigi gibi ¢ok sayida uydu anlatiya yer verilerek isgilerin
madenlerde karsilagtiklar1 zorluklar olabildigince gergege uygun bi¢imde
verilmeye calisilir.

3. Aciklama Asamasi: Askin Coziimleme

Bu agamada, metni asan ve ¢evreleyen toplumsal bir kitle ya da siniftan olugan
toplumsal yapiy1 belirlemek erek edinilir. Romanda ¢izilen toplumsal yap1 ile
gercek tarihsel donemdeki toplumsal yapi arasindaki bagintilar ortaya konur.
Yapit1 cevreleyen yapilar arasindaki benzerlikler irdelenerek biitiinsel ve
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diyalektik bir sonuca ulasmak denenir. “Anlatiy1 6ren igsel yapiyi, “metni asan
ve cevreleyen toplumsal, ekonomik ve siyasal digsal baglamimlariyla ortaya
¢ikan biitlinciil bir diinya goriisiiniin tutarliliginin nasil olustugunu” islevsel
niteligiyle acgiklamak ister” (Tilbe, 1999, s. 105). “Anlama ve aciklama
asamalarindan olusan bu iki siire¢ birbirinden ayri olmayan, tersine birbirini
tamamlayan degisik yerlemlere gonderme yapan tek bir siiregtir. Bu siiregler
karsilikli olarak birbirini tamamlayarak anlagilir ve agiklanir” (Tilbe, 2004, s.
100). Goriildiigii gibi aciklama asamasi romanda saptanan yapiyl asan ve
kapsayan bir ¢oziimleme diizlemidir. Bu asamada yapilan digsal simgesel
¢oziimleme, Ozellikle yapitta ele alinan donemle smirlandirilmalidir. Bu
bicimde metinde beliren ve gercek anlamli toplumsal yapiya gondermede
bulunan “rutarh ve birlik¢i diinya goriisiine ” (s. 100) ulasmak olasi olabilir.

3.1. Anlatinin Kaynag

Resat Enis, erken Cumhuriyet doneminden bagslayarak Tiirkiye emek tarihi
calisma iliskileri ve emekei sinifin sdmiirlii sorunlarmi ele almaya onciilitk
etmistir. Kuskusuz yazarin emek konusunu ve buna iliskin iligkileri islemesi
toplumcu gergekgi bir diinya goriisiine iye olmasinin dogal bir sonucudur. Enis,
romanlarini yazmadan 6nce, hem dogalci bir tutumla yerinde gbzlemler yapmis,
hem de genis belgesel caligmalar gerceklestirmistir. Yazarin 6liimiinden sonra
oglunun yazma tutumuna iliskin aciklamalar1 bu konuda ipuglar1 vermektedir:
Babamin vefatindan sonra Milliyet Sanat’da Yasar Kemal’in ovgiilerle dolu
giizel bir yazis1 ¢ikmisti. Fakat bir siirii 6vgiiniin i¢inde bir de elestirisi vardi
Yasar Kemal’in: Regat Enis’i gazetenin Oniinden her gecisimizde camin Oniinde
oturur goriirdiik. Sonra da kitap (Toprak Kokusu) ¢ikinca sagirmiglar. Bu nasil
oturdugu yerden Cukurova romani yazar ki, bize sorsaydi biz onu bazi yerlere
gotiiriir, birtakim insanlarla tamistirirdik. Oysa o oturdugu yerden yazmamus ki.
Onun ¢alistig1 gazete, aganin gazetesi ve oraya is¢iler, topraksiz koyliiler, yoksul,
caresiz insanlar geliyor. Babam bir gazeteci gibi onlarla konusup malzeme
topluyor. Gezmesine gerek kalmiyor, yazacagi her sey bir bakima ayagina
geliyor. Gergekten de romanlarina bakarsaniz, insanin oturdugu yerden yazacagi
seyler degil. Tarz1 da dyleydi zaten. Balik¢ilar1 anlatmak i¢in (Ekmek Kavgamiz)
teknelerle Karadeniz’e agilmistir. O insanlarla firtinada, yagmurda 6liimle burun
buruna yasamustir. Keza Sendikacilari anlattigi Sari ['de gene Oyle.
Sendikacilarin icine girip ¢ikmis, yani insanlarin igine girip, malzemeyi bizzat
onlarin i¢inden toplamis (Giindiiz, Kasim 1996, s. 7).

Goriildigii gibi, Enis romanlarini yazarken, izleksel baglamda dogal olabilmek
ve donemi gercege uygun bir bigimde yansitabilmek i¢in oldukga 6zenli bir
tutum takinmustir.

3.2. Simgesel Coziimleme: Anlamh Yapilar ve Diinya Goriisii

Roman, Cumhuriyet’in kurulus yillar1 ve izleyen otuzlu yillardaki iiretim ve
calisma iligkilerine iligkin gok sayida gergekei gorderge icermektedir. Kuskusuz
bu donemde; “Bati Avrupa Ulkelerinin 19. 20. Yizyilda hizla gelisip
sanayilesmesini saglayan kapitalist sistem, adeta dogal bicimde Tiirkiye i¢in de
tek gecerli sistem olarak ” (Uluatam; Tan, 1982, s. 2) diisiniilmistii. Uzun yillar
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stiren bir var olma savasindan sonra biiyiik bir imparatorluktan geriye kalan
kalintilar {izerinde yeni bir ulus devlet yaratilmisken bu donemde iilke
ekonomisinde bir sanayi ve sanayinin énemli bir pargasi olan is¢i sinifindan s6z
etmek cok olasi degildir. Bu konuda Gazi Mustafa Kemal ATATURK 1922 ya
da 1923 yilinda Bolsevik elgisine su agiklamalarda bulunur:
Tiirkiye'de siniflar yok. Tiirkiye'de isci sinifi yok, ¢ilinkii gelismis bir sanayi yok.
Bizim burjuvazimizi ise heniiz burjuva simifit haline getirmek gerekiyor.
Ticaretimiz ¢ok ciliz, ¢iinkii sermayemiz yok. Yabancilar bizi eziyor. Benim
amacim, ulusal ticareti kalkindirmak, fabrikalar agmak, yer alti zenginliklerini
meydana ¢ikarmak, Anadolu ticaretine yardim etmek, zenginlesmesini
saglamaktir... (Aralov, 1985, s. 253-254).
1923 yilinda izmir Iktisat Kongresi ile ekonomide liberallesme dénemi baslar
ve 0zel kesim girisimciligini destekleme eregiyle 1927 tarihinde ¢ikarilan ve 15
yil siire yiirilirliikte kalan Tesvik-i Sanayi Kanunu ile siire¢ hizlanir. “Ancak, ana
cizgileriyle “liberal” olarak nitelendirilen bu donemde, sanayilesme cabalari
degisik nedenlerle yetersiz kalmistir” (Makal, 2008a, s. 125). Bu yetersizligin
kuskusuz birgok nedeni vardir: Bu donemde Tirkiye’de nitelikli isgiicti
yetersizdir ve sanayi alt yapist heniiz kurulmus degildir. Bunun yaninda Lozan
Antlagmas1 hiikiimlerine gore Tirkiye, 1929 yilina kadar sanayisini korumak
icin glimriik tedbirleri alabilme yetisinden de yoksundur. Dogal olarak tarima
dayal1 iretim iligkileri halen baskin oldugundan niceliksel olarak bir isci
sinifindan s6z edilmesi de s6z konusu degildir. Sendikalasma gelismemis,
toplumu kucaklayacak orgiitlii bir toplumsal yasam da bulunmamaktadir. 1929
yilinda Amerika Birlesik Devletlerinde ortaya ¢ikan bilyiik ekonomik bunalim
Amerika ile birlikte tiim gelismis Bati {ilkelerini ve dogal olarak Tiirkiye
sanayilesmesini de olumsuz yonde etkilemistir.

Bu bunalim doénemini atlatmak i¢in hiikkiimet yeni arayislara girer ve “1933-
1939 willarim1 kapsayan donem genellikle devlet¢i” (Makal, 1999, s. 225)
politikalarin uygulandigi bir siireci kapsar.  Devletgilik, “ekonominin ve
toplumsal yasamin geligsmesi i¢in kamu girisimciligine ve onciiliigiine dayanan
bir iktisat politikas1” (s. 227) olarak tanimlanir. Devlet, kendisi yeni tesis ve
fabrikalar kurarak kamu iktisadi tesebbiislerini yaratir. Atatlirk’iin devletgilik
anlayisi, toplumcu ve liberal devletgilik anlayigindan ayrik olarak, giiniin
kosullarina gore diizenlenmis 6zgiin bir devletciliktir ve o donemde ilerici bir
yaklagimdir. Birinci Bes Yillik Sanayi Plani adi altinda yapilan bu planlamalar
Kamu Iktisadi Tesebbiisleri ile desteklenmis ve gerekli yasalar c¢ikarilarak 1934
yilinda yiriirliige girmistir. Bu donemde Stimerbank aracilifiyla ¢ok sayida
tekstil agirlikli fabrika kurulmus, devlet degisik alanlarda yatirimlar yapmis ve
isletmeye baslamistir. Yine ayn1 donemde, “demiryollari, denizyollari, liman ve
rthtim isletmelerinin tamami devletlestirilmistir” (Boratav, 1982, s. 199).
Devlete ait kuruluslarin pay1r % 2,1’den 1939 yilinda % 9,7'ye yiikselmistir (s.
247). 1935 yilindan baslayarak planlanan Ikinci Sanayi Plam1 1938’de yiiriirliige
girmesine karsin, 2. Diinya Savasi nedeniyle ayni basariy1 yakalayamamugtir.
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1933-1939 doneminde Tiirkiye, tarih boyunca giliniimiize kadar bir daha
yakalayamadigi % 10,2°lik bir bilyiime hizina ulasmustir. Ozellikle, Afrodit
Buhurdaminda Bir Kadin’da yansitilan bu donemde sanayi alaninda toplam
calisanlarin orani da yaklagik olarak iki katina ¢ikmustir (s. 5).

Tablol: Yillara Gore Istihdamin Sektorel Dagilimi (%)

Yillar Tarim Sanayi Hizmetler
1924 89,6 4,6 5,5
1929 87,8 6,2 6,0
1933 89,4 4,9 5,7
1939 86,7 8,0 53

Kaynak: (Bulutay, 1995, s. 189)

Bu dénemde, devletin ekonomik olarak biiyiimesine ve birgok alanda cagdas
topluma ulagsma eregine yonelik olarak 6nemli devrimler yapilmasina karsin,
emek¢i kesimin durumunda belirgin bir iyilesme goriilmemis ve kalkinma
stireci biitiinliiksiiz ger¢eklesmistir. Karpat'a (1996) gore;
gercekte Tiirk Devletciligi bir devlet kapitalizmi idi, ¢linkii devlet, elindeki
iktidar1 bir 6zel sermayedar gibi sermaye biriktirmek icin kullaniyordu. Siyasi
kaygilar toplumsal ve ekonomik amaglardan dnce geliyordu, hammaddeler diigiik
fiyatla aliniyor, devlet mamiilleri ise maliyetlerinin birka¢ misli yiiksek fiyatla
satiliyordu. Is¢inin korunmasi, issizlik teskilati, sigortalar, sosyal giivenlik ve
yardim, kisacasi toplumsal tedbirler ta 1946 yilina kadar ihmal edildi (s. 90).
Romanda s6z konusu kapitalist toplumsal yapiya iliskin gerceke¢i bilgi ve
betimlemelere ayrintili bir bi¢imde yer verildigi goriilmektedir. Romanda 6ne
¢ikan en 6nemli toplumsal sinif is¢i ve emekgilerdir. Bu donemde iscilerin genel
durumunu ¢dziimlemek de romandaki toplumsal yapiyr agiklamak ve diinya
gOriisiinii belirlemek agisindan anlamli olacaktir.

Uzun yillar siiren bir 6zgiirliik savasi sonrasinda geng ve iiretken niifusunun
biiylik boliimiinii yitiren Cumhuriyet, Osmanli Devleti’nden nitelik ve nicelik
baglaminda ciddi sorunlar devralmistir. Bunlardan en 6nemlilerinden birisi de,
kapitalist liberal sistemi destekleyecek yeterli isgiicii bile bulunmamasidir.
Gergekten de, “1923'e kadar gecen on yilda Tiirkiye, ¢ogunlugunun 18 - 50 yas
arasindaki erkeklerin olusturdugu yaklasik 4 milyon niifusunu kaybetmistir.
(...) 1927 yilinda niifusun % 23'liniin altt ve daha kiiciik yasta olmasi,
cumhuriyetin  kurulug yillarinda da isglicii sorununun devam ettigini
gostermektedir” (Akkaya, 2002, s. 144-145). Bu donemde is¢i smifinin
orgiitlenmesi agisindan ¢ok sayida sorun s6z konusudur. Makal'a gore;
bunun nedenlerinin basinda, dénem itibariyle gézlenen sinirli olusumlara karsin,
Tirkiye'nin 6rgiitlii bir toplum olma &zelligini kazanamamasi gelmektedir.
Orgiitlenmenin olmazsa olmaz kosullarindan biri, nicel agidan belirli bir varlik
kazanmis bir ig¢i smifinin varhigidir. Digeri ise bu nicel varligin siireklilik
kazanmig olmasidir. Soruna nitel agidan yaklastigimizda ise, bunlara ilave olarak
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en azindan oOrgiitliliigli saglayacak olgiide bir "biling" unsurunun belirmesi
gerekli goriilmektedir. Oysaki donem itibariyle Tiirkiye'de is¢i kesiminin nicel
varlig1 agisindan gelismeler olmasina karsin, bu varligin siirekli bir sanayi is¢iligi
niteligi kazanmasimin tedrici olarak gerceklestigini, bunun da diger faktorlerle
birlikte, bu kesimin biling, orgiitlenme ve miicadele diizeyi {lizerinde olumsuz
etkiler yapmis oldugunu soyleyebiliriz (1999, s. 153-154).
Biitlin bu nedenlerin yaninda, sermaye birikiminin heniiz biiytik tekelci yapilar
tarafindan olusturulamamis olmasi, toplumsal yap1 icinde de bir smif
geligkisinin ortaya ¢ikmasina olanak vermemistir. Bu donemdeki devletci
uygulamalarin bu smifin aleyhine sonuglar verdigi, anamal birikimin emek
sOmiiriisii iizerine kurulmus oldugu tarihsel deneyimlerle kesinlenmistir. Bu
siiregte, kapitalist devletin ideolojik ve oOrgiitsel kurumsallasmasina katkida
bulunan devlet memurlar1 ve nitelikli isgiler, bir is¢i aristokrasisi olusturacak
bicimde, hem 788 sayili Memurin Kanunu, hem de iktisadi devlet
tesekkdillerinin  yonetmelikleri araciligryla, Oteki emekgilere gore daha
ayricalikli bir konuma sahip olmuglardir. Kuskusuz kalkinmayi siirdiirmek,
biiyiik dl¢iide bu nitelikli isgiiciine bagli olmustur.

Iscilere yonelik olarak yapilan galismalar, 1921 yilinda, maden isgilerinin
olumsuz calisma kosullarini diizenleyen 51 sayili Eregli Havza-i Fahmiyesi
Maden Amelesinin Hukukuna Miiteallik Kanun ile bu c¢er¢evede 1923 yilinda
olusturulan Amele Birligi diizenlemeleri ile sinirli kalmistir. 1924 yilinda kabul
edilen Hafta Tatili Kanunu'na gore, hafta tatili 24 saatten az olmamak iizere
Cuma giinii olarak belirlenmistir. Calisma yasamini diizenleyen genel bir
yasanin yoklugunda, bu alana iliskin diizenlemeler getiren Borglar Kanunu ise
liberal bir yaklagimla diizenlenmistir. Yasanin onemli bir 6zelligi ise umumi
mukavele adiyla Tirk is hukukunda ilk defa toplu sozlesme kurumunu
diizenlemis olmasidir. Ancak is¢i sinifinin nicel varliginin azligi, sendikalar1 ve
cemiyetleri de igerecek bigimde oOrgiitlii bir toplumsal yasamin yoklugu, grev ve
lokavtin kurumsallasmamis olmasi ve donemin tek partili siyasal yasaminin
kendine 6zgii kosullar1 nedeniyle uygulamaya konulamamistir (Makal, 1999, s.
38-41).

Goriildiigii gibi, romanda betimlenen otuzlu yillarda, Tiirkiye’deki emekei
sinifinin ¢ok ciddi toplumsal, ekonomik ve ¢alisma kosullarina iliskin sorunlar
vardir. Memurlar ve teknik nitelikteki kamu isgiicii siniflarinin ayricalikl
oldugu bu donemde, 6zel sektore calisan vasifsiz isgilerin biiyiikk boliimii
herhangi bir kanuni korumaya sahip degildir. Romanda da s6z edildigi gibi, bu
donem, toplumsal yasamin ¢esitli alanlarina kapitalist sistemin yerlesmesi ve
gelismesi icin yapilan calismalara taniklik etmistir. Kuskusuz yazar romanda
acik bir bigimde, toplumcu diinya goriisiinii savunmakta ve sert bir vurguyla
kapitalist sistemi elestirmektedir.

