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ABSTRACT

PATRIARCHAL STRUCTURES AND PRACTICES IN TURKEY:
THE CASE OF SOCIAL REALIST AND NATIONAL FILMS OF 1960s

Yesildal Sen, Hatice

Ph. D., Department of Sociology
Supervisor: Prof. Dr. Mehmet C. Ecevit

October 2005, 249 pages

This thesis highlights the significance of patriarchal structures and their
reproduction in women’s social position through the feminist perspective.
Patriarchy is a dominant structure both on production and reproduction sphere.
Patriarchy, which is a dominant structure in every sphere of social life has
material basis and controls both women’s labour and sexuality. With this
framework some concepts such as the types of women’s labour, paid and
domestic labour, family, honour, violence and masculinity are used in order to
understand patriarchy. Patriarchy is not a fixed structure; on the contrary it has
been changed according to the different mode of production and different social
and cultural structures in which it takes place. In the scope of this thesis, the
examples of ‘social realist’ and ‘national cinema’ are analysed sociologically.
The social, economic and political structure of Turkey in between 1960-70 has
some special importance. In addition to that, the institution of cinema had some
important changes at the same period. Meantime, it is important that not many
studies were done in woman’s subordination for this period in Turkey. Not only
woman’s subordination in the scope of patriarchy, but also mutual relations of
men and the role of men in reproduction of patriarchy were analysed in the film
analysis.

Keywords: Patriarchy, Turkish Cinema, Socialist Realist and National Films.
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TURKIYE'DE 1960-70 ARASI ATAERKIL YAPILAR VE PRATIKLER:
1960’LARIN TOPLUMSAL GERCEKCI VE ULUSAL FILMLER ORNEGI

Yesildal Sen, Hatice

Doktora, Sosyoloji Boliimii
Tez Yoneticisi: Prof. Dr. Mehmet C. Ecevit

Ekim 2005, 249 pages

Bu tez, feminist perspektife bagli olarak ataerkil yapilar ve bunlarin yeniden
tiretiminin  kadimin  toplumsal konumun analizindeki Onemine dikkat
cekmektedir. Ataerkillik hem iiretim hem de yeniden iiretim alaninda hikim olan
bir yapidir. Ataerkillik, toplumsal yasantinin her alaninda hakim olan ve maddi
temelleri dolayisiyla tarihsel boyutu olan; kadinin hem emegini hem de
cinselligini denetleyen bir yap1 olarak ele alinmistir. Bu cercevede ataerkilligi
anlamak icin kadinin emek kullanma bic¢imleri —iicretli ve evi¢i emek-, aile,
namus, siddet ve erkeklik vb kavramlar kullanilmistir. Ataerkillik sabit duragan
bir yapr olmayip tersine farkli iiretim bicimlerine, farkli toplumsal ve kiiltiirel
yapilara gore degisik bicimler gosterebilen bir yap1 olarak ele alinmistir. Bu tez
kapsaminda 1960-70 doneminde ‘toplumsal gergcek¢i’ ve ‘ulusal sinema’
anlayisiyla gelistirilen filmlerden ornekler secilerek bu filmlerin sosyolojik
analizi yapilmigtir. 1960-70 donemi genel olarak Tiirkiye’nin toplumsal,
ekonomik ve politik yapisi anlaminda belirli 6zelliklere sahiptir buna paralel
olarak Tiirk Sinemast bir kurum olarak bu donemde 6nemli degisiklikler
yasamistir. Bu donem aym1 zamanda Tiirkiye’de kadin tarihi anlaminda da daha
az calisilan bir donem oldugu icin Snemlidir. Filmlerin analizinde ataerkillik
kapsaminda yalnizca kadinin ikincil konumuna degil erkekler arasi iligkilere ve
bu iligkilerin ataerkilligin yeniden iiretilmesindeki roliine de bakilmistir.

Anahtar Kelimeler: Ataerkillik, Tiirk Sinemasi, Toplumsal Ger¢ek¢i ve Ulusal
Filmler.
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CHAPTER 1

INTRODUCTION

The concept of patriarchy that has been widely discussed in the field of socialist
feminism, notably in 1970’s has come to the forefront as an abstract concept at
this particular period, whereas beforehand, it stood at the periphery. The
coexistence of capitalism and patriarchy has attempted to discuss this in various
forms. In this framework of production and reproduction, especially domestic

labour, the family and paid labour have been discussed.

After this period, post-modern debates have caused Marxism and feminism to
loose their importance, or their actuality, or its power of explanation of sociality.
Nowadays, the concept of patriarchy has been reargued within the concept of
social reproduction. With the contribution of criticism to patriarchy, this
perspective either reconceptualises the labour, or use the concept of reproduction
by underlying the concepts of subjectivity and culture on a material base (Mies,

2001; Ferguson, 1999; Jackson, 2001, Bryson, 2004).

Generally, studies on patriarchy in Turkey are focused on paid labour as this
contributes to emancipation of woman. Domestic labour is also argued in this

context.

The aim of this thesis is to study patriarchy in Turkey between the years 1960

and 1970 via the Turkish films of this particular period. There are two reasons



choosing of this period: Its ignorance in women’s history studies and cinema

movements.

The determining differences of the period between 1960 and 1970 read as
follows: import substituted economy policies; the relative development of
democracy after the 1961 constitution; the engagement of actors in daily politics
from different social segments, and lastly, the proletarianisation and expansion of
the unionist movements on a wide social base. In this period, Turkey was in
search of its specific political line about the policies of modernisation and
westernisation that is criticised widely both on an economic and cultural level,

by a wide-range of critics.

The studies on women’s history were rare, and woman as a subject is invisible in
the period between the years 1960 and 1970. Women'’s history studies are mostly
focused on the last period of the Ottoman Empire and the first years of the
Republic. These policy-oriented perspectives necessitate arguing the problem of

women, both for their own identity as being a citizen.

This study tries to make the analysis of patriarchy related to 1960 and 1970
period by distancing itself from the above perspective. The analysis of patriarchy
will be carried out on the basis of women’s labour, access to the public sphere,
relations in the family, control of sexuality, and violence. The controlling
mechanisms and ways of women’s position in both public and private sphere, in
the production and reproduction sphere will also be elucidated upon. Equally,
both gender and class, as analytical tools, for analysing patriarchy will be used.
Furthermore, in this perspective, it is not only women, but also men and their

relations towards each other will also be analysed.

Within the confinements of this period, I will refer to the cinema, which aids in
understanding the patriarchal thought of that time, although it is evaluated as a

secondary source of official history. I will analyse the films chosen as a woman



spectator with a feminist perspective and a background of absolutely non-formal

education in the cinema field.

Even though the films are artistic and cultural products, they are seen as an
important source from a sociological point of view to understand the social
relations of the period, in which they have been produced. In this context, this

study does not include any classical film studies.

I will make a sociological analysis of the films with a critical point of view by
using feminist methodology but I will not approach the analysis based on
semiology and psychoanalysis, which are used in various feminist cinema
studies. Generally, feminist film studies try to find answer to the question of
“How women are depicted as a subject in films?”” which necessitates focusing on
identity and differentiation. The second aim is to touch on a universal woman
subject from the samples of particular films. Psychoanalytical analyses of films
view women as passive objects of desire, and they also present them in a passive
position to the audience. Its critics refer to this perspective as gaze theory, also
lived through a transformation. This also has been building on ahistorical view
and the universal definition of woman. Semiological analysis has focused on the
elements that affect the form of film, for understanding the representation of

women in camera movements, lightings, editing and so forth.

In fact, this methodological proposition projects the following two challenges. It
accepts cinematic images as legitimate historical materials, in contrast to
understanding formal history, and applies feminist sociological approach, which
has a marginal place, in cinema studies. Nevertheless, I hope that if such a
methodological stance can give voice to the existence of women in history, it is

worth taking the risk.

The period between the years 1960 and 1970 has two important characteristics

from the perspective of the Turkish cinema. Firstly, it is quantitatively the most



productive period of the sector. Secondly, the cinema offers strong relations with
social life. That is to say that, directors had been active in daily politics by being
political actors who have been interested in the social issues of society and
transferring them to the screen. In this way, the samples of ‘social realist’ and
‘national cinema’" that are produced in this period form the sources of this thesis.
Most of these films are rooted in real events and nourished from the social realist
literature. As a result, they increase their significance as the products of social
thought. Sociological analysis of these films with a feminist point of view can
give us some clues about the social, economic and cultural conditions of that

period, as a well as a way of thinking.

It is basically such an interrogation that the following discussion will provide. In
Chapter 11, patriarchy is problematised from different perspectives to form the
perspective of the thesis. Patriarchy is conceptualised as a material basis of
women’s subordination with the analysis of patriarchal structures and practices,
both in the production and reproduction sphere. In this chapter, it is also claimed
that there is an invisibility of women’s labour in Turkey. This means that the
power of patriarchy is fully exercised both in urban and rural areas. The
important data about the invisibility of women’s labour in the period between

1960 and 1970 is about the changes in women’s employment.

Chapter III focuses on the methodology of researching patriarchy via the cinema
with a sociological approach. Firstly, the methodological trajectory of feminist
film analysis which focuses mainly on the “distorted images of women” and “the
lack of femininity” in films will be discussed. Secondly, films will be reviewed
from a feminist point of view as sociological and historical materials. That is to
say that, I will discuss the importance of cinematic images as a part of social

history. Thirdly, the aim and focus of this thesis and the process of choosing the

"I am not using the phrase ‘national cinema’ referring to ‘Islamic cinema’ throughout this study.



films and producing data will be mentioned. Lastly, I will concentrate on the

methodological limitations.

Chapter IV develops on the historical background of social realist and national
cinema movements in Turkey. It provides a presentation of the economic and
political relations characteristic of Turkish society during the period 1960-70.
The development of Turkish cinema until post 1970’s, with a short historical
review, will also be mentioned. Secondly, the rationale of social realism and
national films in the structure of cinema industry; the conditions of film
production and reception will be evaluated. The other main issue is the Turkish
cinema movements and the environment of social thought in the 1960’s and
1970’s that argue that “cinemateque followers are traitors” versus “directors are
not intellectuals™. In this part, the social realist cinema, people’s cinema and the

national cinema will also be discussed.

Chapter V is about the analysis of ten films that are chosen according to the
methodology above. In this part, the discussion is divided into three sections.
First, the patterns of masculinity and crises of patriarchal structures that are
included the films “Gecelerin Otesi” and “Kuyu” by Metin Erksan, “Hizli
Yasayanlar” by Nevzat Pesen will be mentioned. These films can be termed as
‘men films’, as they focus on men and friendships between them on the
narratives (Ulusay, 2004). The second discussion is focused on the gendered
content of the class critique that is analysed in the films “’Duvarlarin Otesi” by
Orhan Elmas, “Ac1 Hayat” and “Suclular Aramizda” by Metin Erksan. Films in
this group are based on the criticism of the upper class by always using women
as a tool to achieve their aim. Third, the focus will be on the reproduction of the
family as an idea within the films “Gurbet Kuglart” and “Kirik Hayatlar” by
Halit Refig, “Kirik Canaklar” by Memduh Un, “Ana” by Liitfi Akad. These films
refer to the crisis of the family and then reunification within a different social

context.



CHAPTER 2

RESTORING WOMEN TO HISTORY BY QUESTIONING THE
LEGITIMATION OF PATRIARCHY

2.1. Introduction

It is important to pay attention the directors’ social position and political
perspectives to find the traces of patriarchy in the films. Actually, Turkish films
of the period between 1960 and 1970 point out the social structure of Turkish
society. Directors represented social problems of Turkey while they were trying
to tell stories of ordinary people. So they, whether consciously or not, put the
women’s condition socially, economically, politically and culturally
disadvantaged in relation to men. Women were portrayed in traditional roles
such as “wife”, “mother” and “housewife”. Being a good wife or a good mother

and housewife was prerequisite for women. Beside, men had an importance of

being a breadwinner for the economic well being of family.

They claimed that they represented social reality and problems of Turkey at that
period. So it seems possible to find the traces of patriarchal thought of that
period in their films, although they were also part of this. In this dimension, there
is the necessity of analysing the films on the basis of conditions of material life
for discussing the situation of women in Turkish society. Why they were doing
social realist cinema, it is supposed that they depicted the real position of women

in society.



The aim of this thesis is based on the idea that understanding of society must be
based on the analysis of conditions of material life and an attempt is needed to
provide feminism with such a materialist grounding for the analysis of films. By
taking into account the contradiction of directors above, analysing the situation
of woman in a materialist ground with a feminist perspective necessitates the

explanation of material basis of women’s subordination.

Patriarchy literally means the rule of father. Weber uses this concept in order to
explain traditional power relationships in pre-industrial societies. By the 1960s,
with the development of feminist movement in the West the concept of
patriarchy has been defined differently as gender relations. This definition means

the system of domination of men over women in every sphere of life.

Feminist thoughts which focused on patriarchy as a system of domination differs
each other about on the basis of patriarchy and how the patriarchy is structured.
In general radical feminism focuses on the reproduction sphere, family and
sexuality whereas Marxist feminism focuses on production sphere and tries to
explain women’s subordination as a result of their class position in capitalist
mode of production. Socialist feminism tries to combine class and gender,

production and reproduction sphere in order to analyse women’s oppression.

2.2. Questioning Patriarchy as Criticism of Social Order

Radical feminism sees women and men as different classes and men always
exploited women through the history in every society. Radical feminists try to
explain how men control women’s body and sexuality. With the slogan of
‘personal is political’ they tries to show the mechanisms of women’s oppression
in private sphere. They have a claim to carry on everything about daily life to the
political sphere. As result of this claim, sexuality, reproduction, fertility, sexual

harassment and rape are the fundamental concepts of radical feminist thought.



Radical feminist theory considers gender as the primary form of social inequality
and rejects Marxism and the concentration on ‘production’. This theory emphasis
the roots of the inequality between men and women rest on the ‘reproduction’
sphere and family. Men and women forms a different ‘classes’ because the first
division of labour in history is the sexual division of labour and this condition
creates a domination relations between men and women which form the first
class divisions in history. Patriarchal structure goes on with this division and this
structure continues of its existence with different mode of production and at the
same time independent from them throughout the history. Oppression of the
women is universal in spite of the differences which based on class, race and

ethnicity.

Firestone as a radical feminist argues that the different biological structures of
men and women are the source of the subordination of women: “Biological
mothering and its concomitant features of menstruation, and the tyranny of
heterosexual reproductive practices are the material base of women’s
oppression” (Humm, 1992:66). Women are compelled to the private sphere
because of their reproductive peculiarity. Therefore they have secondary position
in a society and lack of economical power. Firestone suggests that the
technological development will maintain the control of women over her body
and her reproduction so women can be ‘free’. Firestone tries to explain the
relationship between reproduction and sexual division of labour. But her attempt
is criticised because of its universal aspect and utopian ‘emancipation’ (Humm,

1992:66).

Millet (1987) does not agree with Firestone and argues that the base of women’s
oppression is not in biology but on the contrary in ‘the social construction
femininity’. Millet takes patriarchy as an overarching category of male
dominance. For her, patriarchy is a project of establishing a fundamental system
of domination which independent from the capitalist or any other mode of
production. She states that “There is a deeply entrenched politics of sexuality,

beginning with the reproduction of patriarchy through psycho-social



conditioning in the family which operates in all economic and social structures.”
(Humm, 1992: 61). Patriarchy plays an important role in the hetero-sexual
relationships of individuals because there is a domination of male power in these
relations. So the family as an institution forms the base of the heterosexual power

relations in all kinds of society whether capitalist or not.

Delphy (1992) as a material radical feminist argues that there are two modes of
production; capitalist mode of production and patriarchal/domestic mode of
production. She asserts that patriarchy is a mode of production in which men
appropriate their wife’s labour via the institution of marriage. Delphy uses
Marxist concept of exploitation and sees women -producer- and men —exploiter-
as different classes. Men appropriate their wife’s labour by marriage contract.
Women take place within domestic mode of production and her labour is
exploited by men. Women’s labour is unpaid in domestic mode of production
because of the particularistic production relations between men and women. This
is not related with the quality of the products or the use value of the products.
The marriage contract is also is a working contract which shows that women take
place in domestic mode of production. The marriage contract means absolute
appropriation of labour which is not free. This condition is valid for all modes of
production and in every society through the history. So, for Delphy, patriarchy
has a universal characteristic. Women’s emancipation based on fighting against

men.

Radical feminist theory is criticised because of its universalistic, ahistorical
aspects. Bradley states that “In this view all societies are characterised by male
dominance which is seen as rooted in the family and in particular in women’s

reproductive role.” (Bradley, 1989: 57)

2.3. Explaining Patriarchy on Production Sphere

Marxist feminists focused on production and tried to explain women’s position

according to their class. Women are in a secondary position because they are



obstructed to realise their labour power potential. There will be no women’s
problem after they will belong to working class or their labour will become a
commodity. The main contradiction will be between working class and

bourgeoisie class.

Women'’s issue has been explored firstly by Engels in Marksist tradition. Engels
argues that the main reason of the secondary position of women is private
property. Bourgeoisie women are more oppressed than the proletariat ones
because they have to produce heirs. Conversely, proletariat women do not have
any property. The emancipation of women means joining of women to the labour
power. Capitalism will destroy the patriarchal relations and domestic works will
become socialised in socialist societies. Engels considers the oppression of

women as a part of oppression of labour.

Zaretsky (Hartmann, 1986: 6-7) focuses on the different experiences of men and
women in capitalist mode of production and asserts that gender divisions are
formed by the capital. According to him capitalism creates the separation of
public and private sphere, and paid work and unpaid domestic work. Since this
separation women are excluded from paid work. Both men and women are
differently exploited in a capitalist mode of production because they do not join
labour force in same conditions. Men are exploited because of their paid work
whereas women are exploited because of their exclusion from paid work which
is the main reason of the women’s oppression. The weak point of her
argumentation is that she does not explain why women take place within private

sphere whereas men in public sphere.

Marxist feminism has explained the peculiarity of women’s oppression in two
points: The cost of the reproduction of the labour power is imputed to women’s
unpaid domestic labour. Also, women’s responsibility of reproduction becomes
the reason of their oppression in production sphere. Women’s oppression has
been considered with ‘domestic labour’ and ‘reserve army of labour’ in capitalist

societies. Inquires of the relationship between the family and organisation of the
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production process; and the relationship between organisation of labour power

and sexual division of labour has been done around these two concepts.

For Marx, the aim of controlling labour process needs an industrial reserve army
labour or relative surplus population as a necessary product and a lever of capital
accumulation. In Marx, reserve army labour described as three forms: The first is
the “floating” forms that result from the expansion and contraction of capitalism
and consequent attraction and expulsion of workers. The second is “latent” form
of the reserve army is which composed of workers who have not been employed
in capitalist industry, but who are underemployed in their current jobs as a
consequence of capitalist expansion, such as agricultural workers. The third form
is termed the “stagnant”. This is composed of workers who are in irregular
employment for long hours at low wages. Family is the source of reserve army of
the labour. It is argued that family, in reality, is divorced only from the labour
process but continues to play a vitally important role in the system of capitalist
production as a whole. The implications of this theoretical framework were
offered in respect to advantages of capitalism. Family was functional for capital
as following reasons: The women’s domestic labour within the family functions
to lower the male labour power by producing use values which are necessary
production and reproduction of labour power as a commodity. In this case,
capital pays wages, which are lower than the costs of production and
reproduction, since part of the costs of reproduction are met within the

subsistence economy.

Reserve army of labour criticised in some points (Ecevit, 1985). Firstly the
employment and unemployment of women explained with the need of capital.
Secondly this concept can be valid only for married women. Thirdly it does not
explain the conditions of paid women’s labour. Lastly, it does not pay attention
to the changes of the role and the place of women’s labour in labour market

which depends on capital accumulation.
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The domestic labour debate focused on the economic and cultural significances
of women’s unpaid domestic work. Dalla Costa emphasises the relationship of
domestic labour with capital and the importance of domestic labour in capitalist
societies. She argues that women not only reproduce labour at home but also
they produce surplus value. Because of this condition she states that women

should demand wages for housework.

By demanding wages for housework and by refusing to participate
in the labour market women can lead the struggle against capital.
Women’s community organizations can be subversive to capital and
lay the basis not only for resistance to the encroachment of capital
but also for the formation of a new society. (Hartmann, 1986: 8)

As the previous quotation emphasis, Dalla Costa’s suggestion of ‘wages for
housework’ has both political and theoretical implications. According to her,
politically it plays very important role both in the emancipation of women and in
the formation of new society. Theoretically Dalla Costa makes a contribution to

Marxist feminism by emphasising the importance of housework.

To sum up, Marxist feminism argues that unpaid domestic labour reduces the
value of labour force because women reproduce the labour power without taking
any cost. So wages are below the cost of reproduction and production. Moreover
the idea of family wage creates secondary position for women in the labour
market. It assumes that husbands get wage for whole of family so women’s
labour has been appraised cheap labour in the labour market. Thirdly, women’s
labour has been recognised as a reserve army of labour for threatening labour

force in order to keep wages on the low level.

According to Bradley (1989: 57) Marxist feminism comprehends women’s
position in terms of ‘the needs of capital’ not the benefits of men as a social
group. In other words both domestic work and reserve army of labour are
evaluated in terms of the needs of capitalism. This kind of evaluation criticises
because of its functionalist dimension and economic reductionism. This

economic reductionism leaves out the domestic labour from feminist analysis.
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Women take place in reproduction relations whereas men take place in the
production relations in capitalist system. Consequently patriarchy has been
assumed universal but ahistorical system however capitalism has concrete

historical dimension.

2.4. Analysing Patriarchy with the Togetherness of Gender and Class

Socialist feminist thought accepts the basic premises of Marxist thought and
claims that patriarchy as a different system plays an important role in women’s
exploitation. Socialist feminism has made some criticism to Marxist and radical
feminism during the second half of the 70s. These criticism aims to overcome

sex blindness of Marxism and ahistorical perspective of radical feminism.

Mitchell unites a nonmaterialist account of patriarchy with a materialist account
of capitalism; patriarchal relations determine the sexuality while capitalist
relations determine economy. Mitchell argues that classical Marxism pays
insufficient attention to reproductive functions. She claims that “Women’s
subordination comes as a result more of historical changes in production and
specifically from changes in four structure.” (Humm, 1992: 89). These are
reproduction, production, socialisation of children and sexuality. These four
structures are interdependent to each other and combine in family. Mitchell
contends women’s liberation depends on the radical transformation of these
structures because patriarchy is controlled through culture and unconsciousness.
Therefore the overthrow of patriarchy depends on both material and psychic

revolution.

Barrett (1988) points out that sexual division of labour historically predate
capitalism. So she tries to explain women’s oppression independent from the
general operation of the capitalist mode of production. In addition to that Barrett
agues that women’s oppression takes place at the level of ideology (Barrett,
1988: 20). In other words, she stated that “patriarchy is only one historical type

of male dominance, which may take many forms” (Bradley, 1989: 53). Barrett
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argues that it is specifically the institution of the nuclear family to enable men’s
to dominate women not simply men’s greater economic power over women. This
is because the family or Barrett’s term ‘“family-household system”, controls
women’s access to paid labour by handicapping her as a reproducer and pleaser
of men (Barrett 1988). The institution of the family creates and constructs a
sexist gender ideology making inevitable the sexual division of labour because
women’s roles at work and at home reinforce each other. In other words she
emphasises “the way in which ideology has a pivotal role in the construction of
gender, particularly through the institution of family and the ideology of
familialism” (Freedman, 2001: 49).

There has been a tendency to locate the oppression of women principally at the
level of ideology and easy to see how the autonomy of ideological processes
have been seized on by feminists concerned to emphasise the importance of
gender division in the capitalist social formation. Rejection of economism led to
a radical re-prioritising of ideology in which the question of gender division can
be situated. It has become possible to accommodate the oppression of women as

a relatively autonomous element of the social formation.

Women’s oppression generally analysed in two theoretical frameworks in
socialist feminist tradition. Both of these approaches accept that patriarchy exists
before capitalist mode of production and it has a different form with the capitalist
form of production or it articulated with capitalist mode of production
differently. So any kind of analysis of patriarchy should include the relationship
between the patriarchy and capitalism. The first one is the unified systems theory
and the second one is dual systems theory. Unified systems theory tries to
integrate “class and gender analysis into a totalistic theory of capitalist patriarchy

or patriarchal capitalism” (Bradley, 1989: 58).

Young, who is the unified systems theorist, suggest that ‘gender division of
labour’ should be the main category in order to explain women’s subordination

which should be analysed within the unification of patriarchy and capitalism
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(Tong, 1989). She states that “the project of socialist feminism should be
combining the insights of Marxism and feminism into a unified theory which can
understand capitalist patriarchy as a single system in which the oppression of

women is a core attribute” (Bryson, 2004: 20).

Jaggar (Tong, 1989; Bryson, 1992) argues that capitalism and patriarchy are
inseparable structures. Both production and reproduction which includes
sexuality and conditions of procreation should be taken together in order to
understand women’s oppression. She uses Marx’s concept of alienation in an
extended way. According to Jaggar alienation is not only used to explain the
relationships in paid employment and the family but also “it involves a loss of
control over production and sexuality and the provision of emotional and
material support to men in a form that denied women’s own needs” (Bryson,
1992: 241). There is a ‘disguised’ alienation in the family because relationships
within the family are not based on money. “Men benefit emotionally, sexually
and economically from this concealed alienation; they will therefore resist any
attempts to commercialise women’s services” (Bryson, 1992: 241). Jaggar
claims that the impoverishment of human relationships under capitalism and
women’s economic dependence are the source of alienation. The overcome of
alienation and liberation of women will be possible if the modern physiological
knowledge and reproductive technology will use in order to freeing reproduction

and sexuality.

Eisenstein (1999) uses the concept of “capitalist patriarchy” in order to define the
system of oppression. Capitalist patriarchy means that “the existing mutual
dependence of the capitalist class structure and male supremacy” (Eisenstein,
1999: 196). She argues that the political analysis of socialist feminism should
focuses on this “interdependence” of capitalism and patriarchy. Eisenstein asserts
that understanding of ‘differential power among women in terms of their relation
to men and the class structure” necessitates new conceptual tools. In

consequence, she develops some categories in order to highlights the distinctions
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among women in terms of their work in the family and the paid labour force.

These are;

(1) working women outside the home, distinguishing professional
from non-professional; (2) houseworkers, distinguishing
housewives from wealthy women who do not work; (3) women
who are houseworkers (housewives) and also work outside the
home; (4) welfare women; and (5) unemployed women (Eisenstein,
1999: 212).

In addition to that Eisenstein also highlights the importance of the martial status

of women and race.

Contrary to Eisenstein, Mcdonough & Harrison (1978: 17) use the concept of
patriarchy in a materialist context. They talk about a two-fold definition of
patriarchy: the first is the control of women’s fertility and sexuality in
monogamous marriage and the second is the economic subordination of women
through the sexual division of labour and property. In capitalism, capitalist

relations of production dictate patriarchal relations.

Dual systems theory asserts that capitalism and patriarchy are separate systems
so they must be analysed separately; but at the same time they are interrelated
systems. This approach aims to combine a Marxist class-based analysis of
capitalist production with a radical feminist account of gender relations under
patriarchy. As Bradley states that dual systems argues that “Class cannot be
reduced to gender or gender to class. Each must be theorised separately, although

at any given historical moment they are found interacting.” (Bradley, 1989: 59).

Hartmann, like Barrett, claims that patriarchy predates capitalism. According to
her sexual division of labour or job segregation by sex is a crucial factor in
women’s subordination throughout the world. Hartmann uses the theory of
“dual systems” of economics and argues that the two systems of patriarchy and
capitalism are distinct but these are interacting forms of oppression because both

help men to maintain power by wage differentials, by segregation at work, by the
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concept of family wage (capitalism) and by assigning women to the domestic
sphere and appropriating her domestic labour (patriarchy).' As Bradley states,
Hartmann tries to find material base for patriarchy and “trace out the different
forms taken by ‘men’s control over women’s labour power’ in different

historical stages.” (Bradley, 1989: 54)

Hartmann (1986: 18) contends that capitalist development creates hierarchical
structures for workers but it does not determine ‘which places are filled by
whom’. Conversely gendered and racial hierarchical structures establish ‘which

places are filled by whom’. Hartmann defines patriarchy as

A set of social relations between men, which have a material base,
and which, though hierarchical, establish or create interdependence
and solidarity among men that enable them to dominate women.
Though patriarchy is hierarchical and men of different classes,
races, or ethnic groups have different places in the patriarchy, they
also are united in their shared relationship of dominance over their
women; they are dependent on each other to maintain that
domination. (Hartmann, 1986: 15)

The material basis of the patriarchy is the controlling of women’s labour power.
Men prevent women to reach some critical productive resources such as waged
labour and also control women’s sexuality. Monogamous heterosexual marriage
is the main institution for controlling of women’s labour power and sexuality.

(Hartmann, 1986: 15)

Because women are often financially dependent on men, they
cannot refuse to do this unpaid work in the home; and in type of
vicious circle, the fact that women do unpaid work in the home acts
as a barrier to their accessing training and better employment. In
addition, men control women’s sexuality and reproductive
capacities and thus determine when they will have children and in
what conditions, which again limits women’s access to well-paid
jobs. (Freedman, 2001:50)

! Hartmann explored her ideas about patriarchy on her article “The Unhappy Marriage of
Marxism and Feminism. There were some discussions about this article; they were edited by
L.Sargent in The Unhappy Marriage of Marxism and Feminism: A Debate of Class and
Patriarchy.
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Hartmann (1986: 18-19) identifies the most important elements of patriarchy in
capitalist societies. These are heterosexual marriage (as a result homophobia);
childrearing and domestic work as women’s work; economic dependency of
women to the men (supported by the arrangements in the labour market); the
state; institutions which based on the relationships between men such as clubs,
unions, sport facilities, universities, firms, churches and armies. Moreover she
asserts that these elements should be explored in order to understand patriarchal
capitalism. The relationships between men are very crucial on realisation of

patriarchal relations in capitalist societies.

Hartmann’s attempt to theorise patriarchy is criticised on some points. According
to Beechey her approach has certain problems and difficulties: while sexual
division of labour was treated as external to capitalism; capitalism was narrowly
defined, and gender divisions were treated in a universalistic manner (Beechey

1987).

Bradley (1989) also criticises Hartmann because of her sexist point of view.
According to her, Hartmann defines patriarchy in terms of relations between
men; the relations between men and women have a secondary place in
Hartmann’s formulation. Moreover Hartmann’s attempt to find out the material

base of patriarchy shows her approach’s economic reductionism:

“the location of the material base in the analysis of ‘labour power’
gives privilege to the theorising of production, ignoring other
aspects of the relations between men and women that go on in the
family and elsewhere: the dominant role of men in sexuality for
example.” (Bradley, 1989: 54)

The initial tendencies to meet Marxism and feminism during the early seventies
became widely critical topic in the climate of 1980s. Theoretical performance of
1980s, however, is to start by accepting the Marxist categories as sexists, not just
as sex-blind. Therefore, meaning of the combining the Marxism and the

feminism reinforces the idea that women’s oppression is merely a supplemental
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topic to the major concerns of Marxism because dual systems theory did not

challenge the framework of Marxism seriously enough (Nicholson, 1987).

One of the consequences this sort of criticism is the effort of re-historisation of
the Marxist categories. Nicholson’s arguments specifically about production is
seem to be very interesting in terms of the production-reproduction dualism that
constitutes main dilemma for the socialist feminist theory. For her, using the
category of production or labour to designate only the making of concrete
material objects in a modern factory is “one of the unnecessary tragedies of
Marxian theory”. While Marxist theory emphasizes the historical and contingent
nature of the capitalist mode of production, with the emergence of capitalism, the
economy became ‘“defamilialized”. Pre-capitalist modes of production carried on
not only the consumption but also the production of large numbers of
commodities in the confines of kinship units with the industrialisation process,
the family lost its functions of production and became increasingly a unit of
reproduction and consumption alone. Feminists can thus find in Marxist theory a

powerful framework for analysing the historicity of kinship relations.

On the other hand, categories of production and economy, which properly
characterize capitalism alone, are generalized across cultures and history. The
result, Nicholson (1987) argues, is the narrowing down of the concept of
production to the production of food objects and commodities alone. The concept
of production is interpreted as necessarily distinct from “reproduction”, thus,
aspects of capitalist society are falsely universalised and gender relations in both
pre-capitalist and capitalist societies are obscured. Thus, for Marxist theory
“gender” becomes irrelevant as an indicator of class status although in pre-
capitalist relations, gender is very fundamental class indicator, and although the
separation of the economic from the family and household remains incomplete

within capitalist society.
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Walby (1990) tries to overcome these criticisms and develops more
comprehensive understanding of patriarchy. Walby (1986 cited in Ramazanoglu,
1998) states that the main weakness of Marxist feminism is the assumption that
there is a harmonious articulation patriarchy and capitalism because Marxist

feminist analysis does not contain understanding of conflict.

The exploitation of women’s labour is the main subject of the tension between
capitalism and patriarchy. Because of the patriarchal structures, women’s labour
is cheaper than the men’s labour, so capitalists have interests in the employment
of women. But patriarchal strategy resists this condition because its existence
depends on the exploitation of women’s labour in the household (Walby,

1990:185).

According to Walby gender discrimination can be explained by intersection of
patriarchal, capitalist and racist structures on women’s labour. This approach
combines the different parts of women’s life and focuses on the historical
relationships of them. (Ramazanoglu, 1998:63) “Gender relations cannot be
understood outside an analysis of patriarchy, capitalism and racism. The other
side of this claim is that the form of class relations cannot be appreciated outside
an analysis of patriarchy, and that changes in capitalism cannot be explained
without an examination of its intersection with changing patriarchal relations.”

(Walby, 1990: 198)

Walby (1990: 20) defines patriarchy as ‘a system of interrelated social structures
in which men dominate, oppress and exploit women”. According to her,
patriarchy is formed six structures: patriarchal mode of production; patriarchal
relations in paid work; patriarchal relations in the state; male violence;
patriarchal relations in sexuality; and patriarchal relations in cultural institutions

such as religions, media and education.

Firstly patriarchal mode of production takes place in the household in which

housewives are producing class whereas husbands are expropriating class
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(Walby, 1990: 21). Secondly, patriarchal relations in paid work takes place at the
economic level. Here, patriarchal strategy is the exclusion of women from better
jobs and segregation of them into the worse jobs. Thirdly, the state is
characterised by the patriarchal, capitalist and racist structures. It plays an
important role in the solution of the tension between patriarchy and capitalism
about the exploitation of women’s labour (Walby, 1990: 50). Fourthly, male
violence means rape, wife beating, sexual harassment etc. “Male violence against
women is systematically condoned and legitimated by the state’s refusal to
intervene against it except in exceptional instances.” (Walby, 1990: 21). Fifthly,
patriarchal relations in sexuality are characterised by heterosexuality and sexual

double standards for men and women.

Heterosexuality is an important patriarchal structure. The form of
control of women through sexuality has changed, nor merely a
substitution of one form of control for another equally pernicious.
There has been a move away from the rigid private from of control
women’s sexuality towards one that is freer and more public. (1990:
127).

Lastly patriarchal relations in cultural institutions are based on the representation

of women via patriarchal gaze.

Walby argues that although these six structures are relatively autonomous, they
have ‘causal effects upon each other, both reinforcing and blocking’. Moreover
she states that any studies on patriarchy should include not one but several of
these structures in order to avoid reductionism and essentialism. (1990: 20). For
this, Walby gives an example of sexual harassment in order to show the
relationship between gender patterns of employment and patriarchal sexual
practices. “Sexual harassment acts both to control women with work and to

exclude women from certain types of work.” (1990: 52).

Walby identifies two forms of patriarchy, private and public. The differences
between them are based on ‘the relations between the structures’ and ‘the

institutional form of each structure’. (1990: 178)
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Private patriarchy is based on household patriarchy. Individual patriarchs who
are husband and father expropriate women’s labour; and they individually and
directly subordinates women. There is an exclusionary patriarchal strategy in
private patriarchy and this strategy is carried on with the support of other

patriarchal structures.

“Public patriarchy is a form in which women have access to both public and
private arenas.” (Walby, 1990:178). Public patriarchy is based on public sites
such as employment and state. There is a collective expropriation of women’s
labour. Public patriarchy based on segregationist and subordinating patriarchal

strategies.

Six patriarchal structures exist both in public and private structure. The change
from private to public patriarchy means the change the relations between six
patriarchal structures and within the structures. Moreover it also refers to which

structure will be dominant. (Walby, 1990: 177).

The transformation from private to public patriarchy has created some changes
on those six patriarchal structures. The main control is over reproduction not the
detention of women in household structure. Patriarchal strategy has changed
from exclusionist to the segregationist for women in paid work. State
subordinates women rather than exclude them. Women’s sexuality did not
controlled individually by their husband; on the contrary it is controlled publicly.
Cultural institutions did not exclude women any more but they subordinate them.

(Walby, 1990: 179)

Walby makes a very comprehensive definition of patriarchy which tries to
combine both the Marxist and radical feminists’ approach to patriarchy.
Although she studies Western societies especially England it may seem possible
to use her point of view for non-Western societies. It is important here this
comprehensive point of view in order to understand the patriarchal structures

which are represented in Turkish cinema.
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Kandiyoti’s definition of patriarchy is also crucial in this study. Kadiyoti (1997)
states that there is a classical patriarchy in Turkey as in the Middle East and in
big part of South and East of Asia. Classical patriarchy depends on the older
men’s authority in patrilineal extended family. The structural characteristics of
this kind of patriarchy are patterns pf respectability depends on age; different
hierarchies for women and men, gender based range of activities; gendered
spatial structures; expropriation of women’s labour and production capacity by
their husband’s ancestor (Kandiyoti, 1997: 170). In addition to that she there is a
Collective control of women’s sexuality and the reputation of men depends on

women’s chastity

One way of understand how patriarchy functions in daily life is to look at the
social relationships. For this concern, not only the relationships between women
and men are important but also the relationships between men are very crucial.
According to Kandiyoti (1997) the hardening of the control of womanhood
means the permanency attributes of femininity. It is not possible to say it for
masculinity. Masculinity is a statue which is not given and permanent. On the
contrary it is achieved and there is always danger of to lose it. So men always
must prove and expose their masculinity. This condition might be one of the
causes of dangerousness of women’s sexuality. When the women’s behaviour is
interpreted as a threat to masculinity, violence becomes the tool of obedience.

(Kandiyoti, 1997: 73-75).

With this theoretical base I will firstly focus on the studies about women’s labour
and employment in the next section in order to maintain historical bases for the
analysing films. I will try to give the relationships between patriarchal structures
in Chapter 5 which aims to analyse Turkish cinema between 1960 ad 1970.
Studies on women’s labour and employment in Turkey began in the midst of
seventies and it was influenced by the second wave of feminist movement and
also feminist literature in the West. These studies which increased rapidly in

1980s and reached today, dealt with relationship between women’s labour and
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employment, causes of the low participation of women in labour force, women’s
employment attitudes and status, sectoral distribution and the rates of

participation women in the labour force.
2.5. Invisibility of Women’s Labour in Turkey

The participation of women in the labour market and the percentage of women
with paid work in many developing countries are lower than that of the
developed countries. Additionally, general relevant statistical data on gender
basis is lacking. (Kardam and Toks6z, 2004) In this context, Turkey, as a

developing country, shows similar characteristics other developing countries.

In relation with this problematical context, Ozbay (1998: 150-151) states that
since there is no reliable written data which documents the increase in
employment among women that started to be discussed during the First World
War, any study has to consider this shortcoming. Another important point to be
taken into consideration is that in spite that the majority of working women in
this period were employed in agricultural production, the conventions about the
increase in employment refers to women working in non-agricultural

occupations.

These debates came into limelight when urban middle class women of the period
began to work as civil servants, in state institutions, exclusively men’s domain at
the time, and working class women began to work in textile factories. Women
began to work intensively in these paid and formal works, which are known as
“men’s job” (Ecevit, 1998; Ozbay, 1998).> This situation which involves
women’s in working life is realised positively by society and is encouraged by
the intellectuals and the government (Cakir, 1994). Ozbay (1998: 151) extends
on the argument by pinpointing that "in this period to work in formal jobs is

considered as an indication of ‘modernity’ and ‘emancipation’ even for

% Shorter (1986 cited in Ozbay, 1998: 151) thinks that, at the beginning of the century, this short
term increase in women’s employment in the formal sector occurred mainly in Istanbul due to
demographic reasons.
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intellectual and feminist women. But, most of the women were fired by the end

of the war".

It is seen that since these arguments highlight the formal sector, whereas there
was no evaluation done on the women who work in the informal sector.
However, in this period, as Johnson (1995 cited in C)zbay, 1998: 153) explains in
his Istanbul study, there was an increase in the number of women working as

maidservant or charwoman in the informal sector.

2.5.1. Changes of Women’s Employment from Rural to Urban

In the early years of the Republic, the evaluation of women’s employment,
women in rural areas were not taken into consideration, in contrast to women
who were employed in non-agricultural sectors. This is very relevant to the
conceptualisation of Kemalist reforms that conceptualises republican women as
being educated, open minded and liberated. It would appear that there is lack of
concern with rural women who are not embraced in the general picture of the
Republic. This particular group is seen as inward looking, uneducated and
unliberated. This state of affairs had an impact on the women’s movement at that

time as the main target was the middle class women.

The interest on the agricultural production and peasants came to the fore in
1930s. Starting with this period, the women who formed more than half of the
work force in agricultural were considered as being unpaid family workers and

also included in statistics:

Intellectuals-male of this period almost never mentioned peasant
women labour in their articles about peasantry and peasants’
economy in periodicals like Kadro, Ulke, Yurt and Diinya. The
‘Peasant’ concept was used only for men (Ozbay, 1998: 155)

Moreover, it is seen that women’s labour was included into the first peasant

researches (Berkes, 1942; Stirling, 1965 cited in Ozbay, 1998: 155).
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The composition of women’s labour both in agricultural and non-agricultural
sectors between 1950 and 1970 are as follows: During the 1950’s it can be seen
that 80% of the active labour force population works in agriculture and women
as being unpaid labour force in the family made up more than 50% of the

agricultural population (Kazgan, 1979: 139).

Table 1. 15+ Aged Women’s Participation in Work Force (%)

Total Active Population Non-agricultural Active Population

The rate of The rate of | The rate of labour The rate of non-
Years women’s women in force in non- agricultural active
participation in | total labour agriculture in population in total
labour force force women labour active population
force
1950 81.5 47.0 3.5 17.8
1955 72.0 43.1 3.9 19.8
1960 65.3 40.3 4.7 26.5
1965 56.2 37.9 4.0 28.2
1970 453 375 10.0 34.8
1975 37.0 352 10.4 37.8

Source: Kazgan (1979: 162)

Table 1 demonstrates that in 1950, 81.5% of 15 years old plus are in work. In
this context, women constitute 47% of the total number of those in work. This
percentage seems very close to the number of working men within the work
force. Only 3.5% of the active women work in non-agricultural activities.
According to Kazgan (1979: 139-140), although the level of urbanisation and
industrialisation is still very low, the percentage of the active population who

works in non-agriculture seems to be only 17.8%.

In 1975, 15 years and older women’s participation in the work force declined
rapidly to 37%. Working women, within this percentage constitutes 35.2% of the
total number of working people. In spite of this striking fall of the proportion of

women’s participation in the work force, the proportion of active women
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working in the non—agriculture sector does not perceive the same swift. The
proportion of women in employment has fallen systematically and rapidly since
1950’s onwards, in parallel with the decline of the proportion in agriculture
activity. One of the reasons of this decrease is due to an observable increase in
women and child migration. Furthermore, the enlarging structure of the informal
sector’ and the growing unrecorded economy can be also taken into

consideration (KSSGM, 1999: 21).

In 1955- 1970 period, the rapid shift from rural to urban areas caused this sharp
decline inn the participation of women in the labour force. In this context, most
of the women who used to work in agriculture areas as unpaid family worker
have relocated in the urban work force. (Makal, 2001: 123) According to Makal,
while making these evaluations, one needs to take into account that statistics do
not necessarily reflect accurately the situation of women who work in urban and

rural areas.

Since 1950’s the process of migration from rural to urban areas results in the
change in women’s labour and employment, which in itself exposes two
significant phenomena. One of these has been the phenomenon of “feminisation
of agriculture” as a result of the migration process based on men’s mobility
(Ecevit, 1994, Kandiyoti, 1997; Ozbay, 1998). In addition, those women who
work in rural areas as unpaid family worker take a ‘housewife’ role after
migrating to the city as they tend not to be participants in the labour markets

(Makal, 2001; Kazgan, 1979, ilkkaracan, 1998).

The debate of the phenomenon of ‘feminisation of agriculture’ started in 1970’s,
thanks to the analysis of the intense rural transformation process. In this period,
feminist analysis related to women’s labour in rural areas also took place. In
these works, the main issues were the concentrated use of women’s labour in

agriculture and the phenomenon of ‘feminisation of agriculture Studies on

? 1960 ve 1970’li yillarda enformel sektér genellikle kirdan kente yeni gog edenlerin “gegici’ is
faaliyetleri olarak belirmektedir. (Demir, 1995: 78)
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women’s labour and employment in Turkey began in the midst of the seventies
and were influenced by the second wave of the feminist movement and also by

feminist literature.

These studies, which saw a rapid increase from 1980s till the present day, dealt
with the relationship between women’s labour and employment, reasons of the
low participation of women in the labour force, women’s employment attitudes
towards employment and status, sectoral distribution. According to Ozbay (1998:
157), chief factors in the feminisation of agriculture tests on land ownership in
agricultural production, the kind of the agricultural product, and technological
level of means of production. It can said that the ‘feminisation of agriculture’ in
small land-owner families produce for the market, or/and rural peripherals, who

cannot afford themselves agricultural products or/and in landless families.

Kandiyoti (1997: 61) also points out to the phenomenon of ‘feminisation of
agriculture’ in such a way that, since the migration to the cities is a men-
dominated process, women who stay in the villages are required to do more work
than previously expected. She also indicates that, men who work as marginal
small producers in agriculture migrate to urban areas to look for temporary or
permanent jobs, so that they could earn additional income. These circumstances,
entrusted the responsibility to women in agricultural work, and created the
concept of ‘feminisation of agriculture’. Additionally, as well as agricultural jobs
where women work intensively, non-agricultural production such as carpet

weaving is also linked women’s work (Ayata, 1987; Kandiyoti, 1997).

Another change occurred as a result of the migration from rural to urban areas.
Rural women, formerly working as unpaid family labourers become ‘housewife’

by being pushed out of the work force.

Kazgan (1979: 141) indicates that in the second half of the 1970’s, women who
worked in the urban areas constituted 11% of the urban work force; most of the

urban women’s main function was that of a ‘housewife’, and they were not
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employed in the labour market. Kazgan (1979: 141), laments that the basic factor
is that the division of labour by gender still continues in Turkey: “Rural women
as unpaid family -worker, in fact, carry out the extension of housework activities,

do not take part in the job market”.

According to Makal (2001: 123), similar to these unpaid family workers in
agricultural production this women who live in urban areas, do not have the
essential education and skills to work in economical activities in urban areas. For
this reason, their role as housewives still runs true. Compared to rural areas, their
economic participation in the urban labour force is very limited. While
evaluating women’s participation with the labour force between the years of

1950- 1960, Ecevit (1993: 119) expresses the following valid thesis:

For women, working out of house as a wage earner is not a primary
goal; if they work they see their work as temporarily and
compulsory. The chief place they want to stay is their house and the
activities they want to do are housework and mothering.

Prior to 1980, research shows that besides professional occupations, the main
reason why women wanted to join the labour force was the struggle to make a
living. As such, they expressed that when money is no object they prefer to be a

“housewife” (Citci, 1979, cited in Ozbay, 1998).4

The double burden of women both at home and work is a widespread concern
and runs parallel to this idea. This is a significant issue in feminist literature that

is examined in various ways related to women’s labour and employment.

* There is no data on the named period related to women’s employment in informal sector.
Therefore, these evaluations have been made on only women’s employment in formal sector.
There is no information about whether women, who choose the status of ‘housewife’, make any
work to earn money at home. The same evaluation can be made for men’s employment as well.
There are very little information about men’s employment, their wage, and sufficiency of this
wage, apart from those well- paid men working in formal sector thanks to the income substitution
policies. While making evaluations related to this period, these points must not be regarded.

29



Mackhintosh stresses the importance of dobubl burden for women. According to
Mackhintosh (1984 cited in KSSGM, 1999), household labour of women, which
constitutes the expression of ‘marriage contract’, creates the basic inequality.
The ‘naturalness’ of the hierarchy of the household makes women accept easier
the notion of hierarchy in their work life. This state of affairs in social

relationship continues in other areas of life as well.

Ozbay (1998: 161) states that women’s class positions are very crucial for the
double burden of them. She also admits that if one does not take this into
consideration, there will be problems in interpreting the relation between the

double burden of women and employment.

For the double burden of women Kandiyoti (1979 cited in Ozbay, 1998)
emphasis that that the experiences of women who live in Western countries and
in Turkey are different. While women have some institutional supports like
kindergartens in Western countries, Turkish women have not such kind of
support. Middle class women can still work thanks to other women who share

their responsibilities at home, such as childcare and housework.

Women’s domestic labour is assumed to be a natural form of unpaid labour.
Therefore, the participation of women in the labour market results in carrying a
double burden. Their work outside the household has not been helpful to
transform their household relationships. That is to say, while they have to
shoulder this two fold responsibility, the money they earn is considered as a
‘contribution’ to the household income. This prevents women from choosing to
work outside. In general, the household economy does not allow women to have
a free choice when it comes to work. This staying at home condition of women

affects their marriage and even fertility rates.

2.5.2. Marriage and Fertility
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In 1960s and 1970s, studies on marriage and fertility attempt to explain the low
level of participation of women in the labour force. According to Kazgan (1979:
142) the high rate of women’s fertility and of marriage in Turkish society are
closely related to their alienation from the labour market. She stated that, in the
labour market, the negative correlation between marriage and fertility is an
observed universal phenomenon. In Turkey, a developing country, in most
families, low level of mechanization of housework, the insufficient
institutionalisation of childcare, the high rate of unemployment should also be

included.

In this period, the demographic transition theory, which was used to
meaningfully explain the declining rate of fertility in Western societies, was also
used in Turkey. According to the demographic transition theory (Ozbay, 1994,
1998), urbanisation and industrialisation encourage women to work, and
therefore they tend to limit their childbearing. It is envisaged that the decrease of
women fertility rate depends on the increase on the level of women’s education

and employment as argued in modernisation theory.

Based on their findings in 1966 in Turkey, Stycos and Weller (1967 cited in
Ozbay, 1994, 1998) refuted this theoretical assumption. They claimed that the
causal link between female employment and fertility showed a reverse trend in
urban Turkey. To put it more simply, since women have large numbers of
children, they do not work. Accordingly, scholars highlighted that the high
fertility rate of women is a predicament for the employment of women. Feminist
challenges run counter to these arguments. From a feminist perspective, lower

fertility rate amounts to a high level of women’s employment.

In 1970s, the first feminist critique of the above argument is echoed by Boserup
(1990). The critic explains the fertility rate influence on the low level of
women’s employment in developing countries. According to Boserup (1990) in
the urbanization and industrialization processes, women are excluded from the

labour market, and this increased the marginalisation of women’s labour. The
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marginalisation of woman’s labour caused an increase economic dependence of

women on men.

Thanks to Boserup (1990), feminist studies focused on the articulation of
patriarchy with capitalism, which causes the low-level participation of women in
the labour force in urban and rural societies. Nevertheless, Ozbay (1994: 10)
stated that feminist studies have no effect on official statistics and the same
categorisations and estimations were done in the labour force analyses. Women,
who are not embodied in the labour market and related statistics, are assumed to
be housewives involved in childcare and housework. Moreover between 1960

and 1970 there are also limited studies on women’s employment in the period.

2.5.3. Studies on the Situation of Women’s Employment

Women'’s labour shows different characteristics in comparison to that of men in
its distribution to sectors as well as its ratio to man’s labour. Additionally,
qualification of the labour force, employment status and educational level has
effects on the situation of women’s labour force that is influenced by sectoral
distribution of employment. Table 2 shows this characteristic of women's paid

labour.
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Table 2. Distribution of Active Men and Women in 15+ Years Old in Labour

Force According to Sectors

1955 1960 1965 1970 1975
Years M F |M F |M F |M F |M F

Agriculture | 63.5 95.6 |61.2 950 |584 941 |52.6 89.0|50.1 88.2

Industry 12.6 23 |145 27 |160 15 (170 54 |157 39

Services 13.8 16 {160 19 |164 26 (176 4.7 |30.1 7.7

Others 10.1 05 |83 04 92 1.8 (2.8 09 59 0.2

Total 100 100 | 100 100 | 100 100 | 100 100 | 100 100

Source: Kazgan (1979: 164)

Table 2 shows the distribution of employed men and women in various sectors in
the years between 1955 and 1975. According to sectoral distribution of
employment, the rate of women working has intensified in agriculture. In 1970, a
small portion of increase among women in industry and service sectors occurs.
Secondly, the participation of women in the industrial sector between the years
of 1970 and 1975 was especially concentrated in manufacturing. What came to
be known as ‘women’s jobs’, such as tobacco, textile, food, chemicals, and
packing. Kazgan (1979: 144) argues that the reason of the intensification of
women’s labour in similar activities is partly due to traditional value systems.
Indeed, along with its relations the valuation of women’s labour is seen as being

less qualified.

