Perspectives on

Literature, Culture,
and Social Imagination

Uﬁ HH ﬁ




BiDGE Yaymlar:

Perspectives on Literature, Culture, and Social Imagination

Editor: F.GUL KOCSOY

ISBN: ISBN

1st Edition

Page Layout By: Gozde YUCEL
Publication Date: 2025-12-25
BIDGE Yayinlar

All rights reserved. No part of this work may be reproduced in any
form or by any means, except for brief quotations for promotional
purposes with proper source attribution, without the written
permission of the publisher and the editor.

Certificate No: 71374

All rights reserved © BIDGE Yayinlar

www.bidgeyayinlari.com.tr - bidgeyayinlari@gmail.com

Krc Bilisim Ticaret ve Organizasyon Ltd. Sti.

Glizeltepe Mahallesi Abidin Daver Sokak Sefer Apartmani No: 7/9 Cankaya /
Ankara

Bi

Y a

ol

on a r 1






ICINDEKILER

MARRIAGE AND THE INSTITUTIONALISATION OF

FEMALE OPPRESSION IN ANITA DESAI’S FASTING,

FEASTING ..ottt 1
KADRIYE BOZKURT

JEREMY COLLIER AND THE MORAL IMAGINATION OF
RESTORATION ENGLAND: THEATRE, VIRTUE, AND

SOCIAL ANXIETY IN A SHORT VIEW (1698) ......c..ccveeuvnne.e. 21
SINAN GUL

STAGING TRAUMA: OWEN SHEER’S TWO WORLDS OF

CHARLIE F. oo et e e e e e e e e e 48
TUGBA AYGAN

1940°LI YILLARIN BAZI AMERIKAN VE TURK
ROMANLARINDA KADIN, EGITIM, SOSYAL YASAM ........ 76
BULENT CERCIS TANRITANIR, AYSU UGURLAR, GAYE ZEYNEP CENES]Z

JAPON KISA SIiRI SENRYULARDA GORULEN
“YASLILIK” KAVRAMINA MiZAHI BiR BAKIS .................. 100
GULIZ DOGAN



MARRIAGE AND THE INSTITUTIONALISATION OF

FEMALE OPPRESSION IN _ANITA DESAI’S FASTING,
FEASTING CHAPTER 1

KADRIYE BOZKURT!

Introduction

Marriage is a socially accepted and regulated union, a
societal institution and a legal contract that establishes the rights and
responsibilities of spouses towards each other. As the basis of the
family system, the institution of marriage is built on universal
foundations such as emotional attachment, cohabitation, mutual
support and the fulfilment of psychological, social and economic
needs. While the institution of marriage possesses characteristics
valid for all societies, it is also shaped by cultural norms, traditions,
belief systems and existing ideologies. The existence of marriage
and family structures has varied throughout history and between
societies, with changing and evolving models emerging. Even within
the same historical period, different societies and cultures have had
different ideas and practices regarding the institution of marriage.
Another noteworthy element is that social and cultural values, as
well as prevailing ideological structures and discourses, also exert
dominance over the institution of marriage.

In male-dominated societies in particular, marriage is seen as
a symbol of power and authority for men, with gender roles being
emphasised to the extent that rules are established that prioritise the
male gender. This reveals the idea that, within a patriarchal order,

'Asst. Prof, Bolu Abant izzet BAYSAL University, Department of English
Language and Literature. Orcid:0000-0001-5219-5629.
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marriage can be used as a mechanism to restrict women and place
them under male authority. In her book The Feminine Mystique
(1963), American feminist writer, activist and social critic Betty
Friedan argues that marriage is an institution that produces restrictive
roles for women. While Friedan does not reject the institution of
marriage, she offers significant criticism of the roles and restrictions
imposed on women. Indian author and professor Anita Desai’s novel
Fasting, Feasting (1999) illustrates that in societies where the ideal
of marriage is subverted, individuals within the institution
experience disappointment, loss of rights and even social,
psychological, economic and physical violence. The novel
highlights how women have been the ones to lose their rights, be
subjected to violence, be silenced and be attempted to be subjugated
within the institution of marriage, which has become a vehicle for
the patriarchal order.

An Analysis of Marriage and the Institutionalisation of Female
Oppression in Male-Dominated Societies in Fasting, Feasting

Ideally, marriage is the social and legal bond formed by
individuals who wish to live together in an environment of love and
trust, respecting each other's rights and responsibilities for the rest of
their lives. However, as one of the most influential ideologies
affecting the institution of marriage, patriarchy plays an active role
in shaping it and determining the roles individuals perform within it.
In this system, men are assigned the role of head of the household
and holder of authority, while women are assigned roles relating to
housework and childcare. Men are the primary decision-makers
within the family by having the last word, managing its economic
affairs and external relationships. Although there are clear
distinctions between the roles of men and women in marriage, rigid
patterns of thinking prevail regarding issues such as dominance and
submission, sexuality, and property. In male-dominated marriage
institutions, women are valued more as wives and mothers than as
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individuals, and their roles within marriage reflect this. Women
whose individuality is disregarded are compelled to fulfil the ideal
roles of wife and mother within this institution. Friedan explains the
scope of action and offered framework roles for women, particularly
in the last 15 years, using American society as an example.

(...) for women, in all columns, books and articles, by experts
telling women their role was to seek fulfilment as wives and mothers. Over
and over women heard in voices of tradition and of Freudian sophistication
that they could desire no greater destiny than to glorify in their own
femininity. Experts told them how to catch a man and keep him, how to
breastfeed children and handle their toilet training, how to cope with
sibling rivalry and adolescent rebellion; how to buy a dishwasher, bake
bread, cook gourmet snails, and build a swimming pool with their own
hands; how to dress, look and act more feminine and make marriage more
exciting; How to keep their husbands from dying young and their sons
from growing into deligents (Friedan, 1963: 15).

The sphere of existence of women is defined by the home
environment and their household possessions. They are encouraged
to take pride in housework, marriage and motherhood. Images of
women who use their beauty and femininity to attract men and gain
approval are promoted, presenting women with a limited life and
role within the male-dominated world. In addition, issues related to
women's education have been neglected over time, resulting in an
attitude that women themselves have adopted. As Freiden also
stated, “They were taught to pity the neurotic, uneminine, unhappy
women who wanted to be poets or physicists or presidents. They
learned that truly feminine woman do not want careers, higher
education, political rights- the independence and the opportunities
that the old-fashioned feminists fought for”’(Friedan, 1963: 16). As
these statements emphasise, women are taught their roles. Their
nature, desires and choices are shaped by male-dominated discourse,
which is then imposed on women as if it were their own initiative.
Having a career, opening up to the outside world and having a voice
are presented as if they were the only options available to women
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who failed to get married, causing even women to look down on each
other.

As clearly presented through the characters in Anita Desai’s
novel Fasting, Feasting, unfortunately, the institution of marriage
does not progress within every society and every relationship within
the framework of the ideal definition of marriage, and as Friedan also
emphasizes, it can be shaped around taught or imposed roles and
values. It is plausible to suggest that the depiction of marriage and
gender roles in the novel progresses within the framework of the
hierarchical binary oppositions proposed by Jacques Derrida (1930—
2004). Jacques Derrida (1930-2004) draws attention to the inherent
hierarchy in these binary oppositions (Derrida, 1978: 272). Rather
than appearing as complementary opposites that form a harmonious
whole, the married couples in the novel are depicted as hierarchical
oppositions that exist side by side. Consequently, many of the
novel’s opposing elements- fasting/feasting, female/male,
silence/voice, restriction/freedom, dependence/independence, and
private/public- manifest characteristics that constrain and dominate
one another.

Unlike many other Indian writers, Anita Desai focuses on the
psychological state of her female characters who are oppressed, and
on the social and political issues they face. Desai presents India and
America as two different settings in the novel, drawing attention to
the differences in living standards and culture between the two
countries. She also depicts how women in both countries are
constrained by the patriarchy and its rules surrounding the institution
of marriage, albeit in different ways. The character of Uma appears
as the protagonist, representing the oppressed women of India. She
comes from a conservative, upper-middle-class Indian family living
in Bombay in the late 1970s. Consisting of two parts, the first part of
the novel focuses on Uma’s experiences and the traditional Indian
household. In contrast, the second part recounts her son Arun’s
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education, life, and extravagant lifestyle in America. Desai does not
tell the story in chronological order: the storyline opens in the
present, with the family’s excitement at sending food and a shawl to
their only son, Arun, who is in America for his education. Uma’s
cousin Ramu visits the family and invites Uma to dinner. Then,
through flashbacks, past events unfold, including Uma’s school
days, her relatives, and her family’s struggles and efforts to arrange
her marriage. The second part is set in America, where Arun studies
and spends his summers with an American family.

The title of the book is significant both literally and
metaphorically, highlighting two distinct cultures and the varied
experiences of women in these nations. Fasting represents India,
with its pious and conservative ideas, as well as its impoverished
economy. The poverty-stricken state of India and the poor conditions
of women are intertwined. People expect those women in Indian
society who are silenced and suppressed to obey the rules. In a
country where poverty and helplessness are prevalent, the idea of not
having enough food or being unable to meet one’s needs is conveyed
to the reader through the term ‘fasting’, which is either a religious
term or one chosen for its elegant connotations. This can also be
interpreted as a reference to the society’s sense of contentment,
modesty, and familiarity with the situation. Feasting represents
America; its excessive lifestyle and abundance resemble a festive
environment. America’s wealth is reflected in the mannerisms and
conversations of its people. In addition to material abundance,
America offers women greater freedom and opportunity in
economic, social, and cultural spheres. However, this freedom
comes with other restrictions and dissatisfactions. People often lose
their sense of reason and become filled with mirth and joy in a festive
setting. Therefore, attention is drawn to the American lifestyle,
characterized by economic security and a focus on happiness,
consumption, and pleasure.
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The novel primarily centers on female characters, and Desai
effectively depicts women’s conditions, offering detailed, realistic
portrayals of women with diverse experiences especially those
related to marriage. The main issues are the massive disparity
between men’s and women’s lives and the general condition of
women in India. While girls are expected to marry at an early age,
boys are given various educational opportunities and a brighter
future. Girls are expected to learn domestic work, such as cooking
and cleaning, and to have children without any control over their
own lives. Uma is one of the novel’s central figures who experiences
its most unfortunate aspects. She exemplifies an oppressed and
unhappy woman who rarely voices her opinions and constantly lives
under the domination of her family. As she is good-natured and
submissive, she is often taken advantage of by her family and other
people. She always has to do the housework and serve her family.

After the birth of her brother, she also assumes her mother’s
responsibilities and cares for her younger brother. The birth of his
little brother threatens the education of Uma because the education
of girls is seen as a waste of money by the patriarchal mentality, so
there is no need for her to be educated. Fiedan brings up the similar
mindset in the United States in the 1950s with the following words:
“A century earlier, women had fought for higher education; now girls
went to college to get a husband. By the mid fifties, 60 per cent
dropped out of college to marry, or because they were afraid of too
much education would be a marriage bar”’(Friedan, 1963: 16).
Evidently, whether due to family pressure or certain ideologies
imposed on young women, the patriarchal system has unfortunately
positioned marriage against education and self-development. In the
novel, due to the familial responsibilities placed upon Uma, she
misses the opportunity to continue her education at the age of fifteen.
Even though she is not a successful student, she is eager to learn new
things and ask questions at school. Her mother rejects her wish to
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attend school, saying, “You know we can’t leave the baby to the
servant. (...) He needs proper attention” (Desai, 2002: 31). She then
decides to give in to Uma’s marriage at the age of sixteen.

The institution of marriage is presented through the various
experiences of characters in the novel. The choice of spouse and the
process of marriage emerge as one of the most fundamental issues,
revealing the binary opposition/polarity created between men and
women in society. In India, girls are unexpectedly accustomed to
marriage by their mothers and everyone around them: “There was a
time, a season, when every girl for the big, farflung family seemed
suddenly ready for marriage” (Desai, 2002: 66) so and every word
and action revolve around the topic ‘marriage’. The atmosphere
forces single girls to prepare psychologically for marriage. Feeling
the same way, Uma hopes for a peaceful marriage, as she is
suffocated by domestic responsibilities and constraints at home.
Lacking an understanding of the true meaning of marriage, she
dreams of a quiet, restful life of freedom. After Uma’s niece
Anamika’s wedding, the family decides that Uma is ready for
marriage. They send a letter to relatives saying, “Uma is still young
but may be considered of marriageable age and we see no reason to
continue her studies beyond class eight” (Desai, 2002: 74). Since
then, they have begun seeking suitable matches for Uma.

Within the framework of their beliefs and traditions, the
mother has some reasons to be so eager to marry off her daughter
because “Hindu marriage is a sacrament-for the husband one among
many, but for the wife the only one through which she can acquire
spiritual gains. (...) If a grown-up woman dies without this sacrament
she roams about after her death as an evil spirit” (Mies, 1980: 50).
So, Indian women believe in this sacrament of marriage and the
concept of evil spirits after death, which is why they put up such a
great struggle to marry off their daughters and single female
relatives. Unfortunately, Uma is not so lucky when it comes to
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finding a suitable match, as she is neither beautiful nor attractive,
making it incredibly hard to find a suitor. When Uma’s first marriage
was arranged by Mrs Joshi, the aunt of Mrs Joshi and her son arrived
to meet Uma and her family. During the visit, Uma and the potential
suitor never talk; they see only each other’s faces. After a while,
news arrives from the suitor that he loves Uma’s 13-year-old sister,
Aruna, rather than Uma. This caused a scandal within Uma’s family,
who rejected his offer outright. While Uma is not asked for her
opinion on her own marriage, the male suitor in the novel readily
expresses his views on marriage and even proposes to his potential
wife’s sister. This clearly illustrates the difference in the freedom
men and women have to make decisions and express their opinions.

After her first failure, the mother remains eager to marry
Uma and continues to pursue her. They look at a marriage
advertisement in the newspaper. There is only one suitable match for
Uma: the Merchant’s son. The two families meet, and the father and
the Merchant discuss the dowry and agree to the marriage. The
family is wealthy, owning land and houses. They accept the dowry
from Uma’s father because it is customary in India for families
seeking to marry off their daughters to provide a dowry to the
groom’s family, enabling the groom’s family to prepare the bride’s
house. Sometime later, the merchant’s father sends news that his son
has decided to further his education, but says that Uma can either
wait for him or break off the engagement. Uma’s family realises that
they have been cheated, as have many other families in the town. In
fact, the dowries they receive from these fake marriages are the
source of their wealth.

Since Uma’s family’s primary concern was to marry her off,

Mama never gives up on finding a husband for Uma; she puts an ad

in the newspaper with Uma’s photos. Even though they put makeup

on Uma’s face, only one man calls them about marriage. He is an

older, overweight travelling salesman. At the wedding, Uma sees the
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groom and decides to abandon her unrealistic dreams of the ideal
man and marriage. The man is a sullen, sour-faced man without any
enthusiasm; he is similar to other cold, proud, and ignorant men.
Uma and her family are cheated for the second time because the
groom is actually a married man with a family in Meerut. He wants
to marry Uma to secure her dowry and save his family from
bankruptcy.

The mother finally gives up her attempts to marry Uma;
however, it is clear that “Staying unmarried literally makes an
outcast of Uma” (Volna, 2005: 7). While Uma struggles with these
unfortunate marriage attempts, the beautiful Aruna receives many
marriage proposals. As the older, unmarried sister, Uma is like an
obstacle in her way. She recalls the earlier period, when she was
unsuccessful, and Aruna was praised for her success. Uma is not very
good at doing anything except cleaning the house and caring for her
baby. Now an adult, Uma feels worthless and unable: she is “the one
no one wanted” (Desai, 2002: 88). She even feels a barrier between
herself and Aruna and Arun. Neglected by her family and confined
to the house, she wants to escape whenever possible, and she will
take any opportunity to gain her freedom. When Dr Dott offers her a
job running a dormitory, she accepts the offer. However, Mama
rejects the offer, saying that she needs her at home because she is
unwell. Uma says nothing about her eagerness to get the job and her
desire for freedom.

Her obedience and silence confined her to the house.
Regretting missing out on this job offer, Uma uses her father’s
locked phone to call Dr Dott. She says it is necessary to speak with
Uma’s mother to obtain her permission to employ her. At this point,
it is vital to understand the extent of Uma’s confinement through her
father’s reaction. When her father discovers that she has used the
phone, he says, “costs Money, costs Money, never earned anything
in her life, made me spend and spend on her dowry and wedding.
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Oh, yes, spend till I am ruined till I am a pauper” (Desai, 2002: 146).
Uma is not allowed to continue her education or work, and then her
family complains about her needs and expenses. Her passive, naive,
and obedient nature meant she stayed at home and looked after her
family. The only hope for Uma comes in the form of Ramu, her
eccentric, carnivorous, Bombay-dwelling cousin, who offers to take
her out. The present seems to give Uma free will in the novel, but
this is not obvious.

Desai uses the character of Anamika to reflect a new
perspective on the condition of women. Unlike Uma, Anamika is a
successful, beautiful and good-tempered girl. Anamika is described
as “a blessed one, she is beautiful and lucky, unlike her misfortunate
brother Ramu” (Desai, 2002: 68). Anamika is an outstanding student,
and she achieves a scholarship to Oxford: “Oxford, where only the
most favoured and privileged son could ever hope to go! Naturally
her parents wouldn’t countanance her actually going abroad to
study” (Desai, 2002: 68). Anamica’s family uses the acceptance
letter to advertise her as a prospective bride. It is ironic that the
opportunity for a good education is available only to males, who
study day and night to attain it. Although Anamica’s success with
this scholarship is evident, it is one of the qualifications her family
uses when searching for a husband. They lock the letter in a steel
cupboard and proudly show it to every visitor and suitor.

There is a suitor who wants to marry Anamica. He is an old,
grim-faced man who is proud of his medals and degrees. Acting
superior, he shows no interest in Anamika’s beauty. Here, Desai
explains men’s intentions behind marriage: “Men tolerate women
and marriages because it is a custom, and because she would, by
marrying him, enhance his superiority to other men. So they had to
tolerate her” (Desai, 2002: 70). Marriage for men is a way of
showing their superiority in a male-dominated society, not because
of love or desire for a woman’s beauty. Uma’s lack of physical
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attractiveness is seen as the reason for the breakdown of her
marriages. Anamica’s beauty, good nature, and success cannot help
her establish a peaceful family life. She is confined by her mother-
in-law’s and husband’s orders and wishes. There are rumours that
she has been beaten by her mother-in-law and that her husband
permits it. Even the order in which meals are eaten reveals the
hierarchy between men and women at home: first the men eat, then
the children, and finally the women. Anamica is the last person to eat
and receives only what remains in the pot, although she spends her
entire time preparing meals for the large family and performing other
kitchen tasks. This attitude is one of the most beautiful examples of
the coexistence of hierarchical opposites that Derrida has put
forward. It is clear that women do not even come after men; even
their own children are given status before women. As a married
woman Anamica fulfils all the roles of a servant in this family.

Women’s vulnerability and lack of protection are highlighted
by the rumours about Anamika’s miscarriage. She is said to have
suffered a miscarriage after being beaten, which doubles Anamika’s
uneasiness, because most Indians believe that “woman is created
only to enable man to continue his species through sons and gods”
(Mies, 1980: 41). She cannot give birth again, which means “she is
flawed” (Desai, 2002: 72). Friedan’s statements about being a
housewife and mother are quite consistent with the situation of
Anamika: “As a housewife and mother, she was respected as a full
and equal partner to man in his world” (Friedan, 1963: 18).
Questions have been raised regarding her future and whether she will
return home. Anamika’s sole purpose — and her sole focus — is to
serve her mother-in-law and husband. She puts aside her own
identity and wishes in the process. Even her own family does not
protect her, believing that this marriage is her fate, and telling her to
be patient with her husband and mother-in-law. Anamika’s family is
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entirely indifferent to her suffering and refuses to provide her with
any shelter.

The death of Anamika is under suspicion. She set herself on
fire and killed herself by wrapping a nylon sari around her neck and
knees. Similar cases have been investigated many times in India
under dowry death and domestic violence laws. In these cases, the
deaths of married women were initially reported as kitchen
accidents, but there is a general suspicion that domestic violence
may have been a factor. Apparently, there are rumours about this
death. Neighbours suspect her mother-in-law of killing her with her
husband because she had a miscarriage and may not be able to have
a baby again. The mother-in-law has previously accused Anamika of
planning her own death. Anamika’s family does not attempt to find
out the real reason for her death, treating it as if it were a very
ordinary and common incident. Unfortunately, Anamika’s
intelligence and beauty do not make it likely that she will have a
good husband and family, as no one around her appreciates these
qualities. They only say it is fate: a fate characterised by male
domination, torture at the hands of her mother-in-law, family
ignorance, and a desperate life that ends in tragic death.

Aruna is one of the most fortunate women, both in the past
and in the present. Aruna enjoyed much more comfortable conditions
and more flexible rules than Uma did while growing up. She had the
opportunity to experience things that Uma did not, and to do things
that Uma was not allowed to do. Aruna wears floral clothes and goes
out with her friends. She is pretty and attractive now, so she can
choose a handsome, wealthy, educated man among many suitors.
She has everything Uma wishes she had. Her wedding is ostentatious
and unconventional. Arvind, Anamika’s husband, works in Bombay,
so they moved there. Aruna’s life is like a dream, and she enjoys
moving up to the next level with her wealthy life. Once, Aruna even
said to her mother, “You people are villagers” (Desai, 2002: 105).
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She rarely visits her family, but when she does, their upper-class
manners, expensive clothes, and naughty behaviour draw attention
and make the family uncomfortable. Aruna’s husband and mother-
in-law do not interfere in her business, and she is free to do whatever
she wants. Moreover, she gets angry with her husband if he does
something wrong. Unlike Uma and Anamika, Aruna is not confined
to domestic life, but she is captivated by upper-class manners and
vanity. She creates a perfect, wealth-filled world in her mind and
confines herself to it.

The mother character is another character who is confined to
the roles assigned to women within the patriarchal system and the
institution of marriage. Mama symbolizes the traditional Indian
mother. She lives with Father as if they are one entity. Although they
have separate bodies, they make decisions together and rarely
disagree. Most of the time, Mama obeys the father’s instructions.
The depiction of women as loyal, trusting, faithful, and forgiving in
Hindu mythology is similar to that of a submissive wife and follower
of a patriarchal system, such as Mama. Mama thinks that a woman
should live her life for her husband’s social standing. Although she
is late in her pregnancy and it is risky to have a baby, she regards it
as an opportunity for her husband to have a son. They already have
two daughters so a son would be a blessing for the father in a male-
dominated society. The family’s eagerness for a son is so apparent
that the second daughter’s name, Aruna, is a reflection of the
expectation of a son named Arun. When his son is born, Father
dances with excessive happiness. Supporting her husband, Mother
adheres to conventional ideas. She criticises modern views on
women and marriage. She does not allow Uma to return to school;
instead, she requires her to care for her brother and assist with
household chores. Marriage is her daughter’s primary concern, so
the mother’s aim is to marry her off to a wealthy, educated husband.
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As a traditional woman, she has strong faith in the sanctity of
marriage.

The novel features strong, free-spirited female characters,
such as Mira Massi and Dr Dutt. Mira Massi is a widow and a
religious woman who continues her rituals despite her old age. She
travels frequently to temples and ashrams, and when Uma joins her
on one of these pilgrimages, she finds an opportunity to escape her
family’s oppression and daily chores. Dr Dutt is a fifty-year-old
unmarried working woman. It could also be claimed that the fact that
one is widowed and the other is unmarried provides the grounds for
these characters to live freely and without constraints.Although the
father acts in a Westernised manner and tolerates her because of her
high status, he does not like this female figure. These two women
are not appreciated by their father, particularly because he does not
want them in his house. Having these women around is not
acceptable to him, especially in his family, because he thinks they
could set a bad example for his daughter and go against traditional
Indian life. The father’s reaction can be interpreted as a sign of
disapproval from a male-dominated society towards independent,
free-spirited women who have their own ideas and are not dependent
on men.

Alongside these female characters, who are trapped mainly
by the patriarchal system, Desai presents excerpts from the enviable
life of the male protagonist, Arun. As the only son, he receives all of
his parents’ attention. One of the clearest examples of the contrasting
opportunities afforded to girls and boys within the family is the way
the family treats Arun compared with the girls. In order to provide
Arun with a prosperous future, his father does his best to support his
education, with tutors coming to the house for every lesson and his
father cancelling all his meetings and parties with friends to attend
the courses. The father also prepares the paperwork for Arun’s
application to study abroad. These efforts on Arun’s behalf
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demonstrate the differential treatment that daughters and sons
receive in society. As mentioned in the novel, these two sexes are
socialized into various roles: “Sisters-who were, after all, being
raised for marriage by Mama. (...) Papa insisted on in the realm of
home and family then it was education for his son, the best, and the
most, the highest” (Desai, 2002: 118). Although they come from
different families, on one side, there is Anamika, a daughter who
won a scholarship to Oxford but was forced into marriage, and on
the other side, there is Arun, a son whose parents hired tutors so he
could study abroad and whose documents were personally prepared
by his father. In society, women are like shadows of men. Men walk
one step ahead and set the rules that women are forced to obey. Men
have far more opportunities for a better life than women’s confined
existence.