3.2.1. Kadin

Tiirkiye’de otuzlu yillarda kadin ig¢iler Cumhuriyet’in kendilerine sagladigi cok
sayida esitlik¢i uygulama ile yavas yavas c¢alisma yasamindaki yerlerini almaya
baglamistir.
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1923 yilinda Cumbhuriyetin ilan1 ile Mustafa Kemal Atatiirk’iin 6nderliginde
Tiirk toplumunun yeniden yapilandirilmasi i¢in devrimler yapilmis, 1924
anayasast ve 1926 yilinda kabul edilen Medeni Kanun ile kanunlar nezdinde
kadmn erkek esitligi saglanmigtir. 1930°da kabul edilen Belediye Kanunu ile
kadmnlara se¢men olarak se¢ime katilma hakki taninirken, 1934 yilinda kabul
edilen yasa degisikligi ile de kadmlara Millet Meclisi seg¢imlerinde se¢gme ve
secilme hakk: taninmistir. 24 Nisan 1930 yilinda kabul edilen 1593 sayili Umumi
Hifzissthha Kanunu ile yetigkin iscilerle birlikte kadin ve ¢ocuk iscilerin de
calisma kosullarina iligkin diizenlemeler yapilmistir. 1936 yilinda kabul edilen
3008 sayili is Kanunu ile kadmlarin ¢alisma yasaminda haklarinin korumasi
saglanmaya c¢aligilmis, fakat bu kanunda {icret esitligi ilkesine iliskin herhangi
bir diizenleme saglanamamstir. Ulkemizde 23 Haziran 1937 tarihinde 3229
sayili kanun ile Uluslararas1 Calisma Orgiitii’niin 45 numarali sozlesmesi
imzalanmustir (Yori, 2009, s. 354).
Goruldigi gibi, Cumhuriyete gegisle birlikte Tirkiye'de kadininin toplumsal
konumu biitiiniiyle degismis ve Fransiz kadimindan once se¢cme ve segilme
hakkini elde ederek tarihsel anlamda biiyiik bir sicrama gerceklestirmistir. Buna
kargin, kadin isgiicli piyasasinda ikinci simif olarak degerlendirilmekten, ise
girme, ¢alisma kosullari, yiikselme, isten atilma, yer degistirme, erken emeklilik
ve ig yerinde cinsel taciz ve cinsiyete dayali ayrimciliktan kurtulamamigtir
(Koray, 1993, s. 11).

Romanin kadmn baskisisi Yildiz, yukarida séz edilen kadma yonelik tiim
olumsuzluklar1 yasamistir. Betimlenen vahsi kapitalist sistem i¢inde kadinin iki
secenegi vardir: Ya evinde oturup annelik yapmak, ya da bir cinsel somiirii
nesnesi olmak. Bu dénemde isci iicretleri ¢ok diisiiktiir, licretler de para yerine
marka ya da kumasla édenmekte, isciler biiyiik bir yoksulluk i¢inde yasama
tutunmaya caligmaktadir. Yildiz ile Osman anlati kisileri olarak, ddnemin
caligma iliskilerini ve calisma kosullarimi en iyi bigimde yansitmaktadir.
Kapitalist diinya goriisiiniin baskin oldugu ortamda, is¢i sinifi tarafindan temsil
edilmesi umulan toplumcu goriisiin heniiz gerekli ortama sahip olmadig
gorlilmektedir. Ciinkii bu donemde halk¢ilik ilkesi ile toplum iginde
dayanismact bir yapt kurulmasi erek edinilmistir. Bu durum da, heniiz
gelismemis olan is¢i smifi bilincinin, ortaya ¢ikmasina olanak vermemistir.

Sonu¢

Roman, Tiirkiye emek tarihinin dogalci ve toplumcu gergekei izdiisiimlerinden
birisi olarak degerlendirilebilir. Olusumsal yapisalc1 yaklasimla ¢éziimlemeyi
denedigimiz romana i¢kin ve agkin toplumsal yapi ile sorunsallagtirilan diinya
gorilisii arasinda c¢arpict bir iligki oldugu ve romanin olabildigince gerceklige
benzer bigimde donemi yansittigi goriilmektedir. Toplumcu gercekei diinya
goriigli, Ozellikle romanda bir sav olarak islenen temel olgudur. Yazar,
anlatidaki bicimsel, bicemsel ve izleksel segimlerini bu dogrultuda kurgulamaya
calisir. Sezer; “giiniimiiz emekg¢isi Resat Enis’i okudugunda emekgi tarihinden
sanslirsiiz bir sayfay1r okuyacaktir. Bu sayfalardan umudu siizmek, bilingli
emekginin isidir” (2003) diyerek bu tutumu kesinler. Ancak Enis’in toplumcu
gercekei tutumunda, belki de ayn1 zamanda dogale1 da olmasindan 6tiirti, dykii
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kisilerinin, olumlu kahraman tipi kurgusuna uygun diismedigi gorilmiistiir.
Orhan Kemal’in anlatisindaki, somiiriiye direnerek emegiyle yasayabilen kadin
tiplemesi, Enis’in romaninda, kapitalist sistemde sOmiirii nesnesi olarak
kullanilmaya baskaldirmayan bir tutum sergiler. Bu durum, belki de Enis’in
romanin1 Cumhuriyet’in heniiz baglarinda yazmasi ve toplumcu gercekeilik
akiminin o dénemde heniiz tartigiliyor olmasiyla agiklanabilir.

Roman, Cumhuriyet’in otuzlu yillarina tutulan bir ayna islevi gormektedir.
Yazimsal metinlerin Tiirkiye emek tarihi icindeki yeri degerlendirildiginde,
Afrodit Buhurdaninda Bir Kadin ¢ok énemli bir yer tutmaktadir. Romanda ¢ok
etkili bir bicimde emekgilerin yasam kosullar1 ile emek ile cinsellik agisindan
gifte somiiriiye ugrayan emek¢i kadinin acikli yasamdykiisii islenmektedir.
Kapitalist serbest pazar ekonomisine gegmek i¢in biiyiik ¢aba harcayan Erken
Cumhuriyet Dénemi Tiirkiye’sinin emekgilere yonelik uygulamalarinin yogun
bir bigimde elestirildigi roman, dogalci bir tutumla sergilenen acikli insan
Oykiileri araciligiyla, kapitalizmin yabancilastirict ve nesnelestirici yoniini,
daha genel anlamiyla insan1 6zgiirliigiinden yoksun birakarak kapitalist sistemin
tek boyutlu insanina doniistiirdiigii gercegini, toplumcu gercekei bir yaklasimla
daha o donemde okura bildirir. Bu agidan bakildiginda da romanin yansitma
kuramindan devinimle olusumsal yapisalct okumaya acik oldugu rahatlikla
sOylenebilir.
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LABOUR RELATIONS IN RESAT ENIS AYGEN’S NOVEL
“AFRODIT BUHURDANINDA BIR KADIN”: A LITERARY
SOCIOLOGICAL GENETIC STRUCTURAL ANALYSIS

Abstract: In the Early Turkish Republican period, Resat Enis Aygen
(1909-1984) was one of the most influential representatives of socialist
realism and naturalist literature, outlined by Maxim Gorki. Aygen’s
works represent the struggle for life of the poor and oppressed class with
a keen observation in the way that Emile Zola and Orhan Kemal do in
their works. In his novel Afrodit Buhurdaninda Bir Kadin, (1937) which
is described as a cornerstone of Turkish Literature by Nazim Hikmet,
Aygen depicts the hardships that a working Anatolian woman faces, such
as sexual assault. Aygen is in a struggle to convey conditions of the
working class through his realistic view with a naturalist approach.
Reflecting social structure of the period and oppressive system of
exploitation and dominant worldview, Aygen strikingly conveys his novel
by bearing witness to his time. His novel mirrors the period at the hands
of his fictional character Yildiz, who has been brought up by her uncle as
an orphan. Although there is some incompleteness as far as the artistic
fiction is concerned in the novel, it is a noteworthy work in terms of
reflecting the working conditions of the period. In this study, it is aimed
to analyse Afrodit Buhurdaminda Bir Kadin by Marxist fiction/novel
sociology approach, which is called Genetic Structuralism by Lucien
Goldmann. Composed of comprehension and explanation, this approach
analyses the text with a structuralist view while it articulates the historical
and social aspects.

Keywords: Resat Enis Aygen, Fiction/Novel Sociology, Reflection
Theory, Labour Relations, Women, Capitalism, Goldmann, Genetic
Structuralism, Marxist Fiction.
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LE COMBAT DE L’INDIVIDU CONTRE L’HOMME DE MASSE DANS
LA PIECE D’EUGENE IONESCO: RHINOCEROS

Umran TURKYILMAZ!

Oz: Uyumsuz tiyatro akiminin &ncii yazarlarindan Eugéne Ionesco,
oyunlarinda  varolusun  anlamsizhigimi  ve  insanin  kendisini
gergeklestiremeyisini grotesk ve simgesel bir anlatimla agimlar. Ionesco,
yazinsal yagaminda onemli bir doniim noktasi olan Gergedanlar adli
oyununda, Tkinci Diinya Savas1 ncesinde baslayan totaliter yonetimlerin,
insanlig1 yavas yavas ele gecirmesini irdeler. Yazar, gercekiistli anlayisla
yazdig1 oyununda yagamin anlamini ve bilingaltin1 sorgular. Totaliter
yonetimde yasayan insanlarin, baskilara dayanamayarak siirii haline
geldiklerini ve ozgiir iradelerini baskalarina teslim etmelerinin trajik
sonuglarint vurgular. Oyun, Nazizm siiresince insanoglunun yasadigi
barbarliga karsi bir ¢iglik gibidir. Usdisi bir imge olarak algilanan
gergedanlagsma, birbirlerine benzeme istegi sonucunda bagkalagan
¢ogunlugun kisiliklerini yitirmeleri ve daha gii¢lii bir hale gelerek diger
insanlar1 ezme diigiincesine dayanir. Ionesco, biiyiik yankilar uyandiran
oyunu araciliftyla insanin sikismislhigini ortaya koyar. Toplumun siirii
kimligine biiriinmesini ve hegemonik gii¢c haline gelen her seyi elestirir.
Zamana uyma kaygisindaki insanin yasam karsisindaki caresizligine,
yalnizli§ina, umutsuzluguna, korkularina ve diis kirikliklarina odaklanir.
Ionesco, insanoglunu temel sorunlari ile yiizlestirdigi oyununda,
Fransizlarin Alman iggali altindayken siddete karst koymamalarinin
yergisini yapar. Her tiir bagnazliga ve zorbalia karsi ¢ikan yazar,
insanoglunun otoriteye teslim olmadan, O6zgiir iradesini kullanarak
yazgisini belirlemesinin  onemini vurgular. Baski ve siddete karst
baskaldiran insanin, kosulsuz bir sevgi ile onurundan vazge¢memesi
gerektigini dile getirir. Calismamizda, bagkalasim yoluyla gergedanlagan
bir toplumun ilkelerini yadsima olgusu, metne bagli inceleme yontemi
1s181inda ¢oziimlenmeye caligilacaktir.

Anahtar Sozciikler: Eugéne lonesco, Gergedanlar, 20. Yiizyil, Uyumsuz
Tiyatro.
Introduction

Dans sa piece Rhinocéros qui marque un tournant majeur dans la vie de
I’auteur, Eugéne Ionesco révele comment les régimes totalitaires émergeant
avant la Seconde Guerre Mondiale s’emparent peu a peu de l'humanité. Il
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interroge les raisons d’étre et le subconscient de la dépression que les guerres
infligent aux hommes. Paul Vernois affirme qu’lonesco est condamné & mener
deux batailles dans deux fronts: 1’'une contre le théatre traditionnel et 1’autre
contre le théatre engagé (Vernois, 1972, p. 36). Selon Ionesco, il n’y a de
théatre que s’il y a antagonisme (Ionesco, 1962, p. 15). Dans ses picces
composées dans un concept surréaliste et écrites de maniére impartiale, 1’auteur
questionne I’homme et le sens de la vie humaine. Il dessine 1’écervellement des
hommes vivant sous des régimes totalitaires et ne pouvant davantage supporter
les oppressions; ainsi que les résultats tragiques de la concession de leur libre
arbitre a autrui. La piéce est un cri poussé contre la barbarie vécue par
I'humanité durant le nazisme. Eugéne lonesco, chez qui le dadaisme et le
surréalisme sont les principales influences, précise que Rhinocéros est né du
mouvement naziste en Roumanie, son pays natal. L'auteur traite avec rigueur
l'insignifiance de l'existence et du non-accomplissement de soi.
En se basant sur les principes opposés tels que « tragédie-farce », « prose-
poésie », « réalité-illusion », « ordinaire-extraordinaire », il tente de dévoiler le
comique dans le tragique et le tragique dans le comique en tant que « mélodie de
I'absurde ». Il tord la réalité et I'abime, l'automatise; détruit la raison et la
logique, la réalit¢ psychologique, la sémantique de la langue; caricaturise le
quotidien monotone de la bourgeoisie en employant une forme absurde: Par
l'intermédiaire d'un récit symbolique a plusieurs sens, il ridiculise la langue et
transforme la réplique en récit de l'absurde. Afin d'aboutir a cette fin, il se sert de
sons insignifiants, de paroles clichées, de slogans, de fausses analogies et
d'erreurs de logiques (Caliglar, 1995, p. 321).
La piece commence dans un café d’un petit village lointain ou I’on entend les
sons respiratoires caractéristiques d’un rhinocéros qui est en train de courir et de
s’approcher rapidement. Lorsque les gens commencent a parler a haute voix
pour mieux s’entendre a travers le bruit que fait ’animal, ils se rendent compte
tout-a-coup qu’un rhinocéros vient de foncer dans le café et tout le monde
essaie de s’échapper.

La serveuse: Mais qu’est-ce que c’est?

Jean: Oh! un rhinocéros! (Les bruits produits par I’animal s’éloignent a la méme
vitesse, si bien que ’on peut déja distinguer les paroles qui suivent; toute cette
sceéne doit étre jouée tres vite, répétant ;) Oh! un rhinocéros!

La serveuse: Oh! un rhinocéros!

L’¢épiciere (qui montre sa téte par la porte de 1’épicerie) : Oh! un rhinocéros! (A
son mari, resté dans la boutique :) Viens vite voir, un rhinocéros!

Le logicien: Un rhinocéros, a toute allure sur le trottoir d’en face!
La menagére: Ah! Oh! (Ionesco, 1959, p. 23-24).
1. L’homme de masse

\

Les villageois habitués a toujours vivre dans la méme nonchalance et
insouciance ne font que continuer a discuter lorsqu'ils entendent les bruits.
Quand ceux-ci s'atténuent, ils trouvent que la situation est assez rare. Ils sont

218



Umran TORKYILMAZ NS

stupéfaits devant cette scene a laquelle ils ne réagissent pas et n'arrivent pas a
comprendre combien c'est bizarre.

Jean, a Bérenger: Un rhinocéros! Je n’en reviens pas!
, g

Bérenger, a Jean: Ca se voit que vous n’en revenez pas. C’était un rhinocéros, eh
bien, oui, ¢’était un rhinocéros!... Il est loin... Il est loin...

Jean: Mais voyons, voyons... C’est inoui! Un rhinocéros en liberté dans la ville,
cela ne vous surprend pas? On ne devrait pas le permettre! (...) Si vous estimez,
pourquoi me contredisez-vous en prétendant qu’il n’est pas dangereux de laisser
courir un rhinocéros en plein de centre de la ville, surtout un dimanche matin,
quand les rues sont pleines d’enfants... et aussi d’adultes...

Bérenger: Je n’ai jamais affirmé qu’il n’était pas dangereux de laisser courir un
rhinocéros dans la ville. J’ai dit tout simplement que je n’avais pas réfléchi a ce
danger. Je ne me suis pas pos¢ la question (Ionesco, 1959, p. 33-34-39).

Les villageois entament des discussions de plus en plus animées sur les
rhinocéros qui aboutissent a des disputes enflammées dans une atmospheére
tendue. On s’interroge sur si ¢’est bien le méme rhinocéros, s’il a une ou deux
cornes, et sur son origine.

Bérenger: Non, ce n’était pas le méme rhinocéros. Celui de tout a ’heure avait
deux cornes sur le nez, c’était le rhinocéros d’Asie; celui-ci n’en avait qu’une,
¢’était un rhinocéros d’ Afrique!

Jean a Bérenger: Vous vous trompez, ¢’est le contraire!

Bérenger: D’abord, c’est le rhinocéros d’Asie qui a une corne sur le nez, le
rhinocéros d’Afrique, Iui, en a deux...

La ménagere: Il était si mignon! (Ionesco, 1959, p. 70-71).

Les personnages qui au début ignorent la réalité en sous-estimant la menace qui
existe, deviennent peu a peu des rhinocéros apparaissant dans tous les espaces.
Les animaux qui se multiplient et assi¢gent le village en amas réguliers écrasent
et détruisent en émettant leurs bruits bizarre tout sur leur passage.

