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Abstract: Mihri Hatun emerges as a remarkable figure who, within a patriarchal literary structure, composed
poetry as a woman, possessed a divan, and was able to participate in the poetic assemblies of her time. This
study aims to examine the modes of representation of female poetic identity in the Ottoman classical poetic
tradition through the case of Mihri Hatun. In Ottoman literary circles, poetry functioned not only as a field of
aesthetic production but also as an important ground of legitimacy in terms of social status, patronage relations,
and cultural visibility. In this context, The study first discusses the relationship between art, power, and
patronage in the Ottoman context; it then examines Mihrl Hatun’s literary personality, her perception as a
female poet, and her position vis-a-vis the male-dominated critical discourse of the period in the light of
biographical tezkires. The evaluations of tezkire writers such as Sehi Beg, Latifi, and Asik Celebi reveal that
Mihri Hatun was both appreciated as a poet and interpreted through her female identity. The article also
analyzes the manifestations of love in Mihri’s poetry through themes such as chastity, honor, desire, reproach,
jealousy, and devotion to the beloved. The poet’s association with biographical and literary rumors surrounding
Hatemi and Iskender demonstrates how the discourse of love articulated by a female poet was interpreted
within the gender codes of the period. In Mihri Hatun’s ghazals, love is treated in accordance with the
conventional imagery of classical divan poetry; nevertheless, through the voice of the female subject, it
acquires a more personal, courageous, and visible character. Consequently, the study argues that Mihrl Hatun
should be regarded not merely as a “female poet” within the Ottoman poetic tradition, but as a powerful literary
subject who, without radically transforming the masculine poetic language, reconstructed it through her own
voice.
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Oz: Mihri Hatun, ataerkil bir edebi yap1 iginde kadm kimligiyle siir sdyleyen, divan sahibi olan ve donemin
siir meclislerinde varlik gosterebilen dikkate deger bir sahsiyettir. Bu ¢alisma, Osmanli klasik siir geleneginde
kadmn sair kimliginin temsil bi¢imlerini Mihri Hatun 6rnegi iizerinden degerlendirmeyi amacglamaktadir.
Osmanli edebi gevrelerinde siir, yalnizca estetik bir iiretim alan1 degil, ayn1 zamanda toplumsal statii, himaye
iligkileri ve kiiltiirel gorliniirliik bakimindan 6nemli bir mesruiyet zemini olarak iglev gérmiistiir. Bu baglamda,
calismada oncelikle Osmanli’da sanat, iktidar ve himaye iliskileri ele alinmakta; ardindan tezkireler 1s18inda
Mihri Hatun’un edebi kisiligi, kadin sair olarak algilanisi ve donemin erkek egemen elestiri dili kargisindaki
konumu tartisiimaktadir. Sehi Beg, Latifi ve Asik Celebi gibi tezkirecilerin degerlendirmeleri, Mihri Hatun’un
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hem takdir edilen hem de kadinlig1 tizerinden yorumlanan bir sair oldugunu gostermektedir. Makalede ayrica
Mihri’nin siirlerinde agkin tezahiirii; iffet, namus, arzu, sitem, kiskanclik ve sevgiliye baglilik gibi temalar
iizerinden incelenmektedir. Sairin 6zellikle Hatemi ve Iskender etrafinda olusan biyografik ve edebi
sOylentilerle iliskilendirilmesi, kadin sairin agk sdyleminin dénemin toplumsal cinsiyet kodlar1 i¢inde nasil
farkli yorumlandigini ortaya koymaktadir. Mihri Hatun’un gazellerinde ask, klasik divan siirinin
mazmunlariyla uyumlu bigimde islenmekle birlikte, kadin sairin sesiyle daha kisisel, cesur ve goriiniir bir
nitelik kazanmaktadir. Caligma, Mihri Hatun’un Osmanli siir gelenegi iginde yalnizca “kadin sair” olarak degil,
eril edebi dili doniistirmeden fakat onu kendi sesiyle yeniden kurarak varlik gosteren giiclii bir edebi 6zne
olarak degerlendirilmesi gerektigini ortaya koymaktadir.

Anahtar Kelimeler: Ask, Divan, Klasik Siir, Mihri Hatun, Osmanl Siiri.
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Structured Abstract:

This article examines, through the case of Mihri Hatun, the socio-literary conditions under which
female poetic identity became visible within the Ottoman classical poetic tradition. The main aim of the study
is not merely to introduce Mihri Hatun as a female poet who possessed a divan, but rather to reveal how she
was positioned within male-dominated Ottoman literary circles, how she was represented in biographical
tezkires, and through which poetic possibilities she articulated love in her poems. Within this framework, the
article evaluates the relationship between art, poetry, patronage, literary milieu, gender, and the discourse of
love in the Ottoman context through Mihri Hatun’s biography and poetry. The central focus of the study is to
determine how a female poet was incorporated into the classical poetic tradition and to discuss whether Mihri
Hatun should be regarded as an ordinary poet who merely repeated conventional poetic images, or as an original
literary subject who reconstructed the masculine poetic language through her own female voice.

The article accepts that poetry in the Ottoman world was not only an aesthetic activity, but also a field
of cultural status, artistic patronage, and social visibility. In this regard, the role of Ottoman poetic assemblies,
poet-patron relationships, and literary milieus formed around princely provincial centers is examined in relation
to the construction of artistic identity. The study particularly emphasizes the influence of Amasya, as a princely
sancak, on Mihri Hatun’s intellectual and poetic formation. The central problem of the study may be formulated
as follows: How could a female poet express love, desire, reproach, and artistic identity within a patriarchal
society and a masculine poetic language? Around this question, Mihri Hatun’s poems, the evaluations found
in tezkires, and the discourse of love in classical poetry are considered together.

The article is designed through a qualitative and text-centered analytical approach. First, a theoretical
framework is established within the context of the Ottoman artistic environment, patronage culture, and literary
assemblies. Then, Mihri Hatun’s biographical and literary personality is evaluated in the light of tezkires. In
this respect, the remarks of tezkire writers such as Sehi Beg, Latifi, and Asik Celebi concerning Mihri Hatun
are used comparatively. Subsequently, selected ghazal couplets from Mihri Hatun’s Divan are analyzed in
terms of the manifestations of love. The analysis focuses on such themes as love, chastity, honor, desire,
separation, fidelity, jealousy, the rival, reproach, the desire for union, and the visibility of the female subject.
Although the article does not employ a directly quantitative method, it offers a concrete and traceable analysis
through selected textual examples. Through these sample couplets, Mihri’s discourse of love is interpreted both
in terms of the aesthetics of classical divan poetry and in relation to her identity as a female poet.

The first major finding of the study is that Mihri Hatun held an exceptional position as a female poet
within the Ottoman poetic tradition. The article shows that her family background, education, the literary milieu
of Amasya, and the patronage environment formed around the princely court were decisive in her attainment
of this position. The fact that her father was both a gadi and a poet, and that her grandfather was a Halveti
sheikh, is evaluated as an element that strengthened Mihri’s cultural capital.

At the same time, the article finds that Mihri Hatun was represented in the tezkires as a poet who was
both admired and limited through her female identity. While Sehi Beg states that Mihri’s poems were well
known among the people and circulated among refined literary circles, Latifi notes that her poetry combines a
feminine manner with an amorous and masculine mode of expression. Asik Celebi, on the other hand, offers
evaluations implying that, despite being a woman, Mihri possessed the poetic power to rival many male poets.
These evaluations show that Mihri’s literary talent was acknowledged; however, this acknowledgement was
often framed through womanhood, chastity, and modesty.

Another finding is that Mihri Hatun’s discourse of love, while compatible with the conventions of
classical divan poetry, carries an original visibility in terms of the female poetic voice. In the couplets examined
in the article, love is constructed through classical elements such as separation, suffering, fidelity, the rival,
reproach, and the desire for union. Yet Mihri does not merely repeat these conventions. She addresses the
beloved directly, begs him not to leave, openly claims her love, and defends it by declaring, “I have no sin
other than loving you.” This discourse shows that the female poet emerges not as a passive object, but as an
active subject who loves, desires, feels jealousy, reproaches, and articulates her own emotional truth.

The fourth finding is that Mihri Hatun’s association with figures such as Hatemi and Iskender
demonstrates how the love discourse of a female poet was interpreted differently within the gender codes of
the period. The language of love and the beloved, which male poets could use freely, was discussed in relation
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to gossip, chastity, and modesty when used by Mihri. The article evaluates this situation as a double standard
and interprets Mihri’s expression of “breaking the bottle of honor against the stone” as a passive yet powerful
form of resistance against this pressure.

The article contributes to the field by evaluating Mihri Hatun not merely as a biographical female
poet, but as a powerful literary figure representing the visibility of the female poet within the Ottoman poetic
tradition. The study demonstrates how the language of love in classical poetry was interpreted differently when
used by a female poet; thus, it draws attention to the relationship between divan literature, gender, and the
tezkire tradition. Moreover, the article treats love in Mihri’s poetry not only within a human or biographical
context, but also as an aesthetic, social, and gender-based discursive field. In this respect, the study offers a
perspective that contributes to research on Ottoman women poets by discussing the position of the female
subject in classical poetry through more concrete textual examples.

As aresult, the article reveals that Mihri Hatun was an original artist who, within the classical Ottoman
poetic tradition, remained connected to the tradition while also making her own female poetic voice heard. She
did not completely transform the masculine poetic language; nevertheless, she reconstructed this language
through her own emotional, aesthetic, and individual voice. Therefore, Mihri Hatun should not be restricted to
the label of “female poet” alone; rather, she should be evaluated as a conscious, courageous, and powerful
literary subject within classical Turkish literature.

Keywords: Classical Turkish Poetry, Divan, Patronage, Mihri Hatun, Ottoman Poetry.
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Résumé Structuré:

Cet article examine, a travers le cas de Mihri Hatun, les conditions socio-littéraires dans lesquelles
I’identité poétique féminine est devenue visible au sein de la tradition poétique classique ottomane. L’objectif
principal de I’étude n’est pas simplement de présenter Mihri Hatun comme une poétesse possédant un divan,
mais de révéler comment elle fut positionnée dans les cercles littéraires ottomans dominés par les hommes,
comment elle fut représentée dans les recueils biographiques (tezkires), et par quels moyens poétiques elle
articula I’amour dans ses poémes. Dans ce cadre, 1’article évalue la relation entre art, poésie, mécénat, milieu
littéraire, genre et discours amoureux dans le contexte ottoman a travers la biographie et la poésie de Mihri
Hatun. Le point central de I’étude est de déterminer comment une poétesse fut intégrée dans la tradition
poétique classique et de discuter s’il convient de considérer Mihri Hatun comme une poétesse ordinaire répétant
des images conventionnelles, ou comme un sujet littéraire original ayant reconstruit le langage poétique
masculin par sa propre voix féminine.

L’article admet que la poésie dans le monde ottoman n’était pas seulement une activité esthétique,
mais aussi un champ de statut culturel, de mécénat artistique et de visibilité sociale. A cet égard, le role des
assemblées poétiques ottomanes, des relations entre poétes et mécénes, ainsi que des milieux littéraires formés
autour des centres provinciaux princiers, est examiné en relation avec la construction de I’identité artistique.
L’étude souligne particuliérement 1’influence d’Amasya, en tant que sancak princier, sur la formation
intellectuelle et poétique de Mihri Hatun. Le probléme central de 1’étude peut étre formulé ainsi : comment une
poétesse pouvait-elle exprimer 1’amour, le désir, le reproche et 1’identité artistique dans une société patriarcale
et un langage poétique masculin ? Autour de cette question, les poémes de Mihri Hatun, les évaluations
présentes dans les tezkires et le discours amoureux de la poésie classique sont considérés conjointement.

L’article adopte une approche qualitative et analytique centrée sur le texte. Tout d’abord, un cadre
théorique est établi dans le contexte de I’environnement artistique ottoman, de la culture du mécénat et des
assemblées littéraires. Ensuite, la personnalité biographique et littéraire de Mihri Hatun est évaluée a la lumiére
des tezkires. A cet égard, les remarques de Sehi Beg, Latifi et Asik Celebi concernant Mihri Hatun sont
utilisées de maniére comparative. Par la suite, des distiques choisis des ghazals du Divan de Mihri Hatun sont
analysés en termes de manifestations de I’amour. L’analyse se concentre sur des thémes tels que 1’amour, la
chasteté, I’honneur, le désir, la séparation, la fidélité, la jalousie, le rival, le reproche, le désir d’union et la
visibilité du sujet féminin. Bien que ’article n’emploie pas de méthode quantitative directe, il propose une
analyse concréte et tragable a travers des exemples textuels choisis. Par ces distiques, le discours amoureux de
Mihri est interprété a la fois en termes d’esthétique de la poésie classique du divan et en relation avec son
identité de poétesse.

La premiere conclusion majeure de 1’étude est que Mihri Hatun occupa une position exceptionnelle
en tant que poétesse dans la tradition poétique ottomane. L’article montre que son origine familiale, son
éducation, le milieu littéraire d’ Amasya et I’environnement de mécénat formé autour de la cour princiere furent
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décisifs dans 1’acquisition de cette position. Le fait que son pere ait été a la fois cadi et poete, et que son
grand-pére ait été un cheikh halveti, est évalué comme un élément ayant renforcé son capital culturel.

Dans le méme temps, 1’article constate que Mihri Hatun fut représentée dans les tezkires comme une
poétesse a la fois admirée et limitée par son identité féminine. Alors que Sehi Beg affirme que ses poémes
étaient bien connus du public et circulaient dans les cercles littéraires raffinés, Latifi note que sa poésie combine
une maniére féminine avec un mode d’expression amoureux et masculin. Asik Celebi, quant a lui, propose des
évaluations impliquant que, malgré son statut de femme, Mihri possédait une puissance poétique capable de
rivaliser avec de nombreux poétes masculins. Ces évaluations montrent que son talent littéraire était reconnu ;
toutefois, cette reconnaissance était souvent encadrée par la féminité, la chasteté et la modestie.

Une autre conclusion est que le discours amoureux de Mihri Hatun, tout en étant compatible avec les
conventions de la poésie classique du divan, porte une visibilité originale du point de vue de la voix poétique
féminine. Dans les distiques examinés, I’amour est construit a travers des éléments classiques tels que la
séparation, la souffrance, la fidélité, le rival, le reproche et le désir d’union. Pourtant, Mihri ne se contente pas
de répéter ces conventions. Elle s’adresse directement a I’aimé, le supplie de ne pas partir, revendique
ouvertement son amour et le défend en déclarant : « Je n’ai d’autre péché que de t’aimer. » Ce discours montre
que la poétesse n’émerge pas comme un objet passif, mais comme un sujet actif qui aime, désire, ressent la
jalousie, reproche et exprime sa propre vérité émotionnelle.

La quatriéme conclusion est que 1’association de Mihrl Hatun avec des figures telles que Hatemi et
Iskender démontre comment le discours amoureux d’une poétesse fut interprété différemment dans les codes
de genre de I’époque. Le langage de I’amour et de I’aimé, que les poctes masculins pouvaient utiliser librement,
fut discuté en termes de rumeurs, de chasteté et de modestie lorsqu’il fut employé par Mihri. L’article évalue
cette situation comme une double norme et interpréte 1’expression de Mihri « briser la bouteille de ’honneur
contre la pierre » comme une forme de résistance passive mais puissante face a cette pression.

L’article contribue au champ scientifique en évaluant Mihri Hatun non pas simplement comme une
poétesse biographique, mais comme une figure littéraire puissante représentant la visibilité de la poétesse dans
la tradition poétique ottomane. L’étude montre comment le langage de I’amour dans la poésie classique fut
interprété différemment lorsqu’il fut utilisé par une poétesse ; elle attire ainsi 1’attention sur la relation entre la
littérature du divan, le genre et la tradition des tezkires. De plus, ’article traite I’amour dans la poésie de Mihri
non seulement dans un contexte humain ou biographique, mais aussi comme un champ discursif esthétique,
social et genré. A cet égard, I’étude offre une perspective qui contribue a la recherche sur les poétesses
ottomanes en discutant la position du sujet féminin dans la poésie classique a travers des exemples textuels
plus concrets.

En conclusion, I’article révéle que Mihri Hatun fut une artiste originale qui, au sein de la tradition
poétique classique ottomane, resta liée a cette tradition tout en faisant entendre sa propre voix féminine. Elle
n’a pas complétement transformé le langage poétique masculin ; néanmoins, elle I’a reconstruit par sa voix
émotionnelle, esthétique et individuelle. Par conséquent, Mihri Hatun ne doit pas étre restreinte a 1’étiquette de
« poétesse féminine » seulement ; elle doit plutdt étre évaluée comme un sujet littéraire conscient, courageux
et puissant au sein de la littérature turque classique.

Mots-Clés: Poésie turque classique, Divan, Mécénat, Mihri Hatun, Poésie ottomane.

Resumen Estructurado:

Este articulo examina, a través del caso de Mihri Hatun, las condiciones socio-literarias bajo las
cuales la identidad poética femenina se hizo visible dentro de la tradicién poética clasica otomana. El objetivo
principal del estudio no es simplemente presentar a Mihri Hatun como una poetisa que poseia un divan, sino
revelar como fue posicionada en los circulos literarios otomanos dominados por hombres, como fue
representada en las biografias (tezkires) y mediante qué posibilidades poéticas articuld el amor en sus poemas.
En este marco, el articulo evaltia la relacion entre arte, poesia, mecenazgo, medio literario, género y discurso
amoroso en el contexto otomano a través de la biografia y la poesia de Mihri Hatun. El enfoque central del
estudio es determinar como una poetisa fue incorporada a la tradicion poética clasica y discutir si debe
considerarse a Mihri Hatun como una poetisa ordinaria que simplemente repitié imagenes convencionales, o
como un sujeto literario original que reconstruyo el lenguaje poético masculino con su propia voz femenina.
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El articulo sostiene que la poesia en el mundo otomano no era tnicamente una actividad estética, sino
también un campo de estatus cultural, mecenazgo artistico y visibilidad social. En este sentido, se examina el
papel de las asambleas poéticas otomanas, las relaciones entre poetas y mecenas, y los ambientes literarios
formados alrededor de los centros provinciales principescos en relacion con la construccion de la identidad
artistica. El estudio enfatiza particularmente la influencia de Amasya, como sancak principesco, en la
formacion intelectual y poética de Mihri Hatun. El problema central del estudio puede formularse de la
siguiente manera: ;como podia una poetisa expresar amor, deseo, reproche e identidad artistica dentro de una
sociedad patriarcal y un lenguaje poético masculino? En torno a esta cuestion, se consideran conjuntamente los
poemas de Mihri Hatun, las evaluaciones presentes en las tezkires y el discurso amoroso en la poesia clésica.

