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Klasik Tiirk Edebiyat

AN ARTIST WHO WAS EXPELLED FROM THE
OTTOMAN PALACE AND ITS ENVIRONMENT
BECAUSE OF HIS TURKISH IDENTITY: THE
POET LE’ALI?

Zulkuf KILIG?

1. INTRODUCTION

The Ottoman rulers, who had received a very good
education since their childhood and princedom, had the ability to
act as referees in poetic assemblies due to their knowledge of
poetry that would enable them to organize a curated divan. Due
to these characteristics, they could easily distinguish between
good and bad poetry and hear the footsteps of a talented poet from
far away. It can even be said that the sultan often determined the
quality of a work of science and art and the fame of the artist, and
the acceptance and reputation of a work depended on the sultan’s
favor. In order to be selected as Sultanu’s-Su‘ara and receive
“in‘am”, the poet had to first be invited to the su’ara assembly,
present a eulogy to the sultan, be appreciated and deemed worthy
of a donation (Inalcik, 2013:15). Poets who passed these stages
were later accepted to the Palace and took part in that literary
circle.

In a patrimonial society like the Ottoman Empire, in other
words, in a society where social honor, status and ranks were

1 This is an expanded and revised version of a paper presented at the 9™ International
Paris Congress on Social Sciences & Humanities, 21-28 (August 25-27, 2023 /
Paris, France).

2 PhD., Bingol University, Faculty of Arts and Sciences, Turkish Language and
Literature Department, Bingol, Turkey. kiliczulkuf@hotmail.com, ORCID: 0009-
0009-6247-9436.
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determined by an absolute sovereign ruler (Inalcik, 1992:6;
Inalcik, 2013: 9), all power was concentrated around the Palace
and its entourage, primarily the Sultan. In Italy, which was
experiencing the Renaissance, and in the West in general, when
the source of wealth shifted from land and agriculture to industry
and trade, wealthy bourgeois classes emerged and began to
replace patrimonial masters (Inalcik, 2013: 13). A development
similar to this in the West was not experienced in the East. While
the commune-city states witnessed such a development in Italy,
the centralized patrimonial state structure in the East was
becoming increasingly powerful, and scholars and artists were
becoming more dependent on the palace and dignitaries of state
than ever before (Inalcik, 2013:13). The first Ottoman lords were
attached to the Babai Kalenderi dervishes, religious-epic folk
literature, in short, the Turkmen cultural environment. In the
following centuries, especially during the reign of Fatih Sultan
Mehmed, when the palace turned towards the Middle-Eastern
cosmopolitan culture (Inalcik, 2013:14), as a result of the results
brought by multiculturalism and multilingualism, not only did
locality lose its importance, but it also began to be considered a
cause of worthlessness. This began to make itself felt clearly both
in the Turkish language and in Turkish identity.

It is seen that the formation of literary circles was formed
under the patronage of sultans in palaces such as Bursa, Edirne
and Istanbul, which were the capitals of the Ottoman Empire; of
princes in places where they were assigned such as Trabzon,
Manisa, Amasya, Konya and Kitahya; of high-ranking people
such as treasurers and viziers; of raider beys in border areas such
as Rumelia; and of sheikhs and dervishes in some lodges and
dervish lodges, which were considered institutional structures of
religious-mystical education, where a mystical atmosphere was
breathed for some poets who wrote poetry in the style of minstrel
literature. On the other hand, poets who rose to high positions (for
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example Necati) became patrons themselves and had many
distinguished poets by their side (Inalcik, 2013:15). In other
words, a patronage and a patronage at every level has always been
in the natural course of the established state tradition. However,
in these literary circles, there was never any schooling for the
training of poets, and a literary school in the Western sense was
never established.

It is seen that, along with all scholars and poets' efforts to
find a patron, the poet Le'ali also started to look for a patron in
order to practice his art, but he was forced to introduce himself as
an Iranian poet coming from the Persian lands because he knew
that his Turkish identity would be an obstacle to him in this search
and that being an lIranian or any other foreigner was a valid
currency in his own country.

2. RESEARCH AND FINDINGS

The power of the state has a great effect on the formation
of literary circles. Because the first condition for supporting
artistic activities is to establish order and be strong in many areas.
The most suitable climate where science, sports and art flourish,
which is still valid today, is the climates of countries with high
levels of development in the fields of politics, economy, military
etc., especially in economic terms. Since primary human needs
such as livelihood and sustenance can be met very easily in these
climates, it is clear that there is a visible movement in artistic
activities. It can be easily observed that artistic activities
developed in parallel with the development of the state in the
Ottoman field. It can be observed that artistic activities remained
weaker compared to the following centuries due to the intense
state-building activities, chaos, crises etc. during the
establishment phase of the Ottoman state. As the Ottoman State
grew and developed, artistic activities increased significantly, and
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its greatest artists emerged during the most powerful periods of
the Ottoman State, so there is no harm in saying that there is a
direct proportion between artistic activities and the development
of countries. This is a natural result of both the natural structure
of states and humans. The priority of a state that has completed
its establishment and has not reached sufficient power has always
been orientations that are in line with the requirements of being a
state rather than artistic activities. It should be known that the
priority of a hungry person will also be to satisfy his hunger.
Again, it is clear that such a person will have an artistic aptitude,
if any, after meeting his primary, human needs.

The formation of literary circles stemmed from the
tendency of people with artistic talent to spend their energy on
their art rather than on primary needs such as eating and drinking
to survive. This was due to the fact that those who engaged in
artistic activities lacked a technology such as the printing press
that could print and reproduce their works, as well as the fact that
there was not enough of a literate audience in the Ottoman area at
the time to be a customer of those artistic activities. Of course,
not every poet had the chance to be in a literary circle. It can be
said that there were political, religious and sociological factors
behind the fact that not every poet could find a place in literary
circles. The fact that Fuzuli, a genius of Divan poetry, was kept
outside the Palace despite presenting eulogies to Sultan Suleiman
in order to be included in a literary circle, had a great effect on
the fact that Fuzuli was a person belonging to the sociology of the
region where he lived. Because there are very few Divan poets
equal to Fuzuli in terms of poetic talent.

Although this was a problem for all poets in Folk, Ashik
and Divan poetry during the Ottoman period, it is seen that
especially the literary circles connected to the palace and its
officials were formed mostly around Divan poets and this
opportunity was not given to folk poets. Although there are
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different reasons why the literary circles formed around the
palace and its officials were preferred over Divan poets, a few of
the most important reasons are as follows:

v" Most of the sultans and many state officials from the
palace were skilled in writing poetry in the style of Divan
poetry and were familiar enough with Divan poetry to be
able to organize a compiled divan.

v’ Although there were Divan poets who were illiterate,
most of the Divan poets were members of the intellectual
class who were fluent in Arabic and Persian languages
to the extent of writing poems in those languages.

v" Most of the Divan poets were very well educated. For
this reason, they were mostly people who were capable
of acting as companions to the sultan or to the high state
officials such as the grand vizier, treasurer, etc. who
were considered to be very educated like themselves,
and they became people sought after for their
conversations in the gatherings of the elite. For example,
although it is known that Melihi, who lived during the
reign of Fatih, was addicted to wine, he not only became
Fatih's companion but also became the sought-after chief
person in Fatih's gatherings due to the influence of his
education in Iran, his quick wit, his witty personality, his
talent as a poet and his being very well-equipped in many
ways.