Bérenger: Concierge, concierge, vous avez un rhinocéros dans la maison,
appelez la police! Concierge! Encore un! Mon Dieu! Ciel! Ah mon Dieu! Il y en
a tout un troupeau maintenant dans la rue. Une armée de rhinocéros, ils dévalent
I’avenue en pente... (Il regarde de tous les cotés). Par ou sortir, par ou sortir! ...
Si encore ils se contentaient du milieu de la rue! Ils débordent sur le trottoir, par
ou sortir, par ou partir! (Affolé, il se dirige vers toutes les portes, et vers la
fenétre, tour a tour, tandis que la porte de la salle de bains continue de s’ébranler
et que I’on entend Jean barrir et proférer des injures incompréhensibles. Le jeu
continue quelques instants: chaque fois que dans ses tentatives désordonnées de
fuite, Bérenger se trouve devant la porte des Vieux, ou sur les marches de
P’escalier, il est accueilli par des tétes de rhinocéros qui barrissent et le font
reculer. Il va une derniére fois vers la fenétre, regarde.) Tout un troupeau de
rhinocéros! Et on disait que c¢’est un animal solitaire! (...) Ils ont démoli tous les
bancs de ’avenue. Comment faire? Rhinocéros! Rhinocéros! (Ionesco, 1959, p.
165-166).
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Bien que les réactions soient différentes de part et d’autre, personne n’avance
d’opinion sur les mesures a prendre contre les rhinocéros. A travers Rhinocéros,
Eugéne lonesco dresse la paralysie de I'homme qui adhére a la pensée
despotique. Il étudie I’inconscience des sociétés et ’homme dans sa course
d’adaptation a l’air du temps. Il souléve la problématique de la nature du
comportement humain. Un entretien accordé au Figaro Littéraire nous éclaire
sur ce point:
Jai fait, il y a longtemps déja, I’expérience du fanatisme (...) C’était terrible. Le
fanatisme défigure les gens, (...) les déshumanisme. J’avais 1’impression
physique que j’avais affaire a des étres qui n’étaient plus possible de s’entendre
avec eux. J’ai eu I’idée de peindre sous les traits d’un animal ces hommes déchus
dans I’animalité, ces bonnes fois abusés, ces mauvaises fois qui abusent (Weber,
1960, p. 9).
Les piéces d’Eugéne lonesco naissent des deux conditions de la conscience
humaine qui se positionne entre néant et existence, lumicre et obscurité absolue.
L’auteur qui s’oppose a la perception et aux formes du théatre traditionnel
critique I’établissement et le maintien de 1’ordre. Dans 1’oeuvre, les fondements
de la philosophie existentialiste réitérés s'érectent sur 1’insignifiance du monde.
Dans ce contexte-ci les craintes, I’aliénation et I’isolement du personnage de
Bérenger -qui se sent piégé dans son bureau de travail et qui, a travers ’alcool,
cherche I’issue d'un monde auquel il ne peut attacher de sens- sont affichés dans
une farce grotesque:
Jean: Voila ce que c’est de boire, vous n’étes plus maitre de vos mouvements,
vous n’avez plus de force dans les mains, vous &tes ahuri, esquinté. Vous creusez
votre propre tombe, mon cher ami. Vous vous perdrez.
Bérenger: Je n’aime pas tellement I’alcool. Et pourtant si je ne bois pas, ¢a ne va
pas. C’est comme si j’avais peur, alors je bois pour ne plus avoir peur.

Jean: Peur de quoi?
Bérenger: Je ne sais pas trop. Des angoisses difficiles a définir. Je me sens mal a

’aise dans ’existence, parmi les gens, alors je prends un verre. Cela me calme,
cela me détend, j’oublie.

Jean: Vous vous oubliez!

Bérenger: Je suis fatigué, depuis des années fatigué. J’ai du mal a porter le poids

de mon propre corps... (Ionesco, 1959, p. 42-43).
Bérenger qui néglige beaucoup son habit et son apparence ne peut plus
supporter le poids de sa propre solitude. Dans sa vie morne, il sent jusqu’aux os
I’existence « absurde » dans laquelle il est tombé. Il boit constamment pour
trouver du courage et de la détermination. La timidité qu’il ressent a exprimer
son amour envers sa compagne Daisy, il ne la ressent méme pas quand il est en
présence des rhinocéros. En dépit de I’insouciance stupéfiante du héros, Eugéne
Ionesco cherche a se faire épanouir Bétrenger et a lui faire gagner du bon sens.

Jean: Vous étes dans un triste état, mon ami.

Bérenger: Dans un triste état, vous trouvez?
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Jean: Je ne suis pas aveugle. Vous tombez de fatigue, vous avez encore perdu la
nuit, vous baillez, vous étes mort de sommeil... Vous puez I’alcool!

Bérenger: J’ai un petit peu la guele de bois, c’est vrai!

Jean: Vous étes tout décoiffé! Tenez, voici un peigne! (Ionesco, 1959, p. 17-18).

Jean se pleint que Bérenger est retardataire, boit trop et manque de force de
volonté, et il se moque sans cesse de lui. Il lui conseille de réfléchir, de visiter
les musées, d’assister aux conférences, de lire les magazines et d’utiliser sa
raison pour qu’il s'accomplisse soi-méme. Bérenger regoit avec bienveillance
les conseils de Jean qui également lui suggere de tirer des lecons de résolution
et d'accepter les bons conseils. La, 1’attitude autoritaire et agressive de Jean qui
critique sans cesse I’apparence fénéante et fatigué de Bérenger est exhibée.

Jean a Bérenger: Tenez, au lieu de boire et d’étre malade, ne vaut-il pas mieux

étre frais et dispos, méme au bureau? Et vous pouvez passer vos moments

disponibles d’une fagon intelligente.

Bérenger a Jean : C’est-a-dire?...

Jean a Bérenger: Visitez les musées, lisez des revues littéraires, allez entendre

des conférences. Cela vous sortira de vos angoisses, cela vous formera 1’esprit.

En quatre semaines, vous étes un homme cultivé.

Bérenger a Jean: Vous avez raison! (Ionesco, 1959, p. 54).

Bérenger qui au début de la piece est peint comme un personnage indécis et
faible se questionne sur sa propre existence. Il est enlisé dans les problémes et
sent qu’il faut percevoir la vérité et ne pas renoncer a la lutte. Si bien que le
comportement qu’adopte Bérenger peut étre analysé sous 1’angle existentialiste.
I1 accepte sa condition humaine librement sans se métamorphoser en rhinocéros.
En résistant a la « rhinocérisation » autour de Iui et a 'oppression, il méne sa
lutte pour rester humain. Par son choix, il invite les autres a ne pas rester passifs
devant le mal. Il réalise qu’il doit réagir au nom de tout le village, car la
rhinocérisation est une épidémie grave et I’humanité entiére doit s’armer contre
elle. Parce que ceux qui n’ont pas encore réalisé leur individualité sont en train
de se métamorphoser et de se multiplier au creux de I’insouciance et de
I’apathie universelles.

Au long de la piece, le nombre des rhinocéros s’accroit rapidement. Méme ceux
qui résistent le plus ne peuvent empécher leur front de gratter, de rougir et enfin,
de faire pousser une corne. Ceux qui étaient pétrifiés par les rhinocéros et qui
les reniaient lorsqu’ils n’étaient que minoritaires s’adaptent au changement
quelque peu plus tard. Une fois que les animaux deviennent majoritaires, les
renieurs commencent méme a louer leurs vertus. Cette fois-ci, ils excluent,
renient et maltraitent les personnes qui n’ont pas encore de corne sur leur front.
A ce stade-1a, il est évident que la société adopte une identité de troupeau. La
catastrophe résultant de la rhinocérisation est réduite a 1’échelle individuelle;
ainsi, les hommes croient qu’ils n’ont aucun autre choix que de se rendre aux
rhinocéros qu’ils estiment &tre des étres divins. « Pour eux, I’Histoire c’est tout
simplement la raison du plus fort, I’idéologie d’un régime qui s’installe et qui
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triomphe. Que ce soit n’importe lequel. On trouve toujours les meilleurs raisons
pour justifier une idéologie triomphante » (Jacquart, 1995, p. 74).

2. Le combat de I’individu

En insistant que la majorité ne mérite pas d’étre individu, Eugéne lonesco réduit
I’individu au personnage de Bérenger. A la fin de la piéce, Bérenger donne une
réaction onthologique. Impuissant devant 1’épidémie, le devoir de Bérenger
n’est pas de trouver une issue mais de faire réfléchir. Lorsque la propagation de
I’épidémie s’arréte, Bérenger aussi achéve son processus de prise de conscience.
Dans Rhinocéros, on observe que la majorité ne résiste pas, qu’elle renonce a
penser et qu’elle finit par céder. Ceux qui se métamorphosent en rhinocéros font
vite de faire taire les autres et ils n’hésitent pas un instant a sacrifier ’humanité
a leurs propres fins minuscules. Ces gens-la qui préferent vivre sans identité
choisissent de se métamorphoser et finissent par se ressembler. Par conséquent,
ils sont soulagés du poids de leur liberté et des soucis de leurs pensées. Les
personnages qui réalisent I’inévitabilit¢ de la mort esperent se dissocier d’elle
en se transformant en rhinocéros. Peut-étre révent-ils de devenir immortels en
voulant se transformer en un animal plus solide. « La rhinocérité détruit
I’amitié, 1’amour, la morale «humaniste » et supprime les institutions
démocratiques bref, I’apport de la civilisation » (Frois, 1972, p. 59).

Chez le personnage de Bérenger, il est question d’une force de volonté maitrisée
et d’une résistance a 1’épidémie. « Tout au long du récit, (...) Bérenger lutte
pour préserver son humanité en s’opposant a la société » (Jacquart, 1995, p.27).
Bérenger qui constitue la minorité, et qui est un individu en soi, est exclu de la
société et est amené a mener un combat constant contre la majorité.

Bérenger: J’ai peur de devenir un autre (...) Je n’en reviens pas, vous savez. (...)

Jaurais voulu vous y voir. Jean était mon meilleur ami. Et ce revirement qui

s’est produit sous mes yeux, sa colére!

Dudard: D’accord vous avez été décu, c’est entendu. N’y pensez plus.

Bérenger: Comment pourrais-je ne pas y penser! Ce gargon si humain, grand

défenseur de I’humanisme! Qui 1’elit cru! Lui lui! On se connaissait depuis...

depuis toujours. Jamais je ne me serais douté qu’il aurait évolué de cette facon.

Jétais plus shr de lui que de moi-méme! Me faire ¢a, a vous! (Ionesco, 1959, p.

174-175).
Le héros représente un homme qui résiste a cause du poids que ceux qui se
transforment en rhinocéros font peser sur sa conscience. Il essaie de contrdler
les éveénements en pleine conscience; et lorsqu’il n’y arrive pas, il souffre
beaucoup. Dans Rhinocéros d’Eugéne lonesco, I’absurdité de la situation se
manifeste quand les gens ferment les yeux a la réalité soit en déniant le danger,
soit en le rationalisant. La participation graduelle des hommes aux troupeaux de
rhinocéros est excusée sous divers prétextes:

Jean: Je n’aime pas les gens tétus. Et alors, s’il est devenu rhinocéros de plein

gré ou contre sa volonté, ¢a vaut peut-étre mieux pour lui.

Bérenger: Que dites-vous 1a, cher ami? Comment pouvez-vous penser...
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Jean: Vous voyez le mal partout. Puisque ¢a lui fait plaisir de devenir rhinocéros,
puisque ¢a lui fait plaisir! Il n’y a rien d’extraordinaire a cela (...) Apres tout, les
rhinocéros sont des créatures comme nous, qui ont droit a la vie au méme titre
que nous! (Ionesco, 1959, p. 157-158).

D’avis que la société se trompant elle-méme a perdu I’esprit et que le monde
entier est infecté, Bérenger se met a résister. Protestant contre le délire des
hommes et angoissé, il désire se marier avec Daisy, son amoureuse, et faire des
enfants avec elle; car il espere créer un monde sain. Pourtant, il ne peut réaliser
ce projet parce que Daisy, sa compagne, devient la derniere des rhinocéros.

Bérenger: Ecoute, Daisy, nous pouvons faire quelque chose. Nous aurons des

enfants, nos enfants en auront d’autres, cela mettra du temps, mais a nous deux

nous pourrons régénérer I’humanité.

Daisy: Régénérer ’humanité?

Bérenger: Cela s’est déja fait.

Daisy: Je ne veux pas avoir d’enfants. Ca m’ennuie.

Bérenger: Comment veux-tu sauver le monde alors?

Daisy: Pourquoi le sauver? (Ionesco, 1959, p. 236-237).

Bérenger se rend compte qu’il ne peut empécher Daisy de rejoindre les
rhinocéros. Lorsqu’il lui partage la nécessité de s’échapper de cet espace ou les
deux vivent, Daisy le prend pour un fou et lui dit que cette preuve de faiblesse
ne peut étre comparée a la vitalité des rhinocéros. Selon Daisy qui pense que
c’est son devoir de faire partie des animaux, ces-derniers sont des étres divins.
Malgré les nombreux avertissements de Bérenger, Daisy dont il est tellement
amoureux finit par rejoindre les bétes. Ici, le personnage de Daisy représente les
foules qui rejoignent les masses en concédant leur libre arbitre a 1’ autorité.
Daisy, a Bérenger: On s’y habitue, vous savez. Plus personne ne s’étonne des
troupeaux de rhinocéros parcourant les rues a toute allure. Les gens s’écartent sur
leur passage, puis reprennent leur promenade, vaquent a leurs affiares, comme si
de rien n’était.
Dudard: C’est ce qu’il y a de plus sage. (Ionesco, 1959, p. 211).

Eugéne Ionesco met I’emphase sur I’importance de 1’individu contre 1’¢lément
de la foule dénué de sens de responsabilité et dont les sens physiques se
détériorent. Selon lonesco, aucun systéme politique ne peut sauver I’homme de
la peur de la mort et de la peine de la vie. En effet, on observe chez I’homme
I’existence d’une essence qui le fait se sentir impuissant. Rhinocéros ou l'auteur
confronte ’homme a ses problématiques fondamentales et qui peut étre
qualifiée de pi¢ce anti-naziste, accuse les Francais qui ne se sont pas opposés
fermement a la barbarie naziste sous 1'Occupation allemande. En réalité,
Bérenger qui résiste a la rhinocérisation se bat contre tous genres de terrorisme.
A ce stade-1a, qu’importe le nom par lequel I’on apelle la rhinocérisation de
masse; que ce soit « contagion », « occupation » ou « épidémie ». Ce qui
importe a Eugeéne lonesco, c’est la satire de la violence. L’auteur affiche
I’approche d’oppression qui ne nourrit aucun contraste d’idées et qui tente
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méme de les anéantir. Effectivement, dans la piece, les troupeaux de rhinocéros
contribuent a 1’établissement du systeme de pensée qui les opprime, mais en
plus, ils sont les responsables de leur propre disparition. Eugéne Ionesco fait
crier le personnage de Botard « Suivre son temps! » (Ionesco, 1959, p.206)
avant qu’il ne se métamorphose lui aussi. Avec ce cri, la position de Botard est
rivetée. Instituteur de primaire retraité, Botard dénie la réalité des rhinocéros
qu’il croit au début n’étre qu’une illusion. Il affirme qu’il n'a jamais vu de
rhinocéros dans son pays et que ces animaux irréels ne sont qu’un mythe.

Monsieur Papillon: Le voila. En bas! C’en est un!

Botard: Je ne vois rien du tout. C’est une illusion.

Dudard: Mais si, 13, en bas, il tourne en rond.

Monsieur Papillon: Messieurs, il n’y a pas de doute. Il tourne en rond. (Ionesco,

1959, p. 113-114).
Botard ne peut donner de sens aux soucis de ceux qui s’engouffrent dans la
tristesse: en fait, ils viennent de perdre encore un des leurs qui s’est
métamorphosé. Botard est pris de terreur devant ce phénoméne qu’au début il
ne faisait simplement qu’observer et qu’il choisissait d’ignorer.

Dudard: Je voudrais bien les connaitre, les dessous...

Botard, continuant, terrible: Et je connais aussi les noms de tous les
responsables. Les noms des traitres. Je ne suis pas dupe. Je vous ferai connaitre
le but et la signification de cette provocation! Je démasquerai les instigateurs »
(Tonesco, 1959, p. 128).

Avec Rhinocéros qui eu de grandes répercussions, Eugéne lonesco critique tout
ce qui devient un pouvoir hégémonique dans les années suivant la Seconde
Guerre Mondiale. Dans le désespoir de sa condition, [’homme ressent
profondément de la peur, de la méfiance, de la culpabilité, de I’angoisse et de la
dépression a 1’égard des forces qu’il ne comprend pas. Il est sans cesse dégu
dans sa quéte de valeurs repéres. Il est entrainé dans le néant par la terreur des
régimes d'oppression. En se fixant comme point de départ la problématique du
néant de I’existence et de 1’insignifiance de la vie, lonesco arbore I’absurdité de
la vie. Les initiatives du personnage de Bérenger ne sont souvent pas comprises,
car les villageois dénués de sens d’autonomie et de réflexion donnent souvent
des réactions conformistes devant les événements. Ils s’expriment avec
arrogance et fermeté, la-derniére se répandant rapidement chez les autres; ainsi
apportant le risque de réduire I’homme a 1’état d’esclave. Ici, en brandissant la
nécessité pour I’homme de déterminer sa propre destinée, lonesco questionne
les valeurs humaines. D’apres lui, les hommes ne peuvent donner de sens a leur
vie que s’ils font usage de leur libre arbitre en pleine conscience de leurs
responsabilités.

Bérenger qui depuis le début de la piece n’est que simple spectateur de la vie
sous la léthargie de 1’alcool commence a sentir que sa propre irresponsabilité et
indifférence jouent un role dans la rhinocérisation des autres. Toujours est-il
qu’a la fin de la piéce, en résistant a l’autorité, en se révoltant et en ne
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concédant pas sa personnalité, Bérenger trouve le sens de sa vie a travers un
amour inconditionnel envers toute I’humanité.