Paradoxically, the novel depicts the father’s excessive care
for his son, Arun, as a form of domination; the parents follow his
every move and try to shape his life. Arun’s privileged treatment
does not mean that he is free to live his own life. Although his sisters
regard him as lucky and privileged, he remains constrained by the
social roles expected of men. He is expected to assume
responsibilities such as obtaining a good education, securing a
prestigious job, and enjoying a prosperous future. This is why, after
Arun goes to America, his family receives only superficial, simple
letters from him, devoid of intimacy. In America, he wants to live his
own life, free from any outside interference or responsibilities. He
does not want to speak to anyone from India who will remind him of
his life in captivity in India. “He had at last experienced the total
freedom of anonymity, the total absence of relations, of demands,
needs, requests, ties, responsibilities, and commitments. He was
Arun. He had no past, no family and no country” (Desai, 2002: 172).
America is a land of liberty for him, free from the oppression of his
father’s expectations and responsibilities. By leaving his country, he
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wants to leave his past experiences behind him too. Desai explains
the reason why she gives wide publicity to a male character with
these words:

Specially in my earlier work I found myself addressing the same
things over and over again: very much about the life of women, specially
those women who are confined to home and family, also the solitude from
which a person can suffer even if living within a big family or surrounded
by crowds. But after several years and several books I began to feel
suffocated myself by the confinement of these subjects. I felt I was limiting
the territory to such an extent that it created a kind of suffocation even for
me. So I deliberately opened the doors, to widen the canvas, and started
writing more about male characters and their lives, because I felt they had
a wider experience of the world, and I could address a greater variety of
experiences (Manu and Yadav, 2018: 72)

It is clear that Desai is trying to reveal that the patriarchal
system not only limits the movement of women but also controls
men’s lives. The difference is that an oppressive life with limitations
and imprisonment is presented to females, while a prosperous life is
given to males as a reward for these limitations. In any case, Arun’s
character reflects another aspect of patriarchy, showing the stress and

hardship of being male in a male-dominated society.

Throughout Arun’s time studying in America and living with
an American family, Desai has the opportunity to compare the two
countries with respect to domestic life, gender roles, and the status
of women. People living in different parts of the world share their
stories, culture, and beliefs through multicultural literature. In
multicultural literature, down-to-carth characters rather than
generalised or stereotypical narratives present a true reflection of
life. This allows individuals from minority or ethnic groups to be
perceived without prejudice or generalisation. For this reason, Desai
gives voice to women in both India and mainstream white America.
The real-life stories of Indian women demonstrate that women’s
experiences across countries and groups are essential and valuable.
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Furthermore, women’s experiences can differ significantly and
sometimes be strikingly similar, as it is suggested that:

Multiculturalism increasingly stands for a desire to rethink
commons in the humanities- to rethink both their boundaries and their
function. It also stands for a desire to find the cultural and political norms
appropriate to more heterogeneous societies within and across nations,
including norms for the production and transmission of knowledge
(Chicago Cultural Studies Group, 1992:531).

Clearly, life in India and America is very different. The
former has strict conventional rules, while the latter is a world full
of freedom. Indian families often pressure their daughters to do
housework, get married, and serve their own family, mother-in-law,
and husband. The immediate family is very important in India, but
the extended family also has an impact on people’s lives. In contrast,
American children grow up in a relaxed atmosphere. Even in the
novel’s depiction of an American family, the mother and father do
not spend time together; they pursue independent activities and are
unaware of each other’s lives. The family is like a set of separate
individuals without any sense of belonging. On the one hand, there
is a strictly bound but oppressive Indian family; on the other hand,
there is a free and separated American family.

In terms of female characters, Mrs Patton and Meclanie are
key figures in understanding the condition of women in American
society. It could be argued that American society is also dominated
by men. Although Mrs. Patton appears to be free from her husband’s
limitations, she is not as free as she believes. She is caught in the
traps of American consumerism, always wanting to go shopping and
buy new things. She feels lonely at home as no one cares for her, and
she eats her meals alone. Her father does not spend enough time with
her. Thus, the overly protective family type in India has been
replaced in America by family types in which family members live
apart and value individuality. Melanie is a typical example of an

American teenager, obsessed with being slim and beautiful. She is
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indifferent to the outside world, and the only thing she cares about is
her body’s beauty. According to her brother Rod, she “wants to turn
herself into a slim chick™ (Desai, 2002: 204), and so she vomits after
eating sweets or other food. Melani does not eat the meals her mother
cooks. Consequently, she looks ill and pale.

After discovering her illness, Mrs Patton sends her to an
institution that deals with depression, hysteria, anorexia, and other
diseases. The family is pleased to hear good news about her progress,
such as her eating meals and making friends, as she had not had any
friends before. The same pressure on women regarding their
appearance is evident in Mrs. Patton. When she goes shopping with
Arun, a cashier asks her if she is pregnant, which makes her angry.
Then Mrs Patton begins sunbathing in the backyard of their home
and pays more attention to her appearance. In a consumer society,
the female body is treated like a commodity. It is a ‘thing’ that can
be moulded to produce a standard of beauty and size. Desai
emphasises that in both cultures, women cannot express their
individuality. They are oppressed by people or the system.

Conclusion

In conclusion, the novel Fasting, Feasting illustrates how the
patriarchal system produces silent, obedient and submissive female
characters and imposes this on women. The author embraces
cultural diversity, viewing people from different cultures, ethnic
backgrounds, and religions as part of it rather than as ‘the other’.
While using binary oppositions to highlight the differences between
India and America, the author also reveals the similar constraints that
women experience under the patriarchal system in different
countries. Female characters are subjected to various constraints and
control mechanisms within the institution of marriage. As Friedan
also points out, marriage can only be healthy when the partners are
equal; otherwise, it becomes an institution that restricts women's
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development. As exemplified in the novel, this can even lead to
tragic endings. At the same time, the author sheds light on the
position of sisters Uma and Aruna within the family, using the value
placed on their brother Arun as an example of Derrida’s concept of
hierarchical oppositions. Through contrasting geographical settings,
Desai illustrates how the patriarchal system, operating universally,
shapes various institutions, particularly marriage, in accordance with
its own objectives, reflecting a system of domination and authority.
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CHAPTER 2

JEREMY COLLIER AND THE MORAL
IMAGINATION OF RESTORATION ENGLAND:
THEATRE, VIRTUE, AND SOCIAL ANXIETY IN A4
SHORT VIEW (1698)

1. Sinan GUL!

Introduction

This study analyzes Jeremy Collier’s A Short View of the
Immorality and Profaneness of the English Stage (1698) to explore
how Restoration theatre was perceived as a site of moral and social
danger. Across its six chapters, Collier develops a sustained critique
of the stage, arguing that contemporary plays encourage vice,
profaneness, and libertinism, corrupt audiences, and undermine both
private virtue and public order. He supports this argument through a
wide range of evidence: comparisons with classical drama, close
readings of contemporary plays, and the authoritative judgments of
Church Fathers, ecclesiastical councils, and civil codes. My thesis is
that Collier’s text functions not only as a moral and religious
indictment of Restoration drama but also as an early attempt to
theorize the social and psychological effects of theatre, situating it at
the intersection of literary criticism, moral philosophy, and cultural
history. By tracing Collier’s use of classical, contemporary, and
ecclesiastical authorities, this article demonstrates how he constructs
a coherent moral argument against the stage while illuminating
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broader tensions between pleasure, virtue, and civic responsibility in
late seventeenth-century England.

Collier’s A Short View offers a systematic and multi-faceted
critique of Restoration theatre, blending moral philosophy, literary
criticism, and historical precedent to expose what he perceives as the
dangers of contemporary drama. Across its six chapters, Collier
examines the stage from multiple angles: he begins by assessing the
immodesty and profaneness of plays, contrasting them with classical
and Christian ideals of decorum and morality (Chaps. I-II). He then
considers the specific abuses inflicted on the clergy and on social
hierarchies by theatrical representations, before analyzing how
dramatists encourage vice and reward libertinism through their
characters and plots (Chaps. III-IV). The text moves from close
readings of individual plays and poetic forms, including the Mock-
Astrologer, Amphytrion, and The Relapse, to broader reflections on
theatrical conventions, the misuse of stage music, and the
misrepresentation of human passions (Chap. V). Finally, Collier
situates the English stage within a longue durée of cultural and moral
authority, appealing to the judgments of classical philosophers,
Roman legislators, Church Fathers, and ecclesiastical councils to
argue that the theatre has long been censured for its moral risks
(Chap. VI). Throughout, his critique is informed by the ethical
currents of late seventeenth-century England, particularly the moral
philosophy of natural virtue, Christian doctrine, and the emerging
notion of theatre as a public and social institution. By juxtaposing
historical precedent, textual analysis, and theological authority,
Collier constructs a sustained argument that Restoration drama, in its
contemporary form, undermines virtue, education, and social order
while offering a lens through which to examine the tensions between
pleasure, morality, and civic responsibility in early modern England.

Collier’s Strategy and Rhetoric
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Collier’s attack on the late seventeenth-century stage rests on
a tightly interwoven set of rhetorical and moral strategies designed
to frame the theatre not merely as a flawed institution but as an
existential threat to Christian society. Collier constructs his argument
on the premise that playwrights are active agents of cultural decay,
presenting them as a collective whose works have “debauched the
age” more than any other influence. This foundational moral claim
enables a rhetoric of urgency: if the stage is the chief corrupter of
public virtue, then Collier’s intervention becomes a civic and
spiritual necessity. His language relies heavily on moral absolutism,
refusing any middle ground between artistic freedom and ethical
discipline. By depicting dramatists as enemies of “Vertue and
Regularity,” he transforms aesthetic disagreement into a battlefield
of good versus evil, thereby making moderation or compromise
appear morally suspect. His most striking rhetorical move is the
analogy between playwrights and “Foot-Pads” who not only rob but
murder—an image that elevates theatrical indecency from mere
impropriety to a deliberate assault on conscience itself. Here
Collier’s moral logic becomes clear: vice is dangerous not simply
because it entices behaviour, but because it destroys the very
principles that regulate behaviour. This shift from external conduct
to internal moral architecture distinguishes Collier from earlier
Puritan critics; he argues that the stage is pernicious precisely
because it undermines the epistemological grounds of virtue,
rendering conscience a “Bugbear” and moral choice unreasonable.
His insistence on linguistic clarity—rejecting euphemisms like
“mistress” and “lover”—further supports this project, since corrupt
language, he claims, leads to corrupt judgement. In this framework,
rhetoric becomes a tool of moral restoration: to name vice plainly is
to contain it, and to expose theatrical immorality is to defend the
fragile structure of Christian social order.
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Collier opens his argument by establishing a crucial
rhetorical baseline: the theatre’s ‘“business,” he insists, is to
“recommend Virtue, and discountenance Vice,” grounding his
polemic in a teleological definition of drama as a moral instrument
rather than an autonomous art. This normative premise allows
Collier to frame his critique not merely as a matter of taste but as a
defence of the stage’s “rightful” function against its degenerate
modern form. In the Introduction, Collier deploys a strategic contrast
between the theatre’s potential—its power to move the audience
through “Show, Musick, Action, and Rhetorick”—and its present
“misbehaviour,” a technique that turns the stage’s aesthetic strengths
into the very measure of its ethical corruption. He likens theatrical
spectacle to “Cannon seized,” a striking militarized metaphor that
transforms poetic artifice into a weapon commandeered by vice,
thereby elevating his argument from cultural complaint to moral
emergency. Chapter 1 extends this rhetoric by attacking the
Restoration stage’s “Immodesty” through a method of strategic
abstention: Collier pointedly refuses to quote the “Rankness” of
modern comedy, claiming that the passages are too foul to repeat,
thus preserving his own decorum while generating an aura of
contamination around his opponents. His examples—from The
Country Wife to The Double Dealer—are marshalled not for close
reading but as moral exhibits, illustrating a theatre that violates both
natural propriety and Christian virtue by placing obscene speech in
the mouths of women, aristocrats, and even tragic heroines. This
emphasis on violated decorum is central to Collier’s strategy: by
arguing that modern dramatists strip women of their “native
Modesty,” he converts aesthetic analysis into a defense of social
hierarchy and gendered virtue, implying that the stage’s indecency
destabilizes broader norms of civility. Both the Introduction and
Chapter I thus work together to construct a rhetorically fortified
position in which the theatre is judged not only by its content but by

its perceived social consequences. Collier’s argument depends on
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collapsing aesthetics into ethics: to him, obscenity is not merely a
stylistic fault but a sign of cultural disorder, a corruption of taste that
signals the erosion of moral instinct itself.

A further dimension of Collier’s rhetorical strategy emerges
when he shifts from cataloguing offences to diagnosing the
philosophical error behind them. Throughout 4 Short View, he
repeatedly insists that the stage has become an enemy to conscience
because it teaches audiences to laugh at moral seriousness. As he
declares, “Nothing has gone farther in Debauching the Age, than the
Stage Poets, and play-house,” (Collier, The Preface) a line that
crystallizes his belief that theatrical wit functions as a corrosive
epistemology rather than as harmless amusement. Collier argues that
the comic stage “makes a Jest of Sin,” and that this habitual ridicule
trains spectators to regard vice as “harmless Liberty” (ibid, 5). His
concern is not merely behavioural corruption but moral anaesthesia:
“When People are taught to be Ashamed of Shame” (ibid, 10), he
warns, they are in a fair way to be past all Remedy. This use of
aphoristic moral logic allows Collier to transform specific textual
complaints into universal ethical principles, enabling him to frame
Restoration comedy as a system of moral deformation rather than an
artistic form with occasional flaws. Even more revealing is his
critique of the way playwrights depict religious figures, whom they
“expose...to Contempt,” (ibid, 58) thereby encouraging spectators
to scorn the very institutions that sustain social order. These
quotations demonstrate how Collier uses concise moral maxims to
give his argument the force of general truth: the theatre is not simply
indecent in isolated moments, but structurally aligned with mockery,
impiety, and the erosion of virtue itself. In this way, Collier’s rhetoric
amplifies his moral thesis: the stage is dangerous not because it
shows vice, but because it trains the mind to admire it and laugh at
what should command reverence.
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Collier’s lengthy dissection of Aristophanes in A4 Short opens
an illuminating window into his broader polemical method—one
that depends on a hierarchical comparison between the “right”
ancients and the morally wayward moderns. His critique relies on a
carefully orchestrated contrast: the ancient authors whose authority
he embraces (e.g., Aristotle, Plato, Sophocles, Euripides) versus
Aristophanes, whom he casts as an outlier, even a corrupter of
antiquity. As Collier insists, Aristophanes’ precedent “signifies
nothing in the case, since ‘the best Philosophers and Poets, Criticks
and Orators, both Greek and Latin, both Antient and Modern, give
the Cause against him’” (p. 37). What follows is an extraordinary
catalogue of Aristophanic impieties, improprieties, and absurdities,
offered to show that the comic poet is not a standard but a deviation.
On Collier’s account, Aristophanes is not merely licentious but
fundamentally impious—“a downright Atheist” whose Nubes
ridicules Socrates, “a Person of great Sence and Probity” who sought
to restore theology “to the Standard of Natural Religion” (pp. 37—
38). By portraying Socrates as a buffoon who teaches that “the
Clouds are the only Deities” (p. 38), Aristophanes, Collier claims,
aligns himself with those who mock providence and “the
Distinctions of Good and Evil” (p. 42). This association of indecency
with atheism is crucial: for Collier, aesthetic disorder directly reflects
moral and theological disorder. This is why he can move seamlessly
from Aristophanes’ impieties toward the gods—such as making
Bacchus and Hercules “talk Smut and rally like Link-boys” (p. 45)—
to his dramatic “Absurdity” and “want of Judgment” (pp. 43—44):
the one proves the other. A comic poet who mocks divinities cannot,
in Collier’s logic, produce coherent characters or maintain decorum.
Thus Aristophanes becomes the archetype of everything a poet must
not be: irreligious, inconsistent, sensational, and philosophically
unserious.
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Seen within a larger seventeenth-century intellectual
landscape, Collier’s polemic draws heavily on neo-Stoic, Christian
humanist, and civic republican conceptions of art as a moral
instrument. His insistence that a poet must “form the Audience to
Virtue” and avoid “Lewdness” (p. 49) echoes the moral pedagogy
found in Renaissance commentaries on Aristotle and Horace—
particularly the widely diffused neo-Aristotelian view that poetry is
a civilising force whose purpose is prodesse et delectare. Moreover,
Collier’s argument resonates with the era’s philosophical anxiety
over skepticism and irreligion, especially after the Glorious
Revolution, when Hobbesian materialism, freethinking, and revived
“ancient atheists” became polemical spectres. Collier belongs to a
lineage of anti-theatrical critics who “employed a critical style and
method modelled after Rymer” and “cited authorities from Aristotle
to Dryden” to frame his attack (Cannan, 87). His method of reading
Aristophanes through the lens of Socrates’ theological “refinements”
positions classical antiquity not as a monolith but as a field of moral
exemplars and corruptors—a distinction that maps neatly onto the
social and moral anxieties of Restoration England. In this respect,
Collier participates in a broader seventeenth-century moral
classicism, one indebted to patristic readings of pagan authors,
Erasmus’s Christian humanism, and neo-Stoic virtue theory
(especially Lipsius), all of which aimed to sift the ancients for
models of civic integrity. Thus his critique of Aristophanes also
becomes a critique of the Restoration stage: if even the ancients can
fall into impiety and indecorum, how much more must modern
playwrights be censured? By constructing Aristophanes as a
negative classical authority, Collier secures a larger principle—that
true art aligns with virtue, and that the Restoration stage, much like
Aristophanes, has strayed from the proper moral and philosophical
lineage of antiquity.
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From Oaths to Blasphemy: Collier’s Theology of
Theatrical Transgression

The second chapter 1I titled as “The Profaness of the Stage”
sharpens and radicalizes the ethical logic sketched in his Preface and
Chapter I by treating theatrical profanity as a theological as well as
a moral offense. He opens the chapter by naming two clustered
sins—“Their Cursing and Swearing” and “Their Abuse of Religion
and Holy Scripture”—and immediately exemplifies the first by
insisting that the modern stage abounds in “their wishes of Hell, and
Confusion, Devils, and Diseases, all the Plagues of this World, and
the next, to each other” (Collier, 4 Short View, p. 57). For Collier,
swearing is not mere coarse ornamentation but a form of contempt
so serious that it “brings in God to attest our Trifles” and therefore
“renders [divinity] cheap and despicable” (Collier, p. 58). He
repeatedly links this verbal irreverence to systemic impiety: when
playwrights trivialize prayer, Scripture, and sacrament—turning the
“Holy Rhetorick” into stage-jest—they do not merely offend
sensibility but dismantle the cognitive and moral architecture that
makes virtue intelligible (Collier, p. 69). Hence his rhetorical
strategy in Chapter II is to translate moments of comic “smartness”
into proofs of theological subversion: the comic device (oaths,
biblical allusion, mock-rites) becomes evidence that the dramatist
trains audiences to “make God, and Goodness contemptible”
(Collier, p. 76).

Reading Collier alongside recent scholarship helps explain
why he frames profanity as a species of cultural emergency rather
than mere bad taste. Critics of Collier have shown that his attack
fused moral pedagogy with a broader seventeenth-century anxiety
about irreligion and social order: as Michael Cordner observes, anti-
theatrical charges about profanity often functioned as part of a larger
campaign to reassert civic and religious norms against the perceived
libertinism of Restoration comedy (Cordner 2000, pp. 209-12).
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Aubrey Williams likewise situates Collier in a contested public
sphere in which priests and playwrights staged competing accounts
of virtue; Collier’s insistence that theatrical irreverence fosters
skepticism and moral laxity reflects contemporaneous fears about
scepticism, freethinking, and the social effects of theatrical imitation
(Williams 1975, pp. 234-40). In short, Collier’s Chapter II continues
the move we traced earlier—collapsing aesthetic transgression into
theological heresy—Dby arguing that (Collier, pp. 57-60).

In an extended comparison between ancient and modern
dramatic traditions, Collier names with striking precision the
playwrights and works he considers morally dangerous, thereby
sharpening his larger argument that the “Moderns” are far worse than
the Pagans. He begins by rehearsing the faults of classical authors—
Terence, Plautus, Aeschylus, Sophocles, Euripides, and Seneca—but
immediately qualifies their impieties by insisting that the ancients
operated without Christian revelation and that their “Gods were
Beings of ill Fame” (Collier, pp. 86—87). These examples serve as a
launching pad for his real target: Restoration dramatists, whom he
accuses of unprovoked, self-delighting irreligion. The pivot comes
when he names John Dryden, censuring Cleomenes for its “Scene of
a Famine” in which “the greatest part...is spent in impious Rants,
and Atheistical Disputes,” a pattern so offensive that Collier
mockingly notes that “This Scene...Mr. Dryden calls a Beauty” (pp.
92-93). Collier likewise attacks the playwright’s representation of
Cleora, whose lurid speech about nursing—*“At last it drew so hard
that the Blood follow’d”—he denounces as a symptom of moral and
aesthetic decadence, proof that modern poets “love to say the worst
Things in the best manner, to perfume their Poysons, and give an Air
to Deformity” (p. 93). By framing Dryden’s modern irreligion
against ancient dramatic decorum, Collier constructs a moral
hierarchy: even when Aeschylus or Sophocles allow characters to
“bluster” against heaven, they always correct them through choral
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rebuke or divine punishment, whereas the English stage
“blaspheme[s] for their Pleasure” and leaves its “Madmen...very
seldom reckon’d with” (pp. 94-95). The force of Collier’s critique
thus lies not only in identifying who offends—Dryden foremost—
but in showing why: because unlike the ancients, modern
playwrights celebrate impiety, render blasphemy aesthetically
attractive, and thereby “weaken the force of Conscience, and teach
the Language of the Damn’d” (p. 96).

Representing the Sacred: Collier’s Indictment of
Theatrical Attacks on the Clergy

Collier’s assault on the stage’s treatment of the clergy in
Chapter III of A Short View extends his broader moral—philosophical
argument that the Restoration theatre corrodes public virtue by
aestheticizing irreverence and destabilizing the epistemic authority
of moral instructors. Collier claims that playwrights “shoot chain’d-
shot, and strike at universals,” launching an attack not merely on “the
Men,” but on “the Business” of the priesthood itself (Collier, 98).
For Collier, this is not simply a literary fault but a civic crisis: by
rendering clergy ridiculous—through scenes of manipulation,
drunkenness, or sexual duplicity—the stage undermines the very
institutions responsible for maintaining ethical order. His anxiety
resonates with the period’s broader debate about moral
epistemology: since he maintains elsewhere that liberty cannot be
restrained and moral principles cannot prevail over pleasure unless
the clergy are first discredited, the theatre emerges as a rival
pedagogic institution that trains spectators to view moral authority
as inherently hypocritical. Critics such as James Sutherland have
noted that Collier’s polemic is driven by a conviction that “dramatic
poetry shapes the manners of a nation” (Sutherland 1976, 112),
which aligns with Collier’s insistence that theatrical satire fosters a
public habituation to vice by habituating its audience to laugh at
sacred offices. Deborah Payne Fisk similarly argues that attacks on
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the clergy in Restoration comedy perform a cultural work of
relativizing religious authority at a moment when confessional
identity was politically charged (Fisk 2000, 133). The examples
Collier cites—Dominick the “pimp” in The Spanish Fryer,
Harcourt’s mock-divinity in The Country Wife, Sparkish’s ridicule of
clerical “college look,” or the chaplain in The Orphan who flatters
aristocratic pride—serve as case studies in what Collier interprets as
the theatre’s systematic attempt to produce a public imaginary in
which the priesthood is equated with imposture, servility, or
lewdness. This, for Collier, amounts to a civic deformation: the
stage, by fictionalizing clerical vice as comic pleasure, teaches
spectators to internalize suspicion toward institutions that
traditionally mediate conscience, thereby eroding the very moral
infrastructure that his neo-Aristotelian framework assumes to be
necessary for virtue. Modern scholars such as Laura Rosenthal
observe that Collier’s anxieties stem from the theatre’s “capacity to
generate alternative forms of social knowledge” (Rosenthal 1996,
57), a capacity that, in Collier’s reading, becomes dangerous when
used to desacralize the cultural authority of religious office. Thus the
rhetorical energy of Chapter III, with its catalog of profane scenes
and scurrilous epithets, exemplifies Collier’s larger philosophical
claim: that dramatic representation is never neutral but always a form
of moral pedagogy with direct consequences for the ethical
formation of the polity.