El articulo se desarrolla mediante un enfoque cualitativo y analitico centrado en el texto. En primer
lugar, se establece un marco teorico en el contexto del ambiente artistico otomano, la cultura del mecenazgo y
las asambleas literarias. Luego, se evaltia la personalidad biografica y literaria de Mihri Hatun a la luz de las
tezkires. En este sentido, se utilizan comparativamente las observaciones de Sehi Beg, Latifi y Asik Celebi
sobre Mihri Hatun. Posteriormente, se analizan pareados seleccionados de los gazales del Divan de Mihrl Hatun
en términos de las manifestaciones del amor. El analisis se centra en temas como el amor, la castidad, el honor,
el deseo, la separacion, la fidelidad, los celos, el rival, el reproche, el deseo de union y la visibilidad del sujeto
femenino. Aunque el articulo no emplea un método cuantitativo directo, ofrece un analisis concreto y rastreable
a través de ejemplos textuales seleccionados. A través de estos pareados, el discurso amoroso de Mihri se
interpreta tanto en términos de la estética de la poesia clasica del divan como en relacion con su identidad como
poetisa.

El primer hallazgo importante del estudio es que Mihri Hatun ocup6 una posicion excepcional como
poetisa dentro de la tradicion poética otomana. El articulo muestra que su origen familiar, su educacion, el
medio literario de Amasya y el entorno de mecenazgo formado alrededor de la corte principesca fueron
decisivos en la obtencion de esta posicion. El hecho de que su padre fuera tanto cadi como poeta, y que su
abuelo fuera un jeque halveti, se evalia como un elemento que fortaleci6 su capital cultural.

Al mismo tiempo, el articulo concluye que Mihri Hatun fue representada en las tezkires como una
poetisa admirada pero también limitada por su identidad femenina. Mientras que Sehi Beg afirma que sus
poemas eran bien conocidos entre la gente y circulaban en los circulos literarios refinados, Latifl sefiala que su
poesia combina un estilo femenino con un modo de expresion amoroso y masculino. Asik Celebi, por su parte,
ofrece evaluaciones que implican que, a pesar de ser mujer, Mihri poseia la fuerza poética para rivalizar con
muchos poetas hombres. Estas evaluaciones muestran que su talento literario fue reconocido; sin embargo,
dicho reconocimiento se enmarcé con frecuencia en torno a la feminidad, la castidad y la modestia.

Otro hallazgo es que el discurso amoroso de Mihri Hatun, aunque compatible con las convenciones
de la poesia clasica del divan, presenta una visibilidad original en términos de la voz poética femenina. En los
pareados examinados, el amor se construye a través de elementos clasicos como la separacion, el sufrimiento,
la fidelidad, el rival, el reproche y el deseo de union. Sin embargo, Mihri no se limita a repetir estas
convenciones. Se dirige directamente al amado, le ruega que no se marche, reivindica abiertamente su amor y
lo defiende declarando: «No tengo otro pecado que amarte». Este discurso muestra que la poetisa no aparece
como un objeto pasivo, sino como un sujeto activo que ama, desea, siente celos, reprocha y articula su propia
verdad emocional.

El cuarto hallazgo es que la asociacion de Mihri Hatun con figuras como Hatemi ¢ Iskender
demuestra como el discurso amoroso de una poetisa fue interpretado de manera diferente dentro de los codigos
de género de la época. El lenguaje del amor y del amado, que los poetas hombres podian usar libremente, fue
discutido en relacion con la murmuracion, la castidad y la modestia cuando lo emple6 Mihri. El articulo evaltia
esta situacion como una doble moral e interpreta la expresion de Mihri «romper la botella del honor contra la
piedra» como una forma pasiva pero poderosa de resistencia frente a esta presion.

El articulo contribuye al campo académico al evaluar a Mihri Hatun no simplemente como una poetisa
biografica, sino como una figura literaria poderosa que representa la visibilidad de la poetisa dentro de la
tradicion poética otomana. El estudio demuestra como el lenguaje del amor en la poesia clésica fue interpretado
de manera diferente cuando lo utiliz6 una poetisa; de este modo, llama la atencion sobre la relacion entre la
literatura del divan, el género y la tradicion de las tezkires. Ademas, el articulo trata el amor en la poesia de
Mihri no solo en un contexto humano o biografico, sino también como un campo discursivo estético, social y
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de género. En este sentido, el estudio ofrece una perspectiva que contribuye a la investigacion sobre las poetisas
otomanas al discutir la posicion del sujeto femenino en la poesia clasica mediante ejemplos textuales mas
concretos.

En conclusion, el articulo revela que Mihrl Hatun fue una artista original que, dentro de la tradicion
poética clasica otomana, permanecié vinculada a la tradicién y al mismo tiempo hizo oir su propia voz
femenina. No transformé completamente el lenguaje poético masculino; sin embargo, lo reconstruyo a través
de su voz emocional, estética ¢ individual. Por lo tanto, Mihri Hatun no debe limitarse a la etiqueta de «poetisa
femeninay» unicamente; mas bien, debe ser evaluada como un sujeto literario consciente, valiente y poderoso
dentro de la literatura turca clasica.

Palabras Clave: Poesia turca clasica, Divan, Mecenazgo, Mihrl Hatun, Poesia otomana.
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CrpykrypupoBanHoe Pe3iome:

B nmamHoit crathe ©Ha mpumepe Mmxpu Xatryn (Mihri Hatun) paccmaTtpuBaroTcs
COLIMANIBHO-IUTEPATYPHBIE YCIIOBHS, IPU KOTOPBIX JKEHCKasl MO3TUYECKask UIACHTUYHOCTh CTalla 3aMETHOU B
paMKax OCMaHCKOH KIaccH4ecKoi mostnueckod Tpaguiuy. OCHOBHAS Liedb UCCIEN0BaHMS 3aKII0OYAETCA He
TOJIBKO B TOM, YTOOBI IIpeICTaBUTh MUXpH XaTyH Kak 1o3Teccy, 00J1a/laBIIyi0 JTUBAaHOM, HO M B TOM, YTOOBI
MOKa3aTh, Kak OHa ObLIA MO3UIIMOHIPOBAHA B MY>KCKUX JINTEPaTYPHBIX Kpyrax OCMaHCKOM UMIIEpHH, KaK OHA
Obl1a npejicTaBIeHa B OMorpauyecknx Te3Kupe, a TakkKe KaKMMH MOITHYECKUMHU CPEICTBAMH OHA BhIpaxasa
n000Bb B CBOMX CTHXax. B 3TOM KOHTEKCTE CTaThsi OLICHMBAECT B3aHMOCBS3b MCKYCCTBa, II033MH,
MOKPOBUTENBCTBA, JIUTEPATYPHON Cpenbl, TeHaepa U JIO0BHOTO AMCKypca B OCMAaHCKOM KyJlbType uepes
ouorpaduro u TBOpuecTBO Muxpu XaTyH. LIeHTpanbHBIH BOIPOC MCCICAOBAHUS 3aKIIOYACTCS B TOM, KaK
JKCHII[MHA-TIOT MOIJIa OBITh BKIIOYEHA B KJIACCHYECKYIO MOSTHUYECKYI0 TPAIWLMI0 MU CJIEeAyeT I
paccmarpuBath Muxpn XaTyH Kak OOBIYHYIO MOATECCY, HOBTOPSIOIIYIO TPaJUIMOHHBIE 00pa3bl, MM Kak
OPHUTHHAIIBHBIN JTUTEpaTypHBII CyOBEKT, PEKOHCTPYHNPOBABIIMN MY>KCKOW TTO3THUECKHH SI3BIK TIOCPEIICTBOM
COOCTBEHHOTI'0 JKEHCKOTO T0JIOCa.

CraTbss MCXOOWT W3 TOTO, YTO II033HMSA B OCMAaHCKOM MHpE OBLIa HE TOJBKO ICTETHICCKOMH
JIeSTETPHOCTEI0, HO M c(epoil KyJIbTypHOTO CTaTyca, XyJOXKECTBEHHOTO ITOKPOBUTEIBCTBA U COIMATHHOMN
BUAMMOCTH. B 3TOM OTHOIIECHUM POJb OCMAHCKHX IMO3THYECKUX COOpaHMH, OTHOIICHUN MEXIy IMOSTaMU U
MTOKPOBUTEISIMH, & TaKKe JUTEPATypHBIX KPYroB, (JOPMUPOBABIIUXCS BOKPYT MPOBUHIMAIBHBIX IEHTPOB
MIPUHIIEB, PACCMATPUBAETCS B CBSI3U C (POPMUPOBAHUEM XYI0’KECTBEHHOUW MIeHTHIHOCTH. Oco00e BHUMaHWe
yIensieTcsl BIusHuI0 AMacuu (Amasya) Kak KHS)KECKOro CaH/[Kaka Ha MHTEJJIEKTyalbHOE M MO3THYECKOE
craHoBieHue Muxpu XatyH. LlenTpansHas npobiaema uccieaoBanus GOPMYITHPYETCs CIETYIOIUM 00pa3oMm:
KakuM 00pa3oM IKEHIIWHA-TIOOT MOTJia BBIpaXKaTh JIO0OBb, JKeTaHHWE, YINPEK U XyJA0KECTBEHHYIO
UICHTUYHOCTh B MATPUAPXATBHOM OOIIECTBE M MYXKCKOM MO3THYECKOM si3bike? Bokpyr 3toro Bompoca
AHATU3UPYIOTCS CTHXU Muxpu XaTyH, OIICHKH B TE3KUPE U TFOOOBHBIN TUCKYPC KIACCHYCCKON TTOI3UM.
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Crarpsi NMOCTpOEHa HAa Kau€CTBEHHOM M TEKCTOLCHTPUYHOM aHAIUTHYeCKOM monxone. CHawama
(opMupyeTcsi TeopeTHdYecKas paMKa B KOHTEKCTE OCMAaHCKOH XyJOXKECTBEHHOH Cpelpl, KyJbTYpHI
MTOKPOBHUTENIBECTBA U JUTEPATypHBIX cOOpaHHWi. 3areM Omorpadrdeckas M JIATEpaTypHAs JTUIHOCTE MuXpu
XaTyH OLICHMBACTCS B CBETE TE3KHPE. B 3TOM OTHOIICHNM CPaBHUTEIHHO HCIIOJIB3YIOTCS 3aMEYaHMs TaKHUX
aBTOpoB, kak Cexu Ber (Sehi Beg), Jlarudu (Latifi) u Amuk Yeneou (Asik Celebi). [anee ananu3upyorcs
BEIOpaHHBIE OCHTHI W3 rasenmedl aumBaHa Muxpu XaTyH C TOYKH 3PCHHS TPOSBICHUN TIOOBH. AHamm3
COCPEZIOTOYCH Ha TaKUX TeMax, KaK JII000Bb, LIEIOMYypUE, YECTh, JKEJIAHHE, pa3ilyKa, BEPHOCTh, PEBHOCTb,
COIIEpHHUK, YNPEK, CTPEMIICHNE K €IMHEHUIO U BUIUMOCTD JKEHCKOTO CyOBbekTa. XOTs CTaThsl HE HCIIOJIb3YeT
KOJIMYECTBEHHBIH METOJ, OHA MpeAJaraeT KOHKPETHBIH W NPOCIEKHWBACMBI aHaIM3 4epe3 BHIOpaHHbBIE
TEKCTOBbIE MpuMepbl. Ha ocHOBe 3TnX OEHTOB JIT0O0BHEIH TUCKYPC MUXPH HHTEPIPETUPYETCS KaK B 3CTETHUKE
KJIaCCHYECKOW AMBAaHHOW I1033MH, TaK U B CBS3U C €€ WICHTUYHOCTHIO KaK TI03TECCHI.

IlepBblli BaKHBIM BBIBOJ HCCIEAOBAaHUSA 3aKiIO4aeTcss B TOM, 4To Muxpu XaTyH 3aHuMana
HCKJIIOYUTENIBHOE MOJIOKEHNE KaK II03TECCa B OCMAHCKON IO3TUUECKON Tpaauluy. B cratbe nmokasaHo, 4to eé
ceMeiHOe TPOUCXOXKIeHNEe, 00pa3oBaHMe, JUTEepaTypHas cpeda AMacHi M NMOKPOBHTENbCKas arMocdepa
BOKpPYT KHSDKECKOTO JTBOPA CHITPAIH PEIIAIONIYI0 POJIb B TOCTIDKEHHH ATOTO MONOKEeHHA. ToT (hakT, 9To e
oterl OBUI OTHOBPEMEHHO KaJHEM H II03TOM, a Jell — MIeHXOM XalBeTHICKOTO TapuKaTa, pacCMaTPHBACTCs
Kak (haKTop, YCIIMBIIUH KyIbTypHBIH KanuTan MuxpH.

B TO xe Bpems cTaThs OTMedaeT, 4To B Te3kupe Muxpu XaTyH ObIIa IpeAcTaBiIeHa KaK [o3Tecca,
KOTOpasi OJHOBPEMEHHO BOCXMINAJIa U OTrpaHWYMBAIACH CBOEW JKEHCKOW wuaeHThdHocThio. Cexum ber
YTBEpXKIAeT, 4YTO €€ CTHXHM OBUIM XOpOLIO H3BECTHBI HApOAy M PAacHpOCTPAHSIIUCh B YTOHUEHHBIX
auTepaTypHbIX Kpyrax; Jlatudu oTMedaer, yto €€ MOA3Ms COYETAET KEHCKYI0 MaHepy C JIIOOOBHBIM H
MY>KCKUM BBIpakeHHeM; Amuk YeneOu xe TaT OIeHKH, T0Jpa3syMeBaroIine, 4To, HECMOTPS Ha TO, 4TO OHA
JKeHIIMHA, Muxpu obnajgana IOITHYECKOW  CHIIOH, CrmocoOHO# — comepHMYaTh CO  MHOTHMH
MY>KUMHAMH-TI0ATAMHU. DTH OLIEHKH MOKAa3bIBAIOT, YTO €€ JIUTEPATYPHBIN TaJaHT MPHU3HABAJICS, OJHAKO 3TO
MPU3HAHUE 9acTO OBLIO 0OYCIIOBIICHO YKEHCTBEHHOCTHIO, IIEJIOMYIPHEM H CKPOMHOCTBIO.

Jpyroii BEIBOJ 3aKIIF0OYACTCS B TOM, UTO JIFOOOBHBIN AuCKypc Muxpu XaTyH, OyIydl COBMECTUMBIM
¢ KOHBCHIUSIMH KJIACCHUECKOW TUBAHHOM IMO33HH, 00Ia1aeT OPUTHHAIBHON BHIUMOCTBIO B TUIaHE )KEHCKOTO
MOATHYECKOT0 ToJIoca. B mpoaHanm3npoBaHHBIX OeiTaX JTF000Bb CTPOUTCS Yepe3 KIACCHICCKUE SJIEMEHTH —
pa3iIyKy, CTpajiaHue, BEPHOCTh, COIICPHUKA, YIPEK U CTpEeMIIeHHE K eauHeHN0. OgHako MUXpHu HE TIPOCTO
MOBTOPSIET 3TH KOHBEHIIMH: OHAa OOpaIlaeTcss K BO3IIOOJIEHHOMY HANpsIMylO, YMOJSET €ro He YXOIUTh,
OTKPBITO 3asIBJIICT O CBOCH JIFOOBH M 3aIUINACT €€ cI0BaMu: «Y MEHsS HET rpexa, KpoOMe TOro, 4YTo S JIt00II0
T66$[>). 9ToT JUCKYPC NOKA3bIBACT, YTO JKCHIIUHA-TTIOOT BBICTYIIACT HE KaK MMaCCUBHBIN 06'I>eKT, a KaK aKTUBHBIN
CyOBEKT, KOTOPBIN JIFOOUT, )KEIaeT, PEBHYET, YIPEKACT U BHIPAXKAET CBOIO AIMOIIHOHAIIBHYIO MTPABIY.

YeTBEPTHIH BBIBOJ COCTOMT B TOM, YTO CBsi3b MuXpu XaTyH ¢ TakuMHU (Urypamu, Kak XaTeMH
(Hatemi) u Wcxenaep (iskender), neMoHCTpHpYeT, Kak IJFOGOBHBIA JHCKYPC IKEHIIMHBI-TIOATA
MHTEPIPETHPOBAJICS MHAYEe B paMKax I'€HAEPHBIX KOJOB TOTO BPEMEHH. SI3BIK JIIOOBM M BO3IIOOJIEHHOTO,
KOTOPBIH MY KYMHBI-TIO3TBl MOTJIM HCIIOJIb30BaTh CBOOOJHO, B ciiydae Muxpu oOcyxmajcs B KOHTEKCTE
CIIyXOB, LEIOMYApUs M CKpPOMHOCTH. CTaTbsi OLEHHMBAET 3Ty CUTyallMl0 KaK JBOMHOHM CTaHIapT H
MHTEPIPETHPYET BBIpaXXeHHEe MuXpu «pa3OuTh OYTBUIKY YECTH O KaMEHb» KaK MacCHBHYIO, HO MOIIHYIO
(hopMy CONIPOTHBIIEHHS ATOMY JaBJICHUIO.

