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Resim sanatimizin modernlesme siirecine yeni bir bakis...

Giintimtiizde ¢ok canl ve heyecan verici bir bilim dal haline gelen sanat tarihinin kendi ana malzemesine
—gecmigin sanat yapitlarina— her giin yeni ve taze bakislarla bakmasi, bu yapitlarin gerilerde kalmus, biraz
duragan diinyasini zamanimzin yeni bilgi, diisiince ve kuramlarimin siginda, durmaksizin “yeni okumalarla”
ele almas1 gerektigi, giin gegtikce daha iyi anlagihyor.

Bugiin Pera Miizesi salonlarinda agilan KADINLAR, RESIMLER, OYKULER / Modernlesme siirecindeki Tiirk
resminde ‘kadin’ imgesinin dondigiimii adl sergi, iste boyle bir egilimin ve boyle bir yeniden okuma ¢abasinin
trtinii. Bu sergide, degerli sanat tarih¢isi Dog. Dr. Zeynep Yasa Yaman’in yonlendirdigi bir diizenleme i¢inde,
cesitli kamu kurumlarindan ve 6zel koleksiyonlardan secilerek bir araya getirilen elliyi askin resim bizi,
Tanzimat’tan Cumhuriyet’e, resim sanatimizin gelisme ve cagdaslasma yillarma gottrtrken, bu dénemi, ‘kadin’
imgesinin dontstimii gibi ¢ok 6zel, ama bir¢ok agidan ¢ok anlaml bir tema ¢ercevesinde yeniden katediyor.

Tiirk resminin modernlesme siirecine yeni ve degisik 1giklar tutan bu sergiyi agma onurunu degerli
sanat dostlariyla paylasirken, koleksiyonlarindaki yapitlari bu sergiden esirgemeyen ve asagida adlari bulunan
tiim kigi ve kuruluslarla, bagta Sayin Zeynep Yasa Yaman olmak tizere, serginin hazirlanmasina

katkida bulunan herkese igten tesekkiirlerimizi sunuyoruz.

Suna ve Inan Kirag

A fresh look at the modernization era in Turkish Painting...

Art history, one of the liveliest and most exciting branches of knowledge of our times, emphasizes the need
to continually re-examine, re-evaluate and re-interpret its primary ingredient — art works of the past — from
fresh perspectives in the light of current information, thought and theory about these works whose very
nature fixes them firmly in the past.

The exhibition that opens today at the Pera Museum, WOMEN, PAINTINGS, STORIES / Transformation of the
image of ‘woman’ in Turkish painting in the modernization era is the product of just such an intention and
(re-)interpretation. In this exhibition of more than fifty works chosen from a variety of public institutions and
private collections, renowned art historian Assoc. Prof. Dr. Zeynep Yasa Yaman, has organized the arrange-
ment of works that span the era from the Megrutiyet/Second Constitution through the Republic, taking us on
a voyage through the years during which the Turkish art of painting was undergoing a movement towards
contemporaneity, traversing anew, but within the framework of an exceptional and extremely meaningful
theme, the period in which the image of ‘woman’ was transformed.

Ve are honored to open this exhibition and share with our fellow lovers of the arts this new and
different perspective on the modernization era in Turkish painting. We take this opportunity to express our
deepest and most sincere gratitude to all the individuals and institutions, who have so generously shared
their works of art with us for the purpose of this exhibition. We offer our heartfelt thanks first and foremost

to Zeynep Yasa Yaman, and to all those who have participated in the preparation of this exhibition.

Suna and inan Kirag



Otekinin varuiz: Her resim bir oykii anlatir

|
| Modern Tiirk sanatinda kadinin imgesel doniisiimii

Zeynep Yasa Yaman

The existence of the other: EVery painting tells a story

Transformation of the image of woman in modern Turkish art

Zeynep Yasa Yaman




Kimligin apacgik bir kesinlik “olarak temsil
edildigi tarihsel stireci agimlamay:r saglayan
distintirlerden Derrida’nin sézmerkezci ke-
sinlige saldirisi, Foucault'nun tarihteki ayrim-
ciligi sorgulamasi, Lacan’in ‘kendim’ fikrini
bir kurgu olarak ortaya koymas: gibi ‘kimlik-
cinsiyet’ sorununa dayali sorunsallarin sanata
aktarmm 1990°larda giderek artnustir. Tiirki-
ye'de de ozellikle bu yillarda sanatcilar, tarih-

ciler ve sanat tarihciler, kadin ve erkek dzne .

arasindaki 6nemli ayrimin toplumsal boyutla-
11 tizerine diisinmiisler, konuyla dogrudan il-
gilenmislerdir.

Suna ve Inan Kirac Vakfi Pera Miizesi'nde
agtlan Kadmlar, Resimler, Oykiiler: Modernles-
me siirecindeki Tiirk resminde ‘kadin’ imgesinin
doniigiimii baghkl bu sergide, glintimiiz sana-
tindaki gorsellestirilisi ve sorunsallastirilist di-
sartda tutularak, Osmanli modernlesmesinin
onemli esiklerinden biri sayilan II. Mesruti-
yet'ten (1908), erken Cumbhurivet donemi
olarak adlandinlan 1950’lere kadar ‘kadin’
imgesi, resimlerden izlenerek resimli bir tarih
denemesi gerceklestirilecektir.

Osmanli ve Cumhuriyet modernlesmesi
olarak adlandirilan bu stireclerde, ‘bati’h sanat
anlayig ‘dogu’lu olanla yer degistinmis, gele-
negin terk edilmesi niyeti tim 19. yiizyili be-
lirleyen 6nemli bir sanatsal doniisiim olmus-
tur. Sanayi-i Nefise Mekteb-i Alisi'nde Av-
rupah akademik bir 6gretim baglaulmig ve
Cumhuriyet’le adi Giizel Sanatlar Akademisi

olarak degisen kurumda stirdiiriilmistiir.

The transfer to the realm of art of problems based
on the ‘identity-gender’ question, like the attack on
the literal absolute by Derrida, one of the thinkers
to make possible the analysis of the historical
process in which identity was represented as a clear
certainty, Foucault’s questioning of discrimination in
history and Lacan’s putting forward of the ‘self’ as a
speculation, increased throughout the 1990s.
Particularly during those years, artists, historians
and art historians in Turkey began to focus on the
sociological dimensions of the important distinctions
between male and female subjects in painting, and to
examine them more closely.

In the Suna and Inan Kirag Vakfi Pera Musem
exhibition, Women, Paintings, Stories / Transformation of
the image of woman in modern Turkish art, this visual-
ization and problematization in contemporary
Turkish art will be put aside momentarily while we
pursue a pictorial and historical essay on the image
of the “woman” from the Second Constitutional
Period [Il. Mesrutiyet] (1908), considered the thresh-
old of Ottoman modernization, until the 1950s, a
period known as the early Republican period.'

In the process described as Ottoman and Republican
modernization, a ‘western’ perception of art took the
place of the ‘eastern’ one, and the intention to aban-
don the tradition resulted in an important artistic
transformation that determined the art of the entire
nineteenth century. Academic European education
was instituted at the Sanayi-i Nefise Mekteb-i Alisi
[Sublime (Imperial) School of Fine Arts], which con-
tinued to function, renamed the Giizel Sanatlar Aka-
demisi [Academy of Fine Arts], during the Republic.

! Tarihsel olarak bu yegleme
ve simrlama, koleksiyonlarda
bulunan yapitlara erisebilme
kolayhg ile iliskili olmustur.
Bununla birlikte yapim daha
eski tarihli olmakla birlikte
Osman Hamdi'nin, Tevfik
Fikret'in resimleri katalogda
kullanilnustir. Sergide, kadinm
gosterimi agisindan bulunmasi
istenen bazi bagyapatlar, 6zellikle
MSGSU Resim ve Heykel
Miizesi teshirinde olmalar,
yapitlarin bagka miizelerde
diizenlenen diger sergilere
verilmesi konusundaki kurallar
nedeniyle elde edilememistir.
1950’lerden sonraki dykiileme,
baska bir aragtirmanin ve
serginin konusu olarak
projelendirilmektedir.

! Historically this preference
and limitation has been related
to the ease of access to works
in collections. However in spite
of being of an earlier date,
Osman Hamdi and Tevfik
Fikret's works are included in
this book. In the exhibition cer-
tain major works desired from
the point of view

of representation of the woman,
in particular those on exhibit at
the MSGSU Museum of Painting
and Sculpture, could not be
obtained because of regulations
surrounding the exhibtion

of works in other museums.
The tale of the years following
the 1950s will be the subject of
a separate study and exhibition.
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Avrupa'nin kendi karsisinda, ‘Oteki’ olarak
tammladigt ‘Sark’a iliskin toplu diis glictinii
gorsellestiven sanatgilarin/fotografcilarin 19.
ve 20. yiizyillarda ¢ektigi fotograflar ve yapti-
g1 resimlerle olusturduklari oryantalist kalip-
yargilarin diginda bir serginin gosterimi igin,
modern/romantik/oryantalist bakig ile Os-
manli ve Cumhuriyet modernlesmesi arasin-
daki ayrimim belirginlestirilmesi gerekebilir.

18. ylizyildan bu yana Avrupalinin kiilttirel
ve sanatsal olarak genelde Dogu'ya, dzelde ise
‘dogulu’ kadina bakismi ve gdsterimini,
“Sark’1 egemenlik altina almanm batli tarzi
olarak” yorumlayan Edward Said, Sarkiyatalik
(1978, 1999) adh kitabinda bir kiilttiriin dige-
ri tarafindan kligelesmis algilanigim, yarattikla-
1 kuvvetli ‘gergeklik etkisi'ne karsin, tered-
diitle karsilamstir (Said 1978, 1999; Burke,
2003: 143-146; Yegenoglu 1996: 107-159).
Dogulu kadimn, genelde seks, zulim, avarelik,
harem, hamam, odalik, kéle gibi kaliplagmus
konularmn nesnesi olarak gosteren Avrupah
sanatgilar, batl izleyiciye, girilmesi neredey-
se olanaksiz bir mekana, hareme girme ve ya-
banci bir kiiltiiriin en mahrem sirlarna tanik
olma ayricahifini vermis oluyorlard:r (Said
1978; Germaner ve Inankur 1989, 1992; Ye-
genoglu 1996: 107-159; Burke 2003: 144).
Bu gérsel imgelerin olusturulmasinda, diis
giiciiniin yan1 sira edebiyat metinlerinden de
yararlanilmistir. Ornegin Ingres’in “Tiirk
Hamami” (1862-63) tablosunda, Leydi Mary
Wortley Montagu'niin 18. yiizyilda Istan-
bul’da Tiirk hamamina yaptigi ziyareti anlat-
t1z1 mektuplarmn suretlerinden yararlandig bi-
linmektedir. Kolektif fantezi ya da diis tirtinii
olan Ortadogu’ya iliskin bu batili kalipyargi-
larin gogalarak bugiine ulagan uzun Smiirlii
bir etki alani yaratmalar, izleyicinin ‘gézetle-
me’ arzusunu kigkirtmustir  (Germaner ve
Inankur 1992: 193; Benjamin 1997: 9; Burke
2003: 145; Fleckner 2004: 27).

When presenting an exhibition that goes beyond

the orientalist stereotypes of the nineteenth and
twentieth centuries that had developed as a result of
photographs and paintings that made use of the col-
lective imagination regarding an ‘Orient’ defined by
a vision of its ‘otherness' in the eyes of Europe, it
may be necessary to clarify the distinction between
the “modernist/orientalist/romantic” view and
Ottoman and Republican modernization.

From the I8th century onward, the European's
cultural and artistic portrayal of the East in general,
and of the ‘Eastern’ woman in particular, was
marked by an attitude interpreted by Edward Said in
his book Orientalism (1978, 1999) as “the western
method of dominating the Orient,” a means for one
culture to perceive and portray another in terms of
clichés, and in spite of the strong sense of realism it
conveyed, was met with his reserve and hesitation
(Said 1978, 1999; Biirke 2003: 143-146; Yegenoglu
1996: 107-159). The Eastern woman was portrayed
by European artists as an object in stereotyped roles
involving sex, cruelty, oppression, idleness, in the
harem and the hamam, as odalisque or slave, in envi-
ronments almost impossible of access, giving to
western spectators the sense of being privileged to
enter the harem and observe the most intimate
secrets of a foreign culture (Said 1978; Germaner
and Inankur 1992, 1999; Yegenoglu 1996: 107-159;
Biirke 2003: 144). If the creation of these visual
images owed much to the imagination, it also made
use of literary texts. For example, it is well known
that Ingres benefited from copies of the letters of
Lady Mary Wortley Montagu describing her visit to
a Turkish bath in 8% century Istanbul when he was
painting his famous tableau, “The Turkish Bath”
(1862-63). These Western stereotypes, products of
collective fantasies or imaginary views of the Middle
East, increased and had a longlasting influence that
has endured until our own times, encouraging in the
spectator a taste for voyeurism (Germaner and
Inankur 1992: 193; Benjamin [997: 9; Burke 2003:
[45; Fleckner 2004: 27).



Ote yandan Osmanli ressami Osman Ham-
di'nin kendi kiiltliriinden sahneleri batili bir
bicemle resmetmesi, onun oryantalistligi ko-
nusunda farkli goriis ve tartismalara neden ol-
mugtur (Akstiglir Duben 1987: 283-290;
Nochlin 1983: 118-131; Celik 2003: 145; El-
dem 2004). Burkelin, “Anlagilan Osmanh
Imparatorlugu’nun modernlesme siireci ken-
disine batih ya da en azindan batililastirict
gozlerle bakmasin gerektiriyordu™ saptamasi,
farkhlastirma ve uzaklagtirma ya da basgka bi-
¢imde soylersek ‘Gteki’lestirme siirecinin bel-
li bir kiilt{irtin i¢inde de yasanabilecegine isa-
ret eder.

