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ABSTRACT

This study explores Islamisrh and Islamic identities through literary representations
of Islamism in Turkey in the last two decades, a period in which Islamism came on
the public agenda through novels, films, music and other artistic productions. My
focus will be in particular :on the Islamic novels of the 1980s and 1990s in order to
elucidate Islamist actors’ perceptions of ‘self” and ‘other’ and of the social milieu in
which they lived. I will note a change in emphasis in Islamic representations and
discourse between the 1980s and 1990s. I will argue that with their didactic and
pedagogical narratives detailing “how Muslims should live in the modern world,’
Islamic novels of 1980s provided Islamists with a meaﬁs to disseminate ideas in
popularized form and to develop life strategies that paved the way for assertive
collective Islamic subjectivity. By contrast, in the 1990s more self-reflexive/self-
exposing novels have emerged in Islamic circles that mirror the questioning of
radical conceptions of the previous decade in Islamic circles. The new Islamic
novels, with their self-reflexive forms and their narratives exploring the inner
conflicts of Islamic actors in the face of changing social relations challenge the
collective definitions of Islamic identity and signify novel practices and

interpretations of Islam.
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KISA OZET

Bu ¢alisma Tiirkiye’de Islamciligin romanlar, filmler ve diger sanatsal {iriinler
yoluyla gﬁndeme geldigi 1980’ler ve 1990’lardaki Islami kimlikleri Islami ¢evrelerde
yazilan romanlar aracilityla incelemeyi amaclamaktadir. Calismada Islami
aktorlerin kendilerini, ‘6teki’ni ve yasadiklan ¢evreyi edebiyat yolL_lyla
anlamlandirma ve betimleme bi¢imlerini inceylemek icin 6zellikle 1980’ler ve
1990°lardaki Islami romanlar iizerinde durulacaktir. Calismanin temel tezi, Islami
kimlik kurgusunda ve séylemde bu iki on yil arasinda 6nemli degisimler oldugudur.
Bu baglamda ‘modern diinyada bir Miisliiman nasil yasamali’ sorusunu didaktik ve
pedagojik bir bicimde anlatan 1980’lerin romanlari, Islame1 aktorlerin fikirlerini
poptiler bir formda yaymalari i¢in 6nemli bir islev gérmustiir. Bu romanlar aym
zamanda kolektif bir Islami kimligin dogmasina yol agacak hayat stratejisinin
gelistirildigi anlatilar sunmaktadir. Buna karsin Islami gevrelerde 1990°larda bir
onceki on yilin radikal soylemlerini sorgulayan elestirel romanlar yazilmaya
baslanmustir. Bu romanlarda Islamci karakterler degisen sosyal ortam ve hayat
algilan 15181nda kendi i¢ ¢atigmalariyla, Islami idealler ve diinyevi arzular arasindaki
bocalamalariyla temsil edilmektedir. Yeni anlatilariyla bu romanlar 1980’lerin
kolektif Islami kimligi sorgulayan ve Islam’a yeni yorumlar getiren degisen Islami

kimlikleri simgelemektedir.
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INTRODUCTION

This study aims to explore Islamism and Islamic identities in Turkey via
an engagement with Islamic literary narratives of the 1980s and 1990s." It is
particularly in the 1980s in Turkey that Islamism made it$ presence well and
truly felt in both public space and in relationship to dominant political struggles,
as its intellectual accounts took a polemical stance on the very legitimacy of the
Kemalist modernizing project in the form of westernization and secularization
and of established traditional Islam. Islamism also came on the public agenda
through the demand of headscarved girls to attend universities and Islamic party
politicsb as well as its cultural products such as films, music and novels.

Islamic groups cah not be conceptualized in a monolithic form in Turkey
in the context of the 1980s. Islamism as a political and social practice involved
(still involves) diverse and multi-layered groups, from radical circles (who reject
Islamic party politics and voice a revolutionary discourse of Islamism), to groups
organized under a political party (different parties of Milli Gorig movement),
members of religious sects (some of whom usually vote for right-wing parties)
and Kurdish Muslims who condemn Turkish nationalism within Turkish Islamist
groups.

However in the politicized context of the 1980s varied Islamic groups
shared a common concern that Turkey (and Muslim world) was loosing its

Islamic essence due to westernization and secularization. As a solution to this

! Many of the main arguments of this study were developed in international workshops on Islam
and public space organized by Niliifer Gole between 2000 and 2002. These workshops were part
of a project exploring Islamic visibilities in three different societies or regions: Turkey, post-
revolutionary Iran and Europe. This project has yielded an edited volume in which an article on
Islamic novels that draws on the concerns of this study will appear. See Cayir (forthcoming) in
N. Gole and L. Amman, eds. (forthcoming).



diagnosis, they often voiced an overlapping discourse with respect to their _
‘demand for the remoralization of public life according to Islamic principles.
Islam in various Islamic texts of the period was reinterpreted in a way that it
provided a comprehensive way of life as instructed in the Koran and exemplified
by the Prophet and his friends. In this decade almost every aspect of life was
filtered and reconstructed from an Islamist perspective — we see the publication
of books titled “The Woman in Islam,” “The Family in Islam,” “The Art of Living
Islam” or “The Islamic state.” Prominent revolutionary thinkers of the Middle
East such as Sayyid Qutb, Ala-Mawdudi and Ali Shariati were translated into
Turkish that provided Islamists with a revolutionary language and imaginary. In
brief, Islamism as a social movement signified the reappropriation and
reinterpretation of Islam by Islamic actors in the contemporary world as a belief
system organizing both public and private domains. Upon this consideration the
dominant discourse of Islamism in the 1980s searched for an alternative Islamic
order and morality to Kemalist secular and Western frames of reference.

One of the important means through whicﬁ Islamic writers developed
their criticisms of the western-centric modernization, imagined an ideal Islamic
. order and negotiated an Islamic identity at an intersubjective level was literature,
particularly a certain form of Islamic novel. The novel as a genre with an Islamic
content emerged concomitantly with the rise of Islamist movements towards the
end of 1970s in Turkey. Islamic literature, in the words of an Islamist novelist,
refers to a category of literature that “derives from Islamic imaginary” (Eroglu,
1982) with the aim of propagating aﬁ I[slamic vision of the world. In these early
years the writing of fiction was a novel phenomenon among Islamic circles: the

appropriation of a literary genre that had long been construed as having a



‘destructive impact’ on communitarian morality (since it had been based on the
exposition of individual private worlds and ‘immoral’ scenes (Merig, 1994; 86))
signified an attitudinal change among Islamic actors. One motivating factor in
the emergence of Islamic novels, as novelists state, was an emerging critical
stance of Islamic writers towards what they call ‘Republican literature’, which
was accused of “not represent[ing] us [Muslims] adequately” (Yardim, 2000;
169). Islamist novelists radically homogenized and simplified the literary
narratives of the Republican period as causing “moral degeneracy” by importing
the “westernization disease” leading to the decline of Islam by bad-mouthing and
misrepresenting Muslims (see Miyasoglu 1999). In the context of Islamic
revitalization the novel was appropriated as a genre charged with representing
the ‘real,” with conveying Islamic messages and with combating ‘the negative
effects of republican literature.”

The earliest novels of Islamist writers were set mostly in rural or village
" contexts, and were structured according to a reversal of the narratives of
mainstream social realist novels. Whereas in influential social realist novels (and
cinema) imam or religious personalities of the village were represented as
‘bigots’ struggling aco;ainst ‘enlightened teachers,”” in Islamic novels it was pious
teachers that ‘saved’ the village, leading the peasants to salvation. Novelists
conveyed their messages through the dialogue of pious characters who were
represented positively in contradistinction to those of social realist literature.’

Besides these more standard village novels, a few ‘intellectual’ novels were also

% On Islamist novelists’ conceptualization of literature see the collection of interviews by Yardim
2000.

3 I refer particularly to the canonical village novels of Mahmut Makal and Fakirt Baykurt. On
representations of Islamic characters in village novels see Karpat 1971.

4 For instance see as a prototype of these novels A. Giinbay Yildiz’s Yanik Bugdaylar (2003, 35"
ed., [1974]).



written with complex narratives focusing on the stories of pious characters in
urban life and their interrogation of the problems of the modern age.’
Nevertheless, the vast majority of early 1980s Islamic novels can be categorized
as ‘salvation novels’, a self-description emerging from Islamic circles. Salvation
novels formed a coherent genre with identical narrative structures. Many became
best-sellers in Islamic circles with their easily read popular forms. Indeed, a
number of these novels have presently reached their 40th or 50th edition and
have been widely read in Islamic circles.®

What characterized salvation novels was their message-bearing narratives
in which Islam was presented as the only éolution to the ‘moral degeneracy’ of
the modern world. The central plot of these novels was based on the struggle
between Islamic and secular worldviews, the former represented by ‘stable’
Islamic characters, the latter by stereotypically ‘degenerate’ secularists. Nearly
all salvation novels concluded the same way: confused or unfulfilled
secular/modern characters attained enlightenment and/or contentment with the
illuminating guidance of exemplary Islamic characters. The time frame and
referential contexts of these novels were usually the 1980s and modern urban
spaces such as universities or urban quarters. They regularly narrated the
struggles of ‘faithful” headscarved girls who were excluded from universities, or
of young educated decent male characters who led ‘depressed’ girls living a
modern way of life (characterized by the portrayal of drinking, flirting and being
unveiled) to salvation, always represented by such girls’embracing the headscarf.
Through the words of Islamic characters novelists conveyed their message about

the role of women in Islam, the requirements of Islamic morality, the ‘negative

> See for example Mustafa Miyasbglu’s Kaybolmus Giinler (1975) and Dénemeg (1980).
® For instance Giinbay Yildiz’s twenty novels have sold more than a half million copies (Yardim,
2000; 168).



effects’ of westernization, the problems of the modern age and Islamic solutions
to these problems.”

However, Islamic salvation stories do more than simply signify the
oppositionary truth claims of Islamism. Their depiction of idealizéd Muslim
characters studying iﬁ universities or performing modern professions represents
another dimension of Islamic movements: Islamic actors’ will to participate into
public life. It should be noted that in its construction of oppositional claims of
truth, Islamism- was a “world-accommodating” movement rather than being a
“world-rejecting” one (Toprak, 1995). In other words Islamism, rather than

- presaging an Islamist withdrawal from modern life, promoted Islamic mental
strategies to selectively reappropriat¢ religion and modern forms of life (Goéle,
2002). In this vein the title of the books published by Islamists in the 1980s also
involved “Islamization of Scienée,” “Islamic Anthropology” or “Islamic
Sociology.” Accordingly, the revolutionary Islamic literature of the Middle East
was not the only source of textual inspiration for Islamism. Islamism interacted
with many critical European thinke'rs such as A. Toynbee, A. Carrel, I. Illich and
C. Jung, whose works were translated into Turkish by Islamic publication houses
to become best-selling authors in Islamic circles in the 19305. The inclination of
headscarved girls to attend university did not abate (indeed when the ban was
strictly enforced many giﬂs wore wigs or sought to study abroad) despite the call
of some Islamic groups to leave school in the face of the headscarf ban. Islamist
intellectuals’ plea for a “revolt against industry and technology” (Toprak, 1993)
was influential only at the rhetorical level and did not find an echo among

Islamic groups who sponsored the training of their own engineers, journalists

7 Salvation novels are still being written and [re]published, although in fewer numbers compared
to previous decades.



gnd eeonomists as the 1980s moved into 1990s. As a result, Islam in the 1990s
appeared more and more in the public agenda via debates over Islamic
companies, Islamic hotels, Islamic beauty parlours or fashion shows that
reflected the formation of an Islamist middle class and a pluralization of life

’ experiencesjof Islamic actors.

Islamic actofs’ interaction with secular values, secular ‘other’ and their
formation of new experiences has led to the emergence of new voices that
challenged collective and oppositionary Islamic discourse of the 1980s.
Although some Islamic groups still maintain a collectivist discourse, several self-
critical Muslim actors have publicly taken a critical stance to their old
revolutionary interpretation of Islam.® A younger generation of Muslim
politicians has criticized older Islamic party politics and come to power with a
new party (the Justice and Development Party, AKP) by deelaring that “they
have changed.” Several actor-based studies of headscarved women also
demonstrate the translation of modern secular values—such as demands to
gender equality—into Muslim communities (Arat, 2001; Gole 1991 and 2000).

It is in this context that more self-reflexive narratives of Islamic actors,
revealing aspects of conflicted inner selves, began to emerge. Islamic actors in
these novels, which in this thesis I will call self-reflexive and self-exposing
Islamic novels, are depicted as squeezed between their Islamist identities and
religious ideals of the 1980s and their new life experiences in the context of the
1990s. Several women novelists imagined Islamist characters as educated but

frustrated headscarved housewives, directing their criticisms towards the male

¥ See for instance the recent interview with Mehmet Metiner, a prominent Kurdish intellectual of
Islamic circles, who exposed his critical stance to his earlier revolutionary ideals in the 1980s and
his and (his Muslim friends”) changing perceptions of Islam and politics in the context of the
1990s. (Radikal, February 23-24, 2004).



actors of Islamism who had become ‘insensitive to their situation’ or ‘exploited
headscarved girls with low Wages.’9 Male characters on the other hand were
allowed scope to explore the dilemmas of ‘illiqit’ love, their unhappiness in
Islamic marriages and their attendance in non-Islamic spaces like pubs. These
new Muslim characters resisted the stereotypes of secularism and collective
Islamism with their self-reflexive and self-exposing narratives. The very act of
self-exposition and re-assessment of Islamist ideals violated collective
definitions of Islamism.

Despite this internal diversity of Islamic groups and the changing
narratives of Islamic identity, current intellectual and political polemics often
work through totalizing the category of Islam(ism). The appearance of
headscarved girls in urban spaces and university, Islamic actors’ will to
participate in public life through proliferating cultural, educational and
commercial initiatives, and the transpoftation of Islamic demands into the
political arena via party politics are often radically homogenized and treated as a
threat to basic tenets of the secular republic by some secularist groups. The
historicity lying behind such a perception of [slamic manifestations is the
Kemalist project of modernization, which in its most radical form aimed to cut
all ties with the old Islamic (Ottoman) order on the basis that Islam as a way of
life promoted a backward and particularistic vision of the world in the face of .
contemporary Western civilization (see Mardin, 1989). In the new Turkish
Republican political context Islam was simultaneously dis-established and re-
established, leading to the marginalization of Islamic ‘visibilities’ and syrhbols

as “residues of the old system” that have been and should be left behind (Géle,

® For instance see stories of Cihan Aktas (1991, 1995) and Halime Toros (1990).



1997b). Thus the rise of Islamist movements and the public assertion of
religiosity in the context of the 1980s has been constructed and feared as “the
intervention of an anachronistic predecessor” (Davison, 1997; 27) by many
secularist groups whose narratives stress that overt manifestations of Islam

~ should be construed as impediments to civilization and modernity.

There is not such a picture in Turkey that homogenous groups of
Islamists clash with monolithic secular groups (see Toprak and Carkoglu, 2000).
Several secular, liberal and leftist groups defend headscarved girls’ right to
, education or expression of Islamic demands via politics. Nevertheless influential .
secularist circles including many members of thé mainstream media, military and
civil bureaucracy and related NGOs still treat several manifestations of Islamism,
especially the headscarf, as a challenge to secular democratic values, considering
them “conscious steps” taken towards realizing an Islamic order.'” These groups
are skeptical about younger Muslim politicians who seem to bracket out their
religious convictions when deliberating about politics. For many Kemalist
critics, the moderate tone of Muslim politicians or headscarved actors is no more
than cosmetic.

What underlies such essentialist interpretations of Islamism is a
conviction that Islam possesses certain inherent characteristics (such as the
imposition of headscarf on women) that are 'inc'ompatible with democratic and
secular values since they require believers to implement an Islamic rule of law in
public life. This kind of reading assumes that Islamism is informed by
prediscursive meaning structures that determine all subjective positioning.

Accordingly the narrative variations of Islam among different Islamic groups are

' For examples of such readings of Islam see Serter 1997; Tanyol 1999; Tusalp 1994.



considered means to disguise real intentions and demands posited by these
prediscursive or metalinguistic meaning structures. " Thus essentialist reading of
Islamism focuses on the category of Islam, thereby constituting the Islamic self
as av dependent variable. In other words, Islamic idenﬁty or subjectivity seems to

“have no reality independent of kéy concepts of Islamic jikad or Islamic order
into which it has to fit. Such a reading then considers Islamic agency impossible~
since it is determined by the ontological primacy of Islam.'? In the last instance
an essentialist reading of Islamism denies the historicity and relationality of
Islamist movements. Further, it disregards the intersubjective creation of social
meanings, relational agency and Islamic social action.

In this study I will consider Islamism as a social and political practice that
is subject to constant reevaluation by Islamic actors in the relational context of
the last twenty years in Turkey. In my analysis I will explore Islamic meaning;
making strategies and identities as constructed in fiction in the the 1980s and

1990s.

Studying Islamism through Novels
The range of activities partly explicable under a broad banner of ‘Islamist
politics’ — including headscarved girls, Islamic journals and pro-Islamic parties

(the Virtue Party, the Welfare Party) — have come under the close scrutiny of

" The concept of Takiyye, which has been taken from Shia Islam and adapted to describe the
agenda of Islamic movements in Turkey by some secular groups in the 1990s, is often endorsed
to signify the hidden intent of Islamic actors and thus to fix the meaning of Islam(isms). Takiyye
is a tenet of Shia Muslims that refers to the concealment of their faith from non-Shias, especially
from Sunni Muslims. Historically Shia Muslims have been in the minority and persecuted by
some Sunnis since they have been considered as heretics. Thus takiyye has been used as a method
of self-preservation for Shia Muslims (see Donzel, 1998).

" This interpretation, however, involves logical flows. On the one hand it denies the agency of
Islamic actors, whom are presented as driven or fixed by their Islamic faith, and hence explains
Islamic social action by invoking an ideological determinism. On the other hand it attributes a
malignant form of agency to Islamic actors who are construed as capable of producing different
narratives to disguise their real intentions in seeking to attain political power.



social sciences and the media in Turkey for the last twenty years. However,
except for a few works that briefly analyzed selected Islamic novels,'’ Islamism
in Turkey has not yet been studied through the production of its literature and
novels.

In this study I will focus on the salvation novels of the 1980s and the self-
reflexive novels of the 1990s in order to elucidate Islamic actors’ perceptions of
self, the other and the social milieu during these two decades. These novels, 1
contend, are valuable cultural texts for interrogating Islamic understandings of
the period. One might object that this claim confuses the ‘fictionality’ of
literature and ‘factuality’ of real contexts. However, following a Bakhtinian
conceptualization of literature (2000; 300£f), I argue in the thesis that Islamic
novels are not ‘true’ or ‘fictional’ representations of the 1980s and 1990s but are
themselves material and discursive aspects of the context of this period. In other
words, Islamic novels are not fictional creations of meaning but create particular
views of reality. Underlying this is the contention that there is no literature
outside of a given cultural context since the author (and readers) operate within a
linguistic and cultural tradition — a field in a Bourdieuan sense (1995) — from
which the texts’ signs are derived and interpreted. This suggests that the novel is
itself a construct, but one which is anchored in a historical and cultural context.
It is the work of a narrator who imagines, obsefves and describes herself and her

milieu from a particular cultural perspective (Evin, 1993; 95). In this sense

1 See Gole 1997a for an interpretation of a self-reflexive novel of the 1990s, Mizraksiz limihal,
in relation to changing Islamic identities of the period. Herkiil Milas, in his study on Tiirk
Romani ve ‘Oteki’: Ulusal Kimlikte Yunan Imaji (2000), refers to some Islamic novels in terms of
the representation of the ‘other’ in these novels. Adem Caligkan (2002) in his unpublished PhD
thesis presents an anthology of Islamic literature and V. Ertan Yilmaz (2000) in an unpublished
masters thesis explores Islamic popular novels as sources of identity construction processes of
Islamic actors. Lastly, H. Biillent Kahraman (2000), in an article reviewing the changing patterns
of Turkish literature, alludes to the importance of Islamic literature in challenging the republican
epistemology.
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Islamic novelists, to use the analogy coined by Schutz, are like “the audiences in
the theater” (Embree, 1998; 10). They are authors who have attended “the play”
or the context of the 19805 and 1990s and reported afterwards what they have
seen. Thus the analysis of Islamic novels involves the interrogation of Islamic
representations of themselves and their surrounding world during the last two
decades.

The thesis will argue that studying Islamism through Islamic literary
narratives introduces issues of change, space, historicity and an analytical
relationality that are excluded by the essentialist reading of Islamic identity. This
is because what differentiates narrative from essentialist accounts is that
narratives embed characters and events in time and space and order them
according to a causal emplotment. In this study I will use the terms narrative and
novel interchangeably in order to make use of narrative theory which cqnceives
of narrative not only “as a mode of representation but also a mode of reasoning”
(Richardson, 1990; 2). Underlying this is the contention that people produce
meanings through narrative that allows them not merely to make sense of events
but to partially constitute happenings as ‘events’ in the first place by locating
themselves in temporal and sequential plots. This argument is made by a number
of social theorists who argue that narrative is an important component of an
adequate understanding of self and identity since identity is partially constructed
through the relational telling of stories, individual or collective, that order one’s
self in sequential plots (MacIntyre, 1985; Taylor 1992; Benhabib, 1996 and
Nussbaum, 1992). By representing individuals as political agents who make
choices or possess intentions and motives, the novel brings several aspects of

human life to the fore for theoretical attention. It expands the scope of political
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investigation by presenting the particularities—emotions, ethical choices— of
individual lives that resist political theorizing (Nussbaum, 1992). Although it
might be argued that the novel’s individualistic perspective limits the usefulness
of the novel for political analysis, the novel depicts individuals responding to
other stories (again individual or collective), and portrays individuals in
relationship to other actors and to their social settings (Whitebrook, 1996).

By drawing on the philosophical claim that there is an inherent relation
between narrative, identity and politics, the thesis will argue that the Islamic
- novels of the 1980s and 1990s are not simply descriptional depictions but are
representations that partially create the very realities to which they appeal. They
are a means then through which Islamic readers, through their own ‘writing” of
their acts and practices in relation to the novels, make sense of themselves and
their social milieu. Salvation novels in this regard represent the project of Islamic
actors’ to develop a coherent sense of self in the context of the 1980s, a decade
when a radical and oppositionary discourse dominated Islamic circles. In this
broader context, salvation novels appeared as an influential aspect of Islamic
cultural criticism against westernization. Novelists engaged in a discursive
struggle against secular narratives of civilization and attempted to renarrativize
the history of Turkish modernization and the current social scene from their own
refracted angle. Novelists sought to develop a positive image of Islam and the
Islamic self by debating the meaning of modernity, civilization and secularism in
the context of modern social relations. I argue that the narrative structures, the
depiction of characters and the identical closure of salvation novels signify a
strand of Islamism, collective and epic Islamism, which was dominant in the

1980s and maintains itself in the context of the 1990s. It is collective because it
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speaks with a language of ‘We,” invoking a ‘them’ and ‘us"discourse, and epic
(in the Bakhtinian sense) because it voices a collective ‘epic absolute truth’
derived from an ‘epic past,’ i.e. the period of Asr-1 Saadet to impose a unitary
and singular Islamic worldview upon others. Identical conclusions of salvation
novels in which all characters are blessed:with Islam represent collective
Islamism’s ideal for a total Islamization of society.

Cultural narratives or stories, as Taylor notes, “feed directly into our
identity by signaling valued attributes and behaviours and giving explanation for
our past and present” (1991; 4). Moreover stories provide us with an emotional
repertoire since we learn our emotions from cultural stories (Nussbaum 1992;
287). In this regard, I consider salvation novels as cultural narratives which not
only represented Muslims in a singular way but also contributed to the formation
of gender roles, emotions and to the affirmation of Islamism’s claims for
authenticity via stories and role models derived from Islam’s ‘golden age’. With
their didactic and pedagogical narratives detailing “how Muslims should live in
the modern world,” salvation novels provided Islamists with a means to
disseminate ideas in popularized form and to develop life strategies that paved
the way for an assertive Islamic identity. Moreover, through the mediated
language and imagery of literature, salvation novels served as a means of
communication in Islamic circles, binding Muslim actors living in different part
of Turkey to the formation of a collectively imagined Islamic community.

By contrast, self-reflexive novels of the latter half of the 1990s diverged
from the narratives of salvation fiction. While salvation novels depicted Muslims
as a solid and homogenous collectivity and narrated the struggle and victory of

Muslims against a ‘decadent’ secular order and its representatives, new novels of
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the 1990s portrayed Muslim agents with internal conflicts and contrasting
desires, torn between their religious ideals and more worldly concerns in the face
of modern urban relations. Islamic characters appeared in these novels as those
who are no longer so sure of the virtues of the collective Islamic identity to
which they were once committed. Two exemplary novels on which I will focus
later in the thesis portrayed a headscarved woman’s exploration of new modes of
activity and a new sense of Muslim self through her process of unveiling, and the
sinful love of a married Islamist man. Islamist protagonists’ self-scrutinizing and
self-exposing narratives brought the experiences of Islamist actors in the 1980s
and the 1990s to the fore. In other words, the conceptualizations, ideals,
marriages and commitments of the 1980s Islamist movement were put under
close literary examination via the mediating contexts of these self-reflexive
novels in the light of the new experiences of Muslim actors in the changing
context of the 1990s.

The novel with its narrative form in the 1990s provided Islamic actors
with grounds for revising life histories and imposing new patterns on events in
the face of changing social relations. New novels enabled Islamic actors to
reevaluate the stories of an Islamic golden age and Islamist conceptions of the
1980s, paving the way for novel practices and interpretations of Islam.
Importantly, these new self-reflexive novels do not signify the resignation from
or disavowal of Islamic identities, but rather a search for a new, not Islamist, but
Muslim self. In essence, Islamists’ attempt to ‘Islamicize the novel” during the

1980s has resulted in “the novelization of Islam’ in the 1990s.
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On the Approach and Organization of the Study

Working with literary data impéses on researchers distinct problems
relating to the exemplary status or otherwise of novels (sampling), to reader
““responses, and to how best we might approach literary texts. One cannot, for
instance, easily paraphrase novelists’ words—as a survey researcher might do for
her informants’ sentences—since literary data rest on a deliberate and distinctive
use of language. Similarly, focusing on a wide range of data to better generalize
limits the explication of exemplary texts and literary language, while it also risks
losing the aesthetic and creative dimension of literary texts. On the other hand
drawing on selected novels allows the examination of literary data in depth but
leaves readers and thesis writers with a mass of quotation marks and the
insufficiency of sampling. Nevertheless, sociologists of literature (and literary
critics) usually favour “depth over breadth” (Rogers, 1991, 16) by focusing on
one novelist or a few novels.

In this study I have chosen to examine Islamic novels in depth by
focusing on two salvation novels of the 1980s and two self-reflexive novels of
the 1990s. The novels selected for discussion were chosen on the basis of their
‘canonical’ status among Muslim circles and because they appear to have
become prototypes for the narrative structure of each. Moreover I have
deliberately made a gender-sensitive sampling. Each of the two sets of novels
involve a male and feméle novelist who mainly narrate the story of male and
female characters respectively. Besides these novels, I refer to many other
salvation and self-reflexive novels of the period to substantiate my analysis. In

order to examine my selected fictions not only ‘in depth’ but also ‘in breadth’—

15



and thus to relate them to wider contexts— I have tried to situate my exemplary
novels within the broader boundaries of Turkish and Islamic literary fields.

I will not attempt to present a literary analysis of Islamic novels by only
drawing on a literary technical terminology. The novels of the period are relevant
for me in as much as they involve signs, characters and narratives for
understanding Islamic subjectivity of the 1980s and 1990s. In other words, this
study aims at examining Islamic novels for sociological and political
illumination (of the Islamic social movement) rather than judging them
according to their aesthetic qualities. [ consider Islamic novels to be what
Eagleton calls the “signifying practices” of Islamic actors within a whole field of
discursive experiences. Approaching literature not as an abstract and isolated
field (the aesthetic field of art and the sublime) but as a practice of signification
among other discursive practices transforms the literary object by settling it in a
wider context (Eagleton, 1996; 177-78). Following this line of thought, I read
Islamic novels as sites of discursive struggle of Islamic actors over the
representation of Islam, Islamic identity, secularism, secular [mis]recognition of
the Islamic self and modernity in an interactive and intersubjective fashion. My
- analysis, in this respect, extends beyond a text-centered approach to include
literary texts’ relations with the social and political events partially constituting
them. It also involves reading Islamic novels in intimate relation to other non-
literary Islamic and non-Islamic texts of the period.

I examine novels mainly with a qualitative textual analysis. This includes
considering the style, characterization and narrativé structure of salvation and
self-reflexive novels. These more formal qualities of novels are reéd as part of

the content of Islamic representations of the period. In other words, characters or
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the narrative form of novels were themselves claimed to represent the dominant
Islamic perceptions and Islamic subjectivities of the 1980s and 1990s. Since I
consider salvation novels to be a means of discursive struggle against secular
narratives of universal civilization and civility, and self-reflexive novels as
narratives that convene é debate amongst [slamic circles over the distinction or
otherwise of Islamic identity, my analyses involve examining the struggle over
meanings and conditions and consequences of telling a story in a particular way.
My major concern is to search for how Islamic identity is narrated in novels, how
Islamic actors tell stories about themselves and respond to stories told by others
about themselves, how Islamic actors interact with other actors and contexts and
finally to consider whom the story is told to and for what purpose. These are all
pertinent questions to political and sociological processes of identity construction
and vital in understanding Islamism and Islamic identities in the context of the
1980s and 1990s.

The first chapter of the study is devoted to theoretiéal considerations in
order to relate literature to the field of social sciences. In this chapter I draw
mainly on Terry Eagleton, Mikhail Bakhtin and Pierre Bourdieu who each
construe literature as a social experience that is situated within and related to
cultural contexts and to the fields of power that surround literary texts. I also
‘refer to narrative theory, especially to the works of p‘olitical philosophers such as
Charles Taylor, Alasdair Maclntyre, Seyla Benhabib and Martha Nussbaum who
note the importance of narrative and story in identity construction processes. The
way these thinkers conceptualize the novel provides me with a ground to argue
that Islamic novels of the 1980s and the 1990s bring Islamic experiences and

perceptions to the fore for theoretical attention.
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The second chapter aims to situate Islamic literature within the field of
Turkish literature while relating the emerging salvation novels to the context of
the 1980s. It tries to demonstrate how the literary field is construed by both
Islamist and secularist writers as a space of struggle over narration. The chapter

“explores Islamist novelists’” conceptualization of literature by drawing on
published interviews with Islamist novelists and gives examples of the narratives
of early salvation novels. It also addresses the politics of literary translation that
reveal how struggle over narration is not only limited to novel writing but also
extends into the field of translation.

Two exemplary salvation novels will be examined in the third chapter,
constituting one of the central parts of the study. I will focus on their narrative
structure in order to elucidate the context through which Islamist novelists
emplot their characters, the stories they respond to and develop, and the
conclusions they reach. I will specifically focus on the nature of the Islamic
messages, on the representation of Islamic and secular identities and the gender
dimension of the novels. I will argue that these novels, with their identical
messages and narrative closure, are indicative of collective Islamism of the
1980s, the dominant strand of Islamist politics.

The next chapter, Chapter 4, aims to develop a more general
understanding of salvation novels and to relate them to non-literary Islamic
writings of the 1980s. This involves analysis of how these novels provided
Islamists with a repertoire of action and emotion tflat paved the way for the
emergence of assertive and collective Islamic subjectivities.

The other central part of the study is Chapter 5 in which the much more

self-reflexive and self-doubting narratives of the 1990s are examined. These
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novels will also be read in relation to the context of the 1990s that witnessed the
rise of Islamic middle classes, the incorporation of Islamic aétors into
commercial and cultural life, and the emergence of self-critical Islamic voices
over the excesses of Islamist poliﬁcs rather than of Muslims lack of commitment.
I will contend that with these narrative voices expose the ‘inner’ ¢onflicts of =
Islamic characters that challenge the collective Islamic definitions of the
previous decade while reflecting and expressing the changing perceptions of
Muslim actors and the emergence of new Muslim subjectivities in the context of
the 1990s. The thesis concludes by arguing that these changing Islamic
narratives articulate with two currently coexisting and conflicting strands of

Islamism.
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CHAPTER I

LITERATURE, IDENTITY AND POLITICS

Clearing the Ground: Is Literature fact or fiction?

Exploring a social mévement or a social identity through literature —
Islamism and Islamic identity in the context of the present thesis—entails an
interrogation of the very nature of fictional texts. It is crucial to clear the ground
to understand the nature of literature and its relation to ‘non-fictional reality’
since literary texts have long been identified as the repository of rhetoric,
subjectivity and fahtasy. Employing literature—especially novels— for social
scientific research necessarily involves a discussion of the relation between the
‘factual’ and ‘fictional’ implications of literary texts.

Literary texts are by definition regarded as fictional. The term ‘fiction’
carries a double connotation. A more negative meaning suggests that fiction is
false, contrary to fact and concerned with the non-existent, while another
understanding implies that ﬁction is constructed or imagined (Lamarque, 1994;
139). Literature has long been regarded in conformity with such connotations,
and treated with some suspicion in the realm of social sciences. Notoriously it
was, for instance, regarded as an cbstacle to ‘true’ citizenship as enunciated in
Plato’s Republic. What underlies Plato’s suspicion is a conviction that literature
deals with image-making in a world of fiction. It, therefore, turns citizens’ mind
from the good to the corrupt by blurring the distinction between the true and
false (Plato, 1996).

This ‘ancient quarrel’ between literatﬁre and philosophy has

contemporary disputants and literature has customarily been distinguished from
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‘fact’ on the basis that it ‘invents’ or ‘makes up’ reality. In other words, literature
appeals to fictional images, subjective feelings and emotions which cannot easily
be incorporated into the rational epistemology of sciences (Mendus, 1996; 54).
Underpinning this contention is the claim that literature stands as a separate

’ dorﬁdiﬁ from scientific writing, since the latter is objective, unambiguous and
non-metaphoric, while the former is associated with imaginative and subjective
language. This division has been shaped by a modernist scientific presumption
positing that there afe facts “out there” and that they can objectively be reflected
by a “transparent” scientific writing (Eagleton, 1996; 2). This modernist vision
of science, as Eagleton notes, from the 18th century onwards has shaped a great
part of the intellectual world, producing a tacit knowledge on the scientific and
non-scientific, organized by ‘plain, objective’ and ‘fictional’ languages
respectively. In this division, literature has been consigned to the non-scientific
realm since its utterances are inherently regarded as fictional.

To advocate the importance of literature in understanding and interpreting
society entails questioning this assumed distinction between literature and
science. In his ground breaking work Literary Theory Eagleton (1996) does so
by asking “if literature is ‘creative’ or ‘imaginary,” does this imply that history,
philosophy and natural science are uncreative and unimaginative?” (1996; 2). He
goes on to question the constructed b»oundary between literature conceived as a
domain inherently connected to value-judgments on the oné hand, and scientific
accounts characterized by ‘plain’ and ‘objective’ language on the other.
Scientific, objective and descriptive statements, Eagleton notes, often involve
invisible value categories, without which people would have nothing to say to

each other at all. He gives the example of a statement one may make to a foreign
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visitor: “This cathedral was built in 1612.” This seemingly ‘value-free’ sentence
according to Eagleton presumes a number of value judgments such as
“classification of buildings according to dates is valuable” and “this cathedral is
worthy of mention” (Eagleton, 1996; 12). Based on this example, Eagleton
argues that there are no statements, scientific or otherwise, that reflect ‘reality’
transparently without involving value-judgments. Indeed, the contention that
‘facts’ exist and are ‘objectively representable’ implies a belief in essences and
carries its own political baggage.

Eagleton’s contention that all statements involve value-judgments does
not refer to a post-modenist stance based on a relative consideration of every
field of knowledge. Rather as a Marxist critic, he makes the claim that the nature
of any field of knowledge is determined relationally and institutionally within the
context of relations of power in a given society (1996; 14). This is also valid for
literature whose meaning is defined through social agency and valuation within
the context of political and cultural institutions such as the education system,
literary journals and the publishing market. This suggests that there is no essence
of literature as it is bounded up by a fictional language. As Eagleton states,
“some literature is fictional and some is not. Some literature is VerbaHy self-
regarding, while some highly wrought rhetoric is ﬁot literature. Literature, in the
sense of a set of works of assured and unalterable value, distinguished by certain
shared inherent properties, does not exist” (1996, 9). Literature, in other words,
does not refer to a fictional category that is historically invariant and
aesthetically determined as ‘good writing.” Indeed, literature as a value-laden
category based on subjective feelings or value-free experience as a pure form of

writing—as often regarded by academia—does not exist. This is because the
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value and status of any field of knowledge derives not from its intrinsic
properties but gain their meaning within the web of social relations operating in a
specific socio-historical context.

What this contention implies is that literature exists not because of its
intrinsic aesthetic properties, but through established cultural, political and
institutional relations. This suggests that there is no literature isolatable from the
context in which it arises and the way people comprehend and consume a given
text. What gives literature its meaning or value, in other words, is its historically
situated existence in a certain epoch. The case of Shakespeare illustrates the
point:

“Shakespeare was not great literature that was discovered by the

literary institution. He is great literature because the [literary]

institution constitutes him as such. This does not mean that he is not

‘really’ great literature, because there is no such thing as literature,

which is ‘really’ great or ‘really’ anything, independent of the way in

which that writing is treated within a specific forms of social and

institutional life” (Eagleton, 1996; 176).

The novel Satanic Verses by Salman Rushdie can be taken as another
example. It might be thought—by the author and many readers—that it was a
novetl poftraying the life of Mohammed and his epoch in a fictional language. It
received, however, its meaning in a ‘real” context of historic power relations
involving Western and Islamic cultural, political and literary institutions.

It is therefore irrelevant to approach literature through the distinction ‘fact’
and ‘fiction,” since there is no essence of literature as such. The category of

‘literature’ should be demystified in order to open up a new space to consider its
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relation with social ideologies and its political implications." Any study of
literature, in other words, is also a study of the established value-judgments and
cultural and political life of a certain era in which literature ariées. This is
because what is literature or non-literature, what is ﬁctiona-l or non-fictional, and
what is claimed as valuable or not, is not defined outside the boundaries of what
Bourdieu calls power relations operating in the cultural field. It is precisely this

that makes literature open to sociological and political analysis.
Literature as a Cultural Field

Bourdieu’s afguments regarding how struggle over the formation of
meaning and social status are displaced onto the cultural field has profoundly
influenced the sociology of literature. Bourdieu’s theory first and foremost
emphasizes that the symbolic aspects of life are inseparably linked to the
material conditions of existence. Social distinctions (and the power relations in
them) are produced not only through material conditions but in all areas of
cultural life including groups’ preferences in music, art and literature, even in
their “tastes’. The production and consumption of cultural artefacts, he argues,
contributes to the process of social reproduction. His basic concern in this regard-
emerges as the analysis of the role of culture in the reproduction of social
relations of power. |

In his analysis of the social relations of power, Bourdieu situates actors
within the context of different fields (art, law or education) within which social

action is organized. The organization of social life through different fields

'* Eagleton, in this vein, argues that ‘pure’ literary theory is an academic myth and claims that
“history of modern literary theory is part of the political history of our epoch.” (1996; {70).
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suggests that competition in social life is not necessarily over material resources
but also involves the struggle over cultural resources in the cultural field. In
each field, agents occupying diverse available positions engage in a struggle to
control the interests or resources which are specific to the field in question.
Writing literature, for Bourdieu, can be conceptualized as a practice in the
literary field, which is an “independent social universe with its own laws of
functioning, its specific relations of force, its dominants and its dominated and so
forth” (Bourdieu, 1995; 163). The autonomy of any field, however, does not
deny its relation to other fields or to overall power relations. Rather, each field, '
he asserts, is relatively autonomous but structurally homologous with others.
The relationality of different fields emerges in the way that a specific
form of capital acquired through struggle in one particular field can be converted
into other fields. Cultural capital (or prestige), for instance, can be a means to
attain material property (economic capital). A person’s place in a field, however,
is not determined by his/her free will but is bound up with certain objective
conditions. The possession of cultural capital, in this vein, is acquired throughv
each individual’s characteristic set of dispositions for action, which he calls
habitus. Habitus refers to a set of dispositions which generates practices and
perceptions in a way that does not negate the strategic act of agents. ' The
notions of field and habitus suggest that agents do not act in isolation, but in
concrete social situations governed by a set of social relations. What this implies

for the literary field is that literary texts do not emerge as individual works but

'* Habitus, for Bourdieu, involves both processes of inculcation and appropriation: “Produced by
the work of inculcation and appropriation that is needed in order for objective structures, the
products of collective history, to be reproduced in the form of the durable, adjusted dispositions
that are the condition of their functioning, the habitus, which is constituted in the course through
which agents partake of the history objectified in institutions, is what makes it possible to inhabit
institutions, to appropriate them practically, and so to keep them in activity, continuously pulling
them from the state of dead letters, reviving the sense deposited in them, but at the same time
imposing the revisions and transformations that reactivation entails (Bourdieu, 1990; 57).
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are situated in a particular cultural field, embodying particular institutions,
involving specific laws as well as strafegic actions of artists.

