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Abstract

This study is an attempt to analyze how cinema as a new cultural practice opened a new space
for Ottoman Muslim upper-middle class women where they experienced modernization and
where they became active agents of modernization by being a part of the new urban centers
and the role they play in modernizing late Ottoman Istanbuli urban culture. This thesis then
focuses on women’s experience of cinematic spectatorship which gave them the opportunity
of enjoying the pleasure of looking and being visible in the public sphere as well as being a
part of consumer culture. Furthermore, the legal public regulations for cinema, the nineteenth-
century novels, and the women’s magazines constitute the sources of the thesis. To this end,
the thesis defines the role of cinema in and for modernization of Ottoman Muslim upper-

middle class women.
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Chapter 1- Introduction

1.1 Introduction

Ottoman Istanbul- Modernization, Cinematography, and Women (1896-1923) is a
study which traces women’s active participation in the urban cultural sphere of the late
Ottoman Istanbul. It examines cinema-going habits of women and their experience of
modernization process with a special focus on cinema. My inquiry builds on methodological
and theoretical insights derived from consumption studies, film and cultural theories,
modernization theories, urban studies and women studies. I claim that first, cinema-going as a
new cultural activity opened up a new space for women where they could enjoy being the
subject of the gaze of spectacle by watching movies; second, they became active agents of
modernization processes through participation in the urban cultural life. Cinema provided
Ottoman women with the opportunity to enjoy the pleasures of the city and the pleasures of

looking as modern individuals.

French illusionist of the Ottoman palace, Bartnard, held the first film screening of the
Ottoman Empire in the capital at the Yildiz Palace in 1896." The films screened in very early
years of cinematography were called as moving images rather than feature films. This
screening was organized for a closed audience of the Sultan’s family. According to the

memoirs of Sultan Abdiilhamit’s daugther, Sultan’s family enjoyed these one minute length

! Ayse Osmanoglu, Babam Abdiilhamit (My Father: Abdiilhamit), (istanbul: Giiven, 1960), 76
1
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moving images quite a lot. An Ottoman citizen Sigmund Weinberg a Polish origin merchant
run the first public screening in 1896 in Sponeck beer house located in Beyoglu where non-
Muslims constituted the majority of the population.” The film was was screened in this beer
house, L'arrivée d'un Train a la Ciotat , is one of the early movies of Lumiére Brothers.? In
the same year, cinema crossed over the Galata Bridge to Sehzadebasi (Fevziye Coffeehouse),
a neighborhood where mostly Muslim citizens of the Empire lived in.* In the following years,
cinema had spread out the entertainment centers of Istanbul.’ It became a way to pass leisure

time for both Muslim and non-Muslim citizens who lived in Istanbul.

This thesis aims to explore the cinematic spectatorship experience of different
categories of women in the Empire; not only Ottoman Muslim women’s but also the non-
Muslim women’s participation into the urban cultural life. The women belonging to these
categories are upper-middle class women who had access to education and print media. The
official state regulations on entertainment culture, representations of women in nineteenth-

century Ottoman novels and the articles about cinema-going culture published in the women’s

? The information about the first person who organzied the first public screening is a controversial issue.
Giovanni Scognamillo states that Sigmund Weinberg is the first person who run the screening in Sponeck beer
house in Cadde-i Kebir’de Sinema (Cinema in the Grand Street) on page 11. However, Nezih Erdogan claims that
a Frech painter Henry Delavallee organized the first public screening in Sponech beer house. See Nezih
Erdogan, “The Spectator in the Making: Modernity and Cinema in Istanbul, 1896-1928", in Orienting Istanbul:
Cultural Capital of Europe?, 131
*The Arrival of a Train at La Ciotat Station, directed by Lumiere Brothers, (1986; Paris. Societe Lumiere)
4 Scognamillo, Cadde-i Kebir'de Sinema (Cinema in the Grand Street), 13
> Scognamillo, Ibid, 14-16

2
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magazines are the main primary sources that I analyzed in this study.® With the help of the
primary sources, I will analyze the ways in which the Ottoman Istanbulite women defined the
leisure time, how they consumed the entertainment life, and what their place was in

modernizing Istanbul urban culture.

1.2. Literature Review

I consider cinema culture as a signifier of modern urban culture which has been
shaped by a modern understanding of leisure time and consuming practices. Thus, cinema
culture stands on the cross roads of urban studies and consumption studies in the larger
context of modernity. There are two main studies on the late Ottoman consumption practices
which are utilized in this thesis; namely, Rise of the Bourgeoisie Demise of Empire: Ottoman
Structure, Social Groups and Westernization by Fatma Miige Gogek and “Super
Westernization in Urban Life in the Ottoman Empire in the Last Quarter of the 19" C.» by
Serif Mardin.” Gécek’s pioneering book which utilizes a materialistic claim that “goods make
and maintain social relationships and fix the public meanings” tackles the consumption

practices and their effects on Ottoman society through the lens of the agency of materials and

®| have to limit my study to the sources written in Ottoman Turkish due to my lack of proficiency in other
languages of the Empire. While | have access to representations of non-Muslim women in the public sphere in
novels, when it comes to the women’s cinematic spectatorship experience, it can be said that my knowledge
and information is limited only to the Ottoman Muslim women since the magazines which are analyzed in this
thesis were produced in Ottoman Turkish. | could not find any non-Muslim names neither in the bibliography
pertaining tothe writers of the magazines nor neither in the name of the lists of the audiences of the
magazines.
’ Fatma Muige Gocek, Rise of the Bourgeoisie, Demise of Empire : Ottoman Westernization and Social Change
(New York : Oxford University Press, 1996); Serif Mardin, “Super Westernization in Urban Life in the Ottoman
Empire in the Last Quarter of the 19" c.,” 403-446

3
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materiality.® Although Mardin’s study cannot be classified under the title of Ottoman
consumption studies, his article scrutinizes the relationship between the consumption of
novels and literature characters within the modernization discourse of the late Ottoman
Empire. His work is yet another pioneering work in this field which opens up new

perspectives in order to establish a link between the Ottoman political and cultural history.

Moreover, recent studies such as “The Material Life of the Ottoman Middle Class” by
Toufoul Abou-Hodeib, “The Cultural Use of Consumption Negotiating Class, Gender, and
Nation in the Ottoman Urban Centers during the 19 Century,” by Haris Exertoglu, “Cheap
and Easy: The Creation of Consumer Culture in Late Ottoman Society,” by Elisabeth B.
Frierson introduce conceptual perspectives on consumption, material culture and everyday
life practices of Ottoman society from different centers such as Beirut, Istanbul and Smyrna
(Izmir).” Abou-Hodeib’s study explores the role of the materiality of objects in emergence of
middle class in the late nineteenth-century Ottoman Empire.'® Exertoglu considers the
concept of human needsand consumption practices as culturally constructed categories. His

article focuses on the consumption of the novels, newspapers and other means of

8 Gokeek, Rise of the Bourgeoisie, Demise of Empire : Ottoman Westernization and Social Change, 37
° Abou-Hodeib Toufoul, “The Material Life of the Ottoman Middle Class,” History Compass Vol.10 No.8 (2012):
584-595; Haris Exertoglou, “The Cultural Use of Consumption Negotiating Class, Gender, and Nation in the
Ottoman Urban Centers during the 19th Century,” International Journal of Middle East Studies Vol. 35, Issue 1
(2003),77-101; Elisabeth B. Frierson, “Cheap and Easy: The Creation of Consumer Culture in Late Ottoman
Society,” Consumption Studies and the History of the Ottoman Empire, 1550-1922: An Introduction, edited by
Donald Quataert, (Albany : State University of New York Press, 2000), 243-61
10 Abou-Hodeib, “The Cultural Use of Consumption Negotiating Class, Gender, and Nation in the Ottoman
Urban Centers during the 19" Century,” 585

4
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communications in the construction of new Ottoman identity in the nineteenth century.11
Frierson’s study engages with the comsumption of the novel and press media by Ottoman
upper-middle class women in the nineteenth-century Ottoman Empire. All these works
investigate the relationship between materiality, consumption practices and their cultural uses

by Ottoman society.

When it comes to Ottoman women'’s history; Serpil Cakir’s book which is based on
her PhD dissertation Osmanli Kadin Hareketi (The Ottoman Women’s Movement) is a
pioneering work which sheds light on the late Ottoman Women’s history with the help of
women’s magazines.'> Following the publication of her work in 1989, there has been an
increase in research on Ottoman women’s history focusing particularly on women’s
magazines. Although, he is not a specialist in Ottoman women’s history, Zafer Toprak’s
works on the Armistice period (1918-1923) also bring new aspects and historical frameworks
into Ottoman women’s history."® For instance, the research he conducted on Ottoman women
who worked as prostitutes during the war years is first in its kind. Moreover, the two
important academic works which he supervised, namely Fact and Fantasies, Images of

Istanbul Women in 1920s by Fatma Tiire and Fashion and Women in Istanbul of the Armistice

u Exertoglou, “The Cultural Use of Consumption Negotiating Class, Gender, and Nation in the Ottoman Urban
Centers during the 19th Century,”77-78
2 Serpil Cakir, Osmanl Kadin Hareketi (The Ottoman Women’s Movement), (Istanbul: Metis, 1994)
3 zafer Toprak, "Cumhuriyet Arifesi Evlilik Uzerine Bir Anket: Goriiciiliik mii? Gériisciliik mii? (A Survey Before
The Republic: Matchmaking or Dating?)," Toplumsal Tarih No. 50 (February 1988), 32 —34; “Genelevler (The
Whore Houses),” Diinden Bugiine Istanbul Ansiklopedisi (The Encyclopedia of istanbul from Yesterday to
Today). (Istanbul: Tiirkiye Ekonomik ve Toplumsal Tarih Vakfi, 1993), 392-393; “Istanbul’da Fuhus ve Ziihrevi
Hastaliklar (Prostitution and Sexually Transmissable Diseas in istanbul),” Tarih ve Toplum no. 39 (March 1987):
31-40.

5
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Period, 1918-1923 by Elif Mahir Ikbal are amongst the important contributions to Ottoman
women’s studies.'* Fatma Tiire’s work traces the image of Istanbulite women in the obscene
literature produced in 1920s. Ikbal focuses on the emergence and the consumption of fashion
by Istanbulite women during the Armistice, a period according to Ikbal when women gained
liberty and visibility compared to the earlier periods."” In addition to these works, there are
two more important studies on the late Ottoman women’s history. Ayse Zehra Enis’s MA
thesis Everyday Lives of Ottoman Women: Hamimlara Mahsis Gazete (Newspaper for
Ladies) (1895-1908) approaches the constrution of ideal Ottoman women identity in
Hanimlara Mahsiis Gazete (Newspaper for Ladies) which was published for thirty years by
mostly female editors.'® Elgin ikbal also has a smillar study: Inci (Yeni) Magazine (1919 -
1923): The Feminine Actuality during the Occupational Period which scritunizes the
dissemination and the perception of the women question as conceptualized by the producers

of Siis magazine who were Ottoman intellectual men.'”

All of these works use women’s magazines as their primary source, and through
women’s magazines they are drawing a picture of women’s everyday life in the late Ottoman

period in terms of their consumption practices, moralities, and actualities. As it can be seen in

" Fatma Tlre, Fact and Fantasies, Images of Istanbul Women in 1920s (Newcastle upon Tyne: Cambridge
Scholars Publishing, 2015); Elif Mahir ikbal, Fashion and Women in Istanbul of the Armistice Period, 1918-1923
(Unpublished M.A. Thesis, Bogazici Univeristy, the Atatirk Institute for Modern Turkish History, 2005)
B ikbal, Fashion and Women in Istanbul of the Armistice period, 1918-1923,127
16 Ayse Zeren Enis, Everyday Lives of Ottoman Women: Hanimlara Mahsds Gazete (Newspaper for Ladies)
(1895-1908), (istanbul: Libra Kitapgilik ve Yayincilik, 2013),2
v Elgin Ozkal, inci (Yeni) Magazine (1919 - 1923): The Feminine Actuality during the Occupational Period,
(Unpublished M.A. Thesis, Bodazici University History Department, 2007)

6
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the previous literature, the studies on Ottoman modernization and Ottoman women’s history
are mostly written with a focus on press and published media. There are few studies focusing
on the cinema and the modernization process of the Empire, and almost no study covers

women’s engagement with cinema in the late Ottoman Empire.

Despite the existence of a significant body of literature that scrutinizes the relationship
between Ottoman modernization and consumption practices with a specific focus on
literature, there has been a little focus on the theories of cinematography and its relationship
with Ottoman society until the last decade. The studies of Burgak Evren, Nijat Ozon, Ali
Ozuyar and Giovanni Scognamillo shed light on the early years of cinematography in the late
Ottoman period.'® The studies of these cinema historians mostly focus on the history of films.
The studies of Nezih Erdogan, Ozde Celiktemel-Thormen, and Meltem Gondem Otken
examine the early years of cinema in the Ottoman Empire within the context of modernization
theories.”” The studies of Ozuyar examine the official documents which are official

regulations on cinematography, and Ottoman magazines on cinematography and which

18 Burgak Evren, Tiirkiye'ye Sinemayi Getiren Adam: Sigmund Weinberg (The Man who Introduces the Cinema to
Turkey) (Istanbul: Milliyet Yayinlari, 1995); Nijat Ozon, Tiirk Sinemas Tarihi: 1896-1960 ( The History of Turkish
Cinema: 1896-1960) (Ankara: Vipart, 2003); Ali Ozuyar, Babiali’de Sinema (Cinema in the Sublime Porte);
Giovanni Scognamillo, Cadde-i Kebir'de Sinema (Cinema in the Grand Street)
¥ Nezih Erdogan, “The Spectator in the Making: Modernity and Cinema in Istanbul, 1896-1928, 129-143; Ozde
Celiktemel-Thormen “Hayaller Hakikat Olursa: Osmanli istanbul'unda Filmler, Gdsterimler, izlenimler (1896-
1909) (If the Dreams become the Truth: Films, Screenings, Impressions in the Films of Ottoman Istanbul (1896-
1909))," Dogu Bati Diisiince Magazine 75/4 (November-December-January 2015-2016) 155-179; Ozde,
Celiktemel-Thomen, The Curtain of Dreams : Early Cinema in Istanbul, 1896-1923 (CEU History Department
Master Theses: 2009/5, Budapest : Central European University, 2009); Meltem Géndem Otken,
Sinematograftan Videoya: Turkiye’de Sinema Deneyimi ve Turk Edebiyatindaki Yansimalari (From
Cinematography to Video: The Experience of Cinematography in Turkey and its Reflections in Turkish
Literature) (unpublished PHD Thesis, Eskisehir Anadolu University, 2010)

7
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provide a more coherent history of early cinema within the domains of the Empire. However,
these studies focus on the major events and milestones of cinema history, thus only skimming
the surface of a much richer milieu. These texts nevertheless provide a chronological order of
important events in the history of cinema, as well as descriptive information on basic facts
about the first person who introduced cinematography to the Ottoman Empire, and the first
screening or the first movie produced by Ottoman citizens. However, their discussions around
these topics are limited, because there is a lack of validation of information. Since most of the
Turkish cinema historians are not academics, the information in these texts is not based on
valid references. Moreover, Turkish cinema historians do not tend to establish a link between
the milestone events of cinema history and debates on Ottoman modernization as a result of

their non-academic backgrounds.

The connections between Ottoman social history and Ottoman cinema history are still
inadequately discussed in the literature. Nezih Erdogan’s “The Spectator in the Making:
Modernity and Cinema in Istanbul, 1896-1928,” which traces the relationship between new
cinematic spectatorship and modernity in the capital of the Empire, is an exception.”’ This
article, published in 2010, paved the way for further studies on the relationship between
cinema and modernity in the Ottoman context. His article focuses on the individual
experience of being a spectator in Istanbul and introduces the concept of Ottoman flaneur

during the early years of cinema. Moreover, the Master thesis of Ozde Celiktemel Thormen,

20 Erdogan, “The Spectator in the Making: Modernity and Cinema in Istanbul, 1896-1928"
8
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The Curtain of Dreams: Early Cinema in Istanbul 1896-1923 is a quite important work which
builds a historical narrative on Ottoman modernization within the context of cinematography.
Although these works are very helpful and eye opening for my study, I want to put different
layers on the cinematography and cinema-going activity in the Empire.”' As previous studies
utilize the cinematography as a signifier and a tool for modernization, I will keep the line
drawn by the literature which relates cinematography with modernity. In addition to the
previous studies, I will explore the relationship between cinema and modernity from two
different perspectives; first, I will focus on the experience of cinematic spectatorship; second,

I will utilize a specific focus on gender relations in the urban cultural sphere.

For this reason, I introduce the literature which assists me to pursue the relationship
between cinema and modernity such as Cinema and the Invention of Modern Life by Leo
Charney and Vanessa R. Schwartz.”? The writers of this literature claim that modern culture
did not “create” the cinema, but rather the cinematography created its own understanding of
modern culture by mixing the histories and traditions of the technologies, realist novels, and
the theater.”> The uniqueness of cinema is its historical character which ensures a change in
the components and the dynamics of the urban culture through spectator experience.”*

However, the experience of the city can be varied according to different gender categories.

2t Celiktemel, The Curtain of Dreams : Early Cinema in Istanbul, 1896-1923

2 leo Charney and Vanessa R. Schwartz, Cinema and the Invention of Modern Life (Berkeley : University of
California Press, c1995)

3 Charney and Schwarts, Introduction to Cinema and the Invention of Modern Life, 10

** Schwarts, “Part IV Spectacles and Spectators, Cinematic Spectatorship before the Apparataus: the Public
Taste for Reality in Fin-de-Siele Paris,” in Cinema and the Invention of Modern Life, 316

9
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While the access to the city is taken granted for men, there is a lack of female experience of

the city in the litaratue of Ottoman modernization.