19. ve 20. yiizyillarda Avrupal sanatgilarin
resimlerindeki dogulu kadinlar ile Osmanh
ve Cumbhuriyet donemi sanatcilarinin kadin

resimleri aynt Avrupali modernlik anlayisin-

dan, batili gibi modern olma ve resim yapma

isteginden beslenmesine karsin ortaya c¢ikan
imgelerin farkhilig1 nasil agiklanabilir?

Osman Hamdj, olasilikla Charles Baudelaire
okuyordu.? Tom Reiss (2005: 119), The
Orientalist adh kitabinda, halifeligin kaldirili-
sindan sonra 1924’te tlkeyi terk eden Sehza-
de/Halife/Veliahd Abdulmecid’i Paris’te bir
@f¢'de oturup Montaigne okurken betimli-
yor. Béyle olunca da Osman Hamdi ve Seh-
zade Abdiilmecid’in haremde Goethe oku-
yan, Beethoven dinleyen, disarida gezinen
kadin resimlerinin, batli gbziin ‘harem” bek-
lentisiyle ¢elismesi pek sasirnc: gelmiyor. Av-
rupalinin dussel kadin/harem fantezilerinin
kargisina dogulunun Avrupa tasavvuruna go-
re ‘Oteki’lestirerek  Avrupahlastirdigi kadin
anlayigiyla cikan ‘erkek/sanatci’ bakisi, ‘ha-
rem/kadin’ iliskisini de tersine ¢eviriyor.

Tanzimatla birlikte batihlasma siirecine giren
Osmanli Imparatorlugu’nun 6zellikle de Batr’da
epitilmis ‘erkek’ modernistleri, kadimin toplum-
sl iglevini, tilkenin temsilindeki roliinii 6nem-

semigler, tasavvur ettikleri ‘Gteki” kadimi genel

On the other hand, the Ottoman painter Osman
Hamdi was portraying scenes from his own culture
in a western style, leading to different opinions and
discussions on the subject of his ‘orientalism’
(Akstigtir Duben 1987: 283-290; Nochlin 1983: | | 8-
131; Celik 2003: 145; Eldem 2004). Burke’s state-
ment, “lt appears that the Ottoman Empire’s
process of modernization requires it to observe
itself through western or, at the very least, west-
ernizing eyes” points out that the process of differ-
entiation and a certain distancing, or in other words,
the intention of “other-ness,” can be experienced
within a given culture as well.

If that is the case, how do we explain the vast dif-
ferences between the images of Eastern women cre-
ated by European artists during the 19th and 20th
centuries and those produced by artists of the
Ottoman and Republican era, who were nourished
by the same European concept of modernity and in
spite of the desire of the Eastern artists to be as
modern as the Westerners!?

In all probability Osman Hamdi read Charles
Baudelaire.? Tom Reiss (2005: 119), in his book The
Orientalist, depicts the Prince/Veliahd [an heir to a
throne]/Caliph Abdulmecid sitting in a cafe in Paris
reading Montaigne, after fleeing the country when
the caliphate was abolished in 1924. Under these
circumstances it is not surprising to see the contra-
diction between the western expectations of the
‘harem’ and Osman Hamdi and Caliph Abdulmecid
Efendi’s depictions of women in the harem reading
Goethe, listening to Beethoven and promenading
outdoors. Contrary to the European’s objectifica-
tion of the female in their imaginary representations
of ‘female/harem’ fantasies, the Eastern artist’s
approach to the “otherness” of women by
Europeanizing them from a ‘male/artist’ viewpoint
turned the harem/female relationship inside out.

During the process of westernization that the
Ottomans entered with the Tanzimat/Reform,® ‘male’
modernists, particularly those educated in the west,

began to emphasize the social function of women

* Osman Hamdi’nin Charles
Baudelaire’i okuduguna iligkin
bilgi yoktur. Bununla birlikte
bana ait bir diisiince olarak
Osman Hamdi'nin Charles
Baudelaire’i, “Modern Yasamin
Reessam”™ makalesini ve daha
baska yazilarim da tamdigm,
en azindan Paris’te oldugu
1860-1869 yillart arasinda Figaro
okumus ve 26, 28 Kasim ve

3 Aralik 1863’te Figaro'da ti¢
baéliim halinde yayimlanan
“Modern Yasamin Ressanu”
yazisint ve diger bazi yazilarim
gormiiy olabilecegini
diistinliyorum. Bu diislince,
onun resim anlayisini besleyen
kigilerden birinin de Charles
Baudelaire olacagma iliskin
ongorii ve sezilerimden
kaynaklanmaktadir (Zeynep
Yasa Yaman).

2 There is no evidence
confirming that Osman Hamdi
read Charles Baudelaire.
However in my own opinion,
Osman Hamdi was familiar with
Baudelaire’s article on “The
Artist in Modern Life” and other
of his writings; | think it is
possible that Osman Hamdi at
least read Figaro during the
years 1860-1869 when he was
living in Paris, and that he read
this article, which was published
in three installments in the
issues of November 28, 29, and
December 3, 1863, as well as
certain other articles. The spec-
ulation that Charles Baudelaire
was one of the persons whose
ideas influenced Osman Hamdi’s
understanding of painting is
based on my own intuition and
instincts. (Zeynep Yasa Yaman).

? Tanzimat: Reform: the period
of administrative reforms begun
in 1839,
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4 Mesrutiyet/Constitution:
There are two constitutional
periods in the Turkish political
history, the first (2374 December
1876-13th February!878) and
the second. The 24 Constitution,
starting by Abdilhamid Il on
23"d/24th July|908, having been
obliged to announce the validity
of the Constitution for the sec-
ond time following the ending of
the 15t Constitution which was
started by Abdiilhamid's ascend-
ing the throne and the validity of
the Constitution after being
approved, and ending with the
closing of the House of
Parliament (Meclis-i Mebusan).
2nd Constitution continues until
the removal of the sovereignty,
legally on ISt of October [922.
27 Constitution, considered as
the announcement of the
Freedom, was welcomed with
exuberance, and has enabled the
‘|ttihat and Terakki® (Committee
of Union and Progress) to
become the most important
political power of the empire.
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egilimlerden farkh bi¢imde yaratmay1 projelen-
dirmigler; haremden kurtararak ailenin temel
bireyi halinde sunmuglardir. Bu agidan bakildi-
ginda tarihsel bir gegmise dayanan ‘erkek Os-
manl’ gdrselliginin Megrutiyet ve Cumbhuri-
yet'le birlikte, simgesel olarak disilestirilmis ve
dyle imgelestirilmis oldugu soylenebilir.
Tanzimat ve Mesrutiyet sanat¢ilarn —ki bii-
yiik cogunlugu erkektir—, ‘kadin’s, erkek ba-

kigi-larinda—yla farklilagtirilarak Istanbul eliti-

nin basat imgelerine déniistirmuslerdir. On-
lar kitap okurlar; Sultanahmet’te, Beyog-
lu'nda, Ada’da, Bogaz'da, deniz kenarinda,
kent icinde dolagirlar; balolarda dans ederler;
miizik dinlerler; keman, piyano ¢alarlar; plaj-
larda giineslenir; denizde yiizerler.

Tiirkiye Cumbhuriyeti'ndeki modernizm
devinimi, ‘kadin’ konusunu cagdaslasmanin
temel niteliklerinden biri olarak anlanus ve
‘kadin’ sorununa ozel bir dnem vermistir.
Kadin imgesi, Osmanh modernlesmesinde
oldugu gibi Cumbhuriyet Tiirkiyesinde de
yeniden kurgulanip kurularak sdylemsel ola-
rak diizene sokulmustur.

Inkilip, tanimladi@y aileye uygun yeni bir
kadin tipi dnermis ve bu kadinm hi¢ yoktan
yaratilmasini tasarlamisti. Yeni kadin her sey-
den &nce sosyal bir varliktr, hemen her alan-
da etkin olarak egitiliyor, hakim, hemsire,
dgretmen, daktilo, doktor, sanatg1 vb. olarak
toplumda cesitli gorevler ahyordu. Bu kadin,
Tiirk ailesinin kadint olacakti. Bu kadimn
yalmz Istanbul, Ankara ve Izmir gibi bir iki
biiyiik kentte degil, Tiirkiye'nin her yerinde
etkin olmasi séylemlestiriliyordu.

Tarihte oldugu gibi, kurulan yeni Tiirkiye
Cumbhuriyeti'nde de kadnlar, adalet, Szgiinliik,
baris benzeri baska bir seyin digsal temsilini iist-
leniyorlard: ve bu, Tiirkiye i¢in yaratian yeni
sdylemin en énemli imgelerinden biriydi. ‘Ka-
din’, vitrini belirleyen en énemli ideolojik gor-

sel elemand.

and the role they played in the representation of the

nation, making it their goal to create a portrait of
the ‘other’ woman in a manner different from the
usual tendencies by releasing her from the harem
and presenting her as the fundamental unit of the
family. Approached from this viewpoint, it can be
said that the image of the ‘male Ottoman’ based on
a historic past became symbolically feminized with
the arrival of the periods of the Mesrutiyet/
Constitution® and the Republic.

The artists of the Tanzimat and Mesrutiyet — the vast
majority of whom were male — transformed the
‘woman’ with and through their male perceptions of
the dominant images of the Istanbul elite. They read
books, they stroll in Sultanahmet, in Beyoglu, on the
Prince’s Islands, on the shores of the Bosphorus, at the
seaside and in the city; they dance at the balls, listen
music; play violin and piano; they sunbathe and swim.

The modernism movement in the Republic of
Turkey considered the contemporary portrayal of
the ‘woman’ one of its primary attributes and attrib-
uted particular importance to the issue of the
‘woman’. The image of woman, in Republican Turkey
just as during the period of Ottoman modernization,
was assembled anew, established, organized and
articulated.

Revolution required a new type of woman appro-
priate to the defined family, and intended to create
this woman from scratch. The new woman was
above all a social creature, educated to be active in
almost every sphere, taking on responsibilities in
society as judge, nurse, teacher, secretary, doctor,
artist, etc. This woman would be the woman of the
Turkish family. This woman would function not
only in a few large cities like Istanbul, Ankara and
izmir, but would participate in activities in every
corner of Turkey.

Just as throughout history, so in the Turkish
Republic: women took on the external representa-
tion of concepts like justice, freedom and peace and
they became one of the most important images in

the new statement that was being made about




Hi¢ kuskusuz, sanattaki goriintiisii/yeri
agisindan ‘kadin’ bir sorun olarak enine bo-
yuna tartigmak, kadin imgesinin degisen iv-
mesini ve egrisini, ¢ok sayidaki gorsel malze-
me tizerinden incelemek, bu serginin sinirla-
rint asacak yogunlukta bir calismay: gerekti-
recektir. Bununla birlikte Osmanli Impara-
torlugu’'nun son déneminden baglayarak ‘ka-
din’in degisen imgesi yaklagik 1950’lere de-
gin modern sanattaki gortiniimii acisindan
kurgulanmus, belli bir zamandizin i¢inde &r-
neklenmeye calisilmis, ancak tiim &rnekler
ve sanat¢ilar g6z Oniline alinamamustir.
Amaglanan daha ¢ok, ‘kadin’in degisen im-
gesi ile toplumsal kimligi arasindaki iliskinin
resim diizleminde izlenmesidir. Resimde ka-
dinin degisen imgesine bakarken ‘ciplak/¢ip-
laklik” ve portreler serginin diginda tutulmus,

ama ‘kadin’ Turkiye modernlesmesinde tist-

lendigi rol agisindan ele alinnustir.

1908’den yaklagik 1950’lere degin izini sii-
recegimiz ‘kadm’in sosyal, kiltiirel ve eko-
nomik yagamu ile aile icindeki konumu, hig
kugkusuz Istanbul-Ankara gelgitinde bigim-
lenen ve payitaht-bagkent ekseninde tasarim-
lanan bir ‘d—6niisim—lstiniim’tin gdstergele-
riyle simrhdir. Istanbul ya da Anadolu kadin
olma durumu, gercekte yasanandan farkl
olarak sanat¢min, ideolojik sdylemlerin ekse-
nindeki gorsel tasarimlama ve distinsel diin-
yast ile yakindan ilgilidir. Roland Barthes,
"Metinleri, resimleri, kentleri, yiizleri, hare-
ketleri, manzaralart vs. okuyorum” diyor.
lenzer bir okuma, modern Tiirk sanatinda
Kadinin imgesel doniisiimii tizerinden yapil-
maya ¢aligildr ve bu sergide resimlerde gorii-
nenden yola ¢ikarak ve belli bir ¢ercevede,
secerek kiigiik bir dykiileme denendi. Bu
tykii, modern sanatin bicemsel gdsterimi de-
il ama sanattan yola c¢ikarak tarihin, sanat

tarihsel sunumu olacaktir.

Turkey. ‘Woman’ was the most important ideologi-
cal visual image in the showcase.

A thorough and wide-ranging discussion of the
topic of the ‘woman’ from the viewpoint of her per-
ception and place in the arts, the speed and degree
in the changes of the female image and its study
through a vast amount of visual material is undoubt-
edly a task requiring research that goes beyond the
scope of this exhibition. However, by taking the last
era of the Ottoman Empire as a starting point and
studying the changing image of ‘woman’ in modern
art up until the 1950s, we have attempted to pro-
vide examples within a defined time period, although
not every example or artist could be represented.
The objective was rather to observe the relationship
between the changing image of women and their
social identity in the arena of art. ‘Nudes/nudity’ and
portraits are not represented in the exhibition, but
are discusssed within the framework of their rele-
vance to the role of ‘woman’ in the modernization
of Turkey.