Bourdieu’s analysis of the cultural field, thus, involves not only a
consideration of the social and historical conditions of the production of cultural
artefacts, but also the strategies of producers based on their individual/class’
habitus. In this vein, analysis of a literary text’s formation of meaning, its
linguistic structure or the position of writer become meaningful when they are
reinserted into the objective field of social relations in the literary field. This
suggests that literature and its producer do not exist independently of a literary
field that involves a complex set of institutional frameworks making sense of
both literature and the producer. The meaning and social value of a literary work,
as Bourdieu underlines in The Rules of Art (Bourdieu, 1996), is not determined
outside the habitus, nor of the institutions of a cultural field. Therefore the |
analysis of literary works should also involve analysis of the objective resources
with which the artists start and the choices they make within the context of these
objective conditions. Any study of literary texts, in other words, should draw on
the consideration of the genesis of the producer’s habitus, the position of the
literary field within the field of power and the structure of literary field.

The ‘situatedness’ of literary texts demonstrates that there is no pure text
outside the power relations operating in the literary ﬁeld since this field is
structured as a struggle betweeﬁ different positions. The structure of the literary
field necessarily embeds agents competing for legitimacy in the field. The
questions of ‘Who can legitimately be called a writer?’, ‘What can legitimately
be called a literature?’ or ‘Why is this work claimed great literature?’ can be

answered by invoking to the power relations operating in the literary field. In
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sum, the meaning of literary activity is its meaning in the symbolic struggle in
the literary field. The literary field is a site, in other words, of struggle over the
definition of meaning. Literary works are “the tools and stakes of [that] struggle”
(Bourdieu, 1995; 183). Bourdieu, here, concurs with Eagleton: “There is no such
thing as literary work or tradition which is valuable in itself, regardless of what
anyone might have said about it” (Eagleton, 1996; 10). Bourdieu, however,
contributes to the understanding of literature by settling it in a specific field
involving its own internal struggles for power and cultural capital, but also
having specific relations with the overall field of power.

In the light of the approaches of Eagleton and Bourdieu, the debate
revolving around whether literature is a “fact’ or ‘fiction’ can be once more
delineated. It can be argued that the very distinction between ‘factual’ and
‘fictional’ nature of literature limits the conception of literature in terms of its
situatedness in a historical/social context and involving power relations operating
in cultufal field. Following the arguments of Bourdieu and Eagleton, literature
should be regarded as a “discursive practice” taking place within existing

relations of domination in a cultural field and an overall field of power.
Literature as a Linguistic Human Activity

A different way of relaﬁng literary texts to social, cultural and economic
processes is constructed by Bakhtin. Bakhtin’s conceptualization of literatpre
displays close parallelism to that of Eagleton and Bourdieu. Literature for
" Bakhtin “is inseparable part of culture and it cannot be understood oﬁtside the

total context of the entire culture of a given epoch. It must not be severed from
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the rest of culture, nor, as is frequently done, can it be correlated with
socioeconomic factors, as it were, behind culture’s back. These factors affect
culture as a whole and only through it and in conjunction with it do they affect
literature” (1996; 2). The originality of Bakhtin"s approach to the situatedness of
literature, however, lies in his theory of language as a cultural source that makes
literature possible. This is because that literary text contains signs derived from a
cultural context shared by social actors (authors, readers, and contestors)
enunciated through language. This suggests that literature can also be
approached from a perspective that stresses its nature as a human activity via
language in a given social context. Literature, in this sense, should be
conceptualized not according to its ‘trueness,” but as a human practice that uses
language in a peculiar way. Literary texts, in other words, are part of linguistic
activity by which people produce representations that acquires their ‘meaning’ in
interaction between text, context and the readers. The casting of thought in
language, as Norton argues, brings the private and individual into the public and
allows for the accommodation of individual experience and subjectivity within
the concepts and categories of a political ordér and political system (Norton,
1988 cited in Whitebrook, 2001; 6). Therefore any search for literature as a
linguistic activity offers new insights to explore literature in relation to social,
economic and political processes.

Language has long beeﬁ considered a passive medium to convey ideas.
The so called ‘linguistic turn’ of the 20th century, however, has led to the
recognition that meaning is produced by language rather than simply expressed
in it. Saussure has been an important figure in this turn with his contention that

language is not ‘natural’ in the sense that it fits the world of objects and ideas
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through its sound patterns and structures, but is an arbitrary and conventional
system (Saussure, 1966). As a conventional system, language operates not as a
passive medium but as a source of thoughts and ideas. This suggests that one can
have meanings not because it is expressible throﬁgh language, but because one
has a language to have them in. Language is a means creating values, and a great
part of the constitution of subjects and objects. Language, in other words, is
fundamental to all meaning.

Although Saussure makes the point that language is a sign system whose
conventions are agreed upon by a particular society, he has been criticized for
studying language as an abstract and unified system, in a way that disregards the
sociality and historicity of the language. Bakhtinian theory of language, on the
other hand, opens up new ways to reflect upon the embeddedness of language,
and upon literature as a linguistic activity. Bakhtin argues thét study of language
as an abstract grammatical system contributes nothing new to the process of
meaning formation, except some scientific abstractions. Language, for him, is
not a mere and secondary means of expressing ideas. It can not be
conceptualized outside the scope of real verbal interaction since a word or an
utterance takes place between people who hold a particular place in a network of
social relations. Verbal interaction, in other words, form the basis of any
language which implies that language do not exist in isolation from but in the
interaction between human bein’gs‘ Language is, thus, inherently social and every
word necessarily involves a “social atmosphere” (2000; 277) in which it takes its
meaning. Put differently, words acquire their meaning and shape in a specific

social environment at a particular time.
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Words, Bakhtin notes, are not neutral and there are no words which
belong to “no one.” As he states “All words have the ‘taste’ of a genre, a
tendency, a party, a particular work, a particular person, a generation, an age
group, the day and hour. Each word tastes of the context and contexts in which it
has lived its socially charged life; all words and forms are populated by
intentions. Contextual overtones (generic, tendentious, individualistic) are
inevitable in the word” (2000; 293). One cannot therefore easily make a word
their private property, since it is half someone else’s. A word, in Bakhtin’s terms,
is “populated with the intentions of others.” This refers to the fact that language
is by nature heteroglot since language involves many voicedness by different
social actors (professions, generations, age group etc.) in different historical
epochs. Bakhtin, in this vein, conceives of language as a dynamic site which
embeds various languages of social groups in a historical moment. This suggests
that a word in language is always second hand, and that meaning is never
singular and uncontested but plural and contested. Every word has a history
behind it and the usage of any word positions the user with respect to the
historicity lying behind it. If one, therefore, intends to expropriate any word for
herself, she has necessarily to engage in a dialogue with other people. One has
actually to struggle to adopt a word for her own expressive intentions. A word in
this way takes its shape in a dialogic relation and “forms a concept of its own
object in a dialogic way” (Bakhtin, 2000; 279). Words (also texts) in other words
are essentially intersubjective, and exist dialogically between the communicating
subjects using them. The process of dialogism implies that the history of
language involves dialogue, contradictions and conflicts that are social and

political in nature.
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The social, heteroglot and dialogic nature of language, as noted by
Bakhtin, has certain implications for the novel whose basic material is words.
The language of the novel, Bakhtin points out, is not unitary and singular but is
present to the novelist as something heteroglot. Characters in the novel are
always speaking human beings. The novel as a genre “requires speaking human
beings bringing their own unique ideological discourse, their own language”
(2000; 332). For Bakhtin, the fact that the novel involves a diversity of speeches,
different voices and languages represented by different characters constitutes its
fundamental condition and its distinguishing feature as a genre. '°

The heteroglot nature of the novel implies that social heteroglossia—the
many voicedness of social life—enters the novel in dialogue through the talk of
characters. The novel appears as an artistic representation of these different
voices: “The social and historical voices populating language, all its words and
all its forms, which provide language with its particular concrete
conceptualizations, are organized in the novel into a structured stylistic system
that expresses the differentiated socio-ideological position of the author amid the
heteroglossia of the epoch” (Bakhtin, 2000; 300). The novelistic word, thus, is
inherently social since it involves a dialogical interrelation between various
voices of the era. That is why Bakhtin identifies the novel as “the encyclopedia
of the life of the era” or as “the maximally complete register of all social voices
of the era” (2000; 430). His app’roach, as Kristeva notes, “situates the novel:

within history and society which are then seen as texts read by the writer and into

which he inserts himself by rewriting them (1980, 65). As a kind of particular

' Dialogizing background and the heteroglot nature of the novel, Bakhtin points out, is one of
the most fundamental privileges of novelistic prose, a privilege available neither to epic, dramatic
or poetic genres. In the epic, by contrast “there are no speaking persons in the epic who function
a representatives of different languages—in the epic, the speaker is, in essence, solely the author
alone, and discourse is a single, unitary authorial discourse.” (Bakhtin, 2000; 334)
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linguistic activity, therefore, literature is not a ‘true’ or ‘fictional’ representation
of an objective reality, but itself is a material part of that very reality. It is not a
fictional creation of meaning but a creation of a particular view of reality.

The fact that language is more than an abstract system of vocabulary or
grammar, and is always used in relation to certain situations, contexts and
activities which give meaning to the matters expressed through language requires
that language involves a shared sign system between people. Communication, in
other words, is impossible in any utterance devoid of connection to shared sign
systems. Any literary utterance, in this vein, even if fictional, has connections
with known reality since otherwise any fneaning is incomprehensible. This
necessitates the recognition that literary texts are social creations— since there
can therefore be no ‘pure text’ in itself outside social relations— produced on the
basis of a common language between the author and the reader in a certain
context.

The nature of language and literature that draws on a socially rooted sign
system provides a way to understand literary texts in relation to the context and
the readers. Since language by its very nature is socially rooted and the meaning
that literature is supposed to generate, does not, to put it in Voloshinov’s terms,
“reside in the word or in the soul of the speaker or in the soul of the listener”
(1971; 102-3). In the context of literature, this suggests that meaning cannot be
generated solely by the author, fhe reader or the context in §vhich they exist.
Rather, literary text, context and reader are inextricably linked with each other in
the formation of meaning.

To put this contention in more concrete literary terms, a novel is written

by an author who is not an absolutely free agent but operates within certain
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linguistic, literary and cultural tradition—or field in Bourdieuean sense—that
limits her. A novel, in this sense, consists not only of a line of words as the
message of a free agent, but is a constellation of ‘quotations’ resulting from
various sources of context and culture. A novel, moreover, has an “implied
reader” (Iser, 1993). It is addressed to a certain group of readers. An author thus
has readers’ knowledge in mind leading to the creation of meaning.'” This
suggests that literary narratives are “contextual” in a Way that they require
readers to be familiar with their contents and forms of presentation (L.ehtonen,
2000; 82). Text, context and the reader in other words are inextricably linked. To
put it differently, meaning in the context of a literary narrative is generated
within a dialogue between text, context and reader. This dialogue involves both a
horizontal axis—since the word in the text belongs to both author and reader—
and a vertical axis—since the word is derived from or oriented toward a
diachronic cultural form (Kristeva, 1980; 66). Literature as a linguistic activity,
in other words, does not mean creating mere textual objects, but contains a
repertoire of signs synchronically and diachronically derived from a
cultural/social context shared by author and reader.

The contextual nature of literary texts and the dialogical nature of
meaning require literature to be considered as a linguistic activity inseparable
from the wider social relations between authors and readers and the social
conditions in which they are embedded (Eagleton, 1996; 176). The situatedness

of the novel and its dialogic and heteroglot nature, in this sense, offers new

'7 On the relation between author-text-reader axis, the reader is traditionally given a passive
status, thought of as passive receivers of meaning. This derived mainly from author-centred
criticism of literary texts which puts the reader in a marginal or excluded position. Recent
approaches in the sociology of literature, however, has started to regard readers as creative agents
rather than passive recepients of what authors write. Proponents of ‘reception aesthetics’ or
‘reader-response’ theories argues that reader never comes to a text as a blank state but instead
place it against their “horizon of expectations” (See Iser 1993 and Webster 1990)



insights in exploring its social and political implications. The question now
becomes not whether literature is fiction or not, but what it means for ‘real’
people in ‘real’ situations. This implies a methodology that approaches literary
texts, novels in particular, in terms of their “concfete performance” (Eagleton,
1996; 179), peoples’ responses to them, and their roles in the comprehension of

non-fictional reality.

Concrete Performances of the Novel

I have been arguing that there is no such thing as literature outside the
web of social relations in which it acquires its meaning and that novelistic
discourse is inherently social and dialogical. The novel, thus, often seems bound
up with particular moments in history and society. It can be seen as a “language
bespeaking society as much as spoken by society” (Zeraffa, 1973; 38). In this
way, society (and thus history) enters the novel not in a transparently reflected
but a refracted sense. A novel’s thematization and representation of human life
and society is not a “transparent reproduction” but a “symbolically coded ‘
reconstruction” of various material, social, political, economic and subjective
aspects of life (Lehtonen, 2000; 13). A Novel does not reflect ‘reality,” yet
neither is it outside of it. It is an extension of life “not only horizontally, bringing
the reader into contact with events or locations or persons or problems he or she
has not otherwise met, but also...vertically, giving the reader experience that is
deeper, sharper, and more precise than much of what takes place in life”
(Nussbaum, 1992; 48). The interaction between novel and life does not take

shape as a simple representational reflex of ‘life” within the novel but involves a

struggle for the configuration and reconstruction of them by creating a symbolic
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dimension of its own. Literature, in this sense, does not only refigure society but
| also takes part in its formation. It is affected by processes operating in economic,
political and cultural fields while simultaneously influencing these very
processes. '* The meanings generated by the novél as a literary genre, thus, have
social influences, political consequences and cultural power.

The emergence of the novel as a genre itself demonstrates the relation
between literature and socio-economic processes since its history is closely
linked with the creation of an industrial economy and its middle classes. The
novel emerged as a specific genre in response to a new kind of audience, literate,

self-conscious in its manners and morals and aware of itself as a class distinct

from other sections of society (Stevick, 1967). It arose in the 18" century as a
middle class cultural product depicting individuals freed from pre-industrial
constraints of society. In an age when the ideology of individualism and a
secular worldview were gaining currency with a developing middle class, the
novel, writes lan Watt in The Rise of Novel, “could only concentrate on personal
relations once most writers and readers believed that individual human beings,
not collectivities such as the church, or transcendent actors such as the Persons
of the Trinity, were allotted the supreme role on the earthly stage” (Watt, 1995;
87). The basic narratives of early novels, imbued with the scenes depicting
conflict between individual and society, were not in this regard arbitrary, but
reflected the ideology of relevant actors that sought the freedom of individual

o 19
over community.

'8 Recent work in cultural studies suggests that during times of social upheaval, novels with
ideological content increase, whereas utopian novels increase in times of economic crisis
illustrates the relation between economic processes and literary texts. See, Griswold, 1993.

' This does not mean that all early novels championed dominant middle class values. Rather,
early novels came to terms with the middle class in analyzing a middle class life style, as in Jane
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The novel, throughout its history, has not only reflected upon the human
capacity to transgress restrictions, but has also presented possibilities of action
and options of agency. The narratives of various kinds of novel have displayed
close links with social and cultural processes. The literature of nationalism, in
this sense, provides rich evidence that there is a direct link between “nation and
narration” (Bhabha, 1990). On the relation between the rise of the novel and
nations, Timothy Brennan writes that,

“It was the novel that historically accompanied the rise of nations by

objectifying the ‘one, yet many’ of national life, and by mimicking

the structure of the nation, a clearly bordered jumble of languages

and styles. Socially, the novel joined the newspaper as the major

vehicle of the national print media, helping to standardize language,

~ encourage literacy, and remove mutual incomprehensibility. But it

did much more than that. Its manner of presentation allowed people

to imagine the special community that was the nation” (Brennan,

1990; 49). |

Brennan’s reference in his last sentence is to Benedict Anderson who has
shown that the national consciousness is something that is ‘imagined’ through
political and cultural projects. The novel, as he notes, has played an important
role in nation formation processes, as cultural artefacts interpreting experiences
and presenting new subject posifions. Anderson argues the time and space of the
modern nation is embodied in the narrative culture of the realist novel that
functioned for the legitimization of national identities (Anderson, 1991). Novels

(in the form of national identity narratives) are special cases of “group defining

Austen, or in assaulting the middle class, as in Flaubert, or in working out alternatives to middle
class life, as in Conrad (See Stevick, 1967; 5).



story” (Feldman, 2001; 18) that provided a framework through which national
ideologies and personal autobiographies gained shape and meaning.
Parallel to the literature of nationalism, recent work on social movements
has paid attention to the ‘concrete performance’ of the novels in presenting
subject positions for the actors.”’ In studies of various social movements, the
novel (written by gay or feminist activists for instance) began to be treated not i
only as a representational form that solely remains in subjective emotional level, }
~but as narrative involving a great role in identity construction processes.
It should first be noted that social movement theory has long understated
the emotional factors generating collective identity and solidarity among group
members. Underpinning this disinterest is a more widespread contrast
constructed in modern science that considers emotions the opposite of
rationality. Most emotions, however, as underlined by Jasper in his The Art of
Moral Protest, are part of rational action, not opposed to it (1997; 110). This is
because emotions, like moral values, are socially embedded. They do not arise
naturally but are social constructs learned from an emotional repertoire. One can
not study emotions without reference to given contexts. Emotions, thus, present
with us clues about the responses of social actors pertaining to the outer world
surrounding them. Novel in this sense is a genre reformulating, reframing and
expressing emotions; as several researches demonstrate, it also plays an
important role in stirring up emotions, reinforcing a sensé of solidarity and “we-
ness.”?! Shared emotions, like anger towards outsiders or the common

grievances expressed by novels, hold a key place in developing collective

2 On the creation subject positions by narratives see Somers and Gibson (1994).

a Bildungsroman, for instance, has played an important role in environmentalist movement in a
way that it “served to outline possible ecological scenarios of development that a protagonist is
expected to go through.” (Brockmeier and Harré, 2001; 43)
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movement identities. Novels, in other words, serve an important task in
exprgssing (formulating) emotions that in turn help to identify antagonists, create
a collective consciousness and set ideological boundaries (Steward et.al, 2002;
125-30). Thus, they participate in a significant way in the formation of people’s
comprehension of non-fictional reality.

In brief, literature should be understood as a linguistic activity and the
novel as a form that expresses emotions and understand reality i.e. that helps
constitute individual’s perception of self, other and social context. Novels in
other words provide agents with a space in which emotions are transposed and

perceptions are reconstructed and constituted as they organize events, characters

and actions in a narrative form. The novel selects, combines and organizes
certain events in a narrative form having a beginning and an end. The very
process of the construction of narratives implies important points about people
both collectively and individually since narratives are the central mechanisms
through which emotions are expressed and identities are forged. Narrative theory
as a way of looking at organization and structuring of (human experiences or)
language into larger units (novels for instance), in this regard, is a helpful way of

in understanding the functioning of literature.

Novel as a Narrative

What distinguishes narrative from mere descriptiovn is that it involves the
arrangement of events, time and characters in a particular order. It goes beyond
description to shape and order events through the eyes of a nérrator. The narrator
defines and connects the events, and thus imposes a structure to the world. As

Somers and Gibson put it “narratives are constellations of relationships
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(connected parts) embedded in time and space, constituted by causal
emplotment... [and] chief characteristic of narrative is that it renders
understanding only by connecting parts to a constructed configuration composed
of symbolic, institutional and material practices” (1994; 59). Configuration of
several dimensions of human experience through narratives implies that
narratives are not the ‘externalization’ of some kind of ‘internal’ reality through
giving it linguistic shape. Rather, narratives are forms inherent in human’s ways
of obtaining knowledge that structure experience about the world and the people
themselves (Brokmeier and Harré, 2001). Narratives in other words are not only
means of representation but operate asa “mode of cognition” (Lamarque, 1994;
150). The presence of narrative structure and technique in severél scientific,
historical and journalistic accounts as well as in literary fiction attests to the
power of narrative as a form of cognition in human life.

Narratives can be taken as subtypes of discourse, the most general
cate gory of human linguistic activity. And literature is one of the categories of
narrative. Narrative, however, is not identical to all forms of literature. Much
lyric poetry, for instance, lacks the narrative form (Lamarque, 1994; 132). The
novel on the other hand is a genre that conforms to the basic characteristics of a
narrative. Time, structure, voice and a point of view as the basic dimensions of a
narrative (Lamarque, 1994; 132) appear in some form in all novels. Indeed, the
term novel in this regard is used synonymously with the térrn narrative in literary
contexts. This suggests that the novel involves a narrative form through which it
connects events and characters in a sequence of time. It turns events into
episodes through emplotment. What distinguiéhes the novel, in other words, is its

narrativizing of events and characters in a plot that evolves over time.
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The novel as literary narrative, although sharing the same techniques with
some journalistic and historical accounts, has several distinguishing
characteristics that make it vital for understanding human experience in a
socially diversified world. One of the distinctive features of the novel as a genre
is that it involves characters as speaking persons. Human beings in the novel, as
Bakhtin notes, are always speaking human beings. And these speaking persons
bring their own language, points of views and value judgments. (2000; 300-20)
Agreements, disagreements and conflicts voiced by individuals (characters) are
“surface manifestations” (2000; 326) of those present in social life. The novel
orchestrates these various voices present in a social and historical context. It
displays the goals and intentions of human actors in a web of social relations. It
involves value judgments about how the narrator knows the events of his/her
narrative. It provides information on how actors contemplate their own and
others’ lives and actions.

A Bakhtinian conceptualization of the novelistic discourse, in this way,
assumes an analogy/correspondance between the constituent features of novels
and the narrative construction of life. Put differently, the novel’s dialogical
nature, orchestration of events and themes and arrangement of spatial and
temporal material suggest a certain parallelism with the basic characteristics of
the narrative construction of a life. This is because people make sense of the
world by integrating events in a temporal and sequential piot. Human beings link
events surrounding themselves narratively and organize their experiences into
temporally meaningful episodes and stories. Human beings, in other words,

“transform life into stories that produces beginnings and ends in the chain of
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events” (Barthes, 1994; 5). People make sense of themselves and others and give
shape and order to the world through narratives.

The primary characteristic of narrative, in this sénse, is that it makes life
comprehensible by connecting events and reconstructing them in a signification
process. Narration provides people with a space to integrate events in a chain of
cause and effect and thus make them understandable. Narrative, thus, appears as
the form through which people ﬁnderstand who they are and how they act. It is
the fundamental human experience that serves to shape and order the world and
the essential genre for the characterization of human action (cf. Maclntyre,
1981). The narrative structure of actions, as Benhabib notes, is the central
premise in situating the self:

“Narrativity, or the immersion of action in a web of human

relationships, is the mode through which the self is individuated and

acts are identified. Both the whatness of the act and whoness of the

self are disclosed to agents capable of communicative understanding.

Actions are identified narratively... To identify an action is to tell the

story of its initiation, of its unfolding and its immersion in a web of

relations constituted through the actions and narratives of others.

Likewise, the whoness of the self is constituted by the story of a life”

(1996; 127).

What this contention suggests is that narrative is one of the best ways to
study human experience since it is the way humans understand their own lives.

Narrative can thus be considered not only as an organizing concept but as a
methodological orientation to study social life and identities. As “accessible

instances of narrative in practice,” novels can be read as “studies not only of
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political or other real life situations but of the narrative self and the construction
of narrative identity” (Whitebrook, 2001; 15). Turning to narratives-modern
novels-allows analysis of the intimate relations between narrative, identity and

politics.
Narrative, Identity and Politics

Narrative has recently received much attention in the social sciences.
Several social scientists appropriate narrative as the core of their theories based
on the postulation that people make sense of the world through narrative, and
that narrative is the nﬂeans through which social and cultural life is formed
(Taylor 1992; Maclntyre 1985; Rorty 1989; Nussbaum 1992). Underpinning
these contentions is a claim that people understand their lives in the form of
narrative that provides them with the means to order events with a beginning and
an end and locate these events in a temporal and sequential plot. People, in this
way, construct their identities through narratives since construction of a stable
identity entails telling a story and thus ordering and imposing a pattern of one’s
self in the world. People, as Taylor argues, determine the direction of their lives
inescapably in narrative form that allows them understand who they are and how
they became so. As he puts it “...making sense of one’s life as a story is also,
like an orientation to the good, not an optional extra; ... 6ur lives exist also in
this space of questions which only a coherent narrative can answer. In order to
have a sense of who we are, we have to have a notion of how we have become

and of where we are going” (1992; 47).
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Similarly MaclIntyre suggests that “we all live out narratives in our
lives... because we understand our own lives in terms of narratives” (1985; 208-
12). Human life for MaclIntyre involves a narrative unity within which humans
attempt to make rational choices concerning the conflicting demands of different
‘practices. This contention implies that people are confused when they are not
capable of integrating their experiences into an intelligible story. Making an
intelligible story represents the quest for narrative unity which allows people to
order events that otherwise seems inchoate. Narrative for Macintyre in this sense
is the basic condition and essential genre of human beings to be able to make
sense of themselves in relation to other seives and surrounding contexts.

In the works of Taylor and MacIntyre, therefore, the idea of narrative
emerges as an important component of an adequate understanding of self and
identity. In their theories, narrative operates not as a metaphoric term but as an
activity with direct relationship with political processes—specifically the
processes of identity formation. In their postulations they draw on a particular
definition of identity: Identity is a matter of telling stories about one’s self,
others and the social milieu. Narrative in this sense is an act and a doing. It has
political implications since narrating endows the agent with the quality of having
point of view in relation to listeners in a certain public setting. It is therefore not
only “a mode of representation but also a mode of reasoning” (Richardson, 1990;
2).

It should be noted that the term narrative és employed by MacIntyre and
Taylor does not only include literary narratives. What Maclntyre refers to as
narrative is the story-telling act that involves a beginning and an end to make

sense of the world. He, thus, refers to something like autobiography more than
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novels (Whitebrook, 1996; 35). Taylor, Rorty, Nussbaum and Whitebrook (who
relate narrative with political processes), however, use the term narrative to refer
to novels. In the light of their theories of narrative construction of identity, as
Whitebrook suggests, the form of the novel and the way in which modern
identity is constituted becomes inseparable (Whitebrook 1996; 35). Literary
narratives, therefore, emerge not only as a linguistic but also as a mental form
that can be used to describe and reconstruct human reality.

Such a conceptualization of literary narratives as a means to interrogate
identity in social and political life implies a challenge to the traditional
understanding of the relation between (political) philosophy and literary
narratives. This‘is because political philosophy and literature have long been
considered as two distinct and uncompromising domains of knowledge. The
emotions that novelists appeal to and the imagination that literature has drawn on
have often been seen as suspect anew of life in political philosophy.

The growing interesvt in the study of narratives as a specific mode of
constructing and constituting reality, however, has been argued to symbolize a
“parrative turn,” a “post-positivist movement,” or a “discursive turn” in political
philosophy (Brockemeier and Carbough, 2001; Horton and Baumeister, 1996).
This suggested “narrative turn” involves breaking down the boundaries between
literature and philosophy to rethink them in dialogue. Philosophers such as
Taylor, MacIntyre, Rorty and Nussbaum who are associated with the narrative
turn argue that the incorporation of narrative into political inquiry and thus a
rapproachment of philosophy with literature might revive political philosophy.

The potential of the novel to expand political theorizing lies in its basic

narrative formation. The novel as a genre has the capacity to explore emotions
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and motives and to demonstrate how choices are arrived at and the effects of
those choices on individuals and communities (Whitebrook, 1996; 44). The
novel, in this sense, brings certain aspects of human life to the fore for
theoretical attention. Furthermore, by presenting choices and the consequences
of those choices, as Whitebrook suggests, it offers political theory some 'insight
into the Machivellian problem (Whitebrook, 1996; 33). This is because what the
novel depicts, in the last instance, are individuals as political agents making
choices within the context of particuvlar political dilemmas. It expands political
theory by dealing with particularities that often resist political theorizing.

In this vein, Nussbaum bestows on the novel a specific role not only in
political but also in ethical theorizing. A true conception of ethical
understanding, Nussbaum argues, should give priority not to abstract rules but to
particular people and situations. This particularity finds its most adequate
expression in literary narratives rather than abstract philosophical accounts. This
is because “literary forms call forth certain specific sorts of practical activity in
the reader that can be evoked in no other way...[and because] we need a story of
a certain kind, with characters of a certain type in it, if our own sense of life and
of value is to be called forth in the way most appropriate for practical reflection”
(1992; 290). Such a conceptualization of literary forms leads Nussbaum to argue
for the supplementing of abstract philosophical attempts at self-understanding

with concrete narrative fictions.?? She thus considers novels as valuable sources

22 Rorty goes further in his argument to replace philosophy with narrative since he argues the
latter is a better guide to create solidarity (or Rorty’s liberal utopia). For Rorty “solidarity is not
discovered by reflection, but created. It is created by increasing our sensitivity to the particular
details of the pain and humiliation of other, unfamiliar sorts of people. Such increased sensitivity
makes it more difficult to marginalize people different from ourselves... This process of coming to
see other human beings as ‘one of us’ rather than of ‘them’ is a matter of detailed description of
what other people are like and of redescription of what we ourselves are like. This is a task not
for theory, but for genres such as ethnography, the comic book, the docudrama and especially for

the novel” (1989; xvi).
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of information about the practical, “for novels, as a genre, directs us to attend to
the concrete; they display before us a wealth of richly realized detail, presented
as relevant for choice...[and] they speak to us: they ask us to imagine possible
relations between our own situations and those of the protagonists, to identify
with the characters and/or the situation, thereby perceiving those similarities and
differences. In this way their structure suggests, as well, that much of moral
relevance is universalizable” (1992; 95). Because the novel contains our
attempts to imagine and assess possibilities for ourselves and to ask how we
might choose to live, it is inseparable from philosophical content and integral to
any adequate conception of ethical and political reasoning. The novel thus
emerges as an important event in searching for the fundamental question of “how
should one live?” It contributes to the understanding of ethical questions by
giving expression to more complex and concrete features of human life and
enunciating ethical concepts like duty, rights and obligations.

What the moral and political philosophers who employ narrative in their
theories suggest is that novels involve debates and questions that are inextricably
moral and political. They consider novels as narratives giving expression to
people’s sense of life. They posit an interplay between narrative, identity, ethical
questions and politics. Geoffrey Harpam, in his Language, Literature and Ethics,

delineates this interplay succinctly:

“Iiterature...articulates goals, instructs people on how to picture and
understand human situations, moralizes action by showing its ends,
provides models of motivations and a set of character types and

decisional models, structures an opportunity for the reader to test his
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or her capacity for discovering and acknowledging the moral law,
holds the mirror up to the community so that it can identify and judge
itself, represents negotiations between the community and the
individual, engenders a relation between author and reader, promotes
explanatory models that help make sense of different situations and
that shelter the subject from the threat of inchoate, fixes the past and
SO makes possible free action in the future, and models the “unity’
that might be desirable in a human life” (cited by Whitebrook, 1996;

39).

Harpam’s conceptualization of literature can be taken as a succinct résumé
of Taylor’s, Maclntyre’s and Nussbaum’s approaches to literary narratives that
are seen as embodying fundamental moral and political ideas relating theory and
form through which people make sense of themselves and the world. In this
regard, literary narratives emerge not as metalinguistic and ontological entity but
as “modus operandi of specific discursive practices” (Brockmeier and Harre,
2001; 53). Literary narratives, in other words, are the forms inherent in getting
knowledge, con;s,tructing identity, pursuing ethical and political questions,
structuring action and ordering experience. To study literary narratives or novels,

therefore, is to study the discursive practices of actors in relation to cultural texts

and contexts.

Thus, Islamic novels, as the object of this study, can be construed as the
discursive practices of Islamist actors who, in their words, appropriated the novel

to narrate ‘real’ Islam to people (Miyasoglu, 1999). Islamic literature and novels
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emerged synchronously with the rise of Islamist movements in the end of the
1970s as a space of struggle over the formation of meaning and the
representation of issues relating Islam and civilizationragainst, what they call,
secular narratives of the republican period. The novel, in this regard, appeared as
a means for Islamists to make sense of themselves and the world in the 1980s
and the 1990s. Hence in the Eagletonian and Bourdieuan sense, Islamic novels

can be attributed meaning within the web of social relations operating in the

specific socio-historical context of Turkey. In other words, analyzing Islamic
novels entails an interrogation of the established cultural, political and
institutional relations of power in the literary field and the broader political

context of Turkey. I will now turn to this point.
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CHAPTER 1I

THE TURKISH LITERARY FIELD: A SPACE OF STRUGGLE OVER
ISLAM, SECULARISM AND MODERNITY

Literature, Politics and Islam in the Context of Turkish Modernization

The history of Turkish literature from the late Ottoman period to the
present has proceeded hand in hand with Turkish Republican political history.
Impossible as it is to explore a hundred years of the novel in Turkish literature as
a space of struggle between various political ideologies in any detail here, in this
section I will gesture to some of the main faultlines in the Turkish literary field
in terms of the representation of Islam, civilization and modernity. My focus will
be on the depiction of religion and modernity in several influential novels before
the 1980s and the emergence of Islamic salvation novels.

In the Ottoman context the novel did not emerge in tandem with a
developing bourgeoisie or with social and political changes instigated by them,
as was the case for the Western novel.”> The genre was imported from the West
at the end of the nineteenth century with the gathering momentum of
westernizing movements in the late Ottoman society. Early novelists such as
Namik Kemal, Semsettin Sami and Ahmet Mithat considered the novel to reveal
a ‘civilizational problem’, praising the Western novel while treating traditional
Ottoman narrative techniques as “unsuitable to the contemporary age” (Moran,
1983; 9-11). Here the novel was considered an “integral part of the modern
civilization” and was adapted to the Turkish context “not as a literary form but as

a requirement of contemporary civilization™* (Evin, 1993; 96).

3 On the origins and development of the Turkish novel see Ahmet O. Evin, 1983.

2 Namk Kemal states that “the Europeans have made so much progress in the way of the novel
that it is possible to find in the language of each civilized nation thousands of stories from which
moral, and even to a large extent educational benefits can be derived. Among them, especially
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These early novelists were indeed political thinkers and reformers of their
period—Namik Kemal and $inasi, for instance, were important figures of the
Young Ottoman movement.” Their literary narratives emerged as part of their
political activities. As reformers seeking to synthesize traditional Islamic values
with the material progress of Western civilization, they construed the novel as a

3% <L

means “to disseminate their ideas,” “to educate people” and thus to take the
nation to civilization (Evin, 1983; 16-20). Accordingly»the novels of the late
nineteenth century involved themes derived from the social issues of the period.
They sometimes gave voice to the problem of the traditional arranged marriage
and took a stance in favour of free marriage choice.?® The themes of free
marriage choice and love signify the early novelists/reformers’ reconsideration
of interaction between the sexes in a more liberal way than the traditional order
in which arranged marriages prevailed. However, these novelists were also
critical of undesirable—materialistic or individualistic— effects of
westernization on Ottoman society. Despite the westernizing efforts of the late
nineteenth century, as Jale Parla notes, the dominant cultural code was still based

on a traditional cultural epistemology. The early novels in this vein were critical

of the unveiledness of women, and the exposition of sexuality and worldly

some novels by such famous writers as Walter Scott, Charles Dickens, Victor Hugo and
Alexandre Dumas are immortal works that are a source of pride for the civilization of our time... -
In our country, however, the novel is the most deficient among the types of literature produced.
Perhaps not even three stories can be found that could be read with pleasure” (translated and
cited by Evin, 1983; 16).

25 On the Young Ottoman movement see Serif Mardin, 2000.

2 For a discussion of the themes of love and free marriage choice in late nineteenth century
Turkish literature in relation to changing family patterns see Alan Duben and Cem Behar, 1991,
pp. 87-121. For an interrogation of the construction of femininity and masculinity in the early

novels of the late Ottoman Empire see Sirman, 2000.
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desires (Parla, 1993; 79-87).?" The so-called “super-westernization” of some
sections of society, represented by a degenerate—westemized social type, was
ridiculed and criticized iny these novels (Mardin, 1974). In brief, the Young
Ottomans responded to the socio-political transformation of the Ottoman polity
by employing literary narratives to suggest alternative changes.

Not only Young Ottoman thought but various synthesis or distillations of
other ideologies were introduced via literature to Ottoman society during the late
nineteenth and early twentieth century. Besir Fuat for instance was an influential
materialist thinker of the period who saw the novel “as a branch of sociology.”
Fuat employed literature to introduce the Turkish intelligentsia to Comtean
positivism énd social Darwinism in contradistinction to traditional vision of the
world (Evin, 1983; 96). Indeed, literature proved a vital field in which concepts
and ideologies were debated.” This example and others like it suggests that the
Turkish literary field emerged as a space of struggle between various political
ideologie.s.29

The literature of the period of nation-formation and nationalism in the
first quarter of the twentieth century is not exempt from these close relations
between literature and politics. In this period, the modernizing nationalist elite
criticized and rejected Ottoman poetry (divan edebiyatt) since it was “difficult”

and belonged to the “corrupt Ottoman court.” The literature of the new nation,

2 In a society where communitarian values of modesty prevailed, the novel’s expository qua}ity
of individual lives and love was sometimes considered dangerous for women by some novelists.
For instance, according to Mehmet Celal, a novelist of the late Ottoman period, “glpce almosF all
novels narrate a love affair, they confuse women’s minds, who are v_veak angl sgnmtw_e by t‘helr
very nature” (cited by M. Fatih Andi, 1996; 42). Aijaz Al_1mad mentions a similar attitude in
another Muslim context. He states that during the formation oft.he Urdu novel, much of the
debate revolved around issues of femininity in a very conservative way,” 1987; 20. o
28 For instance Ahmet Mithat accuses Besir Fuat and his circle as “decadents” who, according to
him, were atheist, materialist and alienated t_"lgures of the? period. Berkes, 2002; 379.

29 By referring to the political context in which thg Turkish novel emerg”ed, Murat Belge notes
that “Turkish novelists are more political than their western colleagues,” 1994; 68.

51




for them, would be based on a “simple” Turkish vernacular, purified from Arabic
and Persian terms (Hallbrook, 1994). According to the nationalist elite, the
absence of the novel in Turkish culture (until the modernizing efforts) was due to
the traditional Islamic structure of Ottoman society. In other words, the novel as
a genre that exposes private lives, inner worlds and the loves of individuals could
not develop in the Ottoman society since these revelations were considered
‘immoral’ by the Islamic traditional order.*®

In the early republican period, Turkish literature developed in intimate
contact with the official ideology for the narration of the nation. Many novels
aimed to support and spread the modernizing efforts and the ideology of the
nation state (see Koksal, 2003).*' Some canonical novels of the period such as
Vurun Kahpeye by Halide Edip (1999 [1926]) and Yesil Gece by Resat Nuri
(1995 [1926]) depicted religion and religious figures extremely negatively and as
sources of the backwardness of Anatolian people, in line with the secular
narratives of Kemalist modernization. Religious personalities in these novels
were portrayed as dishonest, intriguing, and lecherous characters who cooperated
with enemies during the independence war. They instrumentalized religion for
their own interests and deceived the ignorant masses with religious dogmas.
What is striking here is that these novelists depicted religious figures as social

types rather than as particular individual characters, and generalized religion to

3% &mer Seyfettin, a nationalist story-writer explains the absenc? of the novel as such: “Litera‘ture
is an art of love and imagination. A great part of poetry deals with the love affair. But [exposing]
love is forbidden in our tradition... Women can not even be seen becaus§ of their veil” 1989; 61.
A However, Koksal argues that the literature of the early republican period shoulq not be
construed in too much of a homogeneous way. Although vyhat she ca.lls an “official nationalist”
literary stance dominated the cultural realm during the. nation formation process, there were also
two other literary stances, represented by “cultural natlo.nahsts” fuch as .Yahya Kemgl and Ahmet
Hamdi Tanpinar and “social realists” such as Suat Dervis and Hiisamettin Bozok. Kéksal, 2003,

pp. 209-212. ) . e e
*2 0On the representation of religion and religious personalities in Turkish literature see Ramazan

Giilendam, 2002.
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be the main source of narrow-mindedness and obscurantism. These examples can
not be extended into all canonical literary works of the early republican period.
Nevertheless the major theme of the republican novel until the 1950s was
westernization and the conflict between the East and West as represented by
opposed binary categories such as ala turcalala franga, traditionalist/westernist,
mahalle/apartment and imam, hodja/teacher (Moran, 1983; 324). It can be argued
that the negative representation of religious figures in certain novels of the
period still function, to use Charles Taylor’s terminology (1991), as cultural
narratives that feed directly into secularist imagery and secularist identities in
their approach to religion.