In the later section of Chapter III, Collier meticulously
catalogues the stage’s abuse of clergy by tracing specific playwrights
and their characters, underscoring his claim that the English theatre
has “always been out of Order, but never to the Degree ’tis at
present” (Collier 1698, 127). He references Ben Jonson, noting that
even in works such as The Silent Woman, Jonson includes clergy and
civilians, but with a “handsom Excuse” that preserves the honor of
the professions, demonstrating the contrast between careful satire

--31--



and wanton ridicule (127). Collier then turns to Beaumont and
Fletcher, identifying plays such as The Scornful Lady and The
Spanish Curate, where priests are transformed into fools or knaves,
figures “brought in on purpose to make sport, and disserve Religion”
(127-128). By naming these authors and their works, Collier signals
his perception of a moral decline: whereas earlier dramatists
maintained a balance between comedic effect and ethical propriety,
contemporary playwrights, he argues, neglect the dignity and social
authority inherent to the clergy. This critique is reinforced by his
historical and philosophical arguments regarding the priesthood’s
social and divine legitimacy. He emphasizes that clergy, from
Josephus’ Aaronic line to the Egyptian and Persian priesthoods, were
consistently integrated into the political and intellectual hierarchies
of their societies, exercising both civil and religious authority (129—
132). By presenting these genealogical and comparative examples,
Collier frames his objection not merely as personal offense but as a
defense of institutional and divine order: to mock the clergy on stage
is, in effect, to attack God’s authority and the social structures that
hinge upon religious legitimacy (133-134). Collier’s focus on
specific names—Jonson, Beaumont, Fletcher, and characters like
Cutberd and Morose—thus serves a dual purpose. First, it
demonstrates the concrete literary practices that, in his view, violate
the principles of decorum and moral pedagogy. Second, it situates
his critique within a broader philosophical discourse on authority,
conscience, and the civic function of religious office, aligning with
his neo-Aristotelian concern for the theatre as a space that should
cultivate virtue rather than habituate audiences to irreverence and
disorder (Sutherland 1976, 112; Rosenthal 1996, 57). In this way,
Collier’s analysis of named plays and playwrights exemplifies his
methodological strategy: a precise literary critique grounded in
historical, ethical, and theological reasoning, demonstrating how
satire becomes dangerous when it confuses the failures of

individuals with the dignity of the office they hold.
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In Chapter IV, Collier extends his critique of the stage from
its treatment of the clergy to the moral constitution of its principal
characters, arguing that Restoration dramatists systematically
conflate virtue and vice by rewarding the latter with social and
romantic success (Collier 1698, 141-145). He insists that nature
delineates vice and virtue in “very Legible Distinctions,” yet the
stage actively blurs these lines, presenting lewdness and irreligion as
marks of honor and breeding (141). Collier enumerates a series of
notorious examples—from Wildblood, Bellamy, and Lorenzo to
Valentine in Love for Love—whose vices, including atheism,
debauchery, and betrayal, are paradoxically rewarded, thereby
providing models for emulation rather than censure (142—143). This
moral inversion resonates with his earlier critique of the clergy in
Chapter III: just as playwrights misrepresent priests and thereby
undermine religious authority, so too do they misrepresent ethical
conduct, conferring prestige and pleasure upon vice. Collier situates
his analysis within a philosophical and historical framework,
invoking the classical tradition of Plautus, Terence, and Horace to
demonstrate that the ancients intended comedy to instruct and refine
moral sensibilities, rewarding virtue and punishing vice in
accordance with the natural and social order (149-151). He
underscores that while Dryden and other modern poets appeal to
classical precedent to justify the felicity of libertine heroes, such
defenses are inadequate: unlike the pagan context of Plautus or
Terence, Christian society imposes moral and spiritual penalties
upon vice, making its stage valorization not merely a literary choice
but a social hazard (149). In connecting Chapters I1I and IV, Collier’s
argument emerges as a coherent ethical philosophy of theatre: the
misrepresentation of both religious office and moral character
threatens the public’s capacity for reasoned conscience, erodes the
social authority of virtue, and cultivates a taste for disorder disguised
as refinement (Collier 1698, 141-145). Through his meticulous

cataloging of named characters and plays, Collier enforces a neo-
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Aristotelian vision of drama as a medium that ought to educate the
audience, preserve social hierarchies, and align with divine and civic
order—thus linking his theological concerns from Chapter III with a
broader cultural philosophy of pleasure, instruction, and moral
example (Sutherland 1976, 112; Rosenthal 1996, 57).

In Chapters Il and IV of 4 Short View of the Immorality, and
Profaneness of the English Stage, Collier constructs a sustained
ethical critique of Restoration drama, linking the misrepresentation
of religious authority with the moral inversion of theatrical
characters. In Chapter III, he enumerates playwrights such as Ben
Jonson, Beaumont, and Fletcher, noting how even in works where
priests and clergy appear, their representation is often distorted for
comic or satirical effect—priests are made fools in The Scornful
Lady or knaves in The Spanish Curate, and their social and spiritual
authority is undermined (Collier 1698, 127). Collier grounds his
concern in theological and historical reasoning: priests possess
inherent authority due to their relation to God, their civic and
religious function, and the longstanding social privileges of the
priesthood across cultures, from the Aaronic line in Judaic tradition
to the Brahmin caste in India and the Vestal priestesses of Rome
(130-133). Misrepresenting them on stage, Collier argues, is
tantamount to an affront against God and the social order itself,
reflecting his broader philosophical commitment to the alignment of
theatrical representation with moral and divine law (134-138).

Chapter IV extends this critique to the general moral fabric
of the stage, focusing on the treatment of principal characters. Collier
laments the prevalence of libertine heroes such as Wildblood,
Bellamy, Lorenzo, and Valentine in Love for Love, whose vices—
atheism, lewdness, and betrayal—are rewarded with marriage,
wealth, and social esteem (142—143). He contrasts these modern
tendencies with the classical models of Plautus, Terence, and
Horace, who, though occasionally permitting vices in their
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comedies, consistently framed them within a moral and social
economy that distinguished virtue from vice and rewarded the
former (149-151). The philosophical underpinning of Collier’s
argument is neo-Aristotelian: the stage is an educative instrument,
meant to cultivate reason, conscience, and social sensibilities. When
vice is adorned with honor and pleasure, audiences—particularly
youth—risk moral corruption, while religion, social authority, and
civility are rendered unstable (141-146).

Taken together, Chapters III and IV reveal Collier’s
overarching ethical philosophy of theatre. The misrepresentation of
clergy and the celebration of vice are two sides of the same moral
disorder: both subvert established hierarchies of divine and civic
authority, and both encourage imitation of improper conduct.
Collier’s textual examples, drawn from specific Restoration plays
and characters, serve not merely as literary commentary but as
evidence of a cultural crisis in taste and virtue, one that conflates
amusement with instruction in a manner contrary to the models of
classical, Christian, and civic morality (Sutherland 1976, 112;
Rosenthal 1996, 57). In this way, Collier presents a coherent vision
of drama as a medium that should instruct, refine, and uphold the
social and religious order, linking his critique of theatrical vice with
his defense of clerical authority and, more broadly, his concern for
the moral education of the English public.

In Chapter 4 of A Short View of the Immorality, and
Profaneness of the English Stage, Collier constructs a careful moral
critique of Restoration comedy by examining the treatment of vice
and virtue across representative plays. He opens with Vanbrugh’s
The Relapse, focusing on the character of Face, whose persistent
deceit might seem objectionable. Collier emphasizes that the poet
anticipates such criticism: “Face continued in the Cousenage till the
last without Repentance. Under favour I conceive this is a Mistake.
For does not Face make an Apology before he leaves the Stage? Does
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he not set himself at the Bar, arraign his own Practise, and cast the
Cause upon the Clemency of the Company?” (152). Here, Collier
argues that Vanbrugh carefully embeds moral accountability,
signaling the audience to recognize the wrongdoing. In contrast,
characters like Wild-Blood and Jacinta in The Mock-Astrologer
enjoy success without acknowledgment of fault. Yet even in these
instances, Collier invokes Ben Jonson as a corrective standard: “The
Mock-Astrologer urges Ben Johnson’s Silent Woman as another
Precedent...Dauphine confesses himself in Love with the Collegiate
Lady’s...yet this naughty Dauphine is Crowned in the end with the
Possession of his Uncles Estate” (153). Although Jonson’s characters
may initially appear morally lax, Collier stresses that in works such
as Fox, “the Poets end in this Play was the Punishment of Vice, and
the Reward of Virtue...How ever he is pleased to commend the
Performance, and calls it an excellent Fifth Act” (153),
demonstrating that Jonson embodies a model in which comedic
pleasure is tempered by ethical resolution. Shakespeare, too,
provides precedents for this moral economy: Falstaff, despite his
comical exploits, “goes off in Disappointment...The Pleasure he had
given, would not excuse him” (154), showing that even humor
cannot fully absolve vice. Similarly, Flowerdale in Beaumont and
Fletcher’s The Prodigal attains fortune only after repentance,
illustrating Collier’s observation that the stage often enforces moral
correction through narrative consequences (154—155).

Collier extends his argument to a broader philosophical and
social framework, considering the role of pleasure in comedy and its
ethical limits. While Dryden’s Mock-Astrologer claims delight as the
chief end of comedy, Collier critiques the dangers of unrestrained
amusement, arguing that it risks normalizing vice and profanation:
“To laugh without reason is the Pleasure of Fools...The exposing of
Knavery, and making Lewdness ridiculous, is a much better occasion
for Laughter” (156). He supports this position by appealing to
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authorities such as Aristotle, Quintilian, and Rapin, while citing
Jonson’s prescriptive vision: “That 'tis impossible to be a good Poet
without being a good Man...a Poet...able to inform Young Men to
all good Discipline, and enflame grown Men to all great Virtues”
(157-158). Collier also highlights social proprieties, criticizing the
stage when it fails to respect rank and gender: nobles are lampooned,
and women speak smuttily, as in the Spanish Fryar or Love
Triumphant (170-176). By weaving these literary, moral, and
philosophical references together, Collier constructs a rigorous
argument: comedy may entertain and delight, but it must operate
within the bounds of ethical instruction and social propriety,
balancing laughter with the maintenance of virtue. His use of Jonson
and other canonical playwrights provides both precedent and
authority, allowing him to measure Restoration comedy against an
ideal of moral and poetic discipline.

Judging the Playhouse: Collier’s Case Studies in
Profaneness, Blasphemy, and Dramatic Misconduct

In Chapter 5, Collier continues his systematic critique of
Restoration drama by evaluating the moral, religious, and aesthetic
proprieties of select plays, including Dryden’s Amphitryon and King
Arthur as well as Durfey’s Don Quixote. He scrutinizes Dryden’s
Amphitryon for its extravagant depiction of Jupiter, whose divine
omnipotence is paradoxically entwined with extreme licentiousness.
Collier observes that Jupiter “express[es] himself in the most
intemperate Raptures...willing to Renounce his Heaven for his
Brutality, and employ a whole Eternity in Lewdness” (178),
highlighting how vice becomes the spectacle itself, rather than the
moral consequence of action. This transgression is exacerbated by
the complicity of Alcmena, whose consent retroactively endorses the
god’s debauchery, and by other deities such as Mercury and Phaebus,
whose behavior is described as “horribly smutty and profane” (184—
185). Collier contrasts Dryden’s liberties with classical exemplars:
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Plautus’s Jupiter maintains decorum despite boldness, Terence’s
Chaerea tells stories cleanly, and Homeric and Virgilian deities
preserve grandeur without descending into obscenity (180—181). The
critic underscores both aesthetic and ethical concerns, arguing that
the spectacle of vice in a divine context risks desensitizing
audiences: “Ribaldry is dangerous under any Circumstances of
Representation” (181). Similarly, Dryden’s King Arthur conflates
Heathen and Christian cosmologies, angels and devils, and serious
theological motifs with playful fantasy. Collier emphasizes the
irreverent treatment of hell and the damned, noting that they become
“a mighty Refreshment to a lewd Conscience, and a byass’d
Understanding” (190), suggesting that theatrical entertainment here
cultivates atheistic or libertine sensibilities rather than moral
reflection.

Durfey’s Don Quixote receives parallel censure for three
related failings: profaneness, clerical abuse, and disregard for
audience propriety. Religious transgression dominates, with
passages satirizing creation, the Resurrection, and the Redeemer, the
latter even applied to Don Quixote himself: “This adorable Name
(Redeemer and Dear Redeemer,) is applyed to the ridiculous Don
Quixote” (198). Clergy are equally lampooned, from -curates
assisting in Don Quixote’s knightly ceremonies to priests mocked as
“a Pimp of a Priest” (201), granting comic license to characters of
low station to verbally assault clerical authority. Collier further notes
the unbridled coarseness of the play: sexual humor, bodily functions,
and grotesque imagery—ranging from “Snotty-Nose, filthy Vermin
in the Beard, Nitty Jerkin, and Louse Snapper, with the Letter in the
Chamber-pot” (203)—are presented without regard for propriety.
Collectively, these criticisms underscore Collier’s central argument:
the Restoration stage, when unrestrained by decorum or moral
hierarchy, encourages vice, irreligion, and aesthetic disorder,
whether in the debasement of divine figures, the trivialization of
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sacred authority, or the coarseness of its social satire. Both Dryden
and Durfey are thus positioned as emblematic of a theatrical culture
that prioritizes entertainment and scandal over ethical or formal
propriety.

Collier extends his critical framework by analyzing
Congreve’s The Relapse, framing it as a successor to Durfey’s Don
Quixote in its bold liberties with morality and dramatic form. He
situates the plot around Young Fashion, whose scheming and
libertine behavior dominate, noting that the title—7he Relapse or
Virtue in Danger—misleads: the narrative rewards vice rather than
virtue, as Fashion’s deception and rakeship secure him fortune and
prominence (210-211). Collier views this as a fundamental ethical
flaw, illustrating his concern that Restoration comedy often glorifies
cunning, blasphemy, and libertinism under the guise of wit. He
critiques the play’s structural improbabilities, highlighting
compressed journeys, uncharacteristic credulity in cautious figures,
and episodic coincidences that breach the Aristotelian and Rapinian
unities of time, place, and action, while secondary characters such as
Lovelace, Amanda, and Berinthia remain peripheral to the main plot
(215-218; 230-231). Character and manners likewise fail, as
Berinthia and Sir Tun-belly’s daughter display excessive levity, and
Young Fashion’s manipulative discourse or misplaced humor in
other figures undermines both plausibility and decorum (219-225).
Collier condemns the language as profane and morally corrosive,
noting recurring oaths, coarse jesting, and clerical satire,
compounded by the author’s Preface, which feigns ignorance of
objectionable content while disparaging the clergy (232-233).
Overall, Collier’s reading demonstrates a coherent critical
philosophy: unrestrained Restoration drama risks narrative
incoherence and ethical distortion, rewarding vice while neglecting
plausibility, social rank, and the instructive potential of comedy, and
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his commentary seeks to uphold drama as both an aesthetic and
moral medium.

Collier’s critical philosophy consistently emphasizes the
moral and structural responsibilities of the Restoration stage. Across
his analyses of Dryden, Durfey, and Congreve, he identifies
recurring failures: plays reward vice rather than virtue, distort
character and manners, and violate the principles of plausibility and
unity. In Dryden, Collier critiques the opportunistic liberties of
libertine heroes whose wit and audacity secure social and romantic
success, often at the expense of ethical propriety. Similarly, Durfey’s
Don Quixote is scrutinized for its moral laxity and excessive
indulgence in whimsical contrivances, which obscure the play’s
ethical orientation. In Congreve’s The Relapse, these concerns
crystallize: Young Fashion’s scheming and debauched behavior
dominate the plot, secondary characters remain detached from the
main action, and improbable coincidences and breaches of the
unities of time, place, and action compromise the play’s plausibility
(210-231). Collier also denounces inappropriate manners and
profane language, noting that characters such as Berinthia and Sir
Tun-belly exhibit behaviors inconsistent with their social rank or
education, while the play’s blasphemous and coarse discourse
further erodes moral decorum (219-233). Taken together, these
critiques reveal Collier’s vision of drama as both a reflective and
corrective medium: the stage must balance wit and ingenuity with
ethical clarity, social verisimilitude, and structural coherence, lest it
cultivate vice under the guise of entertainment.

In Chapter 6, Collier broadens his moral and aesthetic
critique by situating the English stage within a long historical and
transnational discourse on theatrical vice. He structures his argument
around three authoritative sources: classical philosophers, civil and
ecclesiastical law, and modern examples, thereby demonstrating that
concerns over the stage’s moral influence are neither novel nor
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culturally isolated. Drawing on Plato, Aristotle, Xenophon, and
Tully, Collier emphasizes the pedagogical and ethical dangers of
theatre: plays, by stimulating passions and presenting immoral
actions, risk perverting youth, undermining virtue, and fostering
societal disorder (234-237). Roman historiography, from Livy to
Seneca, reinforces this view, portraying theatrical spectacles as
occasions for civic distraction and moral decay, a perspective echoed
by Ovid and other poets who link dramatic display to sexual
licentiousness and corruption of manners (237-240). Collier’s
survey of state censure and English law—from Athenian regulation
to Elizabethan statutes against unlicensed actors—underscores the
institutional acknowledgment of these dangers, illustrating a
persistent wariness toward theatrical influence across cultures and
epochs (240-243). Modern examples, such as French attempts to
curb indecency on the stage in the late seventeenth century,
demonstrate the continued relevance of these moral concerns (243—
244).

This chapter complements Collier’s earlier critique of The
Relapse: while Chapter 5 focuses on specific dramaturgical and
ethical failings in Restoration comedy—structural improbabilities,
character incongruities, and the celebration of vice—Chapter 6
situates these failings within a broader historical and philosophical
tradition. The classical and legal authorities he cites provide a
framework that legitimizes his condemnation of Congreve: the
play’s moral subversion is not merely a stylistic or technical lapse
but part of a longstanding pattern in which theatre risks fostering
vice and social disorder. By juxtaposing the historical record with
contemporary Restoration practice, Collier reinforces his dual
concern with aesthetic coherence and ethical responsibility,
presenting the stage as a medium whose pleasures must be tempered
by reason, virtue, and social accountability.

Reception and Reappraisal: Collier in Later Criticism
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Collier’s work has long been recognized as a cornerstone of
late-seventeenth-century moral and literary debate, exemplifying the
tension between the libertine theatrical culture of the Restoration and
the ethical authority of the Church. Collier’s pamphlet combines
passionate censure of contemporary drama with meticulously
reasoned appeals to historical, theological, and literary authority,
drawing on Church Fathers such as St. Chrysostom, St. Augustine,
and St. Hierom, as well as later moralists like Didacus de Tapia. By
intertwining moral philosophy, rhetorical precision, and literary
critique, Collier frames theatre not merely as entertainment but as a
potent force capable of shaping the character, passions, and
conscience of its audience. His work strategically mobilizes
canonical Christian authorities alongside acute observations of
contemporary theatrical practice, situating itself within wider
intellectual currents concerning reason, virtue, and the social effects
of pleasure, while anticipating Enlightenment anxieties about public
morality and education. Understanding these strategies and the
philosophical, ethical, and literary foundations of Collier’s argument
provides the necessary context for evaluating how later scholars
have interpreted the pamphlet’s significance, influence, and place
within Restoration theatrical culture.

Scholarly assessments of Jeremy Collier’s 4 Short View of
the Immorality and Profaneness of the English Stage (1698)
consistently position the pamphlet as both a culmination of late-
seventeenth-century anti-theatrical sentiment and a catalyst for the
transformation of Restoration dramatic culture. R. D. Hume argues
that Collier’s attack did not emerge in isolation but rather
“crystallized and legitimized” existing moral anxieties circulating in
the 1690s, helping to accelerate a shift already underway toward
more restrained forms of comedy (Hume 1976). Anthony Rose’s
foundational study similarly demonstrates that Collier’s intervention
sparked an extended controversy in which playwrights such as
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Congreve and Vanbrugh mounted sophisticated defenses of the
stage, revealing that the debate was less a simple moral denunciation
than a complex public negotiation over the social uses of drama
(Rose 1937). P. D. Cannan underscores the methodological novelty
of Collier’s critique, observing that his systematic citation of
passages from contemporary plays distinguishes him from earlier
anti-theatrical polemicists and marks an early example of text-
centered dramatic criticism (Cannan 2006). More recent scholarship
has reframed Collier not as the sole architect of the theatre’s moral
“reform” but as one agent among broader cultural, religious, and
demographic shifts shaping theatrical taste; Laura Rosenthal, for
instance, stresses how anxieties about sexuality, commerce, and
spectatorship in the 1690s formed the larger cultural matrix in which
Collier’s critique gained traction (Rosenthal 2006). Likewise,
Harold Love situates Collier within the period’s increasingly
interventionist regulatory structures, noting how his pamphlet
resonated with evolving ideas of censorship, print control, and moral
governance (Love 2001). Taken together, these studies demonstrate
that the Short View was neither a singular moral thunderbolt nor a
mere ideological relic, but a strategically crafted intervention whose
influence derived from its ability to articulate—and intensify—
ongoing debates about the ethical, political, and cultural function of
Restoration drama.

Conclusion

Collier mounts a comprehensive moral and social critique of
the theatre by appealing to the authority of early Christian writers,
classical philosophers, and later moralists. He draws extensively on
St. Chrysostom, St. Hierom, and St. Augustine, highlighting their
consistent condemnation of public entertainments for fostering vice,
lewdness, and moral indifference. Collier combines these citations
with reasoned hypotheticals, illustrating how mere exposure to
theatrical spectacles—through lewd songs, amorous plots, or
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displays of revenge—can corrupt conscience and inflame passions,
even among the virtuous. He extends his critique to the mechanics
of performance, arguing that music, gesture, and dramatic
representation serve to excite desire, distract reflection, and reinforce
immoral tendencies. By integrating authorities like Didacus de
Tapia, he shows the continuity of this moral stance into later
centuries, framing theatre as a persistent threat to both personal
virtue and social order. Even granting the artistic skill of actors or
composers, Collier concludes that the stage’s deleterious effects on
conscience, education, and civic decorum leave it without legitimate
defense, making his case as much practical as theological, persuasive
by authority and reason alike.

In conclusion, Jeremy Collier’s Short View articulates a
forceful moral-aesthetic philosophy that both critiques the
Restoration stage and reaffirms a classical-Christian ideal of drama.
Across his chapters, Collier diagnoses the vices of his contemporary
playwrights — their irreverent language, reward of libertine
characters, and theatrical sensationalism — and grounds his critique
not merely in personal outrage but in a broader philosophical
tradition. He insists that plays should “recommend virtue, and
discountenance vice”(Collier, p. 1), echoing the classical didacticism
of Plato, Aristotle, and Horace, whom he repeatedly invokes (e.g.,
Plato banishing poets from his ideal commonwealth).

Importantly, Collier also connects this classical ideal with
Christian moral authority. In his final chapter, he draws on the
Church Fathers — notably St. Chrysostom, St.Hierom, and
St. Augustine — to argue that the theatre is not a neutral form but a
morally perilous one, capable of corrupting conscience, fostering
concupiscence, and undermining Christian discipline. By doing this,
he positions his argument within a moral-classical synthesis: he does
not reject the power of dramatic art, but he contends that its potential
must be harnessed by reason, virtue, and religious responsibility.
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From a broader literary-historical standpoint, Collier’s
pamphlet marks a critical moment in the moral backlash against
Restoration comedy. His work catalyzed what became known as the
“Collier Controversy,” sparking a wave of pamphlet debate about the
purpose of drama. Scholars such as Aubrey Williams have shown
that Collier’s critique drew upon a deeply conservative,
moral-reformist impulse that resonated widely; his pamphlet sold
multiple editions quickly, reflecting a growing “climate of moral
consciousness” around the turn of the eighteenth century.

Moreover, Collier’s influence helped pave the way for later
literary shifts: his denunciation of wrights who reward vice
contributed to the rise of sentimental comedy, a genre that
emphasized virtue, emotional sincerity, and moral reformation over
the cynical, libertine wit of Restoration plays. In this sense, Collier
can be seen as not only reactive — condemning what he sees as
theatrical corruption — but also proactive, advocating a theatrical
ideal rooted in ethical purpose, social order, and theological
seriousness.

In sum, Collier’s Short View is more than a moral pamphlet:
it is a philosophical statement about the responsibility of art, a
challenge to playwrights to align their craft with virtue, and a
historically significant intervention in the evolution of English
drama. By marrying ancient moral theory with Christian doctrine,
Collier stakes a claim for a theatre that does not merely entertain, but
instructs, reforms, and upholds the moral fabric of society.