As an urban-cultural leisure time activity, cinema-going habit of women is the center
of this study. I establish new connections between the literature on cinema and modernization
and the late Ottoman studies with a specific focus on gender. This thesis aims to find the role
of cinema in the creation of modern Ottoman women who could enjoy the pleasures of the
city, the pleasures of looking and the performance of being a spectator. To this end, I utilize
the literature which helps me to analyze the Ottoman women’s spectatorship experience

which gave them the opportunity to enjoy the pleasure of looking.

In her book Star Gazing: Hollywood Cinema and Female Spectatorship, Jackey
Stacey focuses on the women’s experience of spectatorship in the cinemas during 1940’s and
1950’s in order to find women’s active participation in cultural life instead of positioning
women only as passive consumers. She claims that the shared experience of cinematic
spectatorship empowers women by “producing and reproducing the feminine identities”

23 First of all, according to Stacey,

through “escapism, identification, and consumerism.
Hollywood cinema empowers women as spectators by ensuring them an escape from the

wartime reality into the luxury world represented in the film and the luxury of the cinema

theaters where women can enjoy a material pleasure of the space itself, and the dream world

> Jackie Stacey, Star-Gazing: Hollywood Cinema and Female Spectatorship (UK: Routledge, 1994), 144; 150
10
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which is served through the curtain of the cinema.”® Secondly, the identification with the
filmic characters provides women pleasure in terms of “the fantasies of power outside their
own experience.””’ Thirdly, the female spectators enjoy the power to consume the
commodities not only by buying and imitating thestyles of the stars but also by transforming
their images and “negotiating new meanings” of the cultural signifiers such as clothes.”®
According to Stacey, women’s experience of cinematic spectatorship is empowering women
since it produces a consumer gaze which enables women to participate in the public sphere as

consumers.

In the Ottoman context, the gaze that is experienced by women in the cinemas does
not only give them the power to consume, it also provides the opportunity for women to
establish their agency in modernization period by reshaping the gendered construction of the
public sphere. Let me further explain my claim: the cinema and cinema-going activity are not
just consumption practices. The cinema as a general concept, which covers cinema-going
activity, the movies, and the cinema theaters, has the power to change the dynamics of
looking by situating all spectators as the subjects of the gaze. Moreover, the dark atmosphere
of the cinema opens a space for the spectators where they can feel like they are in a dream
world; a fantasy world where the spectators escape from the reality on the city streets through

identification with the filmic characters. Therefore, the cinema mobilizes the spectators to

*® Ibid, 179
%7 Ibid, 282
*% |bid, 390, 187
11



CEU eTD Collection

change the reality on the streets with by the way of the fantasies that they experience in the
cinemas. To sum up, the cinematic spectatorship empowered women as it gave them the
chance to experience the subject position of the gaze. Therefore, women could perform this
subjectivity in their daily lives by being visible in the streets of Istanbul as individuals, as well
as consumers. Ottoman upper-middle class women’s participation in the urban-cultural
sphere, women’s mobility within the city, their consumption practices and identification with

the filmic characters will be the main points in my analysis.

1.2 The Structure of Thesis

In order to answer my research question as to whether cinematic spectatorship
experience changed women’s participation in urban cultural life, first I give a historical
background about Ottoman modernization process and the locations of spectacle in Ottoman
Istanbul in the second chapter. The second chapter “Historical Background,” also covers the
methodology of the thesis and the selection process of the sources analyzed in this study. The
third chapter “The Spectacle of Gender Relations in Urban-Cultural Life in Ottoman Istanbul”
is an analytical chapter which aims to draw a general picture of women’s participation in the
urban-cultural sphere through the analysis of five novels written in the nineteenth-century
Ottoman Empire, before the arrival of cinematography. This third chapter also includes an
analysis of the construction of public and private spheres in the late Ottoman Empire and the
main spectacle places where women are represented in the novels. Moreover, I provide a map
of the capital in 1882 in order to assist the readers to visualize the city’s structure. The fourth

chapter “Women and Cinema” is another analytical chapter which analyzes the articles and

12
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news on cinema in women’s magazines. The fourth chapter is the main analytical chapter
where I aim to answer the question of whether cinema has changed women’s participation in
modernization process through cinematic spectatorship. In the fourth chapter, by analyzing
women’s magazines, [ point out the role of cinema in women’s everyday life practices as a
new space for women’s spectatorship, and as a mesmerizing machine, and a consumption
practice. In the last chapter, I conclude my thesis with a summary of all analytical chapters. I
introduce the outcome of my study that cinema as a platform for modernization changed
women’s everyday life practices and participation in modernization process by giving them

the opportunity as the subjects of the gaze to change the urban culture.

13
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Chapter 2- Historical Background

2.1. Mapping the History of Ottoman Modernization (Early 19" Century- 1923)

There were many attempts to modernize the Empire both in the institutional and in the
social level during the nineteenth century. For example, Mahmud II. (1808-1839) demolished
the old military institution of Janissary corps™ in 1826 and establish a new modern army
which is called as Asakir-i Mansure-i Muhammediye (Victorious Soldiers of Muhammad). 30
After the rule of Mahmud 11, the Tanzimat Edict was declared in 1839 under the rule of Sultan
Abdiilmecid. The Tanzimat Edict has been considered as the first concrete legal attempt to
modernize the Empire on legislative, social and institutional levels. The Tanzimat Edict
ensures the equal taxation laws for the subjects of the Sultan, the legalization for Western
style and foreign education institutions and the emergence of the press.’’ There were many
other attempts to modernize the Empire during the Tanzimat Period which covers the years
between 1839- 1876, and ends with the First Constitutional Era. The declaration of the Islahat
Edict (Edict of Reform) in 1856 is a turning point in terms of transforming the legal position

of Ottoman subjects as Ottoman citizens. The Edict established all the members of the

*? Janisseries were Ottoman soldiers which were directly under the control of the Sultan. They originated from
non-Muslim families and converted to Islam when they were taken away from their families in early ages.
% Adam Mestyan, A Garden with Mellow Fruits of Refinement: Music Theatres and Cultural Politics in Cairo and
Istanbul, 1867-1892 (Unpublished PHD Thesis, Central European University History Department, 2011), 47;
Ozdemir, 18; Gégek “War, Ottoman Officials and Western Institutions,” The Rise of the Bourgeoisie Demise of
Empire, 69.
31 Metsyan, A Garden with Mellow Fruits of Refinement: Music Theatres and Cultural Politics in Cairo and
Istanbul, 1867-1892, 79; Celiktemel, The Curtain of Dreams, 25
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Ottoman Empire as equal citizens before the law regardless of their ethnic and religious
distinctions and promised protection of life and property.

Before the Islahat Edict, the subjects of the Sultan were compartmentalized in the
millet system according to their religious and ethnic identities.*> According to the millet
system, each religious category (Muslims, Christians, and Jews) was provisioned with its own
system which was under the control of central rule. The Islahat Edict abolished the millet
system, and replaced it with the rule of citizenship, and provided an umbrella identity for the
Ottoman citizens as the Ottomans.” However, it could be too naive to expect the
transformation of the Ottoman society into equal citizens by a change in the law as it could be
too naive to expect the transformation of the Ottoman society into a modern society just by
modern consumption practices.*

The compartmentalization of the population of the Empire is a crucial concept for the
historical analysis conducted in this thesis due to the variety of women in the Empire which
were defined according to the millet system. Moreover, the compartmentalization of the
Ottoman population did not take place in an abstract-identity construction level, the city

centers were also structured according to ethnic, religious and class categories. Therefore, the

* Mardin, 411

3 Metsyan, A Garden with Mellow Fruits of Refinement: Music Theatres and Cultural Politics in Cairo and
Istanbul, 1867-1892, 66

3 Exertoglou, “The Cultural Use of Consumption Negotiating Class, Gender, and Nation in the Ottoman Urban
Centers during the 19" Century,” 81
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ethnic, religious and class identities which categorized women also determined women’s

place in Ottoman Istanbul before the Edict.

Edhem Eldem, one of the well-known Ottoman social historians claims that even
though Ottoman Istanbul had a cosmopolitan characteristic since its inhabitants belonged to a
variety of ethnic and religious communities, we cannot call it a cosmopolitan city in the
contemporary understanding of the term.>> As an imperial center, istanbul had a unique
peripheral characteristic which depended on mahalle (neighborhood) culture rooted in the
millet system. Each millet community settled in its own mahalle which was structured as a
self-sufficient unit in terms of consumption and cultural practices until the late eighteenth
century. While non-Muslim inhabitants of Istanbul settled in Pera, Galata and Sisli districts
which were mentioned as Alafranga® parts of the city, Muslim inhabitants mostly settled in
the Istanbul peninsula and Uskiidar on the Asian side. Therefore, even for the elite men, the
mobility within the mahalles was not that much easy because of the compartmentalization of
the city structure which depended on the ethno religious divide.”’ However, during the
nineteenth century, thanks to the legal reforms concerning the millet system and the

development of new consumption practices, mobility between different neighborhoods

> Edhem Eldem, Introduction to The Ottoman City Between East and West, ed. Daniel Goffman, and Bruce Alan
Masters (Cambridge: Cambridge University Press, 1999), 3

3 “Alafranga means the new manners that are borrowed from European cultures. The opposite term Alaturka;
on the other hand, references manners that belong to Ottoman culture and tradition. People are also
described as alafranga or alaturka in respect to their clothes, wording, and approaches to the events.” quated
from Meltem Safak, , Tracing Modernization in the Ottoman Literarure: The New Ideal in Ottoman Turkish and
Armeno-Turkish Novels (Unpublished M.A. Thesis. CEU History Department, 2016), 43

7 Eldem, “Istanbul: From Imperial to Peripheralized Capital,” The Ottoman City Between East and West, 157
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became possible for the newly defined Ottoman citizens.* Therefore, during the Tanzimat
Period, the city center also moved from the Alaturka™ part (Emindnii) to Pera, because of its
European style modern characteristic, and Pera became a cultural center for Ottoman citizens.
The European style cafes, patisseries, theaters, beer houses, hotels and meeting points became
the centers of attraction in the second half of the nineteenth century. Thanks to its
geographical location, Galata became a transportation center between the two centers of the
city: namely between Eminénii (Istanbul) which was the old center and Pera which was the
new center of the cultural life.** It can be claimed that rather than ethnic, religious or
socioeconomic characteristics of the districts, the “cultural value” of the district became a
determinant for the mobilization within the city for the Ottoman Istanbulites in the late
nineteenth century.41

Moreover, the new consumption practices emerged as signs of new identities. For
example, reading newspapers, receiving Western style education and going to theaters were
signs of belonging to bourgeois class at the beginning of the nineteenth century. In other
words, through new consumption practices Ottoman bourgeoisie started to establish itself as a
specific class at the beginning of the century.* The new educational reforms also supported
the cultural turn during the Tanzimat Period. For example, Galatasaray High school

(Galatasaray Mekteb-i Sultanisi) (1868) and the modern higher education institution The

*® Eldem, “Istanbul: From Imperial to Peripheralized Capital,” 154
39
See footnote 36.
“*Eldem, “Istanbul: From Imperial to Peripheralized Capital,” 203
*! Ibid, 204
* Gogek, 119
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School of Science (Dar iil-Fiinun) (1848) are some of the pioneering institutions which led
the cultural turn in this period. The new generation who were educated in these institutions
started to organize political movements and produced a discourse of modernization by making
use of the advantages from printing activity. A group of Western style educated bourgeois
men who called themselves athe Young Turks started to publish journals and newspapers
such as, Mizan newspaper in order to spread their political ideas and communicate with their
comrades.” The Young Turks started to publish articles on political thoughts written by the
group members, translations and conversations with the readers which they engaged through
letters in the newspapers. In addition to these articles, serial novels (fefrika) were published
by the authors of the newspapers. For example, Murat Bey, the owner and the editor of Mizan
newspaper and one of the leaders of the Young Turks group until 1908, published his novel
Turfanda mi Yoksa Turfa mi? (Fresh or Wasted?) (1891) in his newspaper.** At the onset, the
genre of novel emerged as serial novels (fefrika) in the Ottoman Empire and the novel
consumption became a huge habit for the upper-middle class Ottoman citizens through the
late the nineteenth century.* These novels have a crucial importance for the historiography of
the Empire since they were concerned as a tool with expressing the thoughts of the authors in

the Tanzimat Period. They are the sources which give insights into the discourses of Ottoman

3 Mizan, December 14, 1896 Istanbul; For more examples see M. Siikrii Hanioglu, Preparation for a
Revolution : The Young Turks, 1902-1908 (Oxford : Oxford University Press, 2001), 30, 50
* Mizanci Murad, Turfanda mi yoksa Turfa mi? (Fresh or Wasted?), (istanbul: Bordo Siyah, 2004 )[original:
Istanbul: Mahmud Bey Matbaasi, 1891]; This novel is also analized in this thesis in order to understand the
representation of women in public sphere by a modernizer male writer during the Tanzimat Period.
> Exertoglou, “The Cultural Use of Consumption Negotiating Class, Gender, and Nation in the Ottoman Urban
Centers during the 19" Century,”93
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modernization, urban-cultural life, political movements as well as the position of women in
different segments of society.

As for the education of women, there was an increase in the efforts to educate women
throughout this period. ** Ottoman women had the right to attend secondary school level
education during the late Ottoman modernization period in 1869."” Working class women
could get education up to high school level in public schools while upper-class women mostly
get an education in their homes during the Hamidian Era (1876-1909).* During the late
nineteenth century, higher education institutions were established for women which offered
vocational training, such as the Women Teacher Training School (Dar iil-Muallimat) which
was opened in 1870. Women were allowed to join the lectures in the university in 1914. The
Ministry of Education opened a special faculty for women called Inds Darii’lfiinunu
(Women's University) within Istanbul University in 1918.%

Although the literacy rate among Ottoman women is estimated to be around 2% at the

end of the nineteenth century, there was an increase in women’s printing activity at the

*® Korkmaz, Gilay, (1998), “Servet-i Fiinin Romaninda Kadin (The Woman in Servet-i Fiinun Novel)”,

(Unpublished MA Thesis, Stileyman Demirel University: Turkish Literature Department), 59, quoted from

Ozdemir, 21

i Sefika Kurnaz, Osmanli’dan Cumhuriyet’e Kadinlarin Egitimi (The Education of Women: From Ottoman Empire

to the Republic) last acsess on 30.05.2017.

http://dhgm.meb.gov.tr/yayimlar/dergiler/Milli_Egitim_Dergisi/143/14.htm

a8 Francois Georgeon, Sultan Adbiilhamid (Istanbul: Homer Kitabevi, 2006), 291, quoted in Elif ikbal Mahir

Tekinsoy, “The Limits of Feminism in Muslim-Turkish Women Writers”, A Social History of Late Ottoman

Women, ed. Duygu Koksal and Anastasia Falierou (Lieden, Boston: Brill, 2013), 87

9 Sirin Tekeli, Kadin, Siyasal ve Toplumsal Hayat (Istanbul: Birikim Yayinlara, 1982), 200, quoted from Tiire, 109
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beginning of the twentieth century when compared the previous periods.”® Hamimlara Mahsus
Gazete (Newspaper for Ladies) (1895-1908), Kadinlar Diinyasi (Women'’s Universe) (1913-
1921), Tiirk Kadint (Turkish Women) (1918-1919) and Siis (Ornament) (1923-1924) are some
of the magazines which were published during this period. The audiences of these magazines
were for the most part the middle-upper class women who mostly settled in the big cities of
the Empire such as Istanbul, Thessaloniki, Beirut, and Trabzon.

During the years of 1908-1920, important events shaped Istanbul’s political
and cultural life The Young Turks (The Committee of Union and Progress), who got
organized by using newspapers and reading circles, made a revolution which started the
Second Constitutional Era (1908-1920) in the Empire.51 After the revolution, they continued
their printing activity by publishing several more magazines and newspapers such as Geng
Kalemler (the Young Pens) (1910-1912).>* Those magazines and newspapers had a leading
role in both literature and political thought. As a progressive party, the Committee of Union
and Progress (CUP) considered women’s rights as a part of their development and
modernization agenda. >> Both the CUP and Ottoman upper-middle class Muslim women used

the same medium, the journals, to get mobilized and to spread the discourse of modernization

*% Korkmaz, Gilay, (1998), Servet-i Fiiniin Romaninda Kadin (Women in Servet-i Fiinun Novel) (Unpubslished MA
Thesis, Siileyman Demirel University Turkish Literature Department), 59 quoted from Ozdemir, 21
> Sukru Hanioglu, ““Political Ideas of the Young Turks, *Preparation for the Revolution, 291, 192
> Sukru Hanioglu, 50
>* Serpil Cakir, Osmanli Kadin Hareketi (The Ottoman Women’s Movement) (Istanbul: Metis, 1994), 68
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and liberation.>* Moreover, after the involvement of the Ottoman Empire in WWI in 1914,
there was an increase in women's participation in working life. Women started to work as
officers in state institutions like the post offices. Kadinlari Calistirma Cemiyet-i Islamiyesi
(The Islamic Association of Working Women) was established in 1916 by CUP.”> Women’s
education and women'’s participation in working life opened a new space for women’s public
activity during the Second Constitutional Era.’® Kadinlari Calstirma Cemiyet-i Islamiyesi
had continued its activities until the foundation of the Turkish Republic. According to
Ottomanist Yavuz Selim Karakisla’s studies on working women in the late Ottoman Empire,
8194 women out of 14.000 applicants were able to find job via this association.”” The living
conditions during the war and the participation of women in working life triggered change in
the traditional structures of the society. For example, there was a decrease in the marriage
rates. Therefore, the state authorities pursued new solutions, such as organizing a marriage
campaign for the single employees in 1917. The campaign promoted marriage and childbirth

by increasing the income of working women. According to Karakisla, there was a ninety

y. Naciye, ‘Erkekler Hakikaten Hurriyet perver midirler? Kadinlar Ne Istiyorlar?’ (Are men really freedom
lovers? What do women want?), Kadinlar Diinyasi no.7 (10 April 1913): 3, quoted in Serpil Cakir, “Feminism
and Feminist History-Writing in Turkey: The Discovery of Ottoman Feminism,” Aspasia 1 (2007), 71
> Karakisla, "Enver Pasa’nin Kurdugu Kadin Birinci is¢i Taburu: Osmanli Ordusunda Kadin Askerler" (The First
Women’s Workers Line: The Women Soldiers in the Ottoman Army), Toplumsal Tarih (Social History), 66, 1999:
17-18 quated in Ozde Celiktemel Thormen, “Cocuklar ve Kadinlar: Ge¢ Osmanli Déneminde Sinema Hakkinda
Bir Miteala (Children and Women: An Observation about the Cinema in the Late Ottoman Period),” Alternatif
Politika (Althernative Politics) Special issue on Cinema (2006): 16
*® Haris Exertoglou, “The Cultural Use of Consumption Negotiating Class, Gender, and Nation in the Ottoman
Urban Centers during the 19" Century,” 89
>’ Yavuz Selim Kara kisla, Women, War and Work in the Ottoman Empire: Society for the Employment of
Ottoman Muslim Women (1916-1923), (istanbul: Osmanli Bankasi Arsiv ve Arastirma Merkezi, 2005), quoted
from Ozkal, 6.
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percentage wage increase for the working women who got married and twenty percent wage
increase for each child. Moreover, there was a punishment for the working women who
rejected to get married; their income was reduced by a fifteen percent. **

According to Elif Mahir Ikbal, three of the seventeen women’s associattions founded
between 1908 and 1918 were organized by the CUP. These women associations had a crucial
role in modernizing Ottoman women’s everyday life, and mobilizing Ottoman women as
political actors.” The activities of these women associations as political actors became visible
in the occupation years. Ottoman women both organized and became a part of the
demonstrations against the occupation.