It is seen that a literary environment was formed for
minstrel literature mostly in dervish lodges and convents and that
these poets were financed by the dervish lodges or convents they
were affiliated with. Since the aruz meter, which is the verse
meter of Divan literature, the verse forms and genres were taken
from Persian literature and as a result of the efforts to adapt poetry
to the aruz meter, many Arabic and Persian words entered Turkish
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and the interest in Arabic and Persian languages surpassed
Turkish. This effect is even more evident in Divan prose. So much
so that the number of Turkish words in the works of some miinsis
such as Veysi and Nergisi is almost negligible. This is the case
not only in prose but also in verse, although not as much as in
prose. Fuat Koprulu expressed the influence of Persian literature
on our language as follows: “Only the language of verse, XVI. In
the 19th century, with the increasing influence of Iranian poetry,
it was completely filled with Arabic and Persian words and
phrases, and Turkish words were constantly decreasing (Kopral,
1986:280; Kilig, 2007:284.)” When we look at the influences of
Arabic and Persian, specifically in Baki, who was Sultanii’s-
Suara in the Ottoman Empire, we can clearly see in Baki’s odes
that Arabic and Persian made themselves felt in the Anatolian
area. The fact that there are only 2% Turkish rhyming words in
Baki’s odes, compared to 98% Arabic-Persian words that rhyme,
reveals the influence of Arabic and Persian languages on our
literature of that period (Kilig, 2007:284). This effect, which
started in the language, spread to the whole world and in general,
foreign things, including the language, were considered more
respectable while local things were looked down upon, and Le'ali
also had his share of this effect.

With the idea of turning the Ottoman Empire into an
empire, Fatih put the army in order and took measures in the
economic field as well as in the legal field with his laws. After
conquering Istanbul, he sought ways to bring the world's learned
and wise scholars, thinkers, philosophers and artists to Istanbul
with the idea of making it a center, and he succeeded in this to a
large extent.

It is said that many artists and scholars flocked to Istanbul
thanks to the interest Fatih showed to scholars and artists. He did
this, sometimes by force, and sometimes by detaining Ali Kusgu,
who came to Istanbul as an ambassador, and did not allow him to
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return. Of course, while doing this, he managed to please scholars
like Ali Kuscu in the process that followed, and ensured that they
continued to stay in the Ottoman country of their own accord. It
is said that Ali Kus¢u, who was assigned as an ambassador t0
Uzun Hasan, was given a travel allowance of one thousand silver
coins (Ipekten, 1996: 26).

On his return from the Eastern campaign, Fatih brought
many artists from the Persian lands and requested painters from
Europe. He brought painters such as Mastori Pavli Daragoza from
Venice, Matteo Pasti from Verona, Konstanico from Ferrar,
Gentille Bellini, and sent Molla Cami five thousand gold coins to
bring him to his country (Ipekten, 1996:27-28). Since the art of
painting was very weak in the Eastern culture, it is quite normal
that five thousand gold coins were sent to bring painters from
Italy or to bring a genius of poetry like Molla Cami to the
Ottoman country. Even if Molla Cami did not come to the
Ottoman country, Fatih still sent one thousand flori of gold to
Molla Cami every year for the protection of art and artists
(Ipekten, 1996:28).

There is nothing more normal than the protection and
protection of scholars, intellectuals, philosophers and artists,
regardless of national borders, wherever they are in the world, and
their bringing them to a country to contribute to its progress.
However, not every painter can be Bellini, just as not every poet
can be Molla Cami, Fuzdli or Baki. The point that needs to be
emphasized is the privileges that a scholar or artist has gained
from being a foreigner before their knowledge and art. In the
Ottoman Palace, the fact that, out of two equally talented artists,
a foreigner was considered more popular and valuable, while a
Turkish artist of equal power was lampooned, shows how
problematic their perspective on foreigners was, as well as how
problematic their perspective on themselves was.
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During the reign of Fatih Sultan Mehmed, scholars, poets
and artists from Iran were shown great interest. For this reason,
many miniaturists, draftsmen, scholars and poets flocked to
Istanbul (ipekten, 1996:42). Kabuli and Mevlana Hamidi, who
came from Iran and settled in Fatih's palace in Istanbul, were two
mediocre poets who were held in high esteem. Many Turkish
poets with the same level of poetic talent could not attain such a
positive acceptance.

The poet Hamidi, who left the city of Isfahan in Iran and
settled in the Ottoman lands after a thirty-year long journey.
Hamidi, who was introduced to Sultan Fatih by Murat Pasha, was
Fatih’s companion for twenty years, attended his gatherings and
was able to find the climate to practice his art properly. “Hamidi
received countless gifts, robes, slaves, horses and gold (Ertaylan,
1949:13).” Hamidi, who was inundated with so many gifts and
material opportunities, had a weak ability to know and draw
boundaries in accordance with Turkish customs and had a habit
of not being satisfied with what was given to him and wanting
more, so the Persian poet Hamidi fell out of Fatih’s favor.
However, Fatih did not take back what he had given to Hamidi
and merely removed Hamidi from his gatherings. Although it was
not a similar situation, we see that Le'ali was subjected to a very
harsh treatment that cannot even be compared to Hamidi, because
he had introduced himself as a Persian but it was understood that
he was a Turk. After Le'ali entered the Palace with his Persian
identity and was held in high esteem and many favors were given
to him, when it was understood that he was only a Turk, he not
only fell out of favor with the Palace officials or was expelled
from the Palace gatherings, but all the material possessions that
were given to him were taken away from him and he was left at
the door without food or medicine.
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The poet Kabuli came from the city of Shirvan in Iran,
became the courtier of Prince Bayezid in Amasya, was showered
with honor and hospitality, and later won the protection of Fatih
and entered the Palace. Kabuli “is also understood to have a
rather disagreeable and harsh nature. He had quarrels with many
people in his Divan. He also wrote satires against his friend
Kadsifi, who was a citizen of his and with whom he was in the
Shiraz Palace (Ertaylan, 1948:9)”

When we look at it, we can understand that the two Persian
foreign poets, Hamidi and Kabuli, do not have a poetic genius,
they are two poets of a normal level, and they do not have a
reputation like the Iranian Molla Cami. Of these two poets,
Hamidi is a poet who does not know where to stop, who is too
greedy to be satisfied with what is given to him, and who sees the
audacity to ask for more, to the extent of offending a sultan like
Fatih. If you say Kabuli, he is an incompatible poet who belongs
to the type of person who even fights with his shadow. These are
the personal characteristics of those poets, but apart from the
characteristics that show the qualities of a mediocre artist, they do
not have a high level of artistry. Despite this, they are poets who
have come from a foreign country and have been so well-received
that they are held in high esteem in the palace of another country.
There is nothing strange in this being so. The problem is that
Turkish poets with the same level of poetic talent cannot be
honored in the same way in their own homeland.

“The excessive admiration shown to poets coming from
Iran also encouraged a poet named Le’ali. Although he was from
Tokat, he introduced himself as a Persian and entered the
Sultan’s palace, but after a while, when the truth was understood,
he was expelled from the gatherings (Ipekten, 1996:44).” Le’li,
having completed his education in Iran, is fluent in Persian.
Le’ali, ““He entered the palace of Fatih because of his acem
(Islamic identity) and participated in his private gatherings
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(Ertaylan, 1948:7)” It is clear from this sentence that if Le’ali
revealed his true Turkish identity, he would not be accepted to the
Palace, and his already existing talent for poetry would not be
appreciated because he was a Turk. Even if there are elements of
crime such as lying and forgery in introducing himself as a
foreigner and not as “himself”, the existence of a state structure
and perspective that encourages these crimes makes even these
crimes innocent. Because there is the worthlessness of being a
Turk, and Le’ali from Tokat, who knows that he will not be able
to even pass in front of the Palace if his Turkish identity is known,
had to introduce himself as a Persian. Indeed, he is sure that he
will be given favors when he introduces himself like this. Le’ali
“received a lot of compliments, honor and hospitality in the
palace, Fatih S. Mehmed converted a church in Yedikule into a
lodge and gave it to Le’ali (Ipekten, 1996:44).” This much
generosity and hospitality is first and foremost due to Le’ali’s so-
called Persian identity. Because the entitlement of the Turkish
identity manifests itself differently in Le’ali. Because Sehi Bey
says the following on this subject: ““However, after a while, when
it was understood that his Persian identity was a fabrication, the
Sultan expelled him from his assemblies and also took away his
lodge (Seht Bey 60 b.).”” Without dwelling on the expressions
“Etrak-1 bi idrak (Turks without perception)” in the works of
many reputable historians in the Ottoman field, especially Ibn-i
Kemal, it is clear that the philosophy of life of a settled Turk in
the Ottoman Palace needs to be analyzed in the background of the
treatment that the poet Le’ali was subjected to.