--45--



Works Cited

Cannan, P. D. (2006). The parson turn’d critick: Jeremy
Collier and his antagonists. In C. H. Whibley (Ed.), The emergence
of dramatic criticism in England (pp. 83—108). Routledge.

Collier, J. (1698). 4 short view of the immorality and
profaneness of the English stage: Together with the sense of antiquity
upon this argument. S. Keble, R. Sare, & H. Hindmarsh.
(EEBO facsimile consulted: University of Michigan Library Digital
Collections, 2010.)

Collier, J. (1705). A defence of the Short View of the
profaneness and immorality of the English stage; Being a reply to

Myr. Congreve'’s amendments ... and to the vindication of the author
of The Relapse. S. Keble, R. Sare, & H. Hindmarsh.

Cordner, M. (2000). Playwright versus priest: Profanity and
the wit of Restoration comedy. In D. Payne Fisk (Ed.), The
Cambridge companion to English Restoration theatre (pp. 209—
225). Cambridge University Press.

Fisk, D. P. (2000). The Restoration actress. In D. Payne Fisk
(Ed.), The Cambridge companion to English Restoration theatre (pp.
99-120). Cambridge University Press.

Figer, W. (2020). Collier, Jeremy: A short view of the
immorality and profaneness of the English stage. In Kindlers
Literatur Lexikon (Vol. 3, pp. 1-2). Metzler.

Hume, R. D. (1999). Jeremy Collier and the future of the
London theater in 1698. Journal of English and Germanic Philology,
98(4), 502-520.

Rosenthal, L. J. (1996). Infamous commerce: Prostitution in
eighteenth-century British literature and culture. Cornell University
Press.

--46--



Sutherland, J. (1976). Restoration literature, 1660—1700:
Dryden, Bunyan, and their contemporaries. Clarendon Press.

Williams, A. (1975). No cloistered virtue: Or, playwright
versus priest in 1698. PMLA, 90(2), 234-246.

--47--



CHAPTER 4

STAGING TRAUMA: OWEN SHEER’S TWO
WORLDS OF CHARLIE F*

TUGBA AYGAN?

Introduction

Born in Fiji in 1974, the playwright, poet, author and TV presenter
Owen Sheers was brought up and educated in Abergavenny in South
Wales, before attending the University of East Anglia where he
completed his MA in Creative Writing. Better known for his poetry,
Sheers was chosen as one of the Poetry Society’s 20 Next Generation
Poets and as one of the top 30 Young British Writers with his first
collection of poetry Blue Book (2000). His debut prose work, The
Dust Diaries (2004) won the Wales’ Book of the year in 2005, and
his first novel Resistance was published in 2007 and translated into
many languages as well as being shortlisted for the Writers’ Guild of
Britain Best Book Award 2008. His poetic works informed by the
wars led The Independent to hail Sheers as “the war poet of our
generation” (Morris, 2013). Being a truly eclectic writer, Sheers also

! This chapter has been extracted from the author’s PhD thesis entitled “Haunted
Stages: Representations of War Trauma in Contemporary English Drama”
submitted to Ataturk University, Institute of Social Sciences.

2 Assoc. Prof., Atatiirk University, Department of English Language and
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wrote plays for the stage. In 2014, the National Theatre of Wales
produced his World War I play Mametz and he penned a verse drama,
Pink Mist, which was first broadcast by BBC 4 in 2014, winning the
2014 Welsh Book of the Year and staged at Bristol Old Vic in 2015.
Pink Mist is based on thirty interviews with returned servicemen and
women. It is about three boys who join the army and are sent to
Afghanistan, and presents a highly poetic elegy about loss in modern
warfare as seen through the eyes of the soldiers and their families.

In 2012, two years before the production of Pink Mist, Sheers
had written a semi-verbatim war play The Two Worlds of Charlie F.
which was staged at the Theatre Royal, London the same year. This
play prefigured Pink Mist, and was based on the testimonies of
twenty-two professional servicemen and women who had served in
Iraq and Afghanistan. As Stephen Rayne, the director of the play, put
it, they did not so much have a play as twenty-two people telling
their stories on stage. The play was meant to emerge organically
from the recollections of these people. In fact, not only was the play
based on the real accounts of these servicemen and women as
planned, but the characters were also performed by the soldiers the
stories were collected from. Only five of the performers were
professional actors, supporting the other twelve former soldiers on
stage. The performances sold out and garnered both public and
critical acclaim. The play then embarked on a UK tour in the same
year, winning the Amnesty International Freedom of Expression
Award at the Edinburgh Festival. Later, Uppercut Films filmed the
making of the play. This documentary, entitled /magine... Theatre of
War, was nominated for a Grierson Documentary Award in 2013.

There has been an upsurge of artistic response to a decade of
war, “yet there has been one glaring omission: the combatants
themselves” (Cavendish, 2012). Dominic Cavendish remarks. The
Two Worlds of Charlie F. successfully fills this void, by giving the

stage to the soldiers. The play as a reinforcement of their voice,
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presents the traumatic lives of these WIS (wounded, injured and
sick) service personnel, and veterans with life-changing injuries
from partial blindness to lost limbs, from spinal damage to various
psychological disorders. By bringing them on stage, the play
challenges its audiences to confront the inner thoughts of these men
and women as well as their bodily wounds, and makes them
witnesses of the war experiences and the after-effects of war for
these soldiers.

Trauma in Two Worlds of Charlie F.

Theatre’s function in the society that produces it has been a
long-lasting debate. Alongside its therapeutic function from the
beginnings of its history, it aimed at entertaining and educating
besides reflecting its society. Starting with the twenty-first century,
theatre has carried its role a step forward in engaging with the truth
and reflecting it on stage with a new kind of theatre. Through this
brand new theatre form, dubbed ‘documentary theatre’ or ‘verbatim
theatre’, its sole aim has become probing and poking at the truth.
Verbatim theatre as a form of documentary theatre is comprised of
precise words spoken by real people. However, in some cases the
playwright can insert invented scenes alongside the testimonies of
the interviewees. Although The Two Worlds of Charlie F. is not
purely verbatim, Sheers and Rayne conducted very detailed
interviews with the twelve ex-servicemen and women who took part
in the production as well as with other service personnel. Later the
script was created based on the accounts of the soldiers along with
invented dialogues. In her article “Staging Wounded Soldiers: The
Affects and Effects of Post-Traumatic Theatre” (2015), Ariane de
Waal writes the following lines on the problematic genre of the play:

In terms of genre, The Two Worlds of Charlie F. is somewhat
difficult to pin down. It is precisely its location at the
intersection of such trends as documentary and (proto-
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)verbatim  theatre, auto/biographical and  disability
performance, testimonial and community-based theatre, Teya
Sepinuck’s ‘Theatre of Witness’ and Rimini Protokoll’s
‘theatre of experts of everyday’, that makes an analysis of the
piece useful for thinking through the ontological status of the
real person within and across such categories. (Waal, 2015, p.
18)

Although it cannot easily be named a verbatim piece as Waal
suggests, the play can still be grouped as a proto-verbatim play for it
carries a desire to form and reframe what has happened in reality,
being comprised of the accounts of the people who are the genuine
protagonists. By bringing real soldiers themselves to the stage, some
of them with visible injuries received during their service, it even
exceeds the reality effect aimed at by verbatim and documentary
genres.

Trauma theorist Tal in Worlds of Hurt talks about a “literature
of trauma” (Tal, 1996, p. 21) which has been born out of the need to
tell and retell the story of the trauma to make it real for the victim
and the audience who is listening. Furthermore, she advocates that
trauma narratives should comprise of the writings by the real victims
of trauma. Because of the reason that only these narratives can
influence their audiences. She also believes that the people who
suffered it should have a right to write and talk about their
experiences. In this regard, The Two Worlds of Charlie F. provides a
good example of ‘literature of trauma’ both because it is based on
the real accounts of original survivor victims and because it is
presented on stage by those owners of the traumas. Theatre offers a
platform for these soldiers who as the survivors of war trauma
constitute themselves a unique community on stage and bear witness
to their own traumatic experiences publicly. Herman emphasises the
need for such a community among trauma survivors especially those

damaged by the war.
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In fighting men, the sense of safety is invested in the small
combat group. Clinging together under prolonged conditions
of danger, the combat group develops a shared fantasy that
their mutual loyalty and devotion can protect them from harm.
They come to fear separation from each other more than they
fear death. (Herman, 1997, p. 62)

This immediate need for a community who have shared similar
experiences arises from the victims’ pursuit of emotional support and
assurance that they will not live that event again. This need and
desire for participating in a group who knows how you feel explain
the large number of rap groups formed by the Vietnam War veterans
in the late 1960s and continued up to present day. Taking part in such
a theatrical event, the veterans seek to allay their individual unrest
and ensure collective coping. This grants them the feeling that they
are not the only one and through listening each other they may more
easily come to terms with their own traumatic memories.

The Two Worlds of Charlie F., while epitomising a literary
trauma piece, likewise contributes to the truth claim of verbatim
theatre by giving a stage to a real community of soldiers whose
stories are re-enacted. Away from romanticised, politicised or
criticised fictional accounts in the history of theatrical productions,
this play aims only to show what war is about as well as what it
brings and leaves. Andy Smart expresses in his review of the play
that “this [the play] is the truth, not some sanitised account of combat
life” (Smart, 2014). In a similar manner, Matt Trueman, emphasising
the play’s primary objective in his review for The Guardian, writes
that “the show sincerely explores military careers and never forgets
that it’s putting humans on stage, not heroics” (Trueman, 2014). As
Trueman comments on the spot, the wounds, amputated organs, and
afflicted psychologies rather than being reflected as badges of
courage or patriotism, are exhibited as the true faces and legacies of

war and as the agents of suffering that substantially changed the lives
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of these service personnel. In this respect, rather than watching
glorious acts of some courageous soldiers, the audience witness
individuals who strive to come to terms with, and heal, their injuries.

The wars in Iraq and Afghanistan caused an increase in the
number of traumatised subjects as many of the service personnel
deployed to those places stayed a long time and returned their homes
with injured bodies and psyches. Although it is hardly possible to
achieve an authentic congruity between these experiences and their
literary representation, by bringing the real actors of the wars in Iraq
and Afghanistan onto the stage and giving them a voice they had not
so far found, The Two Worlds of Charlie F. is one of the closest
attempts in literary and theatrical history to achieve this congruity.
The play spans the recruitment of the soldiers and their deployment
to frontline Afghanistan, the story of their being wounded and
discharged, homecoming and suffering from PTSD. It also embodies
trauma symptoms such as flashbacks, nightmares and relationship
problems, as well as the soldiers’ bodily wounds and the painful
recovery processes with physiotherapy and psychotherapy. The
plotline in tandem with the structure of trauma, is non-linear,
disrupted by flashbacks and hallucinations, as well as by various
songs and dances choreographed by the soldiers and professional
dancers together.

The play begins in medias res with the sound of an IED
explosion and the first scene entitled “Waking” opens in a hospital
in Birmingham. A nurse is seen trying to help a wounded soldier
named Charlie who is lying on a bed, shouting, swearing and
obviously suffering deeply from his physical wounds. From his
statements it soon becomes clear that he is a British soldier serving
in Afghanistan and wounded by an improvised explosive device. As
he speaks, it also becomes evident that he is psychologically afflicted
as he believes he has been captured by the Taliban and will be

poisoned.
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Nurse: What’s your name?

He stares at her, his breathing becoming rapid.

Charlie: Fuck. You.

Nurse: You're in Birmingham, in hospital —

Charlie: /Fuck you, you Taliban bitch.

Nurse: /Can you remember your name?

Charlie: (Shouting) Help! Help! I’'m in here! Here! (Sheers,
2012, p. 9-10)®

When his mother and wife come to visit him, he gets more anxious
and tries to soothe them, promising he is going to save them for he
thinks they have also been captured. Even they cannot help him calm
down and make him believe that he is alright.

Although he really is in Birmingham and taken care of by the
British doctors and nurses, due to the gravity of what he has gone
through Charlie cannot adapt into his environment, and understand
what has happened. Traumatised by the idea of being caught and
killed by the Taliban, he keeps swearing and threatening the people
around. When he falls to the ground, the audience sees him in
uniform with one leg missing. This is not a simulation but an
authentic amputated limb, the sight of which at the very beginning
of the play, shockingly expresses physical trauma and disturbs the
audience. Leaning on a crutch, Charlie stares at the audience and
starts to tell them how he felt when an IED went off taking one of
his limbs:

Charlie: You know when you fell off your bike? As a kid? Do
you remember that pain? The one that you don’t feel at first,
but then you look down at your hand, your knee and it’s all
gritty from where you bounced along the pavement. And that’s

3 Further citations from the play will be given by page number only.
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when it comes on, pulsing and you’re like, ‘Ow, ow, ow, what
the fuck?’ (12)

Charlie narrates what he has experienced through a three-page
soliloquy, comparing his childhood trauma of falling off a bike and
being unable to grasp its painfulness due to the immediate shock, to
the feelings he experiences in due course as a result of an exploding
IED. As a matter of fact, even though he means to, he cannot give an
account of what happened as a whole because of the intensity of what
he has gone through. As a consequence, this “crisis of truth”, to quote
Shoshana Felman, resists language and Charlie, unable to testify to
the traumatic horror, repeatedly states not remembering what
happened:

Charlie: ... I don’t remember waking up.

I don’t remember eating breakfast.

I don’t remember being given orders, or loading up, or
leaving the compound.

I don’t remember where we went.

I don’t remember walking through an archway, a low
archway.

[ don’t remember the IED going off.

None of that. (12)

One of the basic tenets of trauma theory as propounded by Caruth,
and van der Kolk for example, focuses on the amnesic quality of
trauma. Neurobiologist van der Kolk proposes that traumatic
memories do not have a verbal component and for that reason they
cannot be narrated as normal memories (Van der Kolk et al., 2007,
p. 287). Caruth, similarly, suggests that the traumatic event is so
painful that the mind cannot grasp and process it at the time of
happening, and in the immediate aftermath, this makes remembering
and narrating the event impossible. Charlie, as an example of this,
faces a severe traumatic incident and with the intensity of the
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explosion his protective shield, as Freud would put it, is broken, and
as a result, he is exposed to immense pain. Therefore, as his
consciousness cannot grasp what he has lived, he cannot narrate
what has happened. All other characters, in the same way, when it
comes to the moment of their catastrophic wounding, fall silent and
state not remembering what happened back then.

Even before the soldiers begin to testify and narrate their
traumatic stories, the play itself presents an embodiment of a trauma.
Because before speech comes the sight; Charlie is seen on the stage
and the audience first of all realises that he has lost his limb. This
moment tells a lot more than Charlie can express. Caruth, draws an
analogy of trauma as the story of “a wound that cries out” (Caruth,
1996, p. 4). Amputated bodies on the stage, and likewise, other
visible injuries become that crying wound and express more about
the performers and their traumas than their words can. That is to say,
they materialise the trauma that cannot be verbalised by means of
language. This evinces the potential of theatre in dealing with issues
related to trauma; it is a literary mode that does not solely depend
spoken language but rather rests on several layers of representation.

Later on, however, through the psychologist’s enquiry,
telling their story of being wounded, all of the soldiers recount their
traumatic encounter in a linear narrative.

Psychologist: Do you want to talk about your ‘when’, Charlie?

Charlie: Sure. | was taking part in an op...

Daniel: I was commanding a company...

John: [ was on top cover ...

Frank: [ was against the wall

... A sudden simultaneous moment of contact. The sound of
explosion and gunfire. In slow motion Frank is hit by an RPG.
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John is blown from his vehicle. Roger’s Snatch turns over.
Chris, Daniel, Charlie and Leroy are hit by IED:s. ...

Daniel: I was blown twenty metres...

Frank: I heard the rocket coming in...

Daniel: The shrapnel went through the back of my brain...
Frank: It shattered my cheek bone, pierced my eye...

John: And there was silence...(45-46)

Even though Richard McNally denies preclusion of the memories in
the case of a trauma event, asserting that, as trauma does not block
narrative memory, the victims can perfectly describe what has
happened (McNally, 2005, p. 180), traumatic amnesia lies at the
heart of trauma in Caruth and her followers’ theories. In The Two
Worlds of Charlie F., despite the fact that all of the soldiers deny
remembering what happened after they were wounded, they all seem
perfectly aware of the time span until the trauma event happened.
Stuart Fisher while specifying the limits of verbatim theatre points
out the nature of “truths such as testimonial or traumatic truth that
fail to be disclosed by a literal and factual account of ‘what
happened’” (Stuart Fisher, 2011, p. 113). The fact that Sheers
includes these specific details about what happened when the trauma
event occurred, while obstructing the memory following the trauma
event, seems discursive when the meditative, incomprehensible and
incommunicative nature of the trauma is taken into account. From
the soldiers’ stories, it is understood that they remember all of it, but
naturally not the part where they most probably passed out from the
enormity of the pain. It suggests the soldiers’ conscious access to the
traumatic memory and narrative authority over it. However, even
though they seem to be contradicting the amnesiac quality of trauma,
these descriptions may be a dramatic mediation created by Sheers’

intervention, because even if some may happen to recall the moment
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of their wounding, it is not logical to expect all of the veterans to
remember that moment. As previously noted, the play is not
completely a verbatim piece; therefore, privileging the aim of
informing the audience, Sheers interferes and provides a complete
account of the soldiers’ trauma.

In virtue of being soldiers and serving in real life, it is
obvious that all the soldiers have experienced PTSD. Therefore it has
a crucial place in Sheers’ play. In the course of the play it is very
obvious that all of the characters who have formerly served in Iraq
or Afghanistan have either bodily or psychological wounds and that
they suffer from serious PTSD. Although bodily wounds may heal
in time, such healing does not easily apply to psychological wounds
and that is why trauma occupies a greater place in the soldiers’ lives
and in the play. Rather than talking about the physical pains, each of
them talks about the effects of PTSD. One of the soldiers, Daniel, in
a scene entitled ‘Briefing 2’ gives a chronology of the painstaking
disorder that all other soldiers have been diagnosed with, referring
to the various names used to describe PTSD throughout its history.

Daniel: Nostalgia / Melancholia

Wind contusions. / Soldier’s heart.

Abreaction. / Effort syndrome.

NYDM (not yet diagnosed - mental). / NYDN (not yet

diagnosed — nervous).

Exhaustion. / Battle exhaustion.

Combat exhaustion. / Shell shock.

Neurasthenia. / Traumatic neurosis.

Psycho neurosis. / Fear neurosis

Battle neurosis. / Lack of moral fibre.

Old sergeant syndrome. / War syndrome.

Combat fatigue. / Acute stress disorder.

Acute stress reaction. / Combat stress reaction.

Post-combat disorder. / Post-war disorder.
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Post traumatic disorder. / Post-traumatic stress disorder. (57)

Just as the stories are told and enacted, the diagnosis is also made by
the soldiers themselves. Even though their visible wounds and
amputations are acknowledged by the others, the invisible effects of
war cannot be. By including a history of PTSD, Sheers draws
attention to the prevalence of the disease which has been long
ignored by society, the military and medicine.

Considering that response to the trauma occurs in the form of
belated repetitive intrusive phenomena, (Caruth, 1996, p. 11) the
impact of a trauma event lies precisely in its belatedness. All of the
soldiers in The Two Worlds of Charlie F. are haunted by these
intrusive phenomena after coming back home, because they cannot
differentiate the past from present and live in a durational rather than
a chronological time. Consequently, they go on to live in the past
through compulsive shifts back in time and space. The reliving of
the traumatic events back in the war zone through flashbacks are so
central to their lives and the play that the second scene of the second
act is even entitled ‘Flashback’. Positioned as the first scene of the
second act, the previous scene ‘Physio’ opens in a physiotherapy
room where soldiers, who have had limbs amputated or lost their
physical abilities, are doing exercises with their physiotherapist
accompanied by classical music. While Charlie explains how he and
the others ended up in that physio room, the scene is blasted with a
massive explosion and in the second scene the setting turns into a
war zone in Afghanistan. Just like the traumatic memories, the scene
erupts out of a sudden shattering of the peaceful and comfortable
present. All of the soldiers and the physiotherapists collapse
representing the Afghan civilians who are accidentally killed by the
British soldiers in diegesis. The three British soldiers who have fired
on the civilians enter the stage, looking panicked with the shock of
their mistake. The scene functions as a symptomatic acting out of
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these besetting moments. Through this scene, the soldiers return
back to the trauma moment and relieve these events.

The ‘Flashback’ scene is particularly significant in
exemplifying the theatrical nature of trauma. Just as a theatrical piece
stages an incident from the past with numerous rehearsals and
productions, traumatic events are likewise re-enacted again and
again through compulsive repetitions. By means of theatre’s
potential to re-enact, the symptomatic returns of a traumatic event
can be successfully exhibited in the play. Theatrical effects such as
lighting, sound and imagery enable the staging of the symptoms, and
easily activate the audience’s imagination. Therefore, not only the
soldiers but also the audience, go back and witness the trauma
events.

In the scene following the ‘Flashback’, the motionless bodies
on the floor get up and start to repeat a sequence of movements of
discomfort, saying,

Women: It’s not re-living it. It’s living it. You’re in it. You’re
there, doing it.

All: Worse at night, always worse at night. Worse at night,
always worse at night.

Men: Scared. Scared to close my eyes. Scared to put my head
on the pillow.

Scared. Scared to close my eyes. Scared to put my head on the
pillow.

All: It’s not re-living it. It’s living it. You’re in it. You’re there,
doing it. Worse at night, always worse at night. Worse at night,
always worse at night.

Entitled ‘Sleep’, this scene becomes another symptomatic acting out
of trauma. The scene gives a painful account of the traumatic
haunting in the soldiers’ lives and, just like repetitive intrusions of
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the trauma event, these lines are compulsively repeated throughout
this scene. Between these repetitive lines, all of the characters and
their families recount how their lives have been ruined by sleepless
nights, nightmares and images flicking through their minds. They
see dead bodies, bodies of children in the streams and see themselves
repeatedly blown up by an IED. The victims are exposed randomly
and unexpectedly to these images and this prevents them from re-
engaging in normal life.

Although during a traumatic incident, the victim’s mind is
occupied only with survival, the physical escape never suffices,
because, as Caruth maintains, the victim who succeeds in surviving
the traumatic event, “wakes up in another fright” (Caruth, 1996, p.
65). No matter how far the victim tries to escape, the memories
follow. Charlie comments on how the physical distances are getting
ever closer thanks to the technology. He says that it now takes only
twelve hours to get wounded soldiers back home from Afghanistan
to the UK. However, the psychological distance and emotional return
are much more complicated.

Charlie: But in here-

He taps his head.

Even quicker than that. Pretty much insta-fucking-taneous.
Blink-of-an-eye kinda stuff. With a few weeks” high-definition
hallucinations thrown in for free.

The only problem is that when you come back that quick not
all of you comes back at once. (13)

Even though they can make it home physically, as Charlie informs
us, getting the soldiers’ minds off what has happened on the frontline
becomes more difficult. Traumatic memories cannot be left behind
despite the long distance between where they were suffered and
where the soldiers are now, and even despite their conscious attempts

to escape from them. These traumatic memories, similar to a material
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wound, stick to them and do not easily heal. They stay buried in the
minds of the soldiers, ready to surface and re-traumatise them at any
moment.

Trauma highlights several forms of intrusion involving
continual recurrences of the past events as indications of an indelible
imprint of trauma that are exemplified by soldiers’ various forms of
acting out. Another symptom is manifested with the cases of
‘hyperarousal’. Herman describes this symptom when he writes that,
after a trauma event, “the human system of self-preservation seems
to go onto permanent alert, as if the danger might return at any
moment.” (Herman, 1997, p. 35). In The Two Worlds of Charlie F.,
characters are vigilant and ready for this danger. Their complaints
about their inability to fall asleep are obvious manifestations of
hyperarousal. The lines repeatedly uttered by all of the characters on
the stage in scene three like quoted above, describe their hyper-
alertness in the face of the threat of revisiting the trauma, causing
extreme anxiety and sleeplessness.

Trauma does not only affect the soldiers’ lives. After being
discharged, they withdraw themselves from society. One of the
veterans, Roger, says he cannot even see his kids, (57) Charlie yells
at his partner while she is trying to help him, and almost all of them
end up with an isolated life far from any form of social engagement.
They also become quite aggressive and direct their anger either at
themselves or at those around them. Leroy, describing, his pain
states: “It won’t go away. It makes me want to smash something. I
can’t do anything to stop it. Like nails under the skin” (56). His lines
also stand as proof of his frustration and how helpless he feels, not
being able to do anything about it.

