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Surface Understanding: The Relationship Between Name and Content in
Halide Nusret Zorlutuna’s Stories

Yiizeyden Anlama: Halide Nusret Zorlutuna 'mn Hikdyelerinde Isim-Icerik Iliskisi
Ulkii Eliuz*

Abstract: Halide Nusret Zorlutuna (1901-1984), one of the first female poets, writers, and teachers of Turkish
literature in the transition period from the Ottoman Empire to the Republic of Turkey; sister of one of the
important authors of Turkish literature, Ismet Kiir; aunt of Pimar Kiir; mother of Emine Ismnsu; close friend of
Siikiife Nihal and Adile Ayda; known by the title “Ummii’l Muharrirat” (Mother of Writers), as an intellectual
who internalized the national romantic sensibility, prioritizes the effort to overcome the material and spiritual
difficulties she faced within the magical world of art. In her works of poetry, novel, story, memoir, letter and
play, which are included in the literary universe, she constructs texts within the framework of themes such as
love, affection, hope, death, struggle for life, commitment to values, loneliness, and despair. In the artist’s fifty-
five narratives in the story genre, a discursive transmission that centers the reader is aimed, and the fictional
coding in which signs are brought together within discourse begins with the reference system that is the title
of the work. In these works, which are a sum of call-texts, while the function of feeling, making feel, and
reminding is attempted starting from the literary work titles that serve as a door opening to the work, it is seen
that symbolic namings centered on the subject, in direct or indirect relation with the content, are preferred. In
this study, through the first information about the content of Halide Nusret Zorlutuna’s fifty-five stories and
the transformation of linguistic material into speech, individual, social, and universal references will be
analyzed in the context of the name-content relationship, and the reference systems of the plot structure will
be clarified.

Keywords: Halide Nusret Zorlutuna, story, name-content, subject, symbol.

Oz: Osmanli Devleti’nden Tiirkiye Cumhuriyeti’ne gegis siirecinde Tiirk edebiyatini ilk kadin sair, yazar ve
dgretmenlerinden; Tiirk edebiyatinin énemli yazarlarindan Ismet Kiir’iin kardesi, Pinar Kiir’iin teyzesi, Emine
Isinsu’nun annesi, SiikGife Nihal ve Adile Ayda’nin yakin arkadast; “Ummii’l Muharrirat” (Yazarlarin Annesi)
unvant ile anilan Halide Nusret Zorlutuna, (1901-1984) milli romantik duyus tarzini i¢sellestiren bir aydin
olarak yiizlestigi maddi ve manevi sikintillar1 sanatin biiyiilii diinyasinda agma gayretini Onceler. Yazinsal
evrene dahil oldugu siir, roman, hikaye, ani, mektup, piyes tiirlerindeki eserlerinde sevgi, agk, umut, 6liim,
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yasama miicadelesi, degerlere baglilik, yalnizlik, umutsuzluk izlekleri cercevesinde metinler inga eder.
Sanatkarin hikdye tiirtindeki elli bes anlatisinda okuru merkeze alan sdylemsel aktarim hedeflenir ve
gostergelerin sdylem icerisinde bir araya getirildigi kurgusal kodlamaya eserin ad1 olan gonderge dizgesi ile
baglanir. Cagri metinler toplami bu yapitlarda yapita agilan kapi niteligindeki edebi eser isimlerinden
baglanarak hissetme, hissettirme, hatirlatma islevi gerceklestirilmeye gayret edilirken icerik ile dogrudan ya da
dolayl iliski icinde konu merkezli sembolik adlandirmalarin tercih edildigi goriiliir. Bu ¢alismada Halide
Nusret Zorlutuna’nin elli bes hikayesinin igerigi hakkindaki ilk bilgilendirme ve dil malzemesinin sdze
doniisiimii araciligiyla bireysel, sosyal, evrensel gondermeler isim-igerik iliskisi baglaminda tahlil edilerek
entrik kurgunun gonderge dizgeleri belirginlestirilecektir.

Anahtar Kelimeler: Halide Nusret Zorlutuna, hikaye, isim-igerik, konu, sembol.
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Structured Abstract:

The aim of this study is to examine the relationship established between the titles and the content of
Halide Nusret Zorlutuna’s fifty-five short stories; to reveal the referential value of the titles within the fictional
structure, the ways in which they generate meaning, and their contribution to the discursive transmission of the
narrative. In literary works where emotions and thoughts are transformed into an aesthetic narrative through
language, the title serves as the first gateway to the work as a whole, forming the starting point of the
relationship between the reader and the text. In this context, titles are not merely a naming element; they
constitute a system of signifiers that foreshadow the text’s semantic universe in relation to its subject, theme,
motif and symbolic structure. Whilst various studies have been conducted on Halide Nusret Zorlutuna’s works
across genres such as poetry, novels, short stories, memoirs, letters and plays, a comprehensive examination of
the relationship between titles and content in her short stories has remained limited. In this study, the direct
and indirect semantic fields of the titles of the author’s fifty-five short stories have been identified, and an
attempt has been made to explain the semantic structure established by the titles through individual, social and
universal references.

The research was conducted within a qualitative research framework, based on document review and
text analysis methods. The scope of the study comprises fifty-five short stories by Halide Nusret Zorlutuna
published in periodicals. The short stories were evaluated in terms of the relationship between title and content;
the connections established by the titles with the plot, cast of characters, theme, motif and symbolic structure
were examined. In the study, titles were treated as referential systems that guide the semantic world of the text;
direct, subject-centred titles and symbolic and indirect titles were evaluated under separate headings. By
identifying the functions of evocation, reminder and guidance that work titles assume in the process of
transforming linguistic material into speech and fictional meaning, the study has revealed the place of titles
within the narrative structure.

The analysis revealed that the titles of Halide Nusret Zorlutuna’s short stories are not random choices,
but function as key indicators that initiate the narrative coding of the text and bring out its layers of meaning.
It was found that in thirty of the fifty-five stories, the titles were directly linked to the subject matter, whilst in
twenty-five, symbolic titles that indirectly alluded to the content were preferred. Whilst directly theme-centred
titles provide initial information regarding the narrative’s central event, character or intellectual orientation, in
the case of symbolic titles, the titles become indicators that create multi-layered fields of association beyond
the text’s surface meaning.

It has been observed that themes such as death, love, separation, loneliness, hope, despair, freedom,
self-sacrifice, national consciousness, the relationship between humanity and nature, the past and memory are
particularly prominent in the symbolic titles. Titles such as “The Cypresses”, “Smoke”, “The Dead Roses”,
“Lines from a Burnt Notebook”, “The Green Mirage”, “Dark Nights”, “Eternal Darkness”, “The Violet’s
Grave”, “Without You” and “Feverish Delusions — The Red Guest”, have been identified as elements that,
from the very outset of the text, hint at the confrontations, losses, quests and existential questions experienced
by the individual in their relationships with themselves and their surroundings. In contrast, it has been observed
that a directly subject-centred approach to titling has been adopted in the titles of stories such as “Our Poor
Young People”, “A Letter”, “Zeliha’s Sorrow”, “The Oath”, “The Ear of Corn” and “The Turkish Girl’s
Aeroplane”.

The findings reveal that the titles of the works are not merely formal complements to the stories;
rather, they are functional elements that expand the semantic scope of the plot, guide the reader’s relationship
with the text, and provide the first indications of the characters’ processes of individualisation. In Zorlutuna’s
stories, the relationship between title and content creates a multi-layered field of meaning that spans from
individual experiences to social values and universal human conditions.

The research has revealed that the titles of Halide Nusret Zorlutuna’s short stories play a decisive role
in the construction of her literary universe. The author initiates her reader-centred narrative through the titles
of her works; she employs these titles as systems of reference that elucidate both the visible and invisible layers
of meaning within the text. The use of direct, subject-centred titling in thirty stories and symbolic, indirect
titling in twenty-five stories demonstrates the importance of the relationship between title and content in the
author’s narrative approach.
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In this regard, the titles of the works are not merely descriptive elements of the stories; they are
aesthetic constructs that reveal the individual’s intellectual and emotional journey through oppositions such as
life-death, fantasy—reality, love—separation, hope—despair, peace—anguish, and past—present. The symbolic and
referential spaces created through these titles provide a framework for interpreting the characters’
confrontations, questioning and transformations. In this respect, the study demonstrates that the relationship
between title and content in Halide Nusret Zorlutuna’s stories is not merely a formal feature; rather, it is one
of the fundamental elements that constructs the narrative’s web of meaning, establishes the initial connection
between the text and the reader, and underpins the fictional coherence. The findings also provide a basis for
comparative analysis in future research into the semiotic and semantic functions of work titles in Turkish short-
story literature.

Keywords: Halide Nusret Zorlutuna, short story, title—content relationship, symbolic naming, sign.
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Résumé Structuré:

Objectif Cette étude vise a analyser la relation entre les titres et le contenu des cinquante-cinq
nouvelles de Halide Nusret Zorlutuna. Elle cherche a mettre en évidence la valeur référentielle des titres dans
la structure fictionnelle, leur role dans la production du sens et leur contribution a la transmission discursive
du récit. Dans les ceuvres littéraires ou émotions et pensées se transforment en narration esthétique par le
langage, le titre constitue la premiére porte d’entrée vers I’ensemble du texte, établissant le point de départ de
la relation entre lecteur et ceuvre. Ainsi, le titre n’est pas un simple élément de nomination, mais un systéme
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de signifiants qui anticipe I’univers sémantique du texte en lien avec son sujet, sa thématique, ses motifs et sa
structure symbolique.

Me¢éthodologie La recherche s’inscrit dans un cadre qualitatif, fondé sur la revue documentaire et
I’analyse textuelle. Le corpus comprend cinquante-cinq nouvelles publiées dans des périodiques. Les récits ont
été évalués en fonction de la relation entre titre et contenu ; les liens établis par les titres avec I’intrigue, les
personnages, les thémes, les motifs et la structure symbolique ont été examinés. Les titres ont été considérés
comme des systémes référentiels orientant ’univers sémantique du texte, et classés en deux catégories : titres
directs/centrés sur le sujet et titres symboliques/indirects.

Résultats L’analyse révele que les titres des nouvelles de Zorlutuna ne sont pas des choix aléatoires,
mais des indicateurs essentiels qui initient le codage narratif et dévoilent les strates de signification. Trente
récits recourent a des titres directement liés au sujet, tandis que vingt-cinq privilégient des titres symboliques
qui renvoient indirectement au contenu. Les titres directs fournissent des informations initiales sur 1’événement
central, le personnage ou 1’orientation intellectuelle du récit, tandis que les titres symboliques créent des
champs d’association pluriels dépassant le sens de surface. Les thémes du déces, de ’amour, de la séparation,
de la solitude, de 1’espoir, du désespoir, de la liberté, du sacrifice, de la conscience nationale, du rapport entre
I’homme et la nature, du passé et de la mémoire apparaissent particuliérement dans les titres symboliques. A
I’inverse, des titres tels que Nos pauvres jeunes gens, Une lettre, La peine de Zeliha, Le serment, L épi de blé
ou L’avion de la jeune fille turque adoptent une approche directement centrée sur le sujet.

Originalité/Valeur Les résultats montrent que les titres ne sont pas de simples compléments formels,
mais des éléments fonctionnels qui élargissent le champ sémantique de 1’intrigue, guident la relation du lecteur
au texte et fournissent les premiers indices du processus d’individualisation des personnages. Dans les
nouvelles de Zorlutuna, la relation entre titre et contenu crée un champ de signification stratifi¢ allant de
I’expérience individuelle aux valeurs sociales et aux conditions humaines universelles. L’auteure initie son
univers narratif centré sur le lecteur par le biais des titres, qu’elle utilise comme systémes de référence révélant
les couches visibles et invisibles du sens. L’usage de titres directs dans trente récits et de titres symboliques
dans vingt-cinq récits illustre I’importance de cette relation dans son approche narrative. Les titres apparaissent
ainsi comme des constructions esthétiques qui traduisent le parcours intellectuel et émotionnel de 1’individu a
travers des oppositions telles que vie—mort, imaginaire-réel, amour—séparation, espoir—désespoir, paix—
angoisse, passé—présent. Les espaces symboliques et référentiels créés par ces titres offrent un cadre
d’interprétation des confrontations, des questionnements et des transformations vécus par les personnages.
L’étude démontre que la relation titre—contenu n’est pas une simple caractéristique formelle, mais un élément
fondamental de la cohérence fictionnelle et de la construction du réseau de sens narratif. Les résultats
fournissent également une base pour de futures recherches comparatives sur les fonctions sémiotiques et
sémantiques des titres dans la littérature turque de la nouvelle.

Mots-Clés: Halide Nusret Zorlutuna; nouvelle; relation titre—contenu; nomination symbolique; signe

Resumen Estructurado:

Objetivo Este estudio analiza la relacion entre los titulos y el contenido de las cincuenta y cinco
narraciones breves de Halide Nusret Zorlutuna. Su proposito es revelar el valor referencial de los titulos dentro
de la estructura ficcional, su papel en la generacion de significado y su contribucion a la transmision discursiva
del relato. En las obras literarias donde emociones y pensamientos se transforman en narracion estética a través
del lenguaje, el titulo constituye la primera puerta de acceso al texto en su conjunto, estableciendo el punto
inicial de la relacion entre lector y obra. En este sentido, el titulo no es un mero elemento de denominacion,
sino un sistema de significantes que anticipa el universo semantico del texto en relacién con su tema, motivo
y estructura simbdlica.

Metodologia La investigacion se desarrolld dentro de un marco cualitativo, basado en la revision
documental y el analisis textual. El corpus estd compuesto por cincuenta y cinco relatos publicados en revistas.
Se evaluaron las narraciones en funcion de la relacion entre titulo y contenido; se examinaron las conexiones
que los titulos establecen con la trama, los personajes, las tematicas, los motivos y la estructura simbolica. Los
titulos fueron tratados como sistemas referenciales que orientan el mundo semantico del texto, y se clasificaron
en dos categorias: titulos directos/centrados en el tema y titulos simbdlicos/indirectos.
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Resultados El analisis demuestra que los titulos de las narraciones de Zorlutuna no son elecciones
arbitrarias, sino indicadores clave que inician la codificacion narrativa y revelan las capas de significado.
Treinta relatos emplean titulos directamente vinculados al asunto, mientras que veinticinco recurren a titulos
simbolicos que aluden indirectamente al contenido. Los titulos directos proporcionan informacion inicial sobre
el acontecimiento central, el personaje o la orientacion intelectual del relato, mientras que los titulos simbdlicos
generan campos de asociacion multiples que trascienden el sentido superficial del texto. Se observa que temas
como la muerte, el amor, la separacion, la soledad, la esperanza, la desesperanza, la libertad, el sacrificio, la
conciencia nacional, la relacion entre humanidad y naturaleza, el pasado y la memoria aparecen con especial
fuerza en los titulos simbodlicos. En contraste, titulos como Nuestros pobres jovenes, Una carta, El dolor de
Zeliha, El juramento, La espiga de trigo y El avion de la joven turca adoptan un enfoque directamente centrado
en el tema.

Originalidad/Valor Los resultados revelan que los titulos no son simples complementos formales de
las narraciones, sino elementos funcionales que amplian el alcance semantico de la trama, guian la relacion del
lector con el texto y ofrecen las primeras sefiales de los procesos de individualizacion de los personajes. En las
narraciones de Zorlutuna, la relacion entre titulo y contenido crea un campo de significacion estratificado que
abarca desde experiencias individuales hasta valores sociales y condiciones humanas universales. La autora
inicia su universo narrativo centrado en el lector a través de los titulos, que emplea como sistemas de referencia
para iluminar las capas visibles e invisibles del sentido. El uso de titulos directos en treinta relatos y simbolicos
en veinticinco demuestra la importancia de esta relacion en su enfoque narrativo. Los titulos se configuran
como construcciones estéticas que revelan el recorrido intelectual y emocional del individuo mediante
oposiciones como vida—muerte, fantasia—realidad, amor—separacion, esperanza—desesperanza, paz—angustia y
pasado—presente. Los espacios simboélicos y referenciales creados por estos titulos ofrecen un marco para
interpretar las confrontaciones, cuestionamientos y transformaciones de los personajes. En este sentido, el
estudio demuestra que la relacion entre titulo y contenido no es una caracteristica meramente formal, sino uno
de los elementos fundamentales que construyen la red de significacién narrativa, establecen la primera
conexion entre texto y lector y sostienen la coherencia ficcional. Los hallazgos proporcionan ademas una base
para futuros andlisis comparativos sobre las funciones semidticas y semanticas de los titulos en la literatura
turca de la narracion breve.

Palabras Clave: Halide Nusret Zorlutuna; relato breve; relacion titulo—contenido; denominacion
simbolica; signo
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CrpykrypupoBanHoe Pe3ome:

Lens uccnenosanus Llens HaCTOSAIIEro UCCIENOBAHHS — MPOAHAIM3UPOBATh B3aUMOCBA3b MEXKIY
3aroJIOBKAMH M COJAEpXKAHHMEM IATUAECATH MATH paccka3oB Xamunae Hycper 3opiyTyHa, BBIABUTH
pedepeHInanbHyI0 IEHHOCTh 3aT0J0BKOB B XyJOXKECTBEHHOH CTPYKTYpe, CIOCOOBI UX CMBICI000pa30BaHuUs
U BKJIaJl B AUCKYPCUBHYIO [I€peiady IOBECTBOBAHUA. B uTepaTypHbIX MPOU3BENCHUSAX, I[1€ YMOLIUU U MBICIIU
npeoOpasyloTcs B ICTETHYECKUI HappaTHB NOCPEICTBOM SI3bIKa, 3ar0JIOBOK BBHICTYNAET NEPBON TOYKON BXOAA
B TEKCT, (POPMHPYS MCXOJHOE 3BEHO OTHOIICHHH MEXIy YHMTATElIeM M NpOU3BeAeHHEM. B 3TOM KOHTEKcTe
3arojIOBKM — HE NPOCTO DJIEMEHT MMEHOBAHMA, & CHCTEMA 3HAKOB, NPEIBOCXMUINAIONIAS CEMAHTUYECKYIO
BCEJICHHYIO TEKCTa B CBSI3U C €I0 CHOXKETOM, TEMOI, MOTUBAMU U CUMBOJIMYECKON CTPYKTYPOM.