Durant un reportage, Eugéne Ionesco exprime son souci concernant la
métamorphose des hommes en rhinocéros:

\

«La contagion d’une idée soudaine entraine & une nouvelle religion, une
nouvelle doctrine, un nouveau fanatisme. Je ne sais pas si vous 1’avez remarqué:
lorsque les autres ne partagent pas vos idées, tout d’un coup ils se croient faire
face a des monstres. Comme par exemple des rhinocéros. IIs ont I’ingénuité et la
sauvagerie des rhinocéros. Si vous ne pensez pas comme eux, ils peuvent vous
tuer en un clin d'eeil » (Arcan, 2014).

Ce ne sont pas simplement les hommes qui se transforment en ces animaux
identiques; les institutions aussi prennent leur part dans cette métamorphose de
masse. Les rhinocéros ne parlent pas la langue des hommes; ¢’est pourquoi ils
ne peuvent communiquer avec personne. On est témoin a des regards qui ne
reflétent pas les paroles dites. Ces-dernieres, tordues, manifestent I’absence
d'une vie intérieure. L auteur qui rejette tout ensemble de régles démontre que
les personnes possédées par d'autres esprits perdent leur identité.
Bérenger (regardant par la fenétre) : Il n’y a plus qu’eux, dans les rues. (Il se
précipite vers la fenétre du fond.) Il n’y a plus qu’eux! Vous avez eu tort, Daisy.
(I regarde de nouveau par la fenétre de face.) A perte de vue, pas un étre
humain. Ils ont la rue. Des unicornes, des bicornus, moitié moiti¢, pas d’autres
signes distinctifs! (Ionesco, 1959, p. 219).
Bérenger est déchiré devant I’impuissance causée par la rhinocérisation qui
engendrera 1’extinction de I'humanité. Il observe avec crainte la maladie de son
ami s’aggraver et paniquant, il réalise 1’échelle du danger lorsque son ami
achéve sa métamorphose. Le héros qui a peur d’étre contaminé et qui se bat
pour ne pas céder est bouleversé devant le résultat de la transformation de Jean.
Quand il commence a tousser en méme temps qu’il entend les bruits des
rhinocéros venant de la rue, il panique. Aussi vite, il se rend compte qu’il n'a
pas de corne sur son front. Dés lors, il décide de prendre sa destinée en main. Il
se sent tout seul et désire vaincre le mal en avertissant les autorités. Se sentant
attaché a I’humanité et conscient de sa responsabilité, le personnage définit lui-
méme sa vie. Tout en sachant combien c’est dur, il poursuit sa vie en
persévérant devant I’impossible, en déterminant ses propres régles et en
empéchant les autres de décider pour lui. Le seul qui ne céde pas, c’est
Bérenger; ceux qui sont convaincus, ce sont en fait les trompés. A travers le
personnage de Jean qui est le premier a se métamorphoser en rhinocéros,
Ionesco dépeint la soif qu’a I'homme d’un pouvoir brutal. Jean ne se sent pas
bien: d’abord sa voix change, ensuite, son teint s’enverdit davantage. Sa
respiration devient celle d’un rhinocéros. Sa peau s’endurcit, une corne pousse
sur son front et il est rhinocéros¢. Les phrases qu’il choisit pour parler sont
alarmantes:

Jean: Je n’ai pas le temps de me reposer. Je dois chercher ma nourriture.

Bérenger: Vos veines ont ’air de se gonfler. Elles sont saillantes.
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Jean: C’est un signe de force.

Bérenger: Votre peau...

Jean: Qu’est-ce qu’elle peut vous faire ma peau? Est-ce que je m’occupe de votre
peau?

Bérenger: On dirait... oui, on dirait qu’elle change de couleur a vue d’ceil. Elle
verdit. Elle durcit aussi (Ionesco, 1959, p. 148-149).

Jean qui peu a peu se métamorphose mentalement et physiquement se dirige a
écraser ceux qui se mettent sur son passage:

Jean: L’homme... Ne prononcez plus ce mot!

Bérenger: Je veux dire 1I’étre humain, ’humanisme. ..

Jean: L humanisme est périmé! Vous étes un vieux sentimental ridicule.
Bérenger: Enfin, tout de méme, 1’esprit...

Jean: Des clichés! vous me racontez des bétises (Ionesco, 1959, p. 161).

Rhinocéros comportent les satires d’Eugéne lonesco contre le totalitarisme.
Bérenger, seul individu, tente de survivre dans un monde ou tout se rhinocérose.
Dans cet espace faisant abris au chaos social et ou la majorité se transforme en
béte, Bérenger proteste, résiste et choisit d’étre un homme. La résistance de
Bérenger a la contagion montre que face aux oppressions, I’homme ne doit pas
renoncer a sa dignité. Le fait que les gens imitent et s’approprient les opinions
des autres peut étre aussi bien expliqué par la peur de solitude que la
psychologie de masse. Au début, les mugissements horribles des rhinocéros,
leur couleur verte et leur bouclier féroce écoeuraient les villageois. Avec le
temps, la rhinocérosation s’empare de tous les esprits. Les animaux géants a
boucliers épais forment un troupeau sauvage qui écrase et détruit tout sur son
passage. Le personnage de Bérenger qui apparait comme un anti-héros au début
des Rhinocéros a l'air d'un héros a la fin de la piece. Il est obligé de continuer la
lutte afin de préserver sa dignité humaine. L’écoeurement qu’il ressent lorsqu’il
est envahi par les animaux devient plus clair vers la fin de la piéce et c'est 1a que
sa volonté se manifeste. Le dernier geste de la piece est accompagné des paroles
du héros:
Bérenger, se regardant toujours dans la glace: Je suis tout a fait seul maintenant.
On ne m’aura pas, moi. Vous ne m’aurez pas, moi. (// s ’adresse a toutes les tétes
de rhinocéros.) Je ne vous suivrai pas, je ne vous comprends pas ! Je reste ce que
je suis. Je suis un étre humain. Un étre humain. La situation est absolument
intenable. C’est ma faute, si elle est partie. J’étais tout pour elle. Qu’est-ce
qu’elle va devenir? Encore quelqu’un sur la conscience. J’imagine le pire, le pire
est possible. Pauvre enfant abandonnée dans cet univers de monstres! Personne
ne peut m’aider a la retrouver, personne, car il n’y a plus personne. (...) Je me
défendrai contre tout le monde! Ma carabine, ma carabine! Contre tout le monde,
je me défendrai! Je suis le dernier homme, je le resterai jusqu’au bout! Je ne
capitule pas! (Ionesco, 1959, p. 243-245-246).
Dans ces lignes, on est témoin d’une prise de conscience et d’une volonté de
combat exemplaires. Cette prise de conscience prouve a quel point il est
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difficile de ne pas céder. Pour Bérenger qui est désormais tout seul, cette
solitude représente la dignité de ’homme qui dit « non » et du rejet des valeurs
d’une société qui se rhinocérose. Sous son indifférence, fénéantise et
insouciance apparentes, Bérenger décide de ne pas se métamorphoser et croit en
I’homme. Pour s’échapper de la menace des rhinocéros, il accepte sa
responsabilité. Il se questionne sur le sens de sa propre existence et en
s’accomplissant, assume les conséquences de ses actes. Ainsi, le portrait de
Bérenger est terminé. Dans la derniére scene, le héros qui cherche I’illumination
par opposition a ceux qui fuient la vérité se parle a lui-méme et se résolue. Lui
qui au début restait dans I’ombre en pensant que la majorité avait raison ou bien
qu’il allait céder, s’éveille avec un frisson soudain. Il crie qu’il ne se
transformera pas en rhinocéros et qu’il ne se rendra pas. Au final, c'est Bérenger
qui tient sa destinée en main de plein gré. A part lui, méme pas un n’est épargné
de la contagion et de la métamorphose de masse.

Conclusion

Avec Rhinocéros, Eugene lonesco désire que ’homme, condamné a étre écrasé
par la menace d’une force invisible, se défende. L’individu qui se dresse seul
devant I’¢lément de la foule qui n’a aucun sens de la responsabilité et dont les
sens physiques sont gravement oblitérés est obligé d’affranchir toutes les
difficultés. D’apres ’auteur, il est facile pour I’homme de masse de vivre a
I’age industriel; car il lui suffit d’étre dominé. Par contre, ceux qui arrivent a
étre des individus sont obligés de franchir des obstacles qu’ils ne peuvent
grimper. Bérenger est écrasé dans la société ou il vit, il se trouve dans monde
étranger et perd tout espoir. Il est résolu, de plein gré, a ne pas renoncer a sa
dignité humaine, et ceci est livré avec grande maitrise par l'auteur.
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THE BATTLE OF THE INDIVIDUAL AGAINST THE MASSES IN
THE PLAY OF EUGENE IONESCO CALLED RHINOCEROSES

Abstract: One of the pioneer writers of the absurd theatre stream, Eugéne
Tonesco, describes the meaninglessness of existence and the failure of
mankind in realizing himself by means of a grotesque and symbolic
depiction. Eugéne Ionesco exhibits the gradual capture of mankind by
totalitarian regimes, which gained power prior to the Second World War,
in his famous play Rhinoceroses, which is an important mile stone in his
literary life. The writer questions the meaning of life and
subconsciousness in his play, which he wrote in a surrealistic approach.
He emphasizes the fact that people, who lived under a totalitarian regime,
began to form a herd by being unable to resist continuous political
pressure anymore and tragic consequences of the fact that they delivered
their free will over to others. The play seems to be like a scream against
barbarism that humanity had suffered from during the Nazi regime.
Becoming a rhinoceros, which is perceived as an irrational image, is
based upon the loss of identity of the transforming majority due to the
willingness to resemble one another and to oppress other people by
becoming a stronger entity. lonesco demonstrates the situation, in which
mankind is caught in between, by means of his play, which yielded a
tremendous echo in its context. He criticizes the fact that society endorsed
a gregarious identity and everything that turned into a hegemonical
power. He focuses on hopelessness, loneliness, desperateness, fear and
disappointment of mankind, who is anxious about adapting oneself to
time with respect to life. Eugéne Ionesco makes use of irony and satire of
the lack of resistance in France to violence whilst being under German
occupation, in his play through which he confronts people with their basic
problems. The author, who opposes all kinds of fanaticism and despotism,
underlines the importance for mankind to determine their destiny by
exerting their own free will, without surrender to any authority. He states
that people, who revolt against oppression and violence, should never
give up on their unconditional love and honour. By means of a text-based
methodology, we try, in this study, to analyse the denial of principles of a
society that turns into a crowd full of rhinoceroses as a result of
metamorphosis.

Keywords: Eugéne Ionesco, Rhinoceroses, 20™ Century, the Theatre of
the Absurd.
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Oz: Nasil ki kiiltiir bilgisi dil 6grenmenin bir pargasi ise, giiniimiiz
smiflarinda teknolojinin kullanimi da hizla yabanci dil derslerinin
vazgecilmez bir pargasi haline gelmektedir. Bu ifadeden yola ¢ikarak bu
calisma derslerde destek materyal olarak kullanilan akilli tahtalarin
hazirlik smiflarinda kiiltiirlerarasi 6grenme siireglerine iligkin etkilerini
ortaya koymak amaci ile yapilmistir. Bu baglamda, hem ders veren
Ogretim elemanlariin kiiltiirleraras1 6grenmeye yonelik goriislerini tespit
etmek, hem de kullanilan &gretim materyalinin ve akilli tahtanin
kiiltiirleraras1 6grenme etkinliklerindeki etkisini saptamak amaciyla agik
uclu sorular kullanilmistir. Aragtirma ydntemi olarak nitel arastirma
yontemi secilmis ve anket sorulari hazirlik siniflarinda ders veren 6gretim
elemanlarina yoneltilmistir. Anket silirecinde toplanan ses kayitlarinin
dokiimleri igerik olarak konuya uyan basliklar altinda siniflandirilmis ve
baglama cevap veren, konuya iliskin en agik cevaplart iceren bazi ana
temalar belirlenmistir. Degerlendirme sonucunda temel olarak yabanci dil
ogretiminde akilli tahta kullaniminin 6gretim elemanlari agisindan
kiiltiirlerarast konularin aktariminda motive edici ve hizli bir yardimel
olarak goriildiigi tespit edilmistir. Ayrica bu tarz destek materyallerinin
kullantmimin yayginlagsmasmin tesvik edilmesi 6gretim elemanlarinca
onerilmektedir. Fakat tiim bu sonuglara ragmen, yine de ders esnasinda
akilli tahta kullaniminin etkili bir sekilde yapilip yapilmadigi konusunda
ogretim elemanlarinin ¢ekinceleri dile getirilmistir.
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Einleitung

Seit der zweiten Hélfte der 80er Jahre zeigt sich der interkulturelle Ansatz
vorwiegend als eine Weiterentwicklung des pragmatisch-linguistischen
Konzepts, in dem die Stellung der Zielgruppen im Fremdsprachenunterricht
eine neue Form gewann. Nach dieser neuen Konzeption bedeutet auch die
Kommunikation in der fremden Welt nicht nur im Rahmen der
Alltagssituationen, um im Zielsprachenland zu iiberleben, mit dem Partner/der
Partnerin einfach zu sprechen oder blof3 die landeskundlichen Informationen zu
beherrschen. Demnach sollten auch die interkulturelle Besonderheiten und
Einzelheiten sowohl der Zielsprachenwelt als auch der eigenen Welt nach den
bestimmten Verhaltensweisen beriicksichtigt werden.

Fiir eine erfolgreiche interkulturelle Kommunikation reichen vorgegebene
Kommunikationsmuster nicht aus. Um die ,,heutige Jugend auf die Dynamik
unserer Kultur und Gesellschaftssysteme* (Borrelli, 1992, S. 7) vorzubereiten,
miissen fiir die gegenwértigen als auch die zukiinftigen Begebenheiten ein
konstruktiver und kompetenter Umgang mit Heterogenitit gegeben und die
gesellschaftliche Wirklichkeit der globalen Welt auch in den Unterricht
einbezogen werden. So hat sie die besondere aber auch schwierige Aufgabe
»das implizite Konfliktpotential, das aus widerstrebenden kulturellen Normen
erwichst, zu erkennen* (Hofmann, 1993, S. 42) und mit interkultureller
Erziechung und Kommunikation Losungswege zu entwickeln. Durch das
Zusammentreffen von Sprachen und Kulturen im Fremdsprachenunterricht kann
der angestrebte Losungsweg im Eigentlichen infolge der Forderung der sog.
interkulturellen Kompetenz im DaF-Unterricht erreicht werden. In diesem
Zusammenhang sollten die Lerner besondere Verhaltensweisen und kulturelle
Auffassungen in beiden Kulturen vergleichend kennenlernen und die
Gemeinsamkeiten feststellend ihre Anpassungsfihigkeit an der fremden Welt
erwerben, indem sie neue Blickwinkel zu anderen Kulturen entwickeln.

Aus diesem Grund spielt die groBBe rdumliche Distanz zu den deutschsprachigen
Liandern bei der Entwicklung neuer Lehrwerke eine bedeutende Rolle. Die
neuen Lehrwerke, die nach dieser Konzeption verfasst worden sind, sollten
deswegen die Themen wie Interkulturalitéit, Toleranz, Empathie, Vergleich der
kulturellen Besonderheiten, Missverstandnisse in der Kommunikation im Auge
behalten. Deshalb bedeutet das, dass die Pridsentationsweisen der Themen
verindert werden und auch die Lernverfahren wie die Ubungsformen und -
sequenzen, Aufgabenstellungen anders gestaltet werden miissen (Neuner &
Hunfeld, 2001, S. 109). Da die reale fremde Welt weder im Klassenraum noch
in der Umgebung im eigenen Land der Lerner présent ist, sondern im Unterricht
immer {iber Medien vermittelt wird, muss eine spezifische Verstehensdidaktik
zu den Kompetenzen Horen, Sehen, Schreiben und Lesen mit einbezogen der
Interkulturalitdt entwickelt werden (vgl. EBer, 2006, S. 33). Ohne in dem Land
bzw. den Léndern der Sprache zu wohnen, iiber einen ldngeren Zeitraum
hinweg, ist es jedoch sehr schwierig die Kultur wirklich kennenzulernen.
Trotzdem werden die meisten Schiiler die fremde Sprache und die fremde(n)
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Kultur(en) nur in der Schule antreffen. In diesem Sinne sollten die
interkulturellen Themen durch medienorientierte Unterrichtsverfahren im
Klassenraum in einem engen Zusammenhang vermittelt werden (Berntsen,
2013, S. 5). Aus diesem Grund iibernimmt die Lehrkraft eine neue,
richtungsweisende Aufgabe im Klassenraum (vgl. Hieronimus, 2014, S. 5). Bei
der Auswahl der medialen Materialien fiir die Unterstiitzung der
Unterrichtsthemen konnte die Lehrkraft mehr von den digitalen Medien und den
zur Verfligung stehenden technischen Gerdten im Klassenraum profitieren,
damit sie spontane Losungen zu den kommenden Fragen finden und weitere
Beispiele aus der realen Welt der Zielsprachenkultur aufweisen kann. Das
schliet dann den Sprachvergleich ausdriicklich ein. Davon ausgehend sollten
auch die Fremdsprachenlehrkrifte bei der Vermittlung der Themen nach einer
interkulturellen Konzeption ihre neuen Aufgaben und ihre Position im
Klassenraum als Helfer erfiillen, indem sie mogliche strikte Interpretationen
seitens der Schiiler vermindern bzw. mildern, mehr Toleranz suggerieren,
geeignete Ubungen auswihlen und von ihren eigenen Weltwissen profitieren.
Es geht also um die Féahigkeit der Lehrkréfte, Sinn und Nutzen der Angebote zu
erkennen, relevante von irrelevanten und seriése von unseriosen Inhalten zu
unterscheiden und die medial dargebotenen Informationen zu Wissen zu
verarbeiten (Schmidt, 2005, S. 18).