Unfortunately, the lives of the soldiers suffering from post-
traumatic stress are not only perturbed by the acting out. The victims
disturbed by the recurrent and distressing recollections may seek
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ways to escape from them to ease their pain. Commonly, they may
start to take painkillers and become addicted to them or take alcohol.
In the play some of the veterans also succumb to excessive drinking
and drug use in their attempts to ease their pain: some in order to fall
asleep easily and some to avoid hallucinations or flashbacks. Most
of the performers of the play in real life too confess to living addicted
to drugs. Stephen Rayne also asserts that, in real life, a “lot of them
are taking a lot of medication a lot of the time.” (Cavendish, 2012).
Although they do not provide a comprehensive treatment, drugs
numb their feelings and hinder them from reliving the symptoms. In
the ‘Common Room’ scene, when the soldiers are handed their
medications, they sing ‘The Meds Round’.

All: (sing) Codeine, Tramadol, Fentanyl, Oramorph,
Paracetamol, MST, Amitriptyline, Diazepam, Mirtazapine,
Citalopram, Ranitidine, Omeprazole, Lactulose, Butran,
Ibuprofen, Venlafaxine. Co-codamol. (66)

The song, comprising of the names of various drugs, highlights the
painful healing process of the veterans that obliges them to take a
large amount of medication. Most of them are used to relieve bodily
pain and some somatic disorders that show up as a result of their
psychological disorders.

Herman points out certain kinds of somatisation such as
headaches, gastrointestinal disturbances and various other
unexplained bodily pains that can arise in cases of trauma (Herman,
1997, p. 124). Through a therapy meeting between Charlie and his
psychoanalyst the physical symptoms are clearly manifested and
listed as the following,

Psychologist: ...Severe allergic reactions: disorientation;
excessive sweating; fainting; fast or irregular heartbeat; fever;
hallucinations; loss of coordination; mental or mood changes,
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agitation, depression, red, swollen, blistered or peeling skin,
and... seizures.

Charlie: Severe nausea? Vomiting; diarrhoea; headaches;
suicidal thoughts — cos I need more of those, right? — Loss of
appetite; tiredness; weakness; pale shit and dark piss. (66)

The cumulative effects of trauma manifest in physical form. The
medications and psychosomatic symptoms listed by the soldiers
unveil the reality of the soldiers’ medical record that is not only
specified with a visible injury but a psychological unrest. Unable to
express their psychological pain, they suffer from these physical
somatisations, and live addicted to drugs. In addition to their bodily
wounds that attest to their physical trauma, psychosomatic
symptoms inform the audience about the soldiers’ psychological
trauma that cannot be expressed through language.

It is widely accepted that a trauma event after its occurrence
disrupts the sense of self and creates new identities for the victims of
these events. Almost all of the characters have problems with other
people, especially with their partners or mothers as it has already
been mentioned. This inability to connect and communicate happens
as the survivor’s understanding of the self is ruined in the first place
following the trauma. Podell and Laub assert that the traumatised
subjects fail to “preserve an emphatic tie” (Laub and Podell, 1995,
p. 992) with themselves. Daniel, at the beginning of scene seven of
the first act, narrates how and when this change took place:

Daniel: How I think of it is, I’ve got my old brain, and my new
brain. My old brain was the one that evolved for the first thirty-
eight years of my life. It was me. My new brain, that’s the one
I was given when I was blown up. I mean, in an instant I
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became a different person ... I don’t like the new me. I don’t
always recognize myself. (70-71)

For Daniel, as the title of the play suggests, war means a second
genesis. He goes into the army as one person and comes out as
somebody else, because the war annihilates what self the soldiers
have constructed so far and creates a desperately different one. They
start to feel, live and see the world differently. Similarly, when Chris
talks to the psychologist, he tells him that his wife says that “The
Chris that went away hasn’t come back.” (65) John, likewise, admits
disparity within his personality saying “It’s like being two people”
(70). At the beginning of the last scene when Charlie recounts the
grievous process of being discharged, he says “one of the last things
you hand over is your ID. Your identity” (78). Although he is
speaking of the military identification card that he returns when he
is discharged, it also metaphorically refers to their identity which
they leave in the army. When they finish their service, they start
another life, new but moulded by their experiences, and with a new
identity that they acquired from what they have gone through.
“Because we don’t live in two worlds, do we? We live in one” (79)
Charlie asserts. It is quite obvious that the problem they have is about
choosing which world they want to live.

The solution for living in a world is not as easy as simply
choosing a life, though. Notwithstanding their zeal for getting rid of
the traces and reminiscences of the past, the legacies of war refuse
to go away, obliging the soldiers to oscillate between two worlds. No
matter how problematic it sounds and proves, narrating the trauma
event and hearing how the victim feels have been one of the
indispensable elements in the process of healing. Testimonial
narratives, in this sense, shift position from victim to witness and, in
the theatre context, all the servicemen and women in The Two Worlds
of Charlie F. experience what they failed to experience in the first
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place by bearing witness to what has happened and at the same time
by testifying it. This act of testifying and narrating the traumatic
story, of course, makes the existence of an empathetic listener
crucial. Only through this way can the survivor get away with acting
out the trauma in various forms, and take a critical distance from
what has happened. When this distance can be achieved, the survivor
can work through the trauma. In theatre and performance arts the
spectator is positioned as the listener. As theatre can address a wide
audience, the role of dramatic productions in providing this essential
listener and helping to work through the trauma is undeniable. In
validating trauma and recovering from it, de Waal writes that

The implied spectatorial position is thus one that affirms the
soldiers’ status as victims and puts them °‘safely beyond
blame’. This is the basic premise of the performative contract
for the more important interpellative invitation to be realised,
namely, an apprehension of the soldiers-performers’ recovery
process. (Waal, 2017, p. 147)

To know that there are people to listen to their pain and understand
them, the soldiers acknowledge that they are not alone. This mutual
contract between the soldiers and the audience validates the soldiers’
victimisation, and giving soldiers the chance to face this reality
contributes to their recovery.

Bearing witness to the soldiers’ stories on stage, the
members of the audience also become the secondary witnesses and
sharers of the events. Similarly, dealing with the paradigm of
witnessing in theatre, Teya Sepunick defines the purpose of this new
form by stating that

The purpose of this form of theatre is to give voice to those
who have been marginalised, forgotten, or are invisible in the

larger society, and to invite audiences to bear witness to issues
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of suffering, redemption, and social justice. (Sepinuck, 2013,
p. 14)

Sepunick’s work is based on the premise of “finding medicine in
stories”, which also comprises the subtitle of her book. In The Two
Worlds of Charlie F. the soldiers who have been neglected by society
and could not make their voices heard, find the cure in sharing their
stories and pain with an audience. The private, individual trauma
experience, of which the service personnel themselves are the only
witnesses, is translated into a collective realm, through a public
retelling and positioning of the listeners as the witnesses. The
proximity between the audience and the performers, and the sight of
real, injured bodies on stage enable an immediacy, and the
authenticity of what they see on stage encourages a communal
bearing of witness. As a consequence, this mutual understanding and
feeling of empathy enable healing for the victims.

Although theatrical productions have generally lost their
sole, original, cathartic role, some trauma narratives and theatrical
productions continue to provide a context for it. Aristotle defines the
function of theatre as a purgation of the feelings aroused in the
audience. In trauma narratives produced by the survivor victims,
however, the performance can also enable catharsis for victims
burdened with the weight of trauma. Tal, in her work while
advocating ‘a literature of trauma’ by real victims, says “such writing
serves as both a validation and cathartic vehicle for the traumatised
writer” (Tal, 1996, p. 137). Similarly, the original idea of writing
such a play consisting of authentic materials and staging it with real
soldiers came from executive producer Alice Driver who believes
that theatre can empower the individual and boost their confidence,
self-esteem and give voice to the wounded, injured and sick service
personnel and veterans of the armed forces. As initially desired,
feeling of catharsis and healing have become the most striking

outcomes of The Two Worlds of Charlie F. Most of the soldiers
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taking part in the project evaluate it as a life- changing experience.
One of the soldiers, who was suffering PTSD, for example, was a
drug and alcohol addict but, after being a part of this society and
sharing his problems with people who felt the same, was cured of his
addictions and started to feel more hopeful about the future.
Egendorf and Lifton, emphasising the importance of a reclamation
of emotions while overcoming the trauma, write that impressions
from their research show that

a significant minority of Vietnam veterans have had moments
of enlightenment, conversions, and other crucial points at
which they turned traumatic experiences into resources of
renewal. . . Most memoirs and novels deal with the war
experience or with unsettling, if not traumatic, homecomings.
A few accounts, however, focus on the struggles of healing,
demonstrating that some portion of the veterans population
knows what it means to turn suffering to joy. (Tal, 1996, p.
137)

During the performances, by sharing their experiences, the soldiers
also succeed in bringing together fragments of their shattered self,
which occurred at the time of the traumatic event, and become whole
again. In an interview, one of the cast members, veteran Cassidy
Little who plays Charlie, asserts:

This show gave me back me. You have to understand that when
a person goes through this kind of trauma, they have a lot taken
from them. Future goals, aspirations, confidence and much
more. Your ego is slashed right down to its bare bones. Your
employment endeavours are taken, your physical appearance
is altered, and with a brain injury, even the way you think and
react changes. Throw in some very high-powered drugs and
you have a perfect combination for confusion and hopeless
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recovery. So, we needed something to allow wus to
subconsciously repair that. This show was it. (Wheeler, 2014)

With the rise of trauma paradigm in many fields of art and literature,
talking about traumatic experience as a way of healing has gained
importance. As Thompson argues, theatre has also become one of the
fertile sites for offering liberation from suffering by expressing it:

Within performance studies in general and in applied theatre
in particular, the assumptions emanating from the popularity
of the trauma diagnosis have led to the prescription of ‘telling
one’s story’ as the preferred method and necessary
precondition for ‘relief’, ‘liberation’ or ‘healing’. (Thompson,
2006, p. 45 emphasis in original)

According to Thompson, creating a narrative of the pain allows it to
be healed while silence is a dangerous retreat. Caruth writing about
the traumatic paradox asserts that trauma is not only an experience
but a failure to experience, hence it can only be worked through by
grasping the reality of this experience. Performing soldiers in the
play bring their fragmented parts together by telling their stories and
re-enacting them on stage, and this has changed the way they have
felt about themselves, what they have lived through and how they
are going to live. In this way, the performance of the play gives them
liberation and a healing of their traumatic burdens.

Even though the audience witnesses real soldiers and real
stories in The Two Worlds of Charlie F'., the connection between
them is not necessarily real. What it means is that the soldiers do not
perform their own stories with their identities, but an edited version
of them. The play has been drawn from the personal biographies and
testimonies of the soldiers; however, all the character names and the
stories in the play have been imagined by Sheers. Even though this
seems to disrupt the truth claim on which verbatim theatre hinges,
the distance enabled by incorporating fictional identities and slightly

--69--



distorting the real stories can enable a healthy working through for
the soldiers. As psychoanalysts van der Kolk and van der Hart
suggest, by slightly distorting the traumatic memory and “imagining
alternative scenarios, many patients are able to soften the intrusive
power of the original, unmitigated horror” (Van der Kolk and van
der Hart, 1995, p. 178). While problematizing the verbalisation of
trauma, Caruth, similarly, also suggests to “tell ‘a slightly different
story’ to different people.” (Caruth, 1995, p. 153). The victims,
therefore, while narrating the unmitigated catastrophe can tend
towards distortion in order not to face the enormity of the event and
be re-traumatised. According to Caroline Wake, performing a real
trauma event might carry a ‘risk of repetition’ for the victims, and
therefore, she suggests, it might be more ethical to resort to some
distortions in order to eliminate this possibility (Trezise and Wake,
2013, p. 46).

In the play, when they perform what they have experienced
as somebody else’s story, the soldiers, thanks to these emotional and
critical distances, can get away from the feelings of a victim and
distance themselves from the trauma event. Daniel Shaw, for
example, who lost his both legs during an IED explosion in
Afghanistan as he went to the aid of a colleague, plays Leroy Jenkins
and rather than speaking for himself speaks as Leroy on the stage.
Even though the stories of Shaw and Jenkins are similar, the
narrative frame hinders emotional identification to some extent.
This, in turn, as Wald points out, “allows for a gradual liberation
from the repetition compulsion through the very mechanism of
repeating, albeit repeating in a slightly different form.” (Wald, 2007,
p. 106) Shaw repeats his story through that of Leroy Jenkins, and
this way works through his own trauma.

Specific to the holocaust, literary representations of the
trauma and suffering of the victims have been subject of many

literary and ethical speculations. Including amputated bodies on the
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stage in The Two Worlds of Charlie F. can also run the risk of
suggesting an ambivalent aestheticisation of the pain, suffering and
vulnerability of the soldiers, because the audience is invited to
witness the weakest moments, the imperfect bodies of the soldiers,
and even to access the most private problems they suffer from.
Sheers, however, negates this perception by indicating that the
soldiers’ bodily imperfections do not prevent them from living. The
soldiers talk freely about their amputations; they even make fun of
them.

Leroy: How come your stump’s so fucking Gucci?
Charlie: Gucci? What’s so fucking Gucci about my stump?

Leroy: The scar. Yours is well neat. Mine is like a fucking arse.
... Look, it’s got bum cheeks and everything I can fart out of
this fucker. (60)

Charlie carries a personalised number plate for his wheelchair which
reads “NO LEG 14.” (65) In the meantime, Chris makes some phone
calls to find out whether anybody has found his leg and his friends
tease him for acting like Cinderella. The scene is full of black
humour as a strategy to recuperate and come to terms with their
bodies. Sheers also asks his audience to accept them as they are
instead of feeling pity or treating them as disabled bodies. On the
character of the play, Little comments,

This isn’t a freak show, this isn’t ‘Let’s clap for them because
they got hurt doing war-y, war-y stuff.” The audience is coming
away a little more informed about what a soldier goes through.
(Wheeler, 2004)

Rather than presenting the soldiers as disabled bodies, the play
highlights what they can do and what they need from society. What
they need is acceptance and understanding before pity. Providing a
theatrical frame, the dance scene that the soldiers perform with
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professional dancers transforms them into resilient bodies and
proves that physical impediments are not obstacles.

The Two Worlds of Charlie F. has potentially persuasive
effects as it is based on contemporary social realities and performed
by real trauma survivors. However, putting aside its authenticity and
therapeutic framework for the British soldiers, what seems
problematic in the play is the stance it takes in disregarding the
trauma for the Afghan people. With the exception of Afghan
civilians killed in the ‘Flashback’ scene, they or their trauma do not
find any representation, although they are the most distinct victims
of the war. Contradicting the truth claim that underpins this play, the
reality of those people living there seems to be comprehensively
ignored. Writing of this absence, Waal, quoting Butler, says “By
providing no names, faces, or (hi)stories to the Other, public
discourse renders both their lives and deaths unreal, unmarkable,
making it impossible for ‘us’ to grieve for them.” (De Waal, 2015, p.
23). Contrary to what Sheers claims, excluding the reality of the
Afghan population and inadequately reflecting the effects of war on
them, therefore, the play runs the risk of being partial, and
misinforming its audience.

Conclusion

While emphasising the function of trauma tragedy, Duggan claims
“Rather than looking back at a historical moment of trauma, trauma-
tragedy is attempting to bridge or reduce the gap between the
historical moment, its witness and (that) experience” (Duggan, 2015,
p. 57). The Two Worlds of Charlie F., by bringing the experience of
trauma with the help of its victims onto the stage, bridges the gap
between the victims’ traumatic past and present. In doing so, it
invites the audience as well as the performers to a mutual witnessing.
In terms of the audiences, a successful emotional identification
becomes a successful outcome of the performance, as they bear
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witness to the real testimonies of the real actors of war. However,
another criticism that can be addressed in the play is the absence of
any overall critical distance even as it encourages an emotional
identification. Although the play is ostensibly about war on terror
and its destructive effects on the soldiers, there are no references to
the causes and the general outcomes of the war. Lacking such an
important aspect, it fails to connect the traumatic event and the
results. On the contrary, it even runs the risk of strengthening these
phenomena. Although Sheers states “the play is only about what war
is about”, in the final scene Charlie’s speech related to the ‘regiment
of the wounded’ enforces the continuity of the military values,
glorifying its members and victories.

Sheers’ play avoids criticism, and fails to heal or prevent
trauma in the long run. Nevertheless, in the scope of soldiers’
personal experience of trauma, the play takes up the challenge of
articulating the failed experience of trauma and successfully
translates it into a collective realm through a public retelling and
positioning the audiences as witnesses to the trauma which cannot
be the soldiers’ alone. As Caruth posits trauma “is never simply one’s
own” and “we are implicated in each other’s trauma” (Caruth, 1996,
p. 24). By bearing witness to their trauma, the audiences also accept
them as their own and take part in the process of working through.
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Giris/Introduction

Amerika Birlesik Devletleri’nin yeni kurulan bir iilke
olmanin acemiliklerinden kurtuldugu, kolelik ve i¢ savas gibi
biiyiikk meseleleri geride biraktig1 ve kendi mitini yazmaya baslayip
ayn1 zamanda diinyada bir siiper gii¢ oldugu 20’inci yiizyilin ilk
yarist hi¢ siiphesiz hesapta olmayan baz1 biiyiikk olaylarin
yasanmasinin Oniine gecememistir. Bu ¢agin ilk yarisina sigan iki
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biinyesinde Biiyiik Buhran diye anilan ciddi bir kriz donemini ve
bunun gibi yerel birgok inisli ¢ikish siireci gecirmistir. Ekonomi
piyasalarinin ¢Oktiigii, sosyalizmin diinyada alan kazanmaya
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ilke hem ekonomik hem politik anlamda ciddi bir doniisiim i¢inde
yer almistir. Buna ragmen iilkedeki genel durum Charles
Dickens’in bir dénemlerin Ingiltere’sini tanimlayan bir roman giris
cimlesinden farksiz degildir: “Zamanlarin en iyisiydi, zamanlarin
en kotiisiiydii”. (Iki Sehrin Hikdyesi, 1859). ABD biiyiik bir buhran
ve sikintilar ile ugragsa da {lilkenin kiiltiir, sanat ve edebiyat
anlaminda kendi mitini ve kendi kiiltiiriinii olusturma hatta diinyaya
etki etme siireci ise araliksiz siirmiistiir. Bu anlamda bu zaman
aralifina Harlem Ronesansi, Yitik Kusak Donemi, Jazz Cagi gibi
kiiclik ama etkili donemler, hatta akimlar girmis ve iilkedeki yazina
etki etmistir. Savaslar ve cokiigler golgesinde edebiyat alaninda
onemli eserler verilmistir. Ote yandan Tiirkiye’de durum ABD’de
oldugundan biraz daha farklidir. Amerika’nin iginde bulundugu ya
da kiyisinda yer aldig1 diinya savaslar1 ayn1 sekilde Tiirkiye’nin de
ortak sorunlarindan birisi iken Tiirkiye ayn1 zamanda yeni ve geng
bir Cumhuriyet olmasi hasebiyle radikal bir gegis siireci yasar. Bu
siirecte sanat ve edebiyat da Onemli bir rol {stlenmistir.
“Cumhuriyet Tiirkiye’sinde roman sanati edebiyatin kendi
dinamiklerine birakilamayacak kadar ciddiye alinmis, siyasi
diizeydeki bilgi edebiyata tahvil edilmis ve edebi alan1 disaridan
gelip yazarlara, yayincilara, elestirmenlere ve okuyuculara ‘yol
gosteren’ yeni otoriteler istila etmistir.” (Tiirkes, 845). Giglii bir
Osmanli donemi ve bunu besleyen Kkiiltlir, sanat ve edebiyat
stirecinden modernlesen bir Tirkiye’ye gegis yapan iilkede yeni
donemin gecisi Halide Edip Adivar, Muazzez Tahsin, Kerime
Nadir, Samiha Ayverdi gibi yazarlarin eserlerine yansimustir.
Ozellikle kadin yazarlarin da etkili oldugu ve énem arz ettigi bu
donemde Tiirkiye yiiziinii sadece fiziki anlamda degil kaleme
alman eserlerle de iyice batiya donmeye baslamistir. S6z konusu
eserler ve kurgular, bu anlamda eserlerin iistlendigi rolii cok net bir
sekilde yansitirken Tiirkiye’de modernlesmeye gecis silirecinde
kadinin sosyal hayattaki roliine dair de Onemli tespitler sunar.
Yenilesen diizende kadin kimligi ile egitim, sosyal yasayis
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arasindaki iliski s6z konusu romanlardan hareketle yorumlanmaya
uygundur. Hem Amerikan edebiyatinda hem de Tiirk edebiyatinda
1940’11 yillara ait romanlarin bu agidan okunmaya elverisli oldugu
goriilmektedir. Bu c¢alismada s6z konusu eserlerden segilen
orneklerden hareketle kadin, egitim, sosyal yasam iligkileri
iizerinde durulacaktir.

“Sosyal Yasamda Kadin”1 Romanlardan Okumak

Cumbhuriyet donemi Tiirk edebiyatinda kadimin egitimi ve
sosyal yagamdaki roliinii eserlerine en iyi yansitan isimlerden birisi
Halide Edip Adivar olmustur. Adivar 6zellikle Sonsuz Panay:r adli
eserinde bir geng kizi konu alir. Onun sehir yasamina dahlini konu
edinir ve bu karakterden hareketle kadinin sosyal yasamdaki yerini,
degisimini detaylar1 ile sunar. Bu roman, sadece bir yasam 6ykiisii
degil ayn1 zamanda donemin toplumsal yapisini ve sosyolojisini net
bir sekilde gozler Oniine sunan, “kadin” merkezli bir eserdir.
Nitekim “Bu sosyal romanda sahis kadrosu ¢ok kalabalik olmakla
beraber, aslinda hikdyenin kendi cevresinden, fakir sartlarindan
kurtulup, yiiksek sinifa gegcmek, iyi sartlar altinda yasamak isteyen
haris bir gen¢ kizin; Ayse’nin etrafinda dondiigii sdylenilebilir.”
(Enginiin, 2007: 284)

Sonsuz Panayir’da kadinin egitimi ve sosyal yasamdaki yeri
adeta bir roman eliyle sahne sahne ve asama asama
resmedilmektedir. Roman, Tiirkiye'nin yakin tarihine odaklanarak
kadinlarin  egitim ve toplumsal statiideki degisimlerini ele
almaktadir. Adivar, eserinde son donem Osmanli toplumunda
kadmin egitimi ve sosyal yasamdaki yerine dair bir 151k tutarken
aynt zamanda g¢agdaslasma siirecindeki Tiirkiye'nin kadinlar i¢in
yarattig1 firsatlar1 ve zorluklar ele alarak kadinin egitim ve sosyal
statiideki degisimini yansitmaktadir. Eser, karakterlerden biri olan
Ayse Balkar’in hikdyesi iizerinden kadinin egitim siirecini ele alir.
Ayse, geng bir kadin olarak egitim alma arzusuyla yanip tutusan ve
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kadmin toplumsal konumunu degistirmek i¢in miicadele eden bir
karakterdir. Roman boyunca, Balkar'in egitim arayisi ve egitimle
birlikte kazandig1 6zgiiven ve bilgi, kadinin toplum icindeki yerine
dair 6nemli bir degisimi temsil eder. Adivar, eserinde kadinin
egitiminin sadece bireysel diizeyde degil, toplumsal doniistimlere
de katki sagladigimi vurgular. Balkar'n egitimi, sadece kisisel
gelisimi i¢in degil, ayn1 zamanda toplumun genel egitim seviyesini
yiikseltme amacini tasir. Eserde kadmin egitimi, toplumsal
donlisimiin  bir parcast olarak goriiliir ve kadinin kendisini
gerceklestirebilmesi igin temel bir adim olarak degerlendirilir.