Meronomnorust VccnenoBaHue BBIIONHEHO B paMKaxX KadyeCTBEHHOIO IIOAXOAA, OCHOBAHHOTO Ha
METOJlaX aHalIn3a JOKYMEHTOB M TEKCTOB. B cdepy uccriemoBaHus BOILIM HATBAECAT ISTh PAcCKa3oB
3opiyTyHa, OIMyOJMKOBAaHHBIX B MIEPUOANIECKUX M3aHUAX. Paccka3zaHHbIe HCTOPUH OBLIM OLIEHEHBI C TOUKH
3pEHUS] COOTHOUICHUSI 3ar0JIOBKA M COAEPKAHWS; N3YUYCHBI CBSI3H 3arOJIOBKOB C CIOKETOM, IEPCOHa)KaMH,
TEeMaMH, MOTHBAaMH W CHMBOJHYECKOHW CTPYKTYpOH. 3arojloBKM paccMaTpHBAINCH Kak pedepeHnnanbHble
CHCTEMBI, HAIIPABJIAIONINE CEMaHTHUECKHH MHpP TEKCTa, M KIACCH(PUIMPOBAINCH KaK MPsSMble/TEMaTHUECKH
OPHEHTHPOBAHHbIE U CUMBOJIMYECKHUE/KOCBEHHBIE.

Pe3ynbraThl AHaIH3 MOKa3aj, YTO 3arojOBKH PacCcKa3oB 30pIyTyHA HE SIBIAIOTCS CIydailHBIMH, a
(OYHKIIMOHHPYIOT KaK KIIOUEBBIE WHAMKATOPHI, 3allyCKaloNlMe HappaTHBHOE KOJHUPOBAHHE TEKCTa U
BBISIBJISIFOIIIME €r0 CMBICJIOBBIE CJIOW. B TpuauaTu paccka3zax 3arojlOBKM HaIpsIMyIO CBS3aHbI C IIPEIMETOM
[IOBECTBOBAHUS, TOT/1a KaK B ABAJUATH ISTH MPEANOUYTEHHE OT/IAaHO CUMBOJIMYECKUM 3arojOBKaM, KOCBEHHO
OTCBHUIAIOIIUM K COAEpKaHHI0. [IpsMBIe 3aroJ0BKH TAIOT NEPBUYHYIO HHPOPMAIIUIO O IEHTPAITEHOM COOBITHH,
MEPCOHAXE WJIM HWAECWHON HaIlpaBJIEHHOCTH, TOT/a KaK CHUMBOJIMYECKHE CO3/1al0T MHOTOCIOMHBIE MOJIA
ACCOIMANINH, BRIXOAIINE 32 MPEIeNbl IOBEPXHOCTHOTO 3HAYCHUSI TEKCTa. TeMbI CMepTH, JIIOOBH, Pa3iIyKH,
OIMHOYECTBA, HAJICXKIBI, OTUYASHUS, CBOOOIBI, CAMOIIOKEPTBOBAHNUS, HAIIHOHAJIFHOTO CO3HAHMUS, OTHOIICHHH
YeIoBeKa U MPHUPOIB, MPOIIIOT0 W MaMATH OCOOCHHO SIPKO TPOSBIIOTCS B CHMBOJHMYECKUX 3aroJioBKax. B
MPOTHBOMIOIOXHOCTE 3TOMY 3aroyioBku Bpoje «Hamm Oemupie roHOmm», «[lucemo», «[ope 3emuxmy,
«KmstBay, «Komoc» 11 «CaMONET TypeIKoi IEBYIIKI» AEMOHCTPUPYIOT MPSMOM TEMATHUECKHI MOAXO/I.

OpUrHHATPHOCTD W LEHHOCTh Pe3yibTaThl MOKA3BIBAIOT, YTO 3arojlOBKM HE SBISIOTCS JIMIIb
(opMaNbHBIMH ~ JIOTIONIHEHWSIMA K paccka3aM, a BBICTYNAlOT (YHKIHOHAIBHBIMHA  DJIEMEHTaMH,
PaCIIMPSIONIMMH CEMaHTHYECKUH JWAna30H CIOXKETa, HANPaBIAIONIMMU BOCIPHITHE TEKCTa YUTATEIEM U
MPEOCTABIAIONIMMHI TIE€PBhIE yKa3aHWS Ha TIPOLECCH WHAMBHIyalH3allMd MepcoHaxed. B pacckazax
30payTyHa B3aMMOCBSI3b 3arojioOBKa W COAEpKaHMs (OPMHPYET MHOTOCIOHHOE TIOJIE 3HAuYCHHH,
OXBaTBIBAIOIEE MHVBHYaIbHbIM OIBIT, COLUANBHBIE IIECHHOCTU U YHUBEPCAIbHBIE YEIOBEUECKHE YCIOBUSL.
ABTOp Ha4yMHAeT CBOM OpPUEHTUPOBAHHBIM Ha YHUTATENs HAPPAaTHB Yepe3 3aroJIOBKU, UCIOJB3YS HX Kak
cHcTeMBbl pe(epeHINH, PacKpBIBAIONINE BHIMMBIE M CKPBITHIE YPOBHHM CMEICHA. [IpuMeHeHHe mNpsMbIX
3aroJ0BKOB B TPUALATH PAaccKa3aX U CUMBOJIMYECKHX — B JBAJLATU MATH NOJUYEPKUBAET 3HAUUMOCTb ITOH
B3aUMOCBS3H B €€ MOBECTBOBATEIBHOM IOAXOJE. 3arOJ0BKU BBICTYNAIOT 3CTETUYECKHMMU KOHCTPYKIHMSMU,
OTPaKAIOIIMMU HMHTEIIEKTyallbHOE M SMOLUOHAIBHOE MYTEMIECTBHE TMYHOCTH YEpe3 ONMO3MLUU KU3Hb—
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CMepTh, (haHTa3MA—PEanbHOCTh, JIIOOOBb—PA3IyKa, HaIEKIa—OTHasHHE, MOKOW—TPEBOra, IPOIIIOe—
Hactosimee. CHUMBOJIMYECKHE M pehepeHInaIbHbIe MPOCTPAHCTBA, CO3AaBaeMbIe 3ar0JIOBKaMH, (OPMHUPYIOT
paMKy IUIS MHTEPIIPETAIMH CTOJKHOBCHHH, BOIPOCOB W TpaHChopManuii mepcoHaxei. Takmm oOpazom,
UCCIIEZIOBAaHNE IEMOHCTPHPYET, YTO B3aUMOCBS3b 3arojOBKa W COJEpPXKaHHS — HE MPOCTO (hopMabHas
0COOCHHOCTh, @ OOWH M3 (yHIAMEHTAIBHBIX 3JIEMEHTOB, KOHCTPYHPYIOIINX CETh ITOBECTBOBATEIBHBIX
3HAUYEHNH, YCTAHABIMBAIOUINX HAYAIbHYIO CBA3b MEXIy TEKCTOM M YHTAaTelneM H OO0ECHEeUMBAOIINX
XYAOKECTBEHHYIO IIEJIOCTHOCTh. [loiyueHHBIE pe3ynbTaThl TaKKe CO3[Aal0T OCHOBY JUIl OymyIIux
CPaBHHUTENBHBIX HCCIIEJOBAaHUN CEMHOTHYECKUX W CEMaHTHYECKMX (YHKUUH 3arojoBKOB B TYPELKOH
HOBEJUIUCTHKE.

KiaioueBble ciioBa: Xanunge HpreT 3opnyTyHa; pacckas; B3auMOCBA3b 3aroJIOBKa U COACPIKAHUA;
CHUMBOJIMYCCKOC UMCHOBAHHUC, 3HAK

R -
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& g R Y& BT fIRAwor 631 8 | S99 ! & TeHTdsd Jed, 370 gRT 372 I0T B & deid!
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Ol & AfGAHR0T Bt UichaTsil & YRS Aohd U HRd & | IR B! wrsdl & 2 3R favgayg
o1 Yoy Igg o &F &1 FAufur war § S afdarrd gyl ¥ ddR arTioie Jedt SR qrdaifies
Ade fRufe de thetl 31 7 | ARG 31UA UTo - iad U o1 ToaiTd 2Nub] & [y J Bl 8; 98
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T8 8, afcsh I8 U1 & 1I-S1a FT 01 S, Ur6 iR Ued & oiig TR ey RUT FHRA 3R
BT T Bl YR UM B I Heryd dedi § A T ¢ e wigwr & ol wrgepur aiged A
Yt & Tichfad 3R ST HTAf IR JaTcHS fazawur 3 forg ot S1eR yeH #vd g

YHE AsE: Golla T SR, THhT; NEH-fAwT Heer, TeliehlcHs ATHSIT;

Hehel

Yapilandirilmis Ozet:

Bu calismanin amaci, Halide Nusret Zorlutuna’nin hikaye tiiriindeki elli bes anlatisinda eser isimleri
ile igerik arasinda kurulan iliskiyi incelemek; eser adlarinin kurgusal yapilanma icerisindeki gonderge degerini,
anlam liretme bicimlerini ve anlatinin sdylemsel aktarimina katkisini ortaya koymaktir. Duygu ve diisiincelerin
dil araciligryla estetik bir kurguya doniistiigli edebi eserlerde isim, yapitin biitiiniine ac¢ilan ilk kap1 niteligiyle
okur ile metin arasindaki iliskinin baslangi¢c noktasini olusturur. Bu baglamda eser isimleri yalnizca bir
adlandirma unsuru degil; konu, tema, izlek ve sembolik yapi ile iliskili olarak metnin anlam evrenini 6nceleyen
gostergeler dizgesidir. Halide Nusret Zorlutuna’nin siir, roman, hikdye, ani, mektup ve piyes tiirlerindeki
eserleri tizerine ¢esitli caligmalar yapilmis olmakla birlikte, hikayelerinde isim—igerik iligkisinin biitiinciil bir
yaklagimla ele alinmasi siirlt kalmistir. Bu arastirmada sanatkarin elli bes hikayesi tizerinden eser adlarinin
dogrudan ve dolayli anlam alanlari belirlenerek basliklarin bireysel, sosyal ve evrensel gondermeler araciligiyla
kurdugu anlamsal yap1 aciklanmaya caligilmistir.

Arastirma, nitel arastirma deseni igerisinde dokiiman incelemesi ve metin ¢éziimleme yontemleri
temel alinarak gerceklestirilmistir. Aragtirmanin inceleme alanmi Halide Nusret Zorlutuna’nin siireli
yaymlarda yayimlanan elli bes hikayesi olusturmaktadir. Hikayeler, isim—igerik iliskisi ekseninde
degerlendirilmis; eser adlarinin olay orgiisti, kisi kadrosu, tema, izlek ve sembolik yapi ile kurdugu baglar
incelenmistir. Calismada basliklar, metnin anlam diinyasina yon veren gonderge dizgeleri olarak ele alinmis;
dogrudan konu merkezli adlandirmalar ile sembolik ve dolayli adlandirmalar ayri basliklar altinda
degerlendirilmistir. Dil malzemesinin sdze ve kurgusal anlama doniisiim siirecinde eser isimlerinin iistlendigi
hissettirme, hatirlatma ve yonlendirme islevleri belirlenerek basliklarin anlati yapisindaki yeri ortaya
konulmustur.

Inceleme sonucunda Halide Nusret Zorlutuna’nin hikayelerinde eser isimlerinin rastlantisal tercihler
olmadig1, metnin kurgusal kodlamasini baslatan ve anlam katmanlarin1 belirginlestiren temel gostergeler olarak
islev gordiigii tespit edilmigtir. Elli bes hikayenin otuzunda eser isimlerinin konu ile dogrudan baglantili
oldugu, yirmi besinde ise igerigi dolayli bi¢imde imleyen sembolik adlandirmalarin tercih edildigi
belirlenmistir. Dogrudan konu merkezli bagliklarda anlatinin temel olayina, kisisine veya diigiinsel yonelimine
iligkin ilk bilgilendirme saglanirken; sembolik adlandirmalarda basliklar, metnin goriiniir anlaminin 6tesinde
cok katmanli ¢agrisim alanlar1 olusturan gostergelere donlismektedir.

Sembolik basliklarda 6zellikle 6liim, ask, ayrilik, yalnizlik, umut, umutsuzluk, 6zgiirliik, fedakarlik,
milli biling, insan—doga iligkisi, gegmis ve hafiza gibi izleklerin yogunlastigi gorillmiistiir. Serviler, Dumanlar,
Olen Giiller, Yanmis Defterden Satirlar, Yesil Serap, Karanlik Geceler, Ebedi Karanliklar, Meneksenin
Medfeni, Sensiz ve Humma Hezeyanlari-Kizil Misafir gibi hikaye isimlerinde kullanilan sembolik gostergeler,
bireyin kendisiyle ve gevresiyle kurdugu iligkilerde yasadig: yilizlesmeleri, kayiplari, arayislar: ve varolussal
sorgulamalar1 metnin baglangi¢c asamasinda sezdiren unsurlar olarak belirlenmistir. Buna karsilik Zavalli
Genglerimiz, Bir Mektup, Zeliha'nin Derdi, Yemin, Basak, Tiirk Kizi Tayyaresi gibi hikdye isimlerinde
dogrudan konu merkezli bir adlandirma anlayisinin benimsendigi goriilmiistiir.

Elde edilen bulgular, eser isimlerinin hikayelerin yalnizca bigimsel tamamlayicis1 olmadigini; entrik
kurgunun anlam alanini genisleten, okurun metinle kuracag: iliskiyi yonlendiren ve anlati kisilerinin
bireylesme stireglerine iligkin ilk gostergeleri sunan islevsel unsurlar oldugunu gostermektedir. Zorlutuna’nin
hikayelerinde isim ile igerik arasindaki iliski, bireysel deneyimlerden toplumsal degerlere ve evrensel insanlik
durumlarina uzanan ¢ok katmanli bir anlam {iretim alan1 olugturmaktadir.

Arastirma sonucunda Halide Nusret Zorlutuna’nin hikayelerinde eser adlarmin yazinsal evrenin
kurulugunda belirleyici bir isleve sahip oldugu ortaya konulmustur. Sanatkar, okuru merkeze alan sdylemsel
aktarimini eser isimleri aracilifiyla baslatmakta; basliklari, metnin goriiniir ve gériinmeyen anlam alanlarini

www.turkishstudies.net/language



5230 Ulkii Eliuz

acimlayan gonderge dizgeleri olarak kullanmaktadir. Otuz hikdyede konu merkezli dogrudan, yirmi bes
hikdyede ise sembolik ve dolayli adlandirma yoluna gidilmesi, isim—igerik iliskisinin sanatkdrin anlati
anlayisindaki 6nemini gdstermektedir.

Bu dogrultuda eser isimleri, yalnizca hikayelerin tanimlayici unsurlar1 degil; bireyin yasam—o6lim,
hayal-hakikat, agk—ayrilik, umut—-umutsuzluk, huzur-bunalti, ge¢mis—simdi gibi karsitliklar igerisindeki
diisiinsel ve duyussal yolculugunu goriiniir kilan estetik yapilardir. Basliklar araciligiyla olusturulan sembolik
ve gondergesel alanlar, hikaye kisilerinin yiizlesmelerini, sorgulamalarini ve doniisiimlerini anlamlandiran bir
¢ergeve sunmaktadir. Bu yoniiyle ¢alisma, Halide Nusret Zorlutuna’nin hikayelerinde isim—igerik iligkisinin
yalnizca bigimsel bir dzellik olmadigini; anlatinin anlam Srgiisiinii kuran, metin ile okur arasindaki ilk iliskiyi
saglayan ve kurgusal biitlinliigii destekleyen temel unsurlardan biri oldugunu ortaya koymaktadir. Elde edilen
sonuglar, Tiirk hikayeciliginde eser isimlerinin gostergebilimsel ve anlamsal islevlerine yonelik yapilacak
aragtirmalar i¢in de karsilastirmali bir inceleme zemini olusturmaktadir.

Anahtar Kelimeler: Halide Nusret Zorlutuna, hikaye, isim—icerik iliskisi, sembolik adlandirma,
gosterge.
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Surface Understanding: The Relationship Between Name and Content in Halide Nusret
Zorlutuna’s Stories

Introduction

Halide Nusret Zorlutuna and Her Works

“We were the wildest, happiest girls of this age;

The country’s melancholy wind never touched our foreheads...
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Halide Nusret Zorlutuna (1901-1984) was one of the first female poets, writers and teachers
in Turkish literature during the transition from the Ottoman Empire to the Republic of Turkey, and
is an artist known by the title ‘Ummii’l Muharrirat® (Mother of Writers). Having witnessed historical
periods such as the Tripoli War, the 31 March Incident, the Balkan Wars, the First World War, the
years of the Armistice and the founding of the Republic of Turkey, the artist taught for thirty-three
years with the aim of “restoring this beloved country, which had been reduced to ruins; bringing light
to even the remotest corners; and bringing the light of true civilisation!” (Zorlutuna, 1986, p. 164).

The sister of Ismet Kiir, one of the leading figures in Turkish literature, and the aunt of Pmar
Kiir; the mother of Emine Isinsu, whom he described in the words “my life was illuminated once
more by her” (Zorlutuna, 1986, p. 285), and a close friend of Siiktfe Nihal and Adile Ayda, Halide
Nusret Zorlutuna, is the author of Git Bahar (1919), Geceden Tasan Dertler (1930), Sevmek (1934),
Yayla Tiirkiisii (1943), Yurdumun Dért Bucagi (1950) and Ellerim Bombog (1957); as well as the
prose works Kiiller (1921), Sisli Geceler (1922), Grandfather Spider (1931), Who Is Giil’s Father?
(1933), The White Cypress (1945), Love and Victory (1966), Grandmother (1971), The Door of Light
(1974); fifty-five short stories published in periodicals; two memoirs titled My Little Friends (1948)
and A Novel of an Era (1978); seven plays-unperformed but published- The Forgetful District
Governor, The Veil and the Cage, The Leaf in the Wind, Who Is the Culprit?, True Love, The
Grandchildren of Ali Usta and Shanty Town Roses; and a book of letters entitled Letters from a Lady
(1923), all of which form part of her literary legacy. Nedim, Siis, Serveti Fiinun, Umit, Ictihad, Milli
Mecmua, Tiirk Kadini, Kadinlar Diinyasi, Aydabir, Salon Mecmuast, Cinaralti, Hayat, Kopuz, Ulkii,
Cagri, Hilal, Defne, Hisar, Ayse, Tore, Tiirk Yurdu, Tiirk Edebiyati, as well as in the newspapers
Vakit, Zafer, Kudret, Haber, Yeni Istanbul, Sabah and Hiirriyet, this artist was a pioneer in the
establishment of organisations such as the Turkish Women’s Union, the Turkish Cultural
Associations, the People’s Houses, the Teachers’ Union, the Charity Society, the Soroptimists, the
Society for the Defence of Children’s Rights, the Child Welfare Institution (Himaye-i Etfal Society),
and the Turkish Mothers’ Association, which she helped to establish, among other social
organisations and charitable societies.