In the post-1950s a certain type of village novel emerged portraying
village life and its dramas via a social realist stance. These novels were written
by writers who were mostly graduates of the village institutes founded in the
1940s. Many of these novels such as Mahmut Makal’s Bizim Koy (1950) and
Fakirt Baykurt’s Onuncu Koy (1975) narrated the struggle of idealist teachers to
modernize the village against forces of the status quo. The idealist teachers in
these novels were depicted as the “representatives of civilization” seeking to
alleviate the miserable conditions of the village and to transform the power
relations subordinating ignorant villagers (see Karpat; 1971; 61-66). Once again,
one major source of rural backwardness appeared to be religious figures who
promoted superstition and ﬁlaintained the status quo, in alliance with landlords,
by a certain self-interested construction of Islam. Thus, as progressive

characters. idealist teachers fought religious personalities in order to liberate

villagers from bigotry.3 .

33 There are of course exceptions to these types of village novels such as the novels of Yasar

Kemal.




An alternative literary construction and use of Islam was produced by
other literary figures such as Necip Fazil and Sezai Karakog, whose works
stressed the importance of religious values in post-1950 period. Here poetry
~allowed a focus on supposedly essential ponservative-lslafnic or Turkish-Islamic
values. Their stress on Islamic values differed from the Islamic literary stance
that emerged in the 1970s. Novel with an Islamic content came out in the 1970s

along with a new conceptualization of the novel by a generation of Islamist

novelists.
The Appropriation of the Novel by Islamism in the Context of Modernity

The emergence of an Islamic literature and Islamic novels embodying a
clear Islamic stance occurred in tandem with the rise of Islamist movements at
the end of the 1970s and the beginning of the 1980s. Until this period the novel
as a genre with a Western origin was severely criticized by Muslim circles in the
name of its project to explore and expose private lives in detail. According to
Cemil Merig, for instance, the novel is a sign of “social sickness” since it
emerged as a result of a class conflict in Western societies. The novel, according
to him, is an “exposition (ifsa)”: “[the Western novel] opens the roofs of houses
and takes us to the bedroom.” While the nationalist ﬁovelists of the early
republican period critically explained the absence of the novel in the Ottoman
society by its Islamic social order that precluded the depiction of interaction
between the sexes, Meric argues that it did not exist in this religious [Ottoman]

society because its order was far removed from the anarchy of the West and thus
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did not constitute the conditions for novel writing (Merig, 1994; 84-6). What lies
at the core of his criticism, is the ‘expository quality’ of the novel that is thought
to be in conflict with Islamic communitarian morality.

This critical stance toward the novel is maintained several prominent
Islamic intellectuals of the 1980s such as Ali Bulag in a different aspect.*® Bulag
conceives of modern literature as a “trap” that misguides believers by keeping
them away from the realities of current societies. With its focus on “artificiality
and abstraction,” literature for Bulag constitutes one of the “dangers of modern
experience.” He does not deny the importance of literature but argues that an
Islamic literature should be based on an Islamic vision of the world and reflect
the realities of social life. For literature to achieve this, he contends, “we need
first to develop an Islamic thought based on the Koran and Islamic history that
will take us to unity (tevhid)” (Bulag, 1995; 115-116). Bulag, thus, advocates
deferring literary endeavors until Muslims develop their own concepts.” His
position signifies Islamists’ intellectual search for a claim of truth during the
1980s that disregarded and paid no attention to the importance of artistic
expressions of Islam.

Despite these criticisms of the novel, a group of Islamist novelists
emerged in the 1970s such as Hekimoglu Ismail, Ahmet Géinbay Yildiz and
Mustafa Miyasoglu who conceived of the novel as an important means to narrate

Islam to the masses. Hekimoglu Ismail, the first novelist in Islamic circles with

34 Sometimes as a sharp critique, all literary products other tha'n Koran, hadiu‘v (saxings of the
Prophet) and evliya menkibeleri (narrative of the merits and v1‘rt1}es of Islamic Saxr‘lts) were
rejected as an Islamic understanding. In one of the daily Islamic journal, a columnist writes, “If
the Westerners had the stories of our Saints, they would never write novels. If Tolstoy,
Dostoevski and Balzac knew Islamic Saints they would quit writing novels and become
immediately their disciples... Today reading books ofthgse who c.laim to be writer is futile and
wrong, since it prevents us reading Koran, hadith and evliya menkibeleri.” Abdullah Altay,
“Hangi Kitaplari Okuyalim?” Milli Gazete, 6 Haziran 1995,.

35 For a detailed analysis of Bulag’s thoughts in relation to literature see Meeker, 1991.
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Minyeli Abdullah (2003 [1968]) which has presently reached its 75" edition with
total sales of 275 000 copies, states his motivation for writing a novel in a recent
interview:

“There were three important strains of thought during the 1960s:

nationalists (tirkeiiler), religious people (dindarlar) and those who

were against religion (dine karst olanlar). The ideas of each were

being propagated through books during those years...The books of

- religious people, however, consisted only of ilmihals. They were
repeatedly publishing ilmihals. Yet ilmihal is a book that is read by
people who have already adopted Islam. Actually, the most important

thing was a concern with ‘how might we lead people to believe in
Islam?’ I mean the way (usul) was wrong...we had to talk to the man

in the street” (4ksiyon, § July 2002).

Thus, novel writing in the context of the Isﬂlamic revival of the 1970s
referred to a new Islamic consciousness of a generation of Islamist novelists to
disseminate their ideas in a popularized fashion through the narrative form of the
novel. They stressed that their new literary activities were a result of a political
process after 1960s in which Muslims in general gained some freedoms: “Islamic
literature has developed under the repression of the existing order. This order
treated us more intolerantly than socialists... [Yet] the 1961 Constitution that
presented advéntages to socialists, also allowed Muslims to gain freedom of
expression in some matters” (Miyasoglu, 1999; 42).36 In this context of relativé
freedom, Miyasoglu goes on to say that “Muslims rescued from repression,
began to think and produce (ibid.). The Islamic literary stance in this sense is
part of a broader Islamist rhovement, and it displays' a close parallelism with
Islamist intellectual discourse, specifically in its critical posture towards

westernization and contemporary modern culture. This will be explored below.

36 Bor a similar comment on the possibilities opened up by the 1961 Constitution see editorial
article in Kitap Dergisi, June 1989.
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Islamist novelists are aware that the modern novel had a Western origin
and its incorporation into an Islamic frame is not easy, since as a genre it did not
exist in the Islamic tradition and it has ‘conflicting qualities with Islam.” The
new generation of novelists, however, stress that “the contents of the words are
more important than [the words] themselves” (Miyasoglu, 1999; 31). Even
though the novel is a Western genre, in other words, it was conceived as a tool
that could be employed for Islamic purposes with a new content. As Miyasoglu
argues, “in a time when everything is imported from the West and adapted to our
life, it is futile to take a critical stance to the novel... We have the different
narrative techniques ofa genre. We have to make use of it and we have to endure
some difficulties in order to develop a narrative that is most appropriate for our
people” (1999; 146). He also presents an Islamic measure for the appropriation
of the novel in an Islamic context:

“In our works in which we reflect Islam’s worldview, we can be like

Westerners, in conformity to the Prophet’s saying that advocates

‘getting the arms of the enemies.’ In order to be different from them,

our old culture provides us with rich examples. (Milli Gazete, 23

October 1979).

This quotation is indicative of Islamist novelists’ will to appropriate the
novel to raise an Islamic consciousness and to combat the westernizing
movements in contemporary Turkey. The novelist’s reference to “rich examples
of our culture” as a source of Islamic narratives signiﬁeé early novelists’ ideal to
develop an ‘ériginal Islamic narrative’ based on Islamic history and traditional

Ottoman narratives.”’ Novelists’ reference to Ottoman narratives differentiates

Islamic literary discourse from radical Islamic stance which was critical of all

37 Miyasoglu (1999) argues that in his novels he consciously uses figures from traditional

narratives like Asl ile Kerem. Such an endeavour, besides a search for developing an original

narrative, signifies Islamist novelists’ aim to differentiate their narratives from those of the

republican period.
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Ottoman tradition in the name of a return to fundamentals, i.e., to the périod of
Asr-1 Saadet.

However, Islamist novelists’ approach to literature reminds us of the
broader Islamist movements’ stance towards several products of modernity.
Islamist movements that emerged towards the end of the 1970s in Turkey were
not anti-modernist in nature. Rather Islamist agents sought to tailor some of the
products of modernity with an ‘Islamic garment.” The 1980s in this sense
witnessed the endeavors of Islamists to develop an ‘Islamic science,” ‘Islamic
sociology’ or ‘Islamic anthropology.’38 Similarly the novel was regarded as a

genre that could be appropriated and ‘Islamicized.’

Emergence of Islamic Novels

Upon the reconsideration of the novel as a tool that could be used for
Islamic purposes several novels emerged that, in novelists’ words, “derived from
Muslim imagery” (Erogtu, 1982; 218) during the 1970s.%° There appeared few
novels by Islamist novelists such as Rasim Ozdensren and Mustafa Miyasoglu
who claim that they concern the aesthetic quality of literary texts. Miyasoglu, for
instance, in his Kaybolmus Giinler (1975) narrates the difficulties of pious
Anatolian characters who migrated to big cities or in Donemeg (1980) the
struggle of pious intellectuals in Anatolia to defend Islam, as a political system,

against socialism and liberalism. These novels are not easily read and do not

3 See for instance Davies, 1991 and Yunus, 1988.

3% Another novelist, Mustafa Miyasoglu defines [slamic literature as “the emergence of [slamic
content with literary quality.” The préﬁx ‘Islamic’ he argues shapes th_e conceptjon of literature
as it does in any spheres of life: “Islamic literature is a llteratL}re reflecting Islgm s attitude
towards humanity and things. The stance of a man of letter will naturally. be llk'e the stance of a
Muslim towards contemporary life and the world. A contemporary Muslim artist, whether he
talks about the past Islamic life or on the constraints of current life style, will naturally take an

Islamic stance” (1999; 118).

|
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involve simple plots and inconsistencies, as was the case for Islamic popular
novels—as the object of this study—that dominated the 1980s.

The other group of Islamic novels in the 1970s was village novels written
in response to social realist novels of the post-1950 period. The first [slamic
Viilage novel was Yanik Bugdaylar (2003 [1974]) by Ahmet Giinbay Yildiz. He
states the reason of his writing this novel as such: “In [social realist] village
novels [ read, I have seen that tﬁe village did not exist. | was a villager. These
novels were not narrating us... Moreover there were indecent scenes in these
novels. As if all villagers were indecent. I could not stand that. I wrote Yanik
Bugdaylar to fepresent the village in a real sense” (Yardim, 2000; 169). This
novel opens with an earthquake scene after which some villagers become rich by
looting the whole village. They began to exploit villagers. They sell at high
prices and employ at low wages. Men of the village gamble and drink in the
village caf€. Conflicts within the village are sharpened when a member of the
village, Dikge, a pious character, who after graduating from teacher’s high
school returns the village. Dikge teaches people reading and writing, and narrates
Islam. With his endeavors the café is transformed into a library and playing cards
are burnt in the village square. At the end of the novel all characters are blessed
with ‘true faith.”

This narrative signifies Islamist novelists’ discursive struggle over the
representation of religion and a religious vision of the world in the context of
village with Turkish social realist writers. The resemblance between the two
kinds of narratives is remarkable. While social realist novels depicted religious
characters of the village negatively and ‘civilized’ the village through

‘illuminating’ role of teachers, Islamist novelists employed an Islamist civilizing
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project Vvia pious teachers. They replaced ‘socialist/secular teacher’ with a pious
one who raised Islamic consciousness instead of class consciousness. Therefore
Islamist novelists, who claimed to develop an original narrative, indeed
replicated secular narratives in an inverted version. They aimed to expropriate
the representation of religion by engaging in a dialogue with other narratives of
the period. Islamic novels in this sense emerged as a result of a dialogic relation
between Islamists, socialists and seculérists.

This is also valid for, what Islamic circles call salvation novels (hidayet
romanlart) that dominated the Islamic literary field in the 1980s. The prototype
of these novels was the first two Islamic novels: Minyeli Abdullah (1968 [2003,
75" ed.) by Hekimoglu Ismail and Huzur Sokag (1970 [2003, 85" ed.]) by Sule
Yiiksel Senler. In Minyeli Abdullah, Hekimoglu Ismail (b. 1932)* narrates his
Islamic views in a narrative form through his protagonist Abdullah. Abdullah
lives in Minye (a province of ‘Westernizing” Egypt) during the time of King

Faruk when ‘Islamic activities’ are strictly monitored and suppressed by the

regime. In the course of the novel, Abdullah is taken to jail and tortured because -

of his religious thoughts. The plot of the novel is constituted around his struggles
and teachings. The author, through his protagonist, narrates his views on
socialism and Westernization, and delineates his solutions point by point through
the concepts of Islamic jihad, Islamic economy and social order. He takes his
characters on journey to Muslim countries including the Balkans, Turkey, Iraq,
Saudi Arabia and Pakistan, on each of which he makes an evaluation in the light

of his Islamic worldview. Islamic principles and the way of jihad are presented

“0 Hekimoglu (b. 1932) is a pseudonym of the author whose real name is Omer Okgu. He
published his novel under this name since he was a military officer (ast s.ubay)‘at that time. As he
states in an interview, he grows up in a non-Islamic circle until his twenties. His adoption of the
Islamic worldview occurs through his encounter with the writings of Said Nursi (4ksiyon, 1 July
2002). He is currently one of the important members of the Nur movement.
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to the readers with long quotations from the Koran and the writings of Said
Nursi. After its publication, the novel received a great deal of attention among
Islamic circles and was later adopted for the cinema. Minyeli Abdullah,
according to an Islamist literary critic “demonstrated that the Islamic way of life
was not a utopia. It exemplified the transition from an individual to a collective
[slamic life style” (Yardim, 2000; 126). This novel in this regard can be treated
as an imaginary scenario of ‘what happened to Muslim people’ in this century
and ‘how Muslims should react to events.’*!

This first novel was followed by Huzur Sokag: of Sule Yiiksel Senler (b.
1937).42 In Huzur Sokagi, she narrates the story of poor but pious Muslim people
living in a ‘peaceful street’ (as the title of the novel refers to) in I[stanbul. ‘The
peaceful lives’ of the people is disturbed when a new apartment is built in the
street. This apartment brings with it new people living a ‘luxurious and
westernist’ life. The male protagonist of the novel, Bilal lives in this street and
studies at the university where as a student living an Islamic life, he is in a
constant conflict with other students. The author is very harsh in her portrayal of
university youth, presented as immoral characters concerned with flirting,
making-out, dancing and drinking. The female character, Feyza, who comes to
the street with the new apartment and later falls in love with Bilal, is portrayed as
one of the ‘decadent’ youth. The narrative of the novel revolves around Feyza’s
adoption of headcovering and Islamic precepts, and her new struggles as a

covered woman as well as Bilal’s endeavors to narrate Islam to his friends. As in

Minyeli Abdullah, Huzur Sokag: uses Said Nursi’s writings to narrate Islamic

*! This scenario is first and foremost about Turkey since as the author makgs explicit ip an
interview, “the location of the novel (Egypt) resembles Turkey and Minyeli Abdullah is a man

like me” (in Yardim, 2000; 126).
2 Senler is known as the first woman who covered her head in ‘turban style’ while she was

taking university education in 1965.
i
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precepts through the speech of the characters. One striking point is sufficient to
demonstrate the kinship of the two novels. Both novelists, at different places in
the novels make their characters speak with the same sentences:

“Ey bu vatan gengleri! Frenkleri taklide ¢alismayiniz! Aya

Avrupa’nin size ettikleri hadsiz zultim ve addvetten sonra, hangi akil

ile onlarin sefahat ve batil efkérlarina ittiba edip emniyet

ediyorsunuz? Yok, yok! Sefihdne taklid edenler, ittiba degil, belki

suursuz olarak onlarin safina iltihak edip kendi kendinizi ve

kardeslerinizi idam ediyorsunuz! Agéh olunuz ki, siz ahlaksizcasina

ittiba ettik¢e, hamiyet davasinda yalancilik ediyorsunuz! Ciinkii su

surette ittibaniz, mililyetinize kars1 bir istihfafdir ve millete bir

istihzadir” (Ismail, 1986, 33th ed.; 173; Senler, 2003, 83th ed.; 107)

This paragraph is a quote from Said Nursi’s Genglik Rehberi (Guide
toYouth). Hekimoglu I[smail does not cite the source but employs it as
Abdullah’s words in one of his speeches given in a conference. Yiiksel Senler in
Huzur Sokag1, on the other hand, allows one of the young characters to read this
paragraph by citing its source and then to question himself that results in his
adoption of an Islamic way of life. Both novelists, besides several Koranic
references interweave their narratives with quotations from Said Nursi in order to
disseminate his ideas. The above paragraph also gives a clear indication of the
content of salvation novels: they revolve around ‘the problems brought about by .
Westernization and the presentation of Islamic solutions.” In both novels Islamic
characters engage in a struggle with secular characters over the representation of
Islam and the process of westernization. And they both end up with a *happy
end’ represented by salvation of all characters.

These early attempts to narrativize an Islamic worldview and beliefin a
particular narrative form paved the way for the emergence of several Islamist

novelists in the 1980s. Among this new generation of Islamist authors are Ahmet

Giinbay Yildiz, Serife Katirc1 Turhal, Raif Cilasun, Emine Senlikoglu, Serif

62



Benekei, Mehmet Zeren, Sevim Asimgil and several others. The novels
published by these novelists in the 1980s were often reprinted numerous times
and became best-sellers among Islamic circles. For example, twenty-five novels
of Giinbay Yildiz have sold over 500 000 cépies in 25 years (Yardim, 2000;

- 170). These novelists, with their identical salvation narratives, formed a coherent
Islamic literary stance that was conceptualized in Islamic circles as “Teblig
edebiyati,” “Direnis edebiyati,” “Kuran edebiyat” or “Davet Edebiyati”
(Caliskan, 2002).

One outstanding characteristic of the new generation of Islamist novelists
1s that most of them were born between 1945-55 and have a rural origin. Almost
half of them do not have a literary profession. The biographies of several others
on the other hand display an interesting similarity: they studied literature and
worked as high school teachers of literature. The targeted reader, according to
the novelists themselves, is high school and university youth (Radikal, 5
November 1997). As Watt has shown, there is a close link between the rise of the
novel and the growth of reading public (1995). The huge sale of Islamic novels,
in this sense, suggests fhat the books themselves generated a book-buying public
that numbered in the millions. It can be argued that the emergence of the Islamic
novels coincided with the emergence of an urbanized and educated young
population with Islamic concerns in the eighties, which also of course accounts
for the strength of Islamist movements in the same decade.

What is common to Islamist novelists is their instrumentalist approach to
literature. Literature, by these novelists, is not treated as an end itself, but as a
means to develop an Islamic consciousness. A novel, according to Hekimoglu

Ismail cannot be devoid of any social context and responsibility. Today’s



problem, he argues “is the collapse of the family... We have to create a hero, as a
believer and self-sacrificing volunteer who will scream the truth to all people”
(Yardim, 2000; 133). Conveying Islamic messages is prioritized over the literary
quality of the texts.* Accordingly most of them are not interested in any theory
of novel or aesthetics. Giinbay Y1ldiz as the most prolific author of salvation
novels refuses to develop a theory and definition of the novel. In an interview, he
replies to such a question by saying that “literary critics should tackle that. The
most important thing for us is to give a message to people” (Yardim, 2000; 172).
This stance is encapsulated in Hekimoglu [smail’s words: “Art for art’s sake or
art for society, I do not care. I am a Muslim and everything is for Islam”
(Yardim, 2000; 135). In keeping with such an understanding, the novels of these
writers are amazingly quickly written with simple sentences, under-developed
characters and plots, and sometimes with glaring inconsistencies. Artistic
concerns therefore are minimalized by these novelists for whom the fundamental
aim of writing a novel is to convey the message of Islam to their readers.

In line with their appropriation of the novel as a means to narrate Islam,
Islamist novelists are very careful to emphasize that what they write is not a
product of the imagination. In replying a question asking ‘whether his novels are
fiction or not” Giinbay Yildiz answers that: “[my novels] are the results of what I
have seen in the society and of my investigatiohs of lived lives. I mean, all are
real.”** Accordingly they stress that their novels are not written for and can not

be read as a means of entertainment. Ahmet Liitfii Kazanci, in the introduction

* Even for those such as Miyasoglu who states that they concern literary quality of texts,
literature is construed as a tool to convey messages. Miyasoglu, who argues that he does not
write novels with a clear thesis, admits “but my protagonists have a message. This is because
that I want to narrate a mentality (zihniyet). Sometimes several menta?itie§ conflict and engage in
a dialogue with each other. What determines my choice in these conflicts is my own worldview.
Without doubt, T am writing with an Islamic worldview” (4kit, 26 June 1996).

“ www users.pandora,be/avrupaturk/sohbet/ahmet.htm. (10 January 2004).
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part of his novel Kaynana writes that “there does not exist even one word in this
novel to entertain the reader.” He goes on to say that he himself does not dare to
presume a literary concern while he was writing the novel, as he did not have a
literary profession. He asserts that the only merit of his novel is to guide people
(Kitap Dérgisi, June 1989). These accounts suggests that the novel in Islamic
circles do not exist because of its extrinsic aesthetic qualities but as, to use
Eagleton’s term, “signifying practices” of Islamists within the political context of
the 1980s, a period when Islamist movements came On the public agenda with an
alternative claim of truth to secular narratives of civilization.

As part of a cultural politics of Islamism of the 1980s, the narrative of
salvation novels‘ are based on a negotiation between Islamic and
secular/westernized orientations towards the world. These two different
worldviews are inscribed into novels through ‘idealized’ Muslim and
Westernized characters. Through these characters, Islamic novels relate a
dialectical interplay of secular and Islamic lifeworlds. Muslim protagonists who
feel themselves ‘alien’ and ‘victimized’ in the hegemonic secular lifeworld are
made to retain their peacefulness, stability and assertiveness in the face of
problems they confront throughout narrative. Westernized protagonists, mostly
girls who are ‘deemed’ to live a deeply distressed life, on the other hand, are
made to fall in love with pious Muslim characters. Their encounter, in the
corridors of a university or in an urban quarter, provides novelists with the
opportunity to explore the edifying mission of the novel. On the basis of their
relations, novelists both teach and present an Islamic way of life to wretched

westernized characters as the only remedy for their wretchedness.
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These two social types, representing two ‘incompatible ways of life,” are
not allowed to get together until the process of the Islamization of the
westernized character is complete. Their relation is never taken out of the
boundaries of an Islamic imaginary. For instance, with regard to the

'répiesentafiori of love affairs, Islamic narratives differentiate themselves from
popular romances in their determination not to depict Muslim characters in non-
Islamic spaces (such as pubs), non-Islamic relations (they are not portrayed alone
in privéte spaces) or even with non-Islamic thoughts. Rather Islamist authors
construct every scene to convey their messages and articulate their Islamic
positions on current issues in a popularized form.* Westernized characters are
made to learn and adopt ways of conduct, love and morality appropriate to
Islamic life. Basic moral premises are presented to ‘others’ with simple
analogies. Novelists transmit basic Islamic precepts and engage in a discursive
struggle with secular idioms by interweaving their narratives with quotations
from the Koran, religious books, and journalistic or academic texts.

A general focus of the message, in conformity with the more general
politics of 1980s Islamism, revolves around the position of women. Almost all
salvation novels—regardless of the gender of the authqr—involve dialogues that
emphasize and exemplify the importance of women’s modesty and chastity for
an ideal Islamic order. Accordingly, the adoption of headscarf is promoted as the
moment of ‘fulfillment’ for female subjects. Headcovering is presented as an
‘emblem’ saving women from being a source of fitne (disorder) and leading

them to be keepers of Islamic order. On this basis, a rhetoric of domesticity

%5 For instance in Benim Cigeklerim Ateste Agar, Ginbay Yildiz makes pious professor warn his
female student not to close the door when they meet in his office. Th.e student can not understand
at the beginning the meaning of this warning. She later learns that being alone with the other sex
in private spaces (halvet hali) is unacceptable to Islamic morality. See Yildiz, 2000.
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(especially the motherhood role of women) goes hand in hand with a will to
attend university and to acquire certain professions. This will to modern
professions, however, is legitimized only in so far as it provides women with the
means to serve Islam for greater collective purpos‘es.

Lastly, salvation novels adopt an identical narrative closure in which -
Muslim characters always win and secular characters are lead to salvation—this
is why these novels are called salvation novels in Islamic circles. The main plot
around Islam and westernization, the emplotted Islamic and secular characters
and the relational context of salvation novels suggest that these narratives signify
Islamists’ endeavor to retell the story of westernization in Turkey in a different
way. In this sense these novels symbolize the responses of Islamist novelists to
secular narratives of civilization, as they argue represented by several novels of
the republican period. In their legitimization of the appropriation of the novel,

Islamist novelists take a critical stance towards, what they call the republican

novel.

Islamic Novel Contra Republican Novel

In their recounting of the history of literature in Turkey, the key measure
of Islamist novelists appears to be the adoption or rejection of Western values.
They praise the early novelists of the late Ottoman period such as Ahmet Mithat
- and Namik Kemal for their handling of the conflict between Ottoman tradition
and Western values, especially for the way that they “humiliated imitators of a
Western life style and exalted Ottoman and Islamic values.” (see Miyasoglu,
1999: Yardim, 2000). The second period of literary work, beginning with Servet-

i Fiinun and followed by the Republican literature in their periodization,
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however, is represented as a rupture symbolized by the adoption of Western
values by literary figures. They sometimes cite Ahmet Hamdi Tanpimar and
Yahya Kemal as positive literary figures in terms of their approach to religious

" manifestations. Except such few names, Islamist ﬁovelists have a monolithic
perception of republican novelists on the basis of their adoption of western life
style. Hursit Ilbeyi, for example, argues that “the novelists of the republican
period have totally disregarded this conflict [between Islamic and Western
values] and embraced and approved Western culture.” He takes Nuri Giintekin’s
novel Gokyiizii (Sky) as an example and asserts that “the major theme of this
novel is a revolt against God represented by ‘Gékyiizi’” (in Yardim, 2000; 287).
The novels of the Republican period, in this vein, are accused by Islamists
novelists as having negative effects on the society. This is because these novels
“represent human types and familial relations that are totally alien to our
society...[And the novel of the Republican period] caused degeneration in
familial and social ethics since they encouraged sinful love and decadent social
relations” (Miyasoglu, 1999; 250). Miyasoglu labels Republican novelists such
as Halide Edip, Yakup Kadri and Nuri Giintekin, as “speakers of official
ideology,” since they slander religious personalities in parallel with official
historiography. Their novels,' he argues, are “ideological and diseased” (Yardim,
2000; 218).

These novelists causing ‘moral degeneration’ not only consist of the
‘westernist Republican’ writers for Islamist novelists. Social realist novelists of
ihe post-1950 period, too, are considered as a group that “exploited the tradition
and values of Anatolian peoplé for their own ideological agenda” (Yardim, 2000;

287), using novels as a means to propagate Marxism. Social realist novelists
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indeed are regarded as having close links with the republican writers since “[in
the conflict between the West and Islam] they have taken their place in the
Western camp” (ibid.). Besir Ayvazoglu, a 1itefary critic, similarly contends that
“the only point that differentiates Marxists from non-marxists is their anti-

- capitalist Sfanée. Both are in a deep agreement on all other issues because their
cultural base depends on cultural sources imported from the West” (Ayvazoglu,
1982; 222-3). Islamist novelists thus homogenize all other actors in the literary
field on the basis that they adopt and disseminate Western values, leading to the
‘moral dégeneration’ of society.

As their emphasis on ‘the negative effect of the republican novel on |
society’ reveals, Islamist novelists attribute to the novel an important role not
only in representing but also in constituting reality. Serif Benekei regards novels
as tools that are “more distruptive (sarsicr) and more re-orienting (yoénlendirici) |
than revolutions” (Yardim, 2000; 255). In a parallel vein Glinbay Yildiz
considers literature as “the most important means to construct and demolish a
nation.” He goes on to say that since “several circles have made use of literature
in the service of indecency, our society and family structure have been shaken,
and bars (meyhaneler), jails and gambling saloons are full. In order to stop this,
we have to take action on behalf of our cultural tradition and use literature to
strengthen the family and decrease dissoluteneSs” (Yardim, 2000; 170).

As mentioned above, literature as a pure artistic form does not exist for
the Islamist novelists. It appears as a conscious political activity and the criticism
it imparts derives from their political agenda. Actually all criticisms, as Eagleton
argues, are in this sense political. They differ from each other on the basis of

their values, beliefs and goals. Feminist criticism, for instance, focuses on the
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relations between writing and sexuality while social realism considers the
relation between the text and ideology (1996; 184-5). The values and goals, in
this sense, held by Islamists shape their criticism toward other literary works.
The content of Islamists’ criticisms indicates their values and beliefs. When the
criticisms of Islamist novelists are taken into consideration, what constitutes the -
Islamic literary stance is a preoccupation with ‘moral and social degeneration’
broughf about by secular and socialist novels. Islamist novelists emphasize the
‘ideological and practical effects’ of these novels in forming an ‘indecent’” way
of life. Aware of the transformative capacity of novels, Islamist novelists aim to
employ literature for disseminating Islamic belief and modeling, and
constructing Islamic social relations. Islamic novels thus emerge as an alternative
to and critique of ‘secular Republican literature,” whose themes and concepts are
represented as the ‘real source of moral degeneration.’

The literary field in this vein is regarded by Islamist novelists as the most
important site for a counter-hegemonic struggle. They assert that the “current
degeneration” caused by Republican literature can only be cured by a “real”
literature. As Islamist novelist Galip Boztoprak succinctly summarizes, “we are
struggling against the novel with the novel. Novel contra novel. Where the child
falls can also be raised up (¢ocuk diistiigii yerden kalkar). Against the novel, we
protect ourselves with the novel. We are restoring the destruction brought by
novels with the novel” (Boztoprak, 1982; 231). As this account demonstrates, the
novel means much more than an expression of the literary imagination for

‘Islamist authors. It appears as a means for ‘cultural war’ in the Turkish political

and literary field.

70



Interestingly, alongside this radical simplification and rejection of
‘Rebublican’ literature, Islamist novelists also feel that they are marginalized and
do not possess cultural capital in the literary field. They claim that the literary
almanacs published by “the westernist circles” do not consciously mention
Islamic artistic works. With this “blindness” Miyasoglu argues “they [the
westernists] try to prove that we did nothing in those years and even that we did
not exist...They call their works ‘Turkish literature’ yet they only mention
westernist literature” (Miyasoglu, 1999; 160). This feeling of exclusion led.
Islamist novelists, as part of their literary activities, to publish an alternative
almanac in 1982, the Suffe Kiltiir Sanat Yillig1, in order to form “the first
collective voice of truth and God (Hak) in artistic and cultural life” (Miyasoglu,
1999; 65). This almanac (Suffe Yiulig1), published annually between 1982 and
1988, was intended to provide a space in which “writers sharing the same belief”
(ibid.) could be introduced to each other and discuss literary topics.*® Suffe Yillig:
was, then, an important attempt by Islamist novelists to publicize their thoughts
on certain topics each year and to explore the category of ‘Islamic literature.’
Suffe Yill:g: not only consisted of articles relating to work published in Turkish
but also covered literary works from other Muslim countries. With titles like
‘Afghan Literature,” ‘Egyptian Literature’ or ‘Fraternal Literature’ (Kardes
Edebiyatlar), Islamists attempte’d to form connections with other literary works
of the Umma in accordance with the bounded universalism of Islamic discourse.

Each edition of this almacac consisted of articles evaluating the Islamic literary

% Altough it is claimed that this almanac involves a collection of the works of writers “sharing
the same belief,” many authors of salvation novels of the period are not cited in the Suffe Yillig:.
As I will show in the fourth chapter, salvation novels were first clearly criticized in the pages of
this almanac in 1988, on the basis that they do not have any aesthetic concern. Thus despite
Islamist novelists’ collective voice on the function of literature, this almqnac represents the
cleavages among Islamist novelists over the content and the literary quality of Islamic novels.

j
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works of the year and proposals to determine the agenda of the coming year. Yet
typically, Islamist novelists who contend that ‘they are excluded’ from the
literary almanacs of the republicans are equally excluding in relation to novelists
outside the Islamic circles.*” In brief, these almanacs represented Islamists
novelists” attempt to institutionalize an Islamic literary discourse as a tool of

‘cultural battle’ against a secular ‘republican literature.’

Islamic Politics of Literary Translation

Not only writing of novels but also the translation of literary works from
other languages is treated by‘Islamic circles as an activity of struggle. Indeed, the
act of translation in itself can not be understood removed from political choices
and orientations, not only for Islamists but also for secularists and socialists. In
her study on translation activities in the Republican period, Giirgaglar succinctly
demonstrates how translation during the early years of the Turkish Republic is
consciously used as a means for “culture planning” (Gtir¢aglar, 2001). She
argues that especially in translations between the years 1940-46 commissioned
by the state-sponsored Translation Bureau, the choice of works and their
preferred terms are supported by the Republican elite as part of the
modernization efforts of the Republican regime. The translation of several
Western classic philosophical and literary texts in this period was partof a

conscious politics that emphasized on the establishment of a humanist cultural

tradition in Turkey.

4 A critic for instance after evaluating the Islamic novels of 1986-88 writes that “several more
novels have been written during these two years. Yet these are not so important from our
perspective. For instance Atilla [lhan in his last ngvel, 0 Karan{zk{a Bzz wExtes about his
experience in the Turkish Communist Party and his struggles within it” (Agar, 1987-1988; 79).
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Translation involves politics not only in the selection process of the
works, but also with deliberate mis-translations, conscious omissions, or
additions by the translators. Several striking examphes in Turkish literature
demonstrate that the choices of translation represeﬁt and constitute a ‘cultural
battleground’ for different groups, particularly between secularists and Islamists.
The most interesting is the translation politics surrounding Antoine de Saint-
Exupéry’s The Little Prince, a well-known book in world children’s literéture,
which has been translated into Turkish by at least 12 different publishing houses
in different years (Neydim, 1998; 34-41). In this short story, the asteroid known

-as B 612 where the Little Prince lives is first seen by a Turkish astronomer in
1909. This astronomer presents his discovery to the International Astronomical
Congress. Yet nobody believes what he says since he was in a traditional Turkish
costume. Saint Exupéry then writes,

“Fortunately, however, for the reputation of Asteroid B-612 a

Turkish dictator made a law that his subjects, under pain of death,

should change to European costume. So in 1920 the astronomer gave

his demonstration all over again, dressed with impressive style and

elegance. And this time everybody accepted his report” (1971

[1943]; 14-15).*® (emphasis mine)

Saint Exupéry, as a writer addressing children, concludes his words with
“Grown-ups are like that.” What he wants to point out, as Neydim argues
commenting on this quotation, is the way that ‘how one is dressed is important in

adults’ world (Neydim, 1998; 39). His use of an example from ‘the East’ may be

taken as an exotic-oriental reference for Western readers. It can be argued that he

8 This is taken from an English translation by Katherine Woods in 1971. Of course, the politics
of translation also applies to this text, but that is not my concern here. The original sentences in
French are as follows: “Heuresement pour la réputation de P’astéroide B 612 un dictateur turc
imposa a son peuple, sous peine de mort, de s’habiller a l’Eurlopé_enne. L’ astronome refit sa
démonstration en 1920, dans un habit trés elegant. Et cette fois-ci tout le monde fut de son avis”

(Saint-Exupéry, 1971; 16)
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does not derive his reference from historical ‘facts’ since the Kemalist dress code
was legislated in 1925 not in 1920 as mentioned in the text. And of course the
writer is not concerned with historical accuracies since in the last instance he
writes in fictional prose. However the phrase “a Turkish dictator” in the
paragraph encouragés the reception of this text in the Turkish context not as a
literary fiction but as a ‘history book,” which allows translators from different
circles to engage in a discursive struggle. Translators have accordingly treated
the text more in the light of their ideological orientation rather in keeping with
the ‘plain’ meaning of the text.”’
Some translators prefer to translate “a Turkish dictator” with more
‘neutral’ expressions like “dedigi dedik bir Tiirk onderi” or “bir Tiirk yonetici”:
“Bereket versin, Asteroid B 612°nin onurunu korumak i¢in bir dedigi
dedik Tiirk 6nderi tutmus bir yasa koymus: Herkes bundan bdyle
Avrupalilar gibi giyinecek, uymayanlar 6liim cezasina garptirilacak.
1920 yilinda aym gokbilimei bu kez ¢ok sik giysiler iginde kurultaya
gelmis. Tabii biitiin tiyeler goriisiine katilmislar” (¢cev. Tomris Uyar,
Can yayinlari, n.d.).
Similarly,
“Asteroid B 612’nin s6hreti igin, stikiir ki bir Tiirk yonetici halkinin
Avrupa giysileri giymeleriyle ilgili bir kanun yapti. Béylece 1920°de
astronom delillerini etkili bir bigim ve kibarlikta giyinmis olarak

yeniden verdi. O zaman herkes onun raporunu kabul etti.” (¢ev.
Emine Erendor, Barig Dagitim, 1984).

A translator in another translation omits entirely the sentences involving “a

Turkish dictator’:

“Ama 1920 yilinda aym gokbilimci Avrupali gibi giyinmis olarak
tezini tekrar ileri siirdiigli vakit, herkes kendisine inanmust1.” (gev.
Filiz Borak, Inkilap Kitabevi, n.d.).

49 On different translations of The Little Prince, 1 draw on Neydim (1998) who compares these
quotations in terms of the inadequacy of mis-translation in children’s literature.
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In some translations, translators make a specific intervention in the text and
inscribe “a Turkish dictator” as a ‘glorious leader’ in order to praise the dress
code. One translator even identifies this leader as Atatiirk:

“Her ne ise ¢ok iyi bir rastlant: olarak biyiik ve degerli kumandan
Atattirk biitiin Ttrklerin Avrupalilar gibi giyinmelerini saglad.

" Béylelikle daha sonralan Tiirk astronomu Avrupalilar gibi giyindi ve
diisiincesini tekrarlad: ve B 612 asteroidinin gergek oldugu kabul
edildi.” (gev. Emel Tanver, Diiiinen Adam yayinlari, 1994)

“Asteroid B 612’nin talihi varmus ki, bityiik bir sef Tiirkleri
Avrupalilar gibi giyinmeye zorladi. Astronom agiklamasini ¢ok sik
bir giysi ile 1920°de bir kez daha tekrarladi. Ve bu sefer herkes ona
hak verdi” (¢ev. Aygoren Dirim, Esin yayinevi, 1989).

Most strikingly perhaps, an Islamist translator extends these original four
lines into a huge paragraph by adding sentences in accordance with his

ideological agenda:

“Astig1 astik kestigi kestik korkung bir 6nder gegmis Tiirklerin
basina. Halk: yasa zoruyla Batililar (Avrupali ve Amerikali) gibi
giyinmeye mecbur etmis. Buna kargi ¢ikanlan 6ldurtmiis. Fotr sapka
giymeyenlere iskence ettirmis. Kravat takmayan 6grencileri okuldan,
memurlar dairelerinden attirmis. Sokaga basinm Grterek ¢ikan
kadinlarin &rtiilerini, genc-ihtiyar demeden polis ve jandarma eliyle,
zorla agtirmis...butiin bunlardan sonra B-612’cigin Turkler tarafindan
kesfedildigi kabul edilmis. Tiirk gékbilimcinin 1920 yilinda,
ayaginda pantolonu, sirtinda smokini, sadece kulaklarinin iist
kisminda kalmis biryantinli saglari ve boynunda papyonuyla bir
Batili gibi giyinmis olarak yapti§1 konugsmak ve kendinin degil
Batililarin harfleriyle hazirladig: belgeler, alkislarla karsilanmus...

[ste (Batil1 ve onlara benzemeye ¢alisan) buyukler bdyledir.” (Haz.
Muharrem EXkisgeli, Nehir Yaynlari, 1996) (This edition was
collected on a court order:) }

This is a remarkable example demonstrating how Islamists’ literary
concerns extend into the field of translation. In addition to several ‘ideological
additions,’ the translator, in accordance to general anti-westernist stance of the

Islamic literature, transforms the phrase “grown-ups” in the original text into

% For other examples of translation see Neydim 1998.

x\~



“westernist and those who imitate them,” to employ the story for his own social
purpose. These different examples of translation, moreover, demonstrate how
certain literary fictions have been transformed into a space of struggle as they
gains a new meaning among competing actors in the Turkish context. Contrary
to the time frame of the original text, secularists consciously mis-translate the
text to praise Atatlirk as a leader and his reforms. Islamist translation on the other
hand more clearly intrudes in the text and rewrites it to insert Islamic agenda.
This insertion of an ideological agenda is also visible in the translation of
several western classics by Islamic publishing houses in the 1980s. Timas, as a
major publishing house of Islamic novels, has also been publishing Western
classics since 1982. Between 1982-2001 it published 29 western classics like
Don Quixote, Misé.rabl‘es and Robinson Crusoe. Ismail Demirci, the editor of
Timas, claims that they introduced these Western classics to Islamic reading
public. Yet a close analysis of these classics demonstrates that translations were
not made with complete fidelity to the original text during the 1980s.”" Similarly
to The Little Prince case, these classics involve several additions and
modifications in line with the ‘Islamic sensitivity’ of the translators. Indeed
Demirci as an editor argues that they have a right to modify the classics since
these classics, as he puts it, “are not sacred texts of the West” (Yeni Safak, 28
July 2001). Even more explicitly, Ali Cankuril, translator of several classics,

notes that

“While translating, I can not disregard my people’s cultural values.
Let’s think of Monte Christo. Except for his drinking, all qualities of
the protagonist comply with Islam. If, in the name of the fidelity to
the text, I make the protagonist drink, I devalue him in the eye of my
readers. His drinking actually is just background, not the major

51 The editor notes that as a result of criticisms they received from their readers, they do not

anymore make conscious mis-translations in western classics (Yeni Safak, 28 July 2001).
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theme. While translating I either omit that sentence or make him

drink water. This does not mean I deform the original text” (ibid.).