During the occupations years, the demographic characteristics of the city also
changed. Istanbul hosted a considerable amount of refugees including Muslim refugees from
Western Anatolia and Thrace, Vilayet-i Sarkiyye (Eastern Cities), bureaucrats and their
families from the invaded areas of the Empire.®” Moreover, a considerable number Russian
aristocrats, elites and soldiers of the White Army migrated to Istanbul as refuges.®’ According
to records of the Ottoman Red Crescent Society (7Tiirk Hilal-i Ahmer Cemiyeti) in 1921,

Istanbul became a home for 50,000 Muslim, 40,000 Russian, and 4,000 Greek and Armenian

**Ka rakisla, Women, War and Work in the Ottoman Empire: Society for the Employment of Ottoman Muslim
Women (1916-1923), ed. Lorans Tanatar Baruh, (istanbul : Ottoman Bank Archives and Research Centre, 2005),
quoted from Ozkal, 7.
> According to Criss, ittihat ve Terakki Kadinlar Subesi (Women’s Branch of the CUP), Teali-i Vatan Osmanli
Hanimlar Cemiyeti (Ottoman Ladies’ Association for the Elevation of the Country), and Osmanli Kadinlari
Terakkiperver Cemiyeti (Ottoman Women's Progressive Association) were the women’s association founded by
CUP. Nur Bilge Criss, Istanbul under Allied Occupation 1918-1923 (Leiden; Boston; KolIn: Brill, 1999), 5, quoted
from ikbal, 23
* Temel, isgal Yillarinda Istanbul'un Sosyal Durumu, 78-80., quated from Tiire
*! Ture, 93-94
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refugees.”” These refugees caused not only a demographic change in the city; they also
changed the economic and cultural athmosphere of the city.

In addition to the economic crisis because of the war, the increasing number of
population in the city led women to seek jobs during the occupation years in order to sustain
their own lives as well as their families. Russian refugees introduced the bar culture to
Istanbul society. Russian women worked in these bars as waiters, singers and prostitutes.”
Moreover, Russian women were not the only ones who worked as prostitutes in these bars;
there was also a rise in prostitution of Turkish Muslim women.** According to records of the
Sanitary Board (Sthhiye Heyeti), there were approximately 2,171 prostitutes were working in
istanbul in 1910. Moreover, Ottoman women started to work as small merchants, street-
sweepers, and officers during the wars years.®® The visibility and economic power of both
lower and upper-middle class women raised new questions, such as, women's rights
concerning holidays, working hours and gender relations. The mass media, both women’s
maganizes and daily newspapers, covered the issues related to women during the war years.

According to Ikbal, both lower class and upper-middle class Ottoman women were
going through a transformation during the occupation years, and Russian refugee women

were the models of this transformation.®” The lower class women joined the working class

%2 ikbal, 34

* ikbal, 78
6 Toprak, Tarih ve Toplum, 38, quoted from ikbal, 129
* ikbal, 59-62
®” ikbal, Abstract
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and became visible in social and economic relations of everyday life while middle-upper class
women changed their outlook through fashion consumption. The very detailed study of Ayse
Zeren Enis on Hamimlara Mahsus Gazete (Newspaper for Ladies) shows that almost every
issue of the newspaper has a special section on new fashion of women and children.® The
effect of Russian refugee women was also visible in the women’s magazines. Ottoman
women changed their head covering practices into Russian style veiling as a new fashion
trend. There were images and how to do lists which explained how to veil head according to
the Russian sytle (Rus Basi) in women’s magazines.®” While the effects of Russian refugees
on women’s fashion were so visible, there were a lot of concerns on the part of Ottoman
intellectuals about the modernization of clothing. Hanimlara Mahsiis Gazete (Newspaper for
Ladies) advises Ottoman women that an ideal Ottoman Muslim woman should be informed
about the European fashion, but should not accept these forms directly.”” Therefore, it can be
said that both the changes in Ottoman women’s lives and the concerns about these changes

can be followed in the women’s maganizes dating from this periods.

2.2. History of the Spectacle Places in Ottoman istanbul (16" -1923)
In order to establish a comprehensive analysis of women’s spectatorship experience, |
introduce a brief history of the spectacle (temdsd) places in Ottoman Istanbul. In the Empire,

there was four main spectacles (temagsa) places, namely Karagéz-Hacivat performances,

* Enis,347
% ikbal, 133; for exampe: illustrations of “Russian Head” style headgear, back page of Yeni inci, no. 2
(July 1922), in ikbal 162
"® Enis, 351
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coffeehouses, public gardens, and theaters before the arrival of cinematography. Therefore, in
this part of the chapter, I first give brief information about the spectacle places before the

advent of cinematography, and then I give information about cinema in the Empire.

2.2.1 The Spectacle Places before the Arrival of Cinematography

Karagoz- Hacivat performance, which is a shadow puppetry performance featuring
two main characters Karagdz and Hacivat, is one of the oldest spectacle (temdsd) activities in
the Empire. Karagéz-Hacivat was introduced to the Empire by some Egyptian artists in the
sixteenth century during the reign of Sultan Selim I.”' Karagdz-Hacivat performances became
popular during the Ramadan nights (the holy fasting month for the Muslims) among the
Ottoman subjects. Karagoz-Hacivat performances took place in coffeehouses, and open air
gardens with the participation of male, female and children subjects of the Empire. The
performance is built on watching shadows on a curtain which is called the Curtain of the
Dreams (Hayal Perdesi) by Ottoman spectators.’

Karagoz-Hacivat was not the only entertainment form introduced to the Empire in the
sixteenth century. The first coffeehouse was opened by two merchants (one from Aleppo, the
other from Damascus) in 1555 in Ottoman istanbul.”” The coffechouses became a popular

public place where men from different classes could socialize and discuss social, cultural and

" Jon Gorvett, “The Shadow Puppetry of Karagéz,” The Middle East, Agust September, 2004, 62, quated from
Yalgin Yelence “Tirkiye’ye Sinemanin Gelisi( The Arrival of Cinema into Turkey),” Hayal Perdesi num. 36, (2013):
32-33
2 Yelence, “Tlirkiye'ye Sinemanin Gelisi( The Arrival of Cinema to Turkey),”32
7 Selma Akyazici “Coffeehouses: Rethinking the Public and Private in Early Modern Istanbul,” Journal of Urban
History, 2007, Vol. 36 Issue vi, 966-967
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political issues.”* The coffechouses can be considered as spectacle places from three
perspectives; first, they emerged as places where men sit and watch the games played in these
places such as backgammon; second, there were a lot of Oriental painters who looked at,
watched and painted Ottoman men sitting in the coffeehouses; third, the coffeehouses were
also places for Karagdz-Hacivat performances and the forms of entertainment performances
such as meddah. Meddah is a storyteller who performs different characters while telling
traditional stories. The historian Ibrahim Pergevi describes the coffee houses in Istanbul
around 1635 as follows:

“These shops became the meeting places of a circle of pleasure seekers and

idlers, and also of some wits from among the men of letters and literati, and

they used to meet in groups of about 20 or 30. Some read books and fine

writings, some were busy with backgammon and chess; some brought new
poems and talked about literature.” (Translated by Bernard Lewis)’

While the spectacle in the coffeehouses belonged only to men’s spectatorship, with the
opening of the public gardens and meadows as excursion spots (mesire yerleri), such as
Goksu, Kagithane River, for the Ottoman subjects in the eighteenth century, women’s

spectacle experience also became more visible in the public sphere.”® The popularity of

74 Celiktemel, The Curtain of Dreams, Abstract
7> Bernand Lewis, Istanbul and the Civilization of the Ottoman Empire (Norman : University of Oklahoma Press,
1963), 132-133; For the paintings see A Turkish Coffee-House, Constantinople, Preziosi, Aloysius Rosarius
Amadeus Raymondus Andreas 5th Count Preziosi | V&A Search the Collections.” 2017. V and A Collections.
May 30. http://collections.vam.ac.uk/item/0148085; C. Biseo, Turkish Coffee House in Kasimpasa (Paris,
Hachette, 1883) accessed on May 30 http://eng.travelogues.gr/item.php?view=39225; Robert Walsh and
Thomas Allom, Constantinople and the Scenery of the Seven Churches of Asia Minor illustrated, In a Series of
Drawings from Nature by Thomas Allom. With an historical account of Constantinople, and descriptions of the
plates, by the Rev. Robert Walsh..., London/Paris, Fisher, Son & Co. [1836-38] accessed on May 30
http://eng.travelogues.gr/item.php?view=38944
e Ayverdi, “Days and Nights of the Tulip Age; Ozdemir “
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gardens continued during the nineteenth century, and new gardens such as Camlica Hill were
opened. The representation of the places and Ottoman citizens in the nineteenth-century
novels provides us the hints as to the spectator experience of Istanbulites during this period.
For example, the visitors of the Camlica Hill in Araba Sevdas: (The Carriage Affair) by
Recaizade Mahmud Ekrem are described as spectators (temdsdcilar) instead of visitors.”” The
third chapter will analyze the nineteenth-century novels in terms of gender relations in the

spectacle places of the century.

During the middle of the nineteenth century, a new spectacle form was introduced to
the Ottoman citizens by European theater companies: the modern theater. Sultan Abdiilmecid
(1823-1861) was in favor of this modern way of spectacle.”® According to Arab Ottoman
cultural historian Adam Mestyan, the first theater was opened by Arab Christian Michel
Naum in the district of Beyoglu in 1859.” The Naum Theater was also invited by the Sultan
to perform in Dolmabahge Palace in 1859.%° In 1860, the most famous theater Gedikpasa
Theater was opened by an Ottoman Armenian citizen, Giillii Agop, in Istanbul peninsula.
Most of the plays were performed in Ottoman Turkish in Gedikpasa Theater. Moreover, the

strong tie with the Ottoman modernization movements and the modern cultural practices were

"7 Recaizade Mahmut Ekrem, Araba Sevdasi (Istanbul: Sule Yayinlari, 2009) [original: in Servet-i Flinun,
February-March, 1896]

8 Mestyan, “Cultural Policy in the Late Ottoman Empire? The Palace and the Public Theatres in Nineteenth-
Century Istanbul,” in Kulturpolitik und Theatre: Die Kontinentalen Imperien in Europa im Vergleich ( Cultural
Politics and Theater: Comparatives of the European Continental Empires) ed. Philipp Ther (Vienna: Bohlau
Verlag, 2012), 134

% |bid, 135
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also carried by this new spectacle form. For example, the famous patriotic play Vatan yahut
Silistre (Homeland of Silistra) written by a Young Ottoman Namik Kemal was performed in
Gedikpasa Theater in 1873.%' However, the play was banned by the Sultan Abdiilaziz.*
Another popular theater of the second half of the century was Tepebasi Theater located in

Pera, which was run by Christian Ottoman citizens.*

2.2.2 Cinema and Empire

Cinematography was introduced to the Empire nearly one year after the first film
screening in Paris in 1896.% Until the opening of the first cinema, the screenings were run in
the entertainment places such as coffeechouses, bars, and theaters along with other forms of
spectacle such as theaters and concerts. The first cinema theater, which was called
Pathé Cinema, was opened by French film Company Path¢; and it was run by the first cinema
operator of the Empire Sigmund Weinberg.* Pathé Cinema was located in former Tepebast
Theater. The information on the cinemas in Ottoman Istanbul is limited to the cinemas in Pera

district until 1921.% However, from the official documents, we learn that there were

*! Ibid, 142
82 Metin And, Osmanli Tiyatrosu (Ottoman Theatre) (Ankara: Ankara Unv. DTCF, 1976), 63-64, quated from
Mestyan, “Cultural Policy in the Late Ottoman Empire? The Palace and the Public Theatres in Nineteenth-
Century Istanbul,” 142
8 Mestyan, “Cultural Policy in the Late Ottoman Empire? The Palace and the Public Theatres in Nineteenth-
Century Istanbul,” 144
¥ li Ozuyar, Babiali’de Sinema (Cinema in the Sublime Porte), 15
8 Nijat Ozén, Tiirk Sinemasi Tarihi Diinden Bugiine, 1896-1960 (Turkish Cinema History from yesterday to
Today, 1896-1960) (Ankara: Kiltir Sanat Vakfi, 2003), 34
8 Cinema Cenral (1911), Cinema Cosmographe, Cinema Etoile, Cinema Luxembourg, Cibema Magic, Cinema
Orientaux, Pathe Cinema, as recodered in Cesar Raymond, Nouveau Plan de Pera, Imprint Costantinople:
Librairie Raymond, [1915], 15 quoted from Celiktemel, The Curtain of Dreams, 33
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screenings organized in public places such as schools, coffeechouses, and theaters in the old
center.”” Moreover, as stated by cinema historian Nijat Ozon, there were three cinemas in the
old part: Milli (National) Cinema in Sehzadebasi, and Ali Efendi Cinema and Kemal Bey

Cinema in Sirkeci in 1914.%

WWI years made a big change in terms of film production in the Empire. The
Ottoman state attempted to institutionalize the cinema production. For this purpose, the
Central Military Office of Cinema (Merkez Ordu Sinema Dairesi) was established in 1915 by
the Ministry of War.* The Claw (Pence) by Sedat Simavi in 1917 is considered as the first
feature length movie of the Turkish Cinema.” Kemal Film Production is the first film
production company established in the Empire in 1922. As it is stated in /nci Magazine, A4
Tragedy of an Affair in Istanbul (Istanbul’da bir Faciay1 Ask) was distributed to the US and
France by Kemal Film Production. The director of the movie Muhsin Ertugrul was the most

popular director during the early years of cinema in the Ottoman Empire and Turkey.

The war years were also fruitful for the production of cinema magazines in the

Empire. The first cinema magazine in Ottoman Turkish was Cinema (Sinema) which started

¥ For more information see BOA DH.EUM.6.5b.17.3, N.1.1335 [1 April 1919]: a request for a film screening for
women in the garden of Turskish House Tiirk Ocagi in Sehzadebasi; BOA DH.EUM.19/17.1/20, L.5.1339 [5
October 1923] a document reports the investigations about public screenings organized close to Slimbiil Sinan
Mosque in Koca Mustafa Pasha Neighbor. The documents are available in Prime Ministry Ottoman Archive
[BOA], Istanbul/Turkey.

88 Nijat Ozén, Sinema El Kitabi( A Handbook for Cinema) (istanbul: Elif Yayinlari, 1964), 113-114, Celiktemel, The
Curtain of Dreams, 33

8 Celiktemel, The Curtains of Dreams, 10

*° Ozde, The Curtain of Dreams , 52

29



CEU eTD Collection

to be published in 1914 three times per week.”' There were six cinema magazines published
in Ottoman Turkish between the years of 1914 and 1923, namely; Ferah: (1914- 1915);
Sinema (1914); Temdsd: (1918-1919); Yarin (1921-1922); Dergah (1921-1923); and Sinema
Postast (1923-1924). The magazines include news and critiques of the screenings, interviews
with the film stars, and letters from the audiences.”” Moreover, cinema magazines were not
the only printed materials that covered the issues related to cinema such as the schedule of
screenings, or coming soon lists; women’s magazines, and daily news papers also devoted a

special section to cinema.

The cinemas in Ottoman Istanbul are recorded in the table below by Clarence Richard
Johnson in 1921. As it can be seen in Table 1, the cinemas were located both in Alaturka and

Alafranga parts of the city.