Art, sports, love, in short, all of life has its own
philosophy. Discovering this and applying it to life can be
possible by thinking, pondering on each subject and then
establishing theories after this intellectual journey. Seeing
someone or something valuable or worthless is also included in
the philosophy of life. It is clear that a poet acting with the

10
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psychology that he will not be valued because he is Turkish and
taking on the guise of a Persian poet, whom he has no doubts
about being valued, is a situation that has been sociologically
accustomed to by society. Being at odds with oneself, not loving
oneself, excluding and despising those of oneself, thinking that
nothing will come out of those of oneself is nothing but the
psychology of inferiority. Although it is a sociological problem
to be accustomed to this perspective of the Palace and its officials,
who have such a psychology and are the only absolute power of
the country, and not criticizing this situation, enlightened poets
who are not indifferent to any social problem have seen every
social problem and have not refrained from criticizing it. Le’ali,
who saw the problem of the treatment he was subjected to as a
social problem from a social perspective, without choosing the
satirical method, said the following about such a problematic
perspective:

Acem’in her biri kim Rim’a gelir

Ya vezaret ya sancak uma gelir (Inalcik, The Poet and the
Boss, 13).

(Every Iranian who came to the Ottoman country came
with the idea of being employed in the highest level civil service
positions in the Ottoman Empire, such as a ministry or a ministry-
like position.)

Saying this, Le’ali says that poets or scholars who come
to the Turkish homeland from abroad, first of all, come with a
sincere bargaining because they are sure that they will be given
some material opportunities and positions before they think of
completing their scientific development or practicing their art.
While saying this, one can also sense the regret that the Turks are
not valued. The dominant Palace power, who are also Turks, has
a contemptuous perspective on the Turks and there is not much
that can be done about this, either individually or socially. Since

11
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there is no mechanism in the Turkish homeland that can change
such a perspective where the Turks are despised, there is no other
solution than accepting this situation with a learned helplessness
psychology, both individually and socially. Because the only
power, the Palace, has such a philosophy of life.

3. CONCLUSION

In Western civilizations, under the influence of the
Renaissance movement, kingdoms were not absolute power and
had a structure in which power was shared among the bourgeois
classes, while in the East, all power belonged to the sultan and his
high officials, and a scholar's ability to work with his knowledge
and an artist's ability to work with his art depended on the natural
condition of finding a patron, becoming affiliated with him and
being financially financed, and literary societies were mostly
formed based on such a need. The lack of printing and a large
literate mass also played a role in this. Both artists being able to
practice their art properly and scientists being able to focus on
their scientific studies were possible in states ruled by an absolute
sovereign power such as the Ottomans, by coming under the
protection of this power, in other words, by this power's patronage
of these people.

It is necessary to know that not every talented poet has the
chance to take place in literary circles. When we look at Fuzuli in
particular, we see that such a genius of poetry, who should have
been at the head of a literary community, remained outside of
literary circles. Fuzuli is also a Turkish poet of the Azeri field and,
like Le'ali, he did not feel the need to introduce himself as an
Iranian poet in order to enter the Palace and although he presented
odes to Sultan Suleiman in order to be accepted to the Palace, he
was not accepted to the Palace and his whole life began in the
provinces outside of Istanbul and ended there.

12
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It should be known that each poet who gathered in literary
circles was engaged in practicing his own art. The fact that each
of these poets individually focused on their art was the main
reason for the formation of these circles. The poets who gathered
in these circles did not have the primary duty of finding people
who were inclined to poetry and developing their talents in this
direction, nor did they have such an environment where there
would be a teacher-student relationship. Because there was no
student group that needed to be educated. In this context, it would
be more appropriate for the course taught under the name of
“Literary Circles and Schools” in many Turkish universities to be
given under the name of “Literary Circles” after the “Schools”
part was removed. There were literary schools in Europe, but in
the Ottoman area, there was no literary school formed as in
Europe, and the rate of schooling providing normal education was
very low.

When the demand for Arabic and Persian is at such a high
level, the demand for Turkish and artists with Turkish identity has
decreased accordingly. It is clear that the basis of this is the
tendency to see oneself as worthless, and this situation has both
sociological and psychological reasons. When we look at Le’ali
specifically, we see that when a person hides his Turkish identity
and presents himself as a foreigner, he is held in high esteem both
personally and in terms of his art, and when his real identity,
which is Turkish, is exposed, the blessings granted to him under
his foreign identity are taken back. In short, we see that Le’ali is
made to taste the punishment of being a Turk in Turkish lands.
Since the Divan poetry and the meter, rhyme, verse forms and
genres related to this poetry were taken from Persian literature,
Turkish literature's view of itself was from below and it mostly
saw Persian literature as superior and saw it as inferior in rank,
which imitated itself. The objection to this situation came from

13
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masters such as Fuzdli, Baki and Hayali in the 16th century, when
Turkish literature completed its evolution and became more itself.

In the imperial adventure that began with Fatih Sultan
Mehmed, Istanbul became a center of attraction with the
encouragement of Fatih, along with multiculturalism and
multilingualism, and scientists and artists from all over the world
flocked to the Ottoman lands. In such a climate where foreign
scientists and artists were treated with more respect, it is seen that
a climate was created where Turks, like Le'ali, saw themselves as
the other.

14
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UC AYRI ASIRDA UC AYRI SAIR UZERINDEN
ORTAK BiR TEMA: HARAMZADELER!

Zulkof KILIC?

1. GIRIS

Tiirk siirinde, halk, eski, yeni veya cagdas siir diye
kategorize  edilen = donemlerin  birbirinden = bagimsiz
olamayacaklari, bu sekildeki ayrimlarin yapay oldugu tezini ii¢
ayr1 asirda, ii¢ ayri siir grubunda yer alan ii¢ ayr sair {izerinden
savundum. Bu ¢ sair, toplumsal ortak bir sosyal meseleye, (¢
ayri asirda ortak bir tepki vermislerdir. Bu ortak ses iizerinden
siirin yiizyillara, yapay smiflamalara hapsedilemeyecek evrensel
tarafina dikkat ¢ekmeye calistim.

Edebiyat sosyolojisi ve 0zellikle sosyal elestiri konusu,
Tiirk siirinde yeterince islenmis bir konu degildir. Hatta bu alan,
¢ok bakirdir. Ozellikle Divan siirindeki sosyal elestiri konusu ¢ok
ihmal edilen, hatta yok sayilan bir taraftir. “Tiirk Divan Siirinde
Sosyal Elestiri”” adl1 doktora ¢aligmamda, sosyal elestirinin Divan
sairleri tarafindan ne denli fazla yapilmis oldugunu gérdiim. ilgili
calismam, edebiyat sosyolojisi alanindaki biiyiik bosluga hizmet
edecek bir calismadir.

Bir toplumun sosyolojisi, donemden doneme farklilik arz
etse de toplum sosyolojisini etkileyen temel konular aynidir. Bu,
evrensel, ayn1 konulardan hareketle sosyal bir sorun olan

1 2-4 Agustos 2023 tarihlerinde Amerika Birlesik Devletleri New York’ta IV.
International Liberty Interdisciplinary Studies Conference*da sunulmus bildirinin
genisletilmis ve gdzden gegirilmis seklidir.

2 Bingol University, Faculty of Arts and Sciences, Turkish Language and Literature
Department, Bingol, Turkey. kiliczulkuf@hotmail.com, ORCID: 0009-0009-6247-
9436
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haramzadeleri, li¢ ayr1 asirda, li¢ ayri edebiyat toplulugunda
anilan ve ii¢ ayr1 diinya goriisiine sahip sair lizerinden inceledim.
Bu ii¢ ayri1 sairin ayni1 konuda s6z birligi etmisgesine ayni tepkileri
vermis  olmalari, evrensel konularin yiizyillara gore
degismeyecegi sonucuna gotiiriir bizleri.