Halide Nusret Zorlutuna, who sought to capture the mystery lying within the ambiguity of
the visible, as an intellectual rooted in tradition who had internalised the national romantic sensibility,
constructs her works—spanning poetry, novels, short stories, memoirs, letters and plays—within the
framework of themes such as love, romance, hope, death, the struggle for life, commitment to values,
loneliness and despair, prioritising her endeavour to overcome the material and spiritual hardships
she faced through the magical world of art. Physical and mental perceptions play a decisive role in
the depiction of the existential refuges that shape the lives of her fictional characters.

The Relationship Between Title and Content in Halide Nusret Zorlutuna’s Short
Stories

“Go, spring, go, spring... Smile upon the distant lands,
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Leave a gift of your colour to the sea,
Wander amongst the little ones, soar into the sky.”

A literary work -which is the aesthetic construction of emotions and thoughts through
language- is constructed with the aim of presenting an open-ended and multifaceted reality in which
everything is significant, meaningful and worthy of attention. The title and content of the work, with
its dynamic structure, possess a universe of signifiers that exhibit continuity through contrast or
correlation, direct or indirect relationships, and which harbour an infinite production of meaning.
This situation also facilitates a transition from univocity to polysemy or polyphony within the text’s
fabric of fragmented, interconnected and independent signifiers. The artist, who selects, sifts through
and interprets reality through their own unique perspective and sensibility, shapes this relationship
through ironic and symbolic choices centred on subject, theme and message.

From the very title of the finished work, the artist acts with the intention of conveying their
message to the reader whilst transforming linguistic material into words and a fictional universe of
meaning. The referential system that constitutes the work’s title serves as the gateway to the work -
functioning as the first step in the artist/author—reader relationship- before the text, which ‘creates its
own referent (real or imaginary)’ (Rifat, 2014, p. 93), is read within the visible and invisible systems
or whole upon which it is founded. Literary work titles, which serve as a gateway to the work, are
noteworthy in terms of providing initial information about the content and making individual, social
and universal references through the transformation of linguistic material into speech. In the holistic
analysis of the text, these titles function as codes in which signifiers come together within the
discourse. There is a connection between the title of a work of art and its content on direct and
indirect, as well as symbolic, metaphorical and ironic levels. Through the title, the artist establishes
the initial relationship between the text and the reader before the work as a whole is read.

Aiming for a reader-centred narrative and employing a fictional coding system that begins
with the title of the work, Halide Nusret Zorlutuna strives, in her literary space -which consists of a
collection of evocative texts- to fulfil the functions of evoking, conveying and reminding through her
fifty-five short stories, starting with the title; in doing so, she favours symbolic naming that is directly
or indirectly related to the content. “In which emotions and situations take centre stage rather than
the plot (..) and which, in terms of content and form, is likened to prose poetry” (Ergun, 2024, pp.
242-243) “Our Poor Young People, The Cypresses, Memories of an Old Love, Smokes, The
Schoolboy, The Indian’s Love, The Dead Roses, A Post-Reformation Letter, A Letter, In the Paradise
of Imagination — 1-3 (Lord-Father-Elder Brother), From the Paradise of Imagination to the Hell of
Reality — 4, Lines from the Cloud and the Novel, His Daughter, Zeliha’s Sorrow, Drops of Poison —
1 — To Nazim, Excerpts from a Burnt Notebook — 1-8, The First Line, The Oath, The Green Mirage,
Their Sin — 1-2, From Suzan’s Notebook — Impressions of the Early Days, From Suzan’s Notebook
— In Moments of Crisis, The Women Who Kill Series — 1 — The Woman Who Killed Her Husband,
The Deadly Women Series — 3 — The Woman Who Killed Her Fiancé, Sizidil’s Eyes, A Matter of
Feeling, From Unheard Sorrows — Little Star, Sehriyar’s Sorrow, A Little Adventure — Stories from
Everyday Life 1, A Lesson at Dariilelhan, Curtains, The Gossip About My Gossip, The Ear of Wheat,
The Moon and Star, The Turkish Girl’s Aeroplane, An Oath, Dark Nights, Flowers Love Freedom
Too, The Girls of the Wilderness, Sweet Dreams, Eternal Darkness, ‘The Violet’s Grave’, ‘Without
You’, ‘Feverish Delusions — 1 — The Red Guest’, ‘From the Angel’s Notebook — 2 — The Final Pages
— 1’ (Tiirk and Ozbayrak 2019). In these texts, the relationship between title and content is realised
through subject-centred symbolic naming. Whilst the titles of thirty of these stories -in which the
individual’s relationships with themselves and their surroundings are framed within an emotional
context- are directly related to the subject matter, twenty-five feature symbolic titles that allude to
the content.
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Halide Nusret Zorlutuna’s “Cypresses, Smoke, Dying Roses, Lines from Clouds and Novels,
Drops of Poison — 1 — To Nazim, Lines from a Burnt Notebook — 1-8, The First Line, Green Mirage,
Moon and Star, Dark Nights, Flowers Too Love Freedom, ‘Girls of the Wilderness, Sweet Dreams,
Eternal Darkness, The Violet’s Grave, Without You, Feverish Delusions — 1 — The Red Guest, From
the Angel’s Notebook — 2 — The Final Pages — 1°”” (Tiirk and Ozbayrak 2019), symbolic titles directly
linked to the subject matter are employed.

The short story ‘The Cypresses’ recounts the protagonist’s sense of helplessness upon
realising that the two figures he thought he had seen in the shade of the green cypresses -amidst the
hellish heat that was suffocating the trees, animals, the sea and people- were in fact two graves.

After wandering for a long time through fields and along many paths, I finally saw those
gracious green cypresses. There he lay, in an eternal sleep beneath the deep, pitch-black
shadows of those young, gracious cypresses... (..) At that moment, I felt as though my
brain had melted like a bullet and poured into my eyes. And I got up; I fled, fled... to
avoid hearing the mocking whistles of those young, vibrant cypresses... (p. 38)!

The title of the story, ‘The Cypresses’, deepens the theme of the decline of existence; the
protagonist, situated within the vertical axis of positive decline, is confronted -like all beings in the
horizontal order- with death, the most tragic reality of human life. Thus, seeking refuge in the shade
of the ‘cypresses’ becomes a symbolic expression of acceptance and salvation for the individual
destined for death.

In the short story entitled ‘Smoke’, the plot revolves around the protagonist, Giizide, and her
physical closeness to six people -including Nadir- whilst on a boat trip, brought about by the smoke
from the cigarette Nadir is smoking, and Giizide’s recollection the following morning of these events
as ‘blue smoke’.

A meaningful silence... The small, pale face leaned towards the sea; a moment later it
rose again, and the curling smoke once more travelled from her lips to Nadir’s... (..)
When Giizide awoke the following morning, there was a very thin layer of smoke inside
her head. The sole memory of this simple, innocent, wordless love was reduced to a few
rings of blue smoke. (p.46)

The title of the work, ‘smoke’, symbolises that what ought to exist on a subjective level
remains confined to the objective realm and is transient. This state, in which sensitivity is set aside,
expresses the individual’s temporary escape from their spiritual journey.

In the story entitled ‘The Dead Roses’, the love between the protagonist, Aysel, and the
supporting character, Suat -which ends in separation- is recounted in two parts; it is seen that the
roses, in which they sought solace, also come to an end -or die- just like their relationship.

She sobbed... Then, all of a sudden, she thought of her roses. She had her roses. These
roses would give her the strength to live and to find love again; they would give her hope
and courage... (..) When Aysel entered the cabin, she found her glass empty. The roses
were not there... The roses... The sole memento of her one true love... (..) It was her
hopes that had died! (pp. 57-58)

In the phrase that forms the title of the work, the modifier -with its negative connotation- and
the head -with its positive connotation- define one another, and the identity between nature and
humanity is emphasised through the sense of exhaustion experienced by individuals caught in the
grip of separation.

! Excerpts from short stories; taken from the book Halide Nusret Zorlutuna’s Prose Works (An Analysis of
Ottoman Turkish Short Stories and Other Writings — Text) by Tirk, H., & Ozbayrak, M. (2019), published by
Ar1 Sanat Yaynlari.
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In the short story entitled ‘Lines from the Clouds and the Novel’, the protagonist’s dialogue
with the moon in the sky -through which he recounts his quests, disappointments, solace and
rebellion- serves to highlight the organic bond between place and person. In this approach, where the
human being moves in harmony with their surroundings, the protagonist possesses a perspective that
unites the external world with their own soul.

And now I am alone, utterly alone, without medicine or healing! It is as if a host of devils
are hidden within these walls. They are all mocking my sobs... I am screaming... I am
screaming... I tear at my hands with my dreams... I dig my nails into my wrists... (p.72)

In the story titled ‘Drops of Poison — 1 — Nazima’, the plot revolves around the protagonist,
Diindar, meeting the secondary character Nazima whilst on an internship in Istanbul; after seeing
each other for a while, he proposes marriage to Nazima, Nazima’s sudden disappearance; upon
learning of his appointment, he goes to the chemist’s to say goodbye, where he witnesses a woman
asking for help; he and the chemist go to the woman’s home, where he realises that the woman’s
deceased daughter is Nazima.

A magnificent, legendary realm is ablaze on the horizon; the waters and islands are
crimson. The reflections of this blaze are also in the young doctor’s eyes. What a fire!..
(..) Doubt, heartbreak, anguish and darkness... Darkness!.. (p.83)

The phrase ‘drops of poison’, which forms the title of the work, alludes to both visible and
invisible forms of depletion. The protagonist and the woman he loves are both affected by these drops
of poison due to the adversity faced by her family. This symbolic title points to the intricate nature
of the pain of love, which leads to annihilation.

In the eight stories entitled ‘Lines from a Burnt Diary — 1-8’, the protagonist’s desire to
ensure that the stories within his burnt diary are not lost; the protagonist’s confrontation with his own
despair whilst gazing at the shapes cast on the wall by the flames of the stove whilst asleep, and his
renewed sense of hope for the world upon encountering a friend he had thought he would never see
again one morning, whilst always feeling as though it were winter; the protagonist’s confrontation
with himself amidst a web of faith, happiness, love, peace, self-sacrifice, pain, loneliness, the past
and death; the protagonist’s decision to abandon a plan—believing even artists had failed to notice
his pain—upon receiving a letter; his seeking refuge in a poet’s verses, his tears spilling onto the
pages of an old book, as he thinks of the one he loves and their happiness; his being swept into pain,
loneliness and fear by a voice he hears when his sense of time and space vanishes; the protagonist’s
belief that he would heal through tranquillity by isolating himself from the outside world; his
questioning of himself for failing to act upon recalling a painful moment from the past as dream and
reality intertwine; his enduring a crisis lasting weeks, stemming from the tension between the past
and the present; and his forgiving the one he loves whilst clinging to life; the protagonist, recalling
past sorrows, comes to terms with feelings of death, loss and helplessness; the dreams in which he
finds solace turn into nightmares; and, amidst emotional fluctuations fuelled by the night, poetry,
music and fantasies, he takes refuge in his dreams; the protagonist, in the agony of losing the person
they described as the best and most beloved, feeling both peace and pain whilst believing they are
misunderstood; recalling a woman with bright, proud, childlike eyes, seeking refuge in the sea, the
darkness and the wind; experiencing an internal reckoning bordering on madness in the scene where
he is accused of being a thief; losing his sense of time and being unable to distinguish between the
past and the present; turning towards death whilst seeking to escape his pain, and regarding his
suffering as happiness; the protagonist’s recollection of the fear, pain and loneliness he regards as a
spiritual punishment after a long winter; his waiting, with patience and hope, for deliverance from
the pains of the past when spring arrives; his acceptance of his loneliness under the moonlight whilst
feeling a deep longing for a past love; and his surrender to God through tears, which he sees as an
expression of eternal loneliness.
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Autumn! The vast and enchanting skies seem to drip, drop by drop, into my heart. I am
both very happy and very sorrowful... That is all. This evening, the horizons... (..) A
blood-red autumn sun on the horizon... The waters were red too... At last... (..) Days and
months, of course, never stood still... Happy and sorrowful days... Beautiful and dreadful
months! (..) A long silence and stillness... Bright, pure white... How sweet, and how
poetic!... I am resting. Convalescence... | was so in need of eternal stillness! I want all
sounds, all colours to cease, even those that seem the most harmless and sweetest to me
today. I imagine... Does heartbreak ever end? Is there such a thing as the ‘tears of
heartbreak’?... (..) And this extraordinarily beautiful spring... Not to be seized by that
fever again, not to fall into those delusions... But... What is it like, where is it? I
wonder... (..) The sun has risen and, along with the stars, all the dreams have faded; all
the dreams... (pp. 88—106)

The phrase that forms the title of the work suggests that, just as the notebook in which events
are recorded has been burnt or worn out, so too has the individual; the notebook, as the object of both
external and internal chaos, is an expression of the dilemmas faced by the individual as they come to
terms with their fate.

The story ‘The First Line’, which exhibits an intertextual structure, is a narrative centred on
male-female relationships, drawing on the Adam and Eve narrative as its referent text. The woman -
Eve, with a face like a water lily, skin as white as a magnolia and eyes like stars- and the man, as
strong as a lion with an enigmatic gaze, spend time together happily in spring, yet their mutual
expectations begin to undermine their relationship. The plot unfolds as the man sets out to catch a
nightingale to be a companion for Eve; Havva’s statement that she prefers a canary to a nightingale;
the man’s decision to hunt a canary to make his wife happy; Havva’s refusal of his request to sit on
the edge of a precipice and wait for him; Havva’s fear as the light fades, darkness pours down from
the sky and the sounds of wild animals intensify whilst her husband is out hunting; her husband
returning to a delighted Havva having caught the golden, brilliant canary; the first wrinkle forming
on Havva’s face due to the fear she felt whilst waiting for her husband; Havva refusing the canary
her husband had caught because of what she had endured whilst waiting; and her husband, viewing
this as ingratitude, also developing a wrinkle on his face in anguish.

Starry skies, surging seas and fresh leaves... Mix all these beautiful things together and
place them, in the form of two large drops, upon her lotus-like face, beneath her
forehead—as white and soft as a magnolia leaf: Behold, Hava’s eyes!.. (..) On Hava’s
forehead, as smooth and pure as a magnolia leaf, there is a long, deep line: the first line!
(pp. 106-109)

The ‘line’ -which gives the narrative its title- symbolises the physical and spiritual divisions
between man and woman, existential responsibilities, mutual sensitivities, disappointments, choices
of action, unfulfilled desires, unacknowledged efforts, innate characteristics, eternal sensitivities and
timeless continuities.

In the story entitled ‘The Green Mirage’, the young girl -the protagonist of this plot-driven
narrative- runs whilst holding her skirt to avoid touching the dirty road, only to suddenly find herself
in a vast, expansive desert with bright, clean sand, she hears a voice telling her that an imaginary
place with a stream is constantly calling to her; she continues on her way across the hot sand, her
hands and palms burnt, in order to reach the ‘green mirage’; and during this time, she imagines
children waving Turkish flags towards her and calling her to join them.

I gazed into the distance with clear, inquisitive eyes: a green mirage! Now warm ripples
were coursing through my veins. I opened my eyes wider. Beneath the oil-black, silky
shadows of the date palms, which stretched their inviting branches towards the deep skies,
lay a silver river winding its way with graceful curves. And this -this oil-black, life-giving
silver water- was calling out to me, ‘Come, come!’ (p. 117)
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The title of the work carries a two-layered allusion: escaping the desert to reach the mirage,
and the imagined mirage becoming one’s homeland. The tranquillity signified by the words ‘green’
and ‘mirage’ highlights the sense of confinement, suffocation, restlessness, and physical and mental
distress experienced by the protagonist.

The short story entitled ‘Ay-Yildiz’ is a text imbued with a sense of national romanticism.
The plot centres on the protagonist, Yildiz, and her brother Giirbiiz going for a walk; witnessing an
aeroplane they have never seen before crash after sustaining damage; Yildiz and her brother rushing
to help; Yildiz falling in love with Aydemir, one of the officers whose wound she bandaged, and the
two becoming engaged; and Yildiz donating the money given to her by Aydemir for her wedding
preparations to the ‘Ay -Yildiz Aircraft Fund’ on the condition that an aeroplane be purchased for
the country; her family and community supporting this decision; the campaign quickly gaining
traction amongst the public and everyone contributing to the fund; the purchase of the aeroplane
named ‘Ay-Yildiz’; and Yildiz becoming a symbol of the idealistic Turkish woman thanks to her
determination and patriotism, etc. These are the key elements of the story.

The young woman took the money from her fiancé’s hand and dropped it into the box.
They exchanged a glance for a moment. Then, with that eternally beautiful smile on her
cheeks, Yildiz explained to her fiancé: ‘On the day that the money we’ve saved is used
to buy an aeroplane for Turkey-an “Ay Yildiz” aeroplane- that’s when we’ll get married!’
Do you understand, my soldier? The young soldier murmured as he kissed Y1ldiz on the
forehead: ‘You’re a real star, my darling...” (p.191)

The words ‘moon-star’, chosen as the title of the story, and ‘star’, the name of the protagonist,
represent the discursive conveyance, within a symbolic framework, of national sensibilities, love of
country, the flag as an emblem of freedom, and collective priorities.

In the story entitled ‘Dark Nights’, the plot unfolds as the protagonist, in the role of narrator,
shivers at the coldness of the call to ‘come’ whilst gazing at the black sea; feels an inexplicable force
drawing her towards the sea; and is suddenly overcome by the urge to jump, recalling the words from
Halide Edip’s *Harap Mabedler*; whilst contemplating being swallowed by the sea, raising his head
to look at the sky; realising that the stars were fading and the birds were beginning to stir; and
retreating in fear and dread.