CraTbsi BHOCUT BKJIa]] B HAYKYy, OlleHUBas Muxpu XaTyH He TOJIbKO Kak Ouorpaduieckyro nosreccy,
HO M KaK CHWJIbHYIO JINTEPaTYpHYIO (UTYpy, IPEACTaBISIONYI0 BUIUMOCTh KECHIIUHBI-I03Ta B OCMAaHCKOM
MOSTHYECKONW Tpanuiuu. VcciaenoBaHne TITOKa3bIBaeT, KaK S3bIK JIIOOBM B KIIACCHYECKOW TIO3UH
MHTEPIPETHPOBAJIICA WHade, KOTJa MM II0JH30Bajach >KEHIIMHA-TIOAT; TakUM 00pa3oM, OHO oOpariaer
BHMMAaHUE Ha B3aUMOCBS3b JMBAHHOW JMTEpaTyphl, TeHAepa M Tpaauuuu Te3kupe. Kpome Toro, crarbs
paccMaTpuBaeT JI000BH B M033MH MUXpPH HE TOJIBKO B YEIOBEUECKOM MM OnorpaduaeckoM KOHTEKCTe, HO U
KaK 3CTETUYECKOE, COLMaIbHOE U TEHAEPHOE AUCKYpCUBHOE Moje. B 3TOM OTHOIIEHHM HCCIEIOBaHHE
Ipe/IaraeT MepereKkTUBY, CHOCOOCTBYIOIIYIO HU3YYEHHIO OCMAHCKNX JKEHIIMH-TI03TOB, 00CY Kasl TOJI0KEHUE
JKEHCKOTO CyOBbEKTa B KJIACCHUYECKOM 033K uepe3 0oJiee KOHKPETHBIE TEKCTOBBIE IPUMEPHI.
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B 3axiroueHme craThs MOKa3bIBaeT, YT0 Muxpu XaTyH ObLIa OpUTHHAIBHOW XyIOKHHIIEH, KOTOpas
B paMKax OCMAaHCKOH KJIACCUYECKOW MOATUUYECKOM TPaJuLMU OCTaBajach CBA3aHHOM C TpaauLMUEH, HO NpHU
9TOM CJIeJaja CIBIIIAMBIM CBOM KEHCKHN MOATHYECKHA rotoc. OHa He MOTHOCTHIO MMPeodpa3oBaia MyKCKOU
MOATUYECKHUH A3bIK; TEM HE MEHEE, OHA PEKOHCTPYHPOBAJIa €T0 TOCPEACTBOM COOCTBEHHOT'O YMOIMOHAIBLHOTO,
3CTETHYECKOT0 M MHAUBHIyaIBbHOTO Tronoca. [Tostomy Muxpu XaTyH He TOIKHA OTPaHUYUBATECS SIPIIBIKOM
(CGKEHINMHA-TI03T», @ JJOJDKHA OLCHUBATHCS KaK CO3HATEIbHBIN, CMETIBIM U CHIIbHBIN JTUTEPaTypHBI CyOBEKT B
KJIaCCUYECKOI Typerkoil nuTepaType.

KaroueBble ciaoBa: OcMaHCKas KiaccHuecKas 1os3us, AMBaH, MOKPOBUTEILCTBO, MI/IXpI/I XaTyH,
OCMaHCKas 11033usl.
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Yapilandirilmis Ozet:

Bu makale, Osmanli klasik siir gelenegi igerisinde kadin sair kimliginin hangi sosyo-edebi kosullar
altinda goriiniirliik kazandigimi1 Mihri Hatun 6rnegi iizerinden incelemektedir. Calismanin temel amaci, Mihri
Hatun’u yalnizca divan sahibi bir kadin sair olarak tanitmak degil; onun erkek egemen Osmanli edebi ¢evreleri
icerisinde nasil konumlandirildigini, biyografik tezkirelerde nasil temsil edildigini ve siirlerinde aski hangi
siirsel imkanlar araciligiyla dile getirdigini ortaya koymaktir. Bu c¢ergevede makalede Osmanli baglaminda
sanat, siir, himaye, edebi gevre, toplumsal cinsiyet ve ask sdylemi arasindaki iligki, Mihr? Hatun’un biyografisi
ve siirleri lizerinden degerlendirilmektedir. Calismanin merkezi odagini, bir kadin sairin klasik siir gelenegine
nasil dahil edildiginin belirlenmesi ve Mihri Hatun’un geleneksel siir imgelerini yalnizca tekrar eden siradan
bir sair mi, yoksa eril siir dilini kendi kadin sesiyle yeniden kuran 6zgiin bir edebi 6zne mi oldugunun
tartigtlmasi olugturmaktadir.
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Makale, Osmanli diinyasinda siirin yalnizca estetik bir faaliyet degil; ayn1 zamanda kiiltiirel statii,
sanatsal himaye ve toplumsal goriiniirliik alan1 oldugu kabuliinden hareket etmektedir. Bu dogrultuda Osmanli
siir meclislerinin, sair-hami iligkilerinin ve sehzade sancaklar1 ¢evresinde olusan edebl mubhitlerin sanatsal
kimligin insasindaki rolii ele alinmaktadir. Calismada 6zellikle bir sehzade sancagi olan Amasya’nin Mihri
Hatun’un fikri ve siirsel olusumu lizerindeki etkisi vurgulanmaktadir. Aragtirmanin temel problemi su sekilde
formiile edilebilir: Bir kadin sair, ataerkil bir toplum ve eril bir siir dili icerisinde aski, arzuyu, sitemi ve sanatsal
kimligini nasil ifade edebilmistir? Bu soru etrafinda Mihri Hatun’un siirleri, tezkirelerde yer alan
degerlendirmeler ve klasik siirdeki agk sdylemi birlikte ele alinmaktadir.

Makale, nitel ve metin merkezli bir ¢dziimleme yaklasimiyla yapilandiriimistir. {lk olarak Osmanli
sanat ortami, himaye kiiltiiri ve edebi meclisler baglaminda kuramsal bir ¢ergeve olusturulmustur. Ardindan
Mihri Hatun’un biyografik ve edebi kisiligi tezkireler 1s1ginda degerlendirilmistir. Bu kapsamda Sehi Bey,
Latifi ve Asik Celebi gibi tezkire yazarlarinin Mihri Hatun hakkindaki degerlendirmeleri karsilastirmali olarak
kullanilmistir. Daha sonra Mihri Hatun’un Divan’indan secilen gazel beyitleri, askin goriiniim bi¢imleri
bakimindan incelenmistir. Coziimlemede agk, iffet, namus, arzu, ayrilik, sadakat, kiskanclik, rakip, sitem,
kavusma istegi ve kadin 6znenin goriiniirliigii gibi temalara odaklanilmistir. Makalede dogrudan nicel bir
yontem kullanilmamakla birlikte, secilen metinsel 6rnekler araciligiyla somut ve izlenebilir bir ¢dziimleme
sunulmaktadir. Bu 6rnek beyitler iizerinden Mihri’nin agk sdylemi, hem klasik divan siirinin estetik yapist hem
de kadin sair kimligiyle iliskisi bakimindan yorumlanmaktadir.

Calismanin ilk temel bulgusu, Mihri Hatun’un Osmanl: siir gelenegi igerisinde kadin sair olarak
istisnai bir konuma sahip oldugudur. Makale, onun bu konuma ulagmasinda aile ¢evresinin, egitim diizeyinin,
Amasya’nin edebl muhitinin ve sehzade saray1 ¢evresinde sekillenen himaye ortaminin belirleyici oldugunu
gostermektedir. Babasimin hem kadi hem de sair olmasi, dedesinin ise Halveti seyhi olmasi, Mihri’nin kiiltiirel
sermayesini giliglendiren unsurlar olarak degerlendirilmektedir.

Bununla birlikte makalede, Mihri Hatun’un tezkirelerde hem takdir edilen hem de kadin kimligi
iizerinden smirlandirilan bir sair olarak temsil edildigi sonucuna ulagilmistir. Sehi Bey, Mihri’nin siirlerinin
halk arasinda tanindigini ve segkin edebi ¢evrelerde dolasimda oldugunu belirtirken Latifi, onun siirinde
kadms1 bir eda ile asikane ve erkekge bir sdyleyisin birlestigini ifade etmektedir. Asik Celebi ise Mihri’nin
kadin olmasma ragmen bir¢ok erkek sairle boy Olgiisebilecek siirsel gilice sahip oldugunu ima eden
degerlendirmelerde bulunmaktadir. Bu ifadeler, Mihri’nin edebi yeteneginin kabul edildigini; ancak bu
kabuliin ¢ogu zaman kadinlik, iffet ve mahcubiyet ¢ergevesinde sunuldugunu gostermektedir.

Bir diger bulgu, Mihri Hatun’un agk sdyleminin klasik divan siirinin gelenekleriyle uyumlu olmakla
birlikte kadin siir sesi bakimindan 6zgiin bir goriiniirliik tasidigidir. Makalede incelenen beyitlerde ask; ayrilik,
1stirap, sadakat, rakip, sitem ve kavusma arzusu gibi klasik unsurlar {izerinden kurulmaktadir. Ancak Mihri bu
gelenekleri yalnizca tekrar etmemektedir. Sevgiliye dogrudan hitap etmekte, ondan kendisini terk etmemesini
istemekte, askini agik¢a sahiplenmekte ve “Seni sevmekten baska giinahim yoktur” diyerek bu agki
savunmaktadir. Bu sdylem, kadin sairin pasif bir nesne olarak degil; seven, arzulayan, kiskanan, sitem eden ve
kendi duygusal hakikatini dile getiren etkin bir 6zne olarak ortaya ¢iktigini gdstermektedir.

Calismanin dérdiincii bulgusu, Mihr Hatun’un Hatem{ ve Iskender gibi isimlerle iliskilendirilmesinin,
bir kadin sairin agk sdyleminin donemin toplumsal cinsiyet kodlari igerisinde nasil farkli bigimde
yorumlandigimi gostermesidir. Erkek sairlerin serbestce kullanabildikleri ask ve sevgili dili, Mihri tarafindan
kullanildiginda dedikodu, iffet ve mahcubiyet baglaminda tartigilmigtir. Makale bu durumu ¢ifte standart olarak
degerlendirmekte ve Mihri’nin “namus sisesini tasa ¢almak” seklindeki ifadesini, s6z konusu baskiya karsi
pasif fakat giiclii bir direnis bi¢cimi olarak yorumlamaktadir.

Makale, Mihri Hatun’u yalnizca biyografik bir kadin sair olarak degil, Osmanli siir gelenegi icerisinde
kadin sairin goriiniirliigiini temsil eden giiglii bir edebi sahsiyet olarak degerlendirmesi bakimindan alana katk1
sunmaktadir. Calisma, klasik siirin agk dilinin bir kadin sair tarafindan kullanildiginda nasil farkl
yorumlandigini ortaya koymakta; bdylece divan edebiyati, toplumsal cinsiyet ve tezkire gelenegi arasindaki
iliskiye dikkat ¢ekmektedir. Ayrica makale, Mihri’nin siirindeki aski yalnizca insani veya biyografik bir
baglamda degil; estetik, toplumsal ve toplumsal cinsiyete dayali bir sdylem alani olarak ele almaktadir. Bu
yoniiyle ¢alisma, klasik siirde kadin 6znenin konumunu daha somut metinsel 6rnekler iizerinden tartigarak
Osmanli kadin sairleri iizerine yapilan aragtirmalara katki saglayan bir perspektif sunmaktadir.
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Sonug olarak makale, Mihri Hatun’un klasik Osmanli siir gelenegi icerisinde gelenege bagl kalmakla
birlikte kendi kadin sair sesini duyurabilen 6zgiin bir sanat¢1 oldugunu ortaya koymaktadir. Mihri, eril siir dilini
biitiiniiyle doniistiirmemistir; ancak bu dili kendi duygusal, estetik ve bireysel sesiyle yeniden kurmustur. Bu
nedenle Mihri Hatun yalnizca “kadin sair” etiketiyle siirlandirilmamali; klasik Tiirk edebiyati icerisinde
bilingli, cesur ve giiclii bir edebi 6zne olarak degerlendirilmelidir.

Anahtar Kelimeler: Klasik Tiirk Siiri, Divan, Himaye, Mihri Hatun, Osmanl1 Siiri.
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Introduction

Art flourishes in societies in which it is valued. Likewise, artists are able to produce more
refined and accomplished works in societies where they are supported and their worth is
acknowledged. In this respect, there is a close relationship between art and its historical period, as
well as between the artist and society. From the perspective of the position of art and the artist, the
Ottoman Empire may be regarded as a multidimensional and multilayered field of inquiry. Although
numerous branches of art were practised in the Ottoman world, two forms consistently occupied a
more prominent position. The first was literature, particularly poetry, and the second was
architecture. Arts such as calligraphy, marbling, music, miniature painting, and tilework found an
important place in everyday life; nevertheless, they did not attain the same degree of prominence as
poetry. Viewed from this perspective, Walter G. Andrews’s formulation, The Voice of Poetry, the
Song of Society”, is particularly apt. In his well-known work, Andrews offers, as it were, a portrait of
Ottoman society and poetry. Through literary texts, he maps the social structure and the dominant
mentality of the period.

Literary texts cannot be evaluated independently of the period, society, and literary mentality
in which they were produced. Every text is influenced, to a greater or lesser degree, by the
environment from which it emerges and bears traces of the colour and voice of its age. This process
resembles a river that carries elements from the lands through which it passes and thereby creates
fertile plains. As an artistic medium, language draws upon the accumulated heritage of society and
contributes to the production of powerful works. Since literature is an art created through language,
the poetic language of the Ottoman world is particularly noteworthy in this regard. The fact that not
only men of letters but also practitioners of other arts sought to establish a presence in the field of
poetry constitutes a distinctive feature of Ottoman cultural life.

The assemblies that facilitated the formation of literary environments were generally held
either in the capital or in the provincial centres where Ottoman princes were educated. Consequently,
living in other cities constituted a serious disadvantage for artists. In this context, the patronage of
art and artists was of vital importance under the conditions of the period. An artist could flourish
within society only when protected and supported. Inalcik’s Sair ve Patron (The Poet and the Patron),
which closely examines the relationship between art and political power in the Ottoman world, is

* The Voice of Poetry, the Song of Society is Andrews’s well-known monograph in which he advances new
arguments concerning divan poetry, reinterprets Ottoman society and culture, and seeks to demonstrate how a
culture may be reconstructed through its works of art. In this work, the author examines various structures of
Ottoman society through the poetic tradition. According to Andrews, the relationships among Sufism, religion,
and political power, together with emotional rituals, can be understood through a careful interpretation of
Ottoman poetry (Andrews, 2014).
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one of the most significant studies on this subject. According to Inalcik, the construction of a
sophisticated culture is possible only through the support of a ruler. He argues that only a sovereign
who understands art can become a genuine patron of art and artists; otherwise, such patronage cannot
be sustained. Referring to the contributions of the Medici family to the worlds of art and science in
Italy, Inalcik emphasizes that such achievements could emerge only within a developed culture of
patronage.

In this respect, it was a considerable advantage that, in the Ottoman Empire, nearly every
statesman in the bureaucracy, beginning with the sultans themselves, was also a poet or artist.
Ottoman sultans who were poets and possessed their own divans played an important role in the
emergence of major poets within the tradition of classical literature (Inalcik, 2003). Poet-sultans
recited poetry in palace literary assemblies and personally protected prominent poets of the period
by engaging in literary and intellectual conversation with them. The Ottoman capitals therefore
offered substantial opportunities for art and artists. As one moved farther away from the centre,
however, these opportunities diminished to the disadvantage of artistic production and artistic
careers.

Nevertheless, in accordance with established custom, Ottoman princes reproduced in the
provincial districts to which they were sent for administrative training a form of patronage similar to
that exercised by the sultan at the imperial court. Since these districts naturally became centres of
culture, the princes protected and supported artists residing there. This tradition enabled the works
of many poets and artists living far from the imperial centre to survive to the present day.

In Ottoman society, the artist enjoyed a prestigious status in many respects. Accordingly,
demonstrating artistic skill and becoming a favoured artist were of considerable importance. For
poets, the assemblies of poets, or suara meclisleri’, provided an invaluable opportunity to display
poetic talent, recite poetry, and gain recognition. The literary milieus in which art was produced and
shared affected not only master—apprentice relationships but also relations between poets and
patrons. Gaining admission to these assemblies was naturally not easy. It required not only artistic
competence but also proximity to the patron.

In the patriarchal social structure of the Ottoman Empire, the position assigned to women
was clearly defined. Within a society shaped by such a sociological order, the very existence of a
female poet or artist possessed significance in itself. Detailed studies on this subject may be consulted
(Cunbur, 2011; Kiziltan, 1994). In Ottoman chronicles and literary texts, female identity has been
analysed from multiple perspectives through representations shaped by gender, religion, legend, and
mythology. Such analyses address women’s presence in literature at both theoretical and narrative
levels, making it possible to reinterpret that presence within its historical and cultural contexts (Gollii
S. & Kilig, 225). Although it does not constitute the direct subject of the present study, an
examination of women’s place in Ottoman society and classical poetry reveals numerous
controversial dimensions (Cetinkaya, 2008).

From this perspective, it is evident that women who entered Ottoman poetic assemblies,
composed poetry, and asserted their own literary presence were not entirely absent. Their number,
however, remained extremely limited. Although approximately ninety female poets are said to have
lived up to the twentieth century, the number of those about whom biographical information has been
identified is thirty-eight, as cited in Kutlar Oguz (2024). One of the female poets who appeared in
the suara meclisleri—among the most active spaces of artistic life—and who regularly participated
in these literary schools was Mihri Hatun.

! For a more detailed discussion, see Ipekten, H. (1996). Divan Edebiyatinda Edebi Muhitler. Istanbul: MEB
Yayinlari.
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Mihri Hatun in the Light of the Tezkires

Mihri Hatun succeeded in gaining renown in the field of Ottoman poetry by also benefiting
from the opportunities afforded by her membership in an elite family?. According to Yal¢inkaya, for
a woman to distinguish herself as a poet within the Ottoman poetic tradition, she needed to possess
a strong cultural background and to come from an educated family. Indeed, the fathers of almost all
Ottoman women poets belonged to the educated administrative, military, or scholarly classes of the
state. Most of these women acquired their literary education and cultural formation within their
family circles, and some even came from families that included poets. They also had access to private
education and received individual instruction (Yalginkaya, 2012).