As a result of his approach characters in nqvels speak with Islamic phrases
like “helalleselim,” “Allah rahatlik versin” or “fi sebilillah.” This process has led
to the ‘invention’ of a ‘Muslim’ Cervantes, Hugo or Defoe in the Islamic literary
sphere. In other words, Islamists who did not outrightly reject Western writers,
appropriated them in an ‘Islamicized’ fashion, as parallel with their instrumental-
use of the novel as a Western genre. This process of the Islamization of Western
classics derives from the socially committed position of Islamist actors seeking
the realization of Islamic ideals in every sphere of life, which also forms the

basis of all Islamic novels.
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CHAPTER 111

SALVATION NOVELS OF THE 1980s: ISLAMIC IDEAL FOR A TOTAL
ISLAMIZATION OF SOCIETY

The emergence of Islamic novels in the 1980s represents the
a_pprqpria_tion 7offl“mod¢rrn liFerary genre b}y [slamists. Novel writing, as has been
noted in the previous chapter, is considered by Islamist novelists as an activity
that should derive from and aim at the propagation of an Islamic vision of the
world. This ‘Islamic vision’ refers to a new interpretation of Islamism énd
Islamic identity that was produced in tandem with the rise of Islamist movements
in the context of the 1980s. This newly emerging Islamism involved a sharp
critique of both a more established traditional understaﬁding of Islam and the
Kemalist project of modernization.

Literary Islamism in this vein appeared as part of a general Islamic
discourse with new Islamic novels characterized by a critical posture towards
what Islamist authors called the ‘westernist (bafici) novels’ of the republican
period. Islamist novelists had monolithic but productive perception of the
republican novel as based on a misrepresentation of religious signs and a
promotion of a westernist life style. They argued that the novels of the
republican period involved narratives that “misrepresented” religious
personalities and “prioritized an assault on belicf’ > (Yardim, 2000; 175).
Therefore the issues at stake in their conflict with ‘Westefnist novels’ revolve
around these novels’ representations of issues conceming religious (Islamic)
belief, identity and morality. Islamic novels by contrast are claimed to make such
‘misrepresentations’ explicit and narrate ‘true Islam.” Viewed this way, literary
Islamism signifies the endeavour of Islamists to develop a discursive strategy to

combat ‘the negative effects’ produced by secular narratives. Hence Islamic

i
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novels can be construed, to use Eagleton’s term, as “signifying practices” of
within a whole field of discursive experiences. |

Islamic novels not only challenge ‘secular/westernist’ narratives but also
involve the construction of a positive and assertive understanding of Muslimness
along with their message-conveying contents. Islamic literary narratives embody -
a repertoire of instructions and norms about ‘what is to be done and not to be
done’ in life. The novel writing, as stated by an Islamist novelist, is a response to
the basic human query about “why do we Hve and where are we going?”
(Radikal, November, 6, 1997). Therefore the novel in Islamic circles emerged, in
the sense theorized by Nussbaum, as a crucial act in searching for the
fundamental question of “how should one live?”” (Nussbaum, 1992; 95). As
answers to this query, Islamic novels display the value judgements, goals and
intentions of Islamist actors writing (and reading) with an Islamic imaginary.

Islamic novels, like any other literary narrative, can not be construed as
abstract imaginary significations of isolated authors. As Bakhtin notes (2000),
the literature (and language) draws on a socially rooted sign system between the
author énd the reader deriving from a shared context. This suggests that literary
text, context and reader are inextricably linked with each other in the formation
of meaning. Islamic novels, in this regard, are social creations containing a
selection of signs and issues from a variety of social, historical and political
processes in contemporary Turkey as referential fields for the texts, in
accordance with Islamist novelists® claim to represent ‘reality’ and their usage of
real time frames; To put it differently, Islamist novelists’ conception of literature
as a space of struggle against secular narratives allows Islamists to engage in a

dialogue with their ‘opponents” over Islam, civilization, modernization,
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westernization, secularism and conceptions of morality in specific reference to
Turkey’s current context. In this regard, Islamic novels provide information
about how Islamist actors contemplate their lives and actions as well as their
perception of the ‘other’ and surrounding events. In this chapter, I will
interrogate Islamists’ presentation of the self and perception of the ‘other’ by
drawing mainly on two Islamic novels of the 80s, one by a female , the other by
a male writer, but I will also give references to several other narratives on certain
issues to sustain my arguments. Before going into detail, it will be useful to give

a short summary of the selected novels.

Miisliiman Kadinin Adi Var and Bosluk as Exemplary Novels

In Miisliiman Kadn Adi Var (1999 [1988]), Serife Katirer Turhal®® ‘
narrates a story about a girl, Dilara, who newly finishes thé faculty of medicine
with honors and later becomes a doctor in Ankara. At the beginning of the novel,
Dilara is portrayed as a very beautiful and successful “modern” girl with
“modern’ friends”, all raised in Ankara with the “necessities of modernity”
(¢cagdashgin icaplart) such as dancing and flirting (p. 11). Yet Dilara is
presented as a character who expresses some criticism of this modern life style.
She begins to feel herself worthless in an environment where women are
perceived‘ as “commodities of males” (p. 10).

The novel consists of two parts: In the first part, Dilara, as a new graduate
waiting for the graduation ceremony, goes to Kayseri, where her professor father
lives, to spend her summer holiday. In Kayseri, during a walk with her father,‘

they witness a traffic accident in which the pious male character of the novel,

52 gerife Katirct Turhal (b.1955) is a high school graduate with four novels. Her other books
include Aslinda Ask Var, Kayip Araniyor and Adl Miisliiman. For more information on her see

www.serifekatirci.com.
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Ibrahim, and his child survive while his wife dies. Dilara and her father take the
man and the child to their house and let them recover for a few weeks. During
this period, Dilara is heavily influenced by [brahim’s reading of Koran and his
Islamic views on life and death. As is common in all Islamic novels, the female
protagonist is made to fall in love with this pious character. Her dialogue with
[brahim on religious issues leads Dilara to reflect upon and investigate Islam.
During her search for books on Islam, she encounters a pious bookseller in
Kayseri. This bookseller and his wife appear as important figures in teaching
Dilara basic Islamic precepts. At the end of the summer Dilara adopts the Islamic
way of life, symbolized by her headscarf.

The second part of the novel narrates the “difficult days” (p. 81) of Dilara
who returns back to Ankara to get her diploma as an Islamist female. When she
arrives in Ankara, she goes to the dormitory she normally stays in. Her friends
can not recognize her and are surprised by her new headscarved outlook. Her
close friends do not reject her, but some of her friends take a critical stance and
keep away from her because of her Islamic garment. The Directress of the
dormitory expels her from the dormitory since her “headscarf is not suitable for
an official institution” (p. 83). Dilara meets a Muslim woman while she is in a
park thinking desperately about what she would do. Dilara is invited by this
woman to her hoﬁse where she spends “peaceful days” (p. 97) practicing an
Islamic way of life in detail until the graduation ceremony. At the graduation
ceremoﬁy, however, despite being a student who graduated with high honors, she
is not allowed to get her diploma on the stage while wearing her Islamic outfit.
She defends her Islamic life style against her professors who try to convince her

that “her style of life was contrary to the contemporary age” (p. 113-115). Then,
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as a self-assertive Islamic character, she begins to work as a pediatrician in a
hospital where she narrates Islam to her patients. The novel closes with Dilara
being assigned to Mecca as a doctor during the Aac as well as with a marriage
proposal from Ibrahim. Both of them are considered by her as “rewards” (p. 149)

for her patience and insistence on maintaining the Islamic way of life.

The second novel I will draw on, Bosluk by Ahmet Giinbay Yildiz (2003,
29" ed.) tells the story of a male character, Cihan with a central plot revolving
around his Islamization process. Cihan, as a young boy beginning to learn Islam
from some of his friends, is frowned upon by his “civilized and modern” family
and sent to Europe to study medicine. After his return to Turkey as a doctor, he
turns into a character humiliating his pious cousin Tuba, since he finds her
Islamic way of life “primitive” and “uncivilized” (p. 50-54). He not only
humiliates Muslim characters but is depicted as displaying condescending
attitudes towards the poor villagers that comé to his office, where he refuses to
examine them. Cihan is portrayed as a doctor examining the “hypochondriac
people of high society” (p. 57). Over time, he makes money and “searches for
peace in materialism” (p. 78). However without delving into the detailed
psYchology of himself as it is usual in Islamic novels, Cihan begins to question
himself and sink into a state of meaninglessness. He realizes that materialism
does not bring happiness (p. 79).

Cihan then proposes marriage to his pious cousin Tuba who works as a
primary school teacher. However, he is refused by her since he does not live an
Islamic way of life. Sometime Jater he marries Ebru who is depicted as a

“modern and civilized woman,” with worldly desires such as attending parties



where she dances with other males (p. 105). This marriage does not last long
since Cihan still finds his life meaningless. At this moment of crisis he recalls an
old pious friend of his, and doctor Vedat comes into the scene, emﬁloyed by the
author to present his Islamic views framed through the ‘Islamization process’ of
Cihan. At the end of the process, Cihan turns into an assertive Muslim character
propagating Islam to his environment. His new identity, however, disturbs some
people who ‘slander’ him by saying that he in fact “wants Islamic order (seriar)”
(p. 203). Then he is taken to court, and as a result is sent to exile to a small
province. The last coincidence of the novel emerges in this province: While
Cihan is working there as a ‘Muslim doctor’ praised by the local people, he
learns that his cousin Tuba is also working in one of the schools of the province.
Cihan convinces her that he has changed and this time they marry. The novel, as
it is usual in all salvation novels, closes with a happy end.

Both novels, one narrating first the Islamization and then the
stigmatization and exclusion of a young female university student, and the other
focusing on the process of conversion to an Islamic way of life by a male
character, can be taken as representative of Islamic novels of the 1980s. The
stories of Dilara-and Cihan involve various dialogues, signs, and representations
that are often replicated by Islamic novels of the period. As is common in all
Islamic novels, their stories open up with scenes in which pious and secular

characters engage in a discursive struggle over the meaning of civilization.
First Encounter: ‘Civilizational Clash’ Between Muslims and ‘Others’

The narrative structure of Islamic novels is organized around two

competing value systems: Islamic and other (secular/westernist). In line with the
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dominant Islamic discourse of the 1980s, Islam is presented as the source of a
value system that is totally distinct from secular/westernist visions of the world.
These two different value systems engage in a competitive dialogue via pious
and westernized characters in novels. Indeed, it is hard to identify these
characters in novels as true “characters” in hoveli'stic‘terms, since Islamist
novelists do not enter deeply into the ambiguous emotions of characters in order
to develop psychologically complex characters. Rather, they portray a
stereotypical type representing the basic qualities of two social categories,
Islamic and secular/westernist. Therefore the dialogue between Islamic and other
value systems is conducted via idealized social types representing two competing
worldviews. These social types are represented as ‘stable and strong” Muslim
characters on the one hand, and ‘degenerate’ westernized characters on the other.
The central plot of Islamic novels revolves around the Islamization of these
westernized characters who discover a solution to their problems in the message
of Islam, conveyed to them by stable pious characters.

Cihan in Bo§luk and Dilara in Miisliiman Kadimin Adi Var typify these
westernized characters. Through the mouths of these characters and their close
circles the authors giv;e voice to a discourse of modernity and civilization that
has a problematic relation with religion. This discourse is spelled out through the
encounter of westernized and pious characters. When Cihan returns from Europe
as a doctor and meets with family members for dinner and drinks, he asks about
his pious cousin Ebru:

--Why is Tuba not with us?

His uncle replies:
--She keeps away from alcohol and those who drink alcohol.

(..)

--Has she still not changed?

|
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-- Unfortunately civilization is not contagious. She still has primitive
people’s mind within such a family. A teacher’s character should not
be like this. (p. 54)

the original text:

--Tuba ni¢in aramizda degil?
--O igkiden ve icen insanlardan kagar.

()

--Hala degismedi mi?

--Ne yazik ki medeniyet bulasici degil. Béyle bir ailenin arasinda
hala ilkel insanlarin kafasini tagiyor. Bir 6gretmenin sahsiyeti bu
olmamaliymis (p. 54).

When Cihan meets Ebru, he is surprised because she has begun to wear a
headscarf. He shouts at her:

Are you kidding? We are a family that has attained European
civilization. How can you do that? (p. 87)

the original text:

Alay m1 ediyorsun sen?...Biz Avrupa medeniyetine ulagmis bir

aileyiz. Nasil yaparsin bunu? (p. 87).

These quotations are indicative of Islamist novelists’ portrayal of the
appropriation of civilization by their secular opponents. Secular characters who
identify themselves as “civilized” are usually depicted in scenes in which men
and women freely socialize (sometimes flirt) and drink alcohol. These
characteristics are assumed to constitute the basis of a “civilized way of life” of

secular characters who construe civilization as westernization or

Europeanization. Their approach to religion and religious manifestations are

made explicit when they encounter Islamic characters, especially those who wear

headscarf. The headcovering or a critical stance towards alcohol, as in the case of

Tuba, is taken by westernized characters as a feature of “primitive” people

conflicting with the European civilization. Thus, Islamic characters are situated

and gained meaning in the context of Islamists’ portrayal of a westernized vision
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of the world that considers religious belief and symbols as retrograde

manifestations that must be left behind.

In our second novel, the protagonist of Miisliiman Kadinin Adi Var, Dilara,

receives a similar response from her professors in the faculty when she returns to

Ankara wearing her new Islamic gafments. The author has his professors think in

the following way:

How could this be. This dress in the twenty;ﬁrst century? It is
contrary to the contemporary age and civilization. Above all, a
doctor’s veiling in secular Turkish Republic... (p. 104)

the original text:
Olacak sey miydi bu. Yirminci asirda bu kiyafet? Cagdasliga,
medenilige aykir, hele laik Tiirkiye Cumhuriyeti {ilkesinde bir
doktorun ortiinmest...(p. 104).

One of her professors tries to convince her to unveil in a way that

exemplifies Islamists’ representation of secular narratives of civilization:

We have to be modern now! Look, Europe has been rapidly
advancing in science and technology. We have to catch up with their
civilization. We cannot waste our time with rules made fifteen
hundred years ago (p. 115).

the original text:
Artik ¢agdas olmamiz gerek! Bakin Avrupa, bilimde, teknikte hizla

ilerliyor. Onlarin medeniyetine yetismemiz gerekiyor. Boyle bin bes
yiiz y1l dncesinin hitkiimleriyle vakit gegiremeyiz (p. 115).

These expressions that revolve around the identification of civilization that

excludes religious manifestations constitute the major framing device of nearly

all Islamic salvation novels of the 1980s. The term civilization, as any term in a

Bakhtinian sense, derives its meaning from and has a socially charged life and a

history within the contemporary context of Turkey. Islamist novelists, by making
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westernized characters speak with secular idioms, give voice to a historicity
lying behind the concept of civilization in Turkey from their own perspective.
What lies at the core of Islamic narratives 1s a conviction that Islam and Muslim
characters have been silenced and excluded from modern public life by
westernized agents’ conception of civilization. Therefore they contest the
meaning of civilization that is, to use Bakhtin’s words, “populated with the
intention of others” (Bakhtin, 2000; 293). Islamist novelists make westernized
characters’ ‘intentions’ explicit by making them speak a secular language that
promotes the idea that ‘Islam does not belong to the contemporary age.’
Westernized characters are often positioned against Islamic figures along with a
claim that associates civilization with Europeanization or westernization.
Through such a frame Islamist authors demonstrate how the equation of
civilization with Westernjzation (in the form of de-Islamization) has reproduced
negative representations of Muslim actors. This is made salient in the
stigmatization of Muslim visibilities, as in the case of Tuba and Dilara, who are
presented as “backward,” “primitive,” and “contrary to the age” at “conflicting
with modern civilization” by westernized professors, family members and
friends. Islamist novelists, by employing these ‘stigmatizing concepts,” struggle
against secular narratives of civilization and the negative representations that
they construct of Muslims in contemporary Turkey (I vwill address Islamists’
contestation of identity later).

What is important here is that Islamist novelists challenge secular
narratives of civilization and aim to cope with the negative representations of
Muslims through contesting the meaning of civilization and modernity. In other

words, they struggle for positive representations of Muslim social identities by
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situating them within the battlefield on civilization. The self, as Whitebrook
suggests, does not construct a story in isolation (Whitebrook, 2001). People
constrﬁct identities by locating themselves within “a repertoire of emplotted
stories” (Somers and Gibson, 1994; 38-9). And during this emplotment, various
time frames, contexts, events and dialogic relationships contributing to the -
construction of a narrative may be interrelated in a number of ways. Islamist
novelists of the 1980s, however, emplot their narratives within a ‘civilizational
discourse’ in the political/cultural context of contemporary Turkey. Emplotment
of Islamic novels within the dominant secular narratives of civilization is
indicative of the “mental strategies” of the contemporary Islamist movement that
is “modernity-oriented” (Goéle, 2000, 94) framed by a will to participate in
modern urban contexts. In other words, the constitution of the central plot of
Islamic novels via a discourse of civilization, in which Islamic and westernized
characters engage in conflict signify that Islamic novels are narratives of “the
intimate encounter of Islam with modernity” (Go6le, 2002) in the context of
Turkey during the 1980s.

The situatedness of Islamic narratives within the contemporary context of
Turkey allows Islamist novelists to present their criticisms of secular narratives
of civilization. In this sense, Islamic literary discourse can be apprehended as an
attempt to retell the story of civilization in Turkey in a particular way. To
achieve this end, it seeks to ‘defamiliarize the familiar world’ and to disturb the
“habitualization’ brought about by secular narratives of civilization. This
suggests that Islamist novelists intend for the reader to reexamine the
assumptions, conventions and stigmatizations brought about by the secular

framing of civilization and modernity. In other words, they aim to make people
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see the narratives of civilization differently and anew. What they show, first of
all, is that the process of modernization has taken Turkey not to the level of
contemporary civilization, but to ‘moral degeneration’ and ‘social
disintegration.” This was because, as an Islamist novelist writes, “irreligion has
been injected into Turkish society in the name of contemporaneity and modernity
[Dinsizlik, Ttrk toplumuna ¢agdaslik ve modernlik adina siringa edilmis]”
(Asimgil, 1993; 70). Islamist writers, as third person narrators, often intervene
into their texts to present their views on the current situation brought about by |
the process of modernization in the form of westernization. For example Katirci
Turhal, in Miisliiman Kadimin Adi Var, depicts contemporary Turkey in a scene

when Dilara, with her headscarf, is not allowed to get her diploma:

That day, while they made a spiritual massacre and many innocent
people were put through hard conditions, thousands of girls on the
streets escaped their homes with hopes of becoming actresses, and
ended up in brothels, because of the defective education they
received.

The number of call-girls has been increasing dramatically, and
newspapers, which are behind the promotion of prostitution,
announce that many of these girls are university students, as if they
are proud of it.

The young generation commits murders and robberies without
hesitation, since they do not have the fear of God inside them.
Because of the spiritual void, thousands of youngsters commit
suicide in such a variety of ways...

And bars, pavilions and Atari saloons, customers of gambling
machines have been in rapid increase. So many families fall into
ruins, so many children inhabit the streets. A jailhouse has been
erected opposite each school building (p. 130).

the original text: )
O giin orada manevi bir katliam islenirken, kiyafetlerinden 6tiirti,

pak-temiz vatan evladi zorlanirken, sokakta binlerce kiz, verilen
yanls terbiye sonucu evlerden kagryor, artist olma umuduyla genel
evlere diisiyordu.

Tele-kizlar ¢1g gibi biiytiyor, gogunun tniversiteli oldugunu yine
fuhusu koriikleyen gazeteler, sanki iftiharla ilan ediyorlardi.

!
)
.
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Geng nesil Allah korkusunu hissetmedigi i¢in goziinii kirpmadan

cinayetler isliyor, soygunlar yapiyordu. Manevi bosluk sonucu

binlerce geng canina kiyiyordu 6liimiin her ¢esidiyle. ..

Ve barlar, pavyonlar, atari salonlar1, kumar makinalarinin miisterisi

hizla gogaliyordu. Ve nice ocaklar séniiyor, sokaklan gocuklar

dolduruyordu. Her okula karg1 bir hapishane inga ediliyordu. ..

This quotation is representative of Islamist novelists’ critical depiction and
perception of current Turkish society. Secular modernization, they write, led to
“an age in which not civilization but de-civilization has been dominant™; to a
society where “obscene posters have proliferated” (Bosluk, 286), and to “a
mentality that rewards the bosses of brothels since they pay high taxes [genelev
isleten kadin tiiccarlarini fazla vergi verdi diye 6diillendiren zihniyet” (M.
Kadinin Adi Var, 131). What lies at the core of Islamist novelists’ criticism
toward secular conception of civilization is that its mentality has led to
‘disastrous moral dissipation’ especially for youth. As the above quotation makes
explicit, this was because youth grown up with ‘modern values’ that exclude a
religious idiom. Moreover this mentality, as Islamist novelists commonly
emphasize in their narratives, has led to a social context in which youth fall into
meaninglessness and aimlessness.

Cihan and Dilara, the two protagonists of the novels, are types living in

such modern social contexts. The social milieu in Ankara, in which Dilara and

her university friends grow up, is depicted thus:

All of them have grown up in the most privileged districts of Ankara,
where relationships between genders are free from traditional bonds.
They have enjoyed love, flirtation, being or having a mistress and
unfaithfulness, all of which are included in what modernity requires

(p. 11)
(..)

...concerning their family life, even the word Islam was not heard at
all at home, let alone observing Islamic commands. Their life
consists of eating-drinking, dressing as the fashion prescribes,
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drinking alcohol, gambling, flirtation and having a good time
whenever they can (p. 88).

the original text: :
Hepsi de Ankara’nin en sosyetik muhitlerinde, kadin-erkek
iligkilerinin en serbest kucaginda yetismis, taa ¢ocukluklarindan bu
yana ask, metres, {16rt, ihanet gibi, ¢cagdashgin icaplari arasinda
yogrularak biiylimiislerdi. :

()

...aile yagantilarinda degil Islam’in emirleri, islam kelimesinin adi

bile gegmezdi. Onlarin hayatlar: yemek-igmek, modanin emrine gore

giyinmek, icki-kumar-flort ve nerede sabah orda aksam eglenmek...

Characters living such a modern way of life, uninformed about Islam,
allow Islamist novelists to construct a social category of ‘the other’ around the
concept of modernity. ‘Modern characters’ belonging to this social category are
portrayed as those who are ignorant about, and often hostile to Islam, due to their
western-centric conceptions of modernity and civilization. They are made to live
according to the “necessities of modernity,” represented as drinking, flirting,
dancing, and enjoying ‘immoral’ love affairs. Islamists, thus, envision a form of
secular collective identity institutionalized by the secularization/modernization
process. The wearing of mini-skirts, alcohol consumption, attending parties
where men and women freely socialize and flirt, and condescending attitudes
toward Muslim characters are portrayed as characterizing such a collective
identity. These characteristics are commonly employed as the attributes of
characters who identify themselves as ‘modern’ in salvation novels of the 1980s.

These modern characters, however, are represented as persons who do not
have full control over their existence and way of living. Rather they are depicted
as ‘imitators of Western modernity’. To put this in one of the Islamist novelists’

own terms, these modern characters are those who “think of civilization as
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imitating the West, deviating from their religion” and as a result “loose their
essence, even their humanity.””

Ebru, Whom Cihan marries while living a modern way of life, exemplifies
one of these modem characters. Novelists depict scenes in which modern

.54
73 For

characters are made to act according to the “necessities of modernity.
instance, while Ebru and Cihan are dancing in a party, a man comes and offers to
change partners. Cihan, as a character who has begun to adopt a critical attitude
towards his environment, gets jealous of her and angry with that offer. Ebru
criticizes Cihan and addresses him as such: “[but] you are a civilized man.” In
response to Cihan’s jealousy, Ebru is made to take recourse to civilization: “I
think you have contradicted European vision. This is civilization, whether you
want it or not! [Bence Avrupa goriisiine ters diistiin...Istesen de istemesen de
medeniyet bu]” (Bosluk, p. 106-7).

In a similar way, Dilara of Miisliiman Kadinin Ad: Var addresses her
professors, who do not allow her to attend the graduation ceremony with hqr
headscarf, of being ‘imitators of Western civilization’:

You, who commit injustice by insisting on modern dress code, are

you going to pronounce people old-fashioned, people whose dressing

does not properly cover their bodies, if the Jewish designer Pierre

Cardin, which creates such modern costumes of the world, designs a

couture that properly covers the body? Does this nation deserve to be
so base, is it apt for this nation to imitate others blindly? (p. 129).

2 Raif Cilasun, Bir Annenin Feryadi, coverstory, without date.

3% Authors often caricature modern characters to depict a decadent personality promoted by
modern civilization. For example Giinbay Yildiz portrays Ebru as such:

“Ebru became one of the typical moms of the twentieth century... Although Sahin [her child] has
reached his first year, his mother did not suckle him with the excuse that her breasts would be
deformed. .. She did not change his diaper with the excuse that her fingernail polish would be
damaged... She became a mom who hated her kid...a mom who is indifferent to any hardship of
her kid... o

the original text: Ebru yirminci asrin tipik bir annes-i olmgstu....Sah.m, bir yasin doldurrpasma
ragmen, annesi gogsiim bozulur diye, gocugunu emzirmedi...Ojelerim bozulur dusu'ncemyle altini
degistirmedi...Kendi gocugundan tiksinen bir anne oldu...Cocugunun her mesakkatinden uzak,
ilgisiz bir anne.. ] (Bosluk, p. 113)

\
I
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the original text:

Cagdas kiyafet diye tutturup haksizlikta bulunan sizler, diinyanin bu

¢agdas kiyafetlerini belirleyen Yahudi modaci Pierre Cardin, kapal

bir kiyafeti moda diye piyasaya siirerse, o zaman acik kiyafetlileri mi

cagdist ilan edeceksiniz? Bu millet bu kadar sahsiyetsizlige, korii

kortine taklide layik midir?

Thus what characterizes ‘the ofher’ of Muslim identity is their blind
imitation of the West. The characters depicted as ‘modern’ are not allowed to
have self-consciousness on their life style choices. Rather they are employed by
the novelists as objects of Islafnic pedagogy, in legitimizing the Islamic ideology
as the only alternative to secular narratives of civilization. In the identification of
opponents, Katirct Turhal often cites Jews that symbolizes the generic category
of the other of Muslim identity. The term Jews is used to include the Western
powers that support Zionist ideology as well as materialism that, as commonly . |
stressed by Islamic movements, made Muslims to lose their essence and alienate
their religion. This rhetoric of conspiracy leads Islamist novelists to construct
modern characters— the category of ‘the other’— as ‘alienated subjects’ of the
process of westernization. They are in this sense are perceived as the victims of
this process. Therefore, Islamists call out to them: “You are not the victim of
Islam but de-Islamization” (Senlikoglu, 1993; 17).

Islamist novelists have a deep conviction that the modern subjects are
doomed to unhappiness in a social context from which Islam has been excluded.
In contrast, Islamic narratives claim that what the age and modern people need is

the true message of Islam. Cihan’s and Dilara’s trajectory, as two modern but

wretched characters as a result of their modern way of life, exemplify Islam’s

solution to modern problems.
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Construction of Islamic Identity

Islamist novelists presuppose that the modern conception of civilization
has led to a ‘corrupt order’ since it excludes religious morality, promotes an
egoism and seduces youth with its stress on the free interaction of the sexes.
Cihan and Dilara represent two young characters living in a ‘corrupt milieu’
where Islam is not lived, talked about or practiced. They are portrayed by their
authors as falling into meaninglessness, because of ‘imitative and decadent’
relations governing their circles. Their realization of the worthlessness of the
modern way of life becomes the beginning of their process of Islamization.

The process of Islamization of westernized characters begins when their
feeling of meaninglessness arises in a context where they meef Muslim
characters. In almost all novels of the period, this encounter is connected with
the experience of love. Westernized characters are made to fall in love with
Muslim characters, with whom they are taken to a ‘journey’ to adopt an Islamic
life. Dilara falls in love with the pious teacher [brahim, who stays in her house
after a traffic accident, while Cihan—inconsistently in terms of his position in
the novel—proposes marriage to his devout cousin Tuba. Their love triggers
their curiosity about ‘another way of life” which is alien to them. Westernized
characters, however, are not allowed to be together with Islamic characters until
their process of Muslimization or construction of Islamic identity is complete. In
the process of learning an Islamic way of life, novelists present Islamic ideas
about how to think, behave, pray and even how to love.

Dilara is said to drawn to Ibrahim “not because of physical appearance, but
because of character.” This Muslim man, the novelist writes “was kind, polite

and cultured young. At the same time he was a conscious Muslim practicing
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God’s orders. He had initiated a new epoch in a young girl’s [Dilara’s] life by
giving her the Koran as a gift” (p.50). Dilara is made to qualify her love in
contradistinction to that of modern people: “My love is totally different from
theirs. Their love depends on sexuality” (p. 70). Around an Islamic poliﬁcs of
differentiation marked by a language of ‘us’ and ‘them,’ Dilara is made to
identify her love as “metaphysical love (ilahi bir sevgi).” The novelist through
Dﬂara’s-mind presents what is required for ‘real love’ in Islamic frame:

I love his personality... It is the holy book that Binds me to him...]

have heard it from him for the first time, and [ was affected... Are

not these enough to bear love? ... What if I get to know him closely,

if I enter into his life in which he punctually observes Islam. Who
knows, how much would I love him? (p. 70).

the original text:

Ben onun kisiligini seviyorum... Beni ona baglayan o kutsal kitap...

Ik defa ondan duyup etkilendim... Bunlar bir sevgi i¢in yetmez

mi?...Ya onu yakindan tanisam, onun Islam’1 harfiyen uygulanmis

hayatina girsem, ne kadar severim kim bilir?.

To know Ibrahim more closely, and to ‘satisfy her soul’ Dilara decides to
learn about Islam. Similarly, Cihan, as a result of his unhappiness with the
modern way of life, decides to find one of his old pious friends, doctor Vedat.
The edifying mission of the novels is worked out through dialogues between
these two characters and pious figures. The bookseller Dilara meets in Kayseri
when searching for religious books appears as one of the ‘teaching figures” of the
novel. He advocates Dilara start reading Islamic history. Dilara’s response
signifies her first step in acquiring Islamic consciousness: “So far we have read

European history. From now on forth let us read Islamic history [Simdiye kadar

Avrupa tarihini okuduk, bundan sonra da [slam tarihini karigtiralim bakalim]” (p.

35).
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As Dilara reads Islamic books, she begins to question her upbringing,
education and ignorance about Islam:
Why did not they teach them a bit of spiritual knowledge additionally
in those schools where she was taught knowledge of the material
world for many years? Or was it not necessary? ...Or was religious

education something meant for only a spemﬁc group? Or could not
religion be reconciled with science? (p. 29).

The original text:
Yillarca okudugu okullarda, madde ilminin yaninda neden bir nebze

de mana ilmi vermediler? Lazim degil miydi yoksa?...Yoksa yalniz

bir ziimreye mi mahsustu dini egitim? Yoksa ilimle din bir arada -

olamaz m1ydi?”

Dilara then engages in dialogue with Muslim characters fo find answers to
her questions. These questions and dialogues are designed in the novels to
present readers with basic Islamic precépts. Miisluman Kadinin Adi Var, in this
sense, is more didactic than Bogs/uk. Katirc1 Turhal makes Dilara ésk several
basic questions to the pious bookseller such as “Why do we always turn to the
direction of Ka’ba [to perform prescribed prayers]?” or ““Why do we confirm
our intention as we elevate our hands, when we perform prescribed prayers?
[Namaz kilarken neden elllerimizi kaldirip niyet ediyoruz?]” (p. 40-41).
Similarly in Bosluk the dialogue of Cihan and the pious Vedat revolves around
‘why one should believe?’ serves the same end. These dialogues provide
novelists with a means not only to present basic Islamic knowledge but also to
clarify and speculate on certain issues like morality, polygamy, and the status of
women in Islam.

What novelists do so far is to connect events—Dilara’s and Cihan’s love,
their search to learn more about Islam etc.— in the form of narrative and to

reconstruct them in a signification process. Each event signifies the issues at

stake in the construction of a coherent Islamic identity. To achieve this, Dilara’s
\\
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love for Ibrahim, her questioning of the modern way of life and Cihan’s attempts
to find answers to his feelings of worthlessness are refracted in a narrative form
that emerges, in the sense that Richardson uses the term, not only as “a mode of
representation but also a mode of reasoning” (Richardson, 1990; 2). Dilara and
Cihan appear as agents who need to make choices within the context of
particular dilemmas to develop a narrative unity in the construction of a coherent
Islamic identity. In their quest for narrative identity, characters are led to make
choices between “metaphysical” and “material love,” “European and Islamic
history” and “Islamic and modern way of life.” Answers that characters [Islamist
novelists] develop to these dilemmas constitute sequential plots of [slamic
narratives through which Islamic identities are formed. In this regard, narrative,
as Taylor (1992) and Maclntyre use it (1985), provides Islamists with a means to
order and pattern the construction of a coherent Islarﬁic self within the modern
world.

The theme of the West emerges as an important topic within the
representation of an Islamic self. In accordance with the dominant Islamic
discourse of the 1980s, Islamist authors in salvation novels engage in a struggle
over the representation of the West. They generally create a homogeneous West
in contradistinction to the Islamic world. However it can be argued that there are
two layers of this representation of the West. In some novels authors gesture to a
Western conspiracy, so that the West is presented as the source of all evil. In
more oppositionary narratives like Misliman Kadimn Adi Var, the West or

Europeans are depicted as eternal enemies of Muslims:

... The grandchildren of those who divided our country into seven
regions before the War of Independence, and who jailed Muslims
into mosques, here are those Europeans. Now, they pretend to be our
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friends, and our fellow men take them to be our friends... [These
Europeans] have always attacked this noble nation, sometimes by
crusades, sometimes by cultural imperialism, immorality and the

illness of fashion (p. 120).

The original text:
...Istiklal Savagindan 6nce yurdumuzu yedl pargaya boliip

- paylasanlar... Mislimanlar: camilere tikip yakanlarin torunlar, iste o
Avrupalilar. Ama simdi bize dost goriinenler ve bizimkiler tarafindan

dost sanilanlar...[Bu Avrupalilar] Ne yazik ki her devirde kah Hagli
seferleriyle kah kiltiir emperyalizmiyle, ahlaksizlikla, moda illetiyle
bu necip millete saldirmiglardir (p. 120).

In several other novels, on the other hand, the material development of the

West, its style of urbanization or discipline is praised.” Authors sometimes refer

to the spiritual dimension of the West and argue that it is ‘us’ who

‘misunderstood and appropriated it” only in the form of a secular and irreligious

civilization. In Bosluk, Cihan who is sent to Europe to become an “intellectual

(aydin),” yet returns to Turkey as a ‘degenerate” man, signifies a character that

has misunderstood the West. This fact is spelled out in his dialogue with doctor

Vedat who asks him,

--Were there not venerable fathers where you come from?

--There were.

--Did those illuminated people, among whom you got your
education, urge you to follow the religion they follow?

--They did.

--And then?

--I rejected.

(...) ’

--What did [those people] used to do on Sundays or Saturdays?
--They used to go to certain places called Church or Synagogue.
--What do they use to do there? :
_-Probably, worship. Those days, we used to invite their daughters to
parties, but they would not attend... ‘

--Have you ever asked why?

--They used to say simply “it is our holy day

--So, Europe is different.

--Why?

55 For such a respresentation of the West see the novels of Ali Erkan Kavakli.
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--As far as we are concerned, they call the people who worship
“backward.” But they observe things that their religious beliefs
require (p. 163).

The original text:
--Senin geldigin yerlerde muhterem pederler yok mu?
--Var.
--Aralarinda tahsil gordiigiin aydin kafalar, sana mensup olduklar
dini teklifettiler mi? 7 o -
--Ettiler
--Sonra?
--Reddettim.

()

--[O insanlar] Pazar ya da Cumartesi giinleri ne yaparlardi?
--Kiliseye ya Havra denen yerlere giderlerdi.

--Neler yaparlardi oralarda?

--Herhalde ibadet. O giin kizlarimi eglenceye davet ederdik,
katilmazlardu...

--Hi¢ sebep sordugun oldu mu?

--Kutsal gliniimiiz der, gegerlerdi.

--Demek Avrupa degisik.

--Neden?

--Bizde ibadet edenlerin adini1 “gerici” koydular. Kendileri
inanglarinin gerektirdigini yapiyorlar.

Moreover the author, through the mouth of doctor Vedat, refers to and
quotes from several Western thinkers such as Carl Young and Ale;xsi Carel (sic!
read Carl Jung and Alexis Carrel, misspellings original) to emphasize the
importance of belief in human life. Such a representation of Europe, however, is
again complemented with reference to a Western conspiracy. This is made
explicit at the end of the dialogue by Vedat: “ aaah Europe. It is Europe which
prescribed us irreligiosity while preserving its own church. [aaah Avrupa. Bize
dinsizlik recetesini yazip kilisesini koruyan Avrupa]” Therefore, the blame is

again put on the West and the Westernizing agents in Turkey.

At the end of this discussion, Cihan is transformed and declares that: «. ]
BELIEVE... GOD EXISTS. THIS UNIVERSE IS NOT ON ITS OWN. [ WILL

NOT LEAVE AND ABANDON THIS WELL SET-UP ORDER TO CHANCE”
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(capitals original) [INANDIM... ALLAH VAR. BU KAINAT SAHIPS{Z
DEGIL. KURULUP BIRAKILMIS BU DUZENI TESADUFLERE
BIRAKMAYACAGIM.” He is transformed into a charater who would spend

the rest of his life conveying the message of Islam to humanity.

For male characters in névels, 1t seems to be enough to émounce that ‘they
believed.” After their transformation they are not generally made to undergo any
physical alteration such as wearing a beard. On the other hand Dilara, who turns
into a devout character and begins to perform daily practices (praying), still lacks
an important dimension to be a true believer. Dilara is made aware of this
dimension when she goes to a mosque with her ‘teacher’ bookseller. While the
bookseller enters the mosque, she realizes that she can not since she is not
covered. Then she feels guiltily: “I can not here enter into God’s home without
veiling. How can I dare to enter paradise if I die in this situation! [Ben burada
daha ¢rtiisiiz Allah’in evine giremiyorum. Ya su vaziyette (')'liirsem‘ cennete
girmeye nasil yﬁzﬁfn olacak!]” (p. 40). This self-questioning is deepened by a
Prophet’s saying told Dilara by the bookseller’s wife: “If one imitates a nation,
356

she belongs to it [Kim bir millete benzemeye Ozenirse, o onlardan sayilir].

The old woman continues:

Which Muslim woman wants to be examined in the other world
together with Jews by uncovering her head and being similar to
them... We have to take not Europe’s but Asr-1 Saader’s (the age of

happiness) women as models (p. 78).

the original text: . )
Hangi Miisliiman kadimn bagini agarak, benzedigi yahudilerle beraber

hasrolmak ister?...Bizler Avrupa’nin kadinlarini degil, asr-1 saadetin
hanimlarim 6rnek almaliyiz.

36 This saying is often replicated in several Islamic literary and non-literary texts of the 1980s to
sustain an Islamist politics of differentiation.
\

\
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Dilara’s life altering moment arises when she is made to hear a
‘metaphysical voice’ while she prays to God to reach fulfillment. This voice
addresses her:

~ Look my daughter, look at this apple! It has a hull. Whatever living
being, whatever fruit, whatever animal you take, all have shells on

them. The shell of women is their clothes. Your veiling yourself will
protect you from all kinds of danger (p. 47).

the original text:

Bak kizim, su elmaya bak! Bunun kabugu var. Kainatta hangi

canliya, hangi meyveye, hangi hayvana bakarsan bak hepsinin

tizerinde bir kabuk vardir. Kadinin kabugu da 6rtiistidiir. Seni her

tiirlti tehlikeden koruyacak tesettiirlindiir.

As a result of this ‘metaphysical moment’ Dilara finds the commitment to
acquire a full Islamic identity and asks herself: “How can a woman adopt Islamic
way without veiling? [Tesettiirsiiz bir kadin nasil Islam’in yoluna girebilir?]” (p.
48). Therefore she discovers veiling as a cornerstone of Islamic female identity.
At the end of this process, she adopts Islamic headcovering, as was the case for
the pious character Tuba of Bosluk. Female characters after veiling are depicted
as transformed: Dilara’s “face is enlightened, an attribute that others do not have
[yiiziine herkese has olmayan bir nur gelir]” (p. 48) and Tuba “becomes like an
angel [meleklesir]” (p. 87).