Entelektiiel, bir kuram, yontem ve diisiince tirettigi i¢in bir
bilim insani, filozof ve diigliniirdiir. Aydinin bir kuram, diislince
ve yontem iiretme zarureti yoktur. Aydin, iyiyi kotiiden ayirt etme
yetenegi, kavrayisi ist diizeyde olan, siirekli yeni seyleri
O0grenme, kavrama konusunda zihninin g¢esitli engellerle ihata
edilmedigi, zihinsel gegirgenligi iist diizeyde olan, herkesin kolay
kolay goremedigi yonleri, zihninin {istiinde stirekli yanar
vaziyette olan 1sikla daha net gdrebilen ve bu durumu zihinsel
gecirgenligi daha alt seviyede olan insanlara anlatmak konusunda
bir¢ok giigliikle karsilasan, bu ylizden de ¢ogunlukla yalniz kalan
insandir. Entelektiiel olan sairler olsa da sair, toplum igerisinde
daha ¢ok bir aydin kimligindedir. Toplumun dertleriyle
dertlenmeyen istisnalar1 olsa da sairin, ¢ogunlukla, ait olma
duygusuyla, i¢inde yasamis oldugu toplumun dertleriyle
dertlenmek, toplumun kendisine yapilan istismarlar1 goriip bu
durumu dizelerinde haykirmak gibi bir derdi olmustur her zaman.

Ilgili calismamiza konu etmis oldugumuz ve giiniimiiz s13
bakisiyla “ayri1 diinyalarin insanlar1” seklindeki kategorizasyona
sikigtirtlan Yanus Emre, Tevfik Fikret ve Ataol Behramoglu’nun
farkli ytlizyillarda aym1 konu iizerinde, s6z birligi etmisgesine,
ortak bir seda ile ses vermeleri, sanatin mekan ve zamanin dar
kaliplarina sigmayan kusaticiliginin yaninda sanatin kendi
sinirlart iginde salt sanat yapmak kaygisi ile degil de toplumsal
refleksleri gozeterek de icra edildigini gostermektedir. Burada
Uzerinde durulacak olan husus bu {i¢ farkli yiizyilda Yanus
dénemi harig, cagimiza daha yakin olan ve daha da bilgi sahibi
olundugunu diisiindiigim diger iki ylizyilin siyasi, sosyal, tarihi
yapist hakkinda ansiklopedik bilgi vermek degil, ii¢c ayri
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yilizyildaki benzer konulara {i¢ ayr1 asirda verilen ortak ses
lizerinde durmaktir. Ilgili ¢alismamizin merkezine, asrimizdan
daha uzak olmasindan ve mensubu oldugu topraklarin sinirlarini
asip dlinyaya mal olmus Yinus Emre’yi alip diger iki sairin ayn1
konudaki haykiriglarini, Yanus Emre’nin ilgili siirine referans
olarak sunmakla iktifa edecegiz. Zira Ataol Behramoglu i¢in
secilen siir, ilgili Sairin, YGnus’un siirine yapmis oldugu
nazireden sec¢ilmistir ki konu, igerik olarak aynidir. Tevfik
Fikret’ten se¢mis oldugumuz siirin konusu da Ylnus ve
Behramoglu’nun siirlerinden farkli degildir. ilgili calismamizda,
ilgili Gi¢ sairin siirlerini bastan sona tahlil etmek yerine iiglinde de
ortak olan temaya dikkat etmeye calistik.

“Dindar Y0nus”, “Himanist Y{nus” tabirleri yanlis
olmamakla birlikte Y{nus icin sadece “dindar” ya da “himanist”
demek, eksik kalir. Kald1 ki bu sifatlarla anilan Yinus’ta, din
simsarlarinin elestirisi de az degildir. YGnus’un dindarhig:
“softalarin cennetine, sirat kopriisiine degil, insanliga, insan
yiiregine, dogruluga ve fakir fukaranin mutluluguna g¢evriktir”
(Eyiiboglu, 1966: 24). Y{nus un dine bakisinda, ne kadar ibadet
o biiytikliikte cennet seklindeki bir tiiccar yaklagimi yoktur. Her
sey goniilden ve ask ile yapilmalidir. Kald1 ki hayatin temeli agk
Uzerinedir.

IIm kesbiyle paye-i rif’at

Arz{-yi muhdl imis ancak

Ask imis her ne var dlemde

IIm bir kil ii kal imis ancak

Fuzili Mukattaat 12 (Kiling, 2021, s.37).

Salt ilim 6grenerek yiiksek makamlar elde etme diistincesi,
bos bir arzudur. Alemde her ne varsa asktan ibarettir. Askin
biiyiikliigii karsisindaki kuru bilgi, dedikodu mesabesindedir.
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Fuzali’deki bu diinya goriisii, Ylnus’ta da aynidir. Aydin
sifatina denk sairlerin kahir ekseriyetle, basta Divan siiri olmak
lizere, zahid, sofu tipini ¢ok elestirdikleri goriiliir. Zira aydin
kimligine sahip Y{nus’ta toplum, sosyal meseleler dindar ya da
hiimanist olusunun Kkarsisinda degil, dindar ve hiimanist
olmasinin bir geregidir. Ylnus, istismar edilen, dejenere olan,
sOmiiriilen, samimiyetten uzaklasilan, i¢i bosaltilan her duygunun
karsisindadir ve tiim bu yonii dizelerinde hayat bulur; Allah
sevgisi bir tlccarin bakis agisina indirgenen cennet, huri,
gilmanin Otesinde samimiyet binas1 {izerinde ylikselen bir
duygudur. Bu yiuzden Tiirk edebiyatinda sairlerin, dini istismar
ettigi diisliniilen “‘zahid tipi’ne ¢atmalarinin altinda yatan en
blylk sebep ‘zahid’in sadece akil rehberliginde, goniil gibi soylu
ve hesaptan kitaptan arinmis saf, soyut bir kavrami hi¢ hesaba
katmadan birtakim ritiielleri yaparak ve bu ritiiellerin siistine 6zen
gosterip matematiksel sayisini artirarak Allah’a yaklasabilecegini
distinmesindendir” (Kilig, 2013, s.1837). Klasik Tiirk siirinin
maddiyatc1 tipi (Kilig, 2009, s.230) ne ise Ydnus’taki din
beziganlari da odur.

Stfilerde, ham sofulara ve seriat bilginlerine karsi
gosterilen tepki ve protestolar tarihte 6nemli bir yer isgal eder.
Yillarca  tarikat  erleriyle  seriat adamlar1  birbiriyle
anlasamamuislar, birincilerin daha hiir, daha genis ve esnek
duisiincelerine karsi, ikinciler, kaba ve sert bir tavirla, kin ve
nefretle bu goniil adamlarini kiifiirle su¢lamiglardir. Oysaki biitiin
s(filer mensup olduklar1 dinin zahiri esaslarina bagh kalmislardir.
Fakat onlar, dini dar anlamda sadece ibadetten/formel 6devlerden
ibaret saymamiglar hatta bu formlara fazla deger de vermemisler
(Oztelli, 1992, s.60-61) Yhnus haliyle din tiiccar1 kilikli
insanlarin bu giizel duygularin degerini ayaga diisliren eylemleri
baglamindaki inang istismarlarinin karsisinda durmus, bunu, en
ist perdeden dizelere dokiilen sesiyle haykirmistir. Bu haykiris
sadece din tiiccarlarina karsi degil, her tiirden haksizliga,
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adaletsizlige, haram yiyici haramzadelere kars1 da olmustur. Zira
gergek anlamda her aydin sifatina haiz kisilerin, yasamis
olduklar1 topluma karst sorumluluklar1 olmus, sosyolojik
degisimler, hareketlilikler ve devaminda insanlar iizerindeki
olumlu ya da olumsuz etkiler, aydin sifatina haiz bir¢ok sair gibi
Yinus’un da dikkat kesilmis oldugu, kayitsiz kalamadigi
hususlardir.