The period of 1908 until the 1950s, within which
we will observe the ‘woman’s social, cultural and eco-
nomic life and her position within the family, was
doubtless shaped in the swing of the pendulum
between Istanbul and Ankara and the imperial city-
capitol axis within which its movements were limited..
Unlike the reality of being an Istanbul or an Anatolian
woman, the artist’s visual concept and intellectual
world are more closely related to the axis of his ide-
ology. Roland Barthes writes, “| perceive their texts,
their paintings, their cities, their faces, their move-
ments, their scenery”. A similar perception has been
attempted here with respect to the changing image of
the woman in modern Turkish art, taking the paint-
ings in this exhibition as a starting point and telling
their story within a particular framework. The story
lies not so much in the representation of styles of
modern art, but rather in the use of the art as a
departure point for the presentation of history
through the history of art.
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‘Modern bir konut’, ‘Tiirk bir aile’, ‘Yeni bir kadin’

Sisli’den kurtulmak ya da aydinlik Anadolu’ya ulasmak

‘A modern dwelling’, ‘A Turkish family’, ‘A new woman’
Liberation from Sisli, or, attaining luminous Anatolia

Kurulusundan beri ‘demokrasi’ kavranu ile ilis-
kilendirilen Cumhuriyet Tiirkiyesi, 1950°lere
&eg;n demokrasinin 6nerdigi yasantinin gege-
cegi kent, yap1 ve dekorasyon anlayisini olug-
turmayi, baska deyisle varolam yeniden bi-
cimlendirmeyi istemistir. Eylemde yeterince
belirginlesmese, giinliik yasam alanlarina bi-
rebir yansiyamasa da, ‘yeni’ olanin kuramsal
tartigmalari dénemin bilim adamlari, yazarla-
r1, diisiintirleri vd. tarafindan 6nemsenen ve
basinin da destek verdigi bir konu olarak
giindeme sokulmustur. 1930’larmn Tiirk mi-
marliginda modern evin nasil olmasi gerekti-
gi tartigilirken, bir yandan da ‘bu ev’, kiiltiirel
ideolojinin tiim yiikiinii tstlenmis, en &zel
durumlar, en genel ideolojik cergevelerin
dogrudan ve dogal uzanustynug gibi kabul
edilmigtir (Baydar Nalbantoglu 1999: 305).
Tiirkiye’de modern ev, cumhuriyet kadini-
nin her seyden énce anne ve ev kadim oldu-
su gercegini gozeterck tasarlanmis, sade ve
kullanish diizenlenmis bir ‘aile yuvasi’dir; ay-
din ve iilkii sahibi modern Tiirk kadininin,
saghkl Tiirk ailesinin mekamdir (Bozdogan
1998: 347).

Dénemin aktiialite ve kadin dergilerinin
“Ev ve Esya” koselerinde yayimlanan grafik-
ler, orta halli, cekirdek bir aileyi tanimliyor-
du. Bu cizimlere gore, karikoca, karikoca ve
bir cocuk, iki ¢ocuk ya da fi¢ gocukla siir-
lanan Cumbhuriyet’in Tiirk ailesine 2, 3 ve 4
odali evler éneriliyordu. Oniinde kiigiik bir
bahcesi olan bol giinesli modern evler genel-
likle dért kisilik aile veya iki ¢ocuklu bir ka-

rikoca icin disiiniilmiisti: Antre, yemek sa-

Republican Turkey, committed to the concept of
‘democracy’ from the moment of its inception,
attempted until the 1950s to instill the appreciation of
a democratic style of life in cities, structures and even
home decoration; that is to say, they wished to
reshape and transform what already existed. Even if it
was not sufficiently clear in practice, or if the changes
were not reflected individually in all the areas of daily
life, theoretical discussions of the ‘new’ were consid-
ered crucial by the scientists, writers, and philosophers
of the period and, supported by the press as well, held
a prominent place on the agenda. Throughout the
1930s, while discussions about what the architectural
makeup of a modern Turkish home should include
were taking place, ‘this home’ took on the entire bur-
den of the cultural ideology, accepting the most per-
sonal situations as if they were direct and natural
extensions of the general ideological framework
(Baydar Nalbantoglu 1999: 305). The modern home in
Turkey was designed bearing in mind that the woman
of the Republic was first and foremost a mother and
housewife, and was organized as a ‘family home’ in a
simple and efficient manner, as the abode of an enlight-
ened and idealistic modern Turkish woman and a
healthy Turkish family (Bozdogan 1998: 347).

The graphics that accompanied the “House and
Furniture” columns of the news and women’s maga-
zines of the period depicted a middle-class nuclear
family. According to this picture, the Turkish family of
the Republic was ideally limited to husband and wife,
or husband and wife and one, two or three children,
for whom homes with two, three or four rooms
were considered appropriate. The sunny, modern
homes graced with a small garden were generally

designed for a family of four: foyer, dining room, two



lonu, iki karyolali yatak odasi, iki karyolali di-
ger bir yatak odasi, mutfak ve kiler, hizmetci
odasi, banyo, apteshane ve sandik odasi. Yeni
planin olusturdugu yeni evin nasil désenmesi
gerektiginden soz eden yazilar da siklikla ya-
ymlanmustir. 1926 tarihli “Tiirklerde Mobil-
yacilik” baghkli yazisinda Ismail Hakk: Balta-
cloglu (1934: 209-212), Osmanli yaganmini ve
ona gore bicimlenen ev ve dekorasyon anlayi-
s yererken “Tiirk evi Tiirkliik'seciyesini kay-
betmeksizin dahi asrilesebilirdi, asrilesmeli” savini
getiriyor ve “yeni bir zevk yeni hayatin kendisin-
den dogamaz m?..” diye soruyordu.

Bu ev, kentlinin evi olarak diistiniiliiyordu ve
Cumbhuriyet aydim i¢in secilen evin zaman igin-
de halkin begenisini de kazanacag umuluyordu.
Bu yeni esya ve déseme bigiminin en belirgin
slogani ‘masrafsiz giizellik’ti. Ustelik diiz hath

kiibik mobilyalarm malzeme segimi, her keseye

uygun bi¢imde ayarlanabilirdi. Cumhuriyet ka-
dini, nasil yalmzea bir siis ve cinsellik nesnesi ola-
rak goriilmiiyor, sosyal bir varhk olarak yeniden
tammlaniyorsa evi de ona uygun yeni bir islev
kazanmalrydi (S.S. 1933: 2).

Haydar Fevzi (1933: 11), Osmanh ve Cum-

huriyet evi arasindaki ayrinu

Yagkandili, karanlk odalar, daginik saglar
kalktikea diinyanin siiri azalipormug. Yani
dliim kokan giir azalyor, Uik benizli,
dksiiren, bayilan ‘esiri sevgili’ siiri dliiyor.
Bunun yerine hayatin, kanin siiri geliyor.
Liski evlerde mehtabin saltanati vardi. Simdi
her tarafi camli binalarda giinesin saltanati

bagliyor.

sozleriyle pekistirmektedir.

Ote yandan Cumhuriyet koyli ve ciftciyi
modernlestirmeye yoneldigi icin, dag etegin-
de yapilmak tizere maliyeti diisiik olan ev
planlar da énerilmekte, bu planin nasil kulla-

nilacag tariflenmektedir:

bedrooms containing two beds each, kitchen and
pantry, maid's room, bath, toilet and storeroom.
Frequent articles dictated how the new home with
the new plan should be furnished. In a 1926 issue of
“Turkish Furniture,” Ismail Hakki Baltacioglu (1934:
209-212) criticized the Ottoman lifestyle and the
home and decor that it entailed, stating that “the
Turkish home can and should be modernized without los-
ing its Turkish character”, and questioned whether
“a new taste should not spring naturally from a new life”.

This home was considered appropriate for the city
dweller, and it was hoped that the general population
as well would ultimately adopt the design for the intel-
lectual class. The primary slogan to describe this new
style of household goods and interior furnishings was
“beauty without expense”. The materials for the sim-
ple cubic lines of the furniture included a wide range of
choice, offering something to suit every pocketbook.
Just as the woman of the Republic was viewed as not
simply a decorative and sexual object, but redefined as
a social being, so her home should acquire an equally
appropriate functionality (S.5.1933: 2).

Haydar Fevzi (1933: |1) reinforces the difference
between the homes of the Ottoman and Republican

eras in these words:

They say that as the dark rooms, tousled hair and oil
lamps disappear, the world is losing its poetry. That’s
to say the poetry that stinks of death. The pale-
complected, coughing, fainting ‘slaves of love’ poetry
— that is dying. In its place is arriving a red-blooded
poetry of life.

The sultanate of the moon dominated the old
houses. But now the sultanate of the sun has begun

in buildings surrounded with glass.

At the same time, because the Republic was lean-
ing towards modernization of the lives of the villager
and the farmer, plans for low-cost housing that
could be constructed on the skirts of the mountains
were also being proposed, and instructions for their

use were described:
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3 Risaleyi aktaran {lber Ortayl,
Osmanl Toplumunda Aile, Pan
Yaymecihk, Istanbul, 2001, s. 155.

5 The treatise is quoted by liber
| Ortayli, Osmanli Toplumunda Aile,
! {stanbul, 2001, Pan Yayincilik,
p.155.
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Yukardaki plamn tetkikinden anlagilacagr gibi,
bu kagk biraz da cificilik ile mesgul olanlar igin
yapilmugtir. Birinci kattaki depo ve ambar igin
tahsis edilen odalar kighk erzaki saklamaya
mahsustur. Bu odalann biri mutfak olarak
kullanilabilir. Tkinci katta uzun kis gecelerini
ailece toplu bir halde gegirmek igin genig bir
salon vardir. Atélyeye tahsis edilen mahal
disardan kapilidir. lcabinda bir otomobil veya
bir araba barnndirabilir (Anonim 1933: 2).

Modernligin temsilinde ‘kadin’ onemli bir
(s)imge degeri tagimis, séylemin olusturulma-
sinda vazgegilmez bir unsur olmustur. Avru-
pali yeni sanat da modern ‘kadin’1 gorselles-
tirmis, hem Mesrutiyet, hem Cumbhuriyet ta-
sarladigs devrimleri, kent, konut, aile, genclik
vd. alanlardaki tiim degisimleri, savas, eglen-
ce gibi gosterimleri, verilen iletileri kadin im-
gesinin yardumiyla inandiric: hale getirmistir.

Yeni olacag varsayilan yaganti, beraberinde
yeni bir aile tipinin de sorgulamp tanimlan-
masini gerekli kilmistir. 19, yiizyihn sonu, 20.
yiizyilin baginda ‘modern aile’nin diigsel gos-
terimi 6nem kazanir. Gergek ile ¢akigmayan
ama tasarimlanan varhikly, kiiltiirlii, ‘alafranga’
bir aileye duyulan dzlemi Tiiccarzade Ibra-
him Hilmi Bey’in, 1914 tarihinde, Avrupali-
lasma kargit1 olanlari alaya aldify “Avrupalilas-
mak, Felaketlerimizin Esbab1” baslikli risale-
sinde gdzlemlemek olasidir. Bu aile, Sigli’de
bir apartmanda ya da Erenkdy’de kiigiik bir
koskte oturur, yash baba, anne, geng bir es,
temiz pak giyimli bir erkek, ti¢ cocuk ve bir
hizmetciden olusur. Ailenin akrabalar1 ve ya-
kinlar1 da vardir. Geng eg (kadm), is glic sahi-
bidir ve bos zamanlarini evde oturup okuya-
rak gegirir.” Ilber Ortayh, gizilen bu manza-
ray1 Fransizca ders kitaplarindaki ‘la famille du-
pont ya da Ingiliz ‘Mr. Brown’ ailelerine
benzetmekte, bu uyarlama ve 6zlemi su soz-

lerle dile getirmektedir:

As can be seen from a study of the above plan, this

structure has been designed for the use of those
involved with agriculture. The rooms designated as
depots and storerooms on the first floor are meant
for the storage of provisions for winter. One of these
rooms can be used as a kitchen. There is a large
salon on the second floor where the family can spend
their time together in family gatherings on long
winter nights. The area designated as a workshop
has an access door from the outside. If necessary

it can be used for sheltering an automobile or cart
(Anonymous 1933:2).

The ‘woman’ had great symbolic value in this rep-
resentation of modernity, and was an irreplaceable
component in its formation. The new European art
had created an image of the modern ‘woman,’ and in
the revolutionary changes designed by both the
Constitution and by the Republic, it was with the
help of the image of the woman that all their mes-
sages of change regarding areas like the cities, the
home, the family and youth, along with portrayals of
war and entertainment, became more believable.

This presumed new way of life required the ques-
tioning and definition of a new family to accompany
it. At the end of the nineteenth and beginning of the
twentieth centuries it became important to project
an image of this imaginary “modern family.” The
aspiration for this well-envisioned, if unrealistic,
wealthy, cultured, “westernized” family is captured
in the 1914 treatise by Tiiccarzade Ibrahim Hilmi
Bey entitled, “Europeanization, the Source of our
Disasters,” in which he ridicules those who are ene-
mies of Europeanization. This family resides in a flat
in Sisli or in a small house in Erenkéy, and consists
of an elderly father, mother, young wife, spotlessly
dressed husband, three children and a servant. The
family has a circle of friends and relatives as well.
The young wife (‘woman’) has a profession and
spends her free time at home reading.® This family
scene reminds llber Ortayl, “la famille DuPont™ in
French textbooks, or the English “Mr. Brown™ fami-



e e e e e

Aksaray’in bazen lagumlar akan, her zaman
tozlu, camurlu dar sokaklanndaki ahsap, basit
evdeki fakir, cocuklar takunyayla mahalle
mektebine giden, saghksiz sartlarda yagayan,
erkegin evde degil kahvede oturdugu ailenin
ziddidr, Bugiin bizlerin nostaljiyle 1950’lerde
gevrilen Tiirk filmlerinde aradigimiz bu mahalle
manzarast, Megrutiyet miinevverinin
kdbusuydu. O mahalleden igreniyordu,
iiziiliiyordu. Tiimiiyle o diizenive aileyi
kendi tarihf ¢izgisi icinde miitalea edip
degistirmektense, bir farazi dekor ve asri halk
yaratmak tercih ediliyordu (Ortayl 2001: 156).