With a final burst of courage, I tore my eyes away from the sky and looked at the sea:
Black... Utterly black... Then, the horizons began to light up with rays of light filtering
through all that blackness, and a sky brimming with mocking stars came into view... |
could not look upwards. In this dark sea, there was a force drawing me in- a black, wild
beauty. (p.199)

The words ‘darkness’ and ‘night’ in the phrase that forms the title of the work are expressions
of a pessimistic state of mind experienced on the levels of colour, sound and imagery. The
protagonist, who identifies with the setting and its elements whilst confronting their own self, acts
with a tendency to transcend their limitations, despite being aware of the inevitable decline to which
they are destined. In the narrative, the individual discerns ‘the self’ and ‘that which is not the self’
through nature, which functions as a mirror; they reconcile the concrete realities of life with the
magic of nature.

In the text titled ‘Flowers, Too, Love Freedom’, the existential anguish, dilemmas, dead ends
and decline of a flower named Stimbiil Hanim -who senses her ‘here and now’- are recounted; the
chosen name carries a meaning aligned with the theme of freedom. In this work, which takes shape
through the technique of personification, the plot unfolds as Stimbiil Hanim, awakening amongst
green cushions and leaves, feels the warmth of the air; upon seeing no one around her, she is
overcome by a sense of loneliness; and when a child joyfully exclaims, ‘The hyacinth has bloomed!’
(p- 201) and, upon hearing this, the child and her mother decide to move the pot to a bright, sunny
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spot by the window; her realisation that winter is not quite over, that her floral friends remain beneath
the snow, and that they might be feeling the cold, causing her to feel sad; feeling trapped inside the
pot and realising that it is actually he who is in captivity; and concluding that freedom is the most
beautiful thing in the world.

Mrs Siimbiil felt that the pot she was in had become completely cramped; the ceiling
seemed blacker than before, and the walls more terrifying. (p. 202)

The title of the work is closely linked to the themes of choice and responsibility; it alludes to
designs encompassing the whole of life, drawing attention to the primacy of the consciousness of
freedom—whose ‘boundaries lie between birth and death’ (Goka, 1997, p. 141)—for all beings.

In the story titled ‘The Girls of the Wilderness’, the young girl—the protagonist of this
intricate plot—arrives at the shore draped in blue tulle and sits on the warm sand; she awakens from
a dreamy reverie to the sound of a violin under the sun; she approaches the fur-clad, mysterious
stranger, the source of a voice coming from afar, and speaks with him; and she is frightened by the
stranger’s insistent question, ‘Do the girls of the wilderness have no hearts?’ (p. 204), her response
that ‘the girls of the wilderness do have hearts, but they show mercy to the helpless’ (p. 205), her
showing mercy to the stranger who, in his helplessness, begs for forgiveness through his tears, and
the union of the two characters—these constitute the narrative units of the story.

Now the black night of the sandy climate had merged with the fair-haired morning of the
coastal towns... (p. 205)

The phrase ‘Beyaban’ -comprising the words ‘desert’ and ‘daughters’- which forms the title
of the work, is transported into a system of signs demonstrating that existential fulfilment is made
possible through quests, confrontations and conflicts.

In the short story entitled ‘Sweet Dreams’, Seda, who views marriage as destiny; Aliye, who
argues that a woman must be dependent on and obedient to a man; Necla, who maintains that a man
and a woman should build a relationship based on mutual love, respect and understanding; and
Stikran, who seeks to exert control over a man, Hiisam, and Nihat, who is in love with Necla, gather
round a tea table to chat about art and life. The story recounts how the conversation turns to gender
relations—particularly their understanding of marriage—evolving from an intellectual debate into a
romantic encounter.

-Sweet dreams!...

-Why should they be dreams? Surely what you’re seeking is closer to reality than to a
captive’s happiness! (p.211)

The title of the work implies a critique of the perception of marriage as the fulfilment of
‘sweet dreams’ for women.

In the story titled ‘Eternal Darkness’, the scheming protagonist Bedra, whilst walking
hopelessly in the dark, hears the sobs of the sea and finds hope, feeling a longing for light as she
believes she shares in the universe’s mourning, realising the influence of a divine power and deciding
to wait for dawn, rejoicing as the horizon brightens, realising that her own inner darkness will last
for ever, and surrendering herself to the embrace of eternal darkness, and so on.

Above her head lay a black sky; beneath her feet, a black earth. And her soul was filled
with the eternal despair of the silent oppressor. (..) And with this bitter realisation, the
wretched girl, closing her eyes, surrendered herself to the treacherous void of that eternal
darkness deep within her very being!... (pp. 213-215)

The title of the text conveys the narrative of an individual’s defeat and collapse, brought
about by expectations that are dashed against the limits of reality. It possesses the connotations of an
‘eternal darkness’-one that will never end, that will always continue, possessing perpetual continuity-
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along with a sense of exhaustion, pessimism, the potential for obstruction, the act of submission, the
grip of impossibilities, and the exile of despair.

In the story titled ‘The Violet’s Grave’, the narrator -who serves as the protagonist- notices
a violet that has fallen between their fingers; they sense a feeling of pain and compassion arising
from the tenderness and expectation of life they perceive in the flower’s eyes; feeling profound
sorrow despite their efforts to save the flower as it withers and dies; their desire to find a special
place for the flower rather than an ordinary grave; opening their diary whilst gripped by the fear of
death; and burying the violet amongst their old dreams, amongst other narrative elements.

I was going to bury my violet beside my past! This thought filled me with joy; with
trembling hands, I opened the small grave of my past years -my diary. And there, too, I
buried the delicate body of my violet- with its soft, velvety eyes- which had just moments
before fluttered like a little patient called ‘compassion and mercy’ and fallen between my
fingers, into those precious pages that serve as a tomb for my most delicate and pristine
dreams. (p. 216)

In an atmosphere of despair where life’s very existence and the act of breathing are stifled,
the struggle for existence symbolised by the violet is complemented by emotional responses directed
towards the reality of death. The choice of the space between past dreams as a grave for the violet is
an indication of the effort to transcend the subject-object dichotomy by erasing existential awareness
through a return to the past.

In the story titled ‘“Without You’, the narrator describes how the protagonist, Kevser—whose
eyes the narrator likens to violets—feels her absence; reflects on her beauty, her delicacy, the mystery
of her soul and her tenderness; and deeply feels the sorrow and emptiness caused by her death,
thereby highlighting the emotional trauma an individual experiences in the face of the death of a
loved one.

But shouldn’t he have considered that life without her would be neither poison nor hell?
(p. 217)

The shift in meaning of the word ‘you’ in the title of the work, brought about by the suffix
‘-siz’, encapsulates the exile faced by the individual, defeated by life, as they confront the void and
nothingness created by the loss of the person they have lost to death. Thus, under the overwhelming
influence of the reality of death, the individual, caught in the grip of helplessness, is driven into
despair amidst impossibility, whilst their endless anguish and helplessness are laid bare.

“Feverish Delusions -1- The Red Guest’, the intricate plot revolves around the protagonist,
Nusret, feeling as though he is about to suffocate in the arms of a red-faced, fiery stranger; the warmth
he feels in his chest transforming into an inner palpitations; the fiery letters and verses he begins to
see in the air reviving his past memories and emotions; as the Red Guest’s embrace intensifies,
leaving him breathless; the pain deepened by a song he hears; the protagonist reciting the verse ‘Ask
the afflicted one: how many hours of the night?’ (p. 220), which reminds him of the moment of death;
the verse touched by the red-faced stranger transforming into an arrow and piercing Nusret’s heart;
the intensification of this pain, the fear of death and the silence of death; Nusret, realising in the
atmosphere of mourning mingled with rain and candlelight that the red-faced stranger will never
leave him, thrashing about in a sense of suffocation as his bones melt away; and the narrator
becoming unable to see anything and dying by suffocation.

I open my eyes and struggle to free myself from the red-faced stranger’s arms... But he
tightens his grip even more. His breath grows warmer against my chest. 'm going to
suffocate, my God! (..) I can no longer see anything; I am in thick darkness. Only he, the
crimson guest. His eyes and lips... And I feel the full force of his arms in my bones! (pp.
218-220)
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In the work’s two-layered title, the protagonist, Nusret, symbolises the anxiety (oppression,
inner constriction, gloom, crisis, suffocation and distress) experienced by an individual confronting
themselves, driven by the fear of making mistakes and the uncertainty of choice. The phrase
‘delusions of fever’ indicates the intensification of inner distress caused by apathy and helplessness
in the face of events. The colour ‘red’, symbolising life and death, and the words ‘guest’—expressing
the transience of this world and powerlessness in the face of death—symbolise the inevitability of
the anxiety caused by the approaching end of a life that has become a dead end amidst helplessness.

The narrative entitled “From the Angel’s Notebook — 2 — Final Pages — 1" describes how the
strange sound produced by the narrator’s tears- which trickle from their eyelashes and fall to the
ground as they weep sorrowfully in the darkness and silence of the night- echoes ceaselessly in the
desolation of the night; their loss of any sense of time and place; their sorrowful realisation that the
bond between them has been severed because their friend -who had once looked upon them with
purity and sincerity- cannot hear this sound; closing their eyes and feeling a void unlike sorrow, fear
or longing; grieving upon opening their eyes to see their friend in a ruined state or dead; struggling
to believe in the reality of death and questioning the relationship between humans and death; his
inability to accept that his friend lay beneath the earth, his adorning of the grave with the white
flowers his friend loved, his seeking hope at the graveside by clinging to the thought that ‘the mortal
dies, the eternal awakens’ (p. 224); his forgetting that his friend was dead and speaking to him and
bidding him farewell, his realising that memories would always confront him with death, and so on.

The heart of the night has stopped... My heart is filled with all the silence and all the
darkness of this dead night. [ have never seen such a pitch-black night in my life; so pitch-
black and so silent! (..) Ah, these nights! These black nights!... Do not all sins belong to
them, my friend? Who drew this black veil over your beautiful eyes, which shone with
such timeless purity and such sincere surrender? And who was it that magnified and
stretched the distance between us in such a dreadful manner? It is always these nights,
isn’t it? Always these nights, these black and cruel nights! (pp. 221-220)

The work’s two-layered title contains allusions to the sphere of influence of the anguish
caused by death. It depicts the individual’s efforts to construct their own existence- through self-
confrontation, self-definition and the revelation of their own becoming- whilst experiencing internal
and external conflicts arising from the awareness of finitude and the inevitability of death; it also
explores the tendency to perceive the aspect of death that erases the meaning of life and to recognise
one’s own possibilities.

Halide Nusret Zorlutuna’s “Our Poor Young People, Memories of an Old Love, The
Schoolboy, The Indian’s Love, A Post-Reformation Letter, A Letter, In the Paradise of Imagination-
1-3 (Lord-Father-Elder Brother), From the Paradise of Imagination to the Hell of Reality-4, His
Daughter, Zeliha’s Sorrow, The Oath, Their Sin-1-2, From Suzan’s Diary—Impressions of the Early
Days, From Suzan’s Diary—In Times of Crisis, The Series of Women Who Kill-1 — The Woman
Who Killed Her Master, The Deadly Women Series — 3 — The Woman Who Killed Her Fiancé,
Stizidil’s Eyes, A Matter of Feeling, From Unheard-of Sorrows — The Little Star, Sehriyar’s Sorrow,
A Little Adventure — Stories from Everyday Life — 1, A Lesson at Dariilelhan, Curtains, The Gossip
About My Gossip, Basak, The Turkish Girl’s Aeroplane, An Oath” (Tiirk and Ozbayrak 2019), in
these short stories, words and phrases directly related to the subject matter are chosen as the titles of
the works.

* In the short story entitled “Zavalli Genglerimiz!” (“Our Poor Young People!”), the
protagonist’s disappointment at the condescending attitudes of Turkish youths—described as ‘the
old men of Young Turkey’ (p. 37) in the Muslim—Christian comparison—towards their own
homeland and people, particularly women and the elderly, as they succumb to the East—West
dichotomy;
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* In “Eski Bir Askin Hatiras1” (“The Memory of an Old Love”), the love affair between the
protagonist, Tahsin Bey, and Giizin Hanim-rooted in the past and “ending in a hopeless, incurable
manner” (p. 43);

* In “Mektebin Cocugu” (“The School’s Child”), the successful, hard-working protagonist
Nadide, who plays the piano well but is hospitalised with pneumonia, is visited by Muallime Hanim
and Miidire Hanim, who, ‘praying to God for the recovery of this beloved child of the school’ (p.
49), leave Fatma Hanim to look after her;

* In “Hintlinin Ask1” (“The Indian’s Love”), Ahmet Hilmi Bey and his wife Nazime Hanim,
who rented a villa on the Anatolian side of Istanbul during the Armistice years, and their “beautiful,
innocent daughter, who resembled a white dove” (p. 50), their well-educated, violin-playing daughter
Miibide, and the conventional character Han Bahadir; their friendship lasting a year; and Miibide’s
rejection of Han Bahadir’s marriage proposal, stating that she could not trust him because he was an
enemy officer of unknown origin;

* In “Postrestant Mektup” (“The Postrestant Letter”), the protagonist Riican’s attempt to
transform her ordinary and tedious life through letters from her sister and friends; ‘She reread the
letter from Kamran -the one the recipient had to collect from the post office. There wasn’t a single
sentence in it that felt alien to her soul. She was so annoyed that the word ‘postrestant’ hadn’t been
written this time...” (p. 61);

* In “Bir Mektup” (“A Letter”), the protagonist’s “You’ve gone... Well... You’ve gone
too... You’ve withdrawn from my eyes and my life, just like all those who have gone... But in my
heart, you live on, more vividly than ever, more deeply rooted than ever!... A rose-coloured
melancholy has settled upon the paths cast in pink shadows... What a strange summer morning!” (p.
63), expressing the sorrow and melancholy of parting from loved ones and taking refuge in his
memories;

* In “Hayal Cennetinde-1-Rab”, (“Paradise of the Imagination — 1 — The Lord”), the
protagonist sees the Lord amidst a mist of blue and green, with ‘eyes of light, a head of light’ (p. 64),
and, confronting the reality of his own mortality, confides in Him;

* In “Hayal Cennetinde-2-Baba” (‘“Paradise of the Imagination — 2 — Father”) the
protagonist’s relationship with his father -whom he describes in his dream as “Dear, tender hand,
ruffling my hair... Dear, tender eyes, bending down to mine” (p. 66)- ends in disappointment upon
waking;

* In “Hayal Cennetinde-3-Agabey” (“In the Paradise of Imagination — 3 — Big Brother”), the
young girl, who is the protagonist, imagines paradise with the person whose ‘beloved voice’ (p. 69)
she hears and whom she mistakes for her big brother;

* In “Hayal Cennetinden Hakikat Cehennemine-4” (“From the Paradise of Imagination to the
Hell of Reality — 4”), the protagonist, who describes himself as ‘self-centred, mad and a wretched
creature’ (p. 70), and the disappointments, torments and realisations she experiences whilst
oscillating between fantasy and reality;

* In “Onun Kiz1” (“His Daughter”), the protagonist, a philosophy teacher - “She had a strange
voice, like the sound of the sea: Sometimes, like water splashing on the sand, lively, throbbing,
joyful; at other times, like the roar of immense waves crashing against the rocks, terrifying” (p. 74)-
Ahmet Fevzi Bey’s introduction to the pupils by the headteacher, the pupils forming different
impressions of him, and his daydreaming through his pupil Inci;

* In “Zeliha’nin Derdi” (“Zeliha’s Sorrow”), the protagonist Zeliha -described as ‘mad’ due
to her emotional instability, with ‘blonde hair as tangled as a wax statue, cascading in waves over
her shoulders’ (p. 78), Zeliha’s fiancé Ahmet being martyred, her subsequent display of fortitude,
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her turning to Sufism, divine manifestation and love, her spending time in her grandfather’s library,
and the reflection of this transformation in her life, as well as her mother’s distress at her condition;

* In “Yemin” (“The Oath”), the main character, Osman Vecdi Bey—described as “a man
who does not hurt anyone, does not speak ill of anyone, is calm, smiling, broad-minded and
reclusive” (p. 110), who, before his wife’s death from illness, made the narrator swear that he would
not remarry, and who recounts to the narrator his tragic life, which he describes as ‘sacred’ (p. 111);

* In “Onlarin Giinah1 1-2” (“Their Sin 1-2”), the protagonist Zehra is visited by her aunt’s
son, Cevdet Bey, and her two uncles’ daughters, Nermin and Berrin, during which they converse
about music, art and literature; Zehra recalls her love for Cevdet and her past, “the full anguish of
her love, crushed by broken, feverish sentences, and her wounded pride” (p. 133); Zehra’s return
visit with her brother Nejad to Nermin and Berrin, only to return home feeling hurt; Zehra’s
realisation of the change in Cevdet’s behaviour, Cevdet’s growing closeness to Berrin and Nermin,
Zehra’s perception of his lack of affection as a betrayal, and her choice to remain silent, torn between
her pride and her love; the protagonist’s carefully prepared visit to Nermin and Cevdet’s wedding
and her confrontation with them;

« In “Suzan’in Defterinden-ilk Giinlerin Tahassiisat1” (“From Suzan’s Diary — Impressions
of the Early Days”), the protagonist -who declares she harbours no love for anyone, referring to ‘the
proud and indifferent chains of my locked door’ (p. 138)- warns the person looking at her window
that there will be no relationship between them;

* In “Suzan’in Defterinden-Buhran Dakikalarinda” (“From Suzan’s Diary — Moments of
Crisis”), the protagonist, living with the belief that everything is transient, questions life, death,
people and love;

« In “Oldiiren Kadmlar Serisi-1-Sahibini Oldiiren Kadin” (“Women Who Kill Series-1-The
Woman Who Killed Her Husband”), the protagonist Nermin, described as "the most beautiful woman
in the world" with "huge blue eyes in which green, black, and purple stars swirled" (p. 140), confesses
to the murder after recounting her family and past while being questioned in the interrogation room
about whether she killed Ibrahim Miikerrem Bey;