Ecevit (1993: 120) states that in 1960’s, the rate of demand of industrial work
between women is lower than the service sector in the cities. In that period, the
service sector had expanded considerably and created more job opportunities for
women than men. In spite of these opportunities, women participate in labour
market at lower rates. The negative effect of patriarchal ideology has been
stronger on the labour market participation of women when compared to men,

than the economic structure.
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Kazgan (1979: 144) stated that between the years of 1955-74, the ratio between
women’s wage and men’s wage witnessed a change of 2/3 and 4/5. In her view,
women had lesser qualifications than those of men. In addition, Turkish Labour
Law prohibited women’s labour in sectors that have higher wages, such as
mining, construction, and heavy industry. Other reasons could be presented as
being women’s employment in labour-intensified jobs, and lesser participation in

labour contracts.

Kardam and Toks6z (2004) argued that import substitution growth model of the

economy between 1960 and 1970 period affected the wages of women and men:

Women’s employment rates were low in this period mainly
depending on the fact that the main income earners, namely the
husbands’ wages were considered sufficient for the living of the
family. The tremendous growth of foreign currency deficit gave the
first signal for the end of this development strategy. This low rate of
participation of women might affect both the status of work and
women who works in different sectors (Kardam & Toksoz, 2004).

Dating from 1955, 91.4% of women’s labour is reconsidered to be unpaid family
workers. Although, the proportion of unpaid family workers has declined
overtime (86.6% in 1975), changes are insignificant, especially in employer and
self-employed categories. However, it is observed that the proportion of
employees has increased. The increase in the proportion of waged workers is the
highest among the other employment status groups. (Kazgan, 1979; Makal,
2001; Ozbay, 1994). In this period, the rate of women who work in paid jobs is
low in urban areas. According to Ecevit (1993: 117-118), while the significance
of wage labour increases in the cities, women participate in limited rates.
Notably, there is an excess instability in the gendered structure of the working
population in non-agricultural sectors. The same is the case in industry and

service sector.

For Makal (2001: 128) the data that is derived from the studies conducted by the

General Population Survey includes many predicaments. In some years, most of
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the women in rural areas are exaggeratedly registered as ‘unpaid family
workers’. This situation increased the number of women as unpaid family worker

in rural areas.

Kazgan (1979: 145) argues that among the workers who are registered in social
security institutions, the percentage of women never exceeds 9% even in the
mid-1970s. Moreover, it seems that the number of women working in home
production and small-scale production has not appeared in statistics. According
to Kazgan, the reasons mentioned above, causes unreliability in the statistical

data related to women’s wage and the issues of social security.

2.5.4. Educational Level of Women and Working Issues

Lower level of education of women is presented as being the reason of lower rate
of women’s employment. Kazgan’s table (1979: 168) which signifies the
relationship between women’s education level and the rate of women’s
participation in labour force exerts that, the higher the education level of women,
the higher proportion of women’s participation in the labour force. The
percentages of women’s participation in the labour force in non-agricultural
sectors in 1975 are 5% among women with primary school education; 12.5%
among women with secondary school education; 30% among women with high
school education; and 70% among women with college education. This

percentage is only 1.3% among illiterate women.

Three out of four women in agricultural sector are illiterate (in 1975). For
Kazgan (1979: 151) “among the totality of non-agricultural production, out of
the half of the women’s labour force in comparison to education, 29% of them
are unqualified, and 20% of them is qualified”. The rate of women in the
industrial sector is 93%. The highest rate of qualified women’s labour force is
concentrated on the service sector; 41% of them had professional and college

education.
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In this period, Oncii (1979 cited in Ozbay, 1998) concluded that, “there are
relatively a higher number of women in professional occupations that those
women were from higher classes in Turkey.” This is related to power

politics/policies on education and employment.

In this section it is tried to indicate the main features of women’s position in
some spheres such as paid and unpaid employment in rural and urban areas, the
effects of marriage, fertility and education on women’s employment. For this
aim some statistical data is used. The aim is not to discuss the women’s position

but only represent the conditions of women during the 60s in Turkey.

2.6. Conclusion

This chapter showed the theoretical perspective about the conceptualisation of
patriarchy. The importance of the combination of class and gender for the
analysis of patriarchy tries to explain in the first section of this chapter. This
point of view maintains more comprehensive understanding for the patriarchal
structures and practices. Besides that, the exclusion of women from public
sphere, expropriation and exploitation of women’s labour, control of her
sexuality, the subjection to violence with the related to institutions such as family

and state are emphasised in this chapter.

In relation with general theoretical discussions on the subjects above, the social
and economic situation of women in Turkey is put forward to the period of 1960-
1970, by mentioning on invisibility of women’s labour at that time. In addition to
theoretical perspective of the thesis, the factual knowledge about women in
Turkey provides the framework for the analysis of films on materialistic grounds
of domestic and waged labour, the family, sexuality and violence that forms the
tools of patriarchy. This necessitates the feminist perspective of the researcher to

clarify the situation of women on materialistic grounds.
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CHAPTER 3

RESEARCHING PATRIARCHY VIA CINEMA: A SOCIOLOGICAL
APPROACH

3.1. Introduction

Using cinema for analysing patriarchy has both their own methodological
difficulties and opportunities. The main difficulty, without doubt, originates from
a very particular character of the research 'material'. Here, in my view, a
researcher who insists on a sociological approach, as in this study, faces by two

main obstacles:

First, film is not a phenomenon that can be easily treated as a 'social fact'. Even
though social scientific practice is also open to the epistemological promise
rejecting the existence of facts 'in their own right' by virtue of their socially
constructed nature, film in itself is an intended construction as a cultural product
and an aesthetic creation. Therefore, using film as a sociological material has to
clarify itself methodologically, not only within the traditions of social research,

but also, within the methodical scope of cinema studies.

Second, scientific investigations as 'study of things' acknowledge that socially
bounded knowledge is at the same time subjected to the researcher's own gaze,
therefore, propose particular research processes that are dependent on particular
methodological stands for the formation of knowledge. However, by virtue of
being art images, films form gaze circumstances that can be very exceptional in

relation to their 'spectators’. In other words, the researcher's act of looking at her
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object of knowledge is actively constructed action by cinematic images. This
situation is different from, to some extent, the general context of the relations of

researcher to the analysed subject in sociological investigations.

This chapter tries to elucidate its mode of investigation in cinema studies
concerned with the above-mentioned predicaments. To start with, the first
section elaborates specifically the main lines in feminist film criticism/theory to
underline their contributions and limitations in cinema studies. After I address
some of the unsatisfactory features arising from feminist criticism, I will outline
the main lines of arguments in the sociological approach, which still has a
marginal place in cinema studies. In this section, I will somewhat ask how films
can also be used as 'social facts' — a question, which is different from to some
extent the contemporary engagements of feminist film studies, but which would
provide an opportunity to seek a gender-stratified society because of its historical
and sociological concerns. This question will also constitute the focal point of
the third section, which is organized around two main themes: first the
importance of the feminist point of view and feminist knowledge, and related to
this, the second section I will elucidate on the what makes up a feminist

researcher or that of being a 'spectator' in the context of cinema studies.

3.2. Methodological Trajectory of Feminist Film Analysis

To begin with, it would be necessary to ask why we search methodological scope
of cinema studies in the case of feminist film analysis, even though it is still "a
growing and changing" phenomena in the field, as Davis and Maxwell (1983/84:
18) point out.

For reliability, the analytical priority of this study, namely the investigation of
patriarchy, is first related with the feminist contribution to cinema studies, with
its exploration of how patriarchal gaze and representations are constructed on the
screen. In addition to this, feminist film analysis by itself can represent the

general context of cinema theories. This in itself is more connected to film
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theory, which is not often being necessarily a feminist stance. In fact, feminist
film criticism and theory "came about as Cinema Studies, as a disciplinary area,
was in its foundational stage", in Kaplan’s own words (2000: 3): It therefore,
became a constitutive component in the development of cinema studies more
than in other disciplines of social sciences. As Petro (2004) points out, from the
start feminist film theorists aiming to develop a critical understanding of texts,
codes, and conventions of sexual difference "saw this project as central to film
theory, not restricted in its consequences to a feminist subsection of film studies"

(Petro, 2004: 1273).

However, it can be said that the characteristics which cannot easily be found in
other fields of feminist studies —for instance, feminist literary perspectives,
emerged at the end of decades of academic literary studies (Kaplan, 2000).
Overall this creates a more controversial relation between the political
commitments of feminism and analytical engagements. In order to observe this
relation, which also contributes to marginalisation of sociological approach in
cinema studies, one should take a short glance at the history of feminist film
criticism/theory in relation to social theory. In the following section I will
consider the methodological implications, and not to rehearse the history in

question in detail'.

3.2.1. From the 'Distorted' Images of Women to the 'Lack' of Femininity in
Films

Feminist film criticism/theory was raised upon the challenge that was created by
the second wave women's movement in late 1960s. As a social movement,
feminism, without doubt, has brought about a critical confrontation, not only
with the macro structures of society, but also, the practices of everyday life.
Therefore, it has rendered 'visible' the category of gender in all forms of

knowledge and areas of inquiry by recommending itself as a critical perspective.

' For a detailed discussion on the literature of feminist film criticism and theory see for instances
Kaplan (ed.) (2000); Carson & et. al. (eds.) (1994); Penley (ed.) (1988).
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Nonetheless, the most striking characteristics of this period related to feminist
film criticism/theory is apparently that in looking for the answers that has been
provoked by the woman’s movement the philosophical work of linguistics,
Sausserian semiotics, Althusserian Marxism and psychoanalysis theory, rather
than feminist theoreticians. Serve as a model in looking for the answers that has
been provoked by the women’s movement. This is quite evident that Welsch
(1987: 66) in her own words said that, "it would be possible to build a course in
feminist film criticism without explicit analysis of the work of feminist thinker".
I will deal with how the closeness of feminist film criticism produces the results
in semiotics and psychoanalysis rather than feminism, especially in
methodological point of view”. Although necessarily feminist film criticism was
nurtured theoretically by non-feminist social thoughts, the political climate of the
second wave of feminism became an important source regarding the history of

discipline.

The political challenge of women's movement initially evoked the critique of
sexist bias through the exploitation of women as images in cinematic narrative
(Davis & Maxwell, 1983/84). Molly Haskell and Marjorie Rosen were seen as
the pioneer exemplars of feminist film criticism in the field (see Smelik, 1995).
Their focus vested particularly on the question of how the images of women in
film that are presented through patriarchal fantasies distort women's 'reality'.
Based on these interpretations, the depictions of women such as a spectacle of
virgins, victims and vamps were the misrepresentation of "how they 'really' are,
and that of "what they 'really’ want" (White, 2000: 116). In other words, by
arguing that cinematic stereotypes reflect 'how society treats women' (White,
2000: 116), the pioneer feminist criticism broadly maintained the "unquestioned

assumption of cinema as cultural mirror" (Smelik, 1995). That is why this initial

* This affiliation with semiotics/psychoanalysis rather than with the field of feminist inquire is
now a very debatable issue in feminist film studies revolving around for instance questions 'does
feminist film theory still exist as such — or has it been absorbed or diffisued by broader theories
of media, culture, and gender?', or "does psychoanalytic theory still has something to offer
feminist inquiry?'. See for example Signs (2004) in which the mentioned-questions and
discussion concerning the history and current state of feminist film studies were posed.
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criticism was called exemplars of 'reflection theories' of women and film (see
White, 2000), or the 'image-centred approaches' (see Davis & Maxwell, 1983/84)
and were immediately abandoned in the first half of 70s. This period of feminist
film criticism/theory contrary to early feminist criticism/theory that seeks a
relation between women’s images and reality, raised an ideological construction
and the years that woman has been worked as a ‘sign’. Claire Johnston's (1999)
works "Women's Cinema As Counter Cinema", published in 1976, and Laure
Mulvey's article (1988) "Visual Pleasure and Narrative Cinema" are important
milestones and act as a trajectory for her later studies. Both fostered the
theoretical ground of feminist film criticism for semiotics, the ideology critique
of Althusser and psychoanalytical approach, respectively. In this way,
subjectively, the new concepts like ‘desire’ and ‘visual pleasure’ were introduced

to the field.

Johnston (1999) starts her political and polemical work with criticism of ‘image
centred’ approach. In fact, by underlying how women myths were used in the
cinema is helpful, the depiction of women stereotypes is driven by the
comprehension of monolithic view of the media, which cultural productions
depicts as being 'repressive and manipulative'. In other words, though the
identification of sexist stereotypes grasped the ideological implications of the
cinema, it is not sufficient for exposing "how ideology is inscribed into the actual
material of cinema" (Davis & Maxwell, 1983/84). Therefore, this diverts from
justifying the structures of women's images which produce them and through

which they perform.

By departing from the main premise of semiology3 —namely, the negation of the
identification between sign and object— Johnston (1999: 254) argues that

"cinema involves the production of signs... the sign is always a product. What the

’ For a Turkish study on semiotic approach in film analysis see Biiker (1985) advocating
pscyhoanalytical perspectives as well in the Turkish film studies; see her several articles in 25.
Kare: Sinema Kiiltiir Dergisi, a Turkish cinema journal. For instances Biiker (1999) investigating
the term of 'prostitution’ in the titles of Turkish films in terms of semiotic approach and Biiker
(1998) presenting an exemplar of psychoanalysis in the case of 'Hamam' film.
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camera in fact grasp is the 'matural' world of the dominant ideology". That is,
there is no any pre-given meaning that would be reflected by cinematic images
because film itself is a language constructing/manufacturing the meaning. In her

words:

In rejecting a sociological analysis of woman in the cinema we reject
any view in terms of realism, for this would involve an acceptance of
the apparent natural denotation of the sign and would involve a
denial of the reality of myth in operation (Johnston, 1999: 249).

Therefore, given that cinema is male-dominated and sexist, a woman signifies
"not herself, but by a process of displacement, the male phallus" (ibid: 249). In
short, there is no woman as woman in films; the sexist ideology of cinema is
precisely "responsible for the repression of the image of woman as woman and

the celebration of their non-existence" (ibid: 250).

The gaps in semiotic analysis stemming from being not able to "explain why
women are made into objects nor does it explain cinema's fascination" (Smelik,
1995), was filled by psychoanalytical theory. Mulvey (1988) was and still is, by
White's words (2000: 116) "the single most inescapable reference in the field -

and arguably in contemporary English-language film theory as a whole".

In her influential article, Mulvey (1988: 57) proposes psychoanalytical theory "as
a political weapon, demonstrating the way the unconscious of patriarchal society
has structured film form". By starting from Freud's description of the scopophilic
(pleasure in looking at another person as an erotic object), Mulvey argues that
“the image of woman operates as signifier of sexual difference that confirms man
as subject and maker of meaning through the structure of the gaze and narrative
itself. The woman, therefore, is "to-be-looked-at-ness" (ibid: 62). The structure
of pleasure in looking, which is split between "active/male and passive/female"
(ibid: 62), that is, the lens of the 'phallic’, helps to explain how sexual difference
constructs visual pleasure in classical cinema, namely Hollywood, and why

women are made into objects.
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By the 1980s, the main concern of psychoanalysis approach to cinema, namely
how female subjective is constructed through the phallocentric narrative and
images and of how meta-psychological structure of films results in massive
exclusion of the female subject position, became an increasingly fashionable
questions.4 Discussions generally revolved around these questions, focusing
mostly on the visual pleasure of the female spectator: Whether the gaze is
inherently male? Can women also have the gaze? How is the female character's

desire represented? (Smelik, 1995: 72).

Psychoanalysis has often been criticized for focusing on the classical period of
Hollywood cinema and film analysis were made just by a restricted number of
films (see Smelik, 1995; Tseelon, 2000). Henceforth, it is controversial that
psychoanalysis can be applied to different cinemas, and furthermore, it is a
monolitist perspective from the view of female subjectivity notion. Since
feminist film criticism/theory builds the sexual difference in the axis of
psychoanalytical subjectivity, it neglects socio-historical differentiations among
the women in the audience. Therefore, it treats feminist film theory as being
insufficient to understand the relationship between gender, ethics, class and
nation, etc. (White, 2000: 119). Moreover, psychoanalytical construction of
female subjectivity makes women impossible to comprehend the 'active gaze'
because it assumes that "woman cannot desire the image because they are the

image" (White, 2000: 119, emphasis in original).

Given that feminism is an analytical inquiry as much as a political commitment,
the last point become particularly important. The assumption that cinematic
narrative is an inherently phallocentric construction considerably devastates the
basis for generating counter cultural products of feminist film studies. However,

this basis requires not only to challenge the patriarchal representations, but also,

* For a discussion how feminist film theory has used psychoanalysis see Walker (1984). Morever
see Creed (2000) for a study reviewing the history of psychoanalytical theories in cinema studies.
Psychoanalysis is also favorite approach in the Turkish cinema studies, see for instances the
study of Derman (undated) investigating Godard's cinema and that of Biiker (2000) analysing
Hitchcock's films.
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to pose feminist representations. As Hammett (1997: 96) argues, "what is needed

is not a feminist position vis-a-vis representation, but feminist representations".

Feminist film criticism/theory seems to have been a vital challenge to the
patriarchal view of cinema but it has equally contributed to the marginalization
of sociology in film theory (Tudor, 2000). In other words, cinema studies
"tended to focus excessively on the film text (and film language) at the expense
of any systematic understanding of the context within which texts are produced
and understood" (Tudor, 2000: 191). Therefore, any attempt to promote
empirical work, according to Tudor, was condemned with the label of
'empiricism’, "an allegation which was applied as indiscriminately as it was
empty intellectual force" (Tudor, 2000: 191). In terms of feminist film
criticism/theory, the affiliation with psychoanalysis or non-sociological view of
the cinema meant that the historical experience of women is perceived on the
ground of abstract female subjectivity that is constructed by discourse. In my
view, this point equally signifies that sociological approach to cinema suffers

from the loss of feminism.

3.3. Reconsidering Films as Sociological and Historical Materials: A
Feminist Point of View

In the previous section, the trajectory of feminist film criticism/theory, which
was involved in linguistic theories and the internal world of psyche rather than in
feminist theory, has been discussed. Given the political commitment of
feminism, this involvement has become a debatable issue because it carries a
burden of having ahistorical bias and a pessimistic view about social change.
Therefore, it can be asserted that there is still a blank sphere in cinema studies,

on which further studies from a feminist sociological approach can be conducted.

To pursue this point is far beyond the theoretical scope of my study; however, it
equally shows the surrounded limitations in the methodological effort of this

study. First, as we stated before, there is a gap between feminist film analysis
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and feminist theory as a whole. Second, sociological approach to films has been
and still is a marginal tendency of cinema studies by the late 1960s in which the
interest of semiology appeared (Tudor, 2000). Film theory developed in
accordance with the textual construction of subjectivity and the structural
psychoanalysis. Indeed, this does not mean an absence of social dimension in
film analysis, but rather that it suffers from an application of sociological
theories or method (Tudor, 2000: 190). In this line of thought, "a sustained
sociology of film", in Tudor's words (2000: 191), "is still something of a pipe-

dream".

Given these limitations, the methodological effort presented below should be
deemed as a search emphasizing only the need of sociological enterprise.
Therefore, I will content with the question how films can be appraised as visual
materials having sociological and historical features by using a feminist point of

view.

3.3.1. Cinematic Images as A Part of Social History

Visuality, for a long time, has attracted the interest of historical discipline as long
as it is only a part of an aristocratic culture or power like museums, collections or
paintings (Ferro, 1995). Historiography, only at the turn of this century, has
inclined to "new sorts of archive telling of different sorts of life, telling in effect
a different history” (Andrew, 2000: 179). Ferro (1995), a historian who is an
insistent advocate of cinematic archive, asserts that even the aesthetic and
rhetorical elements of fiction films include some points at some level, which
would be a concern to all historians. Indeed, first and foremost film is the

'history'.

A film is History even if it is a vision of reality or not, a document or
fiction, real or imaginary. Our postulate is this; an event that is not
happened (or why not? An event that has happened also), people’s
believes, intensions and imagines are History as much as History.
(Ferro, 1995: 32).
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Undoubtedly Ferro's emphasis on film as a historical document, is first related to
the critique of history, which resides in the network of authority and operates as
the act of power. It can easily be seen that, history as a discipline is a direct
component of the knowledge production rearranging hierarchical construction of
society. For Ferro (1995: 59), therefore, "the primary mission of the historian is
to give the History back which the institutional mechanisms have deprived to the
society". This mission cannot be contented with the existing archives but to form
and even to create new archives which will expose the ones their witness not
been registered. Ferro (1995) suggests cinematic images as such historical

materials.

However, cinematic images as historical document are first a methodological
problem. For a historian advocating that social facts exist 'in their own right' that
is quite independent of individuals' ideas about them, the fictional reality of film
is so factitious that cannot form an evidence. Contrary to this, Ferro (1995) also
claims that elements of the truth can be determined from fiction and imagination
and defends that films are witnesses related to their imaginations in their
particular period. The former emphasises that the films can be a historical
archieve supplying a connection to real vision of the past. For this reason, as
Ferro (1995: 62) asserts, the “Imaginary Museum”, which can serve as a
reference to Russia’s past through films, is properly valid for Turkey. Given that
the conditions of film production, which were based ultimately on outdoor
shooting, but not on the studio system, the social realist films of the 1960s have a
crucial archive attribute, even only for the historical story of urban spaces.
Especially, Gurbet Kuglari, Otobiis Yolculari and Act Hayat are the films
providing visual information about urban space in the first half of 1960s for

Istanbul.

The latter point, claiming that the films at the same time witness the images of
their period, proposes that cinematic images must be taken in consideration as a
part of a larger social context. By asserting that each society accepts the images

in the direction of its own culture (Burke, 2003: 198), this proposition differs
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markedly from psychoanalytical and semiological approach examining images in
itself. Therefore, it first posits a concrete-historical context instead of
abstractness of the subconscious for images. Second, as required by the necessity
of this larger context, it considers cinematic images in relation with non-
cinematographic variables. Accordingly, films do not only consist of
cinematographic image-object. That is, film is realised with “something that is
not a film; that is to say, with its creator, shooting, audience, critics and the
relation with the social order” (Ferro, 1995: 33); for the world depicted on the
screen becomes understandable by including it to the actual world that creates

the film (Ferro, 1995: 32).

In brief, images such as texts and oral expressions do not only refresh the past in
our imagination, but also constitute the historical evidence through which we
would analyze the social mentality of the period (Burke, 2003: 13). Insofar as
images are put into historical context, every film with its inclusions and
exclusions could provide us with crucial insights showing how and where the
borders are constructed in society. This point, if we consider how official
documents lapse into silence concerning women's working and family life,
suggests that the images, which are excluded by the formal history are the
legitimate or valid historical evidences (Burke, 2003). However, analysing films
that aims to make visible the excluded subjects of history have to first specify
how we can ensure that the knowledge of historical-sociological are both
adequate and legitimate. The rest of this section is related with this issue,
including the main reasons why I am employing a feminist standpoint theory as a

methodological ground in my research.

3.3.2. Undertaking Feminist Research

As pointed out earlier, sociological analysis of film assumes that every film
shows us something about society. Nevertheless, "what a film, or films, tells us
about society cannot just be accepted as 'evidence', but must itself be explained

and interpreted in terms of the groups and the viewpoints with which they are
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connected" (Hill, 1986: 2). To be a scientific 'evidence' is essentially concerned
with the epistemological problem forming a particular theory for specifying the
possible forms and conditions of knowledge that is related with how to

understand the nature of social reality.

As a feminist researcher I believe that to produce knowledge from the feminist
point of view is primarily a philosophical struggle over "what constitutes
legitimate knowledge and what criteria establish knowledge of social reality"
(Ramazanoglu, 2002: 12). Placing women at the center of inquiry have a
profound effect not only on the traditional subject of a given discipline but on the
status and the nature of theory (Stacey & Thorne, 1998). Insofar as gender is
deemed as a theoretical category rather than as a variable, even elucidating and
filling in gaps in scientific knowledge mean paradigmatic interrogation that
challenges to the conceptual foundations of the traditional fields of theory and
empirical research. For instance Kelly-Gadol (1987) shows how looking at the
past through an unequal sexual order leads to revaluate the historical turning
points and to transform the theories of social change by asking 'did women have

a Renaissance?'.

To pose gender as a theoretical category, in my view, is primarily the
epistemological challenge of feminism to adrocentric nature of scientific thought.
It is because that this challenge necessitates a celebration of the subjective and
emotional dimensions of knowledge that provides the basis for new knowledge
claims. That is why, a feminist standpoint theory with its emphasis both on
women's subjective experiences and on 'the researched 'subject' as an actor
(Stacey & Thorne, 1998) forms the theory and analysis of the research process,

namely, the methodology of my study.

Feminist standpoint theory is based on 'the privileged knowledge' of the women's
experiences and explains why exploration of the lives and experiences of the
women is necessary to understand and criticise the ground of oppression (see

Hartscok, 1981; Harding, 1996; Mies, 1996; Stanley & Wise, 1996). The notion
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of privileged knowledge is indeed "the project of making experience visible"
(Scott, 1991). By this assertion, feminism shows that there is a history under
pressures and privations within the course of women's everyday life, producing
knowledge of past and present, and claims that this unrecorded and silenced

experience can only be understood in respect to the position of the oppressed.

In claiming women's subjective experience, feminist standpoint theory states that
to understand the world from the particular position of the oppressed also reveals
how knowledge is socially and historically constructed, while being represented
as objective and value-free. This point introduces the conceptualisation of the
oppressed as 'knowing subjects' in order to make their experience visible and

criticise scientific activity.

However, the notion of knowing subject, according to methodological caution of
standpoint theory, does not mean that their knowledge is ‘innocent’, ‘pure’ or
‘true’. But rather this means that the knowledge of the oppressed constitutes an
area of intervention in which the experience of oppression is transformed into
standpoints throughout which our lives are re-interpreted and re-constructed
(Hartscok, 1981). In claiming the experience of women, feminist standpoint also
aims to pose women's oppression as a ground of political resistance; for

'experience' is socially constructed.

In sum, the key characteristics of feminist research from the standpoint theory
can be gathered under these three topics: the celebration of subjective experience
of women, the political commitment to the emancipation of women, and the
advocate of analytical attention to the researcher's experience in the research
process. Therefore the emphasis on the context of knowledge evokes the
recognition of the power issue in the process of research and analysis, which,
proposes to investigate the interaction between the researcher and researched

subject.
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Considering that I investigate inanimate objects, to pursue the last point seems to
be unnecessary. However, having a feminist standpoint also demonstrates my
personal involvement as a researcher and as a woman spectator in the non-
interactive world of cultural artefacts (Reinharz, 1992). For, as Ramazanoglu
(2002: 147) argues, "the point of doing feminist social research is ... to give

insights into gendered social existence that would otherwise not exist".

3.4. The Focus and the Aims of the Study

The focus of this study may be described as an attempt to understand the
patriarchal structures in Turkey through the relationship between daily life,
which was depicted within the social realist and national films in the years of
1960-70 and the economical-political changes including the patterns of social

thought in the same years.

Searching patriarchal structures through the cinematic daily life rests on the
following assumptions. First, because patriarchy includes at the same time
intimate forms and structures, its transformation or its re-arrangement is strongly
necessitates the reproduction of both individual and social worldviews within the
concrete experiences of daily life and symbolic levels (Saracgil, 2005).
Therefore, daily life is an important resource by which we can penetrate the
mentality of societies. Second, cinematic images, as we discussed earlier, are
also historical products, created in particular social, political, economical and
intellectual conditions. Surely, this does not mean that aesthetic images are
simply a mirror of social reality. Conversely it means that all artistic expressions
taking place in a particular semiological and linguistic structure may help us to
understand the symbolic forms in which gendered social existence is uphold or

transformed in relation to the social and historical practice.

Insistence on cinematic images as a part of social history has also particular
importance in terms of both feminist historiography and the characteristics of

Turkish cinema in the years of 1960-70s. It has to be remembered that, by the
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1990s, feminism in Turkey has attempted to make visible women's social
position in the history by claiming gender as a category of social thought’.
Despite its short history as a discipline, feminist historiography in Turkey has not
only explored the invisible story of women in the constitution of the Republic
and the modernisation process of Turkey, but also, has interrogated the
conceptual foundations of historical and political perceptions by using oral

histories, women's autobiographies, letters, memories and so on.

However, the focus of feminist historiography in Turkey is rather directed
towards the late Ottoman and the early Republican period because of its
inclination to political history®. On the other hand, the studies concerning the
recent past of Turkey before 1980 is, again, limited with the political history (see
for instance Tekeli, 1982), particularly by the socialist movements, such as the
history of activist women (see Akal, 2003), or the patriarchal patterns in the
socialist novels of that period (see Saraggil, 2005). Therefore, it can be asserted
that women's recent history in Turkey in relation to wider framework of
patriarchal structures still needs to be investigated. The scrutiny of patriarchy
through the cinematic images between 1960 and 1970 aims firstly to be a part of

such an effort.

Given the characteristics of Turkish cinema in this period, social realist and
national films seem to be rich material for the study of social history (Kayali,
2004). By the late 1950s, as will be discussed later, Turkish cinema became a
widespread phenomenon in terms of both film production and reception by
originating the tradition of self-reflexivity, namely, thinking and discussing
about the cinema itself as a part of film production. Social realist and national
cinema appeared in this period as a movement possessing a distinguishable
cinematic language and narrative from the mainstream Turkish cinema, namely

Yesilgam. In terms of film theory, both movements aimed to depict the story of

> For the feminist historiography in Turkey see for example Berktay (1999).

® See for example Cakir (1994); Durakbasa (1998); Arat, Z. F. (1998); Durakbasa (2000; 2001);
Tekeli (2003).
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'ordinary people' within their own 'ordinary conditions' on the screen by resting
on particular perspectives concerning the social problems and transformations of

Turkey.

Both traditions, by this peculiarity, were strongly involved in the structure of
social thought of the period. It appears that social realist and national cinema, as
required by these distinctive characteristics, render vivid material through which
we would explore the relationship between patriarchal imagination of society at
the symbolic level and the concrete experiences of daily life. The rest of this
section shows the implemented procedure for exploring this topic and producing

evidence.

3.4.1. Choosing the Films and Producing Data

The universe of social realist films was constituted by resting on the following
studies of the history of the Turkish cinema: Ozturan (1964 cited in Scognamillo,
1998a), Refig (1971), Kayali (1994), Yaylagiil (2004). Since there are slight
differences concerning the number of social realist films among the mentioned
studies, I constituted a broad list including national cinema films as far as
possible. It seems that total 34 films as exemplar of social realist and national
cinema films were produced in the period of 1960-70. By using personal
relations and the chief Turkish cinema archives such as Anadolu University,
Department of Cinema-TV  Archive; Ankara University, Faculty of
Communication Films Archive, Mimar Sinan University-Sami Sekeroglu Film
Archive and Ugur Film Production, I could obtain 23 films, which were accepted

to be important illustrations of the social realist and national cinema movement.

Although I watched at least twice all the 23 films, I only appraised 10 by taking
into consideration the following contextual criteria. First, was the production of
manhood identity and manhood values through which gender hierarchy is created
and maintained? The three films of which narratives were mainly knitted around

the world of men were appraised within this category. With its narrative ground
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resting on the male friendship Gecelerin Otesi (Metin Erksan), in terms of the
identification of skill with masculinist attitudes Hizli Yasayanlar (Nevzat Pesen)

and with its critique of sexual violence Kuyu (Metin Erksan).

On the other hand, the three films, Duvarlarin Otesi (Orhan Elmas), Act Hayat
(Metin Erksan) and Suglular Aramizda (Metin Erksan), were taken to exemplify
narrative structure focusing on the class critique of social reality. Here, the main
motivation of my inquiry was to understand how and why their approaches to

class inequalities are loaded with the elements of patriarchal ideology.

The last criterion was oriented to the reproduction of the family as an ‘idea’. The
films, Gurbet Kuslari (Halit Refig), Kirtk Canaklar (Memduh Un), Kirik
Hayatlar (Halit Refig) of which narratives rest on the different class background
were chosen in order to understand how the ideology of the family is reproduced
beyond the horizon of class differentiation. In this section, Ana (Liitfi Akad) was
appraised as a film depicting the constitutive role of motherhood in the notion of

family.

Although the traces of each criterion can be found at some levels in each film, I
preferred to limit them in accordance with their thematic focuses to avoid

repetitions and to include the variety of directors as far as possible.

After the initial watch, aiming to become familiar with the construction of
narrative and characters, I investigated each film by focusing on the plot, the
dialogs, the socio-economics details of characters and their places in the
narrative. To put at more simply by the term characters' place in the text, the
signification in the construction of the narrative and their importance in the
interpretation of world that films promoted. Therefore, I also paid attention to the
historical background of filmic texts, that is, their references in the 'extra-textual'
social and historical practices. Given that social realist and national cinema
movements depart from particular insights concerning the social structure of

Turkey, it was important to seek the social and political environment of the
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fictional practices engaged in selected films. For this objective, I also resorted to
the directors' assessments about their films by including the characteristics of

social thought of that period.

In conclusion, my discussion of the films should be seen as analytical rather than
evaluative, more interested in questions of constraints and borders within the

social-political mentality of that period in terms of gendered hierarchy.
3.4.2. Limitations

Methodologically the fundamental limitation of my study originates from the
peripheral location of 'doing sociology of film' in cinema studies. As discussed
earlier, feminist work on film still largely persisted in the analysis of textual
constitution of subject relying on the psychoanalytical method. It caused an
inordinate difficulty and time to arrive to a proper mode of analysis that would

be sensitive to the theoretical and methodological concerns of this study.

Although there are studies dealing with sociological approaches, their
relativeness in limited numbers is another difficulty of this thesis (see for
instances Giichan, 1992; Kalkan, 1988). Moreover, these studies have been
realised in the perspective of cinema discipline. Secondly, researches on women
in the cinema have been mostly on the nature of portrayal of women in films and
some historical studies are largely from the Yesilcam period’ (see for example
C)zgﬁg, 2000; Kalkan & Tarang, 1988; Oztiirk, 2000). These studies include
differences when considering their approaches or the periods they focused on.
Thirdly, it would be impossible to have access to films that are categorised as
social realist. Therefore, there are difficulties in getting access and using the

insufficient archives of Turkish cinema.

7 See for examples Soykan (1990); Suner (1990) and Behgetogullar1 (1995). These studies focus
on the melodrama in the period 1960-70 of Turkey and the relations of women to these
melodrama films.
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3.5. Conclusion

In this section, I attempted to evaluate the difficulties in analysing film as
historical and sociological materials stemming partly from the methodological
tendency of cinema studies and to display how my research coped with this. By
the late 1960s the interest of semiology has gradually engendered the
marginalisation of sociological understanding in cinema studies. In the 1970s,
film theory flourished under the direction of structural psychoanalysis. Since
then, film studies have sustained in general "radically unsociological view of
cinema" (Tudor, 2000: 191). Similarly, feminist works on film embrace the field
of psychology to analyse phallocentric construction of cinematic images in a

very 'individualised' and 'ahistorical' way.

In order to overcome this difficulty and to maintain the critical power of feminist
view, I preferred to count on historical-sociological understanding of film relying
on feminist methodology. In other words, in claiming that women's everyday
lives experiences constitutes the basis for valid and adequate knowledge, I
thought of films as visual materials possessing historical and sociological
features, not as aesthetic or rhetorical product, consisting of cinematographic

characters.
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CHAPTER 4

HISTORICAL BACKGROUND OF SOCIAL REALIST AND
NATIONAL CINEMA MOVEMENTS IN TURKEY

4.1. Introduction

This chapter aims to display the historical background of social realist cinema
movement in Turkey to bring out its main features with respect to the cinema
understandings and narrative. In the first section, I will present a brief historical
overview of the socio-economic conditions in the period 1960-70. Then, I will
consider the development of Turkish cinema until 1970s, thereby focusing on the
main changes in the field of cinema and the general characteristics of cinematic
products. The intention here is not to re-address the problems in the
historiography of Turkish cinema, but to designate the general dynamics of the
film production, which caused the rising of social realist movement. In the third
section, I will concentrate on the details of the conditions of film production in
1960s, which had determined and restricted alternative searches in the field of
cinema. This section will also include the main lines in the debate on the cinema
understandings in 1960s, and their roots in the history of social thought in

Turkey.

4.2. A Brief Summary of the Socio-Economic Conditions

After The Second World War, the Turkish economy mainly based on agriculture,
began to integrate with world capitalist system, particularly in the spheres of

defence and politics. Before 1950 significant steps had been taken towards
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integration with capitalism together with the memberships of Marshall Aid, The
Council of Europe, NATO and European Economic and Co-operation
Foundation. It had been assumed that these political steps would attract foreign
capital, and in this way, the industrialisation rate would increase. Thus, the
‘westernisation’ had become an important trump in interior politics (Ziircher,
1993: 341). The Democrat Party (Demokrat Parti- DP) came into power in 1950
with this promise. The DP used to have completely different cadre from the
Republican People’s Party (Cumhuriyet Halk Partisi- CHP). There were virtually
no military originated or/and bureaucrat deputies. The DP was in close contact
with trade bourgeoisie and grand landowners and used to have anti- etatist and
liberal economic programme. In fact, they made laws to encourage foreign

investments (Ziircher, 1993: 327).

The DP government tried to aggravate agricultural production by means of the
policies, which give priority to transfer foreign capital and extend on the
infrastructure (Keyder, 1983). The infrastructure investments were directed to
shift from public transportation to private transportation; therefore, the railway
transformation, which used to have great significance since the foundation of the
Republic, replaced by highway transportation (Ziircher, 1993). Notably, the
second half of the 1950’s paved the way for economical initiatives that resulted
in growing manufacture and services sectors by creating a domestic market. In
this way, migration movements began from the rural areas to the cities, starting
in 1950’s and receding in 1970’s. Even though the rural population saw a
significant increased after 1950, it proportionally tended to decline (Giiloksiiz
&Giiloksiiz, 1983: 1248). Whereas the capital accumulation was not at the same
level as much as the immigrants could be massed in the cities, newcomers began
to be amassed in such work places categorised as ‘informal sector’, in which
insecure, easy to access in and out, temporarily and unorganised works exist.
Ziircher (1993) declares that, in spite of the lack of statistical information, during
the DP period the most benefited classes were firstly the great landowners and

secondly traders and industrialists. Those wage earners and informal workers
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constituted the economically disadvantaged classes. The class structure of the DP
government, based on great landowners and trade bourgeoisie, as will be

analysed later, had become one of the critical themes of social realist films.

The second half of the DP government, as Boratav (2004) mentioned, was a
“congest and re-accommodation” period. The expected foreign capital transfer
had not occurred and a prevalent recession period affected the economy. As a
result, liberal foreign policies had been replaced by a controlled export and
import substitution policies. The DP government, after 1955, in addition to
financial embarrassment, began to practice an increased repressive rule.
Moreover it tried to have strict control over the press, university and army. On

the 27 May 1960 a coup d’etat replaced the DP.

After the military intervention, the new constitution came into force after a
referendum in 1961. The new regime was based on democratization and import
substitutive economy politics. By the term of Kiiciik (1983), this intervention is
the transition from the commercial capitalism to industrial capitalism based on
the import-substitution politics, which necessitated a planned economy by the
hand of the state. The State Planning Organization, which was established in
1960, had prepared economic, social and cultural development plans for every
five years (Ziircher, 1993: 385). Import substitutive industrialization was the

main theme of The First of the Five- Year Development Plan.

The new economic model of the period was based on the production for the
domestic market and the import of the energy, raw material and semi finished
goods from abroad. Boratav (2004: 123) argues that one of the characteristics of
the period between 1962 and 1976 was the populist politics of the political
regime, especially on distribution and social security such as subsidies, tax
reduction, import limitations and high custom tariffs for the industrial products
of Europe and America, interference on the rate of exchange, subsidy politics for
agricultural products and high rate of wages for industrial workers. These

politics were the result of multi-party parliamentary regime sustaining the
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representation of the masses of people in politics and had results high incomes

for the peasant, as well.

Import-substitution model was very successful on the economic growth for a
while. The average rate of the growth between 1963 and 1976 was 6.9% per year
(Ziircher, 1993: 387). However, the excessive dependence of the domestic
market on the import of spare parts and material from the foreign market,
reinforcing the dependency to reserve of foreign money, were the weakest point

of the import substitution model.

At the same time, this period was marked with an increase in the number of
people who migrated to foreign countries, especially to Germany. “In 1962, 13
thousands, in 1970, 480 thousands Turkish workers came to Germany; by 1974
the total number had reached to 800 thousands of Turkish workers” (Ziircher,
1993: 394). 1960’s had witnessed not only the born of domestic industry but also

the rise of workers movement.

The most effected part from this rapid socio- economic evolution within 10 years
had been women. In spite of this fact, the most salient feature of the period in the
transformation of both agricultural structures and also urban labour market, the
women have not been taken into account, even in statistical measures. The
invisibility of women’s labour is not a simple qualitative indicator problem; what
we are referring to is the conceptual problem which affects the content of socio-
economic transformations. For instance, it is not possible to grasp how surplus-
labour, without losing its connections with the rural area becomes a part of the
urban labour market, without exposing the place of women’s labour in
agricultural production. Similarly, it is not possible to understand the patterns of
proletarianisation and also how newcomers get rid of the duality of being
industrial worker or unemployment, without knowing what constitutes the
informal urban labour and housing market. Both these stipulation mean at the

same time a woman history.
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If the Turkish economy was written down from the viewpoint of the history of
unequal division of labour by gender, it would be seen that the ‘invisibility of
women’s labour’ was not a simple ideological illusion, but rather a material
relation in which we could understand gender-class interaction. I hope that the
social- realist films analysis at least proves how 'the invisibility' helped to sustain

unequal division of labour by gender.

4.3. The Development of Turkish Cinema until Post-1970s: A Short
Historical Review

There are three basic studies which are often used in the history of Turkish
cinema namely Ozo6n (1995), Scognamillo (1998a) and Ozgii¢ (1988). Though
all three were often criticised for their major thematic: First, there were no
written history of Turkish cinema within the framework of the history of Turkish
culture (see Kayali, 1998). Second, the cinema historiography which exists in
Turkey is generally written with the effect of social transformation in mind (see
Ozen, 2001). Third, understanding the cinema historiography of Ozon, based on
“a modernisation desire which aims to reach western standards” (Isigan,
2000:200), and therefore an evolutionary/progressive point of view (see also

Isigan, 2004).

The criticisms in question played important roles in both acknowledging the
tradition of cinema historiography in Turkey and changing the existing Turkish
cinema perception. Although the problematic of cinema historiography writing
albeit its importance, it is not the aim of this study. By keeping in mind that this
study’s historical focus is based on the 1960s, the following historical
periodisation adopted from Ozoén (1995) is intended to give descriptive
information about Turkish cinema history. In other words, the periodisation in
question represents an analytic frame of the problems related to historiography

problematic.

60



Ozon (1995) classifies Turkish cinema history mainly on the axis of the
transformation of political governments. According to this, the “first period”
incorporating 1914 and 1923 starts with the establishment of “Merkez Ordu
Sinema Dairesi-Central Army Cinema Office”. For the first time films were
being shot regularly in this period. Broadly speaking the main reason of these
film productions is to meet the requirements of armed forces propaganda and to

document the effects of the First World War.

The second period covers the years 1923-1939 which is called “Tiyatrocular
Donemi” by Ozon. This period adopted this name because of the major figures
which dominates Turkish cinema (especially Muhsin Ertugrul) come from the
theatre and also almost all the films shot in this period were a reproduction of
theatre links. Therefore the style of the theatre reflects actively on the forms of
the films. Because of these above mentioned characteristics, Ozon (1995) claims
that Muhsin Ertugrul, who is the founder of Republican Turkish Theatre, has
influenced the development Turkish cinema negatively. Furthermore, Ozon
thinks that this influence persevered for a long time in the Turkish cinema.
Taking all these facts into consideration the theatre has been treated as a superior
art form but on the contrary, the cinema was treated only medium of
entertainment. The dominance of Muhsin Ertugrul in the Turkish cinema is
supported by Ipek Film which was the major film distribution network in Turkey

in this period.

The critiques of Oz6n about the dominance of the theatre on Turkish cinema are
generally supported by the evaluations about the history of the Turkish cinema.
According to these evaluations the theatrical aura of the films shot in the period
of 1928-39 has affected negatively the development of cinema language in
Turkey. The importance given to this effect shows itself strongly in Abisel’s
(1994) following hypothesis. According to Abisel, if there had been different
content and style experiments related to cinema language in this period, today’s
Turkish cinema production would have been different. On the contrary, the

general thoughts of this period of Turkish cinema which were under the
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influence of the theatre is evaluated differently by Onaran (1999). According to
Onaran (1999: 204) Muhsin Ertugrul’s theatre-like cinema cannot be considered
as a “fault” but more likely “it must be considered as a style in cinema which is

also experimented in Europe in that period”.

The characteristics of Turkish cinema regarding the developments in the period
of 1928-39 surely cannot be reduced to the dominant role of the theatre. Abisel
(1994: 28) also mentions the lack of demand of the cinema and explains this
situation by the internal structure of the cinema sector as well as the lack of

support of the political governments to this sector. According to Abisel;

... With this market which is under the influence of foreign films —
which we pointed that this market is restricted only by major cities in
this period- and a single production company with no investment
power and restricted man power of Turkish cinema, no other result
could be expected (Abisel, 1994: 28).

Abisel (1994) points out that the political government of this period did not fully
support the cinema industry. On the contrary, they supported other fields like the
theatre, music and fine arts, both in education and production sense. The relation
between the early republican period state politics with the cinema was restricted
only to short films, and these short films were directly edited for ideological and
political instruments of the state. These short films were meant to be used as
propaganda films in internal and external political fields. Furthermore they dealt
with the thematic studies like citizenship and public health, or displayed the

beauty of nature and historical places of the country.

Although the third period of the Turkish cinema (1939-50) referred to as
Transitional Period by Ozon (1995) - pointing out as the preparation to the next
stage-, it is in fact, the period where important events took place regarding the
development of Turkish cinema. First of all, the contact with the European
cinema market was broken because of the Second World War. This resulted in

importing American films via Egypt which resulted in the distribution of
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Egyptian films in the domestic market. However Ozon (1995) mentions that the
expected progress in Turkish cinema could not be achieved because of the
Second World War, post-war period witnessed rapidly emerging new cinema
distributors and cinema producers. It can be seen that this progress was so
effective that it continued to the end of the “dominance of theatrical tradition” in
the Turkish cinema. On the other hand Ozon claims that there are still some
traces of theatrical tradition, and he also underlines that Egyptian films affect the
Turkish film industry and the progress of Turkish film language negatively. As a
result of these two factors, the Turkish film industry can be evaluated just as a
dubbing industry. On the contrary, Cantek (2000) claims that Egyptian films
enlightened the domestic cinema, and for this reason, the influence of Egyptian

films cannot be undervalued for the analysis of the Turkish cinema history.1

The Transition period is followed by “The True Film Producers” period as
referred by Ozon (1995) which incorporate the period 1950-70. According to
Ozon, the first half of this period, in other words 1950-60 period, has got two
important characteristics. First, in order to protect the domestic filmmakers, there
had been a reduction on the “Belediye Eglence Resmi” taxes in the favour of
domestic films. Second, we see the rise of a new generation lead by Omer Liitf
Akad, were trying to build up their own particular cinema languages. Their
contribution resulted in cutting ties from the theatre world. According to Ozon,
the dynamics which contributes significantly to the artistic development of
Turkish cinema faced difficulties in economic and political life (economic

corruptions, lack of democracy, uprising of conservatism). Contrary to previous

' For more detailed information about adventures of Egyptian films in Turkey see Cantek (2000).
Cantek establishes a relation the interest in Egyptian films with Turkish music in the period of
1938-50. According to Cantek, prohibitions of Arabic words in film music in Egyptian films
caused to make film music adaptations. This adaptation covered not only writing Turkish lyrics
in place of Arabic words but it caused also making the film music totally in Turkish.
Consequently Turkish adaptation of Egyptian film music met the demand of Turkish music
because in that time according to modernisation politics Turkish/Ottoman classical music has
been prohibited. Intensive interest in Egyptian films caused to adaptation of the content of the
films gradually. Eventually Turkish films take over of Egyptian films in the film market. The
interference and substitutive protective politics of the state with the implementation of
infrastructural alterations which facilitates the development of domestic film industry played an
important role. For more detailed information on the effects of Egyptian films in the same period
see Evren (1999) and Ayca (1992).
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periods of the Turkish cinema this period started to demonstrate socio-economic
reflections on the movie screens. Therefore “The True Film Producers” period,
in spite of remarkable developments, ends up with an increasing number of films
which their point of reference in Ozon’s own words was in “exploiting religious

beliefs” because of the difficulties in economic and political life.

The 1960s are the years that Turkish cinema became quite popular. In this
period, cinema spreads to the squatter settlements of major cities and the cities in
the country, especially in the form of open air cinema. This is the period that
Turkish cinema reached the masses and phrased as “Yesilcam Sinemasi”. But
Ozon (1995) uses this phrase in broad and metaphorical sense, in order to refer to
the deficiencies of the Turkish cinema — such as stereotyped characters like poor
woman versus rich man, stereotyped narratives, melodramas, soap operas,
complicated intrigues, unbelievable coincidences, bookish dialogues and so
forth. Contrary to this approach which degrades Yesilcam Sinemasit and
demonstrates a familiar example of ordinary perception of Turkish cinema,
Daldal (2005) evaluates Yesilcam Sinemasi in terms of both Turkey’s social

change and also Turkish cinema history:

Arising of Yesilgam is quite harmonious with the dream of creation
of “consumer community” of Democratic Party. Up to 70 % tax
reduction of Municipalities, electrification of centres in the country,
rapid increase of cinema halls turn cinema production business to a
gold mine (Daldal, 2005: 65).

According to Daldal (2005) the evolution of the Turkish cinema to an industry
on the home front with the help of Yesilcam, gave rise to a serious infrastructure
to the social realist movement. This would reflect in the future with the energetic
of the new cinema generation, and the development of cinema criticism and
publications. Similarly, Ayca (1992) criticises the simplistic explanations which

evaluates Yesilcam cinema as a bad imitation of Hollywood cinema. According

2 Halit Refig, in 1971 (see Refig, 1971), made a similar evaluation almost with the same terms
about how Yesilcam cinema laid to groundwork for social reality and then national cinema
trends.
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to Ayca in order to understand Turkish society, that is to say the socio-cultural
hallmarks of Turkish spectators, Yesilcam cinema should be viewed in a socio-

cultural perspective.

According to Ozon, firstly the “The True Film Producers” period, which dates
between 1960 and 1965, is the period when both the questions “how should we
tell?” and “What should we tell?” were answered. Thus for the first time in
Turkish cinema history “social problems” were reflected on the movie screen.
The second half of “True Film Producers” period, which dates from 1965 to
1970, according to Ozon, is the period where all the known patterns of Yesilcam
cinema tried to be introduced again the name of ‘Halk sinemasi’ (People’s

Cinema) and 'Ulusal sinema' (National cinema).

'Public' or 'National' cinema turned to “revolutionary cinema” arguments in the
1970s. This transformation happened as a result of young cinema producers’
generation like Yilmaz Giiney, and some other young people who were involved
in his productions. With periodisation of Ozon (1995), this stage is called New
Cinema Period (Geng — Yeni Sinema Donemi) and ranges from 1970 to 1980.
This period characterises the effort to produce films, apart from “Yesilcam
sinemas1” stereotypes. Ozon emphasizes the effects of Turkish Cinema Archive,
notably the film shows of Cinematheque Association, cinema magazines and
increasing number of films, serials and documentaries on TV, on the growing
generation of young directors. He also points to a distinctive characteristic of this
period namely, the strong relation between cinema and literature. This
underdevelopment and problems in rural area changed the focus in cinema
production which dealt more with social and economic issues. Therefore the
thematic of the films of this period were in general, immigration, proletarization
process, squatter settlements (gecekondular), unionisation of workers and
migration abroad. With the uprising of the women’s movement after 1980,
subjects like sexuality, patriarchy and emancipation of women were included to

this thematic field.
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In addition, the political diversity and complexity of the 70s also reflect on the
cinema. Besides “revolutionary cinema”, the “Islamic (milli) cinema” movement
was also featured. Second half of the 70s witnesses the pornographic films
period known as 'sex furyasi' in Turkish cinema history. Following this period,
with the effect of the widespread access to television and the post military coupe

in 1980, saw the start of a deep crisis period in the Turkish cinema.

With this short historical review, this study tried to constitute a general panorama
about the history of Turkish cinema history for more than half an era. In order to
understand the place of social realistic films, which form informative materials
of this study of this era, one should look in detail to the production and reception

conditions of films in the period of 1960-70.

4.4. The Rationale of Social Realist and National Cinema in the Structure of

Cinema Industry

As we stated in the previous chapter, textual world of films, requires studying
both socio-economic history of their own period and cinematic practice and
language. For this reason, in order to understand a specified historical period, it
may be more helpful to look at the films which were produced around a thought
in place and analysing the films one by one. The directors of social realist films
in Turkish cinema history tried to extend the limits and patterns of existing film
production conditions. These films were reflecting a specified foresight about the
social structure of Turkey. In other words, firstly, the entire industry or apparatus
of the cinema, which is, the context and manner in which film texts are produced
and consumed. Secondly the question “What should we tell?” of Oz6n (1995)
which characterises the first half of 1960-70 period and called “True Film
Producers Period”. That is to say that it is the transition from cinema language to
thematic searching. This question was so important that it caused “cinema
movements” in the Turkish cinema history in such a short period between 1960

and 1970.
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4.4.1. The Predicament of Film's Production and Reception

Unfortunately we do not have any comparative- historical studies which can
serve as a reference point to determine how we compare with other
underdeveloped countries’ experiences or for that matter how we differ in the
process of the cinema industry. But, we can still point out to some peculiarities
which make us understand the production conditions of social realistic films of

the Turkish cinema industry, in relation with capital and state.