Bir goriise gore, Tanzimat'tan sonra Tiirklii-
giin 6ne g¢ikarilmasina karsin, ‘kulluk’ sistemi
lizerine kurulu Osmanlt toplum ve hukuk ya-
pist, bir yandan da Ttirk’i *kapikulu’ ahlakina

uydurmus ve kendine 6zgii bir Avrupalilasma

Oregi yasanmustir. Oregin - Cumhuriyet’in
hemen sonrasinda 1924-1925 yillarinda kaleme
aldigr yazilarmda Mubhittin Bilgen, Osmanl ta-
rihini ‘Kapikulu’ olarak adlandirilan bir model
icinde irdelemekte ve Osmanh ailesi ile Tiirk
ailesini  biittintiyle birbirinden ayirmaktadir.*
Bu yaklagim, Osmanhi ve Ttirk kimligini, Istan-
bul ve Ankara aileleri® olarak kargt karsiya ge-
tirmekte, tarihi, kiilttirel ve sosyal anlamda ay-
rnstirmaktadir. Bilgen'e gére devsirmenin evril-
mig hali olan ve ashnda Huristiyan bir Bizans ai-
lesi olan kapikulu ailesi, gegmisine sahip olma-
din i¢in bir aile adi da tagryamaz. Ona gére
Tiirkiye'nin Istanbulu diginda diinyamin her
yerinde insanlar aile adlan ile anililar ve bir
ulusu ulus yapan da ‘kan’ ve tarihteki yerinin
belirliligidir. Ancak devsirme ve tiiredi bir ne-
sil, Abbasi-Bizans karisimi, gecmisinden yok-
sun ve Osmanh olarak tamimladign ‘kapikulu’

icin bu olanaksiz bir durumdur:

Tiiredi bir nesil olan Osmanl kapikulusu,

ailesiz ve adsizdir. Kapikulu muntazam bir

lies, and this adaptation and yearning is expressed by
him in the following words:

This family is the complete opposite of the poor fam-
ily living in unsanitary conditions in a dusty simple
wooden house in Aksaray, on a narrow muddy street
with leaking sewers, their children attending

the neighbourhood school wearing wooden clogs and
the man of the house spending his time in the local
coffeehouse rather than at home. This type of
neighbourhood scenes that we viewed with nostalgia
in the Turkish cinema of the |950s) was the worst
nightmare of the enlightened population of the
Constitution. This type of neighbourhood was a
source of both sorrow and disgust. Rather than pon-
dering the historical ramifications of this system and
family and changing it completely, it was preferable
to create a hypothetical contemporary populace
(Ortayh 2001:156).

According to one point of view, unlike the period
after the Tanzimat when Turkishness was empha-
sized, the structure of Ottoman law and society
based on the kulluk system® placed the Turk within a
kind of ‘*kapikulu’” ethic and a unique and character-
istic example of “Europeanization” was thus experi-
enced. For example, in his writings of 1924-1925,
shortly after the foundation of the Republic, Muhittin
Bilgen examined Ottoman history within the frame-
work of the Kapikulu’ model, and completely differ-
entiated the identity of the Ottoman family from that
of the Turkish family.® This approach resulted in an
opposition between Istanbul and Ankara families in
the historical, cultural and social spheres.” According
to Birgen, the kapikulu family was in fact a Christian
Byzantine family transformed by the phenomenon of
devgirme,'o the recruitment of Christian boys for the
Janissary corps; because in effect it did not ‘own’ its
own history, it could not even bear a family name.
According to Birgen, everywhere in the world out-
side of Turkey's Istanbul, people were known by
their family names, and what made a nation were

* Istanbul Osmanl
modernlesmesinin, Ankara
Cumbhuriyet modernlesmesinin
diistinsel ve ideolojik mekinlan
olmusglardir.

® Ankara, Anadolu’nun temsilini
tistlenmisti. Bu nedenle Ankara
ailesi Anadolu ailesi, [stanbul
ailesi Osmanlh ailesi yerine ve
adina kullamlmistir. Ve bu
metinde bu anlanuyla
kullanilacaktir.

¢ A system wherein one is a
subject rather than a citizen.

7 Servant/subject

& |stanbul was the intellectual
and ideological focal point of
Ottoman modernization just as
Ankara was the focal point of
the Republic's modernization.

? Ankara took upon itself the
representation of Anatolia. This
is why the term ‘Ankara family’
is used for the Anatolian family
and ‘Ottoman family' is used in
placed of Istanbul family. The
terms will be used in the same
sense in this text.

1% Recruitment of Christian boys
to be trained as janissaries.

17

OTEKININ VARLIGI: HER RESIM BIR OYKU ANLATIR

EXISTENCE OF THE OTHER: EVERY PAINTING TELLS A STORY



¢ Soylu k.

7 Anlayistan yoksun koyliiler;
Tiirkler.

' Nation
12 Soylu irk [noble race]

13 Anlayistan yoksun kéyliler/
Tiirkler [ignorant villagers/ Turks]
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lean tarihine delalet eden bir aile ismi tagimaz.
Istanbul’da aile ismi kullanilmamasinin sebebi
budur. Ay zamanda kapikulunda aile
huluku da Roma ailesi hukukundan pek az
farklidir. Aile hukuk¢a babann hkimiyet-i
istibdadi altinda bulunur” (Arikan 1997:
127-129).

Birgen’e gore, Osmanh ailesi de Roma hu-

kukuna gdre bigimlenmistir. Roma’da esirle-

ri tammlayan ‘familya: aile’ sdzctigii, ‘esir: fa-
milus’ sdzciigiinden  tiiremistir. Islamiyetin
hukuki katkilarma karsin kapikulu, Islamiyeti
bile degistirmis, Osmanli’da da ailenin Ro-
ma’daki esaret icerigi korunmus, babanin bu-
yurdugu, annenin ve ¢ocuklarin bu buyruga
uydugu diizen esas olmustur. Birgen, kurtu-

lusun caresini;

Bugiin Istanbullunun aile ismine sahip ola-
bilmesi igin tek bir ¢are kalir ki o da
Anadoli’da meveut aile isimlerinin Istanbul’u
istila etmesinden, tabir-i aharla Osmanli tari-
hinin tesirlerinden hald kurtulamamis olan
Istanbul’un Anadolu kitlesi iginde erimesinden
ibarettir.

diisiincesiyle belirtilmistir (Arikan 1997: 127
ve 129).

Osmanli Imparatorlugu'nun Arap, Tiirk,
Bulgar, Sirp, Arnavut vd. topluluklardan
olusan ‘millet’ yapisi i¢inde Tiirk ve Tiirkge
kiigiimsenmis, Namik Kemal igin bile
Miisliiman Araplar ve Arnavutlar ‘kavm-i
necip’, Tiirk ‘Etrak-i biidrak’” olmaktan
kurtulamamustir (Arikan 1997: 131).

Bu nedenle, ‘Tiirk’ bir kiiltiir ve yeni bir
kusak sorunu, Cumhuriyet’in 6nemsedigi bu
dnemli proje, Osmanhliktan kurtulmakla
olas1 goriilmiistiir. Erken Cumhuriyet déne-
minde, Tanzimat'la gelen yenilikler uygun

bulunmayarak elestirilicken 6te yandan da

‘blood’ and the certitude of its place in its history.
However this situation was impossible for the
kapikulu he described as the parvenu descendents of
devsirme, an Abbasid-Byzantine mix with no history

of its own past, calling itself Ottoman.

The Ottoman kapikulu was an upstart generation
with neither family nor name. The palace servant
could not bear a name that bore witness to blood
history. This is the real reason why family names
were not in use in Istanbul. At the same time, family
law among the kapikulu was not unlike Roman
family law. The family was under the autocratic rule
of the father (Arikan 1997: 127-129).

According to Birgen, the Ottoman family was also
structured according to Roman law. In Rome, the
term ‘familya: family’ was derived from the term for
slave, ‘familus’. Despite the legal contributions of
Islam, the kapikulu even affected Islam, and among
the Ottomans the family continued to include the
Roman concept of slavery, with the father in com-
mand, and the mother and children submitting to his

will. Birgen expressed the following solution:

There is only one way for the Istanbul family to able
to own a family name, and that is because the
present surnames of Anatolia have overwhelmed
[stanbul. An Istanbul unable to escape the influence
of Ottoman history is destined to be absorbed in the
Anatolian mass (Arikan 1997: 127 and 129).

Within the structure of the Ottoman Empire’s
‘millet’’! or ‘national group’ composition of Arabs,
Turks, Bulgarians, Serbs, Albanians and other social
groups, Turks and Turkish were belittled, and even
Namik Kemal did not escape the prejudicial nomen-
clature of “kavm-i necip”'? for Moslem Arabs and
Albanians and “Etrak-i biidrak” '* in the case of Turks
(Arkan 1997: 31).

Consequently, the solution to the issue of a
“Turkish” culture and the problem of new genera-




Tlirkiye Cumbhuriyeti ruhuna vyarasir daha
bagka bir yenilik planlanmaktadir.

Ornegin 1929 yilinda, Resimli Ay dergisin-
de,” bir Tanzimat yerlesimi olarak kabul edi-
len Sigli semtinin ulusuna yabancilasan mo-

dernizmi yerilmektedir (Anonim 1929: 8);

Apartiman... Apartiman... Apartiman. ..
Otomobil. .. Otomobil... Otomobil... Kumar,
kumar... ‘Tiirlii tiirlil, cins cins, kumar..

Sampanya, kokain.. Kokteyl, zina, tiirlii
tirlii, cins cins, renk renk, disili erkekli zina. ..
Payfon... Parfon... Pudra, ruj, karmen.

Manikiir... pedikiir... Kocalanndan daha
koca kadinlar, kadinlanndan daha kan
kocalar. ..

Iste: Sisli...

Sigli budur. Istanbulun ortasinda acaip bir
keule gibi yiikselen bu bembeyaz sipsivri
binalar. Istanbulda Fatihte, Aksarayda,
Kasumpasada daraldikga, evler kuliibe,
kuliibeler arsalagtikea; boylandilar, serpildiler,
sismanladilar. .. Sisli, alinteriyle kazanan
Istanbul sarardikeca, soldukga irilesti, irilesti..
Irilesti... Ve aliz Istanbul’un bedeninde bir ur
wibi biiyridiikee biiyiidii. ..

Tanzimatin istikrazlaryla temelleri atilan
Sisli bugiin artik, beyi ile usagiyla, hanimiyla,
hizmetgisiyle bir tfeyliler, bir galismadan
kazananlar beldesidir..

Bu beldenin sakinleri kimlerdir? Bunlar hangi

millettendirler? Hangi sinifa mensupturlar?
I“e hele hayatlanni nasil kazanirlar?

Siglide tiirkee tereddinin lisani addedilir. .
Onun igin bu beldeye tiirkge ancak gizli
odalarda, iistlerinden kilit vurulan kinal sagli
hanimninelerin kulagina gizliden gizliye
fistldanir. Orada frenkee konugulur; Ingilizce
konusulur, Almanca konugulur... konusulur,
Lonugilur..

Yalmz tiirkge konugulmaz. ..

[ste bunlar Siglililerdir. ..

tion, a project considered important by the
Republic, would be possible by freeing itself from
the Ottoman image. During the early days of the
Republic while the innovations of the Tanzimat peri-
od were being criticized and found unsuitable to
their purposes, a new plan was being formed that
would be in conformity with the spirit of the
Republic of Turkey.

For example, in the Resimli Ay '* periodical in 1929,
the district of Sisli, which had been happily accepted
as a settlement area of the Mesrutiyet/Constitution
Period, was derided for a modernity that alienated it
from its own nation (Anonymous [929: 8).

Apartments... Apartments... Apartments... Cars...
Cars... Cars... Gambling, Gambling .. .All sorts, every
variety of gambling ...

Champagne, cocaine... Cocktails, adultery, all sorts,
every variety, every tone, male and female adul-
tery... Perfume... Perfume... Powder, lipstick,
Carmen.

Manicure... pedicure... Women more male than
their men. Men more female than their women..

Behold: Sisli

This is Sisli. Sharply pointed white buildings rising
like strange towers in the middle of [stanbul. As the
old Istanbul houses in Fatih, in Aksaray, in
Kasimpasa shrank, as the houses turned into shacks
and the shacks turned into vacant land... They grew
taller, they multiplied, they widened ... Sisli broad-
ened, fattened, as Istanbul, sweat on its brow, yel-
lowed, then paled ...It grew obese ...And like a
tumor on Istanbul’s weak and puny body, it grew and
grew again ...

Its foundations built on the borrowed money of the
Tanzimat Era, today Sisli, with its gentlemen and its
valets, its ladies and its servants, is @ community of
those who acquire wealth without earning it.

Who are the residents of this community? What
nationality are they? To what class do they belong?
And furthermore, how do they earn their living?

In Sisli Turkish is considered a language of degener-

e e s

8 O dénemde, Muhittin Birgen
gibi Resimli Ay dergisi de
Sovyetler Birligi yanhs: bir
yaklagim igindedir.

!4 During this era, Muhittin
Birgen, like the Resimli Ay
magazine, had a strong leaning
toward the Soviet Union.
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? Omegin 1926 yilindan
baglayarak konservatuvar
miidiirii Ziya Bey, 900 kadar
halk tiirkiisii derlemis, bunlar1
kayda almus, ulusal ve yerel halk

. oyunlarini saptamustir (Resimli

Ay, Mart 1929, s. 27).