+ In “Oldiiren Kadin Serisi-3-Nisanlisin1 Oldiiren Kadin” (“Women Who Kill Series-3-The
Woman Who Killed Her Fiance”), the female journalist talks with the protagonist Nesteren, whose
"face was covered with reddish patches; her eyes held a mad gleam" (p. 149), about the details of the
murder in which, borrowing the infidelity incident from the film, she became jealous of the actress
and killed her fiancé in the cinema;

* In “Shzidil’in Gozleri” (“Stzidil’s Eyes”), the meeting between the protagonist Sizidil,
who is placed in a mansion in Bebek because she does not reciprocate the prince's love, described as
"a fever, a storm, a paradise” (p. 151), and her lover Fuat, followed by the prince entering the room
with a gun, only for the protagonist to intervene by bringing the men under her influence with her
red, savage eyes;

* In “Bir His Meselesi” (“A Matter of Feeling”), the protagonist Taban, a young woman who
grew up in Europe and received a Western education yet preserved an Eastern spirit in her inner
world, comes to Istanbul with her mother to stay with her aunt after her father's death. There, upon
hearing the sound of their neighbor Neyzen Fahri Tahsin Bey’s *ney*, she senses a suffering and
spiritual emptiness “resembling hatred, anger, agony, and despair” (p. 155). Later, when she goes to
Anatolia to stay with her brother, she exchanges letters with his children, Metin and Cetin, and, by
replying to an ambiguous letter from the *ney* player, she brings their emotional bond to an end;

* In “Duyulmamis Acilardan—Kiigiik Yildiz” (“From Unheard Sorrows—Little Star”), the
protagonist Y1ldiz, who has lived in the Orphanage for five years and who “every day eagerly waits
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for the mail hour, watching her friends, who happily, joyfully, and blissfully gather around the
teacher distributing the letters, first with envy and then with painful feelings resembling jealousy and
hatred” (p. 158), observes her friends receiving letters while none ever arrive for her. During this
loneliness, she accepts her friend Fatima’s offer to draw pictures for a poetry notebook in exchange
for a rubber ball. After completing the drawings, she receives the ball, dreams of playing with it all
night, and the following day, while playing with it on the terrace after breakfast, loses her balance,
falls, and dies. Years later, the first letter ever addressed to Yildiz arrives from the uncle who has
finally found her, and a flag and the ball are placed on her coffin;

* In “Sehriyar’in Derdi” (“Sehriyar’s Trouble”), the relationship between the protagonist
Sehriyar and the norm character Mehlika is portrayed through emotions that transform into suspicion,
anger, fury, madness, illness, trust, passion, ambition, rebellion, and “the abyss into which they rolled
with the inflammation of revenge” (p. 167);

* In “Bir Kii¢iik Sergiizest—Giindelik Hayattan Hikayeler—1” (“A Little Adventure—Stories
from Everyday Life—1”), the happy and love-filled marriage between the protagonist Ulviye and
Fazil, whom she married for love at a young age, ends with Fazil’s death. Having completely
imprisoned herself in the past and in mourning, the protagonist begins to feel her old love again when
she meets Captain Niizhet, whom she sees as “the second sun of her deprived life” (p. 173) because
he looks exactly like her late husband. Curious about her, Niizhet investigates her background, while
Ulviye conceals her identity and writes letters recounting her past. When Niizhet, unable to trust the
protagonist, is reassigned, their relationship remains unfinished, and Ulviye chooses to live with the
memories of both Fazil and Niizhet;

e In “Dariilelhdan’da Bir Ders” (“A Lesson at Dariilelhdn”), the narrator-protagonist
humorously depicts a semi-serious women’s educational setting, which she calls the “School of
Melodies,” through the figures of Muallim Bey and Ukala Hanim.

* In “Perdeler” (“Curtains”), the narrator-protagonist recounts social reactions to the
newspaper headline “The curtains have been removed from the trams” (p. 177) through the
perspectives of an elderly lady and her niece Giizin, a father and son, the crowd on a tram after a
Dariilelhan concert, a young journalist, and the young and educated segment of society;

¢ In “Dedikodumun Dedikodusu” (“The Gossip of My Gossip”), the protagonist Halide
Nusret, while traveling by tram to visit an acquaintance at Kabatas High School, overhears two young
women -one a student and the other elegantly dressed- discussing, based on the story “Perdeler,” that
she has a conservative personality. Believing that no one around her truly understands her, she later
listens as a high school girl she has known since childhood tells her about her experiences at school.
When this seventeen-year-old girl cannot make sense of the story of the nail being removed from Hz.
Ali’s foot during prayer, she explains it as being about love;

* In “Basak” (“Basak”™), the protagonist Basak, described as “a spiritually and materially
elegant, delicate, refined creature” (p. 185), rejects the suitors her family considers suitable. Among
the photographs of prospective husbands brought by her uncle, she admires a Turkish pilot for
honorably carrying the Turkish name through the skies and tells her aunt that she wishes to marry
him;

* In “Tiirk Kiz1 Tayyaresi” (“The Turkish Girl Airplane”), the son of Haci Ahmet Bey, a
respected, devout, yet cautiously progressive wealthy merchant of Konya, irfan, returns home after
completing his education in Germany and makes his father proud by not losing his love for the nation.
Haci1 Ahmet Bey’s daughter, the protagonist Handan, a well-educated, modern, and conscientious
young woman, is preparing for marriage with her fiancé Behzat Bey when the groom interprets his
family’s wish to present a large amount of money and jewelry as treating him like something to be
sold. He questions traditional wedding customs and argues that people should not become prisoners
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of convention. Handan and Irfan persuade Behzat Bey as well, ensuring that the wedding money is
instead spent on purchasing two airplanes named “Tiirk Kiz1” (“Turkish Girl”), and the simple
wedding ceremony of Handan and Behzat is regarded as an exemplary display of patriotism for
society;

* In “Bir Yemin” (“An Oath”), a young, idealistic, and devoted female teacher passionately
explains in class the young Republic of Tiirkiye’s need for an air force, inspiring her students with
love for their homeland. Leaving the lesson filled with profound pride and hope, the protagonist inci
discusses with her classmates how they can contribute to the country, and they decide to support the
Aircraft Society. One of the students, Zeynep, whose father struggles with poverty, decides to
sacrifice the money intended for the silk dress he planned to buy her and donate it to the Aircraft
Society instead. She delivers an impressive speech calling on her classmates “to enlighten the
wealthy who do not know their duty” (p. 198), and the students leave the lesson with a deep sense of
patriotism and responsibility.

The selected story titles are directly centered on their respective subjects.

Conclusion

“As if melted inside an hourglass,

2

Time is in pieces, the moment shattered into fragments.

Halide Nusret Zorlutuna carries into fiction the journey of the individual -positioned as the
protagonist of her own life in her works- within the framework of the associations between life and
death, dream and reality, love and separation, hope and hopelessness, peace and distress, past and
present, body and soul, human and place, human and nature, human and object, values and ideals,
and homeland and Turkish nationalism. Among her works in the literary genres of poetry, novels,
short stories, memoirs, letters, and plays, she begins the fictional encoding in which signs are brought
together within discourse with the title of the work itself, aiming for a discourse-centered mode of
expression that places the reader at the center in the fifty-five narratives belonging to the short story
genre. In thirty stories, she adopts a direct, subject-centered title, while in the remaining twenty-five,
she prefers an indirect, symbolically charged form of naming. Beginning with the titles of the works,
which function as gateways into the fictional world, she strives to evoke feelings, inspire emotional
responses, and trigger remembrance. In this way, while the titles of the works -complementing the
narratives in terms of both form and style- reflect the individuation journey of the story characters
engaged in an intellectual and emotional voyage, the disruption of the individual's ontological sense
of security, along with the confrontations, inquiries, definitions, and conflicts they experience, is
fictionalized through a distinctive process of transformation.
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Halide Nusret Zorlutuna (1901-1984), Osmanli Devleti’nden Tiirkiye Cumhuriyeti’ne gecis
siirecinde Tiirk edebiyatinin ilk kadin sair, yazar ve dgretmenlerinden olup “Ummii’l Muharrirat”
(Yazarlarin Annesi) unvani ile anilan bir sanatkardir. Trablusgarp Savasi, 31 Mart Vakasi, Balkan
Savasi, Birinci Diinya Savasi, Miitareke yillari, Tiirkiye Cumhuriyeti’nin kurulusu gibi tarihi
donemlere sahitlik eden sanatkar, “yikilmig viraneye donmiis olan bu aziz memleketi onarmak; en
uzak koselere kadar 151k gotiirmek; gercek medeniyet 15181 gotiirmek!” (Zorlutuna, 1986, s. 164)
amactyla otuz ii¢ y1l 6gretmenlik yapar.

Tiirk edebiyatmin 6nemli yazarlarindan Ismet Kiir’iin kardesi, Pinar Kiir’iin teyzesi,
“hayatim onunla bir kez daha 151d1” (Zorlutuna, 1986, s. 285) sozleriyle andigi Emine Isinsu’nun
annesi, Stikife Nihal ve Adile Ayda’nin yakin arkadasi olan Halide Nusret Zorlutuna, Git Bahar
(1919), Geceden Tasan Dertler (1930), Sevmek (1934), Yayla Tiirkiisii (1943), Yurdumun Dort
Bucagi (1950), Ellerim Bombos (1957) adlarim tasiyan alt1 siir kitaby; Kiiller (1921), Sisli Geceler
(1922), Oriimcek Dede (1931), Giil iin Babasi Kim (1933), Beyaz Selvi (1945), Ask ve Zafer (1966),
Biiyiikanne (1971), Aydinlik Kapt (1974) adlarinda sekiz romant; siireli yayinlarda yayimlanan elli
bes hikayesi; Benim Kiiciik Dostlarim (1948) ve Bir Devrin Romani (1978) baslikli iki an1 kitabs;
sahnelenmemis ancak basilmis Hatirsaymaz Kaymakam, Pece ve Kafes, Riizgardaki Yaprak, Suglu
Kim?, Asil Ask, Ali Usta’nin Torunlari, Gecekondu Giilleri adlarim tasiyan yedi piyesi; Hanim
Mektuplar: (1923) basliklt mektuplardan olusan bir kitabi ile yazinsal evrene dahil olur. Nedim, Siis,
Serveti Fiinun, Umit, Ictihad, Milli Mecmua, Tiirk Kadim, Kadinlar Diinyasi, Aydabir, Salon
Mecmuasi, Cinaralti, Hayat, Kopuz, Ulkii, Cagri, Hilal, Defne, Hisar, Ayse, Tore, Tiirk Yurdu, Tiirk
Edebiyati dergilerinde ve Vakit, Zafer, Kudret, Haber, Yeni Istanbul, Sabah, Hiirriyet gazetelerinde
denemeleri, gezi yazilari, makaleleri, sohbetleri, roportajlar1 yayimlanan sanatkar, Tiirk Kadinlar
Birligi, Tiirk Ocaklar1, Halkevleri, Muallimler Birligi, Yardim Sevenler Dernegi, Séroptomistler,
Cocuk Haklarim1 Miidafaa Cemiyeti, Cocuk Esirgeme Kurumu (Himaye-i Etfal Cemiyeti),
kurulusuna onciiliik ettigi Tiirk Anneler Dernegi gibi sosyal kuruluslarda ve hayir cemiyetlerinde
hizmet verir.

Goriinenin belirsizligindeki sirr1 yakalamaya ¢alisan Halide Nusret Zorlutuna, milli romantik
duyus tarzinm igsellestiren gelenege baglh bir aydin olarak, yiizlesti§i maddi ve manevi sikintilart
sanatin biiyiilii diinyasinda agma gayretini Onceledigi siir, roman, hikadye, ani, mektup, piyes
tiirlerindeki eserlerini sevgi, agk, umut, 6liim, yasama miicadelesi, degerlere baglilik, yalnizlik,
umutsuzluk izlekleri ¢cergcevesinde insa eder. Kurgu karakterlerinin yagsamini sekillendiren varolugsal
siginaklar betimlenirken fiziksel ve zihinsel algilar belirleyici rol oynar.

Halide Nusret Zorlutuna’nmin Hikayelerinde isim-I¢erik liskisi

“Git bahar, git bahar.. Uzaklara giil,
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Denize renginden birak hediye,
Ufaklarda gezin, semaya siiziil. ”

Duygu ve diisiincelerin dil araciligiyla estetik kurgusu olan edebi eser, her seyin onemli,
anlaml1, dikkate deger oldugu acik uglu ve coklu bir gerceklik sunma gayreti ile insa edilir. Devingen
yapiya sahip eserin ismi ile igerigi, karsitlik veya baginti; dogrudan veya dolayl iligki ile siireklilik
gdsteren ve sonsuz anlam iiretimi baridiran gostergeler evrenine sahiptir. Bu durum metnin pargali,
ilintili, bagimsiz gosterenler dokusunun tek anlamliliktan ¢ok anlamliliga/cok seslilige gecisine de
olanak saglar. Kendine 6zgii bakis a¢is1 ve duyarlilik ile var olan1 secen, ayiklayan ve yorumlayan
sanatkar, bu iliskiyi konu, tema ve mesaj merkezli ironik ve sembolik tercihleriyle sekillendirir.

Sanatkar, tamamlanmis biitiin olan eserin bagligindan itibaren dilsel malzemeyi séze ve
kurgusal bir anlam evrenine déniistiiriirken okura mesajini iletmek niyeti ile hareket eder. Eserin ad
olan gonderge dizgesi, “kendi gondergesini (gercek ya da diigsel) kendi yarat(an)” (Rifat, 2014, s.
93) metnin temellendirildigi gériinen ve goriinmeyen sistemin/ biitiiniiniin okunmasindan dnce yapita
acilan kapr niteligi ile sanatgi/yazar-okur iliskisinin ilk adimi islevini yerine getirir. Yapita agilan
kapi niteligindeki edebi eser isimleri, igerik hakkindaki ilk bilgilendirme ve dil malzemesinin sdze
donisiimii araciligiyla bireysel, sosyal ve evrensel gondermelerde bulunma agisindan dikkate
degerdir. Metnin biitiinciil ¢éziimlenmesinde bu isimlendirmeler, gostergelerin sdylem icerisinde bir
araya geldigi kodlamalar niteligindedir. Sanat eserinin ismi ile igerigi arasinda dogrudan, dolayli;
simgesel, sembolik ve ironik diizlemde bag vardir. Sanatkar, kitabin biitliniiniin okunmasindan 6nce
eserin baslig1 araciligryla metin ile okur arasinda ilk iliskiyi kurar.

Okuru merkeze alan aktarimi hedefleyen ve kurgusal kodlamaya eserin adi ile baslayan
Halide Nusret Zorlutuna, ¢agri metinler toplami olan yazinsal uzaminda hikaye tiirtindeki elli beg
anlatida isimden baglayarak hissetme, hissettirme, hatirlatma islevini gergeklestirmeye gayret
ederken icerik ile dogrudan ya da dolayl iliski icinde sembolik adlandirmalar1 tercih eder. “Olay
orgiisiinden ziyade duygularin ve durumlarin 6n plana giktigi (..) igerik ve sekil bakimindan mensur
siire benze(tilen)” (Ergun, 2024, s. 242-243) “Zavalli Genglerimiz, Serviler, Eski Bir Askin Hatirast,
Dumanlar, Mektebin Cocugu, Hintlinin Ask, Olen Giiller, Postrestant Mektup, Bir Mektup, Hayal
Cennetinde-1-3 (Rab-Baba-Agabey), Hayal Cennetinden Hakikat Cehennemine-4, Buluttan ve
Romandan Satirlar, Onun Kizi, Zeliha’min Derdi, Zehir Damlalari-1-Nazima, Yanmis Defterden
Satwrlar-1-8, Ilk Cizgi, Yemin, Yesil Serap, Onlarin Giinahi-1-2, Suzan’in Deﬁerinden—flk Giinlerin
Tahassiisati, Suzan’in Defterinden-Buhran Dakikalarinda, Oldiiren Kadinlar Serisi-1-Sahibini
Oldiiren Kadin, Oldiiren Kadin Serisi-3- Nisanlisini Oldiiren Kadin, Sizidil’in Gézleri, Bir His
Meselesi, Duyulmanus Acilardan-Kiigiik Yildiz, Sehriyar’in Derdi, Bir Kiiciik Sergiizest-Giindelik
Hayattan Hikayeler 1, Dariilelhdn’da Bir Ders, Perdeler, Dedikodumun Dedikodusu, Basak, Ay-
Yildiz, Tiirk Kizi Tayyaresi, Bir Yemin, Karanlik Geceler, Cicekler de Hiirriyeti Severler, Beyaban
Kizlari, Tath Hiilyalar, Ebedi Karanliklar, Meneksenin Medfeni, Sensiz, Humma Hezeyanlar-1-Kizil
Misafir, Melegin Defterinden-2-Son Sahifeler-1" (Tiirk ve Ozbayrak 2019) bashigini tastyan bu
metinlerde isim-igerik iliskisi, konu merkezli sembolik adlandirmalar seklinde islevsellestirilir.
Bireyin kendisi ve ¢evresiyle iliskilerinin duygusal baglamda kurgulandigi bu hikayelerden otuzunun
basliklar1 dogrudan konu baglantili iken; yirmi besinde ise i¢erigi imleyen sembolik adlandirmalar
secilir.

Halide Nusret Zorlutuna’nin “Serviler, Dumanlar, Olen Giiller, Buluttan ve Romandan
Satirlar, Zehir Damlalari-1-Nazima, Yanmis Defterden Satirlar -1-8, Ilk Cizgi, Yesil Serap, Ay-
Yildiz, Karanlik Geceler, Cicekler de Hiirriyeti Severler, Beyaban Kizlari, Tatlh Hiilyalar, Ebedi
Karanhiklar, Meneksenin Medfeni, Sensiz, Humma Hezeyanlar-1-Kizil Misafir, Melegin Defterinden-
2-Son Sahifeler-1" (Tiitk ve Ozbayrak 2019) baslikli hikayelerinde konu ile dogrudan baglantili
sembolik adlandirmalar yapilir.
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“Serviler” adl1 6ykiide bagkisinin agaclarin, hayvanlarin, denizin ve insanlarin bunaldigi
cehennem sicaginda, yesil servilerin golgesinde gordiiglinii sandig1 iki kisinin aslinda iki mezar
oldugunu fark etmesi iizerine yasadig1 caresizlik anlatilir.