Sonsuz Panaywr, ayn1 zamanda kadinin sosyal yasamdaki
yerine de 11k tutar. Eserde, Ayse Balkar gibi giicli karakterler,
sadece ev isleriyle sinirli tutulan kadin roliinii reddeder ve daha
aktif bir sosyal hayat siirdiirme hakkini talep eder. Roman, kadinin
kamu alanina katilimini ve toplumsal rollerde yer almasini savunur.
Bu yolla, Halide Edip Adivar, kadinin toplumun her alaninda var
olma hakkini ve potansiyelini vurgular. Kadinin egitimi, onun
ozgiivenini artirir ve kendini ifade etme becerilerini gelistirirken
ayn1 zamanda toplumda daha aktif ve etkili bir rol oynamasini
saglar. Roman, kadimin egitimi ve sosyal yasamdaki yerinin
birbirini tamamlayan unsurlar oldugunu gosterir. Adivar’in romani,
kadinin egitimi ve sosyal yasamdaki yerine dair kapsamli bir
degerlendirme sunar. Eserde kadinin egitimi, bireysel ve toplumsal
diizeyde doniisim saglayan bir silireg olarak tasvir edilir. Ayse
Balkar gibi karakterler araciligiyla kadinlarin egitim ve toplumsal
statlilerini degistirme miicadelesi ve toplumda daha etkili bir rol
oynamalar gerektigi vurgulanir. Fakat tiim bunlara ragmen cizilen
fotograf baz1 olumsuzluklart ve gegis slirecinin  getirdigi
aksakliklar1 da ortaya koyar. Kitabin bagkarakteri Ayse Balkar,
geleneksel bir ailede yetismis, geleneksel bir yasam siirerken bir
egitim alarak statii olarak anne-babasindan c¢ok daha farkli bir
noktada yer bulmaya baslamistir. Ik zamanlar gii¢lii bir goniil
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bagina sahip oldugu ailesi ile zaman igerisinde bu bag zayiflamaya
baslar. Nitekim o, “hislerine maglup olacak cinsten degildi, onun
bir gayesi vardi. Mutlak, mutlak mensup oldugu fukara memur
siifindan kurtulmak, para kazanmak, bilhassa s6hret sahibi olmak
istiyordu. Bu gayeye erisebilmek ic¢in, degil anasinin babasinin,
kainatin suyunu sikmaktan ¢ekinmiyecek kadar kudretli bir iradeye
sahip olduguna kanidi.” (Adivar, 1946: 9) Istanbul’'un modern
semtlerinde, sosyetenin Onemli isimlerinin ¢ocuklarina ders
verdikge, onlar arasinda yer aldik¢a bambaska bir kiz ¢ocugu haline
gelir. Egitimli olma hali ona bu aileler arasinda statii kazandirirken
bir taraftan da onun bir tiirlii bu kesim arasinda kabul gérmemesine
neden olur.

Fakir bir ailenin, ¢aligkan ve hirsh kizi Ayse, sosyete diye
tanimlanabilecek bir camiaya gegis yolunda Ali Bey gibi 6nemli bir
edebiyat dgretmeninden tecriibeler edinir. Ali Bey, Istanbul’un
sosyetesi arasinda yer almak isteyen Ayse Balkar’in hem egitimine
katki sunar hem de bu sosyeteye dahil olmasma kapi aralayacak
insanlarla tanigmasina katki sunar. Ali Bey’in yaninda egitim alan,
farkli bir diinya ile tanisan Ayse, once is hayatina atilir sonra
pavyon ve benzeri modern eglence alanlarini goriir. Yeni
Tiirkiye’nin modern yasam alanlar1 olan apartman dairelerindeki
modern ailelerin yasamina sahitlik eden Ayse, daha sonra kendisi
de bu modern diinyanin yasam alaninda kendisini bulur. Bir
izdivaca kadar uzanan siiregte kadinin sosyal yasamdaki yerine dair
cok derin tahliller sunan eserde bu yoniiyle yogunluklu olarak
sosyal meselelerin belirleyici oldugu sdylenebilir. Eser, 1940’1
yillarda tilkenin sosyal goriinlimiinii aksettirmektedir.

Halide Edip’in kadimin sosyal yasamdaki yeri, istanbul’daki
eglence mekanlari, sasaali hayati ABD’deki Jazz Age donemi
romanlarini animsatan tiirdedir. Yine aynit doneme tekabiil eden bu
stire zarfinda ABD’de ise F. S. Fitzgerald’in, Muhtesem Gatsby adli

--80--



eserinde, benzer sasaali donemler sundugu goriiliir. Ayn1 dénemde
ABD’de kadin sosyal yasamda Tiirkiye’den ¢ok daha 6nceden yer
almaya baslamigken egitimde de yine Tiirkiye’deki ¢agdaslarindan
onde ilerlemektedir. Ayni donemin ABD’deki muadillerinde
kadinin egitim alma, sosyal yasamda var olma konusundaki
miicadelesi basa bas ilerlemez. Ciinkii kadin bu statiilere asagi
yukar1 erigmistir ve bunun disinda konularin irdelendigi goriiliir.
Bir degisim oldugu s6z konusudur ve bu degisim yeni bir kadin
tipinin ortaya ¢ikist seklinde esere yansitilmistir. Daisy karakteri
basta olmak {izere eserde sunulan yeni Amerikali kadin
tiplemesindeki degisim 1920’lerin yeni kadin tiplemesidir:

“Eski geleneklerin savunuculart i¢in belki de en endise
verici olan sey, kadinlarin davraniglarinin degismeye
baglamasiydi. Artik kadinlar, genellikle erkeklerin
esliginde ve refakatcileri olmadan sigara icip igki
iciyorlardi, hatta donemin yeni danslar1 bile vahsi ve
cinsel goriiniiyordu. Bagka bir deyisle, sosyal degisim
donemlerinde siklikla gordiiglimiiz gibi, 1920’lerde
“Yeni Kadin” ortaya ¢ikt1.” (Bode, 1990)

Kadinin farkli yonleriyle irdelendigi eserlerden bir digeri de
Ernest Hemingway’in Canlar Kimin Ig¢in Caliyor eseridir. Bu eser
bir savas anlatis1 olmasina ragmen kadin 6nemli bir detaydir. Savag
donemi olmasina ragmen kadin, yasamin orta yerinde yer alir.
Canlar Kimin I¢in  Caliyor, savasmm korkung gercekleriyle
yiizlesirken, ayn1 zamanda egitimin ve kadinin toplumdaki roliiniin
onemine de vurgu yapan, birgok farkli yoniiyle ele alinabilecek bir
eserdir. Romanim bagkarakteri Robert Jordan, Ispanya I¢ Savasi
sirasinda  Cumhuriyet¢i  direniscilere  yardim etmek igin
gorevlendirilen bir Amerikali Ispanyolca uzmandir. Hemingway,
Jordan'm goziinden olaylar1 anlatarak, okuyucuya egitimin ve
kadinin sosyal yasamdaki yerinin nasil bir rol oynadigin1 gosterir
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aslinda. Savas oOncelikli olsa da arka planda bir¢ok konu vardir.
Bunlardan birisi de siiphesiz egitimdir. Kadinin egitim hayati
oncelemese de egitim, roman boyunca hem bireysel hem de
toplumsal diizeyde dnemli bir tema olarak belirir. Jordan, dilbilimci
olarak egitimli bir karakterdir ve dilbilim alaninda uzmandir. Kendi
disiplini ve bilgi birikimi sayesinde, Ispanyol direniscileriyle etkili
bir sekilde iletisim kurabilmektedir. Egitimin sagladig1 beceriler,
Jordan’in savasin i¢indeki roliinii ve etkisini artirir. Ayni zamanda,
egitimin insanlarin disiincelerini ve bakis agilarin1 gelistirerek
onlar1 savagin acimasizligina karsi daha bilingli hale getirdigi de
anlatilir. Eserdeki dikkat ¢eken hususlardan biri tipki Muhtesem
Gatsby’de oldugu gibi yeni bir kadin profilinin 6n plana
cikarilmasidir:

“Hemingway’in bu  Onemli tarihsel donemde
Ispanya'daki cinsiyet iliskilerinde meydana gelen bu
onemli degisiklikleri kadin karakterlerine kasitli olarak
nasil yansitmis olabilecegini dikkate almamustir.
Aslinda, hem Pilar hem de Maria karakterlerinde,
Hemingway'in “Ispanya'min Yeni Kadmi™na feminist
bir saygi durusu olarak degerlendirilebilecek unsurlar
bulunmaktadir.” (Guill, 2011: 9)

Ote yandan roman, kadinin sosyal yasamdaki yerine
deginmesi ve bunu detaylar1 ile irdelemesi yoniiyle donemsel bir
okumaya ciddi katki sunar. Ispanya I¢ Savasi ddneminde, kadilar
savagin i¢inde 6nemli roller Gstlenirken toplumda da daha aktif bir
sekilde yer almaya baglarlar. Kadin karakterler, erkeklerle birlikte
direnis hareketinde yer alir ve savasin etkileriyle miicadele ederler.
Jordan'm sevgilisi olan Maria, savasin etkisiyle gliglenen bir
karakterdir ve 6zgiirlikk i¢cin miicadele ederken kadinin toplumdaki
roliinii yeniden tanimlar. Roman, Maria gibi kadin karakterlerin
egitim ve Ozgiirliikk arayisinda 6nemli aktorler oldugunu gostererek
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kadinin toplumdaki yerinin nasil degistigini ve giliclendigini isaret
eder. Egitim ve kadinin sosyal yasamdaki yeri arasindaki iliski,
romanin ilerleyen boliimlerinde daha da agikliga kavusur. Jordan,
savagin  acimasiz  gerceklerini  ve ideolojik  c¢atismalari
gozlemledikce, egitimin insanlar1 bilinglendirmede ve insanlik
degerlerini korumada ne kadar 6nemli oldugunu anlar. Ayni
sekilde, kadin karakterlerin direnis hareketine katilimi1 ve toplumda
etkin bir rol {istlenmeleri, kadmin sosyal yasamdaki yerinin
giiclenmesi ve esitlik miicadelesindeki roliiniin altin1 ¢izer. Egitimli
olup olmaksizin Maria ile miithis bir iligki kuran baskahraman
Jordan’in bu iliskisinin disinda ayn1 zamanda kadinin anaerkil
roline vurgu yapan bdliimler de vardir. Romanda bir ¢etenin
devrim miicadelesi anlatilir. Birkag¢ giinliik bir zaman diliminin
anlatildig1 eserde ¢etenin bir koprii patlatma hazirligi siirecinin
detaylar1 paylasilir.

Roman kisilerinden Pilar, kadinin toplumdaki yerine dair
tahlile imkan taniyan bir karakter olarak dikkat ¢eker. Saldir
hazirhginda olan erkek grubun arka plandaki siirecini yiiriiten,
talimatlar veren bir isim olan Pilar, aym1 zamanda kisa zaman
dilimindeki yasam kosullarini hatta kisisel iligkileri de diizenleyen
kisidir. Baskahraman Robert ve Maria’nin goniil iliskisinin de
arabulucusu olan Pilar, ikili arasinda derin bir muhabbet
kurulmasini saglar ve iki ismi birbirine emanet eder. Robert ve
Maria birbirine hayranlik duyar. Savas hazirligi igerisinde iki
kadinin erkekler ve sosyal yasam noktasindaki belirginlikleri iyice
artarken romanin sonunda Robert’i geride birakip yoluna devam
etmek zorunda kalan bir asik kadin Maria imaj1 ortaya ¢ikar. Pilar
ise savag gibi sert bir donemde ise anaerkilin, kadinin soziiniin
gliciiniin 6ne ¢1kt1g1 bir eser olarak belirir.

Tipki Hemingway gibi yirminci ylizyilin ilk yarisinda savas
temali eserler sigdiran Onemli isimlerden birisi de John
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Steinbeck’tir. Steinbeck, Ay Batarken adli eserinde kiigiik bir
kasabadaki bir isgal hazirlig1 ve savas senaryosunu anlatirken arka
planda ise o kasabanin sakinlerinin durumunu ve sosyal yagamini
okuyucu ile paylasir. Eserin satir aralarindaki kadin imaji Canlar
Kimin I¢in Caliyor adli eserindeki gibi yogun olmasa da yine
anlattnin ~ onemli  boliimlerinde  kendisini  gOsterir.  Fakat
Hemingway’in eserinde oldugu gibi kadinin egitim alanindaki yeri
neredeyse hi¢ gosterilmez. Aksine kadmin savas donemindeki
kritik rolli, bir saldir1 6ncesinde kasabanin savasa hazirliginda
kadinlarin yiiriittigi gizli gérevlere deginilir. Kadin ayristirilan ve
oyun dig1 birakilan degil, savasin ve hayatin merkezinde yer alan
figlirdiir. Eser bir yoniiyle kadinlarin da dahil edildigi bir direnis
anlatisidir:

“Bu eser, demokrasinin dayanikliligint dven bir tiir
kutlamadir. Steinbeck, savasin aptalligini, totaliter
rejimin kendi kendini yok eden boslugunu ve hem
zulmedenler hem de zuliim gorenler olmak iizere erkek
ve kadinlarin yasadigi istirap ve hayal kirikli§ini ortaya
koyar. Burada, Ozgiir insanlarin Sokratesci idealini
savunur ve Gandi'nin pasif direniginin etkinligini 6ne
stirer.” (Prabha, 2022: 46)

ABD’de ozellikle savas donemindeki seyir bu sekilde
ilerlerken Tiirk romanlarinda ise savastan ziyade sosyal yasam ve
sehirlesme agirhkli bir gidisat sz konusudur. Ikinci Diinya
Savasi’na girmeyen fakat dolayli olarak bu savasin tahribatina
maruz kalan Tirkiye’de romancilar eliyle ise bir gecis donemi
olusturulmaya c¢aligilir. Bu gecis donemindeki onemli isimlerden
birisi de Muazzez Tahsin’dir. O da eserlerinde kadinin toplumsal
yeri konusunda onemli verileri okuyucu ile paylasan giinimiizde
ise donemi okuma konusunda ciddi bir hafiza olusturan bir yazar
olarak ¢alismaya konu edilmistir. Calismada oncelenen eserlerden
birisi olan Tahsin’in Kiiciik Hammefendi adli romani, kadinin
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egitimi ve sosyal yasamdaki yerini ele alma noktasinda kiilt
sayilabilecek eserlerden birisi olarak kategorize edilebilir. Roman,
donemin toplumunda kadinin maruz kaldigi smirlamalara ve
toplumdaki  degisimlere odaklanarak bir kadinin  kendini
gergeklestirmesi ve toplumda yerini bulmasi i¢in verdigi
miicadeleyi anlatir. Kadinin egitimi ve sosyal yasamdaki yerini
anlatan bu eserde, romanin baskarakteri olan Neriman’in egitim
stireci ve toplum igindeki yerine dair 6nemli detaylara yer verilir:
“Neriman cahil bir insan degildi. On alt1 yasina kadar bir Fransiz
miirebbiyenin elinde biiylimiis, orta derecede tahsili yapmis ve
Almancay1 da piyano ile birlikte hususi bir hocadan 6grenmisti.”
(Berkand, 1945: 75) Buna gore Neriman, her ne kadar ilk geng¢lik
yillarinda belli bir egitim almigsa da bu onun kendi kimligini
kurmasina yetmeyecektir. Erkek egemen toplumda giicli bir
karakter olarak one ¢ikabilmesi i¢in Avrupa’da bulunarak modern
bir yasayis1 tecriibe etmesi ve hem seklen, hem de fikren kendini
ispatlamas1 gerekecektir.

Neriman’in egitim siireci, ailesinin onun yeteneklerini ve
potansiyelini fark etmesiyle baglar. Babasi, onun sadece ev isleriyle
ya da evlilikle sinirli kalmamasi gerektigini diislinerek, ona 6zel bir
Ogretmen tutar. Bu Ogretmen sayesinde evrensel degerlerin yani
sira edebiyat, bilim, miizik ve sanat gibi alanlarda da kendini
gelistirme firsatt bulur. Ancak bu egitime toplumun bakis acisi
sorgulayicidir. Bazilar1 onu takdir ederken, cogu insan onun egitim
almasini gereksiz ve hatta ahlaki agidan uygunsuz bulur. Bu durum,
Neriman’in kararliligimi daha da pekistirir ve egitimine olan
inancini sarsilmaz bir sekilde devam ettirir. Onun aldig1 egitim,
sadece akademik bilgileri dgrenmekle smirli kalmaz. Ogretmeni
ona aynt zamanda kadinin 6zgiivenini kazanmasi, kendini ifade
etmesi ve diisiincelerini savunabilmesi i¢in gereken araglar1 da
sunar. Bu sayede Neriman, toplum iginde kendine bir yer
edinmenin yam sira, kendi degerlerini ve diislincelerini ifade
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edebilecegi bir alan bulur. Onun sosyal yasamdaki yeri de yine
egitim siireciyle paralel olarak sekillenir. Egitim sayesinde
kazandig1 bilgi ve becerileri, toplumun sinirlayici normlarina
meydan okuyarak kullanir. O, sadece bir ev hanimi ya da anne
olarak degil, ayn1 zamanda bir entelektiiel ve sosyal aktivist olarak
da taninir. Kadinin toplumda sadece ev isleriyle sinirli tutulmasini
elestirir ve kadinlarin esit haklara sahip olmasi i¢in miicadele eder.
Onun egitimi ve toplumdaki yerine dair hikayesi, kadinin
potansiyelinin ve Ozgiirliigiiniin sinirlart zorlama konusundaki
kararliligini anlatir. Gosterdigi ¢abalar, kadinin sadece evin iginde
degil, toplumun her alaninda var olma ve etkili olma hakkini
savunur. Bu, esasen Osmanli toplumunda kadinin egitimi ve sosyal
yasamdaki  yerinin Cumhuriyet doneminde doniismesinin
isaretlerini verir. Bu doniisiim, roman kisisi Neriman’in fiziksel
degisimiyle de sembolize edilir. Oyle ki; “Geng kizin fiziksel
degisimi, ileri bir toplum diizenini hedefleyen Cumhuriyet’in
fiziksel —goriintli seviyesi olarak arzuladigr fiziki ideali
yakaladiginin gostergesidir. Ciinkii romanin merkezindeki etkin
kadin Gznesi, gilizelligindeki olaganiisti degisimi ile Batihi
gorliniime sahip bir kadin olmay1 basaran bir figiirdiir.” (Cakmakci,
2012: 501-502).

Donemin kadina deginen bir diger eseri Hiiseyin Rahmi
Giirpmar’in Géniil Bir Yel Degirmenidir Sevda Ogiitiir bashkl
romanidir. Kitap kadin figiiriiniin yaninda cinselligin, ikili
iliskilerin, aldatmanin da kapsama alindig1 bir eser olarak dikkat
ceker. Eser bahse konu kadin erkek iliskisinin yaninda felsefe,
bilim ve sanat sohbetlerinin yogunlukta oldugu bir roman olarak
one cikarken kadinin da bu entelektiiel sohbetlerde yer alabilen bir
figiir oldugunu gostermesi yoniiyle de deginilmeyi gerektiren bir
eserdir. Ayrica romanda evli bireylerin serbest, gayrimesru iliskiler
icerisinde verilmesi kadin1 da kapsar. Bu baglamda denilebilir ki
yazarin insani ahlaksizliga egilimli bir varlik olarak yorumlamasi
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kurguda belirleyicidir. Glirpinar, bir bagka eseri olan Diinyanin
Mihveri Kadin mi, Para mi? romaninda yine benzer problemler
iizerine bir kurgu insa etmistir. Yazarin insana negatif bakisi ve
toplumsal diizene dair sorgulayislari, bu eserin kurgusunda da yer
tutar. Kadin olgusu acisindan bakildiginda bu romanlarin ortak
tarafi, yazarin insan dogasina dair olumsuz bakisini yansitirken
kadinlar1 da bu diizen igerisinde degerlendirmesidir. Bilhassa bu
romanda bazi kadin figiirleri, muhafazakar toplum yapisina ragmen
tipk1 erkekler gibi gayrimesru cinsel yasayis igerisinde verilir.
Yalniz yazar bunu bir itham olarak kurguya tasimaz. Moderniteden
bagimsiz olarak sosyal yasamin dogasina ve insan tabiatinin
bozukluguna; aldatmaya meyilli olmasina baglar. “Evleneli sekiz
seneye basti. Oglan kiz iki ¢ocugum oldu. Ikisi de ihtiyardan
degildir. Ne agir itiraf.. Ikisi de baska babalardandir.” (Giirpinar,
1948: 48) sozleriyle sugunu ve giinahinm itiraf eden roman Kkisisi
Semahat, bu duruma iyi bir 6rnek olusturur. Ancak onun da bir
pismanliktan ziyade tabiat kanunlar1 ve sosyal diizendeki ¢arpiklik
cergevesinde bir savunma gelistirdigi soylenebilir.

Kerime Nadir’in Gelinlik Kiz adli eseri ise hem donemsel
anlamda hem de yazim tiirli noktasinda deginilmesi ve ele alinmasi
gereken ciddi eserlerden birisi olarak dikkat g¢eker. Tiirkiye’nin
yirminci yiizy1l edebiyatindaki ilk feminist romanlardan biri kabul
edilen Gelinlik Kiz’da kadma ve kadinin sosyal yasamdaki yerine
cokca atif yapilmaktadir. Romanin bagkisisi Feyza’dan hareketle,
kadinin toplumda varligin1 kanitlamak igin kimseye ihtiyag
duymadig1 vurgusu 6n plana ¢ikarilmaktadir.

Gelinlik Kiz, ask, hayal, evlilik, miicadele ve basar1 tizerine
yazilmig bir romandir. Roman, Kerime Nadir'in realist ve elestirel
tislubuyla yazilmistir. Roman, dénemin toplumsal sorunlarini ve
kadin sorunlarmi ele almaktadir. Gelinlik Kiz romani, donemin
kadin sorunlarina ve bu sorunlara karst miicadeleye dikkat ceker.
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Roman, kadmin egitiminin ve kadmin toplumsal yasamdaki yerinin
onemini vurgular.

Gelinlik Kiz romani, genel mananda kadinin egitimi ve
kadinin toplumsal yasamdaki yeri baglaminda incelendiginde,
donemin kadin sorunlarina ve bu sorunlara karst miicadeleye dikkat
ceker. Gelinlik Kiz, Kerime Nadir'in 1942 yilinda yazdigi bir
romandir. Roman, Istanbul'un kenar mahallelerinde yasayan bir
geng¢ kizin hayallerini anlatmaktadir. Romanin kahramani Feyza,
yoksul bir ailenin kizidir. Babasini kiigiik yasta kaybetmis, iivey
babasi tarafindan biylitiilmistiir. Feyza, giizel ve yetenekli bir
kizdir. Resim yapmaktan hoslanir ve resimleri pek cok kisi
tarafindan begenilmektedir. Fakat tivey babasi, onun resim
yapmasina izin vermez. Feyza'nin sadece ev isi yapmasini ve bir
giin evlenmesini ister. Feyza, {ivey babasinin baskilarina ragmen
resim yapmayl birakmaz. Resim yapmaktan zevk alir ve
resimlerinin ona bir seyler kazandirabilecegini diigiiniir. Feyza, bir
giin, zengin bir ailenin ogluyla tanisir. Geng adam, Feyza'ya asik
olur ve onunla evlenmek ister. Feyza, bu teklifi kabul eder ve
evlenir. Ancak, evliligi kisa siirer. Kocasi, Feyza'ya kotii davranir
ve onu terk eder. Feyza, kocasindan ayrildiktan sonra, yalniz kalir.
Ancak, o pes etmez. Kendi ayaklar1 {izerinde durmay1 6grenir ve
bir ressam olarak kariyer yapar. Denebilir ki “Feyza resim yapmayi
evlilige tercih eder, ancak bu tercihi belirleyen daha ¢ok ideal esi
bulamamis olmasidir.” (Yakin, 1999: 92). Feyza’nin ideal es ve
evlilige erigememesi, onu kendi durumundan hareketle bazi sosyal
meseleler hakkinda diisiinmeye sevk eder. Bu noktada, erkek
egemen sosyal diizende evliligin kadin i¢in adeta kolelik seklinde
yorumlandigi fark edilir. Feyza’nin evlilik arefesinde birtakim
tereddiitlere kapilmast ve gen¢ kizligin hiirriyetini yeterince
yasayamadigini diislinerek iclenmesi, bu acidan degerlendirilebilir:
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“Feyza, biitiin bir genglik ¢aginin, rengéarenk riiyalarla
dolu, hiir ve kayitsiz devresini, yarindan itibaren
miiebbeden arkada birakip yepyeni bir aleme; kaygu,
itaat ve fiitur yiikli bir dleme intikal edecegini ac1 aci
diistinliyor; su son saatlerin her bir dakikasini doyasiya
yasamak, bir daha donemiyecegi bu alemin zevkine
kanmak istiyordu. Simdiye kadar nasil olmustu da bu
azadeser giinlerin kiymetini bilmemisti? Evet!... Bir
geng kiz olarak yasamak!... Bu ne giizel, ne tath
seydil... Yabanci bir erkegin ismini tagimiya
basliyacagr andan itibaren bu sifati, Omriiniin iki
devresi arasinda yiikselecek kalin duvarin arkasinda
birakacak ve ona bir daha hi¢, amma hi¢ sahip
olmiyacakti!... Iste bir gen¢ kiz igin ‘saadet’ ismi
verilen yapiy1r kurmak kaygusu ugurunda feda edilen
kiymetler!... Bunlar1 teferruatiyle diisiinmek bile onun
icin bir azap teskil etmekteydi.” (Kerime Nadir, 1943:
247-248)

Feyza'nin hikayesi, kadinin egitiminin ve kadinin toplumsal
yagamdaki yerinin Onemini vurgular. Feyza, {iivey babasinin
baskilarina ragmen resim yapmay1 birakmamis ve resim yaparak
kendi ayaklar1 ilizerinde durmayi Ogrenmistir. Feyza, sonunda,
hayallerini ger¢eklestirir ve mutlu bir hayat yasar. Gelinlik Kiz adl
romanin bagkahramani kadin karakter noktasinda oOnemli bir
inceleme konusu olabilir. Zira, Feyza modernlesen Tiirkiye’de
geleneksellikten  ve  klasik  kadin  karakterden  kopusun
orneklerinden birisidir. Gorlicii usulii  evlilik kurumuna karsi
koyusu ele alinan Feyza {izerinden yapilan okumalarda da kadinin
toplum ic¢indeki durumu net bir sekilde goriilebilmektedir. Konuyla
ilgili calismalarda da bu durum sik¢a deginilmistir. Nadir’in bu
romant farkli donemlerden isimlerle de karsilastirilmis olup
yirminci yiizyildaki degisimi ortaya koymasi noktasindan da ele
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alinmistir. Cumhuriyetle birlikte Tiirk kadinin yerini ve batililasma
hareketlerinin etkisini bu romandan yola ¢ikarak inceleyen
caligmada, romanin “kadin erkek iligkileri, evlilik kurumu, goriicii
usulli, gelenekler ve modernlik arasindaki farklar”1 elestirel bir
gozle irdeledigi belirtilir (Depci, 2022: 101). Ote yandan romanda
smifsal farkliliklara da deginildigi net bir sekilde goriiniir olmakla
birlikte evlilik kurum ve goriicii usulii evlilik iizerinden bir elestiri
konusu seklinde sunulmustur. Feyza’nmin hayal kirikliklar1 ile
sonuglanan evlilik deneyimleri, kadimin toplumda kendine ait bir
Ozgiirlik insa etmesinin zorunlu oldugu seklinde ortaya konur.