Director Halit Refig (see Appendix: B), who is one of the leading characters of
social reality and national cinema movements, points out to the existing
conditions that lacks capital accumulation-, such as the lack of state or industry
support to the cinema in contrast to core capitalist countries - and explains the
existing film production conditions as a result of an “enterprise system”, peculiar
to Turkey. This system that will be discussed in detail later describes the film

production conditions, especially the period 1960-70.

The 1960-70 period which is also called the “Golden Age” (see for instance
Antrakt, 2003) in Turkish cinema history studies, has quantitative and qualitative
distinctiveness that represents this qualification. If we look at the Turkish cinema
quantitatively, there is no other period where so many films were produced, so
many halls were opened and so spectators went to cinema as in these years.
Table 1 clearly shows the increase in the number of produced films since 1960.
The Turkish film industry is far beyond these figures now, and it is also striking
even for the world film industry. For instance in 1961 Turkey ranked in the 8"

place on domestic film production scale in the world (Ozon, 1995)

Table 3. The Number of Turkish Films in the Period of 1960-70

Year Number of Films
1960 78

1961 113

1962 131
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Table 3  (Continued)

1963 128
1964 180
1965 213
1966 240
1967 208
1968 177
1969 230
1970 226

Source: Ozgiic (1988).

This period in addition was the period of stars hegemony. Indeed stars were
interfering in all the processes of the film production, sometimes they were
treated as being more important than the director. The types of the films which
were produced as “Yesilcam cinema” are (Ozgog, 1998), saloon comedies,
initiating with Nejat Saydam’s “Kiiciik Hanimefendi” film (1961); films with
child heroes and heroines, like Aysecik and Omercik; adaptations from domestic
and foreign cartoons: Killing, Baytekin, Fantoma, Mandrake, Tarkan, Karaoglan,
Malkocoglu, etc. (1967); and adaptation from fairy tales like Pamuk Prenses ve
Yedi Ciiceler (1970).

According to Abisel (1994) there were three important reasons that prevent
directors or script writers to produce 'idea of film' in this period: First, the
pressure of the local film distributors. Second the existing star system as they
were determinant elements on the role they perform and setting up the narration.
Third, censorship mechanisms that affect producers more than the directors and
script writers as they were the ones who produce the films and scenarios that
censorship committees will not object to. In other words the management system
played a very importing role in the production processes of Yesilgam cinema or

'‘popular Turkish cinema’ films.

Turkey was divided into regions as far as film distribution and film screening in
this period was concerned. This was not just a geographical division, but at the

same, time reflected the 'taste’ of these regions:
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For example Samsun region has a tendency to the films with
religious motives and films that shows sacrifice and belief samples.
The demand of Adana region was the films with much fighting
scenes in them. Appropriate scenes that meet the needs of the each
region were being inserted almost with a mathematical method
parallel with the ratio of the advance payment (Abisel, 1994:101).

Infrastructural work of cinema industry could not be realised because film
producers were not used to have enough capital, moreover the money earned
from the cinema was not spent on investment. To this effect, the economic
problems of Turkey, as an underdeveloped country are seen in the cinema sector,

and this situation made the cinema field a more risky business to invest in.

The above mentioned conditions resulted in the establishment of a cinema sector
management and Anatolia was divided into a number of management regions.
The ‘“Advance payment” system saw a dependency on management.
Consequently the managers who only had financial worries but no artistic

apprehension became the fore runners of film production:

The managers come to Istanbul in spring season, visit the producers
and settle the things down; they were playing an important role on
how many and what kind of films will be made and deciding who is
going to play in these films. (...) The main decisive effects of the
managers were seen on the relation with small production
companies. These companies which could make only a few films in a
year were totally dependent on these managers’ demands in order to
guarantee to sell their films. These companies were waiting spring.
Because they were doing nothing about the preparations of the film
without taking any advance payment. Consequently the players and
the theme of the most films were determined on which region these
films will be shown and from where the most advance payment was
taken (Abisel, 1994: 100-01).

Producers were working with regional managers in two different ways. They
were either turning over the management rights to the regional managers or they
were marketing the films directly to the regional managers. In the first position
the managers were taking 25% management commission and giving the rest of

the revenue to the producer. The second situation was less risky because the
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amount of the revenue was not important so the producer was not worried about

how many people were going to watch the film (Sener, 1970:135).

The effects of the managers were not only on the producers as they were also an
influential powerful factor on the owners of the cinema halls. For this reason the
producers who produced films which differed from the managers’ demands,
were having difficulties to find cinema halls to show their films. Managers who
are “undercover owners of the films” were threatening the cinema hall owners by

not supplying them with films to show (Isigan, 1997).

Sener (1970) points out that there was no need of capital in order to make films,
if we take into consideration how the system worked at this period. First
directors were making a contract with two stars and then they were getting in
touch with the managers. The managers always had a tendency to give advance
payment because the money they were going to pay for a completed film would
always be much higher. Furthermore, the managers were making such advance
payment by bonds not cash money. The producers then change these bonds in a
bank in order to get cash money to make the film. While shooting the film, if
they were short of money they had to take some more advance payments from
different regions, in order to complete the film. According to Sener (1970:138)
the films made under these conditions were based on a principal which stipulated
that. The film is sold to 5 regions and the particular film in question will be
produced by this money. The profit the producer receives comes from one or two

other regions.

Akerson (1966) indicates the cinema of an underdeveloped country does not
evolve. He adds that this underdevelopment reflects on industrial and artistic
dimensions of the cinema. In this respect Turkish cinema spectators had to watch
such films under the control of some commercial rules. One of the rules was
“block booking” which was applied to foreign films; the second rule was “blind
booking” which was applied to domestic films. According to this second rule the

spectators watched the films that were produced by taking advance payment and
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this payment was paid only by looking at the artists and the script before the

production of the film had started.

Akerson (1966) thinks that one of the factors that so many films have been
produced in this period is application of the style of amortisement. The producers
were making a few more films hastily at the end of the fiscal year in order not to
pay the taxes on the income that amounted to more than the expenditure of a
film. With such an infrastructure which resulted in commercial considerations at
the expense of artistic considerations, the produced Turkish films were evaluated
as being insufficient for the foreign markets. Akerson (1966: 28) proposed some
measures in order to change this situation, and to protect the cinema from
television. He recommended, tough political interventions “to determine a
quality level that will protect good film against bad film and to bring a quality
censorship that prohibit showing the films (domestic and foreign) which
degenerate cinema art”, and some economical solutions, such as “to nationalise

the cinema management and let the state set up studios and film laboratories”.

4.4.2. Turkish Cinema Movements and the Environment of Social Thought
in the 1960s-70s

The period between 1960- 70, has been the most intense and massive period on
the debates and works which focused on the question of “How would Turkish
cinema be?” Almost all the basic trends in Turkish cinema today, such as realist
cinema, people’s cinema, national cinema, revolutionary cinema/new cinema and
Islamic cinema, have emerged either in this period or their basics goes back to
this period (Scognamillo, 1998). Turkish cinema along with the directors and
critics have never found themselves in such rich, extensive and widespread
debate climate, and also have never got involved in social life as much as this
period. For this reason, it is not possible to understand the films of this period

without considering the environment of social thought of the 60s.
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The 60s were the years where social and political movements spread all over the
country. Not only the cinema but Turkey itself was looking for an answer to
‘where society is going to’. Especially in terms of social realist and national
films, the most striking characteristic of the existing discussion agenda was the

new content of the westernisation critiques.

The 1960s again was the period which had questioned the ideal of westernisation
with its economic-political content, having been invigorating again by the DP
government. The ideal which was believed to be “an innocent affectation” was
rapidly replaced with the argument of “a conscious politics which serves to the
benefits of the ruling class” intention (Tungay, 1983). Indeed, Turkey in the 60s,
like other underdeveloped countries, was searching for constructing different
political projects in new problematic areas like ‘development’, ‘independence’,

‘progress’, ‘land reform’ and ‘third world” (Aydinoglu, 1992).

At the same time this political search relied on an intensive opposition
movement which comprised both the organised labour class movement and the
intellectuals on the largest scale. The first tendency is represented by the Turkish
Labour Party (Tiirkiye Isci Partisi — TIP) which was established by trade
unionists at the beginning of 1961. TIP which was an agent of the efforts of the
politisation of the labour class shortly reached to the masses and became the
focal point of socialist opposition. TIP brought the subjects of independence,
industrialisation, foreign capital, land reform and social justice, into the Turkey’s

political agenda.

10 months after the establishment of TIP, second tendency represents the
ublication of the journal YON which published its first issue with the manifest
“Aydinlarin  Ortak Bildirgesi-Common Declaration of Intellectuals”. This
manifestation was an important step in “showing the basic ideological tendencies
of Turkish intelligentsia”, with more than thousands signatures, among them the
cinema writer/critique Nijat Ozon, and one of the most famous directors of social

realits and national cinema movement Halit Refig (Kayali, 2004). This has
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created historical effect which would determine both the Turkish left and the

political environment of the country.

The journal of YON in its first issues, exhibits future characteristics in respect of
its political tradition which in those days dealt with some topics which were to
be discussed by the Turkish left agenda after 1980 (Aydinoglu, 1992). Although
these characteristics were lost, YON, according to Aydmoglu (1992) was the
first ‘leftist journal’ as it too leads in discussing the Kurdish problem and
women's issue. YON’s important historical function is connected with its pivotal
role in taking shape of the ideological-political tendencies of Turkey in the

approaching 20 years.

According to Aydinoglu (1992), the YON movement represents the "radicalism
of small bourgeoisie" that is 'specific' to Turkey of 1960's; an inheritance which
makes it a ‘meeting’ place for authoritarian, reformist and Marxist tendencies.
That is to say, a model of Kemalism which is the “only succeeded revolutionist’
form in the modern history of Turkey. Kemalism is the idea of Kemal Ataturk
who is the founder of the Turkish Republic incorporating the following six
principles; secularism, etatism, nationalism, reformism, republicanism and
populism. It might be the first movement in the world that aimed the
transformation of civilisation with the state wills (Gole, 1990: 66). That is why,
the YON movement tended largely to the aspiration of grand social
transformations with streak of elitism, believing that the reformism of the state

will by being away from the facts of state and class.

The definition of socialism, including the principles of Kemalism affected
significantly the ideals of the intellectuals of that time. Social, economic and
political context of that time might have necessitated this kind of interaction in
the eyes of intellectuals, who also believe in the Republic and Kemalism. As

Halit Refig points below:
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YON was in the outermost limit of socialism considering the
conditions of that time. As a matter of fact the thing, which
harmonise the socialism and Kemalism, was the socialist thought
which does not deny Atatiirk (Tiirk, 2001: 128).

Following the above idea of socialism, the political programme of YON was
based on these basic principles; non-capitalist path of etatist development, anti-
imperialist stance in foreign policy, an opposition to foreign capital, reforms in
social justice, a fair income distribution, and radical land reform. This political
programme describes TIP in the same way as YON, would be in a very basic
differentiation to the question of which historical phase Turkey is in the 60s. The
fundamental arguments of the debate revolved around the questions of class
structure of Turkish society. Thus the political axis of grand transformations —
namely, is Turkey a semi-colonial country which necessitates a vast class
alliance like worker-peasant-national bourgeoisie or is it a dependent capitalist
country which requires directly a socialist revolution? The former accepts
capitalism substantially, in terms of international exploitation relations, in such a
way that it puts the emphasis on Turkey being a country with Asian features,
having dependent economy and feudal features. The latter mostly focuses on
labour- capital relations on domestic level, and puts the weight on a socialist

transformation project by means of a working class party.

Not only did the intellectual environment and political activity of the period, but
also the above-mentioned arguments themselves hold a distinctive place both in
the formation of social realist and national cinema currents, and in the content of

the films these currents were produced.

Primarily, in this period, where the largest section of the intellectuals tended to
embrace radical politics, the chief directors and the writers of Turkish cinema
had become a direct participant in this argumentative environment. Firstly, the
question of what Turkish cinema should tell, had been discussed with reference
to a social transformation perspectives. The second, even if it was debatable,

what the term ‘national’ meant (Belge, 1983), anti- imperialist accent encouraged

74



the search of giving national character to the culture. The third, the intellectuals
unlike from previous periods “had chance to see the masses as subjects” during

this period (Aydinoglu, 1992: 54).

In an atmosphere where political activity spread all over society, the target of
changing and transforming the world, inevitably had to take lower classes into
consideration as a historical subject. This phenomenal reality was underlined in
the cinematic search of the period between 1960- 1970. Accordingly, it was not a
coincidence that the debate schedule started with the questions of ‘for who do we

make cinema?' and 'what do we make cinema for?'

The most salient debate in the area of the cinema took place between the
directors who belongs to the Turkish Film Archive and those critics/writers
belonging to The Cinemateque Association’. On the one hand, directors such as
Metin Erksan, Halit Refig, Liitfi Akad while continuing to produce realist
cinema productions within Yesilcam framework, still joined in the debates of
cinematheque group. The Cinematheque group ignored the patterns of realist

cinema despite all its differences from Yesilcam cinema.

Consequently, one needs to take into consideration the debates of the first period
which was shaped around the duality of Turkish cinema/Western cinema. This in
itself would grasp the intellectual journey of the realist cinema trend. As a matter
of fact, this duality, which was structured in the beginnings of 1960’s and 1965
onwards, write into the opposition of national cinema vs.

Young/New/Revolutionary Cinema.

3 For the details of this debate see Oz6n (1995); moreover see Scognamillo (1997) (1998b) and
(1998c). For how these debates are percepted and interpreted by both the young generation and
the ones who took part in it in those days today, see the “Tiirk Sinemasinda Yol Ayrimi”
interrogation file in Antrakt: Cinema Journal (2003). It is seen that in spite of these past years
there is nothing much changed in basic arguments of the both sides.
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4.4.2.1. “Cinemateque Group Are Traitors” Versus ‘“Directors Are Not

Intellectuals”

According to these ‘Cinema’ group, including Halit Refig, cinema in Turkey is
to be produced not for westernised intellectuals, or critiques/writers, but for the
people which constitute the majority of population. So, if the public issues are
worked up in a simple way, an adverse position towards Yesilcam Cinema can
be realised (Sener, 1970). Refig thinks that cinema critiques and writers in
Turkey are affected by Western culture, and their aesthetic views are shaped by
Western values, which changes their way of looking at Turkish cinema. Hence,
Refig asserts that those critiques and writers who are not aware of Turkish social
structures and art traditions, and who are foreign to their own societies, cannot

make appropriate evaluations.

Metin Erksan emphasises that “audience is conditioned in three ways”, in the

analysis of “National Turkish Cinema and Solutions” organised by Ant Journal.

The audience poisoned by the agents of cultural imperialism
(majority of these agents are found in cinema critiques and writers.
Some student organizations can also be considered as home of traitor
agents); foreign films; some cinema writers who takes tribute from
many players and sublimate this players and films made by this
players (cited in Kaya Mutlu, 2001: 211).

Erksan’s emphasis not only gives information about cinema critics and writers of
that period, but also, reflects the tension between critiques/writers and the
directors. Those critics/writers who called themselves intellectuals assert that one
needs to make some regulations so that Turkish cinema, which has been under
the domination of commercial cinema, would acquire universal qualifications

and reach the required level.

Movie-makers advocated that making films in terms of commercial
rules is much more appropriate. Some movie- makers following Halit
Refig produced new theories. Its name was first “people’s cinema”
later turned into “national cinema”. What they want to say briefly is
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that it is important to make the films which people like. We could not
make such films. So, we made mistakes. As a matter of fact we
should make films that people enjoy (Kutlar, 1985).

The film critiques/writers tried to institutionalised 'Young Movie- Makers'
movement as a mew cinema approach' by establishing groups such as 'The
Witness Cinema Group', 'Hisar Short Film Contest', "Turkish Cinemateque
Association' in contrast to existing Turkish cinema in the 60s. Particularly,
Turkish Cinemateque Association used to have a crucial role among the film
critiques/writers (Sener, 1970). The place of Turkish Cinemateque Association
that was founded in the 1965 was very important within the institutionalizations
efforts. Turkish Cinemateque Association aimed to develop cinema culture in

Turkey by showing classical films (Kayali, 1994).

This association was an important step for critiques/writers towards universal
cinema. Kutlar (1985) defined Turkish cinema as an institution, which brings
together “a group of people who lives in Turkey and wants to know about world
cinema”. This definition also shows that as a result of existing cliques Turkish

film directors have almost no interest in world cinema.

Broadly speaking, the cinema conception of the Young Movie-Prducers is based
on the ignorance of all the things related to Turkish cinema. Turkish cinema
especially Yesilcam Cinema was seen as “a slew needs to be drainaged”
(Scognomillo, 1997). The Young Movie-Producers movement define themselves

by the stucked opinion of Kutlar (1968/reprinted 1998).

It is a cinema showing the reality of country to throw fresh light on
people who live this reality, based on documents, activator,
informational, going hand in hand with political action, making deep
analysis, being more efficient with authentic styles (Kutlar,
1968/reprinted 1998)

In contrast to Young Movie-Producers, Halit Refig (1971: 89-90) was in favour

to discuss Yesilcam Cinema compared to the One Party Rule. Accordingly, there
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was Muhsin Ertugrul as a “one man” in the cinema during the One Party period.
In the Democrat Party period, in parallel with the shift of power from the centre
to the periphery, Yesilcam Cinema also unfolded in Anatolia. Thus, Yesilcam
Cinema could be taken as a progressive and positive step in cinema history, since
in this particular way, according to Refig, Yesilcam Cinema paved the way for

the development of people’s cinema and national cinema.

These debates on national identity were the most salient particularity of 1960’s.
While the critics/writers group asserted that national identity is only possible to
move from 'Yesilcam’s exploitation system' to independent 'innovative cinema’;
the other movie-makers group claimed that cinema is an industry based on
audience, for this reason it needs to reach to the people and they want to realize

this within Yesilcam (Erdogan, 1995).

In 1966, what happened in a panel in Turkish Cinemateque Association, made
the connection lost almost completely between the critics/writers group and
movie-makers® (Sener, 1970: 98). Whereas, as Kayali (1994) mentioned, the
strict polarization coming from the above-mentioned dispute was reinforced by
political ideas belonging to Turkey’s social structure and cultural features other
than the directors or film itself. Consequently, the differentiations of 'national’,
'revolutionary’, Tslamist' in cinema debates, as Kayali mentions, is related to
worldviews which go beyond the cinema. In fact, within the debates of that
period, it is not possible to find any polemics in which film names were

mentioned, let alone meaningful criticisms of each film.

4.4.2.2. Social Realist Cinema

* This factionalism tradition which stated with this debate still carries on today. In social reality
and national cinema debate, the ones who are in favour of the moviemaker group were gathered
in Mimam Sinan Fine Arts University, Cinema TV Centre who took over the tradition of Tiirk
Film Arsivi (Turkish Film Archieve) and the writers and critics who are in favour of
Cinemateque group were gathered in Istanbul Film Festival which is organised by Istanbul
Foundation for Culture and Arts.
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Social realism in cinema aims to edge towards concrete problems of daily life
and uncover 'ordinary' looking phenomena which are dependent on a broad
social context. Zavattini who defines this as “escape from fairy tale” suggests

that:

The raw material that you embroider, search your own circle, while
taking simple situation in which people exist, search which element
they are composed of; away from professional actor, since being a
person in somebody else’s model means incline towards an
accounted issue; and escape from technical ornaments which could
constitute an obstacle between you and reality. (Zavattini, cited in
Onaran, 1999: 131, 132)

Whereas social realist trend was understood to be a direct political tool in

Turkey, Ucakan’s pursue further engagement:

Both in art and in politics in order to participate the struggle to save
Turkey from wunderdevelopment: one needs to incline social
problems; the problems of those oppressed labourers whose rights
usurped, the consequences of urbanisation and industrialisation must
examine and the ways of solution must be found (Ucakan, 1977: 26).

The social realist trend saw its first illustration with Metin Erksan’s film
Gecelerin Otesi (Beyond the Nights) which was shot in 1959 and was released in
1960. He also produced a lot of movies. The most influential films of this trend
are: Yilanlarin Ocii (The revenge of the Snakes), Ac1 Hayat (Bitter Life), Kirik
Canaklar (Broken Dishes), Susuz Yaz (The Arid Summer), Gurbet Kuslari
(Birds in Exile), Karanlikta Uyananlar (Those Who Awake at Dawn) and
Suglular Aramizda (The Guilty Among Us) (see Appendix: A for other films and
details).

If we follow Halit Refig’s determination, the duration of the social realist trend
in Turkish Cinema History is limited to 5 years. For some reasons that will be
mentioned below, Halit Refig thinks that social realist trend came to an end in
1965.
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Refig (1971) explains the emergence and collapse of social realist cinema
approach in terms of the transformation of the governments. Accordingly, the
social realist approach started in 27th of May 1960 when the military came into
power, both ended in 10th October 1965 when Justice Party won the elections.
What lies behind this connection Refig established between social realist trend
and the transformation of the political governments in that the evaluation of
generally Westernised movements as lack of social environment in Turkey.
Henceforth, the social realist trend was impressed by both Italian neo-realism, in
which the idea of “personal expression” of directors firstly appears and
American realist cinema. Moreover 27th May 1960 coup can be considered as a
part of a movement which was realised and supported by the intellectuals. In
other words, if there had been a mass support, the Justice Party would not have
won the elections, and social realist films would have been followed more people

and earned more takings at the box office.

Refig being a controversial figure observes that social realist trend, which he
defines as the “first serious leftist movement”, was neither understood by the
people, nor the critics and writers who defined themselves as leftist and criticised
the social realist trend seriously (Refig, 1971: 35). In the same book, Refig
asserts that the failure of the social realist trend cannot be associated with the
personal failure of the directors. The significant reason is that the historical
conditions of Turkey, in many ways do not determine a bourgeoisie class,
therefore, Western style bourgeoisie films are destined to fail. (Refig, 1971: 41,
51)

Refig’s observation in the cinema context which is an institution can be fully
explained as follows. Firstly, there are different mechanisms of the cinema
industry in Turkey and in Western societies. The conditions of making art film in
Western societies have been much more relevant. These films are made with a
small budget and there are certain cinema halls reserved for them. On the
contrary, the directors cannot be protected and supported by the state in Turkey,

both in film producing and showing times. This explanation is based on the
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assumption that the cinema is thought to be an institution, in such a way that, the
problems come from the absence of cultural politics of the state. Here, the
problematic view is linked with the indifference of the people, or the failure of
the films. This accounted by the number of viewers or box office receipts in
comparison with Yesilcam Cinema (Refig, 1971: 34) and apart from Otobiis
Yolcular (Bus Passengers), Act Hayat (Bitter Life) and Gurbet Kuslar1 (Birds in

Exile), could not be successful.

As an active member of social realist cinema trend, Refig defines the period of
Turkish Cinema until 1960’s as a period under the effect of Western thought and
cinema trends. Since the other directors and scriptwriters, including him, were
influenced by Western sources and grown up with Western culture. This has
brought the alienation from the society and at the same time becoming a stranger
to the problems of society. For Refig, the historical process that resulted in the
awareness of the situation, and subsequent 'awakening', started with the question

of the failure of social realist films.

4.4.2.3. People's Cinema

For Refig (1971: 51), what determines the position of movie-producers, be it the
other individuals in society, is the cultural and economic structure, art and
technological level of society itself. Consequently, Western and Turkish
societies, whose historical developments and civil service structures are different
from each other, so the art and aesthetic developments are expected to be

different too.

In this context, Refig, who compares Western and Turkish societies, asserts that
the individualist world view seen in Western Europe societies is a particular
feature to the bourgeoisie whereas in Turkey, a collective world view has been
dominant based on ‘“nomadic Turkish traditions, Islamist Law, and Ottoman
State system” (Refig, 1971: 52). Moreover, Refig argues that Western

bourgeoisie has national characteristics. On the contrary, there has been no real
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bourgeoisie class in Turkey as there was only a small critics/writers group who
imitated the bourgeoisie. This group prefers films produced in the West instead
of the films by Turkish directors who try to realise bourgeoisie art. This
constitutes the class basis of the failure of social realist trend as an intellectual

bourgeoisie movement (Refig, 1971: 53).

Refig argues that it is not possible to talk about an exploitation system based on
capital since the film producing conditions is determined by the labour. The
capital is obtained indirectly, through the ticket takings and if people give up
going to the cinema, very few films can be shot. This constitutes one of the signs
of why Turkish cinema is treated as people’s cinema. As a matter of fact, since
populist film trials projected Western Populist patterns, Turkish people ignored
them. Yet, populism based on historical features of Turkish society, will be
helpful both to create authentic films and also “give a chance to build a bridge

between intellectual Turkish movie- makers and the people” (Refig, 1971: 88).

Metin Erksan (1989: 142) also asserted similar approaches to Refig with the

following statement:

From the beginning till today, official institutions such as the state
and the municipality, state banks, private banks, big private
institutions, universities, intellectuals, have not been beneficial, have
not interested in Turkish cinema; on the contrary they have been
harmful to Turkish cinema besides they have despised Turkish
cinema (Erksan, 1989: 142).

Metin Erksan also underlines that in parallel to Refig, since Turkish people make
cinema call into being by watching the films, Turkish cinema can be considered
as people’s cinema. In addition, the language of the films, being Turkish, has
been effective to render Turkish cinema as People’s cinema. Turkish is not an
international language and for this reason, Turkish films are mostly watched and

understood by Turkish people.
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In addition Erksan highlights that production conditions emphasizes the context.
As Vardar (2005) points out, Refig mainly defines people’s cinema through the
film making processes. People’s cinema remained as contextual formula so there
are not any people’s cinema film samples. In other words, people’s cinema
played an influential role in the transition from social realist cinema to national

cinema trends.

4.4.2.4. National Cinema

Turkish cinema history meets the concept of ‘national cinema’ after the second
half of 1960’s. As the most important voice of the concept, Halit Refig, starting
from the years 1966-67 began to represent his own cinema perception with a
‘national cinema’ concept. Refig (1996: 184) underpins that theoretically his
biggest source is Kemal Tahir’s thoughts and novels. Furthermore, he expresses
that he was affected from Tahir’s basic idea that “Turkish society is quite
different from Western societies, even most of the time Turkish society has got

opposite development lines”.

Refig defines 'mational cinema' as a cinema form whose theories were projected
by Metin Erksan and himself and also the Turkish Film Archive. “National
Cinema” was born as a reaction to the admiration of “social realist cinema” and
“Western cinema”. However, the continuity of the existence of national cinema
depends on the support of the people as much as the support of the state, not
forgetting cultural policies. Since there is no support of the state in Turkey
‘National Cinema’ has become limited to several films such as 'Four Women in
Harem' (Haremde Dort Kadin), "Time to Love' (Sevmek Zamani), 'T Love a Turk'

(Bir Turk’e Goniil Verdim) (Refig, 1971: 92).

Refig (1971: 97) points out that Western Cinema is nurtured by other products of
its own culture like the theatre, plastic arts and literature. “The individuality”
which exists in all these areas comes from private property. On the other hand,

there no importance is given to the individual in traditional and Turkish plastic
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arts, in such a way that Turkish films only become national when they reflect
“description of representative types from society and public conscience”.
Moreover, for Refig (1971: 88), Turkish cinema is related to Turkish folk arts
such as Anatolian folk pictures, Turkish folk stories, meddah (Public storyteller),
ortaoyunu (a theatrical genre once popular in Turkey) and Karagdz (Turkish
shadow play). For this reason, Refig emphasises that if you ignore Turkish
cinema you also ignore Turkish folk arts. He (1996: 185) asserts that the most
important factor to bring to an end the national cinema view is to burn the film

"Tired Warrior' (Yorgun Savasgi)

The views of the film directors, cinema writers and managers of two prominent
cinema institutions of that period take place in a scrutiny on national cinema

made by Ant Journal in 1968.

These film directors who take part in social realist trend, such as Duygu
Sagiroglu, Liitfi Akad, Atif Yilmaz and Metin Erksan elucidate national cinema
by emphasising national culture. According to Sagiroglu (see Scognomillo,
1998), Turkey has got its own resources in the development of national cinema
and universal values. On the other hand the western or eastern aesthetic way of
thinking does not suit to Turkey. Therefore the only way to reach a universal

level is to develop on the basis of nationalist values.

Akad (see Scognomillo, 1998) defines national cinema as based on the realities
of the people, for the people and by the language of the people. Yilmaz (see
Scognomillo 1998) indicates that within the existing production conditions —
absence of the support of the state and private capital- the films, which reflect
historical and social characteristics and cultural aggregation, constitute national

Turkish cinema. Erksan (1968, cited in Scognomillo 1998) argues that;

All the thought products of the thousand years are the basis and
substructure of national Turkish cinema. Since thousand years every
product, which Turks are created, developed and stamped its
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originality, continues in national Turkish cinema, in conscience, in
subconscious, or in a mode of believers (cited in Scognomillo 1998).

On the other hand, when cinema writers evaluate the issue within the same
perspective, generally, they criticize the existing cinema structure and the way it

works. In doing so, they follow 'universal' as a point reference.

Kutlar (see Scognomillo, 1998: 56) emphasises that in today’s conditions,
existing national cinema in Turkey can be considered as insufficient in
economical and aesthetic points of view, whereas it would prove its being
national when it reaches to the level of universality with its own authenticity and

revolutionary perception.

Ozon (see Scognomillo 1998) looks at the issue from a different perspective than
that of Oz6n. The main duty of the film director is to reflect the way of living,
the realities and the problems of society. According to Ozon, the film director

must not be engaging in developing a film theory or having theoretical debates.

Dorsay (see Scognomillo 1998) states that the point of departure of national
cinema is the history and social and cultural structure of society; the presence of

national cinema is still controversial in Turkey.

Turkish Film Archive director Sami Sekeroglu (see Scognomillo 1998), whose
views are close to movie- makers, accentuates that national Turkish cinema is
shaped by Turkish thought, both in context and form which aims to solve the

problems of society based on their own culture.

The manager of New Cinema Journal, which is a publication of Turkish
Cinematheque Association, Hiiseyin Bas (see Scognomillo, 1998) defines
national cinema as a trend that looks after its own past and aims to reach high
levels of civilisation; in favour of people and is responsible to make labourers

conscience of their rights.
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Sezer Tansug who is the representative of Young/New Cinema approaches the
issue differently than the others, and declares that this issue is not necessarily a
political one. National cinema can be defined within an art conception, style and
form. Also, these points must be taken into consideration while evaluating

Turkish films (see Scognomillo, 1998).

Contrary to Tansug, Ustiin Barista (see Scognomillo, 1998), one of the young
movie-makers, also argues that the concept national Turkish cinema' is indeed a
political concept. But it does not mean that this movement would be a political;
conversely it means that it makes a film, which would be based on the

understanding of 'political cinema'.

On the other hand, Artun Yeres (see Scognamillo, 1998b) asserts that in fact,
Young Cinema approach aims to produce films, which reflects honestly the
problems, realities and traditions of society in Turkey, whereas the films

produced so far are mostly Western imitations.

Vardar (2005) specifies that what stands behind the idea of cinema is the
disharmony of westernisation phenomena in the social structure. In fact, national
cinema has as its target "the criticisms and the art comprehension of the
intellectual who alienate her society". This phenomena itself displays saliently in

Halit Refig’s films (see especially Sehirdeki Yabanci (Stranger in The City).

The idea of national cinema has been formed in the thoughts of Kemal Tabhir,
Sencer Divit¢ioglu and Selahattin Hilav (Refig, 1971; Kayali, 1994; Sener, 1970;
Yaylagiil, 2004). Accordingly, in Ottoman society, private ownership did not
develop and there was private ownership only of the land. For this reason,
Turkish society used to have different development lines when compared with
Western societies. This different development levels resulted in such a way that
it is not possible to reach Turkish society by Western forms. Since there is no
developed class structure in the Western sense, a Western way class struggle

cannot be contemplated in Turkey.

86



This thought that was shaped in the second half of the 1960’s, has been criticised
by those who establish its intellectual foundations. Kemal Tahir one of these
critics, in an interview with National Cinema Journal makes weaker and hopeful

criticism compared to the others:

The reason why prominent moviemakers share our historical features
and the idea of searching right is because cinema considered being a
people art without medium. For this reason the actual figures of our
cinema would see this reality before the ones who work in the other
art branches. They would search and develop their way in this
direction and they would give great art pieces (Kemal Tahir, 1968,
cited in Daldal, 2005: 123- 124).

After the 1965 anti-imperialist stand, which shaped the idea of national cinema,
culturally it turned anti-West. Selahattin Hilav criticises the denial of Marxism
and its historical materialism approaches, just because they are the product of the
West and also, evaluated these thoughts as 'Westernization' or 'cultural

imperialism':

One must not make mistake by treating capitalism and imperialism
same and unique with Marxist idea based on the negation of the first
ones. Today intellectual and scientific means, which provide us resist
to the West, are also product of the West. It is a duty today from
socialist perspective to use these opportunities in the hands of
general human race against the West (capitalism) (Selahattin Hilav,
1968 cited in Daldal, 2005: 124).

Sencer Divitgioglu declares that Marx and Engels wrote the book that examines
the concept of Asian mode of production and Ottoman social structure in the
14th and 15th Centuries ‘Asian Mode of Production and Ottoman Society”, not
to analyse the issue, but to ask a question. So, take out to establish a relation

between Asian mode of production and Turkish cinema:

In my opinion, the only thing we can do as social scientists and they
as artists is to turn ourselves, and search it. This can be possible only
by throwing new questions and answering them... We are not in a
position to reject anything in advance. Considering national artists
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being in a condition of avant-garde, especially in such a
communication and transportation age, and also seeing the national
borders are getting larger for art, one would realise that above-
mentioned argument is not wrong...(Divitcioglu, 1968, cited in
Daldal, 2005: 124, 125)

As a matter of fact these criticisms cannot be regarded as free from the political
thought of the period, and also, from 'Yon movement' stance that directors are

affected seriously.

4.5. Conclusion

Among the moviemakers group the most written material was produced by Halit
Refig. For this reason, along with his other works which explain the state of
affairs at the time, his writing has become a primary source. However, what
Halit Refig has written down seems problematic from the point of view of social
realist cinema, people’s cinema and national cinema approaches. This also
reverberates to the other works. This problem not only appeared at conceptual
level, but also caused a complexity to determine which films are the samples of
social realist, people’s and national cinema. In my opinion, what Halit Refig
wants to say can be summarized as follows: When social realist cinema films
started to be produced, the moviemakers of the period dealt with social problems
contrary to Yesilcam popular cinema. Cinema is also considered to be an
industry as much as it is an art field. When the film audience does not deliver the
expected interest, the answer to the question of “where did we make mistake?” is
explored in People’s Cinema. Passing from the phase of “people’s cinema” to
“national cinema” it is conceived that the interest of the audience would not be
enough either. Therefore, what is needed is to have the state support and national
cultural politics. At this very stage, cinema had been undertaken not only by the

films produced, but also associated with concrete cultural politics and audience.

According to Daldal (2005: 125) there are two reasons why 'national cinema'

movement appeared and was legitimised after 1965: Firstly, after 1965, as a
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result of political and economical difficulties, the directors’ wish of their
intellectual identities was to be realised in the cinema industry. Secondly, due to
the conflicts they had with leftist critics and Cinematheque group, the shift of the
directors witnessed a trend “towards right”. In Daldal’s view this determination,
particularly the second one, seems quite problematic. According to this
determination, Metin Erksan and Halit Refig, who have had no relation with the
right, after 1965, shifted towards the right. Their films Haremde Dort Kadin
(Four Women in Harem), Time to Love (Sevmek Zamani), Bir Tiirk’e Goniil
Verdim (I Falled in Love with a Turk) have been recorded as rightist films in
cinema history. However, this evaluation seems to be made only by with a
current way of looking. Among these films, only Bir Tiirk’e Goniil Verdim can
be included taken in this category because of its religious motives. Halit Refig
expresses that religious motives are generally considered to be a part of culture
and he also adds that he had reflected them in this way in his films (see

Appendix B).

The interpretation for his first determination is that the situation must be
evaluated not as a 'desire' but as a necessity in existing conditions. When we look
at the situation from the viewpoint of the moviemakers of the period, what we
can say at first sight is that, they tried to produce films running counter to
existing cinema views which could get any support from neither the state nor the
cinema writers/critics. Furthermore, they had to deal with censorship. The
filmmaking circumstances were also devoid of audience support, as most
important income source and also sole indicator of the success. From the
framework of their conception almost eliminates filmmaking circumstances at
all. A point to be remembered is that, today, films, which, ingrain Turkish

cinema history are, also these films.
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CHAPTER §

UNDERSTANDING PATRIARCHY VIA CINEMA: A FEMINIST
ANALYSIS

5.1. Introduction

The aim of analysis in this study is primarily the concept of patriarchy. As
pointed out in Chapter 2, patriarchy is considered as a material social structure
and practice. The argument that patriarchy resides in a particular social and
historical context refers to the understanding of gender as a hierarchical social
division rather than a cultural distinction (Jackson, 2001). Given the dominancy
of the cultural and psychoanalytical comprehension in feminist film studies, the
emphasis of 'material existence' only intends to recall sociological insights

concerning the comprehension of patriarchy and gender.

Stemming from this attitude, in this chapter, I will attempt to discuss patriarchal
structures and practices via social realist and national cinema films. At the level
of social interaction and practice, I limited wider context of gendered material
existence in the context of selected films with the social construction of
masculinity that plays "a primary role in ascribing meaning to relations of
power" (Ramazanoglu, 2002). The films in the first section will be analysed in
terms of the patterns and crises of manhood identity. Then, I will focus on the
material inequalities between classes in terms of their sex-blind perspectives.
The subject of the second section is concerned with this topic. The question how
gendered hierarchy is sustained through division of labour, notably the relations

of household and the idea of will be the last field of inquiry.
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5.2. Patterns of Masculinity and Crisis of Patriarchal Structures

Until recently, gender studies have largely been based on the scrutiny of women
and femininity, even though gender has been conceived as a hierarchal
construction of femininity and masculinity including "the assumed normality of
specific forms of social and sexual relations between women and men" (Jackson,
2001: 289). Similarly, cinema studies appear to reveal women's stereotypes in
screen. However, as Kandiyoti (1997: 171) argues, it is necessary to "consider
the institutions that are primarily responsible for exclusion or marginalization of
the women but responsible from production of manhood identity and manhood
values". On this account each one of these institutions and relations refer to the
gendered order in which manhood is defined, reinforced and limited (Onur &
Koyuncu, 2004). This section will analyze the gendered practices of manhood in
the textual restriction of the selected films. First our focus will on one of the
'private lives' of men that is localised in the public sphere, namely,
neighbourhood friendship, in the case of Gecelerin Otesi. Secondly we will
consider the masculinity of work, as in Hizla Yasayanlar and lastly we will

consider sexual violence in the case of Kuyu.

5.2.1. Gecelerin Otesi: Manhood As Neighborhood Friendship

Symbolically manhood friendship “is expressed as discussions with content like
moral intentions, political views and standards of judgement done among with
the same sex” (Onur & Koyuncu, 2004: 39). Gecelerin Otesi (see Appendix: A)

can be seen as a typical neighbourhood friendship film in both ways.

The film criticizes the socio-economic policies that are popularized by 'creation
of one millionaire in each district' of the Democrat Party government (Kayali,
1994: 91). This is maintained through 'saving' efforts of seven friends’ lives or
ideas who grown up in an old and poor district of Istanbul. The only solution
they are offered with is robbery. When film credits were showered on the film

release the following words capture its content and arguments: “This film is
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about seven young men. This is a true story. When a millionaire appeared in

every district, also such young people appeared in these districts.”

Although the seven male characters of the film have different life styles and
expectations, this never reflects on the “shared world” of “manhood friendship”
(Kandiyoti, 1997). They owe their friendship not to their common class root but
to being all men. Feminine characters are like categories that are “left behind” of

this world which “never shared” with them (Kandiyoti, 1997: 77).

Fehmi (Kadir Savun) is a truck driver who carries goods across the country. He
lives with her sister Sema (Mahmure Handan) and he dedicated his whole life for
her possible future marriage. This devotion seems to be a phase that Fehmi has to
succeeding in his life. While he was chatting with his friend Ekrem in a Turkish
bath he says, “If Sema was not around I would leave here”. Fehmi raised his
sister alone because he lost his parents and he wants to do his 'last duty' for her.
He says to his sister’s fiancé, “Life has wasted me anyway; you at least have a

0l

decent life.”” He is also the big brother, not only he is the eldest of all but also

feels responsible for his sister as much as the friends group in the district.

Ekrem (Erol Tag) works in a thread factory. He lives with his mother, brother
and sister and he is solely responsible from the maintenance of his family. The
whole weariness and anger of working as a breadwinner since he was seven
years old is clearly captured in these two scenes. First, when a social security
inspector comes to the factory and during the inspection notices a child worker
who tries to hide from him. Ekrem sees his own past and also his future from the
child’s fear and effort to save him from this situation: everything is still the
same. The factory scene ignores of any existence of the relation that is formed

with the other workers. Indeed Ekrem felt all alone there.

The second scene starts with Ekrem’s arriving home quite tired and his

loneliness in the factory persists in the form of a different loneliness at home. His

Hayat bizi harcamis zaten, bari siz insanca bir omiir siiriin.
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sister was busy sewing; she raises her head says 'welcome' to him and turns
backs to what she was doing on the sewing machine. When Ekrem asks his
mother to prepare clean underwear because he will go to hamam (Turkish bath)
his mother says “Don’t you see it? My hands are dirty. You prepare it yourself”.
Ekrem’s depression at home can be clearly seen. His 'loneliness' is tied with
being the sole breadwinner figure is shown in the lack of gratitude which is
usually taken for granted in such situations. In Ekrem’s emotional deprivation
there is an important indicator which underlines the gendered characteristics out
of the breadwinner: Deprivation implies that women should 'appreciate’ men
with their material and symbolic practice. 'Appreciation’ is seen to be one of the
constructive elements of manhood. In fact it neutralizes the offering of women’s
domestic labor to men’s service. In this instance, as is required by this
neutralization, women’s labor in the reproduction of household becomes totally
invisible. As a result the breadwinner notion takes its gendered character by
firstly negating women’s labour. This particular in-house scene strengthens the

sexist content of class burden.

However, the quarrel between Ekrem and his little brother has equally offers a
narration when we can understand the class content of manhood. While Ekrem is
preparing his underwear his little brother breaks a window in the house while
playing football on the street. When his brother comes in to the house in order to
continue playing, Ekrem shouts at him, “We could hardly buy you a pair of
shoes, you break the window of the house!”%. His anger continues by exhibiting
the anger that shows the relation “between class characteristics and expression of
masculine aggressiveness” (Kandiyoti, 1997: 194). Ekrem manhandles his little
brother with anger. The younger character is living his childhood without even
thinking of the financial outcomes of the broken window. Ekrem’s anger turns

into resentment of childhood when the mother takes his brother’s side. He

2 .. ..
Biz sana pabug yetistiremezken, sen tut evinin camlarin kir.
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complaints to his mother, "I had not a single happy day like these children" and

calls her to account for, “Who turned me into this?".

Sezai (Suphi Kaner) and Yiiksel (Metin Ersoy), members of the friend's group,
are two Rock-and-Roll passionate guitar player who claim that they were not
understood in Turkey. Their walls of their room are all covered with famous rock
star posters of that time like Elvis Presley. Their biggest dream is to go to
America where the western allure and personal salvation wish are clearly echoed.

One of the characters complains:

I have no luck; I wish I could be a football player then basketball
player. Why on earth didn’t I go for football? Football players earn
so much that they can spare some money. If I were a football player I
would be very rich®.

Cevat (Ziya Metin) is a theatre actor with no regular income except working as a
walk-on part sometimes and married with Aysel (Meri Dolge) who is also a
theatre actress. He has not found a job in 'serious theatre'; on the other hand, he
refuses to perform in operettas because he thinks that it does not project "true
artistic principles”. He is an idealist who wants to open his own theatre.
Therefore, the responsibility to earn the necessary money to survive is left to
Aysel who should 'not carry' artistic principles. Cevat and Aysel, as will be later
discussed, are an important example. This situation will help us fully understand
how masculinity patterns are treated in the case of contradictory conditions when

the man is not the breadwinner, as in this case.

Ayhan (Oktar Durukan) survives by drawing cartoons for newspapers. He is
desperately in love with his neighbour Sevim (Suna Selen) who is a singer. But
he cannot catch her attention at all because he is short of money. Sevim is shown

as a woman with a character who is fond of luxury, and plays with Ayhan’s

? Bir giin bile su ¢cocuklar kadar mesut olamadim. Kim getirdi beni bu hale?

* Ben de talih yok, futbolcu olacagima basketci oldum. Ne diye futbolcu olmadim? Futbolcular
paranin tursunu kuruyorlar. Futbolcu olsaydim, koseyi donmiistiim.
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passion professionally. This is an important feature which will be elucidated
upon, not simply for women stereotype but for how “family paradox” (Davidoff,

2002) is constructed.

Last member of the group Tahsin (Hayati Hamzaoglu) contrary to Sevim, is
engaged to Sevim (Fehmi’s sister) but they cannot get married because of
financial shortage. His “only consolation is the engagement ring”. Tahsin, who is
working as helper to Fehmi, is the only character who believes in work for
achieving his goals- he is struggling to get a driving license in order to be a taxi
driver in Istanbul. His distinction from the others is made dramatic by not only
keeping him out of the robbery operation but also showing him as totally
unaware of the incident. But the differentiation in question is never shown to be
moral distinction. On the evening when they went to a bar, Fehmi counts Tahsin

out from the ‘losers’ list but does not blame the others either.

Fehmi: Do you know what I think Ekrem? There is no decent man
from our district. None of us worth’s a penny. Sezai and Yiiksel
are two vagabonds whose only concern is to go to America;
Cevat is a jobless smart aleck actor; Ayhan is a strange guy who
falls in love to the all women he sees; you Ekrem, are a stunted
and depressed in boredom. We are wasted people. Even liquor
cannot cheer us up. We have to do something for ourselves
otherwise we will be ruined’.

Fehmi, the same evening on the way back robs a gas station without letting his
friends know. When giving them their shares he pinpoints that, "Only money can
take you out from this dead-end. Otherwise you will get lost"®. But what finishes
them happens to be the money by which they were hoping to achieve happiness

and success. The impasse is stressed with the Cevat’s cue in the Raskonnikof

° Fehmi: Biliyor musun Ekrem, ne diigiiniiyorum? Bizim mahalleden hi¢ adam cikmadi.
Topumuz bes para etmeyiz. Sezai ve Yiiksel Amerika'ya gitme derdinde iki serseri; Cevat issiz
ukala bir aktor; Ayhan oniine gelen kadina asik olan bir acayip adam; sen Ekrem, can sikintilart
icinde bunalmis kavruk bir insan. Bana gelince... mriinii direksiyon basinda geciren zavalli bir
adam. Biz harcanmis insanlariz. Igki bile bizi nesenlendirmiyor. Bu topluluga bir seyler
yaptirmak lazim, yoksa mahvolur gideriz.

% Sizleri diistiigiiniiz ¢tkmazdan ancak para kurtarir. Yoksa kaybolup gidersiniz.
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role in Crime and Punishment by Dostoyevski, just before he is arrested: “I have

done the bad things to do good things but I failed”.

As we stated earlier, neighbourhood friendship as one of the important moments
of cultural definitions of manhood contains a “common destiny” which is
explicitly tied to a specific goal, and also based on a material ground which
represents a spatial segregation between sexes (Onur & Koyuncu, 2004).
Neighbourhood friendship is a male-dominant ground where women are totally
excluded or marginalised. In Gecelerin Otesi, women cannot be seen as
independent characters; their existence is subjected to men. But women’s
subsidiary positions have a vital position for production and also on the
continuation of male-dominant formations like neighbourhood friendship.
Gecelerin Otesi, has important details about how symbolic and spatial
production of male dominance is dependent on the subordinated position of

women.

5.2.1.1. Symbolic Dimension of Male Friendship: '"The Lights of Istanbul"
Exclusive For Women

It can easily be said that basic moral, ethical and political orientation exists in
male friendship symbolically: In Gecelerin Otesi a purpose and operation is
based on the solution of every character’s own personal problem. Even if the
emphasis on 'personality' seems to be in conflict with the unity of purpose and
operation, it has got a crucial place in male socialisation or the symbolic

reproduction of male dominance.

The idea of men’s view that they have to solve their problems by themselves,
accepted as one of the typical features of male socialisation (Onur & Koyuncu,
2004). Conversely the counter idea involves the risk of feminisation. The
loneliness 'purified from feminisation' is necessary so that masculinity is seen to
be a statue. No doubt, the cultural definitions of manhood and womanhood are

relational definitions belong to the gendered order of society. In other words, in
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order to understand manhood as a statue, first of all, we should assume that
womanhood cannot be taken “as a success or an acquisition, rather it should be

considered as given” (Kandiyoti, 1997: 74)

In Gecelerin Otesi, the place of women characters typically reinforces
womanhood as a given situation. The unity of purpose and action, which man
friendship covers, at the same time, is produced with this reinforcement. For
example, actress Aysel, in contrast to Cevat, does not lead a life dedicated to
artistic ideals. Besides, there seems to be no difference between her being an
actress or wage earner. In fact, she appears in the operettas in which her husband
refuses to act as he finds that such works do not rise to his artistic ideals. Aysel
seems like a housemate who wants to have a “model husband”. We see her doing
the washing at some stage, furthermore, her performance solely emphasises
Cevat’s artistic ideals. Aysel’s home-taking pay may seem to be linked with

eliminating the patriarchal expectations.

The mechanisms reinforcing patriarchal expectations provide significant
presumptions in work addresses both masculinity patterns and gendered social
order. The man’s secondary position in livelihood, and as Kandiyoti (1997: 195)
points out, “is not suitable for sexual division of labour”. For this reason, Cevat
is warned by his friend, who is a stage player and lives in the same
neighbourhood: “there are gossips around your wife’s working”. His friend, who
also has ideals of being a stage player, laments that “he has to give up because
his family needs to be fed”. Simply put, the existing situation, in spite of the
innocence of artistic ideals, has been a threat to Cevat’s manhood. For this
reason, it is not enough to emphasise the ideals to eliminate the threat. Thus,

Cevat defends himself:

In order to make people stop gossiping, I should waste myself,
shouldn’t I?... One cannot easily adopt herself/himself to stupid
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theatre and ignorant cinema. Who will perform genuine art in this
country? I want to perform genuine art.

This defence is weak for a man who has 'sacrificed' himself and has given up his
ideals for his family because a threat against manhood is slept away by its
rehabilitation. We see this repair mechanism is realised in two ways in the film.
First, Aysel’s behaviour is condemned as “there are a gossip around your wife’s
working” is shown only as 'earning money for bread. In this way it is
differentiated from Cevat’s artistic identity. Aysel supports this differentiation.
In one scene she says Cevat who thinks he behaves unfair to his wife for he is

not working:

Am I not your wife? I am obliged to do these. Besides, this is what I
want. You can’t prevent me doing so. I believe in you. From now on
I have nothing to give you any more. You had better content with
this, don’t bother®.

The disharmony between patriarchal expectations and economical reality tried to
be overcome with little “symbolic manhood shows” (Kandiyoti, 1997: 196). For
example, every evening Aysel is given a lift either by Cevat or by neighbours
who are also their stage friends. In this way, the power of her working alone for
home’s livelihood is weakened by being in need women image. Moreover, Cevat
is a person who prefers to sitting in cafés, going to nightclubs even though he is

unemployed. In other words, he is pictured in man friendship’s ‘outer world’.

In a similar way, the character Sema has a personality which encourages her
fiancé Tahsin’s characteristics. Someone like Tahsin who tries to stand on his
own feet by trusting his labour power, is reinforced by an ‘ev kiz1’ (as different

from that of housewife, a woman status represented with virginity) who has no

" Millet dedikodu yapmasin diye kendimi harcamam lazim degil mi?... Budala tiyatro ile cahil
sinemaya kolay uyamiyor insan. Kim gergek sanati yapacak bu memlekette? Ben gercek sanat
yapmak istiyorum.

8 Karin degil miyim? Mecburum bunlart yapmaya. Ustelik arzum bu benim. Engel olamazsin
buna. Ben sana inaniyorum. Simdilik bundan fazla sana verecek bir seyim yok. Sen de bir zaman
bununla yetin, sikilma.
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expectation rather than marriage. When Tahsin returned from Istanbul, semi-
rejoices when she declares that, “My sole consolation is this engagement ring. |
take power from it while you are not here. As if there is a magic in it, I feel good

when I kiss it.”’

Conversely, the real component that reinforces Tahsin character is the
connection between women’s sexual 'chastity’ and man’s honour. When their
marriage date is decided, Sema, takes Tahsin to their two floors house’s window

and the following exchanges take place:lo

Sema: I will not look at Istanbul’s lights alone, you will be with me.
When you were not here, I looked at these lights in front of this
window. There were joy, richness and happiness in them. Most
nights I wanted to go to them and not return. Do you know?
Uskiidar’s girls are thought to be like the flies, those who run
towards the light and burn and die there. '

Tahsin: These are all left in the past; I am here with you any more.

First, 'the lights of Istanbul' is primarily, without doubt, a class mobility promise.
Second, and more importantly, for women this promise seems to be realised by a
man. For this reason, it is charming and untrustworthy. In other scenes Sema
emphasises Istanbul’s lights cannot frighten her anymore since she will get
married. Consequently, Sema points out the metaphor of lights do not only
project class mobility, but also, the idea of the control of women’s sexuality by
men, which does not belong to women themselves. (Kandiyoti, 1997: 73). What

makes Sema 'ev kiz1' is the view from her window of “Istanbul lights”. That is

? Beni tek teselli eden nisan yiiziigii oldu. Sen yokken biitiin kuvveti ondan aliyorum. Yiiziikte bir
tilsim var sanki, onu Opiince iyilesiyorum.

' This scene is wanted to be censored by Censor Institution of the period based on the idea that,
‘it makes ideological, economical and social propaganda against national regime and makes also
discrimination between Asia and Europe” (Altiner, 2005).

