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INTRODUCTION

Creating an Alternative Culture of Remembrance

Meral Akkent!

About this book

How are feminist theory and the debates in the
feminist movement reflected in the field of social
memory? What role does feminist pedagogy play in
transforming social memory? What feminist peda-
gogical approaches are being developed in women'’s
and gender museums and sites of memory and how
are they implemented? What methods do researchers,
museum managers, educators and civil society activ-
ists working in the field of social memory propose?
How can visitors be helped to respond to an exhibition
and how can an exhibition lead to communication
amongst visitors? These and similar questions were
discussed at the 1** Asian and European Conference of
Women’s Museums “Feminist Pedagogy: Museums,
Memory Sites, Practices of Remembrance”?, the con-
ference this book is based upon.

1 Curator, Istanbul Women’s Museum,
www.istanbulkadinmuzesi.org/en

2 The Asian and European Women’s Museums Conferences
are an initiative of the International Association of
‘Women’s Museums, IAWM. They are designed as biennial
conferences in addition to the world women’s museum
conferences held every four years hosted by a women’s
museum. The first Asian and European Women’s Museums
Conference was hosted and organized by Istanbul Women’s
Museum and SU Gender in Istanbul in 2018. Conference
blog: www.feministpedagojikonferansi.wordpress.com

The conference

The 1* Asian and European Conference of Wom-
en’s Museums “Feminist Pedagogy: Museums, Mem-
ory Sites, Practices of Remembrance” was organized
by Istanbul Women’s Museum in collaboration with
Sabanci University Gender and Women’s Studies
Excellence Center (SU Gender) in Istanbul on 18—20
October 2018. The conference was attended by repre-
sentatives of women’s museums and archives, sites of
memory, international organizations working in the
field of museums, human rights activists, students
and scholars in related fields from all over the world.
The principal aim of the conference was discussing
and evaluating how museums, archives and sites
of memory interact with their audiences and how
audiences interpret this interaction. In this context
the potentials of feminist storytelling and other ped-
agogical tools focusing on gender and memory were
discussed. During workshops and panels participants
from different countries including Turkey, Japan,
Scotland, Iran, Laos & New Zealand, Germany, Italy,
Korea, Norway, England and USA explored various
approaches to feminist memory work and pedagogy.

The conference brought together different
forms of experiences and research from different
countries to make visible, connect with one another,
and develop feminist pedagogical approaches and
tools for collective memory work. It was a meeting
of people who had not known each other before, but


http://www.istanbulkadinmuzesi.org/en
http://www.feministpedagojikonferansi.wordpress.com

ONSOZ

Alternatif Hatirlama Kiiltird Olusturma

Kitabin arka plani

Feminist kuram ve feminist hareketin tartig-
malar1 toplumsal hafiza alanina nasil yansiyor? Top-
lumsal hafizanin déniisimiinde feminist pedagojinin
rolii nedir? Kadin ve toplumsal cinsiyet miizelerinde
ve hafiza mekénlarinda hangi feminist pedagojik yak-
lagimlar gelistiriliyor ve uygulaniyor? Aragtirmacilar,
miize yoneticileri, egitimciler ve toplumsal bellek
alaninda ¢alisan sivil toplum aktivistleri hangi yon-
temleri Oneriyorlar? Ziyaretgilerle sergilerin iligkisi ve
ziyaretgilerin kendi aralarindaki iligki, sergi araciligy-
la nasil saglaniyor? Kitabin igerigini olusturan bu ve
bunlara benzer sorular, Feminist Pedagoji: Miizeler,
Hafiza Mekanlar1 ve Hatirlama Pratikleri — 1. Asya ve
Avrupa Kadin Miizeleri Konferansi'nda® tartisildi.

1 Kiirator, Istanbul Kadin Miizesi,
www.istanbulkadinmuzesi.org

2 Asyave Avrupa Kadin Miizeleri konferanslari, Uluslararas
Kadin Miizeleri Birligi'nin (IAWM) bir girisimidir. Bu
konferans serisi, bir kadin miizesinin ev sahipliginde dort
yilda bir diizenlenen diinya kadin miizeleri konferanslarinin
yanu sira, iki yilda bir diizenlenen konferanslar olarak
tasarlandilar. Ilk Asya ve Avrupa Kadin Miizeleri Konferansi,
Istanbul Kadin Miizesi ve SU Gender ev sahipligi ve organi-
zasyonuyla 2018'de Istanbul'da yapildi. Konferans blogu:
www.feministpedagojikonferansi.wordpress.com

Meral Akkent!

Konferans

Feminist Pedagoji: Miizeler, Hafiza Mekanlar
ve Hatirlama Pratikleri — 1. Asya ve Avrupa Kadin
Miizeleri Konferansi, Istanbul Kadin Miizesi ve
Sabanci Universitesi Toplumsal Cinsiyet ve Kadin
Calismalari Mitkemmeliyet Merkezi (SU Gender)
ortaklhig ile 18—20 Ekim 2018'de Istanbul'da organize
edildi. Konferansa, dinyanin farkhh kitalarindaki
(kadin) miizeler(i) ve kadin arsivlerinin temsilcileri,
hafiza ve miizecilik alaninda calisan uluslararas:
kuruluglar, insan haklar1 aktivistleri, 6grenciler ve bu
alanlarda ¢alisan akademisyenler katild1.

Konferansin amaci miizelerin, argivlerin ve hafi-
za mekanlarinin ziyaretgilerle olan iletisimini ve ziya-
retgilerin bu etkilesimi nasil yorumladigini tartigmak
ve degerlendirmekti. Bu baglamda feminist hikdye
anlaticihgimin agabilecegi yeni alanlar ve toplumsal
cinsiyet ve hafiza baglamindaki pedagojik araglar
arastirildi. Atolye ve panellerde, Tirkiye, Japonya,
Iskogya, Iran, Almanya, Laos & Yeni Zelanda, Italya,
Kore, Norveg, Ingiltere ve ABD gibi iilkelerden kati-
limcilarla, feminist hafiza ¢caligmalarinda ve feminist
pedagojideki farkli yaklagimlar tartigildi.

Boylece kolektif bellek ¢aligmalarinda feminist
pedagojik yaklagimlar ve araglar gelistirmek igin,
farkli tilkelerden farkli deneyimlerin ve aragtirma
yontemlerinin bir araya gelmeleri, gortiniir olmalar:
ve bu deneyimlerin birbirleriyle iligkilendirilmesi
saglandi. Birbirlerinden beslenen alanlarda calisan
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INTRODUCTION

were excited by the same subjects and shared similar
outlooks. This guaranteed intensive discussions
for three days till late in the night and led to new
inspiring relationships between individuals and in-
stitutions working in similar areas. The organizers of
the conference, speakers and participants alike were
enthusiastic about the event. Clare Patey, curator of
the Empathy Museum (London) expressed her view
as follows: “Yesterday, I came from a conference in
New York where we were discussing the future of
storytelling. It was a three-day conference and at
the end of day two, I had not seen a single woman
on any panel. Here, I feel at home and empowered
in a way that I did not there” (Feminist storytelling
is different!)

The book

The present publication' is a selection of the
presentations held at the conference. The focus was
laid on the question of how feminist pedagogical
practices can be applied in (women’s) museums and
in memory sites. The texts are meant to help initiate a
process in which sites of remembrance can be turned
into experimental sites for democratic participation.

The book deals with manifestations of feminist
pedagogical practices in (womens and gender)
museums and memory sites. Feminist pedagogy is
a gender-based tool that accepts multiple identity
characteristics of the individual and aims at indi-

1 The present publication is the second book published by
Istanbul Women’s Museum. The first publication Women’s
Museums: Center of Social Memory and Place of Inclusion
was published in 2017. It contains articles on examples of
women’s museums which use intersectional approaches and
inclusive practices and shows how they are implemented
by these institutions through educational programs. Meral
Akkent (ed.) (2017): Kadin Miizesi: Toplumsal Bellek Merkezi
ve Kapsayict Mekdn // Women's Museums: Centre of Social
Memory and Place of Inclusion. Turkish/English. Istanbul:
Giildiinya Yayinlari. To download: bit.ly/2kfdmNb

vidual and social transformation. This tool provides
an opportunity to discuss multiple oppression and
discrimination processes, to make them visible, to
enable learners and teachers to be aware of author-
itarian tendencies, to emphasize the emotional
dimension of learning, to gain skills to produce and
apply alternatives and to develop an understanding
of freedom. The texts in this book reflect this broad
understanding of feminist pedagogy.

The book is divided into four parts. The three
main chapters “Culture of remembrance”, “Practices
of remembrance” and “Empathy and dialogue” pres-
ent — in 25 articles — impressive examples of feminist
pedagogy practice taken from the work of (women’s
and gender) museums, sites of memory and applied
social research. The final part contains some additio-
nal documents from the conference.

The authors of the articles are from Japan, Laos
& New Zealand, Scotland, USA, Iran, Turkey, Italy,
Germany, Egypt and England. They work in women’s
museums with and without physical buildings, in
women’s museums opened in exile, in archives, in
women’s libraries, women’s welfare institutions, in
private museums where feminist pedagogy is used, in
state museums or non-governmental organizations
doing memory work or they conduct applied aca-
demic research.

The articles deal with inequality, immigration,
war, different forms of violence and prejudices deep-
ly affecting women’s lives. But at the same time they
show that there is no silence. We read about practices
for social peace, reconciliation, about creating empa-
thy, dialogue and sustainability. The texts are inspir-
ing, give hope and open up new perspectives through
the transformative power of feminist storytelling.

Chapter I: Culture of remembrance

The first chapter comprises nine articles show-
ing how women’s stories can be integrated into col-
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ama hentiz tanigmayan kisiler ve kurumlar arasinda
yeni iligkilere de vesile olan bu toplanti, ayni konunun
heyecanlandirdig: insanlar1 zenginlestirdi. Organiza-
torler, konugmacilar ve katilmcilar i¢in ayni oranda
zevkli gegen konferans i¢in, Empati Miizesi kiiratorii
Clare Patey soyle diyecekti: “Diin New York'taki bir
konferanstaydim. Hikaye anlaticihfinin gelecegini
{i¢ giin boyunca tartigtik. Ikinci giiniin sonunda da
higbir panelde, heniiz bir kadin gorememistim. Bura-
da kendimi, orada hissetmedigim kadar iyi ve giigli
hissediyorum.” (Feminist hikdye anlaticithginin farky
da, bu olsa gerek!)

Kitap

Bu kitap', konferanstaki sunumlardan sadece
(kadin) miizeler(in)de ve hafiza mekanlarinda femi-
nist pedagojinin nasil uygulanabilecegini konu edi-
nen metinleri iceren bir segkiden oluguyor. Bu segki,
hafiza alaninda ¢aligan kurumlari, demokratik katilim
laboratuvarlarina déniistiirecek bir siireci gelistirmek
i¢in esinlendiriyor.

Kitabin yazilari, (kadin ve toplumsal cinsiyet)
miizeler(in)de ve hafiza mekanlarindaki feminist
pedagojik uygulamalarin tezahiirlerine odakli, genis
bir alani kapsiyor. Feminist pedagoji, bir aragtir: Bire-
yin ¢oklu kimlik 6zelliklerini kabul eden, bireysel ve
toplumsal doniigtimii amaglayan, toplumsal cinsiyete
duyarli bir ara¢. Bu arag, ¢oklu bask: ve ayrimcilik sii-
reglerini tartisma, onlar1 gériinir kilma, 6grenenlerin
ve Ogretenlerin otoriter egilimlerin bilincinde olma-
larini saglama, 6grenmenin duygusal boyutunu vur-

1 Istanbul Kadin Miizesi'nin “Kadin Miizesi: Toplumsal
Bellek Merkezi ve Kapsayicit Mekan” isimli ilk kitabinda,
kadin miizeleri 6rneklerinde kesisimsel ve kapsayici calisma
yontemleri ve bu miizelerin egitim programlari tartigilryor.
Meral Akkent (Der.) (2017): Kadin Miizesi: Toplumsal Bellek
Merkezi ve Kapsayict Mekdn // Women's Museums: Center
of Social Memory and Place of Inclusion. Tiirkge/Ingilizce.
Istanbul: Giildiinya Yaymlar1. Indirmek igin:
bit.ly/2kfdmNb

ONSOZ

gulama, alternatifler tiretme ve bunlar1 uygulama be-
cerilerini kazandirma ve 6zgiirliik bilincini gelistirme
sans1 verir. Kitaptaki yazilar feminist pedagojinin bu
genis igerigini yansitiyorlar.

Kitap dort bolimden olusuyor. “Hatirlama

M«

kultiart”, “Hatirlama pratikleri’, “Empati ve ileti-
sim” baglikli ii¢ ana béliimde; (kadin ve toplumsal
cinsiyet) miizelerin(in), hafiza mekanlarinin ve
uygulamali akademik aragtirmalarin, etkileyici femi-
nist pedagoji pratikleri 6rneklerini igeren 25 makale
bulunuyor. Son bélim konferansla ilgili ek belgeleri
igeriyor.

Yazarlar Japonya, Laos & Yeni Zelanda, Iskogya,
ABD, Iran, Tiirkiye, Italya, Almanya, Mistr ve Ingilte-
re’den. Mekanly, sanal ya da stirgiinde agilmig kadin
miizelerinde; arsivlerde; kadin kitiiphanelerinde;
kadin destek kurumlarinda; feminist pedagojinin uy-
gulandig1 6zel miizelerde ya da devlet miizelerinde;
hafiza galismalar1 yapan sivil toplum kuruluslarinda
caligiyorlar veya uygulamali akademik aragtirmalar
yapiyorlar.

Kadin yasamlarini derinden etkileyen esitsiz-
lik, go¢, savas ve farkli siddet cesitleri, 6nyargilar
yazilarin ortak konularini tegkil ediyor. Fakat ayni
zamanda bu yasananlara sessiz kalmayan, toplumsal
baris, uzlasma, empati, iletisim ve stirdirilebilirlik
konularinda yapilan ¢aligmalar da yazilarin birlestiri-
ci 8geleri. Ilham verici ve umutlandirict bu metinler,
feminist hikdye anlaticihginin donistiriic giiciiyle
yeni bakis agilar1 sunuyor.

I. Boliim: Hatirlama kiiltiirii

[Ik bélimde kadinlarin dykiilerinin kolektif
bellege nasil entegre edilebilecegini tartisan ve al-
ternatif hatirlama kiiltiirti olugturma amacli feminist
miidahale 6rneklerini sunan dokuz yaz1 yer aliyor.

Aylin Vartanyan, Esikte karsilasmalar baghkli
yazida, anlatilmamak icin direnen hikéyelerin yiize-
ye c¢tkmasina yardimar olacak, yiriime ve fotograf
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lective memory. They present examples of feminist
interventions in storytelling to create an alternative
culture of remembrance.

Aylin Vartanyan’s contribution Encounters in
the liminal space is about bringing women’s silenced
stories to the surface with the help of walking and
photographing. In her project Vartanyan opens up
spaces for a new culture of remembrance both for
women participating in the project and for the history
of women in her city in general. A neighbourhood’s
never-ending transformation through women’s eyes
by Berrak Tuna, Ekin Ciftci and Elif frem Kog tells
stories of women sex workers, artists, craftswomen,
businesswomen and housewives through photos,
voice recordings and videos to archive the impact of
urban change on women’s lives. They evaluate their
work and produce resources for an inclusive culture
of remembrance. In the article All that remains: “
because it was not a historical building!” Meral Akbag
and Ozge Kelekci document the destruction of a
part of Ulucan Prison in Ankara, which stands for a
traumatic aspect in women’s history.

In Who are we looking up to? Terri Bell-Halliwell
analyzes the data from a small field work project in
which a group of women - students, teachers, aca-
demics, artists and activists — examined sculptures
in Istanbul from a gender perspective. She invites us
to seek an alternative to a biased culture of remem-
brance. In How a city remembers. A museum discussion
on gender mapping of a city Tijana Jakovljevi¢-Sevi¢
offers an example from Germany about who is or
is not remembered in a city. She analyzes the street
names in her city and examines the city’s policy of
remembrance. Her work was used in the exhibition
“How Feminine is the City: Fuerth and its Sister
Cities” organized in 2018 by the Museum of Women’s
Culture Regional-International.

Elif Cigdem Artan’s Migrant women’s reminis-
cence box in Frankfurt describes the concept and
the development of a memory project within the

context of the “Library of Generations” (Bibliothek
der Generationen), an inclusive project of remem-
brance by Historisches Museum Frankfurt. A culture of
remembrance is ideally inclusive. In reality, cultures
of remembrance are often biased, gender-blind and
ignore diversity in society. In Artan’s project migrant
women had the chance of showing up an alternative
by representing themselves in the museum. In Lost
voices Zeyneb Yag presents her research about wo-
men dengbéj and vocal artists, who have made great
contributions to Kurdish music. She describes her
archive work, whose aim is to protect these women
from oblivion.

Mansoureh Shoajee, the founder of the Irani-
an Women’s Movement Museum in exile (2018),
documents in her article How difficult it is to found a
women'’s museum. An experience from Iran the difficult
and challenging process of establishing a women’s
museum. Anna Di Giusto in Srebrenica and the
gender narratives of the genocide examines evolving
patterns of memorialization of a very recent war and
calls for an alternative gender-sensible culture of
remembrance.

Chapter II: Practices of remembrance

In the second chapter of the book eight articles
offer encouraging examples of feminist memory
practice.

In Remembering is resistance Meral Akkent de-
scribes the exhibition “unEXPOSED?” of Istanbul
Women’s Museum (Turkey) as an example of ap-
plied feminist museum pedagogy and recommends
it as a model for creating dialogue in/through an
exhibition. Betill Gaye Ding in The Dinner Exhibi-
tion — An experiment in feminist pedagogy for museums
also focuses on how dialogue can be created about
exhibitions and shows up ways to do so based on her
comic book featuring figures from Istanbul Women’s
Museum.
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cekme projesini anlatiyor. Vartanyan bu ¢aligmayla,
hem ¢aligmaya katilan kadinlar hem de kent kadin
tarihi icin yeni bir hatirlama kiiltiirii i¢in alan aciyor.
Berrak Tuna, Ekin Ciftci ve Elif Irem Kog, Kadinlarin
goziinden bir mubhitin nihayetsiz doniigiimii baghikli
yazida, ayni mahallede yasayan seks iscisi, esnaf,
sanatkar, zanaatkar, ev kadini ve igletmeci kadinlarla
yaptiklar1 ses kayitlari, fotograf ve video gekimleriyle,
kadinlarin géziinden kentsel degisimin kadin hayat-
larina etkisini argivliyorlar. Caligma sonuglarini farkl
formatlarda degerlendirerek, kapsayici bir hatirlama
kiiltiirii igin kaynak iiretiyorlar. Meral Akbasg ve Ozge
Kelek¢i, Ankara'daki Ulucanlar Cezaevi binasinin
yikilan bir bélimi 6rneginde, kadin tarihinde trav-
matik bir kesite taniklik eden bir mekénin yok edilme
stirecini, Geriye kalan: “Yikildy, ¢iinkii tarihi eser degil-
di!” baglikli yazida belgeliyorlar.

Terri Bell-Halliwell, 6grenciler, 6gretmenler,
akademisyenler, sanatcilar ve aktivistlerden olugan
bir grup kadinla birlikte, Istanbul'daki heykelleri
toplumsal cinsiyet bakis acistyla inceleledikleri kiigiik
bir saha caligmasinin verilerini Kimlere hayranlik ve
saygtyla bakiyoruz? yazisinda analiz ediyor ve cinsiyet
esitliginin olmadig1 bir hatirlama kiltiiriine kars,
alternatif olugturmaya davet ediyor. Tijana Jakovlje-
vi¢-Sevié, Kent nasil hatirlar? Kentin toplumsal cinsiyet
haritalamasina dair bir miize tartismasi baghkli yazida,
kentte kimlerin amildig1 ya da anilmadigi konusuna
Almanyadan bir 6rnek sunuyor. Kentinin sokak
adlarini ve hatirlama politikasini inceliyor, bu verileri
2018'de Yerel ve Uluslararasi Kadin Kultira Miize-
sinde (Museum Frauenkultur Regional-International)
yapilan “Sehir ne kadar disil? Firth ve kiz kardes
sehirleri” isimli sergide degerlendiriyor.

Elif Cigdem Artan, Gogmen kadinlarin Frank-
furt'taki hafiza kutusu basghkl yazida bir hafiza
projesinin konseptini tartistyor, projenin etaplarini;
Frankfurt Tarih Miizesi'nin (Historisches Museum
Frankfurt), “Nesiller Kiitiiphanesi” isimli, kapsayict
hatirlama kiltira projesi baglaminda 6rnekliyor.

ONSOZ

Hatirlama kiltirt kapsayicidir. Fakat hatirlama
kiiltirlerinde gogunlukla ayrimcilik ve toplumsal
cinsiyet korliagi oldugu gibi, toplumdaki kiltiirel
cesitlilik de gozardi edilebilmektedir. Goég¢men
kadinlar, Artan'in projesinde kendilerini miizede
temsil ederek, boyle bir eksikligi giderme sans
buldular. Zeyneb Yas, Kayip sesler baglikli yazisinda
Kiirt miizigine dengbéj ve ses sanatcisi olarak buytik
katkilar1 olan kadinlar hakkinda yaptig1 genis aras-
tirma projesinin gerekgelerini anlatiyor. Bu kadin-
lar1 unutulmaktan korumak igin olusturdugu arsiv
caligmasini tanitiyor.

Kadin miizeleri tarihinde diasporada agilan
ilk kadin miizesi olma &zelligini tagtyan “Iran Kadin
Hareketi Miizesi’nin (2018) kurucusu Mansoureh
Shoajee, Kadin miizesi kurmanin zorluklarima dair: Bir
Iran deneyimi isimli yazisinda, kadin miizesi kurarken
kargilagtigi sorunlu ve engellerle dolu zor siireci
belgeliyor. Anna Di Giusto, ¢ok yakin zaman 6nce ya-
sanan bir savagin anilagtirilma kaliplarini, Srebrenitsa
ve soykirimin cinsiyet anlatilar: isimli yazida inceliyor
ve toplumsal cinsiyete duyarh alternatif bir hatirlama
kaltir talep ediyor.

II. Boliim: Hatirlama pratikleri

Kitabin ikinci bolumiindeki sekiz yazi, heves-
lendirici ve tegvik edici feminist hafiza pratigi 6rnek-
leri sunuyor.

Hatirlamak direnigtir baghkl yazida, Meral Ak-
kent, Istanbul Kadin Miizesinin Ifsa Etmeden? / un-
EXPOSED? adl sergisinin, uygulamali feminist miize
pedagojisi siirecini inceliyor ve bu konsepti sergi ve
ziyaret¢i diyalogu olusturan bir model olarak 6neri-
yor. Betiil Gaye Ding, Aksam Yemegi Sergisi: Miizeler
igin bir feminist pedagoji denemesi baghikh yazida, miize
ve ziyaret¢i diyalogu konusuna “¢izgi romani bir miize
materyali olarak nasil kullanabilirim?” sorusuyla,
yazar1 ve gizeri oldugu ¢izgi roman baglaminda cevap
arryor.
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In Our collections are your stories... And we
need YOU to tell them! Morag Smith from Glasgow
Women’s Library (Scotland) shows up ways of how
to combine library and museum work in order to
inspire women to be active in the library with a view
of creating women’s archives and exhibitions. Fiisun
Ertug in Reading women’s history through “Personal
Archives” and “Visual Archive” primarily focuses on
the Personal Archives and the Visual Archive, two of
the many collections of Women’s Library and Infor-
mation Center Foundation (Turkey). She states the
importance of donating women’s personal archives
for writing women’s history. In Practicing women's
and feminist memories in a non-institutionalized archive
Elena Petricola discusses new creative ways used to
ensure the sustainability of the Archivio delle donne
in Piemonte — ArDP (Italy). Maissan Hassan from
Women and Memory Forum Cairo describes in
her article Feminist narratives to wider audiences the
challenges of presenting women’s collections, oral
histories and tape archives in a feminist exhibition,
which resulted in the idea of founding a women’s
museum in Egypt.

Berna Ekal and Ulfet Tayli in A case of feminist
remembrance practice explain their concept of memory
studies used in the writing process of a book which
was prepared to celebrate 25 years of volunteer work
for Mor Cati, Purple Roof Women'’s Shelter Foundati-
on (Turkey). In Women in animation Nazli Eda Noyan
introduces the website she created to find answers to
the questions of how many women were involved in
the animation sector or animation production in Tur-
key, who these women were and what their stories are.

Chapter III: Empathy and dialogue

The third chapter of the book contains nine
articles dealing with communication concepts. They
focus on the relationship between empathy and the
creation of the world we dream of.

Karin Karakasl in Geography is the name of those
who occupy the land emphasizes that storytelling is
the only means for regaining social peace. In Femi-
nist storytelling for another world Catherine M. King
points out that the feminist storytelling Global Fund
for Women (USA) uses in art and media has the
potential to engage audiences in an emotional and a
personal way when dealing with difficult subjects.

Clare Patey explains in A mile in my shoes the
interactive concept of the Empathy Museum (Eng-
land) and states that empathy can not only transform
personal relationships, but also help tackle global
challenges such as prejudice, conflict and inequality.
In Dialogue for reconciliation: Exhibition concepts Gaby
Franger discusses the concepts of comparative re-
search and exhibitions about women’s lives locally, re-
gionally and globally in Museum of Women’s Cultures
Regional — International (Museum Frauenkultur Re-
gional-International) in Germany. Mina Watanabe in
To break the silence and take a stand for truth and justice
reflects the work of Women’s Active Museum on War
and Peace, WAM (Japan), and shows ways in which
war crimes against women can be commemorated,
recorded and networks can be created.

Ashley Remer introduces in Sites of Girlhood: A
global memory project the new global project of Girl
Museum (Laos & New Zealand) as an opportunity
to create social solidarity, to commemorate places
of girls in history and to create sites of memory in
honour of girls. In The world that we hope to create
Lindsay C. Harris describes the museum education
programs of Brooklyn Museum (USA) for young
people, which are inclusive, intersectional, gen-
der-sensitive, empowering and enable young people
to be active.

Michiko Saiki presents in her paper Vulnerability:
reaching an audience through musical performance the
empathy-oriented concept of her project “The Voices
of Women” and describes how she uses her voice, body
and music to draw attention to gender stereotypes.
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Koleksiyonlarimiz sizin hikdyelerinizdir... Ve
bunlari anlatmak igin SIZE ihtiyacimiz var! isimli
yazida Morag Smith, Glasgow Kadin Kitiiphanesi
(Glasgow Women'’s Library, Iskogya) drneginde ka-
dinlarin hangi yontemlerle kadin arsivleri ve sergiler
olusturmalar1 igin aktif olmaya tesvik edildigini ve
kiitiphane ve miize ¢aligmalarinin birbiriyle nasil
kesisebilecegini anlatryor. Fisun Ertug, Kadin Eser-
leri Kiitiphanesi ve Bilgi Merkezi Vakfrnin kolek-
siyonlar1 arasinda bulunan Ozel Arsivler ve Gorsel
Arsiv baglikli kategorilerde yapilan ¢aligmalari, “Ozel
Arsivler” ve “Gorsel Arsiv” tizerinden kadin tarihini
okumak adli yazida tartigtyor ve kadin tarihi ¢caligma-
lar1 i¢in, kadinlarin kisisel arsivlerinin bagislanmasi-
nin 6nemini belirtiyor. Kurumsal olmayan bir arsivin
kadin amlart ve feminist bellek ¢alismalarma dair
baglikli yazida Elena Petricola, Piyemonte Kadin
Arsivi'nin (Archivio delle donne in Piemonte — ArDP,
Italya) siirdiiriilebilirligini saglamak icin uyguladig:
yeni ve yaratict yontemleri tartigiyor. Kadin ve Ha-
fiza Forumu (Women and Memory Forum, Kahire)
tiyesi Maissan Hassan, Daha genis kitleler i¢in feminist
anlatilar adli makalesinde feminist bir sergide;
kadinlarla ilgili objeleri, sozlii tarih malzemelerini
ve belge arsivlerini sunarken kargilagilan giigliklerle
basa ¢itkma konusunda yaptiklari tartigmalari ve
Misir'da bir kadin miizesi kurma fikrinin olusma
stirecini inceliyor.

Berna Ekal ve Ulfet Tayli, Feminist bir hafiza
pratigi adh yazida, Mor Cati'nin 25. yili kutlamalar
i¢in, vakfin 25 yillik ¢alisma pratigini aktarma ve Mor
Cati gonillilerinin deneyimi goriiniir kilma amaciyla
hazirladiklar kitabin konseptini ve olugma siirecini,
hafiza caligmalarinin  kavramlariyla  tartigiyorlar.
Animasyonun kadinlar: yazisinda Nazli Eda Noyan,
“Turkiye'de, animasyon sektoriinde ya da animasyon
uretimindeki kadinlar nerede?”, “Bu alanda ne kadar
kadin var?” ve “Bu kadinlar kimler?” sorularina cevap
aramak igin olusturdugu web sitesini tanitryor.

ONSOZ

II1. Boliim: Empati ve diyalog

Kitabin ti¢iincii bolimiindeki dokuz yazida su-
nulan iletisim konsepleri, empati kurmanin yagamay1
hayal ettigimiz diinyay: yaratmakla olan iliskisini
goriniir kiliyorlar.

Karin Karakagli, Yer kaplayanlarin adidir
cografya bashkli yazida, hikdye anlaticihginin top-
lumsal barig1 inga etmenin biricik yontemi oldugunu
vurguluyor. Catherine M. King, Baska bir diinya i¢in
feminist hikdye anlaticih@ baghgiyla, Kiiresel Kadin
Fonu'nun (Global Fund for Women, ABD) sanat
ve medya araglariyla yaptig1 feminist hikaye anla-
ticihigini 6rnekleyerek, bu yontemin sorunlardan
bahsedilen durumlarda, insanlar1 duygusal ve kisisel
olarak bu tiir konularla ilgilenmeye sevkettigine
isaret ediyor.

Clare Patey, Ayakkabimla bir mil baghkh yazida,
Empati Miizesinin (Empathy Museum, Ingiltere)
etkilesimli konseptini anlatiyor ve empatinin ilis-
kileri sadece kisisel anlamda donistiirmedigini,
aynmi zamanda Onyargl, catisma ve esitsizlik gibi
kiiresel sorunlarin da tstesinden gelmeye yardimci
olabilecegini ifade ediyor. Uzlasma igin diyalog: Sergi
konseptleri baghikli yazida Gaby Franger, Yerel ve
Uluslararas1 Kadin Kiiltiirii Miizesi'ndeki (Museum
Frauenkultur Regional-International, Almanya) sergi-
lerin; kadin yagsamlarini yerel, bolgesel ve kiiresel bir
cercevede, kargilagtirmal aragtirma yontemleri kulla-
nilarak sunan konseptini tartisiyor. Mina Watanabe,
Sessizligi bozmak, gercegi ve adaleti savunmak isimli
yazida, savas ve ¢atisma durumlarinda kadina yonelik
savag suclarinin hatirlanmasinin, arsivlenmesinin ve
iletisim aglar1 yaratilmasmin yontemlerini, Savas ve
Bariga Dair Aktif Kadin Miizesi'nin (Women’s Active
Museum on War and Peace, WAM, Japonya) projeleri
baglaminda irdeliyor.

Ashley Remer, Kiz ¢ocuklarinin mekdnlari: Bir
kiiresel bellek projesi baghkli yazida, Kiz Cocuklar:
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Chapter IV: Documents

The last part of the book contains three opening
remarks addressed to the conference participants, a
statement about women’s museums, the list of the
organizations participating in the conference as well
as the source codes of the conference program and
the documentary films of the conference.

The opening remarks characterize the broad
spectrum of the conference, from solidarity to inter-
disciplinary studies, from partnership of museums
and academies to activism, from inclusion to com-
munication. These remarks very well characterize
the understanding of Istanbul Women’s Museum
about what women’s museums should be and do, its
demands and dreams.

The Vice Rector of Sabanci University Sirin
Tekinay states that one of the most important goals
of her institution is achieving gender equality. In this
context she emphasizes the importance of the col-
laboration of women’s museums and the academia.
Suay Aksoy, director of the International Council
of Museums (ICOM), very clearly formulates the
questions that are raised at the conference and
points out that they are seen as questions of high
importance by ICOM as well: “(...) do we provide
multiple perspectives on the past, especially on the
less pleasant aspects of history? Whose stories do we
tell? Do we build platforms that invite people to tell
and hear stories that spark discussion and motivate
people to collaborate for a better tomorrow?” Mona
Holm, chairwoman of the International Association
of Women’s Museums (IAWM), draws attention to
the fact that the conference coincides with the 10"

anniversary of the women’s museum network, the
IAWM, and she points out that opportunities to meet
and work together, such as the conference in Istanbul,
are of the highest importance for the empowerment
of women’s museums.

The Statement on women’s museums points out
what makes women and gender museums different
and tries to define their determining concepts. The
document was drawn up in a workshop at the con-
ference led by Astrid Schénweger, coordinator of
the International Association of Women’s Museums

Final remarks

Istanbul Women’s Museum aims to increase
the knowledge about gender-democratic, inclusive
and participatory museums through exhibitions,
international meetings and publications. The present
publication documents current debates in women’s
and gender museums and memory sites with alter-
native practices. In this book, we, as a community of
women’s and gender museums, where feminist ped-
agogy is applied with a vision of social change and
liberation, describe how we understand ourselves
as museums, how we form our concepts and how
we communicate. But, of course, in doing our work
we collaborate with other museums, archives, sites
of memory, activists and researchers, because we all
inspire each other. Istanbul Women’s Museum will
continue to draw attention to gender hierarchy and
cultural bias in institutions of history and culture, to
present alternatives developed to overcome inequali-
ty and to shape the world we hope to create.
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Miizesinin (Girl Museum, Laos & Yeni Zelanda)
yeni global projesini tanitirken, bu ¢alismay1; hem
kiz ¢ocuklarinin tarihteki yerini anma hem de kiz ¢o-
cuklar1 onuruna hafiza mekéanlari olugturmak i¢in bir
toplumsal dayanigma firsat1 olarak gerekgelendiriyor.
Brooklyn Miizesindeki (Brooklyn Museum, ABD)
kapsayici, kesisimsel, toplumsal cinsiyet konusuna
duyarl, giiglendirici ve genglere aktif olabilecekleri
alanlar agan miize egitimi programlarinin konseptini,
Lindsay C. Harris, Yaratmay: umdugumuz diinya bas-
likl1 yazida tartigryor.

Michiko Saiki, empati yaratma amaciyla tasarla-
dig1 “Kadinlarin Sesleri” projesini, Kirilgan bir miizik
performansiyla dinleyiciye ulagmak adli yazida tam-
tiyor. Cinsiyet kligelerine dikkat ¢ekmek i¢in sesini,
bedenini ve miizigini nasil kullandigini agikliyor.

IV. Boliim: Belgeler

Son boélimde, konferansin t¢ acilis mesaji,
kadin miizeleri bildirgesi, konferansa katilan kurum-
larin listesi, konferansin belgesel filmleri ve konferans
programinin kaynak kodlar1 yer aliyor.

Acilis mesajlar;, konferansin dayanigmadan
disiplinleraras: ¢aligmalara, miize ve akademi ortak-
ligindan aktivizme, kapsayiciliktan iletisime uzanan
genis cercevesini karakterize ederken, ayni1 zamanda
Istanbul Kadin Miizesi'nin; kadin miizesi anlayigini,
taleplerini ve hayallerini de dile getiriyor.

Konferans: ortak hazirladigimiz kurum olan
Sabanci Universitesinin Dekan Yardimcist Sirin
Tekinay, Sabanci Universitesi igin toplumsal cinsiyet
esitligini gergeklestirmenin, kurumunun énde gelen
hedefi oldugunu belirterek tniversite ve kadin mii-
zesi igbirliginin bu konudaki énemini vurguluyor.
Uluslararas1 Miizeler Konseyi (International Council
of Museums, ICOM) bagkan1 Suay Aksoy, konferans-
ta da cevap aranan “Gegmisteki rahatsiz edici gelis-
melere dair farkli perspektifler sunabiliyor muyuz?
Kimlerin hikayelerini anlatiyoruz? Insanlarin kendi
hikayelerini anlatabilecekleri, bagka hikayeleri din-

ONSOZ

leyebilecekleri, tartigmalar yiiriitebilecekleri ve daha
iyi bir gelecek igin igbirligi yapma motivasyonunu
bulacaklar: platformlar olusturabiliyor muyuz?” gibi
sorulari ok net dile getiriyor ve bu sorularin, ICOM
icin de 6nemli olan sorular arasinda bulunduguna
isaret ediyor. Uluslararasi Kadin Miizeleri Birligi
(International Association of Women’s Museums,
IAWM) baskant Mona Holm, ayn1 zamanda ilk Asya
ve Avrupa Kadin Miizeleri konferansi da olan bu
bulugsmanin, IAWM'nin 10. kurulus yildéniimiine
rastladigini belirterek, bu tir bulugmalarin kadin
miizelerinin giiclenmesindeki 6nemini belirtiyor.

Kadm miizelerine dair bildirge, kadin ve toplum-
sal cinsiyet miizelerinin farkhiliklarini ve belirleyici
kavramlarin listeliyor. Belge, IAWM koordinatorii
Astrid Schénweger’in yonettigi bir ¢alistayda hazir-
land: ve konferansta da sunuldu.

Bitirirken

Istanbul Kadin Miizesi, sergiler, uluslararas:
bulugmalar ve yaymlariyla, toplumsal cinsiyet
esitligine duyarli, kapsayict ve katihmc miize
konusundaki bilgiyi arttirmay: hedefliyor. Bu yayn,
alternatif pratikler deneyen kadin ve toplumsal
cinsiyet miizelerindeki ve hafiza mekanlarindaki
giincel tartigmalar1 belgeliyor. Toplumsal degisim
ve Ozglirlesme vizyonlu, feminist pedagojinin
uygulandigt  kadin  ve  toplumsal cinsiyet
mizeleri toplulugu olarak; bu kitapta kendimizi
nasil  tammladigimizi,  konseptlerimizi  nasil
bi¢imlendirdigimizi, nasil iletisim kurdugumuzu
betimliyoruz. ~Calismalarimizda  elbette, diger
miizeler, argivler, hafiza merkezleri, aktivistler
ve aragtirmacilarla  igbirligi yapiyoruz, ¢iinki
birbirimizden besleniyoruz. Istanbul Kadin Miizesi,
esitsizlige karst gelistirilen alternatifleri gortnir
yaparak, tarih ve kiltir kurumlardaki toplumsal
cinsiyet esitsizligine ve kiltiirel ayrimciiga dikkat
gekmeye devam edecek. Yaratmayr umdugumuz

diinyay: sekillendirmeyi siirdiirecek.
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Encounters in the Liminal Space

Aylin Vartanyan'

For the past four years I have been working with five Armenian women living
in Istanbul, facilitating walks in neighbourhoods or places of their own choice,
as well as photography sessions and storytelling based on photos on digital
platforms. This work is theoretically grounded in the Expressive Arts approach.

1 Bogazigi University School of Foreign Languages The Advanced English Division, Istanbul;
Bogazici University Peace Education Application and Research Center, Istanbul



Esikte Kargilagmalar

Aylin Vartanyan'

Istanbul'da yasayan bes Ermeni kadin ile yaklagik dért yildir kendi segtikleri mahalle
veya mekanlarda yiiriime, fotograf cekme ve dijital ortamda hikéyelerini olusturma
konusunda kolaylastiricilik yapryorum. Bu ¢alismanin teorik altyapisini Digavurumeu
Sanat (Expressive Arts) yaklasimui olusturuyor.

1 Bogazigi Universitesi Yabanci Diller Yitksekokulu Tleri hgilizce Birimi, Istanbul;
Bogazici Universitesi Barig Egitimi Uygulama ve Arastirma Merkezi, Istanbul

Ucretsiz PDF Kitap Arsivi - https://rantey.org

21



22

ENCOUNTERS IN THE LIMINAL SPACE ¢« AYLIN VARTANYAN

Expressive arts therapy was recognized as an
academic field in the 1980s. The area is founded by re-
nowned professors in the area such as Shaun Mc Niff,
Paolo Knill, Margo Fuchs Knill, Stephen Levine and
Ellen G. Levine at Lesley University in Boston and
later at the European Graduate School in Switzer-
land. It is also adapted in the fields of education and
conflict transformation.

The Armenian/half-Armenian or Islamized
Armenian women belonging to the three separate age
groups I worked with — whom I call my co-research-
ers — were born and raised in Istanbul or have lived
in Istanbul for a long while. They all identify closely
with the city. Our first meetings with them involve
in-depth conversations and a sharing of their everyday
practices. Then we set out for a walk. We stroll around
in neighbourhoods or settings of their own choice
and take photographs. This silent act of walking and
photographing evokes the senses of the co-researchers,
which plays an important role in bringing their silenced
stories to the surface. Walking and gathering images, in
particular, mark the beginning of the research process.
The research women carry out during the walk in their
preferred neighbourhoods is an act of detecting and
removing the veil of fog induced by a denialist habitus
— as termed by historian and academic Talin Suci-

yan — as well as an attempt of re-searching (searching
once again) and finding their authentic selves. Some
stories simply refuse to emerge of their own accord;
they resist. The purpose of this work is to locate such
resistant stories that, however, when finally brought to
the surface, contribute to unravelling the knots in one’s
psyche. The process of formulating these stories also
helps co-researchers discover a poetic language of their
own. Through five concepts underpinning the Expres-
sive Arts approach, I would like to share with you my
experiences as to how the hidden knotted stories deep
inside may be invited to the surface.

The phenomenological approach

The phenomenological approach constitutes
the philosophical basis of expressive arts. What lies
at the heart of this approach is experiencing the
world as it appears to us, and acknowledging that
people and things must be encountered without
any premeditation or prejudice. In my work with
these Armenian women, I was confronted with the
following questions in particular in employing the
phenomenological approach: to what extent may a
woman walking around a familiar neighbourhood let
go of her control over her thoughts and perceptions
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Disavurumcu sanat terapileri 1980’li yillarda
akademik bir alan olarak kabul gérmis ve 9o’li
yilarda Shaun Mc Niff, Paolo Knill, Margo Fuchs
Knill, Stephen Levine, Ellen G. Levine gibi alaninda
taninmug isimler tarafindan Boston'da bulunan Lesley
Universitesinde ve daha sonra da Isvicre’de bulunan
European Graduate School'da gelistirilmistir. Bu alan
psikoloji disinda, egitim ve ¢atisma doniistimii alan-
larinda da yaygin bir sekilde kullanilmaktadur.

Birlikte ¢alistigim ti¢ ayr1 yas grubuna ait Er-
meni/yar1 Ermeni veya Mislimanlagtirilmis Ermeni
kadinlar, ki ben onlara aragtirma ortaklarim (co-rese-
archer) diyorum, Istanbul'da dogmus biiyiimiis veya
uzun siiredir Istanbul'da yagayan ve kendini sehirle
Ozdeslestiren kadinlar. Onlarla ilk bulugmalarimiz
derinlemesine konusmayla ve giindelik yagam pratik-
lerimizi paylagmakla geciyor. Sonra yola koyuluyoruz.
Kendi sectikleri mahalle veya ortamlarda yiriyor
ve fotograf ¢ekiyoruz. Bu sessiz yiiriime ve fotograf
cekme eylemi kadinlarin duyularini uyandirarak ken-
dilerinin bile farkinda olmadiklar1 sakli hikéyelerini
yiizeye cikarmada énemli bir rol oynuyor. Ozellikle
yuriime ve imge toplama eylemi bir aragtirma si-
recinin baglangicini olusturuyor. Kadinlarin kendi
sectikleri mahallelerde yiiriirken yaptiklari aragtirma
kendilerini tekrar arama ve bulma eylemi oldugu

AYLIN VARTANYAN ¢ ESIKTE KARSILASMALAR

kadar, akademisyen-tarih¢i Talin Suciyann deyi-
miyle inkarc1 habitus’ta var olmanin yarattig: sislerin
farkina varma ve ayiklama eylemi ayni zamanda. Bazi
hikayeler kendiliginden ¢ikmay1 istemiyor, direne-
biliyor. Bu ¢alismanin amaci direnen, ancak yiizeye
giktiginda da kisinin diigiimlerini ¢6zmede destek
olacak hikéyeler. Ayni zamanda bu hikéyeleri olustur-
ma siireci, aragtirmaci ortaklarinin kendilerine ozel
siirsel bir dil bulmalarina da hizmet ediyor.

Disavurumcu Sanat yaklagiminin temelinde
yatan bes kavram tizerinden derinlerde sakli kalmus,
diigiimlenmis ve paylagimi zor olan hikéyelerin nasil
yuzeye cikabilecegi konusunda deneyimlerimi pay-
lagmak istiyorum sizlerle.

Fenomenelojik yaklasim

Disavurumecu sanatin felsefi altyapisini fenome-
nolojik yaklagim olusturur. Bu yaklagimin temelinde
diinyay1 bize gorundugi sekliyle kabul etme hali
vardir ve seylere ve kisilere herhangi bir 6n tasarlama
veya 6n yargi olmadan yaklasma durumu kabul goriir.
Ermeni kadimnlarla yaptigim calisma siirecinde feno-
menolojik yaklagim o6zellikle su sorularla karsima
cikiyor: Tanidik bir mahallede yiiriiyiis yapan bir ka-
din bir kamera lensinin arkasindan diinyayla kurdugu
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while relating with the material world through the
lens of a camera? How does she cast aside her prior
knowledge of familiar buildings, streets and things so
that she can frame what she sees in a completely and
utterly spontaneous encounter with her surround-
ings? As proposed by the prominent philosopher of
the phenomenological approach, Martin Heidegger,
it is in the moment of the state of “letting-go” (Gelas-
senheit) while strolling in the streets, that the co-re-
searchers are able to invite the images that lie deep
in their psyche to be crystallized in a photographic
image. These images then form the essence of the
story to be developed in the next stage.

Poiesis

Poiesis is one of the three concepts Aristotle
makes use of on the path to understanding and
experiencing the world. The other two are familiar
to most of us, theoria (making sense of life through
reflection and contemplation) and praxis (making
sense of the world through action and practice).
Differently from theory and practicing theory, Poi-
esis describes our state of making sense of ourselves
and the world around us by making something or
giving shape to an artwork.

Using the art-based research methodology
widely employed in expressive arts, we engage in an
artistic production with our co-researchers. Our aim
is to create a space for the arrival of truth as mentioned
by Heidegger and many more artists. The journey to
truth is an arduous one that requires courage, since
inviting the truth by way of making an artwork is
not always an easy encounter. Yet, as we all know,
transformations that remind us of our humanity and
of the meaning of our lives are only possible through
such encounters. How may we carry out this journey
in public space — and thus transform —the language
and body configured by power, by collecting photo-
graphic images and transforming these images into a
poetic language? When I ask this question, I believe
it is important to remember that art creates form by
transcending existing frameworks.

I would also like to briefly touch upon the
meaning of “poetry”. When speaking of being poetic
what often comes to mind is a state of introversion,
exploring one’s inner world cut off from the outer
one. From a phenomenological perspective, we could
say that poetry constitutes a stance against being
reactive. In this sense, artistic production or giving
form to a personal experience in public space via
photography or poetic stories is an act of surrender-
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iliskisinde, algilarin1 ve distincelerini kontrol etme

halini ne kadar birakabiliyor? Onceden bildigi, tanidi-
g1 binalarla, sokaklarla, seylerle ilgili 6n bilgilerini bir
kenara birakip gevresiyle tamamen o anda kurdugu
iliski tizerinden gordiiklerini bir fotograf karesinde
nasil toplayabiliyor? Fenomenolojik yaklagimin 6nde
gelen filozoflarindan Martin Heidegger’in 6nerdigi
gibi sokakta yiiriirken kendini birakabilme hali
(Gelassenheit) yakalanabildigi an, aragtirma ortaklar
tinlerine dokunan imgeleri bir ¢ergeveye yerlestirebi-
liyor. Bu imgeler bir sonraki agamada tretilecek olan
hikayenin 6ziini olusturuyor.

Poiesis

Poiesis Aristoteles’in diinyay1 deneyimleme
ve anlama yolunda kullandig1 ti¢ kavramdan biri.
Digerleri ¢ogumuzun asina oldugu theoria (hayat:
gozlemleyerek anlama) ve praxis (hayat: harekete
gecerek anlama). Poiesis teoriden ve teoriyi hayata
gecirmekten farkli olarak yaparak, elle sekil vererek
kendimizi ve etrafimizdaki dinyay:r anlayabilme
halimizi betimliyor.

Digsavurumecu sanat ¢aligmalarinda 6ne ¢ikan sa-
nat tabanh aragtirma metodolojisinde, aragtirmaci or-
taklarryla birlikte bir sanat tiretimi gergeklestiriyoruz.

AYLIN VARTANYAN « ESIKTE KARSILASMALAR
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Amacimiz Heidegger’in ve daha birgok sanatginin da
belirttigi gibi hakikatin gelisine alan agmak. Hakikate
ulagma yolculugu cesaret isteyen bir yolculuk, zira
hakikati, ortaya ¢ikan sanat eseri yoluyla davet etmek
kolay bir kargilasma olmayabiliyor. Hepimizin de
bildigi gibi insan oldugumuzu ve hayatimizin bir an-
lami1 oldugunu hatirlatan d6ntisiimler ancak bu kar-
silagmalarla mimkiin oluyor. Bizi déniisiime davet
eden bu yolculugu iktidarin kurguladig: dili, bedeni
kamu alaninda harekete gecirip doniistiirerek, imge-
ler toplayarak ve tiim siireci siirsel bir dile evirerek
nasil gergeklestirebiliriz? Bu soruyu sorarken sanatin
kaliplarin disina ¢ikarak bi¢imi ortaya c¢ikardigim
hatirlamamizin 6nemli oldugunu diigiinityorum.
Siirsel ne demek biraz da ona deginmek istiyo-
rum. Siirsel deyince aklimiza siklikla bir ice doniik
olma hali ve dig dinyadan kendimizi soyutlayip ig
diinyamizda dolagma hali gelebiliyor. Fenomenoloji
temelli bir bakus agistyla agiklayacak olursak, siirsellik
tepkisellige kars1 bir durus olusturur diyebiliriz. Bu
baglamda sanatsal tretim veya kamu alanindaki
oznel bir deneyime fotograf ve siirsel hikéyelerle
sekil vermek, yerlesik ve kabul gormiis bilgileri veya
var olma hallerini yeni kurulan bir dille yeniden ele
alabilme siirecine teslim olmak demektir. Bagka bir
deyisle siirsellik, sanatin bir tepki degil eylem olma
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ing. In this process, the poetic language created by the
co-researchers challenges the established or widely
accepted knowledge. In other words, poetic language
demonstrates how aesthetic production is an action
rather than a reaction. Thus, it invites people to look
at even the most difficult stories in a positive light.
Poetry is also the materialization of our inner soul
reaching out to the outer world from within.

Poetry is also a state of being in which hope,
passion and dreams are kept alive. Even when the sto-
ries that emerge are tough to bear, seeing the positive
sides of the stories by giving up a reactive attitude, or
without falling into the confines of the language of
the oppressor is a process that requires courage and
creativity. One of the proposals made by this work is
that the only language that can lift us out of the spiral
of the language of violence is poetic language as poet-
ic language is a space of utterance in which linguistic
rules may be re-configured and formed by each and
every individual. Poetic language has no limits, and
its possibilities are endless.

Liminality

One of the founding concepts of the practice of
expressive arts is “liminality”. It is proposed and studied

by anthropologist Victor Turner. The expressive arts

approach suggests that every process of artistic produc-
tion happens at the threshold, in the liminal space.

Here is how Sten Lykke describes liminality:

“Liminality is a kind of fever which leaves the
individual totally exhausted, with the possibilities of
total freedom or being an automaton, a living corpse.
(...) Liminality is the magic circus, the land of total
loss of meaning. It’s where you can meet death. But it’s
also where you can be transformed to resurrection to
a new life” (Lykke, 2003). As may be gathered from
Lykke’s words, liminality is a space between fantasy
and reality, where a person both loses and rediscovers
herself. In every artistic production one must leave
one’s ego aside for a while in order to truly delve into
the depths of one’s psyche.

Low skill, high sensitivity

The expressive arts approach claims that every
individual may practice art and engage in artistic
production regardless of their artistic abilities, to the
extent that he or she is able to relinquish him/herself
to the flow of experience and be ready to meet the
concrete work of art that emerges. The resulting art-
work is not in a state of competition with any other
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Zor hikayeler soz konusu oldugunda bile, iiretilen hikdyenin
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halinin altin1 ¢izer ve kisileri en zor hikayelere bile
olumlu bakabilmeye davet eder. Ayrica siirsellik tini-
mizin igselliginden dis diinyaya ulagma halidir.
Siirsellik ayrica tmidi, tutkuyu ve riiyalar
ayakta tutabilme halidir de. Zor hikayeler s6z konu-
su oldugunda bile iretilen hikédyenin igerigindeki
olumlu yani gérebilmek ve tepkisel olmadan, baskiy1
yaratanin diline 6zenmeden veya o dilin kisitlarina
digsmeden aktarabilmek cesaret ve yaraticilik isteyen
bir siirectir. Bu ¢alismanin 6nermelerinden biri de
sadece siirsel dilin bizi siddet dilinin sarmalindan
cikarabilecegi yoniindedir, ¢iinki siirsel dilin kuralla-
rin1 her birey yeniden kurgulayabilir ve olusturabilir.
Siirsel dilin kisitlar1 yoktur ve olasiliklar sonsuzdur.

Esiksellik (Liminal)

Disavurumcu sanat pratiginin yapi taglarindan
biri olan esiksellik (liminal) kavrami antropolog
Victor Turner’in sundugu ve aragtirdig: bir kavramdir.
Disavurumecu sanat yaklagimi her sanat tiretimi stire-
cinin bir tir esikte olma hali oldugunu savunur.

Sten Lykke soyle anlatiyor esikte olma halini:

“Esiksellik kisiyi harap edecek tiirden bir ateglen-
me hali. Ancak bu haldeyken kisi bir otomat, yagayan
bir ceset olmaktan kurtulup onu 6zgiirlestirecek po-

tansiyeli kesfedebilir. ( ... ) Esiksellik sihirli bir sirktir,
anlamin kayboldugu bir diinyadir. Oliimle karsilaga-
bilecegin yerdir. Ancak bu yer kendini dontstiriip
yeniden canlanabilecegin de yerdir.” (Lykke, 2003)
Lykke'nin sozlerinden de anlagilacag: gibi esik-
sellik kisinin hem kendini kaybettigi hem de yeniden
kesfettigi gercekle fantezi diinyas arasinda bir alandr.
Her sanat tiretiminde kisinin kendi psikesinin de-
rinliklerine ulagabilmesi i¢in egosunu bir sireligine

kenara birakmasi gerekir.
Diisiik beceri yiiksek duyarlilik

Disavurumcu sanat yaklagimina gore her birey
sanat yapabilir ve beceriden bagimsiz olarak birey
kendini deneyimin akigina birakabildigi ve ortaya
citkacak somut sanat eserini kargilamaya hazir olabil-
digi siirece bir sanat tiretimi yapabilir. Ortaya ¢ikan
sanat eseri diger higbir sanat eseriyle rekabet halinde
degildir ve kisinin kendi 6ziine ulagmasi yolunda ig
sesinin ve duygularinin somutlagmis halidir.

Imgeyle diyalog

Bu ¢alismanin baglaminda aragtirmaci ortakla-
rin1 kendi hikayelerine sekil vermeye gétiiren adim,
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Even when the stories that emerge are tough to bear,
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is a process that requires courage and creativity.
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artwork and is rather a concretization of the person’s
inner voice and emotions on the path to a true dis-
covery of their essence.

Dialogue with the image

Within the context of this work, the step that
leads the co-researchers to shape their own stories is
related to the dialogue they establish with the images
they collect. Certain questions may be posed in or-
der to carry out this dialogue: if these images were
living beings and had anything to say to the person
in that very moment, what would they say? Are
there commonalities among the collected images or
distinguishing characteristics amongst them? What
do these dialogues say about the person’s emotional
state in that particular moment?

The English word for “present” has two mean-
ings: it signifies a state of being in the here and now
and it also means gift. The photographs taken during
the walks around the neighbourhood come as gifts
to the co-researchers, at certain intersections or
cross-sections in their lives, on their path to finding
the stories that lie at their core. As women take in-
spiration from these photographs, writing their own
poetic stories, their inner voices unravel all that is
twisted into knots in their souls/psyche one by one.

Aurora’s tale

The story by Aurora, one of my co-researchers,
written in the Istanbul Armenian Catholic Cemetery
is one of these stories.

Aurora is my co-researcher’s self-given name.
Her father is an Islamized Armenian, her father’s
mother is Armenian. Aurora’s words correspond
neatly to the photographs she has taken. Words and
images meet to unearth Aurora’s desire to be buried
in Ani.

“Death is, perhaps, rebirth in a way.

Maybe only once I am reborn and die yet again will
it be possible for me to be buried where I wish.

For I am scared of not being able to

be buried the way I desire...

Perhaps my sole recourse is being

buried in a place like Ani.

Maybe it is possible to hide my body, which has and
shall never belong anywhere, amongst these ruins.
Two things so terribly fragmented/

divided... What are they?

They have all disappeared, gone from here, and I carry
the weight of all these losses in my body, my heart...
And most of all, in my belly.

I've clasped my hands together tight, like this.
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topladiklar1 imgelerle kurduklar: diyalog ile iligkilidir.
Bu diyalogu gergeklestirmek iin bazi sorular sorula-
bilir: Bu imgeler yasayan varliklar olsayd: ve kisiye o
anda soyleyecek sozleri olsaydi neler derdi? Topla-
nan imgeler arasinda bir ortaklik veya ayristirict bir
ozellik var m1? Bunlar kisinin o anki duygu durumu
ile ilgili neler séylityor?

Ingilizce “present” kelimesi hem “simdi"de olma
hali hem de “hediye” anlamina geliyor. Mahalledeki
yuriyisler boyunca gekilen fotograflar, calismay ya-
pan kadinlara, 6zlerindeki hikayelerini bulma yolun-
da hayatlarinin kii¢iik bir kesitinde bir hediye olarak
geliyor. Kadinlar bu fotograf karelerinden ilham alip
siirsel hikéyelerini yazarken, i¢ sesleri tinlerindeki
digiimleri birer birer ¢oziiyor.

Aurora’nin hikayesi

Aragtirmaci ortaklarimdan biri olan Aurora'nin
Istanbul Ermeni Katolik Mezarligi'nda yazilan hika-
yesi bu hikéyelerden sadece bir tanesi.

Aurora aragtirmaci ortagimin kendi segtigi ismi.
Babasi Miisliimanlagtirilmis bir Ermeni, babaannesi
Ermeni. Auroranmn kullandigi kelimeler ¢ektigi
fotograf kareleriyle birebir ortigiiyor. Kelimeler ve
imgeler bulusuyor ve Auroranin Anide gomiilme
arzusunu yiizeye ¢ikariyor.

AYLIN VARTANYAN « ESIKTE KARSILASMALAR
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Olmek, yeniden dogmak belki.
Belki ancak yeniden dogarsam ve yeniden oliirsem
miimkiin olacak istedigim yere gomiilmek.

Ciinkii ben korkuyorum istedigim

gibi gomiilememekten...

Belki ancak Ani gibi bir yere gomiilmektir benim ¢arem.
Ashinda higbir yere ait olmams ve olamayacak

olan bedenimi belki bu yikintilarin

arasinda saklamak miimkiindiir.

Hem baylesine parcalanmis/boliimmiis iki sey... Ne ki?
Hepsi kayboldu, buradan gitti ve ben simdi tiim bu
kayiplarm agirhgini tastyorum bedenimde, kalbimde...
En ¢ok da karmimda.

Ellerimi siki sikiya bagladim boyle.
Yuttugum/yutkundugum ve taglasan

her seyi tagimak istercesine.

Bu agirhgi tasimak gerektigine inandigim igin.
Inaniyorum ve miimkiin bence!

Bu taglar ki eksikligim benim, fazlalhigim.

Goziimii kapattim onlari gordiim.

Tiim o yitkintilarin arasindan gelip

bir bir doldular karnima.

Ve ben simdi onlart ait olduklar: yere,

Ani'ye geri gotiirmek istiyorum.

Onlarla sanki bir duvar is¢isiymisim gibi, bir

tas ustastymisim gibi calismak istiyorum.

Bir bir 6rmek istiyorum.
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As if to carry all that I've swallowed/gulped
back and turned into stone inside me.
Because I believe this burden must be borne.

I believe this, and think it possible!

These stones, which are my lack, my excess.

I close my eyes, and I see them.

From amidst all those ruins they

come and fill up my belly.

And now I wish to take them where

they belong, back to Ani.

Iwant to work them, as if I were a mason, a stone master.
Laying them one by one.

Putting each atop the other.

Then pasting mortar in between.

Retracing every erased fresco, eyes closed.

By memory.

Doing as I feel like.

As if I'd been taught at birth.

Iwant to engrave it here, in capital

letters, in my own alphabet:

“We were once here, and now I am here too!”
Perhaps I may even write more,

but I don't feel the need to.

Then, when all is done and well,  want to

sit right in the middle and sing a song.

A lullaby, of the sort my grandmother would
have sung me had she been alive.

Have my voice hold all these stones,

these walls, letters and pictures.

Just as I have grasped this acacia branch.

Let it hold them and take away all their woes.
Then, finally, I may die at peace.

No need for a burial either.

I'll just lay down like that lady.

I'll tuck myself away in a corner I consider my home.
I'll close my eyes at the point where I'm closest to

Kaynakga ¢ Bibliography

the ground and the ground is closest to me.
And I'll reach out to my belly and feel the
emptiness on top of me, within me.

That emptiness will feel good...

I'll know that everything inside me is now
around me, and this time I am within it.

A stone,

A home,

Curling up on a stone at peace...

Drifting asleep beneath a sky full of pictures,
with the serenity of a self-made promise kept.
Like a dream...

How bizarre not to feel even a drop of solitude,
Not to be afraid,

Not to be cautious...

Knowing that you have cut yourself loose of yourself,

” .

it can’t be

” .

and of all those who say “no it won't be”.
Perhaps it is because all the women you

know are in a picture over there,

Or corresponding to an angel, and looking

down on you as a second angel of sorts.

Lykke, Sten (2003): “Liminal Spaces and the Nomad”. Poiesis: A Journal of the Arts and Commmunication, 81-93.
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Ust iiste koymak her birini.
Sonra aralarina swa yapmak.

Silinen tiim fresklerinin iizerinden gegmek goziim kapali.

Ezbere.
Icimden geldigi gibi.
Sanki bana dogustan ogretilmis gibi.
Bir bir kazimak istiyorum biiyiik
harflerle, kendi alfabemle:
“Buradaydik, ve artik ben de buradayim!”
Belki daha fazlasini da yazabilirim
ama gerek duymuyorum.
Sonra her sey tamam olunca tam orta yerine
oturup bir sarki soylemek istiyorum.
Babaannem yasasaydi bana soyleyecegi
tiirden bir ninni soylemek.
Sesim ki tiim bu taslari, duvarlar,
harfleri ve resimleri tutsun.
Tipkt benim akasya dalin kavradigim gibi.
Tutsun ve alsin tiim iiziintilerini.
Sonra artik iste goniil rahathiiyla olebilirim.
Gomiilmeye de hig gerek yok.
Su kadin gibi uzanweririm.

AYLIN VARTANYAN « ESIKTE KARSILASMALAR

© Aylin Vartanyan

Ev saydigim bir késeye kivrilirim.
Yerin bana ve benim yere en yakin degdigimiz

noktada gozlerimi kapatirim.

Ve ellerimi karmima gotiiriir tizerimdeki,

icimdeki boslugu fark ederim.

Bu bogluk bana iyi gelir...

Bilirim ki etrafimdadir artik icimdeki her

sey ve ben onun igindeyimdir artik.

Bir tas,

Bir yuva,

Goniil rahathgyla bir tasin iizerine kwrilma...

Ici resimlerle dolu bir gégiin altinda kendine verdigin bir
sozii gerceklestirmis olmanin huzuruyla uykuya dalma.
Riiya gibi...

Ne garip bir nebze yalmzlik hissetmemek,
Korkmamalk,

Sakinmamak ...

Kendini, kendinden ve “hayr” “olmaz” “olmayacak”
diyenlerden artik stywrdigim bilmek.

Tamdigin tiim kadmlarin orada bir resmin iginde,

Ya da bir melege karsilik gelen ikinci bir melek

olarak sana bakiyor oldugundandir belki de.
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A Neighbourhood’s Never-Ending

Transformation through Women’s Eyes

Berrak Tuna' & Ekin Cift¢i® & Elif Irem Kog®

In our project, we examine in the context of women’s history the day and night
clash around the Traditional Gevrek Bakery (Tarihi Alsancak Gevrek Firin1)
and the Bournabad (Bornova) Street in Izmir. We document the history of this
part of the town and its conflicts and transformations in the past with interviews
with sex workers, artists, craftswomen, businesswomen, housewives and people
grown up in the neighbourhood. We archive the urban physiognomy with
consent-based anonymous or open identity voice recordings, photos and video
shoots with experiential stories of women about the back streets of Alsancak.
The output of our work will be a documentary film.

1 Body positivity activist
2 Pre-jury and festival coordinator at the Bursa International Children’s Rights Film Festival

3 Master student, Department of Women’s and Gender Studies, Ege University, [zmir
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Kadinlarin Goziinden Bir

Mubhitin Nihayetsiz Doniisimii

Berrak Tuna' & Ekin Ciftci? & Elif Irem Kog?

Calismamizda, Tarihi Alsancak Gevrek Firini ve Bornova Sokagi'nda gézlemlenen
gece-giindiiz ¢catigmasini, muhitin kadin tarihi baglaminda inceliyoruz. Bélgenin
tarihselligini ve ge¢mis zamanlarda yasadig1 catisma ve doniisiimleri; mahallede
yasayan seks ig¢isi, esnaf, sanatkar, zanaatkar, igletmeci kadinlar ile ev kadinlar1 ve
bolgede biiytimiis kisilerle yapilan goriismelerle belgeliyoruz. Rizaya dayali anonim ya
da agik kimlikli olarak kaydedilen ses kayutlari, fotograf ve video gekimleri, kadinlarin
deneyimsel yaklagimla aktardig: Alsancak’in “arka sokaklari’nin 6ykiileriyle kentsel
fizyonomiyi arsivliyoruz. Calismamizin ¢iktisy, bir belgesel olacaktir.

1 Beden olumlama aktivisti
> Bursa Uluslararast Cocuk Haklar1 Film Festivali On Jiiri ve Festival Koordinatérii

3 Yiiksek lisans 6grencisi, Ege Universitesi Kadin ve Toplumsal Cinsiyet Calismalar1 Boliimii, izmir
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We've been here for, let’s say, 20 years. These people
were here back then when we first met them 20
years ago. What right does anyone have to push
them out? How is their belonging to this place any
different from ours?

Throughout the history of the Turkish Republic
and even before, the Alsancak district has been home
to Izmir’s most potent memory spaces in terms of
ethnic diversity and cultural intersections. A bustling,
pulsating heart of the city, Alsancak undeniably
constitutes a social, economic and cultural center
for both residents of Izmir as well as local and for-
eign tourists. Part of this is Bournabad street and its
surroundings — a dynamic area, constantly changing
in a demographically ever-fluctuating cycle, stage to
dualistic conflicts and confrontations in more than
one dimension.

There are very beautiful (Levantine and Greek)
buildings here, and I've had some elderly friends
recall piano music wafting out into the moonlit sky
from those buildings that people used to live in. A
pretty Rum (Greek) girl used to live here, and a
beautiful Italian over there.

Izmir’s Alsancak district was once home to
streets full of traditional Levantine edifices standing
back-to-back with modern apartment buildings, inns
and tobacco warehouses where ships docking in the
port used to deliver their load, and beer-houses run
by non-Muslim women. Its demography, changing in
favour of predominantly Muslim-Turkish migrants
in the 1920s following the population exchange
between Turkey and Greece after the foundation of
the Republic, was once again altered in the wake of
World War 2, and with the added influence of the
political and economic climate, it assumed the char-
acter of a neighbourhood mainly characterized by
shops and business places of artisans and merchants
by the 1950s. In the following period it existed as a
middle-class neighbourhood where the notion of

“the Turkish nuclear family” materialized and neigh-
bourhood culture took root. As an example of this,
when we asked our 3s5-year-old participant Ceren
about her first memory of the streets she grew up in,
she recounted how her mother used to lay out an old
rug in front of their apartment building for the kids of
the neighbourhood, which she and her friends used

to play on after school.
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Biz 20 yildir diyelim buradayiz, bu insanlar biz
yirmi yil once tamstigimizda da buradayd:. Hani
ne hakla siiriilecekler ki? Ya da bizim buradaki
yerliligimizden ne farki var onlarm?

Alsancak Mabhallesi, Cumbhuriyet tarihi ve
oncesinden bu yana, etnik cesitlilik ve kiltiirel
kesigimsellik bakimindan Izmir'in en gii¢lii hafiza
mekanlarindan birisi olmustur. Kentin kalbinin attigt
yerlerden olan Alsancak, hem Izmir'de yasayanlar
hem de yerli ve yabanc turistler i¢in sosyal, ekono-
mik ve kiiltiirel anlamda merkezi bir konumdadir. Bu
mekanlar arasinda Bornova Sokag: gevresi, demog-
rafik olarak akigkan bir dongiiyle, siirekli degisen ve
icinde zithklar barindiran ¢ok boyutlu ¢atigmalarin
gozlemlendigi bir alandur.

Cok giizel binalar var ve o ev olarak kullanilan-
lardan (Y.N. “o ev” ifadesi ile Levanten ve Rum

evlerine isaret edilmistir) piyano seslerinin gece

mehtapta gokyiiziine yayldigini séyleyen ihtiyar
ahbaplarim olmugtu. Burada soyle giizel bir Rum

kizi oturuyordu, burada giizel bir Italyan.

Izmir’in Alsancak Mahallesi, bir zamanlar tarihi
Levanten yapilarin bitisik nizam apartmanlarla sirt
sirta verdigi sokaklara, bir dénem limana yanagan
gemilerin yik indirdigi hanlara, tiitin depolarina
ve gayrimislim kadinlarin islettigi birahanelere ev
sahipligi yapmaktaydi. Cumhuriyetin ilanini takiben
gergeklesen Tiirkiye ile Yunanistan arasindaki niifus
miibadelesi ile 1920’lerde yogunluklu olarak Tiirk ve
Misliman kimlikli go¢menlerle degisen demografisi,
Ikinci Diinya Savagi'min ardindan tekrar degisim
gecirmis, politik ve ekonomik atmosferin de etkisiyle,
1950’lerde agirlikli olarak zanaatkédr ve tiiccarlarin
isyerlerinin oldugu bir muhite doniigmiistiir. Sonraki
donemde gekirdek aile kavraminin viicut buldugu
ve mahalle kiltiirtiniin pekistigi orta simf bir muhit
olmustur. Otuz bes yasindaki katillmcimiz Ceren,
biyiidiigii sokaklar hakkinda hatirladig: ilk anisini
sordugumuzda, annesinin aparmann 6niine mahal-
lenin gocuklari igin kilim serdigini ve istiinde arka-
daslariyla okuldan sonra oyun oynadigini anlatmugtir.

Binalar el degistirdi, oncelikle arsa olarak kullaniniz
diye, eski binalar bakimsiz birakilmis... Bakimsiz

birakildy, bilerek bazilar: bakimsiz birakildh.
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The buildings changed hands, at first old buildings
were left unkempt to be used as vacant plots... I
mean they were left that way, some of them delib-
erately abandoned to dereliction.

Transformed in the 1920s, with rapid destruc-
tion at an unprecedented pace followed by equally
speedy construction, Izmir carried the weight of
symbolizing Westernization, modernization and
the memory of the very first bullet fired in the name
of independence and the Republican regime, but
now has come to rest. Izmir thus turned slow, and
slow changes make it easy to forget. They numb
the memory. The former British Seaman’s Hospital
where Orthodox nuns once healed the wounds of
those injured in World War 1, which then fell under
German control in World War 2, has for instance
been replaced by a Tourism High School, and the
tobacco warehouses by public edifices belonging
to the Chamber of Architects... A generation that
used to swim across to Kargryaka from Izmir’s iconic
seafront Kordon (i.e. promenade) without contract-
ing dysentery has over the decades left its place to
a youth condemned to a sea absolutely polluted by
poison seeping out from nearby tanneries. Churches
have burned down, those who managed to escape

have left, others have died, and those remaining have
fallen silent. The Armenian District, which suffered
the heaviest losses during the fire of 1922, has been
made the site of the International Izmir Fair, home to
festivities that never fail to drum up great public an-
ticipation (Uriik, 2010). No matter all that has come
to pass, in everyday life neighbours from different
ethnic and religious backgrounds have kept befriend-
ing each other, enjoying coffee in each other’s yards,
and raising their children together.