Table 1 Clarence Richard Johnson, Constantinople To-Day,; or, The Pathfinder Survey of
Constantinople,; a Study in Oriental Social Life, (New York, The Macmillan Company,1922),
264-265

The Name Location Seat Capacity Classification
Magic Pera 1005 1% class
Etoile « 541 1* class
Cosmograph “« 900 2" class
Russo-American «“ 342 2" class
Luxemburg “ 460 1% class

o Ozuyar, Sinemanin Osmanlica Seriiveni, 19
%2 |bid, 15
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Cine Palace Pera 482 1* class
Eclair « 452 1* class
Central “« 350 2" class
Cinema Orientaux “ 466 “
Cinema Amphi “ 1030 1* class
Pangalti “ 450 2" class
Cinema Variete “« 752 2" class
Majestic “« 200 3" class
Cinema Ali Efendi Old Istanbul 280 2" class
Alemdar “ 338 2" class
Cinema Milli « 500 1% class
Military Museum “ 300 1* class
Cinema Ertugrul “ 500 1* class
Shark Cinemasi « 500 1* class
Cinema Koum | « 300 2" class
Kapou

Cinema Taxim “« 300 2" class
Cinema Appollpon | Scutari (Uskiidar) 400 1* class
Taxim Garden Pera 400 2" class
Cinema Tepe Scutari (Uskiidar) 1000 2" class
Layla Baghtchesi Old Istanbul 2" class
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The screening in cinemas was organized little differently than the performances in

theaters. For example, while eating, drinking and smoking were prohibited in the theaters by
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law, there was no ban on eating, drinking and smoking in the cinemas.”> Moreover, according
to the memoirs of Ottoman Turkish writer Ahmet Rasim, male and female spectators could
enjoy the spectacle of a movie by sitting in the gender segregated sections within the

cinema.”

The movies were screened in these cinemas were mostly European productions. The
content of the movies was rich including the fragments of everyday life in European cities,
stories of European political leaders, etc. According to the research by cinema historian Ozde
Celiktemel Thormen, the movies, which were screened or filmed in Ottoman Istanbul, were

articulated in the newspapers, state regulations and memoirs as:

Table 2 A list of movies which were screened or filmed in Istanbul between 1896-1923 by
Ozde Celiktemel Thormen®*

The Crocodiles in African Rivers The Opera Square in Paris

> BOA DH.EUM.MEM.00132/00070/7 Tesrin-i Sani 1331 [1915]

* Ahmed Rasim, "Muhtelif Temasalarda Kadin (Women in Various Spectale)," Muharrir Bu Ya (That’s the
Author), (Ankara: Devlet Kitaplari, 1969/1926), quated from OzdeCelik Temel Thormen, “Kadinlar ve Cocuklar:
Geg Osmanh Déneminde Sinema Hakkinda bir Mitelaa (Women and Chidren: An Observation of Cinema during
the Late Ottoman Era),” Alternatif Politika (Alternative Politics) Special Issue on Cinema (2006): 13

% As Celiktemel states in her article, she uses different sources to prepare this list, such as : Said N. Duhani,
Beyoglu’nun Adi Pera iken, s. 76, Stamboul, 12 Aralik 1896. Refik Halid [Karay], “Sinema”, s. 86. BOA.Y.PRK.ESA.
40/1, (3/ M/1320), [12 Nisan 1902]. “Théatres et Concerts”, Le Moniteur Oriental, 20 Mart 1901. “Théatres et
Concerts”, Le Moniteur Oriental, 12 Ekim 1909. “Théatres et Concerts”, Le Moni-teur Oriental, 16 Ekim 1909.
“Théatres et Concerts”, Le Moniteur Oriental, 23 Ekim 1909. Erciment Ekrem Talu, “istanbul’ da ilk Sinema ve
ilk Gramafon”, Perde ve Sahne, 7, (1943), s. 5. Ali Ozuyar, “Tiirkiye’de Gésterilen ilk Filmler”. Stamboul, 17 Mart
1897. Celiktemel, “Hayaller Hakikat Olursa: Osmanli istanbul'unda Filmler, Gésterimler, izlenimler (1896-1909)
(If the Dreams become the Truth: Films, Screenings, Impressions in the Films of Ottoman Istanbul (1896-
1909))," 170, The list is based on a research done by Celiktemel Thormen. There is no any other information
about the films, such as the production company, dates, or stars.
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(Afrika Nehirlerinde Timsahlar )

(Paris’te Opera Meydant)

Ten Hats in Sixty Seconds

(Altmis Saniyede On Sapka)

The Opera Theatre in Paris

(Paris’te Opera Tiyatrosu )

Niagara Waterfall in America

(Amerika’da Niagara Selalesi )

The Race of Cars with Oil Engine
(Petrolle Miiteharrik Arabalar Miisabakasi )

A Start for an Alpinist

(Bir Alpinistin Baslangicr)

St. Peter Church in Roma

(Roma’da Saint Peter Kilisesi)

Undressing a Parisian

(Bir Parisli'nin Soyunmas )

The Navy Drill in Salzburg(Salzburg’da Donanma
Talimi)

The Bomb
(Bomba )

Belgica

Concordia Square

(Concordia Meydant )

A morning in Teuileries Beach

(Teuileries Sahili’'nde Bir Sabah )

The arrival of Char to Paris

(Car Hazretlerinin Paris’e Viirtidu )

A Ferry in Seine River

(Seine Nehri’'nde Bir Vapur)

The Sea Bath

(Deniz Hamamu )

Paris, Bois de Boulogne

Bullfight in Andalusia

(Endiiliis te Boga Giiresi)

A Date for Three

(Uc¢lii Randevu )

Claiming on Eiffel Tower

(Eyfel Kulesi’'ne Cikis )

A Night Walk in Thompson (Thompson’da Gece
Yiiriiyiisii )

The School of Young Girls
(Geng Kiz Mektebi )

Serpentine Dance

(Serpentine Danst)

Golden Horn Panaroma

(Hali¢ Panoramasi )

The Revenge of Manoel

(Manoel’in Intikami )
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The Hunt of Elephant and Lions in India

(Hindistan’da Fillerle Kaplan Avi )

The Old Jealous Girl

(Yash Kiskang Kiz )

The Polis who is Hypnotized

(Hipnotize Olan Polis)

Pyramids and Cairo

(Kahire ve Piramitler)

It is forbidden to Post a Bill

(Ilan Yapistirmak Yasaktir)

The Myth of the Star
(Yildiz Efsanesi )

The Waves on Ashore

(Kwyrya Vuran Dalgalar)

The Arrival of the train to Gar at St. Petersburg

(St. Petersburg’da Trenin Gara Gelisi)

The Adventures of Pirate Morgan

(Korsan Morganin Maceralart)

The Bed of the Bridge
(Gelinin Yatagi )

The Funeral of Queen Victoria

(Kralige Victoria’'min Cenaze Merasimi)

Good Kids
(Iyi Cocuklar)

London DrawBridge

(Londra’min Asma Kopriisii )

A Travel to China
(Cin’e Yolculuk)

Marseille Waterfronts Salomé
(Marsilya Rihtimlart)

The Arrival of Train Poor Old Man
(Trenin Gara Geligi) (Zavalli Ihtiyar)

The Arrival of The Austrian Emperor Franz
Joseph to Berlin

(Avusturya  Imparatoru  Hasmetli
Joseph Hazretlerinin Berlin’e Geligi)

Franz

The Meteor Yacht of the German Emperor

(Hasmetli Almanya Imparatoru Hazretlerinin Meteor
Yati)

Shipping on Ice in Stockholm
(Stockholm’de Buz Ustiinde Gemicilik)

The Swimming Exercise of Cavalry

(Stivarinin Yiizme Talimi)
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To sum up, the spectatorship experience and cinema-going activity of Ottoman
citizens was mostly located around two main entertainment centers of the city, namely, the
old center and the new center. As it can be seen in the table, while fourteen cinemas were
located in the new center, there were nine cinemas located in the old center and two cinemas
located on the Asian side. Moreover, the cinema magazines provide a significant amount of
information on Ottoman spectators since the audience letters have an important place in the
magazines. When it comes to the movies, Ottoman citizens mostly watched European
products, but after WWI years domestic film production increased. Women and men could
experience the cinematic spectatorship in the same place both in the Muslim and non-Muslim
parts of Istanbul. In the following part of the chapter, I introduce the methodology, the

selection of the sources and the limitations of the thesis.

2.3. Methodology, Selected Documents, and Limitations

The research methodology of this thesis can be defined as “researching around”
methodological approach which is defined by feminist historian Sherry J. Katz.”® As Katz
states, “researching around” methodology is not a unique methodology since it basically
depends on research around the subject of the study in order to get all possible related
documents and different kinds of research material. Since an analysis and historical tracing of

women’s history and women’s everyday based only on the official documents or narratives

% Sherry J. Katz, “Excavating Radical Women in Progressive-Era California,” Ch. 6 in: Nupur Chaudhuri, Sherry J.
Katz, and Mary Elizabeth Perry, eds., Contesting Archives: Finding Women in the Sources (Urbana: University of
Illinois Press, 2010), 91
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written by non-female subjects would be limited in order to draw a comprehensive picture of
women’s cinematic spectatorship experience, I use “researching around” methodology.
Therefore, there are three different kinds of primary sources that are analyzed in this thesis:
the novels written in the 7Tanzimat Period, the official state regulations (Nizamname) on
cinemas and entertainment places (theaters, bars, cafes, and café-concerts (kafe santonlar))

and women’s magazines.

Five novels analyzed in this thesis under three categories: first, Diirdane Hanim (Ms.
Diirdane) (1881) °" and Miisahedat (Observations) (1891) by Ahmet Mithad *® which belong
to the category of Tanzimat novels; second, Zehra®’(1884) by Nabizade Nazim and Agsk-:
Memnu (The Forbidden Love)'”’(1899-1900) by Halit Ziya Usaklgil which belong to the
Servet-i Fiinun novels, and third, Turfanda mi yoksa Turfa mi? (Fresh or Wasted?)'"" (1891)

by Mizanc1 Murad which stands in between.

It is better to introduce a brief history of the novel in the Ottoman Empire in order to
explain the selection rationale of the novels. These early novels are published as serial novels

(tefrika) in newspapers. Although the publication of Taassuk-1 Talat ve Fitnat (The Love of

7 Ahmet Mithat, Diirdane Hanim (Ankara : Akgag, 2005) (original: Istanbul: Terciman-1 Hakikat Newspaper,
1881)
% Ahmet Mithat, Miisahedat (Obsevations) (Istanbul: Ozgiir Yayinlar, 2011) (original: Istanbul: Terciiman-
Hakikat Newspaper, 1891)
% Nabizade Nazim, Zehra, ed. Hiiseyin Alagatli (Ankara: Akcag Yayinlari, 1997) (original: Servet-i Fiinun
Magazine, 1884)
190 Halit Ziya Usakhgil, Ask-1 Memnu(The Forbidden Love) (Istanbul: Inkilap Kitapevi, 1998) (original: Servet-I
Flinun Magazine, 1899-1990)
1% Mizanci Murad, Turfanda mi yoksa Turfa mi? (Fresh or Wasted?) (istanbul : Bordo Siyah, 2004 )(original:
Istanbul: Mahmud Bey Matbaasi, 1891)
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Talat and Fitnat) by Albanian originated Ottoman writer Semsettin Sami in 1873 considered
as the first Ottoman novel published in the late Ottoman Empire by the nationalist Ottoman
literature and cultural historiography, a study by Johann Stratuss states that non-Muslim
Ottoman citizens started to publish novels in their newspapers before the publication of
novels by Ottoman Muslim citizens.'"”® Agabi Hikayesi (The Story of Agabi) (1851), by
Hovsep Vartanyan, is the first novel which was published in Ottoman Turkish written in
Armenian script.'”® However, the nationalist historiography of Turkish modernization and the
Turkish literature exclude the texts produced by the non-Muslim citizens of the Empire. In
this thesis because of the language barrier and accessibility, I use only sources produced in the

Ottoman-Turkish language with the Arabic alphabet.

Where as the publication of Taassuk-1 Talat ve Fitnat (The Love of Talat and Fitnat)
has been considered as the beginning of the movement of Tanzimat novels; the publication of
Ask-1 Memnu by Halit Ziya Usakligil in Servet-i Fiinun magazine in 1899 has been considered

194 Although there is a twenty-year gap

as the beginning of Servet-i Fiinun novel movement.
between the two literary movements, the categorization of the early novels produced in the

Empire as Tanzimat novels and Servet-i Fiinun (Wealth of Knowledge) novels depends on the

1%semsettin Sami, Taassuk-1 Talét ve Fitnat (The love of Talat and Fitnat), (Istanbul: Ozgiir Press, 2011)(original:

Hadika: 1872-1873); Johann Stratuss, “Who Read What in the Ottoman Empire (19th-20th)?,” Middle Eastern
Literature vol:6 no.1, (2003): 42
103 Hovsep Vartanyan [Vartan Pasha], Akabi Hikyayesi, Yay. ed. Andreas Tietze, (istanbul: Eren Yayincihk, 1991).
(original: istanbul: Mecmua-i Havadis newspaper, 1851)
1%% Zeynep Uysal, Introduction to Matruk Ev (The Desolate House), (istanbul: lletisim Yayinlari: 2014), 18
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narration style, and the common thematic aspects instead of a historical categorization.'®®
While Tanzimat novels are considered as “thesis novels” because of the active contribution of
the authors into the stories through moral judgments and political statements that they make,
the narration of Servet-i Fiinun novels is based on the analysis of novel characters’

106
In

psychology and emotional situations without the contributin of the authors into the texts.
addition to the narration style of the novels, there is one more layer that is at work in the
categorization of the novels, which is the political discourse of modernization utilized in the
novels. Each newspaper and publishing house in and by which the serial novels (fefrika) were
published were representative of a different community which had a different discourse on
modernization. The first category of novels as Tanzimat novels: Diirdane Hanim(Ms.
Diirdane)’”  andMiisahedat(Observations)'”®  was published in Terciiman-1 Hakikat
(Interpreter of The Truth) newspaper which belongs to Ahmet Mithat Efendi who was an
Ottoman Muslim male intellectual and the authors of the novels in this category. His
modernization discourse was based on a modernization policy which is driven by the state,

namely the Palace and its bureaucrats. Therefore, he was not standing on the same line with

the Young Turks who made the 1908 revolution which led to the establishment of the Second

1% Meltem Safak, Tracing Modernization in the Ottoman Literarure: The New Ideal in Ottoman Turkish and

Armeno-Turkish Novels),20; Servet-i Fiinun is a weekly newspaper which was published in Ottoman istanbul
between the years of 1891-1944

1% Berna Moran, Tiirk Romanina Elestirel Bir Bakis 1 (A Critical Perspective Towards Turkish Literature 1)
(istanbul: iletisimYayinlari, 2001), 102

17 Ahmet Mithat, Dirdane Hanim

1% Ahmet Mithat, Miisahedat (Observations)
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' Turfanda mi yoksa Turfa mi? (Fresh or Wasted?) stands

Constitutional Era of the Empire.
in between the two categories because the narration style of both of the movements exist in
the novel. Moreover, because of its author’s political position in the modernization discourse,
it is separated from other two categories. Turfanda mi yoksa Turfa mi? (Fresh or Wasted?)
was published in Mizan newspaper which was founded by Mizanct Murad, who was among

' Finally, the third category of the novels: Zehra

the founders of Young Turks movement.
and Ask-1 Memnu were published in Servet-i Fiinun (Wealth of Knowledge) magazine which
was organized by a group of Galatasaray High school (Galatasaray Mekteb-i Sultanisi)
alumni. As it can be derived from the title of the magazine, the scientific, progressive and
rational thought had a huge role in the modernization discourse of the Servet-i Fiinun (Wealth
of Knowledge) magazine. As individuals who internalized the modernization process when
compared to the previous generation, the authors of Server-i Fiinun were in favor of
individual modernization and progress. To sum up, the selected novels represent different

political discourses on modernization circulation in the Empire throught the late nineteenth

century.

As the geographic scope of this study is limited to Istanbul, I research only the
women’s magazines published in the capital of the Empire. I use the concept of women’s

magazine as an umbrella term for the magazines which considered female audiences as a

1% Mehmet Safa Saracoglu, “Reality with a Moral Twist: Ahmed Midhat's Miisahedat as an Image of an Ideal

Ottoman Society,” Critique: Critical Middle Eastern Studies, Vol. 1531 (2006): 31
110 Mizan, December 14, 1896
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target group. All of the magazines which are analyzed in this chapter were owned by Muslim
male authors. For example, Hanimlara Mahsus Gazete (Newspaper for Women) which has the
longest lifespan among the Ottoman women’s magazines was owned by a Muslim man Ibn’iil
Hakki Mehmet Tahir, but its chief-editor and most of the authors were female authors.''! The
writers of the other magazines (Tiirk Kadim (Turkish Women), Inci-Yeni Inci (Pearl-New
Pearl), and Siis (Ornament)) will be analyzed in this chapter are mostly male. Even though I
try to trace women’s own responses to cinematography, there is only one article about
cinematography written by a female author, Neziha Rikkat, in Tiirk Kadini (Turkish Women),
and two articles written by male authors in Tiirk Kadini (Turkish Women) and Inci(Pearl),

"2 The other articles analyzed were published anonymously. Although most of

respectively.
the articles were written by male authors, women’s magazines still give us information about

their target audiences: Ottoman female cinema spectators.