Ayni sekilde sembolizm ve parnasizmin etkisiyle “Sanat
igin sanat” goriisiine mensup Servet-i FUnln (Edebiyat-1 Cedide)
topluluguna mensup Tevfik Fikret’in, toplumsal sorunlara
yabanci kalmamis oldugu miistakil siirleri, dizeleri, sair oldugu
kadar aydin olusunun da dogal bir sonucudur. Sairliginin belli bir
donemine kadar, adim1 O0yle koymasa bile, sadece “Sanat i¢in
sanat” goriisiiniin izinden yliriiyen Ataol Behramoglu’nun 13.
ylizyilda seslenen Y{nus’a nazire yapip Y{nus’un haykiriginin
aksisedasi olmasi, yine YUnus, Tevfik Fikret gibi aydin, sair
olusunun dogal bir sonucudur.

2. YONUS EMRE, TEVFIK FIKRET VE ATAOL
BEHRAMOGLU’NDA HARAMZADELER

Tim bireyler gibi Y{nus da mensubu oldugu toplumun
toplamidir. Bir toplumun bireye etkisi kadar olmasa da toplum-
birey arasindaki miinasebetin ¢ift tarafli bir miinasebet oldugu
realitesinden hareketle bireyin de topluma yon veren yadsinamaz
etkileri vardir.

Biiyiik insanlarin zor zamanlarda ortaya ¢iktigl tezini
destekler mahiyette, YUnus’'un yasamis oldugu 13. ve 14.
ylizyildaki toz duman, savas, kan, gézyasi1 ve buna paralel olarak
gelisen hirsizlik, gasp, kisaca ahlakin yerle yeksan oldugu;
Anadolu Selguklu Devleti’nin Mogollar karsisindaki hezimetinin
neticesinde tam bagimsizliini nispeten yitirmesi, siyasi, sosyal,
kiiltiirel, dini yasantiy1 derinden etkileyip zemheriyi yasatmis olsa
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da her kisin bahara gebe olmasi gibi bu calkantili donemler
bagrinda Mevlevilik, Bektasilik gibi tasavvuf erkdninin
demlenmesine, karin bagrin1 yarip bahar1 miijdeleyen kardelen
misali bir toplumun ruhuna can esintisi olacak iklimi
olusturmasina zemin hazirlamigtir. Béyle bir iklimde humanist
Yinus’un sadece “Sar1 Cigek” le hasbihal i¢cinde olundugunun
tasavvuru, Ylnus’u layikiyla anlamamak demektir.

Evet, YUnus ask ve sevgi gemisinin bagrinda sonsuza
yelken acan engin gonallt, Turk diline ruh tfleyen ilahi nefesli
vs. olabilir, fakat her seyden Once Yunus bir mutasavvif,
filozof/entelektiiel ve aydin kisidir. Aydin bir kiginin toplumu
dertleriyle bas basa birakip kendi fildisi kulesine ¢ekilip “Sar1
Cicek” le siirekli konustugu disliniilemez. Zira Yinus, her
eyleminde “ne yaptigini bilen ve bunu bildigi, boyle istedigi i¢in
yapan” (Tanpinar, 2016:136) bir sairdir. Ynus’un, degil sadece
o c¢aglarda, ta o c¢aglardan gilinlimiiz insanmin bitmeyen
melankoli, bohem hallerine

“Bunca varlik var iken gitmez goniil darligt”
(Tatg1, 1990, s.293)

diyerek seslenmis oldugu dizesiyle caginin ¢ok ¢ok
Otesine uzanan ve sonsuzluga uzayan sesiyle toplumsal sorunlari
en derinden hissettiginin, toplumun dertleriyle dertlendiginin en
somut gostergesidir. Tiirk ve Islam unsurlarmnin terkibini Tiirk dili
ile ifade eden Yunus Emre, cemiyetin sosyal yapisini, diizenini
uyumlu kilan manevi liderlerden olmustur (Cetin, 1991, s.64).

9. vyiizyllda baslamis olan Islam Rénesans’inm, 13.
yiizyila gelindiginde bir yandan Hagli seferleri, diger bir yandan
da Mogol istilalartyla son buldugu bunalimli bir donemdir. Tiirk
diinyas1 Hacli ve Mogol gibi iki ates arasinda cendereye alinmis
derin travmalar yasamis, asude giinlerinden ayr1 diigmenin
bunalimiyla gonliine serpilecek bir damla suyu goézler olmustur.
Yunus, boyle bir donemde halkin i¢gine karismis, kendi deyimiyle
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“Sardan sara (ilden ile)” savrulup o sade, Tiirkliige can suyu olan
Tiirkgesiyle iniltilere kulak tutmus, sorunlari gormiis, herkesin
anlayacagi sade Tiirkgesiyle bunu, haykirmistir.

13. yiizyilda Yinus ve yasamis oldugu donem bdoyle
calkantilar icindeyken alt1 asir sonrasindaki 19. yiizyil da kendi
icinde benzer calkantilarin, met cezirlerin yasandig1 ayri bir
calkantili donemdir. 1860 yilindan itibaren baglamis olan Servet-
I FUndn (Edebiyat-1 Cedide) donemi, gerek fikri gerek sanatsal
bakimdan Bati’ya egilimin artmis oldugu bir dénemdir. Servet-i
Fiinin doneminin Avrupal bir mahiyet kazanmis olmasi veya
kazanmamis olmasi, Divan edebiyati donemi dahil, sosyal
meselelerden azade olduklarini gostermez.

“Diinya talebiyle kimisi halkin emekte
Kimi oturup zevk ile diinydy: yemekte”

Rahi Divant (Musammat)Terkib Bend.1-15-9 (Kilig,
2008, s.27)

diyen Rhi-i Bagdadi’nin, 16. yiizyildaki haramzadelerin,
calisip emek yiyen insanlarin alin terleri iizerinden haksiz
kazanglarina dikkat g¢ekmesi ile bir Yanus, bir Fikret, bir
Behramoglu’nun benzer hususlara dikkat ¢gekmesi arasinda higbir
fark yoktur. Divan sairi, Halk sairi, Tanzimat veyahut da
Edebiyat-1 Cedide sairi olarak kategorize edilip farkli diinyalarin
insanlar1 gibi gérmemize zorlanan tiim sairlerin aydin olmak gibi
ortak paydalarindan dolay1 —g¢ogunlukla- toplumun benzer
meseleleriyle hem-dert olduklar1 aciktir. “Insanin  hayat:
algilayabilmek, ihtiyaglarin1 karsilayabilmek adina yaptigi her
tirlii ¢oziimlemede elestiri kendini gostermektedir” (Kayabast,
2014, s. 11).

Dariilfiinun Mars1 icin yazdig1 “Bir Giifte" siirinde T.
Fikret soyle der:

Yiikselmeli... Artik yetisir zillet ii zulmet, (...)
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Gafletlere, zilletlere, zulmetlere lanet;(...)

Sen dog bize, sen dog bize, fecr-i uhuvvet (Fikret, 2016,
s5.357).

Fikret, Bati medeniyetine hayran bir sairdir. Fikret’e gore
gafletin, zilletin ve zulmetin de sebebi Dogu, medeniyetidir.
Ciinkli siirin birinci dizesinde gecen: “Artik yetisir zillet i
zulmet...” ifadesi o zamana kadar zillet ve zulmet i¢inde yasanan
bir hayati anlatir (Unsu, 2018, s.88). Bdyle diyen Fikret’te
Sark’tan bezginlik, Bati’ya hayranlik, mensubu oldugu edebi
toplulukta “Sanat igin sanat” goriisii hakim olsa bile Fikret’in,
aidiyet hissettigi, mensubu oldugu millet i¢cin hala kaygilanmis,
dertlenmis olmasi1 aydin, sair olmasinin dogal bir sonucudur.

Ataol Behramoglu’nun siirlerinde, baslangigta toplumsal
bir kaygi giidiilmez, fakat birgok aydin sifatina denk diisen sair
gibi Behramoglu’nda da bir topluma kayitsiz kalmama hali bas
gosterir. Behramoglu’nun ilk ddnemlerinde (1960-1965)
bireyselligin 6n planda oldugu, ancak 1963’ten, 6zellikle Dogus
bildirisinden sonra bireysellikten toplumsalliga yoneligin ilk
siirleri goriilmeye baslar (Y1lmaz, 2019, 5.23). Bu, insan olmanin,
insan kalmanin, bir topluma ait olmanin, bir toplumun mensubu
olmanin dogal bir sonucudur.