From the 8os onwards, in the wake of the
military coup of September 12, trans women began
moving into the area, and the neighbourhood served
as their living space, working place, and a site of
struggle (Giirsu, E.; Elitemiz, S., eds., 2012). A sup-
posed increase in crime rates claimed to be related
to sex workers’ clientele. This changed this area’s
place in the city’s overall memory, and families with
children moved out. When in 2010, Izmir’s long-dis-
tance rail transport system Izban was opened to use,
the “backstreets” became shortcuts to the train stops,
resulting in increasing pedestrian circulation in the
area. Car park operators came to enforce their own
unwritten laws, and the transformation in urban
fabric once again picked up speed. Alsancak was now
even more in a state of flux than ever, and though its
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1920’lerde hi¢ olmadigr kadar hizli bir yikim

ve ardindan bir o kadar hizli bir yapim ile doniisen

[zmir, ulusal hafizada batililagmanin, modernlesme-
nin, kurtulusun ve Cumbhuriyet rejiminin kurulmas:
i¢in atilan ilk kursunun simgeselliginin agirhg ile
artik dingindir. Izmir yavastir, yavas déniisiimler
unutmay1 kolaylastirir, bellegi uyusturur. Bir zaman-
lar Ortodoks rahibelerin Birinci Diinya Savaginda
yaralananlara derman oldugu Ingiliz Denizci Hasta-
nesi, [kinci Diinya Savagr'nda Almanlarin kontroliine
gecmis ve daha sonra bu hastanenin yerini Turizm
Lisesi almugtir. Tttiin depolarinin yerini ise Mimarlar
Odas1 kamu binalari... Kordon'dan denize girip, Kar-
styaka'ya yiizen ve dizanteri kapmayan bir nesil, on
yillar sonra deri isleyen tabakhanelerin atiklarindan
zehirlenmig bir denize mahkiim olmugtur. Kiliseler
yanmus, kacabilen kagmug, 6len 6lmiis, kalanlar ise
sessizlesmistir. 1922 [zmir yangininda en biiyiik kayip
verilen yer olan Ermeni Mahallesine Izmir Fuar’s
kurulmus ve halk tarafindan dért gozle beklenen
senlikler diizenlenmistir (Uriik, 2010). Ne yasanmus
olursa olsun, giinlitk hayatta farkli din ve etnik koken-
lerden komgular birbirleriyle dostluk edip, avlularda
kahvelerini i¢ip, cocuklarini birlikte biytitmiiglerdir.
Alsancak Mahallesi, 12 Eylil darbesi sonras
80’lerden itibaren bolgeye tasginmaya baglayan trans

© Tuna / Ciftci / Kog

kadinlarin ¢aligma, barinma ve miicadele alani ol-
mugtur (Giirsu, E.; Elitemiz, S., 2012). Bu dénemde
seks iscilerinin miisterilerinden dolay1 arttig1 soy-
lenen sug orani gerekce gosterilerek, bolgenin kent
bellegindeki konumu degismis ve ¢ocuklu aileler
buradan uzaklagmistir. 2010 yilinda Izmir'in uzun
mesafeli rayl sistem ulagim araci olan Izban'in kul-
lanima agilmastyla “arka sokaklar” Izban duraklarina
giden kestirme bir yol haline dontismiis ve sokaklar-
daki yaya hareketliligi artmus, otopark isletmecileri
kendi yasalarini yazmus ve kent dokusundaki degisim
yeniden hiz kazanmugtir. Alsancak artik hi¢ olmadig
kadar akiskandir ve cumbalar yerinde dursa da, ma-
hallenin eski ad1 olan Punta, kent hafizasindan buyiik
ol¢tide silinmistir. Bir kenti tiimiiyle degistiren trajik
Izmir yanginindan ise artik kimse s6z etmemektedir.
Muhitin merkezi konumu ve diigitk emlak be-
deli gibi etkenler nedeniyle, burasinin sanat atolyeleri
ve alternatif hizmet sektori igletmelerinin tercih et-
tigi bir bolgeye donitismesi hizlanmistir. Fakat tekrar
artisa gecen emlak bedelleri, alt kiiltiir ve yeni orta
siif catigmasini beraberinde getirmis, bolgeyi olasi
bir rant sahasina ¢evirmistir. Bu sebeple 80’lerden
beri bu mahallede yagamini siirdiiren seks iscileri,
yogunlastirilmis giivenlik 6nemleri adi altinda sir-
diriilen ¢caligmalarin ve soylulagtirma politikalarinin
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The city inscribes its autobiography in endless variations in the lives of its people.
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In order to tap these sources, one must find those willing to speak
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and then archive their accounts or narratives.
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bay windows remained in place, the previous name
of the quarter “Punta” had largely been erased from
urban memory, while there was nobody left any lon-
ger to speak of the tragic great fire of Smyrna (Izmir),
which had completely transformed an entire city.

The neighbourhood’s central location and low
real estate prices have boosted its transformation
into an ideal spot for art workshops and alternative
businesses. As real estate prices are now once again
on the hike, this has generated a conflict between
subculture and the new middle class, turning the area
into a potential field of opportunity for profit-seekers.
It is therefore apparent that sex workers living in the
neighbourhood ever since the 8os are now face to
face with the threat of expulsion to other districts — as
happened in Istanbul and Ankara during the 8os — as
a result of policies of gentrification and steps taken
within the scope of what are called “intensified secu-
rity measures” (Tiiliik, 2016). When asked about her
relationship with her trans neighbours, our 64-year-
old participant and workshop-owner Sibel answered
as follows: They were here in the early 1980s too. Back
then they would sing in tavernas. The way they earned
a living was a bit more different, as I see it. It was better.
Then they went off to Istanbul, they were chased out of
Izmir. Their living conditions were made worse, much

tougher in my opinion. The tavernas too closed down one
by one.

All of these transformations have left the area’s
inhabitants, with their varying social statuses, ethnic
origins and identities, in a state of constant adapta-
tion to new social and economic problems. Yet the
traditional Alsancak Gevrek Bakery still remains as a
dichotomous memory space embodying both Alsan-
cak’s permanence/stability and its fluctuation/dy-
namism, incorporating a wide range of dichotomies
within this flux. Regardless of class, race, religion or
gender, everybody stands in the same line to buy the
same pastry, thus levelled out, made equal in the line.
At night, in the shifting order of things, the bakery
becomes the source of yet another kind of “bread and
butter”, thus functioning as a public embodiment of
an ambivalent coexistence. Nights and days follow
on each other’s tails, and a certain kind of harmony is
born of this conflicting company.

The city is a living and breathing organism in a
constant state of change and transformation, one that
both affects and is affected by its inhabitants, and one
that must bend to the winds of the political climate
yet survive for as long as there are people who live
in it. The city inscribes its autobiography in endless
variations in the lives of its people. In order to tap
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Kent, otobiyografisini kisilerin hayatlar: iizerinden, binlerce farkli varyasyonda yazar.
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bir pargasi olarak, 80’li yillarda Istanbul ve Ankara'da
da yasandig1 gibi, farkli ilgelere siirgiin edilme teh-
didi altinda kalmislardir (Tiilik, 2016). 64 yasindaki
atolye sahibi katilimcimiz Sibel, mahalledeki trans
komgularla iligkisini sordugumuzda s6yle yanit ver-
misti: 1080li ydllarinin baslarmda da vards, o zamanlar
tavernalarda sarki soyliiyorlardi. Daha degisikti gegim
sekilleri bence. Daha iyiydi. Sonra onlar Istanbul'a gittil-
er, kovalandilar Izmir'den. Bence hayat, yasam sartlar:
zorlagtirildi. Tavernalar da bir bir kapand:.

Tiim bu doniisiimler, bolgede yasayan farkl sos-
yal statiilerden, etnik kokenlerden ve kimliklerden
kisilerin, ekonomik ve sosyal sorunlara stirekli adapte
olarak hayatini siirdiirmek zorunda olmasma yol
acmaktadir. Ancak Gevrek Firini, halen Alsancak’in
hem degismezligini hem de akigkanhgini, akiskanli-
gin icinde cesitli geligkili ¢atigmalar1 barindiran, ge-
cesini ve giindiiziinii, ayn iki yiizi gibi tek bedende
yasatan, zithklar iceren bir hafiza mekanidir. Gevrek
Firin’'nda sinif, 1rk, inang, cinsiyet fark etmeksizin
herkes ayn1 kuyrukta, ayn1 gevregi almak i¢in bekler,
o sirada herkes birbirine denktir, gece oldugunda ise
firin bagka bir diizenin ekmek kapisina déniisiir ve bu
ikircikli birlikteligi bedensellestiren bir kamusal alan
olarak islev kazanir. Geceler giindiizleri kovalar ve
catigmanin biraradaligindan harmoni olugur.

Kent, durmadan doniisen ve degisen, iginde
yasayan kigilerden hem etkilenen hem de onlar
etkileyen, politik atmosferin riizgirina gore kendini
bitkmek ama iginde yasayan birileri oldugu siirece
hayatta kalmak zorunda olan yasayan bir organizma-
dir. Kent, otobiyografisini kisilerin hayatlar1 tizerin-
den, binlerce farkli varyasyonda yazar. Bu anlatilara
ulagmak i¢in anlatmaya hevesli birilerini bulmak ve
anlatilar1 arsivlemek gerekir.

Hepimizin bildigi gibi geleneksel tarih yazimin-
da, kadinlara pek deginilmez ya da kadin deneyimleri
anlatiliyor dahi olsa, eril bir yazin vasitasiyla anlatilir.
Kadinlar bu déniisiimleri nasil yasadi, hayatlar1 nasil
degisti, onlar neleri degistirdiler, bunlar1 birinci elden
6grenemeyiz. Bu durumun sonucu olarak, kadinlarin
tarih boyunca nasil déniisiimler yasadigs, hayatlarinin
degisen siyasi ve sosyal atmosferden nasil etkilendigi
veya onlarin bu atmosferi nasil degistirdigi konusun-
da yeterli kayit bulunmamaktadir. Biz bu s6zli tarih
caligmasini yaparken, kadinlarin deneyimlerini kendi
ctimleleriyle anlatabilecegi, yasadiklar1 alanla ve bu
alanin tizerindeki tahakkiimle ilgili fikirlerini belir-
tebilecekleri giivenli bir platform saglamay1 ve bunu
arsivlemeyi amagladik. 19. yiizyildan bu yana sadece
kiiltiirel degil, ayn1 zamanda [zmir yangini ya da Yu-
nanistan Tirkiye niifus miibadelesi gibi farkl: fiziksel
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these sources, one must find those willing to speak
and then archive their accounts or narratives.

As we all well know, there is not much mention
of women in traditional historiography, or even if
women’s experiences are incorporated, these are
conveyed through a male perspective, so that we are
usually unable to find first-hand accounts as to how
women actually experienced these transformations,
how their lives changed, or how they themselves
came to enact change. As a result of this state of
affairs, there is an absence of adequate record of
the many transformations women lived through all
throughout history, how their lives were affected by
the changing political and social atmosphere or how
they themselves actively changed this atmosphere.

In undertaking this oral history project, our aim
was to provide a safe platform for women to convey
their experiences in their own words and share their
opinions on their living space and the domination
exercised over it, and then archive their contribu-
tions. We wished to portray what women were doing
throughout the not only cultural but also various
physical transformations — such as the “great fire of
Smyrna” and Greek-Turkish population exchange -
that the Alsancak district, formerly known as Punta,
underwent from the 19" century onwards, how they
were affected by these changes, where they went or
how newcomers led their lives, what kind of work
they did etc.

In our study, we set out to examine the Tradi-
tional Alsancak Gevrek Bakery and Bournabad Street
within the framework of personal urban history. The
following words on the Traditional Alsancak Gevrek
Bakery by one of our participants during an interview
formed the backbone of our research: : In the morning
you go and buy pastry. In the evening, you feel hungry
not having eaten during the day, so you go and buy pas-
try. At noon, you can’t bother to make lunch, so you buy
pastry or simit (a circular bread, typically encrusted with
sesa-me seeds), or have a special kumru bun prepared.

Then, the bakery is empty after a certain point anyway.
After that the street right outside the bakery becomes
a — you know — place of trade, truly, a social business
spot I mean.

At the time of our filming, the climate was such
that Bournabad (Bornova) Street and its surround-
ing streets would be cordoned off by police forces at
night, under heavy security measures, with guards
carrying out regular identity checks. When we asked
the women we interviewed whether these security
measures made them feel safe or not, their response
was that they found these measures unnecessary, that
the police didn’t take any interest when they had per-
sonal emergencies, that they did not consider trans
or sex worker neighbours as a threat or reason for
discomfort, but rather that the trans and cisgender
residents interviewed had established neighbourly
relations built on mutual solidarity and support
whenever necessary. Seeing that the inhabitants of
this neighbourhood, among whom we observed
various physical and symbolic conflicts prior to our
interviews, were actually of one mind on many issues
allowed us to comprehend that the neighbourhood
in fact existed in a state of concord and sustainability
within its own universe.

In interviews we conducted we realized that
business owners, housewives, trans people and sex
workers were all aware of the ongoing transformation
and gentrifying attempts. A café-owner participant
who wished to remain anonymous said the following
on the transformation of the streets: First there are
these out-of-the-way streets. Subculture groups go there
trying to find a place for themselves. Then, ironically, they
end up making those places attractive. Later on, when
the areas in question rise in value and coffee chains start
making their way over, the very same subculture groups
retreat further and further, to other parts of the city, and
that’s again what will happen.

During the filming, we encountered many
impressive instances and remarks. The one that
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doniisiimlere de ev sahipligi yapan Alsancak’taki, eski
adiyla Punta Mahallesindeki kadinlarin, bu siireg
boyunca neler yaptiklari, nasil etkilendikleri, nereye
gittikleri ya da yeni gelenlerin nasil hayatlar siirdiikle-
ri, hangi islerle mesgul olduklarini yansitmak istedik.

Calismamizda, Tarihi Alsancak Gevrek Firini
ve Bornova Sokagr'ni kisisel kent tarihi baglaminda
incelemeyi amagladik. Bir katilmcimizin réportaj
esnasinda, Tarihi Alsancak Gevrek Firimi hakkin-
daki su sozleri, calismanin bel kemigini olusturdu:
Sabah gevregini alirsin. Aksamiistii acikirsin, 6glen bir
sey yememissindir, gevregini alirsin. Oglen yemek yap-
maya iisenirsin, gevregini simidini alirsin veya kumru
yaptirirsin. Sonra, firin belli bir saatten sonra bog zaten.
Ondan sonra firtmin onii sey... oluyor —bayagi— is yeri,
yani sosyal is yeri oluyor yani.

Calismamuz sirasinda film ¢ekimlerinin yapil-
dig1 tarihte, gece Bornova Sokagi ve ¢evre sokaklarin
polis giiglerince serit gekilerek kapatildig, bekgilerin
kimlik kontroli yaptigi ve yogun giivenlik 6nlem-
lerinin alindig bir atmosfer vardi. Goristigiimiiz
kadinlara, giivenlik 6nlemleri ile kendilerini giivende
hissedip hissetmediklerini sordugumuzda, kadinlar
uygulamay gereksiz bulduklarini, kendi giivenlikleri
ile ilgili bir su¢ duyurusunda bulunduklar1 zaman,
bu sikayetlerle ilgilenilmedigini, trans ve seks iscisi
komgulariny, kendileri i¢in bir tehdit ya da rahatsizlik
sebebi olarak gormediklerini anlatmiglardir. Goriig-
me yapilan trans ve natrans vatandaglar gerektiginde
kargihkli dayamisma ve yardimlagmayla oriilen
komsuluk iligkilerinin oldugu ifade etmiglerdir.
Yaptigimiz goriismeler Oncesi fiziksel ve sembolik
catigmalar gozlemledigimiz bu muhitin sakinlerinin
bir¢ok konuda hemfikir olmasi, muhitin kendi evreni
igerisinde uyum ve siirdirilebilirlik bulundugunu
gormemize olanak saglamistir.

Yaptigimiz roportajlarda, isletme sahibi, ev kadi-
ny, trans ve seks is¢ilerinin hepsinin, bu doniisimiin
ve soylulagtirma girigsimlerinin farkinda oldugunu
gordik. Kimligini belirtmek istemeyen kafe sahibi

bir katilimei, sokaklarin dénisiimiiyle ilgili sunlar:
soyledi: Iste ilk basta béyle tercih edilmeyen sokaklar,
alt kiiltiir gruplar: gider oralara. Kendilerine bir yer
bulmaya ¢alisir. Sonra ashnda oralari cazip hdle getiren
onlar olur. Daha sonra oralar degerlenince iste “kahve
diyarlart” o tarafa dogru gelmeye baslar ve alt kiltiir
gruplart daha da geriye, daha da geriye sehrin baska
yerlerine, gene dyle olacak yani.

Cekimler esnasinda bir ¢ok etkileyici syleme
ve duruma gahit olduk. Bunlardan bizi en ¢ok etki-
leyen, gece ¢ekimlerinden déndugiimiiz bir aksam,
arkadagimizin evine ekipmanlarimizi sarj etmeye
gittigimizde tanik oldugumuz bir tartigmaydi. Seks
isciliginde dahi cinsiyet kimliginin esitlik ve avantaj
agisindan fark yaratiyor olusuna gahit olduk ve bu
sahneyi kaydederek anonim sekilde belgeselimizin
son kismina dahil etme zorunlulugunu hissettik.

Tanik oldugumuz tartigsma, trans bir kadinla
heteroseksiiel bir erkegin tartismasiydi:

Heteroseksiiel erkek: Bu sokak ...

Trans kadin: Hihi...

Heteroseksiiel erkek: 1464 sokakta...

Trans kadin: Evet.

Heteroseksiiel erkek: Senin evinden bagka bu
sekilde bir ev yok.

Trans kadin: Nereden biliyorsun? lerideki Rus
caligtyor, Rus, Rus! Ileri apartmanda Rus calistyor
ama onu gider sikersin sen. Sesin ¢ikmaz kari
oldugu icin!

Heteroseksiiel erkek: Ne karisi ya?

Trans kadin: He, kar1 oldugu igin! Niye ona
karigmiyorsun, gidersin Rus’a, hih?
Heteroseksiiel erkek: Ne Rusu ya?

Trans kadin: Evet, yan tarafinda Rus var. Ug tane
Rus gece giindiiz ¢alisiyor. Gel, gétiireyim seni, hih!
Hani onlara niye bir sey demiyorsun, bana
geliyorsun?
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struck us most was an argument we witnessed one
evening as we went to a friend’s house to recharge our
equipment after a night shoot. We saw how even in
sex work gender identity makes a difference in terms
of equality and advantage, and felt the obligation to
record this scene and include it anonymously at the
end of our documentary. The argument we witnessed
was between a trans woman and a hetero man:

Hetero man: On this street ...

Trans woman: Mm-hmm...

Hetero man: On the 1464™ street ...

Trans woman: Yes

Hetero man: There isn’t any house

of this sort other than yours.

Trans woman: How the hell do you know?
There’s a Russian working down there, a
Russian! A Russian in the apartment right
over there doing the same work, but oh you'd
go fuck her wouldn’t you? You don’t make

a fuss about her ‘cause she’s a woman!
Hetero man: What woman?

Trans woman: That’s right, just ‘cause she’s a
woman! Why don’t you meddle with her
business? But no, youd visit that

Russian wouldn’t you eh?

Hetero man: What Russian for fuck’s sake?
Trans woman: Yep, there’s Russians right next
to you. Three Russians working day and
night. You want me to take you over,

huh?! Why don’t you have any trouble

with them, but come bother me?

This project would have remained incomplete
and flawed without lending the microphone to
trans people and sex workers, whose experiences
of the city, and whose say on project initiatives

and right to life are rendered invisible and deemed
non-existent in our society. Transfeminism is one
of the least mentioned feminisms in women’s stud-
ies and interdisciplinary projects. Considering that
gender and gender identity vertically cut across all
other inequalities, it is a fact that the experiences of
a trans and cisgender individual shall be different,
and both must be heard and taken into account
as long as they wish to express themselves. With
Henri Lefebvre’s notion of the right to the city in
mind, it is absolutely necessary that the right of
the most disadvantaged and underprivileged seg-
ments of the society such as Igbtiqa+ communities,
sex workers and non-Muslims, who have been
disproportionately damaged by societal judgment
and domination to make themselves heard in the
city, to find shelter and a reasonable living is taken
seriously and protected.

Transfeminism is an issue that must be ac-
corded greater visibility in gender and women’s
studies. Feminism, which envisions a more just and
equal future for not only some women but all, must
become more intersectional and give the platform
to these women themselves. The aim of this study
has been to move beyond considering trans women
and trans-feminism in the light of presumption
and prejudice, and rather create space for trans
women to speak for and of themselves, their own
lives. Trans women have long lived in Alsancak and
continue to do so. What we have tried to do is to
show that what disturbs the people of this neigh-
bourhood - despite the heavy police blockade and
traffic closures — is not the presence of trans people
or sex workers. The very core of this study we have
conducted using oral history methods is based on
the harmony of all of these aforementioned di-
chotomies and oppositions.
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Trans ve seks iscisi kisilerin kent deneyiminin,
kentteki s6z ve yasam hakki ile birlikte proje inisiya-
tiflerinin goriinmez yapildig: toplumda, mikrofonu
onlara da uzatmadan bu proje eksik ve kusurlu ka-
lirdi. Trans feminizm, kadin ¢aligmalar ve disiplin-
lerarasi projelerde en az bahsi gegen feminizmlerden
biridir. Toplumsal cinsiyet ve cinsiyet kimliginin,
tim esitsizlikleri dikey sekilde kestigi diistiniliirse,
trans bir kisi ile natrans bir kiginin deneyimleri bir-
birinden farkli olacaktir. Dolayistyla bu iki kimligin
de kendini ifade etmek istedigi siirece dinlenmesi ve
ciddiye alinmasi gerekmektedir. Henri Lefebvre’in
ileri stirdiigii kent hakk: kavramini diisiindagiimiiz-
de, toplumsal yarg: ve tahakkiimiin en biyiik darbe-
leri vurdugu Igbtiqa+, seks iscisi, gayrimislim gibi
toplumun en dezavantajli komiinitelerinin kentte
s0z sOyleme, barinma ve yasam haklari korunmali ve
ciddiye alinmalidur.

Kaynakga ¢ Bibliography

Trans feminizm, toplumsal cinsiyet ve kadin
caliymalar1 agisindan  goriiniirlik kazandirilmast
gereken bir meseledir. Baz1 kadinlar icin degil, her
kadmn igin daha adil ve esitlik¢i bir gelecek kurgu-
layan feminizm daha kesigimsel olmali, kadinlarin
kendilerine s6z hakk verilmelidir. Yaptigimiz bu ¢a-
ligmada trans kadinlar ve trans-feminizm; hakkinda
tahminler ve 6nyargilar tiretilen bir alan olarak goriil-
menmis, aksine trans kadinlara kendileri icin ve kendi
hayatlarina dair konugabilecekleri bir alan agilmas:
amaglanmigtir. Trans kadinlar Alsancak’ta uzun za-
mandan beri yagamis ve yasamaya devam etmektedir.
Caligmamizda, yogun polis ablukasina, arag trafigine
kapatilan sokaklara ragmen, bu mahallede yasayan
insanlarin rahatsiz olduklar1 seyin, translarin ya da
seks igcilerinin varligi olmadigi gostermek istedik.
Sézlu tarih galigmasi metoduyla gergeklestirdigimiz
galiymamizin odak noktasi, bahsi gecen bu zit catis-
malarin harmonisi baglamindadr.

Giirsu, E.; Elitemiz, S. (2012): 80 lerde Lubunya Olmak, Izmir: Siyah Pembe Uggen.
Uriik, Y. (2010): Adim Adim Basmane ve Cevresi, Izmir: Konak Belediyesi.
Tiiliik, C. (2016): “’Kentsel Déniisiimiin Lanetlileri’ {zmir'de bulustu”, Kaos GL Haber Portali, www.kaosgl.org/sayfa.php?id=21099

(03.05.2019).
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All that Remains:

“...because it was not a historical building!”

Meral Akbas" & Ozge Kelekgi?

Pointing at an empty spot in the Ulucanlar Prison Museum, Ankara, an attendant
wearing a uniform of a prison officer told us: “This part was demolished since it was not
a historical building!” Not so long ago, that spot had been used as the women’s ward
of the prison. Then, when we tried to look at another spot through a tiny loophole on
the locked door of another empty building to see what was there, we were immediately
asked to move away with the following statement “There is nothing there!” This spot
which was also a part of the women’s ward is not included in the museum space and
it is today used as a restaurant catering for private gatherings only. This is the very
location where the movie Don’t Let Them Shoot the Kite (Ugurtmayi Vurmasinlar),
adapted from Feride Cigekoglu’s novel of the same title, portraying the women
prisoners’ everyday lives, joys, griefs and hopes had been shot.

This paper draws on the stories of the women’s wards of Ulucanlar Prison, which
have been either erased from history by complete demolishment or which have been
rendered invisible behind locked doors. We will discuss the methods, discourses and
spatial strategies which were used to transform this prison into a degendered museum
space and analyze how the memories as well as the stories of survival and resistance
of women have been made to disappear in the process.

1 PhD candidate, Department of Sociology, Middle East Technical University, Ankara
2 PhD candidate, Department of Philosophy, Middle East Technical University, Ankara
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Geriye Kalan:
“Yikildi, Cilinkii Tarihi Eser Degildi!”

Meral Akbas"' & Ozge Kelekgi?

Ankara'daki Ulucanlar Cezaevi Miizesinde gardiyan kiyafetiyle dolasan gorevli, eliyle
isaret ettigi boslugu boyle anlatmust: bize: “Yikilds, giinkii tarihi eser degildi!” Miize
gorevlisinin tarihi eser niteligi tasimadigi icin yikildigini s6yledigi o yer, o kadar da
uzak olmayan bir zamanda tutuklu kadinlarin kogusuydu. Sonra, kilitli kapisindan, bir
kiigiik mazgaldan igeriye bakarak simdi ne halde oldugunu anlamaya ¢alistigimiz, “orada
bir sey yok!” denilerek uzaklastirlldigimiz, miize mekéaninin “i¢”ine déhil edilmeyen
ve bugiin restoran olarak kullanilan, sadece 6zel davetlere kapilar1 agilan bos alan da
yine kadinlarin kogusuydu; Feride Cigekoglunun ayni adli an1 romanindan uyarlanan,
cezaevindeki tutuklu kadinlarin gtindelik hayatlarini, sevinglerini, yaslarini, umutlarin
anlatan Ugurtmay: Vurmasinlar filmi igte burada ¢ekilmisti.

Ankara Ulucanlar Cezaevinin simdi miize olan mekaninda tamamen yikilan, yok edilen
ve/ya kapatilarak gérinmezlestirilen, bosaltilarak tarihsizlestirilen kadin koguslarinin
hikayelerinden yola ¢ikan bu yazida, bir siddet mekaninin hangi bigimlerde, hangi
soylem ve mekan stratejileriyle cinsiyetsizlestirilerek bir miize alanina donistiraldigi,
kadinlarin hafizalarinin, ayakta kalma ve direnme ge¢mislerinin bir miizede nasil
kaybedildigi tartigilacaktur.

1 Doktora grencisi, Orta Dogu Teknik Universitesi Sosyoloji Boliimii, Ankara

> Doktora égrencisi, Orta Dogu Teknik Universitesi Felsefe Boliimii, Ankara
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i have been opened, closed, opened, closed, and seen
those who came as much as those who went,

(..)

if someone comes... sees... someone had come...

opened... stayed...

still staying with me.

i have seen it all, seen it all, the end of patience!
if someone comes... if someone sees... now
wind is shaking me...

(Birhan Keskin, Door)

The title of this poem — “Door” — takes us to
another door, to the gate of the Ulucanlar Prison Mu-
seum. One of us involved in our research project had
been an inmate in this prison for some time when we
were studying at the same university while the other
one was outside. In those years, those inside wanted
to get out, and those outside were waiting for them to
come out. We both recall the gate of the prison with
allits greyness closing over the whole world. The gate
used to tell us what kind of a place the prison was; all
the searches, registrations, the allocation of prisoners
to cells took place at this gate and upon their release
those who were inside would definitely look back at

the gate for one more time. On the one hand, this
gate was a border space that separated and kept at
a distance the inmates from everybody else. On the
other hand, for the outsiders, for the inmates’ friends,
it was a space where they kept waiting with hope. For
both of us, all that remains in our memory from those
days is the huge grey gate.

Then, in 2006, the prison was closed. Afterwards,
we heard that it was to be transformed into a museum.

Various organizations and especially the Union
of Chambers of Turkish Engineers and Architects
(UCTEA) organized design competitions with the
intention of transforming the prison space into a
museum on the basis of a human rights perspective.
Oral testimonies were collected and later published
as a book. However, the whole project, including
the information gathered, was taken away from
the hands of those who had been engaged in this
museumization process and transferred to Ankara
Altindag Municipality. The municipality opened the
museum in 2011.

We both vividly remember the first day we
went to the museum. We could not locate the prison
and/or the museum, although it was standing right
before our eyes! It was partly because of the green
space and the flowers in front of the prison. And that
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(...)

agildim, kapandim, agildim, kapandim, gordiim
gelenler kadar gidenleri de,

biri gelse... biri gorse... biri gelmigti... agmugti...
durmustu...

duruyor hald bende.

gordiim hepsini, gordiim hepsini, sabrin sonunu!
biri gelse, biri gorse, simdi,

riizgdr salliyor beni...

(Birhan Keskin, Kap1)

Bu siirin adi olan “Kap:r” simdi bizi bir bagka
kapiya, Ankara Ulucanlar Cezaevinin kapisina ta-
stywverecek. Bugiin bu ¢aligmay: yapan kadinlardan
biri, beraber tiniversitede okudugumuz dénemlerde
bir siireligine o kapinimn ardinda, yani cezaevindeydi.
Digerimiz de disaridaydi. Iceridekiler digar1 ¢tkmays,
disaridakiler de igeridekilerin digariya ¢ikmasim
umutla beklerdi. Ikimizin de hafizasinda cezaevi ka-
pist en gri haliyle sanki tiim diinyanin da tizerine ka-
panirdi. Kap1 cezaevinin nasil bir yer oldugunu haber
verirdi; aramalar, kayit islemleri, kogus belirlemeleri
burada yapilir ve tahliye anlarinda geriye dénilip
bir kez mutlaka cezaevinin kapisina bakilirdi. Kap:

GERIYE KALAN: “YIKILDI, GUNKU TARIHI ESER DEGILDi!”

igeride kalanlar1 diger herkesten ayristiran, uzaklas-
tiran bir sinirdr. Diger yandan, kapr arkadaglarimizi
bekledigimiz, soyadlarimiz tutmadigi igin igeriye
giremesek de 6niinde beklesip durdugumuz yerdi. O
ginlerden hafizamizda kalan kocaman gri bir kapryd,
karanlik bir kapi...

2006 yihinda kapand: cezaevi. Sonra da, miize-
lestirilecegini duyduk.

Sivil toplum orgiitleri ve 6zellikle de Tiirk Mii-
hendis ve Mimar Odalar1 Birligi (TMMOB) cezaevi
mekéninin insan haklar1 perspektifi temelinde nasil
donistiirtilebilecegi tizerine proje yarigmalari diizen-
ledi; sozli tanikliklar toplandi ve kitaplagtirildi. Fakat
daha sonra tiim bu toplanan, biriken bilgi ve projenin
kendisi, bu siirece emek verenlerden alinarak Ankara
Altindag Belediyesine devredildi. Ve cezaevi mekéni,
miize olarak 2011 yilinda agildi.

Ulucanlar Cezaevi Mizesine ilk gittigimiz
gunii ikimiz de ¢ok iyi hatirliyoruz. Cezaevini ve/ya
miizeyi bulamadik, hem de goéziimiiziin oniindey-
ken! Cinki artik 6niinde yesil bir alan ve ¢icekler
vard: cezaevinin. Ve o gri kap1 yoktu artik! Iste galiba
bu ¢alismaya karar verdigimiz ve bagladigimiz yer de
tam olarak burastydi: O kapi kaldirildiktan, bu ¢igek-
ler dikildikten sonra o mekéana ne olmustu; cezaevi
nasil bir miize olmustu?
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grey gate was no longer in its place! We decided to

start this research exactly at that moment. What has
happened to this place after the removal of the gate,
after all these flowers had been planted? What kind
of a museum had this prison been transformed into?
We have visited the museum many times since
2015. As we walked through it, we inspected the place
for every small detail, every minute change and we
have reflected on this space extensively. Actually, one
can easily see how violence still continues in the
museum space. You can witness the kinds of spatial
strategies that were used to preclude any form of so-
ciohistorical memory of the prison from being trans-
ferred into the museum. For example, the hamam,
which now resembles any regular hamam in Turkey,
was the scene of a massacre in 1999, at the time when
political prisoners were tortured, injured and killed.
During our visits back and forth to the museum, we
observed how this space of torture was transformed;
how the walls of the hamam (after it had been turned
into a museum) were completely wiped clean of the
political graffities the visitors of the museum had left
there and how the museum administration had put
signs interdicting writing on the walls. These signs
were initially placed in locations that were reachable

Ulucanlar Cezaevi Miizesi'ndeki bog(altilmasg)
alanlardan biri

One of the empty/emptied areas in Ulucanlar
Prison Museum

© Akbag / Kelekgi

by us, but then, they were removed and placed on
locations that were out of reach.

Following such “small” details we have been
conducting an ethnographic research in the context
of how a prison was turned into a museum, and how
one space of violence was transformed into another
space of violence.

Actually, every “detail” that we reflected on
reveals something about the ways in which power
(re)produces violence. The violence which the power
produces in small or large scales through speech,
discourse and images, as it is rendered systematic
becomes normalized. That is to say, every “petty”
word, every “ordinary” move of the power which
exerts violence becomes inherently violent. The
placement of a warning sign, perhaps unintentionally,
in a location that is unreachable by visitors, and the
tully whitened walls of a space of massacre tell us how
a violent story gets re-inscribed in the space of the
prison museum on a daily basis. Ulucanlar Prison
was a place of indefinite detention without trials as
well as of tortures, executions, massacres, and hunger
strikes. In our research, we aimed at analyzing how
such a prison, embodying all that political memory,
has been consumed and commercialized by the
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Biz ikimiz 2015 yilindan itibaren ii¢ yil boyunca
Ulucanlar Cezaevi Miizesi'ne gidip gelmeye bagladik.
Oradaki en “ufak” bir ayrintinin, “kiigiik” bir degisik-
ligin pesine distiik, tizerine gok disiindiik. Ashnda
miizenin kapisindan girdiginiz andan itibaren sid-
detin miize mekaninda nasil devam ettigini, orada
biriken tarihsel toplumsal hafizanin devredilme-
mesi i¢in hangi mekansal stratejiler yuritaldagini
gorebiliyorsunuz. Mesela su an herhangi bir yerde
bulup gideceginiz bir hamamdan hi¢ farki olmayan
Ulucanlar Cezaevindeki hamamda 1999 yilinda bir
katliam yapiliyor, politik tutuklular iskence goriiyor,
agir yaralaniyor, 6ldiriliyor. Biz gide gele uzun bir
siire bu igkence mekaninin nasil donistiraldiging,
tamamen beyaza boyanincaya kadar hamam duvar-
larina ziyaretgiler tarafindan yazilan duvar yazilarin,
hangi yazilarin silindigini, yazilar silindikten sonra
miize yonetimi tarafindan hangi uyarilarin nerelere
yapistirildigini takip ettik. “Duvara yazi yazmayiniz”
uyarist 6nce bizim boyumuzda bir yere asilmigken,
daha sonralar1 boyumuzu agip tavana yakin bir yere
yapistirildi.

Boyle “kii¢iik” ayrintilari takip ederek etnog-
rafik diyebilecegimiz bu miize ¢aligmasim yirittik,
yiriitmeye devam ediyoruz.

Aslinda iizerine disiindiigimiz her “ayrintr’,
iktidarin siddet iretmesinin farkli bi¢imlerine dair
konusuyor. Tktidarin kiigiik ya da biiyiik élgekli alan-
larda sesle, sozle, goriintiiyle trettigi siddet sistema-
tiklestik¢e kendiligindenlesiyor; yani siddeti yiriiten
iktidarin her “kii¢iik” s6zii, her “giindelik” hareketi
de kendiliginden siddet icermeye bagliyor. Belki de
hi¢ diginmeden, kimse uzanamasin diye insan boyu-
nu agan bir yere bir kagidin yapistirilmasi, bir katliam
mekaninin bembeyaz tutulmasina doniik bir siddet
hikayesini, siddetin giin gin bir miize mekininda
nasil orildagiund anlatryor.

Ulucanlar Cezaevi herhangi bir yargilanma
olmadan uzun yillara varan tutukluluklarin, isken-

GERIYE KALAN: “YIKILDI, GUNKU TARIHI ESER DEGILDi!”

cenin, idamlarin, katliamlarin yuratildags, aghk
grevlerinin, 6lim oruglarinin yagsandig: bir yer. Biz
bu ¢alismada, boyle bir politik hafizanin cisimlestigi
bir cezaevinin iktidar tarafindan nasil tiiketildigini
ve ticarilestirildigini incelemek, devlet siddetinin
hangi yollarla, hangi sembollerle, hangi yok sayma
ve yok etmelerle mekansallagtirildigini ve gorsel-
lestirildigini tartismak istedik. Bu sebeple, ii¢ yildir
cezaevinin  havalandirmalarinda, koridorlarinda,
pencere kenarlarinda geriye kalanin ve tamamen yok
edilenin pesinde dolastik. Karsimiza ¢ikan, gerilimli
bir yasayan-alandi. Cezaevinden miizeye devredilen
siddet; bugiin farkli mekénsal stratejilerle kimliksiz-
lestirmek, belirsizlestirmek, yok etmek isterken, hem
ziyaretgilerin hafizalar1 ve hem de mekanda konusg-
maya devam eden, mekéndan sizan ayakta kalma ve
direnme hikéyeleri, bu siddete kars1 duruyor gibiydi.
Bugiin Ulucanlar Cezaevi Miizesinin artik ol-
mayan kapisindan girildiginde ¢igekler var. Az sonra
da, miize biletini alacaginiz damigma kargiliyor sizi.
Yani aslinda eskiden cezaevi siddetinin hemen bagla-
dig1 kap1 arkasindan biletinizi, cezaevinin hikayesini
dinleyeceginiz ses cihazini alip yiiriimeye baglhyorsu-
nuz. Kulaginiza anlatilan hikdyede Yilmaz Giiney’in
cocuk tutuklularin hikayesini anlattigi Duvar’s, Feride
Cicekoglu'nun Ulucanlar’in kadinlar kogusunu anlat-
t1g1 Ugurtmayr Vurmasinlar’s var. Anliyorsunuz ki, bu
kitaplarda, filmlerde okuyup gordiiginiiz yer burasi!
Biraz ilerleyince hemen solunuzda kendisi de
Ulucanlar’da tutuklu kalmig ressam Sevim Onursal'in
gizimlerini goriiyorsunuz, cezaevinde beraber kaldig
kadinlar1 ¢izmis. Fakat bu cizimler miizeye bags-
lanmamis ya da miize yonetiminin ¢abalariyla gori-
nirlesmemis. Sevim Onursal'in kizi Berrin Alganer,
annesinin ve diger kadin tutuklularmn, kadin kogu-
sunun izlerinin silinmesine, miizede yer almamasina
karg1t miizenin mekanina bir miidahalede bulunmus,
resim orneklerini miizeye iletmis. Miize yonetimi de
Alganer’i bilgilendirme geregi duymadan, ¢izimlerin
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government. We also set out to discuss how state
violence is spatialized and visualized by way of ne-
glect and destruction. With this in mind, we walked
around the remaining and/or fully demolished traces
of the wards, corridors, windows and gates of the
prison museum. What we came across was a tense
living-space. It seemed that the violence that was
transferred from the prison to the museum attempts
to misidentify, efface and obscure through various
spatial strategies, but the memories of the visitors
and the resistance that left its mark all around stand
against this state violence.

Today, when you pass through the prison gate
which is no longer there, there are flowers every-
where. A few steps away from the information desk
you get your tickets and the audio guide which tells
you the story of the prison. Museum visitors start
their tour where the violence against prisoners used
to begin. On the audio tape you hear about Yilmaz
Giiney’s movie The Wall (Duvar) which tells you the
story of child inmates, and Don’t Let Them Shoot the
Kite by Feride Cigekoglu which tells you the story of
the women’s ward. You realize this is the place you
read about in the stories, you watched in the movies.

A few steps further to the left, you see the char-
coal drawings by Sevim Onursal, another political
prisoner. She drew the women with whom she did
her time. Very interestingly, the museum adminis-
tration attempted to exclude these drawings from
the new museum. Berrin Alganer, daughter of Sevim
Onursal, protesting against the administration’s deci-
sion to erase the traces of her mother and her fellow
inmates as well as of the women’s ward, sent copies of
her mother’s drawings to the museum administration.
The museum administration is now exhibiting the
originals of these drawings without the permission
of Berrin Alganer'.

When you enter the museum, you suddenly
find yourself in a spacious courtyard, a huge spatial
void. We asked ourselves what was here before. What
hidden stories does this void conceal?

Since one of us once happened to stay in a prison,
we know that a prison does not have such broad emp-
ty spaces. As a place of incarceration, a prison incar-
cerates life into narrow and crowded spaces. This was
why we have directed our attention to the “emptied”

areas created in the Ulucanlar Museum. What were
these “spacious” spaces? What is the meaning of this
“lacunae” in a museum? Afterwards, we learned that
some of these spaces were once women’s wards, and
in one of them Leyla Zana, the first female Kurdish
deputy in Turkey, as well as other Kurdish political
prisoners were imprisoned. Today, no trace of any of
these wards is left. Additionally, the ward in which
the film Don’t Let Them Shoot the Kite was shot is
described over and over again in the audio guide. But
the interior of this ward has been completely rebuilt
and today it is a restaurant open only to special guests
of the municipality. And by the way, what happened
to the wards in which the women who were not po-
litical prisoners did their time?

All this tells us a lot about Turkey today. The at-
tempts to restrict democracy, human rights, freedom
and equality, which have been present in Turkey for
along time, go hand in hand with a policy of restrict-
ing and even abolishing the equality and freedom of
women. In a similar vein, in the Ulucanlar Prison Mu-
seum, the first spaces to be emptied and demolished
were the locations where women had gone through
their experiences and where their collective memory
was formed.

1 For Berrin Alganer’s statement, see: “Objection to the paint-
ings of the ‘women’s ward”” (‘Kadinlar kogusu’ resimlerine
itiraz). www.milliyet.com.tr/-kadinlar-kogusu-resimlerine-
itiraz/ombudsman/haberdetay/16.07.2012/1567382/default.
htm (Accessed on 19 June 2019).
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asillar1 i¢in kendisiyle herhangi bir iletisime ge¢me-

den bu gizimleri simdi sergiliyor'.

Yolunuza devam ettiginizde birden genis bir
avlunun, biytk bir boslugun igine diisiiveriyorsunuz.
Biz de sorduk: Burada ne vardi? Bu boglugu eskiden
ne dolduruyordu? Bu boslugu dolduran tarihin igin-
de kimlerin hikéyeleri sakliyd:?

Birimiz daha 6nce cezaevinde de kaldigimiz igin
bu kadar genis alanlarin bir cezaevi mekaninda miim-
kiin olamayacagini biliyorduk. Bir kapatma mekéan:
olarak cezaevi kendi icinde de dar alanlarla yine ve
daha ¢ok hayati kapatir. Ulucanlar’da yaratilan bu
bos alanlara da bu sebeple yoneldik; bu bosluklarla
yaratilan “ferah” mekén da neyin nesiydi? Sonra, bu

“ferah” mekanda Turkiye'deki Kiirt siyasi hareketinin
onemli isimlerinden Leyla Zana'nin ve Kirt kadin-
larn kaldigr koguslarin oldugunu 6grendik, bu ko-
guslar tamamen yikilmig ve hi¢bir iz birakilmamuistir.
Bunun yani sira miize mekéaninda siirekli isaret edilen

“Ugurtmay1 Vurmasinlar” isimli an1 romandan yine

1 Berrin Alganer’in ilgili agtklamasi i¢in bkz.: “Kadinlar
kogusu’ resimlerine itiraz”, www.milliyet.com.tr/-
kadinlar-kogusu-resimlerine-itiraz/ombudsman/
haberdetay/16.07.2012/1567382/ default htm. (Erigim tarihi:
19 Haziran 2019).

Ulucanlar Cezaevi Miizesi'ndeki bos(altilmis)
alanlardan biri

One of the empty/emptied areas in Ulucanlar
Prison Museum

© Akbas / Kelekgi

ayni isimle uyarlanan filmin de ¢ekildigi, genelde
solcu kadinlarin tutuldugu kadin kogusunun ici ta-
mamen yeniden insa edilmistir, ziyarete kapalidir ve
sadece 6zel giinlerde izinle agilan bir restoran olarak
isletilmektedir. Ve acaba siyasi olmayan kadin tutuk-
lularin bulundugu kogusa ne olmustur?

Bu durum, Tirkiyenin bugiiniine dair de
cok sey soyliiyor ashinda. Uzun siiredir Turkiye'de
demokrasinin, insan haklarinin, 6zgiirlik ve esitligin
engellenmesine doniik ¢abalar, esas olarak kadinlarin
esitlik ve Ozgiirlikklerinin kisilmasi, kisitlanmasi ve
ortadan kaldirilmas: temelli bir politikayla yan yana
gidiyor. Ulucanlar Cezaevi Miizesinde de ilk olarak
bosaltilan, yikilan, yok edilen yer, kadinlarin dene-
yimlerini, tarihlerini biriktirdikleri yerler oluyor.

Su an agik olan koguslara girildiginde, gegmiste
oyle olmasa da, tutuklu erkeklerin cezaevi hayat1 ser-
gileniyor. Erkek mankenler ranzalarin iizerinde; etraf-
ta gardiyan kiyafetli erkek gorevliler dolasiyor. Boyle
bir erkek mekaninda birdenbire bir pano tizerinde
Tiirkiye'deki sosyalist hareketin 6nemli isimlerinden
Behice Boran'mn, Sabiha Sertel'in fotografim goriiyor,
kisa hayat hikéayesini okuyuveriyorsunuz. Sonra, bu
kadinlarin hemen yani1 baginda yine bagka bir erkegin
hayat hikéyesi yer aliyor.

S1


http://www.milliyet.com.tr/-kadinlar-kogusu-resimlerine-itiraz/ombudsman/
http://www.milliyet.com.tr/the-others/kadinlar-kogusu-resimlerine-itiraz-1567382
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Miizedeki erkek koguslardan

birinde Behice Boran

Behice Boran’s short life history
in one of men’s wards

© Akbas / Kelekgi

In the wards of the exhibition what is shown
does not represent historical truth. There are male
mannequins lying on the bunk beds and male atten-
dants dressed up in warders’ uniforms stroll around
in this space. In such a male-dominant space, the
pictures of two important women figures from the
socialist movement in Turkey, Behice Boran and
Sabiha Sertel, appear out of nowhere and you can
read their short biographies. Then, all of a sudden,
juxtaposed next to these women appears a life story
of another man.

In the wards, the juxtaposition of objects, pic-
tures, names and life stories that have no historical
connection with each other creates a different space
of violence, and in this new space what is lost is again
the lives of women. The reason is that you leave the
space having seen only the names of a few wom-
en — Feride Cigekoglu, Sevim Onursal, Behice Boran,
Sabiha Sertel — but nothing about their lives in prison.
Itis as if they had never stayed in this prison, as if they
had never existed. It is not possible to know whether
these women really stayed in these particular wards
or not. And where are the other women? If women
inmates stayed here, why is this place represented as
amen’s ward?

—

r-_.___.___‘_.-——-

With all these efforts to conceal and disregard

memory in mind (and sight) the question poses itself
whether there is an alternative, whether museums
can nevertheless become a new place in the struggle
for the transfer, reproduction and dissemination of
collective memory.

One of the stories that the Union of Chambers
of Turkish Engineers and Architects (TMMOB) re-
corded and published runs: I was walking around in
the wards. Another visitor who had been an inmate
here before was walking around, too, with his wife
and children. Of course, now the chock-full crowded
bunks and the other things have been removed, the
place where 100 people were kept (instead of the 5o
it was designed for) is empty, this space now looks
spacious and light. The husband tells his wife about
his life in prison. The wife looks at the empty and
spacious room and turns to her husband and says:

“You have been complaining all these years about
the narrow space in prison, but it looks quite o.k”
(Unalin 2010).

When interviewed about her detention in Ulu-
canlar Prison (after her time in Mamak Prison), Feride
Cigekoglu told us that the ward which she had visited

in the museum in no way resembled the ward she had
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Ulucanlar Cezaevi Miizesi’'nde de ilk olarak bogaltilan,
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yikilan, yok edilen yer, kadinlarin deneyimlerini,
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tarihlerini biriktirdikleri yerler oluyor.
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Koguslarda birbirinden tarihsel olarak bagimsiz
esyalar, nesneler, fotograflar, isimler, hayat hikayeleri
yan yana sergilenerek bagka bir mekan yaratiliyor ve
yeniden yaratilan bu mekén i¢inde kaybolan, yine ka-
dinlarin hayati oluyor. Ciinkii oradan “sadece” Sevim
Onursal’l, Behice Borant ve Sabiha Sertel’i goriip
ctkiyorsunuz. Bu kadinlar orada hi¢ kalmamiglar,
orada yoklar gibi... Hi¢ bilemiyorsunuz mesela, bu
kadinlar bu koguslarda kalmiglar m1 gergekten? Diger
kadinlar nerede? Eger kadin tutuklular burada kal-
muslarsa, niye burasi bugiin bir erkek kogusu olarak
sergileniyor?

Acaba tim bu tizerini 6rtmeler ve yok sayma-
larin igleyisine alternatif olarak, toplumsal hafizanin
aktariminda, yeniden iretiminde ve dolagiminda
miizeler yine de yeni bir miicadelenin alani olabilir
mi gergekten?

Tirk Mithendis ve Mimar Odalar1 Birliginin
(TMMOB) kayit altina alip kitaplagtirdigi hikaye-
lerden birinde anlatiliyor: Koguslarda dolastyordum.
Anlagilan daha énce burada kalms adli mahkimlardan
birisi esini ve ¢ocuklarini getirmis, dolasiyorlar. Tabii
simdi tika basa doldurulmus ranzalar ve diger esyalar
disari gtkarilms, elli kigilik yerde yiiz kisinin kaldigi me-
kan bosalmus, igerisi biraz daha ferah, biraz daha 151kli

goriiliiyor. Adam da anlatiyor hanimina hapis hayatin,
kadin bakti boyle bombos, ferah ferah, adama dondii
‘0 kadar senedir anlatiyorsun ama bayag: da ferahms”
dedi (Unalin 2010).

Feride Cigekoglu da yillar 6nce tutukluluk
giinleri hakkinda kendisiyle goriisiirken, Mamak Ce-
zaevinden sonra kaldig1 Ulucanlar Cezaevi halkin zi-
yaretine agildiginda gidip gordiigi yerin hayalindeki
kogusa hi¢ mi hi¢ benzetemedigini soyle anlatmust:

Burasi bizim kogusumuz olamaz diyorum. Ciinki,
benim zihnimde renkli, 151kl filan bir yer gibi kalms.
Yani orada iki sene nasil yasadigimiza... Sahiden iyiydik,
yani kendi yarattigimiz enerjiyle iyiydik. Ama disardan
tarafsiz bir gozle bakilinca o basik, rutubetli, karanhk
yerlerde nasil yasaniyordu bilmiyorum! (Akbas 2011).

Bu iki taniklig1 yan yana getirerek soyle bir sey
soylememiz miimkiin: O kadar dar bir alani, cezaevi-
ni, kogusu ya da hiicreyi ferah yapan, genisleten, ora-
da yasanan duygular, dostluklar, paylagilanlar, kahka-
halar, dayanigma, beraber ayakta kalma miicadelesi...
Iskenceden yeni gelen biri, kendisini bir legene
oturtup sicak suyla yikayan, acisini dindirmeye ¢ali-
san kadin dostlarini unutabilir mi? Saniyoruz Feride
Cigekoglunun “ig1kli” hatirladigs yerle, miizenin bu-
giin ferah bulunan hali ayni tarihi tagimryor. Ikincisi,
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The first spaces to be emptied and demolished

© © 0 0 06 0000000000000 00000000000000000000000 0 00

were the locations where women had gone through their experiences
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and where their collective memory was formed.
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in her memories: “I thought it could not be our ward,
because in my memory it was a colorful, luminous
space. I mean, we lived there for two years... We were
well, really, with our energy, we were well. But looking
at it objectively, I do not know how it was possible to
live in these humid, dark places.” (Akbas, 2011).

It is possible to conclude from these two
witness accounts that what made such a space of
incarceration, whether a prison, a ward or a cell so
spacious and large was the emotions, friendships,
sharing, laughter, solidarity and struggle together
for survival under surveillance. Could someone who
was tortured forget her women friends in the prison
who tried to heal her wounds? We concluded that the

“spacious” and “luminous” memory of Feride Cige-
koglu and the present day “spacious” museum space
do not embody the same history. The museum in its
present form erases and destroys the accumulated
and collective memories in order to open up space

for itself. Feride Cigekoglu’s recollections — through
the remembering the experiences, solidarity and
struggles — reveal a hidden history and render it pos-
sible to disseminate it.

If we return to the “door” where we began, Bir-
han Keskin continues her poem Door as follows:

if it was up to me i would keep silent, but the rusty
lock on my tongue might unlock,

my secluded words might hum, the worms inside
me might fidget,

so i creaked exhaustedly.

Well, the door has already opened... Perhaps it
is exhausted, sometimes the wind joggles it, so it is
moving only slightly... But still, with the oozing, the
overflowing, the unforgotten and the narrated... that
door is creaking... still...
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Restorana doniigtiirillen kadin
kogusunun dig gérinimi

Outside the women’s ward
turned into a restaurant
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birikeni, giizel hatirlanany, tarihi yok ederek kendine Iste kap1 agild1 bir kere... Belki takatsiz, bazen
yer agiyor, ferahliyor. Ilkindeyse, bir yoklugun, yok bir riizgdr salliyor onu, kipirdaniyor sadece. Ama
edilmigligin icinde kendi deneyimini, dayanigmayz, yine de, sizanlarla, taganlarla, unutulmayanlarla, anla-
miicadeleyi hatirlayanlar bir sakli tarihin de acilip tilanlarla... o kap1 gicirdiyor... hala...
yayilmasini mimkiin kiliyor.

Basladigimiz yere, kapiya yeniden donersek
eger, Birhan Keskin siirine soyle devam eder:

bana kalsa susardim daha, ama dilimdeki pasl
kilit ¢oziiliir belki,

sapaya kagmis ciimlem uguldar, igimin kurtlar
kipirdar diye,

gierrdandim takatsiz.

Kaynakga ¢ Bibliography

“Kadinlar kogusu’ resimlerine itiraz” www.milliyet.com.tr/-kadinlar-kogusu-resimlerine-itiraz/ombudsman /haberde-
tay/16.07.2012/1567382/default.htm. (19.06.2019).

Unalin, Cetin. ed. (2010): Taniklarin Ulucanlar’s: Sozli Tarih. Ankara: TMMOB.

Akbasg, Meral (2011): “Biz Bir Orduya Kafa Tuttuk Arkadas”: Mamak Kitabi. Ankara: Ayizi Kitap.


http://www.milliyet.com.tr/-kadinlar-kogusu-resimlerine-itiraz/ombudsman/haberde-tay/16.07.2012/1567382/default.htm
http://www.milliyet.com.tr/-kadinlar-kogusu-resimlerine-itiraz/ombudsman/haberde-tay/16.07.2012/1567382/default.htm
http://www.milliyet.com.tr/-kadinlar-kogusu-resimlerine-itiraz/ombudsman/haberde-tay/16.07.2012/1567382/default.htm

56

Who Are We Looking Up To?

1

Terri Bell-Halliwell!

During the 1** Asian and European Conference of Women’s Museums “Feminist
Pedagogy: Museums, Memory Sites, Practices of Remembrance” in October
2018 a group of workshop participants carried out a survey of Istanbul’s civic
statues. The title of the workshop was “Civic Statues in Istanbul: A Gender
Mapping” and conference participants were invited to take part in a tour of
three major sites in Istanbul. So it was that a group of women, students, teachers,
academics, artists and activists visited a number of civic statues in the city to
undertake a gendered analysis.

Artist, Sculptor, Art Therapist, Activist, Director for Artists Open Houses
(www.aoh.org.uk), founder of www.inVISIBLEwomen.org.uk


http://www.aoh.org.uk
http://www.inVISIBLEwomen.org.uk

Kimlere Hayranlik ve Saygiyla Bakiyoruz?

Terri Bell-Halliwell*

Ekim 2018'de organize edilen Feminist Pedagoji: Miizeler, Hafiza Mekdnlari, Hatur-
lama Pratikleri — 1. Asya ve Avrupa Kadin Miizeleri Konferans: sirasindaki bir at6lye
caligmasinda Istanbul'daki sivil heykeller incelendi. Konferans katilimcilar, Istanbul
Heykelleri: Bir Toplumsal Cinsiyet Haritalamast isimli atolye kapsaminda, Istanbul'daki
iic 5nemli mekani gezmeye davet edildiler. Ogrenciler, gretmenler, akademisyenler,
sanatgilar ve aktivistlerden olusan bir grup kadin, bu mekéanlardaki bir dizi sivil heykeli
toplumsal cinsiyet agisindan inceledi.

1 Sanatgl, heykeltirag, sanat terapisti, aktivist, Artists Open Houses yoneticisi (www.aoh.org.uk),
www.inVISIBLEwomen.org.uk kurucusu
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Civic Statues can seem innocuous until we examine them more closely.

Inspired by the focus of the conference on
commemoration, the aim of our investigation was
to develop a clearer understanding of exactly who
was — and who was not — being commemorated in
this historic city — we asked just who it was that we
were being invited to “look up to”. The three sites we
visited were public parks dedicated respectively to
sports people, political activists and poets, each rep-
resenting an area of cultural life. The group members
considered and recorded the visible qualities of the
statues; such as how many men and how many wom-
en were portrayed, the prominence of position allo-
cated to each one and whether the person was named
or anonymous. Participants also recorded their own
personal responses to the ways that the statues por-
trayed the population. In so doing we were seeking to
improve the depth and clarity of our understanding
of how statues impart subliminal messages about
men and women and how that can affect the viewer’s
sense of the value placed on the respective genders
by the society that erects and maintains the statues.

We considered issues such as the qualities they
embodied; strength, authority, independence, afflu-
ence, racial or ethnic diversity, any representation
of LGTBQ+ people or people with disabilities. We

asked how the presence or absence of such attributes
made us feel about ourselves and how accurately this
reflected, or failed to reflect, the reality of life in 2019.

Civic statues — Subliminal influencers?

This tour of investigation was prompted by the
growing awareness of the role played by civic statues,
a role that embodies a quiet, persistent power to
influence our attitudes to gender. These statues have
great longevity, some dating back to antiquity, and
thus have such a capacity for blending into the back-
ground that we almost forget they are there. They can
seem innocuous until we examine them more closely.
A clue to the power they quietly wield is that histor-
ically, civic statues have been erected (and continue
to be erected) by the wealthy ruling powers, by po-
litical and military elites. They are expensive, require
a great deal of planning and the deployment of social
influence, such as the control of the use of public
space, but it is apparent that they are worth the effort
and cost. If they did not have the desired effect, they
would have died out over the centuries. Judging by
the majority of subjects traditionally selected — kings,
warriors, political figures — their major role seems to
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Heykelleri daha yakindan incelemedigimiz siirece, zararsiz goriiniirler.
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Konferansin odaklandigi anma kavramindan
yola ¢ikarak bu tarihi sehirde kimlerin anildig: ya da
anilmadig konusuna agiklik getirmeyi ve “Kimlere

hayranlikla ve saygiyla bakmaya davet ediliyoruz”

sorusunu yamitlamayr hedefledik. Sporcular, siyasi
aktivistler ve sairlere ayrilmus, kiiltiirel hayatin farkli
alanlarini temsil eden halka agik ti¢ ayr1 park: ziyaret
ettik. Katilmailar heykellerin goriiniir &zelliklerini
incelediler ve bu bilgileri kaydettiler. Incelenen
hususlar arasinda heykellerin temsil ettigi kadin ve
erkeklerin sayisi, her heykele ayrilmig mekanin ko-
numu ve heykeldeki kisinin adinin belirtilip belirtil-
medigi gibi maddeler vardi. Katihimeilar heykellerin
toplumu temsil etme bigimlerine dair kendi goriisle-
rini de kaydettiler. Boylelikle, heykellerin kadinlar ve
erkekler hakkinda bilingaltimiza gonderdikleri gesitli
mesajlar1 anlayisimizi, daha derinlikli ve anlagilir bir
hale getirmeye ¢aligtik. Ayrica bu heykelleri diken ve
koruyan bir toplumun kadinlara ve erkeklere atfettigi
degere dair izleyicide olusan alginin nasil etkilenebi-
lecegini anlamay1 amagladik.

Dikkate aldigimiz 6zellikler arasinda giig, otori-
te, bagimsizlik, refah, irksal ve etnik gesitliligin yan1
sira LGBTQ+ ya da engelli herhangi birinin temsil
edilip edilmedigi yer aliyordu. Bu 6zelliklerin varlig

ya da yoklugunun, bizi kendimize nasil hissettirdigini
ve 2019 yilinin gergeklerini ne denli yansitip yansit-
madigini kendimize sorduk.

Sivil heykeller — Bilin¢altimiz etkiliyorlar mi?

Bu aragtirma, sivil heykellerin toplumsal cin-
siyete dair tutumlarimizi, sessiz ve 1srarh bir sekilde
etkileyen roliine dair artmakta olan farkindahk nede-
niyle yapildi. Heykeller olduk¢a uzun omiirliidiirler
ve hatta bazilari antik donemlerden kalmigtir. Bu
nedenle icinde bulunduklar1 ortamla Gylesine bii-
tinlegirler ki orada olduklarini neredeyse unuturuz.
Heykelleri daha yakindan incelemedigimiz siirece,
zararsiz goruintirler. Gegmisteki varlikl yonetici giigler,
siyasi ve askeri seckinler tarafindan dikilen (ve halen
de dikilmekte olan) kamusal alandaki bu heykeller
farkettirmeden iktidara isaret ederler. Bu tiir heykeller
olduke¢a pahali yapilardir ve bunlarin yerlestirilmesi-
nin 6zenli planlanmasinin yani sira, kamusal alanin
kullaniminin kontrol edilmesi de déhil olmak tizere
heykelin toplumu etkilemekle yakin iliskisi oldugu
i¢in, bu is i¢in harcanan ¢abaya ve paraya degiyor. Eger
arzu edilen etkiyi yaratmasalards, aradan gegen yiizyil-
lar iginde yok olduklarini goriirdiik. Krallar, savascilar,
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be to bolster the status of the elites that erect them by
giving the populace an enduring image of who has
the wealth and power, of who it is that they should,
both figuratively and literally, be “looking up to”.

A uniting factor in these elites worldwide is that
they are male, and this is very much reflected in the
statues they erect. As a typical example, in the UK 85%
of civic statues are of men and the remaining 15% con-
tains only 2.7% of real named women, honored for their
activity. The other women represented are generally
allegorical angels and reclining nymphs; anonymous,
often naked, saintly or sexualized images to titillate
men and the very poorest of role models for women.

The conclusion that these statistics lead to is that
civic statues form the original subliminal ad-campaign
for the Patriarchy and that we should make ourselves
aware of what it is that they are “selling” us; men as
powerful, as the achievers and natural rulers, as these
examples from the city of Leeds, UK illustrate — a war-
rior prince clad in armor and raised up high, backed
by some worthy gentlemen in their robes of office,
surrounded by 8 naked women representing “times of
day” with no role except to hold up street lighting and
no power except that of seduction. With these issues
in mind we began our tour of Istanbul’s civic statues.

Sembolik Kadin, Sporcular Park:
Symbolic Woman, Sportspersons Park

Three parks in Istanbul

Sportspersons park:
32 men, 1 woman

This was a unique sight in Istanbul’s civic
statues: a woman in the central, prominent position.
But she remains anonymous, her identity subsumed
in her symbolic role. She wears a vest that bears the
Turkish national flag and she is used as a representa-
tive of the country rather than being a sportswoman
in her own right.

As well as this lone woman, the park had com-
memorations of an entire football team, two busts
of named footballers and a named weightlifter.

Abbasaga park — Martyrs of democracy:
11 men, 1 woman

Abbasaga Park was again overwhelmingly
devoted to men with just one woman represented.
All were described as “Democracy Martyrs”, each
of whom had bravely stood up for the values of the
republic. These 11 male intellectuals and one women
professor were killed by right-wing assassins between
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siyasi figiirler gibi geleneksel olarak segilen konularin
¢ogunlugunu disindigimiizde, heykellerin temel
gorevinin, bu heykelleri diken seckinlerin statiisiinii
gliglendirmek oldugu agiktir. Bu yapilirken de halka,
giiciin ve servetin kimde oldugunu ve hem mecazi
hem de gergek anlamda kimlere saygi ve hayranlikla
“bakilmas:” gerektigine dair bir imge sunulur.

Diinya genelinde bu seckinlerin ortak noktala-
rindan biri erkek olmalaridir ve bu diktikleri heykel-
lere yansir. Birlesik Krallik’taki sivil heykellerin %85’i
erkek figiirleridir. Kalan heykellerin %15’inin sadece
%2,7’s1, yaptig1 isler i¢in onurlandirilan, gercekten
yasamus kadinlar1 temsil eder. Temsil edilen diger
kadin figiirleri genellikle alegorik melekler ve sere
serpe uzanmus su perileridir. Bu figiirler isimsizdir ve
cogunlukla ¢iplak, kutsallagtirilmig ya da erkeklerin
i¢ini giciklayacak sekilde cinsellestirilmis imgelerdir.
Ve kadinlar i¢in olabilecek en basit rol modelleridir.

Bu istatistikler, sivil heykellerin patriyarka
i¢in 6zgiin bir bilingalt: reklam kampanyasi oldugu
anlamini igerir ve bize “sattiklar’” seyin ne oldugu
konusunda farkindalik gelistirmemizin elzem oldugu-
nu gosterir. Birlesik Krallik’taki Leeds sehrindeki bir
ornek baglaminda da gorildugi gibi erkekler guglii

figiir, basarili sahis ve dogustan yonetici olarak temsil

«

Futbol Takimi: 29 erkek — Bu takimin gu anda isim tabelasi yok
ama daha 6nce tabelanin yerlestirildigi yer bariz bir sekilde
goriinmekte, yani baglangigta isimsiz olarak tasarlanmamus. At6l-
yeye katilanlarin belirttigine gore, takimdaki baz1 oyuncular sug
teskil eden faaliyetlere karigtiklari i¢in isim tabelas: kaldirilmus.
Her bir erkek, portresi ile temsil ediliyor. Sporcular Parki.

Football Team: 29 men — This team currently lacks a name
plaque but the place where it was once attached is clearly visible,
so they were not originally anonymous. It was suggested by
group members that some of the team had subsequently be-
come involved in criminal activity so the name plaque had been
removed because of that. Every single man is represented with

a personal portrait. Sportspersons Park.

edilirler: Yiiksege konumlandirilmig ve zirhlarini giy-
mis savas¢1 bir prens, prensi destekleyen resmi giysiler
icinde saygideger beyefendiler ve bu grubun etrafinda,
giiniin belli zamanlarim” temsil eden ve sokak lamba-
larin1 tutmaktan bagka isi ve bagtan ¢ikariciliktan 6te
herhangi bir giicii olmayan sekiz ¢iplak kadinin temsil
edildigi heykel kompozisyonunda oldugu gibi. Iste
bu 6rnekleri aklimizda tutarak, Istanbul’'un kamusal
alanlarindaki sivil heykeller turuna bagladik.

Istanbul’da ii¢ park
Sporcular Parki: 32 erkek 1 kadin

Bu parktaki manzaranin Istanbul'un sivil hey-
kelleri i¢inde benzersiz bir yeri var; tam merkezde,
onemli bir konumda bir kadin heykeli bulunuyor.
Ne var ki, bu kadin heykeli isimsiz; kimligi sembolik
roliintin iginde kaybolmus. Kadin figiiri, tzerinde
Tiirk bayrag: olan bir yelek giyiyor ve bagimsiz bir
kadin sporcudan ziyade tilkenin bir temsilcisi olarak
konumlandirilmis.

Bu tek bagina olan kadin heykeliyle birlikte ayni
parkta, bir futbol takimini onurlandiran bir rélyefe ek
olarak, ad1 belirtilmis iki futbolcunun biistleri ve yine
ad1 belirtilmis bir haltercinin heykeli var.

61



62

WHO ARE WE LOOKING UP TO?

« TERRI BELL-HALLIWELL

1978 and 1999 in Turkey. The men were all prominent-
ly displayed but the only woman was set slightly apart,
back from the main group. The sign that describes the
statues in the Democracy Park says (in translation)
“This memorial park has been built to remind us that
our democracy has been earned with great efforts
and at high costs as well as to convey this important
recognition to young minds’.
Those “young minds” and indeed, all other
minds, will inevitably receive the message that wom-
en are the great exception rather than the norm in the

field of political struggle.

Poets’ park, Akaretler:
16 men, 1 woman

We found 10 individual statues of men, and a
group with 6 men and one woman. The men in the
group are all named but the woman has an unusual
title with her first name only (Nigar). It then specifies
that she is a lady (hanim) and a poet (sair). The male
poets were simply named, not described in this way.

It was suggested by group members that it is possi-
ble (but in no way clarified by the plaque if it is actually
the case) that she is so strangely named because of an
anachronism, in that she does not belong to the same

© 2019 Bell-Halliwell

Parkta ayrica birer podest iistiinde
ve isimleri belirtilerek, biistleriyle
onurlandirilan iki futbolcu daha var.
Sporcular Parki.

Two other footballers were honored
with individual, named busts.
Sportspersons Park.

time period as the men portrayed. This would place her
in an age before the use of surnames was introduced in
Turkey. On later investigation this hypothesis proved to
be true'. But any casual viewer would need specialist
knowledge to understand this, so the image presented

1 “Sair Nigar Hanim” lived during the period of the Ottoman
Empire (1856-1918). During this time people did not have of-
ficial family names. The use of family names did not become
compulsory until 11 years after the founding of the Turkish
Republic, that is, in 1934. Before, if the need was felt to distin-
guish certain people, individuals were referred to by the name
of their father (like e.g. in Iceland Gunnarsdottir) or a per-
sonal quality. “Sair Nigar Hanim” was known under this name,
because she had published since 1887. So, it is “normal” that
her name is given as “Sair Nigar Hanim*. What is not “normal”
is that she is presented in a group of men only and in a group
of male poets who have never been interested in Sair Nigar’s
writing. So, the question remains: What is the concept of this
combination? She did not live at the same time as these men
(Behget Necatigil 1916-79; Sabahattin Kudret Aksal 1920-93;
Cahit Sitki Taranci 1910-56; Oktay Rufat 1914-88; Orhan Veli
1914-50; Neyzen Tevfik 1879-53), she was not esteemed by
them, was not born in this part of the city and has never lived
there. It makes sense to represent the men together because
they belonged to a group, using a similar style in poetry. Why
Nigéar Hanim was added is unclear. Was she an “ornament”
for the men? Or because it was felt to be politically incorrect
to show a group of poets without a woman poet? Although
this seems less likely given the rest of the statues we saw.
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Abbasaga parki - Demokrasi kahramanlari:
11 erkek, 1 kadin

Demokrasi Parki da dikkat cekici bir bicimde er-
keklere adanmus bir parkti. Parkta sadece bir kadinin
heykeli yer aliyordu. Bu figiirlerin hepsi “Demokrasi
Sehitleri” olarak tanimlaniyorlar. Her biri cumhuriyet
degerlerini savunmus kisiler. On bir aydin erkek ve bir
profesor kadin 1978-1999 yillar: arasinda, Tiirkiye'de
sagc1 suikastciler tarafindan oldurilmisler. Erkek-
lerin hepsi goriiniir bir sekilde sergilenirken, yegine
kadin heykeli, ana gruptan ayr1 konumlandirilmus.
Demokrasi Parkindaki heykelleri anlatan levhada
sunlar yaziyor: “Bu anit park bizlere demokrasimizin
biiyiik gabalar ve bedeller karsihginda kazanildigini
hatirlatmak ve bu farkindaligin geng zihinlere aktaril-
mast i¢in kurulmustur”

Bu “geng zihinler” ve esasen diger tiim zihinler
de, siyasi miicadelelerde kadinlarin varliginin norm
olmaktan ziyade, bir istisna oldugu mesajin1 kaginil-
maz olarak alacaklardir.