Die globalen Informationsstromungen und der zunehmende Anteil von
multimedialen Moglichkeiten, vor allem Whiteboard, erlaubt es, diese als
zusétzliche Materialien im interkulturellen DaF-Unterricht einzusetzen.
Daneben wird geglaubt, dass das Internet, als aktuellstes und umfassendstes
Medium gilt, einen allgemeinen Uberblick iiber der zurzeit vorhandenen
Materialien-Palette zu machen. In dieser Hinsicht nimmt das Whiteboard als
unmittelbares Material seine unentbehrliche Stellung im Klassenraum ein.
Besonders die themen- und inhaltsorientierten Aufgaben konnen fiir die
Studentenlernaktivitdten im Unterricht gleich nach der Themenerklarung
eingesetzt werden. Dazu konnen auch Webverkniipfungen enthaltene
zusitzliche Hilfsmaterialien zur Verfligung gestellt werden, damit auch die
Lerner auf den Inhalt des Themas vor Ort zusammenwirken koénnen (vgl.
Lepa&Koorits, 2007). Mit solchen Kleinschritten wire es auch moglich den
Lernern klarzulegen, dass der Kulturkontakt auch mit dieser Art und Weise
realisiert werden kann, obwohl nicht im Zielsprachenland gelebt wird (vgl.
Senatsverwaltung fiir Schule, Jugend und Sport, 2001).

In folgender Pilotstudie werden ersteres die Einstellungen der Lehrkréfte an der
Abteilung fiir die deutsche Literatur und Sprache an einer staatlichen
Universitét in der Tiirkei, speziell in den Vorbereitungsklassen, gegeniiber dem
interkulturellen Lernen erforscht. Die Vorbereitungsklassen veranlassen den
ersten Kontakt zur deutschen Sprache und Kultur. Der erste Eindruck und
Umgang mit der Zielkultur spielen in diesem Hinblick eine bedeutende Rolle
fiir einen erfolgreichen interkulturellen DaF-Unterricht. Der Unterricht an der
NKU in den Vorbereitungsklassen findet 20 Stunden pro Woche mit der
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Zusammenarbeit von vier Lehrkriften statt. Alle Lehrkrifte unterstiitzen ihren
Unterricht mit Hilfe des Lehrwerks Schritte International, das die dazugehdrige
Software enthdlt und deshalb steht auch das Whiteboard als Zusatzmaterial in
allen gegebenen Seminarrdumen zur Verfiigung. Mit diesen Materialien wird
abgezielt, den Unterricht in einer kreativen, modernen und motivierenden
Methodik zu gestalten. Zweitens wird beabsichtigt festzustellen, ob es
angesichts der Lehrkrifte Defizite im Bereich Landeskunde/Interkulturalitdt in
dem Lehrwerk Schritte International vorhanden sind oder als ausreichend
gelten. In Anbetracht des moglichen Defizits soll hinterfragt werden, ob die
moglichen Méngel des zur Verfiigung stehenden Whiteboards ergidnzt werden
konnen.

1. Methode
1.1 Forschungsansatz und Datenerhebung

Die vorliegende Studie intendiert die Vorgehensweise der Lehrkrifte der
Vorbereitungsklassen an einer staatlichen Universitdt in der Tiirkei, die den
Unterricht anhand des Lehrwerks Schritte International und des Whiteboards
durchfiihren, in Bezug auf interkulturellen Themen aus ihrem eigenen
Blickwinkel festzustellen. Aus diesem Grund wird in folgender Studie ein
qualitatives Verfahren vorgenommen. Die Forschung stiitzt sich auf die
Festlegung der Wahrnehmungen und Einstellungen der Lehrkréfte. Diese
Forschung sollte durch die subjektiven Einstellungen (Wrona, 2005, S. 7) der
Befragten eine an theoriengebundene Interpretation der Aussagen und reale
Einblicke auf ihr Unterrichtsverfahren zu nehmen erméglichen.

Zu dem oben erwdhnten Zweck wurde als qualitatives Verfahren durch
problemzentrierten und halbstrukturierten Einzelinterviews (Lamnek, 1995, S.
91), in denen es offene Fragen gestellt werden, ausgefiihrt. Durch die
Spontanitit der miindlichen Kommunikation des Einzelinterviews konnen
Reaktionen direkt erhoben und gewonnen werden (Lamnek, 2005, S. 363-364).
Auch bei unverstindlichen Fragestellungen kann der Gespriachsvorgang durch
den Interviewer gelenkt und unterstiitzt werden. Die personlichen
Wahmehmungen und heuristisch-analytische Vorwissen konnen aufgrund der
Absenz anderer Teilnehmer offen dargelegt werden. Aus diesem Grunde
beabsichtigt diese Befragung eine Konzeptgenerierung aus den Antworten und
Schlussfolgerungen der Befragten.

Der Fragebogen zu dem Interview wurde von zwei Experten durchdacht,
strukturiert  und  anschlieBend  durch  folgende  Fragestellungen
zusammengestellt:

1- Wie betrachten Sie interkulturelles Lernen in den Vorbereitungsklassen an
Threr eigenen Universitét?

2- Wie bewerten Sie das Lehrwerk Schritte International im Hinblick auf die
interkulturelle Kompetenzférderung?
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3- Unterstiitzen Sie Thren Deutschunterricht fiir das interkulturelle Lernen mit
Hilfe von White-Board orientierten Zusatzmaterialen und Aktivitdten?

4- Worauf greifen Sie bei den spontanen Fragen der Schiiler tiber die Kultur des
Ziellandes zu?

5- Haben Sie in den Lehrwerken, im Unterricht oder bei den Fragestellungen
der StudentInnen Schwierigkeiten bei der Erginzung der mangelnden Teile tiber
die kulturellen Thematiken?

1.2 Teilnehmer und Vorbereitung

Wie bereits geschildert werden den Lehrkriften, der Abteilung fiir die deutsche
Literatur und Sprache an einer staatlichen Universitét in der Westtiirkei, Fragen
zur Interkulturalitit gestellt. Die Anzahl der Lehrkrifte, die in den
Vorbereitungsklassen unterrichten, betrdgt insgesamt vier Personen.
Infolgedessen konnten auch insgesamt vier zur Verfiigung stehende Lehrkrifte
befragt werden. Verallgemeinernd ist festzustellen, dass sowohl alle Lehrkréfte
das Lehrbuch  Schritte International bereits kennen und damit
arbeiten/gearbeitet haben, als auch mit dem Whiteboard umgehen kénnen. Der
lang- oder kurzfristige Kontakt zur deutschen Kultur ist bei allen Befragten
prasent. Fiir eine angenehme und vertraute Atmosphédre wurden die eigenen
Arbeitsbiiros der einzelnen Lehrkrifte, in ihren natiirlichen Umgebungen
(Wrona, 2005, S. 6), als Interviewort bevorzugt. Im Rahmen einer ungestorten
und konzentrierten Befragung wurden &uflere Storfaktoren komplett
ausgeschlossen.

SchlieBlich wurden die bereits angefertigte Einleitung und der Fragebogen an
die Befragten einzeln ausgehindigt. Danach wurden Einfiihrungen und
Anmerkungen zum Thema gemacht. Die Befragten erhielten die Mdoglichkeit
die Fragestellungen zu verinnerlichen und unverstindliche Fragestellungen mit
dem Interviewer abzusprechen. AbschlieBend wurden die Befragten iiber die
Tonbandaufnahme wihrend des Interviews aufgeklirt, dass diese Aufnahmen
nur von den Forschern aufgenommen und bewahrt werden. Die Interviews
wurden am Dezember 2014 durchgefiihrt.

1.3 Auswertungsverfahren

Die vorliegende Studie griindet sich hauptsichlich auf die aufgezeichneten und
wortlich transkribierten Aufnahmen der Interviews durch das Tonband. Mithilfe
eines Computers wurden die einzelnen Interviews exakt und wahrheitsgetreu in
Schrift angefertigt.

Die transkribierten Gespridche wurden hinterher inhaltlich strukturiert und in
Zentralthemen resiimiert. Die vorhandenen konkreten Hauptthemen wurden
dann nacheinander zusammengestellt und von den Forschern detailliert
wiedergegeben, um einen besseren Uberblick auf die Resultatenpalette zu
haben.
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2. Befunde

Nach der Durchfithrung der Interviews von insgesamt vier befragten
Lehrkréften konnten viele Themen hervorgebracht und analysiert werden. Die
Befunde begriinden sich auf die Transkriptionen der Befragten und kdnnen
infolge dessen in 15 Zentralthemen aufgezeigt werden.

2.1 Befunde fiir das Interkulturelle Lernen in den Vorbereitungsklassen an
der NKU

In erster Linie wurde der allgemeine Eindruck des interkulturellen Lernens in
den Vorbereitungsklassen an der NKU hinterfragt. Dabei ergaben sich drei
iiberschaubare Themen. Zum einen taucht der Begriff ,Heterogenitit und
bedeutungsgemal deckungsgleiche Synonyme auf, sowie die ,Gleichstellung
der Fremdsprache und der Fremdkultur werden miteinander in Verbindung
gebracht, auch die offengelegte ,Skepsis zur Realisierung’ kamen in den
Antworten zum Vorschein.

2.1.1 Heterogenitit

L1 driickt bei seiner Beantwortung aus, dass Vorbereitungsklassen aus
heterogenen Gruppen bestehen und weist auf die Verschiedenheit der Gruppen
hin.
"Da wir hier im Rahmen der Interkulturalitdt keine homogene Gruppe haben,
(..)"[L1]
Zudem geben L1 und L3 an, dass jede einzelne Person eine eigene Kultur mit
sich tragt. Der Kulturbegriff wird viel breiter und vielschichtiger gesehen.
" (...), der Begriff kulturell dementsprechend interkulturell ist in jeder Person
und in jeder Nationalitit gegeben." [L3]
" Aber, es gibt Studenten, die aus verschiedenen Gebieten der Tiirkei kommen."
(L1]
2.1.2 Gleichstellung der Fremdsprache und der Fremdkultur

L3 und L4 sind der Meinung, dass das Lernen einer neuen Fremdsprache nicht
unabhéngig von ihrer Kultur gesehen werden sollte. Die Verkniipfung zwischen
Kultur und Sprache wird hier klar dargelegt, somit wird die strikte Trennung
beider Begrifflichkeiten abgelehnt. Diese Meinung wird durch die Beziehung
zwischen Individualitit und Sozialitit der Kommunikation in einer Sprache
dargestellt.

"Interkulturelles Lernen ist {iberall notwendig, indem Personen zusammentreffen

und kommunizieren, ..." [L3]

"Denn eine Fremdsprache ist nicht nur eine fremde Sprache, sie ist auch eine

fremde Kultur." [L4]

"(...) Sprache allgemein ist nicht nur ein Mittel der Kommunikation, sondern sie
ist auch ein wechselseitiger, personaler Ausdruck, der sich interaktiv darstellt.”
[L4]
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2.1.3 Skepsis zur Realisierung

L1, L2 und L3 bringen ihre Skepsis zur Verwirklichung des interkulturellen
Lernens zur Sprache. Auch die Effektivitit und Festigung des interkulturellen
Lemens wird in Frage gestellt, welches wiederum in gleicher Weise zu
moglichen Gefahren und Problemen fithren kdnnen.

"..., kann es schwierig sein zu behaupten, in unseren Klassen ein interkulturelles
Lernen geschieht.” [L1]

"Aber wie das passiert, ob wir das schaffen, ist eine Frage." [L2]
"In den Vorbereitungsklassen muss man durch das Zusammentreffen einer neuen

Kultur sehr vorsichtig sein, um Stereotype zu vermeiden und um neue
Perspektiven erwerben zu konnen." [L3]

2.2 Befunde zur Begutachtung des Lehrwerks im Hinblick auf die
interkulturelle Kompetenzforderung

In diesem Abschnitt wurden die eigenen Einschidtzungen und Einstellungen der
Lehrkréfte angesichts des Lehrwerks Schritte International in Bezug auf die
Interkulturalitdt ermittelt. Zunichst konnten allgemeine Meinungen tiber das
Lehrwerk festgehalten werden. Im Laufe des Gespriachs konnten ebenfalls
detaillierte Feststellungen iiber die Landeskunde und Alltagsdarstellungen
erfasst werden. Dies fiihrte jedoch zu der Erkenntnis, dass Defizite vorhanden
und zu beheben sind.

2.2.1 Anerkennung des Lehrwerks

Allgemein betrachtet sind alle Lehrkrdfte der Ansicht, dass das Lehrwerk
Schritte international fir das ,,interkulturelle Lernen* und die Sprachférderung
ausreichend ist. Jedoch richten sich die positiven Antworten vielmehr auf der
sprachlichen Ebene. Zwar werden die sprachlichen Kompetenzforderungen und
die Kulturtypischen sowie Alltagsdarstellungen erfiillt, allerdings herrscht keine
Begeisterung unter den Lehrkriften in Bezug auf die Interkulturalitit.

" Schritte International enthilt eine breite Palette der alltagsorientierten Themen.

Zuerst sieht man in jedem Buch Hauptcharakteren, die in Deutschland

angekommen sind, aber sich in Alltagssituationen allméhlich zurechtfinden

konnen." [L1]

" Obwohl der Hauptcharakter in der Lektion aus dem Ausland kommt, bietet das

Buch nur einige Vergleiche zwischen zwei Kulturen in den Dialogen zum

Thema." [L1]

" Es gibt auch Zwischenspiele an Ende einer Lektion, da kommen immer

interkulturelle Besonderheiten vor." [L2]

" Das Lehrwerk Schritte international ist meiner Meinung nach ein gutes

Lehrwerk um die Eigenschaften der Sprache zu erarbeiten. In vielen Bereichen

werden die landeskundlichen Informationen tiber Deutschland gegeben." [L3]

" Ich glaube, eeem, das die notwendigen sprachlichen Mittel fast reichlich zur

Verfligung gestellt sind." [L4]

235



B B Interkulturelles Lernen durch den Whiteboard-Einsatz als Zusatzmaterial

2.2.2 Landeskundevermittlung als kommunikative Didaktik im Rahmen
der Alltagsdarstellungen

Auf dieser Basis schildern L1, L2, L3 zusétzlich, dass hdufig Alltagsthemen und
die Landeskunde in dem Lehrwerk vorkommen. Lediglich werden die Themen
allzu sehr alltdglich und nur im Verhdltnis zur Landeskunde gesehen.
Bestimmte kulturelle Merkmale kommen direkt zum Vorschein, welches jedoch
nur einseitig herausgearbeitet wird und nur der kommunikativen Didaktik dient.
" Schritte International enthilt eine breite Palette der alltagsorientierten Themen.
(...) Obwohl der Hauptcharakter in der Lektion aus dem Ausland kommt, bietet
das Buch nur einige Vergleiche zwischen zwei Kulturen in den Dialogen zum
Thema." [L1]
" Da kommen die Backwaren vor, die Bickerei, die Tradition in Deutschland."
(L2]
" In vielen Bereichen werden die landeskundlichen Informationen {iber
Deutschland gegeben." [L3]

2.2.3 Beseitigung der Defizite

L1 und L3 diagnostizieren Liicken der Interkulturalitdt im Lehrwerk Schritte
International, die unter Umstidnden ergénzt werden sollten. Die Lehrkrifte
geben unter diesem Punkt keine Losungsmdglichkeiten an, unterstiitzen aber die
Behebung der Defizite.
" Obwohl der Hauptcharakter in der Lektion aus dem Ausland kommt, bietet das
Buch nur einige Vergleiche zwischen zwei Kulturen in den Dialogen zum
Thema. Um den Erwerb des interkulturellen Lernens zu fordern, findet man
geringe Gelegenheiten. Deswegen sollte die Lehrperson die Liicken irgendwie
erginzen." [L1]
" Deswegen denke ich, dass bestimmte Liicken und Fehler im Lehrwerk ergénzt
werden sollten." [L3]

2.3 Befunde fiir den Einsatz des White-Boards

Dieser Abschnitt beabsichtigt, den Whiteboard-Einsatz auf der Basis des
interkulturellen Lernens zu untersuchen. Befunde ergaben, dass alle Lehrkréfte
positiv gegeniiber dem Whiteboard stehen. Der Whiteboard wird in den
Vorbereitungsklassen als Zusatzmaterial zum Lehrwerk eingesetzt. Ebenfalls
kann die FEinnahme verschiedener Perspektiven der Studenten in den
Vorbereitungsklassen bezweckt werden.

2.3.1 Positive Einstellungen

Jede cinzelne Lehrkraft sicht das White-Board als effektives Medium an. Zwar
wird das Whiteboard nicht von jeder Lehrkraft benutzt, jedoch ist die positive
Einstellung dieses Mediums sehr beachtlich.