Uzun yollardan, tarlalardan bir¢ok dolastiktan sonra nihayet o liitufkar yesil servileri
gordiim. Iste o orada, o geng liitufkar servilerin koyu nefti golgeleri altinda ebedi bir
uykuya yatmisti... (..) O zaman zannettim ki beynim, bir kursun gibi eridi, gézlerime
dokiildii. Ve kalktim; o geng, piir-hayat servilerin miistehzi isliklarini isitmemek icin
kactim, kactim. .. (s.38) 2

Anlatinin ismi servi ile varligin diisiisii derinlestirilir; pozitif diislisiin dikeyligindeki baskisi,
yatay dizgede biitiin varliklar gibi insan i¢in de en trajik yasam gercegi halindeki 6liim ile yiizlesir.
Boylece ‘serviler’in golgesine siginma, oliime yazgili birey icin kabullenmenin ve kurtulusun
sembolik karsiligina doniisiir.

“Dumanlar” baglikli anlatida entrik kurgu, baskisi Giizide’nin, aralarinda Nadir’in de
bulundugu alt1 kisi ile tekne turu yaparken Nadir’in i¢tigi sigaranin dumani araciligtyla fiziksel olarak
yakinlagmalar1 ve ertesi sabah Giizide’nin, yasadiklarini mavi dumanlar olarak hatirlamasi
cergevesinde sekillenir.

Manidar bir siikat... Kiigiik solgun yiiz denize egildi; bir lahza sonra tekrar kalkti ve
halkalanan dumanlar yine, onun dudaklarindan Nadir’in dudaklarma gitti... (..) Ertesi
sabah Giizide uyandig1 vakit, basinin i¢inde pek ince bir duman tabakasi vardi. Bu sade,
masum, kelimesiz agkin yegane hatirasi birkag halka mavi dumandan ibaret kaldi. (s.46)

Eserin ismi olan ‘dumanlar’, 6znel boyutta olmasi gerekenlerin nesnel diizeyde kaldigini ve
gecici oldugunu simgeler. Duyarliligin 6telendigi bu durum, bireyin tinsel yolculuktan gegici kagig
halinin ifadesidir.

“Olen Giiller” adl1 hikayede, baskisi Aysel ile norm karakter Suat’m ayrilik ile sonuglanan
ask1 iki boliim halinde anlatilirken tesellinin arandigi giillerin de onlarin iligkisi gibi sona erdigi/
oldigi gortliir.

Higkirdi... Sonra birdenbire giillerini diigiindii. Giilleri vardi. Bu giiller ona yagsamak ve
tekrar aska donebilmek icin kuvvet verecek, {imit, cesaret verecekti... (..) Aysel,

kamaraya girdigi zaman bardagini bos buldu. Giiller orada degildi... Giiller... Yegane
askinin, yegane hatirast... (..) Bu dlen sey onun timitleriydi! (s.57-58)

Eserin ismi olan tamlama grubunda tamlayan olumsuz, tamlanan ise olumlu igerigi ile
birbirini determine eder ve ayriligin kiskacindaki bireylerin iginde bulundugu tiikenis araciligiyla
doga-insan 6zdesligi vurgulanir.

“Buluttan ve Romandan Satirlar” baslikli 6ykiide, bagkisinin gokyiiziindeki ay ile konusarak
arayislarini, hayal kirikliklarini, tesellisini, isyanini anlatmasi kurgulanirken mekén-insan arasindaki
organik bag goriiniir kilinir. Insanin mekan ile bagdasim iginde hareket ettigi bu yonelimde baskisi,
dis diinyay1 ve kendi ruhunu biitiinlestirdigi bir bakis agisina sahiptir.

Ve artik yalniz, yapyalniz, ilagsiz ve sifasiz surette yalnizim! Duvarlarin iginde sanki bir
sirli seytan gizli. Hepsi benim higkiriklarimla egleniyorlar... Haykirryorum...
Haykirtyorum... Ellerimi  diislerimle kanatiyorum... Tirnaklarimi  bileklerime
geciriyorum... (s.72)

. “Zehir Damlalari-1-Nazima” adimi tasiyan hikdyede olay oOrgiisii, bagkisi Diindar’in
Istanbul’da staj yaparken norm karakter Nazima ile tanigmasi, bir siire goriistiikten sonra Nazima’ya
evlilik teklif etmesi, Nazima’nin birden ortadan kaybolmasi, atandigin1 6grenince vedalagsmak i¢in

2 Hikaye alintilart; Tiirk, H., & Ozbayrak, M. (2019). Halide Nusret Zorlutuna nesirleri (Osmanlica hikaye ve diger yazilari
inceleme — metin). Art Sanat Yayinlart adli kitap ¢aligmasindan yapilmustir.
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gittigi eczanede bir kadinin yardim istedigine tanik olmasi, eczaci ile yardim isteyen kadinin evine
gitmeleri, kadmin 6len kizinin Nazima oldugunu gérmesi seklinde diizenlenir.

Ufuklarda muhtesem, efsanevi bir alem tutusuyor; sular ve adalar kizil. Geng doktorun
gozlerinde de bu yanginin akisleri var. Ne ates!.. (..) Stiphe, inkisar, 1zdirap ve karanlik..
Karanlik!.. (s.83)

Eserin adi1 olan ‘zehir damlalari’ tamlamasi, gdriinen ve goriinmeyen tiikenisleri imler.
Baskisi ayrilik, sevdigi kadin ise ailesinin i¢inde bulundugu olumsuzluklar yiiziinden zehir
damlalarindan etkilenirler. Bu sembolik adlandirma agk acisinin yok olusa siiriikleyen girift yapisim
isaret eder.

“Yanmis Defterden Satirlar-1-8” baslikli sekiz hikayede, baskisinin yanmis giinliigiiniin
icindeki hikayelerinin kaybolmamasi istegi; baskisinin, uyurken sobanin alevlerinin duvarda
olusturdugu sekillere bakarak kendi umutsuzlugu ile yiizlesmesi, kendisini hep kis mevsiminde
hissederken bir sabah tekrar goremeyecegini diisiindiigii arkadasiyla karsilaginca diinyaya yeniden
umutla bakmasi; baskiginin inang, mutluluk, sevgi, huzur, fedakarlik, aci, yalnizlik, gegmis, 6lim
sarmalinda kendisiyle yiizlesmesi; bagkisinin kendi acisini sanatkarlarin bile fark etmedigini
diisiindiigli kararindan bir mektup {izerine vazgegmesi, eski bir kitabin iizerine dokiilen gdzyaslartyla
bir sairin dizelerine siginarak sevdigini ve onun mutlulugunu diisiinmesi, zaman ve mekan algisi yok
oldugunda duydugu bir ses ile aciya, yalnizliga, korkuya siiriiklenmesi; bagkisinin kendisini dis
diinyadan soyutlayarak siiklinetle iyilesecegini diisiinmesi, riiya ile gercegin i¢ ice gegmesi ile
gecmisin aci dolu bir anii hatirlayarak eyleme gegmedigi icin kendisini sorgulamasi, gecmis ve
bugiin arasinda gerilimden kaynakli haftalar siiren bir buhran yasamasi, yasama tutunarak sevdigini
affetmesi; baskisinin gegmis acilarini hatirlayarak 6liim, kayip, ¢aresizlik duygulariyla yiizlesmesi,
teselliyi buldugu riiyalarinin kabusa donmesi, gece, siir, miizik, hayaller ile ruhsal dalgalanmalar
icinde hayallere siginmasi; baskisinin en iyi ve en sevgili insan olarak niteledigi kisiyi kaybetmenin
1stirabi igerisinde anlasilmadigini diisiinerek huzur ve aci hissetmesi, aydinlik, magrur, ¢ocuksu
gozlere sahip bir kadini hatirlamasi, denize, karanliga, riizgara siginmasi, zihninde hirsiz diye
suclandig1 sahnede delilige yaklasan bir i¢ hesaplasma yasamasi, zaman algisini yitirerek gecmis ve
simdi ayrimin1 yapamamasi, acilardan kurtulmak isterken 6liime yonelmesi ve 1stirabt mutluluk
saymast; bagkisinin uzun bir kigtan sonra manevi bir ceza saydig1 korku, ac1 ve yalnizlig1 hatirlamasi,
bahar gelince sabir ve umut iginde ge¢misin acilarindan kurtulmayi beklemesi, ay 15181 altinda
yalnizligim1 kabullenerek gegmis bir agka derin bir 6zlem duymasi, ebedi yalnizligin ifadesi olarak
gordiigii gozyaslari ile Allah’a teslim olmasi anlatilir.

Sonbahar! Genis ve alimli gokler sanki damla damla gonliime Cok mesut ve ¢ok
muzdaribim.. Hepsi bu kadar. Bu aksam, ufuklar.. (..) Ufukta kipkirmizi bir sonbahar
giinesi.. Sular da kirmiziydi.. Nihayet... (..) Giinler ve aylar, bittabi hi¢ durmuyorlardu..
Mesut ve acikli gilinler.. Giizel ve fena aylar! (..) Uzun bir sukiit ve siikiin.. Aydinlik,
bembeyaz.. Ne tath ve ne kadar siir!.. Dinleniyorum. Nekahet.. Ebedi bir siikiina dyle
muhta¢ idim ki! Biitiin sesler, biitiin renkler dinsin istiyorum, hatta bugiin bana en
zararsiz, en tatli goriinenler bile. Oyle zannediyorum ki.. Hicran biter mi, girye-i hicran
denir mi hi¢?.. (..) Ve bu harikulade giizel bahar.. Yeniden o hummaya tutulmamak, o
hezeyanlara diismemek.. Fakat.. Nasildir, nerdedir? Acaba.. (..) Giines dogdu ve
yildizlarla beraber biitiin rityalar sondi; biitiin riiyalar.. (s.88-106)

Eserin ismi olan tamlama grubu, yasananlarin kaydedildigi defter gibi bireyin de yandigini/
titkkendigini imler; dissal ve igsel kaosun nesnesi defter, yazgisina boyun egme asamasindaki bireyin
i¢inde bulundugu agmazlarin ifadesidir.

Metinlerarasi bir yap1 arz eden “Ilk Cizgi” hikayesi, gdnderge metin olan Adem ile Havva
anlatis1 merkezli kadin-erkek iligkilerine doniik bir kurgudur. Goériiniis bakimindan niliifer ¢ehreli,
manolya gibi beyaz tenli, yildizlar gibi gézleri olan kadin/ Havva ve aslan gibi gii¢lii, miiphem bakisli
erkek bahar mevsiminde mutluluk i¢inde birlikte vakit gegirirken karsilikli beklentileri iligkilerini
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sarsar. Olay Orgiisii, erkegin Havva’ya arkadas olmasi i¢in bir biilbiil avlamasi; Havva’nin biilbiil
yerine kanarya tercih ettigini belirtmesi; erkegin esinin mutlu olmasi i¢in kanarya avlamaya karar
vermesi; ucurumun kenarina oturtarak kendisini beklemesi istegini Havva’nin reddetmesi;
Havva’nin esi avlanmaya gittiginde aydinligin kaybolmasi, gokyiiziinden karanlik yagmasi, vahsi
hayvan seslerinin artmasi ile korkmasi; altin ve parlak kanaryayi avlayan esinin sevingli Havva’nin
yanina gelmesi; esini beklerken duydugu korku yiiziinden Havva’nin yiiziinde ilk ¢izginin olugsmast;
Havva’nin beklerken yasadiklarindan dolay:1 esinin avladigi kanaryayi istememesi; bu durumu
nankorliik olarak gdren esinin de 1stirap ile yiiziinde ¢izgi olusmast seklindedir.

Yildizli gokler, coskun denizler ve taze yapraklar... Biitiin bu giizel seyleri birbirine
karigtirmiz ve iki biiyiik damla halinde, onun niliifer ¢ehresi iistiine, onun bir manolya
yapragi kadar beyaz ve yumusak alni altina koyunuz: Iste Hava’nin gozleri!.. (..)
Hava’nin manolya yapragi gibi diiz ve temiz alninda uzun, derin bir ¢izgi var: ilk ¢izgi!
(s.106-109)

Anlatinin ismi olan ¢izgi ile kadin-erkek arasindaki fiziksel ve tinsel ayriliklar, varolussal
sorumluluklar, karsilikli duyarliliklar, hayal kirikliklari, eylemsel secimler, kabullenilemeyen
istekler, onaylanmayan c¢abalar, yaradiligsal gostergeler, ezeli duyarliliklar, ebedi siireklilikler
sembolize edilir.

“Yesil Serap ” adl1 anlatida, entrik kurgu bagkisi olan geng kizin eteklerini elinde tutarak kirli
yola degmemeye ¢alisip kosarken bir anda kendini genis, biiylik, parlak ve temiz kumlart olan bir
¢6lde bulmasi, bir derenin oldugu hayall mekanin ona siirekli gelmesini sdyledigini duymasi, ‘yesil
serap’a ulagsmak i¢in sicak kumlarda elleri ve avuglari yanmis halde yola devam etmesi, bu sirada
ellerinde Tiirk bayraklarin1 ona dogru sallayan ve onu yanlarma ¢agiran ¢ocuklart hayal etmesi
seklinde kurgulanir.

Berrak, miitecessis nazarlarla uzaklara baktim: Yesil bir serap!. Simdi damarlarimdan 1lik
risteler geciyordu. Gozlerimi daha agtim. Davetkar kollarini derin goéklere uzatan
hurmalarin nefti ipek gélgeleri altinda nazli kivrimlarla uzayan glimiis bir nehir vardi. Ve
bu, bu nefti hayati glimiis su, “Gel, gel!” diye beni ¢agirtyordu. (s.117)

Eserin ismi ¢6lden kurtularak seraba ulagsma ve hayali kurulan serabin vatan olmasi seklinde
iki katmanli gondergeye sahiptir. Yesil ve serap sozciikleri ile isaret edilen dinginlik, iginde
bulunulan sikismigligi, bunaltiy1, huzursuzlugu, fiziksel ve ruhsal sikintilar1 belirginlestirir.

“Ay-Yildiz” adl1 6ykii, milli romantik duyusun imlendigi bir metindir. Entrik kurgu bagkisi
Yildiz ve kardesi Giirbiiz’lin bir gezintiye ¢ikmalari, ilk kez gordiikleri bir tayyarenin hasar alarak
diismesi, Yildiz ve kardesinin yardima gitmeleri, Y1ldiz’in, yarasini sardig1 subaylardan Aydemir’le
birbirlerine asik olmalar1 ve nisanlanmalari, Yildiz’in diigiin hazirhigi icin Aydemir tarafindan
kendisine verilen paray1 ‘Ay-Yildiz Tayyare Kasasi’na iilke i¢in bir tayyare alinmasi sartiyla
bagislamasi, bu tavrinin ailesi ve ¢evresi tarafindan desteklenmesi, kisa siirede kampanyanin halk
arasinda duyulmasi ve herkesin kasaya katkida bulunmasi, ‘Ay-Yildiz’ adi verilen tayyarenin
alinmasi, Yildiz’in azmi ve vatanseverligi sayesinde idealist Tiirk kadin1 olarak simgelesmesi vb.
olay birimlerinden meydana gelir.

Geng kiz, paray1 nisanlisinin elinden ald1, bu kutuya att1. Bir an bakigtilar. Sonra, Yildiz,
yanaklariin ebedi giizel tebessiimiiyle nisanlisina izahat verdi: -Birikecek para ile
Tiirkiye’ye bir tayyare, bir “Ay Yildiz” tayyaresi alindig1 giin, biz evlenecegiz! Anladin
mi askerim? Geng asker, Yildiz’1 alnindan 6perken mirildandi: -Sen hakiki bir yildizsin,
yavrucugum.. (s.191)

Hikayenin ismi olarak secgilen ‘ay-yildiz” ve baskisinin adi olan ‘yildiz’ sézciikleri, milli
duyarhiliklarin, vatan sevgisinin, 6zgiirliik imgesi bayragin, kolektif 6nceliklerin sembolik dizgede
sOylemsel aktarimidir.
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“Karanlik Geceler” baglikli hikdyede olay oOrgiisii, anlatici konumundaki bagkisinin siyah
denize bakarken ‘gel’ cagrisinin soguklugu ile lirpermesi, agiklayamadigi bir kuvvetin kendisini
denize cektigini hissetmesi, aniden atlama istegine kapilmasi, Halide Edip’in Harap Mabedler
eserindeki sozleri hatirlamasi, denize gomiilmeyi diisiiniirken bagini kaldirip gékyiiziine bakmasi,
yildizlarin sondiigiinii ve kuslarin uyanmakta oldugunu fark etmesi, korku ve iirpertiyle uzaklagsmasi
birimlerinden meydana gelir.

Son bir cesaretle gozlerimi semadan ayirdim, denize baktim: Siyah.. Gayet siyah... Sonra
biitiin o siyahliklardan siiziilen nurlarla ufuklar aydinlaniyor ve miistehzi yildizlarla dolu
bir sema basliyor.. Yukarilara bakamiyordum. Bu karanlik denizde beni ¢eken bir kuvvet,
siyah, vahsi bir giizellik vardi. (s.199)

Eserin baglig1 olan tamlama grubundaki ‘karanlik’ ve ‘gece’ sozciikleri, renk, ses, goriintii
diizeyinde yasanan karamsar ruh halinin ifadeleridir. Kendisiyle ylizlesirken mekan ve mekan
unsurlar1 ile oOzdeslik yasayan baskisi, yazgili oldugu tiikenisin bilincine ragmen
sinirlandirtlmigliklarint asma egilimi icinde hareket eder. Kurguda birey, ayna islevi kazanan doga
araciligryla ‘kendini’ ve ‘kendi olmayan’1 fark eder; yasamin somut gercekleri ile doganin biiyiisiinii
biitiinler.