Sairler parki - Sairler Sofasi, Akaratler:
16 erkek, 1 kadin

Bu parkta on erkegin tek tek heykelleriyle bir-
likte, alt1 erkek ve bir kadindan olusan bir grubun da
heykeliyle karsilastik. Gruptaki erkeklerin isimleri ad
ve soyad olarak belirtilmis ancak kadin sair sadece ilk
ismiyle (Nigar) tanitilmig. Levhada ayni zamanda ha-
nim {invanina ve sair sifatina 6zellikle vurgu yapilmus.
Erkek sairler ise sadece isimleriyle anilmuglar.

Katihmeilar, $air Nigdr Hanim gibi farkli bir
tanimlamanin bir anakronizm olabilecegini ¢iinkii
zaten grupta yer alan erkek figiirlerin onunla aym
doneme ait olmadiklarini dile getirdiler. Bu durum
bir gergeklik payma sahip olsa bile levhada belirtil-
memisti. Kullanilan tanimlama onu Tiirkiye'de so-
yadi kanunundan 6nceki bir zamana yerlestiriyordu.
Daha sonraki aragtirmalarimiz bu durumun gercek

oldugunu kanitladi’. Dolayisiyla oradan gegmekte
olan herhangi biri bu durumu anlayabilmek icin
uzmanlik bilgisine ihtiya¢ duyacagindan, bu heykel
vasitastyla kamuoyuna sunulan imge, kafa karistirict
olmaya devam ediyor. Atolye katihmecilar: ayni za-
manda parkta kendine yer bulamamig giinimiiziin
pek cok kayda deger Tiirkiyeli kadin sairlerinin
varhgia da dikkat gekti.

Sairler Parki'ndaki yegine diger kadin temsili ise
bir erkek sairin baginin arkasina yerlestirilmis amorf
kiitlede goriliayor. Sairin Necati Cumali oldugu
belirtilmis, ancak anlagilabilir bir rolii olmayan kadin
taninmiyor ve kim oldugu bilinmemekte. Sadece
dekoratif bir amagla oradaymus gibi gériintiyor. Bu
kadin temsilinin neden orada bulundugu aciklanma-
dig1 i¢in katilimcilar, bu kadinin Necati Cumalr'nin

“ilham perisi” olabilecegini 6ne siirdiiler. Ancak
herhangi bir agiklama olmadigs icin bu ad1 olmayan

1 Sair Nigar Hanim Osmanli Imparatorlugu déneminde
(1856-1918) yasad1. Bu dénemde soyadi kullanilmryordu.
1934 te, Tirkiye Cumhuriyeti’nin kurulusundan on bir yil
sonra, soyadi kullanilmast zorunlu hale geldi. Onceden,
insanlar1 ayirt etme ihtiyaci duyuldugunda, baba adi veya
lakap kullaniliyor ya da kisisel bir nitelikleri 6n plana
gikariliyordu. Sair Nigar Hanim'in da bu adla bilinmesinin
nedeni 1887°den beri siirlerini yayimliyor olmastydi.

Bu yiizden, adinin Sair Nigar Hanim olarak verilmesi

gayet “normal”. “Normal” olmayan onun siirleriyle pek

de ilgilenmeyen bir grup erkekle birlikte temsil edilmesi.
Oyleyse soruyoruz: Bu gruplamanin mantig1 nedir? Sair
Nigar Hanim bu erkeklerle ayni dnemde yagamad: (Behget
Necatigil 1916—79; Sabahattin Kudret Aksal 1920-93; Cahit
Sitki Taranci 1910-56; Oktay Rufat 1914-88; Orhan Veli
1914-50; Neyzen Tevfik 1879—53); onlardan etkilenmemis;
sehrin bu bélimiinde dogmamus veya orada hig yagamamus.
Erkekleri bir arada temsil etmek mantikli ¢iinkii siirde benzer
bir tarz kullanan bir gruba mensuplar. Nigar Hanim'in neden
eklendigi ise pek agik degil. Erkekler igin bir “siis” mii? Ya da
kadin bir saire yer vermeyen bir grup sair heykeli dikmenin
politik olarak yanlis oldugu mu distiiniilmiistii? Bu ikinci
segenek, gordiigimiiz diger heykeller g6z 6niine alindiginda
pek de olas1 goriinmiiyor.
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Istisnai bir giicii temsil eden bir spor kahramaninin ismi belirtilmis
heykeli biiyiik bir kaidenin tistiine yerlestirilmis. Olimpiyatlarda
halter sampiyonu olan bu erkegin bir gé¢men oldugu bilgisi hey-
kelin levhasinda belirtilmemis olsa da, gene de grubun bu konuda
bilgisi vardi. Atélye tiyelerinin bazilarinin gériiniir hale getirdigi bir
bilgi olsa da, bu heykel irksal ve etnik gesitliligin nadir 6rneklerin-

den biriydi. Sporcular Parki.

Another named male sporting hero, representing exceptional
strength was given a large plinth. This man, an Olympic weight-
lifting champion, was believed by the group to have been an
immigrant to Turkey, although this was not acknowledged in the
statue’s plaque. This was a rare example of possible racial or ethnic

diversity, although this was only made apparent by the knowledge
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by the statue to the general public remains perplexing.
The group also noted that there were a number of
worthy contemporary Turkish women poets whose
images were absent from the park.

The only other representation of a woman in the
Poets” Park appears in the amorphous mass beside
the head of a male poet. He is indeed named, Necati
Cumali, but the woman is unknown and unacknowl-
edged, without any discernable role, so appears as a
merely decorative feature. Given that this woman’s
presence is unexplained, the group considered that
she might represent his “muse”, but without any
explanation this anonymous portrayal remains one
of a woman’s image being used without the slightest
acknowledgement.

of some of the group members. Sportspersons Park.

Results — how things stand in Istanbul:
62 statues; §9 men, 3 women

Sportspersons park: 32 men, 1 woman, not named
Abbasaga park: 11 men, 1 woman, named
Poets’ park: 16 men, 1 woman, partially named

In the three venues we found a total of 62 statues;
59 men and 3 women, which is an extremely unfair
representation of the real gender balance of the pop-
ulation of about 50/50. So, before even considering
the attributes of the men and women portrayed, the
sheer weight of numbers points to a distinctive bias.
Diversity was utterly lacking and minority groups
were entirely absent and, shockingly, women almost
as absent, despite not being a minority group, but
actually half of the population.

Compared to the figures from the UK (2.7%
actual, named individuals commemorated for their
achievements) the situation in these three Istanbul
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kadin, hig bir sekilde takdir edilmeden kullanilmis bir

kadin imgesi olmaktan bagka bir anlam tagimiyor.

Sonuglar — Istanbul’daki durum:
62 heykel, 59 erkek, 3 kadin

Sporcular parki: 32 erkek, 1 kadin
(ismi belirtilmemis)

Abbasaga parki: 11 erkek, 1 kadin
(ismi belirtilmis)

Sairler parka: 16 erkek, 1 kadin,
(ismi kismen belirtilmis)

Ug mekanda toplam altmus iki heykel bulunu-
yor. Bu heykellerin elli dokuzu erkek ve ti¢ii kadin.
Bu durum Tirkiye niifusunun yarisin1 kadinlarin
olusturdugu diisinildiginde gergek toplumsal
cinsiyet oraninin hakkaniyetli bir temsilini sunmu-
yor. Bu nedenle, temsil edilen kadin ve erkeklerin
ozelliklerinden 6nce, sayilardaki dengesizlik bariz

11 erkek kahraman arasinda bir kadin,
Prof. Dr. Bahriye Ugok. Abbasaga Parki.

11 male heroes of democracy and one woman,
Prof. Dr. Bahriye Ugok. Democracy Park.
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bir 6nyargiya isaret ediyor. Bu heykellerde cesit-
lilik kesinlikle ifade edilmemis ve azinlik gruplar
tamamen diglanmig. Sagirtict bir sekilde, azinlik
konumunda olmayan ve toplumun yarisini olustu-
ran kadinlar ise heykellerde neredeyse hi¢ temsil
edilmemisler.

Birlesik Krallik’taki sayilarla (basarilari nede-
niyle anilan %2,7 gercekten yasamis kadinlar) kar-
stlastirildiginda, Istanbul'daki ii¢ parktaki durum
da en az Birlegik Krallik’taki kadar egitsiz: Altmig
iki heykelden ikisi ad1 belirtilmis kadinlara ait, bu
da asag1 yukar1 %3’e denk geliyor. Patriyarkal bir
diizende yasadigimizi kabul etsek bile, kadinlarin
kamusal alanda bu tarihsel gériinmezlige mecbur
edilmeleri oldukg¢a ¢arpici. Bu durum bugiinin
kadinlar1 ve geng kizlari i¢in pozitif rol modelleri-
nin olmamasina sebep oluyor. Buna kargin erkekler
siyaset, spor ve edebiyat alanlarinda takdir edilerek,
isimleriyle birlikte becerileri ve bagarilar: da kayde-
dilerek son derece iyi temsil ediliyorlar.
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Yedi kigiden olugan bu

sair grubunun, sadece
biri kadin.

This group of seven
poets shows 6 men and,
again, only 1 woman.

parks is just as unequal, with 2 out of 62 statues being

of named women, just about 3%. Even acknowledg-
ing that we live in a patriarchy, the extent of this
enforced historic invisibility of women in the public
space is still very striking. It results in a terrible lack of
positive role models for contemporary women and
girls. By contrast, men were exceptionally well-rep-
resented in the political, sporting and literary fields
with numerous images of named individuals with
their feats and achievements recorded and celebrated.

This imbalance has become part of the “back-
ground” in Istanbul, as in so many other cities. We
can so easily fail to examine the real effect on us and
thus statues can, and do, act as a continuous sublim-
inal message about the implied superiority of men.
They constitute a long-term set of concrete examples
of those who are worthy of respect, with attributes
and achievements clearly noted and the vast majority
of them are male; the perfect illustration of the patri-
archal mindset.

Bu zarif erkek figiirii bizi Sairler Sofasrnin
girisinde kargiladi. Bu kargilama, mekéanin
erkeklere ait bir alan oldugunu ifade ediyor
ve heykeli dikilmis sairlerin gogunun erkek
olacagina isaret ediyordu. Sairler Parki.

This elegant figure of a man stands at the
entrance of the Poets’ Park, denoting it as a
male space, a signal that the poets portrayed
within will be predominantly male.

Poets’ Park.
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The wider world view — Challenge and change

Civic statues in Istanbul, as is common in the
rest of the world, fail to acknowledge the achieve-
ments of women. As Sarah Champion, an MP in the
UK said “The lack of women represented in public art
can only be seen as a physical embodiment of how we
fail to respect and recognise women’s achievements
in our society.” After our tour several group members
reported feeling unrepresented and ignored by the
extremely unequal emphasis on men’s achievements.
Some, although having previously been aware that
men were more commonly portrayed in public spaces,
were shocked at the actual extent of the bias towards
the male. These are reactions that could be replicated
anywhere in the world.

The social and political mindset that allows this
one-sided story of humanity is in need of reform, so
that we, and coming generations, are presented with
a true sense that gender and diversity are not any bar
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Bu dengesizlik, diger pek ¢ok sehirde oldugu

gibi, Istanbul'da da “arka plan”in bir parcasi halinde.
Bunun bizim tzerimizdeki gergek etkisini anlama
konusunda kolaylikla yanilgiya disebiliriz. Bu
heykeller, erkeklerin ima edilen ustinligiyle ilgili
bir bilingalt: mesaji verebilirler ve aslinda bunu
zaten yapmaktalar. Bu heykeller, 6zellikleri ve ba-
sarilarryla sayg1 gormeye deger kisilerin uzun vadeli
somut bir dizi 6rnegini olusturuyor ve bu kisilerin
cok biiytik bir kismi erkek: Patriyarkal zihniyetin
mitkemmel bir 6rnegi.

Diinyadaki duruma bakis - Itiraz ve degisim

Istanbul'daki sivil heykeller, diinyanin geri
kalaninda da oldugu gibi, kadinlarin bagarisim
goz ard1 etmektedir. Birlesik Krallik’ta milletvekili
olan Sarah Champion’un da dedigi gibi “Kamusal
alanlardaki sanat eserlerinde kadin temsiliyetinin
eksikligi, ancak ve ancak kadinlarin basarilarini tak-

Necati Cumali ve isimsiz bir kadin. Sairler Parki.
Necati Cumali and an unknown woman. Poets’ Park.
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dir etme ve bu bagarilara saygi duyma konularinda,
toplumumuzun basarisiziginin somut bir bigimi
olarak aciklanabilir” Atélye turundan sonra da
bir¢ok katilimci, erkeklerin bagarilarina yapilan bu
asir1 vurgu nedeniyle, kendilerini temsil edilmemis
ve gormezden gelinmis hissettiklerini dile getirdi.
Bazilari ise erkeklerin kamusal alanda daha yaygin
bir sekilde temsil edildigi ger¢eginin daha 6nceden
de farkinda olmus olsalar da, erkeklere gosterilen
bu denli yanli tavrin yogunlugu karsisinda gene de
soke oldular. Bu tepkiler, diinyanin bagka herhangi
bir yerinde de goriilebilecek tepkilerdi.

Insanligin hikayesinin tek tarafli anlatilmasina
sebep olan bu toplumsal ve siyasal zihniyetin refor-
ma ihtiyaci var. Ancak bu sayede, hem biz hem de
gelecek nesiller, toplumsal cinsiyetin ve gesitliligin,
yucelik i¢in engel olmadigini gercekten hissedebili-
riz. Bu diisiinceyi savunanlar diinyanin her yerinde
artiyor, aktivistler ve miicadele gruplari harekete
geciyorlar. Bu insanlarin kaydettigi ilerlemeler,
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Londra - Bir Kadin Erkekler Kuliibiine Giriyor

Birlesik Krallik’ta kitlesel olarak desteklenen muazzam bir inter-

net kampanyasindan sonra, sufrajet Millicent Fawcett’in heykeli
Londra'nin simgesel meydani Parlamento Meydani’'na dikilmisti. Daha
o6nce sivil heykellerin “erkekler kuliibii” olarak bilinen bu meydanda,
on yillar boyunca sadece on bir erkek siyaset¢inin heykeli vardi.

London - A Woman Gets into the Gentlemen’s Club

In the UK, after a massive online campaign with huge public support,
a statue of a woman — Suffragist Millicent Fawcett — was finally erected
in London’s iconic Parliament Square, formerly a sort of “gentlemen’s
club” of civic statues, where male politicians — 11 of them — had been
the sole occupants for decades.
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to greatness. Recognition of this is growing all over
the world with activists and campaigners taking the
initiative. Their progress is documented on the inVIS-
IBLEwomen' website, which is a catalyst for gender
equality in civic statues.

The illustrations from different parts of the
worldwide shown here make it evident that this is
a global movement that is gathering strength and
achieving the beginnings of gender equality in the
public space, of countering that antiquated sublimi-
nal ad-campaign for the patriarchy with some power-
ful and long overdue reminders of the many roles and

1 inVISIBLEwomen — www.invisiblewomen.org.uk
b @invw.org | twitter @iw_org_uk

Londra - Siyah Kadinlar Engelleri Asiyor

Kirim Savagi sirasinda hemsire olan siyah Mary Seacole igin yii-
ritilen kampanya, yirmi y1l sonunda bagarrya ulast1 ve Seacole,
anut1 dikilen ¢ok az sayida siyah kadindan biri olarak Londra'da
onurlandirildi.

London - Black Woman Breaks Through

Success has come after a 20-year campaign for Mary Seacole, a
black nurse in the Crimea War who is now honored in London.
She is one of the very few women of colour commemorated.

achievements of women. The incredible inequity that
is present in so many cities, Istanbul included, is now

being challenged and changed.
Future steps and strategies

There are campaigns arising across the world
addressing this terribly unbalanced civic portrayal of
gender. More monuments to women are being called
for and erected everywhere, so perhaps it is time that
we imagined an equivalent of the Bechdel test for
civic statues. The Bechdel test, used for films, asks
three simple questions: “Does the film have at least
two women in it?”, “Who talks to each other?”, Do


http://www.invisiblewomen.org.uk
mailto:@invw.org
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sivil heykeller icin toplumsal cinsiyet esitliginin
bir katalizorii olan inVISIBLEwomen' websitesinde
belgelenmektedir.

Farkli ilkelerden ornekleri tamitan fotograflar,
bu hareketin giiglenen kiiresel bir eylem oldugunu,
kamusal alanda toplumsal cinsiyet esitligini baglatma-
y1 sagladigimi gosteriyor. Bu hareket, patriyarka igin
yuriitillen k6hnemis bilingalt: reklam kampanyalarina
kars, kadinlarin oynamus oldugu pek ¢ok rollerden
ve kadinlarin bagarilarindan bazi giigli 6rneklerin
varligina, gec kalinmis olsa da, isaret etmekte. Istanbul
dahil olmak tizere pek ¢ok sehirdeki mevcut hak-
kaniyetsizlige artik meydan okunmakta ve degisim
gergeklestirilmektedir.

1 inVISIBLEwomen — www.invisiblewomen.org.uk
fb @invw.org | twitter @iw_org_uk

Bulgaristan — “Herbirkadin” Eylemi

Sanatg1 Erka bagkent Sofya'da kadinlar1 temsil eden ya da onurlan-
diran bir tane bile sivil heykelin bulunmamasini etkin bir sekilde
protesto ederek kadinlarin hi¢bir sekilde itibar gormeyisine dair
kamuda farkindalik yaratmak igin, sehrin her yerinde kendi tirettigi
“Herbirkadin” biistlerini kaidelere yerlestirmisti.

Bulgaria — “Everywoman” Protest

There was a bold action taken in Sophia, Bulgaria by an artist called
Erka who made a dynamic protest about the complete lack of any
civic monuments of women in the capital city; not a single woman
had been honored. She placed her “Everywoman” busts on plinths
around the city to help raise the consciousness of the public about
the total lack of recognition of women.

© Mihail Novakov

Gelecek planlari ve stratejiler

Dinyanin her yerinde toplumsal cinsiyetin
dengesiz temsillerini ele alan kampanyalar var. Her
yerde kadinlara dair anitlara daha fazla yer verilmesi
i¢in ¢agrilar yapiliyor ve kadinlar1 temsil eden daha
fazla heykel dikiliyor. Bu ytizden belki de Bechdel
testinin heykeller i¢in de uygulanmasini hayal et-
menin zamani geldi. Filmler i¢in kullanilan Bechdel
testi, 3 basit soru sorar: “Filmde en az 2 kadin var m1?”,
“Birbirleriyle konuganlar kim?” ve “Kadinlar, bir erkek
disinda, bagka bir sey hakkinda da konuguyorlar mi1?”
2017 yilinda filmlerin ancak %17’si bu smavi gegti.
Bir kentin heykelleri igin sorabilecegimiz sorular
arasinda sunlar olabilir: “Esit sayida kadin ve erkek
temsil edilmekte mi?”, “Kadinlar ve erkekler saygin


http://www.invisiblewomen.org.uk
mailto:@invw.org

WHO ARE WE LOOKING UP TO?

« TERRI BELL-HALLIWELL

ABD - Adalet ve Japonya

“Rahatlatic1 Kadinlar” olarak bilinen ve Japon ordusunda seks kélesi
olarak ¢aligmaya mecbur edilmis olan kadinlar: anan ¢ok etkileyici
bir heykele San Fransisco ev sahipligi yapmakta. Siyasi etkileri de
olan bu heykel, ordu tarafindan kadinlara yénelik islenen suglarin
toplumda taninmas1 amacini tagimakta. Osaka (Japonya) heykelin
kaldirilmasina dair talepleri reddedilince, San Fransisco ile yillardir
stirdiirdiigii kardes sehir uygulamasini feshetti.

USA - Justice and Japan

San Francisco is home to a very powerful commemoration of the
so-called “Comfort Women” — actually sex slaves of the Japanese
army. This statue is a very public acknowledgement of the crimes

committed by the army against women and has had a political effect.
The Japanese city of Osaka has broken off its longstanding twinning
with San Francisco in protest over the refusal to remove it.

© misopiso88 / tripadvisor.com

they talk about something other than a man?’ A max-
imum of about 17% of films passed this test in 2017.
The questions we might pose for a city’s statues might
include — “Are there equal numbers of women and
men portrayed?”, “Are both portrayed with respect
and appropriately clothed?”, “Are both honored for
their achievements?”

Meanwhile, even in Istanbul...

Although our tour of the major groups of stat-
ues in the parks yielded such disappointing results
in terms of statues of women, a surprise awaited us.
When we took part in the Curious Steps' walking tour

1 Curious Steps — www.cinsadimlar.org/english

of the old city in Kadikéy we did find this tribute to
Afife Jale. She was the first Muslim woman on stage
on 22 April 1920, who sacrificed so much in terms of
her family and community to become an actress in
Istanbul. Now her bust stands outside the site of the
theatre where she once starred. It emerged that the
placement of this bust was a result of the herstory
writing activities of the feminist women’s movement
in Turkey in the gos. Regular Curious Steps walking
tours stop here with their visitors to speak about her.
The interest created by the walking tours had awak-
ened the remembrance of a brave woman who had
to give up so much for her art. We placed our flowers
there as a tribute to her and in hope for the many
other women yet to be honored.


http://www.cinsadimlar.org/english
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© Creative Commons

Afife Jale

bir sekilde ve uygun kiyafetlerle temsil ediliyorlar
mi2” ve “Kadinlar ve erkekler bagarilarindan dolay:
mi onurlandirilmiglar?”

Ve simdi tekrar Istanbul...

Parklardaki baglica heykel gruplarmna yaptig-
muz tur, kadin heykelleri agisindan hayal kiriklig:
yaratmuis olsa da, bizi gene de bir stirpriz bekliyordu.
Kadikdy'deki Cins Adimlar' turunda Afife Jale'ye
adanmug bir biistle kargilagtik. Afife Jale, 22 Nisan
1920'de bu semtte bulunan bir tiyatroda sahneye
gikan ilk Miisliman kadindi. Oyuncu olabilmek
i¢in ailesiyle ve toplumla olan iligkilerinde bir¢ok

1 Cins Adimlar www.cinsadimlar.org

Norveg - Cesitliligi Taniniyor

Norveg'te 2019'da “Samefolkets” Sami ulusal bayrami, Sami
ulusal giiniiniin kurucusu Elsa Laula Renberg’in heykelinin ta-
nitilmasiyla kutlandi. Béylece Renberg, tiim diinyada kamusal
alanda heykeli dikilen ilk Sami kadini oldu. Bir¢ok kiiltiiriin bir
arada yasadig1 Norveg'te yerli Sami halki simdi kendisini gori-
niir kiliyor ve bu heykel de bu iddialarinin bir simgesi. Bagka bir
deyisle, bir sivil heykelin uzun vadede kamuoyunu etkilemek
icin belli bir giice sahip oldugunun kabulii.

Norway — Diversity Recognized

In Norway the “Samefolkets” day 2019 was marked by the
unveiling of a sculpture of Elsa Laula Renberg, the founder of
Sami national day. Renberg is the very first Sami woman on a
public plinth in the country. The indigenous Sami people are
now establishing a position in a multi-cultural Norway and this
statue is symbolic of their claims, another acknowledgement
that the civic statue wields a certain power to influence public
thinking in the longer term.

© www.invisiblewomen.org.uk/gettingattention/post/105

seyden feragat etmek zorunda kalmust1. $imdi busti,
bir zamanlar oynadig: tiyatronun diginda duruyor.
Tirkiye'deki

feminist hareketin kadin tarihi ¢alismalar1 6nemli

Bistin buraya yerlestirilmesinde

rol oynadi. Cins Adimlar buraya diizenli yirtyus
turlar1 gergeklestiriyor ve bu turlarda Afife Jale
hakkinda konuguyorlar. Cins Adimlar'in kent yuri-
yustne ilgisi, sanati i¢in gok fazla seyden vazge¢cmek
zorunda kalan cesur bir kadinin anisini yasatiyor.
Onu anmak ve ayni zamanda diger bir¢ok kadinin
da onurlandirilmasini timit ederek c¢igeklerimizi

Afife’nin biistiine biraktik.


http://www.cinsadimlar.org
http://www.invisiblewomen.org.uk/gettingattention/post/105
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Cin

China

More information and references

inVISIBLEwomen (UK)
www.invisiblewomen.org.uk
El @invw.org

¥ @iw_org_uk

Herstorical Monuments (USA)
twitter.com/herstoricalmnts

twitter @HerstoricalMnts /

An initiative to list existing monuments
of real women

Japon ordusu tarafindan uygulanan siddete taniklik etmesi i¢in Sanghay’da heykeller dikildi.
Ikinci Diinya Savas1 sirasinda Japon birlikleri tarafindan seks koleligine zorlanan cinsel taciz
magduru kadinlarin yasadiklarin telafi ve tazmin etmek igin yuriitiilen siyasi hareketin bir
pargast olan bu heykeller, binlerce kadini onurlandiriyor.

In Shanghai, statues have been erected to attest to the abuse inflicted by the Japanese army.
The monuments were built in honour of the thousands of women who were forced into
sexual slavery by Japanese troops during World War II, and they are playing a part in the
political movement to win redress and compensation for the women so abused.

© Yonhap News

Danimarka — Kralie Mary

Bu heykelin Danimarka'daki siyah bir kadn i¢in dikilmis olan ilk heykel oldugu dii-
suniliyor. Heykel, Danimarka'nin Karayipler'deki somiirgeci idaresine kars: ciddi bir
ayaklanmaya liderlik etmis 19. yiizyilin isyanci kralicesini temsil ediyor. Bu heykel, tilkede
azinhk gruplarinin taninmasinin bagladigina da isaret etmekte.

Denmark — Queen Mary

This is said to be Denmark’s first public monument to a black woman, a 19™ century
rebel queen who had led a fiery revolt against Danish colonial rule in the Caribbean. This
heralds the beginnings of recognition for minority groups.

© Nick Furbo via ISSA PR

Fast Plass (Norway)
www.facebook.com/FastPlass

E1 @FastPlass

A project about the issue of women and civic
statues in Norway.

Curious Steps (Turkey)
www.cinsadimlar.org/english/

Since 2014 Curious Steps: Gender and Memory
Walks contributes to understanding of the city and
its neighborhoods from the perspective of gender
and memory.


http://www.invisiblewomen.org.uk
https://www.facebook.com/invw.org/
http://www.facebook.com/FastPlass
http://www.cinsadimlar.org/english/
https://twitter.com/iw_org_uk
http://www.facebook.com/FastPlass

Daha fazla bilgi ve kaynak¢a

inVISIBLEwomen (Birlesik Krallik)
www.invisiblewomen.org.uk

El @invw.org

¥ @iw_org_uk

Herstorical Monuments (ABD)
twitter.com/herstoricalmnts
twitter @HerstoricalMnts

Gergek kadinlarin mevcut anitlarini
listeleme girigimi
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Belgika — Kahramanlar Hatirlaniyor

“Pervyse’in Melekleri” olarak taninan, sayisiz askerin hayatini
kurtarmis Iskogyali iki hemsire yillar siiren unutulmugluktan
sonra Ypres'de onurlandirildilar.

Belgium — Heroines Remembered

In Ypres, the memory of two Scottish nurses known as “the
Angels of Pervyse”, who saved countless soldiers, has been
recognized after decades of remaining unacknowledged.

© greatwar100reads.wordpress.com

Filipinler

Bagskent Manila'daki (Japon ordusunda seks kolesi olarak ¢alismaya
mecbur edilmis olan) “Rahatlatici Kadinlar” heykeli kaldirildiginda
protestolara neden olmustu. Heykelin gegici olarak kaldirildig
soylense de, bunun Japonya'yi sinirlendirmemek igin alinmug siyasi bir
karar oldugundan siiphe ediliyor.

Philippines

Public protest has also arisen about the removal of a statue to so-called
“Comfort Women” - actually sex slaves of the Japanese army in the
capital Manila. The removal is allegedly temporary but suspected of
being politically convenient, in order not to anger the Japanese.

© Angie de Silva/Rappler

Fast Plass (Norveg)
www.facebook.com/FastPlass

E] @FastPlass

Norveg’te kadinlar ve sivil heykeller
konusuna odaklanan bir olugum.

Cins Adimlar (Tiirkiye)

www.cinsadimlar.org

Cins Adimlar, 2014 yilindan beri yasadigimiz sehri
sekillendiren tarihsel, toplumsal ve politik iligkilere
toplumsal cinsiyet odakl alternatif bakis acilar
sunmay1 amaglayan yiiriytsler organize ediyor.
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How a City Remembers. A Museum

Discussion on Gender Mapping of a City

Tijana Jakovljevic-Sevic!

One of the principles on which the research and exhibition work of the Museum
of Women’s Culture Regional-International (and possibly all women’s museums)
is based is the inclusion of alternative narratives. Through them, museums are
given the opportunity to become designated places that recognize and value
the history, memories, opinions and perspectives that hegemonic structures
have repressed. The 2018 exhibition in our museum entitled How Feminine is
the City: Fiirth and its Sister Cities should be viewed in this context. It includes
a female perspective of urban history and contemporary everyday life.

One of the many topics that the exhibition has launched is the gender mapping
of the city. In this regard the designation of street names is discussed as one of
the indicators of the position of women in the memory of the city. The structure
of street names, the spatial location of streets named after women, the time of
naming or renaming, and the biographies of meritorious women were researched
and presented. In this context, we not only observe what is being collectively
remembered, but also what has been forgotten or, rather, discarded in the
history and lives of urban women. In addition, the roles of women in public
space are researched and presented and this gender power is recorded in the
urban map. The monumental heritage of women, the influence of women in
the creation of public spaces (e.g. as benefactors) and the underlying motives
for women’s monuments are recorded.

1 Curator, Museum of Women’s Culture Regional-International, Fiirth, Bavaria, Germany
www.frauenindereinenwelt.de


http://www.frauenindereinenwelt.de

Kent Nasil Hatirlar? Kentin Toplumsal Cinsiyet

Haritalamasina Dair Bir Miize Tartigmast

Tijana Jakovljevi¢-Sevic!

Museum of Women'’s Culture Regional-International da (Bolgesel ve Uluslararasi Kadin
Kiiltiirii Miizesi) ve muhtemelen tiim kadin miizelerinde de arastirma ve sergi calismalari
icin esas alinan ilkelerden biri alternatif anlatilara alan agilmasidir. Miizeler, bu anlatilar
aracihgyla, hegemonik yapilar tarafindan reddedilen tarihi, hatiralary, fikirleri ve bakis
agilarini kabul eden ve bunlara deger veren mekanlar olarak goriilme imkani kazanur.
Miizemizde 2018 de yapilan How feminine is the city: Fiirth and its sister cities ($ehir ne kadar
disil: Fiirth ve kiz kardes sehirleri) adl son geici sergi de bu baglamda anlagilmalidir.
Bu sergi, kent tarihini ve bugiiniin giindelik hayatin1 kadin bakus agistyla aktariyor.

Sergide ele alinan bircok konudan biri de kentlerin toplumsal cinsiyet haritalamasiydu.
Bu yolla, kentin hafiza ve hatirlama pratiklerinde, kadinlarin konumunun bir gostergesi
olarak sokak adlarinin verilisi konusu tartisildi. Sergide, sokak adlarinin yapusi, kadin
isimleriyle adlandirilan sokaklarin mekansal konumu, isimlendirmenin hikayesi ve
kentin taninmis kadinlarinin biyografileri arastirildi ve sunuldu. Béylece, sadece kolektif
hafizada yer edenleri degil, unutulan ya da tarihten ve kentteki kadinlarin hayatindan
silinenleri de gézlemleyebiliyoruz. Calismamizda bu konular yaninda, kadinlarin
kamusal alandaki performanslar1 da arastirildi ve sergilendi. Béylece kent haritasina
toplumsal cinsiyete bagh iktidar olgusu da kaydedilmis oldu. Kadinlarla ilgili anitsal
miras, kadinlarin kamusal alanin olusumundaki etkileri (mesela hayirseverler olarak)
ve bunu yapma nedenleri de “kadin anitlar1” temasiyla haritada yer aldu.

1 Kiirator, Museum of Women’s Culture Regional-International, Fiirth, Bavyera eyaleti, Almanya
www.frauenindereinenwelt.de
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The Museum of Women’s Culture Regional-Inter-
national was founded in 2006 by Women in One World
Center for Intercultural Research of Women's Everyday
Life. The museum today brings together more than
twenty-five women with different native languages
from a mixture of professional and cultural back-
grounds. The work of the museum is based essential-
ly on the participation and support of its volunteer
members.

In 2018 we organized an exhibition entitled
How Feminine is the City? which embraced exhibits
covering 200 years of the independence of the city of
Firth'. The anniversary was the starting point for us
to consider the various aspects of the city’s develop-
ment through a gender perspective. The exhibition
placed an emphasis on the visibility, the presence
and the participation of women in the city’s life. The
research topics for the exhibition were illustrated by
examples from the city of Firth and its sister cities:

1 In1818, the King of Bavaria elevated the status of Fiirth to
that of a “First-Class City” (Free City) giving its citizens
the right to manage their own affairs. They were now able
to elect their own municipal leadership and chart their own
course.

Limoges (France), Marmaris (Turkey), Midoun (Tu-
nisia), Paisley (Scotland), and Xylokastro (Greece).

One of the aspects through which femininity in
urban space is observed is the presence in the city’s
memory of street names and public monuments ded-
icated to women. Why are street names so important
in an urban area? Their main purpose is orientation,
but undoubtedly, they also represent symbols that
form a part of the city identity. They contribute to the
concept of “reading the city” and reviewing the past
and current socio-economic-political development
of a milieu, as well as a broader social context. In mod-
ern countries the naming of streets never happens
spontaneously. It is associated with political ideology
and power aimed at creating an expedient political
awareness among the population. The development
of nation states and the strengthening of national
consciousness is ensured by bestowing public spaces
with symbols or names of people relevant to the na-
tion’s history, science and art. With such designations,
decisions are made both regarding who will be com-
memorated as well as where in the cultural landscape
certain memories will be placed.

Some elements of urban public space have
more value than others. For example, the length of



Museum Women's Culture Regional-International
(Bolgesel ve Uluslararasi Kadin Kiiltiirii Miizesi)
2006 yilinda Women of One World — Center for
Intercultural Research of Women's Everyday Life (Bir
Diinyanin Kadinlar1 — Kilttrleraras: Kadin Gunlik
Yagamini Aragtirma Merkezi) tarafindan kuruldu.
Miize, su anda farkl anadilleri konugan, farkli mes-
leklerden ve farkli kiiltiirel ge¢misleri olan 25 kadin
bir araya getiriyor. Miizenin isleyisi, temelde gonilli
tiyelerinin katilimi ve destekleri ile saglanmakta.

2018 yilinda, “Sehir ne kadar disil?” baghg:
altinda ve miizemizin bulundugu kentin 200 yillik
bagimsizlig1' cercevesindeki kutlamalar vesilesiyle bir
sergi diizenledik. Bu yildoniimii, kentin gelisiminin
farkli vechelerini toplumsal cinsiyet bakig agisindan
diisinmemiz igin bir baglangi¢ noktasi oldu. Sergi,
kadinlarin kent hayatindaki goriiniirliigiine, mevcu-
diyetine ve kente katilimina vurgu yapryordu. Sergi
i¢in yapilan aragtirmanin konulari, Fiirth ve Furth'in

1 1818 yilinda, Bavyera Krali, Fiirth'tin statiistini “Birinci Simf
Sehir”e (Ozgiir Sehir) yiikseltti ve sehrin vatandaglarina ge-
hirle ilgili meseleleri yonetme hakk: tanidi. Bu sayede, sehir
sakinlerine kendi yerel liderlerini se¢me ve kendi yollarini
cizme hakk: tanidi.

TIJANA JAKOVLJEVIC-SEVIC « KENT NASIL HATIRLAR? KENTIN TOPLUMSAL CINSIYET HARITALAMASINA DAIR BiR MUZE TARTI$SMASI

kiz kardes sehirleri olan Limoges (Fransa), Marmaris
(Tirkiye), Midoun (Tunus), Paisley (iskogya) ve
Ksilokastro (Yunanistan) ile 6rneklendi.

Kadinlarin, sokak adlarindaki ve kamusal anit-
lardaki mevcudiyetleri yoluyla kentin hafizasinda
edindikleri yer, kentsel alanin disilligini gozlemleye-
bildigimiz boyutlardan bir tanesi. Peki, sokak adlar1
neden bu kadar 6nemli? Sokak adlarinin temel amaci
kentsel alanda y6n belirlemek ama sokak adlari, siip-
hesiz ki, kentin kimliginin bir pargasini olusturan sem-
bolleri de temsil ediyorlar, “kenti okumak” kavramina
ve bu ortamin simdiki ve gegmisteki sosyo-ekonomik
ve siyasal gelismelerinin yan sira, genis bir toplumsal
baglami incelememize de katkida bulunuyorlar. Gi-
niimiiziin ilkelerinde, sokaklarin isimlendirilmesi
asla kendiliginden olmaz. Isimlendirme, halkta arzu
edilen siyasal farkindalig1 yaratmak amaci olan siyasal
ideoloji ve iktidarla iligkilidir. Ulus-devletlerin gelisi-
mi ve ulusal bilincin giiglenmesi; kamusal alanlarin
bu ulusun tarih, bilim ve sanatinin sembolleriyle veya
bu alanlardaki 6nemli kisilerinin adlarryla isimlendi-
rilmesini saglad. Bu tiir tammlamalarla, hem kimlerin
hatirlanacagina hem de belli anilarin kiiltirel ortamin
hangi alanlarina yerlestirilecegine karar veriliyor.
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© Frauen in der Einen Welt

the streets, their location, or the volume of traffic, all
reflect upon the reputation of the person whose name

they hold. Street names are a good source for “reading”

the official view of the local, cultural and historical
heritage as well as the place where ideologies, events
and the commemoration of people are expressed.
This is further enhanced by the gender reading of the
city which shows not only that the streets named for
men far outnumber those named for women, but also
indicates, by their proximity to the city center, the
place of those people in the city’s memory.

There are around 8so streets in Fiirth. Most
names are connected with nature, geography or
geological features such as Begonienstrasse, Berlin-
erstrasse, Marktplatz and so on. Gender-determined
names are present in 269 streets. Out of these, only
twenty-four are related to women. We had to dive
deep into research to identify every name and every
biography because these names are largely unknown
in the city. Some of these street names simply repre-
sent a name or a surname and this made researching
very difficult. Questions remained because we
couldn’t uncover every biography. Most names are
associated with members of royal or noble families.
Two women are connected with recent history and

Bell senkram—rase g

© Gaby Franger

two with the resistance movement against the Nazi
regime.

In the process of naming the streets it is also
important to consider renaming some of them. Most
of these cases arise from cleansing dissonant or
difficult history. Such a situation occurred in Fiirth
two years ago when the street named after Adolf
Schwammberger was renamed Bella Rosenkranz
Street. Schammberger was a director of the local
archive, a well-respected person in the local commu-
nity and the author of many books on local history.
Two years ago, in 2017, a local historian, Kamran
Salimi, discovered documents in Poland connecting
Schammberger with the deportation of members of
the Jewish community during the Nazi regime. City
officials decided to rename the street and after many
suggestions our museum provided the name of Bella
Rosenkranz, a Holocaust survivor and activist in the
Jewish community of Fiirth. Today, Bella Rosenkranz
is memorialized in her hometown’s toponomy.

The second element of the genderization of
urban spaces that the exhibition discusses is that of
public monuments and statues. Like the street names,
these also play a role in mapping and memorializing
space and represent a means through which the state
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© Gaby Franger

Kamusal alanin bazi unsurlarina digerlerinden
daha fazla deger atfediliyor; bu deger de, ismi verilen
kisinin itibarini yansitacak sekilde, mesela, caddelerin
uzunlugu, kent alaninda konumlandiklar1 yer ya da
buralardaki trafik yogunlugu gibi faktorlerle olgi-
liyor. Sokak adlari, yerel kiiltiirel ve tarihsel mirasin
resmi sunumunu gérmenin yani sira, insanlarin, ide-
olojilerin ve olaylarin gosterildigi mekan:1 “okumak”
i¢in de iyi bir kaynak. Bu inceleme, kentin toplumsal
cinsiyet bakis acisiyla okunmasiyla daha da gelistirile-
biliyor. Bu da bize, erkek isimleri verilmis sokaklarin
say1 olarak, kadin isimleri verilmis sokaklardan daha
fazla oldugunu gostermekle kalmiyor, ayni zamanda
bu sokaklarin sehir merkezine yakinligiyla birlikte, bu
kisilerin kentin hafizasindaki yerlerini de gosteriyor.

Firth'te yaklagik 850 sokak var. Bir¢ogunun
adlar1 dogayla, cografyayla ya da cografi 6zelliklerle
alakali: Mesela Begonienstrafle (Begonya Caddesi),
Berlinerstrafle (Berlin Caddesi), Marktplatz (Pazar
Meydant) gibi. Toplumsal cinsiyetle iligkili tanimla-
nan isimler 296 sokakta gériliyor. Bu sokaklardan
sadece 24 tanesi kadinlarla ilgili. Bu isimlerin ve
yasam hikayelerinin her birini kesfetmek i¢in yogun
bir aragtirma yapmak zorunda kaldik ¢iinkii isimler
sehirde ¢ogunlukla artik tanmnmiyor. Bu sokak adla-

Bella Rosenkranz: © Frauen in der Einen Welt

rindan bazilar1 yalnizca isim ya da soyisimden ibaret,
ki bu da aragtirmayi zorlagtiran bir bagka etken oldu.
Yagam hikéyelerinin tamamni ortaya ¢ikaramadig-
muz igin, bazi sorular yanitsiz kalds. Isimlerin pek cogu
hanedan tiyelerinin ya da asilzadelerin isimleriydi, iki
kadinin ismi yakin tarihle baglantiliydi ve iki kadin da
Nazilere kargi direnis hareketinden kimselerdi.
Sokaklarin isimlendirilme siirecinde, bu sokak-
larin yeniden isimlendirilmeleri konusunu incelemek
de 6nemli. Bahsettigim durumlarin pek ¢ogu tizerinde

tartigilan ya da zor bir dénemin tarihini “arindirmakla”

ilgili. Iki y1l 6nce Fiirth'te boyle bir durum yagand1. Ad
Adolf Schwammberger olan sokak, Bella Rosenkranz
olarak degistirildi. Schwammberger yerel arsivin
yoneticisi olmus, kentte ok saygi duyulan bir kisi ve
yerel tarih tizerine yazilmis bir¢ok kitabin da yazariyd.
Iki y1l énce, 2017'de Fiirth kentinde yasayan tarihgi
Kamran Salimi, Schwammberger’in Nazi yonetimiyle
ve Yahudi cemaati tyelerinin Polonya'daki toplama
kamplarina  gonderilmesiyle ilgili baglantilarin
gosteren belgeleri Polonya'da kegfetti. Kent yonetimi
sokagin ismini degistirmeye karar verdi. Bir ¢ok isim
onerisi yapildi. Sonunda, sokaga bizim miizemizin de
tercihi olan ve Holokost’tan hayatta kalmus, Yahudi

cemaatinin 6nemli aktivisti Bella Rosenkranz’in ismi
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HOW A CITY REMEMBERS. A MUSEUM DISCUSSION ON GENDER MAPPING OF A CITY « TIJANA JAKOVLJEVIC-SEVIC

We observed that heritage is not only a basis for sharing history
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and creating a positive identity, but it is also an instrument
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for discussing social conflict and unequal power relations.
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and other institutions of power create desired social
narratives. Monuments and statues in Fuerth repre-
sent feminine aspects in religion, mythology, folklore
and abstraction. For example, there are many statues
of angels, figures from Greek and Roman mythology
and characters from children’s folklore. Some of the
figures emphasize the body of the woman portrayed.
On the other hand, monuments representing men
are always connected to actual historical figures. In
the exhibition How Feminine is the City? we asked
where are the public monuments that commemorate
notable women from the past?

In this exhibition we faced the challenges of
new museology. Preparing the presentation we did
not assumed the role of moderators criticizing soci-
ety. We observed that heritage is not only a basis for
sharing history and creating a positive identity, but
it is also an instrument for discussing social conflict
and unequal power relations. We researched alterna-
tive narratives and instead of focusing on museum
objects, we created a place for discussion. Ultimately
our decisions resulted in an increase in the visibility
of women in our local community.



TIJANA JAKOVLJEVIC-SEVIC « KENT NASIL HATIRLAR? KENTIN TOPLUMSAL CINSIYET HARITALAMASINA DAIR BIR MUZE TARTI$MASI

Toplumsal mirasin yalnizca bir tarihi paylasmanin ve pozitif
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bir kimlik olusturmanin temeli olmadigini, ayni zamanda toplumsal ¢atisma
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ve esitsiz iktidar iliskilerini tartismak igin bir ara¢ da oldugunu gozlemledik.
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verildi. Bugiin, Bella Rosenkranz, kendi kentinin yer
adlari listesinde anilmakta.

Sergide kentsel alanin cinsiyetlendirilme bi-
¢imlerinin tartisildig ikinci konu da kamusal anitlar
ve heykeller. Sokak adlarina benzer bigimde, anitlar
ve heykeller de mekanin haritalamasinda ve bellege
yerlesmesinde rol oynuyorlar ¢iinkii bu anitlar ve
heykeller devletin ve diger iktidar sahibi kurumlarin
arzu ettikleri toplumsal anlatiy: ifade eden araglar
temsil ediyorlar. Furth'teki anit ve heykeller, kadin-
lar1 din, mitoloji, folklor ve soyutlama yonlerinden
temsil ediyor. Mesela, pek ¢cok melek heykelinin ya
da Yunan ve Roma mitolojisinden figiiriin yan sira,
cocuk masallarinda yer alan karakterler var. Bazi
heykellerde kadinlarin bedenleri 6ne ¢ikarilmis.

Ote yandan, erkekleri temsil eden anitlar her zaman
gercek tarihsel kigilerle baglantili. Biz de “Sehir ne
kadar disil?” sergisinde, ge¢misteki 6nemli kadinlar:
anitlagtiran anitlarin nerede oldugunu sorduk.

Bu sergide; yeni muzecilik anlayisindaki zorluk-
larin Gistesinden geldik. Toplumu elestiren bir sunucu
roliint tstlenmedik. Toplumsal mirasin yalmzca bir
tarihi paylagmanin ve pozitif bir kimlik olusturmanin
temeli olmadigini, ayn1 zamanda toplumsal ¢atigma
ve esitsiz iktidar iligkilerini tartigmak icin bir ara¢ da
oldugunu gézlemledik. Alternatif anlatilarin neler
oldugunu arastirdik ve miize nesnelerine odaklanmak
yerine, bir tartisma mekam olusturduk. Ve aldigimiz
kararlar, yerel toplulugumuzdaki kadinlarin gériinir-
ligiini arttirds.
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Migrant Women’s

Reminiscence Box in Frankfurt

Elif Cigdem Artan’

In 2014, based upon their socio-political activities in Frankfurt am Main,
the Bundesverband der Migrantinnen e.V.-GKB (Federal German Migrant
Women’s Association) was invited to the Bibliothek der Generationen (Library
of Generations). The Library is an artistic reminiscence project developed by
artist Sigrid Sigurdsson in 2005 and will be housed in the Historisches Museum
Frankfurt (Historical Museum Frankfurt) until 2105. The principal intention of
the participatory museum project is to archive the history of migrant women
by documenting their struggles through the years, achievements in the present
day and goals for the future.

Additionally, the project includes two participatory exhibitions: first, The
ABC of the Migrant Women Association: A Female Dictionary (Cologne, 2015;
Frankfurt, 2016; Istanbul, 2016; Berlin, 2017), an A to Z list of the visual and
textual interrogation of socially constructed words, objects, emotions, and even
colors; second, The World from a Female Perspective! (Berlin, 2017), exposing the
colorful, combative, and collaborative environment of migrant women through
photo albums and various artistic installations. This article discusses participatory
curatorial practices in the project and archival materials representing the
memories of Turkish migrant women currently living in Germany.

1 Coordinator and curator of the Federal German Migrant Women Association’s Bibliothek der Generationen
project in the Historical Museum Frankfurt



Goc¢men Kadinlarin
Frankfurt’taki Hafiza Kutusu

Elif Cigdem Artan'

2014 yilinda, Bundesverband der Migrantinnen eV.-GKB (Gégmen Kadinlar Birligi),
sosyal ve politik calismalar1 nedeniyle Bibliothek der Generationen'ne (Nesiller Kii-
tiiphanesi) davet edildi. Bir sanatsal hafiza projesi olan Nesiller Kiitiiphanesi, sanatc1
Sigrid Sigurdsson tarafindan 2005 yilinda gelistirildi ve 2105 yilina kadar Historisches
Museum Frankfurt (Frankfurt Tarih Miizesi) Nesiller Kiitiiphanesi'ne ev sahipligi
yapacak. Katilimci miize projesinin temel prensibi, go¢men kadinlarin tarihinin,
kadinlarin yillar boyu verdikleri miicadeleler, giiniimiizdeki kazanimlar: ve gelecekteki
hedefleri agilarindan belgelenmesidir.

Nesiller Kiitiiphanesi projesi iki katilimc sergi projesi igeriyor: Sergilerden ilki Gogmen
Kadinlar Birligi'nin ABCSsi: Disil Bir Sozliik. Bu sozliik, toplumsal inga edilmis kelimeleri,
nesneleri, duygular1 ve hatta renkleri hem metinsel hem de gorsel sorgulayarak A'dan
Z'ye listeliyor. Sergi Kéln (2015), Frankfurt (2016), Istanbul (2016) ve Berlin'de (2017)
gosterildi. Digil Perspektiften Diinya! isimli ikinci sergi (Berlin, 2017), fotograf albiimleri
ve gesitli sanatsal yerlestirmeler araciligiyla go¢men kadinlarin renkli, miicadeleci
ve isbirlikgi yapilarini irdeliyor. Yazi, Tiirkiye'den gelen ve Almanya'da ikamet eden
kadinlarin hafizasini temsil eden arsiv materyallerini ve projenin katilimei kiiratoryel
pratiklerini tartigtyor.

1 Almanya Go¢men Kadinlar Birligi'nin Frankfurt Tarih Mizesi'ndeki Bibliothek der Generationen
(Nesiller Kiitiiphanesi) projesinin koordinatérii ve kiiratdrii
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The Federal German Migrant Women’s Associ-
ation was founded in 2005 in Frankfurt am Main and
expanded to more than twenty cities in Germany. In
some regions they are organized under registered
associations and in other regions members and GKB
friends gather together as commissions or groups.
These women come from different geographical areas
in Turkey and represent diverse ethnic and religious
identities — Turkish, Kurdish, Sunni, Alevi and oth-
ers. More precisely, it is a heterogeneous group of
women. They participate in and organize demonstra-
tions, hand out flyers, work with other feminist and
leftist institutions and cooperate to further common
interests. In this manner the Library of Generations
project aims to archive migrant women’s memories
by providing an opportunity to tell their own stories
with their own voices.

The Library of Generations project was initiat-
ed by Hamburg based artist Sigrid Sigurdsson as an
artistic memory project at the Historical Museum
Frankfurt in 2005. The aim is to create a place to
collect and preserve individual and institutional
pasts around a series of themes, such as the city,
education, social movements, migration, and World
War II. The content purely belongs to the “authors”

who are basically individuals and institutions invited
by the curatorial team to the project as contributors.
The “authors” contribute by storing their materials
in a box or filling a notebook. The project exists as a
media kiosk where all digital materials are uploaded.
Moreover, the library is open to the public and muse-
um visitors can review the materials in the boxes or
read the notebooks. The project will be hosted until
2105 with the intention of being transgenerational.
Asitis a participatory museum project, feminist
pedagogy has been the essential approach since it
began. We kicked oft the project in June 2014 by or-
ganizing a workshop with the curator of the Library
of Generations, Dr. Angela Jannelli. After a series of
discussions, we listed the types of documentary ma-
terials to be stored in the library and, similarly, the ar-
chival materials produced after a series of workshops.
I never use Power Point in workshops. I feel it puts
a distance between the participants and myself. As a
curator of a participatory museum project, my main
goal was to clarify that I didn’t have any authority.
Therefore, I explained several times that while I was
coordinating the project and curating the boxes, they
had the final say to decide how the project would end
up. Hence, I prepared “worksheets” with the intention
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Gog¢men Kadinlar Birligi 2005 yilinda Frank-
furt am Main'da kurulduktan sonra Almanya’nin
20'den fazla kentine yayildi. Bazi bolgelerde kayith
dernekler, bazi yerlerde ise komisyonlar ya da
gruplar halinde tyeler veya GKB dostlar1 olarak
bulusuluyor. Bu gruplarda Tiirkiye'nin farkli cograf-
yalarindan gelen kadinlar, Tirk, Kiirt, Stinni, Alevi
gibi etnik ve dini kimlikleriyle heterojen bir grup
olarak cesitlilik gosteriyor. Gruplar eylemlere katili-
yor ya da kendileri eylemler diizenliyorlar, brosirler
dagitiyorlar, diger feminist ve sol kurumlarla yakin
iligkiler yuritiiyorlar ve ortak miicade i¢in isbirligi
yapryorlar. Nesiller Kiitiiphanesi projesi, iste tam da
bu baglamda, kadinlarin kendi sesleriyle kendi hika-
yelerini anlatmalar1 i¢in imké4n sunarak, gé¢men
kadinlarin hafizasini argivlemeyi amacliyor.

Nesiller Kitiiphanesi, Hamburg'da yasayan sa-
natgi Sigrid Sigurdsson tarafindan sanatsal bir hafiza
projesi olarak 2005 yilinda Frankfurt Tarih Miizesi
biinyesinde kuruldu. Projenin amaci, bireysel ve
kurumsal ge¢mislerin kent, egitim, sosyal hareketler,
gd¢ ve Ikinci Diinya Savag: gibi belli temalar etra-
finda toplanmasidir. Caligmanin igerigi tamamen
“yazarlara” yani kiiratoryel ekip tarafindan katilimei
olarak projeye davet edilen bireylere ya da kurum-

lara ait olan bu projeye, yazarlar malzemelerini bir
kutuya yerlestirerek ya da bir defter doldurarak
katilim sagliyorlar. Kiitiiphanede tiim dijital malze-
melerin yiiklendigi bir medya kosesi de bulunuyor.
Ayrica kiitiphane kamuya agik. Boylece miize ziya-
retcileri kutulardaki malzemeleri inceleyebiliyor ya
da defterleri okuyabiliyor. Frankfurt Tarih Miizesi,
nesillerarasi bir miize olma amaciyla, bu projeye
2105 yilina kadar ev sahipligi yapacak.

Katihmar bir miize projesi olmast sebebiyle,
feminist pedagoji bagindan itibaren bu ¢alismanin te-
mel yaklagimi oldu. Haziran 2014’te, Nesiller Kiitiip-
hanesi kiiratorii Dr. Angela Janellinin de katihmiyla
diizenledigimiz atdlye calismasiyla projeyi baslattik
ve bir seri tartigmanin ardindan Kitiiphane'de muha-
faza etmek istedigimiz belgelerin tiirlerini listeledik.
Arsiv malzemeleri de ayni sekilde bir seri atolye
caligmasinin ardindan tretildi. Katilimcilarla arama
mesafe koyacakmis gibi hissettigim i¢in atélye calig-
malarinda hi¢bir zaman Power Point kullanmadim.
Cunki bir katihmcer miize projesi kiratorii olarak,
en temelde, benim higbir otoritemin bulunmadigin
ifade etmek istiyordum. Bu sebeple, proje yiiriitme
konusunda ve kutunun igeriginin hazirlanmasina
dair kiiratoryel bilgimin oldugunu ama projenin nasil
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of starting a discussion and assisting them to achieve
a final decision. They filled in the “worksheets” and
reviewed them at home. More specifically, the work-

sheets were hand-written, including some drawings
to engage their attention and some empty spaces in
which they could take notes during the workshops.
This strategy worked very well. In a few weeks, the
women, when they arrived, started to ask “What do
you have for us today?” I am also fortunate that we
became friends after a while.

Moreover, we started our workshops with the
short story project. The workshops were organized
generally in two parts. In the first part I introduced
essentials of writing in a more theoretical way by
providing some definitions in the worksheets. What
is a character in a story? Who is going to narrate the
story? What does it mean to describe the environ-
ment in which that story takes place? In the second
part, women were writing. They were given some
themes to write about. It was sometimes an object
or a photo. We also recorded all our discussions and
documented our own work on a project blog. In the
last quarter of the workshop the women read their
texts aloud and we chose one of them to be posted on
the blog. Additionally, each group had a responsible

‘Go¢men Kadinlar Birliginin ABCsi: Disil Bir Sozlik),
“Disil Perspektiften Diinya!” katilimei sergisi, IG Metall-
Haus Berlin, 2017

‘ABC of Migrant Women’s Association: A Female
Dictionary’, in “The World from a Female Perspective”
participatory exhibition, IG Metall-Haus Berlin, 2017

© Artan

person and sometimes her job was writing a report
on the workshop which we posted on the blog. The
project blog can be found at www.migrantinnen.net.
In the course of the workshops the number
of participants decreased for several reasons. Most
importantly, we had an intensive working plan and
some of the women’s working schedules couldn’t
fit into the program. Out of 20-25 workshop par-
ticipants at the beginning we ended up with eight
women who contributed to the book. Each of them
selected their own subject. Surprisingly, we didn’t
have any identical themes. After the women started
to write their texts, we changed our workshop struc-
ture and focussed only on written materials. At the
workshops each woman read her text aloud, and the
others criticized unclear points, political incorrect-
ness and gender issues. Sometimes a personal story
narrated in a text unlocked another woman’s mem-
ory box and she started to tell her story. Eventually
texts were developed in a collective working style.
The direction of the workshops was not strictly de-
termined. I didn’t interrupt unless things got out of
context. Sometimes I also told stories from my past.
It demolished the boundaries between us in regard
to authority. Naturally some women expressed hes-
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Ben de kendi gegmisimden hikdyeler anlatiyordum. Bu anlatilar otorite
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agisindan aramizdaki simirlary kaldiriyordu. Siiphesiz, kadinlarda her zaman
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bir tereddiit vardi. Ornegin, siklikla benzer soruyla karsilasiyordum: Dogru

yapiyor muyum? Benim yanitim belliydi: Tabii ki dogru. Istedigin gibi ifade

et kendini. Bu odada bu dogru, bu yanls gibi sinirlar yok.
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sonuglanacagina dair son karar1 onlarin verecegini
grup calismalarinda her firsatta agikladim.

Atolye caligmalarinda tartigma baglatmak ama-
cryla “calisma kagitlar” hazirhyordum ve son karari
verebilmeleri icin sorularla onlar1 destekliyordum.
Atolye caligmalarinda notlariyla doldurduklar: ¢alis-
ma kagitlarini evde yeniden inceliyorlardi. Calisma
kagitlari el yazisiyla, dikkatlerini ¢ekebilmek amacy-
la birkag ¢izimle ve not alabilmeleri i¢in bogluklar bi-
rakilarak hazirlaniyordu. Bu yontem oldukga faydali
oldu. Birkag hafta sonra kadinlar atélye ¢alismasina
geldiklerinde, “Bize ne hazirladin?” diye sormaya
bagladilar. Sansliydim, bir siire sonra arkadas olduk.

Bu caligmalara ek olarak atélye caligmalarimiza
kisa hikéyeler kitab1 projesiyle bagladik. Genelde iki
bélimden olusan atélye ¢alismalarinin ilk bélimiin-
de, yazmaya dair daha teorik bilgileri ¢aligma kagt-
larinda yer alan bazi tanimlamalarla acikliyordum:
Hikéayede karakter nedir? Hikaye kimin dilinden
anlatilacak? Hikéyenin gectigi cevreyi betimlemenin
anlami nedir? Ikinci boliimde, kadinlar, verilen belli
temalar cercevesinde kisa metinler yaziyorlardi. Bu
bazen bir nesne bazen de bir fotograf oluyordu. Bi-
tin tartigmalarimizi kaydediyor ve ¢aligmalarimizi
proje blogunda belgeliyorduk. Atélye calismasinin

son ¢eyreginde kadinlar yazdiklar1 metinleri yiiksek
sesle okuyorlardi ve proje blogunda yayilamak tizere
bir metin seciyorduk. Her projenin bir de sorumlusu
vard1 ve bazen proje sorumlular: at6lye ¢aligmalarina
dair kisa raporlar yaziyordu. Bu raporlari da blogda
yayinliyorduk. Proje bloguna www.migrantinnen.net
adresinden ulagilabilir.

Atolye caligmalar1 boyunca, farkli sebeplerle
katilimcr sayisinda azalmalar yasandi. En 6nemlisi,
oldukg¢a yogun bir ¢calisma programimiz vardi ve bazi
kadinlarin ¢calhiyma programina uymadi. 2025 atélye
katilmecisinin ardindan kitaba 8 kadin katkida bulun-
du. Her biri kendi konularini kendi segti. Sagirtic1 bir
sekilde, bu konular benzer temalar olmadi. Kadinlar
metinlerini yazmaya bagladiktan sonra atolye calig-
malarmmizin yapisim degistirdik ve dogrudan yazili
malzemelere odaklandik. Atolye ¢alismalarinda, her
kadin yazdig1 metni ytiksek sesle okuyordu ve diger-
leri de anlagilmayan yerlerin, politik yanlslarin ve
toplumsal cinsiyet meselelerinin altini ¢izerek elesti-
riyorlardi. Bazen metinde anlatilan kisisel bir hikaye
bagka bir kadinin hafiza kutusunun kilidini a¢iyordu
ve kendi hikayesini anlatmaya bagliyordu. Boylelikle
metinler kolektif ¢caligma sonucunda olustu. Atdlye
calismalarinin yapisi kesin ¢izgilerle belirlenmemisti.
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I also told stories from my past. It was again demolishing the boundaries
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between them and me regarding authority. Naturally, there were some
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hesitations on the part of the women. For instance, so many times
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I faced the question: “Am I doing it right?” My answer was clear:

© © 0 © 0 00 0000000000000 000000 0000000000000 0000000000000 00000000 O

“Yeah, sure. Do it. Express yourself. There are no restrictions
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in this room as to what is okay and what isn’t.”
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itations. For instance, many times I was asked “Am I
doing it right?” My answer was clear: “Yeah, sure. Do
it. Express yourself. There are no restrictions in this
room as to what is okay and what isn’t.”

Additionally, as part of the reminiscence box,
we organized two participatory exhibition projects.
Firstly, “ABC of Migrant Women’s Association: A
Female Dictionary”, which was organized for the
10" anniversary fair of the association celebrated in
2015 in Cologne. Using the method of participatory
exhibition curatorship, we first held a workshop in
Frankfurt am Main, and 15 to 20 women from nearby
cities joined. I asked them to fill out a form, which
was basically alist of the letters existing in the Turkish
alphabet. They wrote down the words, which came
to their mind first, starting with each letter. The same
worksheet was also sent to all regions, and in the
end, we managed to establish a word pool of more
than 100 proposals. For preparing the dictionary we
also established an exhibition advisory board. We
discussed the proposed words relating them to the
Association’s activity areas, and eventually, selected
29 words as the titles of the dictionary entries (cor-
responding to the 29 letters in the Turkish alphabet),
which were distributed to 11 contributor regions.

Among all letters, there is one specific case
that presents some hints from our participatory
curatorship experiences in the project: G (G-Breve).
In Turkish, there is no word starting with this letter.
When the women were filling out the worksheet in
our first workshop, their first reaction to this situation
was “Shall we remove it?” I was against this shortcut. I
asked them to think about some alternative narratives:
“What does G mean to you in the context of your
struggles?” Then a woman came up with the idea of
a jigsaw puzzle and suggested to leave a piece of the
puzzle blank and write “When you are not here, one
of us is missing.” There may be no word starting with
the letter G, but it is a letter which is used very often in
Turkish. Thus, the matter was settled.

The exhibition traveled to Frankfurt (2016),
Istanbul (2016) and Berlin (2017). Then we received
an invitation from the IG-Metall trade union based in
Berlin, Kreuzberg. Itled us to our second participatory
exhibition project The World from a Female Perspective!”
Again, this was a project where all decisions were taken
after long hours of discussions. After I presented the
draft of the exhibition concept, we collectively devel-
oped the whole idea including the exhibition name,
poster image, materials selection, and space design.
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Baglamindan kopmayincaya kadar akisa
miidahale etmiyordum. Bazen ben de
kendi gegmisimden hikéyeler anlatryor-
dum. Bu anlatilar otorite agisindan ara-
muzdaki sinirlar kaldirtyordu. Siiphesiz,
kadinlarda her zaman bir tereddiit vardi.
Ornegin, siklikla benzer soruyla kargi-
lagiyordum: Dogru yapiyor muyum?
Benim yanitim belliydi: Tabii ki dogru.
Istedigin gibi ifade et kendini. Bu odada
bu dogru, bu yanhs gibi sinirlar yok.
Hafiza kutusunun pargast olarak,
ayrica, iki katilimcr sergi projesi di-
zenledik. Ilk sergi 2015 yilinda Koln'de,
GKB'nin 10. yil senligi i¢in hazirladi-
gimiz Gogmen Kadinlar Birliginin
ABC’si: Disil Bir Sozlik caligmastydi.
Katihmar sergi kiiratorligii uygulayarak,
once, Frankfurt am Main'da, ozellikle
civardaki kentlerden 15-20 kadinin ka-
tildig1 bir atolye galigmasi yaptik. Tiirk-
ce alfabede yer alan harflerin listesinin
oldugu bir formu doldurmalarin: rica
ettim. Her harf i¢in akillarina ilk gelen
kelimeleri yazdilar. Ayni ¢alisma kagids
biitiin bolgelere gonderildi ve sonunda
100'den fazla 6nerinin yer aldig: bir keli-
me havuzu olusturduk. Sozliigi hazirla-
mak i¢in bir de danigma kurulu kurduk.
Her oneriyi GKB'nin caligma alanlar:
cercevesinde degerlendirip, belirlenen
29 kelimeyi 11 katihmec1 bolgeye dagittik.
Bitiin harfler arasinda katiima
sergi kiiratorligi pratigimizi gosteren
belirgin bir érnek var: “G” harfi. Tiirk-
¢e'de G'yle baglayan hicbir kelime
bulunmuyor. Ilk atdlye ¢alismasinda
kadinlar ¢alisma ké4gidini doldururken
verdikleri ilk tepki: “Bunu ¢ikartalim

b

G

YUMUSAK G / G-BREVE

yumusak G sadece alfabetik sirada belirginlegiyor, & appears in the alphabetic list of letters but then it

sonra yok sayryoruz DiLIMIZDE...
Onunla baglayan

highir DUYGLIMUZ,

highir DUGUMCEMIZ,

higbir ESYAMIZ

YOK.

Biliyoruz,

kadinz yok sayiliyoruz.

Oysa kadiniz, VARIZ,

COGALIVORUZ.

is disregarded in our LANGUAGE...
There is no any word starting with it;
we don't have any FEELING,

we don't have any THOUGHT,

we don't have any BELONGING

ANY

starting with &,

We know,

we ara women, we are disregardad.
However, we are women, we do EXIST,

WE PROLIFERATE.

NURNBERG

© Artan

Yazboz “Sen yoksan bir eksigiz’,
Go6¢men Kadinlar Birligi'nin ABCsi: Disil Bir Sozlitk

Jigsaw puzzle “If you are not here, one of us is missing’,
g p Y ) g

ABC of Migrant Women’s Association: A Female Dictionary
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MIGRANT WOMEN’S REMINISCENCE BOX IN FRANKFURT « ELIF CiGDEM ARTAN

We also installed the exhibition together. My role as
a participatory curator was to keep the train on the

tracks in terms of reminding everyone of the priorities,
clarifying the needs, and dispelling the panic in the air.

The reminiscence box of migrant women in
Frankfurt approaches museology and curatorship
from the perspective of feminist pedagogy. By follow-
ing the participatory project essentials, the women of
the Federal German Migrant Women’s Association
hold the right to be the narrators of their own stories
in their own words. Archival materials stored in the
reminiscence box are basically instruments to enable

‘Sandik’, “Disil Perspektiften Diinya!” katilimci
sergisi, IG Metall-Haus Berlin, 2017

‘Chest’, in “The World from a Female Perspective”
participatory exhibition, IG Metall-Haus Berlin, 2017

© Artan

women to use their own voices. They include a short
story book, documentation of activities for one year,
a choir recording CD, a short-documentary film, a
booklet on choir singing, a ten-year anniversary book,
and a friendship book. Naturally, a generous selec-
tion of their posters, flyers, press releases, campaign
materials, and especially the periodical publication
Kadin (Woman) will also be stored as they represent
the migrant women’s memory in Germany. Ultimate-
ly (her)stories will include accounts of struggles
throughout the years, achievements in the present
day and goals for the future.



ELIF CIGDEM ARTAN « GOCMEN KADINLARIN FRANKFURT’TAKI HAFIZA KUTUSU

m12” oldu. Kestirmeden gitmek istemedim. Onlardan
baz1 alternatif anlati yollarini diisiinmelerini istedim:
Galigmalariniz baglaminda G sizin icin ne ifade edi-
yor? Sorusunu sordum. Daha sonra gruptan bir kadin
yapboz fikriyle geldi ve bir pargasimi eksik birakip
“Sen yoksan bir eksigiz” yazmay1 6nerdi. G'yle basla-
yan herhangi bir kelime olmayabilirdi ama Tirk¢e'de
siklikla kullanilan bir harf, béylece tanimlanmis oldu.

Sergi, Frankfurt (2016), Istanbul (2016) ve
Berlinde (2017) gosterildikten sonra Berlinden,
IG-Metall Sendikasi Kreuzberg subesinden de bir da-
vet aldik. Bu davet, bizi ikinci sergi projemize baglatt1:
Disil Perspektiften Diinya! Bu caligma, kararlarin
yine uzun saatler siiren tartismalar sonucunda alin-
dig1 katihmear bir sergi projesiydi. Sergi konseptinin
ilk taslagini hazirlamamdan sonra sergi ismi, poster
gorseli, materyal se¢imi ve mekédn tasarimi gibi ser-
giye dair biitiin fikirleri kolektif bir sekilde gelistirdik.
Katilimer sergi projesi kiiratorii olarak benim rolim
treni rayda tutmakti: Yani oncelikleri hatirlatmak,
ihtiyaglar1 belirlemek ve her an olugabilecek panik
duygusunu dagitmak.

Sonu¢ olarak, Go¢men Kadinlarin Frank-
furt’taki Hafiza Kutusu projesi, mizecilik ve
kiiratorliige feminist pedagoji agisindan yaklasiyor.
Katilimer proje prensipleri gercevesinde Gogmen
Kadinlar Birligi, kendi hikéayelerinin kendi kelime-
leriyle anlaticis1 olma hakkini elinde tutuyor. Hafiza
kutusundaki arsiv malzemeleri, kadinlarin kendi
seslerini kullanabilecekleri birer vasita. Bu malze-
meler kisa bir hikéye kitabiny, bir yillik etkinliklerin
belgelerini, koro galismalarin1 belgeleyen bir CD
ile birlikte, bu koro hakkindaki bir belgesel filmi ve
kitap¢igini ve bunlarin yaninda bir 10. yil kitabim
ve bir “arkadas kitabi” da igeriyor. Dogal olarak,
posterler, brosiirler, basin biiltenleri, etkinlik mal-
zemeleri ve diizenli araliklarla ¢ikardiklar1 “Kadin”
dergisinden olusan zengin bir secki de, gé¢men
kadinlarin Almanya'daki hafizalarinin temsil edici
nesneleri olarak hafiza kutusunda saklanacak. Ciin-
kit gogmen kadinlarin tarihi; bu kadinlarin yillar
boyunca verdikleri miicadelelerden, giiniimiizdeki
kazanimlarindan ve onlarin gelecek i¢in hedeflerin-
den olusuyor.
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Lost Voices

Zeyneb Yas'

1

One of the most ancient peoples of the Middle East, the Kurds, has survived
without a state, without a written record, and without a permanent home to
settle in. In our culture everything is transmitted through voice, words and the
harmony of the rhythm. Among us, women wake up before sunrise, because it is
women who bring the dawn itself. For us, the (spoken or sung) word is essential;
everybody builds and makes sense of their own word, memory and past. We
lament our dead and dance the halay to the tune of the lament. The history of
our struggle with plunderers and usurpers is passed on orally from generation
to generation, through song, ballad and saga. Our history is essentially based
on human remembrance, especially that of women.