" Ich denke, dass es wichtig ist, in jeder Gelegenheit von den technischen und
technologischen Moglichkeiten zu profitieren." [L1]

" Ich benutze das White-Board sehr oft." [L2]

" Natiirlich, das Whiteboard ist heutzutage ein sehr gutes Zusatzmaterial, ..."
(L3]
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Ich habe bisher meinen Deutschunterricht nicht mit dem Whiteboard
unterstiitzen kdnnen, aber wiirde es gern machen." [L4]

2.3.2 Verwendung als Zusatzmaterial

Die Mehrheit der Befragten reflektieren positive Erfahrung iiber den Einsatz des
White-Boards bei der Materialerstellung und -entwicklung im interkulturellen
Kontext. Der unmittelbare Einsatz des Mediums wird erfolgversprechend
registriert. Der multiple Einsatz, z.B. durch Videos, Fotos, Internet etc., wird als
ein miiheloser und unproblematischer Vorgang gesehen.
" Wenn ich nicht geniligend Zeit habe, gebe ich aus den schon recherchierten
Materialien einige Hausaufgaben, damit die Lerner spéter zu Hause das Thema
aus ihrem Blickwinkel auswerten konnen." [L1]
" Vor allem um Fotos aus dem Internet zu zeigen oder Lieder horen zu lassen
und um die allgemeinen landeskundlichen Informationen zeigen zu konnen."
(L2]
" Natiirlich, das Whiteboard ist heutzutage ein sehr gutes Zusatzmaterial, wenn
wir bestimmte Themen bearbeiten, dann konnen wir auf das Internet zugreifen
und somit mehr Bestandteile tiber die Kultur herausfinden." [L3]
2.3.3 Einsatz des White-Boards als Interpretationsforderung zu den
interkulturellen Merkmalen

Lehrkrifte geben auch an, dass das White-Board auch mit der Absicht zur
Forderung von Interpretationen im interkulturellen Kontext wirkungsvoll ist und
den Studenten zur Verfligung gestellt werden kann. Laut der Lehrkrifte konnen
Studenten die Auseinandersetzung der interkulturellen Thematiken auch
aulerschulisch in Anspruch nehmen und ihre neu erworbenen Perspektiven
vertiefen sowie untermauern.

" ..., damit die Lerner spiter zu Hause das Thema .... aus ihrem Blickwinkel
auswerten konnen." [L1]

" Und es gibt auch Spiele, deswegen denke ich, dass das White-Board fordernd
ist." [L2]
" Man muss zeigen, dass auch viel mehr dahinter steckt." [L3]
2.4 Befunde, wie Lehrkrifte auf spontane Fragen der Studenten im
Hinblick der Interkulturalitiit reagieren
Als nichstes wurden die Reaktionen der Lehrkréfte auf die spontanen Fragen
der Studenten observiert. Viele Lehrkréfte gaben das Heranziehen von eigenem
Vorwissen und Erfahrungen an. Die RiickduBerung fundiert sich demzufolge
auf spontane Antworten. Nur eine Lehrkraft gibt jedoch an, dass das
Whiteboard als Hilfeleistung in Anspruch genommen wird.
2.4.1. Zugriff auf eigene Erfahrungen und Vorwissen
Es wurde ganz offen ausgedriickt, dass von eigenen Erfahrungen und Vorwissen
bei der Beantwortung der spontanen Fragen profitiert wird. Die
Eigensténdigkeit der Lehrkréfte treten demnach in Erscheinung.

" Ich versuche zuerst von meinen Vorwissen zu profitieren." [L1]
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" Ich spreche von meinen eigenen Erfahrungen." [L2]

" Ich versuche es, sei es in der Grammatik oder alltdgliche Situationen, selbst zu
beantworten." [L3]

2.4.2 Spontanitiit

Die Spontaneitit der Lehrkrifte auf die unerwarteten Fragen der Studenten
sticht in den Antworten besonders hervor. Die spontane Erscheinung wird
gleichfalls spontan aufgegriffen und zielgerecht reagiert. Die spontane
Riickmeldung findet jedoch unterschiedlich statt, zumal miindlich oder auch
durch ein Medieneinsatz.
" Wenn ich keine Ahnung iiber das Thema habe, habe ich sowieso schnelle
Verbindung zum Internet." [L1]

" Wegen meiner Vergangenheit in Deutschland habe ich keine Schwierigkeiten
bei der Erklarung dieser Fragen." [L2]

" Natiirlich, spontan." [L3] " Ja, eh, aus spontane Fragen spontane Antworten."
(L4]
2.4.3 Einbezug des Internets durch das White-Board

Nur L1 behauptet, dass er das White-Board absichtlich bei der
Internetverwendung in den notigen Fillen einsetzt. Die Anerkennung des
Whiteboards als Interkulturalitéit forderndes Medium bei spontanen Fragen der
Studenten wird somit nur von einer Lehrkraft in Betracht gezogen. " Also ich
greife sofort auf Internet zu. In der Klasse haben wir White-Board zur
Verfligung." [L1]

2.5 Befunde zu Schwierigkeiten bei der Erginzung der mangelnden
kulturellen Thematiken

Da sich viele Lehrkrifte im Allgemeinen iiber die mangelnden Seiten bei der
Ubungs- oder Festigungsphasen der Ubertragung mancher Themen beschweren,
wird mit dieser Frage bezweckt, inwiefern das Lehrpersonal an der NKU bei der
Deckung der Liicken aktiv handeln kénnen oder ob sie dabei Schwierigkeiten
haben. Wihrend eine Lehrperson auf diese Frage weder negative noch positive
Meinung duBert, betonen die drei Lehrkrifte, dass sie keine Schwierigkeiten
haben. AuBBerdem geben sie auch Beispiele dariiber, wie sie bei der Deckung der
Liicken im Unterricht vorgehen.

2.5.1 Keine Schwierigkeit bei der Erginzung

Die Bewiltigung didaktisch-methodischer Problematiken beziiglich schwieriger
Gegenstidnde gilt als die wichtigsten Aufgaben des Lehrpersonals. Zumal sich
diese Problematik auf kulturelle, bzw. interkulturelle Themen bezieht, gewinnt
ihre Wichtigkeit mithin mehr an Bedeutung. In dieser Angelegenheit haben drei
der Lehrkrifte ihre Meinungen so formuliert, dass sie die Erginzung der
mangelnden Teile zu den kulturellen Themen nicht als Herausforderung sehen.
" Nein, ich habe keine Schwierigkeiten." [L1] [L2] " Nein, das habe ich nicht."
[L3]
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2.5.2 Umgang mit Missverstindnissen infolge mangelnder interkultureller
Bestandteile

Obwohl es nicht danach befragt wurde, wie sie mit den potenziellen
Missverstindnissen iiber die kulturellen Themen umgehen, haben drei der
Befragten auch iiber dieses Thema ihre eigenen Meinungen zur Sprache
gebracht. Wéhrend eine Lehrkraft die Losung besonders im Internet und in den
anderen Lehrwerken nachsucht, bemiiht sich eine andere Lehrkraft darum,
Gegenvorurteile auf die Tiirken zu richten und somit die Vorurteile zu
untergraben. Und die letzte Lehrperson lasst anfangs keine offene Tiir fiir die
Fragestellungen seitens der Studenten, weil sie nun iiber sehr geringe Sprach-
und Kulturkenntnisse verfiigen.

" (...) im Internet in den Forumseiten. Ich profitiere sowohl von diesen, als auch

in den anderen Lehrwerken kann man verschiedene Beispiele iiber die

kulturellen Thematiken finden." [L1]

" Denn wenn ganz bestimmte Vorurteile wie 'Alle deutschen sind doch blond,

essen Schweine  und sind total piinktlich' hore, dann reagiere ich mit einem

anderen Vorurteil, das gegen die Tiirkei gerichtet ist." [L3]

" (...), wenn man erst die Fremdsprache erst ganz richtig gelernt hat, dann kann

man sich auch die Fragen stellen "Warum, wieso, weshalb'. Das ist mein Motto.

Keine Fragen. Frag keine Fragen. Z.B. " [L4]

2.5.3 Effektivitat der Web-Seiten des Lehrwerks

L1 nennt die Web-Seiten unterschiedlicher Lehrwerke als eine effektive
Hilfestellung bei der Ergdnzung der Defizite des vorhandenen Lehrwerks, weil
sie sowohl verschiedene Beispiele iiber die Alltagsthemen anbieten, als auch
unterschiedliche Materialien zu den interkulturellen Themenbereiche gefunden
werden konnen. "Oder auch die Web-Seiten der Lehrwerke bieten verschiedene
Beispielsmoglichkeiten, um die Alltagsthemen und interkulturelle Thematik zu
forschen." [L1]

Ausblick

Die Studie basierte hauptsidchlich auf die Daten, die anhand der
Einzelinterviewtechnik ermittelten Schlussfolgerungen von vier Lehrkréften an
einer staatlichen Universitit in den Vorbereitungsklassen fiir die Deutsche
Sprache und Literatur in Bezug auf das Thema ,,Interkulturelles Lernen durch
den Whiteboard-Einsatz als Zusatzmaterial“ gewonnen wurden. Mit den
Einzelinterviews wurde intendiert, die Einstellungen und Kompetenzen der
Lehrkréfte gegeniiber der Interkulturalitit in den Vorbereitungsklassen an ihrer
eigenen Abteilung zu ermitteln. Die methodisch-didaktischen Kompetenzen
wurden durch das Lehrwerk Schritte International hinterfragt, wobei im
Zentrum der Whiteboard-Einsatz und die spontanen Reaktionen auf
interkulturellen Fragen der Studenten basierte.

Die Befunde haben dargelegt, dass die Lehrkriafte motiviert, um das
interkulturelle Lernen in den Vorbereitungsklassen zu entwickeln und zu
fordern, sind. Die meisten Lehrkrifte integrieren kulturorientierte Verfahren in
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ihren Unterricht (Vgl. Heyder &Schéidlich, 2014, S. 194). Dabei wurde jedoch
die Skepsis zur Umsetzung iiber interkulturelle Thematiken mehrmals erwihnt.
Dazu gehort Wissen, was bei einer interkulturellen Begegnung
wahrnehmungspsychologisch ~ passiert, wie und warum es zu
Verallgemeinerungen, Stereotypisierungen, oder - schlicht und einfach - auch
zu Unverstindnis kommen kann (EBer, 2006, S. 32). Zu dieser Erkldrung
iibereinstimmend wurden in dieser Studie von Lehrkréiften die Gefahren wie
Entstehung von Stereotypen, Vorurteilen, usw. und die Notwendigkeit der
Achtsamkeit bei den interkulturellen Darstellungen néher definiert. Das
Lehrwerk Schritte International wurde nach den Auffassungen der Lehrkréfte
im Ganzen als effektives DaF-Material gesehen, wogegen die Defizite in Bezug
auf die Interkulturalitit nur begrenzt und nur als Alltagsdarstellungen der
Fremden bewertet wurden. Die kritische Auseinandersetzung mit dem
Lehrwerk bewirkte bei den Lehrkrédften zum bewussten Handeln im Unterricht.
In diesem Rahmen wird die interkulturelle Kompetenzforderung mehrwertig
durch das Whiteboard unterstiitzt, um die einseitigen Wahrnehmungen der
fremden deutschen Kultur bei den Studenten, durch den multimedialen Einsatz
zu bereichern. Dabei hat sich herausgegeben, dass auf das Whiteboard nicht
immer und regelmiBig bei spontanen Fragen von Studenten beziiglich der
Interkulturalitdt zugegriffen wurde. Das theoretische Wissen und die eigene
Erfahrungswelt der Lehrkrifte bei der Vermittlung von kulturellen Merkmalen
wurde daraus folgend nur verbal offenbart und nicht mit dem Whiteboard oder
anderen Materialien unterstiitzt. Dementgegen sollte eigentlich im
Fremdsprachenunterricht die fremde Kultur in einer grolen Vielfalt angeboten
werden, damit sich den Lernenden eine Vielzahl unterschiedlicher Perspektiven
in der fremden Kultur eréffnen kdnnen (Maijala, 2008, S. 29).

Der vorliegende Beitrag hat den Ausblick gegeben, dass die interkulturelle
Kompetenz im Spracherwerb erforderlich ist, um eine fremde Sprache und
Kultur parallel kennenzulernen. Die interkulturelle Kompetenzentwicklung der
Lernenden sollte aus diesem Grund an den Bildungsinstitutionen, speziell in den
Vorbereitungsklassen fiir Fremdsprachen multimedial - mehr durch das
Whiteboard - unterstiitzt werden. Mit anderen Wortern bedeutet das, dass
multimediale Werkzeuge dem interkulturellen Lernalltag gehoren. Relevant ist
bei diesem Prozess, Whiteboards und dhnliche Medien effektiv und sinnvoll im
Fremdsprachenunterricht zu integrieren.

Die Daten und Ergebnisse begriinden sich in dieser Studie auf die Aussagen von
vier Lehrkriaften. Aus diesem Grund konnen die Schlussfolgerungen nicht
generalisiert oder als vollstindig angesehen werden, da soziale Bedingungen
nicht immer konstant sind und dementsprechend Kompetenzen der Lehrkréfte,
Lehrumgebungen bzw. Lehrsituationen und die Einstellungen der Lernenden
zum Thema sich dndern konnen. Ebenfalls ist es davon auszugehen, dass durch
die technische Innovation die Palette der digitalen Angebote in diesem Bereich
weiter wachsen und sich ausdifferenzieren wird. Es wire daher wiinschenswert,
dass nicht die einfache Verfligbarkeit neuer Techniken und Gerite die

240



Mukadder Seyhan YUCEL - Harun GOCERLER - Meryem DEMIR i I

didaktische Diskussion bestimmt, sondern die Frage nach deren Sinn und
Effektivitiat in bestimmten Lehr- und Lernkontexten (Scheller, 2012). Davon
ausgehend sind Forschungen beziiglich der Effektivitit des Whiteboards bei den
interkulturellen Kompetenzvermittlungen bei den Studenten als Rezipienten
wiinschenswert.
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INTERCULTURAL LEARNING BY USING WHITE BOARD AS
AN ADDITIONAL MATERIAL

Abstract: Just as cultural knowledge is a part of language learning, so has
the use of technology rapidly become an indispensable part of foreign
language teaching in today’s lessons. Respectively, this study aims to
reveal the impact of the use of Smart Boards as a supplementary material
on the intercultural learning process in preparatory classes. Therefore,
firstly with the aim of bringing out teachers’ attitudes towards
intercultural learning and secondly, revealing the influence of the use of
teaching materials and Smart Boards on intercultural learning activities,
open ended questions were used. As a research method a qualitative
process was implemented and the survey questions were used to interview
the teachers teaching preparatory classes. In the survey process, the
gathered transcripts of the recorded interviews were contentedly
organized under headings related to the topic and some main themes that
include the most precise answers were determined. After the evaluation
process, teachers’ statements revealed that in foreign language teaching
the use of Smart Boards is motivating in terms of teaching intercultural
knowledge and that it is a fast facilitator. Additionally, the teachers
suggested that the use of such kind of supplementary materials should be
encouraged to become more prevalent. Despite all of the results, the
teachers expressed their reservations about whether the Smart Boards are
used in an effective way or not in the lessons.

Keywords: Intercultural Learning, German as a Foreign Language in
German Philology, Smart Board and Language, Teaching Material,
Language Teaching and Culture.
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Yayn ilkeleri

Namik Kemal Universitesi, Fen-Edebiyat Fakiiltesi Humanitas - Uluslararasi
Sosyal Bilimler Dergisi Toplum ve Insan Bilimleri alanlarinda elde edilmis
bilimsel birikimleri ortaya koymak, giincel ve tarihsel sorunlari bilimsel bir
bakis agisiyla degerlendirmek eregiyle Bahar ve Giiz sayisi olmak {izere yilda
iki kez yayimlananuluslararasi hakemli bir dergidir. Dergi, MLA, EBSCO,
CEOOL, ASOS, ARASTIRMAX, TEI indeksleri ile TUBITAK-ULAKBIM
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Humanitas’a gonderilen yazilar, daha 6nce baska bir dergide yayimlanmamis
ya da yayimlanmak {izere gonderilmemis, arastirmaya dayali, etik kurallara
uygun olarak yazilmig 0Ozgiin makaleler olmalidir. Bilimsel toplantilarda
sunulan bildiriler, daha Once baska bir dergide veya bildiri kitap¢iginda
yayimlanmamigsa etkinlik bilgilerinin  dipnotta belirtilmesi kosuluyla
yayimlanmak iizere degerlendirmeye alinabilir. Bildiri kitapgiginda ya da bagka
bir yerde yayimlanan yazilar ne sebeple olursa olsun yayimlanmaz. Dergi
yonetimi gonderilen yazilarin daha oOnce baska bir yerde yayimlanip
yayimlanmadigin1 arastirmak zorunda degildir. Durumun etik sorumlulugu
yazara aittir. Dergiye yayimlanmak tlizere gonderilecek makalelerin bigimsel
nitelikleri Fakiilte Y&netim Kurulu tarafindan onaylanan yazim kurallarina gore
diizenlenmelidir. Yayimlanmak iizere gonderilen yazilarin bigim ve igerik
yoniinden 6n incelemesi yayin kurulu tarafindan yapilir. Uygun goriilen
caligmalar, bilimsel yonden degerlendirilmek iizere, yayin kurulu tarafindan
belirlenen ¢ift-kor, bagimsiz ve onyargisiz hakemlik ilkelerine gore en az iki
hakem tarafindan degerlendirilir. Hakemlerin adlar1 gizli tutulur ve tiim raporlar
bes yil siireyle saklanir. Son karar dergi yaym kurulunundur. Yaym kurulu
hakemler tarafindan yayin kosullarina uygun bulunmayan yazilarn
yayimlamamak, diizeltmek iizere yazarina geri gondermek, bigimce diizenlemek
ve diizeltmek ya da kisaltmak yetkisindedir. Gonderilecek yazilarin son
okumasinin titiz bir bigimde yapilmasi, vurgulama, alint1 ve kaynaklarin dogru
bigimde kullanilmasi yayim asamasinda olumsuzluklarla karsilagmamak igin
¢ok onemlidir. Dergi basildiktan sonra ilgili sayida yazisi bulunan yazarlara kisa
siire i¢inde birer adet dergi iletilir. Dergimizde yayimlanan yazilarin her tiirlii
bilimsel, yazzim ve hukuksal sorumlulugu yazarlarina aittir. Yayimlanmis
yazilarin tiim yayim haklar1 sakli olup, dergimizin ad1 belirtilmeden higbir alinti
yapilamaz.
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Yaymn dili: Derginin yazim dili Tiirk¢edir. Bununla birlikte Almanca,
Fransizca ve Ingilizce yazilar da yayimlanabilir.