Tiirk siirinin toplumsallig1r noktasinda o6zellikle Divan
siirinin ve dolayist ile Divan sairlerinin, hatta Divan nazim
sekillerinin bile yanlis yorumlanmis, yanlis tanimlanmis olduklar
goriilecektir. Uzun yillar boyunca Divan siirine bir manzume
goziyle bakilmis, toplumsal bir tarafinin olup olmadig
irdelenmemistir. Oysa aydin kimligini tagiyan hemen hemen
biitiin Divan sairlerinde sosyal konularin islenmis oldugu, sosyal
elestirilerin yapilmis oldugu; 6vgii siiri diye bilinen kaside nazim
seklinde bile sosyal elestirilerin en iist perdeden yapilmis oldugu,
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bugiin artik bilimsel bir gercektir®. Boyle bir gergeklikten
hareketle Ytinus’taki, Fikret’teki ve Behramoglu’ndaki toplumsal
hassasiyet daha iyi anlasilacaktir.

Mogol istilalarinin, Hagh seferlerinin en yogun yasanmis
oldugu, kardes kavgalarinin, karigikliklarin, kanin, gézyasinin
revan oldugu, insani hasletlerin, erdemlerin dibe vurdugu; kahir
ekseriyetinin Miisliiman oldugu bir toplumda ger¢gek anlamda
Misliman kimligine haiz insanlarin ¢ok azalmis oldugu ve bu
ciimleden, IslAmi degerlerin layikiyla yasanmamis oldugu bir
donemi hatirlatarak “Isitin ey ulular” diyen Y@inus’un toplumun
kanayan yarasina 1sik tutup annenin evladindan kactigi bir
sahnenin canlandirildigr ahir zamana benzer bir zamanin
yasandigina isaret etmesi, ¢agina, caginda yasananlara hi¢ de
yabanci olmadigini, salt sevgiden bahsetmedigini, sosyal
meselelerin hayatinin merkezinde oldugunu gostermektedir.

“Isitin ey ulular Ghir zaman olisar (olmaktadir)
Sag Miisiilman seyrektir o da giiman olisar”

Dejenerasyonun tezahiirli olarak halkin 6giit isitmemesi,
dervisin hak ettigi kiymeti gérmemesi vs. hep, tozun dumanin
birbirine karistigi, gozlerin gérmez oldugu; savaslarin yasanmis
oldugu bir kansiklik donemine isaret etmektedir. Belki de en
kotiisii, aydin goziiyle ta uzaklardan ayak seslerinden anlagilan
felaketin, yine aydin hassasiyetiyle halka bildirilmesine, halkin
gbzlerinin, algilarinin agilmasina c¢alisilmis olmasina mukabil,
Nih Kavmi’nin miindemi¢ tavrina benzer bir tavir takinip
ogiitlere kulak veren bir toplulugun olmayisi, aniden insan dniine
dikiliverip yol, gecit vermeyen sarp bir kayalik oniinde caresiz
kalmak gibi bir haldir. Zira felaket, aydin bir sair i¢in apagik

8 Bkz. Zulkif KILIC, Tiirk Divan Siirinde Sosyal Elestiri, Firat Universitesi Sosyal
Bilimler Enstitiisii, doktora tezi, Elaz1g, 2008.
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ortadayken gozlerine, zihinlerine perde inen bu halk i¢in durum
ayni degildir.

“Danigmend okur tutmaz dervis yolun gozetmez
Bu halk 6giit isitmez ne sarp zaman olisar”

Mertlik, yigitlik, comertlik anlamindaki
“mirvet/mirivvet” bu topraklardan c¢ok daha uzaklara
savrulmus, o yigit, aslan insanlar atlarina binerek buralardan
goctip gittiklerinden beri aslan yataginda ¢akallar mesken tutmus,
miriivvetli, yigit insanlar uzak birer hatira gibi kalmis. Erdem
sahibi, yigit insanlarin yoklugunda zaman degismis, bozulmus;
zulim, kan insani hasletleri ezip ge¢mistir. Erdemli, yigit
karakterli insanlarin yoklugunda, meydanda sadece golge
mesabesinde kalan iktidarsiz devletin erkini ellerine gecirip koti
emellerinde bir ara¢ olarak kullananlar, bu bos meydanin
diledikleri gibi at oynattiklar1 yeni siivarileri olmuslardir.
Dolayist ile meydan kul hakki yiyen haramzadelere kalmus,
meydan1 bos bulan haramzadeler, karsilarina ¢ikip kiikreyecek,
yiireklerini agizlarina getirecek bir aslanin yoklugundan o kadar
eminlerdir ki bu ylizden, halkin bogazina sarilmis, bogazindaki
lokmay1 ¢ekip alir olmuslardir. Yoksulun malina el uzatmak,
kaninm1 igmek zayif karakterli insanlarin karidir. Haramzade igin
tek kisitlayici bir engel vardir ki o da karsidakinin mukavemet
gosterecegi kudretidir. Karsidakinin mukavemet gosterememesi,
haramzade i¢in o insanlarin kazanclarina el atmay1 mubah kilar.
Toplumdaki bozulmanin her boyutunu aydin kimligi ile ¢ok net
gorebilen Ytnus, hacilari, hocalari; beyleri, agalari; kadilari,
sultanlar1 hedef tahtasina oturtmaktan ka¢inmaz. Zira Y{nus’a
gOre “biitiin salih kisiler gitmis cihan fesat tutmugstur” (Kurnaz,
1997, s.15).

Genel olarak Yunan diisiincesinde adalet, ahlak ve hukuk
kavramlar1 birbirinden ayirt edilmemistir. Fakat Aristoteles
adaletin toplum ve devlet i¢cin dnemini belirtmistir. Aristoteles’in
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bu diislincesi “Roma Diinyas1” nda da vurgulanmis ahlak, adalet
ve hukuk kavramlar1 birbirinden ayr1 olarak ele alimmustir.
Ortagag’da, Hiristiyan diisiincesinde ise bu kavram kamu yarari
olarak algilanmis ve toplumun yararin1 korudugu savunulmustur
(Guerrero, 1994: 91). Toplumsal yararin gozetilmedigi her eylem,
sadece bir sinifa hizmet sunan sorunlu bir sistem olmasi hasebiyle
anarsidir, kargasadir, kan ve gdzyasidir. Bir devleti devlet yapan
adalet mekanizmasidir. “Devlet dairesi” kavramindaki “daire”
sinirlar1 adaletle ihata edilmis bir kavramdir. Adalet dairesinden
cikildig1 anda gii¢liiniin, gii¢ yetirdiginin etini yedigi, kanin1 i¢tigi
bir ortamin olugmasi muhtemel ve hatta kaginilmaz bir sondur.
Devlet dairesinin i¢ine kendini atan her insanin can, mal
guvenligi, adaletin tesisi i¢in yine devlet tarafindan beslenen
kolluk giicli, hukuk erbabi marifetiyle glivence altindadir. Bu
daire i¢inde hakkin, hukukun, can giivenliginin olmamasi veya
tesis edilemeyen adalet mekanizmasini, insanlarin kendi giigleri
nispetinde tesis etmeye calismalari, devlet dairesi ¢izgisinin
silindiginin, daire disina ¢ikildiginin ve dolayisi ile devlete ait
golgenin ¢ekilip insanlarin, tepelerine g¢ikan gilinesin en tesirli
sicagina maruz vaziyette golgesiz kalmis olduklariin resmidir.
Ydnus’u ¢ileden ¢ikaran, sosyal adaletin gozetilmeden giicii
elinde bulunduranlarin  zayif, giicsiiz demeden sadece
kendilerine, sadece vyiyebilecekleri kadar yemelerine
odaklanmalaridir.