One of the striking characteristics of salvation novels is that the female

protagonist who is veiled in the course of the narrative commonly comes from a

rich family or ‘high society.’ 37 In this sense Islamic novels challenge secular

57 Islamist novelists’ preference to choose ‘modern,” unveiled girls and their construction of an
ideal female identity by making them adopt veiling is some.times criticized b}/ veiled girls
themselves through readers’ letters. For instance a veiled.gu’l write's to npvellst Ismail Fatih
Ceylan in the following way: “In novels written by Mgslxms, uqvelled girls (agik kizlar) are
always depicted as beautiful, attractive and good-looking. Musllm' men, who are affected by
novels, now find unveiled girls more attractive... Why do you deplcF an unveiled girl as first
attractive, and then by making her adopt veiling, promote her as an innocent person? You mean
\

.
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narratives that posit that headcovered girls are generally rural-origined, and
lower class. The Islamization of rich, urbanite and cultured girls asserts that the
proposed Islamic way of life does not signify ‘backwardness’ in any sense.
Rather novelists employ a progressive language. The Muslim woman is
presented as modern, fofward-lobkin'g, yet moral and authentic. Several research
on headcovered woman also demonstrate that they are quite careful not to be
labeled as backward or narrow-minded. By contrast, headscarved woman try to
revise socio-cultural patters which register modernity in a way which would not
violate basic Islamic rules (Saktanber, 1994).

As will later be shown in the legitimization of Dilara’s will to attend
university, the novelist of Miisliiman Kadimn Ad: Var asserts that the headscarf
does not constitute an obstacle to attending modern urban spaces and to studying
modern science. Thus the ‘modern’ emerges in Islamic narratives not merely
compatible to Islam but also desirable for Islamic subjects. Not only in literary
discourse but also in several accounts of Islamists, the headscarved girls appear
as, what Gole calls “modern mahrem” (Géle, 1991), signifying veiled girls’ aims
to selectively appropriate th¢ products of modernity.

However the headscarf commonly emerges in all salvation novels of the
1980s as a requirement for woman to become a true believer and to come into
contact with the modern. Headcovering in line with the dominant Islamic
discourse of the period appears as “the most powerful meta-political icon” (Géle,

2002) differentiating Islamic identity from secular/westernized characters. It is

to imply that unveiled girls are beautiful and that veiled girls are lessi valuable? No, there are
many beautiful girls among those veiled. I think you ﬁnd unveiled girs cha'trrpmg becalfse veiled
girls do not expose their beauty. Okey, let’s say, Musllm men acquire mer.xt in God’s sight
because they veil unveiled girls. But what will be the situation of veiled girls? Please do not
portray [unveiled] girls as beautiful sc as to mislead young boy§.” (Qeylan, 2002;222). The
reader then comments that Muslim men are not interested in veiled girls, but rather they chase
unveiled girls because of Islamist novelists’ depiction of them as beautiful.

|
\
\
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represented as a sine qua non of Islamic identity. In one of the influential novels
of the 1980s entitled Miisliiman Savas¢r (Tekin, 1998) for instance, the Muslim
character Abdullah, who falls in love with the daughter of a tyrant landlord
Selma, V\;rites her a letter and invites her to become a Muslim. Selma asks herself
“Am I not a Muslim? What does it mean to be a Muslim?” An old man she
consults warns her “you will cover your head. If you do not, everything is futile”
(Tekin, 1998; 145). What marks the narrative construction of Islamic identity,
therefore, is the veiled woman. Women, not only in literary but also in all non-
literary Islamic texts of the 1980s, function as the “boundary marker of Islamic
difference” (Gole, 2000; 101). Islamic veiling appears as a curtain identifying
insider and outsider categories. Furthermore, veiling in Islamic discourse and
Islamic narratives does not simply refer to women’s religiosity but also, as it is
presented in novels, appears as a signifier of communitarian morality as the basis
of ideal Islamic society. There is therefore a certain gender dimension of literary

Islamism that needs to be addressed.

Collective Islamic Morality on the Basis of Gender

One point that should be elaborated about the Islamic literary sphere is
that with few exceptions almost all authors of salvation novels are male actors of
Islamism. This conforms to the context of the 1980s where the voice of males
dominated Islamic discourse of the period. The intellectual terrain was
dominated by men who wrote books (even or perhaps especially on the position
of women in Islam), gave lectures and discussed religious issues in public
spaces. All of the few outstanding female Islamists, on the other hand, were

active in the literary field as novelists or story-writers. Islamist women novelists

i
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(such as Emine Senlikoglu, Mecbure Inal, Serife Katirc: Turhal) reflect upon
social and political matters and transmit their messages through literary
narratives rather than ‘intellectual’ books in the 1980s.

Indeed, novels written by Islamist womeh do not differ from, but rather
" “share a common discourse with those of males since they also voice a
‘metapolitical narrative’ of Islamism and problematize common social and moral
issues. Emine Senlikoglu states: “I write my novels to give particular
messages...Being male or female makes no difference for me...As far as belief is
concerned, there should be no discrimination between men and women” (Cakir,
2000; 110). It can be argued that Islamic novels, framed on the basis of a critique
of secular narratives, (re)presented collective Islamic identity through a
collective discourse. This collective discourse that emphasized collective
harmony did not portray different and conflictual representations between the
genders. Within such a collective vision, what was common to all Islamic novels
of the} period was that the ‘woman question’ was the cornerstone of their agenda.

As noted above, women’s headcovering and visibility have been the
fundamental marker of Islamic difference and identity in the modern context of
Turkey. Similarly it waé the construction of main plots of novels around the
‘woman’s issue’ that characterized Islamic literary narratives. Even in novels
like Bosluk which revolves around the problems of a male character, author
writes scenes around women characters who at one point wear the headscarf,
adopt an Islamic way of life and give voice to a collective Islamic discourse.
Many other novels such as Misliman Kadinin Adi Var, on the other hand, are

directly based on women characters and concern themselves with women’s roles
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in social life. Women are central to Islamist politics not only because of their
visibility but also of their ‘preassigned’ roles in ‘ensuring’ collective morality.
Women’s role as the backbone of communitarian morality is worked out
through their adoption of Islamic veiling. Dress in Muslim contexts as in all
cultures is not only a means of bodily protection. It is as Giddens notes “a means
of symbolic display, a way of giving external form to narratives of self-identity”
(1991; 62). Veiling, however, in an [slamist frame, does more than provide an
external form for self-identity. It is considered as one of the indispensable
components of ‘moral issue.” Dilara’s explanation of her veiling to her friends in
Ankara mirrors such a framing of Islamic veiling. In response to one of her

friends’ question, “Why should young girls not older cover their heads?” she

says,

This is because all kinds of molestation occur to young

women... Why do not young men flirt with old women? Why is it
young girls and young women who end up in brothels? Even if they
[old women] doll themselves up, or dress up immodestly, nobody
cares about it. There are so many points bearing wisdom in every
command of God. Veiling reduces prostitution and instigation. It
protects women from dangers (p. 83) (emphasis mine).

the original text:
Ciinkii her tiirlii tecaviiz geng bayanlara olur da onun i¢in...Neden
sokakta ninelerle fl6rt etmiyor gengler. Neden genel evlere hep geng
kizlar, geng kadinlar digiiyor...Onlar [yaslilar] siislenseler de, agilip
sacilsalar da kimse doniip bakmaz. Allah’in her emrinde binbir
hikmet vardir. Ortii, fuhusu-fitneyi azaltir. Kadinlar: tehlikelerden.

korur (vurgu bana ait).

Dilara gives voice to the dominant Islamist discourse of the 1980s that
frames women’s visibility on the basis of communitarian morality. Notions of
communitarian morality provide Islamists a habitus around which not only
collective identities are shaped but also an ideal Islamic society is built.

Women’s headcovering and conduct in such a frame are thought to constitute the
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basis of communitarian morality. This is because the position of women in an
[slamic vision of the world expresses what an ideal Islamic society both fears
and needs: the fear of fitne (disorder) and the need for order. It is generally
women in their ‘modern (unveiled) outlook’ and ‘degeneracy’ that arise as the
source of fitne not only in Islamic novels but also in general Islamic discourse. In
other words, fitne arises when women do not respect the boundaries of Islamic
moral conduct provided with Islamic veiling. Veiling, as in the accounts of
Dilara, is framed as the basis of Islamic moral codes and communitarian
morality. The veiling of women, in other words, is represented as a major moral
component against fitne (disorder) and degeneracy.

Communitarian morality, which revolves around gender issues—i.e.
women’s headcovering and modesty— is central to Islamist politics’ desire to
differentiate itself from from its conception of modernist liberal pblitics (Gole,
1997a; 63). The centrality of the position of women for ensuring communitarian
" morality also explains why policies and measures pertaining to gender relations
are often the first to be introduced by Islamic regimes or demanded by
oppositionary Islamist movements (Taraki, 1995; 644). What is interesting
regarding the position of Islamist women is that in several academic works,
Islamist women are répresented as the passive and submissive agents of Islamist
movements (Saktanber, 1994; 103). In the case of Mz‘lsh‘iman Kadimin Ads Var,
however, it is an Islamist Womah novelist who similarly—to Islamist male’s
account— posits Islamic headcovering and Islamic framing of women as the‘
basis of communitarian morality. She not only frames women in this way, but
also conveys messages about the necessity of women’s modesty and chastity for

an ideal Islamic society. Therefore, it can be argued that it is the collective
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Islamic subjectivity in the 1980s that gave voice to Islamic discourse in a way
that disallowed internally any politics of gender. Put it differently, collective
Islamism of the 1980s disregarded all particularities and differentiations
regarding gender, class or ethnicity lines within fhe [slamist movement. Muslim
7a—'g'enis shared a common discourse based on the collective repreéentatioﬁs of
Islamism.

In their representation of women via an Islamic frame, novelists such as.
Katircr Turhal engage in a discursive struggle against a sécular framing of
women represented by feminist discourse. The title of Katirci Turhal’s novel, in
this sense, signifies a challenge to a well-known book, Kadzmﬁ Adi Yok (The
Woman has No Name), by liberal feminist Duygu Asena (1987), (See Figure 1
and 2). This book was one of the major works of women who as “defiant
daughters” of the older Kemalist generation, challenged the patriarchal framing
of women by Kemalist circles and demanded substantive equality while
expressing their will to control their own sexuality in the 1980s (Arat, 1997 and
2000). As Islamists take every opportunity to criticize the basic tenets of secular
civilization and convey their Islamic messages, the title of Katirci Turhal,
Miisliiman Kadimin Adr Var (The Muslim Woman Has Name) signifies Islamists’

criticisms of secular and feminist conceptions of women. Katirct Turhal presents

her criticisms throughout her novel:

Now I ask those who deceive women in the name of Modern Turkish
Rights of Women:

Does protection of women mean to display them like products that
are shown to customers?

Does it mean to push them to assume so many appearances, so they
are slaves of fashion?

Does it mean to abuse them day and night as mother, wife, and
business women all at once in the name of freedom of women? Does
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Figure 1 Negotiation of Islamic identity at an intersubjective level: Serife Katirc1’s Miisliman
Kadinin Adi Var vs. Duygu Asena’s Kadinin Adi Yok, (cover pages)
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Figure 2 Serife Katirc1’s other novel, Aslinda Agk Var in response to Duygu Asena’s Aslinda
Agsk Yok. (cover pages)
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It mean to make them lose their energy by imposing upon them work
proper for men?

(.)

Those who want to protect women should first take care of these
problems. Those who say that “the woman has no name” refer only
to the woman who is annihilated in the world which they have
produced. Those who say that woman has no name tell only thelr
own story (p. 160). B

the orginal text:
Simdi soruyorum. Tiirkiye’li Cagdas Kadin Haklari, diye kadinlar1
aldatanlara:
Kadinr korumak, [onlar] agikta satilan mal gibi sergilemek midir?
Her an modanin esaretinde kiliktan kiliga sokmak madir?
Kadina 6zgtirlik deyip, gece giindiiz, hem ana, hem es, hem is kadini
yaparak somiirmek midir? Erkegin isini de yiikleyip, zamanindan
once yipratmak midir?

()

Kadini korumak isteyenler énce bunlan halletmelidirler. “kadinin ad:
yok” diyenler, kendi tirettikleri diinya yasaminda, yok edilen kadim
anlatmaktadir. Kadmin adr yok diyenler, ancak kendilerini tarif
etmiglerdir” (p. 160).

This passage represents a renarrativization of homogeneously perceived
feminist discourse within an Islamist frame by a woman novelist. The novelist
attributes several qualities fo feminists such as the “slaves of fashion” in order to
present her Islamic conception of woman in contradistinction to feminism. She
homogenizes feminists as her opponents and narrativizes the position of woman
in feminist movements in compliance with the dominant collective assertions of
Islamism of the 1980s. It is claimed that it is the modern and secular Way of life
promoted by feminism that led to the destruction of women. Hence she invokes a
language of ‘us’ and ‘them’ in line with the politics of differentiation of
Islamism.‘ She constructs Muslim woman’s identity in response to her

perception of feminist opponents. The following sentences represent the way

feminism is perceived by Islamist actors of the period:

109



Faithful women know that feminists who compete with men for
superiority are chasing after illusions; faithful women are not
interested in such unreasonable games. Those who claim superiority
are those who are wretched people, ignorant of God’s laws (p. 157-
8).

the original text:
- Miimin kadinlar, erkeklerle tistiinliik yarisina giren feministlerin bosa
kiirek salladlklarml bilir; bdyle akilsiz oyunlara icabet etmezler.

Erkeklerle tstiinliik iddiasinda olanlar, Allah’in kanunlarindan

habersiz bigarelerdir.

Thus the author gives voice to a discourse of Islamism of the 1980s on the
role and status of women in Islam which has been shaped in responsé to, what
Islamist writers call the “modern egalitarianism” of Western modernity (see
Hatemi, 1988). Specifically on the women question, Islamist writings of the
1980s by both male and female actors share a common essentializing position to,
in their words, “equity feminism,” (Abedin, 1996) which according to Islamists,
inevitably creates the hostility and antagonism as a necessary co-condition
among sexes. In feminism, according to Islamists, men and women are locked
into adversarial positions and matched against each other in a “perennial gender
structure” (Abedin, 1996; 75). Feminism is sometimes identified as a “new brand
of male chauvinism” since it puts a high value on the roles of providing financial
support or success in career which have trgditionally been filled by male
members of society, while devaluing, on the other hand, the domestic roles of
women. Thus egalitarian feminism according to Islamic Writers denies the
differentiation of male and femaie roles and demands a move towards a “unisex
society” (Faruqi 1983) in which the empowerment of women could only be
supplied on a battlefield against male’s territoriality.

Islamist writers of the 1980s argue that Islam handles women’s position by

replacing the element of ‘power” with ‘responsibility” in gender relations within
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a framework of “mutual responsibilities.” They claim that men and women

should be defined with their distinct functions in a way that generate harmony
and interdependence not conflict. In other words, men and women in collectivist
discourse of Islamism are put in a complementary position that is regarded as the
" backbone of a ‘healthy” (Islamic) society (see Hatemi, 1988, Dilipak, 1995). -
Such a positioning is promoted not only by intellectual works but also by literary
narratives of the period. Against a ‘feminist’ claim that ‘The Woman Has No

Name,” Katircr Turhal replies out that ‘The Muslim Woman Has a Name’ in a

complementary and harmonious position with men:

Muslim women have always been there, since the creation of
mankind for the first time. And they have always taken their places
alongside their men.

They have always stood shoulder to shoulder with men; they have
struggled for the cause they believed. '

Our noble Lord who says that ‘we created you as a pair of man and
woman’ described faithful women alongside faithful men as
following: ‘Faithful men are supporters of faithful women, and
faithful women are supporters of faithful men.’

(God has identified their duties in the best manner, in accordance with
their creation.

A faithful woman knows the limits drawn by God, and she does not
compete for superiority with her husband who is made superior to
her by creation in some respects. Man and woman are halves of a
whole. Neither can a man be without.a woman, nor can a woman be
without a man (p: 157).

The original text:
Miisliiman kadim, insanoglunun ilk yaradisimdan bu yana vardir. Ve
daima erkeginin yaninda olmugtur.
Her devirde, her ¢agda erkekle omuz omuza olmus, inandiklari dava
ugrunda ¢aba harcamuslardir.
‘Sizi erkek ve disiden yarattik’ diyen Yiice Rabbi’miz, Miimin kadin
erkegin yaninda soyle vasiflandirmigtir: ‘Miimin erkekler, Miimin
kadinlarin, Miimin kadinlar da Miimin erkeklerin yardimeilardir.’
Allah onlar en giizel sekilde yaratiligiarina uygun vazifelendirmistir.
Miimin kadin, Allah’mn ¢izdigi sinr bilir ve baz1 yonlerde tistiin
yaratilmis erkegiyle Gstiinlik yarigina girismez. Erkek ve kadin bir
biitiiniin yansidirlar. Kadmn erkeksiz, erkek de kadinsiz olamaz.




Islamists assert that ‘full equality’ between men and women will be
reached only when the issue is resignified as one of humanity. That men and
women are equal in their humanity is recognized by Islam which places on them
equal rewards in matters of faith. In terms of social roles and obligations,
however, [slamists claim a division of labour to bé the functional basis of an
ideal society. In this division, because of differences of nature, it is asserted that
males in some matters are “primus enter pares” (first among equals) (Hatemi,
1988; 32). In the above quotation, Katirct Turhal gives voice to such a dominant
Islamist discourse and replies to modern egalitarianism via social functions
produced by natural-physiological and temperamental differences between sexes.
In this functional division of labour, what is primarily valued is the domestic role
of women as mothers who would raise a ‘faithful generation.” This line of
argument paves the way for authenticating claims that involve that the position

and role of woman is elevated in ‘real Islam’:

“In Islam woman is held with high esteem. Woman is one half of a
whole the other half of which is man...if today no scholar of high
caliber emerges from Muslims, this is because there are no mothers
who breed such scholars.

¢.)

Muslim women are respectable ladies of warm and pure homes.
Women may demand a fee in return to the housework they take care.
They also have the right to demand a servant. Of course if a Muslim
woman does not ask for it, she will be glven a greater reward by God

(pp. 145-147).

the original text:
“Islam’da kadin degerlidir. Kadin erkegi tamamlayan, bir biitiniin

yarisidir.
. [bugiin] diinya ¢apinda alimler glkmlyorsa bu evlatlarn

yet1§t1recek annelerin yetismemesindendir.

()

Miisliiman kadin sicak temiz yuvasinin hanimefendisidir. Kadin
isterse evinde yaptig1 islerden dolayt teret isteyebilir. Veya hizmet
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edecek birini talep etme hakkina sahiptir. Istemezse daha biiyiik
miikafat vardir Allah katinda.

In Miisliiman Kadimn Adi Var, this promotion of domestic roles and the

simultaneous rhetorical support given to Dilara to be a doctor may seem at first

 glance conflicting. VIslamist discourse of the 1980s, however, at a rhetorical level
involves assertions regarding the public roles of woman: ‘a woman can do
anything she likes, including earning money. The money she earns belong to her
alone.’ (see Dilipak and Hatemi ibid.) Furthermore, some occupations like doctor
are especially claimed as positions that need to be acquired by women. This is
caused by moral concerns since ‘women need women doctors’ in an Islamist
framework.

What is salient in Islamism of the 1980s is the collective ideals that shape
any individualistic or worldly demand. Accordingly, education and occupation
were framed within a collectivist discourse of [slamism in a way that made them
merely means for attaining greater Islamic ideals. Literary narratives construct
gender positions in every detail within such a framework. As an outstanding
example, Katirct Turhal towards the end of her novel addresses young girls as
such: “You, young girls... You will demolish idols of dowry. You should be
bride of Islam, not bride of a piece of cloth. [Siz geng kizlar...¢eyiz putlarim
yikacaksiniz. Sizler bez pargasinin degil, Islam’in gelini olmalisimz]” (p. 151).
One therefore has to become a ‘bride of Islam,” ‘a mother of Islam” and ‘a doctor

of Islam’ to cure, as Islamism asserts, a morally degenerate society to pave the

way for an ideal Islamic one.
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Dilara and Cihan become ‘doctors for Islam’>® via process of acquiring a
collective Islamic consciousness. The construction of social identity, however,
requires more than the mere adoption of parﬁcular religious idioms. As theorists
of social identity point out, social identity is never unilateral. It is not enough, in
other words, to assert an identity. It must also be validated or not by other actors
at an intersubjective level. Identity formation always involves a dynamic
between “how we have been represented and how that bears on how we
represent ourselves” (Hall&Du Gay, 1996; 4). This.suggests that identities are
continually negotiated and challenged at an intersubjective level. Cihan who
declares that ‘he believed,” and Dilara who becomes a true believer with her
Islamic veiling are now transformed into activists engaging in a struggle with

their opponents in their process of constructing an identity.
Islamic Identity in the Path to Collective Salvation

Dilara adopts Islamic veiling in Kayseri where she spent her summer
holiday. “Difficult days” however begin for her when she decides to return to
Ankara to get her diploma. She is made aware of this difficulty by thinking that
“it was easy to live Islam here [in Kayseri], but now I will go to a different
context. [burada gok kolaydi Islam’1 yasamak ama simdi bambagka bir ortama
gidecegim]” (p. 77). Negotiation of her Islamic identity takes place in a big city,
Ankara. This signifies an important dimension of Islamisf movements which
represent the introduction of Muslim agency willing to exist in modern urban

contexts and to participate in modern spaces. Accordingly, in contrast to several

58 The Muslim characters in salvation novels are often portrayed as doctors. Similarly, in
intellectual Islamic writings of the 1980s, a Muslim who truly unders?and' the message of [slam is
defined as “doctor of humanity” (Unal, 1986; 8). The analogy is striking m.bot'h polmca}l and _
literary Islamism in both of which Muslims are depicted as “doctors” that signify Islamists’ will

to cure what they call the “morally degenerate society.”

4

}
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Islamic village novels of the pre-1980 period, salvation novels of the 1980s
narrate the struggle of Muslim characters in modern urban spaces. Large sections
of the novels in this context are constitﬁted by narratives spelling out the
sorrowful stories of headscarved students who are not allowed to attend
universities.”” They narrate the tears and sufferings of Muslim charécters, mostly
headscarved girls, who are excluded from public life since the practices they
perform and veiling they adopt are regarded as contrary to civilization. Dilara is
expelled from the dormitory and is not allowed to receive her diploma in the
graduation ceremony, while Cihan is sent into exile in another city accused of

ERS)

“struggling for sharia’” (p. 203) on the other, typify such stigmatized Muslim
characters. |

Islamist novelists challenge the stigmatizing representations of Islamic
identity and develop a positive identity through self-stereotyping. The first
dimension of self-stereotyping appears in the presentation of Muslims as victims.
The titles of novels represent this situation: Kurban (Victim), Ozyurdunda
Garipsin (You are a Stranger in Your own Land), Senin Icin Aglayacagim (1 will
Cry for You), Simdi Aglamak Vakti (Now 1t is Time to Cry), Bacimin Gozyaslar:
Ne Zaman Dinecek (When will the Tears of My Sister End), Dinmeyen
Gozyaslar: (Unceasing Tears), Dokunmayin Bacima (Do not Touch My Sister),
Isitilmeyen Feryat (Unheard Cry) etc. (See Figure 1 and 2).

Dilara is depicted as one of the victims of the age.vShe exemplifies

Islamic identities who, as has been demonstrated by various ethnographic

studies of the period, feel that they were not treated as “equal” under “secular-

democracy” (see Navaro-Yashin, 2002 and Houston, 2001). Dilara, as one of

59 See especially Mehmet Zeren 1996.

i
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Figure 3 Sadik Tekin’s Miisliiman
Savaggi, a salvation novel of the 1980s

(cover page)

Figure 4 Mehmet Zeren’s Oz Yurdunda
Garipsin, a salvation novel narrating
the stories of headscarved girls (cover

page)
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these Muslim agents, is depicted as having little space to realize her potential
since headcovering is banned not only in schools but also in all official
institutions. The novelist portrays Muslim women in this context of
stigmatization “as negroes in America or second class citizen due to the etiquette
on their heéds’5 (p. 101).

What is striking here is that Dilara, in the foreword of the novel, is
introduced to readers as one of the thousands of girls with the same experience:
“Dilara’s disappointment as an honors degree student is lived and is still being
lived by hundreds of thousands of girls in our couniry” (p. 6). Introducing their
novels in a few pages, novelists often state that the ‘current story narrates the
experiences of many believers or many veiled girls.” In this sense Islamic novels
are collective stories relaying a Muslim agent’s story by narrativizing the
experiences of the social category to which s/he belongs. Novels address
Muslims by stating: ‘this is your story and you are not alone.” Therefore they
seek to emotionally bind Muslims who have the same experience so that they can
overcome the sense of isolation and alienation of repressive secular life. As
collective stories, to use Richardson’s terms, Islamic novels link separate
Mouslim selves into a “shared consciousness” and provide the basis for
“collective action” (Richardson 1990; 9).

Nevertheless, representation of collective Muslim identity does not remain
at an apologetic level centred around a discourse of victirﬁness. Muslim
characters in salvation novels are turned into self-assertive personalities speaking
with a language of pride backed by an Islamic cdllective idiom.® Dilara, as an

‘awakened’ and ‘conscious’ Muslim, begins to speak in a collective tone that

% Based on her fieldwork conducted between 1989-199} in Ankara on Muslim women, N
Saktanber similarly argues that the dichotomy between lpjury and pride shapes the definitive
feature of Muslim women’s identity in their daily narratives (see Saktanber, 2002).
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endorses a politics of differentiation in her Ankara days. When she first
encounters her classmates with her new identity, she could not decide whether to
greet them in “their language” or as a “Muslim (Miisliimanca).” Then she

reminds herself:

No compromise Dilara. Either all or nothing...If you do not want to
be a quasi-Muslim, then put Islam into practice completely. They
spoiled Islam by discarding this and that aspect of it. Even your
greeting is useless, if it is not in a manner proper to a Muslim... (p.
102)

The original text:

Taviz yok Dilara. Ya hep ya hi¢...yarim Miisliiman olmak

istemiyorsan tam uygula Islam’1. Zaten ondan kirparak, bundan

kirparak kusa ¢evirmisler Islam’1. Selamin dahi Miisliiman’ca

olmazsa neye yarar...

Dilara, who decides to live Islam in every detail of her life, is made to
engage in a discursive struggle with her friends and professors over the meaning
of ‘being modern’ and the position of religion in a contemporary age. Her friends
and professors are made to voice an oppositionary discourse that labels her
Islamic veiling as “backward” or “not suitable for this age” (p. 103). Dilara, in
discussion with one of her friends wearing a mini-skirts, questions the meaning

~ of ‘contemporary’ (¢agdas) and asserts that “indeed your [her opponents] style

of dress seems to belong to the Middle Ages” (p. 103). The authorial voice

intervenes by declaring Dilara to be “more contemporaneous” than these “semi-

naked” girls:

Since it was the fashion, a few years ago, once she [Dilara] wore a
mini-skirt and put an overcoat on, nobody objected. What they did
not like was the fact that she dressed up according to what God
prescribed, but not the fact that she followed what fashion
prescribed. Indeed, the modern age and things like that were simply
excuses. If whether one is civilized is decided on the basis of
dressing manners, then she would be more modern. This 1s because
those who get out half-naked were simply imitating people whom
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primary school books describe to be the people of the Stone
Age...S0, are not those who walk around half-naked more
backwards? (p.98), (emphasis mine).

the original text:

Birkag yil 6nce, moda oldugu i¢in, uzun pardesii ve i¢ine mini etek

giymisti de kimse sesini ¢ikarmamugtr. Onlarin sevmedigi modamn

degil de Allah’in emrine gore giyinmesiydi. Yoksa ¢ag falan

bahaneydi. Eger medeniyet, caglara gore giyilen kiyafetlere gore

belirleniyorsa, kendisi daha ¢agdasti. Ciinkii su anda yar ¢iplak

gezenler, ilk okul kitaplarinda magara devri diye tanittiklar tas

cagini taklit ediyorlardr...oyleyse yari ¢iplak gezenler, soyunanlar

daha gerici degiller miydi? (vurgu bana ait).

This passage exemplifies Islamists’ endeavour not only to challenge
secular narratives but also to make the terms of modernity and civilization their
own. This aim necessarily brings Muslims into a contradictory situation with
westernist agents since the meaning of these terms is determined by their
previous context of use. Discursive struggle over the meaning of modernity
stands as one important aspect of the construction of a collective Islamic identity.
This is because identity as Whitebrook suggests “is primarily a matter of the
stories people tell others about themselves, plus stories others tell those persons
and/or other stories in which those persons are involved” (2001; 4). This
suggests that Islamists through novels tell their stories to others and at the same
time challenge the story of others in which Muslims are identified as non-
modern. In this negotiation of identity, Muslims try to reconstruct past events in
- anew way. They tell new stories about the modernization process of Turkey and
reinterpret events in ways that support the new narrative. What lies at the core of
this reinterpretation is that Islam is not incompatible with the contemporary age.

It is argued that it is secular conception of civilization and a loss of faith in Islam

that brought about an underdeveloped and morally degenerate society.
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This discourse is complemented by an assertive claim for authenticity that
is also a common feature of Islamist movements. Dilara’s complaints about her
professors, who are depicted as “being similar to Middle Age’s priests who were
against science [tipk1 orta ¢agin bilime kars papazIan gibi]” (p. 101), is a mirror

image of claims to authenticity:

“We would leave the West way behind us, if we ceased imitating the

- West and read the works of Muslim scholars. Why do we have no
scholar who is respected around the world? Let me give you a few
examples of your forefathers of whom you are embarrassed, so that
you may acknowledge that I am right. It is Biruni, who is a Muslim
scholar, who proved that the world revolves six hundred years before
Galileo, and who counted the diameter of the world seven hundred
years before Newton.

The person who drew the map of the moon for the first time is Ali
Kuscu, another Muslim scholar. It is Harzemi who has blazed a trail
in Mathematics... Those who, for the first time, made cancer surgery
and who discovered the cure of leprosy and that the plague is
contagious are Muslim scholars... (p. 117).

the original text:
“Batiy1 taklit etmekten vazgecip de kendi Islam alimlerimizin
kitaplarmi okusaydik, batiy1 ¢oktan geride birakmugtik. Neden diinya
capinda bir alim yetistiremiyoruz?
Sizin utandiginiz atalarinizdan birkag drnek vereyim de belki hak
verirsiniz. Diinyamn déndiigiini Galile’den 600 y1l &nce ispat eden,
Newton’dan 700 sene dnce diinyanin ¢apin hesaplayan bir Islam

alimi Biruni’dir.

Aym ilk haritasin ¢ikaran Ali Kuggu isimli Misliiman alimdir.
Matematikte ¢igir agan Harzemi’dir... . 1lk kanser ameliyatini,
ciizzam tedavisini, vebanin bulasict oldugunu bulan hep Islam

alimleridir...

What is striking here is that in their claims to authenticity Islamist actors
still compete with the West within a shared framework regarding science.
Islamist actors invoke Islamic historical ﬁgpres and present them as models for
the present and the future. Islamic claims to authenticity, as Al-Ahmeh notes,
involves “references to past events” that imply that they are “repeatable” since

they are still “somehow alive at the core of the invariant historical subject” (Al-
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Azmeh, 1993; 56)°!. This claim to authenticity characterizes the fundamentalist
nature of Islamism that suggests that Islam’s virtues derive from its
fundamentals. The employment of authentic language pfovides Islamists with a
sense of strength and pride as well as a “firm ground’ to challenge collectively

* the secular narratives of civilization.

The Islamic discourse on authenticity, therefore, endows “Muslims with a
collective identity that works critically against both traditional subjugation of
Muslim identity and monocivilizational impositions of Western modernity”
(Gole, 2000; 93). Islamic subjects, along with their will to ‘revive the past as a
model for the present and the future,” question the boundaries of a
secular/westernist project of modernity. In other words, Muslim actors challenge
secular impositions and boundaries with their aspirations to attend modern
institutions and urban spaces with their Islamic values, practices and outlook.
Dilara in this sense represents a category of veiled girls who make their way into
the spaces of modernity and strive to acquire a public visibility. She defiantly
objects to her stigmatization and exclusion: “As if God does not exist in state
buildings. If ybu are veiled, either you would stay at home or you would do
lower grade jobs like being a doorkeeper or maidservant [Hasa, devletin
binalarinda sanki Allah yok...Ortiiliiysen ya evinde oturacaksin, ya da ayak
islerine bakacaksin, hizmetgilik, kapicilik gibi...]” (p.101). Therefore what
characterizes Islamic identity is not a withdrawal but a willl to participate in the

modern world collectively and critically (Gole, 2000; 98). Dilara is depicted as

81 Such claims to authenticity are so common to Islamic discourse qf Fhe 1980s tha.t they also
extend into the literary sphere. Accordingly it is clgimed that t.he origin of Don Quixote belongs
to Andalusian philosopher Seyyit Hamit bin Engeli. Ar_]d Daniel Defoe pilfered the sFory of
Robinson Crusoe from Hayy ibn-i Yakzan that was written long before Crusoe (Yeni Safak, 28

July 2001).
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one of those critical Muslim agents by the authorial voice, who warns her
opponents that these Muslims will increase in numbers in the struggle for Islam:
They should know this well...Dilaras, Ayses, Fatmas will increase in

numbers. They will become legion...and the girls of this country,
who were silent and did not see Islam’s light, will awaken from thelr

- sleep one by one...(p. 147) R

the original text:
Ama sunu iyi bilmeliler...Dilara’lar, Ayse’ler, Fatma’lar
cogalacaktir. Onlar bask: uygulandik¢a yogunlasacaklar, uyuyan,
Islam’m nurunu géremeyen bu memleketin kizlar bir bir
uyanacaklar asirlik gaflet uykusundan...

The author is so convinced in her claim that “pious girls will increase in
number” that she argues that Islamic veiling and studying universities do not
conflict. She conveys her message to young girls as such:

Veiling is one of God’s definite commands. Seeking knowledge is

also obligatory. Can a Muslim exercise discretion between these two

commands of God? A Muslim should struggle to observe both of
them, this is what Jihad is.” (p.78).

the original text:
Ortii Allah’1n farz kildig1 emirlerdendir. 1lim de farzdir. Miisliiman

Allah’in emirlerinin arasinda tercih yapabilir mi? O ikisini de
yasamak istemeli ve bu ugurda miicadele etmeli, igte bu cihat’dir” (p.

78).
And later she announces with a collective language that “... girls
were resolute. They wanted to observe both of God’s commands:

SCIENCE (iLIM) AND VEILING [.. kizlar azimliydiler. Onlar Allah’1n

her iki emrini de yasamak istiyorlardi: ILIM VE TESETTUR]” (p. 147).

This passage is indicative of Islamists’ challenge toward the secular
narratives of civilization that are accused of endorsing an inherent conflict

between science and religion. Islamists ventriloguize the Kemalists conception
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of civilization via professors who are depicted as secular civilizers,*® engaging
with them in a discursive struggle for a collective representation of Muslim
agency. In rejecting the stigmatizing representations thaf secularists have of
Muslims, conscious Muslim characters in novels afgue that their beliefs and
visibilities are not an obstacle to the study of ilim. Their preference for ilim,
rather than bilim as the term for science signifies their intention to appropriate
modern science in Islamic terms. The term ilim derives from Arabic and has
Islamic connotations, in contrast to bilim that refers to modern secular science as
adopted by secular circles. This term signifies Islamist agents’ attempt tb
discredit secularism, the ideology of which aligns itself with faith in reason
(Toprak, 1993; 247). What Islamists do, in other words, is to draw a limit to
secular rationality in their search for a harmony between faith and science.

This example also illustrates that Islamic novels engage in struggle over
every detail with secular idioms. Islamic novels in this sense are narratives of
conflict. A narrative of conflict serves a double function for social movements: It
allows the members of a social movement to identify an ‘opponent,” while
simultaneously aiding members to establish a shared identity and a sense of ‘we-
ness’ among themselves (Steward et al., 2002; 125). Islamic novels as narratives
of conflict serve both to identify ‘opponents,” while their discourse of ‘we-ness’
plays a significant role in constructing ideological boundaries for the Islamic
collective identity. The ‘opponent’ of Islamic identity, in \}arious kinds of

writings of Islamists, emerges as secular intellectuals—such as the professors of

Dilara—and all those who “base their reflections on appeals to science and

sors who takes a critical stance to veiled girls is made to talk as such: “[As I
I say ‘let me gather these and give them a lecture on our religion...(bu
lar1 bir toplayip bir, dinimiz hakkinda bir konferans

82 One of the profes
see these veiled girls]
basortiilileri gorditkge. .. diyorum, sun
vereyim...) (p. 113).
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reason alone” by excluding the category of faith and suffer from the
“symptomatic illness” of Westernization (Meeker, 1991; 192). “We-ness” or
collective Muslim identity on the other hand is represented by conscious Muslim
characters, as Dilara and Cihan, who reappropriate religion and revive it via the
claim to authenticity and the universality of Islamic values.5’

Conscious Islamic identities towards the end of novels are transformed into
activists yearning for the Islamization of society, in compliance with the
dominant discourse of the Islamism in the 1980s that carried the ideal of
transforming society as a whole. In Bosluk Cihan is turned into an activist who
gives lectures to the masses on Islam, modernity and other ideologies. This is a
general strategy of Islamist authors, who towards the end of tﬁe novels depict
Muslim protagonists as ‘conferencing characters’ to convey their messages more
directly to readers. Similarly the authorial voice is heard more as omniscient
narrators by the end of novels. Conversation disappears at the end of the novels
and characters (authors) convey messages to people across several pages. The
following is a passage from Cihan’s lecture titled ‘Bog/uk’ in which he is made
to talk about current youth that have fallen into “meaninglessness” because of

“this de-civilized age.” After his diagnosis, he presents the solution:

if they tried a scientifically approved educational system which also

respects religion, if respectable figures constructed ideas of

nationality and fatherland, and if ruined foundations were replaced
by new ones, then the youth would be a stronghold and would protect

itself from anarchy.
Unfortunately, some young people, seeking to serve the country, are

not even aware of the fact that they pursue the same cause as the
betrayers, since they are unbelievers. ..Certainly, the youth, whose

£ collective identity, authors employ a hierarchical discourse. In
Var. for instance, Turhal is not fair to professors who are made present to
on in their discussion with Dilara. Muslim characters like

53 In their presentation o
Miisliiman Kadnin Ad
a ‘weak’ and ‘inconsistent” situati :
Dilara, however, are always firm and consistent.
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spiritual bonds are cut off, despise themselves...If we do not respect
the religion and beliefs of this country’s people... then we become
destined to remain an unimportant society (pp. 286-287).

the original text:
“Eger din bag: ile birlikte ilmi bir terbiye usulu denense, milliyet, .
vatan fikrini, makbul karakterler kursayds, yikilan temellerin yerine
yenisi yapilsaydi, genglik sarp bir kale olur, biitiin fitnelerden
benligini korurdu...
Ne yazik ki, bazi gengler inangsiz olduklari igin, memlekete hizmet
yolunda, hainlerle aym safta bulunduklarinin farkinda bile
degillerdir...Manevi baglan koparilan bir genglik elbette kendini
kiigtimser...bu tilkede halkin dinine ve inancina hiirmet
etmezsek...¢lirlik bir cemiyet halinde kalmaya mahkum oluruz.

He continues to criticize Marxism as a “doctrine that led to world

destruction (diinyay: hiisrana gotiiren doktrin)™:

For Marx, there is no place for possessions...For Marx, religion is
opium. For Marx, a housewife is an ornament with illness...For
Marx, love for offspring does not exist...Before all else it was
necessary to criticize religion in order to reform societies. He said,
“Man created religion, and religion did not create man.”
Exterminating religion is a prerequisite in order for people to attain

true happiness (p. 287).

the original text: ' .
Marks icin miilkiyet yoktur.. Marks i¢in din bir afyondur. Marks i¢in

aile kadim hastalikli bir siistiir...Marks i¢in evlat sevgisi meveut

degildir.. Her seyden evvel cemiyetleri kanstirmak igin dinin

tenkidinden baslamaliydi. ‘Dini insan yaratmigtir. Din, insani degil’

diyordu. Dinin imha edilmesi halkin gergek saadetinin icabidr.

Giinbay Yildiz—as one of first generation of novelists who experienced
the political conflicts of the pre-1980 period between rightist and leftist groups—
often directs his criticism towards Marxism in his novels. To this end, he
presents a simplified and caricaturized interpretation of Marxism. What he takes

as a measure for his criticism of Marx is again a religious vision of the world to

which. he stresses, Marx was hostile. At the end of his speech, he warns youth
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not to be ‘seduced’ by foreign ideologies (besides Marxism, Zionism is also
often cited) but to rély on the true message of Islam. What is emphasized at the
eﬂd of the novels therefore is that Islam is a solution to all malaises of the
modern age. The problem, in other words, as enunciated by novelists is not Islam
but de-Islamization in the name of modernity that led to the plight of the current
society. In this regard Muslims should struggle to narrate to people the goodness
of Islam. Messages of novels are encapsulated by the dominant motto of
Islamists of the 1980s: “Peace is in Islam.”