Mihri Hatun, who lived in the late fifteenth and early sixteenth centuries, justifiably achieved
considerable fame as a female poet within Ottoman poetry, a tradition largely dominated by a
masculine language. The author of a divan, Mihri Hatun established her literary presence in Amasya,
one of the provincial centres in which Ottoman princes were educated. Although Amasya was a
relatively small city, its status as a princely sancak made it an important centre of learning and culture
during the period. It was therefore a place in which artists and scholars could receive protection and
support. For an artist, being under the patronage of a prince who was a prospective candidate for the
throne and participating in the poetic assemblies formed around his court constituted a significant
advantage.

As may be inferred from her poetry and the chronicles of the period, Mihri Hatun received a
sound education. ipekten, who conducted studies on Mihri Hatun, states that she first entered the
literary milieu formed around the princely court in Amasya during the governorship of Bayezid II
and subsequently during that of his son, Prince Ahmed, attracting attention through the poems she
composed (Ipekten, 1996). The tezkires, which constitute primary biographical sources on Ottoman
poets, also contain information about Mihri Hatun. These works likewise reveal that Ottoman poetic
discourse was predominantly masculine. Morkog¢ opens a specific field of inquiry into the position
of women within this masculine language and emphasizes the limitations imposed by classical poetry
in terms of linguistic expression and poetic construction (Morkog, 2017).

Kutlar Oguz states that tezkire writers did not merely provide biographical information, but
occasionally developed their own distinctive styles of literary criticism and evaluation. She draws
attention to the fact that, when discussing women poets, tezkire writers sometimes included negative
implications between the lines and within the subtext. Kutlar Oguz attributes this tendency to the fact
that the public presence of women poets constituted an “unusual phenomenon” for tezkire writers,
given women’s position in social life (Kutlar Oguz, 2024). The fact that women in Ottoman society
were generally regarded not as subjects but as objects represents another dimension of the issue.

Although Mihrl Hatun was regarded as a chaste Ottoman woman, she was subjected to unjust
criticism because of the language and style she employed. In fact, her poetic language was the
conventional language of Ottoman poetry. She was considered unusual and criticised because she
adopted the established images of classical poetry and its conventional figure of the beloved. In
essence, Mihri Hatun did nothing more than continue the literary tradition; however, because the
poetic language of that tradition was male-voiced, her use of it was regarded as strange. In the
evaluation of art, poetic legitimacy should be assessed not through male or female identity but
through poetic identity. Yet when an Ottoman woman poet used the same language as male poets,
this generated surprise and became an argument for criticism.

When Mihri is evaluated primarily through her identity as a poet, it becomes apparent that
she possessed a strong character and a powerful literary personality. Her poetic exchanges and

2 Ismail E. Eriinsal (2020), Mihri Hatun, TDV Islam Ansiklopedisi C.30, s37-38.
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discussions with contemporary poets such as Necati and Makami occasionally placed her in difficult
circumstances and exposed her to unpleasant criticism. Given the social dimension of Islamic culture,
in which women were less visible in public life, the visibility achieved by figures such as Mihri and
their participation in literary assemblies as poets and artists are significant in every respect.
Nevertheless, exaggerated interpretations should be avoided, and the period and its social structure
must be read within their proper historical context. Conditions were not substantially different in
other geographical regions during the same century. Even in Europe after the Renaissance, only a
limited number of women artists can be identified. This situation was therefore not unique to
Ottoman society, but was broadly similar across much of the world. In this context, Orientalist, one-
dimensional, and superficial analyses should be avoided in favour of critical evaluations grounded
in sociological depth.

The tezkires offer differing information and interpretations regarding Mihri Hatun. Sehi Beg
expresses his opinion of the poet in the following terms:

“Amasiyyelidiir, hos-tab  hatundur. Merhum Sultan Selim’e ve Sultan Ahmed e nice
kasideler ve gazeller vermistir. Es‘dr1 halk i¢inde meshur ve gazeliyydti ehl-i dil-i
yardan arasinda mezkurdur” (Ipekten, 2017).

In modern English, this may be rendered as follows: “She was from Amasya and was a
woman of refined poetic disposition. She presented numerous gasidas and ghazals to the late Sultan
Selim and Sultan Ahmed. Her poems were well known among the people, and her ghazals were
frequently recited among discerning literary companions.”

Latifi offers a relatively balanced assessment of Mihri Hatun:

“Nefs-i Amasyadan Belayi tahallus ider bir kadinuni kizi idi. Tabakat-1 suardda
riitbesi bi-kadr ii pdye ve mdye-i ma ‘rifetde kemmdye degil idi. Tab -1 suhan-drdsi
giilgiine-i nazm-1 rengin ile messdta-i ‘ariis-1 hiisn-i makal ve ziynetger-i bikr-i fikr-
i hayal idi. Eger¢i isve-i es ‘ari zendne ve sive-i gliftari mii ‘ennesdanediir ammd cihet-
i suz u giddzda ‘dsikdne ve beydn-i sevk u niyazda merdanediir ne
muhannesdnediir” (Canim, 2018, p. 496).

According to Latifi, Mihri was the daughter of a woman from Amasya who wrote under the
pen name Belayi. Her rank among poets was neither insignificant nor low, and her share of learning
was by no means limited. Her poetic talent, adorned with the rosy hue of colourful verse, acted as
the bridal attendant of eloquent expression and as the ornamenter of untouched imaginative thought.
Although the allure of her poetry was feminine and her manner of expression bore a womanly quality,
her treatment of anguish and burning passion was that of a lover, while her articulation of longing
and supplication was manly rather than effeminate.

Asik Celebi similarly foregrounds Mihri Hatun’s female identity in the statement:

“Egerc¢i zendiir amma ol na-merd ni¢e merd-i meydana ciifte-zendiir” (Kilig, 2018,
pp. 355-356).

This may be interpreted as: “Although she is a woman, that valiant figure is a worthy rival
to many men of the poetic arena.” Despite the criticisms directed at her, tezkire writers also record
that no one doubted Mihri Hatun’s chastity. Asik Celebi reinforces this assessment by stating that,
although she had many suitors, no one ever attained his desire through her and that she entered and
departed this world as a maiden.
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When discussing Mihri’s poetry, Asik Celebi further states:

“Giizeller vasfinda olan hiisn si ‘rlerde Yiisuf kizligi vaki * olup bikr ma ‘ndlara rical-
i su'ard as yirerken ol ‘avretlige ucuz diistirmisdiir.”

In other words, while she became an emblem of chastity like Joseph in her beautiful poems
describing beloveds, she was able, through her womanhood, to attain with apparent ease the
untouched meanings for which male poets longed. The phrase:

“Egerci es ‘arinda na-mahrem sozler bulinur, lakin ol hayz-1 rical kabilindendiir”

means that, although her poems contained expressions that might be regarded as improper, explicit,
or daring, these belonged to the masculine mode of poetic expression rather than to any form of
feminine excess or vulgarity. In other words, even where her poems included bold or intimate
language, this was not regarded as a defect arising from her womanhood, but as a form of literary
courage conventionally employed by male poets and therefore compatible with poetic tradition.

Asik Celebi continues with the observation:

’

“Ve nazih edalar goriliir, ol eserden mii’essire istidlal kismindandur.’

By this statement, he suggests that, even where coquettish or suggestive attitudes appear in
Mihr1’s poetry, they result from her effort to create an effective and influential poetic style. His
conclusion,

’

“Ve bi’l-ciimle al¢ak degiil, §i ‘ri miyanediir,’

emphasizes that her poetry was not of inferior quality, but rather of a moderate or respectable literary
standard. The statement,

’

“Ve yazist kiz nakst ve insast riispiyanediir,’

implies that her handwriting was delicate and refined, while her prose and style possessed a
coquettish, ornate, and distinctly feminine quality.

Finally, through the judgement,

“Erkek arslan arslan, disi arslan arslan degiil mi diyii sahid-bazlikdan hali degiil
imis” (Kilig, 2018),

Asik Celebi effectively argues that, although Mihri was a woman, she was in no way inferior
to male poets. In other words, by declaring that “a lioness is also a lion,” he acknowledges Mihri’s
rightful place and poetic merit.

When Mihri Hatun’s art is examined in the light of the tezkires, her refined intelligence,
elegance, literary power, and the balance she established between artistic identity and womanhood
become more clearly visible. Within a poetic tradition dominated by masculine language, the tezkire
writers, viewing her through the male perspective of the period, imply that Mihri incorporated
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“feminine coquetries” into her poetry. Perhaps the most affirmative statement in this context is the
metaphor that “a lioness is also a lion.”

It is evident that the perspective of the Ottoman intelligentsia shaped by bureaucratic life
differed from that of the wider public. Mihri’s grandfather was a Halveti sheikh, while her father was
a gadi. From this perspective, it may be concluded that, despite the dominance of masculine
discourse, women could still find a place for themselves in social and cultural life, albeit with
considerable difficulty. Nevertheless, as may be inferred from the rumours reflected in the tezkires,
traditional society had not yet attained sufficient maturity in its understanding of male and female
identities.

Despite all these limitations, Mihri Hatun created a space for herself within a male-
dominated literary environment, successfully maintained a balance between her female identity and
her artistic personality, and never became an ordinary poet. With her original poetry and daring style,
she possessed both an elegant and a powerful literary identity.

Breaking the Bottle of Honour against the Stone, or the Other Face of Chastity

It is widely recognized that, in the Ottoman Empire, where masculine discourse occupied a
determining position of authority at every level of society, sensitivity concerning women’s privacy
and seclusion was particularly pronounced. In such an environment, the writings and actions of
women poets were inevitably subject to close scrutiny. This was also true in the fields of art and
literature. A woman poet was not expected to express her emotions as freely as a man, nor to adopt
a coquettish or uninhibited manner. While no comparable limit was imposed on the boldness of male
poets, expecting women poets to remain ‘“moderate” and drawing strict boundaries around their
expression raises an important question. Such an attitude constitutes a subject of debate today and
represented a profound dilemma in its own historical context.

Male poets could blend their emotional states with an elegant, playful, and even hedonistic
aesthetic. Yet when the name of a known man appeared in the poem of a woman poet, the question
of “chastity” could immediately arise. In Mihrl Hatun’s poetry, this double standard developed into
a form of “passive resistance,” which she chose to express through the phrase “breaking the bottle of
honour against the stone.” In one of her ghazals, Mihri displays her boldness in the sovereignty of
poetic expression and disregards social judgement through the following couplet:

“Dil sakladig sise-i ari tasa cdand
Hengame-i agkunda ¢alaymn mi ne dirsin” (Ghazal 127/2)

The couplet may be rendered as follows:

“Beloved, shall I smash against the stone
The bottle of shame that the heart has kept hidden,
Amid the tumult of your love—what do you say?”

With these lines, Mihri openly challenges the pressure embodied in the question of “what
will people say?” Mihri Hatun was the daughter of a gadi and was able to secure a place for herself
in poetic assemblies with relative ease. It is likely that her membership in an elite family contributed
to her ability to display such courage. Otherwise, it would have been highly unlikely for a woman of
the period to adopt such an assertive position.

Mihrl composed nazires, or poetic responses, to the works of contemporary poets,
particularly Necati. Writing nazires was an established feature of the classical poetic tradition. For
Mihri, composing a response to the poem of a male poet functioned as a reference that legitimized
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her literary identity. This practice enabled women poets both to increase their artistic visibility and
to enter male-dominated literary circles in a controlled manner.

Mihri’s couplet,

“Asikisan 15k yolinda saklama namiis u "ar
Cehd idiip bu yolda cdn vir yohsa elden gitdi yar” (Ghazal 43/1)

may be translated as:

“If you are truly a lover, conceal neither honour nor shame on the path of love;
Strive and surrender your life on this path, or else the beloved will slip from your grasp.”

This couplet sets aside concern for chastity and gives priority to risking everything for the
sake of love. The statement is particularly striking because it emphasizes, through emotion and poetic
expression, the woman’s position within the social order.

Mihri became the focus of gossip because her Divan included the name Alexander, a figure
employed by almost every major classical poet. In classical poetry, Alexander immediately comes to
mind in connection with the mirror attributed to him, the wall he constructed, and the Water of Life
that he sought but failed to find. His nobility, power, determination, knowledge, justice, and various
other qualities were also frequently treated in qasidas and masnavis (Avci, 2014). Like many other
poets, Mihrf included the name Alexander in her poetry. However, because Iskender Celebi, the son
of Sinan Pasha, was in Amasya at the time and also participated in literary assemblies, the references
were interpreted as evidence of a romantic relationship between them. The poem invoked in support
of this interpretation reads as follows:

“Bir zemdn sehr-i Amasiyyede Iskenderidiin
Hizir-ves db-1 hayadt isteyene rehber idiin
Hiiblar i¢re sanemd sen ddhi bir server idiin

.3

Yiiri sahum yiiri ismarladun Alldh’a seni

This may be rendered in English as:

“Once, in the city of Amasya, you were an Alexander;

Like Khidr, you guided those who sought the Water of Life.

O idol-like beloved, among all beauties you too were a sovereign;
Go now, my sultan, go—I entrust you to God.”

Classical poetry possesses a language and imaginative world of its own. Just as poet-sheikh
al-Islams freely employed numerous images and motifs without fearing that they would be
misunderstood, women poets, as poets in their own right, were equally capable of using such
language. Therefore, interpretations of Mihri or any other woman poet should be conducted within
the conventions of classical poetry rather than through personalized assumptions. Otherwise, serious
errors arise because the period, its intellectual mentality, and its understanding of language are
disregarded.

One of the figures mentioned in Mihrl Hatun’s Divan is Hatemi, whose real name was
Miieyyed-zade Abdurrahman Celebi. Miieyyed-zade was one of the prominent scholars and poets of
the reign of Bayezid II. Hitemi composed poetry in Arabic, Persian, and Turkish and appears to have
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been known in scholarly and literary circles for his intellectual identity. The relationship between
Mihri Hatun and Hatemi has been evaluated not merely as a biographical acquaintance, but also as a
literary and emotional relationship traceable through their poems.

The love story reported particularly by Asik Celebi has raised questions about whether it
might have contained an element of truth, since both poets belonged to the same cultural milieu and
participated in the literary assemblies of the period. Scholars have therefore attempted to identify
traces of this curiosity and possible affection in Mihri’s poetry.

The expressions used in a ghazal that Mihri Hatun appears to have written to Hatemi clearly
reveal her admiration for him:

“Geldi ¢iin garra gazeller bize ol canandan
Isa-ves irdi nefes ben miirde cisme cindan” (Ghazal 133/1)

This may be translated as:
“When those radiant ghazals came to us from that beloved,
Their breath reached my lifeless body like that of Jesus and restored it to life.”

The ghazals received from Hatemi are thus perceived as resembling the breath of Jesus,
which gives life to the dead. This comparison is not merely a form of poetic praise, but also
demonstrates Hatemi’s emotional effect upon Mihri. Through an allusion to the miracle of Jesus, the
poet characterizes Hatemi’s poetry as life-giving and revivifying.

Another couplet from the same ghazal exalts Hatem1i’s poetic power:

“Stiphesiiz na-dan u ebter ciliif ii bi-idrakdur
Ehl-i §i’r icre seni yeg gérmeyen Selmdndan” (Ghazal 133/6)

The couplet may be understood as follows:

“Without doubt, whoever among the people of poetry does not consider you superior even
to Salman

Is ignorant, deficient, foolish, and devoid of understanding.”

In these couplets, love may be interpreted not directly as worldly desire, but as an aesthetic
intimacy constructed through admiration for poetry, language, and art.

Mihri Hatun’s discourse concerning Hatemi, however, is not limited to admiration. In the
pen-name couplet of the same ghazal, she states:
“Sen yalandan Hdtemi dsik gegersin Mihriye
Stimme va’llahi seni Mihri yig sever oglandan” (Ghazal 133/7)

This may be translated as:

“Hatemi, you falsely claim to be in love with Mihrf;

Yet, by God, Mihri loves you more deeply than any young man could.”
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The statement clearly reveals the one-sided nature of the supposed love affair, together with
reproach and emotional disappointment. Mihri claims that Hatemi merely presents himself as being
in love with her, whereas she herself is the one who truly loves. This mode of expression is highly
remarkable within the tradition of divan literature. A woman poet’s articulation of love with such
playfulness, her reproach toward the beloved, and her explicit ownership of her own emotional claim
demonstrate the individual and courageous attitude that characterizes Mihri Hatun’s poetry.

In this couplet, love becomes a relationship that is presented as mutual but whose sincerity
is questioned by the poet. Hatem1’s love is depicted as superficial, whereas Mihri’s is represented as
genuine and heartfelt.

Love is not merely a feeling elevated through separation. The desire to unite with the beloved
is among its most natural and powerful dimensions. Mihri’s love for Hatemi may therefore be
understood as a multilayered experience incorporating poetic admiration, emotional attachment, and
the desire for union.

The relationships attributed to Mihri Hatun with Miieyyed-zade/Hatemi and Iskender should
not be explained solely as personal romantic affairs. Rather, they may be interpreted as literary,
social, and emotional relationships formed within the language of love characteristic of divan
literature. Mihri positions Hatemi both as a powerful poet and as a life-giving beloved; however, she
questions the sincerity of his affection and emphasizes that she herself is the true lover.

In this respect, Mihri’s discourse is exceptionally courageous and original among the women
poets of her period. While she represents the conventional figure of the lover who suffers, weeps,
and remains helpless before the beloved, she also establishes a powerful identity as a woman poet
who openly declares her love, reproaches the beloved, and defends her own emotional truth.

Goniil Ayan’s article may be consulted on this subject. Ayan places particular emphasis on
the maturity and tolerance of Ottoman society when considered within the conditions and mentality
of the period (Ayan, 1989). The status of women in social and literary life may be reinterpreted within
this framework. Yilmaz similarly observes that, throughout history, women have been able to
establish a presence in art, as in other spheres of life, to the extent that they have acquired social
rights (Y1ilmaz, 2012).