1940’11 yillarin Amerikan edebiyatinda, kadinin belirgin bir
figlir oldugu romanlardan baska Jack Kerouac ve William S.
Burroughs'un Ve Hipopotamlar Tanklarinda Haslandilar adli eseri
de ele almabilir. Bu roman, doénemin &zelliklerini yansitan
karaktere sahiptir ve yazarlarin hayatlarindan alinmig gercek
olaylara dayanan ortak bir ¢alismadir. Eserin “Beat Kusagi” gibi
Amerikan Edebiyati’'ndaki 6nemli bir kusakla baglantili oldugunu
da unutmamak gerekir. Nitekim romanda Beat Kusagi'nin
arkadaslik, isyan ve hayal kiriklig1 temalar1 islenmektedir. Roman,
kadinin toplumdaki yerine agik¢a odaklanmamakla birlikte, mevcut
kadin karakterlerle ilgili olarak incelenebilecek donemin toplumsal
tutumlarin1 yansitmaktadir.

Romanda kadn karakterler ikincil roller oynar ve genellikle
erkek karakterlerle iliskili olarak tasvir edilir. Erkek kahramanlarin
merceginden goriiliirler ve agk temalar1 ¢cercevesinde islenirler, arzu
nesneleri olarak konumlanirlar. Bu, kadinlarin anlatiya genellikle
erkek odakli yardimci karakterler veya aksesuarlar olarak
yerlestirildigi; Beat Kusag1 toplumunda yaygin olan ataerkil bakis
acisin1 yansitir. Romandaki kadin tasviri, donemin geleneksel
toplumsal cinsiyet rollerini ve kliselerini pekistirir. Sinirli aracilik
veya bagimsiz hikayelerle erkek arzusunun nesneleri olarak tasvir
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edilirler. Bu, o donemde kadinlara uygulanan toplumsal beklentiler
ve kisitlamalarla uyumlu bir tablodur. Dolayisiyla bu romanin, ait
oldugu zamanin ve yazildigi kiiltiirel baglamin bir {irlinii oldugunu
not etmek Onemlidir. Ve Hipopotamlar Tanklarinda Haslandilar,
siirlt sayida kadin tasvirine ragmen kiiltiirel normlarda bir degisim
ve feminist hareketin baslangici ile doneme damgasini vuran Beat
Kusagi'nin daha genis toplumsal baglamini yansitmasi bakimindan
¢ok 6nemlidir:

“Hikayedeki kadinlar savunmanin kilit taniklar1 olarak
gosterilmek istenmisti. Bu heteroseksiiel iligkiler, ilk
Beats neslini escinsellik su¢lamasindan koruyordu.
Gergek Carr sorusturmasinda, Celine Young Carr’in
heterosekstiiel oldugunu ifade etti ve cinsel iligkilerini
kanit olarak sundu. Ancak Hippos'ta kadin karakterler,
erkekler kuliibiinde dislanmis olduklarinin farkindadir
ve bir sekilde paravan olarak kullanildiklarini anlarlar.”
(Birmingham, 2008)

Roman, o donemde kadinlara karsi hakim olan tutumlari
yansitir ve Beat Kusagi icindeki kadmlarin rolleri ve
deneyimlerinin daha incelikli bir sekilde incelenmesi geregini
vurgular. Sonug olarak Ve Hipopotamlar Tanklarinda Haslandilar,
oncelikle erkek karakterlere ve onlarin deneyimlerine odaklanan bir
romandir ve kadinin toplumdaki yerine dair sinirlt bir fikir verir.
Roman, kadinlar1 ikincil karakterler olarak tasvir eden ve
geleneksel toplumsal cinsiyet rollerini pekistiren Beat Kusagi
doneminin normlarmi aksettirir. O donemde kadinin toplumdaki
yeri hakkinda daha derin bilgiler edinmek igin ek kaynaklar ve
bakis agilar1 kesfetmek gerekli olacaktir.

Saul Bellow'un kaleme aldig1 Boslukta Sallanan Adam da
bu ¢aligma kapsaminda, donemsel olarak okunan eserler arasinda
anilabilir. Yine savas temali olan bir eser olan Boslukta Sallanan
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Adam’da basrol bir erkek karakter olmasina ragmen kadin
karakterin satir arasina yansiyan durumu da dikkate deger fikirler
verebilir. S6z konusu eser, yabancilagma, kaygi ve anlamsizlik gibi
varoluscu temalar1 isleyen bir romandir. Romanin kahramani
Joseph, Ikinci Diinya Savasi sirasinda askere alinmayi bekleyen
geng bir adamdir. Zamanini belirsizlik i¢inde, herhangi bir gergek
amac ya da yon olmaksizin hayatin i¢inde stiriikklenerek gecirir. Bir
savas ve bunalim anlatis1 olan Bogslukta Sallanan Adam'm isledigi
temalardan biri de kadinlarin toplumdaki roliidiir. Joseph, siirekli
olarak toplumun kadinlardan beklentilerini sorgular. Kadinlarin
oncelikle ev kadmi ve anne olmasi gerektigi fikrine oOzellikle
elestirel yaklasir. Kadinlarin egitim, kariyer ve diger ilgi alanlarini
takip etmek icin erkeklerle ayni firsatlara sahip olmasi gerektigine
inanir. Romandaki karakterlerden biri olan Clara, toplumdaki yerini
bulmak i¢in miicadele eden bir kadindir. Yetenekli bir sanat¢idir,
ancak yeteneklerinin ciddiye alinmadigini hissetmektedir. Ayrica,
istemedigi halde kendisinden ev kadmi ve anne olmasinin
beklenmesi de onu hayal kirikligina ugratmaktadir. Bellow, Clara
karakteri araciligiyla, kadinlarin hala geleneksel cinsiyet rollerine
uymalarin1  bekleyen bir toplumda karsilastiklar1  zorluklari
tartismaya agar. Ayrica kadinlarin egitimle ve kendi beklentilerinin
pesinden giderek nasil gili¢lenebileceklerini de gosterir.

Boslukta Sallanan Adam, tim bunlarla beraber kadinlarin
toplumdaki roliine dair benzersiz bir bakis agis1 sunan karmagsik ve
diistindiiriici bir roman olarak vurgulanabilir. Romanin i¢gortileri
buglin de gecerliligini korumakta ve toplumun kadinlardan
geleneksel beklentilerine meydan okumaya devam etmektedir.
Sadece belli basli kisimlar1 dikkate alindiginda bile Bellow’un
kadinlarin toplumdaki ve egitimdeki roliine iliskin goriislerini
gosteren bir roman oldugu kabul edilebilir. Eserdeki
gondermelerden hareketle, Below’un, kadmlarin toplumdaki ve
egitimdeki roliinii nasil irdeledigine kanaat getirilebilir. Aym
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zamanda kadmin yasam igindeki ve kamusal alandaki yerini
gormek de miimkiindiir:

“Dangling Man’de kadin figiirii, oOzellikle Iva,
anlaticinin varolugsal askida kalmigligini hem goriiniir
kilan hem de ona sinir ¢izen bir karsitlik olarak islev
goriir. Elestirmenler, Iva’nin giindelik pratiklere, ev ici
diizen ve sorumluluga yonelmis tutumunun, Joseph’in
soyut diisiinceye ve i¢ monologa gémiilii bireyci krizini
dengeledigini vurgular. Bu baglamda kadin karakter,
pasif bir arka plan olmaktan ziyade, modern erkek
Oznenin etik ve toplumsal baglardan kacisini ifsa eden
bir ayna gorevi istlenir; Bellow’un erken doneminde
kadin, kamusal aklin ve siirekliligin tasiyicisi olarak,
erkek 6znenin kendine kapanan entelektiiel yalnizligina
elestirel bir karsi-pozisyon sunar.” (Pinsker, 1979)

Calismaya konu edilen ve ABD’li yazarlar tarafindan
kaleme alman bir diger eser ise Willa Cather tarafindan kaleme
alinan Sapphira and The Slave Girl adli donem romanidir. 1940
yilinda yayinlanan roman, yukarida incelenen diger eserlerin aksine
isin kolelik tarafinda vurgu yapan bir eser olarak diger 6rneklerden
ayrilmaktadir. Roman, Amerika Birlesik Devletleri'ndeki kolelik
baglaminda egitim temalarini ve kadinin toplumdaki yerini
arastirir. Romanin temel odak noktasi kdélelik kurumu ve bunun
bireyler lizerindeki etkisi olsa da kitapta tasvir edilen toplumdaki
egitimin ve kadmin rolii de incelemeye konu edilebilecek
noktalardan birisidir. Sapphira and The Slave Girl’de egitim
kadinlarin, 6zellikle de kolelerin yasamlarinda sinirh bir rol oynar.
Roman, kolelestirilmis bireylerin  orgiin  egitime erisiminin
engellendigi ve bir kontrol ve baski araci olarak cehalet iginde
tutuldugu bir toplumu tasvir eder. Ozellikle kdle kadilar, irklar1 ve
cinsiyetleri nedeniyle iki kez marjinallestirilmekte ve egitim
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firsatlarinda daha da biiyiik kisitlamalar yasamaktadir. Bununla
birlikte roman, egitimin kadinlar i¢in doniistiiriicii giicline de dikkat
ceker. Kahraman Nancy, kendi kararliligi ve sempatik beyaz bir
kadin olan Sapphira'nin yardimiyla okuryazar olan bir koledir.
Nancy'nin okuryazarlik kazanmasi, ona, baski karsisinda kendi
kimligini ve sesini gelistirmesine izin vererek onun igin yeni bilgi
ve 0z farkindalik diinyalarinin kapilarini agar. Sapphira and The
Slave Girl o donemde kadinlarin karsilastigi sinirli temsiliyete ve
toplumsal kisitlamalara 11k tutar. Roman, 6zellikle evlilik ve aile
baglaminda kadinlara yiiklenen toplumsal beklentileri ve bu
beklentilerin kadinlarin 6zerkliklerine, kisisel tatminlerine dayattig
kisitlamalar1 anlatir. Sapphira karakteri, evli bir kadinin toplumdaki
geleneksel roliinti, toplumsal normlara ve beklentilere bagli olarak
temsil eder. Bununla birlikte roman, bu toplumsal normlara
meydan okuyan kadinlara da kisa bir bakig sunar. Nancy'nin
okuryazarlik ve kendini kesfetme yolculugu, kadinlarin sistemik
bask1 karsisinda bile dayanikliliginin ve failliginin bir kanitidir. Ek
olarak, bir Quaker kadin1 olan Rachel Blake karakteri, kadinlarin
rollerine dair daha ilerici bir goriisii temsil eder ve kolelik
kurumuna aktif bir sekilde meydan okur. Daha eserin basinda bir
meydan okuma sz konusudur ki “Nancy'nin gelecegini diizenleme
hakkim olmali.” (Cather, 1940: 1) soziiyle dogrudan anlatinin
basinda sunulur. Bu ciimle, Sapphira’nin Nancy {iizerinde tam
kontrol sahibi olma istegini dile getirdigi ilk sahnelerden biridir ve
bu istem, romanin tim dinamigini sekillendiren kadinin
(Sapphira’nin) ‘sahiplik’ ve ‘s6z hakki’ iddiasini ortaya koyar. Bu
ifade, eserin ilerleyen bolimlerinde Rachel Blake’in (Sapphira’nin
kiz1), Nancy’yi kdlelikten kurtarma c¢abasiyla dogrudan ¢atismasina
yol acar.

Genel olarak, Sapphira and The Slave Girl, o dénemde
kadinlara, 6zellikle de kolelestirilmis kadinlara uygulanan smirh
egitim firsatlarinin ve toplumsal kisitlamalarin altin1 ¢izer. Roman,
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kadmlar ic¢in egitimin doniistiiriici giiclinii arastirir, kiginin
kimligini savunmasinda ve baskici sistemlere meydan okumasinda
okuryazarlik ve bilginin Onemini vurgular. Ayrica, Nancy ve
Rachel Blake gibi bazi1 kadmnlarin, baskici bir ortamda bir umut
15181 ve eylemlilik sunarak, toplumsal beklentilerde gezinme ve
bunlara meydan okuma yollarii da gosterir. Roman, oncelikle
kolelik  kurumuna odaklanirken kadinlarin, 6zellikle de
kolelestirilmis kadinlarin karsilastigir siirh egitim firsatlarina ve
toplumsal kisitlamalara dair iggoriiler saglar. Denebilir ki bu
roman, okuruna kadinlar gii¢lendirmede egitimin dnemini ve baski
karsisinda direnis ve dayaniklilik potansiyelini hatirlatmaktadir.

Sonug¢

20. yiizyiln ilk yarisinda yayimlanan Tiirk ve Amerikan
romanlarinda kadmin egitimi ve sosyal yasamdaki konumu genis
bir yer tutmaktadir. Bu calismada iizerinde durulan romanlardan
hareketle s6z konusu meseleler irdelenmeye calisilmigtir. Tim
diinyada etkili olan bir degisim ve doniisiim doneminde Tiirkiye’de
ve Amerika’da yaymnlanan eserlerde kadinin egitim durumu,
egitime katilim hali ve bunun romanlara yansimasi ile sosyal
yasamdaki yeri detaylar1 ile okunmaya ¢aligilmistir. Yirminci
ylizyilin ilk yarisinda “Biiylik Buhran”a sahitlik etmis Ernest
Hemingway’den Tirkiye’'nin modernlesme siirecinde Onemli
eserler veren Halide Edip Adivar’a, yine savas donemlerinin
onemli ismi olan John Steinbeck’in gazetecilik arka plani ile
eserlerinden Muazzez Tahsin’in doneme 1s1k tutan eserlerine kadar
birgok eser ve yazar séz konusu meseleler agisindan zenginlik
tagimaktadir.

Sadece kadinlarin yazmis oldugu eserler ya da kadmnlarin
konu edilmesi gibi hususlarla sinirli kalmayip kadinin toplumdaki
yerini, kurgusal eserler tiizerinden analiz etmeyi hedefleyen
caligmada merkeze alinan eserlerin bu anlamda 6nemli bir yorum
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firsat1 sundugu sonucuna ulasilmigtir. Yirminci yiizyilin ilk yarisi
ve ozellikle de 1940’11 yillarda yazilan ayni donemin iki farkl tilke
romanlarinda benzerliklerin de oldugu gergeginden hareketli sunu
sOylemek miimkiindiir. Tiirkiye’de bir modernlesme siirecine gecis
arayis1 varken Amerika’da ise modern bir iilkenin ‘farkli” kadinlar
iizerinden bir anlatim gelene8i olusturulmustur. Tiirkiye’de
yayimlanan romanlarda genelde Anadolu’dan Istanbul’a uzanan
hikayeler ya da gelenekten modernlige gecisin hikayesi, ask
iliskileri yogunlukta kalirken ABD’deki romanlarda ise donemin
alt tiirlerinin yogunlukta oldugu bir c¢esitlilik miimkiindir.
Amerika’da kolelik ve benzeri konular giindemden diismese de
savas olgusu, romanlarin eckseriyetinde bir arka plan
olusturmaktadir. Savasin ve erkegin yogunlukta oldugu romanlarda
buna ragmen kadinlara dair portreler ve tasvirler de oldukga
fazladir. Fakat Tiirkiye’deki romanlarda kadin hikayelerinin daha
yogunluklu oldugunu gérmek miimkiindiir. Yeni bir arayis icinde
olan Tiirk kadinmmin daha biiylik bir heyecan yarattigi, okur
kitlesinin kadmin ask ve kendini gergeklestirme anlatilarini takip
ettigi, Cumhuriyet donemi kadinlarinin ve Bati usulii yasamdaki
kadin figiiriiniin biiyiik kitlelere ulastig1 donemlerde yazilan eserler
bu yoniiyle Tirkiye’deki kadin imgesinin degisim ve doniisiimiinii
aktarmada siirece 151k tutmustur. Kadinlarin bir 6nceki yiizyila gore
nasil bir degisim gecirdigini aktaran romanlar zaman zaman da
gelenege karsi durus sergileyerek eski kaliplari elestirmeyi gorev
edinmislerdir. Tiirkiye’de durum bdyle iken ABD’de de kadinlarin
bir alan kazanma ve toplum i¢inde var olma miicadelesi verdigi
goriilmektedir. Willa Cather, Ernest Hemingway gibi yazarlarin
eserleri ile ilgili tahlil ve inceleme bunun net gostergelerinden birisi
olarak dikkat ¢eker.

Daha c¢ok kadmin egitim hayati ve kadmin toplumsal
yasamdaki yerine odaklanan bu yazida 1940’1 yillardan Ornekler
sunularak iki {ilke romanlarinin ortakliklar1 ve farkliliklar1 ortaya
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konulmaya c¢alisilmigtir. ABD’de biiyiik bir sosyal krizden c¢ikis
yolu arayan kadinlar, siyasi doniisiim siirecindeki kadinlar, savas
donemindeki kadinlarin yogunlukta oldugu anlatilar incelenirken
Tiirkiye’de ise kadmin modernlesme stirecindeki miicadelesi
baglaminda bazi kanaatlere ve tespitlere ulasilmistir. Tirk
edebiyatindan Orneklerin kadina dair daha kapsamli c¢ikarimlar
yapma sansi1 verdigi goriisiine ulagilmistir. Ayrica yirminci yiizyilin
ilk boliimiinde kaleme alinan eserlerin, kadinin toplumdaki yerini
tarihsel kayitlar hesap edilebilecek sekilde detaylari ile sundugu da
gorilmiistir.
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CHAPTER 6

JAPON KISA SIiRi SENRYULARDA GORULEN
“YASLILIK” KAVRAMINA MiZAHI BiR BAKIS!

Giiliz DOGAN?
Giris
Yaglilik, insan hayatinda cocukluk, genclik, yetiskinlik
donemlerinden sonra yer alan 6nemli bir donemdir. Yas alma ile
insan yasaminda ¢esitli fizyolojik ve psikolojik degisimler
gorilmektedir. Bu degisimler, cesitli edebi tiirlere de konu
olmaktadir.

Bu calismada Japon kisa mizahi siir tiirii olan senryilarda
“yaglilik” kavramu ele alinacaktir. Japonya’da ilk olarak 2001 yilinda
Ulusal Ucretli Yasli Bakimevi Kurulusu (£EA £ A& — L1
2% /Zenkoku Yiryo Rojin Homu Kyokai) tarafindan diizenlenen ve
giiniimiizde de halen devam eden /L X—)I|#l (shiruba senryii)®
adli kisa siir yarigmast bulunmaktadir. Bu yarisma, konu olarak

' Bu ¢alisma 18. Uluslararas1 Dil, Edebiyat ve Kiiltiir Arastirmalar1 Kongresi,
Ankara, Tiirkiye, 8 - 11 Ekim 2024 ’te sunulan bildirinin genisletilmis halidir.

2 Ars. Gor. Dr., Erciyes Universitesi, Dogu Dilleri ve Edebiyatlar1 Boliimii, Japon
Dili ve Edebiyati Anabilim Dal1, Orcid: 0000-0002-2638-9830

32025 yilinda 25.’si diizenlenmistir.
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yaslilik ve yaslilik doneminde karsilasilan zorluklari icermekte olup
Japonya’dan her yas ve kesimden kisinin bagvurusuna agiktir.

Siir yarismasinin adini olusturan <~ /L X — (shiruba)
sozeligli, 58 H [E 55 & #i(Jitsuyd kokugo jiten)’de “1.Giimiis, 2.
Glimiis rengi, 3. Glimiis iiriin, 4. Yash olma anlamina gelmektedir.”
seklinde tanimlanmaktadir. Tiirk¢e’de “yashilik” sozciigii Tiirk Dil
Kurumu * (TDK) Sézliigiinde, “Yasli olma durumu; ihtiyarlik:”
seklinde tanimlanmaktadir. Yaslanma ile birlikte fiziksel olarak
giicsiizlesme, kulagin agir isitmeye baslamasi, géziin iyi gérmemesi,
ylirlimede zorlanma, baston vb. kullanilmasi, unutkanlik, bunama vb.
degisiklikler goriilmektedir. Belirtilen bu 6zellikler, siirlerde konu
olarak yer almaktadir.

Calismaya konu olan Japon kisa siir tiirii senryt ilk olarak
Karai Senry@ (i )1/ #0)3 tarafindan 18. yy’m sonlarina dogru
ortaya ¢ikmis olup, 5-7-5’1i toplamda 17 heceden olusan mizah ve
hiciv unsurlar1 icermektedir. Japon kisa siiri denildiginde tiim
diinyada yaygin olarak bilinen tiir haiku (/7)) dur. Haiku ile ayni
hece sayisina sahip olan senrydi siir (JI| #) tiirii Japonya’da
giinlimiizde de popiilerligini siirdiirmektedir. Ancak, tiim diinyada
bilinen haiku’nun golgesinde kaldigin1 sdylemek miimkiindiir.
Haiku siiri ve senryll siiri hece sayist bakimindan ortaklik
gostermektedir. Her iki siir tlirii de 5-7-5’1i olmak {izere 17 hece
Olciisii ile yazilmaktadir. Ancak, konu bakimindan ayrilmaktadir.
Haiku siiri “doga” y1 konu olarak ele alirken, senryii siiri “insan” 1
ele almaktadir. B6jo vd. (2016)’da “Senryli siirinin malzemesi
etrafinizda var olan her seydir. Insan ile baslayan her sey eserlerin
malzemesidir. Kisacasi, ev, is, siyaset, 0grenilen sey, ask, (ders)

4 https://sozluk.gov.tr/ (E. T. 10.12.2025).
> Asil adi A H: A\ FY olup, 1718- 1790 yillar arasinda yasayan siir jiirisi ve
sairdir.
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calisma vb. etrafimizda bulunan her sey malzemedir. (s.79)”
seklinde ifade edilmektedir.

Haiku siirinde hece sayisim tamamlamak i¢in 2,17 ¥, 7>/
gibi kesme sozciik (§15) kullanimi goriilmektedir. Ayrica mutlaka
mevsim sozciigii Z=ifr (kigo) bulunma zorunlulugu vardir. Senryi
siirinde de mevsim sozciikleri kullanilabilmektedir ancak zorunlu
degildir. Haiku yaz1 dili (3(iE) ile , senryii ise konusma dili (135
ile yazilmaktadir.

Japon mizahi siiri senryu ile ilgili olarak yapilan ¢ok sayida
caligma bulunmaktadir. Bu ¢aligmalara bakildiginda Ito’nun farkl
senryil tlrlerindeki sozciik ve igerik analizlerinin oldugu goze
carpmaktadir. Ito ve Shiro (2014)’de yaslilik konusunu ele alan */
JL 73— 1|l (shiruba senryil) siir yarismast eserlerini analiz etmistir.
Calismasinda 2014 yilina kadar olan siirleri derleyerek, yashlik ile
ilgili algiy1 ortaya koymustur.