The general audiences of women’s magazines are defined as upper-middle class
women by Suraiya Faroghi who is a well-known Ottoman cultural historian, and Serpil Cakir
who is the pioneer of the studies on Ottoman women’s movement and magazines. However,
Serpil Cakir also states that there was an exception; Kadinlar Diinyast (Women'’s Universe)

which is a feminist magazine published and written only by female authors was supported by

m Cakir, “Osmanli Kadin Hareketinin Boyutlari (The Dimensions of Ottoman Women’s Movement),” Osmanli

Kadin Hareketi (The Ottoman Women’s Movement), 27
12 Neziha Rikkat, “Sinemalara dair bir Muhabbet (A Conversation on Cinemas),” Tiirk Kadini (Turkish Women)
no. 15 (26 Kanun-i evvel 1334) (26 December 1918), 16; Ethem Nejat, “Kadin ve Erkek Eglencede Birlikte
(Women and Men are Together at the Entertainment),” Tiirk Kadini (Turkish Women) num. 9 (7 Eylil 1334) (7
September 1918), 9; ” Necmettin Sadik, “Memleketimizde Sinemanin Tesirleri” (The Effects of the Cinema on
Our Country), Inci (The Pearl) no. 27, (14 March 1337) (1921), 4

40



CEU eTD Collection

'3 With regard to the exception pointed out

each category of women in the Ottoman society.
by Cakir, it can be claimed that categories of the audiences can be differentiated according to
the scope of the magazine. When it comes to the magazines analyzed in this thesis, even
though there is nothing mentioned about the class of the audiences, thanks to the letters of
audiences which were sent to Siis magazine, it can be said that Siis had Muslim female

1.""* The magazine made a contest which requires collecting the

audiences all over Istanbu
coupons and the photos of cinema actresses which can be found in the first four issues of the
magazine and write a letter which states the writer’s favorite actress. They received 983 letters
from the audiences who were settled almost in every district of Istanbul such as, Sultanahmet,
Fatih, Adalar, Kadikdy, Sariyer etc.''> When we consider the population of istanbul during
that time, which was estimated around 800.000,''® if we assume the population distribution
between man and women was 50%-50%, it means that estimated 1/400 of women joined the

117

contest. ~ Moreover, the official documents which are the regulations (Nizamname) on

1 Suraiya Faroghi, Subjects of the Sultan : Culture and Daily Life in the Ottoman Empire (London : |.B. Tauris,

2000) , 282; Serpil Cakir, “Feminism and Feminist History-Writing in Turkey: The Discovery of Ottoman
Feminism,” Aspasia 1 (2007): 69
" sijis (Ornament), ed. Mehmet Rauf (istanbul: Tanin Press; Yeni Press), 16Haziran 1339 (16 June 1923) (1923-
1924)
15 ., “Sinema Artistleri Miisabakasinda Hediye Kazanalar (The Winners of the Contest of Cinema Actresses),”
Siis (Ornament) no 5, July 14 1339 (1923), 15
16 According to Kemal Karpat 1914-1916, 1.600.000 people lived in istanbul. See: Kemal Karpat,
Ottoman Population, 1830-1914: Demographic and Social Characteristics, (Madison, Wis.: University of
Wisconsin Press, 1985), 102-103. However, because of the WWI the number of population is reduced around
800.000.
w According to the demographics published by Kemal Karpat until the WWI the female population
approximately 25% less then the male population in istanbul. However, because of the male’s participation into
war as soldiers the percentage female population of the city was increased. Karpat, Ottoman Population, 1830-
1914: Demographic and Social Characteristics , 102-105
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cinema and the other entertainment places such as theaters, bars, cafés and café-concerts (kafe
santan) published between 1896-1923 give general information about the locations of
cinemas, the screenings, the order of regulations and state policy on spectatorship experience
of Ottoman women. All three kinds of sources establish a general view on Ottoman women’s
participation in the urban-cultural sphere, women’s mobilization within the city, the

consumption practices and the experience of cinematic spectatorship.
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Chapter 3- The Spectacle of Gender Relations in Urban-Cultural Life in

Ottoman istanbul

3.1. Introduction

In this chapter, I analyze five novels which are produced in the second half of the
nineteenth century by Ottoman-Muslim male writers in order to scrutinize the representation
of Ottoman women in the urban-cultural sphere in Istanbul before the arrival of cinema.
These five novels can be categorized into three categories according to the literary movements
that they belong to: first, Diirdane Hanim (Ms. Diirdane)'"® and Miisahedat (Observations)'”’
belong to the category of Tanzimat novels, second, Zehra'”’ and Ask-1 Memnu (The
Forbidden Love)'? belong to the Servet-i Fiinun novels, and third, Turfanda mi yoksa Turfa
mi? (Fresh or Waste?) '*? stands in between. In the first part of the chapter, I introduce the
novels with small summary. After that, in my analysis I focus on two subjects: first, I trace the
construction of the public and the private sphere in the novels in order to examine the places
where in women are represented. Second, I explore which category of women enjoyed what
and where in the late Ottoman Istanbul by analyzing the novels. This chapter aims to show the
limits to and the possibilities of taking pleasure in the city and from looking for Ottoman

women before cinema became a part of the urban-cultural life of Istanbul.

18 Ahmet Mithat, Dirdane Hanim

Ahmet Mithat, Miisahedat (Observations)

Nabizade Nazim, Zehra

Halit Ziya Usakligil, Ask-1 Memnu (The Forbidden Love)

122 Mizanci Murad, Turfanda mi yoksa Turfa mi? (Fresh or Wasted?)
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3.2. Novels

Turfanda mi yoksa Turfa mi? (Fresh or Wasted?) (1891)'%: The protagonist of the novel,
Mansur, is an idealist young men who grown up in Algeria. Upon finishing his medical
degree in France, he moves to the capital of the Empire. He starts to live with his uncle and
his family. During her stay in Istanbul, he faces the cultural and political decadence of the
Empire. The author of the novel, Mizanc1 Murad, is one of the founders of Young Turk
movement. He deploys his ideological point of view on what a good Ottoman citizen should
be like within his novel. The novel is established on a melodramatic structure as the binary
between the ideal type of the good woman and man, and the bad woman and man. Although
all of the characters in the novel are Muslims, bad people are represented as Westernized
people, and good people are represented as patriotic conservative Ottomans who are idealist
people. The title of the novel, Turfanda mi yoksa Turfa mi? (Fresh or Wasted?), implies that
the new/modern way of living is the signifier of the cultural and political corruption in the
Empire. The novel mostly takes place in an Ottoman bureaucrat's house. The people who
enjoy the spectacle places are Westernized and less moral people. The representatives of good
women in the novel always stay at home, while less moral ones can enjoy the spectacle
places. The male protagonist of the novel (Mansur) also rejects the pleasures of the spectacle

places since these places symbolize the degenerated urban life of Ottoman citizens.

12 Mizanci Murad, Turfanda mi yoksa Turfa mi? (Fresh or Wasted?)
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Diirdane Hamm (1881)"?*: The protagonist, Diirdane Hamim is a cross-dresser, a cis-woman
performing masculinity. The story of Diirdane Hanim starts with her interest in the new
technological innovation: the telephone. She hears about the telephone and buys one. Then,
she starts listening to her neighbor's room. Her neighbor is a young Muslim woman who hosts
her lover in her room without her parents knowing about it. The neighbor gets pregnant but
her lover wants to kill the baby after it is born. The young neighbor never leaves her room.
Diirdane Hanim wants to help her and punish the lover. Therefore, she starts to cross-dress.
The author of the novel Ahmet Mithat Efendi is one of the famous authors of the Tanzimat
Period who also aims to establish an ideal Ottoman citizen as modernized, educated and an
ideal Ottoman society as a multi-ethnic and multi-cultural society.

Miisahedat (Observations) (1891)'%; 1t is a novel which tells a real story about two Armenian
Istanbulite women whom the author came across on the ferry. The novel is also written by
Ahmet Mithat Efendi, using the first person narrative. As the characters of the novel (real
personas), these two women joined the story writing process. The novel opens with a scene at
the ferry and it continues mostly in public sphere both in the old Istanbul and Beyoglu. The
pratogonists of the novel, Siranus and Agavni, are two orphan girls who live in Beyoglu. The

story of the novel is based on their love affairs with Muslim and non-Muslim Istanbulite Beys.

124

Ahmet Mithat, Dirdane Hanim
12> Ahmet Mithat, Miisahedat (Observations)
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Zehra (1884)'?°: The novel is about a young Muslim upper-middle class woman's (Zehra)
love with her husband (Suphi). There are two more women other than Zehra namely
Sirricemal who is a Muslim converted concubine and Urani who is a non-Muslim prostitute.
Therefore, the novel is a quite good example to analyze three different typologies of
femininty who belong to different religions and socio-economic classes in the Empire. Zehra
is an ambitious, jealous woman while Sirricemal is naive and angelic, and Urani is a
flirtatious and wanton one. Zehra’s husband (Suphi) has a love affair with their concubine
Sirricemal and moves with her to another house after she gets pregnant. Therefore, Zehra
hires Urani in order to get revenge by making Suphi fall in love with Urani. At the end of the
novel, all of the characters die, respectively; Sirricemal, Urani, Suphi, Zehra.The novel was
written by Nabizade Nazim who is one of the famaous writers of the Servet-i Fiinun
movement.

Ask-1 Memnu(The Forbidden Love) (1899-1900) ?”: Ask-1 Memnu has quite dominant women
characters who are in a competition for their love affairs with men. There are three main
Muslim women characters in the novel: Bihter as the protagonist, Firdevs Hanim as the
mother of Bihter, and Nihal as the step-daughter of Bihter. Bihter gets married with Adnan
Bey whom her mother Firdevs wants to get married with. After her marriage, she has a love
affair with Behliil who is the young and educated niece of Adnan Bey. Firdevs matches up

Behliil and Nihal in order to take revenge from Bihter. Before the marriage of Behliil and

126 Nabizade Nazim, Zehra

Halit Ziya Usakligil, Ask-1 Memnu(The Forbidden Love)
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Nihal, Adnan Bey learns the love affair between his wife and his niece. The story gets
resolution with Bihter’s suicide. The novel tells the reader about upper class Muslim women's

entertainment life and how they enjoy their power mostly in the private sphere.

3.3. The Construction of Public and Private Spheres in Novels

These five novels, it is through love affairs that the story represents the crisis of
modernization, the changes in the urban sphere through the gender relations. All of them
consider the love affairs as the base of the story. The transformation of the Ottoman society
into a modernized society is represented through two different layers; firstly, the
transformation of the characters from private spheres into the public sphere, secondly, the
transformations of the characters from the old centers of the city into the new/modern centers.
There are three categories of actors of the novels which are analyzed in this thesis: first, the
Ottoman Muslim female citizens who are represented as the conservatives of the traditional
form of Ottoman society who are mostly kept in the private sphere; second, the Ottoman non-
Muslim female citizens are the carriers of modernization who enjoy the spectacle places,
especially the theaters; third, the Ottoman Muslim male citizens who are mostly represented
as the people who can enjoy both public and private sphere and both the old and new centers
of the city.

Both of the two texts employed in this chapter, Mardin’s article “Super Westernization in
Urban Life in the Ottoman Empire in the Last Quarter of the 19" C.” and Selma Akyazici
Ozkogak’s “Coffeehouses: Rethinking the Public and Private in Early Modern Istanbul,”

utilized Habermas’ concept of the public sphere, as an open space for all where the
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individuals and the capital can issue independently from the state and the political authorities,
into the Ottoman society.'”® However, the construction of the Ottoman society and space is
much more complicated than Habermas’ conceptualization of the public and the private since
there different layers such as ethnic, cultural differences in the Ottoman society which lead to
the emergence of varieties of public and private spheres. Moreover, Habermas has a gender
blind conceptualization of the public and the private sphere. The public sphere which he
defines as open for all is not open for all citizens. The public sphere which Habermas
conceptualized is accessible only for the male citizens since the public access is determined
according to the division of labor which keeps women in the private sphere as domestic

? Therefore, in this thesis instead of directly utilizing the Habermas’

workers. 2
conceptualization of the public and the private spheres, I conceptualize the public and the
private sphere in the Ottoman Empire through the spectacle relations since there is no clear-
cut line between the public and the private sphere in the construction of Ottoman society."*

In order to explore the construction of the public and the private sphere in the Ottoman

Istanbul, I start with the construction of the Ottoman konak culture where in Muslim women

represented.®! Konak is a form of housing in the Ottoman Empire which is constituted by two

%8 selma Akyazicl “Coffeehouses: Rethinking the Public and Private in Early Modern Istanbul,” 965

Voitheite Allilous, “To Help Each Other,” Neologos 23 (4 February 1875), quoted from Exertzoglou, “The
Cultural Uses of Consumption: Negotiating Class, Gender, and Nation in the Ottoman Urban Centers During the
19th Century,” 87

130 Nancy Mircklewright, “Harem/House/Set: Domestic Interriors of Photography from the Late Ottoman
World,” Harem Histories: Envisioning Places and Spaces, (Duham, Londan: Duke University Press, 2010), 240
B Arzu Oztiirkmen, “Performance in the Ottoman World,” in Celebration, Entertainment and Theatre in the
Ottoman World, ed. Suraya Faroghi and Arzu Oztiirkmen, (London; New York: Seagull Books, 2014), 8
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main parts, Haremlik and Selamlik. The Harem part, which literally means private, belongs to

132 The bedrooms, the rooms of workers, reading rooms, the kitchen

the women of the house.
are situated in the harem part. Harem is located behind the Selamlik part of the house. Harem
is structured hierarchically according to age. The oldest woman of the house is responsible for
the organization the harem section. Each room of the house is run by the owner as an
autonomous unit in the big structure of the house. To sum up, it can be claimed that Harem
part is associated with femininity in the Ottoman society. The Selamlik part which means a
place for salute belongs to the men of the house. Selamlik is located at the entrance of the
house. The male guests are welcomed in Selamlik. The female guests can also be hosted in
Selamlik if there is no man accompanying. The construction of the Ottoman houses reflects
the gender segregation. However, the distinction between the private and public spheres does
not only depend on the feminine-masculine dichotomy but also it is constructed according the
categories of to class and ethnicity. For example, Selamlik is mostly associated with
masculinity, but it is not open for the all-male citizens; since it is located inside of a private
space, house, it is only open for the socialization of men who belong to the same social-
economic class.'*® Moreover, when it comes to the women’s social activities, Harem part can
become a gender segregated public sphere for women. For example, women make parties,

134

gatherings and engage in intellectual activities in the novel Ask-1 Memnu in Harem. ™" In other

132 Nancy Mircklewright, “Harem/House/Set: Domestic Interriors of Photography from the Late Ottoman

World,” 240
133 Ozkogak,“Coffeehouses: Rethinking the Public and Private in Early Modern Istanbul,” 978
3% Usakligil, Ask- Memnu (The Forbidden Love) 142-148
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words, they make their private sphere open for other people who belong to same class and
gender. Therefore, it can be said that the distinction between private and public sphere is not
just a distinction between the home and the outside of the home in the Ottoman society.
Rather than a distinguishing line between the private and public through space, I analyze the
gaze and spectacle relations in order to trace the construction of the gender segregated
division of the space. Two novels are analyzed in this part of the chapter: namely, Zehra and
Turfanda mi Yoksa Turfa mi? (Fresh or Wasted?).">
The relations and stories between men and women are established on the grounds of
gaze relationships in the novels. The pleasure and the power of being the subject of the
spectacle can vary according to the gender relations in different spaces. The gaze, that
distinguishes space as private and public in the novels, is established as a panoptical male
gaze. That is to say; the gaze is constituted as a voyeuristic gaze and the subject of the gaze is
represented as a man. The penetration of the male gaze into private sphere (it could be a
home, car, ferry) in order to gaze at the female body is a common ‘act’ which represents a
turning point in the stories. Therefore, the threshold of the private sphere is defined via female
body which is the object of the gaze and which can be moved in the city.
For example in Zehra, when Suphi visits his boss in his house, he watches Zehra who is
the daughter of his boss through a window which stands towards Harem part from the

Selamlik part. When the gazes of Zehra and Suphi encounter each other, he feels ashamed

3> Nabizade Nazim, Zehra; Mizanci Murad, Turfanda mi yoksa Turfa mi? (Fresh or Wasted?)
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because of penetrating his boss’ privacy.'*® Another example, in Turfanda mi Yoksa Turfa
mi?, when the neighbor of Salih Efendi(Sir) realizes that the harem part of his house is visible
for the outsider’s gaze, he postpones putting a wooden curtain there, he plans in order to make
Salih Efendi fall in love with her sister Miizeyyen. Miizeyyen is defined as the one who draws
the gaze (baktiran), while Salih Efendi is defined as the one who looks (bakan)."’ The
threshold of the private sphere of Miizeyyen’s house is defined through Miizzeyen’s body as
an object for the gaze of Salih Efendi. Moreover, the private sphere can be moved via
female’s body into the spectacle places. When the female protagonist of Turfanda mi Yoksa
Turfa mi? (Fresh or Wasted?), Zehra goes with her aunt and cousin to Kagithane, which is a

popular spectacle place in the nineteenth century Istanbul, she realizes the gazes of other men

136 “Simdiye kadar Suphi, Sevket’in evine hi¢c ayak atmamisti. Bir Cuma giinii kaydedilmesi gerekli kimi hesaplari

yapmak icin gitmek zorunda kald. Ciinkii bugiin magaza kapali olacagindan orada ¢calisilamayacadi gibi, giinliik
hesaplarin Sevket’in g6zii éniinde yapilmasi gerekiyordu. Selamlikta bir kii¢lik odada, muhasebeci effendi ise
koyuldu...

Aksama dogru, tuvalete gitmek lizere kendisine gésterilen tarafa ¢ikmisti. Yolu bir koridora rastlamisti ki, bu
koridorun penceresinden biiyiik bir bahge gériinmekteydi. isten sikilmisti, bir iki dakikacik olsun suraya
dinlenmeye gerek gérerek déniiste pencereye abanip genis genis soluk almaya basladi.

Géziine hos bir yiiz gériindii, bu yiiziin ne oldugunu fark etmeden basini ¢cekti. Utanarak yiiriimeye basladi.
Fakat su birdenbire karsilasma hayalleri duygularini uyandirmis ve géziiniin éniinde Zehra’nin belirsiz hayali
gelmisti.