" Sema: Artik Istanbul'un 1siklarina yalmiz bakmayacagim, sen olacaksin yanimda. Senin

olmadigin zamanlarda bu pencenin Oniinde hep bu 1siklara baktim. Onlarda seving, zenginlik,
mutluluk vardi. Cogu geceler, bir daha donmemek iizere o isiklara gitmek istedim. Biliyor
musun, Uskiidar'in kizlarim pervanelere benzetirler, hani 1s13a kosup sonra da yanip olen
pervanelere.

Tahsin: Bunlarin hepsi gecti; artik ben varim yaninda.
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why, the home as the family heart must be seen as both spatial and space also,
symbolically a place where women sexuality is controlled and restricted. This

restriction corresponds with the 'outside’, which is Sevim.

In contrast to Sema, Sevim is a singer who is a participant with the lights of
Istanbul. We learn of her profession when she is invited as a guest singer in a
nightclub. In the course of the film she is neither depicted as Aysel in her
workplace, nor as Sema doing the housework. On the contrary, we see Sevim,
doing sports at home, going to a nightclub with her male friends, getting into a
taxi, or walking the street. In other words she does not seem to be subjected to
any kind of control or for that matter no restriction over her own sexuality is
forthcoming. What makes Sevim ‘outside’ is exactly this uncontrolled sexuality.
That is why she is the only woman character who has no family or family bonds

but she reminds us of the family with all her presence.

5.2.2. Hizli Yagayanlar: Truck Drivers as Male Worker Companions

“We want you to live not die but we want
you to live a little fast.”"*

“When man and woman relationship is taken into consideration, anything that
woman does not do or cannot do is linked to manhood” is one of the answers of
Gutmann to the question "What is the manhood?” (1997 cited in Ozbay & Balig,
2004: 92). This definition, although criticised for undervaluing masculine
women and feminine men (Ozbay and Balic, 2004), fits the long distance truck
drivers image especially in this film. Being a driver is described in the labour
market as one of the professions that women cannot do. That is to say that truck
driving is a 'man’s job'. As will be discussed later, the question how truck driving
is designed to be a ‘male job’ reveals both the construction of division labour on
the ground of sexist ideology and the reinforcement mechanisms of masculinity

in the daily life.

12 A .. . .. . ..
Olmenizi degil yasamaniz1 istiyoruz ama biraz hizli yasamanizi istiyoruz.
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We can read the phrase Hizli Yasayanlar (see Appendix: A) in two ways. First,
the speed associated with driving a truck fast. If men do not drive fast they will
loose their job. Second, being a driver is described as a profession for men. In
such situations being fast complements the necessary cultural definition
expresses their macho image which they always have to prove. In fact
“manhood is not given but a taken statute; it can never be achieved at last
because there is always a risk to lose it” (Kandiyoti, 1997: 75). To be the fastest
has two advantages both moral and financial. First, to be appreciated by their
surroundings gives approval to their manhood’s identity; secondly, the share of
being the 'fastest' from the betting 'who will be the fastest?' that played by the

people who are waiting for them in Ankara.

The film is about the lives of four long distance truck driver driving between
Istanbul and Ankara. These four people carry four different papers — Yeni Sabah,
Milliyet, Tercliman and Ekspres Postasi. They load the evening press of the
papers to their trucks and carry them to Ankara and also distribute them to the
other provinces on their way. The only thing they are asked for is to get to
Ankara within five hours without having any accident. This requires fast driving.
Being fast and courageous defines not only work but also manhood. In this way,

the required driving skills are directly saturated with a sexist prejudice.

Orhan (Ayhan Isik) is a driver but he has not been working for a while. He lives
with his mother and his ill sister in a gecekondu (squatter housing).
Unfortunately his father passed away. That is why it’s his responsibility to take
care of his sister’s expenses - hospital, doctor, medicine, food, and so forth. The
mother, on the other hand, does the household chores and consequently is
responsible for re-production of labour. Orhan is the only person who has the

potential of being paid labour, so he is the only breadwinner in the house.

When Orhan hears that Yeni Sabah paper is looking for a driver, he applies for
the job. The manager sets the tame by implying that they were looking for a

driver who drives fast, “We want you to live not die, but we want you to live a
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little fast”. The manager sends him to Mustafa Day1 who is in charge of truck
maintenance and repair in the paper’s garage. The first thing Mustafa Day1 does

is to try to dissuade Orhan from this job. He warns;

Isn’t there no other job? Go and work as a private driver, take the
lady and the gentleman to do the shopping, wait for them outside the
mall or the restaurant. On no circumstances you should take the job
you are being offered. Go away before you are wasted. I told this to
all the others. Now their bodies fill up the graveyard. One should not
drive himself to death at this age."

Indeed the above reinforces the dangers and risks linked with the job and the

manhood stress involved.

Ince Salih (Ekrem Bora) owes this nickname to his sentimental personality and
to the flower which he carries on his collar. Besides, the characteristics of the
house he owns and its association provide the idea of space. There are obvious
differences in the established relations with the houses between Ince Salih and
the others. Ince Salih is not a stranger who is just staying in the house. He is a
'visible' one living in the house. But for the others, the relationship with their
house is that they are breadwinners. Ince Salih prepared his house for Fatma, the
woman when he has been in love with for a long time but never had the courage
to tell her. This house is well decorated with lacework flowery designs all
waiting for Fatma. He talks to the furniture and says, “She will come here and
you won’t be alone any more.” When he comes back from work to the house he
always talks to the furniture and the flowers: “A woman’s hand is different after
all. She knows where everything should be placed.” But when Fatma’s feminine
hand, tried to operate the gas pump the situation changes: “Leave it to me; this
work is not for you.” According to his plans, Fatma will be just a housewife and

living happily with the furniture and flowers and he will find another job in

" Diinyada bagka is yok mu, git hususi takside calig, hanimla beyi aligverise gotiir, magaza
kapisinda, gazino kapisinda bekle, ne yaparsan yap ama bu ise girme. Buralarda ziyan olmadan
kag, senden Oncekilere de sdyledim, hepsini toplasan bir mezarlik doldurur, senin yasinda ecelin
iistiine araba siiriilmez.
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Istanbul and quit driving on the highways. On the same day when he finds out
that Fatma has chosen Orhan, he over speeds and had an accident in which he

died.

Kara Cemil (Turgut Ozatay) is the fastest and the fearless driver among all. He
has a lover who is working in a night club who lives with her maid in an
apartment. Kara Cemil does not approve of this night club venture. “That’s
enough! My fast life is good enough for both of us.”'* There is an ongoing

tension between them about this. His lover asserts:

Your money is not good enough even for this house’s rent and the
kitchen expenses. What about my cosmetics and pocket money? I am
used to all this. I cannot do with less."

Kara Cemil is working as a driver in one of the paper’s trucks. He owns a garage
and he makes money by the betting but he still complains, “No matter how much
I earn, she always asks for more! That’s why I always look for new

opportunities.”

The above demonstrates a cruel judgement which threatens his “manhood”. He
always has to prove his prowess by bringing home enough money. Kara Cemil,
in return, always calls her kahpe and kaltak (whore, prostitute); she has got no
name. He beats her not obeying his warnings for not staying home and going out,
and going to night clubs while he is not at home. All this is a failure and his
manhood was dented as. She left home the very next day. Moreover he calls the
managers of the night clubs in Istanbul and Adana, and demands to be informed
if for some reason she makes an appearance. Moreover, he requests them not to

let her work in their clubs.

' Burada paydos artik! Benim hizli yasamam ikimize de yeter.

15 . . < . ce o
Senin paran buranin kirasimna, mutfagina yetmez be, nerede benim siisiim, har¢ligim?
Alismisim, aza kanaat etmem.

' Bizimkine para yetistiremiyoruz. Ne kazansam 6giitiiyor, mecburen avanta kolluyorum.
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By doing all this, Kara Cemil’s main concern was to dominate her and control
her sexuality that is threatening him. Eventually, when he understands that he
cannot do so he admits that, “All 1 said was for nothing. No good can be
achieved by force. There is only one thing left to do which is to leave the house.
I am sure one day I will find a decent and honourable gilrl”17 ‘Honourable and
decent' girl contrary to his lover, is a 'normal family' girl; a girl who spends her
life at home who is easy to control at the same time (Ramazanoglu, 1998). This
girl will not complain about the money he brings home and will not humiliate his

class.

Kara Cemil could not prove his manhood socially because his lover is such a
woman who refuses to be the 'woman of his house'. This put her sexuality in a
position that is dangerous and has to be controlled. Consequently, her ventures in
night clubs threaten his manhood and put his honour in danger. As a result, he
increases the intensity of his control mechanism- violence- gradually; he first
threatens her, and then beats her, and at last when she leaves him, he tries to

prevent her finding a job.

Kriko (Kadir Savun) is the most desperate one among all. He faces a big crisis in
proving his manhood identity indeed. He has difficulty to maintain the notion
that men are superior, arising for the influence of his brother and surroundings.
His ability to drive fast is always tested; consequently, it made him apprehensive.
But this always makes of loosing his manhood (Kandiyoti, 1997). Kriko’s
brother was doing the same job but after an accident he became handicapped and
could no longer work. After this incident, he had to take care of his brother’s
family too. On this account, he has to break up with his fiancé because of
financial problems. This makes him slow down on the road because in driving
fast he might end up with the same fate and the family’s income would be in

jeopardy: “When I hit the road such a fear overcomes me. I am not afraid of

' Biitiin laflarim kuru siki zorla giizellik olmaz yapacak bi i var apartmani bosaltmak elbet bir
giin helal siit emmis birini bulacagim.
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death but disappear; if I die the, three will finish after me.”'® This interior fear
effects his driving by arriving late to his destinations and the boss threatens to
fire him but also his manhood is always questioned by his brother and the bet
players because of his new driving style. His brother compensates his not being a
breadwinner by inflating his manhood qualities. He brags about the accident he
had had which showed his macho image, making sure that Kriko does not forget
to follow suit. The patriarchal tension between them causes Kriko to criticise his
brother’s manhood, “You act worse than a woman by staying always at home
bro!”" Although he is shown as the one who 'has an income' but he is not
appreciated but humiliated, even though he risks loosing his manhood to earn

this income.

Orhan lost his father so he has to take care of his mother and sister and Kriko has
to take care of his brother’s family because he is handicapped. They both live in
an old wooden house in a poor district. Thanks to his first salary, Orhan does the
shopping for the house and buys some expensive meat and medicine for his
sister. On his way home, Kriko buys some fruit which implies that it was a rare
commodity at home. Kara Cemil and Ince Salih are breadwinners and this is
shown as not involving any self-sacrifice but as an obligation. This obligation in
fact is coded with the hidden assumption that the male breadwinner is compelled
to spend his money for only his well being and not for his family. Conversely, if
a woman is a breadwinner, her all money goes towards the family’s welfare. If
the women spend this money on herself, this is interpreted as being a sign of
selfishness. Conversely, for men this is not obligatory. If a man spends his
money on his family’s welfare this is shown as being a feature of self-sacrifice. It

seems that these opposing views underline the gendered division of labour.

Cemal with his daughter Fatma (Pervin Par) run a gas station in a desolate place

on the Istanbul-Ankara highway where no other building blocks the

'8 Lakin yola ¢iktim mu o Allahin belasi korku bi bastiriyor ki, ben 6liimden degil yok olmaktan
korkuyorum, ben 6liirsem arkamdaki {ii¢ kisi tiikenir.

19 Evde otura otura kadindan beter oldun abi.
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surroundings. They also live in this desolate place. Fatma helps her father during
the day and works in the gas station day and night since her father has not been
feeling well. But the gas station is her father’s work place; he owns it. This can
be seen in while during his medical treatment he runs away and returns to the gas
station and when he sees a stranger who had replaced him, he kicks him out.
Loosing his position would have meant not only a loss of income but at the same
time, 'manhood' status is put in danger. This pressing upheaval has been
accelerated by his ill healt. Indeed Fatma is described as being only a helper and

not a permanent worker in the gas station.

5.2.2.1. Housewife versus ‘Independent Woman’

Family ideology sets women apart in the patriarchal system (Ramazanoglu,
1998). While some women fit a defined family model and the domestic sphere,
the ones who run counter to this appear to be a threat to the family and at times
as setting a bad example in order to legitimate the family. Basically the ideal
concept of women characters is depicted in films to underline positively to social
position of women. Women characters, in ideal family concept, took part in the

film basically for making the class and social position of men clear.

While Fatma, Orhan’s mother and his sister Zeynep and the wife of Kriko’s
brother are all considered as ‘normal family women’ not diverting from the ideal
family concept, Cemil’s lover being an ‘independent’” woman who side-tracks
from this. Orhan’s mother and the Kriko’s brother wife are characters who play
minimum part in the film with both their existence and their labour. But if we
consider both households, they are the ones who realise the portrayal of both the
household and the labour. Since Zeynep is ill, there is no need to control her

work and sexuality.

There are two women who characterise different parts of view: Fatma and Kara
Cemil’s lover. Fatma is a 'mormal family' woman, who is defined by the

patriarchal ideology. She is depicted as a woman who internalizes the male
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control over of her labour and sexuality. She knows how to behave and calls
every man abi (brother) so that she can camouflage her sexuality indeed her

sexuality does not offer any threat.

As Kandiyoti asserts (1997: 76), "in a society that is differentiated on the basis of
sexuality honour of men is closely related with women's behaviour", Fatma can
only participate in the public life by treating herself as a woman having a

distance sexuality — indeed she behaves as if she is sister of them.

However, social control depicted by Kara Cemil “You are a beautiful young girl
and this is a deserted place” while Fatma defends that, “Everybody knows us
here brother Cemil.” But Cemil warns that, “There might someone who does not

know you and you will be in trouble for no reason”.

Fatma’s mother has died; she works in the gas station during the day until her
father gets sick, later on she works day and night. She is also responsible for the
household work. But she is not getting paid for the job she does in the gas station
because it is a family business. And this is perceived as unpaid work where her
input is taken for granted. The authoritarian command will pass from her father
to her husband. In fact, her future husband Ince Salih assets, “Leave it to me, this
work is not for you”. After she marries, her father’s authoritarian command will

be inherited by her husband.

The difference between Fatma and the lover of Kara Cemil lies in their
contradiction whereas Fatma takes for granted her subordinate sole in her
working surroundings; Kara Cemil’s lover is fond of spending money. “What if
she is satisfied with what she gets? Why is she not doing this?”” Fatma intensifies

this contradiction.

Kara Cemil’s lover is working in a night club. She is not in the scope of ideal
family definition and as we see in all other films she is a woman with no social

connections. All these conditions do not seem to be a threat and danger for her
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sexuality. Besides, she is a woman who earns her own money but like Sevim in
the film 'Gecelerin Otesi' only her consumption characteristic is emphasised. She
is a real threat to Kara Cemil’s manhood because she does not let him control her
sexuality and labour. Indeed, by rerouting from the “stereotype family” woman,
Kriko agrees that, “Honour and faithfulness are not for her. She thinks she will

be happy without them”?.

5.2.2.2. Male Companions on the Road and Women

The most striking characteristic of the film is that the cruel competition of Orhan
(Ayhan Isik), Ince Salih (Ekrem Bora), Kara Cemil (Turgut Ozatay) ve Kriko
(Kadir Savun) on the Istabul-Ankara highway turns to an intimate friendship
when they are not driving. The clearest example to this is when Mustafa Day1
introduces Orhan, who is a new comer, he says to the others, “Despite the
competition involved in work you will all help him” and Kriko answers, “No
question about it, when the job is done, friendship starts”. When Kriko has a
heart-to-heart talk with Orhan, he also mentions his fear of being fired as a result
of not driving fast enough. Then Orhan promises this; “I will slow down for you.

This might happen to all of us in the future”.

Not only is labourer’s solidarity that is part and parcel of the job is underlined
but at the same time the above quote contains sexist patterns. When Kara Cemil
sees his lover with some other men at the night club, Kriko joins him in the fight.
While they were leaving the night club their words to the other men emphasises
their masculine and labourer identity: “You also live fast but not as much as us.

You also pass away fast, this is not for us”?

Cemil’s illness is an opportunity for Orhan and ince Salih to prove not only their

worth, but also to show their manhood characteristics, like reliability and

20 Namus, sadakat o kadina hikaye! O bunlarsiz da mutlu olacagini sanyor.

*! Sizlerde hizli yasiyorsunuz ama bizim gibi degil, arcabuk gégiip gidiyorsunuz, bize gelmez
boyle.
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protectiveness towards Fatma. When the competition between them turns to a
fight, Kriko and Kara Cemil interfere and do not let them fight. Kriko suggests
going to Fatma and asking which one of them she prefers. This is a very rational
solution accepted by both of them and they continue driving. ince Salih drives
faster than Orhan. On the way they come across a group of drunken people,
having fun in the middle of the road. When Ince Salih asks them to move, a fight
broke out. It was Orhan who runs to help Ince Salih. Indeed companionship

means to forget any disagreements including women, when you are at the wheel.

As we have mentioned earlier, all this cannot be the result of class solidarity. In
fact men from the same class who share the same point of view is linked to
'womanhood' in order to project their identity. During the journey there are two
particular places which they all have a break and meet. One of these is the gas
station, which Fatma and her father run, and the other is a restaurant in Ankara
where they eat. Alcohol is also served in this restaurant. The importance of this
restaurant is not that only men go there, but the distinctive named dishes:
Cadillac soup, greasy differential gear, sparking plug, exhaust, and so on. This
shows that being a driver is not just a job, but a life style which has its own

cultural codes.

The film Hizli Yagayanlar starts with, "Dedicated to drivers. Let God pleases the

souls of ‘The Men who Live Fast’ " and ends with the following statement:

These men have to live fast in any case. There is no right to live if
you are not fast in this world. The next generation, in order to live in
comfort, will live fast as they did. Let God pleases the souls of the
one who live fast and die for this goalzz.

5.2.3. Kuyu: Endless Well of Fatma

22 Bu insanlar her ne olursa olsun hizli yasamaya mecburdurlar, bugiinkii diinyada hizli
yasamayana hayat hakki yoktur. Bundan sonraki nesiller de refah iginde olmak i¢in onlar gibi
hizli yasacaklardir. Hizli yasayip bu ugurda topraga gidenlerin ruhlar sad olsun.
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"Kadinlara Iyilikle Davrann"

Kuyu (see Appendix: A), Metin Erksan’s movie made in 1968, is accepted as an
example of national movies. Kuyu is adapted from a real life story by Metin

Erksan as it was in ‘Suclular Aramizda’.

Kuyu starts with a quotation “Treat women kindly” from Nisa sura of the Koran.
Osman (Hayati Hamzaoglu) and Fatma (Nil Goncii) are two young people living
in a village. Osman proposes marriage to Fatma several times but she refuses his
proposal and her family does not put any pressure on her in this situation. In
spite of all this Osman abducts her several times. He uses physical and
psychological violence to her every time; he makes her stand still and makes her
feel defenceless by raping her several times. But Fatma never says “yes” to
Osman. This makes Osman increase his violent behaviour gradually. Fatma’s last

remedy was to kill him by burring him in a well, after which she kills herself.

Critical evaluation in Kuyu can be evaluated in three categories. First, the movie
defines that Turkish peasants are brutal and wild>. This reflects the view point of
the period about village life, peasantry, and the 'sublimation of peasantry' which
are treated in the movie. Secondly, Kuyu is evaluated as a movie in which ‘an
obsessive passion’ is brought out. From this perspective, Altiner (2005)
evaluates this movie as the ‘unreturned passionate love’ of Osman’s to Fatma.

Erksan also makes a similar comment in 1985:

A man has abducted a woman five times to the mountains. He was
sentenced, and after his release he abducts her again; a passion. In the
fifth one, when they wander in the mountain, they come to a well, the
man goes down to the well, and the woman closes the lid of the well
with a stone. I would make a visit to the woman in jail, but I
couldn’t. (Erksan, 1985: 35).

The same perspective is found in the evaluation of Goriicii (2002). For Goriicii,

Kuyu narrates the ‘fatal passions and loneliness of the individuals’, and the

2 See Kayali (1994) for the critiques mentioned above.
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heroes here are the characters of Erksan’s surrealist/abstract/fantastic world, as it

was in ‘Sevmek Zamant’.

Such an evaluation explains that the violence in this movie is only that the
‘deviant passion belongs to the individual’. Abbot & Wallace (1997:246-247)
states that violence against women needs to be examined from a different
perspective. Such explanations as it is mentioned above are grounded on
liberal/psychiatric outlook and men who use violence are defined as sick and
psychopaths, who need to treatment. These views do not only prevent us in
understanding the social, economical, and cultural bases of violence, but also,
prevents us from identifying that violence against women on a large scale by

men is a social problem.

Finally, an explanation will be evaluated that is the director’s view. Kayali
(1994) states that the resistance of women against social, economical, and
cultural difficulties derives from a different perspective and is reflected with a

simplified cinema language. Indeed, Kayali asserts that

Kuyu treats women's issue that cannot be derived from other
problems and that cannot be solved even different matters would be
solved in the framework of the rural woman's drama thereby resting
on the meaningful totality (Kayali, 1994: 26).

According to Kayali, Kuyu is a film which runs parallel with recent woman films
in this context but with its ending it is totally different. In the final scene is
Fatma kills Osman and then kills herself. I totally share Kayali’s views but what
I refuse to accept is the last scene where that patriarchal social structure was
legitimated and re-produced. In 2005 opinionated that given the chance Erksan

would shot the film with a different ending scene.

At the end of the movie, Osman goes down into the well to drink
some water again, but while drinking, his foot slips and ends up in the
well. He tries to rescue himself but Fatma cuts the rope with a stone,
and throw it into the water. Osman fails to climb and drown. If I had
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the opportunity I wouldn’t show this scene. The movie ends with the
scene of Osman trying to salvage himself. Moreover, I would never
agree with Fatma’s suicide, if I would make the movie again now
(cited in Altiner, 2005:82).%*

Here, the movie would be shot as a narrator to express a man’s world and the
violence, which is different from the viewpoint mentioned above. In a broader
sense, it is possible to understand the violence against women as a part of
women’s subordination (Abbott & Wallece, 1997). Sexual violence is not just
any physical, visual, verbal or sexual act, it is also hurts and degrades women,
and moreover controls women by the violent fear involved. The violence
controls and limits the lives, behaviours, and the activities who are subjected to

violence, as well as those who have a ‘fear of violence’.

The movie begins with the scene in which Osman keeps an eye on Fatma while
she is having a bath in the river. Being aware that she was being watched, Fatma
tries to escape but Osman catches her. He pulls her hair, ties her hands, drags her
by tying a piece of rope to her belly, and brings her to the mountains in such a

situation she could not escape. Osman warns her that,

If you don’t accept to come voluntarily, I swear, I will pull your dead
body. Nobody can rescue you from me. I told you not to escape; you
cannot run away from my hands. Either you will be my wife, or I'll
kill you™.

Indeed, we see the beginning of Osman’s injuries that will be made not only to
Fatma’s body, and also to her self-esteem. Although abducted and raped many
times, Fatma is not a woman that could be conquered. She never says 'yes'
whatever Osman inflicts on her body. And this is a situation which prevents him

marry Fatma, and it threatens his manhood. He cautions that “If you don’t accept

24 Erksan defines Kuyu as a "passione movie" (1985:35), in an interview in 1989, TV2, he says
"while I was making Kuyu, where were the feminists?" (cited in Kayali, 1993). I think it cannot
be ignored the contribution of feminist movement in Turkey when Erksan states that if he would
make the movie in 2005, he would allow Fatma’s suicide (cited in Altiner, 2005: 82).

» Kendiliginden gelmezsen sart olsun 6liinii siiriip gétiiriiriim, kimse elimden kurtaramaz seni.
Rezillenip kagma dedim sana, kurtulamazsin elimden ya benim karim olursun ya gebertirim seni.
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to marry me, [ will wander in these mountains till doom day; I will be the cause
of your dead. Say yes”. To which she replies, “May your family be destroyed,
and your house be ruined”. As was mentioned previously, it is a state that
prevents Osman’s superiority, husbandhood, and his authority. It does not leave
any room except proving himself by his sexuality. Osman uses this sphere by

insulting, dehumanizing, and treating Fatma like an ordinary object.

After the Gendarme sent him to jail, Fatma turns back to her home, and seeks
refuge in her family. Her mother Hatce teyze, supports her, but as the people in
the village begin to gossip, she tries to convince Fatma to get married with

someone.

Hatge Teyze: My bad fated girl, men annoy every woman. It is up to
you but since there is a chance of marriage accept it. There
should be a man protecting you. He is not your match, he is old
but at least he is wealthy. It cannot go on like this my girl.26

Facing with the troubles, the family cannot accept Fatma’s tainted honour

anymore, and they try to pass it over to another man by marriage.

HatceTeyze: In village life if a girl is abducted twice her status is not
good. You do not fancy anyone but the ones who accepts you
fancy you. So get married with the one who likes you. ibrahim is
not a bad guy. My God protects you; this destiny has also bad
ways, when it comes to my mind [ get crazy. You may be
serving raki and wine to bunch of scoundrels in Otfurak Alemi (a
drinking party featuring music and dancing woman). Isn’t it a
pity? I will burn in hell until the last judgement. If I and your dad
die 2\7)vhat would happen to you? What would a lonely woman
do?

% Kaderi kara kizim benim erkek kismi her kadina satagir, sen bilirsin ama kismetin ¢ikmisken
evlenmeli, baginda bir erkek olmali senin dengin degil yasli ama hi¢ degilse mali miilkii var, bu
boyle siiriip gitmez kizim.

" Koy yerinde iki defa daga kagirilmus kizin durumu kétiidiir. Sen kimseyi begenmiyorsun ama
alan seni begeniyor. O halde sen seni begenenle evlen. Ibrahim fena adam degil. Allah saklasin
bu kaderin kotii yolu da var kizim, aklima geldikce deli oluyorum. Oturak alemlerinde it kopek
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Fatma’s continious refusal to Osman leads to her marrying Ibrahim (Ahmet
Kostariga). But she leaves home on the wedding night. Ibrahim, who wants to be
her future husband, is an old and wealthy man. He accepts to marry with a girl
who was abducted in the mountains twice, because he doesn’t have an
alternative. For old Ibrahim, Fatma is a woman used by men ‘erkek artigi’. But
by the escape of Fatma on her wedding night, Ibrahim’s manhood is degraded
and threatened. People commented on that as “You are wrong. The meat smelled
by a dog shouldn’t be eaten” and Osman’s physical offence to himself after
being released from jail reinforce the insult. Moreover, he loses financially
because of the wedding expenditures, and he can not get back the gold jewellery

given to her family. It is as if he made a failed investment.

Fatma’s escape from the wedding place signifies that she would be away from
the protection and support of her family and her mother, who represents the
patriarchy at home. Hatce Teyze, although she is old still participates in
agricultural production because there is no other labour force at home except her
husband. After Fatma is abducted, she experienced a trauma and couldn’t work
for sometime. The main workers are the parents themselves without having
someone helping them as paid labour. It shows that they are small-scale
landowners, just produce for their subsistence. Hatce Teyze’s participation to
labour force may be explained as being a cause for her getting patriarchal
authority from her husband. She is the one who makes decisions, and who
decides about the marriage of her daughter or the rejection of the marriage
candidates. The only thing her father could do is to approve with her mother
when she yells at Fatma, “I don’t have a daughter like you. Get out of here;
Shame on you. May you be destroyed and your named be doomed. You are the

black sheep of the family”.

Fatma’s only alternative is to go to ‘oturak alemi’, because she does not

surrender to her family and to the control of the village community. Indeed, it is

takimina raki sarap dagitmak da var. Yazik degil mi sana o zaman ben mahsere kadar yanarim.
Babanla biz oliirsek ne olursun sen, kimsesiz bir kadin ne yapabilir?
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the patriarchal structure itself which puts her into dilemma; she will either get
married and be the woman of her land, or be a ‘bad woman’ who serves drinks in
‘oturak alemi’ to drunken men which will exclude her from the village

community.

For the Gendarme, as the representative of the state in the village, the only thing
that can be done is to save her from Osman, to send her to her family, and to
sentence Osman to jail. In doing so, Fatma’s own solution is spoiled by the
Gendarme. She begins to live in the mountains with Mehmet (Demir Karahan).
She accepts that by saying, “I can’t go back, nor do I have another place to go. Is
living in the mountains harder than dead? I used to live in the mountains. Also
this time I come here voluntarily”. Mehmet is a prisoner escaped from jail after
his sentence by capital punishment. Mehmet is also the one who rescues her
when she tries to hang herself. He is also the first man who treats Fatma as a
human being, and as someone who shares his destiny instead of looking at her as

a sexual object.

Mehmet: Your misfortune is at least as much as mine. I feel sorry for
you. This is our destiny, we cannot change it but in spite of this
misfortune we have to live on. Look at me for instance; I am
sentenced to death. I am running away from death. I feel lucky if
I live one more day. What will happen when I die? Only four
dogs will laugh after me. You have to try to live and fight against
evil until the day comes.™®

Mehmet and Fatma begin to live together in the mountains for a long time. At
this stage the Gendarme begins to search for both of them. One day, Mehmet is

killed in a gun fight with the Gendarme, and Fatma becomes alone again.

5.2.3.1. “Osman the Snake”: Osman Is A Man And He Has Always Been A
Man

% Senin talihsizliginin de benimkinden kalir yan1 yokmus cok {iziildiim kaderine alin yazilarimiz
buymus bizim, degistirmek elimizde degil lakin bu kara talihe ragmen gene de yasamak lazim.
Bak bana karsinda idamlik bi adam var, 6liimden kaciyorum ben, bu diinyada bir giin daha
yagsamay1 kendimce kar sayiyorum. Zira 6liirsem ne olacak dort tane kopek giilecek arkamdan
eceli gelene kadar insan bu diinyada kalmali, koétiiliiklerle savagmali.
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In contract to womanhood, manhood is a taken for granted, and it has to be
proven continuously. To the question of ‘what is being a man’, Brannon (1976
cited Scully, 1994; Atay, 2004), refers to four main themes, namely avoid from
every behaviour, and characteristic which carries femininity traits; to be
successful and to acquire a social status; to be a breadwinner for the family, and
to be strong, aggressive and courageous. Dolly (1983 cited in Scully, 1994) adds
sexuality to these characteristics. In brief, being a man is to have a sex appetite

which is not satisfied during a sexual intercourse.

It is possible to evaluate the systematic torture and violence directed to Fatma by
Osman within the framework of these characteristics. Although Osman had
previously threatened Fatma several times before, she ignored these threats. In

this situation Osman had to proof Fatma how powerful he was:

Osman: This is our wedding house, you will be mine here. I give you
one more day; till tomorrow think and tell me yes or no if you
want. But you are bound to say yes because we will be in bridal
chamber tomorrow morning for sure. Look what I bought for you
from the market. There are all kinds of dresses here. They have
been here for two days. I did not want it to turn this way but it is
all because of you. I ran after you for months; why didn’t you
simply say yes to me? You don’t like me, do you? You been
saying you cannot do something by force several times; we will
now see if it is true or not. I will wait till tomorrow morning.
This is what I could do. If you say yes with your own will, no
problem; if not God forgive me then! Even if Azrael comes he
cannot save you from me. Speak to me damn it! Say a word for
Godzgake! Aren’t you afraid of me? Beg me! Cry, shout! Damn
you.

» ste diigiin evimiz burasi, her is burada olup bitecek. Sana yarin sabaha kadar miisaade
veriyorum, diisiin tasin yarin sabah bana evet de, istersen de deme. Ama mecbursun evet demeye.
Zira yarin sabah seninle burada muhakkak gerdege girecegiz. Bak sana neler aldim carsidan her
bir giyecek var. Bunlar iki giindiir burada duruyor. Boyle olmasim1 ben de istemezdim ama
kabahat senin. Aylarca arkandan kostum ne diye benimle dogru diiriist evlenmeyi kabul etmedin?
Beni begenmiyorsun degil mi? ikide bir zorla giizellik olmaz diyordun bakalim olur muymus
olmaz miymis simdi gorecegiz. Bak sana yarin sabaha kadar miisaade verdim erkeklik bende
kalsin rizanla he dersen iyilikle benim olursun yoksa, yoksa.. tévbe tovbe azrail gelse seni benim
elimden kurtaramaz. Konugsana lan bi allah kelami etsene. Korkmuyor musun benden,
yalvarsana, aglayip bagirsana lan!
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When Osman realizes that although the threats and forces used against Fatma,
did not work, he begins to increase the pressure on her. It is not enough for him
to have her body unless she does not approve him. Moreover, Fatma’s resistance
means that she would not eat, drink. To try to escape is unacceptable by him. He
does not perceive them as a rejection. Fatma is in a bad mood now, but once she
has sexual intercourse with him, her mood will change. After the rape, Osman
performs gusiil abdesti (to perform the ritual ablution of the whole body) as it is

customary on wedding nights:

There is nothing like water in this world. Human being’s sins can
only be purified by water. Come here, wash your body. Your sins
would be purified. Don’t hesitate. Come to the river. Don’t be sorry.
There is no way to repair that damage. Now you are my wife®.

Then, he forces Fatma, who resists his invitation, going to the river, and rapes
her in the river again. Osman always exhibits his sexual potential as a male, but

he does not understand why Fatma does not oblige.

My desire for you never ends. Fatma I desire you always. You are a
beautiful woman. What if you love me a bit? Don’t stand there like a
stone! Be energetic, be a little flirtatious. We are husband and wife
now. We have everything in common from now on. We have to love
each other; what don’t you like it in me? Other women are dying to
get me.”!

Osman’s sexuality is stressed by the perception of rape as being the outcome of
male sex drive. The power of this sex drive depends on cultural attitudes and
values. Abbott & Wallace stated (1997: 248-49) that, “This kind of biological
expressions is sustained and legitimizes by patriarchal ideology and patriarchal

relations.”

%0 Su gibi birsey yoktur bu diinyada, insanin giinahlarini ancak su temizler. Hadi sen de yikan
bakalim senin de giinahlarin temizlensin 6yle boynu biikiik durmada gir suya. Uziiliip durma
boyle nasil olsa is isten gecti tamiri yok bu isin karim oldun artik.

31 Sana doyamiyorum Fatma ikide bir canim seni ¢ekiyo, cok giizel avratsin, ne olur sen de beni
sevsene biraz. Boyle tag gibi heykel gibi durmasana, i¢inde kanin oynasin, cilve yap biraz bak
artik kar1 koca olduk, kacgoe, ayr1 gayri kalmadi aramizda. Birbirimizi sevmemiz lazim neremi
begenmiyorsun benim, bagka karilar deli oluyor bana.
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F. Sabah (1992 cited in Kandiyoti, 1997:75) states that Muslim patriarchal
discourse aims at making women and their sexuality ‘neutralized’. From this
perspective, if a woman’s behaviour is perceived as a threat to manhood or male
honour, as a last resort the submission of the woman is provided by the means of

violence.

Osman: Woman is created from man’s anklebone. Why did God
created man first and then woman from man’s tiny bone? Did
God do this without thinking? Of course not! Whatever He does
there is a good sign in this. He did this so that woman to walk
behind the man. That’s why woman should never think of going
against man’s wishes.*?

In the continual trial of Fatma’s submission, Osman refers to religion in order to
define manhood and womanhood. Ramazanoglu (1998:204) argues that religion
with other institutions which exist in society helps to define the frames of
motherhood, child bearing, and the meaning of crime, as well as the limits of

human’s values and the respect to be expected.

Yet again, Osman abducts Fatma to the mountains. He ties her nude body to a
tree. This was the torture to the limit on Fatma, and also, the most insulting one.

Fatma expresses her disgust:

I am disgusted by you and all other men. You abducted me, not me
but my dead body. Is it human what you did? Look at me! Even
animals do not do such a thing to a human being.”

Osman was sentenced to jail because of this. Moreover, he had sexual
intercourse with her. According to tradition if a girl is abducted to the mountains,

no one wants marry her. For Osman, Fatma does not have an alternative other

32 Kadin kismu erkegin asik kemiginden yaratilmistir, Cenab-1 Mevlam neden erkegi onceden
yaratmista kadin kismini neden sonradan, erkegin kiiciiciik bir kemiginden yaratmistir. Hak-teala
Hazretleri diisiinmeden mi yapmustir bu isi, hayir diisiinmez olur mu? Onun her isinde bir hikmet
vardir, kadin kismi erkeginin arkasindan gitsin diye yapmistir bu isi, onun icin kadin kismi erkek
kisminin soziinden ¢ikmayacak.

3 Senden de biitiin erkeklerden de igreniyorum. Benim kendimi degil 6limii kagirtyorsun, senin
ettigin insanlik m1? Su halime bak, insan kismina hayvan bile yapmaz bunu.
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than himself, but she still does not understand Osman’s values and continues to

reject him. As Kandiyoti argues (1997: 75):

The conclusion is to deform and to weaken the human side of the
women whether they are reduced to the level of an animal, my
stressing their sexuality as it is in erotic discourse, or they are defined
as physically and morally weak, as it is in religious discourse.

In all dialogs between Osman and Fatma, she either lies down on the ground
motionless or standings with tied hands. Osman makes circles around her and

talks. He questions his authority over Fatma and his manhood:

All my life was spent in jail for you; I will marry you even if you are
a bitch. This time only death can separate us. You should understand
that. You married with Mehmet of Taspinar, but you have lived on
the mountains for months. What is missing in me?**

While Osman keeps Fatma ‘motionless’ by the threat of a gun and physical
abuse, he also tries to make her dependent on himself by using honour, tradition,

and religion.

Osman finds Fatma, who serves drinks in ‘oturak alemi’ and abducts her again.
As she comes to realize that the only way to be free from Osman is to kill him,
she throws stones at Osman when he goes down the well to drink water. The well

becomes a grave for Osman. After this event she kills herself.
5.2.3.2. 'Sexual Honour' Belongs To Everyone

Controlling woman’s sexuality is the major characteristic of patriarchal
understanding. Mernissi (2003) states that in oriental societies virginity is
accepted not as a personal problem but a social problem. As it was mentioned

above, Aunt Hatce (Aliye Rona) advocates her daughter and supports her in the

** Biitiin dmriim senin ugrunda mahpus damlarinda gecti, kahpe de olsan seninle evlenecegim, bu
sefer bizi 6lim ayirir aklina koy bunu. Taspmar’li Mehmet’in avradi olup aylarca daglarda
gezdin, neyim eksik ondan benim.
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family structure till she escapes on the wedding night. During this time, she
curses Osman, but the swearing is directed to Osman’s mother Emine. It exerts
the privileged place of the family institution by Fatma’s virginity, and the control

over sexual honour related to this issue:

Hatge: Let God give you all the evil! Emine woman, couldn’t you
restrain your son Osman? Shame on you both! You two spoiled
my lovely girl. I now understand why they call your son Snake
Osman. Could you do anything by force? I told you million times
that Fatma does not want Osman. Don’t go to her. Fatma doesn’t
want to get married with Osman. I wish God will paralyze you. I
wish God punish your family. I hope you burn in hell damn
woman. | have no girl to give your cursed family. You perturbed
my precious girl. How dare you come and ask for my girl?35

The village community supports the family circle view. Fatma, who is abducted
to the mountains and who lost her virginity, becomes a public material for those
men in the village who try to satisfy their sexual needs. For them, “Odds and
ends do not matter. It is nonsense to make calculations on these issues”. A virgin
woman, who is protected by the family ideology, but has an illegitimate sexual
intercourse becomes polluted, indeed becomes available to everybody. A
‘polluted’ woman’s body cannot be cleaned by water, and remove this taboo, in

contrast to man’s ‘polluted’ body.

Well is a movie which analysis manhood. Osman totally represents the theme
that “manhood is a state that should have to be proved continuously”. From the
beginning, Osman is a man who is rejected; therefore his social authority is
questioned. Although his complete authority and domination over Fatma, and

the reason for abducting and torturing her many times are the main motives for

» Ocaginiz batsin, 6lii suyunuz kaynasin, allah bin tiirlii belaniz1 versin ulan Emine gari, oglun
olacak o Osman namussuzuna gem vuramadin m1 sen, yaziklar olsun sana allah bin tiirlii belaniz1
versin. Tkiniz bir olup giil gibi kizzmizin basimn etini yediniz. Tevekkeli yilan Osman
dememigler ogluna, zorla giizellik mi olurmus, sana ka¢ kere Fatma Osman’1 istemiyor dedim,
varmayin kizimin iistiine. Fatma Osman’la evlenmek istemiyor, insallah inmeler iner bir tarafina,
cellat bicaklarina gelesi kari, Allah kahretsin sizin ailenizi, cehennem ateslerine yanin, korolasi
kar1. Ben de sizin ugursuz ailenize verecek kiz yok. Giil gibi masumumu perisan ettiniz, hem sen
ne yiizle bana gelip kiz istiyorsun?
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the approval of his manhood. Osman can only repair his damaged manhood by
increasing the level of violence. To be rejected is a very traumatic experience for
a man. Rejection of a man by a woman is perceived to be an offence and un-
respectful behaviour to a man’s honour. Therefore the man can only repair the
damages done by increasing by showing his powers towards that woman. He
cannot eliminate this offence in another way, other than repressing it by a

continuous and strong violence.

Why did she end up committing suicide at the end? One of the explanations is
that Fatma did not have any alternative. However, such an explanation ignores

the resistance and the strength of Fatma when she is faced with trouble.

Ending Fatma’s story in suicide runs parallel with the patriarchal pattern. That is
to say that the end of ‘bad’ women, or those who were subjected to evil deeds,
whose ‘sexual honour’” were damaged in some ways, is usually achieved through
dead. Here, we may argue “Why did not that woman continue to live?”, instead
of “Why it all ended in suicide?”. Since, we know that she tried it before, had to
go to ‘oturak alemi’ but she has beaten Osman by carrying on with her life at the

end.

‘Honour’ is defined within the frame of sexuality for women. No alternative
other than death is offered to a woman whose ‘sexual honour’ is tarnished or
lost. This patriarchal idea, which constructs the base of the movie, is coded as
‘pollution’ in contrast to the purity represented by water. Indeed The End of
Fatma, a character from a real life story, reflects the patriarchal perspective of
the period and of the movie’s director’s view. The director, who previously
criticized the patriarchal structure of society, both legitimizes and reproduces the

patriarchal ideology brought about Fatma’ death.

Honour for women is defined from sexual point of view. If a woman’s 'sexual
honour' is lost or damaged, there is no other choice than death itself. This

patriarchal thought, which is the main theme of the film has been coded by a
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dirtiness. Conversely, cleanness and pureness are represented by water
throughout the film. This tailored dramatic ending role of Fatma, who pointed
that she really lived, in fact, reflects the patriarchal point of view of that period
and the director. He reproduced and legitimated the patriarchal social structure

and ideology to with Fatma’s death.

5.3. Gendered Context of Class Critique

As stated in the previous chapter, in the late fifties and the beginning of the
sixties the notion of 'development' was formulated as a problem of
'underdevelopment', through which the mechanisms of capitalist expansion or
imperialism had been sustained. Social realist and national films appeared in that
period by proposing critical perspectives about 'making a film' that is more
concerned with the material inequalities within society. This section is an attempt
to investigate the class-based imagination of society that was depicted in these
films, in respect with the category of gender. Therefore, the main question of
enquire is based on the sexist construction of the notion of 'class inequalities'
itself, but not simply on the ignorance of 'women'. Each film in this section
represents different class stratum. The film, Duvarlarin Otesi was designed on
the narrative of lumpen-proletariat men; Aci Hayat presents the story of an
engaged pair who are working class in relation to the upper class, and the film,

Suglular Aramizda portrays the world of a bourgeois family.

5.3.1. Duvarlarin Otesi: If These Walls Would Talk...

Efendiler gibi yemek" icin ¢atal-bigak,
kadin icin etek-bluz...”

Duvarlarin Otesi (see Appendix: A), is about six men who escape from prison.
These men, as Scully (1994: 21) also stated, “believe that their salvation depends

on being always alert, and been tough, bored, afraid, angry and lonely”.

3 Fork and knife to “eat like gentlemen”, skirt and blouse for woman...
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Mektepli (Educated) (Tanju Giirsu), Kemal (Ozden Celik), Dede (Grand father)
(Danyal Topatan), Babac (Largest and oldest male in a poultry) ( (Erol Tas),
Halic1 (Rug seller) (Hayati Hamzaoglu), Ayr Mahmut (Mahmut the bear) (Hasan
Ceylan) succeeded to escape from prison and crossed over the wall. However, a
difficult life awaits them more outside than inside. During their escape they were
forced to take a woman, as hostage, who was walking with her fiancé, and took
shelter in an oil warehouse on a sea shore. They know neither the identity of the
woman nor how to escape from the warehouse. They, in fact, survived from one
wall but ended up to another. Their sheltered warehouse is near an edge of a
cliff, is surrounded by the police. The ‘insiders’ and the ‘outsiders’ show class
differentiations; the spatial characteristics of the warehouse symbolises this
differentiation sharply. ‘Insiders’ got stuck both socially and spatially. There is
no space to move around, neither outside the warehouse nor inside social circles.

They will go either to the cliff or ‘surrender’ to the reality outside.

Insiders/outsiders differentiation is reinforced by the class position of the
hostage. Giil Targan is the daughter of a notable influential business man, Rahmi
Bey (Feridun Colgecen) and she is a famous theatre actress. She provides them
with a chance to benefit from her money. They demanded from outside all the
things that they had missed and could not consume until now; grilled bluefish,
baklavas, chocolates, apples, boiled pounded wheat, raki and fork and knife to
“eat like gentlemen”. The film extends on the prisoners’ inner criticisms and
conflicts. That is how they perceive the outside, and how the outside views them.
At the end, three of the prisoners die and the others are surrendered; Giil Targan

returns over to her family.

Kemal is the only one who has no nick name among the prisoners who is in the
prison because of a blood feud. He has been sentenced to 15 years for murdering
two people who were performing ablution in a mosque court, when he was 14.
Kemal, while talking with Giil Targan implicated that a blood feud is an

indication of underdevelopment, uneducated people and has a class dimension;
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“You are different. You are educated, have money, you have a father; don’t

bother us, we were all born with four feet and will die with four feet”.’’

Dede found himself in for dealing in heroin; he is also a heroin addict himself.
Dede hid a large amount of money before going into prison. He promises to
reveal the place where the money was hidden to the members of the heroin gang,
in order to help him escape. The escape plan was organised by the members of

the gang.

Babag was in prison for murder. His family, unlike the others, features heavily in
his life. Among the crowded masses waiting outside, we see his family. Also Ay1
Mahmut is in prison for being a thief. He is not a Moslem but he never mentions
this ‘differentiation’ till he dies. When his body dropped into the sea as his
testimony Babag¢ says, “Mighty God, forgive Ayr Mahmut. He was not a

Moslem but he was good”.

Mektepli is in prison for stealing cars. We find out that his real name was
Erdogan: “Not Erdogan but Mektepli. They first changed my name in prison”. In
prison, the above characteristics differentiate people from each other not the
names. Mektepli is the only educated one. Although he is young, he is the leader
of the group; everybody consults him, listens to his comments, and most of the
time, let him take the last decision. The hierarchy among the prisoners is

determined not by age but by their education level.

Halict is in prison for raping and killing a young girl. Everybody except
Mektepli, think that he killed someone to save his honour. We can argue that
Mektepli’s maintains this secret because of the non-written rules in prison. As
Scully (1994: 21) stated, “not to use personal information about someone against
himself” can be seen as a norm in prison. But the apparent contrast between

killing for honour and rape is striking. While killing for honour is accepted as a

*7 Sen baskasin. Okumussun, paran var, baban var. Bizlere bakma, biz hepimiz dort ayak geldik
dort ayak gidecegiz.
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‘respectable’ action among men, raping is contemptible conduct. If we think that
woman’s sexuality has been constructed as a function of a power relation to men,
on similar lines we can assure that rape as being ‘abducted’ and killing for
honour as being ‘respected’: they both follow a patriarchal norm where woman’s
sexuality serves as an indicator of man’s power. This norm is strengthened by
showing Halic1 as a pathological character. First, the whole story of the film is
constructed over the criticism that crime has not a personal but a social base. But
Halict has spared of this criticism. Contrary to other crimes there has been no
social reason for the rape. The director depicts the class differentiation indeed he
stigmatizes the reasons for being lack of education, underdevelopment of culture,
traditional values or poverty, except in Halic1 ease. He underlines Mektepli’s
words that the real criminals are not those men who got stuck in the warehouse

but society itself:

Mektepli: Why did you gather here? Why did you turn this place into
a fairground? Did you make everything work fine outside by putting
us in jail? Will everything be fine if you hang us? We are finished;
what will do us good if you listen to us or write about us? We were
right before we were put into jail, why didn’t you listen then? There
are ones whose crimes could not be uttered among you, why don’t
you find out? We are not the only ones who are guilty™.

Secondly, throughout the film Halic1 has been insistently kept out from the
typology which is spoiled by social order and the rape is entirely reduced to a
character disorder. First Halic1 attempts to rape Giil Targan. He was again the
only one who attempts this and this makes us believe that there is an
uncontrollable sexual urges connected with the rape (Abbott & Wallace, 1997).
When Mektepli saves Giil Targan, Halic1 defends himself, “She doesn’t give a
damn! Why do you take this so seriously? You beat me like hell! Just for a

bitch!”™?. After that, the most important rule of the prison has been broken by

¥ Buraya neden toplandiniz, nicin buray: panayir yerine ¢evirdiniz? Bizi hapse attimiz da disarida
isler yolunda mu gitti? Bizi asinca iyi mi gidecek? Biz artik bittik, dinleyecek, yazacaksiniz da ne
olacak! Hapse diismeden evvel hakliydik, neden o zaman dinlemediniz? Suglar1 sdylenmeyenler
var icinizde onlar1 bulsaniza! Yalmizca suglu olan biz degiliz.

** 0 tinmaz ki, sen niye ciddiye aliyorsun? Kiyasiya vurdun bana, hem de bir yosma igin!
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Halic1 again by betrayel. Halic1 finds a way to make a secret agreement to save

himself for the police in his negotiating outside.

There is ‘poverty’ inside and a relation web which projects the class bases of the
Democratic Party Government ‘outside’. The story happens in a district where
olives and the olive oil business takes place in the Aegean region. With the
character Rahmi Bey, being a member of an old and well-known family of the
district, and Siitctioglu who owns the warehouse which the prisoners took
shelter, in depicts the class structure. Keyder (1992) pinpoints to Turkey’s of DP

(Democtar Party) political years which they tried to instil:

A privileged class in peasantry which becomes a natural extension of
DP organisation consists of rich farmers of the relatively rich
districts who work as brokers in the free market ideology. The
founders of the party themselves were huge land owners of
commercialised West Anatolia (Keyder, 1992: 54).

Since the one who was taken as a hostage was the daughter of Rahmi Bey, all the
representatives of the state in the region were represented. Rahmi Bey’s class
power, is vividly described in a way that if the kidnapped person was from a
lower class, they would interfere immediately, without taking into account the
life of the kidnapped. The ideal that the state apparatus overcomes the ‘political
benefits’ seems to be worn out. For instance, the trust of the police and the trust
to the state as we often see in various films cannot be seen in this film at all. We
witness the opposite happenings in this film. Here the state and the justice
system itself almost start to collapse. The thing which is strongly emphasised is

that being poor turns you into a criminal.

However, the class critique of the film turns to a total abused picture, especially
when depicting the warehouse owner, Siitciioglu. He was only worried about the
goods in the warehouse; He hired the warehouse to the gang members who were
planning to save Dede (heroin dealer). When they offered him money he did not

think twice. This shows that he is selfish and sly; at the same time the
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traditionalism which symbolises the populist DP view of Islam. For example,
while the reporters were interviewing him the photographer wants to take some
picture of him he stands out as being religious, “God forgive you! Don’t you

know that we are Muslim?”

However, in order to both reveal the distinctive feature of class and to understand
how lower class men cope with the class power represented by upper class

women, we should explore Giil Targan as only woman character of the film.
5.3.1.1. Giil Targan: Neither an Artist nor a Person, Daughter of Rahmi Bey

Giil Targan is a famous theatre player. Like all other single women, her class
status is derived from her his father. For this reason, she represents the figure of
a daughter for both insiders and outsiders. Despite her fame and professionalism,
only her class characteristics are emphasised. Even her fiancé, Sezai Bey’s role
helps to underline Giil Targan’s class position. He is described as being
sheepishly when compared to Rahmi Bey’s power and other head official of the
district, head of the police and the reporters, throughout the film. Besides, he is a
man whose fiancé has been kidnapped when he is around but his power is so

weak that he cannot stop the kidnappers.

Giil Targan is also the representative of the class power of Rahmi Bey for
‘insiders’. When the kidnappers found out that she is theatre player, one of them
comforts himself, “What artist? Is she theatre artist? I thought she is involved
something serious.”*" But these comforting words were not good enough to
handle her class power. The prisoners asked for her to be “properly dressed”, in
other words Giil Targan attire should conform to wearing skirt and blouse unlike
trousers she usually wears. Even when a woman hostage is in question, class

power of her can only be broken by 'feminization' of her appearance.

0 Ne artisti be, tiyatora m1? Ben de agirbasl birsey bellemistim onu.
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That everything, which is feminised, becomes degraded signifies that being just a
woman 1is sufficient to be subordinated. This hierarchical social division, in
depicting the character of Giil Tarhan as an artist, can be observed especially in

relation between Mektepli and Giil Tarhan.

Giil Tarhan is described as unaware of the reality of society in which she lives
even though she is a theatre artist. It seems that she has been living a fairy tale.
Mektepli is the one who enlightens her with his knowledge. Mektepli is the only
man among prisoners who communicates with Giil Tarhan. He in fact has seen
her acting on stage several times, adores the characters she played, and even
memorised some of her dialogs. She is very surprised when she finds this out. To
her surprise there seems some ignorance in an artist who does not recognise her
‘audience’. This is the first time that she comes across someone ‘ordinary’ who
goes to the theatre. Giil Targan is not an ‘intellectual’ who is a theatre actress;

she belongs to the ‘elite’.