Manifestations of Love in Mihri Hatun’s Poetry

In her poetry, Mihri Hatun treats love within the framework of traditional poetic conventions
while also adopting an authentic voice that reveals her identity as a woman poet and her emotional
courage. In her couplets, love is shaped through multilayered meanings such as longing, separation,
fidelity, jealousy, surrender, desire, and suffering. The expression and manifestation of love generally
follow the established conventions of classical poetry. Although Mihri Hatun’s conception of love
appears compatible with the broader assumptions of classical divan poetry, it possesses a remarkable
degree of originality, particularly in the boldness of her expression, her direct addresses to the
beloved, and her willingness to make her emotional world visible through the voice of a woman poet.
For Mihri, love is both destructive and identity-forming. As her ghazals demonstrate, the lover
suffers, burns, and sighs on this path, yet never renounces love.

One of the most distinctive aspects of love in Mihri Hatun’s poetry is the lover’s absolute
submission before the beloved. In the couplet,
“Cesmi dir imis Mihri canun kiluram yagma
Itsiin ideriiz gayet hey biz bu ziydndan haz” (Ghazal 72/5),

the beloved’s eyes threaten to plunder the lover’s soul; however, the lover does not complain about
this harm and instead declares that she takes great pleasure in it. This expression corresponds closely
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to the essential characteristics of the conventional lover in divan poetry. For the lover, the suffering
inflicted by the beloved is regarded as a form of favour. The beloved’s sidelong glance, or gamze, is
deadly, wounding, and destructive; nevertheless, the lover considers this devastation a natural
condition of love and takes pleasure in receiving such attention. Within the classical poetic
conception of love, suffering is regarded as an indispensable and complementary element of the
experience.

This understanding becomes more evident in the following couplet:

“Kahrun cihdnda ben goriirem lutfuni rakib
Oldiirmekise ’asiki hey bi-vefd yeter” (Ghazal 47/4).

In accordance with the conventions of classical poetry, the beloved directs cruelty toward
the lover while bestowing favour upon the rival. For the lover, this constitutes a profound source of
injustice and suffering. Yet even while addressing the beloved as “faithless,” the poet remains unable
to detach herself from him. The beloved’s disloyalty is one of the principal elements intensifying the
dramatic structure of love in Mihrl Hatun’s poetry. The lover is exposed to the beloved’s cruelty,
whereas the rival is granted closeness and attention. This opposition reflects the familiar lover—
beloved-rival triangle of divan poetry. In Mihri Hatun’s expression, however, it does not remain
merely a conventional poetic motif; it also conveys feminine sensitivity, personal disappointment,
reproach, and emotional sincerity.

Within Mihri Hatun’s conception of love, separation is one of the most fundamental forms
of suffering that encompasses the lover’s entire existence. In the couplet,

“Dil ne ¢cekmigdiir Ziileyhd-ves belda-y1 hicr ile
Eline girince sen Yiisuf-1 sani kendiimiin” (Ghazal 94/3),

the poet expresses the pain of separation through Zuleikha’s love for Joseph. This allusion
demonstrates that love possesses not only an individual dimension, but also mythical, ontological,
religious, and cultural depth. The beloved is exalted as a “second Joseph,” while the lover becomes
a figure like Zuleikha, who endures patiently, suffers, and burns with longing. At this point, Mihri
Hatun’s love assumes the form of a devotion tested through patience and waiting. Given that Mihri
never married, the nature of the love articulated in her poetry acquires even greater significance.

This loyalty in the face of separation reaches its culmination in the pen-name couplet:

“Can vire hicriinde Mihri mihriine terk itmeye
Ciiriyiip ger hdk olursa tistiihani kendiimiin” (Ghazal 94/7).

The poet declares that even if she dies in separation and her body decays until her bones
mingle with the earth, she will never abandon her love for the beloved. In this ghazal in particular,
love is represented as an absolute fidelity that does not end even with death. The lover’s body may
disappear, but love must continue to exist. Consequently, in Mihri Hatun’s poetry, love is not merely
a temporary passion or worldly desire; rather, it constitutes an existential commitment. The lover is
prepared to sacrifice the self, identity, body, and peace of mind for the sake of devotion to the
beloved.

In Mihri Hatun’s couplets, the voice of love is sometimes identified with the metaphor of the
reed flute. In the couplet,

“Giceler ney gibi naldn eylerem giindiiz figan
Olmasun bencileyin hali ildhi kimseniin” (Ghazal 83/2),
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the lover states that she laments like a reed flute at night and cries out during the day. The image of
the reed flute is particularly meaningful here. In classical poetry, the reed flute symbolizes separation,
sighing, and longing. By identifying her own suffering in love with the sound of the reed flute, Mihri
Hatun renders the anguish of love through both sound and imagery. In this couplet, love is not a silent
emotion experienced internally, but an uninterrupted lament continuing throughout both night and
day.

In Mihri’s ghazal with the refrain “do not go, come back,” love is structured around the desire
to prevent separation. In the couplet,

“Gitmege 'azm eylemissin dh sahum gitme gel
Korkarum kim sana te’sir ide dhum gitme gel” (Ghazal 100/1),

the poet directly addresses the beloved and begs him not to leave or distance himself from her. The
lover’s sigh is presented as an effective and potentially dangerous force. She warns that the intensity
of her love and suffering may exert an influence upon the beloved. This is a conventional reference
in divan poetry to the burning and transformative power of the lover’s sigh. According to traditional
belief, the sigh of a true lover may indeed take effect. Mihri fears that this may happen, even though
she does not wish harm upon the beloved. The tone is deeply sincere and imploring. Addressing the
beloved as “my sovereign” indicates his exalted position, while the repetition of “do not go, come
back” emphasizes both the lover’s helplessness and the magnitude of her love.

Later in the same ghazal, Mihri Hatun employs one of the most striking expressions of her
conception of love:

“Ger¢i kim "tskun yolinda ciirmii cokdur “dstkun
Ben seni sevmekden ozge yok giindhum gitme gel” (Ghazal 100/3).

Although the poet describes love as a “sin,” the essence of this sin is nothing more than
loving. This formulation invites reflection on the tense relationship between love and social or moral
boundaries. Rather than concealing her love, Mihrl Hatun openly articulates it and even defends it
while presenting it as though it were a crime. Her only sin is to love. When voiced by a woman poet,
this statement acquires even greater force. Within the literary and social conditions of her period,
Mihri Hatun constructs a courageous discourse demonstrating that a woman poet could openly
express her love.

Ispirli argues that becoming a divan poet required the poet to assume the role and identity of
the lover, and that this condition made it almost impossible for women to produce poetry within the
tradition. If the love to be expressed was human or earthly, the woman poet was effectively excluded
from this field from the outset. This was because, in almost every age and literary tradition, woman
was positioned not as the subject but as the object of poetry (Ispirli, 2007).

When the rival is concerned, Mihri Hatun’s conception of love, like that of other classical
poets, is structured around jealousy. In the couplet,

“La ‘l-i nabindan beni mahriim kilsun raziyam
Dek rakibe vasl-1 hanindan "atd gostermesiin” (Ghazal 122/2)

the poet declares that she is willing to be deprived of the beloved’s pure ruby-like lips, provided that
the rival is not granted any favour from the banquet of union. The lover may endure her own
deprivation, but she cannot tolerate the rival’s access to the beloved’s grace. This demonstrates that
love is woven not only through loyalty and surrender, but also through possessiveness and jealousy.
Mihri Hatun’s love is therefore not merely passive waiting; it also contains an emotional claim over
the beloved.
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Mihri Hatun’s poetry also includes expressions that have been regarded as coquettish and
daring. These couplets reveal traces of human love and forms of expression corresponding to physical
desire. In the couplet,

“Bir tabib oldi biziimle yine hem-dem bu gice
Dil-i bimdrumuza eyledi emsem bu gice” (Ghazal 146/1)

the word emsem is employed through double entendre to signify both medicine and a kiss. This usage
demonstrates that Mihri Hatun treats love not only on an abstract or mystical level, but also within a
human and corporeal framework. The cure for the sick heart is the beloved’s proximity or kiss.

The pen-name couplet from the same ghazal, which has the refrain “this night,” intensifies
this emotion and desire:

“Frsat el virmisken biise-kenadr it
Dayima girmez ey Mihri ele bu dem bu gice” (Ghazal 146/5).

The poet desires a kiss from the beloved while the opportunity is available, because such a
moment cannot always be attained. This expression constitutes a notably coquettish and daring use
of language for Mihri Hatun’s period.

Another feature that renders Mihri Hatun’s conception of love distinctive is her awareness
of her identity as a woman poet. The following couplets from the Tazarrundme demonstrate that she
was not only a poet who articulated love, but also possessed a consciousness that defended women’s
intellect and competence:

“Bir mii’'ennes yig diiriir zihni pdk ola
Bin miizekkerden ki nd-ehl ola”

and
“Bir mii’ennes yig ki zihni pak ola
Bin miizekkerden ki bi-idrak ola” (453-454).

These may be rendered as follows:
“One woman of pure mind is superior
To a thousand incompetent men,”

and

“One woman of pure understanding is superior
To a thousand men devoid of comprehension.”

In these couplets, Mihri Hatun challenges conventional assumptions and stereotypes
concerning women. According to her, a competent, pure-minded, and perceptive woman is superior
to a thousand unqualified and uncomprehending men. This perspective also influences her discourse
of love. In Mihri Hatun’s poetry, woman is not merely a beloved or a silent being; she is an active
subject who loves, desires, reproaches, feels jealousy, questions, and expresses her own emotions.
This should not be attributed solely to Mihri’s coquettishness or boldness; it is also a consequence
of the conventions of classical poetry itself.
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In conclusion, love emerges in Mihri Hatun’s poetry as a multidimensional and powerful
emotional field. It is a love deepened by separation, tested through suffering, elevated by fidelity,
sharpened by jealousy, and endowed with human reality through desire. Although Mihri Hatun
employs the conventional patterns of love found in divan poetry, she also inserts into these patterns
her own female poetic voice, individual courage, and emotional identity.

In her poetry, the lover is the conventional divan lover who takes pleasure in the beloved’s
cruelty; yet she is also a powerful woman poet who openly declares her love, confronts the rival,
begs the beloved not to depart, and proclaims love as her only “sin.” Mihri Hatun’s conception of
love is therefore both rooted in the shared aesthetic world of divan literature and distinguished by an
authentic voice that renders female sensibility visible within that world.

Understanding Ottoman Poetic Language and Mihri

To understand, interpret, and evaluate a literary work, it is first necessary to recognize the
material from which it is constructed and to comprehend the nature of that material. Without a sound
command of Ottoman poetic language, literary tradition, and intellectual world, it is scarcely possible
to explicate or analyse a work belonging to this literature (Kuzu, 2016). The sources, aesthetic
principles, subjects, formal conventions, and rhetorical rules of Ottoman literature, which developed
within the broader framework of Islamic culture and civilization, are well established. A poet trained
within the classical poetic tradition was fully aware of these limitations and conventions (Ugak,
2020). The same rules therefore apply to Mihrl and to other women poets. The language,
conventional images, and metaphorical world created by the tradition had become largely
standardized. Consequently, when analysing and interpreting a literary work produced within this
tradition, or when making observations concerning the poet’s language, it is essential to take these
conventions into consideration.

In classical poetry, aesthetic creation is fundamentally grounded in intellectual activity,
through which the poet’s imaginative world is formed. Ozdemir draws attention to the religious and
philosophical tendencies prevailing in the artist’s social environment and argues that ideals of
perfection shaped by collective views also serve as sources of inspiration for the artist (Ozdemir,
2020). The classical poet consciously constructs poetic meaning in a multilayered and intricate
manner. The reader is invited to reflect and to exercise intellectual faculties. Poetry does not
immediately reveal itself. In this respect, it should be emphasized that the classical poet assigns equal
importance to the apparent and esoteric dimensions of meaning. Discourse and meaning are as
significant as sound, rhythm, and expression.

Andrews states that knowledge of the classical poetic tradition and its aesthetics is
indispensable to understanding Ottoman poetry (Andrews, 2014). Since classical poetry is inherently
open to interpretation, it may occasionally give rise to what Eco describes as overinterpretation.
Nevertheless, if the civilization and tradition from which the poetry emerged are properly understood,
the possibility of limiting such excessive interpretations increases. The bold and coquettish
expressions found in Mihri Hatun’s poetry should therefore be evaluated within this framework.
Ottoman poetry, with its conventional images, metaphors, and established formulas, and the poets
who produced it must be assessed from this perspective. Otherwise, excessive interpretations or
readings that conflict with the semantic world of the poetry become inevitable.

The influence of the environment in which Mihri was raised cannot be denied. According to
Macit, Ottoman poetry was a product of Ottoman urban culture (Macit, 2023). The discourse and
associations found in poetry belonging to the cultivated urban elite should therefore be interpreted
within this cultural framework. Kutlar Oguz criticizes certain tezkire writers for providing careless
or incomplete information about women poets. She particularly notes that some expressions in
Gelibolulu Ali’s tezkire may be evaluated as examples of gendered discourse. She regards the phrase
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“She came into the world a maiden and departed it a maiden,” used in relation to women poets, as a
reflection of this gendered language (Kutlar Oguz, 2024).

It must be recognized that classical poetry existed through its own distinctive language,
conventions, and imagery, and that women poets were also educated within this same poetic world.
Nevertheless, Kiziltan observes that some women poets encountered severe difficulties and notes
that Zeynep Hanim was ultimately compelled to abandon poetry (Kiziltan, 1994). From this
perspective, it may be questioned whether society, and by extension the tezkire writers, were
prepared to accept the phenomenon of the “woman poet.” This debate should not, however, be
restricted to the Ottoman context alone. More specific comparative studies are required on this
subject.

Conclusion

Mihri Hatun should be regarded not merely as a woman poet who possessed a divan within
the classical Ottoman poetic tradition, but also as a powerful poet who succeeded in making her own
voice heard within literary circles dominated by masculine expression. An examination of her Divan
reveals that her poetry is directly connected with the metaphors, imagery, modes of expression, and
conception of love characteristic of classical poetry. At the same time, it occupies a distinctive
position because it demonstrates how a woman poet could attain visibility within this tradition. In
Ottoman literary circles, poetic identity was largely associated with masculinity, while the language,
aesthetics, and discourse of love were predominantly shaped through a male perspective. For this
reason, Mihri Hatun’s participation in poetic assemblies, her composition of nazires to poems written
by male poets, her open and courageous expression of love, and the occasionally coquettish and
desirous language of her poems elevate her literary personality beyond that of an ordinary woman
poet.

The information concerning Mihri Hatun in the tezkires is particularly significant for
understanding perceptions of women poets during the period. Tezkire writers such as Sehi Beg,
Latifi, and Asik Celebi acknowledged Mihri’s poetic talent, yet generally preferred to interpret her
work primarily through the lens of her female identity. This demonstrates that, in the Ottoman
understanding of poetry, a woman poet’s art was evaluated not solely according to aesthetic criteria,
but also in relation to morality, chastity, privacy, and gender norms. Nevertheless, the positive
emphasis placed on Mihri’s chastity in these sources, together with the appreciation of her poetic
achievement through a formulation resembling “a lioness is also a lion,” reveals her exceptional
status within her historical period. Mihri Hatun was therefore an important literary figure who both
remained connected to the poetic norms of her age and established a distinctive place for herself as
a woman poet within those norms.

Love in Mihri Hatun’s poetry is structured around the fundamental concepts of classical
divan poetry: longing, separation, fidelity, suffering, rivalry, the desire for union, and submission to
the beloved. Yet her discourse on love cannot be reduced to a mere repetition of established
conventions. She presents love at times as a deepening anguish nourished by separation, at times as
direct reproach addressed to the beloved, and at other times as an experience intertwined with human
desire and emotional courage. Her direct address to the beloved, as in the ghazal with the refrain “do
not go, come back,” and her boldness in articulating love demonstrate a conscious poetic stance.
From this perspective, Mihri’s love is not passive waiting. It emerges as the identity of a lover who
expresses her emotions, feels jealousy, reproaches, desires, and defends her own emotional truth.

The association of Mihri Hatun with figures such as Hatemi, iskender, and Necati also
demonstrates her influence within literary circles and her connections with the poetic assemblies of
the period. However, the fact that these relationships occasionally became the subject of rumours
and moral commentary in the tezkires reveals that the literary activities of women poets were
evaluated within a narrower sphere of social control than those of male poets. Discourses centred on

Turkish Studies — Language and Literature, 21(3)



To Be or Not to Be a Female Poet in the Ottoman Empire: Mihrl Hatun 6399

love, the beloved, union, and desire, which male poets employed freely, were discussed in relation
to chastity and female identity when used by Mihri. This approach, in fact, renders her poetry even
more significant. By employing the conventional language of poetry, she did not merely make an
aesthetic choice; she also demonstrated that a woman poet possessed the right to speak through this
language.

In the early Ottoman period, “to be or not to be a woman poet” may not have been the only
question, but it was unquestionably a significant issue in itself. The difficulties and unconventional
characteristics associated with being a woman poet constitute a field sufficiently broad to open new
avenues of research. Studies focusing on emotional experience, beyond questions of language,
expression, and representation, appear to remain limited.