Researcher in the field of Kurdish culture and music



Kayip Sesler

Zeyneb Yas'

Ortadogu’nun en kadim halklarindan olan Kiirtler, devletsiz, yazisiz, kayitsiz ve kapisiz
giiniimiize kadar gelebilmis tek halk. Bizde her sey sézle, sesle, ritmin ahengiyle aktarilr.
Bizde kadinlar giinesin dogumundan 6nce kalkar, ¢tinkii kadinlar giinesi dogurur.
Bizde s6z esastur, herkes kendi soziini, hafizasini, ge¢misini bityttiir, anlamlandirir.
Bizde 6len igin yakilan bir agitla halay gekilir. Talanciyla miicadelenin tarihi; sarkilar,
tirkiiler ve destanlarla kusaktan kusaga s6zlii aktarilir. Bizde esas alinan hafiza unsuru
insandir, en ¢ok da kadindir.

1 Kirt killtiri ve miizigi aragtirmacisi
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Men go to war and die... But women wait,
women rebuild and recreate, women pass on. In our
culture women are the main source for conveying
experiences of the past to younger generations. They
are the memory and the archive of society. I carried
out my first field work on women and memory in
2003 with my project titled “Women’s Role in Kurd-
ish Culture” under the Cultural Studies Program at
the University of Bergen in Norway. My study came
at a period in which women were rendered invisible,
marginalized, and “honour killings” were portrayed
as a matter of culture. I conducted interviews with
more than 100 women over the age of so. Contrary
to the way which official ideologies and orientalist
texts depict them, all the women I met were quite
powerful, talented, brave and amazing. They were
all women who had carried the past along with them,
reinterpreted it, served as its memory. In Kurdish
culture, artists who take on the task of collecting
and conveying culture, history, past and memory
are called Dengbéj — Masters of the Word, and it is
women who are the main source of this Dengbéj
practice. The Saga of the Basket-Seller (Zembilfiros),
for instance, which I recorded from these women, is
the story of the love and courage of the wife of a Mir/

Bey (ie. Lord) recounted by dengbéj for thousands
of years among the people, during diwans (councils/
gatherings) of sheikhs, aghas and the public. The
woman, Kadimhas, the main hero of the story, did
not end up as the victim of an honour killing. On
the contrary, her love and courage became a legend,
the topic of songs and folk tales. Seeing Kurdish
women in this light also illuminated my future work
in women’s studies. Upon encountering this saga and
with an understanding of the vital role of gendered
readings in rendering women more visible, I decided
to seek out these brave women lost to us, for I wished
to write about them in their own forbidden tongue.

I decided to move from Istanbul to Diyarbakar
in 2003. In 2005, I began working on Ayse San, one of
the most widely-acclaimed dengbéj and vocal artists
of Kurdish music. Everybody knew Ayse San as the
beautiful woman with an exceptional voice. Back in
her day, there would be a vinyl record of hers in every
Kurdish home that had a gramophone, even though
it was outlawed. Yet when I started researching and
compiling the work of this artist who had hundreds
of songs and had produced dozens of records
and cassettes, I found only a very brief, half-page
biographical note and copy records of up to 30 of



Erkekler savasa gider, 6liir... Ama kadin bekler,
kadin yeniden yaratir, kadin aktarir. Bizde kadinlar
gegmisi, yasamilanlar1 yeni nesillere aktaran kaynak
kisiler, toplumun bellegi ve arsiv gorevini goriir-
ler. 2003 yilinda Norveg'teki Bergen Universitesi
Kiltiirel Aragtirmalar Bolimi i¢in “Kadimin Kiirt
Kilttrtindeki Roli” konulu projemle kadin ve hafiza
tizerine ilk alan ¢aliymami gergeklestirdim. Caligmam,
kadinin gériinmeyen, 6telenmis ve tam da ¢aligma
yaptigim siiregte daha ¢ok namus cinayetlerini bir
kiltir olarak iddia eden bir doneme denk geldi. so
yas tizeri 100'den fazla kadinla gériisme yaptim. Tani-
digim bitiin kadinlar resmi ideolojiler ve oryantalist
yazili kaynaklarin aksine; giiclii, yetenekli, cesur ve
olaganiistii kadinlardi. Her biri ge¢misi kendisiyle ta-
simus, yeniden yorumlamig muhtesem hafizaya sahip
kadinlard:. Kiirt kultarande, kilttird, tarihi, gecmisi
ve hafizay1 kendinde toplayan ve onu aktarim gére-
vini tstlenen sanatgilara dengbéj/séziin piri denilir
ki, bu dengbéjligin ana kaynagi da kadinlardir. Bu
kadinlardan derledigim, bir beyin (mir) esinin agkt
ve cesaretini konu alan Zembilfiros (Sepet Saticisi)
destany, binlerce yil halk arasinda, seyh, aga ve halk
divanlarinda dengbéjler tarafindan dillendirilmisti ve
destanin bagroliindeki Kadimhas (Giil Hatun) adl

ZEYNEB YAS§ « KAYIP SESLER

kadin, namus cinayetine kurban gitmemisti. Tersine;
agky, cesareti dillere destan, sarki, tirkii olmusgtu.
Kiirt kadinini buradan gérmem, gelecekte yapacagim
kadin ¢alismalarima da 151k oldu. Bu destanla tanig-
tiktan sonra; kadin okumalarinin, kadin1 daha gori-
niir kildiginin bilinciyle, bu cesur ve kayip kadinlarin
pesine disiip onlar1 kendi yasakli dillerinde yazmak
istedim.

2003 yilinda Istanbul'dan Diyarbakir’a taginma-
ya karar verdim. 2005’te Kiirt miiziginin en taninmig
dengbéj ve ses sanatcilarindan Ayse San hakkinda
calismaya bagladim. Ayse San't herkes 6zel sesli, giizel
bir kadin olarak tanimaktaydi. Zamaninda gramofo-
nu olan hemen hemen her Kiirt'iin evinde, yasakl
oldugu halde, bir plag: bulunurdu. Ancak yiizlerce
eseri olan ve onlarca plak ve kaset doldurmus olan bu
sanatgiy1 aragtirmaya ve derlemeye bagladigimda, ha-
yatina dair sadece yarim sayfalik kisacik bir biyografik
bilgi ve 30’a yakin taninmusg eserinin kopya kayitlariise
ancak degerli folklor aragtirmacisi arkadagim Hilmi
Akyol'un derledikleri kadariyla vardi. Bu ¢aligmam
araliksiz ti¢ yil sirdi. Kirtce, Tirkiye'de uzun bir
stire yasakli bir dildi ve Ayse San Kiirtce miizik séy-
ledigi igin eserlerine ulasmak mimkiin olamryordu.
Yasakli Kiirt miizigi 1939 yilindan itibaren Irak’taki

9S



96

LOST VOICES « ZEYNEB YAS

I wish that sounds, rhythms, languages above all, and women’s voices
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will never be lost. They are what unites us in feeling; they are what makes
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boundaries disappear; they are our common heritage that makes us exist.
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her well-known pieces collected and preserved by
dear Hilmi Akyol, a folklore researcher and friend
of mine. I worked for three years non-stop. A ban on
the Kurdish language had been in effect in Turkey
for a very long while, and since Ayse San sang in
Kurdish it was impossible to get a hold of her work.
It had been through the Baghdad Radio in Iraq and
Yerevan Radio in Armenia that listeners had listened
to this outlawed Kurdish music from 1939 onwards.
Therefore, everyone I asked about Ayse San during
my research pointed me to Iraq.

As of 2005, I continued my study in Southern
Kurdistan/Iraq. I tried to reach Ayse San’s biograph-
ical records and her work in Turkey, Iraq, Syria
and Europe. I wrote and re-wrote the collection of
her life story and work 17 times. The book Ez Eyse
San’im ('m Eyse San) and collection comprising 150
of her songs in 12 CD’s Yadgari Eyse San, Memorable
Songs was published by the Kurdish Heritage Insti-
tute in Sulaymaniyah in the Autonomous Region
of South Kurdistan in Irak in 2007. After such an
entire compilation on this female artist had finally
been brought together, it became apparent that
Ayse San was not only a beautiful woman with an
exceptional voice. She would go down in history as

a woman who had refused polygamy in the 1950s, at
a time, when women were seen as the honour and
safeguard of feudalism; she would also go down
in history as one seeking to express herself in her
art, singing her folk songs on the Antep Radio in
1958, recording in the banned Kurdish language
for the very first time in Turkey in 1963, and as a
steadfast and trailblazing woman artist who would
not leave the stage without singing her song even
after being stabbed on stage. After this study on
Ayse San, I was finally able to discover an archive
and access more reliable information on the artist.
In 2008, the Diyarbakir Metropolitan Municipality
named one of the important parks in the city after
her, thus honouring Ayse San, and started holding
memorial events every year on December 187
which marks the anniversary of her death. It also
founded a women’s choir that would perform her
songs and it published a book on the artist. After I
started working for the Diyarbakir City Museum
and Memory Center, I focused on building a more
specialised archive and a collection for Ayse $an to
be exhibited in the museum, but unfortunately as
the war escalated in the region in 2015, events and
activities were brought to a standstill, and I was left
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Sesler, ritimler, diller, hele ki, kadinlarin sesi kaybolmasin.
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Onlardur bizi ortak duyguda bulusturan, sinirlari kaldiran,
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bizi var eden ortak mirasimiz.
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Bagdat Radyosu ve Ermenistan'daki Erivan Radyosu
vasitasiyla dinlenebiliyordu. Dolayisiyla arastirma
yaptigimda sordugum herkes, Ayse $an igin Irak’t
gosteriyordu.

2005 yilindan itibaren Giiney Kirdistan/
Irak’ta caligmanu sirdirdim. Turkiye, Irak, Suriye ve
Avrupa'dan hayat hikayesi ve eserlerinin kayitlarina
ulagmaya ¢aligtim. Hayat hikayesi ve eserlerinin yer
aldig1 koleksiyon caligmamui 17 kez yeniden yazarak
ancak kitaplastirabildim. Ez Eyse San im adhi bu
kitap ve 12 CD’de yer alan 150 eseri Yadgari Eyse San —
Memorable Songs adiyla, 2007 yilinda Irak'in Ozerk
Bolgesi Giiney Kiirdistan'n Stileymaniye kentindeki
Kiirt Kilttir Mirasi Enstitiisti tarafindan yayimlandi.

Bir kadin sanatciya dair bu caligmanin hepsi
yanyana geldikten sonra, gériilen o oldu ki Ayse San
sadece sesi 6zel ve giizel bir kadin degildi. Ayse $an,
ayni zamanda 1950’li yillarda feodalizmin namusu ve
teminati olarak kadinlarin gésterildikleri bir siiregte,
kumalig1 reddeden, sanatiyla kendini ifade etmeyi
hedefleyen, 1958'de Antep Radyosunda tiirkiilerini
soyleyen, 1963'te Tirkiyede yasakli Kirt dilinin
miizigini ilk defa plaklara kayit eden, sahnede bigak-
landig: halde tiirkiisiinii okumadan inmeyen, kararli
ve 6nci bir kadin sanatci olarak tarihte yerini almigti.

Sanatgrya dair yaptigim bu ¢alismadan sonra
Ayse Sana dair bir arsive ve daha saglikli bilgilere
ulagtim. Diyarbakir Biiytiksehir Belediyesi, 2008
yilinda Ayse San anisina kentin en gorkemli parkla-
rindan birisine onun adini verip, her yil 18 Aralik’taki
olum yildonimiinde Ayse San1 anma etkinlikleri
diizenledi. Eserlerini okuyan kadinlardan bir koro
olusturuldu ve sanat¢inin adina bir kitap ¢aligmast
basildi. Ben Diyarbakir Kent Miizesi ve Hafiza Mer-
kezinde ¢aligmaya bagladiktan sonra, Ayse Sana dair
daha 6zel bir argiv olugturdum ve bu argivin miizede
teshir edilmesi i¢in kapsamli bir ¢aligma yirittim.
Ancakne yazik ki 2015 y1linda savas siirecinin bolgede
agirlasmaya baglamasiyla, bu etkinliklere ve ¢aligma-
lara son verildi. Miize i¢in yapmis oldugum caligma
da sergilenemeden elimde kald1.

Ayse San’la ilgili calismami yaparken, bu
kadar bilinen ve taninmis bir kadin, bir sanat¢i bu
kadar kayitsiz ve kayipsa, diger kadin sanatgilar
hakkindaki bilgilere nasil ulagabilirdim ki... Bu
soruyu aklima bile getirmeden, kayip seslerin ve
hikédyelerin pesine distim. 1920’lerden itibaren,
radyolardan sesleri yiikselen, plaklarda kayitlar:
olan ve ancak c¢ok eski kayit ise arada bir Elmas El
Kurdiye, Mayram Han, Nesrin $ervan gibi duyulan
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with the work I carried out for the museum, unable
to have it displayed.

Doing this research on Ayse San, I could not
help but wonder how it would be possible to find any
information on other singers when an artist as well-
known and famous as she was could be forgotten to
such a degree. Without considering this last thought
I set out in quest of lost voices and stories. From the
19208 onwards, there were other women whose voices
emanated from radios and featured in records as well.
Only on very old records did we find names such as
Elmas El Kurdiye, Mayram Han, Nesrin Servan, and
only then did we realise that voices of other women
had been recorded as well.

In 2006, I met Giilbahar Amedi in Southern
Kurdistan/Iraq. She was the first Kurdish woman
to perform in the theatre and cinema, and she had
worked as a vocal artist on Baghdad Radio for 23
years. She was 78 at the time. She had known many an
artist who had passed through Baghdad. At the time,
as Kurdish was banned after 1920, there were plenty
of dengbéj and artists fleeing from Turkey who would
set out for Baghdad, Aleppo and Cairo, working with
record companies and radios there to get their pieces
recorded. The elder sister of Giilbahar Amedi, Few-
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ziye Muhammed, was one of the first female vocal
artists of Baghdad Radio as of 1939. Giilbahar Amedi
had been forced to get divorced for being the sister
of Fewziye Muhammed, a vocal artist. Giilbahar,
too, had chosen to work for the radio, with her sister,
instead of staying with her husband. She recorded 272
pieces on the radio in the course of 23 years, but when
I set out to compile a collection of them, I was only
able to retrieve 65 pieces, which made up six CDs un-
der the title Yadgari Gulbihar, Memorable Songs. They
were released by the Kurdish Heritage Institute in
Sulaymaniyah in 2009. I put together a comprehen-
sive archive about her, comprising audio and video
material as well as photographs and documents.
Meyrem Han, Elmas Muhammed and Nesrin
Serwan are the first Kurdish women artists to have
their voices recorded on vinyl. Meyrem Han was
forbidden by her husband and family to perform as
a dengbéj in diwans, and so she ran away from her
village in Siirt around the year 1925, although she was
pregnant at the time, and made her way to Aleppo,
Damascus, Mosul, Baghdad and Cairo to sing on the
radio and make recordings. Her life story was handed
down in a largely erroneous and fabricated way until
I carried out proper research on the many records



isimler sayesinde, bagka kadinlarin da seslerinin
kaydedildigini anlayabiliyordum.

2006 yilinda Giiney Kiirdistan/Irak’ta yirmi ti¢
yil Bagdat Radyosu'nda ses sanatgisi olarak ¢aligmus,
ilk Kiirt kadin tiyatro ve sinema sanatgisi olan Giil-
bahar Amedi’yle tanistim. Giilbahar Amedi o zaman
yetmis sekiz yagindaydi. Bagdat’a yolu diisen birgok
sanatciy1 yakindan tanimisti. 1920’lerden sonra Kiirt-
cenin yasakli olmasindan dolay: Tiirkiye'den kagan
birgok dengbéj ve sanatgi Musul, Bagdat, Halep ve
Kahire’nin yolunu tutuyor, oradaki plak sirketlerinde
ve radyolarda eserlerini kayda aliyorlardi. Giilbahar
Amedi'nin ablas1 Fewziye Muhammed 1939 itibariyle
Bagdat Radyosunun ilk kadin ses sanat¢ilarindan
biriydi. Ablasi ses sanatcist oldugu igin Giilbahar
Amedi eginden bosanmak zorunda kalmisti. Amedi,
ablasinin yaninda, radyoda calismay: esine tercih
etmigti. Ve radyoda 23 y1l boyunca 272 eser okumustu,
bu eserlerinden sadece 65 parcay: bulabildim ve bu
eserleri 2009 yilinda Yadgari Gulbihar — Memorable
Songs isimli alti CD’lik bir koleksiyonda topladim.
Bu koleksiyon Siileymaniye'deki Kiirt Kiltir Mirasi
Enstitiisii tarafindan basildi. Kendisine dair audio,
video, fotograf ve belgeden olusan genis kapsamli bir
arsiv derledim.

ZEYNEB YAS$ « KAYIP SESLER

Meyrem Han, Elmas Muhammed, Nesrin
Serwan sesleri plaklara kaydedilmis ilk Kiirt kadin
sanatgilardir. Meyrem Han, divanlarda dengbéjlik
yapmasina esi ve ailesi izin vermedigi i¢in hamile
oldugu halde 1925’lerde Siirt’in bir kdytinden kagarak
Halep, $Sam, Musul ve Bagdat tizerinden Kahire'ye
gider, plak kayitlar1 yapar ve radyolarda eserlerini
okur. Meyrem Han'in hayat: hakkinda aragtirma ya-
pinca, onun hakkinda ne kadar yanlis ve uydurulmus
bilgi oldugunu gérdim. Hayat hikédyesine dair halen
eksikler olsa bile, eserlerinin biiyiik bir boliimiiniin
plaklarini arsivledim ve 2010 yilinda derledigim 21
eseri, Yadgari Meyrem Han — Memorable Songs isimli
bir CD’de topland: ve bu koleksiyon Siilleymaniye’de-
ki Kirt Kiltiir Miras: Enstitiisii tarafindan yayimlan-
di. Sanatginin hayat hikéyesinin bilgi ve belgelerini
arsivleme ve kitaplagtirma ¢alisgmam devam ediyor.

Nesrin Sérwan, sesiyle soprano olmaya en
yakin ilk Kiirt kadin sanatcilarindan biridir. Birgok
eseri bagka sanatgi kadinlarin ismiyle kasetlerde
yayimlandi. Kiirt miiziginin en 6zgiin kadin seslerin-
den biriydi, 24 yil Bagdat Radyosu'nda ses sanatgist
olarak calisti, yiizlerce eser dillendirdi, onlarca plak
doldurdu. Nesrin $irvan igin hazirladigim derleme
koleksiyonu 2010 yilinda 3 CD olarak Yadgari Nesrin
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that exist about her. Though there are still certain
parts missing in her story, I have been able to archive
records of a large portion of her work. In 2010, 21 of
the pieces I compiled were released on the CD Ya-
dgari Meyrem Han, Memorable Songs by the Kurdish
Heritage Institute in Sulaymaniyah. My archival work
and efforts to compile a book on her are ongoing.
Nesrin Sérwan was the first Kurdish woman artist
with a near-soprano voice. Her pieces were published
on cassette under the names of other women. She
was one of the most original female voices of Kurdish
music; she worked as a vocal artist at Baghdad Radio
for 24 years, singing hundreds of songs and filling do-
zens of records. The collection I prepared for Nesrin
Sirvan was published in 2010 by the Kurdish Cultural
Heritage Institute in Sulaymaniyah. It comprised
three CDs Yadgari Nesrin Sérwan, Memorable Songs.
The songs by Ayse $an, Meyrem Han, Elmas
Muhammed, Nesrin Sérwan and Giilbahar Amedi,
on which I worked, were released as collections.
I also studied the works and traced the life stories
and struggles of many a female artist such as Dayika
Cemali, Susika Simo, Iran Han, Zadina Sakir, Fatma
Isa, Belga Kado, Kubara Khido, Aslika Kadir, Khana
Zazé, Kor Fato, Ayso Baco and Adle Hanim for the
purpose of archiving. A further research work of

mine, the two-volume anthology entitled Sakarén
Muzika Kurdi' on 16 female artists, including their
short biographies and a selection of their work, as

well as covering 110 Kurdish musicians who lived
and produced between 1803 and 1913, was published
by the Diyarbakir Metropolitan Municipality in
2015-2016. I have collected and prepared for publica-
tion in a book my compiled collections and archives
on 25 Kurdish female musicians, in order to render
their work visible, and am looking for an institution
that would be willing to help put these to use as they
truly deserve.

WhileI was working on the women’s archive,
I realized the importance of voice and words, and
I wish that sounds, rhythms, languages above all, and
women’s voices will never be lost.

They are what unites us in feeling; they are what
makes boundaries disappear; they are our common
heritage that makes us exist.

1 Zeyneb Yas (2015): Sakarén Muzika Kurdi (Masterpieces of
Kurdish music). Diyarbakir Biiyiiksehir Belediyesi Yayinlari,
Volume 1. Diyarbakur.

Zeyneb Yas (2016): Sakarén Muzika Kurdi (Masterpieces of
Kurdish music). Diyarbakir Biiyiiksehir Belediyesi Yayilari,
Volume 2. Diyarbakir.



MEMORABLE SONGS

Yadgari
Nesrin Sérwan
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Sérwan — Memorable Songs adiyla Kiirt Kiiltir Miras:
Enstitiisii tarafindan Stileymaniye’de basildi.
Calismalarini hazirladigim; Ayse San, Meyrem
Han, Elmas Muhammed, Nesrin Sérwan, Giilbahar
Amedinin eserleri koleksiyon olarak yayimlandi
Dayika Cemali, Susika Simo, Iran Han, Zadina Sakur,
Fatma Isa, Belga Kado, Kubara Khido, Aslika Kadir,
Khana Zazé, Kor Fato, Ayso Baco, Adle Hanim gibi
bir¢ok kadin sanat¢inin da eserlerini ve yagam miica-
delelerini derleyerek, arsivleme caligmas: yirittim.
On alt1 kadin sanat¢inin kisa hayat hikayeleriyle
eserlerinden bir secki ve 1803-1913 yillar1 arasinda
yasamus olan yiz on Kirt muzigi sanat¢isina dair
yapmus oldugum Sakarén Muzika Kurdi' adl 2 ciltlik
aragtirma ¢alismam da 2015-2016 yillarinda Diyar-

ZEYNEB YAS§ « KAYIP SESLER

bakir Biiyiiksehir Belediyesi tarafindan yayimlandi.
Yirmi bes Kiirt miizigi kadin sanatgisinin arsivini ve
derlemelerini kitaplagtirmak tizere hazirladim. Bu
arsivlerimi goriinir kilabilecek ve kiymetiyle deger-
lendirebilecek bir kurum aramaktayim.

Kadinlar argivleme caligmalarim sirasinda her
an ses ve soziin 6nemini gordiim ve hissettim. Sesler,
ritimler, diller, hele ki, kadinlarin sesi kaybolmasin.
Onlardir bizi ortak duyguda bulusturan, sinirlari
kaldiran, bizi var eden ortak mirasimiz.

1 Zeyneb Yas (2015): Sakarén Muzika Kurdi (Kiirt Miizik
Saheserleri). Diyarbakur Biiyiiksehir Belediyesi Yayinlari, Cilt
1. Diyarbakar.
Zeyneb Yas (2016): Sakarén Muzika Kurdi (Kiirt Miizik
Saheserleri). Diyarbakur Biiyiiksehir Belediyesi Yaynlari, Cilt
2. Diyarbakur.
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How Difhicult it is to Found a Women’s Museum.
An Experience from Iran

Mansoureh Shojahee’

The Iranian Women's Movement Museum?® is a project based on oral history. The
research work of the museum uses a feminist approach to analyse and present
aspects of the Iranian women’s movement in an artistic framework.

I am a woman from Iran, the land of the Thousand-and-One-Nights stories. The
land of Shahrazad, the woman storyteller from the oldest time, who has a plan
to rescue the women who are in danger of being killed by the king through her
storytelling, and after 1001 nights the king gives up his plan and the women are
rescued. Yes, I am from Iran, but I can say I was born — again — in Europe seven
years ago in the arms of the founders of the International Association of Women's
Museums (IAWM). Or in academic terms I can say JAWM is a good example
of realizing transnational feminism. Being a member of the JAWM network
I developed a stronger interest in the intersectionality discourse in diaspora.

1 Founder of Iranian Women’s Movement Museum (IRWMM)

2 Iranian Women’s Movement Museum (IRWMM) www.irwmm.org


http://www.irwmm.org

Kadin Mizesi Kurmanin Zorluklarina Dair:

Bir Iran Deneyimi

Mansoureh Shojahee’

Iran Kadin Hareketi Miizesi® (Iranian Women's Movement Museum), bir sozlii tarih
projesidir. Miizenin aragtirmalari, Iran kadin hareketini sanatsal cergevede analiz
etmek ve sunmak i¢in feminist yaklagimlardan faydalanur.

Ben Iranli bir kadinim, Binbir Gece Masallari’nin diyarindan. Padisah tarafindan
oldirtilme tehlikesi altindaki kadinlar1 hikéyeler anlatarak kurtarma planlar: yapan,
gecmis zamanlarin kadin hikaye anlaticist Sehrazad'in vatanindan. Binbir gecenin ardin-
dan, padisah planindan vazgeger ve kadinlar kurtulur. Evet Iranliyim, ama diyebilirim ki,
yediy1l 6nce Avrupa'da, Uluslararas: Kadin Miizeleri Birligi'ni (International Association
of Women’s Museums, IAWM) kuranlarin yaninda yeniden dogdum. Akademik bir
ifadeyle soyleyecek olursam, IAWM agy, ulusagir1 feminizme giizel bir 6rnek teskil
ediyor. Bu agn iiyesi olduktan sonra da, diasporadaki kesisimsellik séylemiyle daha
yakindan ilgilenmeye bagladim.

1 Iran Kadin Hareketi Miizesi (IRWMM) kurucusu

2 Iranian Women’s Movement Museum (IRWMM) www.irwmm.org


http://www.irwmm.org
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The International Association of Women’s Museums (IAWM)
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is a good example of realizing transnational feminism.
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Let me start my stories. First Story: Once upon
a time there was a woman in Iran who was a judge.
Then there was a revolution in this country that
was supposed to be a revolution for democracy and
against tyranny. But after the victory of the revolution
the leaders became oppressors themselves and took
away all the rights of Iranian women which these had
been struggling for for 100 years. The woman could
not continue to work as a judge, she lost her job,
but she worked as a lawyer for supporting children
and women who were suffering from discriminating
laws in Iran. Her reputation and the legitimacy of her
activities won her the Nobel Peace Prize in 2003. Her
name is Shirin Ebadi.

In 2008 the Women’s Museum in Milano,
Italy nominated her as the godmother of women’s
museums and later godmother of the IAWM.
Returning from Italy, Nobel Peace Prize laureate
Shirin Ebadi met a woman activist who had been a
librarian at the National Library of Iran for 22 years.
Shirin Ebadi suggested to this woman to create
a museum in Iran like the Women’s Museum in
Milano. In 2000 this woman activist and her friends
succeeded in establishing the first NGO of secular
feminist women in Iran, the Iranian Women’s Cultural

Center, and then in 2003 the Women’s Library of
Sedigheh Dowlatabadi in Tehran.

At the same time a group of women from a small
city of Iran, Evaz, came to her and asked her to set
up a library for women in their city. She repeatedly
travelled there to set up a library called Lady of Evaz.
We also planned to establish a women’s museum in
the oldest water reservoir in this small city, a plan
that was never realised. Only a short time after the
first talks about the idea of the women’s museum,
the authorities of the city banned the activist from
Tehran from travelling to Evaz and even forbade her
to enter the library she had founded. Why? Why did
this woman fail to use her rights? Why did it happen
in Iran where the oldest women’s movement in the
Middle East was formed, in Iran where women are
struggling for equality as part of their everyday life?

Second story: The Iranian Green Movement,
which was a movement for democracy. It was the
autumn of 2009. A huge number of women, including
activists, journalists, writers, artists and housewives
were engaged in this movement. One of these women
was an egalitarian and free-spirited artist who had been
painting in a basement in Tehran for many years. It
was in the very same days that Iranian activist women
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Uluslararas: Kadin Miizeleri Birligi (IAWM)
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ulusagir feminizme giizel bir 6rnek teskil eder.
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Hikayelerime bagliyorum. Ilk hikaye: Bir
zamanlar Iran'da bir yargi¢ kadin varmus. Sonra bu
iilkede devrim olmus. Devrimin demokrasi icin ve
tiranliga karst olmasi gerekiyormus. Devrimin za-
ferinin ardindan, liderler zalimlere dontismiigler ve
Iranli kadinlarin kazanmak igin 100 y1l boyunca ug-
ragtiklar1 haklarini ellerinden almiglar. Yargi¢ kadin,
yargighk yapamaz olmus. Isini kaybemis ama Iran'da
ayrimciliga ugrayan kadinlarin ve ¢ocuklarin avukati
olarak caligmaya devam etmis. Unii ve faaliyetlerinin
megruiyeti ona 2003 yilinda Nobel Barig Odiilii'nii
kazandirmig. Bu kadinin adi Shirin Ebadi.

Shirin Ebadi’ye 2008 yilinda Milano'daki
Kadin Miizesi, Museo delle Donne, kadin miizeleri-
nin fahri koruyucusu sifatin1 verdi. Ayni yil Ebadi,
IAWM agmin da fahri koruyucusu oldu. Nobel
Baris Odiilii’'yle Italya'dan Iran'a dénen Shirin Eba-
di, Iran Ulusal Kiitiiphanesi'nde 22 y1l kiitiiphaneci
olarak caligmis bir kadin aktivistle bulugtu. Ebadi,
kitiphaneci kadin aktiviste, Milano'daki Kadin
Miizesi gibi bir miizeyi Iran'da da kurmay: énerdi.
Bu kadin aktivist ve arkadaslar1 2000 yilinda Iran’n
ilk sekiiler feminist kadin STK’s1 olan Iran Kadin
Kiiltiir Merkezi'ni, 2003’te de Sedigheh Dowlatabadi
Kadin Kiitiiphanesi'ni kurmay1 bagarmiglardi.

Bunlar olurken Iran'daki kiiciik bir kentte,
Evaz'da, bir grup kadin bir araya gelmis ve kiitiipha-
neci kadin aktivistten kendi kentlerinde de bir kadin
kutiiphanesi kurmasini istemiglerdi. Kiitiiphaneci
Evaz Hammefendisi adi verilen kitiiphaneyi kurmak
i¢in bir¢ok kez Evaz’a gitmisti. Bu sehrin en eski su
deposunda bir kadin miizesi kurma planlar1 da yapil-
must: ama bu plan hi¢bir zaman gergeklesemedi. Ka-
din miizesi fikri tartigilmaya baglandiktan ¢ok kisa bir
siire sonra, yetkililer aktivist kiitiiphanecinin Evana
seyahatini yasakladilar, hatta oradaki kendi kurdugu
kiitiphaneye girmesini bile yasakladilar. Neden? Bu
kadin neden hakkini kullanmaktan men ediliyordu?
Neden Iran'da, Ortadogu’nun en eski kadin hareketi-
nin olustugu bu tlkede, kadinlar giindelik hayatlari-
nin bir pargasi olarak esitlik miicadelesi veriyorlard:?

Ikinci hikéye: Bir demokrasi hareketi olan Iran
Yesil Hareketi. 2009 sonbahari. Aralarinda aktivistler,
gazeteciler, yazarlar, sanatcilar ve ev kadinlar1 da olan
ok kalabalik bir kadin grubu bu hareketin bir parga-
siydi. Bu kadinlardan biri, uzun yillar Tahran'da bir
bodrum katinda resim yapan esitlik¢i ve 6zgiir ruhlu
bir sanatgrydi. Iranl kadin aktivistlerin gece giindiiz
protestolara katildiklar1 ve sehirden uzaklarda, bir
yerlerde saklandiklar: giinlerdi. Iste tam bu giinlerde,
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Iranian Women's Movement

From Evin With Love

Source: www.irwmm.org
Iran Kadin Hareketi Miizesi'nin agilis sergisi posteri

Poster of the opening exhibition of the Iranian
‘Women’s Movement Museum

participated in demonstrations day and night; in the
very same days they were hiding in places away from
the city. It was in the very same days that they wrote
they were following the idea of setting up a women’s
movement museum. Day after day the prisons were
filled, and the streets were empty. The basement of that
woman artist on a high-risk day embraced this woman
activist and her friends who were following this idea.
The basement was a place for holding meetings and
planning a ceremony to present the Museum of Iran
Women’s Movement to the public on the occasion of
International Women’s Day. One of these women, the
former librarian and current activist, was persecuted
by security guards. She had hidden at her friend’s
house for many days and nights.

1001 Nights story. It was one of these nights
when her young son called her cell phone. It was not a

normal call because her son actually had never used to
call his mother. He was himself completely involved
in the street demonstrations, repeatedly beaten up
by the police. He was arrested, he was interrogated,
but he had never ever called his mother to tell her
about his troubles. So, his call couldn’t be normal at
that midnight. However, the son asked calmly “Mom,
don’t you come back home?” The woman asked him
instead of the answer. “Should I come back?” The son
strongly replied “No!” The phone was unexpectedly
cut off, and the woman immediately realized an
unpleasant event had happened. She quickly drove to
her “home”! A very weak light was shining from the
window of her apartment. She was turning the key
in the lock. Suddenly the door was opened, and she
was pulled into the apartment. Five armed men were
sitting in the dark part of the house next to her son.
She screamed. Angrily. “Who are you? What do you
want from my son?” Of course, she knew who they
were... And she knew that her son, as a hostage, had
been forced to call her and tell her to come home.
However, the brave son had done something else. His
message was clear: Don’t come back home!” But, let
me ask you a question honestly, if you were a mother,
and if you knew that your son was surrounded by the
wild wolves, would you leave your son and run away?

Third story: Once upon a time, there was a
dreaded prison situated at the foot of the Alborz
Mountain in Tehran called Evin Prison. It is one of
the terrifying prisons from time of the Shah, inherited
by the Islamic Republic. Evin consists of several
wards only for political prisoners and prisoners of
conscience. Among these wards, numbers 209 and
350 are the most horrifying ones. The woman activist
was sent to 209. It was the winter of 2009-2010,
it was a cold winter. It was the third time that the
woman was imprisoned. During this time, she was
interrogated 25 times. One of the highlighted aims
during interrogation was to make her forget about


http://www.irwmm.org
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bu aktivist kadinlar bir kadin hareketi miizesi kurma
fikirleri oldugunu yazdilar. Hapishaneler giinden
gine doluyor ve sokaklar bosaliyordu. Sanatci kadi-
nin bodrum Kkaty, riskli bir giinde, hem kadin aktiviste
hem de miize fikrini gergeklestirmek isteyen diger
arkadaglarina kucak agmusti. Bu bodrum kati; top-
lantilarin diizenlendigi ve Iran Kadin Hareketi Mii-
zesini, Uluslararas1 Kadinlar Gini’'nde kamuoyuna
sunacak térenin planlandig: yerdi. Iste bu giinlerde,
eski kiitiphaneci kadin aktivist, giivenlik gorevlileri
tarafindan aranmaktaydi. Aktivist giinlerce bir arka-
daginin evinde saklandi.

1001 gece masallar.. Bu gecelerden birinde,
oglu kadin aktivisti cep telefonundan aradi. Bu
normal bir arama degildi ¢iinkii oglu annesini hig
aramazdi. Oglu da sokak protestolarina dahil olmus
ve defalarca polis tarafindan déviilmis, tutuklanmus,
sorguya gekilmis ama sorunlarini anlatmak igin an-
nesini hi¢ aramamusti. Gece yarist gelen bu telefon
normal olamazdi. Oglu sakin bir sesle “Anne, eve
gelmeyecek misin?” diye sordu. Kadin soruya so-
ruyla cevap verdi: “Gelmeli miyim?” Oglunun yaniti
kesindi: “Hayir!” Telefon aniden kesilmis ve kadin
talihsiz bir seylerin yasandigini fark etmisti. Hemen
“eve” gitti. Dairesinin penceresinden zayif bir 151k
stztiliiyordu. Anahtar: kilide sokarken, kap1 acild:
ve kadin evin i¢ine siirtiklendi. Silahli beg adam evin
karanlik kisminda, oglunun yaninda oturuyordu. Ka-
din bagirdi. “Kimsiniz? Oglumdan ne istiyorsunuz?”
Elbette, kim olduklarini biliyordu... Oglunun rehin
alindigini, annesini aramaya ve eve gelmesini isteme-
ye zorlandigini biliyordu. Ama cesur oglu bagka bir
sey yapmusti. Mesaji netti: Eve gelme! Simdi size bir
soru sormama izin verin: Anne olsaydiniz ve oglunuz
vahsi kurtlarca kusatilmig olsaydi, oglunuzu birakip
kagar mrydiniz?

Uciincii hikiye: Bir zamanlar, Tahran'da, Al-
borz Dagrmin eteklerinde Evin Hapishanesi adinda
korkung bir hapishane vardi. Buras: $ah zamanindan

Source: Wikimedia Commons

Nobel Baris Odiilii sahibi Sirin Ebadi
Nobel Peace Laureate Shirin Ebadi

Islam Cumhuriyeti’ne kalan dehsetengiz hapishane-
lerden biridir. Evin Hapishanesinde yalmizca siyasi
tutuklular ve diisiince suglulari i¢in ayrilmis pek ¢ok
kogus vardir. Bu koguslardan en korkunglari 209 ve
350 numarali olanlardir. Kadin aktivist 209 numarali
kogusa gonderildi. 2009-2010 kisiydi. Kis soguk
geciyordu. Kadin aktivistin tgtinci tutuklanigiydi.
Bu siiregte 25 defa sorguya ¢ekilmisti. Sorgulamalarin
6nemli amagclarindan biri, kadin aktiviste iran Kadin
Hareketi Miizesi'ni kurma fikrini unutturmakti. Sor-
gu yargici her seferinde kadin1 kandirmak i¢in bagka
bir senaryoyla geliyordu. Ornegin miize ve sergi,
giivenlik giiglerinin kontrolii altinda gergeklestirile-
bilirdi. Kadin kabul etmemisti. Sorgu yargici, baska
onerilerle kadini ikna etmeye caligti: Miize i¢in ¢ok
biiyiik miktarda para teklif edildi, yetkililerin destegi

sozii verildi. Kadin bunlar1 da kabul etmedi. Bir siire
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Source: www.irwmm.org

the establishment of the Museum for the Iranian
Women’s Movement. Several times the interrogator
came up to the woman with a new plot to deceive
her. For instance, the museum and exhibition could
be held under the control of security officials. The
woman did not accept that. Once, he tried to win the
woman’s consent by promising a huge sum of money
and the authorities’ official support to the museum.
The woman didn’t accept that either. After a while
the woman was released on bail and returned to her
apartment. The same apartment her son had been a
hostage in during the night when she was arrested.

Fourth story: Diaspora. For an olive-skinned,
menopausal, middle-aged, Eastern woman as I am,
diaspora is not a thrilling new page in the Book of
Life, but a stressful ending of life. But the woman
activist was lucky to be a member of International
Association of Women’s Museums. To have this
institution as a family. To feel that she was living in a
circle of sisterhood.

After leaving Iran, the woman activist
immediately called Shirin Ebadi, Nobel Peace Prize
winner. Shirin arranged a meeting with two founding
members of the Women’s Museum in Merano, Sissi
Prader and Astrid Schonweger. At this meeting

the activist asked to receive some short training in

museum affairs. She got training in several women'’s
museums'. With this experience she went to the
Netherlands to study gender and human rights. In this
new place she was able to relate to her co-activists and
friends in Iran, some of them imprisoned and some
out of prison. With their help she was able to collect
handmade pieces of women political prisoners in
Evin Prison from the last ten years.

The reason for choosing this decade is that the
idea of the museum arose ten years ago. And in those
ten years, most of those who came up with the idea of
the museum were forced to leave the country, or if in
Iran, were sent to prison orlive under the most difficult
conditions. And their activities have been banned. In
the Netherlands we celebrated this 10-year-old idea
in a transnational circle of our feminist sisters with
the inauguration of an exhibition of handicrafts by
activist women in Evin Prison in Iran.

1 Iwasable to get training in the Kvinnemuseet (Women’s
Museum), Kongsvinger, Norway, in the Frauenmuseum
(Women’s Museum), Bonn and in the Museum Frauenkultur
Regional-International (Museum of Women’s Cultures
Regional-International) in Fiirth, Germany and in the
Museo delle Donne (Women’s Museum), Merano, Italy.


http://www.irwmm.org
http://www.irwmm.org
http://www.irwmm.org
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sonra kefaletle serbest birakildi ve evine dondi. Tu-
tuklandig gece, oglunun rehin alindigs evine.

Dordiinci hikaye: Diaspora. Benim gibi yanik
tenli, menopoza girmis, orta yasly, dogulu bir kadin
i¢in diaspora Yagsam Kitabi'nda heyecan verici yeni
bir sayfa degil, daha ziyade hayatin stresli sona erisi
anlamini igerir. Ne var ki, kadin aktivist Uluslararasi
Kadin Miizeleri Birligi'nin bir tiyesi olma, bu kurumu
bir aile olarak kazanma ve bir kiz kardeglik ortaminda
yasadigini hissetme sansina sahip olmustu

Iran’1 terk ettikten sonra, kadin aktivist derhal
Nobel Barig Odiilii sahibi Shirin Ebadi’yi arad1. Shi-
rin, ona Merano Kadin Miizesinin iki kurucu tyesi
Sissi Prader ve Astrid Schonweger’le bir bulugsma
ayarladi. Aktivist kadin bu bulugsmada, miizeler
konusunda kisa bir egitim almak istedigini soyledi
ve kadin miizelerinde egitim aldi’. Bu deneyimle
Hollanda’ya toplumsal cinsiyet ve insan haklar1 egiti-
mi almaya gitti. Hollanda'dayken Iran'daki yoldaslar:

“Evin Cezaeviden Sevgiler” sergisi,
Mart 2018, Lahey, Hollanda

Exhibition “From Evin With Love”,
March 2018, the Hague, Netherlands

Source: www.irwmm.org

ve arkadaglariyla baglanti kurabildi. Bu kadinlarin
bazilar1 hapisteydi; bazilariysa hapisten yeni ¢ikmugtu.
Kadin aktivist onlarin yardimiyla, son on yilda Evin
Hapishanesinde bulunan kadin siyasi tutuklularin
eliglerini bir araya getirdi.

Bu on yilin segilme sebebi, miize fikrinin on yil
once ortaya ¢ikmig olmasiydi. Bu on yil icinde, miize
fikrini ortaya atan kisilerin ¢ogu ilkeyi terk etmeye
zorlandi. Iran'da kalanlarsa ya tutuklandilar ya da ¢ok
zor kosullarda yagiyorlar ve faaliyetleri yasaklandi.
Biz bu on yagindaki fikri, feminist kiz kardeglerimiz-
den olusan ulusasir1 bir gevrede, Iran Evin Hapisha-
nesindeki aktivist kadinlarin el iglerinden olugan bir
serginin agilisryla Hollanda'da, kutladik.

1 Norveg'teki (Kongsvinger) Kvinnemuseet'te (Kadin Miizesi);
Almanya'daki (Bonn) Frauenmuseum'da (Kadin Miizesi) ve
Fiirth kentindeki Museum Frauenkultur Regional-Internation-
al'da (Bolgesel Kadin Kiiltiirii Miizesi); Italya'daki (Merano)
Museo delle Donne'de (Kadin Miizesi) egitim aldim.

109


http://www.irwmm.org

110

Srebrenica and the Gender Narratives
of the Genocide

Anna Di Giusto?

1

Significant memories of the war in Bosnia-Herzegovina are in the Srebrenica
Genocide Memorial and at the permanent exhibition called “Srebrenica” in
Sarajevo (Boose, 2002). Nevertheless, in these places, there is a significant
absence: the voice of the thousands of women who suffered every kind of
violence — physical, sexual, psychological, economic, religiously motivated. For
this reason, the Serbian NGO Women in Black organized the Court of Women
and tried to fill this significant void.

This study aspires to explore the representation of gender in the Srebrenica
Genocide Memorial and in the permanent exhibition “Srebrenica” in Sarajevo,
trying to compare different narratives through studying the proceedings of the
trial (Jordanova, 2012).

Universita degli Studi di Firenze, UniFI, Florence



111

Srebrenitsa ve Soykirimin

Toplumsal Cinsiyet Anlatilari

Anna Di Giusto®

Srebrenitsa Soykirim Aniti ve Saraybosna'daki “Srebrenica” isimli siirekli serginin
bulundugu ani galerisi, Bosna-Hersek'in savaga dair 6nemli hafiza mekanlaridir
(Boose, 2002). Fakat bu mekénlarda énemli bir yokluk tespit edilir: Bu yokluk fizik-
sel, cinsel, psikolojik, ekonomik ve dini inan¢ kaynakli siddetin her tiirlisiine maruz
kalmis binlerce kadinin sesidir. Bu nedenle, bir Sirbistan sivil toplum kurulusu olan
Siyahli Kadinlar (Women in Black), Kadin Mahkemesi'ni kurarak bu yoklugu dol-
durmaya ¢alismiglardir.

Yazida Srebrenitsa Soykirim Aniti ile Saraybosna'daki “Srebrenica” sergisindeki

toplumsal cinsiyet temsilleri irdelenmekte ve mahkeme tutanaklar1 araciligryla farkl
anlatilar karsilagtirilmaktadir (Jordanova, 2012).

1 Floransa Universitesi (Universita degli Studi di Firenze, UniFI), Floransa
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The wars of the ’gos in the former Yugoslavia

During the 35 years of Tito’s regime, the ideology
of Yugoslavism was widespread, according to which
the “South Slavs” (Yugo-slavia = the country of
the South Slavs!) should have been recognized in a
shared heritage of values, starting with the victory
over the Nazi-fascism (Allcock et al., 1998). The fall
of the Berlin Wall and the subsequent collapse of the
dictatorships in Eastern Europe had put Yugoslavia
in severe economic difficulty (Bennett, 1995). The
political elite, aware of not being able to use Tito’s
prestige any more, reinvigorated the memory of the
Second World War as a civil war and intensified the
ethnic differences (Pavkovi¢, 1997). Tudman and
Milo$evi¢ manipulated public opinion with false
information to harm the enemy republics.

The paramilitaries of all fronts (Serb-Bosnian,
Croat or Muslim Bosnian) agreed among themselves
to divide up spoils and victims. In particular, the
republic with the highest ethnic mix, Bosnia, became
the field of the bloodiest conflict in Yugoslavia. It
has been estimated that between 20,000 and 60,000
women were raped as part of ethnic cleansing, to
displace the targeted ethnic group out of the region
(Cigar, 1995). Women’s bodies stand symbolically

for the occupation of the land the aggressors deem
their own. Many women were forced to continue
with the pregnancy because the “rape camps” aimed
at the birth of a new generation of Serb children
(Dombrowski, 2004). Mass rape mostly occurred
in eastern Bosnia (especially during the Fo¢a and
ViSegrad massacres), and Grbavica during the Siege
of Sarajevo (Friedman, 1996).

The Srebrenica Genocide Memorial

Srebrenica has been defined as the worst
massacre on European soil since the Third Reich.
Unfettered, Bosnian Serb death squads were able to
murder more than 8,000 men and boys in a few days,
under the noses of United Nations troops (Rohde,
1997). The International Court in The Hague
sentenced to life imprisonment the Bosnian Serb
leader Radovan Karadzi¢ and the General Ratko
Mladié.

Now a survey of the mass of evidence reveals
that the fall of Srebrenica formed part of a policy
by the three “great powers” — Britain, France, and
the US - and by the UN leadership, in pursuit of
peace at any price (Hazan, 2004). So, the fact that
the former US president Bill Clinton attended the
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Eski Yugoslavya’da 1990’larda
gerceklesen savaslar

35S yil siiren Tito rejimi boyunca “Yugoslavizm”

olduk¢a yaygm bir ideolojiydi. Bu ideolojiye gore,
“Giiney Slavlar” (yani Yugo-slavya), basta Nazi
fagizmine karg1 kazandiklar1 zafer olmak tizere, pay-
lagtiklar: ortak degerler tizerinden tanimlanmaktayd:
(Allcock vd., 1998). Berlin Duvar’nin yikilmas: ve
akabinde Dogu Avrupa'daki diktatorliiklerin ¢okme-
siyle birlikte Yugoslavya ciddi bir ekonomik darboga-
za girdi (Bennett, 1995). Artik Tito'nun prestijinden
faydalanamayacaklarini anlayan siyasi elitler, Tkinci
Diinya Savag’nin anisini bir i¢ savag olarak yeniden
canlandirdilar ve etnik farkhiliklar1 6n plana ¢ikardilar
(Pavkovi¢, 1997). Tudman ve Milosevié, karsit cum-
huriyetleri diigman addetmek amaciyla kamuoyunu
manipiile ettiler.

Bosnali Sirplar, Hirvatlar ve Bosnali Miisli-
manlar, yani tim taraflarin milisleri ganimetleri ve
kurbanlar1 paylagsma konusunda uzlagtilar. Ozellikle
de niifusun etnik yapisinin en karmagik oldugu Bos-
na Cumhuriyeti, Yugoslavya'daki en kanl ¢atigmalara
sahne oldu. Hedef alinan etnik grubun bélgedeki
mevcudiyetini ortadan kaldirmak amaciyla stirdiiri-
len etnik temizlik esnasinda 20.000ila 60.000 kadinin

tecaviize ugradigl tahmin ediliyor (Cigar, 1995). Ka-
dinlarin bedenleri, isgalci giiglerin izerinde hak iddia
ettigi topraklarin sembolii olarak goriilmekteydi. Te-
caviiz kamplarinin amaci, yeni nesil Sirp gocuklarinin
diinyaya getirilmesiydi ve bunun icin pek ¢ok kadin
hamileliklerini siirdiirmeye zorlandi (Dombrowski,
2004). Toplu tecaviizler, genellikle Bosna'nin dogu
bolgesinde (6zellikle Fo¢a ve Visegrad katliamlari
sirasinda) ve Saraybosna Kusatmasi esnasinda Grba-
vica'da gergeklesti (Friedman, 1996).

Srebrenitsa Soykirim Anit1

Srebrenitsa, Nazi rejiminden bu yana Avrupa
topraklarinda gergeklesen en korkung katliam olarak
tanimlanmaktadir. Bosnali Sirp 6lim mangalar bir-
kag giiniginde 8.000'den fazla yetiskin erkegi ve erkek
cocugunu Birlesmis Milletler askerlerinin burnunun
dibinde c¢ekinmeksizin 6ldiirebildi (Rohde, 1997).
Lahey’deki Uluslararas1 Mahkeme, Bosnali Sirp lider
Radovan KaradzZi¢ ve General Ratko Mladi¢’i 6miir
boyu hapse mahkam etti.

Yapilan bir aragtirmanin kanitlar1 incelendigin-
de, Srebrenitsa kentinin diisiisiiniin, her ne pahasina
olursa olsun barigi tesis etmek isteyen ii¢ “biiyik
gii¢” Ingiltere, Fransa ve ABD ile birlikte Birlesmis
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inauguration of the Srebrenica Memorial has a
substantial geopolitical significance. The genocide
itself would instead testify the inability of the
local populations to govern themselves and the
ineptitude of Europe (Rieff, 1995).

Furthermore, what is missing in the Memorial
is the story of violence suffered by women: raped
by Bosnian Serbs and also by Blue Helmets,
women were not given any voice inside this place,
built by men for other men. On one side of the
street, it recalls a vast Muslim cemetery, while
the photographic apparatus in the former United
Nations warehouse follows the model of the
concentration camps, where the photos are asked
to tell a story. However, it is not possible to find the
perspective of women, made widows or deprived of
their children, condemned to the condition of the
Trojans (Croally, 2007).

In the Srebrenica Memorial, the mother’s body
is reduced to the Christian Pietd, which shows Mary
who is not allowed anything else but to cry over her
son’s dead body (Grenholm, 2007). The image of
the woman remains absent from the context of war
because she is mistakenly imagined as a stranger to
the genocide.

iCY
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The permanent exhibition in Sarajevo

The 07/11/95 Memorial Gallery in downtown
Sarajevo was inaugurated on July 12®, 2012. The
name of the space refers to the date the forces of
General Mladi¢ entered Srebrenica. The gallery is
the result of documentary work that lasted seven
years. It was sponsored by the Turkish Cooperation
and Development Agency (TIKA) and is managed
by the association Sjeéanja Kultura (Culture
of Remembrance). According to the project’s
spokesperson Ivica Pandzi¢, the exhibition’s goal is
to “preserve the memory of Srebrenica’s suffering”

There is also a video funded by the Irish rock
band U2 and shot by the journalist Bill Carter in
1993, with the emblematic title: “Miss Sarajevo.” The
work tells about the urban resistance in the streets
of Sarajevo and a beauty contest that took place in
May 1993, in a large underground space. The “Miss”
was Inela Nogi¢, at the age of seventeen. The girls
brought to the stage the slogan “Do not let them kill
us” (Carter, 2005).

In the U2 video, the women’s body returns as
an icon of beauty that must be preserved from war
(Reimann, 2004 ).
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Milletler’in liderligindeki politikalarinin bir pargas:
oldugu goriiliiyor (Hazan, 2004). Bu nedenle, eski
ABD bagkan:1 Bill Clinton'in Srebrenitsa Anit’nin
agilisina katilmasi jeopolitik agidan biyiik bir 6nem
tagir. Yani sanki soykirim, hem yerel topluluklarin
kendilerini yonetme yetisine sahip olmadiklarina
hem de Avrupanin beceriksizligine taniklik etmekte-
dir (Rieff, 1995).

Ayrica anitta kadinlarin yasadigi siddetin hika-
yesi de bulunmamaktadir. Bosnali Sirplar ve Mavi
Bereliler (BM baris askerleri) tarafindan tecaviize
ugrayan kadinlarin sesi; erkeklerin, diger erkekler
i¢in inga ettigi bu mekéanmn icinde isitilmemektedir.
Anitin bulundugu alandaki yolun bir tarafi ¢ok bityiik
bir Misliman mezarhgim animsatirken, Birlesmis
Milletler’in eski deposundaki fotograf makinesi
yerlestirmesi, fotograflardan bir hikaye anlatmalarim
talep eden toplama kamplarini animsatiyor. Ne var
ki, bu anit mekanda, Truvali kadinlarin durumuna
dugirilmis, dul birakilan ya da ¢ocuklar: ellerinden
alinan kadimnlarin agitlarini isitmek miimkiin degildir
(Croally, 2007).

Srebrenitsa Amiti'nda sergilenen annelerin
bedeni, bir tiir Hristiyan dindarligina indirgenmistir,
tipki oglunun cansiz bedeni i¢in sadece aglarken

© 2015 Clara Casagrande

gosterilmesine izin verilen Meryem tasvirlerinde
oldugu gibi (Grenholm, 2007). Savas baglamindaki
kadin imgesi burada namevcuttur, ¢inkii kadimnlar
gercekdisi bir algiyla, soykirima ugramayanlar olarak
tahayyiil edilmektedirler.

Saraybosna’daki siirekli sergi

Saraybosnanin sehir merkezindeki 07.11.95 Ani
Galerisi 12 Temmuz 2012 tarihinde agildi. Mekénin
adi, General Mladi¢’in adamlarinin Srebrenitsa’ya
girdigi tarihe atifta bulunuyor. Am1 galerisi yedi yil
siren bir arsiv ve belgeleme ¢alismasi sonunda
hazirlandi. Galerinin sponsoru Tiirkiye Isbirligi ve
Kalkinma Ajansrdir (TIKA) ve mekan Sjecanja
Kultura (Hatirlama Kiiltiirii) Dernegi tarafindan yo-
netilmektedir. Proje sozciisii Ivica Pandzi¢, serginin
amacini “Srebrenitsada cekilen 1stirabin anisini canli
tutmak” olarak belirtiyor. Mekanda Irlandali miizik
grubu U2 tarafindan finanse edilmis ve gazeteci Bill
Carter tarafindan 1993 yilinda c¢ekilmis sembolik
isimli bir de video gésteriliyor: “Miss Saraybosna”
Video Saraybosna sokaklarindaki sehir direnigini ve
ayni zamanda Mayis 1993 te gizlice gergeklestirilen bir
“yeralt1” giizellik yarismasini anlatryor. Buradaki “Miss
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The proceedings of the trial offer a different possibility
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to discuss the physical and psychological shocks suffered by women,
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left alone during and after the war.
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The Women in Black in Belgrade
and the Court of Women

The International Court of the Hague, at the end
of along search, managed to bring to justice the main
criminals responsible for the war: Milosevi¢ (2001),
Karadzi¢ (2008) and Mladi¢ (2011). However, it was
not enough to appease the souls of women deeply
wounded by a war fought in pure patriarchal style
(Brooks, 1999). So the Women in Black Association,
established in 1991 and led by the intellectual Stasa
Zajovi¢ (Zajovié, 2007), set up in former Yugoslavia
the Court of Women, operating in the period 2011-14
as a feminist therapy group for women rape survivors
(Freidman, 2006). The Court allowed women of all
the countries involved in the war to give witness of
the wounds suffered (Helms, 1998).

The procedures were long and complicated,
mainly because Women in Black refused funding
by NGOs considered too close to the organs of
power. Many Serb, Bosnian, Croat, Montenegrin,
and Kosovar women were able to rely on this
particular group therapy. It was very significant to
recognize their experience and pain, being able to
name torturers — very often their own neighbours -
that the Hague Tribunal would never have arrested

because their cases were beyond its jurisdiction
(Barberet, 2014).

Between 7™ and 10" May 2015, the Women’s
Court took place at the Bosanski Kulturni Centar, an
auditorium in Sarajevo. To ensure safety and respect
for the women the rules of the Court provided that
journalists were not allowed to record or photograph.
All the attention was focused on the witnesses, who
also testified the continuity of violence, its long-term
consequences in personal, family and community
life; the impunity of the torturers; the misogyny of
institutions; the importance of women’s networks
(Scotti, 2017).

Stasa Zajovi¢ explained that this event
concluded along process having involved about 5,000
people. The hearings had required approximately
four and a half years. Indian activist women offered
significant help, but the Court in Sarajevo also
studied different models of traditional justice to
develop new methods, because institutional justice,
both internationally and locally, is not able to meet
the needs of the victims (Helms, 2003).

At the end of the hearings, the judging panel of
the Women’s Court, composed of feminists, writers
and activists (Vesna Raki¢, Gorana Mlinarevi¢, and
Chris Campbell) took the floor. The definition of
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Kadin Mahkemesi'ndeki dava siireci, savagsta ve savastan
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sonra yalniz birakilan kadinlarin yasadig: fiziksel ve psikolojik
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soklari tartismanin farklh bir olanagini sunmugtur.
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Saraybosna” 17 yagindaki Inela Nogic. Yarismadaki
kizlar podyuma “bizi 6ldiirmelerine izin vermeyin”
sloganini getiriyorlar (Carter, 2005). Nasil medyadaki
reklamlar sivil toplumu bilgilendirmiyor ve sorumlu-
luk sahibi yapmiyorsa, Saraybosna hakkindaki agir1
bilgilendirme de, savasin basite indirgenmesi anlami-
na geliyor. U2 grubunun videosundaki kadin bedeni,
savagtan korunmasi gereken bir giizellik simgesine
déniistiiriilmiistiir (Reimann, 2004).

Belgrad’daki Siyahli Kadinlar grubu
ve Kadin Mahkemesi

Lahey Uluslararasi Ceza Mahkemesi, uzun
bir takip siirecinden sonra, baglica savas suglulari
Milosevi¢ (2001de), Karadzi¢ (2008de) ve Mladi¢’i
(2011'de) sanik iskemlesine oturtmay: bagardi. Ancak
bu tutuklamalar, her yoniiyle patriyarkal bir savasta
derinden yaralanmig kadinlarin ruhlarini rahatlatmak
icin yeterli degildi (Brooks, 1999). Bu nedenle, 1991 y1-
linda entelektiiel Staga Zajovi¢'in dnciliigityle kurulan
ve tecaviize ugramus kadinlar igin 2011-2014 yillari ara-
sinda feminist terapi grubu olarak ¢aligmalar da yapan
Siyahli Kadinlar (Zajovi¢, 2007), eski Yugoslavyada
Kadin Mahkemesi'ni kurdu (Friedman 2006). Bu
Kadin Mahkemesi, yukarida tanimlanan savaga dahil

olmus tiim ilkelerdeki kadinlarin yagadiklar: acilarin
goriilmesini miimkiin kild1 (Helms, 1998).

Kadin Mahkemesi fikrinin hayata gegirilmesi,
uzun asamali ve karmagik bir siirecti, ¢iinkii kadin-
lar, iktidar organlariyla yakin iligkiler kurmamak
icin, sivil toplum kuruluglarina sunulan fondan
faydalanmayi reddediyorlardi. Sirp, Bosnali, Hirvat,
Karadagli ve Kosovali pek ¢ok kadin bu 6zel terapi
grubuna giivenebiliyordu. Kadinlarin deneyimleri-
nin ve ¢ektikleri acilarin taninmasi, ayrica genellikle
kap1 komgular1 olan igkencecilerinin adlarinin, ka-
dinlar tarafindan yiiksek sesle dile getirilmesi konu-
lar1 biiyiik 6nem tagiyordu. Bu iskenceciler, Lahey
Adalet Divanr'nin yetkilerini astig1 gerekgesiyle asla
tutuklanmayacaklardi (Barberet, 2014).

Kadin Mahkemesi, 2015’te 7-10 Mays tarihleri
arasinda Saraybosna'da bir konferans salonu olan
Bosanski Kulturni Centar’da gerceklesti. Mahkeme
kurallari, gazetecilerin goriinti kayd: yapmasini
ya da fotograf gekmesini, kadinlarin giivenliginin
saglanmasi gerekgesi ve anlattiklarina saygi goste-
rilmesi gerekgesiyle yasaklamisti. Mahkemenin tiim
dikkati; siddetin siirekliligine, kisisel yasamlarina
ek olarak, siddetin kadinlarin aile ve toplum haya-
tindaki uzun vadeli etkilerine, iskencecilerin cezasiz
kalmasina, kurumlardaki kadin dismanhgina ve
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criminal acts as described by the judging panel is
much broader than the one addressed by traditional
justice (Barberet, 2014). The members of the panel
discussed the responsibilities of states, religious
institutions and the media; they found room not only
for the victims of war but also for women affected by
criminal processes of post-war privatization and new
legal cases (De Vido, 2016).

There is a gap between the communicative
memory transmitted in an intra-generational way by
the witnesses themselves, and the cultural memory,
institutionalized by public rituals (Assman, 2015).
The Women'’s Court thus stands halfway between the
two types of memory (Barnes, 2005), in an attempt
to transform what happened in the 1990s in the
Balkans into a common heritage of the peoples of
former Yugoslavia.
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kadin aglarmin 6nemi konularma odaklanmist:
(Scotti, 2017).

Stasa Zajovi¢, bu mahkemenin yaklagik soo0
kisinin katildig1 uzun bir siireci kapsadigini belirti-
yor. Sadece ifadelerin alinma siireci neredeyse 4,5 y1l
stirmiigti. Hindistanh aktivist kadinlarin bu siiregte-
ki 6nemli desteklerine ek olarak, Saraybosna Mah-
kemesi de gecis donemi siirecinde adaletin tesisinde
kullanilacak yeni metotlar gelistirmek igin farkli
modelleri de aragtirdi. Ctinkii uluslararasi ya da yerel
olmasi fark etmeksizin kurumsal adalet, magdurlarin
ihtiyaclarini kargilayamiyordu (Helms, 2003).

Tanikliklarin sonunda, Kadin Mahkemesi’nin
Vesna Raki¢, Gorana Mlinarevié, Chris Campbell
gibi feministler, yazarlar ve aktivistlerden olusan
yargi heyetinin goriis ve yorumlarina gegildi.
Tanimladiklar1 ceza sistemi, geleneksel adalet sis-
teminden ¢ok daha kapsamliydi (Barberet, 2014).
Mahkemede
medyanin sorumlulugunu tartistilar. Yarg: heyeti,

devletlerin, dini kurumlarin ve

sadece savas magdurlarinin durumuyla degil, ayn1
zamanda savag sonrasi yapilan 6zellestirmelerdeki
ceza davas stiregleri ve yeni adli davalar1 da tartigti
(De Vido, 2016).
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Taniklarin  kendi nesilden

nesilde aktarilan iletisimsel hafiza ile kamusal ritii-

anlatimlariyla

eller tarafindan kurumsallagtirilan kiiltirel hafiza
arasinda bir bosluk vardir (Assman, 2015). Kadin
Mahkemesi, bu iki tiir hafiza arasinda bir képrii
olmus (Barnes, 2005) ve Balkanlar’da 1990’larda
olanlari, eski Yugoslavya halklarinin ortak mirasina
donigtirmek i¢in ¢aligmustir.

Sonug

Srebrenitsa ve Saraybosna'daki her iki miizede
de babalardan ve ogullardan Sirp soykirimin kurban-
lar1 olarak s6z edilmektedir. Anneler ise savag sonrasi
ulus ingasinin annelik stereotipini devam ettiren rol-
leriyle temsil edilmektedirler (Moser, 2001). Ayrica,
bu anlat1 kadinlarin gergekten hatirladiklarini, savag
ve soykirim deneyimlerini gz ard1 ediyor veya bun-
lara 6nem vermiyor; cinsel zuliim, savagin normal
bir unsuru olarak kabul ediliyor (Cockburn, 2007).
Buna kargin Kadin Mahkemesi'ndeki dava siireci ise
savagta ve savagtan sonra yalniz birakilan kadinlarin
yasadig1 fiziksel ve psikolojik soklari tartigmanin
farkli bir olanagini sunmugtur.
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Remembering is Resistance

Meral Akkent!

Since its establishment in 2012 Istanbul Women’s Museum has been practicing
a culture of remembrance, contributing actively to life in a democratic society
that respects human rights, thus serving social peace. Reflecting these ideals
Istanbul Women’s Museum prepared the exhibition “unEXPOSED?” to illustrate
the content of the conference “Feminist Pedagogy: Museums, Memory Sites,
Practices of Remembrance™.

This exhibition, a joint effort of women’s museums worldwide, featured the
question of how to remember violent history without reproducing images
of violence. The exhibition exemplifies a particular approach to the practice
of remembrance. A special feminist museum pedagogy program, which was
prepared for this exhibition with and by students, was implemented by them
during the exhibition period.

After the exhibition was over, “unEXPOSED?” was offered as a gift to an
organization willing to display it in its institution as a permanent exhibition. This
decision was in accordance with the sustainability and environmental protection
approach of Istanbul Women’s Museum. Now, the exhibition “unEXPOSED?”
continues to make students reflect on its content at Sabanci University Istanbul.

1 Curator, Istanbul Women’s Museum, www.istanbulkadinmuzesi.org/en
> “Ifsa Etmeden? / unEXPOSED?” 20 October — 20 November 2018 Getronagan Armenian High School, Istanbul.
Curator Meral Akkent. Exhibition catalogue: bit.ly/2MnLUGR


http://www.istanbulkadinmuzesi.org/en
https://bit.ly/2MnLUGR

Hatirlamak Direnistir

Meral Akkent!

Istanbul Kadin Miizesi, demokratik ve insan haklarina saygili, toplum yasamina aktif
katki saglayan ve toplumsal barisa hizmet eden bir hatirlama kiiltiiriini, 2012'deki
kurulusundan itibaren pratikte uygulamaktadir. “Feminist Pedagoji: Miizeler, Hafiza
Mekénlar: ve Hatirlama Pratikleri — 1. Asya ve Avrupa Kadin Miizeleri Konferans1” da
uygulamali caligmalara 6zel 5nem verilerek tasarlandigi iin; Istanbul Kadin Miizesi,
miizenin ideallerini yansitan “Ifsa Etmeden?” adli sergiyi hazirlads®.

Diinyadaki kadin ve toplumsal cinsiyet miizeleri igbirligiyle olusturulan bu sergide,
siddet iceren bir tarihin hikéyesinin, siddet fotograflari kullamilmadan nasil anlatilacag:
distiniilityordu. Hatirlama pratigine 6rnek olusturan bu sergi icin 6grencilerle birlikte
hazirlanan 6zel feminist miize pedagojisi programu, gene 6grenciler tarafindan, sergileme
stiresinde uygulandi.

Istanbul Kadin Miizesi'nin siirdiiriilebilirlik ve cevre koruma anlayisina uygun olarak
da, gosterim siirecinden sonra her zaman oldugu gibi sergi, caligmay1 kurumunda
degerlendirmek isteyen bir kuruma armagan edildi. “Ifsa Etmeden?” sergisi, simdi
Sabanci Universitesi'nde; dgrencileri, sergi igerigi hakkinda diisiindiirme islevini
surdiirmeye devam ediyor.

1 Kiiratdr, Istanbul Kadin Miizesi, www.istanbulkadinmuzesi.org/tr
> “Ifsa Etmeden?” / unEXPOSED?, 20 Ekim — 20 Kasim 2018, Getronagan Ermeni Lisesi, Istanbul.
Kiirator: Meral Akkent. Sergi katalogu: bit.ly/2MnLUGR


http://www.istanbulkadinmuzesi.org/tr
https://bit.ly/2MnLUGR
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It is a special challenge
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and requires great empathy
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to report on people’s painful experiences.

© © 0 0 000000000000 0000000000000 0000 0000 00

At the 1 European-Asian Women’s Museum
Conference “Feminist Pedagogy: Museums, Memo-
ry Sites, Practices of Remembrance” the role of muse-
ums, sites of memory and practices of remembrance
in social learning and knowledge production were
discussed. Organizations from all around the world
including many (women’s and gender) museums,
women’s libraries and archives participated in the
discussions which were based on the work carried
out by these institutions. In the sessions, which were
mostly organized as workshops, the methods through
which communication with the target audiences and
the dialogues amongst the visitors were articulated.
Also, ways in which these concepts can be expanded
were elaborated.

The exhibition “unEXPOSED?” accompanied
the conference as a concrete example of practices
of remembrance and feminist museum education.
Women and gender-oriented museums worldwide
were asked to send in exhibits from their work featur-
ing the question of how to remember violent history
without reproducing images of violence. Six women’s
and gender museums responded to the request and
provided exhibits.

The idea for this exhibition arose at the 2016
conference of Istanbul Women’s Museum “Wom-
en’s Museums: Centre of Social Memory and Place

of Inclusion”!

. During the closing session of the
conference a participant who was looking for ideas
for turning the women’s ward of a former prison in
Diyarbakir into a museum asked how violent histo-
ry could be shown without reproducing violence.
“The women who were tortured in this prison must
not be traumatized again. But the violence suffered
there and the violations against human rights must
definitely be documented. How can this be done?”
At the conference in 2016 we did not have an answer
to this question.

How can stories of violence be shown without
adding further pain to the people who suffered from
it, with proper respect to the sufferers’ privacy? Is-
tanbul Women’s Museum handed on this question to
other women’s museums as institutions dealing with
questions of memory in an alternative way. Three
questions were sent to women’s museums all around
the world through the International Association of

1 Conference blog: www.inklusionvekadinmuzeleri.wordpress.
com/conference/konsept-concept


http://www.inklusionvekadinmuzeleri.wordpress
www.inklusionvekadinmuzeleri.wordpress.com/conference/konsept-concept
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Bagskalarimin aci deneyimlerini
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anlatmak ve sergilemek,
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empati becerisi ve 6zen gerektirir.
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“Feminist Pedagoji: Miizeler, Hafiza Mekanlar:
ve Hatirlama Pratikleri — 1. Asya ve Avrupa Kadin
Miizeleri Konferansi“nda, miizelerin, hafiza mekan-
larinin ve hatirlama pratiklerinin; toplumsal 6grenme
ve bilgi tretimindeki rolleri, farkh kitalardan katilan
miizeler, kadin ve toplumsal cinsiyet miizeleri, kadin
katiiphaneleri ve kadin arsivleri gibi kuruluglarin so-
mut ¢alisma 6rneklerinde tartisildl. Hedef gruplariyla
iletigimleri ve ziyaretgilerin kendi arasindaki diyalo-
gunun hangi yontemlerle saglandigi, bu konseptlerin
nasil genisletilebilecegi sorusu, atolye galigmalarinin
agirlikli oldugu oturumlarda distinilda.

Hatirlama pratigine somut 6rnek olusturmasi
ve feminist miize pedagojisi uygulamasina olanak
vermesi amaciyla “Siddet i¢eren bir tarihin hikayesi-
ni, siddet fotograflar1 kullanmadan anlatmak” temal:
ve alt1 kadin ve toplumsal cinsiyet miizesinin katki-
lariyla; konferans igin &zel olarak hazirlanan “Ifsa
Etmeden?” sergisi de konferansa eslik etti.