'$ For instance, in 1926 Ziya
bey, director of the Conservatory,
began collecting and recording
folk songs, eventually 900 of
them, along with identifying
national and regional folk dances.
(Resimli Ay, March 1929: 27)
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Bunlar tanzimattan beri Avrupadan yapilan
istikrazlanin komisyonlar ve hiikiimdar
bahgisleri iginde gozlerini agtilar, kazanmanin
stkintisint cekmeden, yasamanin kolayini
buldular. .. Hala béyle kolayca, caligmadan
kazantyorlar, yiyorlar, iiyorlar. Dikkat ediniz
Siglide hangi miisbet igi goriirler? ...
(Anonim 1929: 17)

biciminde siiriip giden yazi, Tanzimat burju-

vazisini elestirirken kusku yok ki, Cumhuri-
yet i¢in bagka tiir bir modernlik, bagka tiir bir
aile ve yasam oneriyordu. Bu yenilesmenin
temel birimi Anadolu ve Anadolu kiiltiiri
iizerine odaklaniyor, Osmanl’'nin idari ve
kiiltiirel merkezi olarak kabul edilen [stan-
bul’dan, Cumhuriyet’in yeni idari ve kiiltiirel
merkezi olarak secilen Anadolu’ya bir kayma
goriiliyordu.”

Bununla birlikte Cemal-Ekrem Resit Rey
kardeglerin 1930’larda yapuig1 Liikiis Hayat

operetinin librettosunda yer alan;

Siglide bir apartiman
Yoksa eger halin yaman
Duvarda yaglhiboyalar
Nikel, kiibik mobilyalar

dizeleri Cumhuriyet déneminde $isli'nin ve
Sigli'deki apatmanm kiibik 6zellikleri ile de
déneme uydugunu, liiks ve ihtisamin mekan
olarak hald énemli ve baskin dzellikler tagidi-
g1 gostermektedir. Sisli’den ve Sigli apart-
manlarinda oturan ‘kadin’dan kurtulmanin da
syle pek kolay olmadig anlaslmaktadr.
Yeni toplumun yeni bir kent ve eve gerek-
sinimi oldugu kabulii, degisik agilardan bir
¢ok kisi tarafindan tartislmugtar. Ornegin, Ce-
Jal Esat Arseven, “Asti Bir Sehir Projesi”
(1929) bashkli yazisinda, her yanindan bol
151k giren, aydinlik ve havadar bir kent istegi-

ni dile getirirken gdlgeli dar sokaklarn, ecis

ates. .. In this community Turkish is only whispered
from ear to ear by hennaed grandmothers locked in
hidden rooms. Western languages are spoken; English
is spoken, German is spoken... spoken, spoken.

Only Turkish goes unspoken.

These are the inhabitants of Sisli.

They were born into wealth derived from commissions
for money borrowed from Europe since the Reform
Era, and from gratuities from sovereigns; without
experiencing the hardships of earning, they found
the easy way... They are still eating, drinking, gaining
without earning. Pay careful attention — what kind
of useful work is performed in Sislitei
(Anonymous 1929: 17).

The piece continues in this vein, obviously propos-
ing a different type of modernity, a different concept
of life and family, as it criticized the Tanzimat bour-
geoisie. The fundamental unit in this renewal was to
be focused on Anatolia and Anatolian culture, and
the shift away from the Istanbul-centered administra-
tive and cultural center of the Ottomans toward the
newly chosen administrative and cultural center in
Anatolia gradually began to manifest itself."

At the same time, the lines from a libretto in the
1930s operetta, “A Life of Luxury” by the Cemal-
Ekrem Resit Rey brothers,

Sislide bir apartiman
Yoksa eger halin yaman
Duvarda yagliboyalar
Nikel, kiibik mobilyalar

Without an apartment in $isli
Your life would be hard

Qil paintings on the walls
Cubic nickel furniture

are a good indication that during the Republican era,
Sigli and the cubic characteristics of the $isli apart-
ment were quite suited to the period, that the area

maintained its dominant characteristic of a luxurious



biictiy evlerin bir kentin yasamim ruhsal agi-
dan olumsuz etkileyecegini belirtmektedir
(aktaran Baydar Nalbantoglu 1999: 307). Ay-
m yilda (1929) Baltacioglu’nun yonelttigi
“Asri Ev Nedir?” sorusunun yaniti, Cumhu-
l'iy'ct modernliginin, Tanzimat/Mesruti-
yet/Osmanl modernlesmesinden, baska ulus-
larin modernlesme isteklerinden farkl oldugu
bigiminde verilmis ve ‘bize dzgii’ olan acik-
lanmaya ¢alisilmustar. i

Ismail Hakk: Baltacioglu (1934: 235-236)
da, Birgen ve Safa’min goriiglerine katilarak
Osmanli ile Cumbhuriyet ailesi arasindaki

ayrima deginiyor ve

... Evler birer kaptir. Iginde yasayan ailenin,
aile hayatint tagirlar. Nasil ki sehirler de birer
kaptir. Sehir hayatt denilen igtimai hayats
tagular. Bu kap iyi olmak igin igindeki seyi
tagiyabilecek gibi saglam olmalidir. Su halde
iyi bir ev ailenin hayatini kusursuzca
tagiyabilmelidir. Ailenin tiirlii ihtiyaclan vardr.
Hep bu ihtiyaglara gére bigimini degistinnelidir,
Bir de aile degismeyen bir gey degil, daima
Tamana gore degisen bir mevzudur. Asii aile
ile Roma ailesi biri birine irca edilemez.
[nkildptan evvelki Tiirk ailesi inkildptan
sonraki ‘Tiirk ailesi degildir. Eski ailenin bircok
vazifeleri ve bircok da seldhiyet ve mesuliyetleri
vardr. Yeni ailenin daha az vazifeleri ve
seldhiyetleri, fakat belki de daha siddetli ve kati
ihtiyaglar vardir. Eski aile ayni zamanda
iletisadi, bedit ve terbiyevi bir rol oynuyordu.
Yeni ailedeki roller bir derece hafiflemistir.
Artik ev istihsaline, ev toplagmalanna hemen
hemen malik degiliz. Tiirk evlerinde fabrika
bacasi kadar biiyiik bacali ve cami kemerleri
wibi kemerli ocaklar gériilmiiyor. Bugiinkii aile
ler seyden ziyade sihhate, konfora muhtagtir.
Cirines, 151k, hava ve istirahat edebilecek
esya... Bu ihtiyag o kadar siddetlenmistir ki iig
odali fakat konforlu bir yuvayr sitilmast kabil

and privileged life, and that it was not going to be
easy to be free of either the area of Sisli or of the
‘woman’ who inhabited its apartment buildings.

The need for a new city and home for a new soci-
ety was a fervent topic of discussion from many dif-
ferent aspects by many different experts. For exam-
ple, in his article “A Modern City Project” (1929).
Celal Esat Arseven expressed the desire for a bright,
well-lit, airy city, stating that dark, narrow streets

with crooked houses would have a deleterious psy-

chological effect on city life (Related by Baydar
Nalbantoglu 1999: 307). In the same year (1929)
Baltacioglu questioned, “What is a modern home?”

The modernity of the Republic demanded something

different from the Tanzimat/Mesrutiyet/Ottoman
modernization, and for that matter, from the mod-

ernization desired by other countries as well, some-

thing that was “particular to us.”

Ismail Hakki Baltacioglu (1934: 235-236) agreed

with Birgen and Safa with respect to the difference

between the Ottoman family and that of the
Republic, saying,

Every home is a vessel. It contains the family life of the
family that lives in it. Just as cities are vessels that carry
the public life that is called urban life. In order for a
vessel to be useful, it must be strong enough to carry
what it contains. In that case, a good house must be
able to impeccably contain the life of the family within
it. Families have a variety of needs. It should be able to
change its form in order to meet these needs. We
must remember that the family is not an unchanging
entity, it is always changing over time. The modern
family cannot be compared to a Roman family. The
pre-revolutionary Turkish family is not the post-revolu-
tionary Turkish family. The former family had many
duties and responsibilities, as well as authority.

The new family has fewer responsibilities and less
authority, but perhaps more intense and absolute
needs. The old family also played an economic, aesthetic
and educative role. In the new family these roles have
been somewhat reduced. We are no longer involved in
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!¢ Meaning,” High/supreme
door"; the name given to the
administration, the post of Head
of Viziers, and the governmental

building, in the Ottoman Empire.

Also, due to the publication
houses for the press being in
the same district, generally used
to imply, the "press".
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olmiyan bir saraya tercih edenler golliktur.
Fakat bu azamf ve medeni' konfor fikri bir
mimann zekdsi, yahut bir zenginin parasile
halledilecek gibi yalniz bir iy degildir. Artile
bugiin giines, 15k, siwcaklk, hava ve bahge
meseleleri daha genis bir zaviye iginden
goriiliiyor. Yeni bir kdy, bir sehir, bir millet
meselesi sayilryor. Sehirciligi belediyecilikten ve

yol genigletmekten ibaret bir meharet

© sannuyalin. ..

sozleriyle yeni bir aile modelini yeni bir
konut tipinin igine yerlestiriyor, Cumhuriyet
devriminin stylemlestirerek tlkiisellestirdigi
Tiirk kadim da yeni aile ve yagam biriminin
temelini olusturuyordu.

Cumbhuriyet’in modernlesme projesi ‘Ala-
turka m1? Alafranga m1?’ sorusunda ve karsit-
liginda degil, daha ¢ok Tanzimat’la baglayan
‘alafrangalagma’ egiliminin Tiirk’e iliskin de-
gerleri ihmal ettigi, hatta kimi kez asagiladig
diistincesinde odaklaniyor, ve Cumbhuriyet
modernlesmesinin ‘kendi/alaturka’ olam yii-
celtmekle gerceklesebilecegi vurgulamyordu.

Peyami Safa’ya gore,

Tiirke muzaf olan her seyin kiymetsizligini
telkin eden ecnebi mektepleri ve ecnebi
propagandast, ... bir alaturka diigmanhigi

agilamigtir. ...
Séyle siirdiirtiyor Safa goriiglerini:

Onlar Tanzimat ¢ocuklar ve Babidli
ziippeleri, alafrangac dogdular. Iglerinde Yahya
Kemal veya Rugen Egref gibi irst
sahsiyetlerinden silkinip gkanlar pek azdu.
Biz, yeni Tiirkiye ¢ocuklan, Tiirk dogduk.
Kafamiz Avrupalidir. Elektrik yakanz, fakat
udumuzu elimize alarak Tamburi Cemil’in
enfes bir semaisini galmaktan utanmayiz ve

Trirk musikisine biitiin Garp kulaklarnn

the production of our homes and gatherings. In Turkish
houses we don’t see chimneys the size of factory
smokestacks or vaults like those in mosques. Today’s
family is in need of health and comfort above all else.
Sun, light, air and comfortable furnishings. This is such
a strong need that the majority of people prefer

a comfortable three-room home to a palace that is
impossible to heat. But this concept of maximum
civilized comfort is not one that can be satisfied simply
by the intelligence of the architect or the money of

a wealthy patron. In the world of today we look at
issues like sun, light, heat, air and gardens from

a wider point of view. A new village, a city, is
considered a national matter. Let us not view

urban planning as simply a matter of municipal
administration and road-widening.

With these words, he places the new model family
firmly within a new type of dwelling, with the
Republican reform period's idealized Turkish woman
as the foundation of the family and way of life.

The Republic’s project of modernization was not so
much focused on juxtaposition of the A la Turca? A la
Franca? issue but rather on the view that the
Europeanization tendency that began with the
Tanzimat had neglected Turkish values or sometimes
even denigrated them, insisting that the Republic could
achieve this modernization by glorifying the aspects of
‘self and Turkification.” According to Peyami Safa,

foreign schools and foreign propaganda that instill

a sense of the worthlessness of everything related

to the Turk... have encouraged the growth of enmity
for all things a la Turca... (Safa 1933b: 1).

Safa continues to elucidate his views as follows:

They are the children of the Tanzimat and the
dandies of the Babidli,'® they were born proponents
of a la franca. Very few of them were able to throw
off the character they inherited as Yahya Kemal and
Rusen Esref did.




tiryaki olacagy giinii de yaklagtirmak igin

zamanin eteklerine yapisinz. Artik bizim
aramizda bir ‘alaturka alafranga’ miinakagasi
yoktur. Alaturka kelimesinin icindeki Trirk
soziinden ¢ekinen Beyoglu’nun kozmopolit
Tiirkleri, bize, bizi anlayan ecnebilerden daha
uzaktirlar. (Safa 1933b:1).

Cumbhuriyet’in 10. yilinda, 1926’da Mede-
ni Kanun'un kabuliiniin, 1934°te kadimlara
segme ve secilme hakki verilmesinin dnemli
bir demokrasi devinimi oldugu, Ortaasya’da
zaten esit olan kadm ile erkek birlikteliginin
Cumbhuriyet’in aile anlayis icinde de esitlen-
mesinin, devrimin ulusal basarisi i¢in kosul
oldugu gesitli yazilarda belirtiliyordu. Bu, ai-
lenin Szgiirlestirilmesiyle olasiydi ve “Aile
hiirriyeti ile kadin, erkegin adeta esiri olmaktan ¢1-

karak kari koca miitekabil bir anlagma ve mukave- -

le ile hayatlaring birlegtiriyorlar”di (Mehmet Saf-
fer 1933: 734).

Cumbhuriyet projesinin kuramsal ve pratik
olarak kdye ve koyliye yonelen demokrasi
anlayigt, Atatiirk™tin, “ Tiirkiye’nin sahibi hakiki-
sl ve efendisi, hakiki miistahsil koyliidiir” s6zity-
le, Cumhuriyet’in aile birimini kéyde aramug
ve modernlestirme istegini kdyliiye yonelt-
migtir. Bircok dergi ve gazetede Anadolu’nun
qesitli kentleri, kasabalar1 ve koyleri fotograf-
[arla tamitilnig, bu mekanlarda vasayan aileler,
kadinlar ve gengler gorsellestirilmistir. Anado-
lu'daki gercek boyle degilse bile, ozellikle
kéwylitler/¢iftgiler resimlerde hep cekirdek aile
olarak ele alinnug ve ilerinin gagdas Tiirkleri
olarak koylii ailesi yiiceltilmistir.