Suphi glilerek déndii. Déner dénmez Sevket’le yiiz yiize geldi. Sevket’in (izerine dikilen gézlerine bakinca put gibi
dondu kaldi. Bir 6liim teri sakaklarini islatmaya baslad.. Bir cinayet lizerinde baskina ugramis gibi dili tutulmusi
damarlarindan kani ¢ekilmis, sanki adeta yiiredi durmustu. Karsisinda duran efendisini firil firil déne déne yok
oluncaya kadar kiigiilerek gidiyor gibi gérmekteydi. Bir diirbiiniin ters tarafindan bakiyormus gibi.”
Racizade Mahmud Ekrem, Zehra, 31-33
B7 “Bakan Seyh Salih Efendi idi. Fotograf cami gibi bir hayli vakit dikilmis olan gézleri hayvani viicuduna
silinmesi gli¢ bir sekil aksettirmisti.
Baktiran Miizeyyen ise o kadar az ehemmiyet vermisti ki, hatta durumu aksam agabeysine ¢itlatarak konagin
tamirinden beri selamligin (st kat pencerelerinden taraganin géziiktiigiinii ve o tarafa kafes koymanin icap
ettigini séylemisti.” Mizanci Murat, Turfanda mi Yoksa Turfa mi?(Fresh or Wasted?), 138-39
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towards their carriage. She feels unprotected since her secrecy is demolished. When one of
the men whom her cousin flirts with throws a letter inside of the car, she blames her aunt and
her cousin for not protecting their privacy. After the penetration of the letter into the carriage,
she wants to return home and never comes back to spectacle areas again."*® In this carriage
scene of the novel, the body of Muslim women is again constructed as an object of the male
gaze. Even though the female actors of the novels are in a spectacle place, they are not
represented as the ones who have the pleasure of looking.

There was also a modernization process in architecture and housing style in the
Empire during the nineteenth century. The apartment buildings were first built in the
Beyoglu-Pera district where the non-Muslim subjects of the Empire lived in at the end of the
century. *° Muslim subjects of the empire also started to move to the apartment buildings in
Sisli. The construction the public-private sphere changed in the Empire since the Haremlik-
Selamlik construction has been restructures. There is also a parallel between the construction

of the apartment building and the consumption of the public sphere in the late Ottoman

138 « Zehra Hamim, akrabalari icinde bir Kazim Bey mevcut oldugunu heniiz bilmiyordu. Merak etti. Araba ilisti.
Bir miiddet sonra iki araba yan yana gittiler. Arabada Kazim Bey siritarak giiliiyordu. Elindeki zarfi bir firsatini
getirip, hanimlarin arabasina dogru firlatti.

Zehra: Mektubu bana nc¢in aldirdiniz? Hem bu herif bize ne halde name atiyor? Siz de bu herifin mektubunu nigin
kabul edip okuyorsunuz?

Zehra: Hem beni buraya nigin getirdiniz? Sizin de burada ne isiniz var? Haydi arabaciya arabayi gevirt gidelim.

Zehra: Nasil etmiyoruz? Demin arkamizdan gelen herif, su mektubu arabamiza atarak, hukuk ve iffetimize
tecaviiz ettigi, diger biri de parmaklarini dudaklarina karsi gétiiriip selam verdigi vakit , heriflerin tecaviizlerini
tekrarlamaktan men edecek ne gibi bir harekette bulunduk?”
139 Zeynep Celik, Remaking Istanbul: Portrait of an Ottoman City in 19th Century (London: University of
California Press, 1993) (paper print), 88
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Istanbul.'*’ Because of the abolishment of the socializing places and the autonomy of the
room, people started to go out to public areas to meet and socialize. For example, in
Miisahedat, the two protagonist women Siranus and Agavni live in the apartments in
Beyoglu. The apartments constructed as small units which related to each other. The
apartment buildings where Siranus and Agavni live are organized like a hotel that has a
special cook and janitor. As it is represented in Miisahedat, the gender segregation in the
houses has also changed with the change in the house structure. All characters of the novel,
Ahmet Mithat Efendi as Ottoman Muslim male citizen and Siranug and Agavni as Ottoman
non-Muslim female citizens, come together in gatherings and they enjoy intellectual talks on
music and literature in Siranus’s apartment without any gender segregation.'*' Moreover,
there is no scene which represents the Ottoman non-Muslim female citizens as the object of
the gaze and the male gaze as a subject of the gaze. Therefore, it can be claimed that with
changing structure of the gender segregation within the space, the spectacle relations are also
challenged. However, this claim is too limited to the representation of the Ottoman non-
Muslim female citizens in Miisahedat since there is no room for the representation of the

Ottoman Muslim female citizens in the gatherings without any gender segregation.

Three intersectional categories, Ottoman Muslim male, Ottoman non-Muslim female

and Ottoman Muslim female, are not represented in the same way according to the gaze and

140 Suraiya Faroghi, “Elegance Alafranga,Social Criticism and Tomatoes: Transformations in the Culture of the

Ottoman Upper Class, 1840-1914,” Subjects of the Sultan : Culture and Daily Life in the Ottoman Empire
(London : I.B. Tauris, 2000), 256
I Ahmet Midhat, Miisahedat (Observations), 93
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spectacle relations, and they are not represented in the same space. Therefore, one needs to
answer the question of what are the thresholds in the Ottoman city for different categories of
women in order to provide a comprehensive picture of the participation of women in the

urban-cultural sphere in the late Ottoman Istanbul.

3.4 Who Could Enjoy What and Where in the Late Ottoman Istanbul?

In this part of the chapter, firstly, I introduce the spectacle centers of the city as they are
represented in the five novels and elucidate the mobilization and the participation of three
intersectional categories, which are mentioned in the previous part of the chapter, into these
spectacle centers. There are four main entertainment centers of the Ottoman Istanbul in the
late nineteenth century as it is represented in the novels. These include in the old center:
Sehzadebasi, the Green Spectacle areas: Kagithane, Maslak, and in the new center: Beyoglu,

Pera, Galata, and in the Asian part: Uskiidar, Goksu.
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Figure 1:“Istanbul, Turkey, 1882.” Harvard University Library

3.4.1 The Old Center

Sehzadebasi: Sehzadebasi is one of the most important neighborhoods located in the old-
Istanbul where the Muslim citizens of the Empire lived. Sehzadebas is in the same district of
the Topkapr Palace which is the old palace built by Mehmet II (1465) after the conquest of

istanbul by the Ottomans.'*> The neighborhood was famous for its Ramadan entertainments.

2 For more information about the construstion of Ottoman palaces through the history, Zeynep Celik, “ An

Architectrural Survey of the City,” Remaking stanbul: Portrait of an Ottoman City in 19th Century, 3-8
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Several theaters were located in this neighborhood such as Hanedan-i Osmani and
Direklerarasi.'® Moreover, Fevziye Kiraathanesi, the second location in the Ottoman Empire
where a film was screened, was in Sehzadebast.'** Although there is no character
representation of Muslim women in Sehzadebasi in the novels, the place is represented as an
open space for both Muslim men and women. While Ottoman Muslim men and women can
move and spend their time in Sehzadebasi, Muslim women who are not accompanied by men
were not represented. In Zehra, four-pages are devoted to the description of the theater and a
play which was attended by Urani and Suphi in Hanedan-i Osmani Theater.'*> Moreover, the
protagonists of Miisahedat: Siranus and Agavni when they visit Sehzadebas1 are accompanied
by Muslim male characters. Therefore, it can be said that the old center of the city was
continued to be represented as a cultural center because of its urban cultural fabric, but it is

accessible only for the Muslim citizens of the Empire.

3.4.2 The Green Areas

Kagithane: It is a neighborhood outside of the city walls of Istanbul. It is neither in the
Muslim nor in the non-Muslim part of the city. Kagithane neighborhood has an important role
in the modernization process and spectacle life of the Empire since the first French style
palace Sa'd-abad Palace and gardens known as the Sa'd-abad was built in 1772 in the

neighborhood. There is a small river where people had small cruise tours with small boats.

%3 Nabizade Nazim, Zehra, 141; Usakligil, Ask-1 Memnu (The Forbidden Love), 44

Scognamillo, Cadde-i Kebir’de Sinema (Cinema in the Grand Street), 11
Nabizade Nazim, Zehra, 141-145

144
145
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Kagithane is one of the most popular spectacle places amongst Ottoman citizens in
the nineteenth century as it is mentioned in Turfanda mi Yoksa Turfa mi? and Ask-1 Memnu."*®
Ottoman Istanbulites enjoy cruising each other through the windows of carriages in
Kagithane. The act of cruising has a heterosexual characteristic in Kagithane district as it is
mentioned in these two novels. If the heterosexual couples have the chance to arrange a
meeting in Kagithane, they go to a near by neighborhood which is called as Maslak.

Maslak- Biiyiikdere Street: Maslak-Biiylikdere Street also became popular in the nineteenth
century. This neighborhood is a green place where people go in their carriages to enjoy
cruising. As it is mention in Ask-1 Memnu people could do their private meetings on the green
areas without the protection of their carriage.'*’

Therefore, it can be said that the second category of spectacle centers as the green areas:

Kagithane and Maslak-Biiyilikdere Street which were open spaces for both Muslim and non-

Muslim citizens of the Empire without gender segregation.

3.4.3 The New Center

Beyoglu-Pera: Beyoglu-Pera district is known as Alafranga district where non-Muslim
citizens of the Empire used to inhabit. The neighborhood is represented as a spectacle and
entertainment center of the Ottoman Empire in all five of the novels. There were a lot of

theaters, shops, restaurants, bars, cinemas and hotels such as Le Bonne Patisserie, Concordia

1€ Mizanci Murad, Turfan’da mi? Yoksa Turfa mi? (Fresh or Wasted?) 97; Usakligil, Ask-1 Memnu (The Forbidden

Love), 77
7 Mizanci Murad, Turfan’da mi? Yoksa Turfa mi? (Fresh or Wasted?) 97; Usakligil, Ask-1 Memnu (The Forbidden
Love), 77
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148 1t is rather a multi-cultural and diverse

Theater, Odeon Theater, Luxemburg Coffeehouse.
place in comparison to old-Istanbul spectacle places. The entertainment days start Friday
afternoons end last until Sunday mornings, much like contemporary understanding of

9 The statement of entertainment time is crucial

entertainment times, in Diirdane Hanim.
since the holidays are regulated according to the religious practices of the Ottoman citizens.
Therefore, Fridays were holidays for Muslim citizens, and Sundays were holidays for
Christians. The description of the entertainment life in Diirdane Hanim shows that Beyoglu-
Pera district is available during these three days for both Muslim and non-Muslim citizens of
the Empire. As it is mentioned in the introduction chapter, the first film screening, which is

150
Moreover,

open to the public, was run in Sponeck Beerhouse in Beyoglu district in 1897.
in Diirdane Hanim, men's homosexual relationships are represented as visible as heterosexual
relations in Galata- Beyoglu region.

Galata: Galata neighborhood is located in between the old-Istanbul and Beyoglu-Pera district.
It is also known as one of Alafranga districts of Ottoman Istanbul. The district had a
masculine characteristic comparing to Beyoglu-Pera since Janissaries used to entertain

themselves in meyhanes (local bar-restaurants) and brothels in Galata before the

demolishment of Janissary institution in 1826."" The district kept its masculine characteristic

148 Usakligil, Ask-1 Memnu (The Forbidden Love), 35,52

Ahmet Mithat Efendi, Diirdane Hanim,5-7

Ali Ozuyar, Babiali’de Sinema (Cinema in the Sublime Porte), 15

Janisseries are Ottoman soldiers which directly under the control of the Sultan. They are originated from
non-Muslim families and converted to Islam when they were taken from their families in early ages.
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as it is mentioned in Diirdane Hanim since mostly the firemen, bandits and robbers spend

time and enjoyed the spectacle places there.'

3.4.4 The Asian Part

Some of the aforementioned spectacle places such as Baglarbasi and Goksu are the parts of
Uskiidar district. The district is associated with femininity in Ottoman historiography because
of the Palace women’s activity in the district such as Mihrimah Sultan Mosque that was
founded by the daughter of Suleiman the Magnificent in the mid-sixteenth century, Atik
Valide Mosque that was founded by the mother of Murat III in the late sixteenth century.'>
The district is represented as an alternative space to the old and new centers of the city in the
novels because of it is a geographical and cultural location in the general structure of the city;
it is located in the Asian part of the city which is separated from the other centers of the city.
Moreover, as the multi-ethnic and diverse character of the settlers of the district, it is not
associated with one unique millet category. Because of its historical role in the city structure
as an open space for women’s foundations, Uskiidar district is a signifier of the agency and
the power of the Ottoman women of the Palace.

Baglarbasi: Baglarbasi is a neighborhood located on the Asian side of Istanbul (Uskiidar). In
Baglarbags1 there was a famous theater called Baglarbasi Theater run by Giillii Agop (an

Armenian Ottoman Artist) in the late nineteenth century. Plays were run in both Armenian

132 Ahmet Mithat Efendi, Dirdane Hanim, 5-7

For more information see Leslie L. Pierce, The Imperial Harem: Women and Sovereignty in the Ottoman
Empire (New York: Oxford University Press, 1993)
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and Turkish in Baglarbasi. Both men and women, regardless of their religion, are represented
in Baglarbas1 in Diirdane Hanim."**

Goksu: It is a small river next to Anatolian Fortress on the Asian side of Istanbul. Most of the
upper-class Ottoman citizens and bureaucrats had summer houses on the Asian side like
Zehra and her husband Suphi have in Zehra. Goksu River is articulated as a spectacle place

where Muslim upper-class people visit to enjoy the scenery by private or rental ferries in

Zehra and Ask-1 Memnu.'>

3.5 Conclusion

Since my aim is to scrutinize the women’s participation in the urban-cultural sphere in
order to trace their agency in the modernization process in the late nineteenth century, I began
my analysis with the gendered construction of the public and the private spheres through the
spectacle relations and participation of different gender categories in the spectacle places as
they are represented in the novels. The space is constructed on the basis of gaze relations. In
the novels, the subject of the gaze is defined as the Ottoman Muslim male citizens while the
object of the gaze is defined as the Ottoman Muslim female citizens in the novels. However,
when it comes to analyzing the gaze relations between the Ottoman non-Muslim female
citizens and the Ottoman Muslim male citizens, there is no gaze relation that depends on the
subject and the object dichotomy as there is no binary distinction of the construction of public

and private sphere represented in the novels. Moreover, non-Muslim women are represented

> Ahmet Mithat, Diirdane Hanim, 70, 92-95, 105

Nabizade Nazim, Zehra, 20; Usakhgil, Ask-t Memnu (The Forbidden Love), 79
60
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as the spectators of the theaters and the idle strollers of the streets of Istanbul. When it comes
to the Ottoman Muslim female citizens and their participation in the urban cultural sphere; the
Ottoman Muslim female citizens are only represented as the spectators of the shop windows.
As it is represented in the novels, even though the Ottoman Muslim female citizens are
participants of the urban-cultural life as the spectators of the green areas and the shop
windows, they are represented as the ones who lack the gaze which can be in the subject
position of pleasure of looking. However, it is crucial to note that these novels are the
narratives of the authors who consider the genre of the novel as a tool to spread their
discourses on modernization and the ideal modernized Ottoman citizen. Therefore, the
women’s daily life experiences could be different than the narratives of the authors. For this
reason in the next chapter, I am going to analyze the articles published in women’s magazines
in order to trace whether the cinematic experience of spectatorship gave Ottoman Muslim

women the opportunity to be the subject of the gaze who can enjoy the pleasure of looking.
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Chapter 4- Women and Cinema

4.1 Introduction

In this chapter, I answer my main question concerning the role of the cinema culture in
the modernization experience of Ottoman women.'>® Therefore, first I introduce the women’s
need for places of entertainment in the late Ottoman Istanbul, and the discourse on
modernization and cinematography which were articulated in the women’s magazines. I
analyze Ottoman women’s cinematic spectatorship with the help of Jackie Stacey’s analytical
tools “escapism, identification and consumerism”, which she uses to analyze British
Women’s cinematic spectatorship experience in the 1940s and 1950s.">” In her book Star
Gazing: Hollywood Cinema and Female Spectatorship, Stacey claims that cinemas provide
women a place to escape from reality, an opportunity to experience their fantasies through
identification with filmic characters, and a way of employing their agency through

® Besides Stacey’s analytical tools, there are some other analytical

consumerism."”
perspectives employed in this thesis. In the first part, the cinema will be analyzed as a space
of enclosure of women as much as a liberating place where they experienced the position of

the subject of the gaze and to get the pleasures of looking as well as a space where their

pleasure and spectatorship experience were controlled and structured by state regulations . In

3¢ As mentioned in the Introduction chapter, the category of Ottoman Muslim women is employed in this

chapter because of the limitations of primary sources.
157 Stacey, Star Gazing, 144, 150
% 1bid, 179,282, 390,187, respectively
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the second part, I explore how Ottoman women experienced cinematic spectatorship in movie
theaters. Identification with the filmic characters is utilized as a tool to explore the
mesmerizing effect of cinema on women in the second part. In the third part, I investigate the

modern consumption practices introduced by cinema to Ottoman women.

There are two types of primary sources utilized in this chapter, namely, the legal
public regulations for cinema and entertainment culture in Istanbul (cinemas, theaters, cafés,
bars, circuses, café-concerts (kafe santan)) and women’s magazines. The audiences of
women’s magazines are mostly defined as upper-middle class educated women who settled in
different parts of the city."”” The women’s magazines give information about the spectators of
the cinemas, the movies and women’s responses to cinematography. The female spectators of
the cinemas are described as women from every segment of society by Neziha Rikkat, who is
the only female author who has written an article about cinematography in 1918. She
describes the female spectators as young girls with naive and chic clothes, middle age women
with yashmak, school girls with a sarcastic gaze, heavy-head widows, the rich ones, the poor
ones, the educated ones, the illiterate ones, finally all members of the society.160 When it
comes to the movies viewed by women, as it has been shown in figure in the “Cinema and the

Empire” part of the first chapter, the movies which were screened in the Empire were mostly

% For more information about the women'’s magazines look at the methogolody and selected document.