Bu fikrin ortaya cikisina, 2016 yilinda organize
ettigimiz “Kadin Miizesi: Toplumsal Bellek Mer-
kezi ve Kapsayict Mekan” konferansimin' kapanig

1 Konferans blog’u icin bkz: www.inklusionvekadinmuzeleri.
wordpress.com/conference/konsept-concept

panelinde, Diyarbakir 5 Nolu Cezaevinin miizeles-
tirme ¢aligmalar1 baglaminda, cezaevindeki kadin
kogusunun diizenlenmesi i¢in konseptler gelistirmek
isteyen bir kadin dinleyicinin sorusu neden oldu:
Siddeti yeniden tiretmeden, siddet iceren bir ge¢mis
nasil sergilenebilir? Bu cezaevinde iskence gormiis
kadinlar, miizeye dondiiriilen cezaevinde tekrar ayni
travmalar1 yagamamalilar. Ama burada yasanan kadi-
na yonelik siddet ve insan haklari ihlalleri de mutlaka
belgelenmeli. Bunu nasil yapmali? Bu sorunun ceva-
by, o konferansta eksik kalmugti.

Ozel hayatin gizliligine sayg1 gostererek, yasa-
nan acilara daha fazla ac1 eklemeden giddet nasil ser-
gilenebilirdi? Istanbul Kadin Miizesi, bu soruyu, ha-
tirlama konusunda alternatif kurumlar olarak olusan
kadin miizelerine sordu. Kadin ve toplumsal cinsiyet
miizeleri agy, International Association of Women’s Mu-
seums (IAWM) vasitasiyla diinyadaki kadin miizele-
rine tig soru gonderildi: Gegmis sergilerinizde siddet
iceren bir hikayeyi, siddet fotograflar1 kullanmadan
anlattimiz m1? Eger anlattiysaniz fotograf, metin ve
objeden olusan bir 6rnekle, planlanan sergi projesine
katilmak ister misiniz? Gonderdiginiz 6rnek, serginin
ziyaretgileri arasinda nasil bir iletisime yol agmigt1?
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Women’s Museum (IAWM): Have you ever, in your
previous exhibitions, narrated a violent story without
using images of violence? If you have, would you like
to participate in the exhibition project with a sample
comprised of a photo, a text and an object? What
kind of communication did the sample that you have
sent initiate among the audiences of the exhibition?

Frauenmuseum, Bonn, Germany; Museum
Frauenkultur Regional-International, Fiirth/Bava-
ria, Germany; Global Fund for Women, San Francis-
co, USA; Group Women and Museum Switzerland,
St. Gallen, Switzerland; Museo delle Donne, Meran,
Italy and Kvinnemuseet, Kongsvinger, Norway took
part in the exhibition project. The 13 samples sent
in by these museums dealt with the destruction of
nature, violence, processes of persecution, mass mur-
der, forced disappearances and structural violence
against asylum seekers'. The samples provided had
been used in exhibitions in previous years, although
these and similar issues continue to be on the agenda
within the global context. It is a special challenge and
requires great empathy to narrate and exhibit people’s
painful experiences. The contributions sent by the
museums were examples which demonstrated how
one can approach the individuals concerned with
respect and how one can talk about hurtful memories
by showing empathy to and acting in solidarity with
these people.

The Kuvinnemuseet provided an installation
designed to create a space for dialogue and reflection
about the influence of society on women’s decisions
in the context of abortion. The Frauenmuseum sent
art work which reminds us of the global sex com-
merce that causes expanding women’s slave markets
all around the world. The Group Women and Museum

1 The contributions of women’s museums made this revealing
exhibition possible. Istanbul Women’s Museum is grateful to
them all.

Switzerland contributed a story about how women
who had lost their industrial jobs due to the effects
of WW I found a new and creative way of using their
abilities to survive. The Museo delle Donne sent two
different works of art which draw attention to domes-
tic violence against women and to rape in war and
peace. The Global Fund for Women presented the ac-
tivities of two women: Miriam Miranda, the leader of
OFRANEH (Black Fraternal Organization) in Hon-
duras fought against the big corporations to resist the
appropriation of the ancestral lands of the people of
Garifuna. The other woman is Azra Causevic, a Bos-
nian trans and queer activist, who created a safe space
for the LGBTQI community in her country.

The six stories which the Museum Frauenkultur
Regional-International contributed were about the
following issues: the protests symbolized by the
mothers and grandmothers of Plaza de Mayo whose
beloved ones disappeared or were killed during the
military dictatorship in Argentine; the silent, yet
perseverant protests of women in Mexico in all the
public spaces of the country against political violence,
mass killings and forced disappearances; the support
given to the inhabitants of the Bora Bora islands of
Polynesia who try to protect nature on their islands
being destroyed since 1984; how women make use
of the transformative power of embroidery in their
struggle to overcome times of persecution in Pales-
tine; how 77 year-old peace activist Eva Réssner, who
had suffered violence under the Nazi regime, found
her own way to create a culture of remembrance; how
refugee women from different nations who migrated
to Germany can communicate with each other even
in the absence of a common language and make their
voices heard by each other and the German public.

The stories presented in the exhibition “un-
EXPOSED?” represent women’s lives in a global
perspective. Each story was about some form of
violence, but what was shown did not reproduce this



Frauenmuseum (Kadin Miizesi, Bonn, Alman-
ya); Museum Frauenkultur Regional-International
(Yerel ve Uluslararast Kadin Kiiltiirii Miizesi, Fiirth/
Bavyera, Almanya); Global Fund for Women (Kiiresel
Kadin Fonu, San Francisco, ABD); Group Women and
Museum Switzerland (Isvigre Kadin ve Miize Grubu,
St. Gallen, Isvigre); Museo delle Donne (Kadin Mii-
zesi, Meran, Italya) ve Kvinnemuseet (Kadin Miizesi,
Kongsvinger, Norveg) sergiye katkida bulundular.
Gelen on ¢ 6rnek dogal ¢evrenin tahribi, siddet,
zuliim siirecleri, kitlesel katliamlar, insanlarin zorla
kaybedilmeleri ve sigmmacilara yonelik yapisal sid-
det gibi konular1 kapsiyordu'. Génderilen 6rnekler,
miizelerin ge¢mis yillardaki sergilerinde kullandiklar
iceriklerdi fakat, ayn1 ve benzer konular global bag-
lamda giincelligini korumaya devam ediyordu. Bas-
kalarmin ac1 deneyimlerini anlatmak ve sergilemek,
empati ve ihtimam gostermeyi gerektirir. Miizelerden
gelen katkilar; bireylere saygiyla yaklasarak, empatiy-
le ve bu kigilerle dayanigma icinde, acitan hatiralardan
nasil bahsedilebilecegini 6rnekleyen anlatilardi.

Kvinnemuseet, toplumun kadinlarin tercihlerini
yonetmesi ve yonlendirmesi olgusunu, kiirtaj bagla-
minda 6rnekleyerek, diyalog ve diisiinme alani agan
bir enstalasyon; Frauenmuseum, diinyanin her yerin-
de biiyityen bir kadin kéle pazar: olusturan, kiiresel
seks ticaretine dikkat ceken bir sanat yerlestirmesi;
Group Women and Museum Switzerland, Birinci
Diinya Savaginin ekonomiye etkisiyle, endistriyel
is yerlerini kaybeden kadinlarin, yeni ve yaratici yon-
temlerle yagam siirdiirme becerileri igerikli bir anlaty;
Museo delle Donne, kadina yonelik aile i¢i siddete ve
savasta ve baris zamanlarinda tecaviize ugrayan ka-
dinlar konusuna igaret eden iki farkli sanat objesinin
oykistunt; Global Fund for Women, Honduras’taki

1 Istanbul Kadin Miizesi, bu anlaml sergi konseptinin
gerceklesmesini saglayan kadin miizelerine katkilar1 i¢in ¢ok
tesekkiir eder.
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Siyah Kardeslik Orgiitit OFRANEH'in lideri Miriam
Miranda’nin, Garifuna halkinin ata topraklarmnin
buyiik sirketler tarafindan ele gegirilmesine kars: ko-
yusunu ve Bosnali aktivist, trans ve queer birey Azra
Causevic'in LGBTQI toplulugu i¢in giivenli bir alan
yaratma ¢aligmalarini tanitan iki hikaye génderdi.

Museum Frauenkultur Regional-International’in
sergiye katkis1 olan alti hikdye ise Arjantin'deki
askeri diktatorlitk sirasinda kaybettirilen ve oldi-
rillen yakinlarini arayan Plaza de Mayo anneleri ve
biiytikannelerinin sembollegsen protestolar;; Mek-
sika'daki politik siddete, kitlesel katliamlara ve zorla
kaybetmelere kargi, kadinlarin tim tlkenin kamusal
alanlarindaki sessiz ama 1srarli eylemleri; Polinez-
yanin Bora Bora adalarinin 1984’ten bu yana tahrip
edilen dogasi koruma gayretindeki sakinlerine
verilen destek; Filistin'de zuliim yaganan zamanlarin
tstesinden gelebilmek i¢in, kadinlarin nakiglarin
donustirici giciinden nasil faydalandiklary; Nazi
rejiminin siddetini yagsamis 77 yasindaki barig eylem-
cisi Eva Rossner’in kendi 6zel hatirlama kiltirina
nasil olusturdugu ve Almanya'ya iltica etmis, farkh
uluslardan miilteci kadinlarin aralarinda ortak bir dil
olmadan da birbirlerine ve Almanlara seslerini nasil
duyurabildikleri hakkindayd.

Kadin miizelerinin anlattiklar1 bu hikayelerle
olusturulan “Ifsa Etmeden?” sergisinde, kadin
yasamlar1 global anlamda temsil ediliyordu. Her
oyki siddetin farkli bir yoniinii ifsa ederken, sergide
goriilenler, siddeti yeniden tretmiyordu. Sergi, Get-
ronagan Ermeni Lisesi sergi salonunda gosterildi,
hem konferans katihimecilar: hem de ilgilenen diger
ziyaretgiler ve okul gruplari tarafindan gezildi*.

2 Istanbul Kadin Miizesi, bu projede sergi salonunu kullanma
sans1 veren Getronagan Ermeni Lisesi'ne ve 6gretmenlerine
ok tesekkiir eder. En &zel tesekkiirii ise, serginin egitim
programuni hazirlayan ve uygulayan 6grenci grubuna
sunuyoruz.
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violence. The exhibition ran for four weeks in the
exhibition hall of the Getronagan Armenian High
School, Istanbul, and it was visited by the conference
participants, school groups and other visitors'.
Under the guidance of Istanbul Women’s Mu-
seum students of the high school aged 15 and 16 and
their teachers developed a special museum education
program for adults and young people. It comprised
a set of questions for young and adult visitors of the
exhibition. The questions helped the visitors to per-
ceive the exhibition in an interactive way, empathize
and create a personal relationship with the stories ex-

1 Women’s Museum is grateful to Getronagan Armenian
High School and its teachers for the possibility of using
the exhibition hall. A special thanks goes to the group of
students who prepared and implemented the educational
programme of the exhibition.

“Ifsa Etmeden?” sergisi i¢in hazirladiklar1 egitim
malzemeleriyle Getronagan Lisesi 6grencileri

Students of Getronagan Armenian High School with
the educational material prepared for the exhibition
“unEXPOSED?”

© Istanbul Kadin Miizesi

posed. They made it possible for the visitors to think
about the exhibition based on their own experiences
or relate what they experienced in the exhibition to
their own lives, and the questions also drew attention
to women’s history in general. During the exhibition
period the group which had prepared the questions
for the educational program of the exhibition offered
guided tours for school classes and adult visitors.

The exhibition “unEXPOSED?” contained con-
crete examples of practices of remembrance that en-
able contact and communication between people, give
new meaning to rebellion and hope and create lasting
symbols. It is an example of applied feminist museum
pedagogy through its initial question which led to the
creation of this exhibition, the content offered by the
women’s museums, and the educational program that
was developed and implemented by the students.



© Istanbul Kadin Miizesi

Getronagan Lisesinin 15-16 yaglar1 arasindaki 6g-
rencilerinden olusan bir grup ve 8gretmenleri, Istanbul
Kadin Miizesi'nin destegiyle bu sergiye 6zel bir miize
egitim programu gelistirirerek, yetiskin ve gen¢ sergi
ziyaretgilerine yonelik bir soru listesi hazirladilar.
Bu sorular, ziyaretgilerin sergiyi interaktif yontemle
algilamasim ve sergideki oykiilerle empati kurmasini
miimkiin kildi. Sergiyle kisisel iligki kurulmasin sagla-
du. Ziyaretgilerin kendi deneyimlerinden yola ¢ikarak
ya da sergide karsilastiklar1 deneyimlerden kendilerine
bakarak, sergi hakkinda diisiinmelerini sagladi. Kadin
tarihine dikkat gekti. Sergi egitim programinin soru-
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larimi olusturan grup, gelistirdigi bu miize pedagojisi
malzemesini kullanarak, sergi siiresinde yetigkinlere ve
okul gruplarina rehberli turlar sundu.

“Ifsa Etmeden?” sergisi; insanlarin birbirine
dokunabilmesini saglayan, isyan ve umuda yeni
anlamlar kazandiran, kalic1 semboller yaratan, ortak
dil olugturan hatirlama pratikleri icin somut 6rnekler
igeriyordu. Sergi projesi, serginin olugsmasma yol
agan soruyla, kadin miizelerinden gelen igeriklerle
ve Ogrencilerin gelistirip uyguladiklar1 miize egitim
programuyla; uygulamali feminist miize pedagojisi
i¢in bir drnek olugturdu.
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The set of questions used by the students in the museum education program

The students wrote down the questions on small cards, which were laminated. They asked each visitor to
pick a card without seeing the question on it. They facilitated a think-aloud session for the visitors to reflect
on the content of the exhibition based on the question on the card. Some visitors did not want to speak
about the question. In this case, they visited the exhibition individually with the question in their minds.

What does the word violence mean to you?
Which story in the exhibition exemplifies your
thoughts?

Think about the first painful experience that
comes to your mind. Have you come across a
similar story in the exhibition?

What makes you feel better when you are
unhappy? Have you come across something like
that in the exhibition?

What do you do to deal with painful experi-
ences? Have you come across something similar
in the exhibition?

How do you feel when you witness people
treating each other violently? Which stories

in the exhibition made you think about these
feelings?

What makes you angry? Where in the exhibi-
tion have you come across angry people?

What makes you upset? Which people you
encountered in the exhibition have been made
upset by similar issues as you yourself?

In which situations do your feelings get con-
fused? Which story in the exhibition confused
you?

What gives you inner peace? Which story or
stories in the exhibition made you feel peaceful
and gave you hope?

When you are in a difficult situation who would
you go to for support? Which examples of
solidarity moved you in the exhibition?

What topics do you prefer not to talk about? In
which environments? Have you come across
any of these topics in the exhibition?

Which painful event in your country is import-
ant for you? Which example resembling this
event could you give from the exhibition?

Do you think that this exhibition puts value to
women’s history? Please give examples from the
exhibition.

How would you feel if pictures of violence
were shown when talking about an issue which
involves violence? How did you feel when
looking at the photographs and objects in the
exhibition?

Why do you think ecological issues are repre-
sented in an exhibition about women? What
kind of answers does the exhibition provide to
questions of this sort?

How would you feel if any of the issues shown in
the exhibition happened to you? Try to answer
the questions choosing an example from the
exhibition.

How would you feel if any of the issues shown
in the exhibition happened to a close friend or
relative? For your answer, choose an example
from the exhibition.

Why did you visit this exhibition? Which story
in the exhibition exemplifies your answer?
After seeing this exhibition, do you think you
would change something in your life? For your
answer, refer to an example from the exhibition.
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“Ifsa Etmeden?” sergisinin egitim programinda égrencilerin kullandiklar1 sorular

Ogrenciler hazirladiklar1 sorular kiigiik kartlara yazdilar, kartlar1 plastik folyo ile kapladilar. Her ziyaretciden
igerigini gormeden bir kart se¢mesini rica ettiler. Karttaki soru esliginde, serginin icerigi hakkinda ziyaretgilerde,
kisa bir sesli diigiinme stireci olugsmasina destek oldular. Soruya sesli cevap vermek istemeyen ziyaretgiler de oldu.
Onlar, zihinlerindeki soruyla sergiyi gezmeye devam ettiler.

Siddet sozciigi sizin i¢in ne anlama geliyor?
Diisiincenizi sergideki hangi anlatryla 6rnekle-
mek isterdiniz?

Akliniza ilk gelen ac1 bir aniy1 dissiintin. Sergide
buna benzer hangi konuya rastladiniz?

Mutsuz oldugunuzda size ne iyi gelir? Sergide
benzer bir yonteme rastladiniz mi1?

Yasadiginiz ac1 deneyimlerle basa ¢ikmak igin
neler yaparsimiz? Sergide nasil yontemlerle
kargilagtiniz?

Insanlarin birbirlerine siddet uyguladigini
gordigiiniizde ne hissedersiniz? Sergide bu
duygularinizla ilgili hangi 6rnekle kargilagtiniz?
Sizi ne 6tkelendirir? Sergide hangi konularda
ofkeli insanlarla kargilagtiniz?

Sizi ne tizer? Sergideki hangi kisilerle benzer
konularda tziliyorsunuz?

Duygularimz hangi durumlarda allak bullak
olur? Sergideki hangi 6ykii sizi allak bullak etti?
Size ne i¢ huzuru verir? Sergideki hangi 6ykii
veya Oykiiler ruhunuza iyi geldi, umut verdi?
Sikintily, zorluk ¢ektiginiz bir durumda kimden
destek istediniz? Sergideki hangi dayanisma
ornekleri sizi etkiledi?

Hangi konular1 hangi ¢evrelerde konugmamay:
tercih edersiniz? Sergide bu konulara benzer
orneklere rastladimz m1?

Ulkemizde yagsanmus hangi aci olay sizin icin
6nemli? Bu konuyla benzer bir 6rnek sergide
sizce hangisidir?

Bu serginin, kadinlarin tarihine 6nem veren bir
sergi oldugunu diisiiniiyor musunuz? Goriisini-
zii sergideki konularla 6rnekler misiniz?

Siddet igeren bir konudan bahsedilirken, siddet
resimlerinin gosterilmesi sizi nasil etkiliyor?
Sergideki fotograflara / objelere bakarken neler
hissettiniz?

Kadinlarla ilgili bir sergide, neden gevre tahribat:
gibi ekolojik konular da yer aliyor? Sergide bu
soruya nasil cevaplar var?

Sergide anlatilan sorunlardan biri sizin de
baginiza gelse ne hissederdiniz? Cevap vermek
icin, sergideki hangi 6rnegi segerdiniz?

Sergide anlatilan sorunlardan biri, bir yakinimzin
baginiza gelse ne hissederdiniz? Cevap vermek
i¢in, sergideki hangi 6rnegi secerdiniz?

Bu sergiye neden geldiniz? Sergide beklentinizi
tatmin eden bir hikéye var miydi? Varsa hangisi?
Bu sergiyi gezdikten sonra hayatinizda degis-
tirmeyi diginduginiz bir sey var m1? Cevap
vermek i¢in, sergideki hangi 6rnegi secerdiniz?
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Kadin Miizesi
Norveg

Susturulan. Kiirtajin Tarihi

(2004-2015)

Fotograf m Photo: Arthur Sand/Kvinnemuseet

The exhibition’s purpose was to create
a room for dialogue and reflexion

about the taboo topic, abortion. An abortion is a truly personal
experience, but it still affects the whole community. Throughout
history, society has tried to regulate women’s own choices. This
has led to much violence.

No woman’s situation is alike. The reasons for wanting an
abortion are as unique as the individual. The exhibition presented
a diversity of personal stories to underline this fact.

The picture shows a wall with handwritten quotes. All are from
letters sent to a Norwegian aid institution for mothers in the
1930s. Desperate women and men wrote to seek help to avoid
having to raise another child.

o m

Serginin amaci, tabu addedilen kiirtaj
konusunda diyalog ve diisiinme alani
agmakti. Kiirtaj aslinda kisisel bir deneyimdir, buna ragmen yine
de toplumun biitiiniinii etkiler. Caglar boyunca, toplum kadinlarin
tercihlerini yonetmeye calismistir. Bu tutum kadina yonelik siddeti
arttirmistir.

Higbir kadinin durumu bir digerine benzemez. Kadinlarin kiirtaja
karar verme nedenleri en az bireyler kadar kendine mahsustur.
Sergi, bu gercegi vurgulamak icin gesitli kisisel Sykiiler sunmustur.

Resimde el yazisi alintilarin yer aldigi bir duvar goriilmektedir.

Tiim bu ifadeler, 1930’larda annelere yardim igin agilan bir Norveg
kurumuna gonderilen mektuplardan alintilandi. Caresiz kadinlar ve
erkekler, baska bir gocuga daha bakmak mecburiyetinde kalmamak

iin yardim aryorlardi.
isci sinifi kékenli yash ziyaretgiler,

bu konunun sunuldugunu gérmekten
memnun oldular. Genellikle kendi genglik zamanlarindan anlatacak
hikayeleri vardi. Cok cocuklu fakir ailelerden ve ¢ocuklan
doyurmanin ve giydirmenin zorluklarindan bahsettiler.

Ust orta sinif kokenli ziyaretgiler ise, genellikle kiirtaj konusuna
daha mesafeliydiler. Anlatacak daha az oykiileri vardi ve birgogu
hos olmayan bir konuyu giindeme getirmeyi gereksiz buldugunu
soyledi.

Gengler, genellikle konunun etik cephesini, 6zellikle segici kiirtaj
denilen kusurlu bebeklerin disiiriilmesi hakkinda konusmak
istediler. Sadece saglikli bebekler mi diinyaya gelmeliydi? Bu grup
ayrica dogum kontrolii hakkinda da bilgilenmek istedi ve dogum
kontrol driinlerinin sergilendigi bélimde ¢cok zaman harcadi.
Older visitors with a working class

Visitor’s reaction
background were generally content to

see this topic presented. They often had stories to tell from their
own youth. They told about poor families with numerous children
and difficulties in feeding and dressing them.

Visitors from the upper middle class were often more reluctant.
They had less stories, and quite a few said they found it
unnecessary to bring up such an unpleasant subject.

The young visitors often wanted to talk about ethics, in particular
concerning selective abortion. Should only healthy babies be
born? In addition, they wanted to learn about birth control, and
spent much time in front of the display of contraceptives.

© 2018 Istanbul Kadin Miizesi / Istanbul Women’s Museum
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Frauenmuseum Bonn
Germany

MERAL AKKENT » HATIRLAMAK DIRENISTIR

Sex Trade

The reason for the exhibition «Sex
Trade» was, on the one hand,
the implementation a new law concerning prostitution in
Germany, which aimed at improving the legal security of female
sex-workers, on the other hand, the global sex trade, which
leads to a growing market of female slaves all over the world.

The exhibition wanted to draw the attention to the sexual
abuse of millions of women living illegally.

The installation with the bed and different skins getting «under
one’s skin» shows how exposed, unsheltered and vulnerable
the sex slaves are.

They shed their skin to leave their sorrows behind and continue
their lives.

At first visitors felt irritation and

disgust. After some reflection they
understood the situation of the women is more disgusting than
their own initial feeling of disgust.

They read or heard the explanation about the «outside-skin» of
the women, which they left on the bed, and their pure «inside-
skin», which was always with them. The visitors understood that
the women tried to protect themselves.

m Almanya’da kadin seks isgilerinin

yasal givenligini iyilestirmeyi
amaglayan fuhsa iliskin yeni bir kanunun uygulanmaya
baslanmasi ve ayni zamanda da diinyanin her yerinde biiyiiyen
bir kadin kéle pazarina yol agan kiiresel seks ticareti «Seks
Ticareti» adli serginin yapilmasinin nedeniydi.

Sergi, yasadisi yasayan milyonlarca kadinin cinsel istismarina
dikkat gekmek istedi.

Yatak ve farkli derilerden olusan «tedirginlik veren»
yerlestirme, seks kolelerinin ne kadar agikta, korumasiz ve
kirilgan oldugunu géstermekteydi.

Kadinlar, acilarini geride birakmak ve hayatlarina devam
etmek icin derilerinden soyunuyorlardi.

U Emeden s, 1820 i 201de tanbul Kdin M (KM) e S Gondos sk e stabulds yapla Einist Peogl: Miclr,
The exhibition unEXPOSED? was produced by IKM within the context of the conference Feminist Ped Museunms, Memory Sites, Practices of R
organized by Women's Museum Istanbul (IKM) and the SU Gender on 18-20 October 2018 n Istanbul

Yerlestirme = Installation: Marlen Seubert
Ordu genelevi » Wehrmachtsbordell

Baslangicta ziyaretgiler rahatsizlik ve

tiksinti hissettiler. Fakat bu konuda
biraz diisiiniince, aslinda kadinlarin iginde bulunduklan durumun,
yerlestirmeye bakarlarken hissetikleri tiksintiden daha rahatsiz
edici oldugunu anladilar.

Ziyaretgiler, kadinlarin yatak tzerinde biraktiklarn «ist derileri»
ve her zaman onlarla birlikte olan saf «ig derileri» hakkinda
agiklamalar okumuslar veya duymuslardi. Sergideyse, kadinlarin
kendilerini korumaya galistiklarini anladilar.

ekanlars, Hatirlama Pratikleri - 1. Asya ve Avrupa Kadin Mizeleri Konferanst kapsaminds, IKM tarafindan hazirlanmti

1th Asian and European conference of women’s musceurms KADIN
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Yerel ve Uluslararas: Kadin Kiiltiirii
Miizesi. Fiirth, Germany

Hayatta Kalma Sanati

1995

Siginmacilarin Almanya’da karsilastiklan

yapisal siddet hakkinda nasil konusmali?
Yerinden edilmis, yalnizlastinlmis kadinlarin seslerini duyurabilmek
icin hangi yontemler gelistirilebilir?

Ermenistan, Cin, Osetya, Mogolistan, Romanya ve Vietnamli
miilteci kadinlar yasadiklari yikik dokiik kdy otelinde, miizemizin
tiyesi Ragnhild von Studnitz'le ( 2002) birlikte yorgan (quilt)
olusturduklan bir yaz gegirdiklerinde bu sorulari sormuslardi.

Kadinlarin ortak bir dili yoktu, ama islemeli ve aplike resimleriyle
kendilerine ve birbirlerine geride birakmak zorunda olduklar
seylere ve Almanya’da yasadiklari hayal kirikliklarina dair hikayeler
anlattilar.

Bu calisma 1995'ten beri birgok kez

sergilendi. Ne yazik ki, calismanin
Almanya’da yasayan siginmaci kadinlarin deneyimlerini anlatan
konusu halen giincelligini korumakta. Yillar igerisinde somut
engeller degisti, ama azalmadi. Yalnizlastirilma, korkular,
kaybedilenlere 6zlem ve baskalarinin kararlarina tabi olma hissi,
kadinlarin hepsinin ortak duygularini olusturuyor.

Yorgan (Quilt) ve 6zgiin imgelerle iizerine islenen hikayeler,
yasanilan duygular hakkinda ziyaretgilerin fikir sahibi olmasini
sagliyor. Almanya’da, her yerde duvarlar var: Evlerin etrafinda,
ofislerde, pek ¢ok insanin icinde. Fark ettik ki, naif bir nakista dile
gelen duygular, ziyaretgileri bu konularda diisiinmeye davet ediyor.

How can the issue of structural violence
against asylum seekers in Germany

be broached? What strategies can be found to give a voice

to isolated women in exile?

These were the questions, when Ragnhild von Studnitz (2002),
a member of our organisation, and women from Armenia, China,
Ossetia, Mongolia, Romania and Vietnam spent one summer in
a shabby village hotel for refugees, where they produced a quilt
together.

The women had no common language, but with their embroideries
and appliqués they told themselves and each other stories about
what they had to leave behind and what disappointments they
had experienced in Germany.

Since 1995 we have been presenting the

quilt multiple times. Sadly enough its
topic - the experiences of women seeking asylum in Germany - is
as relevant as it was back in 1995. Concrete barriers have changed
throughout the years, but they have not become less. Isolation,
fears, longing for the lost and the impression to be at the mercy
of someone else’s decisions is something they all know.

The quilt and the stories that are told by the unique images allow
the viewers to gain some insight into the emotions:

In Germany walls pile up everywhere: around buildings, in
agencies, inside so many human beings. We realized that these
feelings - expressed in innocent embroidery - invites visitors to
reflect upon the issue.

Quilt Hormersdorf miilteci kadin grubu = Hormersdorf group of refugee w
Kaybolan yurtlar ve Almanya'daki duvarlar = Lost homes and walls in Germa
fsleme ve aplikasyon, 132x200 cm, 1995 = Quilt with embroidery and appliquees
132x200 cm, 1995

© 2018 Istanbul Kadin Miizesi / Istanbul Women’s Museum
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Museum Frauenkultur Regional —
International. Fiirth, Almanya

MERAL AKKENT » HATIRLAMAK DIRENISTIR

To See and Be Seen

Arjantin'deki askeri diktatorliik sirasinda
(1976-1983) anneleri kaybettirilen ve de

oldiiriilen yaklasik 400 gocuktan biri olan «128 numarali torun»
Temmuz 2018’de anneannesi tarafindan bulundu.

Plaza de Mayo anneleri ve biiyiikanneleri, kaybedilen ve
katledilen ¢ocuklarinin yasini ve isyanini dile getirmek igin beyaz
basortisi takarlar. Taktiklar beyaz basortiisi, diktatorliige
karsi direnglerinin ve devletin islenen suglar agikliga kavusturma
yukimliliigiiniin sembolii olmustur.

1977°den 2005’e kadar Buenos Aires’teki Baskanlik Sarayi’'nin
oniinde, Plaza de Mayo meydaninda toplandilar. Kagirilan
ogullarinin ve kizlarinin canli olarak geri getirilmesini talep
ettiler. Zulme, tehditlere, tutuklamalara ve iskenceye ragmen
susturulamadilar. Orduyu koruyan yasalar yirirlikten
kaldirildiginda diizenli gésterileri sona erdi. Sembolleri kaldi.
Sesini yiikseltmek, susturulmuslarin
sesi olmak, davasi igin sebatla direnmek
ve siddet kullanmamak... Annelerden ve anneannelerden gelen
bu mesajlar; adaletsizlige karsi koymak icin direnis bigimleri ve

bireysel cesaret konularinda yogun tartismalara ve derin
disiincelere yol agti.

«Yasli kadinlarin sembolii» olarak goriilen
basortiisii, yeni bir anlam kazandi.

Ziyaretgiler, biyiikannelerin ve barigsever
insanlarin protestolarinin daha nice
siiriip gidecegi sorusunu tartisti. Birgok
ziyaretgiye kendilerinin de boyle

cesur ve sebatkar olup olamayacaklan
soruldu. Annelerle belli bir toplumsal
dayanismanin olup olmadig tartisildi.

One of about 400 children whose
mothers were lost and killed during the
Argentine military dictatorship (1976-1983), «Grandson No. 128»
was found in July 2019 by his grandmother.

The iti

The mothers and grandmothers of the Plaza de Mayo put on
white headscarves to express their sorrow and protest about their
kidnapped and killed children. The white headscarves became the
symbol of their resistance against the dictatorship and the state’s
obligation to solve those crimes.

From 1977 till 2005 they gathered in front of the presidential
palace on Plaza de Mayo, Buenos Aires. They claimed that their
kidnapped sons and daughters should be brought back alive. Even
persecution, threats, imprisonment and torture could not quieten
them. The regular demonstrations stopped as soon as the laws to
protect the military got repealed - the symbol persists.

To raise one’s voice, give voice to the

isitor’s reaction ¢ sV
silent ones, insist on your cause, act

without violence... These messages of mothers and grandmothers
lead to intensive discussions and reflections about forms
of resistance and the individual courage to stand up
against injustice.

The headscarf, «the symbol of old women»,
received a new meaning.

Visitors discussed the question how long

the protest of these grandmothers and
people of the peace movement might go
on. Many visitors asked whether they
would have been just as courageous

and persistent as the protesters.

It was asked if there was a
particular solidarity of the
society with mothers.

Ifa 18-20 Ekim 2018'de stahbul Kadin Miizesi (KM) ve Su Gender Miizeler, Hafiza Mekanlars, Hatirlama Pratikleri - 1. Asya ve din Mitzel KM tarafindan hazirlanmust
‘The exhibition unEXPOSED? was produced by KM within the context of the conference Femirist Museums, M - 1th Asian and 2
ofganized by Women's Museum Istanbul (IKM) and the SU Gender on 18-20 October 2018 in Istanbul.
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Museum Frauenkultur Regional —
International. Fiirth, Almanya

War Socks and Peacemaker Women

Asker Goraplart ve Baris Yapan Kadinlar sergisi, diinya kadin barig hareketinin 100.
yilint anmak icin d isti = The exhibition «War Socks and ker Women>»
was shown to commemorate 100 years of women's peace movements around the world

m Meksika'da kadinlar tim tilkenin
kamusal alanlarinda, yasanan politik

siddete karsi sessizce mendiller isliyorlar. Bu eylem kitlesel

katliamlarin ve zorla kaybetmelerin gizlenmesine karsi bir hareket.

Geleneksel olarak 6zel alanlarda islenen nakis, kamusal alani
yeniden ele gegirmek ve siddet magdurlarini anmak igin yapilan
siddetsiz eylemin ahlaki bir silahi haline geliyor. Sergideki bu
yerlestirme, Almanya’da neredeyse hig bilinmeyen Meksika'daki
durum ve oradaki insan haklari ve baris aktivistlerinin faaliyetleri
hakkinda bilgi veren 6nemli bir etkinlikti.

Ifsa Etmeden? sergisi, 18-20 Ekim 2018 de Istanbul Kadin Miizesi (IKM) ve Su Gender ortaklg e Istanbulda yapilan Feminist Pedagoji: Mazeler, Hafiza Mekanlar, Hatirlama Pratikleri - 1. Asya ve Avrupa Kadn Miizeleri Konferanss ki da, TKM
‘The exhibition unEXPOSED? was produced by IKM within the context of the conference Feminist Pedagogy: Muscuns, Menory Sites, Practices of Remenb 2 2

Ziyaretgi tepkisi Kadinlarin eylemi, insanlarin vahsice
oldiirilmelerini belgelemektedir. Bu

eylemler ayni zamanda basarili bir stratejiyle terér ve Slimle
dolu meydan ve sokaklari yeniden hayatla bulusturarak estetik
kavramini da yeniden tanimliyordu.

Biiyiikannelerimizin yaptigi gibi nakisla mesajlar islemek, ilk
bakista parmak isirtan haberlerle dolu bir diinyada cagdisi bir
hareket gibi goriinebilir.

Nakis eylemi, bizim de sergi siirecinde izleyebildigimiz gibi,
Meksika kentinin sokaklarinda ¢ok gesitli 6zel iliskiler
olusturmustu. Bircok ziyaretgi geleneksel «el isi» konusunda
karmasik duygular igindeydi. Ancak 6lmiis bir insana ait birkag
basit bilginin islendigi mendili gordiiklerinde, bu geleneksel

el isi ziyaretgiler igin yeni bir anlam kazandi ve bu da kisileri
6grendikleri hakkinda diisiinmek igin motive etti.

S AT In Mexico 'the WEHER E1 embrfnderlng
handkerchiefs, silently, on public squares
all over the country against political violence. It is a movement

against the concealment of mass murder and enforced
disappearance.

Embroidering, which is traditionally done in private, becomes a
moral weapon in a nonviolent campaign to reclaim public space
and to remember the victims of violence. The installation was

an important act to inform about the activities of human rights
and peace activists and the situation in Mexico, which are hardly
known in Germany.

The a.ctlvmes of the women document
the violent deaths of people. They are,
at the same time, a new definition of aesthetics, a successful

strategy to revitalize public spaces and streets marked by death
and terror.

At first glance, embroidering messages - as done by our
grandmothers - seem to be an anachronistic act in a world filled
with sensational news.

The embroidering creates multiple personal connections in
the streets of Mexico, which we were also able to realize in
our exhibition. Many visitors have an ambivalent attitude
towards embroidery, but when they looked at the
handkerchiefs with the scarce and simple data of somebody’s
death on them, the traditional manual craft took on new
relevance for the viewers and they motivated people to
discuss and analyze the situation.

1th Asian and KADIN
NUZESI

organized by Women's Museu Istanbul (IKM) and the SU Gender on 18-20 October 2018 in Istanbul
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1995

m Hayatta Kalma Sanati sergimiz igin

tekstil sanatgilarindan ve tekstil sanatgi
kolektiflerinden kendileri igin 6nemli konularla sergiye katkida
bulunmalarini istedik.

Maire Masson’in istiridye aplikesi (tifaifai) eseri, doganin tahrip
edilmesine karsi bir tavirdi. 1984’ten bu yana dogal gevre

harap oldugu icin 1zdirap duyan ve yasam alanlarini korumak igin
endiselenen Bora Bora sakinleri, dogayi korumak amaciyla Atuatu
te Natura isimli dernegi kurmuslard.

1994 yilinda Bora Bora’daki mercan kayaliklar tehlike altindaydi.
Pahuas’larin (istiridye) asirn biiylimesi, lagiiniin ateg kirmizisi

rengini yok etmisti.
Ziyaretgi tepki Bu tifaifai, sergimizin yetiskin ve gocuk
ziyaretgilerinin Polinezya’daki durumla
ilgilenmelerine, Bora Bora kiiltiirii konusunda arastirma yapmak
istemelerine ve gevre sorunlari hakkinda diisiinmelerine neden
oldu.

Tifaifai islerinin yapilmasini etkileyen toplumsal faktorler, Bora
Bora kadin kiiltiiriinden beslenmektedir. Bir gevre aktivisti olan
Maire Masson igin Tifaifai
yapmak, doganin korunmasi
ve bunu talep etmek anlamini
iceriyordu.

Sergide; kiiltirlerarasi ve
uluslararasi s6zel olmayan

dili sayesinde tiim diinyada
anlasilabilen bu biiyiileyici kumas
sanatinin, toplumsal veya gevresel
sorunlar hakkinda dustindiirecek
«isyankar» bir arag oldugunu
gozlemledik.

Sanatg1 m Artist: Maire Masson

Pahua: Pamuklu kumas = Cotton, 2,40x2,30 m
Harekete gegme vakti) Agi'min Kadin
Koordinasyonu isbirligi ile yapild:

= Created in collaboration with the Women's
Coordination of the Network Hiti Tau (Time to act)
Vaitope de Povai, 1995

stanbul Radin Mizes (IKM) ve Su Genderortadg il stanbul da yapian
A by KM within the context ofthe conference Fen
+fs Museun Itanbul (LK) and the SU Gender on 18+20 October 2018 isantu

iizelr, Hafiza Mekanlars, Hatr
ticesof Re

MERAL AKKENT « HATIRLAMAK DIRENI$TIR

Yerel ve Uluslararas1 Kadin Kiiltiirii
Miizesi. Fiirth, Germany

Hayatta Kalma Sanati

For our exhibition The Art of Survival,

textile artists - individual and
collectives - were asked to contribute to the exhibition with
topics of their concern.

The oyster tifaifai by Maire Masson is a claim against the
destruction of nature. Since 1984, inhabitants of Bora Bora,
disturbed by the deterioration of the environment and concerned
about the preservation of their surroundings and living environs,
had formed an association for the protection of nature named
Atuatu te Natura.

In 1994, the coral reefs in Bora Bora were in danger. The excessive
growth of the pahuas - oysters - had robbed the lagoon of its
scarlet-red colour.

This tifaifai was the starting point for

our visitors - adults and children - to
start researching the situation in Polynesia, the culture of Bora
Bora and reflect environmental topics.

The social factors that influence tifaifai are deeply embedded in
women’s culture of Bora Bora. For Maire Masson, an environmental
activist, it has been a means to awaken concern for the environ-
ment and demand that it be
protected.

We found that fabric

art fascinating as such
because of the intercultural
and international language,
and therefore understood
all over the world - is a
«subversive» tool to reflect
on social or environmental
problems.

minda, 1KM tarafindan hazielanmistir

f h Asian
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Yerel ve Uluslararas: Kadin Kiiltiirii
Miizesi. Fiirth, Germany

Hayatta Kalma Sanati

1995

In"ash El Usra grubu, Filistinli kadinlar

gliclendirmek ve Filistin geleneklerini
korumak, kadin ve kiz gocuklarinin ekonomik bagimsizliklarini
kazanmalarini destekleyen egitim gibi insani hizmetleri saglamak
amaaiyla Sameeha Khalil (1923-1999) tarafindan kuruldu.

1995 yilindaki Hayatta Kalma Sanati sergimize 6zel, In’ash El
Usra grubu tyeleri geleneksel bir kanavige isi yaptilar. Zulim
yasanan zamanlarin Ustesinden gelebilmek igin, kadinlar
eserlerindeki nakislarin doniistiriiciiligiinden faydalaniyorlardi.

Sameeha Khalil gruptaki kadinlarin yasam felsefelerini soyle
ozetlemisti: Karanligi 100 yil lanetlemektense, her giin bir mum
yakmak daha iyidir. ‘Olmaz’ diye bir sézciik yoktur. Istek olursa,
care de vardir. Tiim yetenekler, ¢cabalar ve fikirler bir araya
getirilirse, iste o zaman ¢ok sey basarilmis olur.

Bu 6zenli kanavige sanati galismasi,

ziyaretgilere Filistin’deki yasam
alanlarinin tahribini gésteren garpici resimlerden daha fazla
dokunabildi. Ve bu zengin kiiltiir mirasina sahip bolgedeki tiim
topluluklarin, karsilikli anlayis ve baris icinde birlikte yasamanin
yolunu nasil bulabilecekleri konusunda tartismalara yol agti.

The group In’ash El Usra was founded

by Sameeha Khalil (1923-1999) to
empower Palestinian women and preserve Palestinian traditions,
to provide humanitarian services: education and training offered
to women and girls to help them to economic independence.

In 1995 women of In’ash El Usra embroidered a piece of cloth in
the traditional cross-stitch method for our exhibition «Art of
Survival». To be able to overcome times of oppression, women
made use of the transformative power of their embroidery in their
artwork.

Sameeha Khalil sums up the philosophy guiding the women in the
following words: It is better to light a candle a day than to curse
darkness for 100 years; the word ‘impossible’ doesn’t exist; where

Filistin kanav

brought together, a lot is achieved.

More than any picture showing
destruction of the world Palestinians
live in did the meticulously performed cross-stitch embroidery lead
to consternation. It initiated discussions about the rich cultural
heritage of the region: How can all groups of the population living in
this region find a way to live together in harmony and peace?

e isi = Palestinian Embroidery, 1995

there is a will there is a way; if all talents, efforts and ideas are In‘ash El Usra, Al Bireh = Al Bireh, Filistin = Al Bireh, Palestine
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Museum Frauenkultur Regional —
International. Fiirth, Almanya

Women’s History in Middle Franconia

ve 1942'de izbika
gettosunda 6ldiriilmiis Teresa Jakob’un
adinin bas harflerini isledigi yastik kilifinin
tizerine yerlestirilmis, parcalari yapistirilmis
bir fincan tabagi, saglam kalmig Meissen

marka kahve fincani ve tabag ve kirik bir
stirahi.

Porselen kiriklari, hem Nazi rejiminin
siddetini hem de kadinlarin hatirlama
kiiltiiriing simgeliyordu.

ilerlemis yagina ragmen baris eylemciligini
stirdiiren Eva Rossner, giindelik yasamin bu
nesnelerini, kirik porselen pargalarini,
biiyiikannesini ve Nazi déneminin suglarini
hatirlamak igin hep muhafaza etmisti.

9 Kasim 1938'de Yahudi’lere saldinldigi,
evlerin, is yerlerinin, sinagoglarin
tahrip edildigi gece (Kristallnacht),
biiyiikannesinin evi timiyle tahrip
edildiginde Eva Rossner 12 yasindaydi.
Sergiledigimiz

Ziyaretgi tepkisi ' "
objeler, Nazi

rejiminin canavarca siddetini, en ac
netligiyle sembolize ediyor. Kiz evlatlara ve
kiz torunlara gegmesi gereken kentsel
yasam kiiltiiriiniin bu kalintilari, ayni
zamanda kadinlarin giinliik hayatindaki
degisimlerin de temsilcisi: Meissen
porselenlerini halen toplayan ya da
monogram isli eski yastik kiliflarini halen
saklayan var mi?

Serginin ziyaretgilerinin cogu Nazi dénemi
ile mesgul olmak istemiyordu, giinkii, egitim
kurumlarinda ve toplumsal hafiza kiiltiiri
cercevesindeki kamusal tartismalarda

bu konudaki her seyi zaten duyduklarimi
dusiintiyorlardi.

Fakat, kirik porselen pargalar yeni
diisiinme bigimlerine yol agan duygusal
empatiye vesile oldu.

A saucer, glued
together, a

Meissen mocha cup with its saucer, not

broken, a broken carafe placed on a pillow

with initials embroidered by Therese Jakob,
born 1884, murdered 1942 in Izbica.

The broken porcelain symbolizes

the violence of the Nazi regime and,
at the same time, women’s culture of
remembrance.

Eva Rossner is a peace activist despite her
old age. She keeps these objects of daily
life, broken fragments, in memory of her
grandmother and the crimes committed
during the Third Reich.

Her grandparents’ apartment was
completely destroyed during the Pogrom
Night, 9t of November 1938. At that time
Eva Rossner was 12 years old.

Hafiza Mekanlars, Hatrlama Pratikleri - 1. Asya ve A

Kirtk porselen = Broken Porcelain
Eva Réssner, 1938-2003

symbolize the

bestial violence of National Socialism in
heartbreaking clarity. The shattered
remains of a bourgeois culture - which
should be passed on to daughters and
granddaughters - also refers to a change in
women’s daily life: Who in the world still
collects Meissen porcelain or keeps old
pillowcases with monograms?

Not all of the exhibition’s visitors wanted
to deal with this particular era, assuming
they had heard enough about it visiting
educational institutions and through

the public discourse in society about the
culture of remembrance.

But: the broken objects lead to emotional

concern, which opens up new ways of
reflection.

cleri Konferanss kapsaminds, KM tarafindan haziflanmstir.

of Remembrance - 1th Asian and European conference of wom
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Sanal Sergi 2015

Miriam Miranda, leader of OFRANEH in

Honduras, risks her safety and freedom
to protect the Garifuna community’s rights to land and territory,
cultural rights, and spiritual rights.

The Honduran government takes a harsh and violent approach
to activists, with Miriam and others experiencing death threats,
kidnappings, attacks, and imprisonment. Despite this, she resists
the injustices the Garifuna community has endured: sieges by
mining companies and the militarization of ancestral Garifuna
land that is being taken by large corporations.

Miriam'’s efforts, despite what they have cost her, embody
the #DefendHer spirit: staunch and relentless, pushing
through violence in defense of human rights.

m Honduras'taki Siyah Kardeslik Orgiitii
OFRANEH’in lideri Miriam Miranda,
Garifuna halkinin toprak hakkin, kiiltiirel haklarini ve inang

ozgurligini korumak igin, kendi giivenligini ve 6zgirligini
tehlikeye sokmustu.

Honduras hiikiimeti; 6liim tehditleri, kagirmalar, saldirilar ve
tutuklamalarla Miriam ve diger aktivistlere karsi acimasiz ve siddet
iceren bir yaklasim sergiliyordu. Miriam Garifuna halkinin yasadigi
adaletsizliklere - maden sirketlerinin onlar kusatmasina, biyiik
sirketler tarafindan ele gegirilen Garifuna halkinin ata topraklarinin
militarizasyonuna ragmen - karsi koymaya devam ediyor.

Miriam igin 6dedigi bedel ne olursa olsun, gabalar #DefendHer
ruhunu tasiyor: Yasanan siddete ragmen insan haklarini savunmak
icin gliclii durmak ve vazgegmemek.

Kiiresel Kadin Fonu Miizesi
San Francisco, ABD

#KizkardesiniSavun: Adalet icin Beraberlik

#DefendHer, presented as a digital
campaign, allowed for unique audience
participation and scope.

Reaching nearly 100,000 visitors, the international audience
engaged with the deeply personal stories of each of the

14 featured women human rights defenders in their efforts to
safeguard human rights.

The strength that characterized each woman’s narrative connected
and inspired viewers, as seen in their messages of support (a feature
of the online campaign that allowed visitors to write a personal
message to defenders): 1,125 voices from all the corners of the
world were personal despite distance, clamoring «thank you,

we are with you», bound by the hope for a brighter future.

Ziyaretgi tepkisi Sanal bir kampanya olarak sunulan
#DefendHer benzersiz bir ziyaretgi
katilimi ve alani yaratti.

Yaklasik 100.000 ziyaretgiye ulasan uluslararasi hedef kitle; insan
haklarini korumak igin verdikleri cabayla 6ne gikan 14 insan haklan
savunucusu kadinin son derece kisisel hikayeleriyle yakindan
ilgilenmeye basladi.

Her bir kadinin kendi 6ykisiiniin anlatisindaki giig, gelen destek
mesajlarinda goriildiigii iizere izleyenleri birlestirdi ve esinlendirdi.
Ziyaretgiler icin, hak savunucularina hitaben kisisel mesaj yazma
olanagi bulunan sanal kampanyadaki 6zellik nedeniyle, diinyanin
her kosesinden gelen 1.125 mesaj, aradaki mesafeye ragmen
samimiydi ve daha iyi bir gelecek umuduyla «Tesekkiirler, seni
destekliyoruz» diye haykiriyordu.

inda, IKM tarafindan hazirlanmist,
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Global Fund for Women
San Francisco, USA
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#DefendHer: Standing Together for Justice

Azra Causevic, an activist and
trans and queer person, has been

subject to violence and discrimination as a member of the

LGBTQI community in Bosnia, given the country’s patriarchal

culture informed by conservative Catholic, Orthodox, and Muslim
religious beliefs.

Her personal experience fuels her passion for defending the rights
and freedoms of LGBTQI persons. Azra is the co-founder Okvir,
the first women-led LGBTQI Association in Bosnia, establishing
awareness about issues of sexuality and creating a safe space for
the LGBTQI community.

As a human rights defender and a member of the #DefendHer
campaign, Azra holds steadfast in the belief: «Once I lived through

injustice, it’s my duty to react and to do right against the injustice».

Online Campaign

#DefendHer, presented as a digital
campaign, allowed for unique audience
participation and scope.

Reaching nearly 100,000 visitors, the international audience
engaged with the deeply personal stories of each of the

14 featured women human rights defenders in their efforts to
safeguard human rights.

The strength that characterized each woman’s narrative
connected and inspired viewers, as seen in their messages of
support (a feature of the online campaign that allowed visitors
to write a personal message to defenders): 1,125 voices from

all the corners of the world were personal despite distance,
clamoring «thank you, we are with you», bound by the hope for
a brighter future.

m Aktivist, trans ve queer birey Azra
Causevic; LGBTQI toplulugunun
Bosna’daki tiyelerinden birisi olarak iilkedeki muhafazakar Katolik,

Ortodoks ve Miisliman inanglardan beslenen ataerkil kiiltiir
nedeniyle siddete ve aynmaliga maruz kalmaktayd.

Kisisel deneyimleri nedeniyle, LGBTQI bireylerin haklarini ve
ozgiirliklerini savunmaya 6zel 6nem veren Azra, Bosna'da
kadinlarin yénettigi ilk LGBTQI dernegi olan Okvir'in eskurucusu
sifatiyla cinsellige dair konularda farkindalik olusturuyor ve
LGBTQI toplulugu igin giivenli bir alan yaratiyor.

insan haklari savunucusu ve #DefendHer kampanyasinin da bir
tiyesi olan Azra «Adaletsizlikler yasadigim icin tepki vermek ve
adaletsizlige karsi, adaleti savunmak benim gérevimdir» sozleriyle
dile getirdigi inancini sebatla koruyor.

Ifsa Etmeden? segisi, 18-20 Ekim 2018'de Istanbul Ka
‘The exhibition unEXPOSED? was produced by KM wi
organized by Women's Museu Istanbul (IKM) and th

aretgi tepkisi Sanal bir kampanya olarak sunulan
#DefendHer benzersiz bir ziyaretgi
katilimi ve alani yaratti.

Yaklasik 100.000 ziyaretgiye ulasan uluslararasi hedef kitle;

insan haklarini korumak igin verdikleri cabayla 6ne gikan 14 insan
haklari savunucusu kadinin son derece kisisel hikayeleri konusunda
diistindii.

Her bir kadinin kendi 6ykisiiniin anlatisindaki giig, gelen destek

mesajlarinda goriildiigii tizere izleyenleri birlestirdi ve esinlendirdi.
Ziyaretgiler icin, hak savunucularina hitaben kisisel mesaj yazma
olanagi bulunan sanal kampanyadaki 6zellik nedeniyle, diinyanin
her késesinden gelen 1.125 mesaj, aradaki mesafeye ragmen
samimiydi ve daha iyi bir gelecek umuduyla «Tesekkiirler, seni
destekliyoruz» diye haykiriyordu.
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Sergi, kadinlarin

insan haklar
ihlalleri ve cogu zaman bu durumla
baglantili olarak gelisen kendini
asagilanmis hissetme ve caresizlik duygulari
konusundaydi. Serginin adi olan ii¢ kadin
ismi «Famida, Marlene, Ingrid», farkli
kiiltiirlerden ve devirlerden kadinlarin
hayat hikdyelerini temsil ediyordu.

Yorgani (quilt) yapan sanatgilar icin
kumas malzemeler, kadinlarin duygusal
diinyalarini, yasam kosullarini ve
duyarliliklarini temsil etmek igin uygun bir
arag olarak goriilda.

Yorgan, ¢ogu zaman bu diinyalarin
birbiriyle ne kadar geliskili olabilecegine
dair bir 6rnek. ilk bakista, yorganin
rahatlik ve giivenlik duygusu verecegi
distintliyor. Ancak yorgana verilmis olan
isim olan «Saldir», bu 6zel diinyaya siddet
kullanilarak girildigini ifade ediyor.

Sanatgilar m Artists: C

Saldur: - Bir quilt v

Kadin Miizesi
Merano, italya

Kader - Famida, Marlene, Ingrid

2007

Ziyaretgiler

sergiye aktif
olarak katildilar. Birbirleriyle ve miize
personeli ile sergideki eserler hakkinda
konustular. Ziyaretgilerin tedirgin olduklar
da gozlemlendi, glinkii sergi giinlik
yasamda hakkinda konusulmayan bir
konuya isaret ediyordu.

Kadinlarin insan haklarinin ihlallerinin
arkasinda, kisisel ve aci dolu deneyimler
bulunur. Kadinlar genellikle bu deneyimleri
hakkinda, yakin zamandaki #metoo
eyleminde oldugu gibi, toplumsal bir
tartismaya neden olabilecek sekilde agik¢a
konusmazlar.

Bu nedenle, ziyaretgilerin ¢ogu, bu konuyu
tiim yonleriyle ele almanin, 6zellikle bir
kadin miizesi icin 6nemli bir gorev oldugu
konusunda fikir birligi icindeydiler.

: A quilt with 48 times intrusiveness

The exhibition

addresses human
rights violations against women and the
often-connected feelings of inferiority and
helplessness.

The three women’s names in the title of
the exhibition «Famida, Marlene, Ingrid»
stand for life stories of women from
different cultures and epochs. For the
artists of the quilt the textile materials
provide an eloquent means of expression
to convey female emotional worlds, living
conditions and sensitivities.

The quilt is an example of how
ambivalent these worlds often can be.

At first glance a quilt is supposed to

give a sense of coziness and security.

But the title «Assault» stands for

the violent intrusion in this private world.

Visitors

participated
actively in the exhibition and got into
conversations with each other and with
the staff of the museum based on the art
works. A sense of concern among visitors
could be noticed, especially as the
exhibition addresses a topic that is not
talked about in the everyday context.

Behind human rights violations against
women stand personal and painful
experiences. Relatively few people talk
about their experiences publicly, though
social discourse has been actively triggered
by the recent #metoo movement.

Therefore, most visitors agreed that it
remains an important task, especially
for a women’s museum, to address this
topic in all its facets.

© 2018 Istanbul Kadin Miizesi / Istanbul Women’s Museum
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‘Women’s Museum
Meran, Italy

Memorial to Victims of Rape

2013'te, Kadin
Miizesi’'nin halka agik olan giris bélimiine
yerlestirildi. Anitin amaci konusulmayani
goriinir kilmak, savasta, isgalde, hukukun
islemedigi zamanlarda ve de barig
donemlerinde tecaviize ugramis, sayisiz adi
bilinmeyen kadinlari anmakti.

Anit, yalnizca gegmisi hatirlatan bir heykel
olmayi degil, aksine ¢ogu kez giiniimiizde
de genellikle sir kalan bu konunun 6nemine
dikkat gekmek istiyordu.

Bu tiir konular korku, 6fke, utang,
sugluluk duygusu ve ayni zamanda da
bdylesine ciddi bir sugu kolektif hafizaya
yerlestirme ve bunu bir sug olarak
nitelendirme konusundaki toplumsal acizlik
nedeniyle genellikle gizli kaliyor.

Bes bagimsiz

Ziyaretgi tepkisi
kadindan olusan

bir grup, bu aniti gerceklestirecek girigimi
baslatti. Anitin konseptini belirlediler ve
sanatgi Sieglinde Tatz Borgogno heykeli

olusturu.

Projenin bagislarla finanse edilmesi
gerektiginden, daha énceden bilgilendirme
etkinlikleri yapildi. insanlar bu nedenle
anitin yerlestirilmesinden gok 6nce, onunla
iliski kurmuslardi. Destekleyiciler, bagisci
olarak, projenin etkin bir parcasi olabildiler.

insanlar, tecaviiz konusu baglaminda sok,
tziintii ve 6fke gibi duygularini tekrar
tekrar dile getirdiler. Fakat ayni zamanda
destekleme arzularini belirttiler ve boyle
bir anitin gerekli oldugunu da ifade ettiler.

The memorial

was installed in
the publicly accessible entrance area of
the Women'’s Museum on 8 March 2013.
The monument’s purpose is to make visible
what is not talked about. It commemorates
the countless, unknown women who
were and are victims of rape in wartime,
occupation or lawless times, but also in
peacetime.

The memorial not only wants to be a
monument to remember the past, but
rather draws attention to the relevance of
this often-hidden topic today.

These issues remain hidden, because of
fear, anger, shame, guilt, and also because
of society's inability to place this crime in
the collective memory and identify it as
the serious crime it is.

A group of

five independent
women formed the initiative for the
realization of this memorial. They came
up with the concept for it, and the artist
Sieglinde Tatz Borgogno designed the
memorial.

Informational events have taken place
beforehand, as the project had to be
financed by donations. So even before

the installation of the memorial, the public
came in contact with it and supporters
could actively participate by a donating
for the project.

In connection with the issue of rape,
people have repeatedly expressed feelings
of shock, sadness and anger. But they also
expressed their eagerness to help and the
necessity of such a memorial.

Sanatgr « Artists Sieghinde Titz Borgogno
Anit - Bu Konuda Diislin = Memorial - Think about it

eminist Pedagoji Miizeler, Hafi
Memory Sites, Practicesof Renmer

onferanst kapsaminds, IKM taraf
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Group Women and Museum
Switzerland

Women in the Embroidery Industry in the Rhine Valley

_ Sergi, Dogu isvigre’de Ren Vadisi’'nde
Birinci Diinya Savasi’ndan énce ve sonra

nakis endistrisinde galisan kadinlar hakkindaydi. Savas sirasinda
ve sonrasinda bu sektériin ¢ékmesi, insanlarin orduya katilmasina
veya issizlige yol agti. Erkeklerin hakimiyetinde olan nakig
endiistrisindeki kiigiilmeyle kadinlar biyiik oranda issiz kaldilar ve
yasamlarini stirdiirebilmek igin baska gareler aramaya zorlandilar.

Emeklerini sebze ciftgiliginde yogunlastirdilar. Biiyiik miktarlarda
ham madde irettiler ve yeni bir endistriyel sektor olusturdular:
Konserve kutusunda sebze! icine diisiilen zor durum, istikrarsiz
ekonominin iistesinden gelmek igin yeni fikirler ve ¢6ziimler
yaratti.

_ Fotograf, savasin yikima yol agtigini
ama ayni zamanda kadinlarin giiciinii ve
direncini de harekete gegirdigine isaret ediyor.

Yasli nesil genel olarak savas olgusunu kabul edilmesi gereken,
degistirilemeyecek bir durum olarak algilamaktaydi. Sundugumuz
yerlestirme, ziyaretgileri savasin halk tizerindeki 6zellikle de
(fabrika yasasina tabi olmayan) kiigiik aile isletmelerinde galisan

cekirdek ailelerin yasamlarindaki etkisini anlamaya davet ediyordu.

Ziyaretgiler, savasin yikiaiginin sivil niifusu nasil etkiledigini
ancak sergiyi gezdikten sonra anladiklarini ifade ettiler.

The exhibition focused on women in the
embroidery industry before and after
the first world war in Eastern Switzerland’s Rhine Valley. The
crash of that sector during and after the war brought recruitment
for military service and unemployment. In the business largely
dominated by men, women were caught up in massive
downsizing. Women were forced to search out
opportunities in order to survive.

The exhibition

They stepped up their efforts in vegetable
farming and produced mass quantities of
raw material and created a new industrial
sector, automated canning! The challenge
created new ideas and solutions to
overcome the precarious economic

afiza Mekanlay
b

The photograph
illustrates

the fact that war was responsible for
destruction, but also for calling into action
the strength and resilience of women.

Visitor’s reaction

In general, the older generation perceived
the war simply as an unalterable fact
which had to be accepted. The installation
invited visitors to realize the impact of the
war on the population, especially on the
lives of the nuclear families who worked in
the small embroidery industries as family
businesses (which was not subject to
factory law).

Visitors mentioned that only after visiting
the exhibition they realized that the
violence of the war included the civilian
population.

e 1th Asian and

situation.

Ifsa Etmeden? sergisi, 18-20 Ekim 2018 de istanbul Kadin Miizesi (IKM) ve Su Gender ortaklg e Istanbulda yapilan Feninist Pedagoji: M
‘The exhibition unEXPOSED? was produced by IKM within the context of the con Feminist Pedagogy: Museuns, Memary Sites, Pract
organized by Women's Museum Istanbul (IKM) and the SU Gender on 18-20 Oct 18 in stanbul

it Hatirlama Pratiklri - . Asya ve Avrupa Kadin Mizeleri Konferanss kapsaminda, IKM tarafindan hazislanmistr -
1 Europea . KADIN

Fotograf  Photo: Urs Siegwart
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unEXPOSED?

Kaynaklar = Credits

Frauenmuseum, Bonn
ALMANYA =« GERMANY

Yerlestirme:  Installation:
Seks Ticareti, 2006 Sex Trade, 2006

Museum Frauenkultur Regional-International, Fiirth
ALMANYA « GERMANY

Quilt, Kaybolan yurtlar Lot homes and walls in
ve Almanya'daki duvarlar  Germany (The Art
(Hayatta Kalma Sanati, 1995)  of Survival, 1995)

Tifaifai - Pahua  Tifaifai - Pahua
(Hayatta Kalma Sanat1, 1995)  (The Art of Survival, 1995)

Filistin kanavice isi
(Hayatta Kalma Sanati, 1995)

Palestinian Embroidery
(The Art of Survival, 1995)

Beyaz basortii  White headscarf
(Gormek ve Goriilmek, 2012)  (To See and Be Seen, 2012)

islemeli mendil  Embroidered handkerchief
(Asker Coraplari ve Bars  (War Socks and Peacemaker
Yapan Kadinlar, 2015) Women, 2015)

Kink porselen  Broken porcelain
(Asker Coraplari ve Baris  (War Socks and Peacemaker
Yapan Kadinlar, 2015)  Women, 2015)

Global Fund for Women, San Francisco
ABD ~ USA

Azra Causevic  Azra Causevic
i Adalet f : Standing
icin Beraberlik, 2015)  Together for Justice, 2015)

Miriam Miranda ~ Miriam Miranda
ini Adalet f Standing
igin Beraberlik, 2015)  Together for Justice, 2015)

Group Women and Museum Switzerland
iSVICRE ~ SWITZERLAND

Tufek, tahil quvali, konserve  Installation rifle, grain sack,
kutulari yerlestirmesi  tin cans (Women
(Ren Vadisinde Nakis  in the Embroidery Industry
Endiistrisi ve Kadinlar, 2017)  in the Rhine Valley, 2017)

Museo delle Donne, Meran
iTALYA  ITALY

Quilt Saldir:  Quilt Assault:
Kader - Famida, Marlene, ~ Destiny - Famida, Marlene,
Ingrid, 2007 Ingrid, 2007

Tecaviize Ugrayanlar  Memorial to Victims
igin Anit, 2013 of Rape, 2013

Kvinnemuseet, Kongsvinger
NORVEGC  NORWAY

Yerlestirme  Installation
(Susturulan. Kirtajin  (Silenced, The History
Tarihi, 2004-2015) of Abortion, 2004-2015)

Pratikleri - 1 Asya ve Avr

Kirator = Curator
Meral Akkent

Redaksiyon = Editing
Meral Akkent
Fulya Kama

Hans-Martin Dederding

Ceviriler = Translations
Meral Akkent
Gizem Tas
Nehir Kovar
Deniz Penzkofer
Moscheh Bokle

Grafik tasarim = Graphic design
Alex Miskin

Sergileme = Realization
x KARSILASMALAR x

Uretim = Production
Lamarts

© 2018 istanbul Kadin Miizesi = Women’s Museum Istanbul

Her hakki saklidir. igerik degistirilemez, dagitilamaz, yazi, ses,
goriinti tasanm, fikir olarak bagka eserler olusturulamaz.

All vights reserved. No part of this exhibition may be reproduced
or transmitted in any form or by any means, including
photocopying and recording, or by any information storage
and retrieval system.

istanbul Kadin Miizesi, istanbul Kadin Killtiir Vakfi kurulusudur.
Women’s Museum Istanbul was founded and is supported by
Women’s Culture Foundation Istanbul.

i ISTANBUL
KADIN KOLTUR
VAKFI

‘Ihe exhibition unEXPOSED? was produced by IKM within the context of the conf
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The Dinner Exhibition: An Experiment

in Feminist Pedagogy for Museums

Betiil Gaye Ding'

1

The International Council of Museums (ICOM) defines museums as
communication spaces that do research, facilitate visitors’ learning, delight
them, entertain them and make them enjoy exhibitions*. Museums serve the
purposes of research and education, but also stand for the enjoyment, fun,
and pleasure of visitors. Museums are thus places of communication where
visitors experience diverse relationships with each other and the exhibition. It
is museum education that builds the bridge between the exhibition and the
visitors as well as initiating interaction amongst the visitors. It helps visitors to
become producers of culture in a changing society.

Taking ICOM principles into account and inspired by the permanent collection
of Istanbul Women’s Museum which constantly communicates with its visitors,
I created a picture book called The Dinner Exhibition>. After introducing my
book and presenting its concept, I discuss the relationship between the visitor-
centred activities of museums and a quality concept of museum education
for exhibitions in general. I propose that for every single exhibition a specific
educational concept is needed, an individual approach is required.
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Aksam Yemegi Sergisi: Miizeler I¢in Bir

Feminist Pedagoji Denemesi
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Uluslararasi: Miizeler Konseyi'nin (ICOM) miize tanimina gore miizeler aragtirma
yapan, 6grenmeye yardimci olan, ziyaretgileri mutlu eden, eglendiren, zevk veren
iletisim mekénlaridir®. Aragtirma ve egitim amagh ¢alismalarinin yani sira miizeler,
ziyaretcilerinin keyifli zaman gecirmelerini saglayacak konseptler sunarlar. Miizeler,
insanlarin sergilerle ve diger ziyaretgilerle iyi ve gesitli iligkiler gelistirdikleri iletisim
mekanlaridir. Ancak miize egitimi programlar1 sayesinde bir serginin icerigiyle ziya-
ret¢iler arasinda koprii kurulabilir ve ayni zamanda ziyaretgiler arasinda da iletigim
olusturulabilir. Béylece ziyaretgilerin, toplumsal degisimde kiltiir tireticisi olmasi
da desteklenebilir.

ICOM’un prensipleri is18inda ve ziyaretgisi ile kesintisiz bir sekilde iletisimini siirdiiren
Istanbul Kadin Miizesi'nin siirekli koleksiyonu'ndan ilham alarak Aksam Yemegi Sergisi®
adinda resimli bir kitap tasarladim. Kitabimi tanittiktan ve konseptini sunduktan sonra,
bu projenin ardindaki diigiinceyi ornek alarak ziyaret¢i merkezli miize ile kaliteli miize
egitimi ¢aligmasi arasindaki iliskiyi tartisacak, her sergiye 6zgiin bir miize egitimi
konsepti gerekliligine isaret edecegim.
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The Dinner Exhibition is a picture book which
contains comic book elements and narrates a story
about fourteen women who have contributed to
the history of the art and culture of Istanbul past
and present. On the premises suggested by ICOM,
I developed this book, looking for answers to the
following questions: what type of museum pedagogy
material must be developed for a virtual museum
which presents the stories of women’s lives instead
of objects? How can we ensure that the stories on
display really engage the visitors? How can visitors
benefit from significant and sustainable experiences?
How can we utilize comics as museum material?
I asked myself these questions during my internship
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in 2017 while visiting the permanent exhibition in the
Istanbul Women’s Museum. The museum focuses on
female pioneers who enriched the city’s cultural and
artistic life. As stated in the concept of the museum,
it constructs the collective memory of women in
the city, making all these identities in this memory
tangible and redefining the word “us” by expanding
its meaning.

The museum benefits from a narrative method
called “Ego documents” to exhibit the biographies
of the artists. I find this method meaningful and
valuable because that the biographical pages utilize
resources such as letters, diaries and interviews in
which every subject represents herself in her own
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Aksam Yemegi Sergisi, gegmiste ve giinimiizde
Istanbul'un sanat ve kiiltiir tarihine katkida bulunan
on dort kadindan bahseden ve igerisinde ¢izgi ro-
man elementleri bulunduran bir resimli kitaptir. Bu
calismay1, ICOM’un miize tanimi 15181inda, asagidaki
sorulara cevap aramak igin yaptim: Sergisinde objeler
yerine kadin Gykiileri olan bir miize i¢in ne tiir bir
miize pedagojisi malzemesi gelistirilebilir? Sergi-
deki Sykiilerin ziyaretgcilerle iletisim kurmasi nasil
saglanabilir? Ziyaretcilerin nitelikli ve stirdiiriilebilir
deneyimler kazanmalar1 nasil desteklenebilir? Cizgi
roman bir miize materyali olarak nasil kullanabiliriz?
Bu sorular1 2017 yilindaki stajim sirasinda, Istanbul
Kadin Miizesi'nin siirekli sergisini gezerken kendime
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sordum. Istanbul Kadin Miizesi, bizleri kentin kiiltiir
ve sanat yagamini zenginlestirmis yol agic1 kadinlarla
bulusturuyor. Miizenin konseptinde belirtildigi gibi
miize, kent kadin bellegindeki tiim kimlikleri gorii-
niir kiliyor, kent kadin bellegini zenginlestiriyor, “biz”
sozcligiiniin igerigini genisleterek yeniden tanimlryor.

Bu miizenin bana ¢ok anlaml gelen anlatma
yontemi, miizedeki biyografilerin tamtim sayfalarinda
sadece “ego documents” kullanilmis olmasiydi. Bu
yontemde, biyografilerin tanitim sayfalarinda her 6z-
nenin kendisini, kendi ifadesiyle temsil ettigi mektup-
lar, hatira defterleri ve réportajlar gibi kaynaklara yer
veriliyor. Sayfalarda bir anlatici veya yorumcu bir ses
olmadan, ziyaret¢i miizede kargilastig1 kisilerle aracisiz
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words. Since there is no narrator or interpreter to
portray the biographies, the visitors can establish a
direct relationship with the women presented in the
museum. I considered how to develop pedagogical
museum material for adults by using this method
of story-telling based on the primary sources, and
this paved the way for creating the book The Dinner
Exhibition.

As the book title reveals, I also let myself be
inspired by principal artworks in the history of art.
Leonardo Da Vinci, in his painting The Last Supper
(1498), depicts the story of Christ and the twelve
apostles, specifically the moment when Christ
declares which of the apostles would betray him. In-

Ben d. ayni Senin gibi Kadin' baki
agisiyla dedim ki -lyilikler diinyaya
kadnla gelmigtir.~ Meryem Anaya :
- gonderme yaptigima aniads, eiette. if |

spired by this painting, Judy Chicago, a contemporary
American artist, has created the installation The Din-
ner Party (1979) which is exhibited in the permanent
collection of the Brooklyn Museum'. This installa-
tion is composed of an enormous triangular table on
which the names of ninety-nine women in art history
are woven on the linen. Despite the fact that women
artists had always existed in art history, only male art-
ists were entitled to call themselves “masters”, which
led to inequality in accessing education, art supplies,

1 The Dinner Party by Judy Chicago, Elizabeth A. Sackler
Center for Feminist Art, Brooklyn Museum
www.brooklynmuseum.org/exhibitions/dinner_party
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iletisim kurabiliyor. Istanbul Kadin Miizesi'nin 6znel
belgeleriyle ve hikdye anlatim metodunu kullanarak,
yetiskinler i¢in nasil bir miize pedagojisi malzemesi
olusturulabilecegi tizerine diisiinmeye bagladim ve
ortaya Aksam Yemegi Sergisi adli kitap ¢ikt1.