As with Cihan, Dilara also transforms into an activist aspiring to convey
the message of Islam to people. What is common in both cases (and salvation
novels of the period) is that Islam not only defines Islamic identity, but also
constitutes the only way to salvation for everyone. Inflamed by such a
preconception, Dilara, who begins to work as a pediatrician in a hospital, is not
satisfied merely performing her occupation. She continually thinks of new ways
to serve Islam and humanity. She begins to develop “ways of childraising

according to Islam.” (p. 138). This is because Dilara,

came to believe that every pediatrician must know the character of
their [children’s] soul in as much as they know how their bodies
function. She understood that to cure their body was not sufficient,
unless it is accompanied with filling up their spiritual void by
addressing their souls (p. 138).

the original text: .
Her gocuk doktorunun, bu kiigik yaratiklarin bedenlerini tanidiklarn

kadar, ruh yapilarini da tanimasinin gerekli olduguna kanaat
getirmisti. Ciinkii manevi bosluklar dolmadan onlarin ruhuna hitap
etmeden, bedene sifa vermenin yeterli olmayacagini kavramisti.

And she begins to address to “empty souls” of children coming to

hospital for their physical iliness. She asks them:
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--Tell me little kid, do you believe in God?

--Yes.

--Can we see Allah?

--No.

--Why?...No answer, this is because Allah has not been taught to and
settled in the heart of this child.

The original text: ™~ =
--Soyle bakalim kiigiik Allah’in varligina inanyor musun?
--Evet.
--Allah’1 gorebilir miyiz?
--Hayir.
--Neden? Cevap yok, ¢iinkii ¢ocuga Allah tamtilmamus, kalbine
yerlestirilmemis

Dilara explains the existence of Allah by using analogy of microbes

‘and goes on to narrate:

--Then where shall we learn about our creator?

--No answer. '

--From Qoran that Allah sent us, from nature and our Prophet...
--Now, will you promise me that you will take medecine I will
prescribe for you and learn that book [Qor’an]? (p. 139).

the original text:
--Pekala nereden taniyacagiz yaradani?

--Cevap yok.
--Allah’in bize gonderdigi kitap Kur’an’dan, tabiattan ve

Peygamberimizden...

--Simdi sana yazacagim ilaglar1 igecegine soz verdigin gibi o kitab:

da 6grenecegine soz verir misin?

Dilara’s enthusiasm to explain Islam to her patients exemplifies the
socially committed and authoritarian position of Islamists who think that Islam
shoﬁld permeate every sphere of life. In other words, they know the ‘good life’
and impose it on others. According to this vision of the ‘good life’ it is necessary
to live Islam in every detail and to indoctrinate it to youth since *... the children,
who have grown uninformed about Islam, would become either anarchists or

form masses of people who had no interests except eating and drinking

...[Islam’dan habersiz yetisen cocuklar ileride ya anarsist ya da yiyip igmekten

|
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bagka marifeti olmayan insan y1gimlarim meydana getiriyordu] (p. 140).
Therefore precisely as these novels do, it is claimed that the Islamic message, in
every instance, should be conveyed to humanity.

In the dominant Islamic discourse of the 1980s, Islam is seen as the basis
of every social act, social relation, vocation and imagination. Islamists are firm -
in their assertion that ‘they have the solution.” This is also valid for Islamist
novelists. As one of them states: “Many philosophers, writers and thinkers
searched for the answers to questions such as ‘where do we come from? Why are
we living? And where are we going?’ We have found the answers of these
questions...We are narrating these in our novels” (Radikal, 1997, 6 November).
The answer clearly is spelled out by another novelist: “It is Islam that determines
the only true and perfect way of life” (ibid.).

Islamic noveis narrate the realization of this ‘true way of life’ through
privileged dominant voice of novelists, as third person commentators. Islamist
authors have a clear ‘authority’ over the meaning of what has been written. In
this regard, Islamic novels are what Kristeva calls “bounded texts” (Kristeva,
1980). This is to say that before Islamist novelists put pen to paper and set down
the first word, they know what the last word will be and almost where the last
word will fall. And in their last words, Islamist novelists of the period share a
common discourse.

All salvation novels conclude with similar scenes in which not only
westernized characters (like Cihan and Dilara) but also their close circles
(fathers, mothers, and friends) are blessed with the true message of Islam. These
characters (for instance, the fathers of both Cihan and Dilara) are made to

immediately question their beliefs as a result of their interaction with Muslim
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protagonists and adopt Islamic idioms. These novels are identified in Islamic
circles as ‘salvation novels’ signifying the factb that the novelists lead all
characters toward a fixed happy ending, or salvation. Cbllective salvation
signifies Islamists” aspiration for a holistic transformation of society. Another
dimension of these happy endings is the message that salvation, being Muslim
and living an Islamic way of life brings peace and happiness to new convert
protagonists. Accordingly, at the end of Bosluk and Miisliman Kadinin Ad: Var,
Cihan meets the pious character Ebru who had rejected her proposal before and
marries her, whereas Dilara on the other hand is rewarded by going to Mecca
during hac as a doctor where she receives a marriage proposal from Ibrahim.

The marriages at the end of novels, however, are not only depicted as
scenes in which individual characters receive happiness. Rather, novelists
emphasize that they are ‘ideological marriages’ in the service for collective
salvation. Dilara for instance thanks God when she receives her marriage
proposal and thinks that:

O my God thank be to you, please make our marriage good for Islam.

You granted me a companion of life, who will accompany me during

my struggle for your cause. Let this house, which is being

established, be a source for generations of hope, which will grow.

Let Mus’abs and Zaynabs grow out (p. 156).

the original text: _ - ‘
Stikiirler sana Allah’im...nikahumizi Islam i¢in hayirh et. Senin

yolunda edecegim miicadelede bana bir hayat arkadas: nasip ettin.
Kurulacak bu yuva, yetigecek timit nesline ocak olsun...Mus’ablar,

Zeynepler yetigsin.
This representation of Dilara’s marriage encapsulates the dominant
Islamist vision of the world in which love and marriage do not simply refer to a

relationship between two persons but are conceived of as a reflection of
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ideological commitment to religion.®* What is emphasized is that Islamic
collective ideals that should be prioritized over individual desires and taken as
the measure in constructing every aspect of life.

Islamic novels in this regard are closed texts with identicél narrative
closures. Narrative closure i5'one of the most significant elements of narrative
through which “the events of the story become fully intelligible to the reader”
(Belsey cited by Webster, 1990; 55). By their very form, all narratives involve a
conclusion. The nature of the ending however varies from apparently ‘open’ to
unresolved or ambiguous closure. The ideological dimension of Islamic novels in
this sense is once more displayed by their overt narrative closure in which
collective salvation is achieved. The common closure of novels signifies the
‘completion’ which Islamism as an ideological system of thought aspires to
have. In sum, the narrative closure of Islamic novels mirrors the Islamic ideal of

the collective transformation of society.

6% A5 another example, in Milsliman Savasei, protagonists who in the last scene marry are
depicted as such: “They were happy but they were aware that they were not born for such a
happiness. They knew that this world was an examination. They would be in constant fight with

Satan and the friends of Satan” (Tekin, 1998; 197).

130



CHAPTER 1V

SALVATION NOVELS IN THE PATH TO COLLECTIVE ISLAMIC
SUBJECTIVITY '

Islamic salvation novels of the 1980s, with their main plot revolving
around Islamic and westernized visions of the world represented by Islamic and
secularist/westernized characters in the contemporary relational context of
Turkey signify a new arena for cultural politics of Islamism. Islamist writers via
these novels challenge the modernization process of the Republican period that,
in their words, led to the negative stigmatization and exclusion of Muslim agents
at the same time as it paved the way for the rise of a ‘materialistic,” ‘immoral’
and ‘degenerate’ civilization. The salvation novel, in this regard as a new genre
rising in the 1980s, represents the questioning of secular narratives of Kemalist
modernization through a literary medium.®

Whitebrook suggests that not only persons but also political bodies or
regimes construct narratives to order and explain themsel.ves. Order for both
persons and political regimes depends upon telling a coherent story. Any
political order, in this sense, needs to tell a “compelling story” to convince the
“readers” and to establish its identity. The legitimacy of political order is
provided by this “storytelling.” To ensure a valid legitimacy, the story must be
credible and listeners should understand the connection of events in the story
(Whitebrook, 2001; 135-40). Viewed this way, the political language of the

Kemalist project of modernity can be reconsidered in narrative terms. The

% For an interpretation of the official sources of Kemalism see Parla 1991 and 1992.
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framing device of the dominant secular narrative of civilization is formed around
a conflict between modern Western and Islamic values. What this dominant
narrative promotes is that only through the adoption ofVWestern values would the
country reach the level of contemporary civilization. On the way to modern

 civilization, Islamic values were recounted a retrograde force that must be left
behind. In other words, the narraﬁve of the secular political regime of Turkey
assigned a ‘threatening’ role to the public assertion of Islam that must always be
kept under control.

The rise of Islamist movements in the 1980s and their challenge to the
project of modernization reveal that the secular-democratic political regime of
Turkey could not anymore sustain a mutually understandable and credible
narrative for some of its Muslim subjects.®® In this context, the appearance of
Islamic novels, as a site of struggle over the definition of civilization and Islam,
can be apprehended .as act of telling new stories by Islamist subjects based on
their criticism of the hegemonic secular narratives of civilization. What Islamist
novelists aspire for, then, is a renarrativization of the process of civilization.
They do so by situating their narratives within the larger narrative of civilization
and by attempting to renarrativize the past and present of Turkey, as ‘well as the
political context in which they live.

Islamist novelists, then, to use MaclIntyre’s words, give historicity and
relationality to their narratives while seeking to order and impose a new pattern
on events. Islamic novel, in this sense, emerged as a new way for Islamists to

make sense of themselves and the world. Islamist novelists aimed not only to

% During the 1980s not only Islamists but also jfemini_sts and Kurds. began to voice tl'le':ir .
discontent with the consequences of the Kemalist project of moderity. The rise of critical voices
reveals that the discrepancy between stories told by the regime and stories by several groups
increased in this period (see Arat 2000 and Kasaba, 1997).
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cope with negative representations of Muslim identities but also present new
ways of being Muslim on the basis of representative ideal Islamic characters.
The novel, in other words, was employed by Islamists as a discursive strategy
not only to combat the negative effects that, they believe, are produced by
secular narratives but also to imagine and form new social relations, gender roles

and emotions.

The Quest for a New Repertoire of Action and Emotion for Islamists
through the Novel

On the basis of their promotion of ideal Muslim identities, it can be |
argued that [slamic narratives do not only organize the symbolic fabric of social
life around the negotiation of Islamic and Western lifestyles, but are also
formative of identities, social relations, gender roles and emotions. The Islamic
identities promoted by fictional narratives signify the endeavour of Islamists to
form new (young) Muslim subjects which “have been excluded from modernist
definitions of civilization and history making” (Gole, 1996; 26). Novel writing,
in novelists’ words, is construed as an important means to provide the young
generation with knowledge and orientation, so they might be able to play an
active role in the making of history. Giinbay -Y1ildiz, who says that he writes his |
novel for youngsters, stresses that “[this is] because they need to be raised decent
and honest. This is because signposts in this society have been removed and
youngsters are running to a tragic end through roads without signs. [ am trying to
demonstrate the places of removed signposts”™ (Radikal, November 6, 1997). The
analogy of revealing signposts in this quote is reminiscent of the title of Sayyid

Qutb, Yoldaki Isaretler (The Signs on the Road), as one the most influential
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books on Muslim youth of the 1980s. This analogy is also indicative of the
assertive claims of Islamists who posit that they know ‘the truth” which does not
need any claim to legitimacy. Literary narratives, in this Vein, appear as a means
to convey this ‘absolute truth,’ i.e. the Islamic vision of the world, to the young
generation in order to lead the whole of humanity to the ‘true path of Islam.’
Several writings in Islamic and non-Islamic journals demonstrate that
Islamic novels do in fact resonate with their ‘implied readers,’ i.e., Muslim
youth. According to a survey, these salvation novels are widely read by students
of Koran courses, imam hatip (religious high) schools and partly by university
youth (Sigsman, 2001; 66). Fatma Karabiyik Barbarosoglu, an Islamist novelist-
sociologist conducting this survey, notes that these novels are especially widely
read among girls. Students revealed that these novels were given to them by their
fathers and brothers. Barbarosoglu contends that Islamic novels present those
girls living in enclosed circles with an important “public sphere experience”
(ibid.; 66). This suggests that through novels young readers come across
characters that they would never be in contact with otherwise and internalize the
answers developed by Islamist protagonists on certain controversial issues. In
this sense salvation novels, through their easily-read popular forms, function as
educational rﬁaterial as much as artistic products. This also conforms to the
perception of literature by novelists themselves who constantly state that their
aim is to convey Islamic messagés via novels. The authoﬁal intervention that
becomes explicit at the end of no%/els, as exemplified in Miisliman Kadimn Ad
Var and Bogluk serves directly to provide young readers with schematic answers
regarding the position of women, polygamy in Islam, ‘foreign ideologies’ like

Marxism. and the mission of Muslim youth. Islamic novels in other words
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present “mass production dialogues on potentially conflictual subjects” (ibid.;
60).

By narrativizing the experiences of a social iderﬁity to which Muslim
youth belong, Islamic novels tell them that ‘they are not alone.” Thus literary
narratives serve as an important means of communication within a social
category, 1.e. Islamic circles. Literary communication, as McDuffie notes “is
achieved not through a face-to-face relationship between author and beholder,
but over spatiotemporal distance, through intermediary text” (McDuffie, 1998;
102). Therefore Islamic novels can be understood as intermediary texts linking
Muslim subjects living in different parts of Turkey (and the world) over
spatiotemporal distance. They emotionally bind people who have similar
experiences and face similar problems.

Literature for Muslim subjects, in the sense Nussbaum uses the term “is an
extension of life not only horizontally, bringing the reader into contact with
events, or locations or problems he or she has not otherwise met, but
also...vertically, giving the reader experience that is deeper, sharper, and more
precise than much of what takes place in life” (Nussbaum, 1992; 48). In their
function of linking Muslims horizontally and vertically, novels not only provide
them with prearranged answers to which they can give their assent, but also
evoke certain emotions. Emotions, as Nussbaum notes,

“are not feelings that well up in some natural and uﬁtutored way

from our natural selves...they are in fact, not personal and natural at

all...they are, instead, contrivances, social constructs. We learn how

to feel, we learn our emotional repertoire. We learn our emotions in

the same way that we learn our beliefs—from our society. But




emotions, unlike many of our beliers, are not taught to us directly
through proposional claims about the world, either abstract or
concrete. They are taught, above all, through stories” (Nussbaum,

1992; 287).

Therefore Islamic novels can be taken as one of the important sources in
the construction of the emotional repertoire of Islamism. This is because novels
speak about Muslims, their lives, choices and emotions within a web of social
relations in a secular context. They represent the emotions of ‘conscious
Muslims,’ their feelings of being victimized and excluded. Yet more important
than this Islamic narratives aim to evoke certain emotions in the reader. In other

words, they not only record emotions that are claimed to be experienced by a

social category of Muslims but also serve to construct and promote an emotional
strategy that paves the way for the rise of an assertive Islamic identity. In the
face of problems Muslims experience within a secular context, Islamist novelists
tell Muslim youth through narratives that ‘you should not make conceséions,’
“you should keep on your struggle in the way of Islam,” “all goodness lies in
Islam and Islamic way of life,” and ‘you should have a feeling of pride since you
will be the winner at the end.” Based on such premises Islamic novels teach not
only forms of life but also forms of feeling.

In stirring ﬁp feelings of pride and (expected) sucqéss, novelists regularly
assert that the stories of salvation novels are lived not by individual characters
but by many actors sharing the same collective experiences. Islamic novels give
readers the sense that Muslim characters live similar experiences to them and

vice versa. Therefore they insistently and consistently aim to confirm Muslims’



sense of collective identity. In all novels of the period actors that are made to
acquire an Islamic consciousness are transformed into collective actors speaking
with a language of “we” in a way that overcomes feeling of isolation in the
current order and links Muslim actors into a shared consciousness for collective
action. Collective representations serve as ‘scaffolding’ for Islamists to construct
a positive collective Islamic identity. One of the major framing devices in
constructing positive identity is the emphasis put on collective ideals in
transforming the society as a whole. To achieve this end, all Muslim actors are
required to give up their worldly pleasures for the sake of this collective ideal.
Novelists legitimize this situation by often resorting to Koranic verses and
sayings of the Prophet to stress that ‘this is what Islam dictates.’

The construction of a discourse around the dictates of Islam through
religious texts has sometimes been interpreted in a way that paves the road to
essentialist understanding of Islamism, and thus overlooks emerging Muslim
subjectivities. Based upon Islamist novelists’ frequent references to ‘God’s laws’
or ‘divi‘ne law’ to construct Muslim identity and Islamic order, Dilek Doltas, for
instance, argues that “political Islamist novelists search for neither an identity
nor a cultural background. What they search for is the characteristics of an
identity and culture of an imaginative ideal society (that they call Asr-1 saadet,
age of happiness)...on the basis of the dictates of fundamentalist Islam” (Doltas,
2001; 23). This interpretation is indicative of essentialist aécounts of Islamism
that attributes the Islamist social movements an everlasting fixed political
language and practice by which Muslim selves are determined. Such an approach
interprets Islamists’ recourse to textual sources, as in the case of Islamic novels,

in a way that implies that “Muslims do not reimagine and rearticulate what it
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means to be a Muslim in rapidly developing societies but only act on fixed
Islamic principles” (Yavuz, 2003; 16). Therefore this approach is blind to the
issue of agency since it apprehends Islam as a system of belief that leaves no
autonomy for subjectivity.

“How can then Islamists’ invoking of Divine law (seriar) to give sense of a
Muslim self and notions of subjectivity be correlated? In other words, if
“Bécoming an [slamist involves a consciously willed conformity to a law
formulated outside oneself” (Houston, 2004; 31), how can the notion of
subjectivity apply to an Islainist? Put it differently, how can a Muslim
subjectivity arise in the context of Islamist politics which aspires to introduce
religious law whose basic precepts are claimed to be bestowed by God?
Searching for the space of autonomy where Muslim subjectivity lies, Houston
draws attention to the nature of Sharia’ which, for Muslims, besides its
undebatable basic precepts, involves revisable concepts that allow for continuous
reinterpretation. This suggests that Divine law is not only constituted by divine
texts but also involves “humanly produced and elaborated sharia’.” In other
words, it is the “unfinished character of sharia jurisprundence” and the
acceptance of its mutability by human legal innovation that open up a space for a
new reinterpretation of Islam (Houston, 2004; 33). Islamism in this respect
signifies a rearticulation of Islam by new actors of Islamism in the 1980s. God’s

laws, as Islamist novelists refer to, are specific interpretations of Islamic laws by

new Muslim subjectivities in the context of the 1980s. Islamic novels that arised

synchronously with Islamist movements provided Islamists with an important
space for a new interpretation of Islam and a certain way of Islamic life.

Therefore Islamic literary narratives signify new Muslim agencies who

138



voluntarily reinterpret Islam, differentiate themselves from traditional Muslims
and challenge the secular narratives of Kemalist modernization in Turkey.
Literary Islamism represents the construction of new stories based upon the
reimagination of Muslim subjectivity. The rarity of “I” and the ubiqity of “we”

in Islamic novels, however, signify that it was a collective subjectivity that paved
the way for a collective Islamist movement with its stress on collective harmony
and collective ideals that disregarded any internal conflict among the members of
the movement.

Islamic novels can, therefore, be taken as a vital means in the
construction of a ‘frame’ through which Islamist movement and its collective
identity has been shaped. [ use the term frame here in the Goffmanian sense of
something that facilitates the interpretation of experiences by ascribing their
meaning and enabling individuals to perceive, identify, locate and organize such
experiences (Goffman, 1986). Frames are crucial for social movements since
they provide participants with shared interpretive schemata to make Sense of
themselves and the world. And narratives are the key mechanisms through which
frames are produced and identities forged (Steward et.al. 2002). Islamic salvation
novels, in this sense, are narratives that provide Islamists with a shared frame for
the construction of Islamic identity and for the alignment of Islamists with the
movement and other participants. More concretely, the frame promoted by
Islamic narratives in the 1980s provided Islamists with easy and clear schematic

answers of ‘what is good,” ‘what has been done’ and ‘what ought to be done.’ It
can be said that in the context of the 1980s in which Islamist intellectual and

political actors constructed a sharp oppositionary discourse with their claim for

the collective enforcement of public morals, Islamic novels with their didactic
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forms contributed to the formation and propagation of a certain Islamic vision of
the world.

The distinction made between political Islam and cultural Islam has often
been employed as an explanatory tool for understanding the complex nature of
Islamist movements (Gole, 1991). The politicai in this distinction refers to
Islamist movements that are focused on attaining political power (the state),
often utilizing an oppositionary discourse. Cultural Islam on the other hand
signifies a different vision of certain Islamist groups endeavouring for the
Islamization of daily life. In other words, while political Islam represents a top-
down Will to vertically Islamicize the whole society, cultural Islam, which does
not revolve around an overt political language, aims to transform social relations
horizontally. With reference to this distinction, Islamic novels have sometimes
been located on the side of cultural Islam. It was asserted that Islamic novels,
with their message-conveying narratives for the Islamization of daily life,
signified the voice of cultural Islam (see Yilmaz, 2000).

This interpretation says little about the nature of cultural Islam as
promoted by literary narratives, while it also understates ‘the political’ as
inherent component of Islamic novels. I would argue by contrast that the politics
of literéry Islamism displéys a close parallelism with the dominant political
discourse of Islamism. The construction of the main plot in Islamic novels
around the negotiation of Islamic and Western visions of the world is
reminiscent of the language employed by Islamist political actors in political
scene of the 1980s. Necmettin Erbakan, for instance as leader of the pro-Islamic
Refah party, stated that “the history of mankind is the struggle between two

civilizations: one (Western civilization) which prefers ‘power’ and the other
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(Islamic civilization) which prefers the ‘right.”” Within this line of thinking, it
was asserted that all other worldly systems will eventually fade away, leaving the
space for the Just Order (4di! Diizen) (Erbakan, 1991; 16-18). With regard to the
representation of the westernized life style, what is salient in all Islamic
"narratives is their authoritarian organization that gave priority to an Islamic way
of life as the only dominant voice. The authbrs’ éverarching concern was to
construct a discursive hierarchy with the narrators’ (Islamists’) discourse at the
top speaking the language of unproblematic truth. Accordingly collective
Muslim subjectivities of the 1980s engaged in relations with their opponents
monologically rather than dialogically in the Bakthinian sense. Thus, Islamic
literary narratives gave voice to, what we might call, a collective and monologic
Islamism that denied that there existed outside of it other consciousnesses or
equal subjectivities, with the same rights and equal decisive force. Islamic
literary discourse signified monologic Islamism that in an authoritarian fashion
aimed to reconcile all differences and put the ‘final word’ to the narrative.

In sum, in the 1980s monologic interpretation of Islamism, promoted by
Islamic literary narratives, the current order was marked with the ‘malaise’ of
westernization that brought about a morally degenerate society. The only
medecine to this ‘malaise’ was Islam. An Islamic way of life was totally seperate
from and incompatible with other (secular, materialist, individualist) ways of
life. The former was presented as ‘true’ while the latter was absolutely ‘not true.’
All solutions and peace was claimed to be found in Islam and this had to be
manifested by uncompromisingly practicing an Islamic way of lifebz by wearing
the headscarf, performing prayers, and promoting morally appropriate behaviour

in private and public life. Muslims had to save themselves from corrupting
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spaces and relations. As actors possessing knowledge of true ‘goodness,’
Muslims had to endeavour to ‘illuminate’ people with the light of Islam. These
cﬁhers who were deemed wretched had no choice but in the end to adopt the true
path of Islam. A wholistic salvation or the imaginary creation of an Islamic
society marked by a re-moralization of public life‘ was inevitable, leading to.a

closure in which humanity lives ‘paradise on earth’.

Critique of Salvation Novels within Islamism

Concurrently with the rise of Islamism in the 1980s, various academic
and journalistic circles scrutinized and sought to understand veiled girls, Islamic
joﬁrnals, or Islamic intellectuals. Notwithstanding this intense interrogation, the
Islamic literary sphere and literary discourse were rarely debated outside of
Islamic circles. Indeed by the end of the 1980s it was Islamists themselves who
began to raise criticisms about the narrative and aesthetic value of Islamic
salvation novels.

For example, one academic from Islamic circles, M.Emin Agar identified
salvation novels as a “green series” (yesil dizi), connoting the Islamic nature of
novels with ‘green” and aesthetically unsophisticated narratives of Islamic novels.
with the term ‘series.” In Suffe Yillig:, a literary almanac of Islamic circles, Agar
pointed out that one of the probléms in Turkish literature was series (dizi
romanlar) with their unsophisticated narratives. He went on to say that,

“These series are named according to colours like a pink series,

white series, yellow series that bear no literary concern. We can

collect a great part of the novels published as Islamic novels in our

milieu under such a series. We can call this new series a green series.
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The novels that we can include in this series do not bear any artistic
or literary concern. They narrate the lives of people who, while
initially living an indecent life, begin immediately to live a true
Islamic life along with coincidences one can hardly find in fairy tales
(binbir gece masllart). On the other hand,‘many are quickly written
drawing on the exaggeration of the news in dailies. Indeed most
headscarf novels are-this‘kind of book. Ustiin Inang’s book entitled
Yalmz Degilsiniz, Mehmet Zeren’s books of Oz Yurdunda Garipsin
I-1I, are novels that quickly novelized the news in dailies” (Agar,

1987-8; 75) (emphasis original).

Similarly, Miyasoglu, an Islamist novelist, accused salvation novels as
“clumsily written” handling the issues of salvation or the need for faith in an
awkward fashion. He argues that “with these novels neither novel nor religious
thought could thrive” (Miyasoglu, 1999; 101). These critiques, which at first
glance seem only to focus on the literary value of Islamic novels, extend beyond
the aesthetic sphere to include the ways these novels represent Muslim
characters. A bas‘ic criticism of their depiction of Muslim characters dwelled on
their equation between‘ Muslims and the lower classes along with an apologetic
language appropriate for them. It was asserted that the language used in Islamic
novels correlated with an “arabesque discourse” mirroring the grievances and
dreams of new migrants or of rural origined pe,oplle living on the skirts of the
cities (Kitap Dergisi, n0.28; 1989). Islamic novels were criticized on the basis
that they represented Muslims in “a subordinate position” (Miyasoglu, 1999;

224) with their feelings of subordination as a result of their “non-adaptation to
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the city” framed with an “Islamic arabesque language” (Kitap Dergisi, n0.28;
1989).

This critique might be socially accurate, as it appears that the Islamic
- novels of the 1980s vivify the experiences of the new actors of [slamism who
(not only in Turkey but also in othef Muslim co‘untriesr) come from recently
urbanized social groups.®” However towards the end of the 1980s and in the
1990s Islamists began to take critical objection to representations of Muslims as
subordinate agents belonging only to the lower classes. This suggests that the
Islamic narratives of the 1980s included aspects of a collected identity with
which the genefation of Islamic actors in the 1990s could not easily
accommodafe to their own stories of identity. This is mainly because the new
generation of Islamists ére no longer newcomers, but have modern professions
and public roles as doctors, engineers, mayors, TV and radio épeakers,
businessmen' and businesswomen. Islamists in the 1990s have formed a middle
class and have created their own counter-public spaces like hotels, cinema
saloons, TVs, radios and beauty parlors. Accordingly Islamism is not anymore a
marginal ideology but one which has acquired an electoral success in local and
general elections. In this decade, salvation novels have not sold as well as they
did in the 1980s. Indeed some publishers in Islamic circles have announced “the
death of the ideological books.” These books includé not only salvation novels
but all “ideological bboks,” “books on the Iranian revolution,” and by “radicals
[the books of radical thinkers].” Publishe_rs note that what is sold are books that

“attack no one” and books on “personal entrepreneurship and development”

%7 Gole argues that the new actors’ process of becoming Islamist follow a common pattern in that -
they generally move from small provinces to big cities where during their high school or
university education they encounter the works of contemporary Istamist thinkers (Géle, 2000;

95).
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(Aksiyon, com.tr/227/pages/dosyalar/dos2/htm). The new books of Islamic actors
also involve self-questioning novels focusing on the critique of the ideals and
narratives of the previous decade. In sum, the 1990s has paved the way for

novel(istic) understanding of Islamism. I will now turn to this development.
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CHAPTER V
NEW NOVELS of the 1990s: A PATH TO MUSLIM SUBJECTIVITY

Isla_mism and Islamist actors il; thre context of the 1990s

The salvation novels of the 1980s issued a challenge to secular narratives
of modernization/westernization in Turkey. Islamic novels deconstructed and
reconstructed this narrativized process of civilization. In their deconstruction,
Islamists developed schematic narratives in Which the current order and ‘its
other’ (typified by ‘secular/modern’ subjects) were represented as products of the
‘malaise’ of Westerniéation. Islam, on the other hand, was reinterpreted and
presented as the source of all goodness and the ohly remedy to the ‘degeneracy’
brought about by secular modernization. Islamic narratives Weré based on a
dualist vision of the world in which Islamic subjects were fated to be in constant
struggle with secularist values and identities. Such a perception of the world led
to a collective representation of Islamic subjects in contradistinction to a similar
homogenization of monolithic secular identity. In other words, the Islamic
literary nérratives of the 1980s promoted a counter collective Islamic identity
acting with singular motives moving toward a fixed goal, represented by a will
for a holistic transformation (Islamization) of society. Accordingly the collective
Islamism of the 1980s conceived of Islamic identity in group terms and spoke
with a language of “we” in a way that depersonified and stereotyped distinct
Muslim selves or individual characteristics.

This collective representation of Islam led to a particular understanding

of an Islam(ic way of life), presented as distinct from and incompatible with the
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hegemonic secular vision of the world. In keeping with this radical and
exclusiénary discourse — in which Muslim actors were oppositionary rather than
self-reflexive, and focused oln future revolutionary ideals more than the present -
differences within this constructed Islamist collective self were not

" problematized. Rather, Islamic identity was présented as homogenous,
overlooking internal divisions on gender, ethnic and national lines. Within this
frame men and women, for insfance, were defined according to their supposed
complementary functions in a way that stressed harmony and interdependence
not conflict. Collective Islamism of the 1980s then defined individual identity as
congruent with collective identity and ideals. Collective ideals in this decade
overshadowed both individual differences.

Nevertheless, despite its oppositionary nature, what chafacterized
Islamism was not a withdrawal from modern life but a collective will to
participate in it. In literary narratives of the 1980s Muslim youth, male and
female, were encouraged to attend universities and acquire modern professions
0 as to become ‘conscious’ and pious mothers, doctors and teachers who would
transform society in the name of Islam. The 1980s witnessed the proliferation of
Islamist youth in university campuses symbolized by their distinctive body
politics, pursued through the headscarf or the Muslim beard. Although the
headscarf was banned in Turkish universities, this censure was not always
nationally applied until late 1990s. Thus many Islamic youth attended university
despite ongoing constraints and exclusion.

As the 1980s passed into the 1990s, Islamist actors acquired modern
|professions by skillfully utilizing, to use Mardin’s term, the “opportunity space”

(1980) in educational institutions opened up by the secular Republic (see Gole,

147



1992; 137-8). As this movement gathered momentum, Islamic actors became
increasingly visible in newly founded pro-IslémiC TV and radios stations or
various (Islamic or secular) private enterprises. Muslim women, organized
around new civic initiatives or platforms, participated in national and
international women’s conferences (see, Sisman, 1996). Islamic actors formed
various associations to foster their interests in business circles (e.g. Miisiad) or
working life (e.g. Hak-Ig). In sum, Islamist groups began to form their own
middle class, urban actors and professionals capable of using both secular and
Islamic idioms.

In the process of forming an intimately connected but simultaneously rival
economy (from high quality and expensive pre-school and childcare centres to
cafes and popular music) male Islamists were able to become active in public life
and the labour market rather ‘less painfully’ than headscarved women, cutting
their beards and wearing cravats while being employed in ‘Islamic and ‘other’
companies. Professionalization and the capitalist organization of work facilitated
a challenge to earlier collective ideals and definitions of Islam. Frequenting new
spaces and performing new jobs has led to internal conflicts for many male
actors of Islamism. These conflicts were sometimes publicly shared in Islamic
journals and dailies. For instance, an Islamist journalist-humorist, Hasan Kacan,
commented on his conflict as such:

A Muslim is a human being who, as the night does, hides ugly

things, and as the sun does illuminates beautiful things®® But how can

we do this? Let’s say, for example, you are a journalist. Journalism

involves interpretation as well as objective reportage. It is what we .

do. But what is the thing we interpret? All we do is to seek after the
hidden agenda [¢apanoglu] behind newspapers and television

% This refers to a saying of the Prophet whose application is supposed to characterize a Muslim.
In Turkish, it says that “Miislitman ¢irkinlikleri gece gibi trten, giizellikleri giindiiz gibi
aydinlatan insandir.”
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channels. We are no longer aware of beautiful things. 1 feel this
contradiction on my part. How can a Muslim journalist hide ugly
things as the night does, and illuminate beautiful things as does the
sun? (Yeni Safak, June 28, 1997).

Similarly Cafer Karaduman, a businessman organizing Is_lamic fashion
shows, replied to Islamist critiques of the incongruity of Islamic veiling with
fashion by saying: “Shall I defend something which is prohibited [haram]? Of
course I know that ¢mploying female models in fashion shows is a sin. [ am also
unable to come up With a satisfactory explanation for the things we havé done.
Nevertheless, there are many events which Muslims are unable to explain
satisfactoriiy” (Yeni Safak, June 28, 1997). These two accounts might be seen as
indicative of the internal conflicts of Islamist actors in the 1990s attempting to
combine Islamic ideals, Muslim identities and modern professions. They are also
represent'zﬁve of the ability of Islamic actors to live with and accommodate
seemingly contradicting values and life choices in an Islamic frame.

For female actors of Islamism, Islamism as a social and economic
movement provided women with a vehicle to assert their autonomy and build
social networks outside the home, despite that movement’s rhetoric of
domesticity and conservatism (Arat, 1990; 21). Accordingly the demands of
Islamist women (once graduated from school or university) also began to revolve
around transformed practices of work. The complaint of “victims” of the
previous decade, ‘I want to attend university with my headscarf” turned into a
more self-assertive statement: ‘I want to practice my job as a doctor or a lawyer’
wearing my scarf (Cayir, 2000; 51). However, Islamist women also experienced
bitter conflicts between their professional desires and assigned roles as keepers

of Islamic morality framed by the headcovering that prevented their access to the
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non-Islamic labour market. Women Islamists felt that they were squeezed
between their education, the ‘real life’” discrimation of the republic and gendered
roles and duties still expected by their husbands or families. The difficulties in
developing coherent narratives of identity embodying both their domestic and

" ‘public roles became a prominent theme in Islamist womens® discourse. A
university graduate who works at home depicts her situation as such:

If I said I was a university graduate and [ have five kids, they would

ask which of them 1 was proud of. If | had said directly that I was a

housewife, I would have the feeling that I was nothing else during

the times I did not do housework. If I had added that I am a teacher, I

would think with regret ‘what is the use of saying this’ since I could

not answer the questions of ‘where my students and school are.” I

usually say that I am at home and I have children. However, the

answer is always hard for me (Jzlenim, September, 1996).

Similar to Islamic males, but differently as well given the gendered nature
of earlier Islamist discourse, veiled women in the 90s appeared to feel
themselves squeezed between the collective and oppositionary definitions of
Islamism promoted in the 1980s and individual desires to participate more
actively in the public sphere. As one Islamist writer commented, when Islamist
women voiced their will to work outside and attend public spaces they
converged with feminist discourse; on the other hand when they stayed at home,
they approached ‘ordinary’ women (Barbarosoglu, 1996; 23). This was because
male and female actors of Islamism voiced an oppositionary discourse that
posited that Muslim women would both be different from feminists and
traditional women. As in the case of Miisliiman Kadimn Adi Var of Katirc
Turhal mentioned in the third chapter, they radically homogenized and accused

of feminists as they disregarded their maternal roles in the name of working

outside. Muslim women also aimed to differentiate themselves from their
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‘unconscious’ traditional mothers. Nevertheless, as the above quotation indicates
Muslim women who once imagined becoming both ‘conscious’ mothers while
having é profession, felt themselves squeezed between their worldly desires and
collective Islamic idéals when they graduated their schools.

“Women Islamists hotly debated the position of Wornen and the meaning’
of headscarf in Islam in relation to secular conceptions of modernity in newly
published journals, monthlies and public conferences in the 1990s. Instead of the
demonstrations and sit-ins of the previous decade, Islamist women actors began
to express their will to participate in modern urban spaces via professional social
movement organizatiOns, platforms and civil associations. While in the 1980s,
the issue of the licitness (haram) of the woman’s voice was debated among
Islamic circles (see Azak, 1999), in the 1990s Islamist women organized
conferences and panels during which they spoke side by side with males tovmales
without the segregation of sexes among the audience. Here the principle of the
segregation of the sexes was violated and challenged by Islamist women
themselves. Similarly, 80s Islamist appeals to headco_vered girls to leave their
schools if they had to choose between careers and religious faith no longer found
an echo among the younger generation of Muslim students. Regarding the
attitudes and aspirations of younger veiled girls an Islamist columnist writes
disapprovingly that “they [veiled girls] want to go to the United States not to
Palestine anymore” (Eraslan, A%it, October, 26, 2000). Here Palestine, the key
symbolic place for the Islamic resurgence of the 19803, 1s displaced by the
United States as the imagined destination in which to actualize an Islamic self,

In other words, in the 1990s professional careers and the forms of lifestyle such
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careers are thought to bring emerge as an important component of individual
Muslim identities in a way that challenged the collective definitions of Islamism.

1990s also witnessed the creatioh of counter Islamic public spaces
advertised as conforming to the requirements of Islamic morality. Newly
founded Islamic hotels, which provided separate sections in which women could
swim, invited Muslim women with slogans such as ‘now you can swim’ or ‘you
can enjoy a peaceful (huzurlu) holiday.’ Moreover, new cinemé saloons (playing
Islamic films and censored Western films), restaurants (where alcohol is not
served) and beauty saloons (where female employers serve veiled female
customers) facilitated new experiences in which Islamic morality could be
protected especially with respect to gender relations. Compared to 1980s this
new period has been described as ‘a post-Islamist stage’ in which Islamism has
lost “its revolutionary fervour” but has steadily infiltrated “social and cultural
everyday life practices” (Gole, 2000; 94). Besides hotels, cinema saloons, cafes
and restaurants, newly formed Islamic institutions such as pro-Islamic radio and
TV outlets, newspapers, hospitals, schools, fashions and‘commercial companies
also signified the infiltration of Islamic practices into daily life that opened up a
channel for Islamic actors to realize themselves in public life.

In brief, the relational settings or habitus from where Islamic narratives
originated in the 1980s have been transformed in the new decade. It is in such a
context that new habitus, new professions, new desires, new market forces and
new institutions led to the emergence of new tensiohs and new literary narratives
among Islamic circles. In the 1990s the collective harmony of salvation novels
were first challenged by dissatisfied female Muslim actors. New narratives

appeared voicing the frustrations of headcovered women who had acquired
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modern professions but had little possession of or input into public life (see,
Aktag 1991, 1995 and Toros 1990). The stories of Cihan Aktas in particular
narrated the disappointment of educéted Muslim women who were not working
outside the home. These women were represented as “neither rural nor urban, |
" neither housewives nor busi‘nesswomen,wneitheAr ambitious nor relaxed, neither
speaking nor silent...neither existing outside the home nor l‘ivingv at home
happily” (Aktas, 1991; 32). In her stories ‘Islamist male actors are heavily
criticized for placing the burden of the Islamic movement on the shoulders of
women. Male critics claimed in reply that she had forgotten that hundreds of
men were “in jail not in the name of manhood but of Islam” (Yanar, 2001; 128).
In spite of Aktag’s criticism of Islamist male actors, her stories might still be
considered as only a ‘partial challenge’ to collective definitions of Islam since
she still searches for a ‘pure’ and “’preserved’ Islamic female identity in the
context of modern social relations. However, such narratives and the debates that
cohere around them signify that the collective and coherent narratives of the
1980s are under dissolution according to the new social positions of Islamist
actors in the 1990s.