160 “iclerinde sik, zarif giyinmis genc kizlar, pegeleri kapali orta yash hanimlar, miistehzi bakis mektepliler, agir
tavirh dullar, zengin, fakir, malumatli, cahil, velhasil cemiyetin her ferdine mensup olanlar vardi.” by Neziha
Rikkat, “Sinemalara Dair Bir Muhabbet: Talim ve Terbiye Cemiyeti Miiesselerinden ismail Hakki Bey’e” (A
Conversation about the Cinemas: To Mr. ismail Hakki from the Board of Education), Tiirk Kadini (Turkish
Women) no. 15, 26 Kanun-i evvel 1334 ( 16 December 1918): 16
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European productions such as Poor Violette (Zavalli Viyolette), Elegance Parisian (Elegans
Parisyen), Orphan (Yetime). There is only one article about the production process of an

161
Even

Ottoman movie 4 Tragedy of an Affair in Istanbul (Istanbul’da bir Facia-1 Ask).
though the information to research the women’s own responses to cinematography is very

limited, women’s magazines still provide us with information on women’s cinematic

spectatorship in the Ottoman Istanbul.

Before I continue with the analysis of the main sources about women’s cinema-going
activity, I want to introduce an article published in Hamimlara Mahsus Gazete (Newspaper for
Ladies) “Nisvana Mahsus Kliipler” (The Clubs belong to Women) which was published a few
months before the arrival of cinematography to the Empire in 1896. '®* This article is
significant since it sheds light on how Ottoman women perceive the notion of civilization and
its relationship with women’s participation in intellectual and leisure time activity. The article

states that:

“There is no more difference between men and women in terms of education
and training in recent years; women’s intelligence and knowledge is capable
to study law, philosophy and science.... As a consequence of the will of
women, women do not want to be separated from the civilization which is
profited by men, and they also want to have [the civilization] for themselves.
Therefore, higher education institutions for women have been opened.

'*! There is no metadata information about the European production movies. A Tragedy of an Affair in istanbul

(istanbul’da bir Facia-1 Ask), Muhsin Ertugrul (Istanbul: Kemal Production, 1922)
162 ., “Nisvana mahsus Kltpler” (The Clubs belong to Women), Hanimlara Mahsus Gazete (The Newspaper for
Ladies) no 142, 27 Recep, 1313 (13 Ocak 1896), 1-2
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Booklets, newspapers have been published. In addition to this, clubs for
women have been opening.”'®*

Although there is no information about a women’s club in Ottoman Istanbul, the
article informs the audiences about the women’s clubs in America, England, and France.
According to the authors of Hanimlara Mahsus Gazete (Newspaper for Ladies), the clubs for
women were a sign of the civilization (medeniyet) like schools, newspapers, and booklets.
Since women can receive education and become civilized like men, women have the right to
have their own entertainment places. When it is considered that the Ottoman women in the
late nineteenth century could attend higher education in Dar til-Muallimat (Teacher Training
School), the article also can be seen as foreshadowing the need for entertainment places for

the newly educated Ottoman women.'®*

Moreover, it is not the only article which articulates entertainment as a sign of
civilization (medeniyet); such an understanding is also present in the announcement of the
contest of cinema actresses organized by Siis magazine. In Siis magazine, the participation of

the readers in the contest is defined as a civilized mission much like being active [in social

163 “By son senelerde ta’lim ve terbiye-i nisvan ricalden bir fark gostermeyecek dereceye varmistir. Erkeklere
mahsus gibi goriilen derecat-i ‘aliyyeye tahsilden bugiin kadinlarin da nasibi vardir. ‘irfan ve zekalariyla tip
hukuk ve felsefe gibi ilim ve fende mintehi mertebesine variyorlar... Yine bu arzunun neticesidir ki kadinlar
erkeklerden hicbir surette ayrilmak istemeyerek ricalin sayan-i istifade gérerek viicida getirdigi mu’esat-i
medeniyyeye kendileri de sahip olmak istiyorlar. Kadinlara mahsis ‘ali mektepler agiliyor. Risale, gazeteler
nesrediliyor. Bundan baska nisvana mahsus kullpler dahi kisat ediliyor.” in“Nisvana mahsus Kliipler” (The
Clubs belong to Women), Hanimlara Mahsus Gazete (Newspaper for Ladies) no 142, 27 Recep, 1313 ( 13 Ocak
1896), 1, translated by myself.
164 Sefika Kurnaz, Osmanli’dan Cumhuriyet’e Kadinlarin Egitimi (The Education of Women: From Ottoman
Empire to the Republic) last acsess on 30.05.2017.
http://dhgm.meb.gov.tr/yayimlar/dergiler/Milli_Egitim_Dergisi/143/14.htm
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life]."® In the last article of the contest, the participation of women in the contest is described
as a sign of women receiving the honor of civilization (nebdhat-1 medeniyet).'® Moreover,
the first announcement states that the contest is also a test to discover whether the readers are
civilized or not, in order to encourage the readers to participate in the contest.'®’” It is
articulated in the first announcement that the new women are going to prove their difference
from the old women by participating in the contest.'®® Since the contest requires collecting the
photos of cinema actresses published in the magazines, the publisher promotes the buying of
the magazine in order to prove the level of women’s civilization. Therefore, it can be claimed
that in the contest organized by Siis magazine, cinema culture is associated with being modern
by differentiating between the new and the old women. Being modern and civilized is proved

the consumption of the cinema related products.

As the entertainment culture is articulated as a signature of being modern cinema
culture is particularly articulated as a sign of civilization in the women’s magazines.
Moreover, cinematography is also considered as a powerful mesmerizing invention in the
article “Memleketimizde Sinemanin Tesirleri” (The Effects of Cinema on Our Country)

written in 1921 by Necmeddin Sadik, a male professor of Dar iil-Fiinun (The School of

165 “yani Tuirk kadini tam manaslyla mitesebbis, fa‘al olmak nasil medeni bir vazife ise, her Siis karisi icin bu
miisabakaya istirak etmek de dyle medent bir vazifedir.” ..., “Sinema Artistleri Miisabakasi,” Siis num. 1
(16Haziran 1339) (16 June 1923), 15
198 “Hanimefendilerimizin bu son senelerde pek biylik bir nebahat-1 medeniyete ihtisap ettikleri stiphesizdir,”
Sus n.4, 1923, 8
167 “Haydi, hanimefendiler, imtihan meydanina!l,” Ibid
168 “Bunun icin Sus karfleri gazetelerinin kendilerine ‘arz ettigi bu misabakalari asla ihmal etmeyecekler ve eski
kadinlardan esasli farklarla degismis olduklarini pek ¢ok parlak olarak ispat edip mutlaka istirak edeceklerdir.”
Siis num.1, (16Haziran 1339) (16 June 1923), 15
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Science). Sadik tries to explain the effects of cinema on human psychology by using scientific
language. He often pronounces words such as modern, invention, automate, hysteria and to
mesmerize in order to explain the strong effects of cinematography. He considers
cinematography as the modern and most powerful mesmerizing device invented until his

time.'®

At the beginning of his article, Necmeddin Sadik claims that most structured
reformations of modernity take place in the new world through giving an example of the new
regulations on cinema in New Zealand.'”” Sadik starts his article by making a distinction
between the new world and the old world. For him, the new world can demolish everything
[ethical-moral values] that can be considered as useless in contemporary circumstances and
the old world, conversely, is the conservative one because it sticks to the traditional ethical-
moral values. Even though he does not provide any clue as to about the content of the
regulations on cinema in New Zealand, he claims that the rules New Zealand passed should
be applied all around the world. He claims that the new/modern world is more adaptable to
the new/modern inventions than the old/traditional world. Moreover, the old-traditional world

also has to adapt itself by making new regulations on new technology, namely

169 “Cunkl bu kadar buyik bir kuvvetle intisar) eden higcbir mu’essese yoktur: ayni zamanda bu kadar mu‘asir

ve bu kadar kuvvetli hicbir telkin vasitasi da icad edilmemistir.” Necmettin Sadik, “Memleketimizde Sinemanin
Tesirleri” (The Effects of the Cinema on Our Country), 4
170 “ictima-i 1slahatta en kati yenilikler yeni diinyada oluyor: ispirtoyu evvel men-i iptida’i, sinemalari Yeni
Zellanda men ediyor.” Necmettin Sadik, “Memleketimizde Sinemanin Tesirleri” (The Effects of the Cinema on
Our Country), 4
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"1 Even though he contradicts in his

cinematography, in order to keep its traditional values.
claim pertaining to the adaptation of the old world to the new inventions in a similar fashion

employed by the new world, he upholds a discourse on modernity through cinematography.

Therefore, in the following sections, I will scrutinize women’s experience of
modernization through cinema from three main points of view; first, cinema as a space for
entertainment and enclosure; cinema as a modern mesmerizing machine; and cinema as a new

consumption practice.

4.2 Cinema as an Entertainment and Enclosure Space for Women

According to the articles in women’s magazines, women’s need for entertainment
places kept its importance during the 1910s. In his article “Kadin ve Erkek Eglencede
Birlikte” (Women and Men are Together at the Entertainment), Ethem Nejat articulates his
contemporary observations on women’s participation in entertainment and urban culture in
1918. Nejat states that although there are different types of entertainment places for women,
cinema is defined as the proper place for women’s leisure time activity which is an effect of

women’s participation in working life.'’”* Cinema is pointed out by the author as a proper

1 ayeni diinya insanlari pek eski an‘ane ihtiyatlara bizim kadar bagli olmadiklari igin ma‘zir gordikleri her seyi
kolaylikla ortadan kaldiriyorlar. Eski diinya icra’atinda bu kadar kat‘i olmuyor, ¢linki terbiyesi itibariyle
muhafazakardir, israrlarindan biri toplanan kuvvete hasillari kendisini diivene kuvvetle bagliyor.” Necmettin
“Memleketimizde Sinemanin Tesirleri” (The Effects of the Cinema on Our Country), 4

72 “Isten sonra eglence gelir. Hanimlarimiza galisiniz, sina‘i ve amele safina geginiz, hayat-1 ‘umumiyyeye
karisiniz diyoruz da onlara has ird’eler etmiyoruz. Bir Cuma bir Pazar tatili yalniz gegen haftanin mutemadi
yorgunlugunu bertaraf etmez... Simdiye kadar konu komsuya gitmekle anilan hanimlarimiza bu ibtida’i ve sade
eglenceler artik n nakis ve kafi geliyor. Keza Sariyer ile Biyikdere arasindaki rihtimin veya Kusdili cayirinin
dereye nazir parmakligi dahiline girip saatlerce findik, kestane ve kagit helvasi yemek de artik onlari
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place for women since other forms of entertainment such as strolling in the city is defined as
less moral and less joyful. In the article, cinema appears to be a place which can prevent

women from strolling in the spectacle places which are the signs of lower morality.

The author categorizes the entertainment places for women with regard to the class
differences between the participants and his moral judgments. He describes three main
entertainment places where women participate in: first, the old spectacle places belonging to
the middle-class Ottoman citizens; second, the private entertainment places belonging to the
upper-class Ottomans; third, the new entertainment places located in the new center of the
city Beyoglu for every Istanbulite. According to the author, the old entertainment places, in
other words, the old spectacle places as gardens and meadows are described as less moral
places. He states that the old spectacle places are not suitable for women since in these places
there are naughty young boys who harass women. Moreover, the young ladies, unlike the old
habits, are going out without a company of an old woman. In their leisure time when women
go outside by themselves, they manage to dates with the men in these places. Therefore, these
places became less moral spaces. When it comes to the entertainment places located in private
sphere mostly in the old style konak houses of an upper-class Ottoman citizen in the Islands,
he makes a moral judgment based on women’s behavior in the entertainment activities. He
states that women can drink, sing and dance in these entertainment places located in private

sphere which is accessible for all genders. He states his concern that this kind of

eglendirmiyor.”, Ethem Nejat, “Kadin ve Erkek Eglencede Birlikte (Women and Men are Together at the
Entertainment),” 9
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entertainment style can disseminate from the upper-class konak style life to the middle-class
apartment buildings. Therefore, he warns his audience that women’s need for entertainment

spaces should be immediately fulfilled.'”

Nejat suggests that a woman should visit the spectacle and entertainment places
accompanied by a male member of her family. Even though he proposes to conserve the
traditional form of the family, he directs people to Taksim-Beyoglu district which is the new
modern entertainment center of the city. He states that watching a movie in a cinema theater
with the family members is a wonderful entertainment both for men and women. Therefore, it
can be claimed that even though he tries to preserve the traditional form of the society, the
author also encourages mobility between the centers of the city by leading people from old
spectacle places to new modern public centers of the city. However, he does not leave room
for women to go outside and enjoy the modern structure of city as independent individuals.
He tries to limit women and prevent them from establishing an individualistic experience of
cinematic spectatorship and being idle strollers of modern Istanbul by suggesting that the best

entertainment activity for women should be searched inside of the family structure.'”*

7 Ethem Nejat, “Kadin ve Erkek Eglencede Birlikte (Women and Men are Together at the Entertainment),” 9

74 “Bir valide-i kerime, ogul ve damatlariyla; bir pederinin hemserileriyle, bir bacanak baldiz ve evlatlariyla,
nihayet bir ahbap iyi dost ta’likatiyla neden gezintiler, ziyaretler yapmasin, neden eglenceler tertip etmesin!...
Taksim ve ya herhangi buna benzer bir bahge ve ya gazinoda zevg, zevce, ¢cocuk icin birer dondurma ve ya pasta
yemek sonra giizel ve temiz bir musiki dinlemek pek nezih bir eglencedir. Kadin ve erkekler aile efradinin,
akrabanin bir locada yahut yan yana sandalye ve koltuktan giizel bir sinemaya istima’ ve temasa eylemeleri
nefis bir mesgaledir.” Ethem Nejat, “Kadin ve Erkek Eglencede Birlikte (Women and Men are Together at the
Entertainment),” 9
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When we analyze his article which encourages women to visit cinema theaters instead
of old style spectacle places, cinema can be read as a space of enclosure for women’s agency
in entertainment life. As a closed space, cinemas were under the control of state regulations
just as cafes, bars, and theaters were. As articulated by the author in his article, women can
behave freely in the private entertainment places and old style spectacle places. However, the
cinemas were organized as gender segregated spaces. Even though men and women could
watch the same movie in the same theatre, there was a wooden curtain separating men and
women from each other.'” Moreover, there were rules which control women’s behaviors in
the cafés and kafe-santans.176 According to the official regulations on theaters, cinemas, cafes,
and kafe santans, women could not sit and dance in the same lodges with men. Therefore,
women’s activities such as communication with people of different genders, dancing and
drinking were under state surveillance in the modern public entertainment places. For this
reason, cinemas can be regarded as enclosures of women’s agency as much as liberating
places which women enjoy being the subject of the gaze in the late nineteenth-century

Ottoman context. Cinema as a modern place for passing leisure time and engaging in

> Ahmed Rasim, "Muhtelif Temasalarda Kadin (Women in Various Spectale)," Muharrir Bu Ya (That’s the

Author), (Ankara: Devlet Kitaplari, 1969/1926), quated from OzdeCelik Temel Thormen, “Kadinlar ve Cocuklar:
Geg Osmanl Déneminde Sinema Hakkinda bir Mitelaa (Women and Chidren: An Observation of Cinema during
the Late Ottoman Era),” Alternatif Politika (Althernative Politics) Special Issue on Cinema (2006): 13
176 ukafe santan, kafe konser siiret-i mahstsatta calgi calan ve calgi ile beraber menf’i ve vakfiyeler tarafindan
‘icra-1 takibat edilen mahallerde kafe santanda gerek ¢algici ve mifniye kadinlarin ve harigten girilen nisvanin
muisteriler ile beraber ‘umumi salonlara ve yahut husisi kabinlerde oturmalari ve dans etmeleri ledel-‘icab en
buyuk mulkiye memurunun tenbihi ile men edilebilir.” BOA. DH.EUM.MEM.00132/00070/025 (15 Kanun-i evvel
1331) (18 December 1915)

71



CEU eTD Collection

entertainment practices was also as a place where modern surveillance and state control

apparatus can be performed.

4.3. Cinema as a Mesmerizing Machine: Identification with the Filmic Characters and
Experiencing the Fantasies.

In this part of the chapter, I analyze two articles “Sinemalara dair bir Muhabbet” (A
Conversation on Cinemas) (1918) by Neziha Rikkat and “Memleketimizde Sinemanin
Tesirleri” (The Effects of Cinema on Our Country) (1921) by Necmeddin Sadik.'”” Both
articles are written in order to direct attention to the powerful effects of cinema on women.
Both of the writers consider the effects of cinematography on women as a threat to the family
structure since women experience identification with the filmic characters in the cinemas;
they cannot enjoy their real life anymore. Ottoman female spectators are depicted as
daydreamers of the city who transform the everyday reality into a dream world which they
experienced in cinema by both authors. Rikkat wrote her article in order to inform the board
of education to take action in terms of controlling the movies watched by women in cinemas
by claiming that some of the movies dismiss and alter women’s role in the family and the
social structure.'”® She starts her article by relating her observations in the city during the

closure of the cinema theaters because of an epidemic illness which lasted few weeks. She

177 Neziha Rikkat, “Sinemalara dair bir Muhabbet” (A Conversation on Cinemas); Necmeddin Saik
“Memleketimizde Sinemanin Tesirleri” (The Effects of Cinema on Our Country)

78 “Bunla beraber sinemalarin buglinki ahlakimizi ifsad ettigini de i‘tirafa mecburum: temasa edilen
manzaralar iginde olanalar vardir ki hicbir hanim gordiigiini bila-hicab hikaye edemez. Hayatin murdar
sirlarindan bi’ haber, alnina temas edecek ilk muhabbet ruhunu tevdi‘ye hazir olan saf ve masum bir kizin,
fuhusun gizli manzarasini kahkahalar igcinde seyretmesini hos buluyor musunuz?” Neziha Rikkat, “Sinemalara
dair bir Muhabbet (A Conversation on Cinemas)”
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draws a picture of Ottoman cinema lover women as who are in a dazzle because of the lights,
have wild-eyes, and walk around as loafers, and draws attention to the disappearance of
women who go to the cinemas in the evening trams and the women on the streets of three
main entertainment centers of the city namely, Beyoglu, Kadikdy and Sehzadebast.'”” The

cinema-lover women became a part of the image of the city already in 1918.