Kitabin baghgindan da anlagilacag tizere sanat
tarihindeki 6nemli eserler bana ilham verdi. Leonar-
do Da Vinci, Son Aksam Yemegi (1498) tablosunda Isa
peygamber ve on ii¢ havarisinin hikéyesini resmet-
mistir. Da Vinci bu tabloda Isa'nin, bir havarisinin
onu ele verdigini soyledigi an1 resmetmistir. Ame-
rikali ¢agdas sanatgilardan Judy Chicago ise Aksam
Yemegi Partisi (1979) adiyla bir yerlestirme yapar'.
Brooklyn Miizesinin siirekli sergisinde gosterilen

bu yerlestirme, ti¢gen seklinde devasa bir masadir.
Bu masanin tizerinde doksan dokuz kisilik iglenmig
yemek servisleri ve her servisin iizerinde sanat tari-
hinden bir kadin sanat¢inin ismi bulunur. Sanat tari-
hinde kadin sanatgilar hep var olmasina ragmen, usta
sifati ile adlandirilan sanatcilarin erkekler olmasinin
sebebi kadinlarin egitime, sanat araglarina, finansal
ve entelektiiel ortama ulagabilmelerinin 6niindeki
engellerdir. Chicago da bu duruma isaret etmek igin,
gegmisteki kadin sanatgilar1 yemek daveti konseptine

1 The Dinner Party, Judy Chicago, Elizabeth A. Sackler Center
for Feminist Art, Brooklyn Museum
www.brooklynmuseum.org/exhibitions/dinner_party
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financial support and intellectual networks. To draw
attention to this issue, Chicago invites women artists
from history to the dinner party. Thus, she interprets
Leonardo Da Vinci’s painting through a feminist lens
and demonstrates the significance of women in art
history through the medium of art.

In my book, I reinterpreted this tradition in
art history and concentrated on the women artists
in Istanbul. Fourteen women artists who affected
and shaped the art and culture of Istanbul from the
Byzantine Period up to today sit around a table and
carry on an imaginary conversation. On the website
of Istanbul Women’s Museum, the permanent exhi-
bition creates a space for a dialogue transcending the
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ages among these subjects. This book is an answer
to the question: “If these women had come together,
what would they have talked about?”, a question
I found answer to at the exhibition of Istanbul
Women’s Museum.

I chose these fourteen inspiring women for
two main reasons based on feminist pedagogy: in-
tersectionality and inclusion. As Istanbul Women’s
Museum avoids representing women from a single
point of view, this book also avoids defining the word

“woman”. On the contrary, representing the pluralism

of these women’s experiences is essential to this work.
With the inclusive approach, I presented the diverse
identities of the women without any hierarchical
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yerlestirir. Boylece Leonardo Da Vinci'nin Son Aksam
Yemegi tablosunu feminist bir dille yorumlayarak
kadinlarin sanat tarihindeki 6nemini, bize yine sanat
araciligiyla anlatir.

Ben de kitabimda bu fikri yeniden yorumlaya-
rak, odagimizi Istanbul’un sanat ve kiiltiir bellegin-
deki kadin sanatcilara yonlendirmek istedim. Bizans
Dénemi'nden i¢inde bulundugumuz zamana kadar
Istanbul’'un sanat ve kiiltiir yasamini etkilemis ve
sekillendirmis on dort kadin sanatcidan bahseden
bu kitapta sanatcilar, bir yemek masasinin etrafinda
hayali bir sohbet siirdiiriiyorlar. Istanbul Kadin Mii-
zesinin sitesi incelendiginde, miizenin siirekli sergi-
sinin Istanbullu kadin sanatgilar arasinda ¢aglar1 asan

diyalog icin bir alan a¢tig1 gorilityor. Ortaya ¢ikan bu
kitap, “Bu sergideki sanat¢1 kadinlar bir araya gelse
ne konusurlardi?” sorusunun sergiden 6grendigim
cevabi niteligindedir.

Istanbul Kadin Miizesi'nden bu on dort ilham
verici ismi se¢memin feminist pedagojiye dayali
iki 6nemli sebebi var: Kapsayicilik ve kesigimsellik
ilkeleri. Istanbul Kadin Miizesi'nde salt bir perspek-
tiften kadin anlatis1 yapmaktan kaginildig gibi, ben
de bu kitapta kadin tanimi yapmaktan kagindim.
Aksine kadinlarin deneyimlerinin ¢ogullugu tize-
rine durdum. Kapsayic1 yaklagimla hi¢bir hiyerarsi
gozetmeksizin farkhi kimliklerden kadinlarin hika-
yelerini anlatmak istedim.
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© © ¢ 0 0 0 000 0000000000000 0000000000000 00000000000 0000000000000 00000000 O

and the benefits from the creativity of these artists

© © 0 0 00000 00000000000 0000000000000 000000000000 0 00

in improving the exhibition material will inevitably be reflected

© © 0 0 0 0 0 00000000000 0000000000 0000000000000 000000000000 0000 0 O

in the quality of the visitor-museum relationship.

© © ¢ 0 0000 0000000000000 0000000000000 000000000 0 0 00

order implied in society. Most of these figures not
only faced problems because of the gender roles in
the socio-political conjuncture of their time, but also
suffered from identity issues as they were members of
groups excluded by society’s “othering” mechanism.
Therefore, my book presents the stories of women
from different ages, ethnicity, gender, economic and
political backgrounds in an inclusive way.

The oldest characters in the book are from the
Byzantine Empire: the art patron Empress Theo-
doral and Kassia, the first known female composer
in the world. The Byzantine figures are followed by
the characters from the Ottoman Period: Hayganus
Mark, an Armenian feminist writer; Zabel Yesayan,
an Armenian and socialist feminist writer; Leyla
Bedirxan, the first Kurdish ballet dancer; Nuriye
Ulviye Mevlan, an Ottoman Muslim feminist writer
and women’s rights activist. The women pioneers of
the Republican Era in the book are represented by
Adalet Cimcoz, the first female gallery owner and art
patron in Turkey; Beki Bahar, the first Jewish play-
wright in Turkey; and other artists like Alev Ebuzziya,
a female pioneer ceramics artist; $ah Turna Agdasan,
a folk singer and poet who was the first female folk
singer to perform on stage at political protests; Piyale
Madra, who is the first female philosopher cartoonist;

Zeynep Esmeray, the first LGBTIQ+ feminist activist
actress; and Aylin Ashm, the first female punk mu-
sician. These women artists come together around a
dinner table to discuss the struggles that they faced in
their eras and how they coped with these problems.
Despite the disparate contexts in which these figures
lived, they all share one characteristic: none of them
can stand silent when it is necessary to speak up, as
Kassia wrote in one of her poems.

The starting point of the story in my book is a
complaint that was expressed by Aylin Aslim. When
a journalist criticized her for adopting feminist lan-
guage in her songs, she responded “Should I write
from a male perspective instead?” While considering
whether there has been such a language peculiar to
women, I encountered Kassia from the Byzantine
Period, who wrote her songs through the eyes of
women. She took her place in my narrative with the
following story: After the emperor of her time asserts
that all evil is brought to the earth by women, which
is a clear reference to Eve in the Bible, Kassia has the
courage to stand up against his statement and says
that all good is brought to the earth thanks to women,
by evoking Mary, the mother of Jesus. Thus, being
a woman requires courage. Another challenge that
requires courage is being an artist. Leyla Bedirxan,
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Bu isimlerin birgogu sadece donemlerinin
sosyo-politik konjonktiiriindeki toplumsal cinsiyet
rolleri ytiziinden degil, ayni zamanda kendi yasadig:
toplumda “6teki” olarak konumlandirilmig kimlik-
lere sahip oldugu i¢in de bir¢ok sorunla kargilast:.
Bu yiizden kitabim birbirinden farkli etnik, cinsel,
sinifsal, siyasi kimliklere sahip kadinlarin hikéyelerini
kapsayic1 yontemle sunuyor.

Kitaptaki en erken donemdeki isimler Bizans
Imparatorlugu'ndan: Ilki sanat patronu Imparatori-
ce I. Theodora, ikincisi ise diinyanin bilinen ilk kadin
bestecisi Kassia. Bizans donemindeki bu isimleri, Os-
manli Imparatorlugu doneminden su kadin sanatgilar
takip ediyor: Ermeni feminist yazar Hayganus Mark,
Ermeni sosyalist feminist yazar Zabel Yesayan, Os-
manl Imparatorlugu’nun ilk feminist kadin haklari
savunucusu yazar Nuriye Ulviye Mevlan Civelek, ilk
Kiirt kadin dans sanatcist Leyla Bedirhan. Kitapta
Cumbhuriyet déneminden temsil edilen 6ncii kadin
sanatcilar ise: Turkiyenin ilk kadin galeristi Adalet
Cimcoz, Tirkiye basininin ilk profesyonel kadin foto
muhabiri Eleni Kireman, Turkiye'nin ilk Musevi
kadin oyun yazar1 Beki L. Bahar, 6ncii kadin seramik
sanat¢1 Alev Ebizziya, politik eylemlerde sahneye
ctkan ilk kadin agik Ozan Sahturna Agdasan, Tiirki-
ye'nin ilk filozof karikatiiristi Piyale Madra, feminist

LGBTIQ+ aktivisti oyuncu Esmeray, feminist punk
miuzisyeni Aylin Ashm.

Bu sanatgilar hikédyede bir araya gelerek birbir-
lerinin dertlerini dinliyorlar, yasadiklari donemlerde
toplumda kadin olduklar: i¢in kargilagtiklar1 zorluk-
lar1 ve bunlarla nasil baga c¢iktiklarini tartigryorlar.
Hepsi farkli donemlerde yagamig da olsa, bitiin bu
kadinlarin ortak bir 6zelligi var: Kassianin bir siirin-
deki deyisiyle, konusmak gerektiginde suskunluga
dayanamuyorlar.

Kitabimdaki 6ykiintin baslangigc noktas: Aylin
Ashm’in bir sitemi. Aylin Ashm, sarkilarimi kadin
goziiyle yazdigina dair elestiriler aldiginda “Erkek
goziiyle mi yazmaliyim?” diye cevap veriyor. Kadin
bakis agis1 ile yazmak nasil olur diye sorguladigimda
bundan yiizyillar éncesinde, Dogu Roma Impara-
torlugu'nda sarkilarini kadin goziiyle yazan Kassia
ornegi ile karsilastim. Boylece Kassia da 6ykiiye
kendi deneyimi ile katildi: Déneminin Imparatoru,
Havva'y: kast ederek Kassia'ya “Kotiliikler diinyaya
kadinla gelmistir” diyor. Kassia ise bunu kabullenme-
yerek “Iyilikler diinyaya kadin ile gelmistir” cevabini
veriyor ve Imparatora Meryem Ana’y1 hatirlatiyor.
Kadin olmak cesur olmay1 gerektiriyor.

Bazen kadin olmanin yaninda sanat¢i olmak
icin de cesaret gerekiyor. Leyla Bedirhan 6rnegin,



156

THE DINNER EXHIBITION: AN EXPERIMENT IN FEMINIST PEDAGOGY FOR MUSEUMS « BETUL GAYE DING

for example, was the daughter of a distinguished
intellectual family who lived in the Ottoman Empire,
and her decision to be a dancer was not supported
by her family. She was not afraid of these obstacles.
Thanks to her great talent in dancing, she made her
mark with her unique style in every country in which
she performed.

Another common characteristic of the women
in the story is that they demand women’s rights not
only for themselves or other women, but also for the
equality of all. Agik Sah Turna’s songs, for instance,
are about how humanity is a priority for her. Simi-
larly, Beki L. Bahar who claims “Love, make people
love, make life beautiful’, is influenced by pioneering
women in history, such as Dona Gracia Nasiand Pudu
Hepa. Through this book, Zabel Yesayan expresses
her anti-militarist opinions and raises concerns about
the prejudices against women in intellectual circles.
Eleni Kiireman mentions the biased comments she
received from her colleagues about her involvement
in sports journalism as a woman. Zeynep Esmeray
reveals that she faced death threats because of being
a transgender activist. These women come together
to exchange their experiences and strengthen each
other. The story ends at this point.

Museum education programs can realise the
concept of “museums for everyone” only if they
embrace the critical practices of feminist pedagogy.
Inclusion means that exhibitions and collections
of a museum should not address just intellectual or

educated visitors who are accustomed to visiting
museums. To reach every visitor from different ed-
ucational backgrounds, museums need fun as well
as experimental and interactive pedagogical and
informational methods.

The project of The Dinner Exhibition aims to
propose an interactive method for Istanbul Women’s
Museum. In this book, while contemplating the mis-
sion of the museum, I aspire to reflect on how I per-
ceive this museum as a visitor and how I can become
apart ofits culture and the museum’s content. During
the planning process of this project, I was inspired by
Istanbul Women’s Museum’s concept of facilitating
visitors to take an active role in social change.

Every cultural institute which aims to be visi-
tor-oriented and embraces the concept of “museums
for everyone” must develop materials that are unique
to their permanent and temporary collections. By
taking into consideration people with different
learning styles, exhibition-specific museum educa-
tion materials make it possible for visitors to have a
personal relationship with what they see in the mu-
seum. The collaboration of museums in Turkey with
young feminist storytellers and the benefits from the
creativity of these artists in improving the exhibition
material will inevitably be reflected in the quality of
the visitor-museum relationship. This will enable the
visitors to be a part of the content of the exhibition
they are visiting, at the same time providing a basis
for a new museum language and museum culture.
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Osmanli Imparatorlugu déneminde entelektiiel bir
aileye mensup ama ailesi Leyla Bedirhan'in dans et-
mesini desteklemiyor. Ama bunlarin hi¢biri Leyla'y1
yildirmuyor, o kadar iyi bir dansc1 ki gittigi her tilkede
6zel dans stili ile kendinden s6z ettiriyor.

Oykiide bulusan kadinlarin bir bagka ozelligi
de kadin haklarini sadece kendileri icin degil, tim
kadinlarin hatta tim insanlarin esitligi icin istiyor
olmalari: Asik Sah Turna bulugsmada “Insani basa tag
yaptim” dedigi baris turkiileri séyliiyor. “Sev, sevdir,
yasamu giizellestir” diyen Beki L. Bahar, tarihteki
iki barig onderi kadin Dona Gracia Nasi ve Pudu
Hepa'dan nasil etkilendigini anlatiyor. Zabel Yesayan,
savag kargiti yazilarimin yam sira kadinlarin edebiyat
diinyasinda toplumsal cinsiyetleri sebebiyle aldig:
tepkileri; Eleni Kiireman, kadin oldugu igin kariye-
rinde kargilastigi zorluklari; Esmeray trans bir aktivist
oldugu i¢in aldig1 tehditleri anlatirken kadinlarin
farkh yiizyillarda karsilastigi sorunlar tartigiliyor. Bir
araya gelen bu kadin grubu, deneyimlerini paylasiyor,
birbirlerine gii¢ veriyorlar. Oykii burada sona eriyor.

Miizelerdeki egitim programlari ancak feminist
pedagojiden beslenen elestirel uygulamalar sayesinde
“herkes igin miize” konseptini yasama gegirebilirler.
“Herkes i¢in miize” ifadesi, miize konseptinde kapsayi-
cilik yaninda, miizelerin sergileri ve koleksiyonlarinin
sadece miizelere aliskin, entelektiiel veya egitimli bir
ziyaret¢i kitlesine hitap etmemesi gerektigi anlamim
da igerir. Her diizeyde egitim seviyesinde gruplara

ulagabilmek i¢in de eglenceli, deneysel ve etkilesimli
pedagojik ve didaktik yontemlere ihtiyacimiz vardr.

Aksam Yemegi Sergisi isimli calijmamda, Istan-
bul Kadin Miizesi i¢in etkilesimli bir didaktik yontem
ornegi olusturdugumu distiniyorum. Bu kitapta,
Istanbul Kadin Miizesinin misyonunu gdz dniinde
bulundururken ayni zamanda ben bir ziyaret¢i olarak
bu miizeyi nasil algihyorum; bu miize kiltiriiniin
ve gezdigim serginin igeriginin nasil bir pargasi ola-
bilirim sorusuna cevap vermeye c¢alistim. Projemi
kurgulama siirecinde, Istanbul Kadin Miizesinin
toplumsal degisimde ziyaretgilerinin de rol almasim
saglayan konseptinden beslendim.

Ziyaretci merkezli caligmak isteyen ve “herkes
icin miize” prensibini benimseyen her kiiltir kurumu
stirekli ve gegici sergilerine 6zgii malzemeler geligtir-
melidir. Ancak farkli 6grenme aligkanhig: olan kisiler
de dikkate alinarak sergiye 6zgiin hazirlanmig miize
egitim malzemeleri sayesinde, ziyaretciler miizede
gordiikleriyle kisisel bir iligki kurabilirler. Tirkiye'de-
ki tiim miizelerin geng feminist hikéye anlaticilar ile
birlikte ¢aligmalar1 ve onlarin yaraticiliklarini miize-
lerinin siirekli ve gegici sergilerine 6zgii malzemeler
gelistirmek amaciyla kullanmalari, kaginilmaz olarak
miize ve ziyaretci iligkisinin kalitesine de yansiyacak-
tir. Bu da ziyaretgilerin gezdikleri serginin igeriginin
bir pargas: olmalarini kolaylagtiracak ve ayni zaman-
da yeni bir miize dili ve miize kiltiirii olugmasina da
zemin hazirlayacaktr.
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“Our Collections are Your Stories...
And We Need You to Tell Them!”

Morag Smith'

Glasgow Women'’s Library is an award-winning Accredited Museum & Archive
of National Significance and a lending library relating to women’s lives, histories
and achievements, past and present. As an innovative cultural centre for equality,
diversity and inclusion, our work enables the most vulnerable and excluded
women in society to break down barriers to learning and participation, strengthen
self-confidence and develop skills and knowledge to equip themselves to

become fully active citizens.

In 1991, Glasgow was European City of Culture, and many women asked
themselves where the women were in this year-long celebration. There were
male architects, writers, artists and so on. Very few women! In response to
this experience, some women created a new project called “Women in Profile”.
Originally it was just supposed to last a year, and here we are now 27 years later.
Our archive has always been a very grassroots-led organization and its roots are
very much based on the volunteer activism of those first women who founded

and attended the Library.

1 Glasgow Women’s Library, www.womenslibrary.org.uk


http://www.womenslibrary.org.uk

Koleksiyonlarimiz Sizin Hikayelerinizdir...
Ve Bunlar1 Anlatmak Igin SIZE Ihtiyacimiz Var!

Morag Smith'

Glasgow Women'’s Library (Glasgow Kadin Kiitiiphanesi), hem akredite olmusg ve
ulusal 6neme sahip 6dilli bir miize ve argiv hem de kadinlarin yagamlari, tarihleri ve
kazanimlar1 konulu eserlerin 6diing alinabildigi bir kiitiiphanedir. Esitlik, gesitlilik ve
kapsayicilik ilkeleriyle ve yaratici bir kiiltiir merkezi vasfiyla yaptigimiz isler, toplumun
en giivencesiz ve diglanmis kadinlarinin egitime erisimlerinin ve toplumsal yagama
katilmalarinin 6niindeki engelleri kaldirarak 6zgiiven kazanmalarin, beceri ve bilgilerini
arttirarak aktif vatandaglar olmalarini saglar.

Glasgow 1991°'de Avrupa Kiiltiir Bagkenti segilmisti ve pek gok kadin, bir y1l boyunca
devam edecek kutlamalarda kadinlarin nerede oldugunu sorgulamaktayd:. Programda
erkek mimarlar, erkek yazarlar, erkek sanatcilar vardi. Aralarinda birkag tane de kadin.
Bu durumu sorgulayan kadinlar “Women in Profile” (Goriinen Kadin) adini verdikleri
bir proje olusturdular. En basta projenin bir yil siirmesi planlanmisti; 27 y1l sonra
halen burada olmaya devam ediyoruz. Proje en bagindan beri tabandan yonetilen
bir 6rgiitlenmeydi ve arsivin kokenleri, kiitiiphane’yi kuran ve burasini kullanan ilk
kadinlarin goniillii aktivizmine dayanmaktadr.

1 Glasgow Women's Library (Glasgow Kadin Kiitiiphanesi), www.womenslibrary.org.uk


http://www.womenslibrary.org.uk
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“OUR COLLECTIONS ARE YOUR STORIES.. AND WE NEED YOU TO TELL THEM! « MORAG SMITH”

Glasgow Women’s Library is a museum with a
library and a Learning and Information Center. We
are based in the east end of Glasgow which is quite a
poor area of Glasgow. We are housed in what used to
be an old council library building where we moved in
2013 and refurbished the whole space with the help
of some funds from Glasgow City Council and the
Scottish government. We did not always have such a
lovely building. In the first place there was no heating in
Glasgow Women’s Library, and in Scotland that’s really
bad. For the first decade from 1991, we were a purely
volunteer-led organization with no funding resources
at all. A lot of women from very different backgrounds
really created change. Glasgow Women’s Library was
a new institution, built in response to the absence or
the erasure of women’s diverse histories from culture
and heritage sectors in Scotland.

We work to celebrate and commemorate the
contribution women have made to Scotland past and
present. Our teaching staft and our archivists work with
very diverse women all over Scotland to gather their
stories and artefacts and to support them to develop
their own local history projects. We work to preserve
their stories for future generations. So it’s not only in
Glasgow, we work all over Scotland. Our activities

cover a broad range of work from preserving artefacts of
women’s lives, histories in our archive to recording oral
history. In doing this we try to ensure that as diverse a
range of women as possible is involved in the gathering
and preserving women'’s history and that histories and
artefacts collected represent the diversity of women in
multicultural Scotland.

I have to confess that I am not an archivist. Part of
our ethos is that staff roles are not defined by specific
job descriptions, there is a melting of many tasks in staff
positions. Originally, this was by necessity because we
had no money, we had no funding to pay professionals,
which is similar in many other women’s libraries. Now
we do have some funding, we have professional curating
staff and professional archivists, but we have kept up
the tradition by choice. I am a national development
worker with the library. That involves working a lot with
archive staff, but also taking archive material around
Scotland, getting people to see it and talking about
what the archive represents.

In the following I will explain some of the stories
we have in our archive and how we have tried to make
it a truly inclusive archive rooted in the values and the
ethics of feminism, inclusion and diversity. The first
example is the lesbian archive project. We have a very
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Glasgow Women’s Library, bunyesinde bir
kitiiphane ile birlikte bir 6grenim ve bilgi merkezi
barindiran bir mizedir. Miize, Glasgow’un dogu
yakasinda, sehrin yoksul bir bélgesinde bulunmak-
tadir. Miizemiz, daha o6nceden belediye meclisi
kitiphanesi olan bir binay1 kullanmaktadir. Buraya
2013 yilinda tagindik. Glasgow Kent Konseyinin
ve Isko¢ Hiikiimetinin sagladigi fonlarla mekéni
tamamen yenileyebildik. Aslinda bagindan itibaren
hep bu kadar giizel bir mekinda degildik. Kadin
Kitiiphanesi'nin ilk yerinin 1sitma sistemi bile yoktu
ve Iskogya iklimi disiiniildiigiinde, bu eksiklik ciddi
bir sorundu. 1991°'den sonraki ilk on yilda, hig geliri
olmayan, sadece goniilliilerin yirittigi bir kurulus-
tuk. Farkli deneyimlere sahip pek ¢ok kadin burada
gergek bir degisim yaratt1. Kitiiphanenin, farkli ka-
din tarihlerinin Iskogya'nin kiiltiir ve kiiltiirel miras
sektorlerinde varolmayisina ya da buralardan silin-
mis olmasina cevap olarak olugmus, yeni bir kurum
vasfi vardi.

Caligmalarimiz kadinlarin Iskogya’nin diiniine
ve bugiiniine yaptig1 katkiy1 kutlama ve anma amag-
lidir. Egitim personelimiz ve arsiv gérevlilerimiz; Is-
kogya'nin dort bir tarafindaki farkli kadinlari, kendi
hikayelerini ve olusturduklar1 nesneleri toplamalar:

ve kendi yerel tarih projelerini gelistirmeleri igin
destekliyor. Kadinlarin hikéyelerini gelecek nesiller
icin korumaya ugragiyoruz. Yalnizca Glasgow’da de-
gil, tiim Iskogya'da caligmalar yiiriitiiyoruz. Bu ugras,
kadinlarin hayatlar1 ve hikayeleriyle iligkili objelerin
arsivimizde korunmasindan, sozli tarihin kaydedil-
mesine, miimkiin oldugunca farkli deneyimleri olan
kadinlarin, kadin tarihinin derlenmesine ve korun-
masma dahil edilmesinin saglanmasina, derlenen
bu tarihin ve bu tarihle ilgili objelerin, ¢ok kiltiirli
Iskogya toplumundaki kadinlarin gesitliligini temsil
etmesini saglamaya kadar uzanan ok genis yelpaze-
deki ¢caligmalar1 kapsiyor.

Itiraf etmeliyim ki ben bir arsivci degilim. Glas-
gow Kadin Kitiiphanesinin ¢aligma ve deger siste-
minin bir pargasi da, gorevleri bu tiir kategorilerle
bolismemektir. Baglangigta bu bir gereklilikti, ¢iinkii
paramiz yoktu. Diger pek ¢ok kadin kiitiiphanesi gibi
profesyonellere ayiracak fon yoktu. Bugiin, bir miktar
fonumuz, profesyonel kiiratorlerimiz ve profesyonel
arsivcilerimiz olsa da, gorevleri kategorilere ayirma-
mak bizim se¢imimiz. Ben kiitiiphanede ulusal bazda
calisan sosyal hizmet gorevlisiyim. Fakat bu goreyv,
katiiphanemizdeki arsivcilerle ¢aligmayi, arsivimizi
Iskogyanin gesitli bélgelerinde ulagilir yapmays, in-
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wide range of materials in our archive representing the

stories of LGBTQ people and in particular we have the

lesbian archive for the UK in the Glasgow Women’s

Library. We recruited young women to become in-
volved with the lesbian archive and we engaged about
a dozen volunteers to create an online resource which
became a key to the materials in the lesbian archive.
These young women became very active champions

of the collection, and they continue to contribute as

well. They created a resource kit for the lesbian archive

which helped other women explore it. But they are also

still adding to it by recording their own activism and

their own activities. So it’s a living archive. The stories

of diverse women that are already part of the archive

become part of new projects for younger women today.
The project lesbian archive toolkit project was created

by young women with only a small amount of funding
to print cards and resource materials.

We also run a project called “Community Cura-
tors” As mentioned our library is located in a very poor
community in Bridgeton in the east end of Glasgow,
and we really wanted to try and engage women from
that community and not just bring along women who
knew us anyway. We recruited women from the local
community to become Community Curators. These

© Glasgow Women'’s Library

women had had no previous experience of working in
an archive. Some of the women had not even been to
any museum in Glasgow before. There were many bar-
riers for these women to comfortably access museums.
We encouraged them to really immerse themselves in
the archive, get their hands on the materials and the
artifacts. They selected objects and developed their own
interpretation for some permanent displays which went
on throughout 2018. The official project has now ended,
but many women carry on volunteering at the library,
for example they catalogue and digitize postcards for us,
for them a new skill they had learned during the project.
We do alot of projects in partnership with other
Scottish organizations. “The Speaking Out Project”
documented the history of Scottish Women’s Aid.
Scottish Women’s Aid and Glasgow Women’s Library
managed to get some funding to document the history
and the stories of women who suffered violence and
domestic abuse. It is a very important part of the
archive. We already had quite a lot of materials from
Scottish Women’s Aid before, but this project allowed
us to take the archive out and make it something that
people could interact with more easily. We have 62 oral
history interviews, with women who worked as staff
at Women’s Aid, with women who used the service of
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sanlarin arsivimizi gérmesini saglamay1 ve bu arsivin

neyi temsil ettigi hakkinda konusmay da igeriyor.
Simdi arsivimizdeki bazi hikédyeler baglaminda,
bu arsivi feminist etik ve feminist degerlerle nasil
katihm ve gesitlilik temelinde kurulmus, gercek
anlamda kapsayic1 bir arsiv haline getirmeye ¢alistigi-
muzi izah edecegim. Ik 6rnek Lezbiyen Arsiv projesi.
Arsivimizde LGBTQ’larin hikéyelerini temsil eden
cok kapsamli malzeme bulunmaktadir. Ozellikle de
Birlesik Krallik’in lezbiyen arsivi, Glasgow Kadin K-
tiphanesindedir, ifadesini kullanmak yerinde olur.
Bu projede, Lezbiyen Arsiv calismasina dahil olmala-
r1i¢in geng kadinlar1 davet ettik. Lezbiyen Arsiv’deki
malzemelere rahat erisimi saglayacak gevrimigi
kaynak olusturacak yaklagik bir diizine goniilliye
ulastik. Bu geng kadinlar arsivin olusturulmasinin ak-
tif destekleyicileri oldular ve halen de argive katkida
bulunmaya devam etmekteler. Grup, Lezbiyen Arsiv
i¢in bir kaynak malzeme paketi olugturdu ve simdi
diger kadinlarin arsivi kesfetmesini saghyor. Fakat
ayni zamanda kendi aktivizmlerini ve faaliyetlerini de
kaydederek, argive eklemeye devam ediyorlar. Yani
bu proje, ashnda yasayan bir arsiv. Halihazirda arsivin
bir pargasi olan farkli kadinlarin hikéyeleri, daha geng
kadinlarin yeni projelerinin bir parcasi olmaya devam

© Glasgow Women’s Library

ediyor. Lezbiyen Arsiv projesinin kaynak malzeme
paketinin, kii¢iik bir fon sayesinde basilabilen kartlar1
ve malzemeleri de ayn1 geng kadinlar tarafindan olus-
turulmustu.

“Toplum Kiratorleri” isimli bir proje daha
yuritmekteyiz. Daha 6nce belirttigim gibi, kiitiip-
hanemiz Glasgow’un dogu yakasindaki Bridgeton'da
ok yoksul bir bolgede bulunuyor. Biz sadece kiitiip-
haneyi zaten bilen kadinlarla degil, bu bolgede yasa-
yan kadinlarla da iliski icinde olmay1 arzu ediyoruz.
Toplum Kiiratérleri olmalari i¢in bu bélgede yasayan
kadinlar1 grubumuza déhil ettik. Bu kadinlar, daha
once herhangi bir arsivde ¢alisma deneyimi olmayan
kadinlardi. Bazilar1 daha 6nce Glasgow’daki herhangi
bir miizeye dahi gitmemisti. Bir miizeye gitmelerine
engel olacak birgok neden vardi. Bu kadinlari argivde
miimkiin oldugunca ¢ok zaman gegirmeye, arsiv mal-
zemeleri ve objelerle yakindan meggul olmaya tesvik
ettik. Kadinlar argivdeki bazi nesneleri sectiler ve 2018
boyunca devam eden bazi sergilere kendi yorumlari-
1 getirdiler. Proje resmen sona ermis durumda ancak
pek c¢ok kadin halen kiitiiphanede goniillii olarak
caligmaya devam ediyor, 6rnegin kartpostallar1 kata-
loglayip, dijital ortama aktariyorlar. Bu da, daha 6nce
sahip olmadiklari, sonradan 6grendikleri bir beceri.
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Women'’s Aid because they had been escaping domestic
abuse, and also with their children, lots of interviews
with lots of people holding various views on Scottish
Women’s Aid. The project outcomes were had 62
interviews in the Women’s Aid archive, with many of
the key pieces catalogued and digitized. Normally we
do not have the funding or the staff to do this. The extra
funding helped us to do this and it helped us to make a
documentary film about the project. We had a touring
exhibition, events, workshops and conferences. We also
made a learning resource for schools. We worked with
secondary school teachers to match our information
in with the Scottish schools’ curriculum’, maybe in
Modern Studies' or in the History curriculum. Our
goal was to get secondary school students talking
about what domestic abuse is, why talking about it
is important, and bringing in a little bit of history of
women’s equality as well.

There is a really strong ethos of outreach at the
library. This involves not just doing workshops but

1 Modern Studies is a subject unique to the Scottish
secondary school curriculum. The focus of Modern Studies
is to develop learners’ knowledge and understanding of
contemporary political and social issues in local, Scottish,
United Kingdom and international contexts.

“Kisa etek ya da elbise
‘evet’ demek degildir” —
Greenock Cezaevindeki
kadinlarin yaptigs bir afis

A placard made by
women in Greenock
prison.

© Glasgow Women'’s Library

literally taking the archive out around Scotland as
much as the archivists allow me to, and as much as it
is possible to do. A part of my job as the national worker
is to develop small capsule exhibitions from our archive
that can be easily sent to a variety of places, festivals and
events all over Scotland®. We were a part of Dundee
Women’s Festival and we did lots of workshops which
engaged people in an exhibition which we curated
with the input and involvement of our volunteers.
The exhibition itself traces — through objects and
zines — the history of women campaigning for a change,
including many objects from suffragette memorabilia,
suffragette postcards to pussy hats. Everything from
the suffragettes to the present day. We have worked
on several projects with towns and cities facing issues
such as social deprivation and unemployment. We
have also worked with working class women from
around Clydebank in West Dunbartonshire where

2 For the national project outside Glasgow, we work with
about 300-400 women every year in different workshops
and projects. At Glasgow Women’s Library, we have about
2000-3000 women a year coming through our doors for
different projects. Projects usually have a core group of
about 10-20 women working at the main parts of the project.
Then we engage a much wider audience of 100-200 women
ideally in all the local projects we do.
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Iskogya'daki diger kuruluslarla da pek ¢ok ortak
proje yuriutmekteyiz. Bu ¢aligmalardan biri “Soztini
Esirgeme Projesi’, kadina yonelik siddet konusunda
hizmet veren Scottish Women’s Aid kurulusunun
tarihini belgeleyen bir projeydi. Scottish Women'’s Aid
ve Glasgow Kadin Kiitiiphanesi ortakligiyla, genel
olarak siddete ve aile icinde siddete maruz kalmig
kadinlarin tarihini ve hikéyelerini belgeleyebilmek
icin kii¢iik bir fon temin edebildik. Siddet konusu,
bir arsgiv igin ¢ok 6nemli bir konudur. Argivimizde
zaten Scottish Women’s Aid kurulusuyla ilgili pek
¢ok malzeme vardi, fakat bu proje, varolan arsivin
gun yiziine ¢ikarilmasi ve insanlarin bu argive daha
kolay erigebilmelerini saglama olanagi verdi. Bu
proje cergevesinde Scottish Women's Aid ¢aliganlariyla
ve aile i¢i siddet nedeniyle bu kurulusun verdigi
destekten yararlanan kadinlarla altmus iki sozlii tarih
miildkat: yapildi. Ayrica ayni kadinlarin ¢ocuklarryla
ve Scottish Women'’s Aid’e dair farkli bakig agilari olan
pek cok insanla da miildkatlar yapildi. Bu miildkatlar
yaninda Scottish Women'’s Aid arsivinde bulunan pek
cok 6nemli bilginin de kataloglanmasi ve dijital or-
tama aktarilmasi mimkiin oldu. Normal kogullarda
bunu yapabilecek ne personelimiz ne de biitcemiz
vardl. Aldigimiz ilave biitce sayesinde bu projeyi

© Glasgow Women’s Library

gerceklestirebildik. Proje hakkinda bir de belgesel
yaptik. Ayni zamanda gezici bir sergi esliginde, etkin-
likler, atolyeler ve konferanslar diizenledik. Bunlara
ilaveten, okullarda kullanilabilecek bir egitim paketi
olusturduk. Ortaokul 6gretmenleriyle ortak galigir-
ken, “bu programi Isko¢ okullarnin miifredatiyla
nasil eglestirebiliriz” sorusunu tartisan grupta ben
de bulunuyordum. Egitim paketini olustururken, bu
egitimin Cagdas Calismalar' adindaki bir dersin mi,
yoksa tarih dersinin miifredat: icinde mi verilmesi-
nin uygun olacag, ortaokul &grencilerinin, aile igi
siddetin anlamini ve bu konu hakkinda konugsmanin
6nemini diginmelerinin ve tartigmalarinin nasil
saglanacag1 ve kadinlarin esitlik miicadelesi tarihi
konusunun da bu galigmaya nasil eklenebilecegi gibi
sorular1 dikkate aldik.

Kitiiphanede gercekten ¢ok giiclii bir halkla
iligkiler ytriitme anlayisi var ve bu anlayis yalnizca
atolyeler diizenlemesini degil, arsivcilerin izin verdigi

1 Cagdas Calismalar: Sadece Iskog orta okullarinda olan bu
ders, 6grencilerin giincel siyasal ve toplumsal meseleler
hakkinda yerel, Iskogya, Birlesik Krallik ve uluslararast
baglamlarda bilgilenmesini ve bu konularda gériis sahibi
olmasini hedefliyor.
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We can use feminist analyses of inequality
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in the museum sector to advocate for change.
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there used to be a lot of heavy industry like shipbuilding.
History as presented there was very male-dominated.
We helped the women to apply for funding to create
a project about the history of their lives in Western
Dunbartonshire in the 1950s and 1960s. We gave the
women training in oral history gathering and in writing
memoirs. The women planned the project, contacted
local women and gathered oral histories. They de-
cided to create a memory box and a booklet where
they published some of the stories they had recorded.
What was being collected was defined by them, by
their stories and their life experience, a great learning
resource. Today it is really the women who create our
archive, women from all sorts of backgrounds; we work
with young women’s LGBT projects, Girl Guides and
others. They have a really good time, we can also talk
to them about how women’s lives have changed, or
maybe, have not in some ways.

Scotland is a multicultural society now. We
worked a lot with different ethnic minority women in
Glasgow and around Scotland. We very much welcome
and try to encourage donations from women who
tell the story of their lives and culture, of different
lives and different cultures, and of their experience
of migration to Scotland. Our Ethnic Minorities
Development Worker curated a drama project with

diverse women in Glasgow. She worked with a group
of women, old and young, amongst them women who
spoke very little English. The play created and staged
by the women was about issues of domestic abuse
within Asian communities in Glasgow. We managed
to persuade Glasgow City Council to allow us to stage
it at the Kelvingrove Art Gallery and Museum which is
avery beautiful building. The women created beautiful
costumes. Some of the costumes and also the film of
the play are preserved in the archive.

As part of the “Vote 100” activities funded by
the Scottish Government, Glasgow Women’s Library
national staff worked with the education centre of
HMP Greenock (a local community facing prison)’ to

develop a project commemorating the 100™

anniversary
of women over 30 getting the right to vote. The aim of
the project was to raise awareness with women and men
in HMP Greenock of the 100™ anniversary of suffrage,
but also of equality issues still faced by women today.
In order to engage the women, the first sessions were
spent focusing on group discussion on equality issues
affecting the women directly. We took in objects from

our archive representing women’s campaigning activi-

1 www.sps.gov.uk/Corporate/Prisons/Greenock/HMP-
Greenock.aspx
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ve kosullarin da elverdigi 6lciide, arsivi kelimenin ger-
cek anlamiyla Iskogya'nin dort bir yanina tagimay: da
kapsamaktadir. Bir kamu ¢aligani olarak, benim isimin
bir parcas: da arsivimizden Iskogya genelinde cesitli
yerlerdeki festivallere ve etkinliklere gonderilebilecek
kiigiik capl sergiler olusturmaktir'. Ornegin Dundee
Kadin Festivali'nin biz de bir parcasiydik ve goniilli-
lerimizin katkilar1 ve katilimlariyla diizenledigimiz
bir sergi sayesinde gercekten ilgili insanlarla pek ¢ok
atolye caligmasi organize ettik. Sergimiz, dergiler ve
nesneler yoluyla degisim yaratmak igin kampanya-
lar yiriten kadinlarin tarihi hakkindaydi. Sifrajet
hareketinin an1 objelerinden, siifrajet hareketiyle
ilgili kartpostallara ve “pussyhats” (kuku-leta!) olarak
adlandirilan pembe 6rgii sapkalara kadar birgok mal-
zeme sergilendi. Yani sergiye Siifrajet hareketinden
bugiine kadar her sey dahildi... Bat1 Dunbartonshire
bolgesindeki Clydebank kentinde birlikte ¢alistigimiz
bir grup kadin 6rneginde oldugu gibi pek ¢ok projede,
sosyal mahrumiyet icinde olan veya igsizlik sorunu
yasayan kasaba ve gehirlerde, is¢i sinifindan kadinlarla
birlikte calistik. Eskiden Clydebank’ta 6rnegin gemi
yapimu gibi pek ¢ok agir sanayi vard: ve sehrin tarihi,
fazlasiyla erkek egemen sunuluyordu. Clydebank’taki
kadinlarin, 1950’lerde ve 1960’larda Bat1 Dunbarton-
shire'da yasadiklar1 hayatlarin tarihine dair bir proje
icin fon bulmalarina destek verdik. Kadinlara sozlii ta-
rih derleme ve an1 yazma gibi konularda egitim verdik.
Kadinlar projeyi tasarladilar, sehirdeki diger kadinlar-
la iletisime gegtiler ve sozlii tarih derlemeleri yaptilar.
Ayrica bir bellek kutusu ve bir kitapgik olusturmak

1 Glasgow’un diginda diizenlenen ulusal proje igin her
yil farkli at6lye ve projelerde yaklagik 300-400 kadinla
birlikte calisiyoruz. Glasgow Kadin Kiitiiphanesi'nde her
yil yaklagik 2000-3000 kadin farkli projelere katiliyor. Pek
cok kii¢iik proje yiiriitilmekte. Bu projelere belki 20 kadin
dahil oluyor ve genelde bir projede 10-15-20 kadindan
olusan bir ¢ekirdek grup ¢alisryor. Bu baglangicin ardindan,
diizenledigimiz yerel projelerde yaklagik 100—200 kadinin
katildig bir kitleye ulagiyoruz.

ve kaydettikleri hikayelerin bazilarimi yayimlamak
istediklerine karar verdiler. Kadinlarin kendi hikéaye-
leri ve yagam deneyimleri, bellek kutusuna koymak
icin hangi objelerin toplanacagi konusunda onlar
yonlendirdi. Bu, harika bir 6grenim siireciydi. Simdi
artik kadinlar bizim argivimizi olugturmaktalar. LGBT
projelerinde, kiz izciler projelerinde geng kadinlarla
birlikte ¢aligtyoruz. Bunlarin hepsi farkli deneyimlere
sahip olan kadinlar. Gergekten keyifli vakit gegirirler-
ken, onlarla kadinlarin hayatlarinin nasil degistigine
ya da hangi agilardan nasil hi¢ degismedigine dair
konusabiliyoruz.

Iskogya bugiin ¢ok kiiltiirlii bir toplum; Glas-
gow'da ve Iskogya'nin farkli yerlerinde farkli etnik
azinliktan kadinlarla birgok kez birlikte caligtik. Kendi
hayatlarinin, kiltirlerinin, farkl hayatlarin, farkh kal-
tiirlerin ve Iskogya’ya gd¢ etme hikéyelerini anlatan
kadinlarin katkilarini memnuniyetle karsiliyoruz ve
de bunu yapmalar1 konusunda onlari tegvik etmeye
calisiyoruz. Etnik azinliklarla ¢aligan sosyal hizmet
uzmani gorevlimiz, farkli arka planlar olan kadinlarla
Glasgow’da bir drama projesi diizenledi. I¢inde geng,
yasliya da ok az Ingilizce bilen kadinlar olan bir grup
kadinla birlikte calist;; oyun, Glasgow’da yasayan
Asya kokenli topluluklardaki aile i¢i siddet konusun-
daydy, kadinlar tarafindan olusturuldu ve sahnelendi.
Glasgow Kent Konseyi'ni, ¢ok giizel bir bina olan
Kelvingrove Sanat Galerisi ve Miizesi'nde, oyunun
sahnelenmesi konusunda izin vermeye ikna ettik.
Kadinlar ¢ok giizel kostiimler tasarladilar. Kostiim-
lerden bazilar1 ve oyunun video kaydi kiitiiphanenin
arsivinde muhafaza ediliyor.

Otuz yas ustiindeki kadmnlarin oy kullanma
hakki kazanmasinin 100. yildonimiinii anan ve

Isko¢ Hiikiimeti tarafindan fonlanan “Vote 100”

etkinliklerinde Glasgow Kadin Kiitiiphanesi de yer
ald1 ve bir proje gelistirmek icin HMP Greenock
Cezaevi Egitim Merkezi® ile ortak ¢aligildi. Projenin

2 www.sps.gov.uk/Corporate/Prisons/Greenock/HMP-
Greenock.aspx
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“OUR COLLECTIONS ARE YOUR STORIES.. AND WE NEED YOU TO TELL THEM! « MORAG SMITH”

© Glasgow Women’s Library

ties (e.g. copy suffragette sashes, pussy hats, Clause 28
T-shirts, placards, pennants). We also showed images
of moments from contemporary equality campaigns
and issues covered by the media (#metoo, Repeal the
8" amendment, Reclaim the Night). Starting from this,
there was discussion about the suffragettes and other
movements and campaigns for gender equality. The
remaining sessions focused on planning and develop-
ing materials for a march which commemorated the
suffragettes but also highlighted equality issues and
campaigns from women today. We obtained permission
from the prison for the women to walk a short march
route around the prison, developed an appropriate song
and slogans for chanting and painting on the placards.
The women themselves came up with the banner slo-
gan “100 years and counting”. The march itself was a
significant event at the prison. Prison staff told us the

women involved in the project were still talking about
it several months later. And they were pleased that
Glasgow Women’s Library took many of the placards
and T-shirts they had created into our archive. We want
to change the idea of who is represented in archives
and who does the collecting and by so doing widen
access and inclusion for different people.

Our “Equality and Progress Project” is trying to
support the museum sector to gain a better understand-
ing of inequality. We can widen the representation and
inclusion of different people with various characteristics
and address intersectional inequality as well, from
disabled women to women from ethnic minorities
and women living in poverty. And we can use feminist
analyses of inequality in the museum sector to advocate
for change.
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Miizecilik sektorii konusundaki feminist esitsizlik analizlerinden faydalanarak,
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kendimiz de bu alanda degisim olusturmak icin gayret edebiliriz.
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amaci, cezaevindeki kadin ve erkeklerin; kadinlarin
oy kullanma hakk: kazanmasinin 100. yilina dair ve
kadinlarin bugiin hala karg1 kargiya oldugu esitsizlik
meseleleri baglaminda bilgilenmeleriydi. Kadinlar
bu ¢aligmaya dihil etmek amaciyla, ilk oturumlarda
esitlik baglaminda kadinlarin dogrudan dogruya
kargilagtig1 sorunlar hakkinda tartigildi. Arsivimiz-
den, siifrajet hareketindeki kadinlarin fularlarinin
kopyalari, pussyhat’ler, (1986'da Birlesik Krallik’ta
okullarda egcinsellik konusunda konugulmasini
yasaklayan kanun maddesini protesto etmek icin
giyilmis olan) Clause 28 tisortleri, afigler, flamalar
gibi kadinlarin etkinliklerinin objelerini hapishaneye
getirdik. Ayrica gunumizdeki esitlik kampanyala-
rindan ve medyada ¢ok tartigilmis #metoo, kiirtaji
yasaklayan 8. yasa degisikliginin ilgas: i¢in yapilan
eylemler, Geceyi Geri Kazanmak gibi hareketlerden
resimler gosterdik. Bu malzemelerden yola ¢ikarak,
stifrajetler hakkinda ve diger toplumsal cinsiyet esit-
ligi hareketlerine ve kampanyalarina dair tartigmalar
yapildi. Diger oturumlarda, siifrajetler anisina yapi-
lacak ama ayni zamanda giiniimiiziin kadinlarinin
esitlik meselelerini ve kampanyalarini da hatirlatacak
bir yiiriiytis planlanmasina ve bu yiiriiyis i¢in mal-
zemeler gelistirilmesine odaklanildi. Cezaevi yoneti-

minden, kadinlarin cezaevi ¢evresinde kisa bir rotada
yurtimeleri i¢in izin aldik, uygun sark: ve sloganlar
belirledik ve pankartlar1 boyadik. Kadinlar “100 yil
ve daha bitmedi!” sloganimi 6nerdiler. Bu yiriyis,
cezaevi igin ¢ok biyiik bir olaydi. Cezaevi personeli
bize, projeye katilan kadinlarin aylar sonra bile héla
proje hakkinda konugtuklarini anlatti. Cezaevindeki
kadinlar, tasarladiklar afiglerin ve tigortlerin buyiik
bir kisminin Glasgow Kadin Kitiiphanesinin arsivi-
ne gotirilmesinden de ¢ok mutlu oldular. Biz, argiv-
lerde kimin temsil edilecegi ve kimin argivi derledigi
konularindaki anlayis1 degistirmek ve de bu yolla
farkli insanlarin arsive erigimini ve argive katkida
bulunmasini saglamak istiyoruz.

“Esitlik ve Ilerleme” projemiz ise miize sektd-
rinin esitsizlik meselelerini anlamakta daha yetkin
olmasini saglamayr amaglamaktadir. Temsiliyet ve
kapsayicilik  konularini, cesitli  6zellikler tagiyan
farkli insan gruplariyla genisletebilir, kesisimsellik
kavramu yardimiyla engelli kadinlardan etnik azin-
liklara ve yoksulluk i¢inde yasayan kadinlara kadar
uzanan bir ¢izgide tartisabilir ve miizecilik sektorii
konusundaki feminist esitsizlik analizlerinden fayda-
lanarak, kendimiz de bu alanda degisim olusturmak
i¢in gayret edebiliriz.
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Reading Women’s History through
“Personal Archives” and the “Visual Archive”

Fiisun Ertug '

The Women’s Library and Information Center Foundation (KEK), as the
fundamental resource institution in women’s studies in Turkey since 1990, has
collected and compiled over 14,000 books; 300 rare works, theses and articles;
over 400 periodicals (women’s magazines published in the Latin alphabet after
the alphabet reform of 1928 and the Arabic alphabet before 1928); over 115,000
clippings; 200 boxes of ephemera; over 100 art works; thousands of photographs,
posters, postcards as well as video and sound recordings, all about women. In
addition to these collections, we have published 49 works, of which 26 are
thematic agendas featuring selected women-related topics, and we have also
organized over 400 activities including symposiums, exhibitions, conferences,
panels, conventions, auctions and other activities.

1 Founding member of the Women’s Library and Information Center Foundation, etnofertug@gmail.com
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“Ozel Arsivler” ve “Gorsel Arsiv”
Uzerinden Kadin Tarihini Okumak

Fiisun Ertug "

Kadin Eserleri Kiitiiphanesi ve Bilgi Merkezi Vakfi (KEK), 1990'dan bugiine kadin
aragtirmalari alaninda temel kaynak kurum olarak, kadin konulu 14 binin tizerinde
kitap, 300 nadir eser, tez, makale, 400'den fazla siireli yayin (eski ve yeni harfli Tiirkge
kadin dergileri), 115.000'i agkin kupiir, 200 arsiv kutusu efemera, 100’ii agkin sanat
eseri, binlerce fotograf, afis, kartpostal, video, ses kayd1 derlemistir. Derlemenin yani
sira 26’s1 her yil kadin konusu etrafinda sekillenen tematik ajandalar dahil toplam 49
yayn yayimladi ve sempozyum, sergi, konferans, panel, kurultay, mezat ve senlik gibi
400’tn tizerinde etkinlik diizenledi.

1 Kadin Eserleri Kiitiiphanesi ve Bilgi Merkezi Vakfi kurucu tiyesi, etnofertug@gmail.com
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READING WOMEN’S HISTORY THROUGH “PERSONAL ARCHIVES” AND THE “VISUAL ARCHIVE” « FUSUN ERTUG

The Women’s Library and Information Center
Foundation (KEK)' was established by Jale Baysal,
Asli Davaz, $irin Tekeli, Fisun Ertug, and Fisun
Akath with the material and emotional support of
many people. It opened on 14 April 1990 in the district
of Fener — Balat in a historic building provided
by the Istanbul Metropolitan Municipality. Our
goal as specified in the foundation charter was “to
know about women’s past, present this information
to contemporary researchers in an “orderly” way
and preserve today’s written documents for future
generations.” In preparing this charter we used formal

language; however, by using the expression “orderly”

we chose a typical “woman’s” word. If we were to
pen this charter today, we would simply say “writing
the history of women, writing our own history.” The
charter would definitely include the goal of acquiring
technical skills as well as the information and
documents necessary to write the history of women
and to create a memory space.

In this text, I will primarily focus on the Personal
Archives and the Visual Archive, which are only two of
the many collections we hold. We pay special heed to
the Personal Archives. Today, both in Turkey and the

1 www.kadineserleri.org

Kadin Eserleri Kiitiiphanesi ve Bilgi Merkezi (KEK),
Fener, Istanbul

The Women’s Library and Information Center (KEK),
Fener, Istanbul

© Basak Selvi Oztiirk

world, women’s memory constitutes one of the most
important issues. We try to collect and compile all
documents created by women. The personal archives
of women that we have at KEK include that of Sabiha
Sertel, who was a professional journalist born in 1895,
and over 10 more women born before the foundation
of the Turkish Republic in 1923. We also have archives
of women born in the late 1960s. Most of the personal
archives, were donated either by the person herself
or her relatives after her death. A few archives were
obtained from second-hand booksellers. Apart from
the 50 personal archives, the documentation of which
is completed, the evaluation of and negotiations for
over 25 additional archives are ongoing.

Our material in particular includes personal
archives of women who were involved in the second
wave of the feminist women’s movement in Turkey
in the 1980s, such as Serpil Sancar, Canan Arin, $irin
Tekeli, Fatmagiil Berktay, Ferhunde Ozbay, Sule
Aytag, Ayse Durakbasa, Hiilya Giilbahar and Yaprak
Zihnioglu. These archives will complete each other
like the pieces of a jigsaw puzzle so that it will be
possible to write the history of women in Turkey
as well as to offer diverse perspectives on women’s
history.


http://www.kadineserleri.org
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Arsivlerin korunmasi, tarafsiz degil,
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tarafli bir politikanin diriiniidiir.
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Kadin Eserleri Kitiiphanesi ve Bilgi Merkezi
Vakfi (KEK)!, Jale Baysal, Asli Davaz, Sirin Tekeli,
Fisun Ertug ve Fiisun Akath tarafindan, pek ¢ok kisi-
nin maddi ve manevi destegiyle kuruldu ve 14 Nisan
1990'da Fener-Balat semtinde Istanbul Biiyiiksehir
Belediyesinin tahsis ettigi tarihi binada hizmete agil-
di. Vakif senedinde belirttigimiz ama¢ “Kadinlarin
gegmisini iyi tanimak, bu bilgileri bugtiniin aragtir-
macilarma derli toplu bir sekilde sunmak ve bugiiniin
yazili belgelerini gelecek nesiller igin saklamak”t1. Va-
kuf senedini yazarken formel bir dil kullanmis, ancak
araya oldukea “kadinca” bir ifade ekleyerek “bilgileri
derli toplu sunmak” yazmisiz. Eger ayni senedi bugiin
yazsaydik herhalde “kadin tarihini, kendi tarihimizi
yazmak” seklinde bir ifade kullanirdik. Ozellikle de
kadin tarihini yazmak igin gerekli teknik, bilgi ve
belgeleri toplamak ve bir hafiza mekéni olugturmak
olurdu senette.

Bu yazida, kitiphanemizdeki cesitli koleksi-
yonlardan sadece 6zel arsivler ile gorsel arsiv tize-
rinde duracagim. Ozel arsivler konusuna ¢ok 6nem
veriyoruz. Su anda Tirkiye'de ve diinyada kiitiipha-
nelerin en 6nem verdikleri konulardan biri kadin
hafizasi. Kadinlara ait belgelerin hepsini derlemeye

1 www.kadineserleri.org

calisiyoruz. KEK'de 6zel argivleri bulunan kadinlar
arasinda 1895 dogumlu Tirkiye'nin ilk profesyonel
gazetecisi Sabiha Sertel gibi 10'u agkin Cumhuriyet
oncesi dogmus kadinin yani sira, 1960’larin sonlarin-
da doganlar da yer almakta. Cogu &zel arsiv, kisinin
kendisi tarafindan ya da 6limiinden sonra yakinlar
tarafindan bagislands, az sayida arsiv de sahaflardan
temin edildi. Islemleri tamamlanmig 50’yi agkin kisi
arsivinin yani sira, 25°den fazla arsivin de degerlendi-
rilmesi ve goriigmeleri siirmekte.

1980’ler 2. dalga Tiirkiye feminist kadin hareke-
tiyle iligkili isimlerden de Serpil Cakir, Canan Arn,
Sirin Tekeli, Fatmagiil Berktay, Ferhunde Ozbay, Sule
Aytag, Ayse Durakbasa, Hiillya Giilbahar ve Yaprak
Zihnioglu'nun arsivlerini sayabiliriz. Bu arsivler bir
puzzle'mn pargalari gibi birbirini tamamlayacak, kadin
tarihi yazimini saglayacak ve farkh kadin tarihi oku-
malarina olanak verecekler.

Kisilerin 6zel arsivlerini hayattayken bagisla-
malar1 ¢ok 6nemli bir husus. Bu bize kataloglama
sirasinda ¢ok biiyiik avantaj sagliyor, yer, tarih, kisiler
gibi verileri kendisine sorarak tamamlama olanag:
veriyor. KEK’e ilk arsiv 1992'de bagislandi. Bagislayan
Cumbhuriyet’in ilk kadin milletvekilleri arasinda yer
alan, yazar, egitimci Hasene Ilgaz'di. KEK kurucu
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READING WOMEN’S HISTORY THROUGH “PERSONAL ARCHIVES” AND THE “VISUAL ARCHIVE” « FUSUN ERTUG

The preservation of the archives is not a neutral act,
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but rather an act of personal political involvement.
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The donation of the personal archives by the
person herself is very important. This helps us
immensely in the cataloguing process since we obtain
critical information concerning dates, locations and
people. The first archive was donated to KEK in 1992.
The donor was Hasene Ilgaz, who was one of the first
women MPs of the Republic besides being awriter and
an educator. Ash Davaz, who is one of the founding
members of KEK in her article “Finding the History of
Women in the Archives” notes the new trend amongst
women to donate their personal archives and states
that “the preservation of the archives is not a neutral
act, but rather an act of personal political involvement;
it is necessary for women activists to support the
work of the archive” (Davaz, 2015). Good (and first!)
exemplars of the practice of donating their archives to
public institutions are the photographer and collector
Josephine Powell, who donated her archive to Kog
University Center for Anatolian Civilizations during
her lifetime, writer Adalet Agaoglu and archeologist
Halet Cambel, who donated their personal archives
to Bogazigi University.

The personal archives of KEK vary in terms of
the professions of the donors. However, academics
and teachers constitute the most frequently
represented group. We are endeavoring to collect
and compile written and visual documents about
all the women in our archive such as diplomas,
personal documents, photographs and publications.
The personal archives donated to KEK also include
a various personal belongings. For instance, Sabiha
Sertel’s daughter donated some jewelry, a scarf and a
cup that belonged to her mother to KEK. Amongst

other things donated to KEK are the typewriter and
telephone belonging to the writer Kerime Nadir as
well as the clothing of one of the important figures of
the second wave of feminism in Turkey, Sirin Tekeli.
These objects will have the important function of
keeping these women alive through an exhibition or
in a women’s museum in the future. The increasing
number of archives will contribute to the detailed
investigation of women’s life patterns, differences and
similarities in perception through the generations, as
well as changes and differentiations in traditional
roles.

The archives of women’s institutions are also very
important. The archives of Amargi Kadin Dayanisma
Dernegi (Amargi Women's Solidarity Association), Bicki
Dikis Dershanesi (The Tailoring School), Tiirkiye
Soroptimist Kuliipleri Federasyonu (Federation of
Turkish Soroptimist Clubs) and the Tiirk Universiteli
Kadmlar Dernegi (Turkish Association of University
Women) are all preserved at KEK. Amargi donated all
its archives to KEK when it dissolved in 2012. However,
in recent years much information and many archives
of women’s organizations which were shut down by
executive ordershavebeenlost. Sometimesitis possible
to obtain data from the personal archives of some
founders of and workers in women’s organizations.
For instance, the personal archive of Canan Arin, the
founder of Purple Roof Women’s Shelter Foundation,
is an important information source and it was possible
for us to create a backup archive.

The creation of a visual archive started in
tandem with the foundation of KEK through the
collection and compilation of photographs taken by
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Soldan saga: Kadin Eserleri Kiitiiphanesi ve Bilgi Merkezi Vakfi
kurucular1 Ashi Davaz, Fiisun Akatly, Fisun Ertug, Jale Baysal,
Sirin Tekeli ve vakfin hukuk danigmani Ruhsar Erten, 14.04.1990.
Bu vesile ile aramizdan ayrilan kurucu tiyelerimiz Sirin Tekeli,
Fiisun Akatli ve Jale Baysal'1 da anmak istiyorum.

Founding members of The Women’s Library and Information
Center Foundation: left to right: Asl Davaz, Fiisun Akatls,
Fiisun Ertug, Jale Baysal, Sirin Tekeli, and the legal advisor of the
Foundation Ruhsar Erten, 14.04.1990. At this place I would like
to remember our founding members $irin Tekeli, Fiisun Akath
and Jale Baysal who are no longer with us.

© Kadin Eserleri Kiitiiphanesi ve Bilgi Merkezi

uyelerinden olan Davaz, “Argivlerde Kadin Tarihini
Bulmak” adli yazisinda Tirkiye'de kadinlarin arsivle-
rini bagislama geleneginin oldukga yeni oldugundan
soz eder ve “arsivlerin korunmasi, tarafsiz degil, tarafli
bir politikanin tiriintidiir; dolayistyla kadin aktivistler
bu alanda taraf olmalidir” der (Davaz, 2015). Arsivini
yagarken Kog¢ Universitesi Anadolu Medeniyetleri
Aragtirma Merkezine bagislayan fotografci ve kolek-
siyoner Josephine Powell, Bogazici Universitesine
bagislayan yazar Adalet Agaoglu ve arkeolog Halet
Cambel Tirkiye'de 6zel arsiv bagislama konusundaki
ilk 6rneklerdendir.

KEK'deki 6zel arsivler, bagislayicilarinin meslek
gruplar agisindan biiyiik bir cesitlilik gosteriler. An-
cak akademisyenler ve 6gretmenler en yogun temsil
edilen kadinlardir. Arsivimizde tiim kadinlarla ilgili
diploma, 6zel belge, fotograf, yayin vs. gibi yazili ve
gorsel malzeme derlenmeye calisilmaktadir. KEK'e
verilen 6zel argivlerin i¢inde az miktarda kisilere ait
esyalar da bulunmaktadir: Gazeteci Sabiha Sertel'in
birkag takisi, sali ve fincani kizi tarafindan KEK’e
bagislandi. Yazar Kerime Nadir’in daktilosu ve tele-
fonu, 80’li yillar 2. dalga feminist hareketin 6nemli
isimlerinden ve kurucumuz Sirin Tekeli'nin giysileri
de KEK'te arsivlenmistir. Bu objelerin ilerde bir

sergide, bir kadin miizesinde o kadinlar1 yasatan
onemli iglevleri olacaktir. Argivlerin sayilar1 arttikca
kadinlarin yasam oriintiileri, kusaklar arasindaki alg
farkliliklar1 veya benzerlikleri, geleneksel rollerdeki
degisimler ve farklilagmalar gibi konularin daha de-
tayh aragtirilabilmesine destek olacaktir.

Kadin kurumlarina ait argivlerin de 6énemi bi-
yuktir. Amargi Kadin Dayamisma Dernegi, Bicki Dikis
Dershanesi, Tiirkiye Soroptimist Kuliipleri Federasyonu,
Tiirk Universiteli Kadinlar Dernegi'nin arsivleri KEK te
korunuyor. Amargi, 2012'de kendini tasfiye ettiginde
tim arsivini KEK’e bagislamisti. Fakat, Tirkiye'de
son yillarda Kanun Hikkmiinde Kararname’lerle
(KHK) kapatilan bir¢ok kadin kurulusunun verileri
ne yazik ki timiiyle kayboldu. Bazen kadin kurumla-
rinin kurucu ve ¢aliganlarinin 6zel argivleri tizerinden
de veri saglamak miimkiin. Ornegin Mor Cat’'nin
kurucularindan Canan Arin'in 6zel argivi, Mor Cat1
ile ilgili 6nemli bir veri kaynag: ve yedek arsivleme
olanag saghyor.

KEK’te Gorsel Arsiv’in olusturulmasi, kadin
fotografcilarin ¢ektigi karelerin, aile albiimlerinin,
Osmanli Imparatorlugu ve Cumhuriyet dénemi
kadin portrelerinin derlenmesi vakfin kurulusuyla
paralel olarak bagladi. 1991°de ilk etkinliklerimizden
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“Necile Tevfik (1911-1964) Ozel Arsivi’ndeki
tek fotograf (Kadin Eserleri Kiitiiphanesi ve
Bilgi Merkezi)

Tevfik’in evraklari arasinda bulunan 5,5 X 3,5
cm boyutlarindaki siyah beyaz bu vesikalik,
arkasinda el yazisiyla “Congrés International
des Femmes, 25 Avril 1935, Necile Tevfik”

notu sayesinde tanimlanabildi. Tirk Kadinlar
Birligi'nin kurucu tiyelerinden olan ve
International Alliance of Women, IAW nin (Ulus-
lararas: Kadinlar Birligi) 1935te Istanbul'daki
12. kongresinin hazirlik ¢alismalarinin aktif bir
iiyesi, yazar, cevirmen, aktivist Necile Tevfik'ten

The only personal photograph in the archive
of Necile Tevfik (1911-1964 ). (The Women'’s
Library and Information Center Foundation)
This 5.5 X 3.5 cm black and white photo which
was found among the documents of Tevfik
was identified because she made the following
note on the back of the photo. “Congreés
International des Femmes, 25 Avril 1935, Necile
Tevfik”. This is the only photo of Tevfik which
is left to us. Tevfik, who was a writer, translator
and activist, was one of the founding members
of the Turkish Women’s Union and was actively
involved in the preparation of the 12 congress

bize kalan tek resim.

© Kadin Eserleri Kiitiiphanesi ve Bilgi Merkezi

women photographers as well as women’s portraits
dating back to the Ottoman Empire and Republican
periods. In 1991, one of our first activities was
to organize a competition open only to women:
“Women through Women’s Eyes”. The competition
and the exhibitions opened at the library were
followed by the publication of the Women’s Library
and Information Center Foundation Agenda in 1992,
and we still continue to publish it with different
thematic priorities every year.

In the visual archive of the library we collected
and compiled thousands of photographs, documents,
old albums, postcards and posters focusing on
the women’s movement in Turkey, women artists,
women writers, pioneer women, as well as on women
and family in general. The digitization of those
materials which are in diapositive format has been
nearly completed, and the cataloguing process is still
ongoing. The visual materials in personal archives
complete the archive and make possible new analyses.

It is time for us to start reading and interpreting
these materials. Reading a photograph requires
not only seeing “what the photo shows”, but also
looking “beyond the photo”. When attention is paid
to women’s clothing and the spaces which women
occupy in family photographs as well as those that
are taken at school or with friends, photos that

of the International Alliance of Women (IAW),
which took place in Istanbul in 1935.

capture travels, entertainment activities, marriage
ceremonies, and childhoods can give informative
hints at the socioeconomic status of a woman as well
as her personality and personal history.

Sometimes, in a shot we find — in the void
left behind — what is missing. We feel how it feels to
be a migrant, to be an “other”; and Tuncer (2017)
states that the “references for this are hidden inside
ourselves” What do those who are in the photo want
to show us? What do they hide? Domestic violence
is not represented, for instance. One of the aims
of the Women’s Library and Information Center
Foundation is to conduct analysis. We are working to
actively collect and use these archives, open them to
all those researchers who want to have access to them
on our website as soon as we have taken the necessary
precautions to protect personal rights and copyrights.
The processes of cataloguing and promoting this
material on social media is essential to make the
archives and visual documents as well as audio material
accessible. In this regard, collaborative work with other
women’s organizations and institutions is of utmost
importance. We would like to engage in transparent,
solidarity-based and collective collaboration with all
other women’s organizations, and we would like to
emphasize that we are here to offer our resources for
any studies promoting gender equality.
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biri sadece kadin fotografcilara acik bir yarisma oldu:
“Kadin Goéziiyle Kadin”. Yarigma ve kitiiphanede agi-
lan sergiyi, 1992'de yayimladigimiz ve bugiine kadar
her sene farkli konularda hazirlanan Kadin Eserleri
Kitiiphanesi ve Bilgi Merkezi Ajandasi izledi.
Kitiiphane gorsel arsivinde Tiirkiye kadin ha-
reketi, sanat¢1 kadinlar, yazar kadinlar, 6ncii kadinlar,
kadin ve aileye iliskin binlerce fotograf, belge gorseli,
eski albiimler, kartpostallar ve afisler derlendi. Dia-
pozitif formatinda olanlarin da baskilarinin taranarak
dijitale aktarimi biyiik ol¢iide tamamlandi, kata-
loglama islemleri siiriiyor. Ozel arsivlerdeki gorsel
malzemeler de argivi tamamliyor ve yeni okumalara
olanak sagliyor.
Artik bu malzemeleri okumaya, yorumlamaya
baglamamiz lazim. Fotograf okumak, yorumlamak,
“fotografin gor dedigini” gérmek kadar, “gostermek
istediginin ardim” gérmeyi de gerektiriyor. Kadinin
giyim kusamina, yer aldigi mekénlara; aile iginde,
okulda ve arkadaslariyla cekildigi ve ¢ektirdigi
gorsellere, seyahat ve eglence anlarina, nisan-diigiin
resimlerine, ¢ocukluk fotograflarina bakildiginda;

Kaynakga ¢ Bibliography

“OZEL ARSIVLER” VE “GORSEL ARSIV” UZERINDEN KADIN TARIHINI OKUMAK

17 Mayis 1987'de Tiirkiye'de kadinlar
ilk kez kitlesel bir ytirtiyiis gercek-
lestirdi: Dayaga Kars1 Dayamigma
Yiiriiyiisii, Yogurtcu Parki, Istanbul
(Kadin Eserleri Kiitiiphanesi ve Bilgi
Merkezi arsivi).

On 17 May 1987, women in Turkey
organized a collective march for
the first time: Solidarity March
Against Battering, Yogurtcu Park,
Istanbul (The Women’s Library and
Information Center Foundation).

o kisinin toplumsal ve sinifsal konumu, kisiligi ve
kigisel tarihi az ¢ok belirleniyor. Bazen bir karede
kaybedilmis olamin biraktigi boslugu buluyoruz.
Gogmenligi, miilteciligi, otekiligi hissediyoruz, ki
“bunun referanslar1 igimizde gizlidir” der Tuncer
(Tuncer, 2017). Fotografta yer alanlar neyi, neleri
gostermek istiyorlar? Neyi sakliyorlar? Aile i¢inde
siddet yok 6rnegin. Kadin Eserleri Kiitiiphanesi ve
Bilgi Merkezinin (KEK) &niindeki hedeflerden
birisi analizler yapmaktir. Aktif olarak bu arsivleri
toplamak ve kullanmak, onlardan yararlanmak iste-
yen tim arastirmacilara agmak ve bir an 6nce telif,
kisi haklar1 vb. sorunlar1 gézeterek web sitemizde
erisime agmak i¢in caligmaktayiz. Argivlerin ve
gorsel, isitsel malzemenin goriinir kilinmas: igin,
kataloglamanin ve bu malzemelerin sosyal medyada
tanitiminin da rolii biiyiik. Bu baglamda diger kadin
kurum ve kuruluslariyla isbirligi de ok 6nemli. Tim
kadin kuruluglariyla seffaf, dayanismaci, paylasimer
bir isbirligini 6nemsiyor, cinsiyet esitligine yonelik
her turli caligmaya kaynak sunmaya agik oldugumu-
zu belirtiyoruz.

Davaz, Asli (2015): Arsivlerde Kadin Tarihini Bulmak, KESK Kadin Dergisi, 1.
Tuncer, Selda (2017): Fotografin Gér Dedigi: Aile Fotograflar1 Uzerine Bir Analiz Denemesi, Fe Dergi 9/1:1-11.



Practicing Women’s and Feminist Memories

in a Non-Institutionalized Archive

Elena Petricola’

In contemporary Italy, it is not easy to talk about women’s memory and history.
There are no classes in primary and secondary schools about women’s and gender
history, nor is it easy to find such courses at the university level. We also experience
the same problem in the research field.