“Gitti beyler miirveti binmigler birer ati
Yedigi yoksul eti i¢tigi kan olisar”

Kiran vurur bazen, yesile, agaca, suya. Bazen de insana,
insanliga vurur kiran. Insanlik gociip gittiginden, meydan
miiriivvetsiz, namert insan tipine kaldigindan beri gii¢, iktidar
zalim olanlarin eline ge¢mis ve zulmiin kol gezdigi topraklarda
zalimin yedigi yoksul eti, i¢tigi kan olmustur. Bir gii¢siizliik,
acziyet ve yardima muhtaghigin metaforu olan yoksulluk baslh
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basina vicdanlar1 harekete gegirmesi lazim gelen bir etmen iken
bu haldeki insanlarin bile somiiriisii, insanlik degerlerinin diigmiis
oldugu son derekedir. Bu, bir toplumda sadece ahlakin degil,
sosyal adaletin de bitmis oldugunun gostergesidir. Zira adaletin
islemis oldugu bir toplumda her insanin, insani haklarinin
giivence altinda tutulmasi gereken bir iklimin yokluguyla en
acinasi, en zayif insanlarin bile emeklerinin somiiriilmesinin
onunde higbir engel kalmaz.

Haksizlik, insanin oldugu her yerde goriilmesi muhtemel
bir eylemken haksizlik karsisindaki suskunlugun anlasilir bir
tarafi yoktur. Bu, insanlik kavraminin, haksizligin, zulmiin geger
akge oldugu yerlerde kirana ugradiginin, silinip Ytnus’un “Gitti
beyler miirveti binmigler birer ati” seklindeki deyisiyle gocUp
gittiklerinin ifadesidir. Insan1 insan yapan en énemli hasletlerden
biridir, haksizliga, zayifin, gili¢siiziin, yoksulun itilip kakilmasina
riza gostermemek. Ortada bdyle bir riza varsa sayet, o yere kiran
vurmus, insanhi@ silip gotiirmiistiir. Insanligin, merdin
kayboldugu yerde de meydan namerde kalir ve namerdin giicii ele
aldig1 yerlerde kan vardir, gézyas1 vardir, keder vardir, hiiziin
vardir diyen Behramoglu, Y{nus’un ilgili siirine nazire yollu aks-
I seda verir:

“Kiran vurdu memleketi
Zalimler hakan olmugstur
Yedikleri yoksul eti
Ictikleri kan olmustur”

Insan, dogasi geregi doyumsuz bir varliktir. Insam
frenleyen yazili ya da yazisiz normlar gecerliligini kaybettiginde
ve de insanlik degerlerinin de silinmesi ile karsimiza insanimsi
bir varlik c¢ikar ki bu varligin sadece sireti insan gibi kalirken
sireti igindeki kotiliigiin kara rengine boyanir. Bencil yoniini
besleyip biiyiiten insan, empati yeteneginin de yitip gitmesiyle
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sadece kendi hayatina odaklanir ve yumurta haslamak igin
komsusunun evini atese vermekten cekinmeyen bir kisilige
barundverir.

Haram ile beslenen haramzadenin Oyle doyumsuz bir
istah1 vardir ki o, sadece yiyecegine odaklanir ve yerken, diger
insanlarin ne Umitlerini, ne hayallerini, ne yarinlarin1 birakir
geride. Zira doyumsuz ve doyurulamayan bir istah1 vardir,
yedikge yiyesi gelir ki bu yemenin sonu ancak yiyerek patlamakla
nihayet bulabilir.

“Verir zavalli memleket, verir ne varsa, malin
Viicudunu, hayatini, iimidini, haydlini
Biitiin ferag-1 halini, olanca sevk-i balini
Hemen yutun diigiinmeyin haramini, helalini
Yiyin efendiler yiyin, bu han-: istiha sizin,
Doyunca, tiksirinca, ¢atlayincaya kadar yiyin!”

Umitsiz kalmak demek yarmsiz kalmaktir. Yarin
olmayan bir insanin an1 yagayacak sevki de timitsizligin karanlik
daglarinin ardindan kaybolan giines misali batip solar. Umidi,
yarmni kay1p insanin yagam enerjisi kalmaz ve olmayan bir yagam
enerjisinin tazyiki altindaki toplumsal refleksler de zayiflar,
toplumun varlig1 bile anlamsizlasiverir ve giin gelir toplumun
kendisi bile kalmaz ortada. Tum bunlar, birilerinin ¢ok
yemelerinin dogal bir sonucudur. Birilerinin ¢ok yemesi i¢in
birilerinin de bogazindan kismasi da yetmez bazen. A¢liga da bir
yere kadar tahammiil edilir, timitler engin goniillerde yelken agip
geziniyorken. Fakat {imit gilinesinin bile batip gitmesiyle,
soluverir, soniiverir gozlerdeki 1siltili giiliisler. Umitle asilir,
asilmaz sarp daglar, ulagilmasi gii¢ menziller. Bu yolda ag kalinir,
susuz kalinir, ama {imidin sarkitilan ipiyle her defasinda {imide
tutunulup gikilir karanlik kuyulardan aydmlik diizlere. Umitlerin,
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hayallerin bile feda edildigi bir yerde, sadece son nefesin
verilmesinin gozlendigi bir posa kalir geriye.

3. SONUC

Edebiyat sosyolojisi baglaminda bakildiginda, Tiirk
Edebiyatinda, ozellikle edebiyat tarih kitaplarina girmis olan
birtakim kalip bilgiler uyarinca, ¢ogu sairin zihinlerde eksik
kodlanmalar1 neticesinde konularin da benzer bir yoriingede akip
gitmis oldugu goOrtlmektedir. Hiimanist sair diye kodlanan
Ydnus’ta, “Sanat i¢in sanat” diinya goriisii i¢inde sanatini icra
eden Fikret’te, Ozellikle bir vakit bireysel konular1 daha ¢ok
isledigi seklindeki yonii 6n plana ¢ikan Behramoglu’nda, gerek
ylzyil olarak ayr1 diinyalarin insanlar1 gibi goriilmeye
zorlandiklari, gerekse de -daha ¢ok edebiyat tarih kitaplarinin
yonlendirici  zorlamalariyla- zihinsel ve hayat felsefeleri
bakimindan birbirine benzemez ii¢ sair olarak sunulduklari; bu
sairlerin sosyolojik olarak ait olmak taraflari tizerinde yeterince
durulmadigi, benzerliklerden gok farkliliklar iizerinde duruldugu
gbzlenmektedir. Haramzade gibi her mekanda veya asirda
karsimiza ¢ikabilen bir tip Uzerinden, birbirine benzemez sanilan
lic ayr1 asirdaki ii¢ ayr1 sairin, sosyolojik bir soruna nasil da ortak
bir seda verdiklerini, toplumsal konularda fildisi kulelerine
cekilip salt sanatlarini icra etmekle kalamayacaklarini, farkli
ylizyillarda ayni1 hususta ortak bir ses vermeleri, bu insanlarin sair
olmalar1 kadar, aydin refleksiyle icinde yasamis olduklar
toplumun sorunlarina kayitsiz kalmamalartyla da agiklanir.

Uzerinde fazla diisiiniilmeden olusturulan birtakim hazir
bilgilerin tesiriyle zihinlerimizde kodlanan ¢ogu sairin aslinda o
kodlarla mukayyet olmadiklarini; aydin sifatini da tasimis
olmalarindan dolay1, topluma dair sorunlar karsisinda, o topluma
ait bireyler olmalar1 hasebiyle, yiizyillarin, mekanlarin Oniine,
arkasina sarkarak tek yiirekle, ayni sorunlara, tek bir ses vermis
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olduklarini, edebiyat sosyolojisi baglaminda, siirin sosyal
meseleler karsisindaki ortak refleksi tizerinden gorebiliriz.

Insanlarin etini yiyenler, kanin1 igenler ve hatta bununla
da yetinmeyip hayallerini, imitlerini ve dolayisi ile yarmlarini
yiyenler her ylizyillda ayni tip haramzadeler olmustur. Haram
yiyen bir haramzade sinifinin meydana gelmesi i¢in de “devlet
dairesi”  ifadesindeki  “daire” ile  kastedilen  adalet
mekanizmasinin zayiflamasi, yara almasi veya yok olmasi ile
mimkiin olur ancak. Bu, dolayli olarak devletin zayiflamasi
neticesinde devlete ait erkin, feodal beylerin, agalarin; ¢ete veya
mafyanin eline gegmesi gibi bir netice dogurur. Giicii elinde
bulunduranin karsisina dikilecek adalet gibi bir mekanizmanin
olmamasi, eti yenilen, kani icilen yoksulun; hayalleri, iimitleri,
yarinlar1 doyumsuz istah sahiplerinin de§irmeninde 6giitiilen
genglerin, cocuklarin sayisinin artmasinin sebebi olur.