These new experiences and socialization patterns of a younger generation
~ of Islamic actors paved the way for the emergence of more self-reﬂexive and
self-exposing novels challenging the collective ideals of the previous decade.
The new more self-reflexive novels of the 1990s sharply differed from salvation
novels because their narratives and characters question Islamic perceptions of
self, ideology and the world. They made the inner-conflicts of Islamic identities
and conflicts withih the group visible. This is not to say, however, that salvation

novels have ceased to be published: Islamist authors continue to write salvation



novels, although their numbers have decreased and their contents partly been
modified in this decade. Emine Senlikoglu for instance, a prolific writer of
salvation novels influential in influencing Islamist perception of the struggle
between decent Muslims and the others in the 1980s, has began to depict
injustices within Islamic circles in her new novels. She has especially criticized
Islamist men who “oppressed women” with concealed second marriages (see
Senlikoglu 1995). Moreover many bf the authors of salvation novels have also
given interviews in which they have taken a self—critical stance towards the
‘schematic’ narratives of the previous decade. Yiiksel Senler, for example, who
once portrayed unveiled university girls as the “call-girls of Europe” in her
influential novel, Huzur Sokag1, stated in an interview that “If I had written this
novel today, I would use a more moderate discourse... I now found it schematic”
(Zaman, June, 16, 2002). Even Gunbay Yildiz, the biggest selling salvation
novelist, has modified his ‘biography’ in his new 1990s novels. The short self-
description in his old novels was self-assertive: “The writer dealt with all groups
of society... He wrote on the struggle between right and wrong...and he c]early
pointed out the solution” (emphasis mine). This biography has been modified in
his new novels: “... he also gave clues towards their solution.” The certainty of
Islamic assertions constructed through schematic literary narratives has to some
extent been replaced by critical voices in new salvétion novels. Nevertheless,
they comply with the basic narratives of salvation novels since they still
conclude imposing a good life framed with Islamic salvation.

The new self-reflexive and self-exposing novelé of the 1990s by contrast
de-construct the narratives of salvation novels and of collective Islamism of the

1980s. In terms of sheer numbers, self-reflexive novels are difficult to compare
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to the salvation novels.of the 1980s. Neither do they form a coherent genre as do
the narratives of the previous decade. Nevertheless their narratives critiquing
Islamic conceptions of the 19805 (via inscription of the various voices of the
period) provide us with grounds to analyze Islamism and Islamic subjects. In this
chaptérl will analyze Islamists’ perceptions of Aself, the other and the social
context in which such selves are composed by drawing on two novels of the
period, Halkalarin Ezgisi and Yagmurdan Sonra. Let me begin by presenting a

short summary of both novels.
Halkalarin Ezgisi and Yagmurdan Sonra as two Exemplary Novels

Halkalarin Ezgisi (1997) by Halime Toros® is recited through the inner
dialogue of a woman writer who adopts an Islamic way of life by wearing the
headscarf in the 1980s yet unveils herself some years later. Nisa, the protagonist
of the novel lives in Ankara in the 1980s and 1990s in an Islamic circle where
she is first seen as “deficient” since she does not don the headscarf (p. 38). In
time, she adopts the headscarf with the encouragement of her husband. Upon
veiling, Nisa is made to feel that “she is not an ordinary woman anymore” (p. 40)
since veiling carries with it new bodily postures, new ways of being looked at,
and new modesties, as well as various stigmatizations not only from secular but
also Islamic circles. As a veiled woman the experience of new relations with
Islamists and secularists make Nisa realize and question the binary o’ppositions
and ready-made answers employed by both oppositionary groups. Confused by

such a ‘them and us’ battle, she refuses to align herself with one side via the

% Halime Toros (b. 1960) is a graduate of Health Studies. She holds an MA in public
administration. Her other works are Tanimsiz (1990) and Sahurla Gelen Erkekler (1993).
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invoking of prescribed slogans. She begins to hear the voice of her ‘other self’
and thus to take a critical stance towards the radical separatism of Islamism. At
the end of a questioning process, she déclares that she can no longer bear neither
the stigmatizations of secular circles nor the prescribed answers of Islamists. In a
" key passage the main character says that she is .not only Nisa but also Nisan
(127). Nisa here—which derives from Arabic, meaning woman and has Koranic
connotations regarding veiling— signifies her Islamic identity, while Nisan
symbolizes the ‘overflow’ of her soul. The novel develops through the
dramatization of dialogue between Nisa and Nisan as twe sides of her identity.
As a result, she decides to leave Nisa “behind the door” (p. 162) and takes her
scarf off. She also tries to convince her angry husband that she still “feels veiled”
(p. 163) and is a Muslim performing hér prayers. This process leads her to revise
and reinterpret the dominant collective Islamic understandings of the 1980s.
Yagmurdan Sonra (1999), written by Ahmet Kekec” represents a
different form of self-exposure in public than the unveiling of the body. The
novel tells the story of a ‘lost’ Islamist living in Istanbul in the context of
February 28 Process.’' Murat, the main character of the novel is an ex-publisher.
In an environmeﬁt where people no longer read books, and as a man who has lost
his Islamist ideals, Murat starts to sell stationary. He is presénted as a cynic, not
interested in politics. However, during the F :bruary 28 Process he is taken to
court for a book he had published six years ago. In this ‘political environment’ in

which Muslims are scrutinized, he is made to question and revise his past and

" Ahmet Kekeg (b. 1961) is currently a columnist in a pro-Islamic daily. He has worked as a
journalist and editor in several Islamic dailies and his stories have been published in different
[slamic journals.

"' In February 28, 1997, the military in Turkey through the National Security Council intervened
in the political and civilian sphere. The Islamic Welfare Party coalition government was forced to
resign. In the process, the Welfare Party was closed down. Its leader and some of its members
were taken to court and deprived of their political rights.
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present life. In the present, Murat has problems in his marriage. He finds his wife
boring since she is engaged in the drudgery of housework. He feels his wife
searches for “status” that hé can not provide her with (p. 62). During evenings
when he does not want to go home, he meets ‘different’ friends with whom he
goes to pubs and lies to in order not to drink aléohbli Furthermore, Murathas
problems with his father who left his family when Murat was young and married
another woman. Despite not seeing him for years Murat begins to visit him when
he gets old and becomes ill. In one of his visits, Murat sees his stepsister, Hiilya,
and falls in love with her. His visits to his father’s house become more frequent
in order to see her. Several times he tries to tell her about his love, but cannot.
He is torn between his ‘sinful’ love, his marriage and his faith. The novel
concludes with an inner- dialogue on his conflicting and contrasting desires.
These two novels resonate with the Islamic imaginary of Muslim authors
who, to use Kristeva’s conceptualization, ‘read history and society as text” and
into which they insert themselves by ‘rewritihg them’ (Kristeva, 1980; 65). Here
the narratives of a younger generation—who were born in the 1960s and lived in
a milieu where Islam was no longer a marginalized ideology— express a self-
reflexive and self-exposing tice of Muslim actors and their Islamic practices.
Narrative as a form provides grounds to order events, and allows Muslims to
understand ‘who they are and how they became so.’ In this sense, the new
narratives of the 1990s involve the reconsideration of the practices and
understandings of the 1980s as well as pérceptions of self and the other in the

new political/cultural environment of the 1990s.
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Depiction of the Islamist conceptions of the 1980s

New self-reflexive novels, understood as a manifestation of Islamists’ will
" to develop a coherent narrative identity in the _cbntext of the 1990s, involve the
reexaminaﬁon of a collective past. Nisa and Murat self-critically depict a social
milieu where Islam is presented as the solution to all malaise. Halime Toros in
Halkalarin Ezgisi, via the self-reflexive voice of Nisa, portrays those days as a
time when “radicalism was religion.” Yet somewhat nostalgically, this Islamism
influenced by the ideological discourse of the Iranian Revolution reflected a time

when

... the language was changed, new readings and new namings were
done...the Koran was taken from the wall down and read... journals
were swallowed... revolution was dreamed. [It was a time when]
those, who did not have time to wait, were going to the mountains of
Afghanistan or Khom (p. 22-23).

the original text:
...dilin baskalasdig1, yeni okumalar ve yeni adlandirmalar
[yapildig1]... Kur’an’in duvardan indirilip agildig1...Dergilerin
yutarcasina okundugu...Devrim hesaplarinin yapildigi...Bekleyecek
kadar sabri olmayanlarin Afganistan daglarina ya da Kum kentine
dogru yola koyuldugu” gtinlerdi.

In such a political context, Islamists created slogans:

May parents find the straight path, may laic people be damned...let
the Ulkiicii people give up claims to be Muslims... We all flew to
Iran, Pakistan, Egypt and Afghanistan...Sayyid Qutb was our
handbook. Ali Shariati was our rebellion. Books on Jihad were our
guidebooks. Life was all about hate and anger (p. 119-120).

The original text:
Ana-babalar dogru yolu bulsun, laikler kahrolsun...tilkiictiler
miisliimanhklarindan vazgegsin... Hepimiz ugmustuk; Iran’a
Pakistan’a, Misir’a, Afganistan’a... Seyyid Kutub el kitabimizdi. Ali
Seriati isyanimizdi. Cihat el kitaplari kilavuzumuzdu. Hayat bastan
sona nefret, bastan sona &tkeydi.
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These quotations are dramatic representations of the dominant Islamist
conceptions of the 1980s in Turkey. The Iranian Islamic Revolution in 1979
provided Islamists not only with an impetus for the development of a
' {eiY?lqtigngyy ‘ir_lterrprrétgtiqni of ISlam but also a r_evolutionary i_maginary that
concelved of seizing state power to implement Islamic precépts in secularized
Muslim contexts. This decade, as Nisa spells out, encompassed the years “when
revolution was dreamed” by Turkish Islamists too. Similaf feelings of an activist
ability to re-make the world are encapsulated in the words of Murat of
Yagmurdan Sonra, who had become an Islamist in his university years as many
other actors of Islamism: “The country was on the verge of disaster. We were
going to save it... We were young, lively, and bold enough to change the world
[Ulke ugurumun kenarmdaydi. Biz kurtaracaktik...Gengtik, kipir kipirdik, hayat
doluyduk, diinyay1 degistirecek cesametteydik]” (p. 29). The repertoire of
Islamist groups in Turkey that sought “to save the country” was culled from the
works of Middle Eastern Islamist thinkers. Almost all the bqoks of thinkefs such
as Ali Seriati, Seyyid Kutub and Mevdudi were translated into Turkish at the
beginning of the 1980s, paving the way for the formation of an Islamist
vocabulary which, as Nisa self-reflexively points ouf, was highly antagonistic (to
secularized regimes) and sloganic. In sum, what characterized the 19805
according to thése reviosionist novels was a'recoding of language and history
and a reinterpretation of faith in a way that led to the rise of a | _
rédical/oppositionary Islamist discourse.

Nisa lives in such an Islamic milieu and is devoted to living a life in
accordance with Islamic principles. However, she does not wear headscarf. In an

environment where “slogans are in the air,” life is difficult for her since she is
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unveiled. Living ‘inside’ with her ‘non-Islamic’ outlook becomes problematic.

This was because she says,

In a time when how others perceive you was more important than
how you feel about yourself, when belief had to be manifest (and
registered) I was always seen as lacking, deficient, bgcause the
Koran commanded ‘cover your head.” When you did it, you weie =~
treated as practicing all other precepts (p. 38-39).

the original text: ‘ :

Insanin kendini nasil hissettiginden 6nce baskalarinca nasil

gorindiigliniin daha 6nemli oldugu, inancin mutlak olarak tescil

edilmesinin gerektigi

dénemde bana hep, bir tarafim eksikmis gibi bakiliyordu. Ciinkii

Kur’an kadinlara hitaben ‘Ortiiniin’ diyordu. Zaten bunu yapinca her

ameli yerine getiriyormugsunuz gibi davraniliyordu.

Nisa critically voices the interpretation of veiling in Islamic circles in
the 1980s. As promoted by salvation novels of the period, veiling was an
indispensable part of the construction of Islamic female identity. While the
Koran did not dictate such a strict bodily signifier for males, being Muslim
for women meant wearing the headscarf. This was because, as nearly all
literary and non-literary accounts of Islamism emphasize, [slamic
communitarian morality (and order) was best assured when social
interaction between the sexes was strictly controlled. Veiling in such a
framework signified not only an Islamic dress code but also the provision
of communitarian morality through self-governance and the social control
- of women. Veiling denoted an Islamist politics of distinction via
connotations of women’s modesty and chastity.

Brow-beaten by such a discourse Nisa dons the headscarf with the

encouragement of her husband after their marriage. She remembers the day

she wore the scarf for the first time:
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Tahsin [her husband] covered me with a cream-colour veil... he

wrapped me, he veiled me... he had kissed me on my forehead and

added “hanim” to my forename. When I got angry, I could not say

“host, yavsak, hadi be!” anymore.... I used to say them. I had to say

“La havle” (God is enough to us) or lower my eyes and say nothing. [

was not an ordinary woman anymore! (p. 25-27). '
the original text: .

Krem rengi bir ortiintin igine aldi beni Tahsin... beni sard, beni

orttli... [beni] alnimdan Spmiistii... ve adimin sonuna “hanim”

eklemisti. Ben de artik, “host, yavsak, hadi be!” gibi seyler

sOylememeliydim sinirlenince... ki s6ylerdim. “La havle”

demeliydim mesela ¢ok 6fkelenirsem, gozlerimi yere indirmeliydim.

Ya da higbir sey sGylemeyerek tavrimi koyabilirdim. Siradan bir

kadin degildim ki ben!

Thus Nisa narrates her transformation from a Muslim woman to an
Islamist through veiling. She self-reflexively exposes her feeling of being
. ‘controlled’ by her headscarf, as it demands she change her conduct as an
ordinary woman. This is because veiling carries with it an Islamic praxis that
puts on women’s shoulders a responsibility to act modestly in daily life. As she
makes explicit below, such a framing of women derives from Islamist
conceptions in which headcovering is construed as a ‘signifier’ of an Islamist
alternative to secular modernity. The headscarf’s exemplary, overdetermined
status made Nisa, and all veiled women, subject to the public gaze of both
secular and Muslim circles. I will comment on this later. For the moment, what is
important is Murat and Nisa’s depiction of the Islamist understandings of their
milieu. Yagmurdan Sonra does not explicitly narrate Murat’s process of
Islamization although the novel indicates that Murat becomes an Islamist in his
university years. Nisa on the other hand becomes an ‘insider’ by wearing the

headscarf since otherwise she is “always seen as deficient” in her Islamic circle.

In other words, she conforms to the overemphasized role of women and the
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meaning laden upon veiling (such as modesty, distinctiveness and respectability)
in Islamist oppositionary discourse of the 1980s.

The scenes in which Murat becorﬁes an Islamist and Nisa adopts an
Islamic way of life represented through her veiling, correspond to the closing
~ pages of salvation novels. In other words, the pfotagonists of salvation novels,
who once lived a non-Islamic life, are led to acquire an Islamic consciousness
and an Islamic identity towards the end of the stdry. Accordingly, salvation
novels conclude with an imagined peaceful and happy life for newly converted
Islamist characters. They are presented as those who have achieved collective
salvation. Thus salvation novels, as one of their Muslim critics state, “come to an
end where life begins” (Sigsman, 2001; 55). They end by imagining a blissful
Islamic life withéut chnecting this to the experiences of Islamist characters in
their daily lives, homes or workplaces. New self-reflexive novels, on the other
hand, situate key characters in heterosocial urban spaces. Characters
acknowledge the difficulty in living in modern urban spaces as Muslims with
collective ideals, both in sustaining collective representations of Islamism and
imagining an internal stability of Muslim characters. Nisa’s experiences as a
veiled woman and Murat’s dilemmas in his daily life as a Muslim man become
representative of Muslim subjects’ conflicting and contrasting desires in the

context of the 1990s.

Veiled woman between Islamic ‘burden’ and secularist stigmatization

Salvation novels presented veiling not as if it were a “cultural choice” but
as “characteristic of an identity” rooted in “human nature” (Doltas, 2001; 26).

Accordingly, an Islamic life style was configured as the true ‘good life’
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consistent with human nature. Within this constructed association the characters
of salvation novels adopted veiling as source of a peaceful life as well as
conforming to Islamic claims for authenticity (represented by a lived tradition,
1.., Asr-1 Saadet). Nisa however makes explicit that as much as the Islamic dress
she wore was constructed as a recovery of sacred tradition, it was alsoanew
practice involving new rules to be learned. As a woman who wears Islamic dress
for about ten years (p. 52), Nisa critically reflects upon her experience of veiling

with a flashback to the 1980s:

...new customs and patterns of behavior were identified [with
veiling]. It was an unusual type of feeling. The air we assumed and
the comfort we had... as well as the way we nodded and made
gestures...with bluejeans, weekend garments, night suits and long
and narrow skirts were no longer expressive. Indeed, the new style of
dressing brought along its own rules. Modesty [sakinma] was the
only rule of this new style... We had not known how to walk, how to
live within this new style. We were to learn. Looks directed at us
would fashion our attitudes, blames on us would say to us: “stop” (p.
39-40).

the briginal text:

...[ortii ile] yeni aliskanliklar, davrams bigimleri bigildi. Baska bir

hissedisti bu. Blucinlerin, haftasonu giysilerinin, gece kiyafetlerinin,

uzun dar eteklerin... icine girdiginizde takindiginiz eda,

adimlarimizdaki rahatlik... bagimizi ve ellerinizi kullanis bigiminiz

artik iginize yaramazdi. Yeni giyinme tarzi kurallarini da tasiyordu

zaten. Sakinma; yeni tarzin biricik kuraliydi... Bdyle nasil

yiirtinecegini, nasil yasanacagint bilmiyorduk hentiz. Ogrenecektik.

Bakaglar tavirlarimizi yoguracak, kinamalar bize “dur” diyecekti...

This narrative differentiates Nisa from the veiled characters of salvation
novels. While they depict the moment of veiling as a life altering event, Nisa
describes what veiling means for women in their daily lives. In contrast to
salvation novels in which veiling ‘turns’ characters into ‘stable” women, Nisa

spells out that they do not yet know how to walk and live with this new Islamic

garment. She becomes aware that veiling is more than wearing a garment, but
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involves an action system and a mode of praxis framed by “modesty.” What
imposes such a mode of praxié on veiled women is the social environment in
which Muslims and secularists negotiate and define their positionvs through the
headscarf. Thus in such a situation the headscarf equalizes women, abolishing
their differences and making them the carriers of Islamic claims. This suggests
that headcbvering makes women visible and subject to communitarian control
not only by secular circles but also by Muslims. Nisa feels that when people look
at her, they do not look at a woman “who has a name, age, reason, husband and
_ child” (p. 95). What they expect is the presentation of modes of conduct that
people connect to headscarved woman: “You should not harm (halel
getirmemelisin) Muslimness by smoking [in a park]” (p. 95). “You should
behave as if warmth does not disturb you [in this veil]” (p. 92). Social control is
so constraining for veiled womén, says Nisa, that if theyi transgress narrowly
defined boundaries of Islamic modesty, people

would say what sort of Muslim is this. They would tolerate your veil,

but humiliate the woman inside it. Even if you hide yourself in the

deepest folds of your veil, they would find you. They would always

warn you that you carry a big weight... they would once more

sanctify you (p. 95).

the original text: )

Bu nasil miisliimanlik bdyle diyecekler. Ortiinii hoggorecekler,

i¢cindekini horgdrecekler. Ortiintin en derin kivrimlarina gizlensen

bile gelip seni bulacaklar. Biiyiik bir iddiay: tagidigini, hep

hatirlatacaklar... seni bir kez daha kutsal yapacaklar.

As Nisa makes explicit later, it was the [slamist interpretation of veiling
that sanctified women and made them subject to a public gaze that expected from
them modesty and virtue. The visibility and sanctity bestowed on women

through the veil, however, means Nisa has limited space in her daily life. She

begins to reflect upon her and the male Muslim’s positions. When she compares
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her situation with that of Muslim man, she feels that her “feelings of justice” are
offended. What is unfair is not “men’s comfortable shirts or shaved faces” but
the “invisibility” provided by these characteriétics:.
- One could do good actions as well as bad ones with such a manner of
'dressing. .. It was enough for'a man to walk with his wife on streets
so that he could ward off suspicions whether he is a Muslim. In turn,
it was enough for a man not to walk with his wife on streets to
validate suspicions of other people about his own allegiance to Islam.
the original text: ‘

Insan o kilikla iyiyi de kotiiyti de yapardi... Eger miislimanlhigindan

stiphe duyanlar olursa karisini yanina alip ortalikta dolasmas: yeterdi.

Eger miisliiman oldugundan kusku duyanlar varsa karisiyla ortalikta

goriinmemesi kafi gelirdi” (p. 111-112).

While the characters of salvation novels promote a discourse of
complemantarity and harmony between men and women around a collective
ideal, this quote reveals a self-reflexive voice questioning the inequality between
men and women on the basis of their bearing a bodily signifier. What Toros’
novel spells out is how it was veiled women in particular who have been
humiliated in and excluded from Republican urban space.

Further, as an educated veiled woman Nisa feels humiliated in many
aspects of modern urban life in Ankara. When a driver in a bus asks her
“HANIM ANNE BILETINIZ?” because of her veiling, she feels her “young
body is again humiliated” (p. 46). When she chooses not to listen toYusuf Islam
giving a conference on his conversion to Islam but to go to the theatre next to the
conference hall, she feels people look at her and her veiled friends asking “what
are they doing here? Why are they hanging around?” (p. 71). She encounters a
funeral cortege one day when she alone, the funeral of a woman from secular

circles. While people walked in the cortege shouting slogans, a man shouts at

her: “It is because of you! This woman died because of you! You killed her!”
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Nisa asks herself “why was this man pointing at me? What did I do? Who was
1?7 She feels

so out there and defenseless because of my visibility...as if on the

whole earth there was only this one cortege, the people waiting at the

bus station and me. As if I, alone, was representing everything, as if I

alone carried all the responsibility of guilt. The earth “split-and ~

Muslims slipped into it... Like everywhere, the assumption of “US”

was simply wishful thinking. Although it was useful to talk about

“US,” it meant nothing when you are left alone on streets (p. 49-50).
the original text:

Gortliniirliglimle kendimi o kadar agikta, o kadar savunmasiz

hissediyordum ki... Su koskoca yerytiziinde sanki bir tek kortej,

durakta bekleyen insanlar ve ben vardim. Sanki tek bagima temsil

ediyordum herseyi. Biitiin “sug”u tek basima tasiyordum.

Miisliimanlar yer yarilip da icine girmislerdi... Her yerde oldugu gibi

burada da BIZ, bir saymacadan ibaretti... Konusurken bir kullamm

degeri olan BIZ, sokakta 6ylesine yalniz kalakalmaktan baska bir sey

degildi.

This quote stands in contrary relationship to the discourse employed in
salvation novels. What characterized the discourse of characters in salvation
novels against secular stigmatization was their assertive and oppositionary stance
towards secular circles. Protagonists of the monologic Islamism of the 1980s
often spoke in the name of a collective “we” along with a discursive hierarchy in
which the collective “we” was presented as a solid unity that would achieve
holistic salvation at the end. Despite “postpone[ing] all problems to the time of
post-revolution” (Géle, 1992; 159), monologic and collective Islamism was
unable to hinder the emergence of tensions among Islamist actors. As a result of
their experiences in modern urban contexts, veiled women in particular felt that
they were the ones who were excluded, humiliated, and injured due to their
visibility. Nisa makes explicit how Muslim women felt ‘unprotected’ and ‘weak’

in the face of daily experiences in contradistinction to males. They began to

question the use of a collective “we” for veiled women, feeling themselves
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‘crushed’ by collective and political ideals that, as another novel (Mizraksiz
IImihal) expresses, placed on women’s shoulders “the obligation to be a warrior,
a guerilla, to take the responsibility for a war that would change everything and
the world fundamentally” (Efe, 1993; 50). In contrast to the collective roles

attributed to veiled women, new protagonists’ résponse is encapsulated in the
following words of the female character of the novel who declares that “I am
small. I am weak. I am a girl...GIRL” (ibid, 51). This response signifies the
resistance of veiled women to collective definitions of Islamism along with their
demand to fashion their own individual Muslim self identities.

Nevertheless, it is not easy for Nisa ‘to be small’, to rework the
boundaries of her individual identity, not merely because of negative
stigmatization but also because of Islamic appeals to women “to scare the Satan”

(p. 12). She begins to question the framing of woman in Islamist politics that

posit women as having to ‘control’ themselves since otherwise they may seduce

men and contribute to disorder (fitne) (p. 40). Such an understanding in the last

instance grants “rights to men” and “responsibilities for women” (p. 40). She

thinks about the Islamist men advocating this discourse:
We submitted everything to men, even the things we should not have
submitted...This was because men had so many rights over
woman...Many men used to read passages from al-Ghazzali’s
works...”Getting married was very beneficial for men’...Of course,
getting married is useful for men. Women keep the house in order,
serve guests, cook, do the laundry. If men were to be occupied with
these tasks, says al-Ghazzali, they would be taken away from
studying and worshipping. Then what were women supposed to do?
Perhaps,they were supposed to do everything in order for men to be
accepted into the Paradise (p. 40).

the original text:
Erkegin eline verdik, Vermememiz gereken herseyi... Ciinkii erkegin

kadin tizerindeki hakki buytikti... Birgok erkek ellerinde Gazzali
kitaplar1 kadinlara pasaj okuyorlard... Evlenmek erkekler icin ¢ok
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faideliydi... Evlenmek tabii ki erkekler i¢in faydaliydi. Kadin evi
diizeltir, gelene gidene hizmet eder, yemek pisirir ve ¢amasir yikardu.
Erkek bunlarla mesgul olursa diyordu Gazzali, ilim ve ibadetten geri
kalir. Peki kadina diisen neydi? Erkegin cennete girmesi i¢in elinden
geleni yapmakti herhalde.
Nisa criticizes not only the male dominated Islamic discourse of the 1980s
" butt also challenges the texts of al-Gazzali, a prominent Muslim thinker and
jurist, as sources constituting such a discourse. Her critique thus goes beyond the
Islamist male interpretation of Islam to include ‘sacred’ texts that would allow
her later to reinterpret them. This discourse she says limits women with their
home and advises women to “sit down, listen and be thankful. Read salvation
novels. Do not question your existence” (p. 103). The definition of women as
constituted via their domestic roles, modesty and chastity, Nisa goes on to argue,
leave Muslim women no space to exist in the labour market. She directs her
criticism towards Muslim men who, according to her, “push veiled women
towards the home™:

...Muslims with private business companies could not employ their

‘sisters’ fearing that their honor might be impugned. Muslims

working in the public sector used to employ them but re-located them

to the farthest rooms of the office. They would then have morning

coffee with beautiful girls and elegant women...But they never failed

to greet their sisters (p. 104-5).
the original text: _

.. 0zel sektor miisliimanlar bacilarinin namuslarina halel gelmesin

diye onlar ise almazlardi. Kamu sektorii musliimanlari da onlar en

dip odalara iter, sonra gider giizel kizlarla, s1k bayanlarla sabah

kahvesi igerlerdi... Yine de bacilarina selam vermeyi ihmal

etmezlerdi.

Graduating from university but not working afterwards was particularly
problematic for Muslim woman. This was because staying at home caused them

to merge with the ‘ordinary women’ from whom they were trying to differentiate

themselves. Furthermore these women had great ideals and made ideological
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marriages to actualize their Islamic selves.’* In the course of her marriage Nisa

reflects upon and reconsider these marriages and Islamic ideals:

We were innocent, young and poor...As we graduated one after
another, we moved out from youth houses, where we had poor but
colorful life experiences, into modest places as a family. We did not
want jewelry, expensive household goods or a car. We wére simply
after God’s approval... After getting married we could not
understand how marriage turned into seeking the approval of one’s
husband. We were to learn afterwards that being a. woman under
such conditions was more harmful than what we suffered during our
years at university [by being expelled from it]...that streets, homes,
bureaus and government offices had different moral codes, that it
was not true that ninety-nine percent of our population was
Muslim...and many other things (p. 115-116).

the original text: :

Masumduk, genctik, yoksulduk... Isiltil: bir yoksullukla yasadigimiz

bekar evlerinden mezun olup ¢ikiyor ve miitevazi evlere artik birer

aile olarak tasiniyorduk. Altin, esya, kat, araba istemiyorduk. Biz

Allah’1in nzasin1 istiyorduk... Evlenince ne oldu da kocanin rizasina

donusti evliliklerimiz, anlayamadik. Bdyle bir kadin olmanin

tiniversitelerde oldugundan [{iniversitedeki dislanmadan] daha

incitici oldugunu... sokagn, evin, biironun, devlet dairesinin... baska

bir ahlaki oldugunu, halkimizin ytizde doksan dokuz olmadigin...

daha bir ¢ok seyi sonradan 6grenecektik.

This paragraph is indicative of disappointment of educated veiled women
that was narrated in several stories of the 1990s. Veiled women, who had been
assigned and who had internalized the ‘big claims’ of Islamism in their
university years began to express frustration at constraining public and private
lives determined not only by exclusivist secular politics but also by their Muslim
husbands and comrades. Veiling, Nisa begins to feel, led Muslim women to be
excluded from public spaces, to stay at home, to leave their schools, in sum “ to

sacrifice themselves” in the face of difficulties they lived in their marriages and

daily lives. While experiencing all this they were expected to be patient and to

" Cihan Aktas depicts Islamist girls’ dreams about marriage in one of her stories in this way:
“We married neither for money nor career... We would struggle for others, humanity and Islam
rather than ourselves. We called it ideological marriage” (1991; 50-66).
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take the women of the Prophet’s time as their role models Nevertheless, Nisa
revises her stance to the world by confessing that conditions in real life were
different from their Islamic idealistic conceptions:
We had to forget our interrupted schools, dreams and ideals... If [the
men] did not change, then we should. We had to bear everything...

We should have tied boulders to our stomach like the friends of the
Prophet had done. But we '

became pregnant. And the children did not want stones. This life was

very different. (p. 116-117) .
the original text:

Yarim kalmig okullarimiz, diislerimizi, ideallerimizi unutmaliydik...

Onlar [erkekler] degismiyorsa biz degismeliydik. Tahammiil

etmeliydik... Tipk: sahabilerin yaptig: gibi tag baglamalidik

karnimiza. Ama hamile kaliyorduk ve ¢ocuklar tag istemiyordu. Bu

hayat ¢ok bagkaydu, ¢ok farkliydi.

In radical Islamic understandings of the 1980s the role and position of
woman as well as other issues were handled in the context of romanticized past.
Different stories of women from the period of the Prophet were distilled and
circulated as ideal role models. Nisa’s reference to ‘tying boulders to our

‘stomach when they are hungry in order thus to keep on struggling’ as well as her
confession of the impracticability of these stories for real life indicates her
resistance to the authenticating claims of Islamism. Thus she chéllenges “the
fundamentals” and the fundamentalist interpretation of Islam dominant in the
1980s. What this fundamentalist understanding involved was a return to sacred
tradition and the questioning of every ‘distorted’ thing after the golden age in
order to reconstruct them in the modern era. Yet Nisa declares her failure in this
process by admitting that “after a period of mental construction, what remained
were ruins, consisting of only concepts.” She describes herself as “tired of trips

to the past, of going to the same places and seeing the same things” and

confesses that “we want new and unknown stories” (p. 197, 212).
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Indeed Nisa is aware that Muslims began to live ‘different lives’ in the
1990s. In the previous decade she tells how “we did not have full automatic
washing machines, computers... and foreign currency accounts in banks.” In the
1990s by contrast “we were climbing up the ladder of the city. Our bodies were
 getting thinner and “thinner, our garments were new and our clothes Were
becoming more aﬁd more colorful...people weré used to going to restaurants
with great food and service and to vacation and entertainment resorts [kentin
eteklerinden yukan ¢ikiyorduk. Bedenlerimiz inceliyor, libaslarimiz yenileniyor,
giysilerimiz renkleniyordu... yemegi ve servisi iyi lokantalar, tatil ve eglence
yerleri [ne gidiliyordu]” (p. 118-119). Nisa depicts the procesé of the formation
of a Muslim middle classes, and the vertical mobility that Islamic circles
achieved in the 1990s. In this new decade,

Everything, all realities, all truths, all faults and all goals have
changed. Radicals became liberal and democratic. They assumed
positions in political parties, they cut their black beards. They handed

down their shirts without collar to their wives to be kept for special
days. Everything was felt in the interjection “ah the good, old days!”

(p. 24).
the original text:

Biitiin gergeklikler, biitiin dogrular, biitiin yanlislar, biitiin hedefler

degisti. Radikaller liberal oldu, demokrat oldu, partilerde gérev

aldilar, kara sakallarini kestiler. Yakasiz gomleklerini belki 6zel

giinlerde gitmek {izere, hanimlarina vzattilar. Her sey “hey gidi

~ giinler” oldu.

Nisa portrays the transformation of Islamism’s male actors who, in the face

of real life, revise their radical stance, give up their Islamic ideals and become _

visible in urban spaces with new ‘faces’ and democratic claims. This

transformation of Islamism, however, did not involve veiled women. Nisa points

out how,
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The only thing that has not changed is this woman. The thing on her

head. The thing on her body. It is the only thing that does not change.

That 1s not questioned. When the subject is woman, all the groups

unifiy. When the subject is life, all diverge (p. 25)
the original text:

Degismeyen tek sey varsa o da bu kadin. Bu kadinin basindaki. Bu

kadinun Gistiindeki. Bir tek o degismiyor. Bir tek o sorgulanmiyor.

Konu kadina gelince biitiin gruplar birlesiyorlar. Konu hayata gelince =~

biitlin gruplar ayriliyorlar.

This is because “even if we did not want it, the veil has been our only
reference...our bodies turned themselves into signifiers...language was not
needed anymore [Oyle olsun istemesek de ortii biricik referansimiz oldu...

~Govdeler kendi bagina bir anlatim bigimine doniistii...Dile ihtiya¢ kalmadi]” (p.
82). In such a context, as a writer willing to tell people different stories in her
lectures, Nisa feels that people invite “not her” but “it [the veil]” (p. 84). In other
words, people invite her to speak not to listen to her individual voice but to hear
absolute truths and prescribed answers. Squeezed between her individual and
collective identity, Nisa begins to hear an inner voice, another self, a Nisan that
represents her this-worldly and non-ideological identity. This other self
summons Nisa saying “veiling hurts me... I want to work, produce, succeed. I do
not want to be despised and humiliated [6rtii beni incitiyor artik... Calismak,
tiretmek, basarmak, itilmemek, horlanmamak istiyorum]” (p. 90). Her two selves
engage in a ferocious and exhausting dialogue to find an exit from the well-
guarded borders of the collective definitions of Islamism. In an environment
where “”’people approach the world and others through their absolute truths and

their collective goods and wrongs,” Nisa declares that “I am not playing.” (p.

85). Nisa listens to Nisan and decides to take her scarf off.



Muslim man between his religious faith and sinful love

Ahmet Kekeg in Yagmurdan Sonra gives voice to daily life, contrasting
the desires and frustrations of an ex-Islamist man in the aftermath of February
28. The date refers to the first few months of 1997 when the pro-Islamic Welfare
Party was head of a gbverning coalition. In these months, the appearance of
religious leaders in the Presidency Hall at the invitation of the leader of the
Welfare Party, or of party members in religious sac dress in the public space of
Istanbul Airport occupied TV scenes several days. Such visible Islamic
references were represented as an attack on the presuppositions of Kemalist
modernism by secular media circles. The arrival of the Welfare Party in power
and the increasing visibility of Islamic actors and symbols in public spaces led to |
the intervention by the military into the civilian and political sphere, supported
by the mainstream media and civil associations.The intervention led to a limiting
of public space available to ‘Muslim’ actors. The wearing of the headscarf to
university Wés banned. The financial transactions of Islamic companies
scrutinized.

* Various interpretations and evaluations of these events infiltrate
Yagmurdan Sonra via the voice of protagonist Murat. Murat consumes media
news or has conversations with people from secular circles. Secularists’ positions

in the novel emerge when Murat engages in a dialogue with one of his

neighbors:

Look what this man [Erbakan] has done...you get such terrible
insults in the tent of a desert-Bedouin, they show disrespect to your
national anthem, and you behave as if nothing happened. O my dear,
such events make me fearful. Have you seen those women with black
veil at Sultanahmet area? ... They are encouraged by the
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government... they will go down soon by a military coup, let’s see
(p. 24-5).

the original text: .

Su adamin [Erbakan’in] yaptiklari... Sen git ¢61 bedevisinin ¢adirinda

ag1z dolusu hakaret isit, ulusal marsina saygisizlik yapsinlar, sonra

don higbir sey olmamis gibi ks kos makaminda otur. Korkutuyor

_bunlar insant azizim. O kara garsafli kadinlar gérdiintiz mii
- Sultanahmet’te.. Hukiimetten cesaret aliyor bunlar... Yakinda bir
darbeyle defolup gidecekler ya, dur bakalim.

The quote gestures to various ‘real’ political events (like Erbakan’s trip to
Libya) that have already been represented in the media and that were influential
building blocks in the case built by the secular media resulting in the February
28 Process. Murat’s neighbor is depicted as someone who takes a critical stahce
towards the so-called pro-Islamic government and hankers for a military coup.
His neighbor, however, make a distinction between Islamists and Murat by
saying “but you are not like them Murat¢iim” (p. 2‘9). Although it is not made
expliéit throughout the novel, his neighbor’s response suggests that Murat is
understood to be a Muslim because his wife is veiled. It seems that Murat does
not use any Islamic signifier like the beard since the secular characters he meets
treat him as one of them and speak with a language criticizing Islamists. Murat,
on the other hand, does not adopt the assertive and polemical stance against such
criticisms taken by the Islamist characters of saivation novels. Although he gets
angry with the secular critiques as a man who is “alone and has lost his future.
ideals” (p. 24), he takes a cynical attitude, responding either by saying “he does
not care about such events [visible [slamists]” or by pointing out that “he does
not have a paranoia [about Islamists]” (p. 25). |

Murat is depicted as a man who has lost the assertive Islamic language of

his university years. One of the reasons underlying this is his ‘virtuousness’

represented by his resistance to changing circumstances and to using his social
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networks to get rich. His brother-in-law, for instance, referring to the Welfare
Party government, tells him that “your boys came to power” and encourages him
tQ talk to his old friends in Ankara in order to make new business. Murat rejects
him even though he recalls his wife’s complaints that “they do not yet have a
car” (p. 62). Problems iﬁ his marriage are spelled out as another reason for”
Murat’s frustrations in his daily life. Murat is bored by his wife’s complaints, her
praising of his ‘talented’ brother-in-law, Sunday rituals (having breakfast and
then reading the newspapers etc.) and their routine life (pp. 74f%).
Whilevconfronting these problems .in his business and marriage, Murat

learns that he is to be taken to court for a book that he had published six years
ago. He is informed that he is accused of “inciting the public to hatred and
hostility on the basis of class, race and religion.”” Murat once again recalls his
neighbor’s response: “but you are not like them Muratgigim” and begins to
question his political and apolitical self; ‘where do I stand and what am I.
Pyschologically oppressed by these problems, Murat begins to spend time in
cafes since he wants to go home late. One night in a cafe he meets a writer he
knew a few years ago and his friends. Among them, Miige, a 26 years old
sociology student appears extremely attractive to him. Murat looks at her and
thinks:

She looks like the VJ girl that he sees in TV in the morning. A

beautiful girl. Not beautiful so much as attractive. For the last ten

years, all the girls he saw seemed attractive to Murat. They were all

so natural, so at ease. Especially girls from Cerrahpasa who came to
his shop. He felt utterly confused and agitated when he saw them (p.

50).

7 This article became popular in February 28 Process and was especially used against Welfare
Party members.
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the original text:

Sabahlari televizyonda gérdiigi VI kiza ne kadar benziyor. Giizel

kiz. Gtizel degil de, dikkat ¢ekici. Son on yildir gérdigii, rastladig:

bitiin kizlar dikkat ¢ekici geliyordu Murat’a. Nasil da dogal ve

rahattilar. Hele o diikkana aligverise gelen Cerrahpasal: kizlar...

Onlar1 karsisinda gérdiglinde her defasinda akl karisiyor, eli ayagi

birbirine dolasiyordu.

Murat diverges from the assertive and committed Islamist characters of
salvation novels because he makes explicit his feelings about women. He
violates the Islamic principle of moral guidance towards the inner self via his
self—exbosing character that is attracted to Miige and other women. Murat
compares Miige with his wife. When he learns that Miige is a widow, he catches
himself thinking that Miige might be an “easy girl” (p. 83). Then he is ashamed
of his thoughts and asks himself whether thinking of such possibilities “is not it

" immoral and more importantly a sin?” (p. §3). As Murat learns more about
Miige, he compares himself with this 26 year old and feels himself “raw,
untouched and inexperienced [toy, el degmemis ve acemi]” (p. 80). Interaction
with the ‘other’ leads Murat to reconsider his 40 years, his beliefs and attitudes.
As a married Muslim man, he begins to violate an Islamic morality that revolves
around controlling the social interaction of sexes, not only through thinking
about Mﬁge but also by going with her to restaurants and pubs where he lies so
as not to drink alcohol (p. 176).

What differentiates this novel from salvation novels is Murat’s perception
of ‘the other.” Salvation novels were based on the construction of black and
white characters. They homogenized secular characters as lacking self-
consciousness and presented Islamic charécters in contradistinction to their

secular opponents. By contrast, in Yagmurdan Sonra Kekeg does not totalize

and stigmatize all non-Islamic characters. Murat realizes that Mtige is different
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than her secular friends. While her friends speak with a secularist oppositional
language and position. themselves against Islamists, Miige is portrayed as a
character who respects differences. Thus we can specify two types of ‘other’ in
the novel. One is the ‘offensive’ secular characters represented by Miige’s
friends and Muirat’s ﬁe’igﬁbii’rs with whom Murat is in conflict at a discursive
level throughout the narrative. The other is Miige, ‘a democratic liberal other’
who respects different views. With this ‘other’ Murat goes to pubs, to non-
Islamic spaces, and discovers ‘other worlds’—while frequently asking himself
“what T am doing here” (p. 84). New contacts with the ‘other’ and excursions to
new spaces shake his singular and well-rooted Muslim identity.