Stemming from feminist and women’s associations in Turin (Italy), Women's Archive
in Piedmont (Archivio delle Donne in Piemonte — ArDP?) was established in 2006
with the purpose of instituting an archive dedicated to women’s history and feminist
history by collecting, preserving and promoting women’s archives and supporting
women’s, feminist and gender studies. Therefore, ArDP is connected to the very
specific community that has promoted it and, potentially, to all women. Moreover,
the Archive practices networking and collaborates with other similar institutions
in Piedmont and throughout Italy. Combining a variety of contemporary archival
research methods, it collects diverse memories and histories, and established
dialogue with the activist milieu and public institutions. The sense of the Archive
is built both on the empowerment of the community and on the ability of that
community itself to involve an audience that does not share the same political and
cultural background and practices, addressing its attention particularly to young
people. ArDP is now exploring these differences and its own efficacy in translating
research and reflections for wider audiences.

1 President of Archivio delle donne in Piemonte — ArDP, Turin

2 Archivio delle donne in Piemonte — www.archiviodonnepiemonte.it
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Kurumsal Olmayan Bir Arsivin Kadin Anilari

ve Feminist Bellek Caligmalarina Dair

Elena Petricola’

Giiniimiiz [talyasinda kadinlarin bellegi ve tarihi hakkinda konusmak kolay degil. ik
ve orta okullarda kadinlarin ve toplumsal cinsiyetin tarihine dair bir ders olmamasimin
yanu sira, tiniversitelerde de bu dersler ancak nadiren bulunmakta. Aragtirma yaparken
de ayni1 sorunla kargilasmaktayiz.

Torino'da (Italya) feminist kuruluslar ve kadin dernekleri tarafindan 2006'da kurulan
Archivio delle donne in Piemonte — ArDP? (Piyemonte Kadin Arsivi), kadin tarihi ve
feminist tarih aragtirmalar1 yapmak, kadin arsivlerini bir araya getirmek, korumak,
desteklemek, kadin aragtirmalarini, feminist arastirmalari ve toplumsal cinsiyet
caligmalarini giiglendirmek amacindadir. Dolayisiyla, ArDP’nin hem bu kurumu
kuran toplulukla hem de potansiyel olarak tiim kadinlarla yakin iligkisi vardir. Arsiv,
ayni zamanda yeni iletisim aglar1 gelistirmeye calistr, Italya ve Piyemonte'deki benzer
kurumlarla isbirligi yapar. Arsivlerdeki giincel aragtirma yontemlerini bir araya getirerek,
farkli bellekleri ve tarihleri toplarken, aktivist cevreler ve kamu kurumlarryla da
diyaloglara girer. Bu iliskilerin giiglendirilmesi yaninda, benzer politik ve kiiltiirel
gec¢misi ve de pratikleri paylasmayan kisileri, 6zellikle de gengleri ¢alismalarina dahil
etmeyi hedefler. ArDP, su anda bu farkliliklarin arsiv etkinliklerine déhil edilmesinin,
arsiv binyesindeki bilimsel aragtirmalarin ve diger ¢alismalarin daha genis gevrelerle
paylasiimasinda ne derece etkin olabilecegini incelemektedir.

1 Bagkan, Archivio delle donne in Piemonte — ArDP, Torino, Italya

2 Archivio delle donne in Piemonte — www.archiviodonnepiemonte.it
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Since it was established in 2006, Archivio della
Donne in Piemonte — ArDP (Women’s Archive in
Piedmont) has reflected its origins. The milieu of
women who created an archive dedicated to women
in Turin, in Piedmont — a region with a long history
of social struggles, trade unionism and working-
class agitation — was characterized by a strong local
women’s movement, active and widespread among
political parties, students, workers, social operators
and many other categories and groups.

The women who founded the archive first met
in the Seventies and went on building women’s and
feminist associations and centers. They felt the need
to preserve their own stories of the history of women
in their specific context and to contribute to the
development of women’s and gender studies. This
generation of women is gradually leaving tasks and
responsibilities to my generation — I was born in 1973
and we have different backgrounds — and to the next
one. But we will continue to discuss how to make the
Archive work, how to make memories an active force.

The founding generation — women mainly born
in the 1940s and 1950s — set up the Archive with
the intention of preserving traces of their feminist
experiences during the 1970s and 1980s, and to
celebrate the memories of all women as a goal of
their mobilization. This is very similar to other

developments in Bologna, Milan and Rome where
women’s archives and libraries were established during
the "80s and 'gos. They formed a digital network for
collecting data and describing documents and books.
It is called the Lilith Network (Rete Lilith), but it is
no longer active. In general, one of the big questions
and challenges for the future is how the experiences
of this community, that is its values and collective
actions, can be transmitted to new generations. How
can they be connected to today’s often very different
experiences so that they make sense and women will
answer the question “Whose archive is this?” with the
answer “It is ours!”

Twelve years after its establishment, we are now
in 2018 trying to build a new network of people who
can volunteer and contribute to the Archive in Turin.
They are a new audience consisting of new generations
who may not have a current understanding of
feminism or knowledge of the recent past in general.
Actually, except for the individual initiative of teachers
and professors, the current generation neither at
school nor university is taught anything about the
history of feminism or women’s history. Like other
archives, museums and libraries, we have tried to
offer narratives using varied languages: literature,
photography, the arts. And we have tried to rethink
the meaning of the Archive itself. We discussed it
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Archivio delle donne in Piemonte — ArDP
(Piyemonte Kadin Arsivi) kuruldugu 2006 yilindan
beri, arsivin dayandigi temellere sadik kalmugtir. Bu
temelde, Torinolu kadinlara ait bir argiv agmak iste-
yen kadinlarin yasadiklar1 Piyemonte bolgesindeki
uzun toplumsal miicadeleler, sendika hareketi ve isci
sinifinin zengin tarihinin olusturdugu bir ortamda;
partilerde, 6grenci gruplarinda, is¢i sinift hareketinde,
sosyal hizmet calisanlari arasinda ve farkh birgok grup
icinde aktif ve etkisi bityiik olan giiclii bir kadin hare-
keti bulunmaktadir.

Arsivi kuran kadinlar 70’li yillarda bir araya gel-
mislerdi. Kendi hikéyelerinin, kendi deneyimledikleri
bir kadin tarihinin pegine diigme ihtiyacini hissederek
miicadelelerine kadin dernekleri, feminist dernekler
ve merkezler kurarak devam etmisgler; kadin ve top-
lumsal cinsiyet ¢aligmalarinin giiclenmesine katkida
bulunmuglardi. Bu kusaga mensup kadinlar gorev
ve sorumluluklarini yavas yavas benim de igerisinde
bulundugum kusaga (ben 1973 dogumluyum ve
bence bu iki kusagin ¢ok farkli arka planlari var) ve
de bundan bir sonraki kusaga devrediyorlar. Buna
ragmen halen argivleme ¢alismalar1 nasil yapilmali ve
bellek nasil etkin bir gii¢ haline getirilebilir konulu
tartigmalari siirdiirmekteyiz.

Cogunlukla 40’lar ve so’lilerde dogan kurucu
nesil, 70 ve 80’li yillarda feminizmi nasil deneyimle-

diklerinin izini strmek beklen-
tisiyle ve diger kadinlarin da bu
hareketin basarisindaki anilarim
dahil ederek arsivi kurmuslardi.
Bu gelisme, Italyadaki diger ge-
lismelerle benzerlik gésteriyordu.
Bolonya, Milano ve Romadaki
kadin arsivleri ve kitiphaneleri
de 1980 ve 90l yillarda feminist
bir baglamda kurulmustu. Bu
kurumlar veri, belge ve kitap top-
lamak i¢in Lilith Network ismini
verdikleri ve giinimiizde artik
faaliyet gostermeyen bir dijital platform olusturmus-
lard1. Aslinda bu toplulugun deneyimlerinin, yani bu
toplulugun deger verdigi konularin, kolektif eylem ve
deneyimlerinin, yeni nesillere nasil aktarilacag, bu ak-
tarimun giinimiziin deneyimleriyle ki bu deneyimler
bazen oldukga farkli olabiliyor, nasil iligkilenecegi ve
“bu arsiv kimin?” diye soruldugunda, bir anlami olacak
sekilde “bizim” cevabinin nasil verilecegi, genel olarak
en 6nemli sorulardan ve baga ¢ikmak zorunda kalinan
meselelerden birisiydi.

Simdi kurulugundan tam on iki y1l sonra, 2018°de,
feminizm diisiincesine ve genel olarak yakin ge¢mige
dair bir fikri olmayan gen¢ kusagin, yani yeni bir kati-
limci kitlesinin Torino’daki arsive katki sunup goniilli
olabilecegi yeni bir ag yaratmaya ¢aligmaktayiz. Ashn-
dabazi 6gretmen ve profesorlerin inisiyatifleri diginda,
ne okul ne de tiniversitelerde yakin ge¢mis, feminizm
ya da kadinlarin tarihine dair en ufak bir egitim ve-
rilmemektedir. Diger arsiv, miize ve kiitiiphanelerde
oldugu gibi edebiyat, fotograf ya da sanati kullanarak
yeni anlatilar yaratmayr denedik. Arsiv anlayiging,
yeniden digiinmeye calistik. 2014 ve 2016 yillar1 ara-
sinda Laboratorio dellarchivio delle donne e di genere
(Kadin ve Toplumsal Cinsiyet Arsivi) calistayimizda
katiimeilarimizi farkll arsiv konseptleri konusunda
tartigmaya davet ettik. Guincel sanatlarda arsivin
nasil tanimlandig1 veya giincel sanatlarda arsivin nasil
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We can see a clear challenge for the future: continue sharing the practice
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of the archive — collect, preserve, research, promote, present —
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and find a way to communicate with and involve young people within
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their disciplinary interests (history, sociology, anthropology, sciences and so on).
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during 2014-2016, in our Workshop of the Laboratorio
dell'archivio delle donne e di genere, to involve our
audience in a debate regarding different archives. We
discussed, among other things, the question of how
to use an archive; for example its conceptualization
and representation in contemporary arts, and why we
need it. At the same time, we focused our attention
on subjectivity and a less taxonomic and positivistic
idea of the archival methodology, reflecting the fact
that the presence of women in the archive can make
a difference, for example in the case of describing
documents, in using a specific language etc.

More recently, in order to make the Archive and
its network more visible, we moved to a new location
in Turin with two other associations — the House of
Women with its archive and library and the Center for
Feminine Thinking with a library — to offer the city its
cultural heritage of women and feminism in a united
way. In June 2017 we launched Latadan — Women'’s
Cultural and Social Center. Thus, through the Archive,
it is now possible to generate various activities and
create more visibility in Turin and the rest of Italy. We
are now open to the public and can invite students
to take on internships. We can exhibit documents,
photographs and texts to showcase our archival
collections; discuss with archivists and scholars the
future of the Archive itself; organize workshops to

inform and teach; and form partnerships with other
private cultural institutions in the city. We also began
a series of lectures whose title is “An Archive for
Everybody” (Un Archivio per Tutte e Tutti). It addresses
a general audience with the aim of establishing links
between the Archive and topics of everyday life — the
digital world, gender violence and women’s lives in
peripheral areas.

To conclude, I can say now we are experiencing
a pivotal moment at the Archive. We don’t anticipate
that women’s and gender studies will receive more
attention at schools or universities in the near
future. We do not see a positive approach to feminist
cultural heritage beyond a specific community of
scholars and activists. We continue to see a lack of
attention to these topics. However, we do see a clear
challenge for the future of the Archive — to collect,
preserve, research, promote, present, and find a way
to communicate with and involve young people
within their disciplinary interests (history, sociology,
anthropology, science etc.).

We will keep studies and approaches within
the Archive up to date and open the door to diverse
groups, new ideas and sensibilities and a wide range
of feminist communities, including gay communities,
from the 20™ century up to today and hopefully
tomorrow.
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Gelecekte iistesinden gelmemiz gereken miicadele alanlarinin su konular oldugunda
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fikir birligi igindeyiz: Biriktirerek, koruyarak, arastirarak, destekleyerek
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ve sergileyerek arsiv deneyimini paylasmaya devam etmek; tarih, sosyoloji,
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antropoloji, bilimler vb. gibi ilgi alanlarim dikkate alarak genglerle iletisimde
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olmanin ve gengleri arsiv ¢calismalarina ddhil etmenin yollarini kesfetmek.
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sunuldugu gibi 6rneklerde, arsivin nasil kullanilabile-
cegi ve arsivlere neden ihtiyacimiz oldugu gibi sorular
uzerinde dugindik. Ayni zamanda siniflandiric: ve
pozitivist bir arsivleme yonteminden ziyade 6znellige
odaklanarak, kadinlarin arsivdeki varliginin, 6rnegin
kadinlarin belge tasniflenmesinde yeni bir dil kullana-
rak, fark yaratabilecegini tartigtik.

Son bir gelisme de arsivimizi ve argivimizin igin-
de bulundugu ag1 daha goriiniir kilmak amaciyla, iki
kurulusla birlikte Torino’'da yeni bir mekana tagindik.
House of Women (Kadnlarin Evi) kurulusu arsivini ve
kiitiiphanesini, Feminen Diisiince Merkezi ( Centre for
Feminine Thinking) ise kiitiiphanesini bu yeni yerimize
tagidilar. Boylece Torino kentine kadinlarin ve femi-
nizmin kiltiirel mirasim hep beraber sunmug olduk.
2017'de Laadan — Women'’s Cultural and Social Centre'i
(Laadan Kadin Kiiltiir ve Toplum Merkezi) agtik.
Boylece hem farkli etkinliklere ev sahipligi yapmamiz
miimkiin oldu hem de Torino kentinde ve Italya'da
gorintrligimiz arttl. Arsivimiz kamuoyuna agildi ve
6grencilere staj olanagl sunmaya basladik; arsiv kolek-
siyonunu desteklemek amaciyla belgeleri, fotograflar:
ve metinleri kullanarak sergiler gergeklestirebiliyoruz;
arsivci ve Ogrencilerle arsiv kurumunun gelecegini
tartigabiliyoruz; bilgilendiren ve egiten ¢alistaylar
diizenleyebiliyoruz; kentteki diger 6zel kiltiir kurulus-
lartyla ig birlikleri igine girebiliyoruz. Ayrica, arsiv ile

giindelik hayattaki konular arasinda képrii kurabilmek
i¢in dijitallesen dinya, toplumsal cinsiyete dayal
siddet, ¢eperde yasayan kadinlarin hayat hikéyeleri
gibi konular1 tartigigimiz ve tiim kesimlere ulagmayi
hedefledigimiz “Herkes icin Arsiv” (Un archivio per
tutte e tutti) isimli konugma serileri baglattik.

Ozetle, su anda arsivde 6nemli bir siireg iginde
oldugumuzu séyleyebilirim. Okul ve tniversitelerde
kadin ve toplumsal cinsiyet ¢aligmalarina verilen 6ne-
min artacagim sanmryoruz. Belirli topluluklar ve onla-
rin iletisimde oldugu bilim insanlar1 ve aktivistlerden
olusan aglar disinda, feminist kiiltiirel mirasa yonelik
olumlu bir tutum da géremiyoruz. Bu konularla hila
yeterince ilgilenilmedigini diisiiniiyoruz. Bu nedenle
gelecekte tstesinden gelmemiz gereken miicadele
alanlarmin su konular oldugunda fikir birligi i¢inde-
yiz: Biriktirerek, koruyarak, aragtirarak, destekleyerek
ve sergileyerek arsiv deneyimini paylasmaya devam
etmek; tarih, sosyoloji, antropoloji, bilimler vb. gibi
ilgi alanlarmi dikkate alarak genglerle iletisimde
olmanin ve gengleri arsiv galismalarina dahil etmenin
yollarini kesfetmek.

Aragtirmalarimizi ve argiv anlayiglarimizi hep
guncelleyelim ki 20. yiizyildan bugiine ve umuyoruz ki
yarmlarin da genis yelpazedeki feminist gruplarindan
queer gruplarma kadar farkli olusumlarin, yeni fikirle-
rine ve duyarliliklarina argiv kapilar1 hep acik olsun.



Feminist Narratives to Wider Audiences

Maissan Hassan'

In May 2017, the exhibition Doing Well, Don’t Worry: Short Tales of Women's
Work and Mobility opened in Cairo as a result of collaboration among various
partners led by the Women and Memory Forum (WMF), a feminist research
organization based in Cairo. This essay reflects upon some aspects of this
exhibition aimed at constructing a feminist narrative that would appeal to wider
audiences. The essay includes insights into how the exhibition addressed the
challenge of presenting women’s collections, oral histories and tape archives
in a feminist exhibition that would draw the attention of specialized audiences
such as women’s rights activists as well as potential visitors with other interests
and expectations.

1 Women and Memory Forum (WMF), Cairo
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Daha Genis Kitleler I¢in Feminist Anlatilar

Maissan Hassan'

Doing Well, Don’t Worry: Short Tales of Women's Work and Mobility (Iyiyim, Dert Etme:
Kadin Istihdami ve Kadin Hareketliligine Dair Kisa Oykiiler) isimli sergi, Kahire
merkezli feminist arastirma enstitiisii Kadin ve Hafiza Forumu’nun (Women and
Memory Forum, WMF) énciiliigiinde ve diger ortak kurumlarla da isbirligi iginde
Mayis 2007'de Kahire'de agilmisti. Bu yazida, genis kitlelerin ilgisini uyandirabilecek
feminist bir anlat1 inga etmeyi hedefleyen bu serginin baz1 cepheleri tartisiliyor ve
kadin haklar: aktivistlerinin yani sira, farkli ilgi alanlar1 ve beklentileri olan olas: diger
ziyaretgilerin de ilgilenmesi hedeflenen feminist bir sergide kadinlarla ilgili objeleri,
sozli tarih malzemelerini ve belge arsivlerini sunarken karsilagilan giiclikklerle nasil
basa ¢ikildig1 konusundaki deneyimler paylagiliyor.

Kadin ve Hafiza Forumu (Women and Memory Forum, WMF), Kahire
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The exhibition Doing Well, Don’t Worry: Short
Tales of Women’s Work and Mobility featured glimpses
of the lives of more than twenty women from Den-
mark, Egypt, Jordan, Palestine and Lebanon on
issues of work and mobility. The point of departure
of the exhibition was women’s oral histories, photos
and memorabilia that were either housed at WMF or
acquired, as a donation or a loan, especially for this
project. One of the challenges facing the exhibition
team was how to present these collections in ways
that would appeal to wider audiences in Egypt and
across the Arab region. After providing a brief back-
ground on the exhibition, this paper sheds light on
two strategies utilizing objects, images, audio-visual
materials and text to engage various groups of visitors.
As a co-curator of this exhibition, I will give insights
into the challenges of making a feminist exhibition
appeal to specialized audiences such as women’s
rights activists as well as other potential visitors with
various interests and aims.

Background

Throughout the work of acquiring and docu-
menting the collections of women’s oral histories,

personal archives, photos and memorabilia in the
Women and Memory Forum', questions arose.
How could feminist discourses be expanded and
promoted beyond their typical audiences? More
specifically, how could women’s collections instigate
social change, especially among young women and
men? Furthermore, how could a non-governmental
collection of stories, images and objects reflect the
values and goals of the feminist movement in Egypt
and the Arab region? As a response to these ques-
tions, the idea of establishing a women’s museum in
Egypt came to life. The museum idea was conceptu-
alized as a space that would promote the production
and dissemination of feminist knowledge through
acquiring, documenting and displaying women’s col-
lections. Most importantly, it was envisioned as both
a physical and cyber space that would serve feminists
as well as wider public audiences. As stepping-stones
towards the realization of the women’s museum,
WME conducted study-visits to international wom-
en’s museums and archives, organized workshops on
integrating feminist perspectives into museological

1 Foradiscussion of WMF’s collections, see Urgola and
Hassan, “Women’s Collections in Egypt,” 322-327.
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“lyiyim, Dert Etme: Kadin Istihdami ve Kadin
Hareketliligine Dair Kisa Oykiiler” sergisi Danimarka,
Muisir, Urdiin, Filistin ve Liibnan'da yagayan yirmiden
fazla kadinin istihdam ve hareketlilik konularindaki
yasam deneyimlerinden kesitler sunuyordu. Sergi,
kadinlarin sézli tarih belgeleri ile birlikte, Kadin ve
Hafiza Forumunun argivinde bulunan ya da sozii
edilen sergi projesine bagislanmug veya 6diing alinmug
fotograflar ve hatira degeri tastyan esyalardan olusu-
yordu. Bu koleksiyonlarin Misir ve Arap iilkelerinde
genis kitlelerin ilgisini uyandirabilecek sekilde nasil
sunulabilecegine ¢6ziim bulmak, sergi ekibini zorla-
yan sorunlardandi. Yazimda serginin arka planindan
kisaca bahsettikten sonra, farkli ziyaretgilerin bek-
lentilerini kargilamak amaciyla nesnelerin, imgelerin,
gorsel ve isitsel malzemelerin ve metinlerin kullani-
muna iligkin iki stratejiyi agiklayacagim. Serginin e
kiiratorii olarak' edindigim deneyim ¢ergevesinde,

1 Serginin diger kiiratorleri: Sibba Einarsdottir, Maissan
Hassan, Lamma Attia. Aragtirma, tedarik ve sahne arkasi
ekibi: Alya El-Marakby, Anne Scherrebeck Hansen, Ayman
Saeed, Hadeer Saeed, Katrine Mandrup Bach, Lena
Kassicieh, Leen Hashem, Marina Georgy, Nesma Atilla,
Pascale Ghazaly, Sheila Bakhshi ve Yousif Bagato. Akademik
ve editor ekip: Hanan Sabea, Reem Saad. Sergi Tasarimi:
Anne Marie Glamstrup, Salua Qidan.

kadin haklar: aktivistlerinin yan sira, farkl ilgi alan-
lar1 ve beklentileri olan diger ziyaretgilerin de ilgisini
cekmesi hedeflenen feminist bir sergi hazirlamanin
zorluklar tizerine duracagim.

Arka plan

Kadin ve Hafiza Forumu'nda kadinlarin sozli
tarihlerinin, kisisel arsivlerinin, fotograf ve hatira
degeri tasiyan nesnelerin tedarik ve dokiiman-
tasyon siirecinde?; konuyla zaten ilgilenen tipik
kitlenin haricindeki kisilerce de feminist séylemlere
ilgi duyulmasini nasil tegvik edebiliriz, kadinlarla
ilgili koleksiyonlar, 6zellikle geng kadinlar ve geng
erkekler arasinda toplumsal degisimin baglamasina
nasil yardim edebilir, sivil toplum gruplar tarafin-
dan toplanan hikéyeler, imgeler ve nesneler, Misir
ve Arap iilkelerindeki feminist hareketlerin deger ve
hedeflerini nasil yansitabilir gibi sorular giindeme
gelmigti. Misir'da bir kadin mizesi kurma fikri, bu
sorularin yanit1 olarak ortaya cikti. Bu miuize, kadin
koleksiyonlarin1 edinme, bunlar1 belgeleme ve

2 Kadin ve Hafiza Forumu'nun koleksiyonlarina dair bir
tartisma igin bkz: Urgola ve Hassan, “Women’s Collections
in Egypt,” 322-327.
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practices in Egypt and created feminist exhibitions
such as Wedad Mitri (1927-2007): A Pioneering
Unionist in 2015, The Life and Work of Hawa Idris in
2017 and Doing Well, Don’t Worry in 2017. In addition,
in 2018, WMF joined the International Association of
Women’s Museums (IAWM) as an initiative aiming
toward establishing a women’s museum in Egypt.

Conceptualized as a traveling exhibition, the
work on the Doing Well, Don’t Worry exhibition
involved the challenging task of communicating a
feminist narrative that would resonate not only with
various audiences in Egypt, but also with multiple
audiences in different cities in the Arab region and
possibly in Europe. After opening in Cairo in May
2017, the exhibition traveled to Beirut in December
2017. After that, the exhibition went to Aswan, Egypt
in 2019.

The process of exploring how to reach multiple
potential audiences was enriched by the collabora-
tion of several institutions in the curatorial process
behind the exhibition: The Women and Memory
Forum, the Women’s Museum in Denmark, the
Danish Egyptian Dialogue Institute, the American
University in Cairo, the Beirut-based Knowledge
Workshop and Tiraz Center in Jordan. The curatorial

Doing Well, Don’t Worry
© 2017 Women and Memory Forum

team of the exhibition included young artists, muse-
um practitioners, researchers and designers who took
part in several participatory workshops held in Cairo,
Amman and Copenhagen.

The discussions among the curatorial team
helped to outline the target audiences. Driven by
feminist praxis, the exhibition aimed at responding
to the expectations of feminist activists and women’s
rights advocates in Egypt and across the Arab re-
gion. In addition to targeting a specialized feminist
audience, the exhibition also intended to draw the
attention of two other groups: museum practitioners
and university students with limited knowledge of
women'’s collections in the Arab region. In order to
reach the target audiences in mind, the exhibition
narrative utilized several strategies. The following
section touches upon two of these strategies: layered
storytelling and exploring unexpected narratives.

Layered storytelling

In order to communicate the complexities of the
lives of women featured in the exhibition to multiple
audiences, the exhibition narrative was developed
in the form of layers. As they entered the relatively
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Tamdik anlatilari sorunsallastirma egilimi,

feminist sergilerin gerekli bir 6zelligidir.

© © 0006000000000 000000000000000000 0000 00

sergileme yoluyla feminist bilginin tretilmesini ve
yayilmasini tegvik edecek bir alan olarak dustinil-
di. En onemlisi de, kadin miizesi, feministlere ve
bunlarin da 6tesinde daha genis kitlelere hizmet
edecek fiziksel ve sanal bir mekan olarak tasarlandu.
Kadin miizesini kurmaya giden siiregte, Kadin ve
Hafiza Forumu'nun organizesiyle diinyadaki kadin
miizelerine ve kadin argivlerine inceleme ziyaretleri
yapildi. Misir'daki miizecilik pratiklerine feminist
perspektifi entegre etmek igin atolye caligmalar
diizenlendi. 2015te “Wedad Mitri (1927-2007):
Oncii Bir Sendikac1”, 2017'de “Hawa Idris’in Yagami
ve Galigmalar1” ve “Iyiyim, Dert Etme” gibi sergiler
duzenlendi. Kadin ve Hafiza Forumu 2018'de, Mi-
sir’da bir kadin miizesi kurmay hedefleyen girisim
grubu olarak Uluslararas1 Kadin Miuzeleri Birligi'ne
(International Association of Women's Museums,
[IAWM) iiye oldu.

Gezici sergi olarak tasarlanan “Iyiyim, Dert
Etme” projesinde ¢alisirken kargilagtigimiz sorunlar-
dan biri de feminist anlatiyr sadece Misir'daki farkli
kitlelere degil ayn1 zamanda Arap iilkelerindeki ve
Avrupadaki sergi ziyaretgilerine de aktarabilmek ko-
nusuydu. Sergi, May1s 2017'de Kahire'de acild, Aralik

2017'de Beyrut'ta, 2019'da yine Misir'da, Asvanda
gosterildi.

Potansiyel sergi ziyaretgilerine ulagmanin yolla-
rin1 aragtirma galigmalar, sergiye paralel stirdirilen
ortak kiiratoryel stiregte gergeklesti. Sergi; Kadin ve
Hafiza Forumu, Danimarka Kadin Miizesi (Kvinde-
museet), Danimarka Misir Diyalog Enstitiisii, Kahire
Amerikan Universitesi, merkezi Beyrut’ta olan femi-
nist organizasyon Bilgi Atélyesi (Knowledge Workshop,
KW) ve Urdiin'de Arap giysileri koleksiyonuna sahip
kiiltiir vakfi Tiraz Merkezi ( Tiraz Center) gibi kurum-
larin igbirliginin tirtini oldu. Kiiratoryel ekipte ayrica
Kahire, Amman ve Kopenhag'daki at6lyelere katilan
gen¢ sanatcilar, miize calisanlari, aragtirmacilar ve
tasarimcilar da bulunuyordu.
ekipteki ulagilmasi
hedeflenen kitlelerin belirlenmesine yardimei oldu.

Kiiratoryel tartigmalar,
Feminist pratikten beslenen sergi, Misir ve Arap
tilkelerindeki feminist aktivistler ve kadin haklar
savunucularinin beklentilerine yanit vermeyi hedef-
lemigti. Feminist bir kitleyi hedef almasinin yanu sira,
sergi bagka Arap tilkelerindeki kadin koleksiyonlar
hakkinda sinurh bilgisi olan miize ¢alisanlar1 ve tini-
versite 0grencileri gibi gruplar1 da konuyla ilgilendir-
meyi amagliyordu. Planlanan hedefkitlelere ulagmak
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The tendency to upset familiar narratives

© © 00 0000000000000 0000000000000000000 00 00

is a necessary characteristic of feminist exhibitions.

© © ¢ 0 00 0000000000000 00000 0000000000000 00000000 0 e 00

small exhibition space, visitors encountered a wall of
photos, archival documents and objects introducing
the theme of women and mobility. Next to this wall,
a compilation of video clips and excerpts from oral
history interviews was broadcast'. In addition to
introducing the main theme of the exhibition, this
section emphasized the general characteristics of
the exhibition as a space dominated by women’s
stories and voices. Beyond this general message, the
exhibition was designed to provide knowledge about
the lives of women featured in the exhibition. This
included several anecdotes based on women's life sto-
ries. These anecdotes, which included quotes by the
women, provided insights into women’s experiences
that are usually neglected in mainstream macro-nar-
ratives about women. An example of these anecdotes
is the story of Nada Abdel Rahman (b. 1985), who
found refuge from her past traumas when she left
her hometown and moved into a shared flat with
nineteen other women in Cairo. Nada’s story was
accompanied by a box with twenty keys symbolizing
the different women who lived in the flat.

Feminist knowledge was also presented in the
form of longer texts that introduced the different sec-

1 The film was edited by Hanan Abdallah.

tions of the exhibitions. These texts drew on feminist
theoretical frameworks that played an important part
in the development of the exhibition. While we were
aware that the amount of text could overpower the
objects on display, short anecdotes and introductory
texts were essential to elucidate the meaning of the
exhibition.

Exploring unexpected narratives

Curatorial studies scholar Dorothee Richter
notes that the tendency to upset familiar narratives
is a necessary characteristic of feminist exhibitions®.
Like other feminist exhibitions, Doing Well, Don’t
Worry aimed at problematizing familiar narratives.
An example of this can be found in the way the
objects of the late Egyptian actress Hind Rustom
(1931-2011) were presented. Famous as a sex symbol
in Egyptian cinema during the 1950s° the exhibition
teatured Rustom in a new light. With the support of
an excerpt from her oral history interview recorded
by WMEF during the 1990s, visitors were able to

2 Richter, “Feminist Perspectives on Curating’, 65.

3 Ginsberg and Lippard, Historical Dictionary of Middle East-
ern Cinema, 372.
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i¢in, diger bir¢ok yontem yaninda sergi anlatisinda

“katmanl hikaye anlaticihgr” ve “beklenmedik anlati-
larin kesfi” gibi stratejiler de uygulandi.

Katmanli hikdye anlaticilig:

Sergide yer alan kadinlarin hayat hikéyelerinin
karmagikligini farkli ziyaretci gruplarna aktarabil-
mek icin, sergi anlatis1 katmanlardan olusturuldu.
Ziyaretgiler oldukga kiigiik bir sergi alanina girdik-
lerinde kadin ve hareketlilik (mobility) temalarini
isleyen fotograflar, arsiv malzemeleri ve nesnelerin
bulundugu bir duvarla karsilagtyorlardi. Bu duvarin
yaninda sozli tarih goriismeleri sirasinda gekilmis vi-
deo goriintileri izlenebiliyordu'. Bu bélim serginin
ana temasin ve kadinlarin hikayelerinin, seslerinin
hékim oldugu bir mekéin olan serginin 6n plandaki
ozelligini vurguluyordu. Bu genel mesajin otesinde,
sergide yer alan kadinlarin hayatlarna dair bilgiler
de, kadinlarin hayat hikéyelerinden alinmis kisa
anekdotlarla sunulmusgtu. Kadinlarin kendi sézlerini
iceren bu alintilar, kadinlara dair makro anlatilarda
kadinlarin siklikla goz ardi edilen deneyimlerine
dikkat ¢ekiyordu. Dogdugu sehri terk edip Kahire'de

1 Sozlii tarih filminin editoriit Hanan Abdallahti.

Doing Well, Don’t Worry
© 2017 Women and Memory Forum

19 kadinla ayni1 evde oturan ve boylece ge¢misindeki
travmalarindan uzakta kendine bir sigmak bulmusg
olan Nada Abdel Rahman'in (d. 1985) hikayesi, bu
anlatilardan sadece bir tanesiydi. Nada'nin 6ykiisiine,
icinde onunla ayni dairede yagamis kadinlar1 sembo-
lize eden 20 anahtarm bulundugu bir kutu da eslik
ediyordu.

Daha uzun metinler aracih@iyla da serginin
farkli bolimleri tanitiliyor ve feminizm konusunda
bilgilendiriliyordu. Bu metinler, serginin hazirlik
ve gelisme siirecinde 6nemli rol oynayan feminist
kuramsal cerceveler hakkindaydi. Metinlerin, ser-
gilenen nesnelerin 6niine gegebilecegini biliyorduk
yine de kisa alintilar ve tanitici metinlerin kullanimy,
sergiyi anlamlandirma agisindan elzemdi.

Beklenmedik anlatilarin kesfi

Kiratorlik alaninda ¢alisan akademisyen Do-
rothee Richter, tanidik anlatilar1 sorunsallagtirma
egiliminin feminist sergilerin gerekli bir 6zelligi oldu-
gunu vurgular®. Diger feminist sergiler gibi “Iyiyim,
Dert Etme” sergisi de tanudik anlatilar1 sorunsallagtir-
may1 amagcliyordu. Buna bir 6rnek olarak Misirhh mer-

2 Richter, “Feminist Perspectives on Curating’, 65.
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HIND RUSTOM
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learn more about Rustom’s working experiences as
an actress. Moreover, photos of her as a film star jux-
taposed with those of her as a mother contributed
to revising the widely accepted narrative of her as a
publicicon. The exhibition aimed at deconstructing
Rustom’s cherished public status by not making her
objects the center of the exhibition. Because of Rus-
tom’s fame in Egypt and across the Arab region, the
exhibition’s co-curators were aware of the potential
interest Rustom’s objects would command among
visitors as well as the media. While her memorabilia,
particularly a famous red dress that captured her
sense of style, could be considered crowd pleasing,
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Doing Well, Don’t Worry
© 2017 Women and Memory Forum

it was decided to display these objects in a way that
did not overshadow the stories and objects of other
women featured in the exhibition.

In this short piece, I shared reflections on
how the curation of the exhibition Doing Well,
Don’t Worry sought to present women’s stories
in ways that would evoke emotions while being
thought-provoking on pressing feminist issues. By
using different curatorial strategies, such as layered
storytelling and exploring unexpected narratives,
the exhibition aimed at presenting the diversity of
women’s experiences as well as at reaching out for
multiple audiences.

Ginsberg, Terri; Lippard, Chris (2010): Historical Dictionary of Middle Eastern Cinema. Lanham: Scarecrow Press.

Richter, Dorothee (2016): “Feminist Perspectives on Curating.” On Curating 29, s. 64-75.

Urgola, Stephen; Hassan, Maissan (2018): “Women’s Collections in Egypt. Insights into the American University in Cairo’s Rare Books
and Special Collections Library and the Women and Memory Forum’s Archives.” Collections: A Journal for Museum and Archives

Professionals 14.03: s. 315-329.



MAISSAN HASSAN « DAHA GENIi§ KITLELER IGIN FEMINIST ANLATILAR

hum sinema oyuncusu Hind Rustom’a (1931-2011)

ait esyalarin sergilenme bigimi verilebilir. 1950’lerin
Misir sinemasinin meghur seks sembolii Rustom!
bu sergide farkli bir bakis acistyla konumlandirildi.
1990’larda Kadin ve Hafiza Forumu tarafindan kayde-
dilmis sozli tarih goriismesi sayesinde, sergi ziyaret-
cileri Rustom’un artist olarak ¢alisma deneyimlerine
dair daha fazla bilgi edinebildiler. Ayrica onun film
yildiz1 ve anne fotograflarinin yan yana sergilenmesi
de, Rustom’un kamuda kabul goren tinlii ikon “ta-
midik anlatisini” da bozuyordu. Daha da onemlisi,
Rustom’un sahsi egyalar1 sergi salonunun merkezi
haline getirilmeyerek, onun kamuoyu nazarindaki
deger verilen statiisiiniin yapibozumu hedeflenmisti.
Musir ve diger Arap tilkelerinde Rustom’un s6hretini
bilen sergi kiiratérleri, Rustom'un esyalarinn, ziya-

1 Ginsberg ve Lippard, Historical Dictionary of Middle Eastern
Cinema, 372.

Doing Well, Don’t Worry
© 2017 Women and Memory Forum

retgilerin yani sira medyada da yaratabilecegi ilginin
farkindaydilar. Rustom’un hatira degeri tagiyan esya-
lar, 6zellikle de onun giyim tarzini yansitan meshur
kirmuzi elbise, insanlarin hosuna gidecek nesneler
olabilirdi, bu nedenle bu tiir nesneleri sergide yer
alan diger kadinlarin hikéyelerini ve onlarmn esyalar1-
n1 golgelemeyecek bir sekilde sunmak 6nemliydi.

Bu kisa yazida, “Iyiyim, Dert Etme” sergisinin
hazirlik ¢aligmalarini, kadinlarin hikayelerinin bir yan-
dan duygusal iletisim kurulabilecek, 6te yandan acil
feminist mevzular hakkinda digiinmeye yol acacak
sekilde nasil sunulabilecegini aragtiran bir siireg olarak
ele aldim. Katmanli hikéye anlaticilig1 ve beklenmedik
anlatilarin kesfi gibi farkl kiiratoryel stratejilerin kul-
lamildig1 bu sergide, kadinlarin deneyimlerinin gesit-
liligini sunmak ve farkh ziyaret¢i gruplarinin konuyla
ilgilenmesini saglamak amaglamusti.
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1
2

3

Since the 1980s, writing history from a gender perspective and feminist memory studies are seen as
part of the feminist struggle against male domination. The tools used in this context by Mor Catr®
(Purple Roof) are the regular recording of the meetings, photo documentation and an increasing
number of books about its own activities and a website.

As volunteers who had worked for the Mor Cat1 Foundation at different times we came across
various questions of the interaction between the past and the present, while we were preparing
the book Feminist Dayanisma ile 25 Yil (25 Years of Feminist Solidarity). We endeavored to move
beyond a single story to incorporate many nuanced narratives of women who have contributed
to different stages of Mor Cati; to emphasize not only the common ground, the views of those
who stayed, solidarity and enthusiasm, but also the differences of opinion, the views of those who
left, the wounds, ruptures and resentments. Why did we chose to tell the story so honestly, with
negative as well as positive aspects? To the end of opening the feminist negotiation processes we
realistically face in practice for the benefit of both future volunteers of Mor Cati and those who
follow Mor Cat1 from a distance.

Altinbag University, Istanbul; Mor Cat: Women’s Shelter Foundation
Mimar Sinan University, Istanbul; Mor Cat: Women’s Shelter Foundation

Mor Cati (Purple Roof) is the first women’s shelter in Turkey



Feminist Bir Hafiza Pratigi

Berna Ekal' & Ulfet Tayli?

80’li yallardan itibaren feminizm, kadinlarin tarihinin toplumsal cinsiyet perspektifi ile
yazimini ve feminist hafiza ¢alismalarim erkek egemenligine karsi miicadelenin parcas:
sayd1. Mor Cat1 6zelinde bunun araglari; toplantilarin diizenli kayit altina alinmas;,
fotograflama, giderek sayilar1 artan etkinlik kitaplar1 ve web sitesi oldu.

Vakfin farkli donemlerindeki goniillilleri olarak katki verdigimiz Feminist Dayanisma
ile 25 Yil kitabinin hazirlhik siireci, bizi ge¢mis ve bugiiniin etkilesimi agisindan ¢esitli
sorularla yiiz yiize getirdi. Stireci; tekil bir anlat1 olmanin 6tesinde Mor Catr’'nin farkl
asamalarina emek vermis kadinlarin ¢oklu anlatis1 haline getirebilmek, ortaklagmalar
kadar fikir ayriliklarinin, kalanlar kadar gidenlerin goriislerinin, dayanisma ve cosku
kadar incinmelerin, kirlmalarin, gicenmelerin altini gizebilmek, Mor Catr'daki feminist
miizakere siireglerini, uygulamadaki olumlu ve olumsuz yanlari ile hem gelecekteki Mor
Cat1 goniilliilerine hem de Mor Catr’y1 uzaktan takip edenlere agabilmek hedefimizdi.

1 Altinbas Universitesi, Istanbul; Mor Cat: Kadin Siginag: Vakfi
2 Mimar Sinan Universitesi, Istanbul; Mor Cat1 Kadin Siginag1 Vakfi



196

A CASE OF FEMINIST REMEMBRANCE PRACTICE « BERNA EKAL & ULFET TAYLI

The book 25 Years of Feminist Solidarity', which
we volunteered to prepare for the 25™ anniversary of
Mor Cat1 Women’s Shelter Foundation, was to pass
on Mor Catr’s 25 years of practice, and, in so doing
illustrate the experiences of the many participants in
Mor Catr’s activities. In this way, we would not only
make it possible for new volunteers to connect with
the past practices, but also women who follow Mor
Cat1 from a distance would have access to more infor-
mation about the foundation. We gathered together
different materials in the book. Thirty-two women
answered the call we made to Mor Cat1 volunteers
through e-mail groups who shared their experiences
of and feelings about Mor Cat1. We tried to pass on all
the information and experiences we had throughout
the periods we had volunteered at Mor Cat1 with the
intention of providing context for these life stories.
Concurrently, we introduced all the political develop-
ments, structures and tools of struggle; we narrated
the campaign stories of Mor Cat1. Nine women who
we managed to reach volunteered to interpret the text
we prepared through their drawings. We added at the

1 Berna Ekal; Ulfet Tayli (Eds.) (2016): Feminist Dayanisma ile
25 Yil. Istanbul: Mor Cati Kadin Sigmag Vakfi yayini.

end of each section the photographs, documents
and a selection of news articles which we obtained
from the archives of Mor Cat1 and the feminist move-
ment. In the book, we tried to reflect the spirit and
historical background of the period. We think that
we produced an eclectic yet highly dynamic book. Its
dynamism stems from the fact that the book is part
of the activism Mor Cat1 engages in. In this paper, we
want to focus on the production process, including
the difficulties we encountered, using the concepts of
memory studies.

Practices of feminist memory-making® were
already in use by Mor Cat1. Specifically, the stories
about the founding period, photographs (though
not many in number) and books where the politics
of practices were articulated are counted among
these practices. What had left a mark in the collective
memory was usually the narratives of the core group

2 We had recourse to the concepts of collective memory and
counter-cultural memory to articulate this. The concept
of collective memory is very useful in terms of offering
a multifaceted explanation of the relationship which the
group establishes with the past. Counter-cultural memory
renders it possible to underline the past struggles of Mor
Cat1 against sexist culture and articulate the changes that
this culture underwent.



Mor Cat1 Kadin Siginag1 Vakfrnin 25. yili igin
hazirlamaya goniillii oldugumuz Feminist Dayamsma
ile 25 Yil' isimli kitabin temel amaci, Mor Catr'nin
25 yillik donemdeki pratigini aktarirken, Mor Cati
icinde yer almis ¢ok sayida kadinin deneyimini de
mimkiin oldugunca goriiniir kilmakt. Béylece hem
yeni goniillilerin ge¢mis pratikle bag kurabilmele-
rini hem de Mor Catr’'y1 uzaktan takip etmekte olan
kadinlarin Mor Cat1 hakkinda biraz daha fazla fikir
edinmelerini saglayabilmek istiyorduk. Kitapta farkli
malzemeleri bir araya getirdik. Mor Catr'da gesitli d6-
nemlerde goniilli olmus kadinlara mail gruplarindan
yaptigimiz ¢agriya 32 kadin yamit verdi, kisaca Mor
Cat1 deneyimlerini, duygularini bizlerle paylastilar.
Bu yagsam kesitlerinin arka planini olusturabilecek
sekilde, Mor Catrdaki gonullilik siirecimizde duy-
dugumuz, dinledigimiz, deneyimledigimiz tim
bilgileri, yani ortak tarihimizi aktarmaya calistik.
Ayni zamanda politik gelismeleri, yapilari, miicadele
araglarini tanittik; Mor Cati’'min kampanyalarinin 6y-
kiilerini anlattik. Ulasabildigimiz dokuz kadin cizer
hazirladigimiz metni génillii olarak yorumladi. Mor
Cat’'nin ve feminist hareketin arsivlerindeki fotog-

1 Feminist Dayanigma ile 25 Yil (2016). Mor Cat1 Kadin Sigmagt
Vakfi yayini. Istanbul.
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raflar, belgeler ve o dénemlerde ana akim medyada
¢ikmig haberlerden sectiklerimizi de boliim sonlarina
ekledik. Boylece donemin ruhunu ve dénemin tarih-
selligini kitaba yansitmay1 amagladik. Ortaya eklektik
denebilecek ama olduk¢a da dinamik bir kitap ¢ikt1
diye diigtiniiyoruz. Dinamik yonii kugkusuz Mor Cat1
aktivizminin bir parcasi olmasindan da kaynaklani-
yor. Bu sunumda, siirecin kendisini, karsimiza ¢ikan
zorluklarla beraber ve hafiza ¢aligmalarinin kavramla-
riyla ele almak istedik.

Feminist hafizalagtirmanin® Mor Cat1 6zelinde
de pratikleri mevcuttu. Ozellikle kurulus dénemine
dair anlatilar, az sayida da olsa fotograf ve miicadele
politikalarinin dile getirildigi kitaplar bunlar arasin-
daydi. Kolektif hafizada yer etmis tanikliklar, genel-
likle hareketin tam da gobeginde yer alan cekirdek
kadronun anlatilari, yasanmig 6nemli baz1 olaylarin
fotograflartydi. Gegmisle bugiin arasindaki diyalo-
gun sinurh temsillerin 6tesinde kurulabilmesi ihtiyag

2 Bunun i¢in kolektif hafiza ve kargi kiiltiirel hafiza
kavramlarina ihtiyag duyduk. Kolektif hafiza, grubun
gegmisle kurmus oldugu iliskiyi gok yonlii agiklayabilmeye
elverigliydi. Karg kiiltiirel hafiza ise Mor Catr’'nin cinsiyetci
kiltirle miicadelesinin gegmis pratiklerinin altinin
gizilmesine, bu kiiltiirdeki degisimlerin ifade edilebilmesine
olanak sagliyordu.
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Using drawings had various unexpected benefits. It was a matter
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of some dispute that when photographs of feminist demonstrations
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were used usually the core group appeared center-stage. However, through
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drawings we managed to depict more women who were actually present.

© © ¢ 0 0 000 0000000000000 00000 0000000000 000000000000 0000000000000 00000 o

located at the center of the movement, and some
photographs of significant events. We felt it imper-
ative to reconstruct the dialogue between past and
present beyond these limited representations.

With this book, we wanted to bring two things
into the broader social consciousness: feminist mem-
ory-making of the struggle against violence against
women and memory-making of a model of women’s
organizations based on women’s solidarity.

Feminist memory-making of the struggle
against violence against women

The book starts with the history of the feminist
struggle of which Mor Cati is a part. Mor Cat1 was es-
tablished in the 1990s following presumably the first
collective protest against domestic violence in Turkey.
The section dedicated to the “Say No to Wife Batter-
ing Campaign”, organized in 1987, portrays women’s
struggle for freedom through struggle against male
violence, one of the main focal points of feminist
women in Turkey. This rebellion was a protest against
the hegemonic culture which expressed itself in the
idiom “Women should never be free of a child in the
womb and a whip on the back!” and the feminists
not only campaigned to end the wife battering, but

also wanted the emancipation of women. In these
25 years, the protests extended beyond big cities to
form islands of feminists; changes in state politics
were demanded; and work was designed to create an
impact. In spite of the new regulations, in every case
of violence the women were confronted with sexist
prejudices. Considering Mor Catr’s struggle against
the sexist structures which it tried to transform, Mor
Catr’s past practices can be read as an effort to form a
“counter-cultural memory”.

Memory-making of the model of women’s
organizations based on women’s solidarity

Mor Cati stood against the hegemonic culture
not only with its critique of sexist structures. A mod-
el of organization which proposed women’s partici-
pation in politics as opposed to women’s exclusion
and which was expressed in the slogan “women’s
solidarity” was put forth. Looking at this model of
organization from our current position, reflecting
on the transformations it underwent in its history
and, specifically, on connecting the new volunteers
with the past practices were of paramount focus.
We thought it possible to elucidate the different
relationships volunteers had with the group through



FEMINIST DAYANISMA
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FEMINIST DAYANISMA

Kadin Siginage Vakhe

olarak gorillityordu. Bu kitap araciligiyla, kadina karst
siddetle miicadelenin ve kadin dayanigmasina dayali
orgiitlenme modelinin feminist hafizalagtirilmasini
amagladik.

Kadina kars1 siddetle miicadelenin feminist
hafizalagtirilmasi

Kitap, Mor Catrnin i¢inde bulundugu femi-
nist miicadele tarihinden baghyor. Zira Mor Caty,
feministlerin Tirkiye'de ev ici siddete kars1 gercek-
legtirdikleri muhtemelen ilk toplu isyanin sonucu
olarak 1990’da kurulmustu. Kitapta 1987'deki “Daya-
ga Karsi Kampanya” siirecine ayrilmig bolim, ayni
zamanda Tirkiye'deki feminist hareketin temel odak
noktalarindan birisi olan erkek siddetiyle miicadele
uzerinden kadinlarin 6zgiirlitk miicadelesini de anla-
tryor. Bu isyan, “kadinin sirtindan sopayi, karnindan
sipay1 eksik etmemeli” ataséziinde kendisini gosteren
hegemonik kiiltiire kars: ¢ikist, feministler yalmizca
“koca dayaginin” sonlanmasim degil, bununla da
iligkili olarak kadinlarin 6zgiirlesmesini istiyorlardi.
Isyanin biiyiik kentlerin digina tagip feminist adacik-
larin olustugu, devlet politikalarinda degisimin talep
edildigi, etki yaratilmaya calisgildig1 25 yil geride bi-
rakilmus, yeni kimi diizenlemelere kargin, her siddet
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PEKT BEN NE YAPABILIRIM?

What is it I can do?
© Ipek Ozsiislii

vakasinda cinsiyet¢i onyargilarla yiiz yiize gelinmisti.
Mor Cati'nin gegmis pratigi; donistiirmeye ¢alistigy

cinsiyetci yapilar bakimindan “karg: kiiltiirel hafiza’
olusturma ¢abasi olarak okunabilirdi.

Kadin dayamismasina dayal 6rgiitlenme
modelinin hafizalastirilmasi

Mor Cat1 hegemonik kiiltiiriin kargisina sadece
cinsiyetci yapilarin elestirisi ile ¢tkmiyordu. Kadinla-
rin siyasetten diglanmasina karsilik, katilimi 6ngéren
ve “kadin dayanismasi” sloganinda ifadesini bulan bir
orgiitlenme modeli ortaya konulmustu. Bu 6rgiitlen-
me modeline bugiin durdugumuz noktadan bakabil-
mek, ugradig:i degisimleri yansitabilmek, ozellikle
yeni goniilliilerin gegmis pratikle bag kurabilmesi igin
gerekliydi. Katihmcilardan istedigimiz kisa yasanti
kesitleri aracilifiyla, gecmiste grupla kurulmus farkls
iliski bigimlerinin gortniir kilinabilecegini distindiik.
Feminist tarihgilik ge¢mis deneyimlere bugiiniin
sorular ¢ergevesinde bakabilmenin, béylece bugiin
ve gelecekte neyin daha farkli olabilecegi tizerinde
distinebilmenin 6nemine siklikla isaret etmisti.

Mor Cati 1990 yilinda dayaga karst kadin
dayanigmasi kampanyasinda aktif yer almis yaklagik
on kadin tarafindan kurulan bir vakifti. Mor Cati'yla
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(left side) “They say there is a free place at the municipal
kindergarten.”

(right side) “Your kid’s school must keep information
confidential”

(to be understood: “so that your husband can’t find you’,
editor’s note).

the fragments of life stories that we collected from
the participants. Feminist history writing has often
pointed at the importance of addressing past expe-
riences in the light of contemporary questions and
thinking about what could be different today and in
the future.

Mor Cati is an institution founded in 1990 by
10 women who had actively participated in the “Say
No to Wife Battering Campaign”. Although they still
have an emotional connection to Mor Cati, only a
small number of the founding women were active
in Mor Cat1 at the time we prepared the book. Mor
Cat1 did not have a board of directors; rather a group
called “collective” undertook the responsibilities.
The structure as well as the number of participants in

this group was constantly changing. The foundation
sustained its collective through new volunteers. The
volunteer network was expanded through the work-
shops organized from time to time and the volunteers
formed different work groups among themselves.
The collective aimed at the inclusion of the new vol-
unteers into its structure after an introductory period.
Sometimes members of the collective would step out
of this small structure for a variety of reasons and
continue their volunteering activities through par-
ticipating in the meetings and demonstrations that
were held every so often. For a long time only one
woman worked at the foundation as a wage-earner;
however, through the projects the number of tempo-
rary wage-earners reached 15, whereas the number of
active volunteers varied between 20 to so.

We conducted studies to commit these group
relations to memory. It was easier to make the
memories of Mor Catr’s practices which focused on
the struggle against the violence against women com-
pared to those of the group relations, since there were
not many sources on these relations. The sources were
mostly comprised of the narratives of the founding
women or photographs portraying group relations.
The inter-group relations were generally committed to
memory under a title which can be called “women’s
solidarity”. The practices which shaped the collective
memory were based for the most part on oral trans-
missions and experience exchanges which took place
during the workshops. However, it was not possible to
commit to memory those relations in which solidarity
was not shown or women got hurt and left the group.
The reason for this was that either these hurtful expe-
riences were expressed only orally, or the mechanisms
for discussing their reasons were not adequate, or the
difficulties experienced in expressing these emotions
made it impossible for them to be put into writing.
Thus, it was difficult to pass on those moments when
solidarity was broken in Mor Cati. Through this
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Cizgi kullanmanin bagstan tahmin edemedigimiz ¢esitli faydalari ortaya gzktz.

oooooooooooooooooooooooooooooooooooo

ooooooooooooooooooooooooooooooooooo

ooooooooooooooooooooooooooooooo

ooooooooooooooooooooooooooooooooooo

gonil baglarini siirdirseler de kurucu kadinlardan
cok az1 biz kitab1 hazirlarken Mor Catrda faaldi. Mor
Catr'nin yonetim kurulu yoktu ama bunun yerine
kolektif ad1 verilen bir grup sorumluluk isleniyordu.
Bu grubun yapisi ve sayisi siirekli degisiyordu. Vakaf
yeni gonilliler aracihigryla kolektifteki siirekliligi sag-
liyordu. Kolektifteki kadin sayis1 dénem dénem 15'e
kadar ¢ikabiliyordu. Dénem dénem yapilan atélye
caligmalari ile gonillii ag1 genisletiliyor, goniilliler
kendi aralarinda farkli galigma gruplari kurabiliyor-
lard1. Kolektif, yeni goniillilleri belirli bir siire sonra
kendi yapusi icine alabilmeyi 6ngoriiyordu. Kolektif
tyelerinden bazilar1 da zaman iginde ¢esitli nedenler-
le bu kiigiik yapinin digina cikiyor, genellikle arada bir
yapilan toplantilara ya da eylemlere katilarak goniilli
faaliyetlerini strdiiriiyorlardi. Vakifta ¢ok uzun siire
sadece bir kadin ticretli ¢aligmisti, ancak projeler
aracihigryla ticretli galisan sayisinin gegici siirelerle on
bese kadar ulastig1 oluyor, aktif gonillilerin sayisi ise
yirmi ile elli arasinda degisiyordu.

Calismamizda bu grup iliskilerinin hafizalasti-
rilmasini yaptik. Mor Cati'da kadina y6nelik siddetle
miicadeleye iligkin, gegmiste yiiritilen pratiklerin
hafizalagtirlmas: daha kolaydi. Ama grup iliskile-
rinin hafizalagtirilmasina dair ¢ok az kaynak vardi.

oooooooooooooooooooooooooooooooooooo

oooooooooooooooooooooooooooooooooo

ooooooooooooooooooooooooooooooo

ooooooooooooooooooooooooooooooooooo

Kaynaklar daha ¢ok kurucularin anlatilarina ya da
grup iligkilerini goésteren fotograflara dayaniyordu.
Grubun kendi arasindaki iligkileri, kolektif hafizaya

genel olarak “kadin dayamigmasi” denebilecek bir

baglik altinda yerlesmisti. Kolektif hafizay: sekillen-

diren pratikler daha ¢ok sozli aktarimlara, atolyeler
aracihigryla yapilan paylagimlara dayaliydi. Ancak bu
dayanismanin gosterilemedigi, kirildigi, kadinlarin

kirilarak gruptan ayrildiklar iligki bigimlerinin hafi-

zalastirilabildigi s6ylenemezdi. Ciinkii bu kirginhklar
genellikle sozlii olarak paylagilmust;, nedenlerinin
tartisilabilecegi mekanizmalar yeterli olmayabilirdi,

ya da duygularin ifadesindeki giigliikler yaziya dé-

kilmesini engellemisti. Sonug olarak Mor Catr'da
dayanmigmanin kirildig1 noktalarin aktarimi giigti. Biz
bu kitap araciligiyla Mor Cati'nin kolektif hafizasini;

grupla kurulan farkl iligkileri, kopmalari, dayaniga-

mamalar1 da icerebilecek sekilde genigletebilmeyi
umuyorduk. Kadinlarin tanikliklarini talep ederken
bu beklentimizi ifade ettik.

Yapabildiklerimiz ve yapamadiklarimiz

Kadina kars1 siddetle miicadelenin hafizalagtiril-

mas! bélimiinde ¢izgi kullandik. Cizgi kullanmanin
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book, we hoped to expand the collective memory of
Mor Cat1 in such a way that it would include different
forms of relationships established with the group, the
ruptures as well as all those moments when solidarity
bonds were broken. In asking for women’s stories we
invited frank accounts.

Things we accomplished and things
we could not accomplish

We used drawings in committing the struggle
against violence against women to memory. Using
drawings had various unexpected benefits. It was a
matter of some dispute that when photographs of
feminist demonstrations were used usually the core
group appeared center-stage. However, through
drawings we managed to depict more women who
were actually present. The visibility of different
women’s faces made it possible for us to make all
those women heroines who had participated in that

process. Drawings are an artful way of narration.

Drawing was an advantageous medium to express
feelings. Many women were illustrated, and besides
the body languages and facial expressions, the
emotions of these women were also expressed. In
this way a space was opened for emotions. Women
showed their deep emotions openly in the brief life
stories they shared with us. These were positive
emotions. It was extremely difficult for women
who had gone through negative experiences to
express those emotions. Perhaps some women
who thought that our book was meant to celebrate
the anniversary never wrote a word. Some women
endeavored to express negative emotions in a more
political way and tried to explain the context of
their negative emotions.

Most of the stories focused on women’s own
transformations. The stories of Mor Catiand women’s
stories were dovetailed. These narratives for the most
part pointed at practices of empowerment. Those
women who shared their experiences had lived their
emotions deeply and intensely. Maybe damage was
also experienced very intensely and therefore it was
not easy to express these experiences. Maybe there
were not sufficient opportunities to discuss these
feelings at the time they were experienced. Maybe
there was no opportunity to voice them at all. Thus,
the solidarity section in our book, despite our efforts,
still remains to be written.

The issue of the future occupied an important
place in the stories the women sent to us. We did not
expect to gather information about the future, but
the women expressed their hopes and expectations.
In some of the notes about the future said: “many
happy years to Mor Cati”. Some notes mentioned
the women going on to their own revolutions. The
expectation of the days to come when only laughter
would be heard at Mor Cat1 was also expressed. One
of the expectations of the future was expressed in
the wish there would be no need to celebrate the 50
birthday of Mor Cati. The richness of the content
with respect to the future makes one think that past
experiences were at least as diverse and rich. We
hope that this work contributes to the shaping of the
collective memory of Mor Cat1 in such a way that it
includes divergent experiences and provide a basis
for the newcomers who participate in the group to
think about current problems with an awareness of
the past experiences. Violence against women is
still a burning issue today and therefore committing
the struggles of Mor Cat1 to memory also involves
counter-cultural memory practice.



bastan tahmin edemedigimiz gesitli faydalar1 ortaya
cikti. Feminist eylemlerin fotograflar1 kullanildi-
ginda, hep bu eylemlere katilmis olan kadinlar 6ne
cikiyordu ve bu da sikédyet konusuydu. Ama gizgi kul-
landigimizda daha ¢ok kadinin temsiliyetine olanak
saglamug olabildik. Belli yiizlerin gériinirlaginin
otesinde bir gok kadinin goériinmesi, belli sayida
kadinin kahramanlagtirilmasi yerine o siirece katilan
biitiin kadinlarin kahramanlagtirilmasi miimkiin ola-
bildi. Cizgi sanatsal bir anlatim yoluydu. Cizgilerin
sagladig avantajla duygular da aktarilabildi. Bircok
kadin resmedildi ve bu kadinlarin beden dilleri, yiiz
ifadeleri ile birlikte duygular1 da yansitildi. Ve boyle-
ce duygulara da alan a¢ilmug oldu. Kadinlardan gelen
kisa yasant1 kesitlerinde yogun bir duygu paylasimi
vardi. Bunlar olumlu duygulardi. Olumsuz deneyim
yasayan kadinlarin bunu ifade etmeleri oldukga zor-
du. Baz1 kadinlar belki de ¢aligmamizin bir kutlama
kitab: oldugunu disiinerek hi¢ yazmadilar. Bazi
kadinlar olumsuz duygular1 daha politik bir sekilde
ifade etmeye calistilar ve olumsuz duygularinin arka
plani da agiklamaya ¢aligtilar.

Tanikliklarin bityiik bir bélimi kadinlarin kendi
doniistimlerini de anlatiyordu. Mor Cati'nin hikayesi
ve kadinlarin hikayeleri i¢ ice ge¢misti. Bu anlatilar
cogunlukla giiclenme pratiklerine de isaret ediyordu.
Deneyimlerini aktaran kadinlar duygularini ¢ok yo-
gun yasamuslardi. Dolayisiyla kirilmalar da ¢ok yogun
yasanmusti. Bunlari ifade etmek hig kolay degildi. Bu
duygularin yasandig1 dénemde belki de yeterince tar-
tisma olamamugsti. Kirillmalarin ifade edilme imkéam
bulunamamisti. Dolayisiyla dayanisgamama boliimi,
tim ¢abalarimiza ragmen halen yazilamad.

Kadinlarin gonderdikleri yasam kesitlerinde,
gelecek konusu ¢ok 6nemliydi. Biz gelecek hakkin-
da bilgi toplamayr 6ngérmemistik, ama kadinlar
anlatilarinda gelecek hakkindaki beklentilerini de
dile getirmislerdi. Gelecek baglamindaki notlardan

BERNA EKAL & ULFET TAYLI « FEMINIST BiR HAFIZA PRATIGI

© Rana Mermertag

bir kisminda “Nice nice yillara Mor Cat1” yaziyordu.

Baz1 kadinlar, kadinlarin kendi devrimlerine kosma-

sindan bahsediyordu. Mor Catr'da sadece kahkaha
tretilecek giinlere doniistimiin beklentisi de ifade
edilmisti. Mor Cati'nin so. yilinin kutlanmamas: fikri
de gelecek beklentisi olarak dile gelmisti. Gelecek
beklentilerindeki igerik zenginligi, gegmiste yaganan

deneyimlerin de en az bu kadar gesitli ve zengin ol-

dugunu disiindiriyor. Bu ¢alismanin Mor Cati'nin
kolektif hafizasinin farkli deneyimleri de icerecek
sekilde sekillenmesine katki saglamasini ve gegmis
deneyimlerin farkindaligiyla gruba yeni katilanlara,
bugiinkii sorunlar tizerinde diisiinebilmek igin uygun
bir zemin olusturmasini umuyoruz. Kadina yoénelik
siddet bugtin de yakiciligini koruyan bir sorun olarak

duruyor, dolayistyla Mor Cati'nin miicadele siireci-

nin hafizalagtirilmasi, ayn1 zamanda kars: kiltiirel bir
hafiza ¢alismasi pratigi anlamini da igeriyor.
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Women in Animation

Nazli Eda Noyan'

1

In the discipline of animation which is known as a male-dominated field like
many others in Turkey, it is amazing to observe the increasing number of
women and the creative works in which they engage. My project, which is
based on research focusing on the oral stories gathered through interviews, is
about women of animation.

Some of the topics covered in the interviews include the social context, gendered
contents and the aesthetic analysis of women working in Turkey’s creative
industries. We cannot understand creative roles in the labor market without
relevant research reports. However, since the data is insufficient or remains
uncollected in the first place, it is difficult to speak of the existence of these
reports; there is very little quantified data available. For this reason, oral history
the creation of past and current profiles, digital archives of films, visual materials
and online sources can be excellent starting points.

Head of Cartoon and Animation Department, Bahgesehir University, Faculty of Communication, Istanbul



Animasyonun Kadinlar

Nazli Eda Noyan'

Tirkiye'deki diger bir¢ok alan gibi erkek bolgesi olarak bilinen bir disiplin olan
animasyonda, kadinlarin biytiyen gorinirligini ve 6ne sirdiugi yaratic: caligmayi
dogrulamak biiyiileyici bir sey. Bu proje, Tiirkiye'de, roportajlar yoluyla yazili olmayan
hikayeler tizerine aragtirma yaparak “animasyonun kadinlarma” odaklanir.

Turkiye'de yaratici endiistrilerdeki kadinlara dair toplumsal baglam ve cinsiyete dayal
ierik ve estetik incelemeler, goriismelerde ele alinacak konulardan sadece birkagidir.
Yaratic1 isgiicii piyasasindaki yaratici rolleri, aragtirma raporlari olmadan anlayamayiz.
Ancak bu veriler zaten ya hi¢ yoktur ya da yeterli derecede kaydedilmedikleri i¢in, bu
tiir raporlarin varligindan s6z etmek zordur. Iste bu yiizden sozlii tarih, gegmisin ve
giiniimiiziin profilleri, filmlerin dijital arsivi, gérsel materyaller ve online kaynaklar
harika bir baglangi¢ noktas: olabilir.

1 Cizgi Film ve Animasyon Boliimii Bagkany, {letisim Fakiiltesi Bahgesehir Universitesi, Istanbul
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I started the Women in Animation project’ to
partake in the awareness, solidarity and empower-
ment of women, particularly in the field of animation,
even though it cannot yet be called an organized
women’s movement. Years ago, when a friend told
me about being a jury member in a film festival, I re-
alized the other members of the jury were his age and
shared a similar economic status and level of educa-
tion. Moreover, all the members of the jury were men.
I questioned why the jury members were all men
from similar backgrounds and whether the movies
they would select would reflect this. Throughout the
years I remained engaged with the question of who
occupies the positions of authority, decision-mak-
ing and selection as well as the related questions of
whose works are selected, approved, supported and
ultimately produced. For example, I noticed in one of
the competitions, which also included my animated
movie, only one-third of the seventeen jury members
were women, while five of the ten independent short
films were directed by women. What about the
conditions in the world of high-budget animation
movies or TV series?

1 The website of the project: animasyonunkadinlari.org

Almost two years ago when I was given the re-
sponsibility of establishing an animation department
at the Bahgesehir University I met with the skeptical
(though not openly uttered) question: Could this
woman be successful in a technical field which is ori-
ented towards production? I asked myself whether
this reservation was justified? I had already produced
two animation movies which won awards in national
and international festivals, and my works have been
supported by institutions such as Centre national
du cinéma et de I'image animée, CNC and ARTE.
I was an academic, I also have two children and I was
managing both the university department and my
household affairs well. I decided that this reservation
was neither justified nor even logical.

Since I had only read the stories of men through-
out my studies in art history, I became engaged with
questions of equal opportunity and diversity in all
aspects of life, but particularly in the discipline of
animation where I was trying to survive. How many
women, I wondered, are involved in the animation
sector or animation production in Turkey? More
importantly, who are these women and what are
their stories? How did women who are authorities
in this field manage to gain their positions? How did



Animasyonun kadinlar1' projesinde, bir kadin
orgiitlenmesi demeyelim ama animasyon disiplini
ozelinde bir farkindalik, dayamigma ve giiglenme
duygusu yasamak tizere yola ¢iktim. Bundan yillar
once bir arkadagim bir film festivalinde jiri tyesi
oldugundan bahsederken, diger jiiri tiyelerinin de
onunla ayni yaslarda, ayn1 ekonomik kosullara sahip,
ayni egitim diizeyinde insanlar oldugunu fark etmis-
tim. Ve hepsi erkekti. Ben o zaman “béyle bir jiirinin
goriisiinden gegmis filmler acaba tektip olmaz my,
tim juri neden birbirine benzeyen erkeklerden
olusuyor” diye sorgulamistim. Yillar i¢inde “Segici,
karar verici, sz sahibi ve sozii dinlenen konumlar-
da kimler var?” sorusu beni hep mesgul etti. Tabii
bunun bir sonucu olarak kimlerin isi se¢ilmis, onay-
lanmis, desteklenmis, goériinir olmus sorular1 da.
Ornegin animasyon filmimin yer aldig bir seckide 17
juri diyesinin tigte biri kadinken, segilen 10 bagimsiz
kisa filmden bes tanesinin yonetmeni kadindi. Peki
ticari ya da bityiik buitgeli animasyon film ya da dizi
diinyasinda durum neydi?

Yaklagik iki yil once tniversitede animasyon
bolimiini kurma gérevi bana verildigi zaman, tsti
kapali da olsa su sorgulamayla karsilagtim: Acaba

1 Animasyonun Kadinlari sitesi: animasyonunkadinlari.org

NAZLI EDA NOYAN « ANIMASYONUN KADINLARI

bu denli prodiiksiyona yonelik, teknik bir alanda
basar1 gosterebilir miydim? Bu yerinde bir sorgulama
muyd:? Yaklagik iki y1l 6nce tniversitede animasyon
bolimiini kurma gorevi bana verildigi zaman, istii
kapali da olsa su sorgulamayla kargilagtim: Acaba bu
denli prodiiksiyona yonelik, teknik bir alanda basar1
gosterebilir miydim? Bu yerinde bir sorgulama miy-
d1? Zira o ana kadar zaten uluslararas: festivallerde
ve Tirkiye'de odil almig iki tane animasyon film
yapmus ve ¢alismalarim CNC, ARTE gibi kurumlar
tarafindan  desteklenmigti. Akademisyendim. Iki
¢ocuk annesiydim ve hem tniversitedeki bolimimi
hem de evimi idare ediyordum. Yerinde ve mantikli
bir sorgulama oldugunu disiinmedim.

Sanat tarihi egitimim siirecinde de hep erkek
hikayelerini okudugumuz igin, hayatin her alaninda,
ancak ozellikle var olmaya calistiZim animasyon
alaninda firsat esitligi ve cesitliligin oranlar1 konusu
beni daha fazla mesgul etmeye bagladi: Tiirkiye'de
animasyon sektoriinde ya da animasyon tretimin-
deki kadinlar nerede, ne kadardilar? Ve daha da
onemlisi bu kadinlar kimlerdi ve hikéyeleri neydi?
Tiirkiye'de ve yurt diginda bu konuda s6z sahibi olan
kadinlar, bunlar1 nasil beceriyorlardi? Bagimsiz ya da
ticari animasyon diinyasinda nasil var olmuglardi?
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How many women are involved
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in the animation sector or animation production in Turkey?
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More importantly, who are these women, and what are their stories?
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they manage to exist in the world of independent
or commercial animation? What kind of additional
reserves did they find in themselves? Did being a
woman have a positive or negative impact on their
professional lives? What kind of obstacles did they
encounter, and how did they overcome them? What
were their inclinations, sources of inspiration, ideas,
suggestions and dreams?

At the outset this project did not have an aca-
demic starting point or mission. I began addressing
these questions to women whose works I admired.
I already knew some of them. Gradually the project’s
mission emerged, enhanced by the stories I listened
to and the women I met. The leading figures sug-
gested other names, and each one of these suggested
another. I reached out to women who direct short
animation movies or TV series, receive awards, and
engage in projects abroad through different sources.
Those who contributed to the project were not only
animation directors but also scriptwriters, character
designers, visual-effects artists, producers and voice
actors. The number of women I wanted to reach in-
creased and some of them contacted me after hearing
about the project. I interviewed approximately 45
women for this project.