Mihri Hatun is one of the earliest and most powerful representatives of female poetic identity
in classical Ottoman poetry. Although her poems are connected with the shared metaphorical world
of divan literature, they also possess an original discourse that renders female sensitivity, individual
courage, and artistic self-awareness visible. Mihri remained within the boundaries of a male-
dominated poetic tradition, yet succeeded in expanding those boundaries through her own voice. Her
literary personality should therefore be evaluated by considering the aesthetic structure of classical
poetry, perceptions of women in Ottoman society, and the conventional interpretations of the
biographical tradition. Such an approach makes it possible to position Mihri Hatun not merely as a
“woman poet,” but as a powerful, self-aware, and authentic poet within classical Turkish literature.
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Osmanh’da “Kadin Sair Olmak ya da Olmamak”: Mihri Hatun

Giris

Sanat, deger gordiigli toplumlarda gelisir. Sanatci da himaye edildigi, degerinin bilindigi
toplumlarda daha saglikli sanat eserleri meydana getirir. Bu baglamda sanat-donem ve sanatgi-
toplum arasinda ciddi bir iligski vardir. Sanat ve sanat¢inin konumu agisindan Osmanli Devleti, cok
boyutlu ve ¢ok katmanli bir laboratuvar mesabesindedir. Osmanli’da birbirinden farkli pek ¢ok sanat
daliyla ugrasilsa da iki sanat gesidi daima daha agir basmistir. Bunlardan birincisi “edebiyat /siir”
digeri ise mimaridir. Hat, ebru, musiki, minyatiir, ¢ini vb. sanatlar giinliik hayat i¢inde kendine yer
bulmussa da “siir” kadar 6ne ¢ikabilme imkanina sahip olamamistir. Bu perspektiften bakildiginda
Walter G. Andrews’un “Siirin Sesi, Toplumun Sarkis1”* tanimlamasi oldukc¢a yerinde bir tanimladir.
Unlii eserinde Andrews, adeta Osmanli toplumunun ve siirinin fotografin1 ¢eker. Edebi metinler
tizerinden toplumun ve déneme hakim zihniyetin haritasini ¢ikarir.

Edebi metinler, yazildiklar1 dénemden, toplumdan ve edebi zihniyetten soyutlanarak
degerlendirilemez. Her metin, az ya da ¢ok iiretildikleri ortamdan etkilenir; o devrin renginden,
sesinden izler tasir. Bu durum, tipki bir nehrin gectigi yerlerden bir seyler tasiyarak bereketli ovalar
olusturmasina benzer. Sanatsal bir arag olarak dil, toplumun gegmis birikiminden yararlanarak giiclii
iiriinlerin ortaya ¢ikmasina yardimci olur. Edebiyat, dille ile yapilan bir sanat oldugundan bu noktada
Osmanli’da siir dili oldukga dikkat ¢ekicidir. Sadece ediplerin degil, diger sanatcilarin da bu sahada
varlik gostermesi Osmanli’da biraz daha spesifiktir. Edebi ortamin olusmasini saglayan meclisler,
cogunlukla baskentte yahut sehzadelerin yetistigi sancaklarda yapildigindan diger sehirlerde
yasamak cok ciddi bir dezavantajdir. Bu baglamda sanatin ve sanat¢inin himayesi, donemin sartlari
bakimindan hayati derecede Onemlidir. Zira sanatci, korunup kollandiginda himaye edildigi
toplumda nesviinema bulur. Inalcik’in Osmanli’daki “sanat ve iktidar iliskisi”ne yakindan baktigi
eseri “Sair ve Patron” bu konuda yazilms ilging arastirmalardan biridir. Inalcik’a gore yiiksek bir
kiiltiir insas1 ancak hiikiimdar sayesinde miimkiin olabilir. Inalcik, ancak sanattan anlayan bir
hiikiimdar, sanatin ve sanat¢inin hamisi olabilir. Aksi halde bu miimkiin degildir. Medici Ailesi’nin
Italya’da sanat ve bilim diinyasina yaptiklar1 katkilara deginen Inalcik, bunun ancak himaye
kiiltiiriiyle miimkiin olabilecegine dikkat ¢ceker. Osmanli Devleti’nde basta Sultanlar olmak iizere
biirokrasideki hemen her devlet adaminin sair/sanat¢i olmasi, bu bakimdan biiylik bir sanstir.
Osmanli’da kendileri de “divan” sahibi sair sultanlar, klasik edebiyat sahasinda biiyilik sairlerin
yetismesinde pay sahibi olmuslardir (Inalcik, 2003). Sair sultanlar, saraydaki siir meclislerinde siir
okumus, devrin biiylk sairleriyle musahabe ederek onlar1 bizzat korumuslardir. Osmanli’nin

*Siirin Sesi, Toplumun Sarkisi, Andrews 'un Divan siirine iliskin yeni tezleri one stirdiigii, Osmanl toplum ve
kiiltiiriinii yeniden yorumlamaya ve sanat eserlerinden yola ¢ikarak bir kiiltiriin nasil yeniden insa
edilebilecegini gostermeye ¢alistig iinlii monografisidir. Eserde yazar, Osmanli toplumundaki ¢gesitli yapilari,
siir gelenegi iizerinden inceler. Andrews’a gore, tasavvuf- din- iktidar iligkileriyle duygusal ritiieller “Osmanl
Siiri ’ni iyi yorumlamakla anlasilabiliv (Andrews, 2014).
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baskentleri bu bakimdan sanat ve sanatc¢i i¢in ciddi imkanlara sahiptir. Merkezden uzaklastik¢a bu
durum sanatin ve sanat¢inin aleyhine olur. Lakin teamiiller geregi Osmanli sehzadeleri yetistirilmek
iizere gonderildikleri sancaklarda — dogal olarak sancaklar ayni1 zamanda birer kiiltiir merkezidir-
Sultan’in Osmanli Sarayi’nda yaptig1 himayenin bir benzerini bu merkezlerde yaparak sanatgilari
korur, kollarlar. Bu gelenek, merkezden uzak pek c¢ok sairin/sanat¢inin sanatiyla bugiine kadar
ulagmasini saglamistir.

Sanat¢1, Osmanli’da her bakimdan “prestijli bir statiiye” sahiptir. Bu bakimdan, sanat
alaninda maharet gosterip “gdzde” bir sanat¢r olmak mihimdir. Siir sahasindaki maharetlerini
gosterme, siir sOyleme ve iin kazanmak i¢in Osmanli’daki “suara meclisleri” sairler i¢in bulunmaz
bir firsattir. Sanatin iiretildigi ve paylasildigi edebi muhitler® (meclisler), usta-girak iliskileri kadar,
sair-patron iligkilerini de etkiler. Bu meclislere girebilmek dogal olarak pek kolay degildir. Maharet
kadar, patrona yakinlik da gerektirir. Ataerkil bir toplum yapisina sahip olan Osmanli’da kadinin yeri
bellidir. Boyle bir sosyolojiye sahip olan bir toplumda “kadin sair/sanat¢i”nin varligi, basl basina
bir degerdir. Bu konuda teferruath ¢aligmalara bakilabilir (Cunbur, 2011; Kiziltan, 1994). Osmanl
kroniklerinde ve edebi metinlerde kadin kimligi, toplumsal cinsiyet, dini, efsanevi ve mitolojik
temsiller araciligiyla ¢ok yonli bigimde tahlil edilmistir. Bu ¢6ziimlemeler, kadinin edebiyattaki
varligini hem kuramsal hem de anlat1 diizeyinde ele alarak, tarihsel ve kiiltiirel baglamda yeniden
yorumlanmasina olanak saglamistir (Golli S. — Kilig, 225). Dogrudan bu ¢alismanin konusu olmasa
da kadinin Osmanli toplumu ile klasik siirdeki yerine bakildiginda, tartismali pek ¢ok boyutla
karsilagilabilir (Cetinkaya, 2008).

Bu pencereden bakildiginda Osmanli siir meclislerine giren, siir sdyleyen ve “ben de varim”
diyen kadinlar elbette yok degildir. Ancak bu say1 olduk¢a azdir. 20. ylizyila kadar 90 civar1 kadin
sairden bahsedilse de hakkinda bilgi verilenlerin sayis1 38 olarak tespit edilmistir akt. (Kutlar Oguz,
2024). Sanat bakimindan hayatin en aktif alanlar1 olan “suara meclisleri”nde boy gosteren, bu edebi
mekteplerin miidavimi olan kadin sairlerden biri de Mihri Hatun’dur.

Tezkireler Isiginda Mihri Hatun

Mihri Hatun, Osmanli’da segkin sinifa sahip bir aileye mensup* olmanin imkanlarim da
kullanarak Osmanli’da siir sahasinda iin sahibi olmay1 basarmistir. Yalginkaya gore, bir kadinin
Osmanl siir geleneginde sair olarak sivrilebilmesi igin kiiltiirel zemininin saglam olmasi, kiltiirli
bir aileden gelmesi gerekir. Bakildiginda kadin sairlerin hemen hepsinin babalar1 devletin yonetici,
ordu ya da ulema sinifina mensup egitimli kisilerdir. Cogu edebiyat egitimi ve kiiltiiriinii aile
cevrelerinden almislardir, hatta ailelerinde sairler vardir. Ozel egitim gorme imkanma sahip
olmuslar, 6zel dersler almiglardir. (Yalginkaya, 2012).

15.yiizyilin sonlari, 16. ylizyilin basinda yasayan Mihri Hatun, kadin bir sair olarak “eril
dili’n hakim oldugu Osmanli siirinde hakli bir tine sahiptir. Divan sahibi olan Mihri Hatun, Osmanh
sehzadelerinin yetistigi Amasya’da varlik gostermis bir sahsiyettir. Amasya, kiigiik bir sehir
olmasina ragmen donem itibariyla sahip oldugu “sancaklik” 6zelliginden dolayi bir ilim ve kiiltiir
merkezidir. Bu bakimdan sanatgi ve bilim insanlarinin korundugu bir yerdir. Miistakbel sultan aday1
sehzadenin himayesinde olmak, burada tesekkiil eden suara meclislerine katilmak bir sanatci1 igin iyi
bir talihtir. Siirlerinden ve donemin kroniklerinden anlasildig: iizere Mihri Hatun, iyi bir egitim
gormiistiir. Mihri Hatun iizerine galismalar yapan Ipekten, Onun &nce II. Bayezid’in, ardindan oglu
Sehzade Ahmed’in Amasya valiligi sirasinda bu sehirde sehzade sarayi etrafinda tesekkiil eden edebi
muhite girdigini ve yazdig1 siirlerle dikkat cektigini ifade eder (Ipekten, 1996). Osmanli sairleri
hakkinda birincil kaynak olma &zelligi tastyan tezkirelerde Mihri Hatun igin de bilgiler mevcuttur.
Tezkirelerde de Osmanli siirinin daha “eril bir dile” sahip oldugunu goriiriiz. Morkog, eril dil

3 Genis igin bkz. Ipekten, H. (1996). Divan Edebiyatinda Edebi Muhitler. Istanbul: MEB Yay
# Ismail E. Eriinsal (2020), Mihri Hatun, TDV Islam Ansiklopedisi C.30, s37-38.
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konunda kadina 6zel bir alan acar. Bu baglamda dil ve siir kurgusunda klasik siirin sinirliligina vurgu
yapar (Morkog, 2017). Kutlar Oguz, tezkirecilerin sadece biyografik bilgi vermedigini, bazen
kendilerine 6zgii bir elestiri ve degerlendirme iislubu da gelistirdiklerini ifade eder. Kutlar Oguz,
tezkirecilerin kimi zaman kadin sairlerle ilgili degerlendirme yaparken satir alarinda ve alt metinlerde
olumsuz vurgularda bulunduklarina dikkat ¢eker. Bunu durumu, kadinlarmm sosyal hayattaki
konumlariyla tezkireciler i¢in “aligilmamis bir olgu” olmasina baglar (Kutlar Oguz, 2024). Osmanh
toplumunda kadinlarin 6zne degil, nesne olmalar1 da igin bir bagka boyutunu olusturmaktadir.

[ffet sahibi bir Osmanl kadin1 olarak Mihri Hatun, kullandi1 dil ve iisluptan dolay1 “haksiz
bir elestiri”’ye maruz kalmistir. Halbuki O’nun siiri, geleneksel Osmanli siirinin dilidir. Klasik siire
ait mazmunlar1 ve “sevgili” tipini benimsedigi i¢in tuhaf karsilanmis ve tenkit edilmistir. Aslinda
Mihri Hatun’un yaptig1 tek sey “gelenegi” devam ettirmektir; fakat siir dili “erkek sesli” oldugundan
bu durum garipsenmistir. Sanat s6z konusu oldugunda siirdeki mesruiyet, kadin veya erkek kimligi
iizerinden degil, “sairlik kimligi” {izerinden yapilir. Ancak Osmanli’da kadin bir sair, aym dili
kullandiginda, bu durum saskinlikla karsilanmis ve elestiri i¢in bir argiiman olarak kullanilmistir.
Sair kimligi {izerinden yapilacak degerlendirmelerde Mihri’nin giiglii bir kimlik ve kisilik tasidigt
goriilecektir. Mihri’nin ¢agdasi sairler, Necati ve Makamt ile yaptig1 siir miilahazalar1 kimi zaman
kendisini zor durumda birakmus, bu sebeple nahos tenkitlere maruz kalmustir. Islami kiiltiiriin sosyal
hayata yansiyan boyutuyla “daha az goriiniir olan kadin”m Mihri gibi 6rnekler {izerinden goriiniir
olmasi, bir sair/sanat¢1 olarak meclise girmesi her bakimdan kiymetlidir. Bu konuda agir1 yorumdan
kacinmak, dénemi ve toplumu dogru okumak gerekir. Zira ayni yiizyilda diger cografyalarda da
durum ¢ok farkli degildir. Ronesnas sonrasinda Avrupa’da birka¢ kadin sanat¢i ismine ancak
rastlanir. Bu durum, sadece Osmanli toplumuna 06zgii olmayip hemen hemen biitiin diinyada
benzerdir. Bu baglamda oryantalist, tek yonlii ve s1g tahlillerden uzak kalarak sosyolojik derinligi
olan elestiri ve degerlendirmelere itibar etmek icap eder. Bu minvalde tezkirelere bakildiginda farkli
bilgi ve yorumlara ulagilir. Sehi Beg “Amasiyyelidiir, hos-tab‘hatundur. Merhum Sultan Selim’e ve
Sultan Ahmed’e nice kasideler ve gazeller vermistir. Es‘ar1 halk iginde meshur ve gazeliyyati ehl-i
dil-i yaran arasinda mezktrdur” (Ipekten, 2017) diyerek sair hakkindaki kanaatini ortaya koyar.
Latifi ise “nefs-i Amasyadan Belayi tahallus ider bir kadinui kizi1 idi. Tabakat-1 suarada riitbesi bi-
kadr {i paye ve maye-i ma‘rifetde kemmaye degil idi. Tab‘-1 suhan-arasi giilgline-i nazm-1 rengin ile
messata-i ‘arfis-1 hiisn-i makal ve ziynetger-i bikr-i fikr-i hayal idi. Egerci isve-i es'ar1 zenane ve
sive-i giiftar1 mii’ennesanediir amma cihet-i stiz u giiddzda ‘asikdne ve beyan-1 sevk u niyazda
merdanediir ne muhannesanediir” (Camim, 2018, s. 496) diyerek sair Mihri Hatun hakkinda
hakkaniyetli bir degerlendirmede bulunur. Asik Celebi, “Eger¢i zendiir amma ol na-merd nige merd-
1 meydana ciifte-zendiir” (Kilig, 2018, s. 355-356) yorumuyla Mihri Hatun’un kadinlik kimligine
vurgu yapar. Tezkireciler, elestirilere ragmen Mihri Hatun’un iffeti konusunda kimsenin siiphesi
bulunmadigimi da kaydederler. Asik Celebi bunu “nice talipleri var iken kimsenin ondan murat
almadigin1 ve diinyaya kiz gelip kiz gittigi” ifadesiyle bunu pekistirmektedir. Asik Celebi, onun
siirinden bahsederken su ifadelere yer verir: “Giizeller vasfinda olan hiisn si‘rlerde Yisuf kizlig1
vaki' olup bikr ma‘nalara rical-i su‘ara ag yirerken ol ‘avretlige ucuz diisiirmigdiir.” Yani, siirlerinde
Yusuf gibi bir iffet sembolii olurken, erkek sairlerin ulasamadig1 bakir anlamlar1 o kadinhgiyla
kolayca elde etmistir, yorumunu yapar. "Egerci es arinda na-mahrem sozler bulinur, 1akin ol hayz-1
rical kabilindendiir” ifadesiyle de “her ne kadar siirlerinde mahrem olmayan (agik ve ciiretkar) sdzler
bulunsa da bunlar siirdeki erkeklik tarzindandir, kadinca bir tagkinlik veya bayagilik degildir
demektedir. Siirinde namahrem, ciiretli ifadeler varsa da bu kadinlik vasfi i¢in bir ay1p degil, erkek
sairlerin kullandig1 edebi cesaret cinsinden ve gelenege uygundur” degerlendirmesini yapar. Asik
Celebi devamla “ve nazih edalar goriliir, ol eserden mii’essire istidlal kismindandur." diyerek
Mihri’nin siirinde cilveli tavirlar goriilse de bunlar etkileyici bir iislup arayisindan kaynaklandigini
soyler. "Ve bi’l-ciimle algak degiil, si‘ri miyanediir" tespitiyle ‘siirinin diisiik seviyeli degil, orta
derecede bir siir’ olduguna vurgu yapar. "Ve yazisi kiz naksi ve insasi riispiyanediir” yorumu,
yazisinin zarif; tislubunun ise cilveli, siislii, hatta disil bir hava tasidigini ima eder. Asik Celebi,
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"erkek arslan arslan, disi arslan arslan degiil mi diyii sahid-bazlikdan hali degiil imis" (Kilig, 2018)
hiikmiiyle Mihri’nin kadin olsa da erkek sairlerden geri kalmadigini 6ne siirmiis olur. Baska bir
ifadeyle “aslanin disisi de aslandir” beyaniyla sair Mihr1’nin hakkini teslim eder.