This differentiation is so sharp that for the first time in her life, thanks to
Mektepli, seems to start thinking about social problems. She will ask ‘naive’

questions and it was Mehmet’s turn to answer:

Mektepli: Everyone has something to do somehow in this world;
there must be murderers also. This is what we get. They will
interrogate us for kidnapping you one by one but nobody
interrogated the ones who brought us here.

Giil Targan: Who should be interrogated?

Mektepli: Why Babag killed Ramazan? Was heroine first discovered
by Dede? Did Mahmut start stealing? Didn’t Kemal’s mother
love her son? Why did she put a gun into her son’s hands?*!

4 Mektepli: Herkes bir is tutmus bu diinyada; katil de lazim. Bu, bizim kismetimize diisen. Seni
buraya getirdik diye bizden teker teker hesap soracaklar ama bizi getirenlerden kimse hesap
sormadi.

Giil Targan: Kim sizin i¢in hesap versin?
Mektepli: Baba¢ neden Ramazan’i 6ldiirdii? Eroini Dede mi icat etti, ¢almayr Mahmut mu?
Kemal’in annesi sevmiyor muydu oglunu, neden 14 yasinda eline silah1 verdi?
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Mektepli makes this elite woman understand the ‘savage, tough and cruel’ world
of common men. After finding out that Halic1 has betrayed them, the prisoners
decide to form a court to judge him. They even appoint one of them as a
defendant lawyer for Halici. At the end of the trial he was found to be fully
guilty. They sentence him to death by throwing him into the sea through the
window of the warehouse. What they did was a simulation of the existing law
system. Giil Targan starts shouting hysterically: “I hate you all! You are all blood
thirsty monsters!” Mektepli, after slapping her to calm down, tells her what kind

of a man Halic1 was.

Kemal kills Ay1 Mahmut accidentally after a quarrel. In the same quarrel Giil
Targan is injured her leg. The gang members, who were planning to save Dede,
got caught so they lost their last hope to be saved. After all this, Kemal wanted to
surrender. He questions his for conscience for killing his friend, and besides he
thinks that there is no way out. But while he surrendering he got shot. Before he
dies we witness that his days are over by the nightmare he had had for years,. In
his dreams Kemal sees mother encouraging him to kill their blood feud. Every
time his mother pronounce, “I let my milk not to be useful for you Kemal! They

1”** and Kemal wakes up feeling

killed your father, it’s your turn my brave Kema
excited. But for the first time, Kemal’s nightmare turns into a nice dream: His
mother still encourages him with the same words, on this occasion Kemal gives
flowers instead of shooting other men. Only three characters — Babag, Dede and

Mektepli still remain who let Giil Targan free.

The common characteristics which the prisoners shared was not that they belongt
o the lower class but they also committed a crime to protect their family and
honour. There is no woman character or a story except one. Similarly no family
is shown concretely in the film. However, if we look at the film in terms of men

who commit crimes, there is always the concept a ‘family’ underneath the plot.

42 - o
Haram olsun ak siitiim sana Kemal! Babani bunlar vurmustur, simdi sira sende aslanim Kemal.
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5.3.2. Aci Hayat: Marriage as a Survival Struggle of Nermin

“Seeking a rich husband is not something shameful,
otherwise, you will suffer all your lifetime.
Certainly, you marry with rich guy, don’t be like
me, and don’t have my destiny.”

The family ideology underpins independent men who appropriate women’s
labour and sexuality as breadwinners and dependent women who survive on
men’s wage in their marriage. In this context, what means “women’s often
disadvantaged position in terms of economical and power that they use all the
sources open- waged job and marriage- themselves so that they would survive”
(Davidoff, 2002: 108). As is the case of middle class women at the core of so-
called household ideal, a lot of labour class women stand on their own feet in this

way.

Nermin (Tiirkan Soray) and Mehmet (Ayhan Isik) are engaged and they want to
get marry. Their marriage depends on their finding a house to live in. Despite the
fact that the money Mehmet earns is not enough for the household. Mehmet does
not want her work. In one of the houses, Nermin goes to work; Ender (son of the
house) sees Nermin who he admires a lot. As a result of Ender’s insistence for a
date, they started to date and Ender makes a marriage proposal to Nermin.
Nermin gets drunk in Ender’s house and they sleep together that night. Nermin
tells Mehmet that she can’t get married with Mehmet since she is not the person
she used to be anymore, and they separate. Nermin learns that she is pregnant.
Ender cannot resist his father and mother who totally reject to their marriage.
Ender, Nermin and Ender’s sister Filiz (Nebahat Cehre) go to Mehmet’s
nightclub. Mehmet and Filiz get to know each other and sleep together. Mehmet
goes to Ender’s father and tells him that he slept with his daughter. Ender gets
furious and wants to kill him. Ender’s father prevents him from doing this in case
it would create a scandal. He invites Mehmet to his office and offers money to
cover this up. Mehmet does not accept the money and instead proposes marriage

to Filiz.
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Nermin has been working in a hairdresser as a manicurist. She has been living
with her mother and father in a gecekondu as a subclass citizen. Since she works
outside and earns money, she has a say in her household. In fact she does not do
housework as her mother does that. The money she earns is very crucial for her
living expenditures. Being in such a position threatens her father’s authority. The
following day, on the night she didn’t come home, her father tells Nermin “don’t
defy your mother, you stayed outside overnight like a gadabout woman, and tell

9943

me where you were” . Nermin, thanks to the money she earns answers: “I have

aright as much as you in this house; you do not earn my bread.”

Nermin appears to have a desire to lead a life like the other rich women in her
workplace. To have a good relationship she is insistent that Mehmet should find
a house, marries and keeping her work, “I hated money during all my lifetime
but now, I believe the power of money even set at odds us to each other.” She is
impressed by what her mother says in getting married to a rich guy. She realises
that she has to make a choice between a rich man she just met and the man she

falls in love.

Mehmet has been working in Kasimpasa shipyard as a welder. He wants to get
married to Nermin but he doesn’t earn enough income to live on and carry any
family responsibility. He believes that the only way to become rich lies in
education. But, to great surprise he becomes rich winning the lottery and builds a
house for himself keeping in mind the finest details. When Nermin comes home
he talks of his dream: “I will fill this space with a library, I’ll put real books, not

show pieces, uninteresting books as rich people do, and I will read them all”.

Ender is a son of a high-class bourgeoisie family and he does not work. He
believes that he will own everything he wants thanks to the power of his class
position. In order to have a relationship with Nermin he imitates a driver. Before
he proposes to her, he tells his real identity. Nermin’s love for another man does

not seem to create any obstacle:

** Annene kargi1 gelme, bir siirtiik gibi disarida kaldin, nerede oldugunu séyle!
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Ender: It is not important for me, two men can love a girl, but one of
them owns her and I'll own you... No matter whom you want.
Girls never marry whom they love.

Nermin: It is nice to have self-confidence. Richness is a great force™,

Filiz is Ender’s sister. She is high class, educated and cultured young girl. She
seems different from other family members with her lifestyle and ways of
talking. She keeps criticising her mother, father and brother’s way of treating

Nermin.

The director Metin Erksan, asserts that he pointed out the housing problem as

being an economical, political and social issue in his film.

Homelessness, rents... Whole drama in the film is that the rents are
so high that people cannot find a house to live in ... There was an
allegory in the film. Getting married and finding a house (in Turkish
both has the same meaning), getting inside a house. That girl and that
man separate since they couldn’t find a house and get inside and this
series as a point of reference in the film (Altiner, 2005:53).

In the first scenes where Mehmet and Nermin look for a house as a couple who
wants to get married, we see houses in poor districts where lower-class live. The
housewives are separated a floor in which a family resides and they all share the
toilet and the kitchen. The poverty is related with women and this particular
space. That is why; the main issue in the film is not the housing problem, but
rather the relation between women and their house. The house itself has features

based on class and sexuality.

While they are looking for a house, Mehmet tells Nermin: “You are the one who
chooses the house; you will spend most of the time there”. We understand
through Nermin’s mimics and face expressions that she does not like these

houses located in poor districts. She horrified at this thought. It appears that the

* Ender: Benim icin 6nemli degil ki, bir kiz1 iki erkek sevebilir ama birisi sahip olur ve ben sana
sahip olacagim. Kimi istersen hi¢ umurumda degil. Kizlar hicbir zaman sevdikleriyle
evlenemezler.

Nermin: Insamin kendine giivenmesi ¢ok giizel. Zenginlik biiyiik kudret.
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house Nermin wants to live in should have affluent features. The house cannot be
considered detached from the family, which takes a central stage in the structure
of the house. The family ideology while legitimates women’s position in the
house and private space, reinforces the man’s position as household chief.
“Family wage and... accepted being man as ‘given’, constitutes the material
basis of patriarchal relations.” (Ecevit, 1991: 13). The house Nermin yearns for
is found but Mehmet’s money is not enough to cover the rent. For this reason

Nermin wants to keep on working:

Mehmet: After we get married I will not let you work. Nermin, I
cannot leave you among all those men.

Nermin: If it goes like this we cannot rent a hole let alone a house.
Marriage, livelihood of a household is possible with money, and
you still insist, “I will not let you work.

Mehmet: The more you see rich customers the more you initiate
them™.

Because daily struggles Nermin wishes to continue working so that she can
contribute towards Mehmet’s income. Since waged labour is considered as a part
of manhood, Nermin’s contribution threatens Mehmet’s manhood. When Nermin
gets married, the control of her labour and sexuality is passed onto her husband.
In this case, Mehmet will decide whether Nermin will work outside or not. While
women render their dependence on men via the family, the chief of the
household is an independent person who affords livelihood. So, men are
expected to participant in the labour market whereas women are expected to

work in the “marriage market”. (Davidoff, 2002: 106)

The job Nermin works does not offer a future for her survival. In fact, marriage
is the only choice for Nermin to improve her class position. Nermin’s mother

also puts pressure on her to find a rich man to marry, saying that “Seeking a rich

* Mehmet: Evlendikten sonra ben seni calistirmam Nermin, hergiin o kadar erkek arasina
sokamam seni.

Nermin: Biz bu gidisle ev degil kiimes bile tutamayiz. Evlenmek evi gecindirmek parayla olur,
bir de tutmus seni ¢alistirmam diyorsun.

Mehmet: Zengin miisterileri gore gore onlara benziyorsun.
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husband is not something shameful; otherwise, you will suffer all your lifetime.

Certainly, you marry a rich guy, don’t be like me, and don’t have my destiny.”*

It can be said that marrying a man is assumed to provide a woman with
protection. In return, a woman can give only possess: her chastity, and her
virginity. Here what is not being shown is the domestic labour of women over
where men control. The men who look after women in marriage, in turn, profit
from women’s sexuality. Nermin declares “I cannot look at your face, while
telling this that is why we should have separate rooms”. Nermin wants to talk in
separate rooms with Mehmet because she cannot look at his face. She explains
why she cannot marry him as behind the wall 'she is not old Nermin anymore'.
When Ender’s mother finds out that Nermin is pregnant she is delighted: “She
has found the best way to stay over my son”*’. Yet again patriarchal discourse

comes to the fore.

Nermin was disappointed when she could not marry Ender but starts living with
him. Ender looks after Nermin and her parents so she gets rid of her poor
existance. Nermin’s mother reminds her that it is better to marry otherwise
people would start gossiping. In saying: “Do you want a wedding ceremony or
money?” expresses Nermin’s own dilemma. In response, her mother does not
seem to mind her daughter’s stand: “All right honey, don’t worry, let people say

whatever they want” she indeed no longer has any effect on Nermin.

On the other hand, high class has provided the ideal economical conditions on
Filiz’s livelihood. For this reason, she doesn’t have any marital worries. Filiz’s
position frees her from ‘chastity issue’. After she slept with Mehmet she clarifies
her position: “It does not matter for me to be a wife or not of the man I love,

being loved is more important.”

% Nermin’s mother: Zengin koca aramak ayip birsey degil, yoksa hayatin boyunca izdirap
cekersin. Muhakkak zengin bir adamla evlen, benim gibi olma, benim kaderimi yasama.

*” Oglumun iistiine kalmak icin en iyi careyi bulmugsun!
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Women are treated as the sign of men’s power within their relations to men. This
also explains why women do not feature on the public sphere. Women belong to
the house where the private realm is within the sight of family. Women represent
men; their honour is measured by women’s behaviours. Ender finds out that

Nermin went to Mehmet’s house.

Ender: Don’t you have any respect for me? You degrade my honour,
you made me a laughing-stock; you will never go there again.

Nermin: I will go.

Ender: You will not go, you fall in love with me, you are my wife;
you cannot be with him.*®

The idea of manhood which, patriarchal ideology has established runs parallel
with women’s chastity, involves several signs, such as men looking after 'his
woman', defending her, possessing her body, and purifying his honour. These
signs explain clearly that manhood is position needs to be proved. The way to
save a man’s honour is to seize a woman of the opposite side. In this context, the
control of men over women’s sexuality appears as revenge in men’s struggle of

power.

Mehmet sleeps with Filiz. Next day he calls Ender’s father “cleaning out his
sister’s chastity is your son’s duty... you see, when the day comes, strangers take
their revenge in this way.”49 Ender gets crazy and tells his father he would kill
Mehmet. Ender’s father prevents him from doing this: “Don’t cause a scandal,
never; otherwise my commercial standing will be destroyed”. He invites Mehmet

to his office and offers money to cover it up. Mehmet does not accept the money:

Is the only business in your life to buy and sell? Isn’t there written
anything else in your humanity book? Don’t you know anything
else? We neither do sell honour nor buy. Don’t you still learn that

*8 Ender: Hi¢ saygin yok mu bana? Serefimi iki paralik ettin. Beni herkese rezil ettin. Bir daha
oraya gitmeyeceksin!

Nermin: Gidecegim.

Ender: Gitmeyeceksin, bana asiksin, benim karimsin onunla olamazsin.

* Kizkardesinin namusunu temizlemek ogluna diiser. ... Eloglu giin gelir intikanum boyle alir.
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some honours cannot be sold or bought? Keep both, your money and
daughter!50

Contrary to the others, money does not alter his character. Indeed, Mehmet cares
for his woman and proposes marriage to Filiz. Here what we see is that whether
Mehmet, Ender and his father behaved honourably and ethically is theorised via
Filiz and Nermin. This power struggle is based on men’s class positions where
ethical values have been emphasised. It has been pointed out that wealth destroys
human values and makes people materialistic not forgetting the differences in
ethical views are based on class positions. “Social conflicts are interpreted in the
moral platform; richness and power is identified with moral depression.”

(Saracgil, 2005: 344).

There have been two class positions merely being rich and poor. Class
discrepancies are presented as cultural differences. The distinctive features of the
upper-class run true to form the western artistic and cultural values. Filiz’s
lifestyle includes ballet, making paintings at home, going to library, hairdresser
and beauty saloon are presented as consumption patterns which only the upper-
class could indulge in. The lower-classes in society have been deprived of all this

reproduction areas where high-class people are allowed to use.

Mehmet’s night-club is home to the entertain tester of rich people of that period
where women accompanied men and striptease shows were part of the
entertainment. This period defines itself with alternative cultural consumption
patterns emerge, “casino culture appears for the variety of needs of new class of

rich people”, a period of consumption, luxury and waste (Belge, 1983: 1302).

The class differences presented in opposition which is given as good- bad,
moral- immoral in the film Aci Hayat has been a feature that reflects social-

realist cinema. A sexist bias is pronounced with the help of women’s body no

% Mehmet: Senin isin hayatta yalmz alip satmak mi? Senin insanhk lugatinda baska seyler
yazmaz mi? Baska bir sey bilmez misin? Biz ne namus satariz ne de aliriz. Bazi namuslarin
satilip alinmayacagini hala 6grenemedin mi? Paran da kizin da senin olsun.
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matter to which class they belong. The scene with two adjacent elevators
represents Mehmet’s liberation despite Nermin’s surrender to desperation.
Nermin, whose marriage dreams are broken, takes down the elevator, whereas
Mehmet, who takes the other elevator up has become rich with the money he

won from the lottery.

Nermin who hears that Mehmet had proposed to Filiz commits suicide. We see
Ender, Mehmet and Filiz in front of Nermin’s gravestone. Mehmet leaves the

graveyard and Filiz follows him, after which they walk hand in hand together.

5.3.3. Suclular Aramizda: Power of Capital versus Power of Morality.

“Mid-class family girls always dream of rich men. 1
achieved this but now I could sleep on
a rush mat for a humanely love.”

The script of Suglular Aramizda which is a true story was written by Metin

Erksan and also shot by him. Erksan explains how the idea of this script evolved:

There were families who were influential and they were extremely
rich. A new class appeared in Turkey. One of its members was
Giilbekyan. I read in papers that one day Giilbekyan gave a precious
necklace to his daughter-in-law as a present. Some time afterwards,
this necklace was stolen but the thieves were shocked when they
tried to sell it, because it turned out that the necklace was imitation.
Giilbekyan has given an imitation necklace to his daughter-in-law. I
liked that story. This is the most scandalous thing I have ever heard.
The film is about this story. Sarcasm can be found in the plot
(Erksan, 1985: 33).

Halis Bey (Auf Kaptan) gives a party to celebrate the tenth ship which he added
to his fleet. When he went back to the villa with his son Miimtaz (Ekrem Bora)
and daughter-in-law Demet (Belgin Doruk) at the end of the party, they found
out that their villa was broken into. The thief has stolen the precious emerald
necklace which Halis Bey gave to Demet. Halis Bey knew that it was an

imitation but neither Miimtaz and Demet nor the thieves knew that. This
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necklace does not divert from being the focus throughout the film. Everybody
wants to possess this necklace, but when they found out that it was an imitation,
they give it to someone else or give it as a gift. In fact, the necklace represents

the greed and passion linked with possession.

In spite of being aware that the necklace was imitation, Halis Bey gave
interviews to the papers and says that the price of the necklace was not
important, but he was sorry to loose it for its sentimental value. When Halil
(Tamer Yigit) and Yusuf heard that the necklace they stole was an imitation, they
were very surprised. They do not understand how someone so wealthy acted in
an immoral way. But Artin Usta who valued the necklace admits that, “If
someone gets rich, do you think he will be blessed with holy water? Essence of

the mankind does not change”.

Finding out that they have nothing precious in their hand after the robbery, Yusuf
and Halil calls Miimtaz to give him a moral lesson: "You deceived your wife
with your father or by yourself. You gave her a piece of glass in place of
emeralds. Aren’t you ashamed of yourselves? You disgraceful, dirty man!"'
Then they threatened him by giving the necklace to the police and reporting what
had happened to the papers. So, Miimtaz learned that the necklace was an
imitation from this telephone call, he made and agreement with the thieves to pay
40 thousand Liras for it. But he asks for 50 thousand Liras from his father to

receive back the necklace. Although he does not give the money to the thieves

when they meet, he shoots Yusuf and wins the imitation necklace back.

The police find Yusuf’s dead body and by following the clues they find Halis
Bey and Miimtaz. The police tell what happened to Halis Bey, and he
understands that Miimtaz did not give the money to the thieves and asks for this
money back. A twist of turn takes place. The family in question does not follow

traditional patterns like excellent father-son relations. Indeed, father and son are

> Babanla birlikte karim kazikladin ya da sen kaziklandin. Zavalli kadmna ziimriit yerine cam
pargalar1 yutturdunuz. Hi¢ utanmamz yok mu rezil kahpe herifler.
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always trying to deceive each other. Meanwhile, Miimtaz gives the necklace as a

present to his ‘mistress’ knowing that it is imitation.

Halil tells Miimtaz that Yusuf’s family is very poor so he should help them, but
Miimtaz refuses to do so, “The police believe what I say. I am a respected man.

Why should I care for his widow? Go away; I have no time to waste!”?

When Halil believed that he could not take anything from Halis Bey and
Miimtaz, he decides to talk to Demet. Demet does not believe what Halil says,
after all it was her husband he is accusing. At this point, Halil warns Demet and
asks her to see the truth: “I have nothing to do about your husband. My hands are
tied. I have seen so many bad people but none of them was like him, be careful”.
Demet does not want to believe what she just heard, but in order to free her
suspicions she goes to the place where the thieves live. She finds Yusuf’s widow
who told her, “He was a thief but he was the head of our family”.>> By giving
some money to the widow, Demet wanted to 'pay for the guilt of her husband' by

helping the children of the man who was killed by her husband.

In Demet’s mind some suspicions were aroused. Halil warns her again: “Don’t
tell your husband what you know, if he finds out that you know all this he will
kill you too, ”Demet is still not aware what kind of person her husband is: “You
talk nonsense; he is my husband after all”. But one day when they were in a
night club when she sees a woman- Miimtaz’s mistress Niiket (Leyla Sayar)-
wearing her necklace, she is convinced that her husband has been cheating on

her.

Miimtaz goes mad, when she sees Niiket’s wearing the necklace outside, and
tries to steal it from her house but he gets caught by her black gigolo. Niiket does

not give the necklace back, so Miimtaz offers her money which was rejected.

52 Polis benim sozlerime inanir, ben muteber bir adamim. Dul karinin tasasi bana mi diistii, defol
git bi de seninle mi ugrasacagiz.

53 N T
Hirsizdi ama evimizin diregiydi.

139



Later on, when she takes the necklace to a jewellery shop she finds out that the

necklace was an imitation.

After the car accident of Halil and Demet, Miimtaz finds out that his wife knew
everything and he makes plans to kill Halil. He thinks that if Halil dies, his wife
could do nothing. He asks Captain Dursun Temel (Erol Tas), who works for him,
to kill Halil on condition that if he gets caught he promised to look after him.
Dursun Temel tries to kill Halil but Halil tells him all the truth. Dursun Temel
goes back to Miimtaz, “Is it appropriate to deceive me for someone like you?
You sad bad words for your wife’s honour, and also, you almost made me kill
someone miserable like me. You are the one who is dishonourable!”>* After this,

Miimtaz kills him too.This was his second murder.

Demet wants divorce Miimtaz but he tries to change her mind, “I am the one who
should be asking for divorce. But since I am a civilised man I am ready to forget
everything”. He asks her to defer her decision after the charity ball in aid for the

poor is over. But he planned to kill her during the ball.

The ball was held on one of Miimtaz’s ships and the guests were wearing bathing
suits, bikinis and diving suits. Niiket auctioned the necklace at the ball and tells
its entire story. Later on Miimtaz finds her on the deck, “You are the most
dangerous witness. Halil is a thief, no one believes him” and when he was trying
to kill her, Halil stops Miimtaz. In the last scene Miimtaz hurls himself into the

sea uttering the following words:

I stole, I killed. I acted like I was meant to act in my environment.
You are this environment. You would have done the same thing if
you were in my shoes. I am finished now. I don’t accept any power

>* Senin gibi bir beye beni aldatmak yakisir m1? Hem giinahsiz karmin namusuna dil uzattin hem
de benim gibi bir zavallinin elini kana bulastiracaktin asil namussuz sensin.

140



to judge and sentence me. No other force can punish me except
myself.55

It is possible to appraise the film Suclular Aramizda as a criticism of the
economic politics of a period in the same way as Gecelerin Otesi. It is not radical
to say that the pre-election propagandas of the DP were based on promises which
included the abolishing of the state intervention and strict state control over the
economy and privatisation of the state enterprises. This line of thought which
was embedded when the DP was in government, helped in the process of
industrialisation by encouraging foreign capital investments and liberalisation of
the economy (Keyder, 1992). Metin Erksan (1985) commenting on Gecelerin
Otesi had this to say “While having a millionaire in each district, we have some
other things in the same district”. Consequently, he wanted to study the
reflections of socio-economic politics of the DP period with lower class
framework. But in the film Suc¢lular Aramizda the new upper class is the main
focus, namely Halis Bey and his son Miimtaz who are the ‘millionaires of their

district’.

Halis Bey did not inherit his family’s wealth. He achieved wealth by working
hard, starting with a single boat and working day and night. Also the economic
politics which were put into practice in the country assisted him in the process.
Development strategies and aid programs for underdeveloped countries which
were stabilised in Turkey helped him significantly in similar ways to other
private enterprises. But, those around him believe that he became rich by
underhand dealings. “He was even involved in human trafficking by using his
boats, but who in return never made it to their final destination. There were five
people on the boat which he had saved before sunk but none of them has been

seen since; nobody knows where they are.” These rumours are not very relevant

» Caldim oldiirdim. Ben i¢imde yasadigim cevrenin sartlarina uydum. Sizsiniz o ¢evre, benim
yerimde sizler olsaydiniz ayni seyleri yapardiniz. Benim sonum geldi arttk. Ama beni
yargilayacak bana hiikiim verecek higbir kuvvet tanimiyorum. Beni kendimden baska higbir
kuvvet cezalandiramaz.
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as, “These are the writings on ice; the important thing is my wealth and

personality.”

Giving an imitation necklace is also a quite normal gesture for Halis Bey because
he made his fortune by, “not spending money for baubles on such stupid
traditions.” Besides he was not bothered too much that it was an imitation
because when it was stolen he did not loose 350 thousand Liras. Disgraced is not
something which worries rich men, “I am not interested in being disgraced but I
do not want to be seen as a fool. They gossip about me for a few days and then

they bow down to the ground in front of me.”

Rich Halis Bey represents the first generation who was raised in this new
political ideology like Ender’s father in the film Ac: Hayat. While this generation
is seem to be obsessed with primitive capital accumulation methods, even in
human trafficking by boats. In contrast, the second generation falls in the line
with the capital accumulations within the roles of a free market economy. In this
respect if we think that the capital accumulation has ‘wild’ connections even in
marketing rules, there is no real difference between Halis Bey and his son. When
Halis Bey, “I am not a member of the aristocracy but I have money. You are
noble like all other children of the fathers in my position.” Here we see that the
non-ethical roots of his wealth are being projected and at the same time he yearns

to be a participant in nobility.

When Miimtaz took over the management in the company from his father the
workers complained, “He is worse than his father”. Although he is not involved
human trafficking like his father, solutions he finds for increasing profits in the
existing corporate structure are cruel enough. His first policy was to reduce the
labour cost expenses: “Drop down the provision expenses by 25% and don’t
mention any labour union or labour law garbage, I pay you for these.” The labour

movement and organization which were quite developed at taht time did not

%% Ben rezil olmaktan degil, enayi yerine konulmaktan iiziiliiriim. iki ii¢ giin dedikodu ederler
ama gene de Oniinde yerlere kadar egilirler.
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deter him. Indeed, the company had a legal advisor which made sure to show that
his measures were perfectly legal. “Within the law or out of the law, everything

will be done the way I want. Agree with me or send me your resignations.”

Miimtaz owns not only capital but he also owns his wife, mistress and workers;
he treats them as he owns them all. Even he has a mistress but when his wife is
seeing another mans he had the right to divorce her. He is ready to forget
everything because of being a ‘civilised” man. He sees no harm in giving an
imitation necklace to his mistress and then trying to steal it. But his mistress’
sexual/love affair with a gigolo is not an acceptable behaviour. “I fill her purse
with money and buy a 350 thousand Lira necklace and then she cuckolds me.”’

He has his wife’s possession thanks to the marriage bond but his mistress is a

woman who he possesses with money:

Meanwhile upper classes included into men saying with totally
different expression. The basics of this saying are: job, power,
success, career, car, etc. Men here are articulated not by direct brutal
force but by indirect symbolic violence and the logic of capitalism.
Life itself is understood via these means. A respected job with a good
income is everything. That is why the only predicament for any man
is to be strong economically. The other values of social life are
human relations, friendship, solidarity or women, being a lover, etc.
and all these require of money (Cengiz and et. al, 2004: 56).

He has the capability to control both his wife and mistress body and sexuality.

The relation he built with both women is an ownership relation.

Ozbay (1993) claims that one of the indications of articulation of classical
patriarchy and capitalism is that the social activities of women are made
dependent on men through marriage. Demet, the daughter of a middle class
family whose only dream is to be married to a rich man materialised when she
married Miimtaz she became a member of the bourgeoisie. But ‘humanly love’

was lacking. In fact she is an unhappy and lonely woman. Even when she says,

°7 Biz hanmimin cantasini paralarla dolduralim, boynuna 350 bin liralik gerdanlik takalim, o bizi
boynuzlarla donatsin.
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“A married man cannot live as he wants; mutual decisions of a mutual life go

together”. Miimtaz spends most of his time outside because he has a mistress.

So Demet works in a social charity organisation, a typical pursuit of the
bourgeoisie. In fact, it is possible in fact to find similarities between charity
meetings and the women’s regular gathering days (gtin) which have an important
role in re-production of housewife ideology. Women’s regular gathering days
provide the ideal opportunities for to women show and brag about their house
works. This is an extension of the sexual division of labour. On such occasions,
women also talk about their houses which can be modern, clean, tidy, and well-
kept. At the end, they are admired for their success or disapproved by the others.
The difference between middle class women and bourgeoisie women is that the
peripheries of public and private sphere are defined yet again. Bourgeoisie
women organised those meetings in luxurious hotels, like the Sheraton where
they can display their richness in place of their houses. In these meetings
arguments followed, “How can we help the poor? Let’s organize a ball; where
should we hold the ball? How should it be done?” Moreover some slogans were
displayed: “fitre and zekat (alms given at the end of Ramadan) in religion, social
justice in secularism”, “a true friend helps in bad days”, “A well-fed person
cannot imagine the distress of a hungry person” and “help the poor”. Therefore,
it can easily be said that these situations offer the ideal opportunities to the
female character to fit her tailored role. In this respect, Demet is indeed a

bourgeoisie woman.

Miimtaz and Halil are also shown as opposite characters in the same way as

Miimtaz’s wife Demet and his mistress Niiket.

Despite not having an ideal marriage, Demet seems to be happy with the
situation. She tries to help the children of a man her husband killed, so that she

pays for her husband’s guilt. To stand and overlook this immoral world, which
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she does not approve of is Demet’s ‘invisible labour’ as a bourgeoisie woman™.
The necklace was not real, her husband is a murderer, her husband gave the
necklace to his mistress, are enough reasons to divorce. But she is still under his
threat and she tries to avoid scandals in the divorce proceedings; “After being
through all these hard years I cannot also ruin the future with a scandalous

divorce”.

The energy and emotional effort which she has spent becomes clear when we
include the labour concept. Acar-Savran (2004: 34) described “the emotional
labour as material, moral energy and attempt that women spend unilaterally
either with their own consent and preference, or against the threat of violence or
bare violence.” The opposition between Demet and Niiket is underlined by this
definition. While Demet was a woman who uses her emotional labour
submissively, Niiket on the contrary, was a woman who could not stand anything
and endure nothing resiquedly. After finding out that the necklace was an
imitation in the charity ball she is not afraid to admit this. She is the ‘other
woman’ or mistress because of refusing to stand sacrifice emotionally. Niiket as
‘independent woman’ is kept excluded from this context because she has no
husband or family. Niiket with her existence intensifies the feature of being a

‘normal family woman’ on one hand, and how immoral Miimtaz is on the other.
5.3.3.1. “He Was a Thief but He Was the Head of Our Family”

Lower-upper class comparisons in this film is not only emphasised on the
characters’ level but on spatial dimension too. Spatial contrast include as the
women and children on the streets of the poor districts and the houses for the
rich. In order to show the wealth of the bourgeoisie people, indoor space is

reflected by the houses of this particular people.

% The concept of 'Invisible labour' accepts the “caring” as a part of the social reproduction of
labour beside the production of material and concrete objects. Therefore, Mies proposes the
definition of the concept of feminist labour as "the production of immediate life" (see Mies,
2001). Also see Acar-Savran (2004) for detailed review of domestic labour debate and wider
revision of women's labour notion.
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Halil and Yusuf are two jobless and poor men living in a squatter house in
Dolapdere district of Istanbul. Their only tool to survive is to steal. Yusuf’s
family is shown in the film in various stages from a means of representing the
family ideology. His wife’s words, “Okay he was a thief, but he was also the
head of my house” intensifies this ideology. There is no ‘normal family’ norm
which belongs to the bourgeoisie class; in the norm of upper class which is in
moral degeneration, it is not an expected situation anyhow. Erksan (1985: 34)
explains this clearly, “There is a disgracefulness going on here. Look at the

family! Daughter-in-law acts in one way, the father in the other...”.

Miimtaz does not look after his family like Yusuf; he does not steal to keep them
going and is not the type who can be the ‘head of the family’. Miimtaz shows his
masculinity in other fields. In other words, the class critique of the film is made
up with the comparison of upper-lower class family structure. Consequently, it
intensifies the existing position of woman in one hand, and reproduces the family

ideology on the other.

In the same way that Halil is the symbol of the virtue, Miimtaz is the symbol of
immorality and evil. Virtuity is linked to an angel while immorality to the devil.
All the virtuous and right words are uttered by Halil. He is always the one who is
aware of everything in his analysis of the world. Indeed, by his social
responsibility he takes the others into consideration. He could not enlighten the
bourgeoisie, but Demet and Captain Temel Dursun ‘were/made aware’ ot the
reality after getting in touch with him. As a representative of common sense,
Halil tells the evil side of bourgeoisie and how disgraceful they are, when talking
to Demet in connection with Miimtaz as his ‘wife’, and Captain as his ‘slave’.
The Captain is fully devoted to Miimtaz, he goes to kill Halil at once by saying:
“Your honour is my honour”. But Halil opens Captain’s eyes with his words:
“How dare you serve such a bastard?” Captain Temel Dursun went back
enlightened to bring Miimtaz to account, but he got killed. The poor captain got
entangled between the immoral bourgeoisie and the poor with common sense.

Similarly Demet too learned life after getting acquainted with Halil. She wants

146



now a life such that she deserved. Indeed, she is finally made aware that what
she needs is not only a humanely love as “could even sleep on a rush mat”. Halil
saved her both from being deceived while reminded her of which class she
belonged. Her place does not rest with the upper class, but it is also not lower
class where she believes she could sleep on a ‘a rush mat’: “You don’t know
what being poor means; [ know it very well, do not desire it. I know the poverty

very well, it has finished me. I would almost be a thief”.

Bourgeoisie class is morally spoiled. Stealing and murder are the elements of the
bourgeoisie class life style. On the other hand the lower class steals for to be
nourished, shelter and health. That is to say that they indulge in this only for
survival not for ownership that is why this is not seen as being immoral. This
confrontation itself is intensified by caricaturising the upper class in the film.
Here the emerald necklace plays an important role in the film. As spectators, we
vecan think that “This is too much”. The father gives the imitation necklace to his
daughter-in-low, husband gives it to his mistress; the son steals money from his
father, tries to cheat him; the husband kills two people for the necklace. But this
shows as Hayward mentions, the bourgeoisie class’s way of abusing the capital

not the capital itself:

Since the representation is often caricatured, capital as a bad thing is
not being targeted but rather abuse of capital power, for which an
individual will be punished. Capital in itself, according to the
narrative, still remains intact as a good thing (Hayward, 2000: 62).

That is why Miimtaz punishes himself at the end of the film. Metin Erksan made
here a cultural criticism of the richness as in his other films. In other words, he
described the class relations on moral terms. He argued that ‘life styles’ are
based on moral contrasts not categories which have political, economical and

social dynamics in any social class.

5.4. Reproduction of Family as an Idea
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This section focuses on the experiences of women as wives and mothers. The
'personal' relations between the sexes that were coded as 'private life' has been
one of the oldest and greatest fields of feminist challenge. By asserting that
'private life' is a social-ideological experience having historical roots, they
uncovered how sexual division of labour located within the 'private' world of the
family is the result of a political/social arrangement that is dependent on power
relations. The films involved in this section provides how the holy unity of the
family is constructed and maintained through men's control over women's labour

and sexuality and the ways through which the notion of motherhood is idealized.

5.4.1. Gurbet Kuslari: Urbanization As A Degenerated Face of Women

“Be careful, otherwise we loose each other. There
will be no joke in Istanbul!..”

Among the Turkish films which deal with the migration phenomenon, Gurbet
Kuglar: (see Appendix A) stands out as it projects the idea of returning back to
the original roots (Kayali, 1997). The film narrates the economical, cultural and
social struggles of a family who migrate to Istanbul. The migration story in the
film diverts to a totally different pattern thanks to some of its particular
characteristics when compared to other Turkish migration literature which deal
with the same topic. In other words, in such case, all the family consisting of
peasant folk, transfer to Istanbul from another city as an entity. Before the rest of
the family accompanies then the father and his son rented a repair shop and a
house to live in. The father and his sons have skills on repairing cars and they
were lucky enough to arrive in with some amount of capital. Another
characteristic is that this family does not move to a district where similar
migrants from their villages usually abide which gives them the opportunity to
establish social relations, based on kinship and compatriot relations. The director
of the film, Halit Refig, describes the film as “a story of a family who came to
Istanbul but couldn’t realise their dream (cited in Tiirk, 2001: 152). The

migration struggle process is narrated against the background of the protection
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and vitality of the unity of family. In this context, the family, as an idea, is

constituted and evaluated as being different from the household:

The household is a place, where individuals gather their sources,
fulfil certain duties, connect with large networks and reproduce in
society... As a concept the family must be understood as a definition
of the question of ‘who must live together within the households?’ In
this way, the family becomes a part of an ideology and normative
thought (Rapp 1982 cited in Ecevit, 1991: 9).

For this reason, in this work, the crisis which the family lives is based on the
dissociation of patriarchy, the reproduction of family idea/ideology. But on the

basis of rejoining father and son in time, the patriarchal steak is not neglected.

Tahir Bakircioglu (Miimtaz Ener), his wife Hatice (Muadelet Tibet), their
children Selim (Ciineyt Arkin), Murat (Tanju Giirsu), Kemal (Ozden Celik) and

Fatma (Pervin Par) get off the train in Haydarpasa train station.

When the repair shop business is experiencing problem, they go bankrupt and all
family come to Istanbul from Maras with the hope of a better life. The father
testifies “We want to conquer here by all our hearts.” > On the other hand, he
expresses the fear of transferring to an unknown place. Indeed, Istanbul could
prove to be detrimental in the separation of the family: “Be careful, otherwise we
loose each other. There will be no joke in Istanbul!..” % Anxious words which

express deeply the father’s fear.

There is another person in the same train that comes from Kayseri to Istanbul:
Haybeci (Hiiseyin Baradan). Haybeci, whose real name is never cited in the film,
gets on the train without buying a ticket, and also boards the ship illegally. While
staring at Istanbul says: “Damn Istanbul! I am coming to conquer you; I will be

your king”. The director Halit refig asserts that he intends to establish a contrast

5 Hepimizin kalbinde bu beldeyi fethetmek var.

% Dikkat edin, birbirimizi yitirmeyelim. istanbul’da boyle seylerin sakas1 olmaz!
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between Haybeci, who comes to Istanbul and as a sly character, and the family

coming from Marag (Tiirk, 2001: 153).

The decent underclass people in this settings, put forward a character like
Haybeci who is sly, take advantage of other’s right, plays tricks and lives on
black money; whereas in other films, even burglary is not considered to be an

illegal way to make a living.

Haybeci, as different from the Bakircioglu family, comes to Istanbul alone only
with a small bag on his shoulder. Through the film, Haybeci appears in certain
times revealing his ascendant position every time in contrast to the descendent
position of Bakircioglu family. Haybeci is always alone; he has neither a family
nor a friend. Even though men of Bakircioglu family are thought to be skilled
labourers and came to Istanbul with money, Haybeci an unskilled labourer comes
to Istanbul without any money. Whenever we see him he does different jobs,
porterage or a parking lot attendant. Halit Refig explains the ascendance of

Haybeci in this way:

Finally Haybeci enters the assets of society. A member of the
Bakircioglu family, who obey the rules, has the ability to do that,
studies medicine, has the chance to be accepted at the top part of
society too. There is nothing like ‘no chance’ ...In Gurbet Kuslari,
we see the discrepancy of the class issue, in such a way that, instead
of the strictness of the class positions in the West, easy surpass of
inter class positions is at issue in Turkey (cited in Tiirk, 2001: 152).

At the end of the film Haybeci installs himself as the overseer shanty- town.
While the Bakircioglu family returns to Maras as a family who “came to Istanbul
and became losers”, Haybeci goes to Kayseri to open an agency for those new
comers to Istanbul. He plans to be a contractor. The Director Refig makes the
class transition possible by either being well educated or being like Haybeci.

Haybeci also approves of this position:
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The horse belongs to the horseman, the sword belongs to someone
who puts in on, and the wheel of fortune belongs to someone who
lives happily in prosperity. There is no bread available to anyone
who does not open his/her eyes at this time.°'

The family moves to a house they rented in a poor district in Istanbul belonging
to an old widow. She does admit that she is struggling to live and the rent of the
house is necessary: “Having no man is not a trouble you can brush away
easily”®®. There is a division of labour among family members. The father will
work in the repair shop with his two sons Selim and Murat; Fatma will do the

housework with her mother while Kemal will study in the Faculty of Medicine.

When the family goes to repair shop that they had previously rented, they realise
that they have been deceived. Instead, they choose to set up a smaller repair shop
in another location with their savings. In addition to this business failure, they
come across with the very first day, the power of men, who have a say in the
family is also shaken. At the dinner table, when Fatma dares to talk about this
failure Murat quietens her by saying angrily: “Stop it, as if she became a person
and is allowed to talk”®. In fact, Fatma who is dominated by the public sphere
challenges the men. She goes out domestic sphere where women legitimated and
are in control of men. The father exercises the hierarchical power so that he
could re-establish his control and warns the mother who is firmly in control of
inner house authority: “Control this girl strictly!, don’t let her interfere that
often”®. After silencing Fatma, they regain the control: “We will become the

shah of Istanbul, shah!”.

Selim works in the repair shop with his father. The more their business does

well, the worse the business of Panait usta (master Panait), who does the same

%' At binenin, kilug kusanani, devran siirenin. Goziinii agmayana aklini kullanmaya ekmek yok
bu devirde.

62 Erkeksizlik kapiya konulacak dert degil.
83 Kes lan, adam olmus da lafa karisiyor.

% Bu kizin dizginlerini siki tut, Syle zirt pirt lafa karigmasin.

151



work opposite their shop, goes bad. His wife Despina (Giilbin Eray), brings food
everyday to her husband Panait usta. Selim sees Despina, likes her very much
and says: “This woman is like a book, if you have one, she must be like this”.%
Despina represents the typical Istanbul woman so, 'conquering' Istanbul means

'conquering' Despina.

A love affair starts between Selim and Despina, the wife of Panait usta. They go
to Despina’s house during the day. During this time the father stays alone in the
repair shop and has difficulty to finish the work on time. At the end, the
customers take their custom to go to Panait’s shop. The father is aware of the fact
that the things are going badly. He tells Selim, “You are such a horny guy; you
ignore the shop for the sake of such a woman”.®® At the same time, Despina
wants to end her relationship from Selim, as she is the mother of a 7-year-old
child. Originally, she started this love affair to save her family. That is to say

that, by keeping Selim away from his work, she had benefited Panait’s work.

Murat starts working as a taxi driver. He is known as a 'brave, open-eyed' person.
He is respected as a father authority, but despite his big brother Selim, he
pretends to be the second in authority in the household, especially in his relations
with his brothers and sisters. Murat is very much disturbed by the fact that even
though Kemal does not earn money, he holds an appreciated position in the
family. He seems as if he is the one who is responsible for Fatma’s chastity. By
severely controlling Fatma, Murat tries to prevent her being in a descent position
like ‘Erengiller’s Naciye’. Moreover he also he resorts to brute force to make

sure this happens.

Murat goes to a night-club every night to see Seval whom he meets by
coincidence. Initially, when Seval cuts him dead he took it as an offence: “Bitch,

. . 67 .
as if she saw my pocket, she does not give a damn’’. His money was not

55 Kitap gibi avrat, oldu mu byle olmali.

% Ne kadar ugkuru gevsek bir adammugsin, bir kefere avrat ugruna diikkam sattin.
7 Kancik, cebimin icini mi gordii ne, bizi bos veriyor.
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enough to make Seval fall for him. When there is a fight in the night- club, he
intervenes and protects Seval, where he has the opportunity to prove that
manhood is not related to money. After Seval invites him to her house she
laments: You all want the same thing, come and take the price of your help and

patience”®®

and presents herself to Murat. Murat goes crazy and slaps her: “Cow,
Who do you think I am? Am I one of your disrespectful womanisers? Go and get
properly dressed!”® She puts on her cotton night-dress and in this way she
abandons her B-girl identity. Murat does not sleep with her in the same bed that
night. Murat exercises his authority over Seval, and at the same time, proves his
manhood by not only fighting with the other guys, and also, by insulting and

resorting to brute force on Seval. He gets control of her sexuality as well, by

making her wear the cotton night-dress. Murat has succeeded to live with Seval.

In the same way as his elder brother, Murat has succeeded to conquer a woman
from Istanbul. But, Seval is not from Istanbul. In fact Seval is someone known as
Erengiller’s Naciye, who is depicted as a bad example of the family members.
She comes from Maras to Istanbul and no one knows her whereabouts. Even if
Murat and Seval grew up in the same town, they couldn’t recognise each other,
since they have not seen each other since then. After a while Murat, like Kara
Cemil in Hizli Yasayalar, says that Naciye’s working in a night-club makes him
crazy and wants her to give it up. Naciye, as a prototype of an independent

woman projected in all the other films,does not agree to this proposal:

Naciye: I will not marry for a piece of bread. I want to live better, get
dressed well. Besides I got used to here. After I got used to live
in Istanbul, I'll never live in another place. And also why do we
need to change? I love you; I need you too. So what? 70

% Hepiniz ayn1 seyi istersiniz gel, sabrinin ve yardimimin karsiligini al.

% inek! Ne sandin lan beni? Ben senin yiligik sulu zamparalarindan miyim? Git diizgiin bir
kiyafet giy.

70 Bir lokma ekmek icin evlenemem. Rahat yasamak, iyi giyinmek istiyorum. Hem ben buraya
alistim. Istanbul’a alistiktan sonra baska bir yerde imkan1 yok olmaz. Hem tiim bunlara ne gerek
var ki? Ben seni seviyorum, sana ihtiyacim da var. Eee, daha ne?
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Here Naciye is not presented as a ‘consumer’ object. At the same time it appears
that Naciye is a lonely woman who migrates to Istanbul and can only afford to

look after herself by selling her body.

Kemal is the only member of the family who is receiving education which could
lead to a promising future. Although everybody works in the household, even at
the times he does not attend to school we see him reading and studying his
lessons all the time at home. Studying apart, he neither helps with the housework
or the shopping, nor goes to the repair shop. Being depicted as, Kemal reminds
us of Cemal in Gecelerin Otesi. That is to say that, like Murat, Kemal does not
carry the 'expected’ manhood label since he does not need to go out to work to
earn money. He stays at home surrounded by women’s company. At home,

Kemal’s character is associated with the voice of common sense.

Kemal’s girlfriend from university Ayla (Filiz Akin), is a middle-class daughter
from Istanbul. She lives with her parents in a flat in a 'residential’ district. She
talks about her uneasiness related to immigrant people in Istanbul: “Leave your
village, find Istanbul. These people make Istanbul an alien city!!” '. She asks
Murat about his original home roots. Not to put an end to their relationship,
Kemal hides that he came from Maras. He even promotes his family as being
suitable to Ayla’s middle-class background. After Ayla finds out that he had lied,
and she does not want to see Kemal for some time but later on they make up.
Kemal defends his position: “You don’t like somebody who comes from the
provinces; I lied to you as I thought you would leave me and not to loose our

friendship™

Ayla invites Kemal to her house to introduce him to her family. Ayla’s father
Sami works in a bank, and her brother who lives in America, is a successful
doctor. We see Arabic hand-written manuscripts, Ottoman art pieces displayed in
the house. They talk about migration. Kemal says that they had come to Istanbul

from Maras in search of a better life. Sami emphasises that Turkish people had

! Kalk kdyiinden gel; Istanbul’u bul. Istanbul’u istanbulluluktan ¢ikard: bunlar.
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already lost the conscious to protect and serve the homeland. In the newspaper
they read an article with the following headlines “Several migration ways:
Migration to Germany, migration to Istanbul, migration to USA out of
unemployment”’?. Sami underlines his concern by mentioning his son who is

living in America:

Sami Bey: The cause of foreign migration is not unemployment; it is
to represent our country in foreign countries.

Kemal: It is nice to go and visit America but, while there are duties
waiting for us here, it is not good to stay there.

Ayla: Living in prosperity, a better life is the right of everybody.

Kemal: But we need to work; people must live in solidarity without
fighting with each other. &

Both Ayla and her parents are impressed by Kemal’s words. Ayla who becomes
engaged to Kemal, decides that when she finishes from the Medicine Faculty,

she will work as a doctor in Maras, not in America.

Fatma keeps helping with the housework along with her mother. When she is
relieved of the housework we see her brushing her hair in front of the mirror. We
end up with the impression that Fatma does not have any interest to life
struggles, poverty, or the efforts needed to find a job. Yet, when she talked about
these issues before, she was forced to remain silent. She begins a friendship with
Mualla (Muzaffer Nebioglu) who lives in the same district. Mualla is a lonely
woman who earns a living by sewing at home. Mualla invites Fatma to her house
and invites her to the cinema. But Fatma never has time on her hands to indulge

in such activities: “I cannot go around because of the housework. Feeding,

" Halit Refig says that together with what Kemal says, the words of a nationalist- Turanist father
and Cetin Altan’s article in Milliyet newspaper, he wants to give different opinions related to
migration phenomena. (see Tiirk, 2001: 151).

7 Sami Bey: Dis gogiin nedeni issizlik degil, iilkemizi yabanci diyarlarda temsil etmek.

Kemal: Amerika’y1 gidip ziyaret etmek iyi bir sey ama burada bizi bekleyen vazifeler varken
orada kalmak kotii.
Ayla: Rahat icinde yasamak, daha iyi bir yasam herkesin hakki.
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cleaning, and plus washing the clothes of these number of people, what a

trouble!”’*

Fatma complains that she cannot go out alone. She goes to the cinema once a
year accompanied by her family. She wants to walk around and have nice time
but she is afraid of her brothers, particularly Murat. Fatma is kept inside the
private realm. In fact, she represents the honour of family and also the honour of
men. In this manner, except for Kemal who has is possessed with 'common
sense’, all the men members of the family agree. The conflict is lived on the

question of who will have this control.

Murat: Why did you send her to the market, while he (pointing his
young brother) stands here, girls must not go to the market or
anywhere like that.

Baba: While I am at home, no one is allowed to talk. Whether I let
my son study or not, whether I let my daughter go to the market or
not, is my decision, it is none of your business.

Selim: Father, to be honest I don’t want to let her go to the market
either. What happened to Erengiller’s Naciye in Marag? She
escaped to Istanbul, no one knows where she is.

Murat: It is not look like Maras here. What does a young girl mean
here, no one leaves them alone? 75

Fatma, starts to go out together with Mualla without informing her family. She
leaves home as Fatma, she puts on a make up and goes out of the confines of her
neighbourhood and changes her name to Fatos. When she returns home, she
becomes Fatma again. As such, it is possible to think the neighbourhood as <

larger extension of the house defined as a private realm.

74 - ,. . P P -
Ev islerinden goz agamiyorum. O kadar insanin yemegi, evin silinmesi, siipiiriilmesi, bir de
camasir binmiyor mu, al basina belay1.

> Murat- Bu kazik dururken onu bakkala niye génderdin, kiz kismu bakkala, cakkala gitmemeli.
Baba: Benim evimde ben varken kimseye laf diismez, oglumu okuturum okutmam, kizimi
bakkala yollarim yolamam, o benim bilecegim is.

Selim: Valla baba Fatma’nin bakkala gitmesine ben de raz1 degilim, Marag’taki Erengillerin kiz1
Naciye’ye ne oldu? Istanbul’a kact1 da izi bile bulunamadi.

Murat: Buras1 Marag’a benzemez, burada geng kiz ne demek, yerler geng¢ kizi burada.
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The neighbourhood “as against the threats coming from the city, undertakes the
‘protectiveness’, and in this respect, it is in the position of private realm of city
life in which ‘foreigners’ exist” (Savran, 2004: 119). For this very reason, when
Orhan (Onder Somer) drops her by taxi in the very border of the neighbourhood
after a party where Fatma went together with Mualla and met Orhan. In spite of

all her efforts, Murat sees Fatma while getting out off the taxi.

When she arrives home, first Murat beats Fatma, and cuts her hair. In doing so,
he takes from her the only thing she has loved. The father intervenes: “No one
can beat my children in my home, but me, I am the one who is responsible for

the family. You don’t supply the bread Fatma needs, I do.””®

The tension between the father who represents the traditional authority and
Murat who wants to break down this authority emerges once again. The source
of this tension, as we mentioned earlier is whose responsibility it is to control
Fatma, who represents the honour of the family. Also, who will punish her when
she oversteps the boundaries, who will violate her. While Fatma is crying in the
room, Kemal consoles her by saying “All past, don’t cry anymore, this is normal,
he is your brother, not a foreigner, he doesn’t want you behaving badly” ”’.
Fatma promises her brother not to go out. However she keeps meeting Orhan,
and explains: “Yes, I promised my brothers not to meet Orhan, but I promised

Orhan before to meet him”. She seems to be a fly who runs through the lights of

the city (see Gecelerin Otesi).

Fatos who goes to Orhan’s villa out of the city, after his marriage proposal,
accepts his love affair and they sleep together. But Orhan tells her that his family
is living abroad so they cannot marry immediately. But this situation is not an
obstacle for them to be together: “You can come whenever you want to this

house”. Fatos returns home, and writes a letter to her mother before she leaves

76 . . . . . .. . .
Benim evimde benim c¢ocuklarimi benden bagka hi¢ kimse dovemez, ailenin namusunu
diistinmek bana diiger, Fatma’nin ekmegini siz vermiyorsunuz ben veriyorum.