“Cicekler de Hiirriyeti Severler” adl1 metinde, simdi ve burada’ligin1 duyumsayan Siimbiil
Hanim adli ¢igegin varolussal sancilari, agmazlari, ¢ikmazlari, tiikenisi anlatilirken segilen isim,
ozgirliik izlegine doniik icerige sahiptir. Kisilestirme teknigi ile metinlesen eserde olay orgiisii, yesil
yastiklar ve yapraklar arasinda uyanan Stimbiil Hanim’1n havanin sicakligini hissetmesi; ¢cevresinde
kimseyi géremeyince yalmzlik duygusuna kapilmasi; ‘Siimbiil agmis’ (s.201) diye sevingle bagiran
bir ¢ocugun ve annesinin saksisini pencere Oniinde aydinlik, giinesli bir yere tasimaya karar
vermeleri; ¢icegin kisin tamamen gegmedigini, kar altinda ¢igek arkadaslari kaldigini, onlarin tisiiyor
olabilecegini diisiinmesi ve liziilmesi; kendini saksinin i¢inde tutsak hissederek asil esaret altinda
olanin kendisi oldugunu fark etmesi; diinyadaki en giizel seyin hiirriyet oldugunu diisiinmesi seklinde
dizgelenir.

Stimbiil Hanim, iginde bulundugu saksinin biisbiitiin daraldigini1 zannetti; tavan ona
eskisinden daha siyah, duvarlar eskisinden daha korkung gériindii. (s.202)

Eserin ad1 ile se¢cim ve sorumlulukla yakin ilgi i¢cinde; “sinirlar1 dogum ve 6liim arasinda”
(Goka, 1997, s. 141) olan 6zgiirliikk bilincinin tiim varliklar i¢in dnceligine dikkat gekilerek biitiin
yasami kapsayan tasarilara gonderme yapilir.

“Beyaban Kizlar:” adl1 hikayede, entrik kurgu bagkisi olan geng kizin mavi tiillere biirlinmiis
halde sahile gelerek sicak kumlara oturmasi, giinesin altinda keman sesiyle dalgin bir riiyadan
uyanmasi, uzaklardan gelen sesin sahibi kiirklii ve gizemli yabancinin yanina yaklagmasi ve onunla
konusmasi, yabancinin ‘beyaban kizlarinin kalbi yok mu’ (s.204) seklindeki 1srarli sorusu karsisinda
korkmasi, ona ‘beyaban kizlarinin kalbi oldugunu lakin acizlere merhamet ettigi’ (s.205) cevabin
vermesi, caresizlik i¢inde gdzyaslariyla af dileyen yabanciya merhamet etmesi, iki karakterin
birlesmesi seklindeki olay birimlerinden meydana gelir.

Simdi kumlar ikliminin siyah gecesiyle denizli beldelerin sarigin sabahi birlesmisti..
(s.205)

Eserin ismi olan Beyaban/ ¢ol ve kizlar1 sozciiklerinin olusturdugu tamlama grubu ile
varolugsal tamamlanmalarin arayislar, yiizlesmeler, c¢atigmalar ile mimkiin oldugu gosterge
dizgesine taginir.

“Tath Hiilyalar” baglikli dykiide, evliligi kader olarak goren Seda, kadinin erkege bagh ve
itaatkar olmasi gerektigini savunan Aliye, kadinla erkegin karsilikli sevgi, saygi ve anlayiga dayali
bir birliktelik kurmasi gerektigini belirten Necla, erkek {izerinde hakimiyet kurmak isteyen Siikran,
Hiisam, Necla’ya asik olan Nihat adlarinda alt1 arkadasin bir cay masas1 etrafinda toplanip sanat ve
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hayat iizerine sohbet ederken konunun kadin-erkek iliskilerine &zellikle de evlilik anlayisina
yonelerek diisiinsel bir tartigmadan romantik bir yakinlagmaya doniigmesi anlatilir.

-Tatl hiilyalar!..

-Neden hiilya olsun? Herhalde senin aradigin esir mutlaktan ziyade hakikate yakin!
(s.211)

Eserin ad1 ile kadin i¢in ‘tatl hiilyalara’ kavugmanin karsilig1 halindeki evlilik algisina doniik
elestiriler imlenir.

“Ebedi Karanliklar” adli hikdyede, entrik kurgu baskisi Bedra’nin karanlikta {imitsizce
yiiriirken denizin hickiriklarini duyarak umutlanmasi, kdinatin matemine ortak oldugunu diisiinerek
aydinliga 6zlem hissetmesi, ilah bir giiciin etkisini fark ederek sabahi beklemeye karar vermesi, ufuk
aydinlaninca sevinmesi, kendi i¢ karanliginin sonsuza dek siirecegini fark etmesi, kendini ebedi
karanligin kucagina birakmasi vb. olay birimlerinden olusur.

Basinin iizerinde siyah bir sema, ayaklarinin altinda siyah bir arz vardi. Ve ruhu bu; sessiz
zalimin ebedi limitsizlikleriyle dolmustu. (..) Ve bu elim anlayisla, bedbaht kiz, gozlerini
kapayarak hiiviyetde derinlesen o ebedi karanliklarin hain yokluklart i¢ine kendini
birakti!... (s.213-215)

Metnin baglig1, beklentileri sinirlara ¢arparak gergeklesmeyen bireyin bozguna ugramasinin
ve ¢Okiis yagamasinin sdyleme taginmasidir. Bitmeyecek, hep siirecek, daimi bir siireklilige sahip
‘karanlik’, tiikenmislik duygusu, karamsarlik/ kétiimserlik ¢agrisimi, engelleme potansiyeli, boyun
egme edimi, olanaksizliklarin kiskaci, umutsuzlugun siirgiinii igeriklerine sahiptir.

“Meneksenin Medfeni” baglikli 6ykii, basgkisi konumundaki anlaticinin parmaklarinin
arasina diisen bir menekseyi fark etmesi, ¢igegin gozlerindeki sefkat ve hayat beklentisinden ac1 ve
merhamet duygusu hissetmesi, ¢igegi kurtarmak i¢in ¢abalamasina ragmen solup 6lmesi ile biiyiik
bir hiiziin duymasi, gigege siradan bir mezar degil 6zel bir yer bulmak istemesi, 6liim korkusu i¢inde
hatira defterini agmasi, menekseyi eski hiilyalarinin arasinda defnetmesi vb. olay birimlerinden
olusur.

Meneksemi, mazimin yanina gomecektim! Bu fikir beni sevindiriyordu; miitehalik ellerle
gecen senelerimin kiiglik mezarini, defter-i hatiratimi, agtim. Ve biraz evvel sefkat ve
merhamet denilen bir kiigiik hasta gibi ¢irpinarak parmaklarimin arasina diisen, yumusak
kadife gozlii meneksemin nermin cesedini de oraya, o pek ince ve bakir hiilyalarima
makber olan kiymetli sahifelere gomdiim. (s.216)

Yasamin varolusu ve nefes almay1 engelledigi umutsuzluk ortaminda menekse ile sembolize
edilen varolus cabasi, 6lim gercegine doniik duyussal tepkilerle biitiinlenir. Menekse i¢in mezar
olarak gegmis hayallerin arasinin segilmesi, varliksal farkindaligin ortadan kaldirilarak 6zne-nesne
sinirliligini gegmige doniigle aralama gayretinin gostergesidir.

“Sensiz” baghikli hikdyede, anlaticinin gozlerini menekseye benzettigi baskisi Kevser’in
yoklugunu hissetmesi; giizelligini, narinligini, ruhunun esrarii, sefkatini diislinmesi; onun
Olimiiniin yarattig1 hiiznii ve boslugu derinden duyumsamasi anlatilirken sevdigi birinin 6limii
karsisinda bireyin yasadig1 duygusal travma isaret edilir.

Fakat onsuz hayatin ne zehir, ne cehennem olacagini diistinmeli degil miydi? (s.217)

Eserin isminde ‘sen’ sozciigiiniin ‘-siz’ ekiyle degisen anlami, yasama yenik diisen bireyin
o6liim ile kaybettigi kisinin yarattig1 yokluk ve hi¢lik ¢ikmazinda yiizlestigi siirgiinii icerir. Boylece
Olim gerceginin baskin olusunun etkisiyle g¢aresizligin kiskacindaki bireyin olanaksizlik i¢inde
karamsarliga stiriiklenirken bitmeyen sikintilan ve garesizligi agimlanir.
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“Humma Hezeyanlar: -1- Kizil Misafir’ adli 6ykiide entrik kurgu, baskisi Nusret’in kirmizi
yiizlii, ates gibi sicak bir yabancimin kollarinda bogulacak gibi hissetmesi; gogsiinde hissettigi
sicakligin i¢sel bir carpintiya doniigsmesi; havada gérmeye basladigi atesten yazilarin ve misralarin
gecmisteki anilarin1 ve duygularini canlandirmasi; kirmizi misafirin sarilisinin siddetlenmesiyle
nefessiz kalmasi; duydugu bir sarkinin acisini derinlestirmesi; baskiginin 6liim anini hatirlatan
‘Miibtela-y1 gama sor kim geceler ka¢ saat’ (5.220) misrasini sdylemesi; kizil yiizlii yabancinin
dokundugu misrasinin bir oka doniiserek Nusret’in kalbine saplanmasi; bu aci ile 6liim korkusu ve
Olim sessizliginin belirginlesmesi; yagmur ve mum 1s18tyla birlesen yas atmosferinde kirmizi
misafirin kendisini hi¢ birakmayacagini fark eden Nusret’in bogulma hissiyle g¢irpinmasi ve
kemiklerinin erimesi; anlaticinin hi¢bir sey géremez hale gelip bogularak 6lmesi seklinde dizgelenir.

Gozlerimi agtyorum, kirmizi yilizli yabancinin kollarindan kurtulmak igin
cirpmiyorum... Fakat o daha fazla sikiyor. Gogsiimde nefesi daha sicaklasiyor.
Bogulacagim Allah’im! (..) Artik bir sey gdrmiiyorum; kesif bir karanlik igindeyim. Sade
0, kizil misafir. Onun gdzleri ve dudaklari... Ve kollarmin biitiin kuvvetini kemiklerimde
duyuyorum! (s.218-220)

Eserin iki katmandan olusan adlandirmasinda bagkisi Nusret araciligiyla kendisiyle yiizlesen
bireyin yanlis yapabilme ve se¢cme olasiliginin kaygisiyla yasadigi bunalti (bogung, i¢ daralmasi,
bungunluk, bunalim, boguntu ve sikint1) imlenir. Humma hezeyanlar1 tamlamasi, yasananlar
karsisinda tepkisizligin ve garesizligin yarattigi i¢ sikintilarin yogunlastigini isaret eder. Yasamin ve
6liimiin rengi “kizil” ile bu diinyadaki ge¢iciligin ve 6liim karsisindaki edimsizligin ifadesi, “misafir’
sozciikleri ile caresizlik i¢inde ¢ikmaza doniisen yasamin sonunun gelisinin yaratti§i bunaltinin
kaginilmazlig1 sembolize edilir.

“Melegin Defterinden-2-Son Sahifeler-1"" adl1 anlati, gecenin karanligi ve sessizligi i¢inde
hiiziinlenerek aglayan anlaticinin kirpiklerinden siiziilerek yere diisen gdzyaslarinin ¢ikardigi garip
sesin gecenin kimsesizligi i¢cinde devamli yankilanmasi; zaman ve mekan algisini yitirmesi; daha
once saffet ve samimiyetle bakan dostunun bu sesi duymamasi iizerine aralarindaki bagin
bozuldugunu {iziintiiyle diisiinmesi; gozlerini kapayarak hiizne, korkuya, hasrete benzemeyen bir
bosluk hissetmesi; gozlerini acti§inda dostunu harap halde/ 6lmiis olarak gorerek iiziilmesi; 6limiin
hakikatine inanmakta zorlanarak insan-0liim iliskisini sorgulamasi; dostunun toprak altinda
kalmasini kabullenememesi, mezarini arkadasinin sevdigi beyaz ¢igeklerle siislemesi, ‘faniler oliir,
ebediler uyanir’ (s.224) diisiincesine tutunarak mezar basinda umut aramasi; 6lii oldugunu unutup
onunla konusmasi ve vedalagmasi, hatiralarin onu her zaman 6liimle yiizlestirecegini anlamasi vb.
olay birimlerinden olusur.

Gecenin kalbi durdu... I¢im, bu 6lii gecenin biitiin siikiitu ve biitiin karanligiyla dolu.
Omriimde bu kadar simsiyah bir gece gérmemistim; bu kadar simsiyah ve bu kadar
sessiz!. (..) Ah bu geceler! Bu siyah geceler!... Biitiin giinah onlara ait degil mi dostum?
Sizin o kadar ezeli bir safvetle, o kadar samimi bir teslimiyetle parlayan giizel gozlerinize
bu siyah perdeyi kim ¢ekti? Ve aramizdaki mesafeyi boyle korkung bir surette biiyiiltiip
uzatan kimdi?. Hep bu geceler, degil mi? Hep bu geceler, bu siyah ve zalim geceler!
(s.221-220)

Eserin iki katman halindeki isminde Oliimiin yaratti§i bunaltinin etki alanina doniik
gondermeler yapilir. Kendisiyle yiizlesme, kendini tanimlama, kendi olusunu aciga cikarma
gayretindeki bireyin varligin1 kurmaya calisirken sonluluk bilinci ile kaginilmaz olanla i¢ ve dig
catismalar yasama, Oliimiin yasamin anlamini silen yoniinii duyumsama, olanaklarimi fark etme
yonelimleri anlatilir.

Halide Nusret Zorlutuna’nin “Zavalli Genglerimiz, Eski Bir Askin Hatirasi, Mektebin
Cocugu, Hintlinin Aski, Postrestant Mektup, Bir Mektup, Hayal Cennetinde-1-3 (Rab-Baba-Agabey),
Hayal Cennetinden Hakikat Cehennemine-4, Onun Kizi, Zeliha’'min Derdi, Yemin, Onlarin Giinahi-
1-2, Suzan’in Defterinden-Ilk Giinlerin Tahassiisdti, Suzan’in Defierinden-Buhran Dakikalarinda,
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Oldiiren Kadinlar Serisi-1-Sahibini Oldiiren Kadin, Oldiiren Kadin Serisi-3-Nisanlisini Oldiiren
Kadin, Stizidil in Gézleri, Bir His Meselesi, Duyulmamuis Acilardan-Kiiciik Yildiz, Sehriyar’in Derdi,
Bir Kiiciik Sergiizest-Giindelik Hayattan Hikdyeler-1, Dadriilelhan’da Bir Ders, Perdeler,
Dedikodumun Dedikodusu, Basak, Tiirk Kizi Tayyaresi, Bir Yemin” (Tirk ve Ozbayrak 2019) adli
Oykiilerinde dogrudan konu ile baglantili sdzciik ve sozciik gruplari eser ismi olarak tercih edilir.

o “Zavalli Genglerimiz!” adli 6ykiide, baskisinin Dogu-Bat1 ikiligine yenik diisen,
Miisliiman-Hristiyan karsilagtirmasinda “Geng Tiirkiye’nin ihtiyar” (s.37) Tiirk genglerinin kendi
vatanlarina ve insanlarina 6zellikle kadinlara ve yaslilara kiigiimseyici bakis agilar1 karsisinda
yasadig1 hayal kirikligy;

e “Eski Bir Askin Hatiras1 ’nda bagkisi Tahsin Bey ve Giizin Hanim arasinda ge¢cmise
dayali “imitsiz, sifasiz surette biten” (s.43) agk iliskisi;

o “Mektebin Cocugu "nda basarili, ¢aliskan, iyi piyano ¢alan, zatiirre olunca hastaneye
yatirilan bagkisi Nadide’yi Muallime Hanim ve Miidire Hanim’1n ziyaret edip “mektebin bu
sevgili cocugu icin Allah’tan sifa isteyerek™ (s.49) Fatma Hanim’1 refakat¢i birakmalari;

e “Hintlinin Aski’nda Miitareke yillarinda Istanbul’'un Anadolu Yakasi’nda kosk
kiralayan Ahmet Hilmi Bey ve esi Nazime Hanim 1 “beyaz bir giivercini andiran giizel masum”
(s.50) tek ¢ocugu, iyi bir egitim almis, keman calan kizlar1 bagkisi Miibide ile norm karakter Han
Bahadir’in tanigmalari, bir y1l arkadaslik etmeleri, Miibide’nin diisman zabiti oldugu, kékeni belli
olmadigi i¢in giivenemeyecegini dile getirerek Han Bahadir’in evlilik teklifini reddetmesi;

e “Postrestant Mektup ’ta baskisi Riican’in siradan ve sikici hayatini ablasi ve
arkadaslarindan gelen mektuplar ile degistirme cabasi, “Kamran’dan gelen alicinin postaneye
gelerek almasi gereken mektubu tekrar okudu. icinde ruhuna yabanci gelen bir ciimle bile yoktu.
O kadar sinirlendi ki ‘postrestant’ kelimesi bu sefer yazilmamis..” olan” (s.61) bir mektup ile alt
iist olmasi;

e “Bir Mektup "ta bagkisinin “Gittin.. Ya.. Sen de gittin.. Sen de biitiin gidenler gibi,
gozlerimden ve hayatimdan cekildin.. Fakat kalbimde, her zamankinden daha canli, her
zamankinden daha sahip, yasiyorsun!.. Pembe gdlgeli yollara giil rengi bir hiiziin ¢oktii.. Ne garip
bir yaz sabahi!” (s.63) sozleri ile ifade ettigi sevdiklerinden ayrilmanin {iziintiisii ve hiiznii i¢inde
anilarina siginmast;

e “Hayal Cennetinde-1-Rab”de bagkisinin mavi ve yesil karigimi bir sis igerisinde
“nurdan gdzleriyle, nurdan basiyla” (s.64) Rabbi’ni gérmesi ve fani oldugu gercegiyle yiizleserek
onunla dertlesmesi,

e “Hayal Cennetinde-2-Baba”de baskisinin hayalinde kendisine masal anlatan
“Sevgili miisfik el, saglarimi1 karistiriyor.. Sevgili misfik gozler, gozlerime egiliyor.” (s.66)
seklinde niteledigi babasiyla iliskisinin uyaninca hiisranla sonuglanmast;

e “Hayal Cennetinde-3-Agabey "de baskisi olan kiz ¢ocugunun “sevgili sesini” (s.69)
duydugu ve agabeyi sandigi kisi ile cenneti hayal etmesi;

e “Hayal Cennetinden Hakikat Cehennemine-4 ”de kendini “hodbin, mecnun ve fena
bir mahluk” (s.70) olarak tanitan baskisinin hayal ve hakikat arasinda gidip gelen ruh hali iginde
yasadig1 hayal kirikliklari, 1stiraplar, fark edisleri;