Yazim Kurallari: Dergimize gonderilecek yazilarin asagidaki bicimsel
ozellikleri tasimasi yayim birligi agisindan zorunludur.

Bashk: icerikle uyumlu, 10-12 sdzciigii gegcmeyecek bicimde biiyiik koyu
harflerle, 11 punto yazilmali ve sayfa ortasinda yer almalidir.

Yazar adi ve adresi: Yazar(lar)in adi (kii¢iik) ve soyadi (biiyiik), basligin
altinda ortalanmis olarak 11 puntoyla yazilmali; unvani, ¢alistigt kurum,
haberlesme ve e-posta adresleri ise normal karakterde harflerle dipnot olarak
belirtilmelidir.

Oz ve anahtar sozciikler: Tiirkce ya da yabanci dillerdeki makaleler 200-220
sozciik arasinda 6z icermelidir. Tiirkce ozet ilk sayfada, Ingilizce 6zet ise
yazinin son sayfasinda, kaynak¢adan sonra yer almalidir. Ozet 10 punto, tek
satir, sagdan ve soldan 1 ¢m igeride yer almalidir. Ozet boliimii, yazar adinm
hemen altindan 12 nk bosluk birakilarak baglamalidir. Ozetlerin altinda 3-10
sozciik arasinda biiyiik harfle baslayan anahtar sozciikler bulunmalidir. Ozet
baslig1 10 punto koyu yazilmali ve sayfa ortasinda yer almalidir.

Ana metin: Yazi Microsoft Word yazilim programu ile boyutlar1 17,5 / 25 cm
olan sayfa ilizerinde Times New Roman 11 punto ile 1 cm satir aralikli ve
iistten 2,5 cm, alttan 2,5 cm, soldan 2,5 cm, sagdan 2,5 cm kenar bosluklari
ve 20 sayfayr gecmeyecek bicimde tek siitun halinde hazirlanarak teslim
edilmelidir. Paragraflar 0 cm girinti ile baglamalidir. Anametin, 6zet
béliimiiniin hemen altindan 6 nk bosluk birakilarak baglamalidir.

Boliim bashklari: Yazida yer alan konu basliklarnn Giris'ten itibaren
numaralandirilarak koyu ve sol marjdan baslamak iizere yazilmalidir.

Sekil ve Tablolar: Sekil adi, seklin altinda, tablo baslig1 tablonun iizerinde yer
almalidir. Sekil ve tablo numaralari 1, 2, 3, ... gibi verilmelidir.

Alint1 ve Gondermeler: Kaynaklara gondermeler metin i¢i kaynak gosterme ya
da numarasiz yazar-tarih sistemi APA bicemi olarak adlandirilan yontem goz
oniine alinarak yapilmalidir. APA internet sitelerinden derlenen temel bilgiler
asagidaki gibidir. Ayrintili bilgi almak icin:
http://www.apastyle.org/learn/tutorials/basics-tutorial.aspx sitesine
bagvurulabilir. Bu sistemde, metin i¢inde sozii edilen kaynaklara bagvuruda
bulunulurken yazarlarin soyadlar1 ve yaym tarihi yine metin igerisinde, ilgili
yerde belirtilir. Dolayisiyla, kaynak gdsterimi i¢in dipnot kullanilmasina ya da
a.g.e. gibi ifadelere gerek yoktur. Ozetleme biciminde yapilan alinti ve
aktarmalarda sayfa numarasi belirtilmez; sayfa numarasi ya da numaralari,
yalnizca dogrudan alintilarda tam olarak verilir. 3 satir1 gegen alintilara, ana
metne gore sadece soldan 1 em girinti verilmelidir. Dipnotlar, ancak ¢ok gerekli
oldugunda, metin igerisinde belirtilen goriise agiklama getirmek amaciyla ve az
sayida kullanilmalidir.
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Ana Baslik Boyutu

11 pt, ortalanmus, kalin

Kagit Boyutu 17,5x25cm

Ana Metin Ust Kenar Bosluk2,5 cm

Alt Kenar Bosluk 2,5 cm

Sol Kenar Bosluk 2,5 cm

Sag Kenar Bosluk 2,5 cm

[k satir girinti 0 cm

Yaz1 Tipi Times New Roman
Yaz1 Tipi Stili Normal

Normal Metin Boyutu 11 pt

Paragraf Araligi 3 nk

Satir Aralig 1 cm

Dipnot Metni Boyutu 9 pt

Alint1 Metni Boyutu 10 pt

Alint1 Kenar Bosluklari Soldan 1 cm

Oz Yaz Tipi Times New Roman
Oz Yaz Tipi Stili Normal

Oz Kenar Bosluklar Sagdan- Soldan 1 cm
Oz Metin Boyutu 10 pt

Oz Bashig 10 pt, ortalanmus, Kalin

Tek yazarh calismalar: Metinde parantez igine yazarin soyadi yazilir ve
virgiille ayrilarak o ¢alismanin yayin tarihi belirtilir. Eger yazarin soyadi climle
igerisinde zaten kullanilmissa, parantezde soyadi kullanmaya gerek yoktur.

Ornek:.. (Yilmaz, 1996, 5.268). ya da, Y1ilmaz’a (1996) gére,...

iki ve daha fazla yazarh ¢alismalar: Orek: Bond ve Smith’e (1995) gore, ...
ya da ... (Bond ve Smith, 1995).

Yazar sayis1 3 ve daha fazla cahsmalar: Ornek: McCrae ve arkadaslar1 (2000)
... yada ... McCrae ve ark., 2000).

Aym yazarin (ya da yazarlarin) birden fazla cahsmasi: Ornek: Yildirim
(1982b)... ya da ... (Yildirim, 1982b).

Kaynaklar: Yararlanilan kaynaklar, eger varsa notlardan sonra ayri bir sayfada
"Kaynakg¢a" basligi altinda verilmelidir. Metinde gecen tiim kaynaklar
Kaynaklar listesi i¢inde yer almalidir. Kaynaklar boliimiinde kaynaklar yazar
soyadina gore alfabetik sira ile verilmelidir.

Kitap

Tek Yazarh: Giindogdu, C. (2007). Hact Bektds-1 Veli, Ogretisi ve Takipgileri
Hakkinda Metodik Yeni Bir Yaklasim. Ankara: Aktif Yayinlari.

Cok Yazarh: iscan O. F. ve Naktiyok, A. (2005). Dijital Cag Orgiitleri.
Istanbul: Beta Yayinlart.
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Editorlii Kitap icinde Bolim ya da Makale: Tiirer, O. (2005). Osmanh
Toplumunda Tasavvuf ve Sufiler. Ahmet Yasar Ocak (Ed.). Osmanl
Anadolu’'sunda Tarikatlarin Genel Dagilimi (ss. 207-246). Ankara: T.T.K.
Yayinlart.

Tez: Ayik, H. (2000). Farabi'de Dil-Mantik Iliskisi. (Yayimlanmamis Doktora
Tezi). Erzurum: Atatiirk Universitesi Sosyal Bilimler Enstitiisii.

Ceviri kitaplar: Hellman, H. (2001). Biiyiik Cekismeler: Bilim Tarihinden
Sec¢ilmis On Tartisma. (Cev. Fiisun Baytok). Ankara: Tiibitak. (1972).

Kurum Yaymlar: TUBITAK. (2002).  21.  VYiizyida  Bilimsel
Yaymncilik: Hedefler ve Yaklasimlar. Ankara: TUBITAK.

Tirk Dil Kurumu. (2005). Tiirkge Sozliik (10. bs.). Ankara: Tiirk Dil Kurumu.
El kitaplart: Ozgiiven, 1.E. (1992). HKE Hacettepe Kisilik Envanteri El Kitabu.
(2. Revizyon) Ankara: Odak Ofset.

Yazar1 Olmayan Yapit Anonim: The Chicago Manual of Style (14th edition).
(1993). Chicago: The University of Chicago Press.

Sozliik: Altan, N. (2003). Bilgisayar Terimleri Ansiklopedik Sozliigii (3. bs.).
Ankara: Sistem Yayincilik.

Bilimsel Dergi Makalesi

Makale: Giindogdu, C. (2007). Asik Siimmani’de Askin Metafizigi. Tasavvuf
1Imi ve Akademik Arastirma Dergisi, 8 (18), 113-154.

Popiiler Dergi Makalesi

Yazan Belli Olan: Kenar, N. (Nisan 2006). Kayit Dis1 istihdam. Popiiler
Yoénetim, 9, 44-47.

Yazar1 Belli Olmayan: Yerel Bilginin Kiiresellestirilmesi. (Nisan 2006).
Focus, 12, 14-17.

Gazete Makalesi: Altan, C. (23 Mart 2002). Degisik bir ritimde...., Milliyet
Gazetesi. 12.

Diger Yayinlar

Yaymimlanmis Bildiri: Giindogdu, C. (2007). Padisah-Tarikat Seyhi
Miinasebetleri Acisindan Aziz Mahmiid Hiiddyi ve Cagdasi Abdiilmecid-i
Sivasi [Bildiri]. H. Kamil Yilmaz (Ed.). Aziz Mahmud Hiiddyi Uluslararast

Sempozyum Bildirileri, (20-22 Mayis 2005). (ss. 179-195). Istanbul: Uskiidar
Belediye Bagkanlig.

Yayimlanmamus Bildiri: Yesilyaprak, B. ve Kisag, 1. (2000). Marmara Bolgesi
Depremleri Sonrasi Stres Tepkileri: Karsilastirmali Bir Calisma. 36. Ulusal
Psikiyatri Kongresi, 3-7 Ekim, Antalya.

Poster: Onal, 1. (Agustos 2002). Historical Perspectives on School
Librarianship [Poster]. 68th IFLA General Conference and Council, Glasgow.

Patent: Kavur, K. H. (2006). Heart Flowerpot, U.S. Patent No. D518,755.
Washington, DC: U.S. Patent and Trademark Office.
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Ansiklopedi Maddesi: Ersoy, O. (1973). Kagt ve Kagiteihik. Tiirk
Ansiklopedisi (XX, 112-115). Ankara: Milli Egitim Bakanligi.

Rapor: Devlet Planlama Teskilati. (2004). Devlet Yardimlarin1 Degerlendirme
Ozel Ihtisas Komisyonu Raporu (Rapor No: DPT: 2681). Ankara: DPT.

Yasa ve Yonetmelikler: {lkogretim ve Egitim Kanunu. (1961). 7. C. Resmi
Gazete, 10705, 12 Ocak 1961.

Goriisme: Mektup, e-ileti, telefon goriismesi gibi kisisel goriismeler elde
edilebilir kaynaklar olmadiklarindan kaynakcaya eklenmezler. Goriismelere
yalmzca metin iginde génderme yapilir. Ornek: (Asik Reyhani ile kisisel
iletisim, 23 Haziran 2003).

Elektronik Yayinlar

Basih Kitabin Elektronik Siiriimii: Basar, H. (1999). Sinif* Yonetimi
[Elektronik Siiriim]. Istanbul: Milli Egitim Bakanligi.

Basih Makalenin Elektronik Siiriimii: Akman Demir, G., Yesilot, N. ve
Serdaroglu, P. (2006). “Neurological involvement in Behgets Disease: Clinical
Characteristics, Diagnosis and Treatment” [Elektronik Siiriim]. Journal of
Neurological Sciences (Turkish), 23(1), 3-7.

Makale: Yildirrm, A., Ekici, K. M. ve Sahim, T. (t.y.). “Isletmelerin Y&netim
Siirecinde Sinerjik Yonetim Anlayisinin Onemi”. Bilgi Vadisi, 1(2). Erisim
tarih: 04 Nisan 2006,
http://www .bilgivadisi.net/idas/index.php=view&id=86&Itemid=59
Yeritabamnda Makale ya da Madde: Coskun, T., Bozoklu, S., Ozeng A. ve
Ozdemir, A. (1998). “Effect of Hydrogen Peroxide on Permeability of the Main
Pancreatic Duct and Morphology of the Pancreas”. The American Journal of
Surgery, 176 (1), 5358. Erigim tarihi: 25 Nisan 2006, Science Direct.

Rapor: Devlet Planlama Teskilati. (Temmuz 2004). “e-Doniisiim Tiirkiye
Projesi Kisa Donem Eylem Plani: Degerlendirme Raporu (Rapor No: 2).”
Erisim: 02 Nisan 2006, http://212.175.33.22/kdep/rapor/ KDEPHaziran2004.pdf
Anonim Ag Sayfasi: “Bilim Etigi ve Bilimde Sahtekarlik.” (t.y.). Erisim: 04
Nisan 2006,http://www.aek.yildiz.edu.tr/bilim.htm

Ag Sitesinden Erisilen Ag Sayfasi: Gordon, C. H., Simmons, P. ve Wynn, G.
(2001). “What it is, and how to Avoid it”. Erisim Tarihi: 04 Nisan 2006,
University of British Columbia Ag Sitesi:
http://www.zoology.ubc.ca/bpg/Advising/ Plagiarism.htm

Ag Sitesi: Tema Vakfi. (t.y.). Erisim tarihi: 04 Nisan 2006,
http://www.tema.org.tr

Elektronik Kaynak Haber, Tartisma Grubu ya da Forum fletisi: Isik, E. (5
Kasim 2003). Bitki Kiitiiphanesi [ileti No: 8]. Erisim tarihi: KutupL,
http://listproc.metu.edu.tr.9000/reguser/KUTUPL/kutupl. 1/msg08.html

Web Sitesine Atifta Bulunma: Bir Web sitesinin tiimiine (sitedeki belli bir
sayfaya degil) atifta bulunmak igin, sitenin adresini vermek yeterli olacaktir.
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Yazilim Sanayicileri Dernegi (http://www.yasad.org.tr)

Ozet: Trak, M. (1998). “Uyku ve Bilgi Isleme Siirecleri.” [Ozet] Tiirk Psikoloji
Yazilari, 1 (1), 17-30. Erisim  tarihi: 08 Ocak  2000.
http://www.psikolog.org.tr/tpy/1/metehan.htm

Bir Web sitesinde belirli bir sayfa: Tiirk psikologlar dernegi deprem o&zel
calisma grubu basin bildirisi: Deprem bolgesi egitim 6gretim yilina hazir mi (22
Eyliil, 1999) Ankara: Tiirk Psikologlar Dernegi. Erigim tarihi: 08 Ocak 2000.
http://www.psikolog.org.tr/deprem/basinbildiri5.htm

Elektronik Dergiler

Dergide Basilan ve internette Yaymlanan Elektronik Dergilerden Ahnan
Makaleler: Giindogdu, C. (2005). “Mevlana'nin Mesnevi'sinde Ména Dili”,
[Elektronik Versiyon]. Tasavvuf Imi ve Akademik Arastirma Dergisi. 14, 221-
231.

Sadece Internette Yayimlanan Elektronik Dergilerden Alinan Makaleler:
Onder, M. (2008). “Medya Kiskacindaki Cocuklar”. Makale 9. Erisim tarihi: 25
Nisan 2009. http://www.dinbilimleri.com/dergi/cilt8/sayi4/makale/onder.pdf
Elektronik veri tabanlan i¢in tarih (CD-ROMlar i¢in belirtilmez), kaynak (6rn.,
SSCI, ERIC) ve veritabaninin adi ile diger ek bilgiler (madde numarasi gibi)
belirtilmelidir.

Web kaynaklar1 i¢in ise, o veritabamina giris sayfasimin adresi (URL)
verilmelidir. (6rnek., http://www.ebscho.com).

Saracho, O, N. (1999). A Factor analysis of preschool childrens play strategies
and cognitive style. Educational Psychology, 19 (2), pp 165. [Erisim tarihi: 08
Ocak 2000 EBSCO (Academic Search Elite), http://www.ebsco.com]

Radyo ve Televizyon Programlar

Film: Tiirkiye Radyo ve Televizyon Kurumu (Yapimci), Ozakman, T.
(Senarist) ve Oztan, Z. (Yonetmen). (1996). Kurtulus [Film]. Tiirkiye: Tiirkiye
Radyo ve Televizyon Kurumu.

Radyo ve Televizyon Programi: Berki, T. (Yapimeci). (08 Mart
2006). Promenad [Radyo Programi]. Ankara: RadyoHacettepe.

Miizik ve Sahne Sanatlari

Konser / Resital: Erkin, U. C. Piyano Sonati. T. Berki. Ankara: Bilkent Konser
Salonu. (09 Nisan 2006).

Opera: Puccini, G. Gianni Schichi (Libretto: G. Forzano). Yonetmen: R.
Simone, Basrol: C. Guelfi ve D. Dessi, Orkestra Sefi: G. Gelmetti. Roma:
Teatro della Opera. (22 Ocak 2002).

Bale: Kinikli, O. Giris, Gelisme, Sonug. Basrol: O. Kimkli. Ankara: Devlet
Opera ve Balesi Biiyiik Sahne. (15 Nisan 2006).