7 Olan oldu, aglama artik olacak o kadar, yabanci degil, o senin agabeyin, senin kotuliigiinii
istemiyor.
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the house. When she arrives to Orhan’s house she realises that she is deceived. In
the letter she had written that “Happiness is my right too, I found it in this
way”’®. The father asks his sons, “If you find the girl, bring her to me, I will
punish her myself”. There is no trace from Fatos, but Murat keeps looking for

her.

At this stage, the family finds itself in a state of separation. Since business is
going badly, they have to close down the repair shop with no money to spare.
The father regains his authority: “Selim dealt with sex all the time with
detrimental effects on the shop. Murat became a vagrant, and never came to
house, you don’t bring any pennies home but you keep talking all the time””’. He
gathers all family members and says that he wants to buy an old car, repair it and
work as a taxi driver. Seeing the trouble they are in, the mother gives the gold
saved for Fatma’s marriage to her husband. The father says: "Did you see the
bounded woman to her house?® He turns towards his wife: “I benefit from you,
you benefit from me, you and I are like horses that run the same carriage, and as
much as we can we run this carlriage”81 This is corresponds with the analysis

Abisel makes on Turkish cinema:

In the period of transition, the common targets of the family have
been so important that there has been a conflict between economical
problems, individual happiness and sustaining the existence of the
family. However, while taking these issues in our films, the
traditional values, invalid as they are, have been desired to be kept
alive and reinforced. In this way, it is aimed to forget and tranquillise
the harmonisation problems, which appear in the change of the
economical, spatial and social relations, by means of traditional
family concept and ties (Abisel, 1994: 75).

8 Saadet benim de hakkim, ben saadeti bu sekilde buldum.

" Selim efendi uckuruna hakim olamadi ditkkkan1 batirdi, Murat efendi dersen isi serselige vurdu,
eve ugramaz oldu. Eve bir kurus hayriniz dokunmuyor, cart curt etmeye gelince sizden alas1 yok.

80 Gordiiniiz mii, evine bagli avradi!

8! Bana senden, sana benden hayir var, senle ben aym arabaya kosulmus beygirleriz, giiciimiiz
yettigince bu arabay1 ¢ekeriz.
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Here, while the mother has a very small place in the debates and decision-
making processes in the family, 'motherhood' itself is underlined. The woman as
a wife and mother has no limits about what she can do to maintain the unity of
the family, carry out the family’s responsibility and to provide the means of
subsistence. Despina also as a mother devotes herself to keep her family alive.
As a matter of fact what makes the families survive are the notions of

motherhood and housewife.

The crisis situation in the family continues, the father’s car broke down. Selim
applies to the Labour Office. Murat does not come home, since he lives with
Naciye. The tension between Murat and Naciye keeps going on. Because Naciye
does not accept abandon her work in the night —club. “My livelihood is not your

problem; I am not your official wife”.*

Murat suspects that Naciye is cheating on him and sees her while she and Fatma
meet and go into an apartment. When Selim heard about this, he meets with
Kemal and Ayla and they go into the apartment altogether. Then, they catch
Fatma in a flat which functions as a whorehouse. Fatma escapes and goes to the
attic. Murat blames and yells at Fatma: “Immoral woman, you are in my hands
now” by pressing her more with Selim. Fatma jumps from the attic as she

understands she couldn’t escape from her brothers.

The death of Fatma causes the segregated family to come together. Kemal leads

the family’s reorganisation.

Kemal: Fatma’s death has to be a lesson for us. The staring point of
our problem is the move to Istanbul from Maras and our dream
to conquer it. As a family we have to have live in a defence we
try to attack. In spite of working shoulder to shoulder, every one
of us immerses our individuality. We tried to benefit from this

82 Gegimim boynunda degil, nikahli karin degilim ben?
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city without adding anything. We couldn’t succeed; the only
solution is to return to Maras and restart everything again.83

The family has been really unsuccessful in the city. It reproduces itself by being
portrayed as a victim, provide the unity of family and decide to return to Maras
on a winning streak. The return to Maras is supported by Ayla’s father credit.
Hereafter, they could not return to their old neighbourhood. Kemal contemplates:
“We have to evaluate this return not as a defeat but as the beginning of a brand
new life”. Ayla supports this: “After graduating from university, we will come
there, those places need professionals more than Istanbul, and we believe this”.
Halit Refig has always been referred to an intellectual who is alienated to lean
society (Stranger in the City). This stranger transforms to an intellectual who

finds solution to social problems and has a leading role.

The city is shown as an insecure place for migrants. But the insecurity and
danger of the city is represented by woman’s sexuality. The dissolution and

coming together of the family are defined by women.

Another point to be emphasised is the emigration issue. While this point ties with
‘a better life’ for the middle and the upper classes, for lower classes it is ‘to
conquer’. Ayla’s big brother went to America for seeking a better life, but

Bakircioglu family came to Istanbul to ‘conquer”’ it.

The view of urbanisation and migration is an integral part of this differentiation.
In this modernist, and at the same time, elitist point of view, the new comers do
not to be seen as a part of urban way of life; they can, at most, be a social
disaster. The ones, who come to ‘conquer’ the city despite of being real
labourers, are shown to benefit from the advantages of the city giving anything in

return. For this reason we witness a negative reaction against them. It is possible

8 Kemal: Fatma'mmn oliimii bize iyi bir ders olmali, Maras’tan Istanbul’a tasinmak buray
fethetme hayali hatanin baslangici, biz kendi dar imkanlarimizla savunma halinde yasamasi
gereken bir aile iken, biz taarruza kalktik. Sirt sirta verip calisacagimiza herkes kendi havasina
daldi, kendimizden hicbir sey katmadan bu sehrin nimetlerinden istifade etmeye kalktik, iste
bunun i¢in basaramadik, tek ¢are Maras’a doniip her seye yeniden baslamak.
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to view the family’s transfer back to Maras as being both the result of re-
unification of the family and the reactionist attitudes of the urban elites of that

period.

5.4.2. Kirtk Canaklar: Self-Sacrificed Women and Unity of the Family

“Ah Sabri Efendi, you see, you will be oppressed and
couldn’t open your mouth to say anything.”

Kiritk Canaklar has been adapted form the play Wooden Dish by Edmund Morris.
Memduh Un tells in an interview given to Milliyet on 30" September 2005 that
he did not like none of his films, but Kirik Canaklar is one of the most important

ones of his, similar to ‘Toprak Ana’ and ‘Aysecik’.

Kirtk Canaklar is about a lower class family who lives in a squatter settlement.
Cemal (Turgut Ozatay) and Sabahat (Lale Oraloglu) are married and have a
daughter Ayten (Riiya Guimiisata). Cemal’s father Hiiseyin (Salih Tozan) lives

with them too.

Cemal works in a construction as a truck driver. Sabahat was working in a
cardboard factory before getting married but she quits her job to satisfy Cemal’s
wishes. In contrast to the middle class family in Kirik Hayatlar, the lower class
family is in conflict throughout the film. First of all, Cemal’s salary is not
enough for the expenses of the family. Since Sabahat’s household labour has
become important in this situation, it seems to be the basic point of their conflict.
This conflict becomes evident in the decision making processes of the household,
making use of the financial resources and consumption, and how relations will
be formed in the outer space (Kagitcibasi, 1998: 144). Extra responsibilities, like

taking care of her child and her father-in-law increases her load.

Cemal despises what she does and he also finds them insufficient. According to
Cemal, Sabahat cannot fulfil her ‘wifehood’ duties fully. He does not hesitate to

talk about Sabahat’s labour which he trivialised, to the other people in this way:
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Cemal: Saying hello and the complaints start! As if there was no one
working on earth except you.

Sabri: Do not undervalue the household chores.

Cemal: Other men’s wives dress up to the nines for their husbands,
not like her. She looks like she has escaped from a fire.

Sabahat: Your father and daughter thanks God are worth an army.
Run after her, run after him and time flies by.

Cemal: What on earth is this? Am I putting my legs on the desk the
whole day like a lord? Get on the wheels and see how your nose
aches. But I still do not pester anyone.®

Cemal here considers his job important because he is earning money by putting
up with others caprice and with this job which sustains his family. But Sabahat
does not have to struggle with other people. Besides, she is the "her own boss’ in
the house. In fact, the main thing he stresses is that Sabahat’s reproduction of

labour power is insufficient.

The overall control of his money belongs to Cemal himself. Sabahat wants to
style a wedding dress for herself. But in order to get the necessary money for the
dress requires, she has to ‘being nice’ to Cemal. In spite of this, Cemal scolds her
by saying, “Encourage the women and get yourself into debt! Do I collect money

from the sand?”’®

Cemal burdens his father’s care to Sabahat at the same time. Sabahat receives a
similar answer when she complains that Hiiseyin Dede’s has broken dishes: “He

breaks them if he wants! Do you pay for them? You were a poor girl after all; I

% Cemal: Selamiin aleykiim, sikdyet! Sanki diinyada senden baska is yapan yok mu?

Sabri: Ev isi deyip gecme.

Cemal: Elalemin kadim kocalarinin karsisina iki dirhem bir ¢ekirdek ¢ikiyor, boyle yangindan
kagmis gibi degil.

Sabahat: Babanla kizin masallah ikisi bir orduya bedel, ona kos buna kos derken aksam oluyor.
Cemal: Bu ne ya! Biz biitiin giin lord gibi ayak m1 uzatiyoruz? Geg bir direksiyonun basina da
goreyim bakayim nasil sizliyor burnunun diregi? Ama gene de biz kimsenin kafasim
titiilemiyoruz.

% Kariya yiiz verdik bor¢lu ¢iktik, parayr kumdan mi topluyoruz?
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saved you from working in the factory. When you get uppish you started

assaulting this and that”®.

As we mentioned before Sabahat is not responsible only for the household
chores. Because of being responsible for the care of dependant relative at the
same time, she is trapped in the domestic sphere. Cemal not only trapped her in
this specific domestic sphere by making quit her job, he also made her dependent
to his income. Sabahat cannot go anywhere, besides the house and the garden,
without his permission. Moreover she has neither money nor time for this. When
her neighbour Mualla (Mualla Kaynak) sees her working all the time she

remarks:

Shall I waste my life at home? I haven’t seen you dressing up and

going anywhere. It cannot be curry favoured to men; take the best

one, pour gasoline over him and burn him™¥.

Here we perceive Sabahat as a woman who has devoted herself to her home
while on the contrary Mualla is independent and has no responsibilities. Sabahat
does not complain about her housewife’s role. In fact she complains about the
excessive work load and she could get anything neither emotionally nor

financially in return.

Huseyin Dede’s existence also plays an important role. The tension in the family
is shown clearly by the dependent relative. In Sabahat’s own words she has been
slapped and kicked out by her husband because “she has both been suppressed
and she had talked back’. The main difference from the other films which we
analysed is the scope of the violence which she has been through. Here, the

violence is not explained by man’s honour and dignity.

% Kirarsa kirar, para cebinden mi ¢ikiyor? Sana ne! Alt tarafi, yarim topuklunun biriydin; seni
tutup fabrika koselerinden aldim. Bitin kanlaninca ona buna saldir.

%7 Senin gibi 6mriimii evde mi ciiriiteyim? Bir ay oldu su mahalleye taginali, bir kere giyinip bir
yere gittigini gormedim. Erkek milletine yaranilmaz, en iyisinin tepesine gaz dok yak.
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The outcome of the study of Dobash & Dobash (1980 cited in Abbott & Wallace,

1997) seems to support the above statement. Accordingly:

The problem of violence against women is a deep rooted societal one
arising out of the patriarchal family system, a system in which the
husband’s authority over the wife creates a particular marriage power
relationship and a subordinate position for wives and mothers (1980
cited in Abbott and Wallace, 1997: 255).

In this situation, the man who is in a more powerful position exploits the
woman’s labour through marriage. What is expected from woman is to fulfil the
domestic needs of her husband. In this context, the cause of the violence which
she has been through is that she does not do the wife duties satisfactorily. When
the house is not cleaned properly, the food is not prepared promptly and the
woman is suspected of not being sexually faithful, she is exposed to the violence

of the man.

Also, Sabahat always complains of her position at home and the care needed to
the dependent relative. When her husband comes home from work she welcomes
him not as a ‘woman’ but as a ‘worker’. That is why she has been exposed to
both psychological and physical violence. In the same way as a fired worker who
complains about the working conditions and low salary, and has no social
insurance, she is thrown out from her house. Moreover, her daughter Ayten did
not go with her, saying that her mother exposed her to violence. Indeed she has

now lost not only her house but her family.

When Sabahat left the house she went to her neighbour Mualla. As an excuse,
Mualla makes it clear that Cemal would disturb them there and suggests that she
should find refuge in Sabri’s house. Sabahat does not want to follow her friend’s
advice but Mualla persuades her by saying that Sabri lives there with his mother,

so there would be no rumours going on..
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After Sabahat left the house, Hiiseyin Dede says, “A married woman should not

8» and sends Cemal to Mualla to take Sabahat back.

spend the night outside.
Sabahat says, “She said she got fed up with you, had a relation with Sabri and
went to him.” because she wants Cemal. Mualla has been gossiping about
Sabahat with the neighbours. She was told the neighbours that Sabri had been
visiting their house often and added: “She could not find one but Sabahat has got
two”. The gossiping and bad mouthing shows that the honour of women is

controlled not only by the husbands and the fathers, but by a larger community.

When we think about the squatter settlements, the control mechanism is very
important over women by the relatives and neighbours in the settlements. The
settlement as a sphere separates and protects women from a ‘foreign’ outer
world. Because of this, it is at the same time a relationship network which forms
a control mechanism about with whom women talk, what they wear, and so
forth. In this way, the honour of the women becomes a problem which is under
control and watched by the whole settlement. In this context, rumour is the most

avoided phobia of women and their families (Savran, 2004: 119).

Rumours put Sabahat’s position into trouble. Mualla gossiped not only about
Sabahat cheating on her husband, but also about how she is insufficient as a

‘woman’.

Mualla: Whatever happens, a woman should not let her husband see
that she is tired.

Neighbour woman: When the man enters the house he expects a
smiling face. The poor man gets exhausted driving that truck the
whole day.®

Mualla is a woman who lives alone and as an “independent woman” she is the

greatest danger for the family as in all the other films. She reaches her ambitions

8 Evli kadin geceyi evinden disarida gecirmez git al getir karin.

% Mualla: Bi kadin ne olursa olsun yorgunlugunu erkegine belli etmemeli.
Komsu kadin: Erkek milleti bu eve gelince karisinda giiler yiiz bekler. Aksama kadar kamyonda
langir langir cani ¢ikiyor adamcagizin.
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by telling lies to all the neighbours. She makes Cemal and Sabahat divorce and

starts living together with Cemal.

The problems of Cemal at home come to an end after Mualla moves in. Before
becoming the mistress of the house, Mualla treats Hiiseyin Dede and Ayten with
love and tender, but after moving in, she treats them so badly that they ‘miss
Sabahat’. She beats Ayten and she throws Hiiseyin Dede out of the house. She
moves in this direction by threatening them not to tell Cemal, who ever if they

tried to do so, Cemil would not believe them.

Mualla fulfils her duty of “wifehood” so successfully that Sabahat is evaluated as
insufficient and is judged on this. Before, Cemal got angry with Sabahat who
demanded money for sewing a dress for herself. Then, he gives money to Mualla

when she said, “A woman who loves would be altruistic. [ haven’t even a proper

dress that is suitable for standing beside you™.

Since Hiiseyin Dede has been experiencing health problems, his daughter-in-low
does not permit him to smoke and gets angry at his clumsiness at home. Hiiseyin
Dede shares his grievances with ikbal Hanim who is old like him and in need of

her daughter’s care. He also thinks that his daughter-in-low does not like him.

She once complained, “I didn’t marry your son to be a servant for you”gl.

Hiiseyin Dede: A daughter doesn’t complain of her mother’s burden

Ikbal Hanim: Hiiseyin Efendi, don’t talk like this. When I was
healthier I was helping with the housework and thought that I
hadn’t much burden. If my son-in-low looks annoyed now, I
can’t eat my bite.

Hiiseyin Dede: How much you see of your son-in-low’s face? I have
always been treated contemptuously. I tried to do my work

% Seven kadin fedakar olur. Senin yanina yakismam igin dogru diiriist bir elbisem bile yok.

o Oglunuzla size hizmetcilik etmek i¢in evlenmedim.
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myself, because of my clumsiness I sometimes break something
and she yells at me’?.

It is a fact that caring for others has always been accepted to be a woman’s duty.
Sexual division of labour imposes the caring work on women by supporting it

with traditional and cultural motifs.

As we mentioned earlier, Sabri is a friend of Cemal and both work in the same
place. Sabri is not married and lives with his mother. When Cemal quarrels with
his boss, Sabri challenges and prevents him from being fired. Moreover, their
friendship is not limited within the workplace. Sabri visits Cemal’s house

frequently, and feels bad about Cemal’s behaviours towars his wife:

Sabri: There has been difficulty to your wife. She was doing the
housework during the day and she tries to prepare appetizers to
us.

Cemal: What do you suppose? She eats and have fun, we produced a
cheerful child; she has a husband like a lion. What else would a
woman want?”

When Cemal finds out that his wife is staying with Sabri, they become involved
in a fight. When the boss hears about this incident he admonishes that: “There is

no place for rapists in our establishment™*

, and fires him. Not only does he get
fired, he also becomes alienated by his friends in the factory. This is an important

in itself as it shows the role of relations in reproduction of the patriarchy between

92 Hiiseyin Dede: Kiz anasindan yiiksiinmez.

ikbal Hamim: Oyle deme Hiiseyin Efendi, elim ayagim tutarken az c¢ok evin isine yardim
ediyordum, o zaman yiik olmuyorum gibi geliyordu. Simdi damat biraz surat asarsa lokmalar
bogazimda diziliyor.

Hiiseyin Dede: Damadinin yiiziinii ne kadar goriiyorsun ki? Ben sabahtan aksama kadar horluk
icindeyim, kendi isimi kendim goéreyim diyorum ne de olsa sakarlik var ara sira biseyler
kirtyorum, vay efendim vay sen misin kiran?

% Sabri: Yenge hamma zahmet oluyor, giindiiz ev isi aksam da bize meze hazirlamak icin
¢irpiniyor.

Cemal: Ne zannettin ya yiyip i¢ip keyif ediyor, eglenceli bi de cocuk yaptik, aslan gibi de kocasi
var daha ne ister kar1 kismi.

94 g s . -
Miiessesemizde 1rz diigmanlarina yer yok.
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men. This situation is the starting point of pressure from the society which will

be applied to Sabri and Sabahat who in fact are not having a relation.

Sabahat lives with Sabri and his mother, and started to work in a laundry. All the
employees are women in the laundry and since the work does not require any
special skills, they get very low wages. As such, Sabahat has no choice but to
stay with Sabri and his mother. Cemal threatens Sabahat to go to court for
adultery proceeding if she does not accept to divorce him. She worries that the
rumours would increase and accepts the divorce. She is more convinced to
divorce when the lawyer pinpoints that: “Cemal’s friend is a man after all. This

case of adultery would affect you and your daughter’s life for good.””.

When Ayten and Hiiseyin Dede come to visit her and affirm that: “We two
understand your value late™®, Sabri and a friend of his, set up a trap to expose
Mualla’s ‘true face’. They ask a ‘Casanova’ friend to seduce Mualla. When
Cemal sees the ‘true face’ of Mualla he goes to the laundry; grabs Sabahat’s
hand and takes her to their home. Sabahat does not give a second thought to
forgive him. She quits her job at once. According to gendered division of labour,
women’s place is their house whereas the livelihood should be supplied by men.
So Sabahat starts working full-time at home. When Hiiseyin Dede, once Sabahat
complained about, leaves the house in order not to be excessive but it was
Sabahat to stop him. After all this the only change is that Sabahat accepts the

conditions which she is living in.

At the end of the film we see a happy family at the dining table. Mother, father,
daughter, grandfather and Sabri are having dinner. Sabahat takes her place on the
table as a ‘well cared’ and smiling woman. After dinner wife and husband go to
the cinema and the child and grandfather clean the table. Although the
grandfather breaks a dish yet again, this time they all smile. Sabahat from now

on will carry on with the household work keeping her femininity. In return she

% Cemal’in arkadasi neticede bir erkek, bir zina davasi sizi de kiziniz1 da 6miir boyu etkiler.

% Biz senin kiymetini ge¢ anladik.
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will get favour from her husband. The self-sacrificed position of Sabahat is
strengthened by describing the women who considers and think about themselves
as selfish, opportunist and unchaste and the unity of the holy family comes to the

fore again.

5.4.3. Kirik Hayatlar: Loose Women and Holy Family

“Men drinks, doesn’t bring money, beats. Is bringing
a second wife the same with beating? I wish
he only drunk but not brought a second wife”

Kirtk Hayatlar has been adapted and filmed from the novel Kirik Hayatlar
(1924) of Halit Ziya Usakligil by Halit Refig. He states that he had carried the
characters to 1965 and did no change anything except the costumes in this
adaptation, because of economic reasons. He also stated that the film’s box office

success has been limited. This could be because of the adaptation itself:

I gave it a thought from time to time. What if Kirik Hayatlar would
be filmed in its own period? Probably it would be more influential if
the original was filmed... It has been a limited success. It has been
successful in the big cities but in the small towns it was not so
successful (Tiirk, 2001: 204)

Halit Refig focused on cultural criticism of westernization. While mentioning the
alienation of the ‘intellectual’ to his society in Sehirdeki Yabanci and partly in
Gurbet Kuslari, he emphasised on the effects of westernization on the

bourgeoisie class and moral degeneration on Kirtk Hayatlar.

Feriha (Belgin Doruk) and Omer (Ciineyt Arkin) were happily married for eight
years and they are shown as a sample couple for their happiness by the people in
their surroundings. They have two daughters. Omer is a medical doctor and
Feriha is a house wife. This family is a perfect example of ‘normal family’
definition within the classical family sociology: “A middle class family with
father and mother with two children, the man is ‘breadwinner’ and the mother is

999

a ‘house wife’”(Ecevit, 1991). Omer has his own consulting office and when his
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income was high enough they moved to a new house. They were living in an
ordinary district and in an ordinary house. When they moved, it meant moving to
an elite social environment at the same time. This social environment has more
different characteristics than they originally had thought. Kirik Hayatlar is about
this family’s crisis, breaking apart and coming together in this new elite district

and social environment.

Our ‘normal family’ goes to the Club in their new district. Omer meets his friend
Bekir in the Club. Bekir tells them about this new environment; an environment
full of people who are having extramarital affairs but they do this freely, not
worrying to conceal it. This odd, unfamiliar situation is very unfamiliar territory
for Omer and Feriha, but quite normal for the people there. Omer informs them
about the people individually: “if you know them closely you will see that
nothing is immoral in this. Husband and wife hear the last such things”97 both

Omer and Feriha could not hide their surprise.

Two young girls Giilsen (Nebahat Cehre) and Nermin with their mother come to
the Club. The girls are ‘flighty girls’ who are engaged with rich men, making
them spend quite an amount of money and leave them. Feriha makes a

distinction between her and the girls by saying, “All men like loose women”.

When Ferruh was dancing with his lover, his wife comes to the Club and faints
when she notices this. Feriha gets nervous from what she heard and saw and they
go back to their house. The new house brings happiness to Feriha, but it is still

unknown what this new social environment will bring to Omer.

Feriha: We are surrounded with broken lives and worn out happiness.
Is this an unaltered destiny of people? Will there be such
shadows in our happiness one day? The cruel claws of
unhappiness will reach us too one day?

°7 Buradakileri yakindan tanirsamz hicbirseyin ayip olmadigim anlarsimz. Boyle islerde kar1 da
koca da en son duyar.
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Omer: You women always need a worry in your hearts to make it a
worm to gnaw. Even if you don’t have anything to worry, you
find something anyway.98

Later in the film we see how Feriha becomes a united whole with her new house
and Omer with his new social environment. As Davidoff (2002) argues, “in
essence to make Family and House invisible has been constructed by sex and
age. Women, strictly speaking, have became a united whole with House and
Family; woman is both the house and the one who lives in” (Davidoff, 2002: 52
emphasis in original.). Omer’s becoming a whole with his new social
environment meant he spent more time outside the home and he adapted to the
new life outside. “Especially the family stays in a totally different place from the
other dimensions of life. If a man leaves home ‘for exploring the world’, we have
to assume that he has crossed an important border" (Casey 1989 cited in
Davidoff, 2002: 51). Omer’s crossing this border is the biggest crisis the family

faced. Here, ‘spoiled high society family’ and ‘normal family’ comes up against

each other.

Omer: I deprived myself from everything; I always thought I should
assure a safe and sound life; you were having good times and I
was struggling. My young days spend have deprived me from
everything like a handicapped old man. We got married before
having a relation. I still cannot understand how I fell for Giilgen.
If you didn’t relieve your young days, you become a victim of
your weaknesses one day unexpectedly.99

Successful and decent family father characteristics of Omer do not overlap with

the ‘manhood’ definition of his new neighbourhood. His friend Bekir emphasis

% Feriha: Etrafimiz kirik hayatlar, yikik dokiik saadetlerle cevrili. Insanlarin degismez kaderi bu
mu? Bizim saadetimize de giiniin birinde boyle bir golge diisecek mi? Mutsuzlugun amansiz
pengesi birgiin bize kadar ulagacak m1?

Omer: Siz kadinlar bir endiseye kalbinizde sizi kemirecek bir kurda her zaman muhtacsimiz. Bir
derdiniz yoksa bile gene de vehimlenecek bir bahane bulursunuz.

% Omer: Her seyden mahrum ettim kendimi hep saglam giivenli bir yasam temin edeyim diye
diisiindiim, siz eglenirdiniz ben ugrasirdim. Gengligim sakat yashilar gibi her seyden mahrum
gecti. Feriha ile sevismeyi beklemeden evlendik, Giilsen’e nasil tutuldugumu hala anlamiyorum.
Insan gencliginin hakkim vermedi mi hi¢c ummadig bir anda zaaflarinin kurbani oluyor.
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on the necessity of his change by saying: “You have to work to death in order to
become a high society doctor”'®. But what he meant is not professional
knowledge and skill tactics but ‘manhood’ wised one. According to Bekir, to
belong to the high society, one should leave the traditional way of living and
have free relations. But such relations can only be lived with free women.
Therefore, Omer listens to the advices from his surroundings and starts an affair
with Giilsen whom he met when they went to the Club. Nermin, sister of Giilsen

has a relation with Bekir.
5.4.3.1. ""The Worst of the Husbands is better Than None"

As a middle class woman, Feriha has achieved all her dreams. She has a happy
marriage, a successful husband and two children. The two-storey house with
garden which they had just moved in intensifies her dreams: “This house is just
for us. I have been dreaming for such a house from the first day of my marriage.

I'm very happy Omer, all my dreams have come true”'?".

As we learn in the film Feriha has had no professional background and no work
experience before getting married. As a housewife, Feriha is responsible for her

children’s care and upbringing.

Since the children, ideologically associated with the house, namely
private, domestic sphere of women, they are supposed to be under
women’s daily responsibility... Motherhood means to look after,

feed, care and raise her children for a long time (Ramazanoglu, 1998:
105).

Feriha has two maids; one of them stays during the night too. Fatma Abla and

Hatice help Feriha to care for the children and in the housework. Their class

3

position is suitable for employing such cheap labour force, therefore, ‘as a

1% Senin sosyete doktoru olmana kirk firin ekmek ister.

"' Her seyiyle tam bize goére bir ev. Evlendigimiz ilk giinden beri bdyle bir evin hayali ile
yastyorum. Cok mesudum Omer biitiin hayallerim gercek oldu.
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modern nuclear family’ they get the support from the ‘maids’ instead of the

extended family (Ozbay, 1982: 221-222).

Davidoff looks this at this from a different point of view and claims that the
maids are the basic indications of rationalisation of housework. This situation
makes housewives become estranged from the housework and put her in a

supervisory position (Davidoff, 2002: 168).

There is a complex relation between Feriha as employer women, and Fatma and
Hatice as paid labourers. This situation results as they are different class wise,
and that Feriha can afford to pay for someone to do the household chores. It is
possible to say, not forgetting that they all are dependent on men, that in this
complex situation, Feriha is directly inspecting the work of Fatma and Hatice’s

labour:

The women who are using maids have independent power as
employer even they trust their husbands’ or fathers’ sources to pay
for the cost of these duties. Maids couldn’t control their own life and
this signs different relations between maids and employers within the
organisation of social reproduction (Ramazanoglu, 1998: 152).

Therefore, the maid institution projects the continious sexual division of labour
(Ramazanoglu, 1998:152). Feriha’s father’s words: “Maids cleanliness or
dirtiness is determined according to their employer”,102 fully explain this
situation. While Feriha’s inspection over Fatma and Hatice are mostly about
house and house works, Omer plays the supervisory role for their relations with
their families and outside. Because her husband always drinks, beats her and
does not get on well with his mother-in-law, Hatice leaves home with her child
and start living with Omer and Hatice’s. When her husband comes to apologise

Omer says, “I don’t want any fight from now on, especially no practical

192 Hizmetci kisminin pisligi temizligi kapisina goredir.
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. 103 L : .
jokes” . Here domestic violence is normalised and transformed to a natural

situation which can happen in all families by reducing it to a “practical joke’.

Feriha and Hatice are mothers, but Fatma lives with the tragedy as she cannot be

a mother. As Ramazanoglu argues;

Motherhood practice made serving to men’s benefits by inspecting
the prolificacy by men. In the places where women see motherhood
as the greatest goal and they were kept under stress by society, being
infertile may cause a big personal tragedy (Ramazanoglu, 1998:
109).

When Fatma’s husband takes a second wife because Fatma cannot conceive, she
left home and never went back. Fatma is not the woman of her house in the sense
we mentioned above, and she expresses this as a very ‘deficiency’ situation with

those words:

What on earth is subsisting? Woman should bear her husband’s
torment, it is written so in the book. If she does not bear, she will be
like me. God forbid! In her old days she would be needing strangers.

Here it is youthfulness! One should know it when she is young'**.

Ozbay (1982) stresses that on statue differentiation, among women; the worst

thing that could happen is to be childless.

Maid should be realised according to her own housewife statue.
Maids who have no home other that the one they work in, are not
housewives. There is no statue lower than this. In this context not to
be a housewife is worse than being a low statue housewife (Ozbay,
1982: 222).

On the other hand, Hatice left her home because her husband did not fulfil his

‘manhood’ duties, did not bring money home, beats her and drinks. The

19 Bundan sonra kavga giiriiltii istemem, hele el sakas1 hi¢ istemem.

14 Gecinmek de neymis kadin kismu katlanacak kocasimin cilesine kitap bdyle yaziyor.
Katlanmazsa bana doner Allah gostermesin yasliliginda el kapilarinda siiriiniir ah genglik insan
bunu vaktiyle bilse.
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conversation between them shows us the problem they live in their marriage
institution as a women. Fatma Abla intensifies the woman’s existence connected

to the family by saying, “Worst of the husbands is better than none”'®.

Fatma abla: When you saw the young boy, you couldn’t help it, you
took your bundle and ran to him. You shouldn’t complain in
youhusband’s house. You should solve your problems between
you.

Hatice: He drinks, doesn’t give money, and beats me.

Fatma abla: Men drink, do not give money and beat. Is beating the
same with bringing another woman? I wish he only drunk and
didn’t bring another woman.

Hatice: What else could he do if he wanted to have a child?'®

Feriha, Hatice and Fatma are different from each other class wise, but it is
possible to say giving birth and marriage, so being exist in the house, determines

their position. What offers this corporation is family ideology itself.

The ideology of the family, defines” the household and kinship structures as not
only existing now, but at the same time present them as natural and desirable
things” (Beechey, 1985 cited in Ramazaoglu, 1998: 198) that defines women as
ones whose life has always been spent at home. To mention that “Woman’ place
is her home” encourages “women’s dependency on their families and groups of
relatives in place of public organizations and make it difficult to reach a
consciousness of common interests with other women” (Ramazanoglu, 1998:
200). This context plays a role which divides the women into two categories
‘normal’ and ‘not normal’. Besides the class distinction of Feriha, Fatma and

Hatice, everything which is defined as distinction goes according to this

195 Kocanin en kétiisii hi¢c olmayanindan daha iyidir.

1% Fatma abla: Yakisikli oglan1 goriince dayanamadin aldin bohcam kactin. Koca elinde yaban
yerde yakinmak yoktur. Ne demisler kol kirilir yen i¢inde kalir.

Hatice: Iciyor eve on para getirmiyor, doviiyor.

Fatma abla: Erkektir icer, getirmez, dover. Ustiine evlenmek dayaga benzer mi ayol, tek ickici
olsaydi da iistime evlenmeseydi.

Hatice: Cocuk istiyorsa adam ne yapsin?
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definition. The distinction between Hatice and Fatma which were showed over

having a child has been based on this ideology.

The family ideology creates the distinction not only between these three women;
it also makes the other types of relation ‘not normal’ over Feriha and Omer’s

marriage, and makes us wiev the other women as not ‘normal’.

Bekir (Onder Somer) knows Omer from medical school. He did not finish the
school and starts doing business. Bekir is a man living these kinds of not normal
relations but he is not assessed as ‘immoral’ or ‘dishonest’. He takes the relation
he is living with Nermin out of ‘holiness’ which defines not only by family

ideology, but runs in relation with both sides which fulfil their needs.

Bekir: All women want to get married to assure their life. If they get
married with a rich man this assurance is doubled. Since I didn’t
want to marry, Nermin would find someone else and she found
Talat Bey. If I get angry and moreover pretend like I get jealous
it will not be fair and it will be stupid. We, in fact, have decided
of this marriage. Since we did not get bored from each other, our
relation will carry on. Besides it is more excited like this.'"’

In fact, Bekir’s definition shows his radical attitude towards the family
institution and quite the contrary based is on the distinction between ‘to be
married” woman and ‘to have a love affair’ woman. Just as he gets married with

‘to be married” women Miijgan; this situation changes Bekir totally.

Bekir: No my friend, you are wrong on this. When I decided to get
married with Miijgan, I said goodbye to whole of my past life. I

197 Bekir: Biitiin kadinlar evlenip hayatlarin1 garanti etmek isterler. Bu garantinin katmerlisi
zengin adam bulmaktir. Ben evlenmeye yanagmadigima gore Nermin birini bulacakti, Talat bey’i
buldu. Kizarsam hele kiskanclik numarasina dokersem hem haksizlik etmis olurum hem de
aptallik. Bu evlenmeye aslinda ikimiz beraber karar verdik. Birbirimizden daha bikmadigimiz
icin miinasebetimiz devam edecek hem boylesi daha heyecanl: olacak.
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won’t cheat on my wife. What does it mean to cheat on your
wife? Isn’t to allow her you to cheat too?'*®

Bekir and Miijgan are not aware that Omer has become a ‘high society doctor:

“You two have been a model for our marriage, and act accordingly”.

Family life which family ideology offers is not much related with the
family lives of daily actors. Even if this is the case, individuals
assume that there is a unique and only ‘family’ and interpret the
distinctions which they see in their family as being out of this model.
In such a case, when people do not get married, they blame
themselves, or at least they feel uncomfortable. In this situation
family ideology fulfils its function and the social control over the
individuals. The power of this family ideology is supported by other
institutions like the state or religion too (Ecevit, 1991: 10).

The reinforcement itself which was mentioned before is underlined by Omer’s

elder sister and Feriha’s father.

Omer’s elder sister stays with Omer and Feriha’s for a while when her husband
died. But she does not stay there long enough to integrate as a member of nuclear
family: “You are not strangers but I have to rely on my own existence”'””. She
comprehends Omer’s cheating on his wife, as being similar to other situations
which most man does. The only thing to stop this ‘natural’ condition is the
woman herself. She is the one who will keep him at home and stop him to go
out. Feriha is the one to be blamed for Omer’s cheating on Feriha. Consequently,

Feriha is responsible of this:

Omer’s elder sister: men do not understand women’s condition my
girl. Women can stand hunger and nakedness but not lack of
insecurity. I wouldn’t wish it on my worst enemy! Suspicion is a
shirt of fire, if you do not to wear it, it does not leave your husband
uncontrolled. The deceased used to call me gendarme corporal!
Thanks God we lived in harmony for 40 years. You are a nice

1% Bekir: Yo arkadas iste bunda yaniliyorsun. Ben miijgan’la evlenmeye karar verirken biitiin
gecmis hayatima veda ettim. Karima ihanet etmeyecegim. Ne demektir bir erkegin karisini
aldatmasi sen de beni aldat demek degil mi?

1% Siz yabanci degilsiniz ama insan kendi varhigina giivenmeli.
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woman but you are a little too loose, you let him be too free. You
have to keep an eye on your man. The deceased wouldn’t even go to
a cafe without my permission.110

Omer’s company with other women is accepted as quite normal by Feriha’s

father and according to him it is again women who are to blame.

Feriha’s father: If there is no peace at home is it to blame the man
who goes out and have fun? It is woman’s stupidity. She turns a
man’s life into hell. The world is full of stupid women.'!!

Feriha realises the changes of Omer but she could not give a meaning. She starts
staying in the children’s room on the excuse that Ayla is ill. This is also shown
as one of the reasons why Omer spends more time outside. Contrary to his wife,

who drifts away from him, his lover Giilsen, shows her passion freely on him.

Giilsen: There is such a power which pushes us to each other so that
we are like toys in its hands. .. We are like victims of a
poisonous drink; that’s why knowing that it is killing us, we
cannot help to reach for the bottle. I suppose we need it, I cannot
think of anyone else who can supply this need.''?

Giilsen starts preparing for marriage but she does not want to leave Omer: “I
won’t be someone else’s woman. The husband is not someone else. If men have

lovers it does not seem to be a problem but this is not the case for women'".

"% Omer’in ablasi: Anlamazlar erkekler kadin halinden kizim. Kadin kismu aclhiga ciplakliga
katlanir giivensizlige katlanamaz. Kiskanclik kadin giivenini kaybetmesi Allah diismanima
vermesin, siiphe atesten gomlek demigler bu atesten gomlegi giymek istemeyen kadin kocasini
basibos birakmamali. Rahmetli bana jandarma onbasisi derdi, cok siikiir 40 y1l yasadik agzimizin
tadi bozulmadi. Sen iyisin hossun ama biraz gevseksin, adami ¢ok bos birakiyorsun. Biraz goz
kulak olacaksin erkek kismina. Rahmetli benden izinsiz kahvede bile oturmazdi.

" Feriha’nin babasi: Tadi tuzu kacan evlerde suc¢ erkegin hovardaliginda mi kadinn
avanakliginda, hayat1 kocasi cehenneme cevirmesinde. Akilsiz karidan ¢ok ne var bu diinyada.

"2 Bizi birbirimize iten Oyle bir kuvvet var ki ikimizde onun elinde oyuncaga
benziyoruz....Zararlt bir i¢kinin kurbanlarina benziyoruz; onun yiiziinden 6ldiigiimiizii bildigimiz
halde ellerimiz gene onun sisesine uzaniyor. Herhalde buna muhtaciz, ben bu ihtiyacimi
kargilayacak senden baskasini diigiinemiyorum.

'3 Ben baskasinin olacak degilim ki kocalar bagkasi sayilmaz. Erkekler kocaya dayanir ama bir
baska asiga dayanamaz.
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When Omer mentions she threatens him by saying she would sleep with Bekir.
This threat makes him loose his mind, “I will break the bottle you mentioned”.

After which she abandons him

We mentioned before that the family ideology has a function which distinguishes
women by defining them as ‘normal’ and ‘not normal’. Giilsen here represents
the ‘not normal” woman according to other women in the film. She does this in
two ways. First, she shows her sexual desires more freely than the other women.
Second, she finds it quite normal to be with other men after getting married.
Giilsen symbolises something which does not run parallel with family structure.
This behaviour threatens the family. Indeed, for this particular reason it has a

function which strengthens the ‘family ideology’.

Feriha catches his father pinching the maid. Even her father is trying to cheat on
her mother. This is the bottom line for her, but then we see that she accepts this
as normal and she is the one who is responsible for this. When their daughter
Ayla dies from cancer she leaves home and goes to her parent’s house. Her
father tells her that she was right, and Omer was very sorry that all this had
happened because Omer was a bit ‘inexperienced’ in love relations. If Omer
were more experienced and more careful like him, nothing would have
happened. He asks his daughter to forgive her husband and keep this inside the
family. In the embodiment of the family is full of similar problems but in the end
it is the woman who keeps this within the family. Besides he had cheated on his
wife many times himself, and there is also a child whom Feriha should think

about.

Feriha: My honour is hurt.
Father: If you spread it would it be repaired?
Feriha: I lost my thrust.

Father: Would you trust a man who has been through this or the one
not been through? You never think about Selma.

Feriha: We lost Ayla because of him.
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Father: If men’s daughters die because of men’s cheating on their
wives, you wouldn’t have lived also.'"

After this conversation, Feriha goes back to her house and finds her husband is
trying to commit a suicide by drinking pills. But she stops him. Feriha’s
departure makes Omer feel like “as an orphan and a poor child who lost his
mother in the woods”. Similar to Gurbet Kuslari, in this film, the family has
produced one victim. But negative state of affairs has managed to bring the

family together again.

5.4.4. Ana: Mother of Her Son, Not Her Daughters

Dondii Ana: “Don't you believe? You will see,
who do you think I am?”'"

Liitfi Akad has been affected from the news he read in a newspaper and wrote
the script of ‘Ana’ and produced the film. The news is about a family, which has
to migrate from the Black Sea region because of a vendetta. After reading the
news, he began to construct the story: “I couldn’t leave the story at the point as I
know; I think the remaining family members included a single woman who has
to worry about protecting her son and their murderous” (Akad, 2004: 468). In his
biography, he stated that the subject of Ana is a universal issue and every nation
has its own Ana (Onaran, A.S., 1990). For Akad, the common characteristic of
mothers is to devote themselves to their children. This is differentiated in every

culture and “behaviours differ”. In this film, he tells about a Turkish mother.

As specified above, ‘Ana’ reconstructs the story of a family that lives as a

“stranger” everywhere, by escaping from the vendetta in the Black Sea region.

"% Feriha: Onurum kirilds.

Baba: Yayilirsa tamir mi olur, yoksa daha mi kirilir?

Feriha: Giivenim yikild1.

Baba: Basindan boyle bir badire gecen erkege mi giivenilir yoksa gegmeyene mi? Selma’y1 hi¢
aklina getirmiyorsun.

Feriha: Ayla’y1 onun yiiziinden kaybettik.

Baba: Karisinin iizerine her giil koklayanin kizi 6lse, en basta sen yasamazdin.

"5 Don't you believe your me? You will see, who do you think I am?
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Indeed, travel they have to from one village to another. In the film, it is
frequently mentioned the impossibility of settling down and always living the
life of ‘stranger’. In the last three years during their 10 years escaping, the family

has been living in a village in Aegean region.

Dondii and her daughter Halime work by hoeing in the fields as workers. Her
husband Sevket (Erol Tas) works in irrigation with their elder son Mehmet Ali.
The structure of the nuclear family in rural areas that migrates from one village
to another is only explained by the vendetta. There is no data about whether they
own land in their home village or not. Even if they own land, it seems impossible
to transfer to the capital. There is a determined sexual division of labour in the
family that could be mostly observed in the fields, the works in the household
and child caring. Dondii brings her baby to the field and works along her elder
daughter. She either works the fields or breast feed her baby during the breaks.
When they return from the field, all family prepares the fish nets. They send the
fishnets to their relative who lives in Korfez and sells them on the family’s
behalf. Fishnetting is the only work in the household that sexual division of
labour does seem to have adifference and could be evaluated as home based

work.

In the village, Uzeyir (Y1lmaz Duru) who is the son of Yusuf Agha, wants to
marry Halime. This marriage would give a big chance to the family to own a
piece of land. As a result, they could live there and to escape from the tag of
being “a stranger”. Dondii objects to this marriage, “my daughter is still a child”.
Although, Sevket does not agree with Dondii, he thinks that he has nothing to do.
But, his masculinity is challenged by Selman Agha: “Aren't you a man?” to

which he replied “Yes, [ am a man but I am repressed in this foreign land”.

Although it seems contradictory that Dondii owns the decision-making
mechanism on an issue that patriarchal structure is very determined, the situation
has to be explained in its own structure. The authority of Sevket is shaken

because of the vendetta. Both he and other members of the family know that the
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order to be killed by somebody will come one day. In this situation, the duty of
protecting family is transferred to Dondii. For this reason, the decision of leaving
Karadeniz and the forthcoming marriage Halime and where to migrate, belongs
only to Dondii plus parent child relations. Dondii is also in conflict with Halime,
for as a mother she discriminates between son and daughter by giving more

importance to her son.

The main reason to immigrate is not they lack the possession of any property but
their present situation is that of landless peasants in this village. For this reason,
the bride price of 8000 TL that Yusuf Agha would give has the possibility of
providing them to enter a higher social class. This money would be enough to

buy a piece of land and to escape from working for other landlords.

When Dondii refuses to permit her daughter to marry, Yusuf Agha presses on
Mubhktar to exile them from the village. Muhktar refuses his request: “Is this a
village or a land of a feudal Lord?”Yusuf Agha’s reply shows the social position

of the family in the village: “This family is a stranger. Isn’t it?”

The only person they have warm relations with is Selman Agha (Osman
Alyanak) tries to pursue Sevket: “Own a land here, nobody could ever look on
you as a ‘stranger’. However, Sevket goes on to listen to his wife: “we don’t
want to leave our daughter in a strange place”. In the village nobody except
Selman Agha (Osman Alyanak) knows that the reason of their escape was due to

vendetta.

IN effect, Dondii opposes the marriage for she is against the segregating of the
family. She thinks that they will inevitably migrate to another place, where there

will be far away from those after them.

In the end, their murderesses Musa (Kadir Savun) and Temel (Sirr1 Elitag) trace
them and come to town. Sevket goes to town he and Temel kill each other. After

this murder, Dondii leaves the village with her daughters and two sons on foot.
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They have no idea where to go. Halime doesn’t want to go and yells: “Where

will we go? We escaped but what happened?”

Uzeyir who wants to marry Halime leaves the village with them and follows
them with a horse carriage. Dondii feels uncomfortable with Uzeyir and refuses
his offers. As a result, when the children are tired of walking, she had to ride

with them.

Uzeyir settles them in a house with one of his relatives and sorts them out with a
job working in the fields. Different from other villages, the women and men
work together in the wheat field. Although he is the son of wealthy Agha, Uzeyir
works with them as a worker in the field. However, he should not stay at home
and sleep in his horse carriage at night. In fact, he keeps an eye on the possibility

of Musa’s coming back.

Musa (Kadir Savun) chases them. He visits the other village to find out from the
villagers where they had gone. Hereupon, Selman comes to inform them about
Musa. When Dondii hears that they are being followed, she decides to go to

another place:

It seems a journey we will do. We will go to a city that offers job
opportunities in a factory. We will work there, build a “gecekondu”
and we won’t be short of anything. We send Mehmet Ali to school
and my son will be a big man. Then, I will allow you to marry and I
will have grandchildren. You don’t believe what I said. Look! You
will see your mother. The conditions of city life are different. There

is no meaning to work on the land that we don’t own''®,

Dondii was aware of the fact that Musa will follow them, even if they had
migrated to the city center. However, she has no other solution to protect and

unite the family.

"6 1t seems a journey we will go. We go to city that has a factory to work. We work there, build a
“gecekondu” and we won’t have any absent thing. We send Mehmet Ali to school and my son
will be a big man. Then, I permit you to marry and I will have grandchildren. You don’t believe
what I said. Look! You will see your mother. The conditions of city are different. There is no
meaning to work on land that we don’t own.
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Halime does not want to go with her mother and escapes with Uzeyir. She
blames her mother for her fathers’ death and doesn’t want Uzeyir to experience
the same event. Like her mother, Halime tries to protect her family. Dondii runs
after the horse carriage to stop them but she was not successful in her attempt,
they return when Halime starts crying. After this event, Dondii permit them to
marry: “I want a child, I want grandchildren be it four or five. Don’t be afraid to
reproduce, trust me, I will take care of them. There is no danger in conceiving, it
is a plenty”. The biological reproduction of a woman is not only mentioned here
but in the whole film. On the one hand, the reason seems to be the vendetta, as it

highlights the continuity of the family.

Musa finds them and kills Uzeyir who was still on guard. Afterwards, Dondii
wants to leave and Halime yells: “You don’t leave what you catch, take your son,
go away and hide where you want”. She refused to go with her mother. This is
the last point of tension between Dondii and Halime. The altruistic mother leaves
her daughter in a strange place to provide her son Mehmet Ali to stay alive.
During the escape, she also breastfeed her son while looking after her baby girl.
She lives a dichotomy between feeding the child and looking after the baby girl
which will give a chance to Mehmet Ali to become the master of the family.

(Akad, 2004: 470).

They go to the place where their relatives had originally sold the fishnets. Dondii
leaves the children there to search for Musa. However, Musa comes at the time
when she leaves. He sees Dondii’s children and does not touch them. Musa
mentions the bad delinquency of the vendetta: “This is a dirty job, dying is
preferable. However, one has to find his own murderer”. Dondii returns to
Korfez, finds Musa and kills him. Akad mentions that Dondii is looking Musa,
not to revenge on her husband, but to protect her son from danger. As a mother,
the aim of Dondii is: “To extinct the danger that threatens her son, whether it

include killing somebody” (Akad, 2004: 475).
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The fundamental theme of the film is ‘motherhood’. There is no difference
between a man and woman as head of this particular household. Therefore,
motherhood and patriarchy are parallel with each other. The determined sign of
this situation is the psychological violence that Dondii applies a both her

husband and children.

Although motherhood is a universal fact, its form of expression and the
limitations of altruism for children could be differentiated. Regardless of
anything, a mother could either die or kill for protecting the life of her child.
What is critical in this film is that the approach of mother to her son and daughter
is different. Dondii leaves her daughter because she also will leave her when she
marries. However, her son is the guarantee of her future. In addition, Mehmet Ali
could not pay his debt to her mother until the day he will pass away. Dondii had
fed him with her milk not only when he was a baby, she also supports him to

escape from the village.

The myth of 'altruistic mother' brings not only the glorification of motherhood
but also the family. In the traditional patriarchal structure, the figure of the father
as being ‘authoritarian and protector’ transforms to the figure of the ‘altruistic
mother’. The powerful traits of an ‘altruistic mother’ do not mention the full
womanly power. On the contrary, this sign only underlines the power she holds
as the head of the family. Consequently, in this film, the ideology of the family

and the patriarchal structure has been reproduced by the means of the vendetta.

5.5. Conclusion

In this chapter, the main motivation of my inquiry was to understand how and
why the approaches of social realist and national films in class inequalities are
loaded with the elements of patriarchal ideology and how gender hierarchy is
constructed and maintained by the characters in the texts. This construction also

points both at the gendered structure of society and plays a primary role in
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describing meanings to the relations of power. In this context, the intersection of

class and gender are important.

The destructive effects of patriarchy differentiate according to the class position
of women in society. In films all independent and free women are loose woman.
On the contrary, being a married woman is a privileged advantage in the eyes of
society. There is a difference between being a single and wealthy woman and
being a poor and single woman. In addition, a poor and married woman has the

possibility of receiving loyalty much more then a wealthy and married woman.
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CHAPTER 5

CONCLUSION

The aim of this study has been to provide an exploration of patriarchal structures
and practices in Turkey between 1960-70 via the analysis of selected film texts —
the Turkish social realist and nationalist films in the same period, in relation to
the social and economic context in which they were produced. This aim has
involved a double focus. On the one hand, the interconnections between filmic
text and social context have been taken into account in the period of 1960-1970.
On the other hand, patriarchal imagination of society at the symbolic level has
been investigated for providing historical insights about that particular period in

terms of women's positions.

Both focal points have stemmed from a particular theoretical and methodological
stance in the feminist literature and in cinema studies. In the late 1980s,
searching the material ground for women's oppression has became an ambiguous
agenda because it was assumed that it imposed a false universalisation. To take
the argument a step further, later, feminist literature formulated its theoretical
effort to develop the mon-essentialist women identity' by investigating the
construction of subjectivity. Until recently, one of the oldest attempts of feminist
movement and studies understanding patriarchy as material conditions of
gendered hierarchy, has became outdated. In Chapter 2, I followed the traces of
this old theoretical line of feminist studies to rethink the concept of patriarchy
and of gender in relation with a particular social, economical and political

existence. It should be noted that I do not intend here to discuss how the
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'material’ existence must be conceived in order to emphasize the peculiarity of
patriarchy without restoring to reductionist or derivative attitude. Conversely, |
aimed to recall the question how the gendered formations interact with the other

material inequalities.

In Chapter 3, I tried to pursue the similar concern mentioned above within the
context of cinema studies. In fact, although feminist film studies were affected
by the women's movement in the early 1970s, it flourished under the
semiological and structural psychoanalysis rather than the second wave feminist
theories of that period. This had begun with the critique of the notion of
ideological apparatus and revealed its sex-blind content. Then, in order to
overcome insufficiency of image-centred comprehension, it shifted its attention
to the question how the meaning is constructed via sexual differences and
introduced a new concept such as subjectivity, desire and visual pleasure.
However, this tendency resulted in the marginalization of sociology as a
theoretical framework and a method in cinema studies. Conversely, I sought a
sociological approach pursuing the concern of interconnection between visual

images and their material context.

In terms of feminist point of view, the main basis of sociological approach to
cinema can be summarised as follows. First, the films provide us with the ideas
of that period of men’s views about women, middle class views about peasants,
but not directly the thoughts of social life. As historical materials, surely, they do
not directly inform us about the material experiences of women, but they give
insights into how these views project an image of how women should live. In
addition to this, the theme of films provides minute details presenting as with
clues about the invisibles as well as visible in those films consciously or
unconsciously. Moreover, these films have to be placed in a cultural, political
and economic context to achieve the analysis above. Finally, in order to

understand a specific period, or to make comparison between different periods, it

188



is more reliable to analyse the films as a whole, which are developed within a

perspective.