o  “Onun Kizi"nda baskisi felsefe muallimi -“Deniz sesine benzeyen, acayip bir sesi
vardi: Bazen, kumlar iistiinde ¢irpinan sular gibi helecanli, carpintili, sen; bazen de kayalarda
pargalanan muazzam dalgalarin ugultusu gibi korkung” (s.74)- olan Ahmet Fevzi Bey’in okul
miidiirii tarafindan 6grenciler ile tanistirilmasi, égrencilerinin onun hakkinda farkli izlenimler
edinmesi, 6grencilerinden Inci araciligiyla hayaller kurmasi;

o “Zeliha’'min Derdi’nde duygu durumundaki dengesizlik yiliziinden “deli’ olarak
nitelenen “bal mumundan yapilmis bir heykele don(en) sar1 saglar1 karmakarigik, omuzlarina
dalga dalga dokiil(en)” (s.78) baskisi Zeliha’nin nisanlist Ahmet sehit olduktan sonra metanetli
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davranmasi, tasavvufa, tecelli ve agka yonelmesi, dedesinin kiitiiphanesinde vakit gecirmesi ve
yasadig1 degisimin hayatina yansimasi, annesinin onun durumuna tiziilmesi;

o  “Yemin”de “kimseyi incitme(yen), kimsenin aleyhinde sdyleme(yen), sakin,
miitebessim, deryadil ve miinzevi bir adam” (s.110) olan baskisi Osman Vecdi Bey’in tanik
anlaticiya esinin hastaliktan vefat etmeden once tekrar evlenmeyecegine dair yemin ettirmesi ile
sekillenen “mukaddes” (s.111) olarak niteledigi trajik yasamini anlatictya aktarmasi;

e “Onlarmn Giinah 1-2"nda baskisi Zehra’y1 teyzesinin oglu Cevdet Bey ile iki
amcasinin Nermin ve Berrin adli iki kizinin ziyaretinde miizik, resim, edebiyattan sohbet
edilmesi, Zehra’nin Cevdet’e duydugu ask ile ge¢misi, “kirik, hummali ciimlelerle ezilen askinin,
yaralanan gururunun biitiin hicranini” (s.133) hatirlamasi; Zehra’nin, kardesi Nejad’la Nermin ve
Berrin’e iade-i ziyarette bulunmasi ancak kirgin sekilde eve geri donmesi; Zehra’nin Cevdet’in
davraniglarindaki degisimi fark etmesi, Cevdet’in Berrin ve Nermin ile yakinlasmasi, Zehra’nin
onun sevgisizligini ihanet olarak gormesi ve gururuyla ask: arasinda sessizligi tercih etmesi;
baskisinin 6zenle hazirlanarak Nermin ve Cevdet’in diigiiniine gitmesi ve onlarla yiizlesmesi;

e  “Suzan’in Defterinden-Ilk Giinlerin Tahassiisdti’nda hicbir insana sevgi
beslemedigini agiklayan -“kilitli kapimin biitiin magrur ve kayitsiz zincirleri” (s.138) ile-
baskisinin, penceresine bakan kisiyi aralarinda herhangi bir iliski olmayacagi konusunda
uyarmast;

e “Suzan’in Defterinden-Buhran Dakikalarinda ”da bagkisinin her seyin gegici oldugu
diisiincesi i¢inde yagami, 6liimii, insanlari, agki sorgulamast;

o “Oldiiren Kadinlar Serisi-1-Sahibini Oldiiren Kadin”da “iginde yesil, siyah ve
eflatun y1ldizlar kaynagan kocaman mavi gozleri” (s.140) olan, diinyanin en giizel kadini seklinde
betimlenen baskisi Nermin’in, sorgu odasinda ibrahim Miikerrem Bey’i dldiiriip 6ldiirmedigi
hakkinda sorgulanirken ailesini ve ge¢cmisini anlattiktan sonra cinayeti itiraf etmesi;

e “Oldiiren Kadin Serisi-3-Nisanhsini Oldiiren Kadin”da gazeteci kadmn, “yiizii
kiziltil1 parcalarla dolu; gozlerinde mecnun bir parilti” (s.149) olan bagkisi Nesteren ile filmdeki
aldatma olaymn1 oOdiingleyerek kadin aktristi kiskandigi ve sinemada nisanlisimi 6ldiirdiigi
cinayetin ayrintilar1 hakkinda konugmasi;

o “Suzidil’in Gozleri "nde sehzadenin “bir humma, bir kasirga, bir cennet” (s.151) olan
askina karsilik vermedigi i¢in Bebek’te bir kdske yerlestirilen baskisi Stzidil ile sevgilisi Fuat’in
bulusmasi, sehzadenin elinde silahla odaya girmesi, ancak baskisinin kirmizi, vahsi gozleri ile
erkekleri etkisi altina alarak duruma miidahale etmesi;

e  “Bir His Meselesi’nde Avrupa’da biiyiiyen, Bati egitimi almasima ragmen ig
diinyasinda Dogu ruhunu koruyan bir geng kadin olan baskisi Taban’in, babasinin 6liimii lizerine
annesiyle Istanbul’a teyzesinin yanina geldiginde komsular1 Neyzen Fahri Tahsin Bey’in neyinin
sesinde “kine, hiddete, istiraba, iimitsizlige benzeyen” (s.155) 1zdirabi ve ruhsal boslugu
duyumsamasi, abisinin yanina Anadolu’ya gittiginde ¢ocuklart Metin ve Cetin ile mektuplagmasi,
neyzenden gelen anlami belirsiz mektubu cevaplayarak aradaki duygusal baga son vermesi;

o “Duyulmamis Acilardan-Kiiciik Yildiz "da bes yildir Yetimler Evi’nde kalan, “her
giin, posta saatini biiyiik sabirsizlikla bekleyen, mektuplari dagitan muallimin etrafin1 sevkle,
neseyle saadetle kusatan arkadaslarina evvela gipta ile sonra hasede ve kine benzeyen acitici
hislerle bak(an)” (s.158), kendisine hi¢ mektup gelmeyen bagkisi Yildiz’mm mektup alan
arkadaglarini seyretmesi, bu yalmizlik i¢indeyken arkadasi Fatima’nin lastik top karsiliginda siir
defteri igin resim yapma teklifini kabul etmesi, resimleri tamamladiktan sonra topu almasi,
rilyasinda biitiin gece top oynamasi, ertesi giin kahvaltidan sonra taracada topuyla oynarken
dengesini kaybedip asagiya diismesi ve 0lmesi, Yildiz’a yillar sonra onu bulan amcasindan ilk
kez bir mektup gelmesi, tabutuna bayrak ve top konmast;

o “Sehriyar’in Derdi’nde baskisi Sehriyar’in ve norm karakter Mehlika’nin siiphe,
ofke, hiddet, delilik, hastalik, giiven, tutku, hirs, isyan, “intikam iltihdbiyla yuvarla(ndiklari)
ucurum(a)” (s.167) doniisen iligkilerinin anlatilmast;
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e “Bir Kiiciik Sergiizest-Giindelik Hayattan Hikayeler-1"de bagkisi Ulviye ile kiigiik
yasta severek evlendigi Fazil arasindaki mutlu ve ask dolu evliligin Fazil’in 6liimii lizerine sona
ermesi, kendisini tamamen gegmise ve yasina hapseden baskisinin 6len esine tipatip benzeyen
“mahrum hayatinin ikinci giinesi” (s.173) olarak gordiigii Yiizbasi Niizhet’i goriince eski askini
yeniden hissetmeye baslamasi, Niizhet’in baskisiyi merak ederek arastirmasi, Ulviye nin
kimligini gizleyerek ge¢misini anlattigt mektuplar yazmasi, baskisiye glivenmeyen Niizhet’in
tayini ¢ikinca aralarndaki iligkinin yarim kalmasi, Ulviye’nin hem Fazil’in hem Niizhet’in
hatirasiyla yasamay1 segmesi;

e “Dariilelhdn’da Bir Ders te, anlatict konumundaki baskisinin ‘Nagmeler Mektebi’
adim verdigi yari-ciddi bir kadin egitim ortamin1 Muallim Bey ve Ukala Hanim gergevesinde
mizahi bir dille betimlemesi;

e  “Perdeler”de anlatict konumundaki bagkisinin gazetede ‘Tramvaylardan perdeler
kalkt1’ (s.177) haberine yonelik toplumsal tepkileri yasli hanim ve yegeni Giizin, bir baba-ogul,
Dariilelhan konseri ¢ikist tramvaydaki kalabalik, gen¢ muharrir, gen¢ ve aydin kesim
cergevesinde aktarmasi;

o “Dedikodumun Dedikodusu "nda baskisi Halide Nusret’in Kabatas Lisesi’ndeki bir
tanidiginm1 ziyaret i¢in giderken tramvayda biri mektepli digeri siislii ve sik iki kiz arkadasin
‘Perdeler’ hikayesinden hareketle mutaassip kisilige sahip oldugunu konusmalarimi duymasi,
kendisini ¢evresindeki kimsenin anlamadigini diisiinmesi, kii¢iikliigiinden beri tanidig liseli bir
geng kizin ona okulda yasadiklarini anlatmasi, on yedi yasindaki bu kizin Hz. Ali’nin namaz
esnasinda ayagindaki ¢ivinin ¢ikarilmasi olayini anlamlandiramayinca bunun bir ask oldugunu
agiklamasi;

e  “Basak’ta ailesinin evlenmesini istedigi “manen ve madden zarif, narin, ince bir
mahlik” (s.185) olarak betimlenen baskisi Basak’in kendisine gelen talipleri uygun bulmamasi,
amcasi tarafindan getirilen talip olanlarin fotograflar1 arasindan bir Tiirk pilotunu Tiirk adini
goklerde serefle tasimasina duydugu hayranlikla begenmesi ve halasina onunla evlenmek
istedigini iletmesi;

o “Tiirk Kizi Tayyaresi’nde Konya’nin saygin, dindar ama yenilikleri de temkinle
karsilayan zengin bir esnafi baskisi Hact Ahmet Bey’in oglu irfan’m, tahsilini Almanya’da
tamamlayip yurda donmesi, millet sevgisini yitirmedigi i¢in babasini gururlandirmasi, Haci
Ahmet Bey’in iyi egitim almis, modern ve bilingli bir gen¢ kadin olan kiz1 bagkisi Handan’in,
nisanlis1 Behzat Bey ile evlilik hazirligi yaparken damadin, ailesinin yiiksek miktarda para ve
miicevher sunmak istemesini satilmak olarak algilamasi, geleneksel diigiin aligkanliklarini
sorgulamasi ve adetlerin esiri olunmamasi gerektigini savunmasi, Handan’in ve irfan’m Behzat
Bey’i de ikna ederek diigiin parasim1 ‘Tiirk Kiz1’ adinda iki tayyare alinmasina harcanmasini
saglamasi, Handan ve Behzat’in sade evlilik téreninin topluma 6rnek bir vatanseverlik gostergesi
olarak goriilmesi;

e “Bir Yeminde geng, idealist ve inan¢li bir kadin 6gretmenin derste 6grencilere geng
Tiirkiye’nin hava kuvvetlerine duydugu ihtiyaci etkili, coskulu bir dille anlatarak onlar1 vatan
sevgisiyle heyecanlandirmasi, dersten derin bir gurur ve umut duygusu i¢inde ¢ikan 6grencilerden
baskisi Inci’nin, arkadaslariyla iilkeye katki saglamak igin yapilabilecekleri konusmasi ve
Tayyare Cemiyeti’'ne yardim etmeye karar vermeleri, 6grencilerden Zeynep’in yoksullukla
miicadele eden babasinin fedakéarlik yaparak kendisine alacagi ipek elbisenin parasin1 Tayyare
Cemiyeti'ne bagislamaya karar vermesi, etkileyici bir konusma yaparak siif arkadaslarim
“vazifelerini bilmeyen zenginleri irsat etmeye” (s.198) ¢cagirmasi, dersten dgrencilerin vatan agki
ve sorumluluk bilinciyle ayrilmast;

anlatilirken segilen Oykii isimleri dogrudan konu merkezlidir.
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Sonug¢

“Bir kum saatinde erimis gibi,
Zaman par¢a, an par¢a par¢a.”’

Halide Nusret Zorlutuna, yapitlarinda kendi hayatinin kahramani konumundaki bireyin
yasam-0liim, hayal-hakikat, agsk-ayrilik, umut-umutsuzluk, huzur-bunalti, gegmis-simdi, beden-ruh,
insan-mekan, insan-doga, insan-nesne, deger-ideal, vatan-Tiirkgiiliik bagdasimlar1 ¢er¢evesindeki
yolculugunu kurguya tasir. Yazinsal evrene dahil oldugu siir, roman, hikaye, ani, mektup, piyes
tiirlerindeki eserlerinden hikaye tiiriindeki elli bes anlatisinda okuru merkeze alan s6ylemsel aktarimi
hedefleyerek gostergelerin sdylem icerisinde bir araya getirildigi kurgusal kodlamaya eserin adi ile
baslar. Otuz hikdyede konu merkezli dogrudan, yirmi besinde ise dolayli aktarim ile sembolik bir
adlandirmaya yonelir. Bu yapitlarda kurguya acilan kap1 niteligindeki eser isimlerinden baslanarak
hissetme, hissettirme, hatirlatma islevi gergeklestirilmeye gayret edilir. Boylece anlatilarin bigim ve
bicem bakimindan tamamlayicist halindeki eser adlar ile diisiinsel ve duygusal bir yolculuk igindeki
Oykii kisilerinin bireylesme seriivenine ayna tutulurken bireyin ontolojik giivenlik referanslarinin
sarsintiya ugramasi, yasadigi yiizlesmeler, sorgulamalar, tanimlamalar, catismalar o6zgilin bir
doniisiim iginde kurgulanir.

www.turkishstudies.net/language



5258 Ulkii Eliuz

References

Ergun, T. (2024). Halide Nusret Zorlutuna’nin hikayeleri ve hikayeciligi. icinde Halide Nusret
Zorlutuna (ss.241-254). Thlamur Yaynlar.

Goka, E. (1997). Varolugun psikiyatrisi. Vadi Yaynlari.
Rifat, M. (2014). Gostergebilimin abc’si. Say Yayinlari.

Tiirk, H., & Ozbayrak, M. (2019). Halide Nusret Zorlutuna nesirleri (Osmanlica hikiye ve diger
yazilar1 inceleme — metin). Ar1 Sanat Yaynlari.

Zorlutuna, H. N. (1986). Bir devrin romani. T.C. Kiiltlir ve Turizm Bakanlig1 Yaynlari.

Turkish Studies - Language and Literature, 21(3)



Surface Understanding: The Relationship Between... 5259

ETHICAL DECLARATIONS

Research and Publication Ethics
I declare that this article is an original work and was prepared in accordance with the
principles of scientific research and publication ethics. The article has not been published
elsewhere and is not currently under review by another journal.
All sources used in the study have been cited in accordance with academic standards. I
declare that the study does not contain plagiarism, fabrication, falsification, or manipulation
of data, and that the research findings have been presented in accordance with the principles
of scientific integrity.

Author Contributions
The author single-handedly designed, conducted, and analyzed the study and prepared the
report for this article. [ have reviewed and approved the final version of the article and agreed
to its publication.

Conflict of Interest
I declare that there is no conflict of interest regarding the publication of this manuscript.

Funding
This research did not receive any specific grant, financial support, or funding from any
public, commercial, or non-profit funding agencies.

Artificial Intelligence (AI) Usage Disclosure
During the preparation of this manuscript, artificial intelligence tools may have been used
solely for limited purposes such as language editing, translation assistance, and stylistic
improvement. Any Al-assisted translations or language corrections were carefully reviewed
and verified by the author. Artificial intelligence tools were not used to generate the core
scientific content, research design, analysis, or scholarly conclusions. All academic
responsibility for the content of the manuscript rests entirely with the author.

Copyright and Permissions
I confirm that all necessary permissions for copyrighted materials have been obtained where
required and that the manuscript does not violate any intellectual property rights.

Author Approval
I confirm that they have read and approved the final version of the manuscript and consent
to its submission and publication.

ETIK BEYANLAR
Arastirma ve Yayin Etigi
Bu makalenin 6zgiin bir ¢alisma oldugunu ve bilimsel arastirma ve yayin etigi ilkelerine
uygun olarak hazirlandigint beyan ederim. Makale daha &nce herhangi bir yerde
yayimlanmamis olup bagka bir dergide degerlendirme siirecinde degildir.
Caligmada kullanilan tiim kaynaklar akademik kurallara uygun bigimde atiflanmistir.
Caligmanin intihal, veri uydurma, veri tahrifi veya manipiilasyon icermedigini; arastirma
bulgularinin bilimsel diiriistliik ilkelerine uygun sekilde sunuldugunu beyan ederim.
Yazar Katkisi
Caligmanin tasarlanmasi, yliriitiilmesi, analizi ve makalenin raporlama agamasini tek basina
yliriitmiistiir. Makalenin son hélini okuyup onayladim ve yayimlanmasini kabul ettim.
Cikar Catismasi
Bu makalenin yayimlanmasina iligkin herhangi bir ¢ikar ¢atismasi bulunmadigini beyan
ederim.
Finansal Destek
Bu aragtirma herhangi bir kamu kurumu, ticari kurulus veya kar amaci giitmeyen kurulus
tarafindan finansal olarak desteklenmemistir.
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Yapay Zeka Kullanim Beyam
Makalenin hazirlanmas: siirecinde yapay zeka araglarindan yalmizca dil diizenleme, ceviri
destegi ve anlatim iyilestirmesi amaciyla sinirlt 6l¢iide yararlanilmistir. Yapay zeka araglari
tarafindan yapilan ceviri ve dil diizenlemeleri tarafimdan dikkatle kontrol edilmistir. Yapay
zeka araglart calismanin bilimsel igeriginin, aragtirma tasariminin, analizlerinin veya
akademik sonuglarinin olusturulmasinda kullanilmamigtir. Makalenin igerigine iliskin tim
akademik sorumluluk bana aittir.

Telif Haklar1 ve izinler
Telif hakki gerektiren materyaller kullanilmigsa gerekli izinlerin alindigimi ve ¢aligmanin
herhangi bir fikri miilkiyet hakkini ihlal etmedigini beyan ederim.

Yazar Onayi
Makalenin son hélini okudum, onayladim ve yayimlanmasini kabul ettigimi beyan ederim.
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