Cumhuriyet Halk Partisi 1938 yilinda ‘sa-
natgilart korumak ve yurdun giizelliklerini
siptattirmak’ amaciyla baglattigr “Yurt Gezile-
1" ve agtif ti¢ ‘edebi miisabaka’nin sartname-
lerinde, yazilacak oyunlarin, éykiilerin “Tabi-
ity usan, tarih, i, ahldk, ideal, dlicenaplik, aile

inuhabbeti, yurtseverlik, sevda hisleri ve evlenme

We, the children of the new Turkey, were born
Turks. Our minds are European. We use electricity,
but we aren’t ashamed to pick up our lutes and play a
wonderful piece of music by Tamburi Cemil, awaiting
the day when the Occident becomes addicted to the
sounds of Turkish music. We no longer have
arguments over A la Franca versus A la Turca. The
cosmopolitan Turks of Beyoglu who are afraid of the
Turk in A la Turca are more distant from us than the

foreigners who understand us (Safa 1933b: 1).

In the tenth year of the Republic, the acceptance
of the Civil Code in 1926 and the right to vote and
hold elected office granted to women in 1934 were
acknowledged in various articles as important move-
ments for democracy, and the acceptance of this
equality of men and women (already a longstanding
Central Asian tradition) within the Republican con-
cept of the family was a requisite for the national
success of the revolution. This was possible with the
emancipation of the family and, “with freedom of the
family, the woman is freed from being the slave of her
husband, and man and wife are able to join their lives
with reciprocal agreements and contracts” (Mehmet
Saffet 1933: 734).

The concept of democracy projected by the
Republic that was both theoretically and practically
directed toward the village and the villager as
expressed by Atatiirk, “Turkey’s true lord and master
is the villager who truly produces,” looked to the fami-
ly unit in the village and directed the desire for mod-
ernization toward the villager. A multitude of news-
papers and periodicals introduced their readers to
the cities, towns and villages of Anatolia with pho-
tographs, acquainted them with images of the
women, the families and the youth who lived there.
Even if the reality of Anatolia was not exactly the
case, the villagers and farmers were always painted
by artists as nuclear families, with the village family
glorified as the contemporary Turks of the future.

In 1938 the Cumhuriyet Halk Partisi [CHP:
Republican Peoples Party] established three literary
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19 yurt Gezileri ve Sergileri igin
bkz. Yasa Yaman, Zeynep,
“Yurt Gezileri ve Sergileri ya da
‘Mektepten Memlekete
Déniis'™”, Tophunbilim, 1996, 4,
5. 35-52.
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tarzlan hiildsa ddet, kahramanlik ve an’ane, ka-
rakter ve hususiyetler” yansitmalar isteniyordu
(Anonim 1938: 27-28). CHP’nin aguig1 bu fi¢

ayr1 Oykii yarigmasinda Gzetlenen amaglar

‘kadin’in gdsterimindeki ana ilkeleri ve prog-

rami da tamimlamaktadir:

— Piyes miisabakasinda terbiye, lisan, edebi
zevk, konugma zarafeti bakimlanndan
sahnenin yiiksek ehemmiyetini dikkate alan
parti, bu miisabakaya istirak edecek eserlerde
‘veni tiirk cemiyetinin modern, iiltiirel, milli
duygularint tatmin edebilmek ve yetistirici
olimak’ vasiflanint aramaktadur.

— Bilyiik ve kiigiik hikayelere gelince; bunlarda
da milletimizin ddetlerini, kahramanhgini,
ananelerini, karakterini ve hususiyetlerini
tebariiz etmis girmek istemekte ve hikayelerde
esas, realite ve sanattir.

Tiirk sanatkdrint tesci ederken kendisinden
beklenilen biiyiik hizmetlerin vasif ve
mahiyetlerini tayindeki isabet, ancak
dviilebilecek bir kaygimn ifadesidir. Tiirk
sanatkdn, sanat endisesini zerece
unutmaksizin, vatan tabiatinn biitiin
giizelliklerini ve getinliklerini, sulannin akgt
gibi saban baginda terliyen koyliiniin emegini,
gocugunu emziren anasinn fimitlerini,
ormanlanndaki gigeklerin kokulan kadar sinirda
can veren delikanlimn kahramanhgni,
kahkahalan birer dhenk olan pembe tenli geng
kizin yesil gozleri gibi makine oniinde ugragan
iscinin cahgigin, yesil daglarda cvddagan
kuslann nagmeleriyle beraber ailesini beslemek
icin didinen babanin yorgunluklanni, Tiirk
mertligini, Tiirk comertligini, Tiirk asilligini de
safha safha, yer yer, zaman ve mekdn iginde,
kendi hakikatlerimizle, kendi nege ve
istiraplanmizla terenniim etmelidir. .

(Baydur 1938: 6) 12

competitions and the exhibition they labelled “Yurt
Gezileri” (Travels through the Homeland), with the
stated purpose of encouraging artists and help them
in collecting the beauties of the homeland. A
description of the conditions for the plays and tales
that were to be contributed to this competition
specified that the stories should reflect, “nature,
humanity, history, occupations, morality, ideals, noble-
heartedness, love of family, patriotism, passionate feel-
ings and marriage customs, in short, customs, heroism
and tradition, character and characteristics.”
(Anonymous 1938b: 27-28). In the summary of the
goals of the three competitions instituted by the
CHP, the principles and program regarding the rep-

resentation of women are introduced:

— Recognizing the great impact of the stage on
behavior, language, literary taste and elegant use
of language, the Party seeks in the works presented
in the drama competition qualities that will both
satisfy and encourage modern, cultural and national
feelings in the new Turkish society.

— As for the novel and short story competition,

the Party wishes to see evidence of national customs,
heroism, traditions, character and characteristics,
displaying principles, realism and art.

While thus encouraging and emboldening the Turkish
artist, our indication of the qualities and attributes
required of their great services are simply the expres-
sion of praiseworthy concern. The Turkish artist should,
while taking pains not to ignore his artistic concerns,
sing sweetly of both the beauty and intractability of
nature in our native country, of the labor of the
villager sweating at his plow, of the hopes of the moth-
er suckling her child, of the scent of flowers as well as
the heroism of the youth giving his life at our borders,
of the harmony in the laughter of the pink-cheeked,
green-eyed young girl along with the work of the
laborer at his machine, of the playful song of birds



Mesrutiyet’ten Cumbhuriyet’e ulanan sii-
recte, sanat¢ilarin yapitlarinda ‘kadin’i, ta-
nimlanan modern konuta degilse de yeni bir
aileye kavusturduklari anlasihyor. Tanzi-
mat’tan Cumhuriyet dénemine degin ka-
din, resimlerde ya yalniz ya diger kadinlarla
bir arada gosterilmistir. Modern Tiirk sana-
tinda, kadini aile icine yerlestiren resimsel
gosterim, Sehzade Abdiilmecid ve Osman
Hamdi'yi disarida cutarsak, Cumhuriyet do-
nemine kadar neredeyse yoktur. Sehzade
Abdiilmecid’in  “Harem’de Beethoven”,
Osman Hamdi’nin “Iftar’dan Sonra” (res. 1)
gibi yapitlarindaki aile gésterimini saymaz-
sak Omer Adil'in “Géreve Cagn” (1924)
(kat.1) adli yapits, Ilber Ortayl’'nin aktardi-
{11 aile ortamini temsil eden ilk érneklerden
biri sayilabilir. Resimde, kocasi, kayinpede-

ri (ya da babasi) ve kizi ile ayn1 masaya otur- .

mug, c¢agdas goriinimli gen¢ bir kadmin,

flying in the emerald mountains alongside the fatigue
of the father struggling to nourish his family, of
Turkish bravery, Turkish generosity, Turkish nobility,
relating stage by stage in the appropriate context of
time and place, our realities, our joys and our
sorrows (Baydur 1938: 6).!7

In the progression from the Constitution to the
Republic, artists presented the ‘woman’ in their
works with a new family, if not a modern new domi-
cile. From the Tanzimat period until the Republic,
women had been depicted in paintings either alone or
with other women. In modern Turkish art, with the
exception of Prince Abdiilmecid and Osman Hamdi,
the representation of women with their families was
practically nonexistent before the Republican period.
Excluding Caliph Abdiilmecid’s “Beethoven in the
Harem” and Osman Hamdi's “After Breaking the
Fast” (ill. 1), Omer Adil’s “Call to the Mission” (1924)
(cat. 1) may be one of the first examples of the fami-

1 0sman Hamdi Bey, iftar’dan
Sonra, 1886, tuval iistiine
agliboya, 57 x 42 cm.,
s Bankasi Koleksiyonu
1 Osman Hamdi Bey, After
Breaking the Fast, 1886,
oil on canvas, 57 x 42 cm.,
Isbank Collection

kat. cat. 1

'7 Regarding the Yurt Gezileri
and Exhibitions, see Yasa Yaman,
Zeynep., “Yurt Gezileri ve
Sergileri ya da ‘Mektepten

Memlekete Déniig™,
Toplumbilim, 1996, 4., pp. 35-52.
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18 Nation Houses: a type of
education-oriented community
center in both urban and rural
areas.
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alinacak kararda esit soz hakki sahibi oldugu
izlenimi verilmektedir, Evin duvarlarinda
yer alan harita ve bir manzara resmi, geng
ve yash erkegin baslarindaki fes, kadinin
oturdugu sandalyenin tarzi, cekirdek bir
Mesrutiyet ailesini tanimlamaktadr. Yash
adamin arkasindaki haritay1 isaret ederek

tartigtign konu, tilkenin énemli bir sorunuy-

la ilgili goriinmekte, bu tartiymada bir yan-

dan dikis dikerken bir yandan da erkekleri
dinleyen kadin ile kizin, gdrevin dnemini
idrak etmis olduklar1 anlagilmaktadir. Dede-
sinin sirtina elini koyan cocuk, gelecegin
kadimini simgelemekte ve gelecegin temsi-
linde erkek cocuk yerine devamlilig sagla-
maktadir. Cumbhuriyet’le birlikte, ozellikle
Halkevleri’nin kurulmasini izleyen yillarda
kadinin Anadolulastirilarak aile iginde er-
kekle yan yana, aym mekanda, i yaparken
ve es kosullarda gésterildigine siklikla tanik-
lik edilir. Ornegin Namik Ismail ve Bedri
Rahmi Eyuboglu’nun koylii aileleri, anne,
baba ve cocuktan olusan kiigiik bir aileyi
evde ve disarida gostermistir (res. 2, kat. 2).
Bedri Rahmi’nin tarladaki ailesi gibi Namik
Ismail’in ev icindeki ailesi de ti¢ kisilik bir
ailedir. Ev ici diizgiin, aydinlik ve sadedir.
Duvarda asili resim, mahfazali Kur'an ve
bugday demeti, yasugn {izerinde annenin
arkasinda duran kitap, modern, ¢ekirdek bir
koylii ailesine kargilik gelmektedir. Kiz go-
cugunun saglari babast tarafindan sefkatle
oksanmaktadir. “Gazi Mustafa Kemal Ata-
tiirk Ciftgiler Arasimda” (1929) adh yapitin-
da ise, Ankara bozkirinda olasihikla Atatiirk
Orman Ciftligi arazisinde Atatiirk’iin 6ncti-
liik ettigi dogrultuda zoru basaracaklari an-
lagilan giftci ailesi arasinda kadin da ¢ocu-
guyla birlikte yerini alnustir (res. 3). Salih
Urall'nin “Hasat” (1940) adh yapitinda ka-
din ve erkek omuz omuza tarlada galismak-
ta (kat. 3), Halil Dikmen’in “Portakal Bah-

ly representation which is written about by llber

Ortayh. In this painting, 2 contemporary-looking
young woman is seated with her husband, her father-
in-law (or perhaps her father) and her daughter at the
same table, and gives the impression of a person who
is treated with equality and the right to participate in
the making of decisions. The landscape and map on
the walls, the fez worn by the young and old men and
the woman's pose, seated in a chair, define a nuclear
family of the Mesrutiyet/Constitution era. The subject
under discussion by the elderly gentleman pointing to
the map appears to be one of national importance,
and the woman and her daughter, who are following
the conversation while sewing, appear to be fully
aware of the weight of their responsibilities. The child
with her hand on her grandfather’s back represents
the woman of the future, representing the continuity
of the future in the place of a male child.

With the establishment of the Republic, especially
in the years after the foundation of the Halkevleri,'®
we witness women in an ‘Anatolianized’ situation in
the family, side by side with the men, in the same
milieu, working together under conditions of equal-
ity. For example, the small village families of Namik
ismail and Bedri Rahmi Eyiiboglu consisting of moth-
er, father and child are depicted at home or out of
doors (ill. 2, cat. 2). Bedri Rahmi's family in the fields
as well as Namik Ismail’s family indoors each con-
sists of three members. The interior of the house is
tidy, bright and simple. The picture on the wall, the
Quran in its case and the sheaf of wheat, along with
the book resting on a cushion behind the mother,
combine to represent a modern nuclear village fam-
ily. The father affectionately strokes his daughter’s
hair. In his work, “Gazi Mustafa Kemal Atatiirk
Among the Farmers” (1929), we see mother and
child assuming their places in the farmer’s family,
probably at the Atatlirk Forest Farm on the Ankara
plain, ready to take on their challenging responsibil-
ities under the leadership of Atatiirk (ill. 3). In Salih
Urall's work, “Harvest” (1940), man and woman are
working side by side in the fields (cat. 3) and in Halil




2 Namik [smail, Kéylii Aile, tuval
listiine yagliboya, 89 x 71 cm.,
0Ozel Koleksiyon

2 Namik smail, Peasant Family,

oil on canvas, 89 x 71 cm.,
Private Collection

3 Namik ismail, Gazi Mustafa
Kemal Atatiirk Ciftciler
Arasinda, 1929, tuval iistiine
yagliboya, 475 X 500 cm.,
T.C. Ziraat Bankasi
Koleksiyonu

3 Namik Ismail, Ghazi Mustafa
Kemal Atatiirk Among the
Farmers, 1929, oil on canvas,
475 x 500 cm,, T.C, Ziraat Bank
Collection

kat. cat. 2

kat. cat. 3
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cesi’nde (kat. 4) hep birlikte meyve topla-
maktadirlar. Turgut Zaim “Yoriikler Koyii”,
“Koylii Kadn ve Kizi” gibi bir dizi koyli re-
simlerinde (kat. 5, kat. 6) Anadolu mekanla-
rin1 ve kadinlarm iilkisellestirir. O da Os-
man Hamdi’nin Osmanl gelenegi ve kiiltii-
rii icin yaptigi gosterime benzer bir yakla-
sumla, Anadolu kéylerini, kadnlarini, cocuk-
lariny, giysilerini, tepsi, sini, kasik vb. etnolo-
j'ik malzemelerini giizellestirip segerek kur-
guladigi mekanlarda, Tiirk koylistini, mut-
laka bir kiz cocuga sahip ve en fazla {i¢ ¢o-
cuklu iilkiisellestirilmis temiz, giizel, sik aile-

ler ve kadinlar olarak gosterir.