Stemming from this methodological position, I first presented the historical
background of social realist and nationalist cinema movements in Turkey
between the years 1960-1970 thereby including its socio-economical conditions
to present out its main features with respect to the cinematic understanding and
narrative in Chapter 4. I also tried to pose the question how the environment of
social thought of that period was reflected to the social realist and national films.
In this framework, I watched 23 films from this particular period and analyzed
10 films that are chosen with the following concerns in mind: (1) the patterns of
masculinity and crises of patriarchal structures; (2) the gendered content of class
critique (3) the reproduction of family as an idea. In choosing the films, although
it is given importance to narrative structure, the representation of directors has

been important in the periodic discrimination.

Before mentioned the concluded remarks which derived from these ten films, I
want to summarise the list of the characteristics of social realist films according
to Daldal (2005)". Daldal (2005) points out that the directors, who are in the
centre of the movement, have been “engaged” politically. All of them have
powerful social and political beliefs. Although they have directed films within
Yesilcam production system, they evaluate themselves as progressive
missionaries of art and society. On one hand, the “real” problems of ordinary
people were mentioned in these films; on the other hand, they tried to depict the
“truths” related with these problems. For Daldal (2005), all directors are against
capitalism and bourgeoisie. This anti-capitalist and anti-bourgeoisie attitude

shows itself either as a direct social critic or as a story of an individual who is

! Lukacs (see Yaylagiil, 2004; Daldal, 2005) divides the realism as social realism and critical
realism. Critical realist artist reflects the conflicts and problems of society in which he/she lives
in a critical form. Social realist artist not only reflects the conflicts and problems but also propose
a solution and try to reach what it should be. Yaylagiil (2004) and Daldal (2005) state that the
Social Realist current in Turkish cinema abides more critical realist patterns within the definition
of Lukacs.
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alienated and loosing his/her values. In the films, directors attempt to aesthetic
and formal reforms that have not been touched on before fully. What is
conspicuous in the films are the depth of field, the using of different angles of the
camera, outside shots, correct dialogues, accurate stage directions and amateur

artists (Daldal, 2005).

According to Daldal (2005), the background of films is formed by a social event
(strikes, a new law, rural-urban migration etc...). The general characteristics of
films are: the attempt to create social types that is mentioned by the Lukacs’
ecole of Marxist aesthetic theory and the attempt to argue “in depth” the human

and perspective within the framework of historical traditions.

Daldal (2005) also indicates that all directors, critics and scriptwriters who take
place in the centre of social realist movement are male so it is not radical to say
that all films reflect the patriarchal patterns, excluding one or two films of Halit

Refig which try to focus on women’s issue.

I agree with Daldal’s remarks and use them for making some conclusions

because these films reflect the social reality and thoughts of that period.

The common characteristics which can be seen in all these films are
‘independent’ and ‘tamed’ women; men as ‘a speaker of common sense’ and the
‘idea of family’. When we look at the women characters in these ten films it can
be said that women characters are considered in three groups: ‘Independent’

women, ‘Tamed” women and the women who take place between them.

‘Independent’ women are Sevim in Gecelerin Otesi, lover of Kara Cemil in Hizli
Yasayanlar, Niiket in Suclular Aramizda, Mualla in Kirik Canaklar, Giilsen in
Kirik Hayatlar, Mualla and Seval in Gurbet Kuslari. They are ‘mats around the
lights of Istanbul’ (see Gecelerin Otesi). Independent women are not married,

they have no children; they have no family and relatives; and they live alone and

190



have no friends. They do not have any ties which refer to their families. In this
sense | refer to them as ‘independent’” women. Sevim, lover of Kara Cemil and
Seval work in night clubs, but Mualla does the housework; and Niiket and
Giilsen depend on their lover’s financial support. Indeed, they are different from
the ‘tamed’” women because they belong to the private life of men which is
constructed out of the home. Therefore they are the part of the men’s world in

the public sphere.

These women are considered as a potential ‘threat’ to the family because of the
fact that they do not belong to a family, are not married and they do not have any
ties which indicate their roots. As mentioned earlier, one of the characteristics of
social realist films is to form and represent the characters in their social context
and the network of social relations. These ‘independent” women are not placed in
any social context. It can be said that these women are instrumentally used in

these films in order to keep the idea of the family vigorous so the patriarchy.

Nermin in Aci Hayat, Fatma in Gurbet Kuslari, Fatma in Kuyu are the women
who are not ‘independent’ and ‘tamed’ but somewhat, fall in between these two
terms. Nermin who belongs to the lower class wants to marry with a rich man but
his family does not approve. But she proceeds to start living together with a man.
Fatma in Gurbet Kuslar1 is deceived by a women chaser and lost her virginity.
She cannot go back home and starts to work in a brothel. The other Fatma in
Kuyu has been abducted by a man three times, but refuses to marry him. As a
result, she is refused by her family and starts to work in ‘oturak alemi’. All three
women commit suicide because they are on the ‘threshold of the home’. They
cannot be ‘tamed’ women anymore and their families do not allow them to live
in men’s world. Abisel, also referred to this point in her analysis of the family in
Turkish cinema. Indeed, young girls could go outside but have to know their
limitations. It is a condition both to be virgin and have “honourable” relations. If

any conscious or unconscious mistakes do occur all will receive their

191



punishment. Any woman who makes a mistake either commits suicide, or

murdered intentionally or falls victim to an accident (Abisel, 1994: 88).

The ‘tamed’” women in these films are Aysel and Sema in Gecelerin Otesi,
Sabahat in Kirik Canaklar, Ayla in Gurbet Kuslari, Giil Targan in Duvarlarin
Otesi, Fatma in Hizl Yasayanlar, Demet in Suclular Aramizda, Feriha in Kirik
Hayatlar, Dondii in Ana. They learn how to behave in patriarchal order which go
beyond their class positions whether they are waged workers or housewives.
They do not attempt to pass the ‘threshold’ of their home as they are fully aware
of the consequences. Beyond the ‘threshold’ there are two options: to die or to
become a prostitute. Sabahat the housewife tries to change her living conditions

but she is promptly punished by the threat of losing of her family.

The differentiation between ‘independent’ women, ‘tamed’ women and the
women in between is constructed by the ‘idea of family’. As Davidoff (2002)
argues, the family is projected everywhere. As spectators we could not miss the
contentious reference to the family, even when it is not projected directly on the

screen. Indeed, the family is at the root of our environment.

This imposition is done by the men who are the bearers of commonsense or
patriarchy. Kemal who is a medical science student in Gurbet Kuslari, Cevat who
is a theatre actor, and Tahsin who is a taxi driver in Gecelerin Otesi, Halil who is
a thief in Suglular Aramizda, Mehmet who was a worker and then become a
lottery millionaire in Aci Hayat, Mektepli who is a fugitive prisoner in
Duvarlarin Otesi, Sabri who is a worker in Kirik Canaklar, Bekir who is a
businessman in Kirik Hayatlar, all fit these particular roles. As virtuous men,
they teach other men and women human values and morality. It has to be
remembered that these values are the product of the patriarchal social structure.
They direct other men how to be men, how to treat women, how to be a family

man, how to be a breadwinner, how to be a head of household and so forth.
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They act as spokesmen of the patriarchal structure. They also show the

patriarchal social relations in society.

As mentioned earlier, the relationships between men and the social context of
them are very important in order to analyse the material basis of patriarchy. The
‘men films’ are explored on the basis of these aims. Gecelerin Otesi, Duvarlarin
Otesi, Hizl Yasayanlar, Karanhikta Uyananlar, Hudutlarin Kanunu. Safak
Bekgileri (The last three of the films are not included in the analysis) are samples
of these kinds of films. The evident characteristic of these films is to focus on the
friendship between men. Manhood is not a given and fixed situation; on the
contrary, men always have to prove their manhood. They have to protect their
authority and the breadwinner status in the household in order to control
women’s labour and sexuality. As indicated before, violence on women is based

on the threat of manhood.

The control of women’s labour and sexuality are only possible in a patriarchal
family structure. The status of men as breadwinner, family wage earners,
motherhood, and violence are the key concepts in the analysis of the family. The
protection of these structures is only possible with the ideology of the family.
Because of this, in every film I have to refer to the family even if at times its

concept is subtle.

As Abisel (1994: 73) stated, the family is an institution that has to be protected
and glorified in Turkish films. Young people are encouraged to marry and fulfil
the social functions by having children. The signals lie in the unity and
togetherness of the family projected in films. Indeed, this state of affairs should
not be destroyed. Moreover, every kind of self-sacrifice is required to maintain
all this. Both Fatma’s and Nermin’s suicides can be seen as an example of this

self-sacrifice.
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The ideology of the family is reproduced in two ways: the existence of
‘independent women; and the criticism of the upper class family (Aci Hayat,

Suclular Aramizda, Kirik Hayatlar). Abisel points out to a similar argument:

Even nouveau riche families have not been badly constructed like
bourgeoisie families. Because in comparison with bourgeoisie
families there is continuity of traditional relations and there is no
rupture in the structure of authority (Abisel, 1994: 74).

Violence against women by men although at times concealed, is still considered
as legitimate punishment. (Walby, 1990) Women are subject to both physical
and psychological violence by their husbands, fathers or brothers. This legitimate
punishment is also supported at a governmental level in Turkey. Violence in the
family has been accepted as a ‘private’ relationship between husband and wife
until 1990s. Therefore, it can easily be said that this stance is still accepted as
legitimate both culturally and morally. Some sayings like “spare neither the rod

2 maintains this

from back of the women nor the foal from her belly
legitimisation. Women generally are exposed to violence when they do not obey
the patriarchal rules. In addition to that, their class position is not a matter of fact

about this subject.

In other words, violence is very common and legitimate way of preventing
women’s access to public sphere and controls of their sexuality. Non-marital
sexuality of women is also punished by violence and sometimes by the death
penalty. Women should protect their chastity and honour of their families and

husbands.

The films which focus on rural social structure depict two types of women’s
labour; unpaid household labour and field workers (Ana and Kuyu). A
manicurist (Ac1 Hayat), an actress (Duvarlarin Otesi and Gecelern Otesi) and a
home based worker (Gurbet Kuslari) are the limited examples of women’s labour

in other films. Except these prototypes, all other women are housewives. This

2 .
“Kadinin sirtindan sopay1, karnindan sipayi eksik etme!”
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composition of labour power of women can be interpreted in the following ways:
although women have legal rights about entering paid labour, the main role for
women which is that of being a housewife. But the reason of this condition
cannot be explained just control of women’s labour by private patriarchs. It may
be the result of both private patriarchy and exclusionary strategy of public

patriarchy during the 60s in Turkey. (Walby, 1990).

According to the analysed films it does not seem possible to talk about
unemployment of both men and women. In all the films, except “Suglular
Aramizda”, although there is a fear of loosing ones’ job or have low income, all
the unemployed could easily find jobs when they search in the labour market.

This condition is consistent with the statistical data:

In Third World cities of thel1960’s and 70’s, as population in cities
and the labour force increase, there was not an unemployment
problem. The unemployment rate was changing to a lower rate of
between 4% and 7%. The urban poor could be employed in the
informal sector. The main problem of 1970’s was to improve the
living conditions of the ‘working poor’ (KSSGM, 1999: 7)

Although the gender dimension of the labour force in this quotation is not
mentioned, it may support the idea that women’s employment was not an issue
in that period. In other words, it is possible to say that, the patriarchal structures
and patterns support the exclusion of women from the public sphere, both in

formal and informal sectors in urban areas.

195



REFERENCES

Abisel, N. (1994) Tiirk Sinemasi Uzerine Yazilar, Ankara: imge Yayinevi.

Abbott, P. & Wallace, C. (1997) An Introduction to Sociology: Feminist
Perspectives, London: Routledge.

Acar-Savran, G. (2004), Beden Emek Tarih, Istanbul: Kanat Kitap.

Akad, L. (2004) Isikla Karanlik Arasinda, Istanbul: Tiirkiye Is Bankas: Kiiltiir
Yayinlari.

Akal, E. (2003) Kizil Feministler: Bir Sozlii Tarih Calismast, Istanbul: Tiirkiye
Sosyal Tarih Arastirma Vakfi (TUSTAV).

Akerson, J. (1966) “Azgelismis Sinemada Devrim”, Yeni Sinema, Vol. 2:.27-28.
Altier, B. (2005) Metin Erksan Sinemast, Istanbul: Pan Yayincilik.

Andrew, D. (2000) “Film and History”, in Film Studies: Critical Approaches,
eds. J. Hill & P. C. Gibson, Oxford: Oxford University Press.

Antrakt: Aylik Sinema Dergisi (2003) "Tirk Sinemasinda Yol Ayrimi:
Sorusturma", 71(2): 14-29.

Arat, Z. F. (1998) “Kemalizm ve Tiirk Kadin1”, in 75 Yilda Kadwnlar ve Erkekler,
ed. A. B. Hacimirzaoglu, Istanbul: Tarih Vakfi Yayinlari.

Atay, T. (2004) " 'Erkeklik' En Cok Erkegi Ezer!", Toplum ve Bilim, 101(Giiz):
11-30.

Ayata, S. (1987) Kapitalizm ve Kiiciik Ureticilik: Tiirkiye’de Hali Dokumacilig,
Ankara: Yurt Yayinlari.

Ayga, E. (1992) "Tiirk Sinemasi—Seyirci Miskileri", Kurgu: Anadolu Universitesi
lletisim Bilimleri Fakiiltesi Dergisi, (11): 117-133.

Aydinoglu, E. (1992) Tiirk Solu (1960-71): Elestirel Bir Tarih Denemesi,
Istanbul: Belge Yayinlari.

196



Barrett, M. (1988) Women’s Oppression Today: The Marxist/Feminist
Encounter, London: Verso.

Beechey, V. (1987) Unequal Work, London: Verso.

Behcgetogullari, P. (1995) Yerli Filmlerde Kadinlara Sunulan Diinya
Tasarumlari:  1960-1975, Unpublished Master Thesis, Ankara: Ankara
Universitesi, Sosyal Bilimler Enstitiisii.

Belge, M. (1983) “Kiiltiir”, Cumhuriyet Donemi Tiirkiye Ansiklopedisi, Cilt: 5,
Istanbul: Iletisim.

Berktay, F. (1999) "Kendine Ait Bir Tarih", Tarih ve Toplum, 31(183): 47-54.

Buechler, S. (1984) “Sex and Class A Critical Overview of Some Recent
Theoretical Work and Some Modest Proposals”, Insurgent Sociologist, 12 (3).

Boratav, K. (2004) Tiirkiye Iktisat Tarihi, Ankara: 1mge Kitabevi.
Boserup, E. (1990) “Economic Change and The Roles of Women” in Persistent
Inequalities: Women and World Development, ed. Irene Tinker, Oxford:

Oxford University Press.

Bradley, H. (1989), Men’s Work, Women’s Work, University of Minnesota
Press, Minneapolis.

Bryson, V. (2004) “Marxism and Feminizm: Can The ‘Unhappy Marriage’ Be
Saved?”, Journal of Political Ideologies, 9(1): 13-30.

Bryson V. (1992) Feminist Political Theory, McMillan Press, London.

Burke, P. (2003) Tarihin Goérgii Taniklari, (trans. Z. Yelge), Istanbul: Kitap
Yayinevi.

Biiker, S. (2000) Kim Korkar Hain Hitchcock ’tan, Ankara: Oteki Yayinevi.

Biiker, S. (1999) “Fahiseler Barda: Sehvet Kurbani ve Vesikali Yarim”, 25.
Kare: Sinema-Kiiltiir Dergisi, 27(Nisan-Haziran): 56-64.

Biiker, S. (1998) “Hamam Dosyas1 — I: Istanbul ile Ozdeslesen Teyze Oldiikten
Sonra Etkisini Siirdiiriiyor”, 25. Kare: Sinema-Kiiltiir Dergisi, 22(Ocak-
Mart): 6-8.

Biiker, S. (1985) “Gostergebilimsel Yaklasim”, in Sinema Kuramlari, eds. S.
Biiker & O. Onaran, Ankara: Dost Kitabevi Yayinlari.

Cantek (2000) “Tiirkiye’de Misir Filmleri”, Tarih ve Toplum, 34(204): 31-38.

197



Carson, D. & et. al. (eds.) (1994) Multiple Voices in Feminist Film Criticism,
Minneapolis & London: University of Minnesota Press.

Cengiz, K. & et. al. (2004) "Hegemonik Erkekligin Pesinden", Toplum ve Bilim,
101(Giiz): 50-70.

Creed, B. (2000) “Film and Psychoanalysis”, in Film Studies: Critical
Approaches, eds. J. Hill & P. C. Gibson, Oxford: Oxford Press.

Cakir, S. (1994) Osmanli Kadin Hareketi, Istanbul: Metis Yayinlar.

Citci, O. (1979) “Tirk Kamu Yonetiminde Kadin Gorevliler”, in Tiirk
Toplumunda Kadin, ed. N. Abadan-Unat, Ankara: Tiirk Sosyal Bilimler
Dernegi.

Daldal, A. (2005) 1960 Darbesi ve Tiirk Sinemasi'nda Toplumsal Gergekgilik,
Istanbul: Homer Kitabevi

Davis, S. & Maxwell, A. (1983/84) “Some Notes Towards A Feminist Film
Criticism”, Alternative Cinema, (Summer): 18-20.

Delphy, C. (1992) “Bas Disman”, in Kadimin Goriinmeyen Emegi - Maddeci Bir
Feminizm Uzerine, (trans. & ed. G. Savran. & N. Tura), Istanbul: Kardelen
Yayinlari.

Demir, E. (1995) “Tiirkiye’de Iscilesme Siiregleri”, Toplum ve Bilim, 66(Bahar):
69-85.

Derman, D. (undated) Jean-Luc Godard’in Sinemasinda Kadimin Yeniden
Sunumu, Ankara: Degisim Ajans.

Davidoff, L. (2002) Feminist Tarihyaziminda Sinif ve Cinsiyet, (trans. Z. Ateser,
S. Somuncuoglu), Istanbul: Iletigim.

Durakbagsa, A. (1998) “Cumhuriyet Doneminde Modern Kadin ve Erkek
Kimliginin Olusumu: Kemalist Kadin Kimligi ve ‘Miinevver Erkekler’, in 75
Yilda Kadwnlar ve Erkekler, ed. A. B. Macimirzaoglu, Istanbul: Tarih Vakfi
Yayinlari.

Durakbasa, A. (2000) Halide Edip: Tiirk Modernlesmesi ve Feminizm, Istanbul:
[letisim.
Durakbasa, A. (2001) “Formation of Gender Identities in Republican Turkey and

Women’s Narratives as Transmitters of ‘Herstory’ of Modernization”,
Journal of Social History, Issue: Fall.

198



Ecevit, Y. (1998) "Kiiresellesme, Yapisal Uyum ve Kadin Emeginin
Kullaniminda Degismeler", in Kadin Emegi ve Istahdamindaki Degisimler:
Tiirkiye Ornegi, ed. F. Ozbay, insan Kaynaigum Gelistirme Vakfi & Kadiin
Statiisii ve Sorunlar1 Genel Miidiirliigii, Istanbul.

Ecevit, Y. (1993) "Kentsel Uretim Siirecinde Kadin Emeginin Konumu ve
Degisen Bicimleri", in [1980'ler Tiirkiyesinde Kadin Bakis Acisindan
Kadinlar, ed. S. Tekeli, Istanbul: Iletisim, (2.basim).

Ecevit, Y. (1991) “Aile, Kadin ve Devlet Iliskilerinin Degerlendirilmesinde
Klasik ve Yeni Yaklasimlar’, Degisen Diinyada Birey-Aile-Toplum
Seminerine Sunulan Teblig, Istanbul Universitesi Kadin Sorunlar1 Arastirma
ve Uygulama Merkezi, 17-18 Mayzs, Istanbul.

Ecevit, M. (1994) ."Tarlmda Kadinin Toplumsal Konumu: Bazi Kavramsal
Mliskiler", Amme Idaresi Dergisi, Cilt 27(2).

Eisenstein, Z. (1999), “Constructing a Theory of Capitalist Patriarchy and
Socialist Feminism”, Critical Sociology, Vol. 25, Numbers:2-3, 136-217.

Erdogan, N. (1995) “Kolonyal Soylem ve Yesilcam Melodrami”, Toplum ve
Bilim, 67 (Giiz): 178-196.

Erksan, M. (1989) “Simdi Bir de, 'biz yeni sinema kuracagiz' diye ortaya
atilanlar var...": Arastirma Dosyasi: Hangi Tiirk Sinemas1?”, Argos Yeryiizii
Kiiltiirii Dergisi, 12: 142-45.

Erksan, M. (1985) “Tiirkiye’de Entelijansiya Yok”, Ve Sinema, No.1: 24-38.

Evren, B. (1999) ”Sinemaml'zda Akimlar, Modalar ve Sa]gmlar", in 75 Yilda
Degisen Yasam, Degisen Insan, Cumhuriyet Modalari, Istanbul: Tarih Vakaf

Yayinlari.

Ferguson, S. (1999) "Building on the Strengths of The Socialist Feminist
Tradition", New Politics, 7(2).

Ferro, M. (1995) Sinema ve Tarih, (trans. T. llgaz & H. Tufan), Istanbul: Kesit
Yayincilik.

Firestone, S. (1993) The Dialectic of Sex: The Case for Feminist Revolution,
New York: Quill.

Gole, N. (1990) Modern Mahrem, Istanbul: Metis Yaynlar.

Goriicii, B. (2002), “Metin Erksan Sinemas: Uzerine Diisiinceler”, Yeni Insan
Yeni Sinema, No: 11: 23-30.

199



Giichan, G. (1992) Toplumsal Degisme ve Tiirk Sinemasi, Ankara: Imge
Kitabevi.

Giiloksiiz, G. & Giildksii;, Y. ( 1983) “Kirsal Yap1”, Cumhuriyet Donemi Tiirkiye
Ansiklopedisi, Cilt 5, Istanbul: Iletisim.

Hammett, J. (1997) “The Ideological Impediment: Feminism and Film Theory”,
Cinema Journal, 36(2): 85-99.

Harding, S. (1996) “Feminist Yontem Diye Bir Sey Var mi?”, in Kadin
Arastirmalarinda Yontem, eds. S. Cakir & N. Akgokce, Istanbul: Sel
Yayincilik.

Hartmann, H. (1986) “The Unhappy Marriage of Marxism Feminism Towards a
More Progressive Union”, in The Unhappy Marriage of Marxism Feminism,
ed. By Lydia Sargent, Pluto Press: London

Hartmann, H. (1981), “Summary and Response: Continuing the Discussion”, in
The Unhappy Marriage of Marxism and Feminism, ed. L. Sargent, London:
Pluto Press.

Hartsock, N. M. (1981) "The Feminist Standpoint: Developing the Ground for a
Specifically Feminist Historical Materialism", in Discovering Reality:
Feminist Perspectives on Epistemology, Metapysics, Methodology, and
Philosophy of Science, eds. S. Harding & M. Hintikka, Boston: Reidel.

Hayward, S. (2000) Cinema Studies: The Key Concepts, London & New York:
Routledge.

Hill, J. (1986) Sex, Class and Realism: British Cinema 1956-1963, London:
British Film Institute Publishing.

Humm, M. (ed.), 1992, Feminism: A Reader, Longman

Isigan, A. (2004) “Sinema Tarihi Yazarlig1 I¢in Alternatif Arayislan”, in Tiirk
Film Arastirmalarinda Yeni Yonelimler-1V, ed. E. Ozcan, Istanbul: Baglam
Yayinlari.

Isigan, A. (2000) "Tiirk Sinema51 Calismalarinda 1950 Oncesinin Diglanmast",
lletisim, Gazi Universitesi lletisim Bilimleri Fakiiltesi Yayini, 7(Giiz): 195-
212.

Isigan, A. (1997) "Tiirk Sinemasinin Yeniden Yapilanmasi", Miirekkep, 8: 100-
106.

Ilkkaracan, I. (1998) “Kentli Kadinlar ve Calisma Yasami”, in 75 Yilda Kadinlar
ve Erkekler, Istanbul: Tiirkiye Ekonomik ve Toplumsal Tarih Vakfi Yaynlari.

200



Jackson, S. (1997), “Women, Marriage and Family Relationships” in Infroducing
Women’s Studies, eds. V. Robinson & D. Richardson, London: Macmillan
Press.

Jackson, S. (2001) "Why a Materialist Feminism is (Still) Possible — and
Necessary", Women's Studies International Forum, 24(3/4): 283-293.

Johnston, C. (1999) “Women’s Cinema as Counter Cinema”, in Feminism and
Cultural Studies, ed. M. Shiach, Oxford: Oxford University Press.

KSSGM (Kadinin Statiisit Ve Sorunlart Genel Miidiirligii) (1999) Calismaya
Hazir Isgiicii Olarak Kentli Kadin Ve Degisimi, Ankara.

Kagiteibasi, C. (1998) "Tirkiye'de Kadimin Statiisii:  Kiiltiirler  Arasi
Perspektiﬂer", in 75 Yilda Kadinlar ve Erkekler, ed. A. B. Hacimirzaoglu,
Istanbul: Tarih Vakfi Yayinlari.

Kalkan, F. & Tarang, R. (1988) 1980 Sonrast Tiirk Sinemasinda Kadin, [zmir:
Ajans Tiimer.

Kalkan, F. (1988) Tiirk Sinemas: Toplumbilimi, izmir: Ajans Tiimer.

Kandiyoti, D. (1997) Cariyer, Bacilar, Yurttaslar: Kimlikler ve Toplumsal
Doniigiimler, (trans. A. Bora, et. al.) [stanbul: Metis Yayinlari.

Kaplan, E. A. (ed.) (2000) Feminism and Film, Oxford: Oxford University Press.

Kaplan, E. A. (2000) “Introduction”, in Feminism and Film, ed. E. Ann Kaplan,
Oxford: Oxford University Press.

Kardam, F. & Toksoz, G. (2004) Gender Based Discrimination At Work in
Turkey: A Cross-Sectoral Overwiev, (download free from
www.kasaum.ankara.edu.tr/gorsel/dosya/1113984206sbfdersi.doc)

Kaya Mutlu, D. (2001) "Tiirk Sinemast Ne? Tiirk Seyircisi Kim?", in Tiirk Film
Arastirmalarinda Yeni Yonelimler, ed. O. Gokge, Ankara: Baglam Yaynlari,
Sinema Dizisi: 3.

Kayali, K. (2004) Metin Erksan Sinemasini Okumayr Denemek, Ankara: Dost
Kitabevi Yayinlari; Ankara Sinema Dernegi.

Kayali, K. (1998) Sinema Bir Kiiltiirdiir, Ankara: Alaz Yayincilik.

Kayali, K. (1997) “Tirk Sinemasinda Go6¢ Sorunu”, II. Ulusal Sosyoloji
Kongresi, Toplum ve Gog, Ankara: Sosyoloji Dernegi Yaymlari, No:5.

201



Kayali, K. (1994) Yonetmenler Cercevesinde Tiirk Sinemast Uzerine Bir Yorum
Denemesi, Ankara: Ayyildiz Yaymlari.

Kazgan, G. (1979) “Tirk Ekonomisinde Kadinlarin isgﬁciine Katilmasi, Mesleki
Dagilimi, Egitim Diizeyi ve Sosyo-Ekonomik Statiisii”, in Tiirk Toplumunda
Kadin, ed. N. Abadan-Unat, Ankara: Tiirk Sosyal Bilimler Dernegi.

Kelly-Gadol, J. (1987) "The Social Relation of the Sexes: Methodological
Implications of Women's History", in Feminism and Methodology, ed. S.
Harding, India University Press.

Keyder, C. (1992) "Tiirkiye'de Demokrasinin Ekonomi-Politigi", in Gegis
Siirecinde Tiirkiye, ed. I. C. Schick & E. A. Tonak, Istanbul: Belge Yayinlari.

Keyder, C. (1983) “Tiurk Tarnminda Kiiciik Koylii Miilkiyetinin Tarihsel
Olusumu ve Bugiinkii Yapisi1”, Cumhuriyet Dénemi Tiirkiye Ansiklopedisi,
Cilt 5, Istanbul: Iletisim.

Kutlar, O. (1968/reprinted,1998), “Yesilcam”, Yeni Insan Yeni Sinema, Say1: 4.
Kutlar, O. (1985) “Tarihsel Gelisme Hiikmiinii Veriyor”, Ve Sinema, (1): 15-23.

Kiiciik, Y. (1983) “Cumhuriyet Déneminde Aydinlar Ve Dergileri”, Cumhuriyet
Donemi Tiirkiye Ansiklopedisi, Cilt: 2, Istanbul: Iletigim.

Makal, (2001) “Tirkiye’de 1950-1965 Ddoneminde Ucretli Kadin Emegine
Iliskin Gelismeler”, SBF Dergisi, Ankara Universitesi, (Nisan-Haziran): 117-
155.

Mcdonough, R. & Harrison, R. (1978) “Patriarchy and Relations of Production”,
in Feminism and Materialism, eds. A. Kuhn ve A.M. Wolpe, London & N.Y.:
Routledge & Kegan Paul.

Mackintosh, M. (1978), "The State and The Oppression", in Feminism and
Materialism, eds. A. Kuhn & A.M. Wolpe, London & N.Y.: Routledge &
Kegan Paul.

Mernissi, F. (2003). "Bekaret ve Ataerk@", in Miisliiman Toplumlarda Kadin ve
Cinsellik, ed. P. Illkkaracan, Istanbul: Iletisim.

Mies, M. (1996) “Feminist Arastirmalar icin Bir Metodolojiye Dogru”, in Kadin
Arastirmalarinda Yontem, eds. S. Cakir & N. Akgokce, Istanbul: Sel
Yayincilik.

Mies, M. (2001) Patriarchy and Accumulation On A Wold Scale: Women In the
International Division of Labour, London & New York: Zed Book Ltd.

202



Millett, K. (1987) Cinsel Politika, Istanbul: Panal Yayinlari.

Mulvey, L. (1988) “Visual Pleasure and Narrative Cinema”, in Feminism and
Film Theory, ed. C. Penly, N.Y. & London: Routledge & BFI Publishing.

Nicholson, L. (1987), “Feminism and Marx: Integrating Kinship with the
Economic” in Feminism As Critique, ed. S. Benhabib & D. Menniapolis:
Cornell, University of Minnesota Press.

Onaran, A. S. (1999) Sinemaya Giris, Istanbul: Maltepe Universitesi Iletisim
Fakiiltesi Yayinlari, No: 2.

Onaran, A. S. (1990) Liitfi O. Akad, istanbul: Afa Yayinlari.

Onur, H. & Koyuncu, B. (2004) " 'Hegemonik' Erkekligin Gorinmeyen Yiizii:
Sosyalizasyon Siirecinde Erkeklik Olusumlart ve Kirizleri Uzerine
Diisiinceler", Toplum ve Bilim, 101(Gliz): 31-49.

Ozbay, F. (1998) “Tiirkiye’de Kadin Emegi ve Istihdamina Hiskir} Calismalarin
Gelisimi”, in Kiiresel Pazar Agisindan Kadin Emegi ve Istihdamindaki
Degismeleri-Tiirkive Ornegi, ed. F. Ozbay, Insan Kaynagim Gelistirme
Vakfi.

Ozbay, F. (1994) “Women’s Labor in Rural and Urban Settings”, Bogazici
Journal: Review of Social, Economic and Administrative Studies, 8(1-2): 5-
19.

Ozbay, F. (1993) "Kadinlarin Evici ve Evdist Ugraslarindaki Degisme", in
]980'ler Tiirkiyesi'nde Kadmm Bakig Acisindan Kadinlar, ed. S. Tekeli,
Istanbul: Iletisim.

Ozbay, F. (1982) “Evadinlar1”, Ekonomik Yaklasim, 3(7): 209-225.

Ozbay, C. & Balig, 1. (2004) "Erkekligin Ev Halleri", Toplum ve Bilim,
101(Giiz): 89-103,

Ozen, E (2001) “Tiirk Sinemasinda 'Akim-Hareket' Degerlendirmelerine
"Toplumsal Gercekgilik Akimi' Ozelinde Elestirel Bir Bakis ve Bir Model
Onerisi”, Ankara Universitesi Iletisim Fakiiltesi Yilligt 1999: Mahmut Tali
Ongoren’e Armagan, Special Issue: Cinema and Television: 147-166.

Ozgiic, A. (2000) Tiirk Sinemasinda Cinselligin Tarihi, Istanbul: Parantez
Yayinlari.

Ozgii¢, A. (1998) Tiirk Filmleri Sozliigii: 1914—1973, Istanbul: SESAM (Tiirkiye
Sinema Eseri Sahipleri Meslek Birligi).

203



Ozgiic, A. (1988) Kronolojik Tiirk Sinema Tarihi: 1914-1988, Ankara. Kiiltiir ve
Turizm Bakanligi, Giizel Sanatlar Genel Miidiirliigii, Sinema Dairesi
Bagskanlig1 Yayinu.

Ozo6n, N. (1995) Karagozden Sinemaya: Tiirk Sinemast ve Sorunlari, Cilt 1,
Ankara: Kitle Yaymlar.

Oztiirk, S. R. (2000) Sinemada Kadin Olmak, Istanbul: Alan Yayincilik.

Penley, C. (ed.) (1988) Feminism and Film Theory, New York & London:
Routledge & BFI Publishing.

Petro, P. (2004) "Reflections of Feminist Film Studies, Early and Late", Signs,
30(1): 1272-717.

Ramazanoglu, C. with J. Holland (2002) Feminist Methodology: Challenges and
Choice, London: Sage Publications:

Ramazanoglp, C. (1998) Feminizmin ve Ezilmenin Celigkileri, (trans. M.
Bayatl), [stanbul: Pencere Yayinlari.

Refig, Halit. (1971) Ulusal Sinema Kavgast, [stanbul: Hareket Yayinlari.
Refig, H. (1996) “Tiirk Sinemasimin Yiikselis ve Cokiisii Uzerine Baz
Diisiinceler”, in Tiirk Sinemas: Uzerine Diisiinceler, ed. S. Murat Dinger,

Ankara: Doruk Yayimcilik.

Reinharz, S. (1992) Feminist Methods in Social Research, Oxford: Oxford
University Press.

Saracgil, A. (2005) Bukalemun Erkek, Istanbul: iletigim.

Scognamillo, G. (1997) “Tirk Sinemasinda Tartismalar/Polemikler/Kuramlar”
Yeni Insan Yeni Sinema, No 3: 39-50)

Scognamillo, G. (1998a) Tiirk Sinema Tarihi, Istanbul: Kabalc1 Yaymevi.

Scognamillo, G. (1998b) “Tiirk Sinemasinda Tartismalar/Polemikler/Kuramlar”,
Yeni Insan Yeni Sinema, 5(Yaz): 54-59.

Scognamillo, G. (1998c) “Tiirk Sinemasinda Tartismalar/Polemikler/Kuramlar”,
Yeni Insan Yeni Sinema, 4(Kis): 43-55.

Scott, Joan W. (1991) "The Evidence of Experience", Critiqual Inquiry, 17: 773-
797.

Scully, D. (1994) Tecaviiz: Cinsel Siddeti Anlamak, [stanbul: Metis Yayinlari.

204



Signs: Journal of Women in Culture and Society (2004), Special Issue, 30(1).

Smelik, A. (1995) “What Meets the Eye: Feminist Film Studies”, in Women
Studies and Culture, eds. R. Buikema & A. Smelik, London: Zed Books.

Soykan, F. (1990) Tiirk Sinemasinda Kadin, Unpublished Ph.D. Thesis, [zmir:
Dokuz Eyliil Universitesi, Sosyal Bilimler Enstitiisii.

Stacey, J. & Thorne, B. (1998) "The Missing Feminist Revolution in Sociology",
Feminist Foundations, eds. K. A. Myers, C. J. Anderson, B. J. Risman,
London: Sage Publications.

Stanley, L. & Wise, S. (1996) “Feminist Arastirma Siirecinde Metot, Metodoloji
ve Epistemoloji”, in Kadin Arastirmalarinda Yontem, eds. S. Cakir & N.
Akgokee, Istanbul: Sel Yayincilik.

Suner, A. (1990) Sociological and Semiological/Psycoanalytical Approaches in
Feminist Film Theory: “Women's Films” in Turkish Cinema During 1980s,
Unpublished Master Thesis, Ankara: METU, The Graduate School of Social
Science.

Sener, E. (1970) Yesilcam ve Tiirk Sinemasi, Istanbul: Kamera Yayinlari.

Tekeli, S. (1982) Kadinlar ve Siyasal-Toplumsal Hayat, Istanbul: Birikim
Yayinlari.

Tekeli, S. (2003) “Tiirk Ayd1nlanma§1 Kadinlara Nasil Bakt1?”, in Tiirkiye’de
Aydinlanma Hareketi, ed. N. Arat, Istanbul: Adam Yayinlar.

Timur (1971) Tiirk Devrimi ve Sonrasi: 1919-46, Istanbul: Dogan Yayinlari.
Tong, R. (1989) Feminist Thought, Unwin Hyman:London.

Tiirk, 1. (2001) Halit Refig: Diislerden Diisiincelere Séylesiler, Istanbul: Kabalci
Yayinevi.

Tseelon, E. (2000) “Woman and The Gaze”, in Formations A 21st-century
Media Studies Textbook, ed. D. Fleming, Manchester & New York:

Manchester University Press.

Tudor, A. (2000) “Sociology and Film”, in Film Studies: Critical Approaches,
eds. J. Hill & P. C. Gibson, Oxford: Oxford University Press.

Tuncay, M. (1983) “Tiirkiye Cumbhuriyeti’nde Siyasal Diisiince Akimlar1”
Cumhuriyet Donemi Tiirkiye Ansiklopedisi, Cilt: 7, Istanbul: Iletisim.

Ucakan, M. (1977) Tiirk Sinemasinda fdeoloji, Istanbul: Diisiince Yayinlari.

205



Ulusay, N. (2004) "Giiniimiiz Tiirk Sinemasinda 'Erkek Filmleri'nin Yiikselisi ve
Erkeklik Krizi", Toplum ve Bilim, 101(Gliz): 144-161.

Vardar, B. (2005), “ 'Bir Tiirk’e Goniil Verdim': Uluslasma Siireci ve Ulusal
Sinema Arayislar1”, in Tiirk(iye) Kiiltiirleri, eds. G. Putlar, T. Erman, Istanbul:
Tetragon.

Walby, S. (1986) Patriarchy at Work: Patriarcha and Capitalist Relations in
Employment, Cambridge: Polity Press.

Walby, S. (1992) Theorizing Patriarchy, Cambridge: Basil Blackwell.

Walker, J. (1984) “Psychoanalysis and Feminist Film Theory: The Problem of
Sexual Difference and Identity”, Wide Angle: A Film Quarterly of Theory,
Criticism and Practice, 6(3): 16-23.

Welsch, J. R. (1987) “Feminist Film Theory/Criticism in the United States”,
Journal of Film and Video, 39(Spring): 66-82.

White, P. (2000) "Feminism and Film", in Film Studies: Critical Approaches,
eds. J. Hill & P. C. Gibson, Oxford: Oxford University Press.

Witz, A. (1997) “Women and Work”, in Introducing Women’s Studies, eds. V.
Robinson & D. Richardson, London: Macmillan Press.

Yaylagiil, L. (2004) “1960-1970 Donemi Tiirk Sinemasinda Diisiince Akimlar1”,
in Sinemada Anlati ve Tiirler, eds. F. D. Kiiciikkurt & Ahmet Giirata, Ankara:
Vadi Yayinlari.

Ziircher, E. V. (1993) Modernlesen Tiirkiye 'nin Tarihi, Istanbul: Tletisim.

206



APPENDICES

APPENDIX A:

LIST OF FILMS!

(in historical order)

1. GECELERIN OTESI (Beyond the Nights) - 1960

Director : Metin Erksan u E L t Lt h l N U'IES i

Screenplay : Metin Erksan

KADIR SAYUN

Cinematography : Rafet Siriner

Cast : Hayati Hamzaoglu,
Kadir Savun, Erol Tas,
Metin Ersoy, Suna
Selen, Oktar Durukan,
Suphi Kaner, Ziya
Metin, Yilmaz Gruda,
Maria Dolce, Senih
Okran, Osman Tiirkoglu,
Zeki Can, Nemci Oy,
Hakki Kivang, Mahmure
Handan, Tolga Yigin.

Production : Ergenekon F. (Nejat Duru)

Theme : The story of a truck driver, a textile laborer, two guitar
player who wants to escape to America and work there, a
jobless actor and a jobless painter.

! Biographical information of the films is extracted from Ozgii¢ (1998).
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Awards

Notes

: The Second Turkish Film Festival (1961) - Metin Erksan

“Best Screenplay” (Members of the Juri: Burhan Arpad,
Baha Gelenbeli, Zeki Faik Izer, Orhan Hangerlioglu, Semih
Tugrul, Asude Zeybekoglu, Sabahattin Eyiiboglu, Haldun
Taner, Liitfi O. Akad, Vedat Ar).

Participated to Edinburg Film Festival (1961).

Questionarie made by Sinema Magazine among film critics
- “Best Film”; Metin Erksan “Best Director”; [Semli
Andak (Cumhuriyet), Hayri Caner (Aksam), Agah Ozgiic
(Sinema), Semih Tugrul (Kim), Metin Oner (Havadis),
Ciineyt Seref (Terciiman), Cetin A. Ozkirim (Yeni Sabah).

: After 27 Mayis 1960 military coupe there aroused a new

trend and a new way of thinking in Turkish cinema. The
name of this new cinematographic trend was “Social
Realism”. Its structure was based on the daily problems of
the people and the relations of people with the social
environment. Metin Erksan’s “Gecelerin Otesi” was the
first example in this regard.
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2. KIRIK CANAKLAR (Broken Dishes) - 1960

Director

Screenplay

Cinematography
Cast

Production

Theme

Awards

Notes

Memduh Un

Halit Refig, Lale
Oraloglu, Biilent
Oran (Adapted
from the play
“Tahta Canaklar”
by Edmund
Morris)

Turgut Oren
X . v IF K e
Lale Oraloglu, )
Riiya Giimiisata, ,
Turgut Ozatay, : N A K l. A
Mualla Kaynak,
Salih Tozan, Reha
Yurdakul, Engin
Deniz, Mahmura

Handan, Asim
Nipton, Niyazi Er,

Adnan Uygur.

: Be - Ya Film (Nusret Ikbal)

: The story of a laborer family which breaks apart by a gossip

and coming together when they know the truth.

: The Second Turkish Film Festival (1961) - “Best Film”;

Memduh Un “Best Director”; Lale Oraloglu “Best Actress”.
(Members of the Juri: Burhan Arpad, Baha Gelenbevi,
Orhan Hanceroglu, Semih Tugrul, Asude Zeybekoglu,
Sabahattin Eyuboglu, Haldun Taner, Liitfi O. Akad, Vedat
Ar).

. It was shown in “Berlin Film Festival”. The music was

from the film “Kings, Go Forth / Krallar Onde by Demler
Daves.
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3. OTOBUS YOLCULARI (The Bus Riders) - 1961

Director
Screenplay
Cinematography

Cast

Yapimevi

Theme

Ertem Goreg
Vedat Tiirkali
Turgut Oren

Ayhan Isik,
Tiirkan Soray,
Senih Orhan,
Salih Tozan,
Suna
Pekuysal,
Ahmet Tarik
Tekce, Reha
Yurdakul, Atif
Kaptan, Suphi
Kaner, Avni
Dilligil,
Diclehan
Baban.

Be - Ya.Film
(Nusret Ikbal)

ofobus
volcular:

AYHAN
ISIK
TURKAN
SORAY

] / e B
At KAPTAN - Abmet Tank TERGE - Avi LUlL - Sath TozaN %27 ™ [£
Suna PEKUYSAL - Suphi KANER - Diclohan BABAN ™o ™ /57
" Senih ORKAN - Reha YURDAKUL - Selahattin YAZBAN Vednt TOREAL!

The people of a poor district deceived by a contractor who
promised them to give better houses. The story is between
an intellectual bus driver who opposes this deceivement
and university student Nevin.
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4. YILANLARIN OCU (The Revenge of the Snakes) - 1961

Director

Screenplay

Cinematography

Cast

Production

Theme

Awards

Metin Erksan

Metin Erksan '
(Adapted from A
Fakir Bayburt’s

novel,
Yilanlarin Ocii)

Mengii Yegin

Fikret Hakan,
Nurhan Nur,
Kadir Savun,
Erol Tas, Ali
Sen, Aliye
Rona, Fikret
Ucak, Sadiye
Arciman, Hakki
Haktan

Be — Ya Film
(Nusret Tkbal)

The story of
Kara Bayram
who ploughs his land with his wife. One day peasant
Haceli starts to build a house just in front of his. Then their
fight begins.

Kartaca Film Days, Tunisia (1966) - “Seref Madalyas1™;
Cinema Critics 1961-1962 Season “Best Film; Metin
Erksan “Best Director”; Aliye Rona “Best Actress”; Erol
Tas “Best Actor”

[Giovanni Sognamillio (Aksam), Semih Tugrul (Hiir
Vatan), Cetin A. Ozkirim (Yeni Sabah), Tarik Kaking
(Vatan), Ciineyt Seref (Terciiman), Hayri Caner (Son
Havadis), Agah Ozgii¢ (Sinema), Erogan Tokatl (Sine —
Film), Rekin Teksoy (Atag).
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S. ACI HAYAT (Bitter Life) - 1962

Director
Screenplay
Cinematography
Cast

Production

Theme

Awards

Metin Erksan
Metin Erksan
Ali Ugur

Ayhan Isik,
Tiirkan Soray,
Ekrem Bora,
Nebahat Cehre,
Hiiseyin
Baradan,
Handan Adals,

Memduh Alpar.

Sine Film
(Musaffer
Aslan)

The story of
Mehmet who
was working as
a welder in a
shipyard and

becoming an important business man by chance and his
manicurist girl friend who had been raped by a wealthy

and spoiled man.

The First Antalya Film Festival (1964) - Tiirkan Soray
“Best Actress” and Ali Ugur “Best Cameraman”.

Sinema Ekspress questionnaire among film critics (1964) -
“Best Film”; [Dogan Piirsiin (Aksam), Tuncay Aksoy
(Artist), Vural Sozer (Pazar), Atilla Oguz (Perde), Agah
Ozgiic (Ses), Hayri Caner (Sinema Ekspres), Coskun
Sensoy (Ses), Giindiiz Seden (Son Saat), Remzi Tiiremen

(Sinema Ekspres)].
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6. SEHIRDEKI YABANCI (Stranger in Town) - 1962

Director
Screenplay

Cinematography

Cast

Production

Theme

Award

Halit Refig
Vedat Tiirkali

Cetin Giirtop,
Mengii Yegin

Goksel Arsoy,
Niliifer
Aydan, Talat
Gozbak, Reha
Yurdakul, Ali
Sen, Erol Tas,
Hasan Ceylan,
Orhan
Cubukcu

Be — Ya Film
(Nusret Tkbal)

|Cegissts
“HALIT REFIG
" GETIN GURTOP

The story of the mine engineer Aydin who rebels the

exploiting system by himself alone in a mine.

Chosen to be shown in Moskova Film Festival; Moskova

Film Festival.

Niliifer Aydan “Seref Diplomasi”

Questionnaire made by “Sinema Ekspres” (1964) “Best
Film in The Top Five Films of The Year”.
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7. UC TEKERLEKLI BiSiKLET (The Bicycle with Three Wheels) - 1962

Director

Screenplay

Cinematography

Cast

Production

Theme

Awards

Notes

Liitfi O.
Akad,
Memduh Un

Hiisamettin
Gonenli
(Vedat
Tiirkali)
(Narrated
from the
novel
“Sokaklarin
Cocugu” by
Orhan Kemal)

TEKERLEKLI avnan 11K
BiSi !SI'ET SEZER SEZIN

LOTFi AKAD
MEMDUH ON

Cetin Giirtop,
Mustafa
Yilmaz

Ayhan Isik,
Sezer Sezgin,
Kiigiik Kenan,
Senih Okran,
Sadettin Erbil,
Osman Alyanak, Reha Yurdakul, Ayla Kaya

Be — Ya Film (Nusret ikbal)

The story of a young fugitive who has been searched for
murder and washerwoman Hacer who could not hear a
word from her husband for three years.

Izmir Film Festival (1965) - “Best Film”; Sezer Sezin
“Best Actress” (Members of the Juri: Osman Kibar,
Ahmet Donmez, Fahri Erol, Ed Barber, Claudio Richet,
Vasly Pakmomo, Miinir Arisan, Ragip Haykir, Enver
Selay, Demirhan Altug, Ali Cemali, Nazif Duru, Nurhan
Nur, Suavi Sualp, Agah Ozgiic).

The shooting of the film could not been completed and
some part has been shot by Memduh Un.
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8. SUSUZ YAZ (Dry Summer) - 1963

Director

Screenplay

Cinematography

Cast

Production

Theme

Notes

Awards

Metin Erksan

Metin Erksan
(Narrated
from the same
story by
Necati
Cumali).

Ali Ugur

Hiilya
Kogyigit, Ulvi
Dogan, Erol
Tas, Hakki
Haktan,
Yavuz
Yalinkilig,
Zeki Tiiney

Hitit Film
(Metin

Erksan, Ulvi
Dogan)

The story of Kocabas Osman who lust after his brother’s
wife Bahar. Meanwhile he does not let the water which
emerges from his land to be used by the other farmers so
that their land faces the danger of drying out.

Pointing at water and woman passion in possession
extend.

Berlin Film Festival (1964) - “Best Film” (Reasoning:
making a film about the oldest story in the world in a

contemporary and very striking way); Berlin Film Festival
(1964) “The Golden Bear”.

Questionnaire made by “Sinema Ekspres”, “Best Film in
The Top Five Films”; Hiilya Kocgyigit “The Best Actress
of The Year”; Erol Tas “The Best Actor of The Year”.
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9. SAFAK BEKCILERI (Dawn Guards) - 1963

Director . Halit Refig
Screenplay : Halit Refig,
Sadik Sendil

Cinematography : Kenan Kurt

Cast . Goksel Arsoy,
Leyla Sayar,
Ekrem Bora,
Niliifer
Aydan,
Ahmet Tarik
Tekee,
Hiiseyin
Baradan,
Miimtaz Ener,

MUMTAZ ENER HUSEYIN BARADAN meji: HALIT REFIG
. OKTAY MENTES SAMI HAZINSES
Sam-l NECDEY TOSUN Hamera KENAN KURT

Hazinses,
Necdet Tosun, Dogan Arsoy, M Basaran, Oktay Mentes.

Production . Goksel Film (Goksel Arsoy)

Theme . The love story of an air force first lieutenant and a
daughter of a landlordw.

Notes :  Dedicated to Turkish Air Force.
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10. DUVARLARIN OTESI (Beyond the Walls) - 1964

Director

Screenplay

Cinematography
Cast

Production

Theme

Awards

Orhan Elmas

Turgut
Ozakman,
Vedat Tiirkali
(Adapted
from a play
by Turgut
Ozakman).

Turgut Oren

Belgin Doruk,
Tanju Giirsu,
Ozden Celik,
Erol Tas,
Hayati
Hamzaoglu

e DUVARLAR! N
el s OTES|

Topatan,
Feridun

Colgecen, Ali Sen, Reha Yurdakul, Ersun Kazancel,
Ahmet Turgutlu, Ali Ulubay, Fikret Ugak.

Anit Film (Tanju Giirsu)

Story of seven death sentenced prisoner who escapes from
prison and kidnaps the daughter of a wealthy business
man.

The Second Antalya Film Festival (1965) - Erol Tas
“Supporting Actor”.
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11. GURBET KUSLARI (Birds in Exile) - 1964

Director

Screenplay

Cinematography

Cast

Production

Theme

Awards

Halit Refig ™ T

Orhan Kemal, 1ANJU  Fitin OIDEN
Halit Refig AKIN  CELIN
(Adapted f
from the play
“Ocak” by
Turgut
Ozakman).

PERVIN

Cetin Giirtop

Tanju Giirsu,
Filiz Akin,
Ozden Celik,
Pervin Par,
Ciineyt Arkin,
Onder Somer,
Sevdag
Ferdag,
Miimtaz Ener, || B® . ‘

Hiiseyin W MUADELE NI | oSt
Baradan, Giilbin Eray, Danyal Topatan Madalet Tibet.

b SEVDA
SONER  ERDAG

Artist Film (Recep Ekicigil)

The family migrates from their small town to so called
“Golden City” Istanbul. Eventually the family breaks
apart.

The First Antalya Film Festival (1964) - “Best Film”;
Halit Refig “Best Director” (Members of the Juri: Dr.
Avni Tolunay, Bn. Tolunay, Burhanettin Onat, Prof.
Ismail Hakki Onay, Hadi Yaman, Faruk Keng, Selahattin
Burckin, Mustafa Yiicel).
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12. HIZLI YASAYANLAR (The Men Who Live Fast) - 1964

Director
Screenplay

Cinematography

Cast

Production

Theme

Nevzat Pesen
NEVIAT PESEN -

[lhan Engin

Manasi
Filmeridis

Ayhan Isik,
Pervin Par,
Ekrem Bora,
Turgut Ozatay,
Kadir Savun,
Diclehan
Baban.