Bu ¢alisma, 2002-2025 yillar1 arasindaki eserleri ele almast
bakimindan yukarida verilen Ito ve Shiro’nun c¢aligmasindan
farklilik gostermektedir. Eserlerin Japonca orijinal hali ve Tiirkge
cevirilerinin yer almasit bakimindan literatiire katki saglayacagi
diistiniilmektedir.

Ayrica Ito (2016)’da Cenaze Toreni (32118 ile ilgili
siir yarigmasi eserlerini ve Ito (2019)’da ise Evsizlerin yasami ile
ilgili olan (74— 2 L A JI[#) siir yarismast eserlerini analiz etmistir.

Tiirkiye’de senryt siiri ile ilgili olarak Dogan’in ¢aligmalari
tespit edilmistir. Dogan (2022)’de Koronaviriis algisinin senryii
siirlerindeki yansimasi ve Japonya’daki etkilerini ele almigtir. Ayrica
Dogan (2025)’in Japon kisa siiri olan senrytlar1 mizah
kuramlarindan Ustiinliik kurami agisindan analiz ettigi ¢alismasi
bulunmaktadir.
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Yontem

Bu ¢alismada, 2001- 2025 yil1 arasinda yayinlanan “Yaslilik
senryli” (37 /L 2N—JI[#ll /Shiruba senryli)® en iyi eserler derlemi
tizerinden “yaslilik” kavraminin mizahi olarak nasil ele alindiginin
ortaya konulmasi amaclanmaktadir. Segilen 70 (yetmis) eser, metin
madenciligi (text mining) yontemi kullanilarak analiz edilmistir.
Japonca eserlerin analizi i¢in Japon Koichi Higuchi’ tarafindan
olusturulan KH Coder adli metin madenciligi programi
kullanilmustir.

Eserler ve Analizleri

Calismada ele alman Yaglihk senrydi (/L /N—JI[H) siir
yarismasinin yillara gore bagvurulan eser sayilari asagida yer
almaktadir. Yarisma ilk olarak 2001 yilinda baslamistir. Eserlerin
ilan edilmesi ise 2002 yilinda Agustos ve Eyliil donemlerindedir. 1k
yil basvuruda bulunulan eser sayist 3375°tir. Yarisma yillarina
bakildiginda 16.621 eser bagvurusu ile 2021 yilinda en yiiksek
katthmin oldugu goriilmektedir. Son donem basvuru sayisina
bakildiginda (2025) ise, 15.261 eser sayisi ile olduk¢a yiiksek
bagvurunun oldugu goriilmektedir. Her sene yiiksek katilimin
olmasina ragmen, jiiri tarafindan resmi web sayfasinda® en iyi 20
eser ilan edilmektedir.

6 https://user.yurokyo.or.jp/senryw/winning  (E. T. 10.12.2025).

T RE O

8 https://user.yurokyo.or.jp/senryu/winning  (E. T. 12.10.2025).
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Tablo 1. Yillara gore basvurulan eser sayisi

Eser Sayisi

18000 15576 16621
16000 15261
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12000 1101 10558779%354 1370 10668 #1108
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H Eser Sayisi

Analiz sonucunda en sik kullanilan 10 s6zciik ve eserlerde
gecme sikliklart tespit edilmistir. Bu sozciikler; hamm (Z£) 10 ,
soylemek (F 9) 7, doktor (=3 5, obiir diinya (& D i) 4, vasiyet
(GE3) 3 kez, hastalik (£#J%) 3 , unutmak (541%) 3, ilag (3¥) 3,
siif (7 7 A) 3, 6lmek (4£¥2) 2 yerde gegtigi goriilmektedir.
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Sekil 1. Eserlerdeki Sozciik Ag
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(56) Eits vasiyet/yuigon __

hip olmak/imot @
sahip olma su , mku | kuilanmak/tsukau <> 15
w=na - yazmak/kaku yeni yll kart/nengajo

yemek/tabeﬁi unutmak/wasureru \/iE ) |
kagit/kami__ .
arama@ggasu (#s) dizenlemek/okonau

Eserlerde gecen sozciik kullanimlar1 ve sozciik ag1 yukarida
yer almaktadir. Sozciik agina gore hanim, birlikte, sdylemek, doktor,
ilag, hastalik, smif, gozliik sozciiklerinin gectigi goriilmektedir.
Ayrica uzun yasam, vasiyet, yazmak, dlmek, yeni yil karti, misra,
aramak, harf ve el sozciikleri de baglantilidir. Not, unutmak, yemek,
gerek olmak sozciikleri de eserlerde kullanilan sozciiklerdendir.

Aile ile ilgili Eserler

Aile bireyleri ile ilgili eserler asagida yer almaktadir.
Eserlerde aile bireyleri olarak hanim ve torun sozciikleri
goriilmektedir. Hanim ile ilgili olan eserlerde, hanimin kocasindan
memnun olmadigi ve Obiir diinyada gorlismek istemedigi
anlagilmaktadir. Ayrica hanimin ¢ok konugmasi ve siirekli sikayet
etmesinden de s6z edilmektedir.
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o KOt H—fEL T 2ILFENO (Yamaguchi,67,Erkek’)
Siradaki diinyada da birlikteyiz dersem hanim “HAYIR”

o JKMED FELEFEIZHEND TLAIEE)

Cok konusan, ev aletleri ve hanimla ¢evriliyim

Japonya’da fonksiyonlarini sesli olarak (yemek hazir, su
kaynadi vb.) sekilde bildiren teknolojiye sahip ev aletleri olduk¢a
yaygindir. Bu eserde sairin, ev aletleri ve haniminin c¢ok
konusmasindan sikayet¢i oldugu anlagilmaktadir.

o FESRN RS LWED JICH < RmIER)
“Usiimiiyor musun?” diye nazik hanim kediye sorar

o MAEAHLEDORLILIRUINNY (HEF P
Muayene sonrasi hanimin nazikligi endiselendiriyor

o FOEBBAK &I DT (LE AEA)
Hanimin sikayetini ¢ayla birlikte yavasca yutuyorum

Yukarida yer alan eserlerde hanimin kati1 ve nazik olmayan
tutumu ironik olarak dile getirilmektedir. Hanim, kocasina degil de
kediye isiiytip lisimedigini sormaktadir. Normalde nazik olmayan
hanimin kocasinin muayene olmasindan sonra degisen davranisi
endise yaratmaktadir. Kocasinin, hanimimin sikayetlerini ¢ay ile
birlikte yutmasi yani tepki vermeden kabullenmesi ifade
edilmektedir.

o HEH [NTHEIZ] LEOXFHL - £ -

L)  Vasiyet, 'Her sey hanima' diye hanimin yazisi

% Saire ait sehir, yas ve cinsiyet bilgileri yer almaktadir.

10 Takma ad (mabhlas).
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Vasiyeti normal kosulda kocanin yazmasi beklenirken,
eserde hanimin kendi el yazisiyla biitiin mal varligin1 kendisi almak
istemektedir. Asagida torun ile ilgili eserler yer almaktadir. Sair,
torunun goziinde ¢ok yaslt bulunmaktadir. Bu durum, dinozorlari
goriip gormedigini sormasindan anlasiimaktadir. Ayrica, H15CHHEE
(gosenzosama) sozciigii, kendi kan bagindan olan eski atalar1 ifade
eden bir sozciiktiir. Torunu da oldukca yash gordiigii icin ata (cet)
olup olmadigini sorgulamasi esprili bir sekilde dile getirilmektedir.

o fEAWTHEEMMRE HAE D (LHEE)

Bana bakinca, atamiz misin diye torun sdyler

o ZTOEBFERI-/ LM D E R (IR 54 T)

Eski zamanda dinozor gordiin mii diye soran torunun ¢ocugu

Hastalik ile ilgili eserler

Bu kisimda yer alan eserler, yaslilik ile ortaya ¢ikan hastalik,
doktor ve ilag¢ ile ilgilidir. Asagidaki eserde yash kisi, 6glen
uyumasina ragmen doktora gidip gece uyuyamamasindan sikayet
etmektedir.

e BRELT MKIRN¥) LEHIZSV (Osaka, 57,
Erkek)

Oglen kestirip, “Gece uyuyamiyorum” diye doktora sdyleme

e EFHE LIV LT R SH <RI WE (Ibaraki, 80,
Kadin)

Doktordan bile daha ¢ok halimi soran ziyaretgiler

Hasta ziyaretine gelen kisiler elestirilmektedir. Yasl kisi
hastalandiginda evine ziyarete gelen kisilerin doktordan bile daha
cok soru sordugu ve merakli olduklari elestirilmektedir. Ayrica
doktorun da fazla soru sormadigi icin fazla ilgilenmedigi de

anlagilmaktadir.
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o HDEKD LELHENDDITHKLT

I¢ i¢ diye, uzatilan sey sadece ilag (Aichi, 19, Kadin)
o MAHMNMBENGIIINDLE (M Hik)
Icki masrafinin, alkolden ilaca déniistiigii yas

o TH—HMNIHETr—FTHITY (FnlE &+
Tatl olarak, 6nceden pastaydi simdi ilag

o EBWNDHLITSXDHEEPOHRE (HEFBET)
Yaslanmak demek, artan ilaglar ve azalan hafiza

Yukarida yer alan eserlerde yashlik ile birlikte ©onceki

aliskanliklarin degistigi goriilmektedir. Onceleri igmesi i¢in uzatilan
seyin i¢cki olmasina karsin simdi onun yerini ilacin aldig1
belirtilmektedir. Onceden tatl olarak pasta yenmesine karsin simdi
yemek sonrasinda ila¢ icilmektedir. Ayrica yaslanmak, ilaglarin
artmas1 ve hafizanin azalmasi seklinde ifade edilmektedir.

o [H91ED) ATV THSKH X (1 0F)
'Artik biraktim' siirekli tahlille hastalik artiyor

o JIAZETNILNFROHME ik H)
Sinif bulugmasi, herkes hastaliginin uzman doktoru

o FHNICIIEABHAT OOV (EH —HE)
Hastaligim hakkinda, doktoru aratmayacak bilgim var

o HACHMIT AR HE BIL, FpE (v oY)
Kendini tanitma: Ad, memleket, hastaliklarim

o JRIEIZZ L CTREOE A S (i )

Hastalik gegmisim yok diye, sohbet halkasindan ¢ikiyorum
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o MEETIHFBICHSEAR OFE %)

Hastalik olmayinca, konusacak sey bulunmuyor yaslilar
bulusmasi

Yukaridaki eserlerde hastaligi olan kisilerin yaghlar
bulusmasinda konusabilecek konulari olmasi bakimindan sansh
olarak goriilmektedir. Herkesin kendi hastaligi hakkinda adeta
uzman bir doktor kadar bilgiye sahip olduklari ifade edilmektedir.
Ayrica bu toplanmalardaki kendini tanitma adi, memleketi ve
sonrasinda hastaligi sdyleme seklindedir.

o VWX L VFNRITNKUTH Y (AHLEF)
Horlamadan ¢ok, sessizlik endiselendiriyor

o EFLERIIRNSLLIRDIALZ (TE HiliK)
Doktor ve hanimin birden naziklesmesi tedirginligi

o HAEAT—YIRNWTIEHL B (GH 1K)
Dogum giinli, mum {iflerken bag donmesi

o —WFHfFo T4 DNl T3] (REEHET)
Ug saat bekleyip, hastalik ad1: "Yaglilik'

o W ESN LEOEYTIRE B FHVHD
BEN)

'Birakin artik' sadece fazla uyuyunca nabiz 6lgmeyi
e WNDIXZIILHEIL HOLEH(TADLRA)
Agriyan yer: burasi ve surasi aaa hepsi

Gengken rahatsiz eden horlama sesi bile yaslilikta giiven
vermektedir. Sessiz olundugu zaman endiselenilmektedir. Ayni
sekilde fazla uyuyan yasli kisinin 6ldiigiiniin diisiiniilmesi de siirde
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ele alinmaktadir. Uzun siire tahlil sonucu beklenmesine ragmen
hastaligin sadece yaslilik olmasi mizahi olarak dile getirilmektedir.

e BLWOTUEILYAND LT LEDL (fx AHS
¥-) Sicak oldugundan, kumandaya basinca televizyon
acilir

Yasl olan kisinin kumanday1 karistirmasi, klimay1 agmak
isterken televizyonun acilmasi seklinde eserde yer almaktadir.

Unutkanlik ile ilgili Eserler

Unutkanlik, yaghilik doneminde sikga karsilagilan bir
durumdur. Yaslaninca daha da belirgin hale gelmektedir. Gozliik
takili olmasina ragmen, gozIliigiin yerini sorma, not aldig1 defterin
yerini unutmamak i¢in not almanin gerekmesi gibi durumlar ile
ilgilidir.

o MRELMNITIRSEIX & Z 72 & FEITFAE (Fukuoka, 86,

Erkek)

Gozlik takili, “Gozligiim nerede?” diye hanima sorma

o ATMROLEWVGAICLATNEDS (Bl #F&

Not defterinin konuldugu yer i¢in bile not gerekiyor

o NRRT— K BAIRES T BT H A

Sifreler, hepsi farkli hepsi yanls (5 TY A E D)

o L IAToOT BFREE S FEWAK (R VA1)

Nereye gitti? Sifreleri yazdigim kagit

o MENENLIELATELACGEE %)

Unutkanlik eskiden beri vardi diye kendini avutma

o THFHENLUEELLO (THE )
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Adimsayarin yaridan fazlasi bir seyler aramayla

Sifreyi hatirlayamama 6zellikle de girilen sifrelerin hepsinin
yanlig olmasi, sifre yazilan kagidin kaybolmasi seklinde eserlerde
yer almaktadir.

o ZAHLITRVWHEFICE XIS (LA BT
Merhaba, hatirlayamadan hosca kal

Yukaridaki eserde uzun siiredir goriisiilemeyen arkadas ile
karsilasildiginda samimi bir sekilde merhaba diyerek konusulmasina
ragmen, adin1 hatirlayamadan vedalasilmasi ile ilgilidir.

o BN LENRL IR OHE (AA HE)
Yedigimi unutmayayim diye tuttugum kiirdan

o IENSTMERERIENENTZD (T U R)
Lezzetliydi, ne yedigimi unuttum ama

Yemek yedigini unutmamak i¢in elinde kiirdan tutma,
lezzetli bir sey yedigini bilmesine ragmen ne yedigini unutmasi da
eserlerde konu olarak yer almaktadir.

o MENRUVERLTOMICAIZEN (LA FEIE)
Kagit ve kalem ararken dizeyi unutmak

o ETHolBWAIE o7eiiiEnL (AR #Ri)
Yatarken diislindiim, iyi misraydi ama sabah unuttum

Senrylu siiri yazmak ic¢in kalem ve kagit ararken siirin
unutulmasi veya gece diisiindiigii siiri sabah hatirlayamamasi da
unutkanlik 6rneklerindendir.

Uzun yasam ile ilgili Eserler

Asagida yer alan eserler uzun yasami mizahi olarak ele alan
eserlerdir. Her sene artik bittim diye sdyleyen kisinin, 10 yildir
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saglikli bir sekilde yasam siirmesi ifade edilmektedir. Ayrica,
oldukca yasgh olarak goriilen kisiye yast soruldugunda sairin
kendisinden kiiciik oldugunu G&grenmesi eserdeki ironiyi
olusturmaktadir.

o [HHIF A SoTI0HE TR TT AR
'Artik bittim' diyeli on y1l oldu, saglikliyim.

o REIZFEZMWZOHMDOT (Kanagawa, 66, Erkek)
Cok yasliya, yasini sordugumda benden kiigiikmiis

o NTZWMETTHLXRUTTLHEE (NI E7F)

90 yasin1 gegsem bile umursarim Cin mali

Yukaridaki eser, Japonya'da Cin’den gelen bazi1 yiyecek
iirlinlerinin insan sagligini tehlikeye atmasi ile ilgilidir. 90 yasim
gecmesine karsin hala sagligina dikkat ettigi goriilmektedir.

o BEOMRNR MR BAE L A B
Oliim siiri bir tiirlii yazamadim diye uzun yastyorum

Japon kiiltiriinde &% 1 (jisei) adi verilen genellikle
samuraylar tarafindan yazilan Olim siir tirii bulunmaktadir.
Yukaridaki eserde de 6lmeden hemen Once yazilan Oliim siirini
yazmadig1 i¢in uzun yasadigi ifade edilmektedir.

Oliim ile ilgili eserler

Bu kisimda yer alan eserler 6liim ile ilgilidir. Aniden 6lmek
isteyen kisinin hala doktora gitmesi ironi olarak yer almaktadir.
Hayatta iken kiymeti bilinemeyen kisilerin 6ldiikten sonra dviilmesi
konusuna da deginilmistir.

o Ko7 EMEmWHIZEZEE BIL E—)
Aniden 6lmek istesem de doktora gidiyorum
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o O THNIRFFTEDOLND (LA k)
Ben bile 6liince, bagsagliginda dviiliirim

Japonya’da yeni yil kart1 gonderme gelenegi bulunmaktadir.
Asagidaki eserde de yash kimsenin yazmak istememesine ragmen,
kendisini yeni yil karti gobndermek zorunda hissetmektedir. Bunun
sebebi olarak, gondermediginde Oliim sdylentisinin ¢ikacagini
diistinmesidir.

o FERHEPFICWELIETH (AF B
Yeni y1l kart1 gondermeyince, 6liim sdylentisi

o TANALIIHEHEMEONEDLY 3K ELR)
Alblimde 'cenaze toreni i¢in' diye, ayrag var

Yukarida yer alan eser yash kisinin, dldiikten sonra cenaze
toreni i¢in sevdigi bir fotografa ayrag¢ koyarak yakinlarina bildirmesi
ile ilgilidir. Yakinlarinin yasgh kisinin istemedigi bir fotografi
kullanmamalar1 i¢in bir hazirlik niteligindedir.

o HEZHWIELRHETRAESL (B %)

Vasiyet yazmanin rahatlhiiyla uzun yasama

o W\DOIEDLNGT IUTETEAE © DI (&)

Ne zaman 6lecegimi bilsem, birikimimi harcayacagim ama

o [ZTEANF?) IBRAITmD ) LFEKIZEWIINE
)

'Kocaniz?' 'Obon'da donecek' diye dolandirictya sdyleme

Obon festivali, temmuz ve agustos aylarina denk gelen
Japonya’da olen ruhlarin diinyay1 ziyarete geldigine inanilan bir
Budist bayramidir. Eserde dolandirmak ig¢in arayan kisinin,
kocasmin nerede oldugunu sormasina cevap olarak, karisinin
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Obon’da donecek demesi esprili olarak kocasmin 6ldiigiinii ifade
etmektedir.

Obiir diinya ile ilgili Eserler
Asagida yer alan eserler Obiir diinya ile ilgilidir.

e HE<HOMHDIBMUEZ 2 72\ (Niigata, 81,
Erkek) Kulagim agir isitir, oteki diinyadan c¢agriy1
duyamiyorum

o DIELOFUSELRWWTHDOHNG

Benim elimi ¢ekistirme 6teki diinyadan (Fukuoka,71, Kadin)
o LOWTIHBIKELEENS UV (BRA HA)

Oteki diinyada arkadasiz diye hanim soyledi

o CRHEL —HEICAS D ERIZE WV JER 4

Oteki diinyada bile birlikte olacagiz diye kopegime dedim

o JRITHFEAT > TRWVDIEE 721 (Tokyo, 51, Kadin)
Seyahati severim, gitmedigim yer sadece oteki diinya

o FHEWEFBMNRITHOME 5D E I (Tokyo, 48,
Kadin)

Yeni yil kart1, yazmazsam 0teki diinyada diye dedikodu ¢ikar

Japonya’da yeni yil karti gobnderme gelenegi giiniimiizde de
devam etmektedir. Yakinlarima ve arkadaslarmma yeni yil karti
gondermeyen kisinin 61diigl distiniilmektedir.

Yashlik ile ilgili Eserler

Bu kisimdaki eserler yaslaninca karsilasilan zorluklar ile
ilgilidir. Zamana ayak uydurulamamasi, baston kullanmak
istenmemesine ragmen ihtiya¢ duydugu i¢in semsiyeyi kullanmasi

gibi 6rnekler yer almaktadir.
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o WATEER A T2 A1F 772> T% (Shizuoka, 70,
Kadin)

Popiiler sézciik, tam 6grendigim zaman modasi1 gecer

o JURFO THITELDEAEZRD (1 ET)
Gurur yapip, baston gerekmez diye semsiye tasiyorum
o T/N—RTHWYLY bFFRL (12—
Magazada, aligveristen ¢cok sandalye arama

o AR OVL P EEREO O (A [H36)
Adim sayaci, say1 artar ama mesafe artmaz

Asagidaki eserde yaslt kisinin dolandirilma ihtimalinin
olmasi sebebiyle yanina kartini, telefonunu almamasi ve zarara
ugramamasi ifade edilmektedir.

o W—RFv, F=FAbT v, ET

Kart yok. Telefon yok. Zarar da yok. (Jf] HH X 1)

o FEFVIZELMMIZRITNY (IR #HiR)
Yagliliga uzanan diinya tuzaklarla dolu

o ERIZLELEZLEOEF (KIR)

Yaslilik i¢in birakilan hayaller de hayal kald1

o MEHUNTHRCD -~ TZRW (Ul 1)
Duymayinca, yanimdakini taklit edip sahte bir giiliis

o HEMINMEO VI RESTSAA V(Y 3 VIiTIT)
Isim okunur, kimse kalkmazsa muhtemelen benim

o BEHELTHIZEAIT DV T A& (Al Fi)

Selam verirken hep birlikte sendeleyen sinif bulugmast
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e [7T—2 LTy LI TITTVENE (LD B
i)
“Aaa yap” onceden agk ile, simdi yasl bakimi

Yaglilikta duymayinca etrafina belli etmemek igin
yanindakilere uyarak sahte giilimseme ve onceleri romantik olarak
yemek yerken esinin agzini agmasini istemesi, sonralar1 yaslh
bakimina doniismektedir. Yillar sonra sinif arkadaslariyla bulusunca
Japonlarin  egilerek selamlamalar1  sirasinda hep  birlikte
sendelemeleri de mizahi olarak ifade edilmektedir.

o KDHLFLIFHOOLNTFOEREZ (KR ALHE)
Estetik bir yazi1 diye 6viildiim elimin titremesi

Yash kisi eli titreyerek yazi yazmasina karsin, yazisi estetik
olarak goriilmektedir.

o THIVFORE I TERSAE UM FHiH)
Iceriginden cok harflerin biiyiikliigiine gore sectigim kitap

o EPEFITEMNTHIK N~ &8 % (Saitama, 62, Erkek)
Zengin biri, son zamanlarinda akrabalar bir anda artar

o KAV MIMHoTWVNEL BEEIC (FUEE)
Puanlar kullanabilirsiniz diye, vasiyetime

Eserde son zamanlarini yasayan zengin kisinin akrabalarinin
bir anda artmasi ve mirasindan yararlanma umudu ele alinmaktadir.
Giinliik hayatta biriktirilen puanlar1 kullanan kisi, 6ldiikten sonra da
yakinlarina vasiyetinde bu durumu yazacagini belirtmektedir.
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SONUC

Bu calismada ele alinan siirlerin, yaglanma, giinliik yasam,
saglik sorunlar1 ve bireysel mizah konularini bir araya getirerek
okuyucuya hem diisiindiiriicii hem de giilimseten bir bakis agisi
sundugu goriilmektedir. Eserler, “aile, hastalik, 6liim, obiir diinya,
uzun yasam, yaslilik, unutkanlik basliklar1 altinda analiz edilmistir.

Yaglhilikla birlikte ev- hastane arasindaki yasam, artan
hastaliklar, duyma, gérme sorunlarinin yasanmasi, artan ilag
kullanimi, azalan hafiza, unutkanlik vb. yasamin rutin sikintilarinin
eserlere yansitildigr goriilmektedir. Bu unsurlar, yaglanmanin somut
ve soyut etkilerini mizahi bir dille ortaya koyarken, bireyin giinliik
yasamindaki herkes tarafindan empati kurulabilen durumlar olarak
dile getirilmektedir.

Aile bireyleri ile ilgili olan eserlerde hanimin kat1 ve nazik
olmayan tutumlar1 dikkat ¢ekerken, obiir diinyada kocas: ile birlikte
olmak istememesi de ifade edilmektedir. Torun ile ilgili olan
eserlerde ise sair torunu tarafindan oldukca yash olarak
algilanmaktadr.

Sonug olarak, bu siirler yalnizca bireysel deneyimleri degil,
ayni zamanda evrensel yaslanma deneyimini de yansitmaktadir.
Mizah ve ironinin kullanimi, okuyucuya hem eglenceli hem de
diistindiiriicti bir deneyim sunmakta olup; yashlik kavrami giinliik
yasam temalar1 ile toplumsal ve bireysel gozlemler iizerinden
aktarildiklar1 tespit edilmistir.
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