Tezkireler 1s18inda Mihri Hatun’un sanatina bakildiginda; Onun ince zekasini, zarafetini,
edebi kudretini ve kadin kimligiyle sanat arasinda kurdugu denge daha iyi anlagilir. Eril dilin hakim
oldugu siirde, donemin erkek bakis agisiyla tezkireciler, Mihri’nin “kadinsi cilveleri” siirine kattigin
ima ederler. Burada belki kurtarici1 ifade “aslanin disisi de aslandir” benzetmesidir. Bu dénemde
biirokratik hayatin meydana getirdigi Osmanli entelijansiyasinin bakis acisiyla halkin bakis agisinin
birbirinden farkli oldugu muhakkaktir. Mihri’nin dedesi Halveti seyhi, babasi ise bir kadidir. Bu
nokta-i nazardan yapilacak degerlendirmede aslinda eril dile ragmen kadinin sosyal hayatin i¢inde
kendine zor da olsa yer buldugu kanaati hasil olacaktir. Lakin tezkirelere yansiyan sdylentilerden de
anlagsilacag lizere geleneksel toplum yapisi, kadin ve erkek kimlikleri bakimindan yeteri olgunluga
sahip degildir. Her seye ragmen eril edebiyat ortaminda kendine yer agan, kadin kimligiyle sanat
arasindaki dengeyi iyi kuran, 6zgiin siiri ve ciiretkar tarziyla higbir zaman siradan olmayan Mihri
Hatun hem zarif hem giiclii bir kimlik ve kisilige sahiptir.

Namus Sisesini Tasa Calmak yahut Iffetin Oteki Yiizii

Toplumun her katmaninda eril dilin belirleyici otorite konumunda bulundugu Osmanli’da,
kadin mahremiyetine yonelik hassasiyetin yiiksek oldugu herkesce malumdur. Boyle bir ortamda
kadin sairlerin yazdiklar1 ve yaptiklari daima gz Oniinde olacaktir. Bu durum sanat ve edebiyat
sahasi i¢in de gecerlidir. Kadin bir sairin duygularini bir erkek gibi yansitmasi, suh ve pervasizca
davranmasi beklenemez. Erkek sairin ciiretiyle ilgili bir smir yokken® kadin sairler i¢in “mutedil”
olmasini beklemek, ona sinirlar ¢izmek nasil bir tutumdur? Bu tavir ve bakis agis1 bugiin igin
tartigma, diin i¢in bir dilemma 6rnegidir. Erkek sairler duygu durumlarini zarif, eglenceli hatta
hedonist bir estetikle harmanlarken kadin bir sairin siirinde “bilinen bir erkek adi” gegtiginde bile
“iffet” giindeme gelebilmektedir. Bu ¢ifte standart, Mihri Hatun’da “pasif bir direnis”’e doniismiis ve
durumu “namus sisesini tasa ¢almak” deyimiyle ifade etmeyi tercih etmigtir. Mihri Hatun bir
gazelinde, “Dil sakladigi sise-i ari tasa cand / Hengame-i askunda ¢alayin mi ne dirsin” (Gazel
127/2) beytiyle soz sultanligindaki ciiretini ortaya koymus, “elalem ne der”i hige saymistir. Mihri
Hatun, bir kadi kizidir ve siir meclislerinde rahat¢a kendine yer bulmustur. Muhtemeldir ki, bu
cesareti gostermede onun seckin bir aileye mensup olmasinin da pay1 vardir. Aksi halde bir kadinin
donem itibariyle boyle bir ¢ikis yapmasi pek ihtimal dahilinde degildir. Mihri, ¢agdasi sairlere
ozellikle de Necati’ye nazireler yazmustir. Nazire yazmak, klasik siir geleneginin bilinen bir
ozelligidir. Mihri icin erkek bir sairin siirine nazire yazmak, onun edebi kimligini mesrulastiran bir
referanstir. Bu durum, kadin sairlerin hem sanatsal goriiniirliikklerini artirmalarina hem de erkek
egemen edebi ¢evrelere kontrollii bir bigimde dahil olmalarina imkan tanimaistir.

Mihri*nin “Asikisan 15k yolinda saklama némiis u ‘ar / Cehd idiip bu yolda cdn vir yohsa
elden gitdi yar” (G. 43/1) beyti, iffet kaygisin bir kenara birakarak, ask ugruna her seyi goze almayi
onceler. Bu sdylem, kadinin duygusuyla -kalemiyle- toplumsal yap1 i¢indeki yerine vurgu yapan
ilging bir tespittir. Mihri’nin divaninda yer alan ve esasinda klasik sairlerin nerdeyse tamaminin
kullandig1 bir isimden- iskender- dolay1 kendisi dedikodularmn odagi olmustur. Klasik siirde
kendisine atfedilen ayna, sedd ve arayip da bulamadigi &db-1 hayat konusu oldugunda akla kisi
Iskender’dir. Ozellikle kaside ve mesnevilerde Iskender'in soylulugu, giicii, gayreti, bilgisi, adaleti
gibi tiirlii vasiflar1 da sairlerin beyitlerinde sikca islenmistir (Avci, 2014). Tipki diger sairler gibi
Mihri de siirlerinde Iskender adina yer vermistir. Ancak yasadigi désnemde Sinan Pasa’nin oglu olan

5> Enderunlu Fazl ve Siinbiilzade Vehbi’nin eserleri bu baglamda oldukga dikkat ¢ekicidir.
¢ Secilen Beyitler Mehmet Aslan’nin hazirladigi “Mihri Hatun Divani”’ndan almmustir.

www.turkishstudies.net/language



6404 Salih Ugak

Iskender Celebi’nin Amasya’da olmasi, siir meclislerine onun da katilmasi dolayisiyla bu durum,
ikisi arasindaki bir muasakaya yorumlanmistir. Bu yorum i¢in bagvurulan siir su sekildedir:

Bir zemdn sehr-i Amasiyyede Iskenderidiin /Hizir-ves db-1 haydt isteyene rehber idiin

Hublar i¢re sanemad sen dahi bir server idiin / Yiiri sahum yiiri ismarladun Allah’a seni

Klasik siirin kendine 6zgii bir dili ve diinyasi vardir. Seyhiilislam sairler nasil ki sakinmadan
ve yanlis anlasilacagini hi¢ diisiinmeden pek ¢ok imaj ve imgeyi kullanmislarsa, kadin sairlerin de
“bir sair” olarak pekala boyle bir dil kullanmislardir. Bu nedenle Mihri veya baska bir kadin sair igin
yapilacak degerlendirmelerin kisisellestirilmeden klasik siir diinyasina gére yorumlamasinda yarar
vardir. Aksi halde, devir, zihniyet ve dil anlayisi1 goz ardi edildiginden hata yapilmis olur.

Mihri Hatun’un Divani’nda adi gecen sahsiyetlerden biri olan Hatemi, asil adiyla Miieyyed-
zade Abdurrahman Celebi’dir. Miieyyed-zade, II. Bayezid devrinin taninmig alim ve sairlerinden
biridir. Arapga, Farsca ve Tiirkge siirler yazan sair Hatemi’nin, ilmi ve edebi ¢evrelerde entelektiiel
kimligiyle bilindigi anlasilmaktadir. Mihri Hatun ile Hatemi arasindaki miinasebet ise yalnizca
biyografik bir yakinlik olarak degil, aym zamanda siirler iizerinden takip edilebilen edebi ve
duygusal bir iliski zemini olarak degerlendirilmektedir. Ozellikle Asik Celebi’nin naklettigi bu ask
macerasi, her iki sairin ayn1 ¢evrede bulunmalar1 ve donemin edebi meclislerine katilmis olmalart
dolayisiyla “acaba” dogru mu sorularimi beraberinde getirmistir. Bu merak ve agkin izleri sairin
siirlerinde goriilmeye calisilmistir.

Mihri Hatun’un Hatemi’ye yazdig1 anlasilan gazelde kullandig1 ifadeler, onun bu isme kars1
duydugu hayranhg acikca ortaya koymaktadir. “Geldi ¢iin garrd gazeller bize ol candndan / Isd-ves
irdi nefes ben miirde cisme candan” (G. 133/1) beytinde Hatemi’den gelen gazellerin, 6lii bedene
can veren Hz. Isa nefesi gibi algilandig1 goriilmektedir. Bu benzetme, yalmzca siirsel bir ovgii degil,
ayn1 zamanda Hatemi’nin Mihri izerindeki duygusal etkisini de gosterir. Sair, Hitemi’nin siirini Hz.
Isa’nin mucizesine telmihte bulunarak can verici, diriltici olarak yorumlar. Gazelin devaminda yer
alan “Siiphesiiz nd-dan u ebter ciliif ii bi-idrakdur / Ehl-i §i’r i¢re seni yeg gormeyen Selmdndan”
(G. 133/6) ifadesi ise Hatemi’nin sairlik kudretini yiiceltir. Bu beyitlerde ask, dogrudan diinyevi bir
arzu biciminde degil, siir, s6z ve sanat hayranlig1 lizerinden kurulan estetik bir yakinlik olarak
okunabilir.

Ancak Mihri Hatun’un Hatemi’ye yonelik sdylemi yalnizca bu hayranlikla sinirli degildir.
Ayni gazelin mahlas beytindeki “Sen yalandan Hdtemi dsik gegersin Mihriye / Siimme va’llahi seni
Mihrt yig sever oglandan” (G. 133/7) soylemi, muasakanin tek tarafli, sitem ve duygusal kirginlik
boyutunu agik¢a ortaya koyar. Mihri, Hatemi’nin kendisine “4sik ge¢indigini”, yani ask iddiasinda
bulundugunu; fakat asil sevenin kendisi oldugunu ifade eder. Bu soyleyis, divan edebiyati gelenegi
icinde oldukea dikkat ¢ekicidir. Ciinkii kadin bir sairin askini bu suhlukta dile getirmesi, sevgiliye
sitem etmesi ve ask iddiasini bizzat sahiplenmesi, Mihri Hatun’un siirindeki bireysel ve cesur tavri
gostermektedir. Bu beyitte ask, karsilikli oldugu iddia edilen fakat sairin goziinde samimiyeti
sorgulanan bir muasaka haline gelir. Hatemi’nin agki goriiniiste, Mihri’nin agki ise hakiki ve icten
olarak sunulur.

Ask, yalnizca ayrilikta yiicelen bir duygu degildir; sevgiliye kavugma arzusu, agkin en dogal
ve en giiclii boyutlarindan biridir. Dolayisiyla Hatem1’ye yonelik agsk hem siirsel hayranligi hem

duygusal bagliligi hem de vuslat arzusunu ig¢inde barmdiran ¢ok katmanli bir tecriibe olarak
degerlendirilebilir.

Mihri Hatun ile Miieyyed-zade/Hatemi ve Iskender arasindaki ask, yalnizca kisisel bir géniil
iligkisi olarak degil, divan edebiyatinin ask dili i¢inde bigimlenen edebi, sosyal ve duygusal bir
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miinasebet olarak aciklanabilir. Mihri, Hatemi’yi hem gii¢lii bir sair hem de canlandirici bir sevgili
figiirii olarak konumlandirir; fakat onun agkindaki samimiyeti sorgular ve asil sevenin kendisi
oldugunu vurgular. Bu yoniiyle Mihri’nin sdylemi, dénemin kadin sairleri i¢inde oldukca cesur ve
Ozglindiir. O, sevgili karsisinda aci ¢eken, aglayan ve caresiz kalan klasik asik tipini temsil ederken;
ayni zamanda askini agik¢a ilan eden, sevgiliye sitem eden ve kendi duygusal hakikatini savunan
giiclii bir kadin sair kimligi ortaya koyar. Bu konuda Goniil Ayan’in makalesine bakilabilir. Ayan,
donem ve zihniyet agisindan Osmanlinin olgunluguna ve anlayisina 6zelde vurguda bulunur (Ayan,
1989).Kadimin sosyal ve edebi hayattaki statiisii bu baglamda yeniden yorumlanabilir. Yilmaz
calismasinda, kadinlarin tarihsel siire¢ i¢inde toplumsal haklarin1 kazandiklar 6l¢iide, hayatin diger
alanlarinda oldugu gibi sanatta da varlik gosterebildiklerine dikkat ceker (Yilmaz, 2012).

Mihri’nin Siirlerinde Askin Tezahiirii

Mihri Hatun, siirlerinde agki hem geleneksel mazmunlar gercevesinde ele almis; hem de
otantik davranarak, kadin sair kimligini ve duygusal cesaretini gostermekten ¢ekinmemistir. Onun
beyitlerinde ask; hasret, ayrilik, vefa, kiskanglik, teslimiyet, arzu ve ¢ile gibi ¢cok katmanli anlamlar
etrafinda sekillenmistir. Askin terenniimii ve tezahiirii klasik siirde benzer sekildedir. Mihri
Hatun’un ask anlayisi1 klasik divan siirinin genel kabulleriyle uyumlu goriinmekle birlikte, 6zellikle
sOyleyisindeki cesaret, sevgiliye yonelttigi dogrudan hitaplar ve kadin bir sair kimligiyle duygu
diinyasini1 goriiniir kilmas1 bakimindan dikkat ¢ekici bir 6zgiinliik tagimaktadir. Mihri i¢in ask hem
yikict hem de kimlik kazandirici bir olgudur; gazellerinde goriildiigii lizere asik bu yolda ac1 ¢eker,
yanar, ah eder; ancak askindan vazgecmez.

Mihri Hatun’un siirlerinde agkin en belirgin yonlerinden biri, ds181in sevgili karsisindaki
mutlak teslimiyetidir. “Cesmi dir imis Mihri canun kiluram yagma / Itsiin ideriiz gayet hey biz bu
ziydndan haz” (G.72/5) beytinde sevgilinin gozlerinin as181in canini yagmalayacagi sdylenir; ancak
asik bu zarardan sikayet etmez, aksine bu zarardan haz duydugunu ifade eder. Bu soyleyis, divan
siirindeki klasik 4sik tipinin temel 6zellikleriyle birebir uyumludur. Asik igin sevgiliden gelen eziyet,
aslinda bir liituf kabul edilir. Sevgilinin yan bakisi- gamzesi- 6ldiiriicii, yaralayici ve yagmalayicidir;
fakat asik bu yikimi agka dahil olan dogal bir hal olarak goriir ve bu ilgiden memnun olur. Klasik
sairin ask anlayisinda ac1 ¢ekmek, askin olmazsa olmaz tamamlayici unsuru olarak goriiliir. Bu
anlayis, “Kahrun cihdnda ben goriirem lutfuni rakib / Oldiirmekise ‘asiki hey bi-vefd yeter” (G.47/4)
beytinde daha belirgin hale gelir. Burada klasik siir anlayigina uygun olarak sevgilinin kahr1 4s18a,
liitfu ise rakibe yonelmistir. Bu durum asik i¢in biiyiik bir haksizlik ve 1stirap kaynagidir. Ancak sair,
sevgiliye “bi-vefd” diye seslenirken bile ondan kopamaz. Sevgilinin vefasizligi, Mihri Hatun’un
siirlerinde askin dramatik yapisii giiglendiren temel unsurlardan biridir. Asik, sevgilinin cefasina
maruz kalir; rakip ise sevgilinin yakinligina ve ilgisine kavusur. Bu karsitlik, divan siirinde sikca
rastlanan asik-sevgili-rakip liggenini yansitir. Ancak Mihri Hatun’un sdyleyisinde bu durum yalnizca
kaliplagmig bir mazmun olarak kalmaz; kadinlik hassasiyeti, kisisel bir kirginlik, sitem ve igtenlik
duygusu da tasir.

Mihri Hatun’un ask anlayisinda ayrilik, asigin varligimi kusatan en temel acilardan biridir.
“Dil ne ¢ekmisdiir Ziileyha-ves beld-y1 hicr ile / Eline girince sen yiisuf-1 sani kendiimiin” (G.94/3)
beytinde sair, ayrilik acisin1 Ziilleyha’nin Yusuf’a duydugu ask {izerinden ifade eder. Bu telmih, agkin
yalmzca bireysel degil, aym1 zamanda mitik, ontolojik ve dini-kiiltiirel bir derinlige sahip oldugunu
gosterir. Sevgili “Yusuf-1 sani” olarak yiiceltilir; asik ise Ziileyha gibi sabreden, aci ¢eken ve hasretle
yanan bir figlire doniisiir. Bu noktada Mihri Hatun’un agki, sabir ve bekleyisle sinanan bir baglilik
halini alir. Mihri’nin hi¢ evlenmedigi diisliniiliirse siirde terenniim askin mahiyeti daha ¢cok 6nem
kazanmis olur. Ayrilik karsisindaki bu baglilik, “Cdn vire hicriinde Mihri mihriine terk itmeye /
Ctiriyiip ger hik olursa tistiihdm kendiimiin” (G.94/7) dedigi mahlas beytinde zirveye ulagir. Sair,
ayrilik icinde can verse, bedeni ¢iiriiylip kemikleri topraga karigsa bile sevgilinin sevgisini terk
etmeyecegini sdyler. Ozellikle bu gazelinde aski, dliimle dahi bitmeyen mutlak bir sadakat seklinde
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sunar. Asigm bedeni yok olabilir; fakat aski varligim siirdiirmelidir. Dolayisiyla Mihri Hatun’un
siirlerinde ask, gegici bir heves veya diinyevi bir arzu olmaktan ¢ok, varolussal bir baglilik halindedir.
Asik, sevgiliye duydugu muhabbet ugruna kendini, benligini, bedenini ve huzurunu feda etmeye
hazirdir.

Mihri Hatun’un beyitlerinde agkin sesi bazen ney metaforuyla 6zdeslesir. “Giceler ney gibi
nalan eylerem giindiiz figan / Olmasun bencileyin hali ildhi kimseniin” (G.83/2) beytinde asik,
geceleri ney gibi inledigini, giindiizleri figan ettigini belirtir. Ney imgesi burada oldukca anlamlidir.
Ney, klasik siirde ayriligin, i¢ ¢ekisin ve hasretin semboliidiir. Mihri Hatun, kendi agk acisini ney
sesiyle Ozdeslestirerek askin 1stirabini ses ve imaj olarak yansitir. Bu beyitte ask, yalnizca icte
yasanan sessiz bir duygu degil, gece ve giindiiz devam eden kesintisiz bir feryattir.