Another event that upsets Murat’s Muslim identity is his encounter with
his step-sister, Hiilya. Murat has had a problematic relationship with his father
since his father left them years ago and married a woman of Italian-origin. When
visiting his sick father Murat meets Hiilya. He is affected by her beauty, a girl in
her twenties with “blonde hair and tall legs” (p. 67). Murat is drawn to Hiilya and
begins to fall in love with her. He visits his father’s house more frequently. He
waits for her when she goes out of her office. He plans to tell her about his love
several times but cannof. When Murat’s brother-in-law realizes his interest in
Hl_iilya, he criticizes him,

You are siblings, mate! Is it proper for a man to chase after his sister?
Shame on you! Even if you do not feel shame, at least know that it is

also a sinful act, you rascal! You are an educated, married and
furthermore a devout man! Does it suit you? (p. 161).

the original text: .
Ulan siz kardessiniz be!Insan kendi kardesine sarkar m1? Ayip diye

birgey var. Hadi ayib1 bilmiyorsun, giinah ulan giinah! Sen okumus
yazmis, evli barkly, tstelik dindar bir adamsin! Yakisiyor mu?
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Even though Murat tries to reject the criticisms by saying “she is not
my sister,” he accepts the truth of his brother-in-law’s words. Nevertheless,
he confesses that

One can not control his feelings all the time. Hiilya is my weakness. T

love her. Even though my love is not reciprocated, it is a source of

strength and meaning in my life. It may be a dangerous intimacy, an
immoral tie but... I love this girl. Let this be my death. Let this be the
denial of my whole life, of the order that I have for years struggled to

establish (p. 130). .
the original text:

Insan duygularini denetleyemiyor her zaman. Hiilya da benim zayif

tarafim. Onu seviyorum. Tek tarafli bir sevmek de olsa, bu bana gli¢

veriyor, hayatimi anlamlandiriyor. Belki tehlikeli bir yakinlagsma;

ahlak dis1, 6rf dig1 bir baglanma bigimi ama... Evet seviyorum bu

kizi... Bu da benim 6liimiim olsun. Bu da benim hayatimin, yillardir

biriktirdiklerimin, kurmaya calistigim diizenin inkari olsun (p. 130).

The character develops a new mode of feasoning in a narrative form that
stands opposed to the collective narratives of Islamist subjects of the 1980s.
Salvation novels sought imaginatively to construct a notion of communitarian
morality that revolved around controlling one’s inner and outer selves and thus
promoting modesty. Murat’s exposure of his love, especially an ‘unnatural’ love,
violates the borders of Islamic morality and constitutes a challenge to the
collective’s understanding of Islamism. More ‘dangerously’ perhaps, his
exposition of love signifies the denial of social constraints.

By narrating the ‘indecehcy’ of a Muslim subject, Yagmurdan Sonra also
constitutes a challenge to the Islamic conception of literature that claims to
derive from edep (decency). Discussions on this novel in Islamic circles
demonstrated the borders and hinterlands of Islamic morality. After its

publication radical circles accused Kekeg of depicting ‘indecent’ and ‘deviant’

relations and asked “how a Muslim personality could write such things.” It was
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noted disdainfully that the novel was an autobiographical one. Moreover it was
asserted that the novel did not portray “us” adequately. A critic wrote that the
novel “stabbed us from behind and even bad-mouthed us” (Haksoz, April 2000).
Kekeg replied to these comments in his column by stating that “the ‘We” is not
clear I think.f. Am I subjective in my writing? Of course. The nove! did not bear
aﬁy mission. [ am not a missionéry. I have just written a novel. If you write on
life, it is inevitable to depict some taboos... I am not uncomfortable with that
(Yeni Sdfak, May, 19, 2000). Clearly, Keke¢’s understanding of literature and
Islamic identity diverges from the authors of collective Islamism. As noted by a
novelist in 1989, Islamist actors of the 1980s “claimed that the ﬁovel was a mean
for our ideals... It was not enough to write a poem, its content must have been
full of belief, ideology and pedagogy... If in a novel a protagonist stands in front
of a brothel, the writer Was condemned as if it were he who stood there” (Kitap
Dergisi, June, 1989). In this regard, Kekec¢’s narrative issues a challenge to
collective representation of Islamic subjects. The novel presents the inner self of
a Muslim character as a site of sfruggle befween conflicting desires. Murat’s
longing for love, as the above quote demonstrates, leads him to resist the
boundaries of communitarian morality and to free himself from the image of
- Islamic identity. His desire for “dangerous intimacies” in public places
constitutes reéistance tb the authéritarian tendencies of Islamist politics that
depend on monitoring the social interaction of the sexes in public space.
Despite his rejecting of Islamist tenets and his conflicting and contrasting
desires, Murat feels that he can not save himself from being charged as irticac:

(reactionary) in the context of February 28 Process since his trial continues as an
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ex-publisher. When he reads a statement of Bat: Calisma Grubu’* noting that
they “scrutinize everything that the reactionaries (irticacilar) do,” he ridicules
both himself and the “regime” that takes him to court by thinking that,
Have they [Bani Caliyma Grubu] been watching over me? If so, who
knows what they think about me? Vagabond, lover, idle...He does
not take good care of his business, he does not go home, he spends
his days and nights on streets. So far we have not come across any
backwardist (irticai) activity here, but such people are more

dangerous. He hides [fakiyye yapiyor] who he is, by giving the
impression that he spends his time with girls and has fun all the time

(p. 154).

the original text : .
Beni de izliyorlar m1 acaba? Izliyorlarsa ne diistiniiyorlardir kimbilir?

Serseri, asik, avare... Isiyle ilgilenmiyor dogrudiiriist, evine gitmiyor,

cadde sokak siirtiip duruyor giin boyu. Bugtine kadar irticai bir

faaliyetine rastlanmadi ama, boyleleri daha tehlikelidir; geng kizlarla

egleniyor goriinerek aslinda takiyye yapiyor... :

Murat.criticizes the secular regime’s essentialist understanding of Islam
that interprets every manifestation of Islamism as a threat to the foundations of
the republic. He speaks subtly and ironically about his situation and the regime’s
treatment of his Muslim personality. Significantly, like Nisa in Halkalarin Ezgisi
Murat desires to withdraw to his private boundaries,’having given up his Islamic
assertions and taken a critical stance against collective definitions of Islamism.
Similar to Nisa, to achieve this he does not simply take an oppositionary stance
to secular harassment of Islamists, but also directs his criticism towards Islamic
circles. When Murat chats with a few Muslim publishers about the February 28
Process, one of them notes in passing that the “[February 28] Process runs
severe.” In response Murat says -

If the procéss has gone harshly, we should blame it on not only those
who initiated it, but also on people like you who prepared such a

™ Bati Calisma Grubu is a group within the military founded to monitor Islamic companies and
personalities in the February 28 Process.
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process by leading astray the devout majority...You pretend to be

superior by talking about universal democracy, pluralism and law,

while you simply repeat what you hear from high ranking military
officials...Why did not you think about [these], when you kept

selling cheap stories of reaching the true path (p. 145).
the original text:

Stireg sert isliyorsa, yalmizca siireci baglatanlarda degil, senin gibi

vaktiyle dindar cogunlugu azdirip bu sonucu hazirlayalarda da

aramak gerekli kabahati... Generallerin agzina bakip evrensel

demokrasi, ¢ogulculuk, hukuk diye ki¢ atmayi biliyorsunuz... Bes

para etmez hidayet dykiilerini roman kilifi gegirip satarken neden

aklina gelmedi [bunlar]...

Thus Murat does not invoke a discourse of collective Islamism that simply
accounts for the ‘victimization’ of Muslims because of exclusionary secular
politics. Rather he considers the Islamist understanding of his period as another
source of the conflict. In other words, he finds not only secularists but also
Islamists responsible for the rise of systemic conflict and distances himself from
the understandings of both groups.” Despite his reassessment of Islamic pélitics

the novel concludes with Murat’s arrest and jailing as a Muslim man unable to

tell Hiilya about his love for her nor to happiness in his marriage.

Self-reflexive Narratives and Emerging Muslim Subjectivities
What differentiates Halkalarin Ezgisi and Yagmurdan Sonra as narratives

from the salvation novels of the 1980s is their self-reflexive narratives.

> In the context of February 28 Process, not only novelists but also various Islamist intellectuals
from different circles expressed a more critical attitude towards Islamism rather than parroting a
simple ideological response. Journalist-columnist Ali Bulag, for instance, pointed out the lack of
criticism among Islamic circles with titles such as “Bizim mahallenin hikayesi” and “Bizim
mahellede elestiri yiirek ister” (Zaman, May 6-9, 2000). Nuh Goniiltas from the Nurcu circle
contributed to the debate with the same title by pointing out that “our quarter is not so different in
its mistakes than yours” (Zaman, May 7, 2000). These columnists noted that the collective and
political ideals of Islamism led to an intolerant attitude towards Muslims who criticized an
Islamic party, company or institution from within. They noted the oppositionary Islamic
perception that “any critique of Islamism by a member of the movement serves the interests of
the enemies.” Such a perception led to Islamists’ closing their eyes to mistakes and injustices in
their own circles. Bulag also criticized the position of older politicians and Islamic authorities:
“They know everything, make plans and want you to obey without questioning.” Such critiques
signify that the collective ‘we’ of the 1980s is under threat.
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Retlection, as Ricoeur notes, is not intuition: “Reflection is the effort to
recomprehend the ego of the ego cogito in the mirror of its objects, its works, and
ultimately its écts... Reflection is the appfopriation of our effort to exist and our
desire to be by means of works which testify to this effort and this desire”
" (Ricoeur, 1974; 327). Reflexivity in this sense is the basic means uniting
individual and social processes. As Mead points out “it is by means of
reflexiveness-—the turning back of the experience upon himself—that the whole
social process is brought into the experience of the individual involved in it”
(Mead, 1934, 134). Islamic literary narratives of the 1990s constitute the self-
reflection of Muslim actors as mediated through texts. In other words, the self-
reﬂexivity of actors constructed thrbugh novels brings the Islamic experiences of
the 1980s and 1990s into the fore. Nisa narrates the overdetermination of veiling
in Islamic circles as well as the conceptualization of women as the key bearer of
Islamic claims in the 1980s. Murat makes the constraining collective definitions
of Islamism explicit. In short, both Muslim characters narrate themselves in the
mirror of works, texts, and discourses of Islamism derived from the 1980s and
seek to reinterpret them, to reconstruct their subjectivity in an intelligible form.
What connects these two éharacters at the end of their process of self-
reflection is their critique -even trémSgression- of the collective boundaries of
Islamism. Nisa transgresses the boundaries by taking her scarf off, while Murat
violates Islamic morality by exposing his inner self and sinful love. Boundary-
crossing, as Iser notes, signifies a subject-creating event. It is a “revolutionary
element” since it breaks down “accepted classification” (Iser, 1993; 9). During
the 1980s, the headscarf, beard, salvation novels, and Islamic intellectual works

questioned the western-centric Kemalist conception of civilization and
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represented the transgression of secular boundaries (that equated the civilized
with the Western) by Islamic subjects. These subjects, however, were collective
subjects speaking with a language of ‘We’ that was oriented towards group
ideals promoted by the literary and intellectual narratives of Islamism. New
socialization patterns, acquisition of new pfo;fés;"s?i()ns', attendance of urban spaces
and transformed practices of Islamic precepts in daily life resulted in new subject
formations in the 1990s. The confession of conflicting desires, the
acknowledgment of sinful love, the taking off the scarf constitute another
boundary-crossing that not only break with collective definitions of Islamism but
also represent the eniergenceof new Muslim subjectivities along with their new
interpretations of the true (or truer) meanings of Islam.

When Nisa takes her scarf off and Murat confesses his sinful love it
might be interpreted that they forsake their Islamic identities. However they do
ndt reconstruct themselves by adopting Kemalist sensibﬂities or practices. Even
though Murat goes to non-Islamic spaces, he does not drink alcohol. What he
feels he has done is revise his earlier Islamist ideals and disregard the strictly
defined boundaries of Islamic morality. The theme of love in his case plays a
crucial role in his transgressing of such boundaries —as was the case in
Mizraksiz llmihal of Mehmet Efe (1993), another self-reflexive novel of the
period.76 Gole’s reference to Touraine on th¢ role of love while interpreting Efe’s
novel also applies to Murat’s case: “the love relationship does away with social

determinisms and gives the individual a desire to be an actor, to invent a

" This novel narrates the transformation of a young Islamist man through his love of an assertive
and critical Muslim girl. Irfan, the protagonist, who at the beginning of the novel says that “a
Muslim does not fall in love with a woman, but only with Allah” finds himself at the end of the
novel imagining looking for a job and having the small happiness in his private life of 2 man who
“took off his militant uniform [parka].” Commenting on this novel, Gé&le points out that this
narrative “testifies to and contributes to the development from collective political Islamism
toward the emergence of Muslim subjectivities” (Géle, 1997; 771f).
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situation, rather than to conform to one... It is thanks to the relationship with the
other as subject that individuals cease to be functional elements of the social
system and become their own creators and the producers of society” (Touraine,
1995; 227). It is the love .r‘elationship of Murat and the commotion it produces in
his inner self that leads him to recomprehend his situation and to reorder his
narrative life hi(story). When he realizes that he is not content with his life,
marriage, and the (Islamic) concepts on which he has built his self-narrative, he
acts to create a different self. In the process Murat, who in his university years
once sought “to save the country” now confesses that “we realized too late that
we had wasted the best years of our youth with impracticable concepts, with a
futile attempt to apply an import-substitutional civilizational project [Ama gok
sonra anladik ki, hayatimizin en giizel, en verimli yillarin, igini
dolduramadigimiz kavramlarla, o kavramlarin tagidigr ithal ikameci bir uygarlik
| projesini savunarak tiiketmisiz]” (p. 29). What ihe refers to by “import-

substitional project” is the import of the works of Middle Eastern Islamist
thinkers such as Sayyid Qutb, Ali Shariati and Mawdudi that played a crucial
role in shaping the agenda of Turkish Islamists in the 1980s. Because of this
adoption of revolutionary and fundamentalist Islamic thinking he goes on to say,

we did not read our own traditional cultural works... We could not

read Ahmet Cevdet Pasa, Yahya Kemal and Tanpinar... What we did

read, in the name of ‘universal revolution’ were the trivial scholars of
Egypt, Pakistan and Afghanistan (p. 145)

the original text: ,
Geleneksel kiiltiir verimlerini taniyyamadik... Ahmet Cevdet Pasa’y,

Yahya Kemal’i, Tanpinar’i okuyamadik... Sonra gelsin, “evrensel
devrimcilik” adina kiytirik Misir, Pakistan, Afganistan ulemasi.
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The Middle Eastern Islamist thinkers that were praised by Islamist Murat
in his university years are now treated as ‘trivial” by Muslim Murat. We might
say that what he rejects is not his Muslirh but his Islamist identity and his
revolutionary understanding of Islam. Revolutionary Islamism involved a radical
‘and negative re-appraisal of previous Islamic manifestations (as traditional)
along with its will to return to Asr-1 Saadet. His reference to Yahya Kemal and
Tanpinar signifies his desire to cut his ties to fundamentalist/revolutionary
Islamism while reconciling himself with other figures that had been treated by
radical Islamists as ‘distorted.””’ In short, Murat’s case testifies to a process in
which a new Muslim self is shaped via the rejection of revolutionary ideals and
the reappropriation of despised local particularities, paving the way for novel
understandings of Islam.

Similarly, when Nisa takes her scarf off she does not deny her Muslim
identity. However her situation is more difficult than Murat’s since she gives up
her veiling, a symbol considered the ‘flagship’ of Islam by Islamic circles. After
unveiling “the talisman that kept her husband protected from evil, and constantly
reminded [him] of his religion” (p. 57) suddenly disappears. He becomes cold
towards her and has frequent crying fits. She tries to make him understand that
she still fells “veiled” (p. 163) éven though she no longer wears a scarf. She
continues to read the Koran and to practice other religious rituals. She does not
reject the premises of Islamic belief, even headcovering. What she does oppose

is the overdetermined meaning of the headscarf and the related framing of

" Rejecting and disregarding traditional experiences in order to search for the ‘truth’ in Asr-1
Saadet has also been critically assessed by Muslim women in the 1990s. Toros, for instance,
notes Islamist women’s ignorance of the women’s movement in Ottoman times: “In the 1980s,
when we sought to criticize a huge [western] tradition through our intuition and readings, we did
not know the women and movements that had already done it before us. This was because this
past was kept away from us” (Toros, 2000; 206-7).
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women that it imposes. Her unveiling is a personal choice and constitutes
resistance to collective definitions 0f Islamism.

Like Murat, Nisa, too represents a new Muslim subjectivity that rereads
the Islamic experiences of the 1980s. Central to her questioning of Islamism is
the position of women. A diédéufsebh’Wé'méh’hﬁs’ always been a cornerstone of
Islamist politics, since the veiling of women was associated with the provision of
communitarian morality while being unveiled was treated as the source of
disorder (fitne). Now unveiled, Nisa asks her husband whether “every woman
you see on the street seduces you?” (p. 182). She answers her own question in
response to her husband’s silence: “Let women not be ashamed of everything.
Let men be a bit more modest... Let everyone be a master of his/her body,
morality, eye and ear [Kadinlar herseyden bu kadar utanmasinlar artik. Biraz da
erkekler utansin... Herkes kendi bedeninin, ahlakinin, géziiniin, kulaginin
efendisi olsun]“ (p. 183). She challenges the duty given to women of carrying in
their body the collective’s morality. She resists the framing of woman as a
source of disorder. Finally she mocks the radical Islamic stance that despised the
present in the name of the purity of the ‘golden era™:

This questioning attitude is as blinding as coﬁsidering everything of
the past sacred and indisputable. Because once you start unwinding
the yarn of the sacred, you could go as far as the Koran. Such is the
rule of the game. You have to play it to the end. And you will return,
as every treasure seeker before you, loaded with nothing but defeat
and disappointment. You will lose everything that you took on your

journey... This is what we did. We pretended that there were hidden
treasures and that we would find them (p. 212).

the original text:
Gegmiste kalan her seyi kutsallastirip dokunulmaz ve tartisilmaz
kilmak kadar ama, belki bu sorgulayici tutum da ayni oranda bizi
baglayacak, korlestirecek diye digtiniiyorum. Ciinkii o zaman
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kutsalin ilmegi Kur’an’a kadar gidiyor. Oyunun kurali bu. Sonuna

kadar oynayacaksmn! Her define avcisi arayicisi gibi sonunda

bikkinlik ve hiisranla eve doneceksin. Hem giderken yaminda

g6tiirdligiin her seyi kaybederek... Diigtinityorum da bizim

yaptifimiz, tam da bu. Biz bulalim diye saklanmis hazineler varmis

gibi davraniyoruz.

Nisa rejects the aut}}enticating claims of Islamism. vAurthenticifcy was a key
word of Islamism, providing Islamists with the assurance of an Islamic golden
age and a model which could be enacted in the present. Authenticity facilitated
the search for “treasure”, the endeavor to ground practice in the past in the
project of 'Islamizing mbdem society. Yet Nisa declares failure on this enterprise
by admitting that “after a period of mental construction, what remained were
ruins, consisting of only concepts.” She describes herself as “tired of the trips to
the past, of going to the same places and seeing the same things” (p. 212).
Nisa(n) cuts her ties with the enterprise, proclaiming that “there is no such an age
that sheds its golden lights! [altin 1s1ltilar sagan bir devir yok!]” (p. 215). Islamic
history too is full of violence and injustice (e.g. the assassination of Khalif
Osman). By asking the question of the history of Muslim women’s role in
politics and social life to the fore™ she reinterprets the position of women in
Islamic history.

In conclusion, I would argue that Murat’s and Nisa’s reflexive

reinterpretation of Islamic identities constitute new Muslim subjectivities that are

not ‘anti-Islamic’ interpretations of Islam but anti-Islamist. In this sense their

O Criticism of the Islamist conceptualization of women are not limited to the literary sphere but
also extend to academic writings of Muslim women in the 1990s (see Ramazanoglu, (ed.) 2000
and Tuksal, 2000). Tuksal’s work “Kadin Karsiti Soylemin Islam Gelenegindeki zdiigiimi” has
generated a fierce debate in Islamic cirles. Tuksal, a veiled Muslim theologian who wrote the
thesis for her PhD, analyses the sayings about women that have been accepted as the Prophet’s
tradition in Islam. She argues that the Prophet’s sayings promote a discourse that “humiliates
women” and “prioritize men over women.” These sayings and deep-seated attitudes towards
women in Islamic circles, she contends, are not religious dogma but human products deriving
from a long tradition of patriarchy. The work goes on to reconstrue the Prophet’s sayings, one of

the pillars of Islamic discourse.
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position might schematically be described as identities shifting from Islamist to
Muslim. Without the headscarf or with a sinful identity one can still be Muslim:
one cannot easily be considered Islémist. These new self-reflexive and self-
exposing characters and the Muslim selves outside the text whose self-

) "Cbhs’titutioh_they enable testify to the emergence of novel understandings of

Islam generated and reflected in novels.
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Conclusion: From Epic to Novel(istic) Conceptions of Islamism

Throughout this study, I have interpreted Islamic literary narratives of the
1980s and 1990s as an important means of developing a coherent identity—or a
narrative (hi)story— in modern Turkish society by Muslim subjects. What make
these literary narratives valuable cultural and political texts of the period are not
only the authorial intentions presented in the characterization of Muslim selves
but also their plots and Aialogues into which ongoing political debates of the two
decades infiltrate. To put it more concretely, Islamic narratives are political and
cultural texts that are intimately linked to contemporary debates and practices of
modernity, democracy, seculérism, the headscarf and an Islamic order, issues
that relate not only to Islamism but also to the‘entire social formation. The
salvation novels of the 1980s were natratives in which relations between an
Islamic and secularised order v;/ere negotiated, an Islamic counter-culture was
imagined, and youth were proposed as the ideal Muslim self necessitating their
formation within a collective identity. The more self-reflexive novels of the
1990s interrogated these collective Islamic ideals as they reconstructed Islamic
identity in the changing relational context of the periqd.

In the production and consumption Qf Islamic novels, I argue that there is
a mutually determining relation between texts, coﬁtexts and the formation of
Muslim selves. This is because, as Fornas points out, “the relations between
cultural texts and human subjects run in both directions: texts emanate from
interécting subj ects who are themselves continuously transformed by using

texts” (Fornas, 1995; 227). Islamic literary narratives then not only reflect
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Islamist actors’ endeavour to develop a positive Muslim identity in a secularised
context but also are generative of gender roles, attitudes and emotions. Their

~ varying characteristics reveal and contribﬁte to changing Islamic politics,
identities and conceptualizations of the two decades.

Islamic narratives of the two decades display sharp differences in terms
of their authorial discourses, organization of plots and construction of time and
characters. These two- different types of narratives, I contend, can be explicated
by referring to the Bakhtinian definition of the epic and the novel. Here I do not
propose that the literary narratives of the 1980s correspond to. the epic and those
of the 1990s to the novel as genres. The narratives of both decades are clearly
closer to the novel in a literary sense. Nevertheless using the distinctjon more
analogously, Bakhtin’s analysis of characters and time in epic and novelistic
texts respectively illuminate some of the differences between the two narratives.

Bakhtin distinguishes these two genres primaﬂly on the basis of their
organization of time and characters. The epic, he argues, is “absolutely
completed and finished generic form, whose constitutive feature is the transferral
of the world it describes to an absolute past of ... beginnings and peak times”
(Bakhtin, 2000; 15). In the epic ev‘erythiﬁg is evaluated in the light of an absolute
past which is construed as the “single source and beginnings of everything good
for all later times as well” (ibid. 15). Thus the epic world draws on a single and
unified world view represented by the absolute past leaving no room for other
possible truths. This absolute past is célebrated through the agency of a hero who
is a fully completed being and entirely extemaiized.*He has nothing hidden to be
uncovered: “Everything in him is exposed and loudly expressed. His internal

world and all his external characteristics, his appearance and his actions all lie on
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a single plane” (ibid. 35). Since wholeness and completedness characterize the
hero of the epic world, he lacks any inner resistance. |

By contrast the no‘vel “comes in{o contact with thke spontaneity of the
inconclusive present” (ibid. 27). It reﬂects the world in-the-making. When the
h present becomes the center of human orientation in time and in the world, fhe
epic wholeness of the hero derived from the absolute past disintegrates. While
the virtue and ideology of the epic hero is exemplary for the whole community
or the whole epic world, protagonists in the novel act in a contested terrain where
different characters with different worldviews interact. The novel represents “the
heteroglossia of the period” (ibid. 300), i.e., its different voices. Thus novelistic
words are inherently dialogical since they draw on the interaction of various
voices populating the language of an era. The novel orchestrates all these
different voices in the face of an inconclusive future. Given the existence of the
~ future in the novel as a promise of undeveloped possibilities, the novel’s
characteristic feature is its eternal rethinking and reevalﬁatirig. This suggests that
the epic hero and the epic world view disintegrate under the pressure of constant
reevaluation or the search for a new point of view on one’s own self (ibid., 32-
34).

Within this framework, Islamic literary narratives or salvation novels of
the 1980s display characteristics closer to the epic than to the novel. Despite
their representation of the Muslim self in the contemporary world, the plot,
characters and themes of the narratives were all articulated with a particular
Islamic past, the Asr-1 Saadet, period of the Prophet and four Caliphs. In other
words, salvation novels constructed an absolute past, derived role models from it

and presented them as authentically replicable in modern times. Authenticity is
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not something given, but something created by the reflexive activities of the
actor (Giddens, 1991; 52). Islamic novels then played an important role in
developing claims to authenticity through a narrative form that allowed the
revaluing of contemporary practices in the light of an Islamic golden age. The
world Islamic narratives conceived of and p'r’e"s'éh‘féd'abpéaréd’ to be an epic -
world resting on a single and unitary Islamic plane that disallowed the existence
of other (secularist opponents) possible lifeworlds. The narrative closure of
salvation novels, brought about by the collective salvation of its characters, is
indicative of Islamists’ will to a holistic Islamization of society.

In such an epic world view, the protagonists of Islamic narratives of the
1980s appeared on the scene like epic characters rather than individuals. Not
only Islamic characters but also secular opponents were represented as types.
They acted in the novels as heroes or villains, but always oriented towards great
ideals (Islamizing the whole society) or a dramatic destiny. The protagonists of
the narratives represented either ‘truth’ or ‘falsehood’ clarified in the light of the
absolute Islamic past. Salvation novels celebrated the adventures and
achievements of heroic religious figures. Islamic heroes of the narratives were
depicted as complete and committed identities oriented toward saving the world.
This heroic figure lived an ideal Islamic life style in a materialist world and
always triumphed over ‘corrupt’ characters.

Further, the stereotypical presentation of an Islamic worldview to readers
meant salvation novels were dominantly “pedagogical” rather than
“performative”.79 They were pedagogical ih the sense that their Islamic

characters were unified and true heroes of Islam who would teach and lead

7 The terms pedagogical and performative function of a narrative derive from Homi Bhabha. See
Bhabha, 1995.

192



‘others’ to salvation. Characters in these narratives were represented as “objects
of Islamic pedagogy,” devoid of any personal content. They acted, studied,
married, wrote, and sacrificed their individual desires while voicing a monologic
rather than a dialogic discourse in the name of Islam. In sum, colléctive ideals

~ and collective Islaﬁlic identity were prioritized'over personal desires and
individual identities.

By contrast, the narratives of the 1990s, with their emphasis on the
interiority of characters and their focus on a present no longer understandable in
the light of an absolute past are more like novels in the Bakhtinian sense. While
the heroes of salvation novels lacked personal ‘content’ and the novels’ narrative
received no dynamism from protagonists’ internal conflict, the new novels
represented Muslim characters in the uncertainties of daily lives, with their
internal doubts and conflicting desires. The increasing participation of Islamists
in public life — via the acquisition of new modern professions and the formation
of Islamic mid_die classes and their changing consumption patterns — raised moral
questions that the oppositionary Islamist discourse of the 1980s appeared to be
unable to answer. Put another way, Islamic actors” attendance at heterosocial
spaces, universities, cafes, restaurants, and bars, thus their interaction with
secular publics and the ‘other’ clashed with the epic truth and protective
framework of 80s Islamism. New professions, new interactions with the other
and new settings of modern social life have led Islamists to reflect upon the
ideological life planning of the 1980s. The manufacture of life styles are not free
from the social context but rather are “characteristically attached to and
expressive of specific milieu of action” (Giddens, 1995; 83). Thus, since the

relational context of action of Islamists has changed in the 1990s, the
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idealized/imagined/lived Islamic life style of the previous decade has been
fractured in the context of multiple life style choices. “Performative narratives”
represent Muslim characters in their search for a new sense of self dis-connected

from the constraining Islamic conceptions of the 1980s. The inner turn or interior

" search of the characters of new novels resist typification and general labels.

Muslim actors in these novels express their will to withdraw to their private
individﬁal lives and to actualize themselves as Muslims who have given up their
Islamist (e.g. revolutionary) ideals. In sum, the epic wholeness of the Islamic
subject of collective Islamism has disintegrated in the 1990s, and the unity of the
governing ideology is undermined by the hero’s interiority or self-reflexivity.

Self-reflexivity is not taken here as a‘quality that lead to the emergence of
(Muslim) subjectivity in the 1990s and which Islafnists lacked in the previous
decade. The novels of the 1980s—and Islamism itself~— were also a product of
the reflexive action of Islamists. However the representation of Islamic
characters with their unitary Islamic affiliations was singular and

undifferentiated in order to form a collective ‘We’. In that sense Islamic

| subjectivity in the 1980s might be described as “collective subjectivity,”

constructed mainly through the mediating contexts of publicity, including novels.
The Islamist movement attempted to produce itseif as a singular collective
subject, censoring fragmenting tendencies on ethnic or gender lines and
criticizing both established Islamic understandings and secular moral codes, in
the process differentiating themselves from traditional Muslims and secularists.
The new narratives of the 1990s are products of self-reflexivity in a more
individual sense,bmirroring the conflicts within Islamic selves and within its

‘We’. Rather than claiming then the creation of a new Islamic subjectivities in
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the 90s novels, it is more plausible to argue that a crucial tension has developed
between the collective and individual Islamic subject and as a result, the
subjectivity of the individual has become an object of experimentation and
representation in the 1990s. In new novels, in other words, the epic characters
tend to introspection, and epic truth (the Sa’c'r'ed;1slami“6‘tradit’idn) is subjected to
a new re-evaluation.

Following on from this I would also argue that the epic representations of
Muslim selves and the world in salvation novels of the 1980s, and the
novel(istic) conceptualizations of Islamism in more self-reflexive-and self-
exposing narratives of the 1990s extend beyond the page and inform us about the
~ changing characteristics of Islamic actors and discourses in the two decades. In
other words, the different natures of the Islamic narratives of the 80s and 90s are
representative of what we can call epic Islamism and novel(istic) Islamism
respectively, the two strands of the Islamist movement dominant in the 1980s
and 1990s.

The emergence of novel(istic) conceptions of Islamism in the 1990s in
contrast to the epic Islamism of the previous decade refers first of all to
alterations in Islamic identity. Identity, as Calhoun notes, is always a project. It is
not a settled accomplishment even though various external ascriptions may be
fixed (Calhoun, 1994; 27). Islemic identity, in this sense, is not a settled, pre-
relational and pre-political position. It is influenced by its theoretical context as
well as attempts to reconstruct that context. During the rise of Islamist
movements in the 1980s, Islamic identity was shaped by a radical, polemical and
oppositionary discourse. What it was opposed to was the ‘moral degeneracy’ of

the secular foundations of modern society. In both the literary and non-literary
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texts of Islamism, the world was perceived as divided between two irreconcilable
value systems, Islamic and secular moral codes. Islam was construed as a rival
belief system with its ownrorganized political system as well as public and
private life. On the basis of epic accoﬁnts of the Islamic golden age, Islamism
was presented as the only alternative to a"mOraHy degenerate’ modern and
secular society.

Islamist writings then promoted an image of Islamic actors who, with
their internal and external stability, would cure the ‘sicknesses’ of modern
society. Islamic actors.were encouraged to save themselves from ‘corrupt’
spaces, relations and intimacies. The medicine for society was full
implementation éf Islamic moral precepts in both public and private life. While
some actors of epic [slamism sought the enforcement of Islamic moral codes
through seizure of state power, others struggled for the remoralization of public
life through civic and cultural initiatives. What Was common to both literary and
non—litérary accounts of epic Islamism was that a single truth was presented in a
single voice. In this regard, although it might appear that [slamist and secular
conceptions of civilization are negotiated in the novels and non-literary texts of
the period in a dialogical way, this is more, to use Bakhtin’s term, a “dialogiz¢d
monologue” (1996; 345). The two voices, [slamist and secularist, are not
intersubjectively related as the second voice is parodied and allowed no
reflexivity to respond to the claims, styles and metaphors of the other. This
makes itself explicit through the authoritarian organization of Islamic texts
which remove all 6ther voices at the end and reach an epic closure represented

by the holistic transformation of society. Typically, this authoritarian
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organization of narratives is indicative of the authoritative discourse of epic
Islamism as an idiom and form of politics.

The critique of epic représentations of Islamism initiated by Islamic
actors themselves in the 1990s paved the way for novel(istic) inte.rpretations of
" Islamism. This critical stance arose \as Islamist actors reflected upon and revised
their experiences of the two decades, renarrativizing the colléctive and
revolutionary ideals of Islamism; Islamic conceptions of women and veiling,
party politics, governmental practice during the ‘February 28 Process, and the
role and position of Islam in public and private life. Confession by Islamic actors
of their logical flaws, their mistakes and inner conflicts constitutes key
dimensions that differentiate‘ novel understandings of Islam from the epic
conceptions of the 1980s. Previously, Islamic signs of difference were
constituted via the submission of self to religious faith, modesty and the moral
guidance of the community and individual. These signs, as Gole argues,
characterize Islamic “religious conceptions of self and society in
contradistinction to the public exposure of self, the confessional culture and the
quest for transparency (2000; 103). The confessional act of Muslim actors (the
revelation of inner conflicts, non-Islamic thoughts and experiences) constitute a
challenge to [slamic conceptions of self and morality, and undermine the
collective definitions of Islamism.

Similarly then the self-instituting or self-exposing narratives of Muslim
actors are also not restricted to the literary field but extend into the practices of
political actors in the‘ late 1990s. Mufat’s questioning of his revolutionary ideals
and Islamic identity in the context of the February 28 Process finds its

counterpart in the younger generation of Muslim politicians who have criticized
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the Islamist politics of the Welfare Party (successor in itself of a long line of
Islamic Milli Goriis parties) and gathered around AK Party which identifies
itself as “conservative democrat.” Declaring that “they have changed,” this
younger generation of Muslim politicians have also stated that ‘Islam did not
advocate a system to be implemented through seizure of the stafe” and Have
recently criticized the concept of an ‘Islamic economy’ (in contrast to Milli
Goris movement’s attempf to build economic cooperation between Islamic
countries).® This younger generation develops policies facilitating Turkey’s
membership to the European Union while Milli Goriis movement still voices an
anti-Western and oppositiona£y discourse.®' |

Typically then self-critical and self-exposing voices have also been
expressed by Islamic intellectuals in their columns and interviews. Mehmet
Metiner, for instance, a writer and politician who was a member of Milli Goriis
movement, has recently stated that he and his friends “have begun to change
towards the end of the 1980s”. He depicts the Islamism of the 1980s as “thinking
like the Taliban. Islam would take the form of a state, and the society would, if
needed, be forcefully Islamized through the state. We would conquer the society
through the state... We presumed that all problems would be solved once an
Islamic state was bedded down.” He goes on to say that “we began to see that
- problems would not be solved with an Islamic order” by giving specific

references to the Iranian and Afghanistan cases. He and his Muslim friends, he

% These self-critical public figures of Islamism are reminiscent of the male protagonist of
Mizraksiz [Imihal, who wished to “take off his militant uniform [parka]” (Efe, 1993; 171). Thus
these politicians have identified themselves as those who “have taken off Milli Goriig shirt [Milli
Goriis gomlegini gikarmak]” in order to distinguish themselves from their former political
Islamic stance.

%! Despite the current international agenda in which Islam appears almost synonymous with
global terrorism, this younger generation of Muslim politicians take a critical stance towards
“former conceptions of Islamism and have developed a more plural interpretation of Islam on the
basis of democratic participation not only in Turkey but also in several Muslim countries such as

Egypt and Indonesia. See Sivan, 2003.
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states, have now “given up political Islam” and begun to defend “democracy and
a democratic secularism.” His confession, perhaps not unexpectedly, was
criticized by other Islamic circles. (Radikal, February 23-24, 2004).

My portrayal of 1980s epic Islamism and 1990s novel(istic) Islamism is
not, hov;/.ever, restricted to the chronological fra?isformation of Islamic discourse
over the two decades. They also refer td two different strands of Islamism that
still coexist and clash. Thé very debates above on the role of Islam in modern
world are indicative of the cleavages among Islamic circles. The most severe
criﬁcism of those whb state that ‘they have changed’ derives from other Islamic
circles (particularly Milli Goriis members and some radical groups) who still
voice a collectivist discourse of Islamism. They accuse the new generation of
Muslim politicians and critical intellectuals of “bitter betrayal,” identify them as
infected with the “westernization disease” and comment on their situation as a
“backward transformation” (Milli Gazete, February 5, 7, 2004). Predicting the
relétive influence of epic and novel(istic) Islamism in the mid-term future is
difficult, although the electoral succeés of AK Party suggests the possibility of a
permanent shift in appeal.

What characterizes this new more dominant discourse of Islamism is the
disappearance of discursive hierarchy towards other life options. To put it
differently, while the epic discourse of [slamism engages in authoritative
relations with and leaves no space for other discourses, novel(istic)
understanding of Islam provides a ground in which Islamic and other discourses
might potentially condition each other. The younger generation of Muslim
politicians who identify themselves as “conservative democrats,” the new

Muslim female actors who state that they “benefit from and employ the concepts
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of feminist movefnents” (Birgiin, May 5, 2004) and the protagonists of new
novels who search for the possibility of an Islamic life without the headscarf or
through the friendship of people from noﬁ-Islamic circles are all indicative of
new Muslim subjects who develop a discourse in which Islam is reinterpreted as
" a practice compatible with democracy, secularism and feminism. Recent research
has also demonstrated that as [slamism has created its intellectual, political and
entrepreneurial elites and new middle classes during the last two decades. It has
undergone major chahges connected to the transformative forces of a more
liberal market, the agency of women, self-reflexivity and individuation (Goéle,
2000). In a parallel vein, Arat’s study on headcovered women shows how these
women reinterpret Islamic law in keeping with their modern identities and
practices since they reject “poligamy, unilateral divorce, or unequal inheritance
rights that are generally attributed to Islam and viewed as restrictive of women’s
liberties.” According to Arat, these new interpretations of Islam demonstrate “the
infiltration of secular values of equality into the religious frameworks” of new
generation of Muslim women (Arat, 2001; 43). It might be argued that as
Muslim actors intrude into the heterosocial spaces of modern urban life and
interact with secular republican values, they develop different interpretations of
Islam and negotiate life style choices among different options. Novel
interpretations of life choices of Muslim actors display a potential to transform
secular public life in Turkey to be more diverse and democratic, as they make
Islam more compatible with other worldviews.

Finally, then, in this transformation of Islamism, I would argue that the
novel as a genre appears to be the most important tool of the new actors of

Islamism in their reappropriation of religion and modern forms of life. The
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narrative form of the novel allows Muslims to make sense of life and themselves
along as they attempt to reorder events and renarrativize their life history.
Writers use the novel as a tool of self-reflexivity, criticizing the restrains of the

- collective definitions of Islamic identity and “givihg voice to and subjectivizing
the Mpslim” (Gole, 1997, 80). New novels proVide"Mﬁs;lim‘ actors witha™ -
rhetorical means of negotiating both individual and collective identity rather than
expressing prescriptions for an Islamic community. The rhetoric allows the
narrative of ‘cultures in contact’, rather than ‘cultures in conflict’. By
reinterpreting the golden age of Islam, by questioning their ideals, by fashioning
their inner conflicts as caught between the homogeneity of faith and the
heterogeneity of practice, and by establishing horizontal relations with the
‘other’, the characters of the new novels represent a potential hybrid Muslim
identity. New novels, with their narratives of the intimate relations and internal
worlds of Muslim actors, manifest both the way in which experience is re-
narrativized over time and the way in which the perceiving subject itself is
transformed. These transformed subjects refer to newly emerging Islamic
imaginaries in the public sphere, which create a tension within the Islamist

movement and signal in turn the transformation of Islamism.
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