Pesen Film
(Nevzat Pesen)

The film is
about the lives
of four long

distance truck “Sl'l“l‘n
driver driving [ peayiupAR EXRENBORA TURGUT OIATAY KADIR SAVON
between -

Istanbul and Ankara. They load the evening press of the

papers to their trucks and carry them to Ankara and also
distribute them to the other provinces on their way. The

only thing they are asked for is to get Ankara within in 5
hours with no accident and this requires an extreme fast

driving.
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13. KIZGIN DELIKANLI (The Angry Young Man) - 1964

Director
Screenplay
Cinematography

Cast

Production

Theme

Ertem Goreg
Vedat Tiirkali
Cetin Giirtop

Goksel Arsoy,
Tiirkan Soray,
(Efgan
Efekan?),
Hiiseyin
Baradan, flhan
Hemseri,
Miimtaz Ener,
Suna Pekuysal,
Sami Hazinses,

Hiiseyin Peyda.

Goksel Film
(Goksel Arsoy)

The family

usurps the peasants’ land with the help of perjurers and the
peasants resists and tries to take their land back.
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14. KARANLIKTA UYANANLAR (Those Who Get up at Dawn) - 1964

Director
Screenplay

Cinematography

Cast

Production

Theme

Notes 1

Notes 2

Awards

Ertem Goreg
Vedat Tiirkali

Turgut Oren,
Mahmut
Demir

Fikret Hakan,
Ayla Algan,
Beklan Algan,
Tiilin Elgin,
Kenan Pars,
Miimtaz Ener,
Tolga Tigin,
Ersun,
Kazancel.

Filmo Ltd.
(Beklan
Algan)

After the deatf
of his father the young man takes control of the paint
factory. The struggle story between this young man who is
in the side of the workers and the workers of the factory.

With the contribition of Tiirk — Is Labour Union and
Marshall Paint Factory.

It is the first labor strike and labor movement film. Banned
by the censorship committee then later on freed and
distributed.

The Second Antalya Film Festival (1965) - “Third Best
Film”; Vedat Tirkali “Best Screenplay”; Nedim Otyam
“Best Music”.

Questionnaire made by Ses Magazine among film critics
(1965) “The Best of Top Five Films” (Semih Tugrul,
Cetin A. Ozkirim, Tarik Kaking, Rekin Teksoy, Coskun
Sensoy, Selmi Andak, Giovanni Scagnamillo).

“Top Ten Film of 1965-1969” As Magazine; “10th Best
Film” with “Namusun I¢in” by Memduh Un.
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15. KESANLI ALI DESTANI (The Legend of Ali of Kesan) - 1964

Director

Screenplay

Cinematography

Cast

Production

Theme

Awards

TURKIYEDE VE AVRUPADA
Atlf Yllmaz MILYONLARIN SEYRETTIGi

HAKIiKi

Auf Yilmaz . Q‘ KE AN ll Al'
(Adapted from a R 5‘5? . s I
Musical ». _ ‘i DE

Comedy by ) STANI

Haldun Taner) i * Eser: HALDUN TANER
&

Miizik: YALCIN TURA

Cetin Giirtop

Fikret Hakan,
Fatma Girik,
Hayati
Hamzaoglu,
Mualla Siirer, =
Feridun ::?F YILMAZ
Colgecen, ;
Hiiseyin
Baradan, Danyal
Topatan,
Aydemir Akbas,
Orhan Elmas,
Osman Alyanak, M. Ali Akpinar, Sami Hazinses, Siiha
Dogan, Esref Vural, Miiriivvet Sim, Hayri Caner, Aziz
Basmaci, Faik Cogkun, Osman Tiirkoglu.

Giin Film

The tough guy Kesanli Ali won the election for he head of
the village by force. The story is about him and his lover
Zehra.

The Second Izmir Film Festival (1965) - “Second Best
Film”; Yal¢in Tura “En Basarih Miizik”, Fikret Hakan
“Best Actor”.

The Second Antalya Film Festival (1965) “Second Best
Film”; Atif Yilmaz “Best Director”’; Fatma Girik “Best
Actress”.
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16. SUCLULAR ARAMIZDA (The
Guilty Ones are Among Us) - 1964

Director
Screenplay
Cinematography

Cast

Production

Theme

Awards

Metin Erksan
Metin Erksan
Mengii Yegin

Belgin Doruk,
Tamer Yigit,
Ekrem Bora,
Leyla Sayar,
Erol Tas, Atuf
Kaptan, Giilben
Alpkaya, Hakk1
Haktan.

Birsel Film

The story of a
stolen fake
necklace and

BELGIN DORUK
TAMER ViGIT
FHREM BORA
LEYLA SAVAR

@ujion semesye METIN ERHSAN

the people who live in a totally different neighborhood and
complicated incidents happen.

The Second izmir Film Festival (1965) Metin Erksan
“Best Director’’; Milano Film Festival (1965) “Best Social

Realist Film”.
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17. HAREMDE DORT KADIN (Four Women in A Harem) - 1965

Director
Screenplay

Cinematography

Cast

Production

Theme

Notes

Awards

Halit Refig
Kemal Tahir

Memduh
Yiikman, Mike
Rafaelyan

Ciineyt Arkin,
Pervin Par,
Tanju Giirsu,
Niliifer Aydan,
Sami Ayanoglu,
Birsen
Menekseli,
Onder Somer,
Hiiseyin
Baradan, Ayfer
Feray, Devlet
Devrim,
Dursune Sirin,
Giilbin Eray,
Hiiseyin Peyda,
Rukiye Goreg.

TANID URSUPERV PR - =

NILUFER AYDAN < CUNEYT ARKIN

BIRSEN MENEKSELIAYFER FERAY
SAMI AYANOGLU * DEVLET DEVRIM

“!}SE_YIN BARADAN < GNDER SOMER

GULBIN ERAY = RUKIYE GOREG « DURSUNE SiAiN
Fsel Felm

Birsel Film (Ozdemir Birsel)

The story between an Otoman Pahsa who lives in his
pansion with his three wives and the nephew who is a
doctor and against the sultanate.

It was an experimental film about history. It has been
protested in “Antalya Film Festival” by some young
people for its being a leftist film. Antalya police forces
took control and the showing of the film could heve been

compited.

“Top Ten Film of 1965-1969” As Magazine The Fifth

Best Film.
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18. KIRIK HAYATLAR (Broken Lives) - 1965

Director

Screenplay

Cinematography

Cast

Production

Theme

Awards

Halit Refig

Halit Refig
(Adapted
from Halit
Ziya
Usakligil's
novel Kirk
Hayatlar)

Sevket
Kiymaz

Belgin
Doruk,
Clineyt
Arkin,
Nebahat
Cehre,
Onder
Somer,
Birsen
Menekseli,

BELGIN _ CUNEYT
DORUK * ARKIN

NESBAHAT CEHRE

ONDER SOMER

Hulusi Kentmen, Devlet Devrim, Meral Sayin, Nurlan
San, Memduh Un, Handan Adal.

Ugur Film (Memduh Un)

Story of a young doctor who enters a new environment
with his wife and two children after becoming rich.
Meanwhile he starts an affair with a woman from the high

society.

Gaziantep Film Festival (1965) - “Best Film”
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19. SEVMEK ZAMANI (A Time to Love) - 1965

Director :  Metin Erksan
Screenplay . Metin Erksan
Cinematography : Mengii Yegin

Cast . Miisfik
Kenter, Sema
Ozcan,
Siilleyman
Pekcan, Fadil
Garan, Adnan
Uygur, Kemal

Ergiiveng.
Production :  Troya Film
(Metin zamanl
Erksan) miigfik sema silleyman
kenter @zcan tekcan
Siriati yiacines!  moned robn
Theme ;' Man Works as

a wall painter
in a villa and
falls in love in a picture of a girl on the wall and later the
girl herself. This is the story of the passionate love of the
painter.

Awards : “Top Ten Film of 1965-1969” As Magazine “Second Best
Film”.
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20. HUDUTLARIN KANUNU (The Law of The Frontier) - 1966

Director

Screenplay

Cinematography

Cast

Production

Theme

Notes

Awards

Liitfi O. Akad

Yilmaz
Giiney, Liitfi
0. Akad

Ali Ugur

Yilmaz
Giiney, Pervin

Par, Erol Tas, ii N
PERVlN PAR y - mmn%

Tuncel Kurtiz,
Osman
Alyanak,
Atilla Ergiin,
Kadir Savun,
Hikmet
Olgun,
Aydemir
Akbasg, Tuncer
Necmioglu,
Enver : ’
Donmez, Danyal Topatan, Muharrem Giirses, Necati Er,
Ihsan Bayraktar, Nusret Ozkaya.

EROL 'I'A'.j FilM

IIIIIIlIIIiII‘III Kanunu

Dadas Film ( Kadir Keemen)

The story of smuggler Hidir (Yilmaz Giiney). He in fact
does not want to be one but could not resist the conditions
and dies by hitting a mine leaving his six years old son
alone.

“Hudutlarin Kanunu” has been banned three times by the
censorship committee then later on freed and showed in
public. It was the years when “National Cinema”
arguments were a hot topic and “Hudutlarin Kanunu” took
a considerable attention in this regard. “National Cinema”
was looking at the reality of the Turkish nation and its
problems. Thus it was about the Turkish literature, Turkish
stories, regional characteristics like folklore and human
behaviour. It was looking at and interpret all these as a
Turk in essence and manner. The film was an important
“National Cinema” example in Turkish cinema history.

The Fourth Antalya Film Festival” (1967) - “Second Best
Drama”; Yilmaz Giiney “Best Actor”.
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Questionnaire made by As Magazine among cinema critics
for 1965-1969 “Top 10 Films of 1965-69” — Best Film
(Ciineyt Seref, Hayri Caner, Nezih Cos, Turhan Giirkan,
Agah Ozgiig, Halit Refig, A. Kami Suveren, Erman
Sener).

Questionnaire made by “Yedinci Sanat Magazine” among
127 participants about “Top 10 Films of All Times 1914-
19727 “Possessing The National Characteristics for Its
Theme and Narrative Structure” Fourth Best Film.
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21. ANA (The Mother) - 1967

Director
Screenplay
Cinematography

Cast

Production

Theme

Liitfi O. Akad
Liitfi O. Akad
Cengiz Tacer

Tiirkan Soray,
Yilmaz Duru,
Erol Tas, Kadir
Savun, Osman
Alyanak,
Selahattin Igsel,
Hakki1 Haktan,
Asim Nipton.

Sahin Film
(Nami Dilbaz)

The story of
Dondii from
Black sea region
who escapes
with her son and

TURKAN SORAY

daughter from blood feud.
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22. KUYU (The Well) - 1968

Director

Screenplay

Cinematography

Cast

Production

Theme

Awards

Metin Erksan

erksan

Metin Erksan
(Narrated from
a true story
taken from a
newspaper)

Mengii Yegin,
Ali Ugur

Hayati
Hamzaoglu, Nil
Goncii, Demir
Karahan, Aliye
Rona, Osman
Alyanak,
Ahmet
Kostariga, T.
Fikret Ucak.

Ortak Film
(Necip
saricaoglu)

The desperate love story of Osman. He kidnaps Fatma
several times but Fatma refuses his love.

The First Adana Film Festival (1969) - “Best Film”’; Metin
Erksan “Best Director”; Hayati Hamzaoglu and Aliye
Rona “Supporting Actor and Actress” (Members of the
juri: Kemal Tahir, Nusret Ikbal, Turhan Giirkan, Orhan M.
Ariburnu, Alim Serif Onaran, Neset Giinal, Sema Ozcan,
Biilent Erkmen, Yal¢in Remzi Yiire§in, Zeki Yiiziiak,
Kasim Ener).

“Top Ten Film of 1965-1969” As Magazine “7th Best
Film”
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23. BiR TURK'E GONUL VERDIM (I Loved A Tiirk) - 1969

Director . Halit Refig AN £ (S .,
Screenplay :  Halit Refig R < . y ‘“1 ﬂ ENDER 1

a true story)
Cinematography : Cengiz Tacer

Cast . Eva Bender,
Ahmet Mekin,
Bilal Inci,
Seden
Kiziltung,

Aynur Akarsu, b Z r

Kazim Kartal. :,; T “ R Ke
goniil==

-d verd: m =

Theme : Thestoryofa |g % *:. ” B
German : -4 '*‘
woman who . S \ A* i w il
comes to Turkey to look for her son’s father and Mustafa
who Works as a driver.

Production : Seref Film
(Seref Giir)

Awards . The Second Adana Film Festival - “Second Best Film”
and Seden Kiziltung “Supporting Actress”.
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APPENDIX B:

INTERVIEW WIiTH HALIT REFiG

Anemon Otel, Eskisehir
28.07.2005

HALIT REFIG: Kliseler var. Her klisenin altinda o kliseyi ortaya c¢ikaran bazi
seyler vardir. Ben hayatin siirekli tezatlarla dolu oldugu inancim tasidigimdan,
bir dogrunun mutlaka tezadinin da olduguna inanirim. Buna diyalektik diisiince
tarz1 diyebilirsiniz. Iste Gurbet Kuglarr’nda da ailenin doniisii fikri, bunu
kacinilmaz bir kader olarak filme koymak istemedim. Nitekim o aileye alternatif
baska bir 6rnek vardi; haybeci tipler. Ailenin kendi i¢inde, kardesler arasinda,
giristigi islerde hiisrana ugrayan kardeslerin yaninda, kendi giristigi islerde
basariya ulasmis goziiken bagka bir kardes daha vardi. Aile gidiyor ama baska
bir aile geliyor. Aym1 diisiincelerle, ailenin gitmesi degismiyor. Ailenin gitmesi
de sadece ailenin gitme kararina bagli degil, o da belli sarta bagli. Yani aileye
gelen gelin nispeten varlikli bir ailenin kizi ve belli bir sermaye yardimi —
gidilecek yerde is kurmak, yeniden is kurmak i¢in belli bir yatinm imkan da
saglandigi i¢in gidiyolar. Onun i¢in Gurbet Kuglari’nda ve diger gergcek¢i olma
gayretindeki filmlerimde de aym seyi yapmaya calistyorum. Meseleye tek
yonden, tek agidan bakmak meseleyi kendi tezatlarnn kendi celiskileri kendi

degisik alternatifleri igcinde gorebilmek.

HATICE YESILDAL SEN: Ama ozellikle o dénem filmlerini izleme imkani
yok.

232



H. REFIG: Simdi ben seyirciyle beraber diin Gurbet Kuglari’'n1 izlerken tabii dia
ile getirilen bir 6zelligi gordiim.' O dzellik tabii cevrildigi donem igin bir dzellik
degildi, ¢cevrildikten 40 yil sonra bir 6zellik haline geliyor. Nedir 0? 40 yil 6nceki
Istanbul. Bunun o zaman igin hi¢ bir 6zelligi yok. Bazi dostlarimizin orada
belirttigi gibi bu 6zellik belgesel bir boyut getiriyor. Yani iste Halic civari, o giin
herkesin gordiigii hali¢; Taksim civari, bogaz sahilleri... Ama bugiin
cevrildiginde bugiinkii Istanbul’u bilenler igin o farkli bir Istanbul. O zaman o

giin hi¢ hesapta olmayan bir belgesel boyut ortaya cikiyor.

H. Y. SEN: Bu donemin filmlerinden edindigim izlenim, bu filmlerin amacinin
sadece o donemin sorunlarini yansitmak degil, ashinda Tiirkiye'nin i¢inde
bulundugu duruma bir ¢éziim iiretmeye calismak oldugu yoniinde. En azindan
yonetmenlerin, o dénemin hemen hemen biitiin yonetmenlerinin kafasinda boyle
ciddi bir problem varmis gibi geldi bana. Yani sadece Oykii anlatmak degil
gercekten sorunlari anlatmak... Sorunlar1 anlatirken de soyle ciddi bir problem
tagiyorlar galiba: “Tiirkiye’yi biz nasil daha farklilastirabiliriz, nasil daha ileriye

gotiirebiliriz?”

H. REFIG: Simdi soyle ifade edeyim. Tiirkiye’de tabii sinemanin ortaya cikisi —
bu durumu her vesile ile, her firsatta ifade etmeye calisiyorum, Tiirkiye’de
sinemanin olusumu diinyada bir tektir. Yani diinyada sinema iki farkli sekilde
olugmustur: Birinci model, biiyiik sanayi iilkelerinde — Amerika, 1ngiltere, Fransa
ve Almanya gibi, Ozellikle bu dort sanayi iilkesinde sanayi sermayesinin
sinemaya yeni bir sanayi alami olarak bakip sermayenin temin ettigi ileri
teknoloji ile yapilmis filmler var. Yani biiyiikk sermayenin, Amerika en tipik
ornek olmak iizere, yarattifi sinema Hollywood’tur. Buna alternatif model
olugsmustur, Sovyet devriminden sonra Sovyetler Birligi’'nde. Devlet eliyle
sinema, devlet destegiyle sinema ve Sovyet modeli 6zellikle Ikinci Diinya
Savasi’ndan sonra bir¢ok iilkeye model olmustur. Simdi bu durumda Tiirkiye’de
sinema ne Amerika ve diger sanayi iilkelerinde oldugu gibi biiyiik sermayenin
yarattigl yiiksek teknoloji ile meydana gelmistir, ne de Tiirkiye’de sinemanin

olusumunda devletin bir Onciiliigli olmustur. Devlet kiiltiir alaninda baska

! Halit Refig was invited to Eskisehir by Tepebas: Municipality for the auguration of the “Eski
Tiirk Sinemas1 Geceleri Programi, 27-30 July 2005.
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konulara ilgi gostermistir — bale, opera, tiyatro gibi.. Sinemay1 ilgi alaninin
disinda tutmustur. Tiirkiye’de sinemanin olusumu Tiirk filmi seyretme talebinde
olan seyircinin varligina dayanarak olmustur. Diistinebiliyor musunuz? Diinyada
bir tek sinema modeli var ki, film seyredildikten sonra ¢alisanlar iicretlerini
alabilsinler — seyirci sinemaya gidecek, bilet parasim1 ddeyecek, o paradan
rejisoriine, oyuncusuna parasi verilecek. Sadece giinlik yeme-igme gibi
masraflar1 karsilamak icin gereken kiigiikk bir sermaye ile film c¢ekilecek,
cekilmeye baslanacak. O zaman ne oluyor? Birinci ornekte, biiyiikk sermayenin
yaptig1 filmlerde, biiyiilk sermayenin seyircisine kabul ettirmeyi diisiindiigii bir
ideoloji meselesi var. Biiyiikk sermaye kitleye hitap ediyor ama kitleye hitap
ederken o kitleyi kendisine isyan edecek degil, kendisine uyumlu olacak bir kitle
haline getirmeyi hedefliyor. Devlet eliyle yapilan filmlerde ne oluyor? Aym
sekilde devlet kitleye hitap ederken, gene kitleyi kendi ideolojisine, kendine
uyumlu hale getirebilecek filmler tasarliyor. Tiirkiye’de ne biiyiik sermaye ne de
devlet onciiliigii oldugu icin, yani sinema dogrudan dogruya halka dayandigi
icin, Tiirk filmi yapanlar “halk neden hoslanir, halkin bir filmde etkilendigi
kiiltiir degerleri, manevi degerler, ortak toplumsal meseleler nelerdir?” onlar1 ne
kadar yakalayabilirse, o Olciide seyircisiyle saglam bag kurabiliyor. Dolayisiyla
burada sinemanin seyircisine empoze ettigi bir sey yok; sinema, seyircisine
kavusabilmek i¢in seyircisinin diinyasi, ruh diinyasi, manevi diinyasi, kiiltiir
diinyasi, onu yakalamaya calistyor ki ona ulasabilsin, filmini seyrettirebilsin,
seyredilen filmden o da gecimini temin edebilsin. Birakalim yabanci
arastirmacilari,  Tiirkiye’deki — arastirmacilar  tarafindan  bile  yeterince
incelenmemis bir sistemdir bu. Ciinkii Tiirkiye’deki arastirmacilarin da biiyiik bir
cogunlugu Tiirkiye’nin sartlarim Bati iilkelerinin sartlarindan farkli gérmek
egiliminde degildirler. Bati’da ne oluyorsa —efendim iste, Bati’da siniflar mi1 var?
Bati’da feodal toprak sahipleri, topraksiz koyliiler, fabrika kuran sermaye
sahipleri, o fabrikada calisan emekgiler.... simdi disaridan bakildiginda bunlar
andiran bazi seyler var Tiirkiye’de ama tam olarak bunlar degil. Iste Tiirk
sinemasinin olusumu da o farktan meydana gelen birsey. Ama dedigim gibi, ne
yazik ki bugiine kadar Tiirkiye’de sinema {istiine arastirma yapanlar arasinda,
Tiirkiye’nin Bati’dan bu farkli 6zelligini dikkate almak isteyen, g&zoniinde

tutmak isteyen aragtirmaci ¢ok fazla ¢ikmadi.
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H.Y. SEN: Biraz aldigimiz egitim de bizi yonlendiriyor...

H. REFIG: Tabii ¢cok dogru. Aldigimiz egitim yonlendiriyor, ayrica dyle ki... cok
cok onemli bir noktaya parmak bastiniz. Bugiin kidemli olmayan arastirmaci, bir
bilim insam1 eger bir master tezi yapiyorsa, bir doktora tezi yapiyorsa

kidemlilerinin kriterlerini gézoniinde tutmak zorunda, yoksa sinifta kalir.

H. Y. SEN: O donemde sinema ve edebiyat iligkisi ¢cok giiclii, sonrasinda bu

iligki biraz bozuluyor hatta simdilerde...

H. REFIG: Simdi o dénemde Tiirk sinemacilari ile edebiyatgilari arasindaki iliski
de aym esaslara dayandigt zaman saglam ve verimli. Aym esaslara
dayanmiyorsa, ya hi¢ kurulamayan iligkiler ya da sonugsuz kalan iligkiler... O
ne? Ayni esas nedir? Bundan kastimiz, bizim toplumumuzun gercegi nedir?
sorusu. Simdi bu acidan bakildiginda, popiiler romancilar var. Popiiler
romancilar “Bizim toplumumuzun gercegi nedir” {izerine teorik olarak
diisinmemigler. Diyelim ki, kadinlara roman yazan Kerime Nadir’ler, Fazil
Tahsin’ler... erkeklere yazan Esat Mahmut’lar —bunlar bu konuya teorik olarak
fazla yaklasmamislar. Diyelim, benim kadin okuyucum nelerden hoslanir, benim
erkek okuyucum nelerden etkilenir? — buradan yola ¢ikarak popiiler roman tarzi
tiretmigler. Evet, sinemacilar bu romanlarla gayet kolay yakinlastilar. Bilingli
edebiyat¢ilardan ise, diyelim ki, Orhan Kemal sinemayla gayet i¢li dish
olmustur. Ciinkii neden? O da toplumla ilgili bir yazar. Gozlemledigi toplumsal
cevreyi dile getiriyor. O toplumsal ¢evreyi miimkiin oldugu kadar gercekgi bir
sekilde dile getirmeye calisiyor. Veyahut Kemal Tahir. O da “toplumun gergegi
nedir?” sorusuna kendini adamig bir yazar. Dolayisiyla burada, diyelim ki Orhan
Kemal gibi, Kemal Tahir gibi yazarlarla, hatta Tiirk folklorundan hareket eden
Karacaoglan, Alageyik benzeri konularda Yasar Kemal gibi yazarlarla da belli
donemlerde c¢ok yakinlasmalar oldu. Ama bugiine gelince sinemada da,
edebiyatta da Bati’dan gelen bireycilik meselesi ¢ok agirlikli. Bugiin
edebiyat¢ilarimizin cogunlugu bireyi ele alma ve bireysel olma ¢abasinda; kendi
duyduklari, kendi diisiinceleri, kendi i¢ diinyasi ile ilgili kitaplar yazmaktalar.
Filmciler, bagimsiz film yaptig1 ifade edilen sinemacilar da, kendi bireysel
diinyalarini, kendilerinin duygusu nedir, diisiincesi nedir? bunlara yonelmisler;

arada boyle bir bulusma noktasi oldugunda, diyelim ki “Anayurt Oteli’nde

235



oldugu gibi, dyle bir noktada bulusup ondan sonra bir daha goériisme ihtiyaci
kalmayabiliyor veya hicbir araya gelinmeyip herkes kendi diinyasinda, herkes

kendi duygulari neyse onu yazmak, onu film yapmak yolunu secebiliyor.

H. Y. SEN: Sizin filmlerinizin o donemdeki diger yonetmenlerin filmlerinden
bazi farkliliklart oldugu diisiiniiliyor. Ornegin kadin sorunlarina siz
digerlerinden daha fazla egiliyorsunuz ya da bu sorun sizin filmlerinizde daha
belirgin bir sekilde ortaya cikiyor. Diin de zaten seyirciler ona giildiiler, en ¢ok

giildiikleri sahne Naciye ...

H. REFIG: Cok dogru bir tespit. Simdi ben psikiyatri ile ¢ok ilgilendim. Freud
ile daha sonra Jung ile cok ilgilendim. Ama temel olarak Freud ile. Ama kendi
istimde bir psikanaliz yapma gayretim olmadi. Ben kadin kisiliklerine ¢cok daha
fazla ilgi duydum. Benim de fark etmedigim bir oidipus kompleksi mi vardir,
onu bilemem. Ama bunu daha teorik bir yaklasima aldigim zaman, ben doga ile

cok yakimim. Kadlar erkeklerden ¢cok dogal.
H. Y. SEN: Daha dogal derken?

H. REFIG: Cok daha dogal! Erkeklerde kadinlara gore dogadan uzaklasma, doga
ile catisma, doga ile kavga temayiili daha fazla. Kadmlar dogurma
ozelliklerinden otiirii erkeklere gore cok daha dogal. Dolayisiyla kadin
davranislari, kadin zihniyeti bana ¢ok daha doga ile yakin gelmekte. Simdi bakin
mesela, seytan kavrami erkekte temsil olmustur; erkek seytanliga kadindan daha
yakin. Faust’a bakarsak mesela, seytanla isbirligi yapan Margaret degil fukara
Faust. Dolayisiyla ben bunu, yakin ¢evremde daha cok gézlemlemekteyim, kendi
hemcinslerim arasinda “kotiilitkk” kavrami ¢ok daha yaygin. Kadinlar arasinda da
kuskusuz aklin1 kotiiliige kullananlar var ama baktigimiz zaman onlarin ¢ogu
kadinhgin1 kaybetmis kadinlar. Yani erkeklesmis kadinlarda kétiiliik temayiilleri,
birisine nasil kotiilitk edebilirim, daha yaygin. Dogal kadin, kavgadan yana degil.
Ciinkii dogal kadin, doga ile barisik oldugu i¢in genelde temayiilleri onu ¢evresi
ile barnigik hale getiriyor. Hayvan sevgisine bakin 6rnegin; kadinlarin hayvan
sevgisinde bir sefkat vardir. Erkeklerin hayvan sevgisinde ise “benim kolem
olacak, 1sir diyecegim 1siracak, sunu yap diyecegim yapacak, atin iistiine bin

diyecegim binecek” vardir. Dogaya ilgimden otiirii kadinlarin erkeklerden daha
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cok dogaya yakin, insiyaklarinin, davranislarinin erkeklerden ¢ok daha dogal
oldugunu diisiinmiisiimdiir. Bu yiizden, kadin karakterler beni dramatik acidan

hep daha fazla ilgilendirmistir.

H. Y. SEN: Fakat psikolojik boyutundan 6te, sanki kadmlarin i¢inde yasadigi

sorunlar1 Tiirkiye’ nin i¢inde yasadig sorunlarla iliskilendirme ...

H. REFIG: Tabii tabii (giilimseyerek) cok dogru, cok dogru. Tabii tabii tabii...
Tabii ¢ok dogru... Mesela Cumhuriyet meselesi de ¢ok biiyiik dlciide bir kadin
meselesidir. Simdi Osmanli toplumu sanayi devrimini gerceklestiremedi. Bir
tarim toplumu olarak kurulmustu, ¢cok basarili bir tarim toplumu idi, bir tarim
toplumu modeli idi. O yiizden bir diinya devleti haline geldi. Ama Bati’da sanayi
devrimi olduktan sonra bati gilic kazanirken, Osmanl toplumu, tarim
toplumundan sanayi toplumuna gecemedi. Bu da Osmanlh toplumunun saf disi
kalmasim1 kacimilmaz hale getirdi. Cumhuriyet toplumu baglangicindan itibaren
Osmanli toplumunun neden varligin1i devam ettiremediginin bilincinde
oldugundan sanayilesme hareketine girmeye c¢alisti. Fakat Tiirkiye’de Bati’da
oldugu gibi sanayilesme hareketini gergeklestirecek bir sermaye birikimi
olmadig1 i¢in bu sanayi hareketinin gerceklesmesi gecikti. Ama biitiin bu
gecikmeye ragmen kadinlarin erkeklerle esit haklara sahip olmasi sanayi devrimi
ile olmustur. Tiirkiye’de sanayi devrimi olmadan kadmlarin erkeklerle sosyal
esitlik hareketi basladi. Adeta kadina o haklar1 vererek sanayilesmeyi kadinin
saglamasina bir umut baglanmis oldu. Artik bugiin, Tiirkiye bir sanayi toplumu
haline gelmistir. Bunu su konustugumuz Eskisehir’de gérmek miimkiin. Bundan
40 y1l dnce Eskisehir tipik bir tarim toplumu iken, bugiin Tiirkiye’nin 6nde gelen
bir sanayi bolgesi. Ve bugiin Eskisehir, diin sinemadaki seyirce toplulugu olsun,
otelde calisan kizlarin halleri tavirlari olsun, sokaklara baktigimiz zaman...
Eskisehir’de, merkezde, kadinin durumu herhangi bir sanayi iilkesindeki kadinin
durumundan farkli degil; kilik-kiyafetler, davramglar... Bati’da Once sanayi
devrimi gergeklestirildi, sonra kadinlar erkeklerle esit haklara sahip oldular.
Tiirkiye’de ise bu tersine oldu, bizim Bat1 ile her isimizde oldugu gibi. Asir bir
kadin fanatigi olarak Tiirkiye’nin sanayilesmesinde de kadinlarin katkisinin

bilyiik olduguna inaniyorum. Bugiin sanayi kuruluslarinin bir ¢ogunun basinda
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kadinlar var. Tipik orneklerden biri, Sakip Sabanci’nin yerini Giiler Sabanci’nin

almig olmasi.

H. Y. SEN: Din meselesi sizin filmlerinizde daha cok yer aliyor, ama sanki
Tiirkiyeli olmanin, bu topraklara ait olmanin ya da kiiltiiriin bir pargasi olarak
kullanilmis. Bu 6zelligi simdi daha farkli okumaya kalkanlar, muhafazakarlik

olarak yorumlayabilirler ama ben ...

H. REFIG: Cok dogru, ¢ok dogru, ¢ok dogru... Benim filmlerimde, keskin
Baticilar beni iste dini gericilikle falan suglarlar, ama tespitiniz ¢ok dogru, ¢cok
memnun oldum. Ben simdi din meselesini Tiirkiye’nin bir sosyal, kiiltiirel
gercegi olarak kabul ediyorum. Din meselesi sadece ibadet meselesi degil; bu bir
toplumsal kiiltiir meselesi. Simdi gene Bati’ya bakalim; Bati’da bir ateist bile
kilise olmadan hicbir sosyal hizmetini gordiiremez. Bati’da kiliseler sosyal
diizenin merkezleridir. Yani dogdugu zaman kaydi kilisede olacak; kilisede
kaydi olmayan bir Batili vatandas olamaz. Evlenecegi zaman kilisede olur, tabii
ki cenazesi de. Velhasil kilisede kaydi olmayan Batili, o toplumun iiyesi olamaz.
Ateist olsa bile, ateist bir batili bile, ibadet etmeyen bir batil1 bile suur dis1 olarak
bir¢cok diisiincesinde, bircok davranisinda o hiristiyan iilkenin tezahiirlerini
gosterir. Bunu en belirgin, en keskin sekilde ifade eden Jung’dur, kolektif
bilincalt1 diye. Iste bu kolektif bilincalti Bati’'nin genel Kkiiltiiriinii olusturan
seydir. Ister imanli bir Hiristiyan olsun, ister ateist olsun, onlar ortak bir
bilingaltina sahiptir. Onun i¢in biz Bati ile iliskilerimizde, efendim Hiristiyan
demokratlar farkli, demokratlar farkli, yok Oyle birsey. Ortak bilingaltina
sahipler. Bunu ilmen onlar tespit etmisler. Bu bizde de ayni. Ister imanl bir

Miisliman, ister ateist ...

(Kasetin B yiizii - devam) O zaman Tiirkiye’nin sorunlarim diisiiniirken, o
meselelerin degerlendirilmesinde, toplumsal meselelerin degerlendirilmesinde
din unsurunu, Islam unsurunu hesaba katmamak bizi ¢ok yanlislara gétiiriir. Bu
gercedi gercegi bilmek o insam ibadetin biitiin gereklerini yerine getirmesini
gerektirmeyecegi gibi, dinsiz olmak iddiasi da gerekli degildir. Yani bu bir
gercekcilik meselesidir. Din Bati’da kendi ozellikleri i¢inde oldugu gibi, bizim
toplumumuzda da bizim toplumumuzun kiiltiiriiniin, toplumsal yasam tarzimizin

kaynaklarindan biridir. Bu gercegi bilmeden, bu gercegi dogru degerlendirmeden
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ben sahsen Tiirkiye’de toplumsal sorunlara dogru karsililar bulunabilecegi
goriisiinde degilim — bu bir. ikincisi, din diigmam, Islam diisman1 hicbir siyasi

partinin Tiirkiye’de iktidar olmasina ihtimal vermiyorum.

H. Y. SEN: O donemin sinemacilart sadece sinemact degil, aydinlar. Sonra ne

oldu?

H. REFIG: Tiirkiye’de, Cumhuriyet doneminden bahsediyorum, gesitli i¢ ve dis
etkenlerin, bunlardaki degisikliklerin meydana getirdigi ¢esitli donemler vardir.
Tiirkiye Cumhuriyeti esas olarak Bati’ya karsi bagimsiz olma miicadelesidir.
Fakat Bat1 ile miicadele sonunda Osmanli’y1 yikmis, ardindan Tiirkiye kendi i¢
gercekleri ile dis gercekler arasinda hep belli bir denge kurmak zorunda
kalmistir. Bu dengeler arasinda kendi i¢ gerceklerinin daha agir bastig1 donemler
olmustur, bu donemlerde tabii daha ulusal siyasetler, iste en tipik ornegi Istiklal
Harbi... Ama daha sonra, bilhassa 2. Diinya Savasi’ndan sonra, Sovyetler biiyiik
bir giic olarak ortaya c¢ikmis (Stalin donemi, Bogazlar, Kars-Ardahan
sorunlari...) ve Tiirkiye 1952 de NATO’ya girmis; bu dénemden itibaren
Tiirkiye’de sol diisiince keskin bir sekilde tehlikeli hale geldi, Amerikan
diisiincesi makbul bir diisiince haline geldi. Fakat 1960’lardan itibaren Kibris
meselesi dolayis1 ile Tiirkiye ile Bati arasinda siirtiisme meydana geldiginde
yeniden ulusalct diislinceler giiclendi. Bilhassa Kibris hadiseleri ulusalci
diisiinceleri giiclendirdi. Simdi Sovyet sistemi devam ettigi siirece Tiirkiye kendi
cikarlar ile Bat1 arasinda bir dengeyi koruyabildi. Fakat Ruslar Sovyet sistemini
tasfiye edince, Mezopotamya ve Kibris konularinda Bati ¢ok keskin sekilde
siyaset degistirdi. Bu keskin siyasette Bati, Tiirkiye’de devleti ulusal fikirleri,
ulusal kiiltiirii, ulusal sanati desteklememesi konusunda sikistirdi. Bugiin
Tiirkiye’de Cumhuriyet tarihinde en anti-ulusalct donemi yasamaktayiz. Bunun
en tipik ornegini TRT de gormekteyiz. Ozel kanallardan bahsediyor. TRT kamu
hizmeti esas1 iizerine kurulmustur. Bugiin devlet televizyonu 6zel
televizyonlarinin kotii bir taklidi haline getirilmistir. Bugiin TRT ye baktiginiz
zaman gosterdigi Amerikan filmleri sayis1 6zel televizyonlarin gosterdiklerinden
fazladir. Bugiin devlet televizyonu Amerikan bagimliligint 6zel televizyonlardan
daha ileriye gotiirmiis durumda. Ozel televizyonlar reyting kaygis ile halkla belli

bir bag kurmak zorunda olduklarindan, bir Olciide belli milli degerleri goz
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oniinde tutuyorlar. Ama TRT de, Cumhuriyet tarihinin en anti-kiiltiirel, en anti-
ulusal dénemini yasiyoruz. Bugiin Bati, Tiirkiye’yi kesin bir sekilde parcalamak
niyetinde. Kibris kesin bir sekilde alinmak isteniyor. Mezopotamya, Pontus
vardi, Kibris’ta ne ariyorsun? Bu durumda halkin ¢ogunlugunda bir uyanma
meydana gelecek, bu uyanma ilk silahli kuvvetlerde meydana gelecek ve

bugiinkii kumanda zihniyetini tasfiye decekler.
H. Y. SEN: Film ¢evirmeyi diistinmiiyor musunz?

H. REFIG: Simdi ben fikirlerimden tavizde bulunmak istemiyorum. Ben bugiin
gelecegi diisiinmiiyorum, am diisiiniiyorum. Am diisiiniince de benim inandigim
tarz sinemanin piyasast yok. Ben keskin ve sivri bir ulusalctyim. “Ulusal sinema

kavgasi”m yazdigim giinden bugiine diisiincelerimde higbir degisiklik olmada.
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APPENDIX C:

TURKISH SUMMARY

Bu calismada Tiirkiye’de 1960-1970 doneminde (iiretilen toplumsal gergekci ve
ulusal sinema akimina dahil filmlerden secilen ornekler kullanilarak dénemin

ataerkil diisiincesi, yapisi ve kaliplar1 analiz edilmeye ¢alisilmistir.

Kadin ezilmisligi ataerkillik gibi kapsamli bir kavram cercevesinde farkl
feminist yaklagimlar tarafindan degisik bicimlerde aciklanmistir. Toplumsal
diizenin elestirisi olarak kendini kuran radikal feminizme goére kadinlar ve
erkekler ayr1 birer simif olusturmaktadir. Evrensel bir kadin olma durumunu
tanimlayan radikal feminizme gore tarihteki en temel somiirii iliskisi erkeklerin
kadinlar1 sémiirmesine dayanmaktadir. Kadin bedeninin ve cinselliginin kontrol
edilmesine dayanan bu somiirii iligkisi biitiin toplumlarda goriilmektedir. ‘Kisisel
olan politiktir’ iddiasiyla ortaya c¢ikan, bu anlamda da daha O©nce
sorunsallastirilmayan 6zel alanin bir analiz birimi olarak feminist tartismalarin
icine dahil edilmesini saglayan radikal feminizm tarihselci olmayan ve evrensel

kadinlik durumuna dayali bakis acis1 nedeniyle elestirilmistir.

Marksizmin kadin sorununa bakisi kadinin ezilmisligini icinde bulundugu
sinifsal konuma gore degerlendirmesine dayanmaktadir. Bu yaklasim kapitalist
tiretim biciminin kadim1 6zel alana hapsettigini, kadmin kurtulusunun ise bu
alandan ¢ikip iiretim alanina dahil olarak emegini gergeklestirebildigi, isgiiciine
dahil olabildigi zaman kendiliginden ortadan kalkacagini ve temel sOmiiriiniin
cinsiyete dayali degil, emege dayali oldugunu iddia etmektedir. Bu anlamda
kadin sorunu agirlikli olarak {iiretim alaninda kadin emegi ve bu emegin

sOmiiriisii kavramsallagtirilmasi ile agiklanmaya calisilmistir.
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Sosyalist feminizm ise Marksist ve radikal feminizmin elestirilen yola c¢ikarak
kadin ezilmisligini iiretim ve yeniden iiretim alanlarinin i¢inde toplumsal cinsiyet
ve smif elestirisini icerecek bicimde ¢oziimlemeye calismistir. Bu yaklagim
icinde kapitalizm ve ataerkilligin tek bir sistem olusturdugu bu nedenle ikisinin
birlikte tek bir sistem gibi ¢oziimlenmesi gerektigini iddia eden goriis ‘tekli
sistem yaklasimi’ olarak adlandirilmaktadir. ‘Ikili sistem teorisi’ olarak
adlandirilan diger yaklasim ise kapitalizmin ve ataerkilliin iki farkli sistem
oldugunu ve birarada bulunma durumlarinin her zaman uyum icermedigini,
zaman zaman birbirlerini desteklerken zaman zaman da catisma icinde
eklemlenerek bir arada bulunduklarini iddia etmektedir. Kadin sorunu anlaminda
tarihsel olarak bakildiginda bu iki sistem arasindaki ¢atismanin kaynagimi kadin
emegine el konulmasi ve sOmiiriilmesinin hangi sistem tarafindan

gerceklestirilecegi olusturmaktadir.

Ikili sistem yaklasimi icinde yer alan Hartmann (1986) Marksizmin cinsiyet korii
olmasin1 ve radikal feminizmin tarihselci olmayan bakis acisini elestirerek
ataerkillik analizi yapmaya c¢alismistir. Ataerkilligin maddi temellini kadin
emeginin kontrol edilmesi olarak aciklayan Hartmann, erkeklerin kadinlarin
kendi emeklerini {icretli emek bi¢iminde gerceklestirmelerini engelleyerek

kontrol ettiklerini ifade etmektedir.

Ikili sistem yaklagimi icinde yer alan Walby (1990) ise ataerkilligi erkeklerin
kadinlarin {izerinde hakimiyet kurdugu, baski altinda tuttugu ve somiirdiigii
birbirleriyle iliskili toplumsal yapilardan olusan bir sistem olarak
tamimlamaktadir. Ataerkil tiretim bigimi, iicretli emek, devlet, siddet, cinsellik ve
din, medya egitim gibi kiiltiire] kurumlar ataerkilligi olusturan toplumsal yapilar
olarak tamimlanmistir. Walby’e gore indirgemecilik ve 6zciiliikkten kaginmak icin
goreceli olarak ©zerk olan bu yapilarin hepsi ataerkilligin analizine dahil
edilmelidir. Bu yapilara dayanarak kamusal ve 6zel alanda ataerkillik ayrimi
yapan Walby, 6zel alandaki ataerkilligin haneicinde gerceklestigini baba ya da
kocanin bireysel olarak kadin1 somiirdiigiinii belirtmektedir. Kamusal ataerkillik

ise kadin emeginin kamusal alanda kollektif olarak somiiriisiine dayanmaktadir.
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Kamusal ve 0zel alandaki ataerkillik sabit degismez bicimler degildir tersine
yukarida  bahsedilen ataerkil yapilarin  bu  alanlardaki  ataerkilligi
bicimlendirmektedir. Ataerkillik konusunda Walby’nin yaptig1 bu kapsamli ele
alis, filmler aracilign ile 1960-70 doneminde Tiirkiye’deki ataerkilli§i anlama

cabasinda oldukga yararli olmustur.

Bu calismada 1960-70 déneminin secilmesinin temel olarak iki nedeni vardir.
Birincisi bu donem Tiirkiye’de kadin tarihi ¢alismalan tarafindan ‘ihmal edilen’
bir donem olarak 6nemlidir. 1990’lardan sonra gelisen kadin tarihi ¢alismalar
daha ¢cok Osmanli Imparatorlugu’nun son donemleri ve Tiirkiye Cumhuriyeti’nin
ilk donemleri iizerine odaklanmistir. Siyaset alaninin belirleyiciliginde gelisen bu
caligmalar kadinin vatandas olarak kabul edilebilmek {iizere verdigi kimlik

temelli miicadeleri konu edinmistir.

Tiirk sinemasinin bu donemde gecirdigi degisim ve doniisiimlere bakildiginda bu
donem sinema tarihi acisindan da belirgin 6zelliklere sahiptir. Oncelikle bu
donemi Tiirk sinemasinin iiretim ve gosterim anlaminda kendi tarihi icinde en
cok kitlesellistigi donem olarak degerlendirmek miimkiindiir. Bunun yam sira
sinema endiistrisi iginde yer alan aktorlerin siyasal ve toplumsal hayatla
iligkilerinin ¢ok giiclii oldugu ve bunun sinema yapma anlayislarina yansidigi bir
donem olarak da onemlidir. 1960’larda gelisen Toplumsal Gercek¢i Sinema,
Ulusal Sinema, Halk Sinemasi anlayislar1 ve tartismalari, 1970’lerde Devrimci-
Yeni Sinema ve Milli sinema akimlar1 seklinde devam etmistir. Bu akimlarin
herbirini yalnizca sanatsal anlamda bir durus, ifade etme ve iiretim seklinde ele
almak eksik bir degerlendirme olabilir. Bunlar ‘Tiirk sinemas1 nasil olmalidir’
sorunsalini, Tiirkiye’nin o donemde icinde bulundugu ekonomik, politik,

toplumsal kosullar cercevesinde ele almislardir.

Filmler, pozitivizmle baglar ¢ok giiclii olan, ondan beslenen resmi tarih anlayisi
tarafindan ikincil kaynak olarak degerlendirilen, bu anlamda giivenilirligi ve
gecerliligi sorgulanan tarihsel malzemelerdir. Feminist tarih yaziciliginin

temelde odaklandig1 pozitivizm elestirisinden yola c¢ikarak- ki bu elestiri
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pozitivizme dayali resmi tarih anlayisinin erkek bakis acisiyla iiretildigini iddia
etmektedir- filmlerin elestirel bir tarihsel malzeme olarak kullanilabilecegi

diistiniilmiistiir.

Kadin bakis acis1 sinema calismalart icinde olduk¢a yaygin olarak
kullanilmaktadir. Bu yaygin kullanilis bigiminde goztergebilim ve psikanalizin
hakimiyetini gérmek miimkiindiir. Feminist film calismalar1 tek tek film
oremklerinden yola cikarak evrensel bir kadin 6zneye ulagsmak i¢in kimlik ve
farklilasma iizerine odaklasmakta bu anlamda kadinlarin filmde 6zne olarak nasil
kuruldugu sorusunu sormaktadir. Psikanalize dayali feminist film analizi genel
olarak filmlerde kadinin arzu ve fetisin nesnesi olarak yansitildigim bu
yansitmada da erkek bakis1 hedeflendigi iddia etmektedir. Bu yaklasim tarihselci
olmadigi ve evrensel bir kadin kimligi kurma iddiasina dayandigi igin
elestirilmektedir. Ayrica kadin izleyicinin filmdeki kadin karakterlerle 6zdeslik
kurma disinda baska alternatif izleme bicimleri gelistiremeyecegi gibi bir
varsayimi barindirdigi icin de elestiriler almistir. GOstergebilime dayali feminist
film analizi ise daha ¢ok kadiin temsil edilmesini film bi¢imini etkileyen
mekan, 1siklandirma, kamera hareketleri ve bunun gibi Ogelerle aciklamaya

ogaklanmistir.

Genel olarak her iki yaklasim filmleri kendi iginde degerlendirdikleri,
tretildikleri ~ donemin  toplumsal, politik ve kiiltiirel oratm1 ile
iligkilendirmedikleri icin elestirilmislerdir. Bu calismada bu bakis acilan
kullanilmamis, onlarin yerine ataerkilligi yukarida bahsedilen kapsamli ele alma
hedefi cercevesinde filmlerin herbiri bir sosyolojik arastirma malzemesi olarak
ele alinmistir. Filmler iiretildikleri doneme ait toplumsal diisiinceyi, zihniyet
oOriintiilerini yansitan birer kiiltiir iiriinii olarak degerlendirilmistir. Bu anlamda da
evrensel kadin kimliklerine ulagma iddiasinin otesinde belirli bir donemin

ataerkil diisiincesini ve isleyisini anlamada olduk¢a 6nemlidirler.
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Bu calisma kapsaminda ele alinan donem iginde toplumsal gercekci ve ulusal
sinema akimlarindan elde edilen yirmiii¢ film arasindan on tanesi segilerek {i¢

baslik altinda analizi yapilmistir.

Ataerkil yapilarin krizi ve ‘erkeklik kaliplar’i baghigi altinda Metin Erksan’in
“Gecelerin Otesi” ve “Kuyu” filmleri ile, Nevzat Pesen’in “Hizl1 Yasayanlar”
filmi ele alinmistir. Bu filmler aym1 zamanda erkek olma durumuna ve erkekler

arasi iligkilere odaklanan “erkek filmleri” olarak degerlendirilmistir.

Ikinci grupta Orhan Elmas’in “Duvarlarin Otesi”, Metin Erksan’in “Ac1 Hayat”
ve “Suclular Aramizda” filmleri simf elestirisinin toplumsal cinsiyet boyutu
kapsaminda ele alinmistir. S6z konusu filmler iist sinif- burjuva sinif1 elestirisini
konu edinen, bu elestiriyi gerceklestirirken kadinin aragsal olarak kullanildigi

filmlerdir.

Son olarak ‘aile tasavvuru’nun yeniden iiretimine odaklanan filmler
incelenmistir. Halit Refig’in “Kirtk Hayatlar”, ve “Gurbet Kuslar1” filmleri,
Memduh Un’iin “Kirik Canaklar” ile Liitfi Akad’in “Ana” filmleri bu gruba
dahil olan filmlerdir. Bu filmler ailenin yasadigi kriz, coziiliisii ve yeniden

biraraya gelisini anlatmas1 ele alinmustir.

Bu filmlerde yer alan kadin karakterler temsil etikleri kadinlik durumuna gore ii¢
ayr1 grupta degerlendirilmistir. ik grupta yer alan ‘bagimsiz kadin’lar aile
kurumu icinde yer almayan bekar kadinlardir. ‘Aile tasavvuru’nu ifade edecek
olan higbir toplumsal iliskileri ve rolleri yoktur. Bu anlamda da varliklar1 tam
tersine herzaman bu tasavvurun kendisini tehdit edecek bicimde
gosterilmektedir. ‘Ehlilestirilmis kadinlar’ evli, anne, bekar ise hanenin namusu
korunmas1 gereken kizi, kizkardesi olarak verilmistir. Ataerkil yap1 i¢cinde nasil
davranmast gerektiginin, bu yapinin disina c¢ikmaya kalkistiginda nasil
cezalandirilacaginin farkina vardirilmis kadinlardir. Bu iki grubun ortasinda yer
alan kadimnlar ise ‘aile tasavvuru’'nun disinda davranmaya kalkistiklart icin

cezalandirilan ve hayatlar1 intihar ya da bir kaza sonucu son bulan kadinlardir.
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Buradan elde edilebilecek olan genel bir sonu¢ kadinlar i¢in toplumsal yagamin
icinde ‘aile’nin disinda tamimlanan bir konum ve iligki bi¢cimi olmadigidir. Bu
donemde iiretilen filmlerden elde ettigimiz bilgilere gore ataerkil diisiince ve bu
cercevede bicimlenen ataerkil yapi kadinlara ancak 6zel alan ig¢inde bir yer

tanimlamistir.

‘Erdemli erkekler’ ise sagduyunun sesi gibi goriinmekle birlikte aslinda filmlerde
ataerkil diisiinceyi dile getiren erkeklerdir. Diger erkeklere nasil erkek olmalar
ve kadinlara nasil davranmalar gerektigini dile getirirken, insanlik degerleri ve
ahlak sahibi bir birey olmanin ne anlama geldigini gerek yasam pratigi ve
gerekte diisiinceleri yoluyla anlatir erdemli erkekler. Gergekte bu degerler

aslinda ataerkil toplumsal yapinin iiriinleridir.

Bu anlamda bu ¢alisma kapsaminda erkekler arasi iligkiler ataerkil toplumsal
yapiy1, Ozellikle de bu yapinin nasil iretildigini anlamada ¢ok Onemlidir
(Kandiyoti, 1997). Bu iliskiler uyumlu bir iliski ¢ercevesinde ele alinmamis
aksine kendi i¢inde hiyerarasik bir yapiyi, simif farkliliklarimi barindiran ama
biitiin bu farkliliklarin 6tesinde erkek olmak noktasinda bir dayanigsma iceren
iligkiler olarak ele alinmistir (Hartmann, 1986). Bu nedenle erkeklerin birbirleri

ile kurduklari iligkiler ve bu iligskilerde ‘erdemli erkekler’in rolii incelenmistir.

Erkekler arasi bu dayanigsmanin bir sonucu olarak kadinin gerek evigi gerekse
icretli emegi, bedeni ve cinselliginin denetlenmesinde namus kavraminin
oynadigi rol; bu denetlemenin ve miidahalenin bir araci ve sonucu olarak kadinin

maruz kaldig: siddet, tecaviiz olgular incelenmistir.

Erkeklerin kadina wuyguladigi siddet mesru bir cezalandirma olarak
degerlendirilmektedir (Walby, 1990). Tiirkiye gibi erkek soyuna dayali, genis
aile icinde yash erkegin otoriteyi elinde bulundurdugu klasik ataerkilligin hakim
oldugu toplumlarda (Kandiyoti, 1997) bu cezalandirma namus kavrami ile
mesrulastirilmaktadir. Kadinin hem emeginin denetimi ve sOmiiriisii hem de

bedeninin ve cinselliginin denetimi kollektif olarak gerceklestirilmektedir. Bu
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anlamda kadinin namusu ve iffeti yalnizca kocas1 tarafindan degil, daha genis
akrabalik iligkileri yani sira mahalle ve komsuluk iliskileri cercevesinde
denetlenmektedir. Burada denetlemenin simirlarini ve simirlar cergevesinde
yapilacak olan tanimlamalar1 belirleyen seyin kendisi yukarida bahsedilen ‘aile
tasavvuru’dur. Bu tasavvurun belirledigi iliskiler icinde yer alan kadin namuslu
ve iffetli kadindir. Bu anlamda 1960-70 doneminde Tiirkiye’de ataerkilligin daha
cok 0zel alanda hakimiyetini korudugunu ve kadinlar1 bu alanda denetlemeye

calistigini sdylemek miimkiin gériinmektedir.
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