Tiyatro: Shakespeare, W., Hamlet. Yonetmen: J. Gielgud, Basrol: R. Burton.
Boston: Shubert Theatre. (04 Mart 1964).
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Miizik Yapiti: Beethoven, L. v. (1812). Symphony, No. 7 in A, Opus 92. New
York: Dover. (1998)

Erkin, U. C. (1932). Keman ve Piyano I¢in Improvisation. Ankara: Devlet
Konservatuvari. (1958).

Miizik Kaydi: Erkin, U. C. (1995). Alt1 Preliid [V. Erman]. Ulvi Cemal Erkin:
Complete works for piano solo [CD]. Avusturya: Hungaroton Classic. (1994).
Plastik Sanatlar

Kisisel Sergi: Misman, H., Resim Sergisi. Ankara: Cankaya Belediyesi Cagdas
Sanatlar Merkezi. (03-31 Mart 2006)

Karma Sergi: Hacettepe Universitesi Giizel Sanatlar Fakiiltesi Heykel Boliimii
Sergisi. Ankara: Cankaya Belediyesi Cagdas Sanatlar Merkezi. (20-30 Nisan
20006).

Sanat Yapiti

Koleksiyon ya da Miizelerde: Saymn, Z. (2003). Esinti [Grafik]. Francavilla al
Mare, Italya: Michetti Miizesi.

Yaymnlarda: izer, Z. F. (1986). Balkondan Susamlar [Resim]. S. M. Ering. Zeki
Faik Izer: 1905-1988 (s. 175). Ankara: Tiirkiye Halk Bankasi. (1990)
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published before, or not. This ethic responsibility belongs to the writer. The
form of the articles should be organized according to spelling rules, confirmed
by administration. The articles sent to be published are checked by the
publication commission for their form and content before they are published.
The texts that are confirmed are evaluated scientifically by at least two
reviewers according to double-blind independent and unprejudiced peer-
reviewing principles. The names of the reviewers are not revealed and
evaluation documents are kept for a five-year period. The last decision belongs
to the publication commission. Publication commission has the authority not to
publish the text, which is not approved by the editorial board, and send it back
to its writer to be corrected, re-arranged, or its content changed or reduced. It is
very important to make the last revision carefully, to use quotations and citation
correctly in order not to have problems during the publication process. When
the journal is published, one copy is sent to the each writer in a short time. The
writers, whose texts are published in our journal, are responsible for all the
scientific, orthographical and legal aspects. All copyrights of the published texts
are reserved. It is illegal to make quotations without citing our journal's name.

Language: The language of publication is Turkish. Besides, articles in
German, French and English are also accepted.
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Spelling rules: The texts that are sent to be published must have these
qualifications below considered for publication unity.

Title: It should be related to the content, and it should be written centered, with
capital and bold letters, 11 pt, containing no more than 10-12 words.

Name and address of the writer: First name (small) and surname (capital) of
the writer(s) should be written 11 pt, centered and bold below the title. Also, the
position, institution, communication and e-mail addresses should be indicated as
a footnote with standard character letters.

Abstract and keywords: Articles should contain an abstract, which should be
between 200-220 words. If the text of the manuscript is in Turkish, the abstract
should be written inboth Turkish and English; if the text is in English or French
or German, the abstract should also be written in Turkish and English. The
Turkish abstract should be placed on the first page and the abstract in English
should be on the last page of the text after bibliography. The abstract must be10
pt, single space, and must have 1 ¢cm margins on the right and left sides. At the
end of the abstracts, there should be keywords containing between 3-10 words.
Abstract must start just below the name of the writer, with 12 nk space. The
title of the abstract should be written centered, with capital and bold letters, 10
pt.

Main text: The text, containing no more than 20 pages, should be written in
Microsoft Word Page (17,5 x 25 cm), using Times New Roman,11 pt, 1 cm
line spacing, one column and 0 cm indents, and 2,5 ¢m top, 2,5 cm bottom, 2,5
cm left, 2,5 cm right margins. Main text must start just below the abstract,
with 6 nk space.

Chapter titles: The topics in the text should be written with numbers beginning
from introduction, bold and beginning with left indent.

Figures and boards: The title of the figure should be given under the figure;
the title of the board should be above the board. The numbers should be given
like these: 1, 2, 3, etc.

Quotations and references: References to the sources must be given by using
the citing in-text or date-writer without numbers format (APA format). In this
format, the writer’s last names and publication date are stated on the right place
in the text while referring to the sources that are mentioned in the text. Thus,
there is no need to use footnotes for the citation or the terms like idem or
ibidem. Quotations in the shape of summary are not given with page numbers;
they are only given while quoting directly. The quotations with more than 3
lines must have 1 em margin on the left side only, considering the main text.
Footnotes should be used to make an explanation for the statement that is given
in the text, and also their length should be minimal. You can apply for
http://www.apastyle.org/learn/tutorials/basics-tutorial.aspx for detailed
information.
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Size of Main Title 11 pt, centered, bold

Preferred Page Size 17,5 x 25 cm
Top Margin 2,5 cm
Bottom Margin 2,5 cm

Left Margin 2,5 cm
Right Margin 2,5 cm

First line indent 0 cm

Font Times New Roman
Font Type Style Normal

Size of Normal Text 11 pt

Space Between Paragraphs|3 nk

Space Between Lines I cm

Size of Foot Note 9 pt

Size of Block Quotations |10 pt
Block Quotations Margins |1 cm left

Abstract Font Times New Roman
Abstract Font Type Style Normal

Abstract Margins 1 cm left and right
Size of Abstract 10pt

Title of Abstract 10 pt, centered, bold

Works with single writer: The last name of the writer is written in brackets in
the text, and is separated with a coma, before stating the date of the work. If the
last name of the writer is used in the sentence already, there is no need to write
the last name in the brackets.

Example: ... (Yilmaz, 1996, p.258) or, according to Yilmaz (1996)...

Works with two or more writers: Example: According to Bond and Smith
(1995) ....or .... (Bond and Smith, 1995).

Works with three or more writers: Example: McCrae and his colleagues
(2000) ... or ... (McCrae and his colleagues, 2000)

One or more works of the same writer(s): Example: Yildirim (1982b) ...or...
(Yildirim, 1982b)

Sources: The cited sources should be given on a different page under the
Bibliography title, after the Notes, if there are any. Sources must be written
according to the writer’s last names and in an alphabetic order.

Books

Single writer: Giindogdu, C. (2007). Hact Bektds-1 Veli, Ogretisi ve Takipgileri
Hakkinda Metodik Yeni Bir Yaklagim. Ankara: Aktif Yayinlari.

Multiple writers: Iscan O. F. ve Naktiyok, A. (2005). Dijital Cag Orgiitleri.
Istanbul: Beta Yaynlari.
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Chapter or article in a book with editor: Tiirer, O. (2005). “Osmanl
Toplumunda Tasavvuf ve Sufiler. Ahmet Yasar” Ocak (Ed.). Osmanli
Anadolu’'sunda Tarikatlarim  Genel Dagilimi (pp.207-246). Ankara: T.T.K.
Yayinlart.

Thesis: Ayik, H. (2000). Farabi'de Dil-Mantik Iliskisi. (inedit Phd ). Erzurum:
Atatiirk University Sosyal Bilimler Enstitiisi.

Translated books: Hellman, H. (2001). Biiyiik Cekismeler: Bilim Tarihinden
Secilmis On Tartisma. (Cev. Fiisun Baytok). Ankara: Tiibitak. (1972).
Institution publications: TUBITAK. (2002). 2/.  VYiizyilda  Bilimsel
Yaymncilik: Hedefler ve Yaklasimlar. Ankara: TUBITAK.

Tirk Dil Kurumu. (2005). Tiirkge Sozliik (10. bs.). Ankara: Tiirk Dil Kurumu.
Handbooks: Ozgiiven, 1.E. (1992). HKE Hacettepe Kisilik Envanteri El Kitab.
(2. Revizyon) Ankara: Odak Ofset.

Anonymous: The Chicago Manual of Style (14th edition). (1993). Chicago: The
University of Chicago Press.

Dictionaries: Altan, N. (2003). Bilgisayar Terimleri Ansiklopedik Sozliigii (3.
bs.). Ankara: Sistem Yaymcilik.

Articles in scientific journal

Articles in Turkish: Giindogdu, C. (2007). Asik  Siimmani’de Askin
Metafizigi. Tasavvuf limi ve Akademik Arastirma Dergisi, 8 (18), 113-154.
Articles in foreign languages: Kurbanoglu, S. S. (2003). Self Efficacy: A
Concept Closely Linked to Information Literacy and Lifelong Learning [Oz
Yeterlik: Bilgi Okuryazarlig1 ve Yasam Boyu Ogrenmeyle Yakindan Iliskili Bir
Kavram]. Journal of Documentation, 59, 635-646.

Articles in popular journals

Known author(s): Kenar, N. (Nisan 2006). Kayit Dis1 istihdam. Popiiler
Yonetim, 9, 44-47.

Anonymous: Yerel Bilginin Kiiresellestirilmesi. (Mart2006). Focus, 12, 14-17.

Newspaper article: Altan, C. (23 Mart 2002). Degisik bir ritimde.... Milliyet
Gazetesi. 12.

Other publications

Proceedings published: Gilindogdu, C. (2005). Padisah-Tarikat Seyhi
Miinasebetleri Agisindan Aziz Mahm(d Hiidayi ve Cagdasi Abdiilmecid-i
Sivasi [Bildiri]. H. Kamil Yilmaz (Ed.). Aziz Mahmud Hiiddyi Uluslararast
Sempozyum Bildirileri, 20-22 Mayis 2007). (pp. 179-195). Istanbul: Uskiidar
Belediye Bagkanligi.

Proceedings unpublished: Yesilyaprak, B. ve Kisagc, I. (2000). Marmara
Bolgesi Depremleri Sonrasi Stres Tepkileri: Karsilagtirmali Bir Calisma. 36.
Ulusal Psikiyatri Kongresi, 3-7 Ekim, Antalya.
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Poster: Onal, 1. (Agustos 2002). Historical Perspectives on School
Librarianship [Poster]. 68" IFLA General Conference and Council, Glasgow.

Patent: Kavur, K. H. (2006). Heart Flowerpot, U.S. Patent No. D518,755.
Washington, DC: U.S. Patent and Trademark Office.

Encyclopedia subject: Ersoy, O. (1973). Kagit ve Kagitcilik. Tiirk
Ansiklopedisi (XXI, 112-115). Ankara: Milli Egitim Bakanligi.

Report: Devlet Planlama Teskilati. (2004). Devlet Yardimlarini Degerlendirme
Ozel Ihtisas Komisyonu Raporu (Rapor No: DPT: 2681). Ankara: DPT.

Laws and regulations: ilkogretim ve Egitim Kanunu. (1961). T. C. Resmi
Gazete, 10705, 12 Ocak 1961.

Interview: Because they are not accessible sources, letters, e-mails, phone calls
and other similar personal interactions are not added to bibliography. These are
referred in the text only. Example: (Personal contact with Asik Reyhani, 23th
June 2003).

Electronic publications: Basar, H. (1999). Sinif Yonetimi [ Electronic Version)].
Istanbul: Milli Egitim Bakanlig:.

Electronic version of a published book: Akman Demir, G., Yesilot, N. ve
Serdaroglu, P. (2006). Neurological involvement in Behgets Disease: Clinical
Characteristics, Diagnosis and Treatment [Elektronic Version]. Journal of
Neurological Sciences (Turkish), 23(1), 3-7.

Article: Yildinm, A., Ekici, K. M. ve Sahum, T. (t.y.). Isletmelerin Yonetim
Stirecinde Sinerjik Yonetim Anlayisinin Onemi. Bilgi Vadisi, 1(2). Date of
Access: 4th of April 2006,
http://www.bilgivadisi.net/idas/index.php=view&id=86&Itemid=59

Article or subject in database: Coskun, T., Bozoklu, S., Ozeng A. ve Ozdemir,
A. (1998). Effect of Hydrogen Peroxide on Permeability of the Main Pancreatic
Duct and Morphology of the Pancreas. The American Journal of Surgery,
176(1), 53-58. Date of Access: 25th of April 2006, ScienceDirect.

Report: Devlet Planlama Teskilati. (July 2004). e-Doniisiim Tiirkiye Projesi
Kisa Donem Eylem Plani: Degerlendirme Raporu (Report No: 2). Access: 2th
of April 2006, http://212.175.33.22/kdep/rapor/ KDEPHaziran2004.pdf
Anonymous web page: Bilim Etigi ve Bilimde Sahtekarlik. (t.y.). Access: 4th
of April 2006,http://www.aek.yildiz.edu.tr/bilim.htm

Web page connected through web site: Gordon, C. H., Simmons, P. ve Wynn,
G. (2001). What it is, and how to Avoid it. Date of Access: 4th of April 2006,
University of British Columbia Ag Sitesi:

http://www.zoology.ubc.ca/bpg/Advising/ Plagiarism.htm

Web site: Tema Vakfi. (ty.). Date of Access: 4th of April 2006,
http://www.tema.org.tr

Electronic sources - news, discussion group or forum message: Isik, E. (5th
of November 2003). Bitki Kiitiiphanesi [Message No: 8]. Date of Access:
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Kutup L,
http://listproc.metu.edu.tr.9000/reguser/KUTUPL/kutupl. 1/msg08.html

Citing a web site: To cite a web site completely (not a particular page), it is
enough to give the web site address.

Yazilim Sanayicileri Dernegi (http://www.yasad.org.tr)

Abstract : Irak, M. (1998). Uyku ve Bilgi Isleme Siirecleri. [Abstract] Tiirk
Psikoloji  Yazilari, 1 (1), 17-30. Date of Access: 8th ofJanuary 2000.
http://www.psikolog.org.tr/tpy/1/metehan.htm

Web site particular pages: Tiirk psikologlar dernegi deprem 6zel calisma
"grubu basin bildirisi: Deprem bdlgesi egitim 6gretim yilina hazir mi? (22
Eyliil, 1999) Ankara: Tiirk Psikologlar Dernegi. Date of Access: 8th of January
2000. http://www.psikolog.org.tr/deprem/basinbildiri5.htm

Electronic journals

Articles published in a journal and taken from electronic journals on
Internet: Giindogdu, C. (2005). Mevléana'nin Mesnevi'sinde Language of
Meaning, [Elektronic Version]. Tasavwuf Imi ve Akademik Arastirma
Dergisi. 14,221-231.

Articles taken only from electronic journals on Internet: Onder, M. (2008).
Medya Kiskacindaki Cocuklar. Makale 9. Date of Access: 25th of April 2009.
http://www.dinbilimleri.com/dergi/cilt8/sayi4/makale/onder.pdf

The date (not for CD-ROMs), source (e.g. SSCI, ERIC), the name of the
database and other information (such as item number) must be given for the
electronic databases. For the web sources, the address of the entry page of the
database (URL) must be given. (Example; http://www.ebscho.com).

Saracho, O, N.(1999). A Factor analysis of preschool childrens play strategies
and cognitive style. Educational Psychology, 19 (2), pp 165. [Date of Access:
8th of January 2000 EBSCO (Academic Search Elite), http://www.ebsco.com]
Radio and television programs

Film: Tirkiye Radyo ve Televizyon Kurumu (Producer), Ozakman, T. (Script
Writer) ve Oztan, Z. (Director). (1996). Kurtulus [Film]. Tirkiye: Tiirkiye
Radyo ve Televizyon Kurumu.

Radio and television programs: Berki, T. (Producer). (8th of March
2006). Promenad [RadioProgram]. Ankara: RadyoHacettepe.

Music and theatre arts

Concert/Recital: Erkin, U. C. Piyano Sonati. T. Berki. Ankara: Bilkent Konser
Salonu. (9th of April 2006).

Opera: Puccini, G. Gianni Schichi (Libretto: G. Forzano). Director: R. Simone,
Leading Role: C. Guelfi ve D. Dessi, Orchestra Chief: G. Gelmetti. Roma:
Teatro dell Opera. (22nd of January 2002).

Ballet: Kinikli, O. Giris, Gelisme, Sonug. Basrol: O. Kinikli. Ankara: Devlet
Opera ve Balesi Biiyiik Sahne. (15th of April 2006).
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Theatre: Shakespeare, W., Hamlet. Director: J. Gielgud, Basrol: R. Burton.
Boston: Shubert Theatre. (4th of March 1964).

Musical production: Beethoven, L. v. (1812). Symphony, No. 7 in A, Opus 92.
New York: Dover. (1998)

Erkin, U. C. (1932). Improvisation for Violin and Piano. Ankara: Devlet
Konservatuvari. (1958).

Music record: Erkin, U. C. (1995). Alti Preliid [V. Erman]. Ulvi Cemal Erkin:
Complete works for piano solo [CD]. Avusturya: Hungaroton Classic. (1994).

Plastic arts

Exhibition Personal: Misman, H., Art Gallery. Ankara Municipality of
Cankaya, Modern Arts Center. (3"-31st of March 2006)

Exhibition Mixed: Hacettepe University Exhibition of the Department of
Sculpture, Faculty of Fine Arts. Ankara: Cankaya Belediyesi Cagdas Sanatlar
Merkezi. (20"-30™ of April 2006).

Art works

In collections or museums: Sayin, Z. (2003). Esinti [Graphic]. Francavilla al
Mare, Italy: Michetti Museum.

In publications: _Izer, Z. F. (1986). Balkondan Susamlar [Painting]. S. M.
Ering. Zeki Faik Izer: 1905-1988 (s. 175). Ankara: Tiirkiye Halk Bankasi.
(1990).
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