Kadin: Ask, sanat ve yaraticilik

Dikmen's “Orange Grove” they are all harvesting
the fruit together (cat. 4). In Turgut Zaim’s series
that includes “Nomad Village” and “Village Woman
and her Daughter” (cat. 5, cat. 6), both the
Anatolian scenery and the women are idealized.
With an approach similar to that of Osman Hamdi in
his representation of Ottoman tradition and culture,
Zaim utilizes the Anatolian villages, women, chil-
dren, their clothing and a host of ethnological props,
such as their large round trays and wooden spoons,
to establish a tableau in which he portrays idealized
and sterilized beautiful, chic Turkish village women
with families of no more than three children, one of

whom is a daughter.

Ask kadinin eseridir: Koylii severken miistakbel Tiirk nesillerine istihsal ordular yetistirecek

bir sevgi ile sever.

Woman: Love, art and creativity

Love is the opus of women: The villager loves with a passion that will ultimately educate
the productive armies of future generations of Turks.

Cumhuriyet ve inkilip, Jontirk modernles-
mesini Anadolu’ya tagtyarak tarim toplumunu
déniistiirmeyi, kadinlarm egitimini, goriinti-
miinii, toplum igindeki konumunu degistir-
meyi énemsedi (Hobsbawm 2001: 285).
Cumbhuriyet anlayisi ve devrim ideolojisi,
Tanzimat'la birlikte ‘mecelle’ ortaya ¢ikinca-
ya kadar kadinlarm esir yagami strdiigiini,
‘kagik diigmant’ ve ‘bact’ sifatlariyla amldikla-
rin1, haremde &miir tiikettiklerini, sevilme-
diklerini, kapikulu agkinin tiikenmis ve ¢liriik
bir ask oldugunu savlayarak koylii Tiirk aski-

ni1 yiiceltmistir:

The Republic and the revolution placed great impor-
tance on carrying the ‘Young Turk’ modernization
to Anatolia in order to transform the agricultural
society, women's education, their appearance and
their role in society (Hobsbawm 2001: 285).
Republican thought and revolutionary ideology
glorified the love of the village Turks, proclaiming
that until the changes in the ‘mecelle’, civil code of
the Tanzimat, women had lived their lives as slaves,
addressed in demeaning terms, spending their lives
unloved in harems, and that the former master-slave
relationship was a decadent love that had finally

come to an end:

kat. cat. 4. ayrinti detail —






19 Sultan of the Roman Lands.

20 jeeihat and Terakki (CUP):
Committee of Union and
Progress.
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Halbuki koylii Tiirk, temiz ve velut agklanni
yagiyordu. Kapikulunun agkt, onun
iktisadiyatinda gorecegimiz vechile, tam bir
miistehlik agk idi. O agki yasayanlar, kendi
kendilerini tiiketmekten ve nesillerini
ciiriitmekten bagka bir cins vazifesi
yapmazlards; bedeni bir tiikentme ve bedeni
bir inhilal (dagilma), sonra bununla birlikte
manevi ve ahlaki bir siikit ve inhilal!
Kéyliiniin, Tiirk agkina gelince, o miistahsil
bir askti: Koylii severken, miistakbel Tiirk
nesillerine istihsal ordulan yetistirecek bir sevgi
ile severdi. Kapikulu kendi kendini giiriitiir,
Tiirk kendi kendini yaratmaya ¢alisirdi!
(Birgen'den aktaran Arikan 1997: 145).

Mesrutiyet devirleri baglarken ‘inkalap yap-
uk’ diye sevinilmesine kargin ayn sistem ve
zihniyetin korundugunu belirten Birgen,
Tanin ve Ziya Gokalp cevresinde, tam olus-
mamis, yari bilingli bir ‘Anadolu’ya ve
Tiirk’e dogru’ fikrinin yayilmig olmakla bir-
likte Tanzimat ruhunun siirdiigind, yiizyil-
Jardir ‘Sultan-1 iklim-i Rum’ olmak iilkiistiy-
le yaganns sultanlar ve onlarin cevresindekiler
gibi Ittihat ve Terakki'nin de biitiin imar et-
kinliklerini Rumeli’ye yénlendirdigini dile
getirmektedir (Arikan 1997: 175). Ona gére
Osmanli devleti Tiirklesmeye cesaret ede-
memis, Ziya Gokalp bile bir yandan Tiirk’a
severken bir yandan da ‘Osmanli mefkdre-
sinden kurtulamamist. Tiirk’i ve Anado-
lu'yu diisiinmek Cumbhuriyet’e kalmist1. Bu
da Osmanl’nin reddi ve Istanbul’un terkiyle
olas1 gériinmekteydi.

II. Mesrutiyet’in ilaniyla biiyitk kentlerde
‘Avrupai’ davranmak isteyen, giyim kusam
aliskanliklarini degistirerek agilan kentli bur-
juva kadinlan gelenekgi, tutucu giiclerin tep-
kisiyle kargilagmuslardir. ‘Avrupai’ligin kentin
belli kesimindeki kadinlari ilgilendirmesi,

‘esitlik, Gzglirlesme’ istedi ve savagiminda ¢o-

However, the village Turks continued to experience

their decent and productive love. The love of

the kapikulu was an obscene love, as evidenced in
its economic aspect. Those who practiced it
accomplished no more than their own exhaustion
and the destruction of their generation; physical
exhaustion and disintegration was followed by
spiritual and moral exhaustion and disillusion. But the
villager’s love — ah, that was a fecund love that
would nourish the productive armies of future
generations of Turks. The kapikulu would ultimately
destroy himself, whereas the Turk was working

to create himselfl (Arikan 1997: 145).

Birgen maintains that in spite of rejoicing over
their reforms at the beginning of the Mesrutiyet
Period, the same system and mentality remained in
place; surrounding Tanin and Ziya Gokalp was an
immature and half-formed notion of a movement
toward ‘Anatolia and the Turk’ that was wide-
spread but still dominated by the spirit of a
Tanzimat Period based on the ideals of ‘Sultan-
iklim-i Rum’,'® one that focused, like the lttihat ve
Terakki,?® on the development of Rumeli (Arikan
1997: 175). According to him, the Ottoman nation
did not have the courage to Turkify itself, and even
Ziya Gokalp, while proclaiming to love the Turk,
was unable to free himself from the Ottoman ideal.
It remained to the Republic to focus on the Turk
and on Anatolia. And it appeared that this could
only be accomplished by rejecting the Ottoman and
abandoning Istanbul.

With the proclamation of the Second
Constitution, the urban bourgeois women of the
major cities who wished to behave in a ‘European’
manner and change their habitual veiled style of
dress found themselves faced with a powerful reac-
tion by the traditional and conservative forces. In
the face of the interest of the women of certain seg-
ments of society in the ‘European’ and their desire
for equality and freedom versus the lack of support
of the majority in this struggle, the Young Turks



e e s e

gunlugun desteginin saglanamamasi gercegi-
nin aynminda olan Jén Tirkler ‘yeni kadmn’
imgesini topluma mal edebilmek i¢in baz ka-
din derneklerini bizzat kurdurmuslardir.
Kentli aydin kadinlar arasinda 6gretmen, me-
mur, yazar, romanci, air ve ressam sayisi za-
man i¢inde cogalmistir (Giizel 1985: 872).

Halil Paga’nin “Resim Yapan Kiz"1 (kat. 7),
Avni Lifij’in kadmi esin perisi olarak géster-
digi “Atelye” (kat. 8) adh yaprti bu gésteri-
min 6rnekleri arasinda sayilabilir. Ama daha
da &nemlisi bu dénemde Miifide Kadri, Mih-
ri Misfik, Melek Celil Sofu, Giizin Duran
gibi kadin sanatcilar yetigmistir.

Cumhuriyet déneminde artan kadin sayisi-
na kosut olarak CHP, diizenledigi yurt gezile-
ri kapsaminda Sabiha Bozcal'yr Zonguldak’a,
Melahat Ekinci’yi Aydin’a, Refia Erden’i Or-

du'ya gonderiyordu. Eskiden &zellikle cicek

resmi yapan ve disart pek gikmayan, ‘kadin
ressam’ anlayist, Cumhuriyet’le birlikte degis-
mekteydi. Malik Aksel bu durumu;

Eski Osmanli Ressamlar Cemiyeti
Mecrmuasi’nin on sekizinei sayfasinda kadin
ressamlar igin soyle bir ciimle var: ‘Cigek
resmile mesgul olmak, zarafet icinde yagamak
demektir. Giizellige giizellik katmak...bu san
kadmligindir. Saniyen ressam, salonunda,
bahgesinde galigir. Herhalde zavally peyizajist-
lerin bir yigin yiikle cektikleri mezahime, giines
vurmalarina, soguk almalarina, yagmur ve
karda kalmalanna maruz kalmaz, bu eziyetler
0 nazik viicutlar icin cidden naldyik ve
haramdir,” diyen eski zihniyete, Cumhuriyet’in
veng kadin ressami, Karabiik fabrikasinda
salmerdanlar oniinde resim yapmakla, ugsuz
bitcaksiz yerlerde bir kahraman gibi ¢aligmakla
resmi bir siis gibi gosteren teldkkiye ne giizel
ievap veriyor (Aksel 1942: 11).

Weleriyle agiklamagtir.

established women's associations for the purpose of
establishing the image of the ‘new woman’. Among
elite urban women, the number of teachers, civil
servants, writers, novelists, poets and painters grad-
ually increased (Glizel 1985: 872).

Halil Pasa’s “Girl Painting” (cat. 7) and Avni Lifij’s
depiction of a woman as his muse in “Studio™ (cat. 8)
can be included among the examples of this move-
ment. But of even greater importance during this
period was the growth and development of educat-
ed female artists such as Miifide Kadri, Mihri Musfik,
Melek Celal Sofu and Giizin Duran.

Parallel to the increasing numbers of women during
the Republican period, the CHP, within the frame-
work of its Yurt Gezileri’ project, sent Sabiha Bozcali to
Zonguldak, Melahat Ekinci to Aydin, Refia Erden to
Ordu. The perception of the previous ‘female artist’
who stayed at home and painted flower arrangements
was changing with the Republic. Malik Aksel describes

this situation:

In an old issue of the ‘Ottoman Painting Society
Magazine,” on page |8, there is a sentence about
women artists: “Occupation with paintings of flowers
is the equivalent of elegant living. To add beauty to
beauty... this is the glory of femininity. The gentle
painter of the second degree works in her salon or
her garden. She is not subjected to the heavy loads
that burden the landscape artist, the sunstroke or
the chills, the snow or the rain; such torture is
neither fitting nor permitted for those delicate
constitutions.” What a wonderful response to this
interpretation portraying her as little more than a
formal decoration is the young female artist of the
Republic, working heroically in locations far and wide,
painting in the factories of Karabuk, surrounded by
heavy machinery! (Aksel 1942:11).

The difference in the transformation that took place
during the Republic can be described as becoming
more ‘genuine’, in moving from ‘hopes’ and dreams to
action. In a caricature published in the weekly Kalem

kat. cat. 8
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Cumbhuriyet devrimlerinin fark: ‘sahici’ ol-
mast, ‘diis’ten eyleme gegmesiyle agiklanabilir-
di. 1908’ de haftahk Kalem dergisinde “Gelece-
gin Tiirkiyesi” bashg ile yayimlanan bir kari-
katiirde (res. 4), ‘flitlirizm’in biitiin sdylemini
zetleyen yiiksek binalar, hizla ve farkh yén-
lerde ilerleyen tramvay, otobiis, otomobiller,
kosusturan insanlar, ugan araglar, zeplinler,
bunlar i¢in yerden oldukga yiiksekte konum-
landinilnug ulagim ve polis istasyonlari, kenti
sgklandiran yanardénerler ve daha neler neler
arasinda en ilginci resmin merkezine yerlesti-
rilen ucan aracin kullanicisinn carsafli bir ka-
din olmasidir. Yesim Arat’a gore karikattirdeki
dngorii Atatiirk’{in manevi kiz1 Sabiha G&k-
cen’in Tiirkiye’deki ilk kadin pilot olmastyla
fiili bir gercege doniismiistii ve 1908’lerin bu
dngoriisit Cumhuriyet’in ilk yirmi otuz yihn-
da fiili ve mecazi anlamda bir ger¢ek haline
gelmisti. ‘Muasrlasma’, liberal demokratik, li-
beral bir batili toplumsal model yaratmak ola-
rak anlagildiginda Gokgen, bu yeni, cesur, er-

kekle ayni isi yapabilen, ¢aliskan, toplum igin-

4 “Gelecegin Tiirkiyesi” Kalem,
Aralik 1908

4 “The Turkey of the Future”,
Kalem, December 1908

in 1908 under the heading, “The Turkey of the
Future” (ill. 4), where the characteristics of ‘futurism’
consisted of tall buildings, trams, buses and automo-
biles moving rapidly in different directions, rushing
crowds, zeppelins and other airborne vehicles, trans-
portation centers and police stations positioned in
high places in order to access these vehicles, brilliant
city lights and a multitude of other novelties, the most
interesting spectacle is the veiled woman at the wheel
of the flying machine in the center of the picture.
According to Yesim Arat, the caricature foresaw
Ataturk’s spiritual daughter Sabiha Gokgen as
Turkey's first female pilot, and the prescience of
those years was a prediction of the literal and figura-
tive reality to come in the ensuing twenty to thirty
years. With the concept of ‘becoming contemporary’
equivalent to the creation of a liberal, democratic,
Western model for society, Goékgen became an
important image of the dynamic, hardworking, brave
new woman capable of doing a man’s work and taking
her due place within the society, symbolizing the
modernization of Turkey (Arat 2005: 84-86).
Do not think that you can only see this woman in




deki yerini almss, etkin kadinla temsil edilen
Tirkiye modernlesmesini simgeleyen dnemli
bir imgeye déniismiistiir (Arat 2005: 84-80).