Sair, hissiyati, duyarlilif1 iist seviyede olan ¢ogunlukla
aydin ve bazen hem aydin hem de entelektiiel kimlige haiz
insandir. Istisnalar1 olsa bile, bir sairin toplumsal bir soruna
kayitsiz kalacagi diislinlilemez. Bu, Divan sairi dahil, her
ylizyilda, hemen hemen her sairin siirine konu olmus sosyal
meseleler olarak kayda geg¢mistir. Ilk insanla birlikte, iyi ve
kotlinlin miicadelesi baglamis ve bu miicadele ile birlikte insan
hayatinin, malinin vb. unsurlarin giivence altina alindig1 devlet
kavrami dogmustur. Devlet, adalet temeli {izerine bina edildigi
icin adalet kavraminin islemez oldugu devletler de hayatiyetlerini
sirdirememislerdir. Devletlerin son nefeslerini verdikleri ve
dolayist ile de adalet mekanizmalarini ¢alistiramadiklari bu son
demlerinde  yasayan  insanlar  arasinda  haksizliklar,
hukuksuzluklar daha bir artmis, miiriivvet sahibi mertlerin yitip
gitmesiyle devlet erkini eline geciren slrette devlet, sirette
mirlvvetsiz namert haramzadaler, bir tirli doymak bilmeyen
“ene”lerini doyurmak ic¢in yeise diisiirdiikleri insanlarin
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hayallerini, timitlerini karartarak geleceklerini de sofralarina
meze yapmislardir.

Ozelde Ittihatgilarin  elestirisi olan Fikret’in ilgili
siirindeki doyumsuz insan tipi, bir sekilde devlet erkini eline
gecirmis bir haramzade olarak resmedilmis. Bu, bir tiptir ve 6zel
kalibina sigdirilamayacak kadar genele samildir. Aydin vasfina
haiz bir sair, ¢aginin ¢ok Gtesindedir. Yinus’un ve devaminda
Behramoglu’nun zikretmis oldugu yoksul eti yiyen, yoksul kani
icen veya bunlarin da 6tesinde Fikret’in de dedigi gibi insanlarin
hayallerini, imitlerini ve dolayist ile yarinlarini yiyenler bir tiptir.
Bu tipe her ¢agda ve cografyada rastlamak miimkiindiir. Burada
tizerinde durulmasi lazim gelen asil husus, farkli havalar1 teneffiis
edip farkli yiizyillarda diinya iizerinde ayni giinesle 1sinip ayni
yagmurla 1slanan ii¢ ayr1 sairin haramzade konusunu
isleyislerindeki ortak paydadir. Bir kere bu ortak paydanin
konusu, sosyal bir meseledir. Sosyal bir meseleye siiri ara¢ kilan
sairlerin sosyal meseleler karsisinda ciddi bir duruslarinin oldugu
tizerinde, Tiirk edebiyatinda yeteri kadar durulmamistir. Bunu,
Ozellikle Divan siirindeki sosyal meselelerin nasil islendigi
tizerindeki yetersiz bilgiden dolayr daha rahat gorebiliriz.
Sairlerin, sanatlarina, sanatsal soyleyislerine halel getirmeden
dizelere yiikledikleri insicam1 bozmadan hayatin gerceklerine goz
kirpmalari, Ylnus’ta da, Fikret’te de, Behramoglu’nda da aymdir.

Ug sairin siirlerinde de dikkat edilecegi (izere ortada bir
haram yeme eylemi varsa muhakkak surette hakki yenilen, gasp
edilen zay1f, ¢aresiz, hatta umutsuz, yarinsiz bir sinifin varliginin
da kaginilmaz olmasidir. Haramzadenin doyumsuz istahi, sadece
“ene”’sini  beslemekle kalmayip ortaya ¢ikarmis oldugu
adaletsizlik, haksizlik kavramlariyla bir toplumu ifsat etmekte,
sosyolojik sorunlarin dogmasina da zemin hazirlamaktadir.
Toplumun bozulan sosyal adaletini gérmesi umulan ilk kisileri, o
toplumun aydinlaridir ve bdyle bir misyonu da sair sifatlariyla
temayliz eden aydinlarimin yerine getirmesi kadar dogal bir sey
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yoktur. Dogal ve normal olmayan husus ise Tiirk edebiyatinin bu
yoniine yeteri kadar dikkat kesilmemis olmasidir.

Cogunlukla sanilir ki gegmis yiizyilin insanlar1 ayr1 bir
diinya, giinliimiiz insan1 ayr1 bir diinya. .. Oysa Habil ile Kabil’den
itibaren diinya, sadece iyi ve kdtiiniin miicadele arenasi olmus;
huzurun, canin, malin giivence altina alindig1 kabileler, devletler
kargasadan kacanlarin olusturduklari mekanizmalar olmustur.
Her sey gibi kabile ve devletlerin de dogal bir yasam dongiileri
olmus, devletlerin en hayati uzuvlarindan olan adalet
mekanizmalari, devletlerin 6liimlerine yakin diismiis olduklari
sekerat hallerinde islemez, ¢calismaz olmus ve bu siirecte zulmiin
kol gezdigi zulumat bulutlarindan sadece komdtir karasi1 yagmurlar
yagmis, bu karanlik iklimde eti yenilen, kani i¢ilen yoksulun
feryadi, riizgar olup da zulumat bulutlarini uzaklastiramaya giic
yetiremedikleri, zulmet bulutlarindan yagan kétiiliigiin karanlik
yuzU, hakk: yenilenlerin akan gézyaslari ile yunup yikanamadigi
icin hayallerin, timitlerin de rengi karaya boyanmustir.

Hak yiyenin karsisina dikilebilecek bir gili¢ olsa bile,
herkesin kendi adaletini kendisinin tesis edecegi anlami tasir ki
bu da kargasadir, yeistir, mutsuzluk ve huzursuzluktur. Eti yenilip
kani icildikten sonra yeise diisiip mutsuzlugun denizinde kendini
Olimiin kollarina birakan biri igin anlamini yitiriverir hayat ve
topragin karasina ait olan beden gibi maddi bir unsur anlamini
yitirince gégiin mavisine ait olan hayaller de timitler de yitiriverir
anlamint ve yoksul eti, yoksul kani Ogiiten o doyumsuz
degirmene, dgiitiilmesi igin, Umitler de hayaller de teslim edilir.

Haramzade, “devlet dairesi” kavramindaki, adaletle
sinirlart  belirlenmis  “daire” c¢izgilerinin solmasi, silinmesi
veyahut da yok olmasi neticesinde ¢ogunlukla devlet erkini eline
gecirerek ya da “miirvetsiz” devlet idarecileriyle riigvet, vb.
yollarla rabita kurup, ihale almak gibi, yasal zeminde yasal
islemler yapiyor goriintiisii altinda haram yeme eylemini, yoksul
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eti yiyip, yoksul kani igerek, hatta bunun da 6tesinde insanlarin
timitlerini, hayallerini karartip dolayisi ile yarinlarin1 da ¢alarak
yaparlar. Bu, haramzadenin alisilagelen mizaci1 olsa da Tiirk
edebiyatinda haramzade tipi 6zelinde her tiirlii sosyal elestirinin
yapilmasi, ciddi anlamda ihmal edilen bir taraftir. Farkli
ylizyillara ait, farkli diinya goriislerine sahip {i¢ Tiirk sairinden
haramzade tipine benzer bir elestirinin olmasi, sanatin zaman ve
mekanin Gtesinde kusatict yonilinii gdstermis olmasi1 kadar
sairlerin aydin kimliklerine uygun diisen refleksleri de ayni
hissiyatla siirlerine konu etmis olduklarinin dogal bir neticesidir.
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