Rikkat claims that cinema has a huge power on society since it could reach a huge
variety of spectators from the noble women to the young girls. Moreover, she points out that
the effects of the cinematic spectatorship experience are visible in daily life, and one can
recognize it by observing the smiles and the behaviours of the young girls."® In Rikkat’s
article, the body of the female spectator appears on the city street as someone who stands on

the threshold of the dream world of cinema and the reality of the urban life.

According to Rikkat, the movies such as the one which has a plot narrating the story of
the countess who travels with her lover, or the one which narrates a husband who has been
cheated by his wife, incentivize adultery and render become familiar with these kinds of less
moral behaviors.'® She claims that the movies, especially the ones about love affairs, are very

dangerous for young women in terms of their psychological stability. Therefore, she asks

179 “Birkag haftadan beri sinemalar — hastalik dolayisiyla- kapali. Artik Beyoglu’nda, Kadikéyii’nde,
Sehzadebasi’'nda gozleri ziyadan kamasmis, baslari dénmiis yararsiz bir halde yollari dolduran hanimlari
dolduran hanimlari gérmiyor musunuz? Aksamlari tramvaylar hemen hemen sinema meraklilarini sehre tevzi'e
baslarlardi.” Neziha Rikkat, “Sinemalara dair bir Muhabbet (A Conversation on Cinemas),”

180 “Dikkat ederseniz glltslerinde ylrlyuslerinde bu temasalarin tes‘ir lerini goriirsiiniiz.”Rikkat

181 «7evceleri tarafindan mahirane aldatilan kocalarin haline gillyoruz. Bunlar bize abdal, degersiz boyle bir
akibete mustehakk olarak gosteriliyor.” Rikkat, “Sinemalara dair bir Muhabbet” (A Conversation on Cinemas)
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authorities to take an action to control the movies in cinema theaters and to establish a cinema
theater for everyone [including young girls] to enjoy in Beyoglu, Sehzadebasi and/or

Kadikoy.

Sadik claims that the cinematographic affection on the spectators is a way of
mesmerizing (telkin). The mesmerizing effect can be more powerful for the spectators who
have weak psychology and intelligence.'®* The author considers young girls, house wives and
the children under the category of a spectator that can be easily affected by the cinematic

183 Moreover,

mesmerizing since cinema creates an artificial space by imitating the real life.
space which has been created by the hyperreality effect of cinema and the mesmerizing effect
are described as including a trance mood and a hypnotic mood by the author. He claims that
the sensations of cinema spectators are numb, and their capacity of being conscious is
tempered.'®* Therefore the spectators become “automats”, isolated from whole nature, who

cannot see and cannot be occupied with anything other than the curtain of the cinema.'®® For

this reason, he considers the hysteric and neurotic women and the children as the slaves of

182 «Telkin, ne kadar musa‘id-i seri‘at dahilinde yapilir ve buna tabi’ olanlar sinirleri ne kadar zayif, fikri ne
derece bos, zekasi ne kadar muhtar olursa, o derece biyiik bir tesir ‘icra eder; ...Her nev-i sinema ¢ocuklarin,
geng kizlarin, bilhassa asabi kizlarin bir cinayetidir...” Sadik, lbid, 4

183 “Meziyyet-i hayata tamamiyla mutasabik olmasi, sanT muhitler icinde cereyan etmemesidir.” Sadik, lbid, 4
18% “Bir miiddet sinema perdesi yaninda seyredenlere bakmak bu ‘iddiayi ispata kafidir: herkesin gozleri aciimis
blyuk ve da’imi bir dikkat esiri olarak baslar 6ne dogru cikmis, agizlari agik, herkes hareketsiz. Buna bir de
piyanonun basit fakat muzun ahengini ilave ediniz. Ruhu, akli biitiin kuvvetler dikkat olarak temerkiiz etmistir.
Perdeye dikilen gbzlerden ma’ide bitin havas uyusmustur; su‘Grun sahasi tamamiyla daralmistir.” Sadik, lbid, 4
185 “Sinemayi seyredenler bliyik bir zulmet icinde bitin kdinatla alakasi kesilmis gézleri yalniz sinema perdesini
goren, baska bir sey gormeyen, baska bir sey isitmeyen, baska seyle mesgul olmayan, hakiki
“otomatlardir.””Ibid, 4
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this dream world."®® The most interesting part of his article is that he never mentions a
category of healthy women. According to him, there is only one group of female spectators
who either hysteric or neurotic. Without referring to any name, genre, and/or content of the
movies, he claims that there are a lot of house-wives who do not enjoy their own lives, get
angry at their husbands, and destroy the peace of their houses since they cannot find the
lifestyle, attention, resplendence which they saw at cinema.'®” According to Sadik, women as
one of the weakest groups of the society, especially the young girls and housewives, are too

fragile to be exposed to this modern mesmerizing machine.

By pointing out the bad effects of cinematic spectatorship experience, both writers hint
at the birth of the new female spectator on whose face the effects of cinema can be found. The
new female spectator in Ottoman Istanbul experienced the dream world, which does not exist
in the reality of daily life, in the cinemas, and they go out of cinemas be dazzled because of
the lights of cinema and walk around as loafers with wild eyes. Moreover, these spectators
deploy their agency to rener the fantasies reality. According to both of the authors, there are a
lot of women who engaged with the female stars of the movies and are willing to become one
of the characters of the dream world of cinema. Therefore, there are two outcomes that can be

derived from Ottoman women’s cinematic spectatorship experience: first, they consider

186 “Iste, bunun icin biitlin gocuklar vakifve terbiyesi olmayan basit zekali gengler, asab ve isterik kadinlar hep
bu sinema perdesinin esiridirler.” Ibid, 4
187 “Sinemada gorip begendigi tarz-1 hayati kendi muhitinde géremedigi, 6zenti ve ihtisami etrafinda
bulamadigi icin hayattan usanan, kocasina hiddet eden, ‘aile refahini istirahatini bozan ev kadinlarina sik sik
tesaduf ediliyor.” Ibid, 4
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cinema theaters as a dream world where they can experience fantasies through identification
with the filmic characters; second, they became a threat to the traditional structure of the
family and the society by replacing the reality of everyday life with the fantasies which they

experience in the cinematic dream world.

4.4 Cinema as a Consumption Practice

In the last part of this chapter, I analyze the role of women’s magazines in creating the
star gazing-fan system and promoting fashion consumption. The change in the cultural norms
and gender relations can be traced by analyzing the concept of fashion since fashion covers
not only trends in clothing but also provides us with hints as to the consumption practices as
well as, social and material relations. For that reason, I analyze how cinema culture was
utilized as a tool in the creation of a modern consumer culture, and commoditiy fetishism in

the late Ottoman period.

According to German cultural critique Benjamin, the beginning of the twentieth
century commodity fetishism and dream fetishism became indiscernible because of the
architectural structure of the departmental stores and the new technological forces such as

cinema.'®®

In Arcades Project, Benjamin considers modernity as a dream world, and arcades
as “the houses of consumer’s dream world”. '** Arcades and the departmental stores were the

places where the commodity fetish became visible in the nineteenth-century Paris. In the

188 Buck-Morss, “Mythic Nature: Wish Image,” 118,144

Back-Morss, “Introduction to Part Il,” 37, “Dreamworld of Mass Culture,” 253
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following part of the chapter, I explore how Ottoman Istanbulite women experience the
commodity fetishism in cinemas as it can be experienced in departmental stores by analyzing

the articles, contests and news on women’s magazines.

Stis magazine had an important role in promoting consumerism and fashion through
cinema. As mentioned above, the magazine organized a contest of cinema actresses. The rules
of the contest include collecting of the photographs of two actresses which are published in
the first four issues of the magazine, and voting for the most beautiful and most artistically
talented one. Therefore, the magazine acquainted women to with the famous European and

190 Moreover, the awards of the

American female stars, and led them to pick a favorite one.
contest are the last fashion commodities such as hand-held fan, tricolette handkerchief, face
power, and a hand bag. These awards are described as commodities since they are articulated
with their brands, their exchange values, and their fashionableness instead of their use value

" Through the contest, the star gazing and fan system was being

by the magazine."
established. Moreover, the contest promotes the idea of cinema consumption as a sign of
modernity and civilization. The magazine promises female spectators to be modern and

civilized not only through the pleasure of looking at commodities but also through

consumption of cinema related commodities.

1% Names of some of the actresses articulated as Russian actress Elena Makuska, Italian Lida Bordalli,...

Karl Marx, “Part 1: Commodities and Money, Chapter 1: Commodities,” Capital: A Critique of Political
Economy vol. | (London: Penguin Books, 1990-1992, c1976-1981), 27-60
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Siis 1s not the only magazine which serves to establish the star gazing-fan system; from
its first issue Yeni Inci (New Pearl) magazine publishes the translations of interviews with
foreign actresses published in European magazines in order to make the female reader

"2 In the first issue, the magazine publishes an interview with a

familiar with the movie stars.
French actress called Biscoe about her cinema career. However, in the following issues, the
interviews cover, for the most part, information pertaining to the wealth and means of the
cinema actresses. For example, the interview with American actresses Ms. Mary Pickford and
Ms. Betty states that Ms. Betty has eight cars, hundreds of dresses, and approximately two

'3 Yeni Inci publishes not only the translations of the interviews but

hundred pairs of shoes.
also conducts interviews with the stars who visit Istanbul. For example, there is an interview
with US based French actress Maria Montel published in the fifth issue of the magazine. The
narrative of the interview draws a picture of the life of an actress as the most desirable life
which is full of travels and fun. Through creating a star system the female spectators became

familiar with consumerism and commodity fetishism.'”* Moreover, the usage of the

commodities is promoted through the star system in the magazines.

192 . “Bisko Nasil Sinemaci Olmus? (How Bisko Became a Cinema-Person?)” Yeni inci (The New Pearl) num.1, (1

Haziran 1337) (1 June 1922), 10
1% . “Sinema Muhasebeleri (Cinema Accounts),” Yeni inci (The New Pearl) num. 3 (1 Agustos 1338) (1 August
1922),9
194 Stacey, Star Gazing, 340
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Figure 2: Ms. Mary Pickord in “Sinema Muhasebeleri (Cinema Accounts),” Yeni inci (The
New Pearl) num. 3 (1 Agustos 1338) (1 August 1922), 9
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In the thirteen issue of Siis magazine, there is an article which announces the opening
of Elhamra Cinema (Elhamra Sinemasi)."”” The article states that there will be an opening of
a popular art and amusement place in Beyoglu which is organized only by Turkish
entrepreneurship. Elhamra Cinema is described as an astonishing place for the fans of
spectacles (temdsd perverler). Moreover, the magazine heralds the news that there will be
surprises such as the screenings of the films of the models which show the latest fashion on

1% In the following issue of the same

women’s and men’s clothing, hair style and underwear.
magazine, there is also another article about the same opening “Elhamra Sinemasinda Paris’in
Son Modas1” (The Last Fashion of Paris in Elhamra Cinema). The article firstly states the
location of the cinema as in the middle of Beyoglu. In the second article, more information is
available on the movie which is going to be screened in the opening ceremony. The movie
called is Elegance Parisian (Elegans Parisyen). According to the article, the movie is
produced in order to spread the last fashion in Paris to all women."” With the light of these
two articles, Elhamra Cinema is pictured as an astonishing place where women can find the

fashion of Paris in the middle of Beyoglu. Siis magazine makes a call for women to go to

Elhamra Cinema in order to experience the luxury life of the capital of modernity, Paris in the

% . “Elhamra Sinemasi (Elhamra Cinema),” Siis num.13 (8 Eyliil 1339) (8 September 1923), 16

% “Derin bir iftiharla tebsir ederiz: sirf Tlrk tesbisi ile Beyoglu’nun n am-1 giniinde sahane bir mahfel zevk ve
sanat klisad olunuyor: Elhamra Sinemasi en bed’i ihtimamlarla miizeyyen olarak, Eylil’iin 21. Cuma glinii
mutantan salonlarina muhterem temasa-perverlere aciyor. Programlarda istanbul halki icin muhayyir’il ‘ukul
harikalar var: mesela midiriyet Paris’in en son kadin ve erkek tuvaletlerini, sa¢c modellerini, i¢c camasirlarini en
sik ve en yiiksek terzihanelerinde en gizel, en latif mankenlerle filmlere aldirmak lizere teskil etmis.” Elhamra
Sinemasi’nda Paris’in Son Modasi” (The Last Fashion of Paris in Elhamra Cinema), Stis num.14 (15 Eylil 1339)
(15 September 1923), 16

97 “By filmleri cihana Paris teskil etmis “ Elegans Parisyen” yani Paris sikhg sirket tarafindan Paris’in son
modasini bitiin hanimlara nesr ve tesbir icin i‘mal olunuyor.” lbid, 16
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luxurious architecture of Elhamra Cinema. Moreover, at the end of the second article, there is
a warning for women which suggests that women should not go for winter shopping before
watching the movie Elegance Parisian. The cinema was introduced to women by Siis

magazine as a capital of the latest fashion.

Figure 3 Elhamra Cinema in 1923, Siis'"®

As the capital of the nineteenth century, Paris displayed in the middle of Beyoglu
where Ottoman women could get the pleasure of looking towards the fashion as a “true face

of commodity fetishism”.'” The promotion of transforming the image and the body of the

% . “Elnamra Sinemasinin Resmi Kiisadi (The Official Opening of Elhamra Cinema),” Siis num.16 ( 29 Eylil

1339) (29 September 1923), 16
1% Buck-Morss, “Special Origins,” 23
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female spectator into filmic images hints at the construction of modern consumer who

transforms her image into filmic reality.

4.5 Conclusion

According to the analysis of the articles related to cinema in women’s magazines,
cinema and cinematic spectatorship experience gave Ottoman Muslim women the power to
look and to enjoy the pleasure of looking which they also employed in the city streets.
Therefore, Ottoman Muslim women became individuals who have the ability to reshape and
re-edit the modern urban culture. It can be claimed that women took an active role in the
modernization process of the Ottoman Empire in four ways. First, they defined the leisure
time activity by participating in the working life. Second, they mobilized the city centers
according to the modern forms of entertainment by using modern mass transportation and
walking in the city streets as idle strollers under the mesmerizing effect of the
cinematography. Third, they attempted to deconstruct and reconstruct their everyday life
reality with regard to the filmic reality. Fourth, they experienced the pleasure of looking as

the agents of the commodity fetishism.
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Chapter 5- Conclusion

During the late nineteenth and early twentieth centuries, Istanbul became a place for
social and political transformation. While a modernization process was visible in the political
area, Ottoman society also experienced modernization through new consumption practices.
The new consumption practices and public spaces laid the grounds for the modernization
movements in the Empire. As a part of cultural practices of the nineteenth century, cinema
became a platform and a reflector of the attributions of modernity in the late Ottoman

200

Empire.”™ This thesis explored the role of cinema in the modernization of Ottoman

Istanbulite women, particularly Ottoman Muslim upper-middle class women.

At first, I traced the thresholds of the city for women by picturing the private and
public spheres for Ottoman women in the nineteenth-century novels which belong to the
period before the arrival of cinematography. By analyzing novels, I introduced different
categories of women in the Empire which were classified according to their ethnic and
religious identities. Therefore there were two categories of women employed in this thesis:
Ottoman non-Muslim women and Ottoman Muslim women. I explored the thresholds of the
city; where Istanbul started and ended for Ottoman women who belong to different
intersectional categories. Therefore, in chapter three, I mapped women’s Istanbul in order to
clarify the access of Ottoman women to the city and to modernization through the city. In the

third chapter, Ottoman non-Muslim women were manifested as individuals who could enjoy

200 Charney and Schwarts, Introduction to Cinema and the Invention of Modern Life, 1
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modern ways of spectacle and who had the power to modernize the gendered structure of the
urban sphere by strolling in the city. However, there was no representation of Ottoman
Muslim women as active participants of urban-cultural life; they were represented mostly in

the private sphere as the keepers of the traditional form of Ottoman society and family.

With women’s participation in working life, at the end of the nineteenth century,
Ottoman women became visible in the streets of Istanbul. In the women’s magazines, there
was a stress on the differences between the old women and the new women. As it is
represented in the novels, the articles in the magazines also stated that the old [Muslim]
women were not visible in the city while the new/modern women were emancipated from the

21 Moreover, the image of Muslim women as the one who lack the agency of

walls of Harem.
the gaze and who can not get the pleasure from looking changed after the arrival of

cinematography into Ottoman Istanbul in 1896. In the fourth chapter, I analyzed the role of

cinema in and for modernization of Ottoman Muslim women.

Cinema culture empowered Ottoman Muslim upper-middle class women in terms of
being visible in the city streets as individual idle strollers. Through identification with the
filmic characters, Ottoman Muslim female citizens encountered the different parts of the
world and a different construction of womanhood which stood out of their daily life
experience. Therefore, cinema was considered as a threat to the traditional gender

construction of Ottoman society since Muslim women attempted to adapt their everyday

291 §zkal, 104
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reality to the filmic reality. Moreover, women’s cinema-going activities moved the city
centers from old centers into new centers which were centralized around the modern
entertainment activities. The last point is that Ottoman Muslim women joined the modern
ways of economic and social relations through commodity fetisihm. As a conclusion, the
cinematic spectatorship encouraged Ottoman Muslim upper-middle class women to be an

active agent of modernization in the late Ottoman Empire.
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