Mihri’nin “gitme gel” redifli gazelinde ise ask, ayrilig1 engelleme arzusu etrafinda sekillenir.
“Gitmege ‘azm eylemigsin dh sahum gitme gel / Korkarum kim sana te’sir ide dhum gitme gel”
(G.100/1) beytinde sevgiliye dogrudan seslenilmekte ve gitmemesini ve ondan uzaklagmamasini
istemektedir. Siirde as1gin ahi etkili ve hatta tehlikeli bir gii¢ olarak sunulur. Asik, sevgiliye duydugu
askin ve ¢ektigi acinin onun {izerinde tesir birakabilecegini sdyler. Bu, divan siirinde ahin yakici ve
doniistiiriicii giiciine yapilan klasik bir gondermedir. Inanclara gére asiklarin “ah™ tutar. Mihri,
istemese de bu ahin tutmasindan ¢ekinmektedir. Sairin sdyleyisinde bu hitap oldukea icten ve
yalvaricidir. Sevgiliye “sdhim” denilmesi, onun yiiceltilmis konumunu gdsterirken; “gitme gel”
tekrari, asigin ¢aresizligini ve sevgiliye duydugu askin biiyiikliigiine vurgu yapmis olur. Gazelde
devamla “Gergi kim ‘iskun yolinda ciimri ¢cokdur ‘asikun / Ben seni sevmekden 6zge yok giinahum
gitme gel” (G.100/3) diyen Mihrl Hatun, ask anlayisinin en dikkat ¢ekici ifadelerinden birini kullanir.
Sair burada agki bir “glinah” olarak adlandirsa da bu glinahin 6zii yalnizca sevmektir. Bu sdyleyis,
askin toplumsal ve ahlaki siirlarla gerilimli iligkisini diistindiirir. Mihri Hatun, askini saklamak
yerine dile getirir; hatta bu agki bir sug gibi sunarken bile onu savunur. Onun tek giinah1 sevmektir.
Bu ifade, 6zellikle kadin bir sairin sesiyle dile getirildiginde daha da gii¢lii bir anlam kazanir. Ciinkii
Mihri Hatun, doneminin edebi ve toplumsal kosullar1 iginde kadin sairin agkini agikca ifade
edebilecegini gosteren cesur bir sdylem kurmaktadir.

Divan sairliginin yolu asiklik rol ve hiiviyetini kabullenmekten gectigini sdyleyen Ispirli,
Bu durumun siir vadisinde eserler verenin kadin olmasini hemen hemen imkansiz kildigini ifade
eder. Dile getirilecek ask beseri ise kadin sair, bu vadide eserler vermede pesinen saf dis1 kalacaktir.
Ciinkii kadin, hemen her ¢cagda ve her edebiyatta siirin 6znesi degil nesnesi konumunda oldugunu
dile getirir (Ispirli, 2007).

Rakip s6z konusu oldugunda Mihri Hatun’un ask anlayis1 da diger klasik sairlerde oldugu
gibi kiskanglik tizerinde kurgulanir. “La’l-i ndbindan beni mahrim kilsun razryam / Dek rakibe vasl-
1 hdmindan ‘atd gostermesiin” (G.122/2) beytinde sair, sevgilinin dudagindan mahrum kalmaya raz
oldugunu, fakat rakibe vuslat sofrasindan ihsanda bulunmasina asla raz1 olmayacagim dile getirir.
Asik, kendi mahrumiyetine katlanabilir; ancak rakibin sevgilinin litfuna erismesine tahammiil
etmez, edemez. Bu durum, agkin yalnizca sadakat ve teslimiyet degil, ayn1 zamanda sahiplenme ve
kiskanglik duygulariyla da oriilii oldugunu gosterir. Mihri Hatun’un agki pasif bir bekleyisten ziyade;
sevgili tizerindeki duygusal hak iddiasini da igerir.

Mihri Hatun’un siirlerinde suh ve cesur bulunan bazi ifadeler de s6z konusudur. Bu
beyitlerde beseri askin izleri veya cismani arzuya tekabiil edecek soyleyisler goriiliir. “Bir tabib old:
biziimle yine hem-dem bu gice / Dil-i bimdrumuza eyledi emsen bu gice” (G.146/1) beytinde
“emsem” kelimesinin hem ilag hem de dpiiciik anlamina gelecek sekilde tevriyeli kullanilmasi, Mihri
Hatun’un agki yalnizca soyut ve tasavvufi bir diizlemde degil, beseri bir ¢ercevede de ele aldigin
gosterir. Hasta gonle ilag olan sey, sevgilinin yakinligi ya da dpiiciigiidiir. “Bu gice” redifli gazelinde
yer alan “Firsat el virmisken biise-kenar it / Dayimd girmez ey Mihri ele bu dem bu gice” (G.146/5)
mabhlas beyti ise bu duyguyu ve arzuyu daha da giiglendirir. Sair, firsat varken sevgilinin dudagindan

Turkish Studies — Language and Literature, 21(3)



To Be or Not to Be a Female Poet in the Ottoman Empire: Mihrl Hatun 6407

buse ister; ¢linkii bu an her zaman ele gegmez. Bu sdyleyis, Mihri Hatun’un dénemine gore oldukca
suh ve cesur bir dildir.

Mihri Hatun’un agk anlayisini 6zgiin kilan yonlerden biri de kadin sair kimliginin bilincinde
olmasidir. Tazarrundme’den verilen “Bir mii ennes yig diiriir zihni pdk ola / Bin nmiizekkerden ki na-
ehl ola ” ve “Bir mii ennes yig ki zihni pdk ola / Bin miizekkerden ki bi-idrdk ola” (453-454)
beyitleri, onun yalnizca aski dile getiren bir sair degil, ayn1 zamanda kadin aklin1 ve kadin
yetkinligini savunan bir suur tasidigini gosterir. Bu beyitlerde Mihr? Hatun, kadinlarla ilgili ezberlere
ve geleneksel kabullere kars1 ¢ikar. Ona gore ehil, pak zihinli ve idrak sahibi bir kadin; ehliyetsiz ve
idraksiz bin erkekten iistiindiir. Bu yaklagim, sairin agk s6ylemini de etkiler. Ciinkii Mihri Hatun’un
siirlerinde kadin, yalnizca sevilen ya da suskun kalan bir varlik degil; seven, arzulayan, sitem eden,
kiskanan, sorgulayan ve kendi duygusunu dile getiren aktif bir 6znedir. Bu dogrudan Onun suh ve
cesur olusuyla ilgili bir durum degildir; bu ayn1 zamanda klasik siir anlayisinin bir geregidir.

Ezclimle Mihri Hatun’un siirlerinde ask, ¢cok boyutlu ve gii¢lii bir duygu alani olarak
karsimiza ¢ikar. Bu ask; ayrilikla derinlesen, cefayla sinanan, vefa duygusuyla yiicelen, kiskanglikla
keskinlesen ve arzu ile beseri gergeklik kazanan bir agktir. Mihri Hatun, divan siirinin geleneksel agsk
kaliplarim1 kullanmakla birlikte, bu kaliplarm i¢ine kendi kadin sair sesini, bireysel cesaretini ve
duygusal kimligini de yerlestirmistir. Onun siirlerinde asik, sevgilinin kahrindan haz duyan klasik
divan asigidir; fakat ayn1 zamanda sevdigini agik¢a sdyleyen, rakibe karsi tavir alan, sevgilinin
gitmemesi i¢in yalvaran ve agkini tek “giinah1” olarak ilan eden giiglii bir kadin sairdir. Bu nedenle
Mihri Hatun’un agk anlayisi, hem divan edebiyatinin ortak estetik diinyasina baglidir hem de bu
diinyanin i¢inde kadin duyarligini1 goriiniir kilan otantik bir sestir.

Osmanh Siir Dili ve Mihri’yi Anlamak

Bir  edebi eseri anlamak, anlamlandirmak ve yorumlamak igin s6z konusu eserin
malzemesini tanimak ve bu malzemenin mahiyetini bilmek gerekir. Osmanl siir diline, gelenegine
ve diisiince diinyasina hakim olmadan bu edebiyata ait bir eseri serh ve tahlil etmek pek olasi degildir
(Kuzu, 2016). Islam kiiltiir ve medeniyeti icinde tesekkiil eden Osmanli edebiyatinin kaynaklari,
estetik anlayisi, konulari, bicim ve belagat kaideleri bir biitiin olarak bellidir. Klasik siir gelenegi
icinde yetisen sair, stnirliliklarin farkindadir (Ugak, 2020). Bu bakimdan sair Mihri veya bir baska
kadin sair i¢in de ayn1 kaideler gegerlidir. Gelenegin olusturdugu siirin dili, mazmunlart ve mecaz
diinyas1 kliselesmistir. Dolayisiyla bu gelenek icinde olusturulan bir edebi eseri tahlil edip
yorumlarken yahut sairin dili hakkinda miilahazalarda bulunurken buna dikkat etmek bir
mecburiyettir.

Klasik siirde estetik faaliyetin temeli, zihni faaliyettir ve bu faaliyetin sonucunda sanatg¢imnin
hayal alemi olusur. Sanat¢inin hayal aleminin olusumunda yasadigi ¢evredeki dini ve felsefi
temayiillere dikkat ceken Ozdemir, ayn1 zamanda toplumsal goriislerle daha meydana getirilen
miikemmelliklerin sanatc1 i¢in ilham verici oldugunu sdyler (Ozdemir, 2020). Klasik sair, bilingli bir
eylemle siirin anlamini ¢ok katmanl ve girift bir bigimde olusturmaktadir. Sair, okuru diisiinmeye
ve zihni melekelerini yormaya davet eder. Siir, hemen kendini ele vermez. Bu baglamda klasik sairin
siirde zahirl ve batini manay1 ayni oranda 6nceledigini sdylemek gerekir. Ses, ritim ve sdyleyis kadar
sOylem ve anlam da 6nemlidir. Andrews, Osnmanli siirini anlayabilmek i¢in klasik siir gelenegi ve
estetigi bilmek gerektigini ifade eder (Andrews, 2014). Klasik siir, yoruma agik bir siir oldugundan
bazen -Eco’nun ifasdesiyle- asir1 yoruma sebebiyet vermektedir. Ancak i¢inden ¢iktig1 medeniyet ve
gelenek bilinirse bu asir1 yorumlarin torpiillenme ihtimali de miimkiin olacaktir. Mihri Hatun’un
siirlerinde gecen cesur ve suh ifadelerin bu kapsamda degerlendirilmesi gerekir. Mazmunlar,
mecazlar ve kliselerin siiri olan Osmanli siiri ve sairi bu perspektifle degerlendirilmelidir. Aksi
durumda asir1 yorumlar yahut siirin anlam diinyasina muhalif yorumlarin olmasi kaginilmazdir.
Mihri’nin yetistigi ¢evre ve bu ¢evrenin sair iizerindeki etkisi yadsinamaz. Macit’e gore Osmanl
siiri, Osmanlt sehir kiiltiiriiniin iiriniidiir (Macit, 2023). Bu bakimdan seckin sehir sinifina ait
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siirlerdeki sOylem ve cagrisimlari, bu cergevde okumak icap eder. Kutlar Oguz, bazi tezkirecilerin
kadin sairlerle ilgili 6zensiz ve/ya eksik bilgi vermelerini elestirir. Ozellikle Gelibolulu Ali’nin
tezkiresindeki kimi ifadelerin cinsiyet¢i sOylem olarak degerlendirilebilecegine dikkat ¢eker. Kadin
sairler i¢in kullanilan “Diinyaya kiz geldi kiz gitti” ibaresini bu cinsiyet¢i dilin yansimast olarak
goriir (Kutlar Oguz, 2024). Klasik siirin kendine 6zgii dili, kliseleri ve imgelemiyle var oldugunu,
kadin sairlerin de ayni siir diinyasi iginde yetistigini sdylemek gerekir. Buna ragmen bazi kadin
sairlerin zor durumlarla karsilastigini sdyleyen Kiziltan, Zeynep Hanim’in siir birakmak zorunda
kaldigin bildirir (Kiziltan, 1994). Bu bakimdan toplumun dolaysiyla da tezkirecilerin “kadin sair”
olgusuna hazir olup olmadigi tartisilabilir. Bu tartigma Osmanli ile sinirli olmasa gerek. Bu konuda
spesifik olarak karsilastirmali ¢alismalara ihtiya¢ vardir.

Sonug¢

Mihri Hatun, sadece klasik Osmanli siir gelenegi icinde divani olan bir kadin sair olarak
degil, ayn1 zamanda eril sesin egemen oldugu edebiyat ¢cevrelerinde kendi sesini duyurmay1 basarmis
giiclii bir sair olarak da goriilebilir. Divanina bakildiginda siirleri, klasik siirdeki metaforlar, imgeler,
ifade ve ask anlayisiyla dogrudan ilgili olmakla birlikte, bu gelenek i¢inde bir kadin sairin nasil
goriliniir hale geldigini gostermesi bakimindan da 6zel bir yere sahiptir. Osmanli siir ¢evrelerinde sair
olmak biiylik 6l¢iide erkek kimligiyle 6zdeslestirilmistir; siirdeki ask dili, estetigi ve sdylemi biiyiik
Olciide eril bir bakis agistyla sekillenmistir. Bu nedenle, Mihri Hatun'un siir toplantilarina katilmis
olmasi, erkek sairlerin eserlerine nazire yazmasi, agki/agskini agikca ve cesurca ifade etmesi ve
siirlerindeki bazen suh ve arzulu sdylemi, edebi kisiligini siradan bir kadin sairin Otesine
tasimaktadir.

Mihri Hatun hakkinda tezkirelerde yer alan bilgiler, donemin kadin sairlerine dair algiy1
anlamak agisindan dikkate degerdir. Sehi Beg, Latifi ve Asik Celebi gibi tezkireciler, Mihri'nin siirini
yetenegini kabul ederken, onu genellikle kadin kimligi odaginda yorumlamayi tercih etmislerdir. Bu,
Osmanl siir anlayisinda kadin bir sairin sanatinin sadece estetik kriterlerle degil, ayn1 zamanda
ahlak, iffet, mahremiyet ve cinsiyet normlariyla da baglantili olarak degerlendirildigini
gostermektedir. Buna ragmen, bu tezkirelerde Mihri'nin iffetine yapilan olumlu vurgu ve "disi aslan
da aslandir”" anlayisina yaklasan bir sOylemle sairliginin takdir edilmesi, onu her dénem iginde
istisnai konumunu ortaya koymaktadir. Bu nedenle, Mihri Hatun, hem her donemin edebiyat
normlarina bagli kalan hem de bu normlar i¢inde kadin bir sair olarak kendine 6zgii yer edinen 6nemli
bir sahsiyettir.

Mihri Hatun'un siirlerinde ask, klasik divan siirinin temel kavramlar etrafinda sekillenir:
Ozlem, ayrilik, sadakat, aci, rekabet, birlesme arzusu ve sevgiliye teslimiyet. Ancak agk {izerine her
sOylem sadece gelenegin tekrar1 degildir. Sair, agki bazen ayrilikla beslenen derinlesen bir 1stirap,
bazen sevgiliye yoneltilen agik bir sitem ve bazen de insan arzusu ve duygusal cesaretle i¢ ice gecmis
bir deneyim olarak sunar. "Gitme, gel" redifli gazelde oldugu gibi sevgiliye dogrudan hitap etmesi,
askini ifade etmedeki cesareti, sairin siirdeki suurlu tavrin1 gosterir. Bu agidan Mihri'nin aski pasif
bir bekleyis degil, duygularim1 ifade eden, kiskanan, sitem eden, arzulayan ve kendi gercegini
savunan bir agigin kimligi olarak ortaya ¢ikar.

Mihri Hatun'un Hatemi, Iskender ve Necati gibi isimlerle birlikte amilmasi, edebiyat
cevrelerindeki etkisini ve donemin siir toplantilariyla olan iliskilerini de gostermektedir. Ancak bu
iligkilerin bazen tezkirelerdeki sdylentilere ve ahlaki yorumlara konu olmasi, kadin sairin edebi
faaliyetinin erkek sairlere kiyasla daha dar bir sosyal kontrol alani i¢inde degerlendirildigini ortaya
koymaktadir. Erkek sairler tarafindan o6zgiirce kullanilan agk, sevgili, vuslatve arzu merkezli
sOylemler, Mihri s6z konusu olunca iffet ve kadin kimligiyle iliskilendirilerek tartisilmaktadir. Bu
anlayis, aslinda Mihri'nin siirini daha da anlamli kilmaktadir. Ciinkii geleneksel siir dilini kullanirken
sadece estetik bir se¢im yapmakla kalmamis, ayn1 zamanda bir kadin sairin de bu dilde konusma
hakkina sahip oldugunu gdstermistir.

Turkish Studies — Language and Literature, 21(3)



To Be or Not to Be a Female Poet in the Ottoman Empire: Mihrl Hatun 6409

Erken donem Osmanli’da “kadin sair olmak ya da olmamak™ biitiin mesele olmasa da baslh
basina bir meseledir. Zorluklar ve alisilmisin disinda kendine 6zgii 6zellikleri “kadin sair” olma
olgusu yeni arastimalarin kapilarina agmaya uygun genisliktedir. Dil, ifade ve anlatim disinda
‘duygu’ agirlikli ¢calismalarin eksik oldugu gortilmektedir.

Mihri Hatun, Osmanli klasik siirinde kadin sair kimliginin en erken ve en giglii
temsilcilerinden biridir. Siirleri divan edebiyatinin ortak metaforik diinyasiyla baglantili olsa da
kadin duyarliligini, bireysel cesareti ve sanatsal 6z farkindalig1 goriiniir kilan 6zgiin bir s6ylem tagir.
Mihri, erkek egemen siir geleneginin sinirlart icinde kalmis; ancak kendi sesiyle bu sinirlar
genisletmeyi basarmistir. Bu nedenle, Mihri Hatun'un edebi kisiligi, klasik siirin estetik yapisi,
Osmanl toplumunda kadin algis1 ve biyografik gelenegin kaliplasmis yorumlar: dikkate alinarak
degerlendirilmelidir. Bu yaklasim, Mihri Hatun'u sadece "kadin sair" olarak degil, klasik Tiirk
edebiyati iginde giiclii, bilingli ve otantik bir sair olarak konumlandirmay1 miimkiin kilmaktadir.
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Yazar Katkisi
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