Demeyiniz ki, bu kadini yalniz Istanbul,
Ankara ve Lzmir gibi bir iki biiyiik sehrimizde
Qorebilivsiniz. Oyle degil. Bu yeni kadmn,
Tiirkiye’nin her yerinde yasiyor. Ona her
kasabamizda tesadiif ediyoruz. O, hayatin
tabii nesesini yaratan bir sanatkdrdir. Her
sanatkdr gibi Tiirk cemiyetini kendi eserile
besleyecek, her kise bucaktaki Tiirk kadinim
da kendisine wyduracaktr.

Tiirk inkildbr, biiyiik sanatkédnm yetigtirdi.
O da bir Tiirk kadim, ‘his ve fikiy binyesi
yarattt. Bu kadin asnin felsefesine de hakim.
Biz, bu kadin bityiik agklanini bekleyelim.
O zaman, Tiirkiyemizde begerf, ‘hiimen,
sanatkdrlar, edipler, sairler, dlimler ve dahiler’

yetiseceketir.

bigiminde iilktisellestirilen Tiirk kadim yeni
ale ve yasam biriminin temelini olusturuyor-
du (Pelister 1938: 56).

‘Modern kadin’, toplumda etkin bir birey
olarak gosterildigi icin, 6rnegin ‘dekorasyon’
onerileri yapan bir dergide, daha bastan, ka-
din mekini olarak tanitilan mutfak yazisindan
doliyr kadinlardan 6zir dileniyordu:

Mutfak, bir ev kadinin salonu demektir,

B tabirden kadin oluyucularnmizin
icenmenmelerini tica ederiz. Bir ev kadiun
mevkii ictimaisi ne kadar miihim ve yiiksek
olirsa olsun evinin mutfag ile alakas: vardir.
(Anonim 1933: 3).

Cumhuriyet'in geng kadin nesli, genc erkek
nesline benzemiyordu. Geng erkek babasmin
degiilse de agabeyinin diisiince ve duygularini
puylagryordu, ama kadin ne anasinin ne ablasi-

nin devam olarak gériiliiyordu. Pelister’e g6~

the big cities like Istanbul, Ankara or lzmir. That is

not the case at all. This new woman lives in every
corner of Turkey. We can encounter her in every
small town. She is an artist who creates the joy
of life. Like every artist, she will nourish Turkish
society with her own work, and inspire Turkish
women in every corner of the country to be like her.
The Turkish reform has created its great artist.
That is the emotional and intellectual constitution
of the Turkish woman. This woman is a master
of the philosophy of the age. Let us expect great
loves of her. Then we can expect the development
in our Turkish homeland of humane artists, authors,

women of science and letters and genius

Thus the idealized Turkish woman formed the foun-
dation of the new family unit (Pelister [938: 56).

In a magazine article making recommendations on
home décor, an apology was made in advance for an
article indicating that the kitchen was the domain of
the modern and dynamic woman of the Turkish
Republic:

The kitchen is the ‘salon’ of the housewife. We beg
our women readers not to take exception to this
expression. No matter how high or important a level
she has achieved, she still remains involved with con-
cerns of the kitchen (Anonymous 1933: 3).

The young generation of women of the Republic
were unlike the young generation of men. The
young man might share the beliefs and feelings of his
older brother, if not his father, but the young
woman was the continuation of neither her mother
nor her older sister. According to Pelister (1929:
53-57), the young man had a voice in the revolution,
he knew the philosophy of the era, its literature,
science and technology, and dreamed of a modern
Turkish society. It was, after all, the male genera-
tion who had accomplished this revolution. But
there was no such female generation, ergo it was

necessary to create one. The project of “creating a
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re (1929: 53-57), geng erkegin bir devrim
soylemi vardi, cagin felsefesini, edebiyatin,
bilim ve teknigini biliyor ve modern bir Tiirk
toplumu diiglityordu. Iste devrimleri de bu er-
kek nesli yapmugti. Ama Tiirkiye’de boyle bir
kadin kusag yoktu, Oyleyse yaratlmaliydi.
Devrimle ‘yeni bir kadin yaratma’ projesi, bu

kadinin nasil olacag

Kadin, ne eski kadin gibi cinsinin digisidir, ne
de erkeklesmistir... Kadinn tabii varlig, gonlii
ile diigiinmektir. Iste cinsi cazibe de bundan

baska bir sey degildir

sozleriyle tariflenmis, onun akil ve duyguyu
birlestiren, eZitimli, seven, iyi bir aile bireyi ve
anne olmasi ile de s@ylemlestirilmistir.

Yakup Kadri Karaosmanoglu'nun Ankara
(1934) romani, Cumbhuriyet’in kadina tanidi-
g1 Ozglirligii gostermesi agisindan ilgingtir.
Bir Mesrutiyet kizi olan ve evleninceye kadar
neredeyse Istanbul’dan hi¢ ¢tkmanig Selma
Hanim, Banka Muamelat Sefi Ahmet Nazif
Bey’in karis1 olarak “Tiirk milletinin kalbinin
attig1” Ankara’ya gelir, kale gevresinde kiralik
bir eve yerlesir. Sanki vatan yalnizca Istan-
bul'mug gibi hep Istanbul hasreti i¢inde olan
Selma Hanim, ruhunun milli muvazenesini
bulmaya geldigi Ankara’da o dengeyi bir tiir-
lit bulamaz. 1921'de Biiyiik Taarruz’'dan 6n-
ce Selma Hanim, Eskisehir Askeri Hastane-
si'nde hastabakicihk yaparak Kurtulug Sava-
s'na katki saglamak ister. Nazif'ten uzaklag-
tikca Ankara’ya, Ankara’nin ifade ettigi milli
manaya baghligi artmaktadir.

Bu olaydan {i¢ yil sonra, Selma Hanim Ye-
nisehir’de, yeni bir evde (bu kiibik bir evdir)
yeni kocasinin yanibaginda uyamyordu. Nazif
Bey Selma’yr sevmekten, onun arzularmi ye-
rine getirmekten bir an geri durmanugti. Bu-
nunla birlikte Selma Hamm Nazif Bey’'den

ayrilmus, miralay riitbesiyle ve gogsiinde kizil

new woman” that the revolutionary era embraced,
the ideal of an educated, loving good mother and
family member who combines intelligence and emo-

tion is described thus:

A woman neither like the former female of the
species, nor a masculinized version... the true nature
of the woman thinking with her heart... it is in this
that her charm lies.

The novel by Yakup Kadri Karaosmanoglu Ankara
(1934) is interesting from the viewpoint of the free-
dom granted to the woman of the Republic, which
idealized her passions. Selma Hanim, a young woman
of the Megrutiyet/ Constitution who had never even
left Istanbul before her marriage, comes to Ankara,
“where the heart of the Turkish nation beats,” as
the bride of Ahmet Nazif Bey, the director of com-
mercial transactions of a bank, and settles into a
rented house near the fortress. As if the country
consisted only of Istanbul, Selma Hamm lives in a
constant state of nostalgia for that city, and fails to
find the sense of national equilibrium that she has
come to Ankara to seek. In 1921, just before the
Great Offensive, Selma Hanim decides to participate
in the National War of Independence by serving as a
nurse at the military hospital in Eskisehir. In the
course of her separation from Nazif, her devotion
to Ankara and the feelings of nationalism that
Ankara represents increase.

Three years later, Selma Hanim is awakening in
her new home (it is a cubic house) next to her new
husband. Nazif Bey never ceased loving Selma, nor
did he ever stop trying to satisfy her every desire.
But in spite of this, Selma Hanim has separated from
Nazif bey and married Hakki Bey, a retired colonel
who wears on his chest the ribbons of his rank and
the red-ribboned Medal of Independence who is also
Chairman of the Board. In spite of their wealth,
Selma Hanim chooses to work, because to her, free-
dom as a woman means that a woman should not be

subject to a man, should expect nothing from him,



kurdeleli Istiklal madalyasiyla gelen ve daha
sonra ... Sirketi Meclis Reisi olan emekli mi-
ralay Hakk: Bey’le evlenmigti. Varlikli yasa-
mina karsin ¢aligmak isteyen Selma Hamm
i¢in kadimn hiirriyeti demek, kadinin higbir
hususta erkegine muhta¢ olmamasi, ondan bir
sey beklememesi, ona tibi bulunmamas: de-
mekti. Bu litksten, kendini asalak gibi hisset-
mekten kurtulmak istiyordu ve ikinci evliligi
de bunalima girmisti...Kendi hissettikleri bir
yana ii¢ dort yil 6ncesine kadar Avrupal diis-
mant olan Hakk: Bey de birdenbire degismis,
cenebi bir hanimla ‘flir'e baglamisti. Selma
IHanim, Hakk: Bey'den de ayrilmaya karar
verdiginde gerekgesi suydu: Diinyanin en
canh istihsal unsuru olan kéylii kadinlarmni,
dilnyanin en tutumlu, iradeli ev kadinlar

olan Ankara’nm yerli hanmimlarini bir tarafa

birakuginda kendini dzgiirliigiinii kullanama-

yan, yararsiz bir kadin olarak goriiyor, sosyal
hayatta gercekten de erkekle ayni konumda
olmayr istiyordu.

Ve boylece tiglincii kocast bir yazar olan
MNeget Sabit’le Kaledibi’nin Cebeci’ye bakan
yamacinda, sabahtan aksama giines icinde ge-
iy taragah bir apartmanda oturmaya basladi.

Ug evliligi ile romanm bas kahramani olan
(ocuksuz Selma Hamim, Ankara’da asag: yu-
ki bu serginin tiim temalarini duyumsatacak
bir devrim atmosferinde kadinin  Mesruti-
vet'ten Cumhuriyet'e degisen goriintiisiinii
verirken Cumbhuriyet’in kadin anlayigindaki
endi’ ve ‘koylid’ imgelerinin kendi icindeki
(eligkilerini de gortntir kilnus, dte yandan
Selma Hamm’in agklan, Yakup Kadri’nin An-
Fare romaninin yaratilmasina esin kaynagi ol-
migtu. Cumhuriyet devrimlerinin erkek ide-
vloplan yeni ‘kadin’y yaraturken epey diisiin-

ek ve bunalmak zorunda kaliyordu. '

and should not be dependent on him. She wants to
be free of the feeling of being a parasite in this lux-
urious life, and now her second marriage is also in a
state of disarray. Apart from her own personal feel-
ings, Hakki Bey, who was until three or four years
ago an enemy of Europeans, has begun a ‘flirtation’
with a foreign woman. When Selma Hanim decided
to separate from Hakki bey, her reasoning was thus:
leaving aside the village women, the world’s liveliest
examples of productivity, the world's thriftiest and
most strong-willed housewives, these native women
of Ankara, she saw herself as a useless woman who
was unable to benefit from her own freedom, and
wanted to be able to function at the same level as
men in society.

Together with her third husband, Neset Sabit, a
writer, she begins to live in an apartment on the hill-
side of Kaledibi facing Cebeci, in an apartment with
a wide terrace that is filled with sunshine from
morning to night.

While portraying the thrice-married childless
heroine of the novel in the changing situation for
women between the Mesrutiyet/Constitution and the
Republic, touching every possible theme of Ankara’s
revolutionary atmosphere, the paradoxes of the
‘city’ and ‘country’ images of women of the Republic
become apparent; at the same time the passions of
Selma Hanim become the inspiration for Yakup
Kadri’s Ankara novel. While the male ideologists of
the Republic were busy creating the ‘new woman,’
they must also have experienced a great deal of

worry and even depression.?!

e T e D

! Kadro dergisinin bag
yazarlarindan olan Yakup Kadri
Karaosmanoglu'nun kadina
tamdig bu ayricalikli konum,
kisa stirede li¢ kez evlenen
kadimn arayiglarin hakl kilan
bu erkek bakisi, kadin
Gzgiirlestirmedeki bu {ilkiisel
tutum yine de toplumsal
kabullerle 6rtiismeyen ayriksi
ve tekil bir yaklagimdir. Ote
yandan romanda Selma
Hamm’in kocalarinin meslekleri
(bankaci, subay, yazar),
evlilikleri boyunca oturduklar
semtler (Ulus-Kale civar,
Yenigehir, Cebeci) ve evler (eski
bir Ankara evi, Yenisehir'de
kiibik bir ev, Cebeci’de genis
terash, bol giinegli, aydinlk bir
apartman kat1) de Megrutiyet’ten
Cumubhuriyet’e gegisin
soylemlerini ve simgelerini
barindinr.

! In this privileged situation
allowed to women expressed by
Yakup Kadri Karaosmanoglu,
one of the lead writers for
Kadro magazine, the viewpoint
of a male who approved the
three consecutive marriages of a
woman within a short period of
time was a rather singular and
contrary one in the framework
of the accepted social behavior
of the time. At the same time,
the professions of Selma’s
husbands (banker, officer,
author), the locations where she
lived during her marriages (Ulus,
the fortress area, Yenisehir,
Cebeci) and the residences (an
old Ankara home, a cubic home
in Yenisehir, and a bright sunny
terraced apartment in Cebeci)
are inclusive of the features and
symbols of the transition from
the Megrutiyet to the Republic.
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