When we look at the history of animation
in Turkey, we see that the first women working in
the animation sector had always produced movies
with a male mentor or partner. Ayda Seyhan is the
first among these women. She worked with Vedat
Ar. Unfortunately, I did not have a chance to talk
to Ayda Seyhan due to her failing health. Another
prominent name is Meral Simer. She worked with
Tongug Yasar and Sezer Tansu. The third name is
Meral Erez. She is one of the pioneering figures in
the animation sector who together with her husband
Cemal Erez contributed to animation education and
received many awards for their projects both in Tur-
key and abroad. Other individuals who contributed
to this project through interviews include producer
Seher Karabol who was one of the pioneers; illustra-
tor Piyale Madra; visual effects artists Ak¢a Elmas
and Tijen Pal; producers Yonca Ertiirk, Sevilay
Bozdemir, Arzu Oduncu Imamoglu and Can Deniz
Sahin; animation artist, illustrator and educator
Lamia Karaali; character designers Nermin Er and
Ozgiil Giirbiiz; directors Sinem Sakaoglu, Ayse Unal,
Idil Ar, Nurbanu Asena, Akile Nazli Kaya, Serin Inan,
Fulya Tokaoglu, and Isik Dikmen; scriptwriters Arzu
Demirel, Ayca Sigirci, and Nefise Abali; editor Aylin
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Tiirkiye'de, animasyon sektoriinde ya da animasyon
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iiretimindeki kadinlar nerede, ne kadardilar?
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Ve daha da onemlisi bu kadinlar kimlerdi ve hikdyeleri neydi?
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Kendilerinde hangi art1 degerleri buluyorlardi? Onlar
i¢in kadin olmanin bir eksisi, artisi var miydi? Nelerle
kargilasip nelerin tstesinden, nasil gelmeyi bagar-
muglardr? Egitimleri, ilham kaynaklari, dustnceleri,
onermeleri, hayalleri neydi?

Projenin baslangicinda kesinlikle akademik bir
cikis noktasi ya da misyonu yoktu. Bu sorulari yonelt-
meye hayranhk duydugum, islerini ¢ok begendigim
bir kismim zaten tamidigim kadinlardan bagladim.
Sonra dinledigim hikayelerle, tamistigim harika
kadinlarla proje kendi misyonunu yiiklenmeye ve
biiytimeye bagladi. Listedeki 6ncii isimler bagka isim-
leri 6nerdiler, her yeni isim bir bagka ismi 6nerdi. Son
yillarda Tirkiye'de, uzun, kisa metraj animasyon film
ya da animasyon dizisi tireten, ¢eken, odiller alan,
yurt digina projeler gergeklestiren kadinlarin isimle-
rine farkli kaynaklardan da ulagtim. Projeye sadece
animator ve yonetmen degil animasyon senaryosu
yazanlar, karakter tasarlayanlar, gorsel efekt sanat-
cilar1, yapimcilar ve animasyon alanina emek veren
seslendirme sanatgilari gibi pek ¢ok farkli disiplinden
insan katki sagladi. Ulagmak istedigim kadnlar artts,
bir kismi projeyi duyup bana ulastilar. Projede su ana
kadar yaklagik 45 kadinla réportaj yaptim.

Tiirkiye animasyon tarihine baktigimizda, ani-
masyon alaninda ismine rastladigimiz ilk kadinlarin
hep bir erkek mentor ya da ortak ile film irettiklerini
gortiyoruz. Bu kadinlardan ilki Ayda Seyhan. Vedat
Ar ile galismis. Ayda Seyhan'la ne yazik ki saghg:
nedeni ile konugsma sansim olmadi. Diger isim Me-
ral Simer. Tongug Yasar ve Sezer Tansu ile galigmus.
Ucgiincii isim Meral Erez. Esi Cemal Erez ile birlikte
Tirkiye'de ve yurtdiginda 6diller kazanan, projeler
gerceklestiren, animasyon egitimi konusunda da bi-
yik emegi olan animasyonun 6nciilerinden bir isim.
Yapimci olarak animasyon alaninda ilklere imza atan
Seher Karabol, ¢izer Piyale Madra, VFX sanat¢isi
Akga Elmas, Tijen Pal, yapimci Yonca Ertiirk, Sevilay
Bozdemir, Arzu Oduncu Imamoglu, Can Deniz $a-
hin, animator, ¢izer, egitimci Lamia Karaali, karakter
tasarimcist Nermin Er, Ozgiil Giirbiiz, yonetmen
Sinem Sakaoglu, Ayse Unal, Idil Ar, Nurbanu Asena,
Akile Nazli Kaya, Serin Inan, Fulya Tokaoglu, Isik
Dikmen, senarist Arzu Demirel, Ayca Sigirc1, Nefise
Abaly, editor Aylin Zoe Tinel, akademisyen Nazik
Celik, Zeynep Akgcay, seslendirme sanatcist Aysun
Topar, Begiim Gtinceler roportajlari ile projede yer
alan isimlerden bazilar1 oldular.
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ANIMASYONUN
HADINLARI

Women of Animation in
Turkoey

i B o

Zoe Tinel; academicians Nazik Celik and Zeynep
Akgay; and voice artists Aysun Topar and Begiim
Giinceler.

As I was developing the Women in Animation
project, different works, sources of international
information and inspiration, reinforced the basis for
my work by their successes and aims. One of these
works is the international organization with the
name Women in Animation’, founded in 1995. Wom-
en in Animation archives the work of many women
in the animation sector, creates statistical data and
carries out awareness projects. For instance, in the
United States, 60% of animation school graduates are
women. However, only 20% of these women occupy
creative and decision-making positions. The inter-
national organization Women in Animation aims to
increase the percentage of women in the animation
sector to 50% by 2025.

The oral history project we conducted during
the Women in Animation project inspired my stu-
dents and myself. However, I wanted to raise aware-

1 Women in Animation, WIA www.womeninanimation.org

ness by sharing the information gathered and to
spotlight these women, so I started the website called
www.animasyonunkadinlari.org. After the site went
online some women requested to join the project,
saying they were not animation producers per se, but
they illustrated, drew caricatures and worked with
animation producers. This was a significant devel-
opment. When we look at the history of animation,
the first animation artists were mostly illustrators,
cartoonists and comic book artists. I believe the site
is very useful and valuable because it offers links to
trustworthy online sites and resources connected to
the world of movies, animations and women who
draw and illustrate.

The site www.animasyonunkadinlari.org will
change and gradually improve. The archive will ex-
pand. I hope it will be an inspiring and informative
site for all those whose lives intersect with anima-
tion. We should never forget that “we stand upon a
solid foundation when we look back to see where
we started and note how far we have come, and this
helps us to define where we have to go in the future”

(www.womeninanimation.org).
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Animasyon Kadmlar1 projesini gelistirirken
uluslararasi bilgi ve ilham kaynaklarim, hedefleri ve
basarilari ile projeye iyi bir zemin saglayan farkl ca-
ligmalar oldu. 1995 yilinda kurulan Women in Anima-
tion' bunlardan biri. Animasyon diinyasinda galisan
cok sayidaki kadinin iglerini argivliyor, bu konuda
istatistik veriler hazirliyor ve farkindalik projeleri
gergeklestiriyor. Ornegin ABD’de animasyon okulla-
rindan mezunlarin yiizde 60’1 kadin. Bu mezunlardan
sadece yiizde 20’si yaratici ve karar verici pozisyonda
caligabiliyor. Women in Animation kurulusunun
hedefi 2025 yilinda animasyon sektériindeki kadin
oranini yiizde 50’ye ulagtirmak.

Animasyon Kadinlar1 projem sirasinda gergek-
lestirdigim sozli tarih galigmasi bana ve 6grencileri-
me ilham veriyordu ancak elimdeki bilgileri paylaga-
rak bu yolla bir farkindalik, goriniirlik olusturmak
istedim ve bu amagla “www.animasyonunkadinlari.
org” sitesini kurdum. Site agildiktan sonra bazi kadin-

1 Women in Animation, WIA www.womeninanimation.org

lar animasyon yapmadigini ama ¢izdigini, karikatiir,
illistrasyon yaptigini veya animatorlerle birlikte
calistiklarini anlatarak projeye dihil olmak istediler.
Bu ¢ok iyi bir gelisme oldu ¢iinkii animasyon tarihine
bakildiginda ilk animatérlerin ¢ogunun karikatiirist,
gizer, ¢izgi romanci oldugu goriliir. Sitedeki diger
bir bolim ise kaynaklar bolimi. Bu bélimi ¢ok
kiymetli buluyorum ¢iinki bu bolimde film dinyasi,
animasyon diinyasi, ¢izer dinyasindaki kadinlara
dair internetteki givenilir kaynaklara baglantilar
veriyorum.

Animasyonunkadinlari.org sitesi giderek biiyi-
yecek, arsiv daha da genisleyecek. Ve umuyorum ige-
rigiyle, animasyon ile ilgilenen ve hayati animasyonla
kesisenlere, aynen bana oldugu gibi kaynak olup
ilham vermeye devam edecek.

Unutmamaliyiz ki “nereden bagladigimzi gor-
mek i¢in geriye doniip baktigimizda, ne kadar ileri git-
tigimize de dikkat edersek, iste o zaman ne kadar daha
ileri gitmemiz gerektigini ortaya koymakigin saglam bir
temele sahip oluruz” (www.womeninanimation.org).
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Geography is the Name
of those who Occupy the Land

Karin Karakagh'

History-Geography

No one is the first to set foot on any soil

You're always borne by souls who passed before
Time was, gods and goddesses

were alive just like you

Their strengths and weaknesses flow through you
into the earth

trodden underfoot by the procession

of the mortal dead

Granted some of you are my history

yet not my geography

Geography is the name of those who occupy the land
and it takes heart to stay

I stayed in my geography with my dead
Yet you denied your very self

Turned official, emptied of truth

I stayed in my geography with my life
to write my own history

Karin Karakash (Translation: Sarah Howe)

1 Author, journalist, lecturer
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Yer Kaplayanlarin
Adidir Cografya

Karin Karakaslh'

Tarih-Cografya

Kimse ilk basmaz bir topraga
Sirtlanirsin ge¢mis ruhlar:
Tanrilar Tanricalar da

Bir zaman sen gibi canlard:
I¢inden geger hepsinin giicii, zaafi
Asagida topragin tizerinde
kafilelerce ¢ogald1

olu olimliler

Giklar1 gikmadi

Allah’in unuttugunu kimse animsamadi

Tarihimsin bir miktar kabul

ama cografyam degil

Yer kaplayanlarin adidir cografya
ve kalmak yiirek ister

Oliilerimle kaldim cografyamda
Sen kendini inkar ettin

resmi oldun, hakikatinden bogaldik¢a

Hayatimla kaldim cografyamda
kendi tarihimi yazmaya

Karin Karakash

1 Yazar, gazeteci, 6gretim iyesi
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I show deference to storytelling even more than
to literature. This is because hierarchically sound was
first, spoken word after, and writing later. And even
though storytelling is not conceptualized in this way,
I see it as a kind of feminist action; just as I believe
that literature is oppositional in its very nature. If we
are content with our lives, we live it as it comes. Why
then should we be in need of telling stories about it?
Why would we need to stop time to create another
universe? Literature, likewise, receives all its power
from storytelling. The stories exist to narrate a truth
that has been hidden, to do justice to a truth, to re-
cord those things that are not narrated, particularly
not by the history books. There are such people that
when you meet them, they really give you a whole
register of a certain geography. Then you no longer
need any other book on that geography. One other
reason for the existence of stories is that they make
our imagination speak. In other words, they are ways
of giving credit to life’s endless possibilities. It is for
these reasons that I think we turn to stories as we live
our lives.

When we talk about storytelling I think of
grandmothers, and of course, to a certain extent, of
mothers. But mothers are more tense, even during

that time of our childhood. Storytelling is something
thatis done when there is ample time and patience. In
other words, it is something we find in the previous
generation. Or it is something for the witches, wan-
dering dervishes and the people who are regarded as
lunatics or insane. In other words, those individuals
who are pushed outside society and who choose to
remain in the margins and narrate what they see from
that distance. These are the reasons why I consider
storytelling as a feminist practice.

My first storyteller was my grandmother, my
mother’s mother. I called her in Armenian “yaya”
And she’s the one who taught me Armenian, my first
language. UntilI was thirteen years old, the time
when I lost her, we shared the same room and slept
together. When we are small children, our houses
and the language we learn to speak seem like the
whole world to us. This world remains a uniform
entity, until the day comes that we hear other voices.
You hear voices from the street. In my time, black
and white TV started broadcasting and I heard other
voices coming from the box. Because I never ques-
tioned my grandmother, I thought that something
was wrong with my parents and asked them about
these different voices and sounds. They said that it



Hikéye anlaticihiina edebiyattan da once bir
paye veriyorum. Hiyerarsik siralamasi geregi 6nce ses
oldugundan, sonra s6z oldugundan ve sonra yaziya
gectigimizden. Ve hikaye anlaticihigini, béyle kavram-
sallagtirilmasa da, dogas1 geregi feminist bir eylem
olarak goriiyorum, tipki edebiyatin da dogas: geregi
muhalif olduguna inandigim gibi. Hayatimizdan
¢ok hosnutsak olageldigi haliyle yasariz, neden onu
hikayelendirmeye ihtiya¢ duyalim? Neden durdurup
zamanyi, bagka bir evren yaratmaya ihtiya¢ duyalim?
Edebiyat da biitiin giiciini hikdye anlaticihgindan ali-
yor. Hikayeler tstti ortiilmiis bir gercegi sergilemek,
bir hakikatin hakkini vermek, bir seyleri 6zellikle de
tarih ders kitaplarinin aktarmadiklarini kaydetmek
igin var. Oyle insanlar vardir ki, bir kargilagirsiniz, o
size biitiin bir cografyanin kaydini verir, ondan sonra
zaten herhangi bir kitaba ihtiya¢ duymazsimz. Hika-
yeler ayrica, hayatin sonsuz ihtimallerinin hakkin
teslim etmek, yani hayal giiciimiizii konusturmak igin
var. Bu nedenlerden dolay: siiregeldigimiz hayatin
yanui sira, hikédyelere bagvuruyoruz gibi geliyor bana.

Hikaye anlaticiligr denince aklima, anneanneler,
babaanneler, biraz da anneler geliyor, ama anneler
genelde daha o donem iginde sinirli oluyorlar. Hika-
ye anlaticihigy, i¢i daha genis ve sabirli zamanlarin isi.

KARIN KARAKASLI « YER KAPLAYANLARIN ADIDIR COGRAFYA

Bir 6nceki kugak yani. Ya da deliler, cadilar, abdallar
dedigimiz koyiin bilge isimleri, yani sonug itibariyle
aslinda bir miktar toplumun digina itilenler; kendisi
biraz disarda kalip bakmay1, o mesafeden gordiikleri-
ni anlatmayn tercih edenler. Iste biitiin bu nedenlerle
de hikéye anlaticihgini feminist buluyorum.

Benim ilk hikdye anlaticom anneannemdi.
Ermenice ben ona “yaya” derdim. ilk dilimi, Ermeni-
ceyi 6greten de o. 13 yasgima kadar, onu kaybettigim
zamana kadar, biz kogus arkadag1 gibi birlikte yattik
kalktik. Insan kiigiikken ilk evini, evin ortamini ve
ogrendigi dili, bir diinya ve biitiin gibi goriiyor. Din-
ya yek pare, ta ki bir giin bagka sesler duyana kadar.
Sokaktan bagka bir ses duyuyorsun. Siyah beyaz tele-
vizyon yeni yayina baglamis o zamanlar, oradan bagka
sesler geliyor. Anneannemi hig sorgulamadigim igin,
hemen annemle babama dondiim, bir rahatsizhik
var, bunun sebebi onlar olmali, nedir bu sesler diye
sordum. Tiirkce, dediler. Peki, benim simdiye kadar
konustugum neydi? Ermenice, dendi. Iste ilk o za-
man bir regel kavanozuna etiket yapistirir gibi diller
damgalanmis oldu.

Hem bir yarilma hem de ondan sonra bir 6miir
boyu siirecek olan onlar1 birlestirme; igeri girme,
disar1 ¢ikma, kameranin zumunu ayarlama gibi bir
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is Turkish. So, which language have I been speaking?
They said that it is Armenian. It was the first time that
the languages were stamped as if a jam jar was labeled.
It was for me akind of rupture. At the same time,
it was for me the beginning of a lifelong process of fu-
sion between the two languages, a process involving
entrances and exists. It was just like setting a zoom of
a camera. I liked this bilingualism. As I added more
languages to it, I felt new doors opening. During
a certain period, I was mixing all languages. The
Armenian alphabet has 39 hieroglyphic-like signs! I

9,

would say, if it is not your own language you wouldn’t
consider learning it. In addition to the 39 Armenian
letters I had to learn the 29 Latin letters of the Turkish
alphabet, as well. I was only six years old and letters
were falling from the sky'! Sometimes I mixed the
two languages. Once I said “Bu inge”. I started with
the Turkish word “bu” which stands for “this” in Eng-
lish and ended with Armenian “inge” which means

“what”. Then life calmed down a bit and I learned

how to deal with all the words. Beyond the grammat-
ical structures and beyond the political contents of
Armenian and Turkish languages I sought refuge in
creating my own literary language, my unique literary
language, and in learning other languages. This is
how I'look at literature and storytelling.

I would like to remind us of the book “Anne-
annem” (My grandmother) by Fethiye Cetin. This
book is a touchstone in storytelling. It is a story
about what is coded today without any emotion as
the “Armenian Problem” The story tells us about a
confidante relationship between a granddaughter
and a grandmother, just as the one I had with my
grandmother. Cetin excavates an Armenian origin
under a Muslim identity and reveals a very different
personality. She tells this in the warmest language.
This book initiated many discussions and dialogues.

I recently met an Iranian storyteller in the
Netherlands, Sahand Sahebdivani. A brilliant young
man. He, too, told the story of an immigration which
starts in Iran and ends in the Netherlands because of
his politically active family. He told his story without
creating a sense of bitterness, giving the taste of all

1 The empathy created by Karin Karakaslt’s article inspired
three supporters of Istanbul Women’s Museum to illustrate
Karakaslr’s story. In fact, the eight-year-old daughter of
Nazli Eda Noyan, one of the illustrators, was so impressed
by the story that she drew a little kitten next to Karin in her
mother’s drawing to comfort little Karin.



siire¢ bagladi. Ben bu iki dilliligi ¢ok
sevdim. Ustiine baska diller ekledikge,
yeni kapilarin agilmasi hissiyatina
kapildim. Bir dénem onlarin hepsini

alfabe
39 tane hiyeroglif yapidan olusuyor.

karigtirryordum.  Ermenice

Allah muhafaza, yani diliniz olmazsa
ogrenmeyi diisiineceginiz bir dil
degil. Ustiine 29 tane de Latin harfi
geldi. Benim yasim 6, hani gokten
harf yagiyor'. Ve ikisi birbirine kari-
styor bir yerde. “Bu inge” diye ciimle
kurdugumu bile hatirliyorum; “Bu”
diye baslayip, Ermenice’de nedir anla-
mundaki “inge” diye biten. Sonrasinda
hayat sakinlesti, hepsini yerli yerine
koymasimi 6grendim. Ermenicenin
de Tiirk¢enin de yapis: diginda politik
anlamlar yiiklendikleri noktalarda,
kendi edebiyat dilimi, yani o biricik
anlat1 dilini olugturmaktan ya da bagka
dillere siginmaktan da medet umdum.
Bu sadece tabii benim edebiyata ve
hikéaye anlaticiligina bakig halim.

Cetin’'in  An-
neannem anlatissm da yad etmek

Sevgili Fethiye

isterim, ¢iinkii bu kitap bir mihenk

tasidir hikdye anlaticithginda. Bugiin Ermeni Sorunu
diye soguk soguk kodlanan bir hikéayeyi, bir toru-
nun - tipki benim ananemle yaptigim gibi sirdaglhik
iligkisi tizerinden — Miisliman kimliginin altindaki

1 Karin Karakagl'nin yazisinin, Istanbul Kadin Miizesinin
tg illustrator destekgisinde olusturdugu empati, yazinin
cizimlerini ortaya ¢ikardi. Bu yazidaki kiiciik Karin,
cizerlerden Nazli Eda Noyan'in sekiz yagindaki kizi Nar’1 da
dylesine etkiledi ki, yagit: Karin'i teselli etmesi i¢in annesinin
cizimindeki Karin’in yanina, o da hemen bir kedicik
yerlestirdi.

KARIN KARAKASLI « YER KAPLAYANLARIN ADIDIR COGRAFYA

EDR CAGIL CRELARIEMAK 2013

© Eda Cagil Caglarirmak

Ermeni kokenlerini, bambagka bir kisiligi ortaya
¢ikarma ve o0 emaneti en sicacik dille bize aktarma ha-
lidir. Cok konusma, ¢ok diyalog baslatmugtir o kitap.
Kisa bir siire dnce Hollanda'da Iranh bir hikaye
anlaticryla tanigtim, Sahand Sahebdivani. Geng, 151l
151l bir adam. O da Hollanda'da nihayetlenen, Iran'da
baslayan, partizan ailesi sebebiyle, bir go¢ hikéyesini,
zerre bir acilik hissi yaratmadan, boyle tath acy, tipkt
hayatin lezzetinde, giildiirerek sonra birden giildiigiin
seyin dehsetinden dondurarak anlatti. Ve sunu da
gosterdi: Ashinda biz ayni degiliz, ayni olmak zorunda
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We become similar when we accept our differences;
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not when we tolerate each other but when we accept each other
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and show respect. If we do so we meet on equal terms.
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flavors of life with all its happy and sad moments. He
made us laugh, but then we realized that what we
were laughing at was cruelly tragic. What he did was
to show that, in fact, we are not the same, we do not
have to be the same.

It’s very dangerous to be the same. Sure, we have
similarities, we are perhaps partners in fate, but it is
only so if we can find a common language and com-
mon causes and at the same time accept our differ-
ences. We become similar when we accept our differ-
ences; not when we tolerate each other but when we
accept each other and show respect. If we do so, we
meet on equal terms. Sahand Sahebdivani explained
all of this without using a single statement, but with a
song that his mother sang for him when they crossed
the border so that he would not be afraid. Turkey

was the guest country in this meeting. Sahand said
“the song I'm going to sing now may seem familiar to
Turkish listeners.” The rest of the audience was Dutch.
He started to sing the Azerbaijani song “Separation:
The song goes “Because of these thoughts I cannot sleep
at night, I cannot take this thought out of my mind”. And
we started to sing along with him. And the hall was
split into two; it was split into East-West, but at the
same time it was merged, the sides were intertwined.
Sahand did all this through a single story of his.

It is not only our history that is being denied.
There are also attempts to take our present away from
us through lies and manipulations. At a time when
we feel the pain of this, storytelling remains the only
means for resistance, our only refuge, medicine, rem-
edy, our only possibility.
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Birbirimizin ne kadar farkl oldugunu kabullenebildigimiz;

oooooooooooooooooooooooooooo

ooooooooooooooooooooooooooooooooo

oooooooooooooooooooooooooooooooooo

degiliz. Aym olmak ¢ok tehlikeli, ¢ok tniforma bir
sey. Evet, benzer yanlarimiz var, o da kader ortaklig:
agisindan belki ve ancak birbirimizle bir dil ve illiyet
tutturabilirsek ve farkhiliklarimizin hakkini teslim
edersek. Birbirimizin ne kadar farkh oldugunu ka-
bullenebildigimiz; tolere degil, hos gori degil ama
kabul edip sayg1 duydugumuz noktada, birbirimizle
benzesebiliyoruz da. Ciinkii birbirimizle denklik
kuruyoruz. Sahand Sahebdivani, biitiin bunlari zerre
kavramlar kullanmadan, annesinin sinir1 gegerken
korkmasin diye ona soyledigi bir sarki egliginde
anlatti. Bu toplantida Tiirkiye konuk tilkeydi. “Simdi
soyleyecegim sarki belki onlara tanidik gelecektir”,
dedi. Geri kalan ekip hep Hollandali. Ayrilik sarkisini
soylemeye bagladi; “Fikrimden geceler yatabilmirem,
bu fikri aklimdan atabilmirem”. Ve biz de séylemeye
basladik. Ve salon soyle yarildi; hem yarildi Dogu-Bati
olarak hem birlesti, birbirinin igine gecti. Iste biitiin
bunlari, Sahand bir tane hikayesi aracihigiyla yapt.

Sadece tarihimizin inkér edilerek degil, aslinda
bugiiniimiizin de yalanlarla, manipiilasyonlarla
elimizden alinmaya yeltenildigi, bizim bunun acisini
bire bir yasadigimuz bir zamanda, hikaye anlaticihig-
nin elimizde kalan tek miicadele araci, tek sigmagi-
miz, sifamiz, ¢aremiz, biricik imkdnimiz oldugunu
digiiniiyorum.

ooooooooooooooooooooooooooo

ooooooooooooooooooooooooooooooooo

ooooooooooooooooooooooooooooooooooo

© Ege Zeytun Ege Zeytun 2019
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Feminist Storytelling for Another World

Catherine M. King'

In a changing world, in my opinion, this is a timely and a very hopeful moment
to talk about feminist storytelling. Women face many challenges, and their
voices need to be heard more than ever. Rising extremism, conservatism and
fundamentalism are seeking to advance gender norms and traditions that limit
women. These harmful “isms” impact women in all of the areas in the world
in which Global Fund for Women works regardless of religion, regardless of
culture. In my own country, the United States, we are experiencing this as well.
But at the same time, I have hope — and we have hope.

1 Head of Advocacy and Executive Producer, Global Fund for Women, www.globalfundforwomen.org


http://www.globalfundforwomen.org

1

Bagka Bir Diinya I¢in Feminist Hikaye Anlaticihig1

Catherine M. King'

I¢inde oldugumuz degisim caginin, feminist hikiye anlaticihgindan bahsetmek igin
¢ok dogru ve umut verici bir zaman oldugunu disiiniiyorum. Pek gok sorunla kar-
silagtiklar1 bu zamanda, kadinlarin sesini duymaya her zamankinden ¢ok daha fazla
ihtiyacimiz var. Artan asir1 akimlarin, muhafazakarhigin ve koktenciligin; 6zellikle
kadinlar: kisitlayan anlayis ve gelenekleri yeniden canlandirdigina tanik olmaktayiz.
Global Fund for Women'in (Kadinlar igin Kiiresel Fon) diinyanin her yerinde her
din ve kiiltiirden isbirligi yaptig1 kadinlarin da, bu yikic1 akimlardan etkilendiklerini
gormekteyiz. Kendi iilkem ABD’de de benzer gelismeleri yasamaktayiz. Gene de
umutluyuz. Ben umutluyum.

Savunuculuk Sorumlusu ve Idari Yonetici, Global Fund for Women, www.globalfundforwomen.org
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Every day at Global Fund for Womenwe hear from
resilient women activists who are leading movements
for change, and increasingly we are seeing feminists
organizing, young women, queer people, artists who
are sharing their stories and speaking out. They are
using new and innovative tools to communicate and
organize through art, stories and social media. We are

»

,Just Say Her
Never Again” and “Black Lives Matter” in

familiar with movements like “Me Too
Name”, “
the United States and we are seeing movements like
this around the world globally in every country. This
is an important cultural moment for us.

Global Fund for Women is both a grant-maker
and an advocate. Our approach to grant-making,
advocacy and storytelling is very much grounded in
our vision for a world in which every woman and girl
is strong, safe, powerful and heard. No exceptions.
Heard is very important because it speaks to voice,
it speaks to storytelling. We work globally in five
regions of the world. We have invested in over sooo
grassroots women-led organizations in 175 countries.
We support several key areas including freedom
from violence, economic justice, and sexual and
reproductive health and rights. We believe these are
the cornerstones for advancing women’s rights. As a
women’s fund, our approach is grounded in feminist

philanthropy. The groups we support are driving
women-led change. These women-led grassroots
organizations are solving difficult challenges and
addressing problems in their own communities. Our
advisors are our eyes and ears on the ground and
help us identify these important changemakers. We
provide unrestricted support because we believe
and we trust that women know best the challenges
they face and how to solve those challenges in their
communities. We also support groups that are taking
a movement-led approach because we believe when
organizations and activists work together collectively,
change happens.

Creating awareness and amplifying voices
through storytelling is another cornerstone of our
work. The purpose of our creative digital campaigns
is to boost women’s voices to create awareness and
to engage new audiences and supporters for women’s
rights. We invite people to take action, to join us as
advocates and as supporters. We know that individu-
al stories of women are very important. It is powerful
and it is engaging for audiences to experience one-
on-one connections. In our storytelling while we
often focus on individual women’s stories, we also
know that it is imperative to highlight how women
are working collectively and together as part of
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Global Fund for Women kurulusunda her giin,
degisime onderlik eden kadin aktivistlerin hikaye-
lerini duymaktayiz. Aymi zamanda gen¢ kadinlarin,
queer bireylerin, sanatgilarin kendi hikéyelerini
her gecen giin daha ¢ok anlattiklarini, sorunlarini
daha ¢ok dile getirdiklerini de gormekteyiz. Tim
bu insanlar sanat, hikdye paylasimi ve sosyal medya
araglariyla aralarinda iligki kurmak i¢in yeni ifade bi-
cimleri yaratmaktalar. “Me Too”, “Just Say Her Name”,
“Never Again’, “Black Lives Matter” gibi Amerika'daki
toplumsal hareketlere benzer, kiiresel ¢apta hareket-
lerin ortaya giktigina tanik olmaktayiz. Bu da su anda
onemli bir kiiltiirel dénem i¢inde bulundugumuza
isaret etmekte.

Global Fund for Women hibe sagliyor ve hak
savunuculugu yapryor. Hibe programimiz, hak
savunuculugu prensibimiz ve hikéye anlaticist
olmamuz; istisnasiz her kadinin ve kiz gocugunun
gugli, givende ve sesinin duyulur oldugu bir dinya
vizyonumuza uygun sekillenir. Duyulma konusu,
sozin duyulmasiyla ve hikaye anlaticihigiyla iligkili
oldugundan, ¢ok 6nemlidir. Diinyada bes bolgede
faaliyet gosteriyor ve 175 tilkede, kadinlarin yonettigi
yaklasik sooo yerel 6rgiitlenmeyi destekliyoruz. Des-
tekledigimiz alanlar arasinda siddetten armnmig bir
yasam, ekonomik adalet, cinsel saglk, tireme saglig

ve tireme haklari var. Bu konularin, kadin haklarinin
giiglendirilmesinin mihenk tag1 olduguna inanryoruz.
Bir kadin fon kurumu olarak, feminist yardimseverlik
ilkelerinden besleniyoruz. Destekledigimiz gruplar,
kadinlarin 6nderlik ettigi bir degisim icin ¢aligryorlar.
Kadin 6nderligindeki bu kuruluslar, topluluklarinda
kargilagtiklar1 zorluklarla bag etmeye caligiyor ve
yereldeki sorunlara, yerel ¢oziimler tiretiyorlar. Yerel-
deki gozlerimiz ve kulaklarimiz olan danigmanlarimiz,
tilkelerinde degisim i¢in ¢alisan 6nemli kadinlar bul-
mamizda destek veriyorlar. Kadinlar1 kayitsiz sartsiz
destekliyoruz ciinkii kargilagtiklari zorluklarin neler
oldugunu ve bu zorluklar1 nasil ¢6zeceklerini en iyi
kendilerinin bildigine inanryoruz. Hareket odakl bir
yaklagimi benimseyen gruplar1 da destekliyoruz ¢iin-
kii en iyi degisimin, orgiitler ve aktivistlerin birlikte
calistiklarinda olustuguna inaniyoruz. Farkindalik
yaratmak ve farkli seslerin giiclenmesini saglamak
galigmalarimizin diger 6nemli yapitaslaridur.

Hikaye anlaticih@ yontemiyle farkindahk ya-
ratmak i¢in kadinlarin sesini giiclendirmek 6nemli
amaglarimiz arasindadir. Dijital kampanyalarimizin
hedefi kadinlarin sesinin duyulmasim saglamak,
farkindalik yaratmak, yeni topluluklarin ve yeni
destekgilerin kadin haklar1 konulariyla ilgilenmesini
saglamaktir. Kadinlarin bireysel hikéayelerinin ¢ok
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movements. Women organizing together as groups,

not only individuals, are affecting change.

In addition to grassroots women activists
whom we support and whose stories we tell, we
intentionally collaborate with feminist artists, pho-
tographers, film makers and others. For example, we
collaborated on a book project with Paola Gianturco,
a photojournalist and her 13-year-old granddaughter
Alex Sangster. Paola came to us because she want-
ed to meet and tell the stories of resilient young
changemakers, girls aged 13 to 18. Many of us know
the stories of individual powerful young girls. Girls
like Malala who are making important changes in
their communities. Less known are the stories of
groups of girls who are working together collectively
and making change. Paola produced a book and a
travelling exhibition called “Wonder Girls Changing
Our World” about these girl-led organizations. In
partnership with Paola, we featured stories and
the photography from her book to create a coordi-
nated social media and storytelling campaign that
launched on International Day of the Girl in 2018. It
was called “Unstoppable. Celebrating the Power of
Girls™". These incredible girls are the leaders of our

1 www.globalfundforwomen.org/unstoppable-girls

© Global Fund for Women

future and represent the next generation of activists
around the world.

We want audiences to hear their stories such
as Thakur, Jabeen and J Varsha, three girls who are
involved in Shaheen Women’s Resource Center in
India. They drew maps to show locations where they
experienced harassment or molestation and gave
these maps to the police who used the information
to enhance surveillance in those areas. This idea was
generated by the girls. Dariya is a 17-year-old activist
in Kyrgyzstan. She created Girl Activists of Kyrgyz-
stan; a subset of a women’s organization called the
Bishkek Feminist Initiative. Her goal is to empower
girls through art workshops, music, and technology.
Some of their strategies are to create grafﬁti, write
blogs, make videos, draw comics, and illustrate
textbooks in order to make their points. For another
project they re-choreographed the national dance so
that boys and girls could play equal roles. Leah and
Cynthia, two young women from Kenya, have been
involved with a girls’ and young women’s leadership
program through Akili Dada. In Cynthia’s case, at 11
years old, she lost her mother to HIV-AIDS. She was
raised by her grandparents and was really struggling
in school. When she got involved with Akili Dada she
learned about girls” rights, women’s rights, and she
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onemli oldugunu biliyoruz. Etkisi kuvvetli bu hika-
yeler, dinleyicilerle bire bir baglanti kurulmasina
yardimar oluyor. Paylagtigimiz anlatilarda kadinlarin
bireysel hikéyelerine odaklaniyor olsak da, hareketin
pargast olan kadinlarin kolektif olarak, nasil birlikte
calistiklarini anlamanin da 6nemli oldugunu diistni-
yoruz. Sadece tek tek kadinlar degil, grup olarak bir
araya gelen kadinlar, degisimi etkiliyorlar.
Destekledigimiz ve hikayelerini paylastigimiz
yerel orgiitlerdeki kadin aktivistler disinda, 6zellikle
feminist sanatcilar, fotografcilar, film yapimeilar gibi
farkl gruplarla da calisiyoruz. Ornegin foto muhabiri
Paola Gianturco ve 13 yasindaki torunu Alex Sangs-
ter’la caligtik, ciinkii Paola 13-18 yaglar1 arasindaki,
glgli ve degisim yapmaya aday gen¢ kadinlarla bir
araya gelmek ve hikayelerini anlatmak istiyordu.
Cogumuz 6rnegin Malala gibi kendi toplumlarinda
onemli degisimler yaratan giiglii geng kizlarin hika-
yelerini biliyoruz. Fakat kolektif olarak hareket eden,
birlikte ¢alisan ve degisime yol acan kiz gruplarinin
hikayeleri daha az bilinmekte. Paola, béyle kizlarin
yonettigi gruplar hakkinda bir kitap ve Wonder Girls
Changing Our World (Harika Kizlar Diinyamizi De-
gistiriyor) isimli bir gezici sergi yapt1. 2018'de Diinya
Kiz Cocuklar1 Giinii'nde Paola ile birlikte kitabindaki
hikéyeleri ve fotograflar1 kullanarak “Durdurulama-

.
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Champlons ter Equality.

yanlar. Kiz Cocuklarinin Giictinii Kutlamak”™ isimli
bir sosyal medya ve hikédye anlaticihgi kampanyas:
baglattik. Bu inanilmaz kizlar, gelecegimizin liderleri
olacaklar ve bir sonraki neslin de aktivistlerini temsil
etmekteler.

Herkesin Thakur, Jabeen ve ] Varsha gibi ka-
dinlarin hikéyelerini duymasini istiyoruz: Bu g kiz,
Hindistan'daki Shaheen Women's Resource Center'in
(Shaheen Kadin Egitim Merkezi) tiyeleri. Cinsel taciz
ve tecaviiz yasadiklar yerlerin bilgilerini harita tze-
rinde isaretlediler ve haritalar1 polise verdiler. Geng
kizlarin gelistirdikleri bu fikir sayesinde, polis, isaretli
bolgelerde denetimini ve kontrolini arttirabildi. Kur-
gizistanl aktivist Dariya 17 yasinda. Biskek Feminist
Inisiyatifi icinde faaliyet gosteren “Kirgizistan Kiz
Aktivistler Grubu’nu olusturdu. Dariyanin amaci
sanat atolyeleri, miizik ve teknoloji vasitasiyla geng
kizlar1 gii¢lendirmekti. Bu grup grafiti, blog yazilari,
videolar, karikatiirler ve resimli kitaplar treterek
kendini ifade ediyor. Grubun projelerinden bir di-
geri de, oglan ve kiz cocuklarinin esit rol dagiliminin
olmadig1 halk danslarinin koreografisini degistirerek,
danslardaki rolleri esit hale getirdikleri bir calismaydi.
Leah ve Cynthia Kenyali iki gen¢ kadin ve “Akili

1 www.globalfundforwomen.org/unstoppable-girls
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WOMEN HUMAN RIGHTS

DEFEND

found her voice. She started a youth program in her
village. Her approach is to bring women feminist role
models to her hometown to inspire other young girls.
Cynthia is now in college and has a very bright future.

Global Fund for Women created a campaign
called “DefendHer: Standing Together for Justice”
about women’s human rights defenders. We pre-
sented the stories of 14 incredible women who are
working at great personal risk to advance change in
their communities. For this project we partnered
with Maria Maria Acha-Kutscher, a Peruvian fem-
inist, activist and artist who lives in Spain. Maria
Maria created illustrated portraits of each of the
women that visually depict and tell their stories. One
of these women is Azra Causevic who co-founded an
LGBTQI association called Okvir in Bosnia in 2011,
the only women-led LGBTQI organization in Bosnia.
They create public awareness campaigns, events on
gender and sexuality issues, and provide counseling,
safety training, and a safe place for people to gather
together who are often suffering extreme violence in
their communities. Another women’s human rights
defender who we featured in the campaign is Miriam
Miranda from Honduras. She works to reclaim com-

1 www.globalfundforwomen.org/defendher

© Global Fund for Women

munity and defend the land and cultural rights of
the indigenous Garifuna people of the Atlantic coast
of Honduras. Working in a country with one of the
most violent and repressive governments towards
activists, Miriam herself has been a target of death
threats, imprisonment, and attacks. She has been
thrown in jail, beaten and kidnapped. Because of this
she cannot move about freely like other people due
to security risks. She shared with us that this means
she cannot go out dancing with her sisters. For her,
not being able to dance is a major sacrifice for a wom-
anwho loves to dance. She lives by the belief that “the
struggle, like life itself, should be joyful”

As part of the campaign, our goal was to raise
awareness of women’s human rights defenders, el-
evate their critical work, and drive both money and
attention to their activism. In addition to making
donations, one of the ways audiences supported the
defenders was by sharing messages of support and
solidarity. These messages of support which came
to us in person, through social media, and through
our online campaign, were packaged and sent to each
of the 14 women’s human rights defenders and their
organizations. Women’s human rights defenders are
increasingly under threat. Threats are rising daily,
and this campaign was one of the catalysts for Global
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Dada” kurulusundaki “Geng¢ Kadinlar Liderlik Prog-
rami’nda aktifler. Cynthia on bir yaginda annesini
HIV-AIDS nedeniyle kaybettigi icin biiyiikannesi
ve biyiikbabas: tarafindan yetigtirilmis. Egitim ha-
yatinda zorluklarla miicadele etmis. “Akili Dada” ile
tanistiktan, geng kizlarin ve kadinlarin haklar1 konu-
sunda bilgilendikten sonra sesini yiikseltti, koyiinde
bir genglik programu baglatti. Amaci, giiglii feminist
rol modellerini buraya getirerek, gen¢ kizlara ilham
vermek. Cynthia simdi tiniversitede okuyor ve giizel
bir gelecek onu bekliyor.

Global Fund for Women, DefendHer: Standing
Together for Justice' (Onu Savun: Adalet Icin Hep Bir-
likte) adinda, toplumlarinda degisim yaratabilmek
i¢in kendi hayatlarini riske atan on doért olaganiistii
kadin haklar1 savunucusu ile ilgili bir proje yapt.
Bu projede Maria Maria Acha-Kutscher’le beraber
caligtik. Simdi Ispanya'da yasayan Perulu feminist
aktivist ve sanat¢i Maria Maria, bizimle hikéyelerini
paylasan on dért kadinin portrelerini ¢izdi ve onlarin
oykiilerini grafiklerle anlatti. Bu kadinlardan Azra

1 www.globalfundforwomen.org/defendher (Bu projede
“Defend Her” (onu savun) ifadesindeki iki sdzciigiin birlikte
yazilmasiyla, bu ifadenin “savunucu” anlamini iceren
“defender” kelimesini de cagristirmast amaglanmugtir. MLA.)
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Causevic, 2011'de, Bosna'da “Okvir” LGBTQI 6rgiitii-
niin es kurucusu. Bosna'da, kadinlar tarafindan yone-
tilen tek kurum olan “Okvir”, toplumsal farkindalig:
arttirmak i¢in kampanyalar diizenliyor, toplumsal
cinsiyet ve cinsellik hakkinda etkinlikler gercekles-
tiriyor, danigmanlik hizmeti saghyor, siddete maruz
kalan insanlarla bir araya geliyor, onlar igin giivenli
alanlar yaratiyor ve giivenlik egitimleri veriyor.
DefendHer projesinde yer alan diger bir kadin haklar1
savunucusu Honduras’tan Miriam Miranda, Atlantik
kiyilarinda yasayan ve kendisinin de iyesi oldugu
Garifuna yerlilerinin toprak ve kiltiirel haklarinin
savunuculugunu yapiyor. Honduras, aktivistlere
kars1 en ¢ok siddet ve baski uygulanan iilkelerden
birisidir. Miriam da sayisiz kere 6lim tehdidi almus,
saldirilara maruz kalmig, hapse atilmig, kacirilmig ve
dovilmustii. Ciddi giivenlik riskleri nedeniyle diger
insanlar gibi serbestce hareket edemiyor. Bu kisitla-
malar onun gibi dans etmeyi pek seven biri iin, kiz
kardegleriyle dans edememek demek. Bu zevkten
mahrum birakilmanin, onun i¢in ne denli biyiik bir
fedakarlik oldugunu bize de anlatti. Miriam, miica-
dele de ayn1 hayat gibi nese dolu olmalidir inancini
koruyarak yagiyor.

DefendHer kampanyasi ile kadin haklar1 savunu-
cularma dikkat gekmek, onlarin yaptiklarini goriiniir
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In a changing world, in my opinion, this is a timely and a very hopeful moment
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to talk about feminist storytelling. Women face many challenges
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and their voices need to be heard more than ever.
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Fund for Women to raise funds dedicated to support-
ing women’s human rights defenders, under our work
supporting freedom from violence.

Our newest feminist storytelling initiative in
progress is a documentary film series and impact
campaign called “Fundamental: Women’s Rights
in a Volatile World” Creating a film series is an
innovation for us. The Fundamental series' will be
presented in five, short 15-minute episodes that are
meant to be conversation starters about important
topics for women’s rights. Audiences will meet resil-
ient women activists who are resisting rising threats
and making change in their communities. We are
collaborating with a two-time Academy Award win-
ning activist film maker, Sharmeen Obaid-Chinoy
from Pakistan. One of her Academy Award winning
films focused on acid attacks against women, and her
film on honor killings has helped advance positive
legislation in Pakistan to support women’s rights.
This is the kind of impact that storytelling can have.
In our film series each episode shows empowered
women leading movements to protect the rights of
women, girls, trans, and gender non-conforming
people. We know the challenges that women face

1 www.globalfundforwomen.org/fundamental-film

and too often we don’t actually hear from the leaders
who are making change.

As a preview for our plans, the episode set in
Pakistan focuses on the movement to end child, early,
and forced marriage. The film presents Rukhshanda
Naz who is supporting and working with girls and
young women who have escaped childhood marriage
for a better life. In the country of Georgia, the film
focuses on LBTQI rights. Georgia has been ranked
the third most homophobic country in the world. In
this episode, audiences will meet Eka Aghdgomela-
shvili, a co-founder of Women’s Initiative Supporting
Group who for 20 years has been working to advance
the rights of LBTQI people. Audiences will also meet
artists and activists who are working alongside her. In
Kenya, the film focuses on girls’ and young women’s
leadership and the importance of comprehensive
access to sexual and reproductive health and rights
information. The episode in Brazil will focus on wom-
en’s human rights defenders who are fighting for abor-
tion rights. Plans for an episode in the US may focus
on incarceration of women, prison justice and women
of color-led intersectional community organizing.

In summary, I believe that personal, feminist sto-
rytelling through art and media has the potential to
engage audiences in difficult subjects in an emotional
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kilmak ve en 6nemlisi de yaptiklarina dikkat cekerek,
insanlarin onlar1 hem maddi hem manevi olarak des-
teklemelerini saglamakti. Bagis yapmanin yani sira
katihmecilar, sahsen bize gelerek veya online kampan-
yamuz yoluyla ya da sosyal medya tizerinden destek
ve dayanisma mesajlarini paylagarak, kadin haklart
savunucularimizi  destekleyebiliyorlardi. Bizler de
katihmcilardan gelen destek mesajlarimi toparlayip
bu projede bizimle ¢alisan on dért kadin ve onlarin
bagl oldugu kurumlarla paylagiyorduk. Kadin hak-
lar1 savunuculari tizerindeki baskilar her giin giderek
artmakta. Baski ve tehditlerin arttigi bu dénemde,
siddete karst 6zgirlugi destekleyen caligmalarimiz
kapsamindaki bu kampanya, kadinlarin insan haklar:
savunucularini desteklemek icin yeni fonlar yarata-
bilmemizi saglayan faktorlerden birisi oldu.

Son feminist hikéye anlatimi projemiz, yeni bag-
layan Fundamental: Women'’s Rights in a Volatile World'
(Mithim: Cabuk Degisen Bir Diinyada Kadin Hakla-
r1) isimli belgesel film serisi. Film serisi yapmak bizim
i¢in oldukga yeni bir alan. “Mithim” serisi 6nemli ko-
nular hakkinda yeni tartigmalar baglatmasini hedefle-
digimiz ve her biri 15 dakikalik béliimlerden olusan,
toplamda bes bolumliik bir seri olarak planlandi. Bu

1 www.globalfundforwomen.org/fundamental-film

© Global Fund for Women

proje araciligiyla, izleyiciler kendi yasadiklar: yerler-
de inanilmaz degisikliklere yol agan direngli kadin-
larla tanigma sansi yakalayacaklar. Proje kapsaminda
Pakistanli aktivist film yapimcist ve 2 Oscar Odiilii
kazanmig Shaarmeen Obaid-Chinoy ile birlikte ¢ali-
styoruz. Odiil kazandig filmlerden biri asit saldirilar,
digeri ise namus cinayetleri hakkindaydi. Bu projeleri
Pakistan'da kadin haklarinin gii¢lenmesine yonelik
olumlu adimlar atilmasinin éniinii act1. Iste bu tam da
hikéaye anlaticihiginin yaratabilecegi bir etkiydi. Film
serimizdeki her bir boliimde, kadin haklarini savunan
ve kadinlarin yonettigi giicli bir hareketteki kadinlar,
kiz ¢ocuklari, trans ve cinsiyete uymayan (gender
non-conforming) bireylerle tanigilacak. Kadinlarin
yasadiklar1 zorluklar1 biliyoruz ama toplumlarinda
degisim yaratan lider kadinlar hakkinda ¢ok az sey
biliyoruz.

Belgesel filmdeki boliimlerin igerikleri soyle
planlandi: Pakistanda ¢ocuk gelinler ve zorla
evlendirilen kiz ¢ocuklar1 ile ¢aligan bir olusuma
odaklaniliyor. Filmde erken yasta evlenmemek ve
daha iyi bir hayat kurmak i¢in kagmug kiz ¢ocuklarin,
geng kadinlar1 destekleyen ve onlarla birlikte ¢alisan
Rukhshanda Naz tanitiliyor. Giircistan belgeseli LG-
BTQI haklar1 odakli planlandi. Giircistan, diinyanin
en homofobik tgiincii iilkesi. Belgeselimizde “Kadin
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I WANT TO VISIT OTHER
COUNTRIES AND SEE HOW THEIR
(FEMINIST MOVEMENT IS BUILT

AND DISCUSS THESE PROBLEMS
WITH THEM. THEN | WILL COME
BACK AND CAUSE CHANGE.”

SEZIM, 16
GIRL ACTIVISTS

and a personal way. It can be a catalyst for important
conversations to foster connections and understand-
ing and can be a tool to inspire and activate more and
more people to get involved in supporting women’s
rights. The philosophy of the founders of Global
Fund for Women has remained “we trust women”. We
believe women are the best agents of change in their
communities, and giving them both resources and

GLOBAL FUND FOR

Charnglons for Equality.
© Global Fund for Women

platforms for their voices can change the world. I'd
like to end with a quote from one of the unstoppable
wonder girls from Kenya. I believe this speaks for
many of us here today when she says: I want to visit
other countries and see how their feminist movement is
built and discuss these problems with them. Then I will
come back and I will cause change. And1 think that
speaks strongly to the value of our coming together.
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Icinde bulundugumuz degisim caginin, feminist hikdye anlaticihigindan
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bahsetmek i¢in ¢ok dogru ve umut verici bir zaman oldugunu diisiiniiyorum.
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Pek ¢ok sorunla karsilastiklart bu zamanda, kadinlarin sesini duymaya
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her zamankinden ¢ok daha fazla ihtiyacimiz var.
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Dayanigmasi Girigimi’nin eg kurucusu olan ve yakla-
sik 20 yildir LGBTQI bireylerin haklar1 i¢in ¢alisan
Eka Aghdgomelashvili ile karsilagiyoruz ve Eka ile
birlikte ¢aligsan sanatgcilarla tanigtyoruz. Kenya'da ise
geng kizlarin liderligi, cinsel saglhk ve tireme saghg:
haklarina kapsamli erisim konusundaki c¢aligmalar:
taniyacagiz. Brezilya'y1 konu edinen boliimde, kiirtaj
hakk: i¢in miicadele eden kadin haklar1 savunucu-
larina odaklaniliyor. Belgeselimizin ABD ile ilgili
bolimiinde de biiyiik bir olasilikla kadin mahkumlar,
hapishanelerde adalet ve siyahi kadinlarin kesisimsel
anlayisla yonettigi toplum orgiitlerine odaklanacagiz.

Ozetle, sanat ve medya aracihigiyla paylagilan
kisisel ve feminist hikdye anlaticihginin, hem
duygusal hem de kisisel baglamda, insanlar1 tize-
rinde diisinmesi zor olan konularla ilgilenmeye
sevkettigini digiiniiyorum. Bu yoéntem Onemli
tartigmalarin yapilmasini, iligkilerin kurulmasin,

insanlarin birbirlerini anlamalarinin zeminini olug-
turabilir. Kadin haklarini savunmak icin daha fazla
insana ilham verebilir, onlarin da harekete gegme-
sini mimkiin kilabilir. Global Fund for Women’in
kurucularinin  felsefesi “kadinlara giiveniyoruz”
mottosu gegerliligini halen korumakta. Kadinlarin
kendi topluluklarindaki degisimi yaratmada en
basarili 6zneler olduguna ve bu kadinlarin sesle-
rini duyurmak i¢in, hem kaynak hem de platform
saglamanin diinyay: degistirecegine inanmaktayiz.
Yazimi, Kenya'daki “durdurulamayan” harika kizlar-
dan bir alintiyla kapatmak istiyorum, ¢iinkii onun
bu dedigi hepimiz igin gegerli: Baska iilkeleri gormek,
oralardaki feminist hareketlerin nasil olustuklarini in-
celemek ve bu tiir sorunlari tartismak istiyorum. Sonra
kendi iilkeme geri déniip, degisim yaratacagim. Iste bu
ifade, bir araya gelmemizin neden bu kadar degerli
oldugunu ¢ok iyi anlatryor.
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A Mile in My Shoes

Clare Patey'

Launched in 2015, the Empathy Museum is dedicated to helping us look at the
world through other people’s eyes. Through a series of participatory arts projects
with a focus on storytelling and dialogue, the Museum explores how empathy
can not only transform our personal relationships, but also help tackle global
challenges such as prejudice, conflict and inequality.

Curator, Empathy Museum, London



1

Ayakkabimla Bir Mil

Clare Patey’

2015 yilinda kurulan Empathy Museum (Empati Miizesi), diinyaya baskalarinin
gozinden bakmamizi saglamak i¢in agildi. Miize, hikaye anlatimi ve diyalog
odakli bir dizi katilimei sanat projesi araciligiyla, empatinin sadece kendi kisisel
iliskilerimizi nasil donistiirdiigiini degil, ayn1 zamanda 6nyarg, catigma ve
esitsizlik gibi kiiresel sorunlarla nasil miicadele edilebilecegini de inceliyor.

Kiirator, Empathy Museum, Londra
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I am an artist and a curator. The central quality
that characterises my work is that it is always about
participation. Participation means that the work is
interdisciplinary, collaborative and process-led. Both
artists and visitors come together and co-create a
project; sometimes this is 10 people, and sometimes
20,000. The Empathy Museum' is a project that came
out of a meeting between myself and a philosopher
called Roman Krznaric’. He had written a book
about empathy and approached me to ask if I could
come up with some ideas to create something expe-
riential where people could actually practice the art
of empathy. This was partly in response to research in
his book that shows that neuroscience now accepts
empathy as something that we can learn and that we
need to practice. It is much like playing the piano or
riding a bike. So, we must create public opportunities
to do that. The other driving force behind the project
was as a response to an increasingly divided world, a
world where we are seeing more conflict. In the UK
we are experiencing Brexit and divided communities;
there is Trump in America, there is increased sexism,

1 www.empathymuseum.com

2 Krznaric, Roman (2015): Empathy: Why It Matters,
and How to Get It, TarcherPerigee.

racism, and environmental crisis. People also feel iso-
lated; voices are being marginalized and, in the UK,
there is a decline in public space, there is less space
for people to be together.

Barack Obama said: “The biggest deficit that
we have in our society and in the world right now is
an empathy deficit” We are in great need of people
being able to stand in somebody else’s shoes and see
the world through their eyes. We might think that we
are more connected to one another through social
media. And obviously in some ways we are. But our
social circles are actually incredibly small. We tend to
surround ourselves with people “like us”, who don’t
challenge our assumptions, our values, and our iden-
tity. More than ever, we need empathy as a tool to try
to understand one another, to break down prejudice,
and to learn from each other. This is the background
to the project.

Empathy has a host of practical outcomes.
It has outcomes in the areas of social justice and
conflict resolution, in product design and systems
design, health, and also crucially within our human
relationships. So, it can span everything, from world
peace to peace in our own homes. Who amongst us
has never had an argument where he or she thought:

“Oh, if only that person could see things from my


http://www.empathymuseum.com

CLARE PATEY » AYAKKABILARIMLA BiR MIL

Ben bir sanatci ve kiiratoriim. Katilimcilik fak-
tord igimin her zaman en 6nemli 6zelligi olmustur.
Katihmalik disiplinler arasihgin, beraber is yapma-
nin ve tretim sirecinin 6nemli oldugunu savunur.
Her proje, sanatgilarin ve izleyicilerin bir araya gel-
mesiyle olusur; kargilikli iliskiyle yaratilir. Bu bazen
on kisilik bir sanatc1 ve izleyici grubu arasinda, bazen
de binlerce insan arasinda olur. Empati Miizesi',
filozof Roman Krznaric’le* bir bulugma sonrasinda
ortaya ¢ikmus bir proje. Krznaric empati hakkinda bir
kitap yazmigti. Bana “Insanlarin empatiyi deneyimle-
yebilecegi bir mekén olusturabilmek icin yaratici ve
deneysel fikirler bulabilir misin?” diye sordu. Bu so-
rusu kitabinda bahsettigi aragtirmalar baglamindayd.
Bu aragtirmalara gore, norobilim, bisiklete binmek ya
da piyano calmak gibi, empatinin deneyimlenerek
6grenilebilir bir yeti oldugunu kabul ediyor. Demek
ki empatinin pratikte deneyimlenecegi kamusal im-
kanlar yaratilmaliydi. Bir diger arzumuz da kutuplas-
ma ve ¢atigmanin tirmandig bir dinyaya kendimizce
bir cevap vermekti. Ingiltere’de Brexit ve toplumdaki
yarilma siirecini deneyimliyoruz. Amerika'da Trump

1 www.empathymuseum.com

> Krznaric, Roman (2015): Empathy: Why It Matters,
and How to Get It, TarcherPerigee.

olgusu var. Artan cinsiyetgilik, irkgilik ve iklim krizi

gibi mevzular1 da eklemeliyim. Insanlarin kendilerini
yalmiz hissettigi ve seslerinin duyulmadigin disin-
diigii zamanlardan geciyoruz. Ornegin Ingiltere'de
kamusal alanlar azalmakta ve insanlarin bir araya
geldikleri yerler giderek eksilmekte.

Barack Obama “Su anda kendi toplumumuzun
ve diinyadaki diger topluluklarin en buyiik eksikligi,
empati eksikligidir” demisti. Insanlarin kendilerini
bagkalarinin yerine koyabilmelerine ve diinyaya
onlarin géziinden bakabilmelerine ¢ok ihtiyacimiz
var. Sosyal medya vesilesiyle birbirimizle daha fazla
temas halinde oldugumuzu disiniiyor olabiliriz. Bu
belli acilardan dogru da. Fakat sadece kendimize ben-
zeyen insanlarla bir arada olmaya egilimliyiz, sosyal
cevremiz olduk¢a dar. Etrafimiza bize benzeyen, bi-
zim fikirlerimize, degerlerimize ve kimligimize kars
¢tkmayan kisileri topluyoruz. Birbirimizi anlamaya
calismak, on yargilarimizdan arinmak ve birbiri-
mizden bir seyler 6grenebilmek icin bir ara¢ olarak
empatiye her zamankinden daha fazla ihtiyacimiz var.
Projemizi bu diisiinceler tizerine inga ettik.

Empati sayesinde farkli alanlarda pratik ¢6zim-
ler de elde ediliyor. Ornegin sosyal adalet, catisma
¢Ozimii, drin tasarimi, sistem tasarimi, saghk ve
en 6nemlisi de insan iligkileri gibi alanlar bunlarin
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point of view?” Empathy is about seeing the world
through someone else’s eyes. The British writer Ian
McEwan sums it up well: “Imagining what it is like to
be someone other than yourself is at the core of our
humanity. It is the essence of compassion, and it is
the beginning of morality.”

I came up with the idea that the Empathy
Museum should be based upon the dual concept of
a museum that would both house a collection and
simultaneously hark back to the genesis of the word
museum as the seat of the nine Muses sparking in-
spiration in public life. It would be also be designed
in the form of a shop, so the Empathy Museum
eventually would be a row of shops like a high street
where you wouldn’t come to have a consumer experi-
ence, though. You are not coming to buy something.
Instead you would come to have a human experience.
The shops might end up with a travel agent’s, or a
hairdresser’s, or a funeral parlor, but we decided to
start with a shoe shop. When1 started talking to
people about empathy, most people described it as
either seeing the world through somebody else’s eyes
or walking in their shoes. I found out this is actually
from a poem by Mary T. Lathrap “Never criticize a
person until you've walked a mile in her/his moc-

casins”'. I decided to take that proverb and make it
literal. So, we opened a “shoe shop” called A Mile in
My Shoes, and instead of coming in and getting fitted
with a new pair of shoes, the visitors are given a pair

of shoes that belong to someone else along with an
Mp3 player and headphones. That person is a real
person from somewhere in the world, and the visi-
tors head out and walk for a mile in a stranger’s shoes
while listening to that person telling them a story
about her/his life.

We did not have a building. So as a solution we
bought an old shipping container and converted it
into a giant shoebox. We tour around the world and
in each community we add to our collection. Before
the shoebox arrives in a town, we work with commu-
nity networks in the neighbourhood and begin to
collect stories, as diverse as possible. Inside the shoe-
box we make an effort to represent the locality where
the exhibition is taking place. We collect stories and
shoes from all sorts of people; from a sheep farmer to

1 (...)Just walk a mile in his moccasins
Before you abuse, criticize and accuse.
If just for one hour, you could find a way
To see through his eyes, instead of your own muse.
“Judge Softly” Mary T. Lathrap (1838-1895)



baginda geliyor. Empati, diinya barigindan evimizin
icindeki huzura kadar ¢ok genis bir alan1 kapsiyor.
Herkes “Ah su kisi keske kendini benim yerime koysa
da oyle dustiinse” dedigi tartismalar yagamistir. Empa-
ti en temelde diinyay: bagkasinin penceresinden go-
rebilmektir. Ingiliz yazar lan McEwan bu kavrami ¢ok
giizel sekilde 6zetliyor: “Insanligimizin temelinde
kendimizi bagkasinin yerinde hayal edebilme yetimiz
yatar. Bu yeti, sefkatin ve ahlakin temelini olusturur”
Empati Miizesi fikrini, miize kavramunm ikili
anlami iizerine insa ettim. Ilk anlamy, birbirinden farkli
koleksiyonlara ev sahipligi yapan bir yer olarak miize.
Ikincisi ise, miize kelimesinin kokenini olusturan ve
toplumsal hayatin ilham kaynaklar1 olarak goriilen
dokuz ilham perisine (muse) ev sahipligi yapan yer.
Bu digsiincelerden yola ¢ikarak, Empati Miizesini yan
yana siralanmug ditkkanlar olarak kurguladik. Bir seyler
satm almak igin degil de, insancil bir deneyim yasa-
mak icin dolasacagimz bir sokaktan bahsediyorum.
Kurguladigimiz diikkanlar bir seyahat acentesi, kuafor
ya da cenaze hizmetleri firmasi da olabilirdi fakat biz
sokag bir ayakkabi ditkkan ile baglatmayn tercih ettik.
Insanlarla empati hakkinda konusurken hep iki temel
vurgunun oldugunu fark etmistim: Diinyay: bagka-
sinin goziinden gormek ya da (kendisini bagkasinin
yerine koymak ifadesi i¢in Ingilizce’de kullanilan C.N.)
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bagkasinin ayakkabisi ile yiiriimek. Bu vurguya sair
Mary T. Lathrap’m bir siirinde de rastladim. Siirde
soyle diyordu: “Kargindakinin ayakkabistyla bir mil
yuriimeden onu elestirmeye baglama” Bu ifadeyi
hayata gecirmeye karar verdim. “Ayakkabimla Bir Mil”
ismini verdigimiz bir ayakkab: diikkam agtik. Bu dik-
kan ayakkab1 satin alinabilen bir yer degildi. Buraya
gelenlere bagkasna ait bir ayakkabi, bir Mp3 calar ve
bir de kulaklik verdik. Diinya iizerinde bir yerlerde
gercekten yagsamakta olan birisine ait bu ayakkabilarla
bir mil yiirtiyen ziyaret¢ilerimiz, bu yiiriiyiis esnasinda,
ayakkabinin sahibinin sesinden bu kiginin hikéyesini
dinliyorlardi.

Proje bagladiginda kendimize ait bir mekinimiz
yoktu. Coziimii eski bir kargo konteynuri satin alarak
onu dev bir ayakkab: kutusuna dénistiirmekte bulduk.
Miizemizle dinyay1 dolastik ve her ziyaret ettigimiz
yerde koleksiyonumuza yeni pargalar ekledik. Ziyaret
edecegimiz yere ulasmadan 6nce, gidecegimiz yerdeki
toplum merkezleri ile iletisime gectik ve onlarla bera-
ber calisarak olabildigince birbirinden farkl: hikayeler
topladik. Ayakkabi kutusunun igine sergimizi nerede
yapiyorsak o yereli temsil eden bir sunum eklemeye
calistik. Ciftciden beyin cerrahina, seks iscisinden
gogmene ya da cigekgiye, birbirinden ¢ok farkl insan-
lardan gelen hikéayeler ve ayakkabilar biriktirdik.
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© Empaty Museum

a brain surgeon, a sex worker to someone who works
in the sewers, a refugee to a florist.

‘We have been in Australia, in Brazil, in America,
all over Europe and in the UK. We have got a collec-
tion of about 300 shoes and stories. The project in-
volves the participation of the storytellers but also the
participation of the visitors who come into the shoe
shop. It also attracts passers-by. It is not a traditional
museum audience who come. People may simply get
curious and they put their heads in and say: “What is
this?” Then we invite them in and they come in and
they take part in the exhibition. When visitors enter,
all they see is the shoeboxes. And all they know about
the person is a name and the shoe size, which is the
same as the visitor’s. Then the visitors head out and
goe for a walk. The experience is strangely powerful
because the visitors are embodying something of the
person whose shoes they are wearing, and they are
on a journey on their own.

It is a physical journey. They are walking and
there is something very powerful in the actual act of
walking while listening. They are actively engaged in
listening, which is a rare thing, because we are not of-
ten actually compelled to listen. And at the same time,
they look down. The feet they see do not look like
their own feet, they look like someone else’s feet. It is

very intimate. It is a powerful experience. I also think
it works because it is playful; it is inviting the audi-
ence to play. It reminds me of putting on my mum’s
shoes and walking around the kitchen when I was a
small child. There is something also theatrical about
it. You might set off walking in a pair of a fisherman’s
waders or in a pair of roller skates. People are looking
at you. And you are just listening to this person. It is
like they are telling you, just you (!), their story.

I believe in the transformative power of story-
telling. There has been recent research at Princeton
University on neuro-mirroring'. If you are telling
me your story and I am really listening, then what is
happening in your brain begins to be mirrored in the
patterns of my own brain. So, we are connected on
that physical level as well as on that emotional level.
That is what is happening in this act of empathy.

The Empathy Museum is really about shared hu-
manity. The story you are listening to could be from

1 See for further information: Liu, Y. et al. (2017): Measuring
speaker-listener neural coupling with functional near infrared
spectroscopy in: Scientific Reports, volume 7, Article num-
ber: 43293 (www.doi.org/10.1038/srep43293).

Liu has also an ongoing research started in 2017 NIH,
1Ro1MHi12566-01 “Brain-to-brain dynamical coupling: a
new framework for the communication of social knowledge”.


http://www.doi.org/10.1038/srep43293
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Avustralya, Brezilya, Amerika'ya gittik, Avru-

pa’y1 ve Birlesik Krallig1 bastan sona dolastik. 300
kadar ayakkabi ve hikaye topladik. Bu proje hem
hikaye anlaticilarinin hem de ayakkab: ditkkanina ge-
len ziyaretgilerin katilmina dayaniyor. Ayni zamanda
o sirada miizenin 6niinden ge¢mekte olan insanlarin
da dikkatini gekiyor. Gelenler geleneksel miize ziya-
retcilerinden oldukea farkli. Miizemizde gordiikleri
herhangi bir sey dikkatlerini gekerse “Bu nedir?” diye
hemen soruyorlar. Davet ettigimizde, giriyor ve sergi-
nin aktif bir katilimcisi oluyorlar. Ziyaretgiler bir stirii
ayakkab1 kutusu ile kargilagiyorlar. Bildikleri tek sey
ayakkabi sahibinin adi ve ayak numarasi oluyor. Daha
sonra ziyaret¢i bu ayakkabilar: alip yiriiyiise ¢ikiyor.
Bu tecriibenin inanilmaz giiglii etkisi var, ¢tinkii ayak-
kabisini giydiginiz kisiyi somut hale getirmis oluyor-
sunuz ve yolculuga kendi baginiza ¢ikiyorsunuz.

Bu bedensel bir yolculuk. Yiirirken o kisinin
hikayesini dinliyorsunuz ve bu yiirirken dinleme
eyleminin ¢ok giiglii bir yan var. Dinleme siirecine
etkin bir gekilde katiliyorsunuz. Bu ender bir durum
cunki genellikle kendimizi gercekten dinlemeye ve
duymaya zorlamayiz. Yiiriirken baktigimizda sanki o
ayaklar bagkasina aitmis, sizin ayaklarimz degilmis
gibi hissediyorsunuz. Bu son derece &zel ve giigli
bir deneyim. Projenin basarisinin bir diger sebebi de

oyunbazlig1. Miize, ziyaretgileri bu oyunun bir parcasi
olmaya davet ediyor. Bu deneyim bana kiigiikken
annemin ayakkabilarini giyip mutfakta dolagmami
hatirlatiyor. Tiyatro sahnesi gibi bir bakima da. Bir
balik1 ¢izmesi ya da paten giyip yolculugunuza bas-
liyorsunuz ve bu siiregte ayagimizdakilerin sahibini
dinliyorsunuz. Sanki bu kisi size 6zel olarak (!) kendi
hikayesini anlatryormus gibi oluyor.

Hikaye anlaticihinin dénistiriicii giici oldu-
guna inanryorum. Birkag y1l 6nce Princeton Universi-
tesi biinyesinde ayna néron (néro-mirroring) iizerine
bir aragtirma yapilmusti'. Eger hikdyeni anlatirken
seni gercekten dinliyorsam, senin beyninde olanlar
benim beynimin isleyisinde de kendisini gostermeye
baghyor. Dolayisiyla hem duygusal hem de fiziksel
seviyelerde birbirimizle temas kurmus oluyoruz. Em-
pati esnasinda gergeklesen de tam olarak bu.

1 Detayli bilgi igin bkz: Liu, Y. et al. (2017): Measuring spe-
aker-listener neural coupling with functional near infrared
spectroscopy in: Scientific Reports, volume 7, Article num-
ber: 43293 (www.doi.org/10.1038/srep43293).

Liu'nun 2017'de basladig1 ve halen siirmekte olan aragtirmas:
i¢in bkz: NTH, 1RotMH112566—01 “Brain-to-brain dynamical
coupling: a new framework for the communication of social

knowledge”.
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Our social circles are actually incredibly small.
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We tend to surround ourselves with people “like us”

© © 0 0 00000000 0000000000000 0000000000000 000000 00 0 00

who don’t challenge our assumptions, our values, and our identity.
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someone really different from yourself, but there are
common themes of love or loss, pain or joy. I will
connect with that in a way different from you because
we both come with our own stories. But there will be
a connection and that is where a kind of magic hap-
pens. There is also power in a first-person narrative
to break down prejudice, to recognize people as indi-
viduals. We might be dealing with a large concept like
the refugee crisis. If we hear one story from a person
who has recently arrived from Syria and we are not
talking to them about their journey, we are talking to
them about their identity as a mother or a dancer or a
David Bowie fan. That is quite different, and we begin
to connect in a new way.

Two-thirds of the project is about experiencing
these stories. But another aspect of the project is that
it creates a social space. Visitors come back from their
walk and there will be issues that have come up. They
may want to talk about those issues and they may
want to share their own story. People sit around for
hours afterwards, talking and sharing conversation.
For me that is significant. We invite people to take a
photo of their own shoes and to talk about what their

experience was like walking in someone else’s shoes.
We have made a huge collection of thousands and
thousands of these responses.

We have done three themed versions of the ex-
hibition. One was around stories of migration that we
showed in collaboration with the Migration Museum
in London. One was a project with Scottish teenagers
looking at the experience of being in Scotland in iso-
lated communities. The third one was around stories
from the health service, everyone from a porter in a
hospital to a prison psychologist to a neurosurgeon.
We showed this version in the Houses of Parliament
in London so that policy-makers had the opportunity
to walk in the shoes of the people who are actually on
the ground delivering the service. A Mile in My Shoes
can work as a model in various ways. If you want to
know more about the project you can go to our web-
site.We have a weekly podcast where we release the
stories'. You do not get the experience of the shoes,
but you get a picture of them, and we encourage you
to walk while you are listening.

1 www.acast.com/amileinmyshoes


http://www.acast.com/amileinmyshoes
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Sosyal ¢evremiz olduk¢a dar. Etrafimiza bize benzeyen,

bizim fikirlerimize, degerlerimize ve kimligimize karst

¢tkmayan kisileri topluyoruz.

Empati Mizesi, paylasima dayali bir insanhk
projesidir. Dinlediginiz hikéyeyi paylasan kisi sizden
gercekten ¢ok farkl olabilir fakat yine de sevgi, kayup,
ac1ya da mutluluk gibi ortak deneyimler de olacaktir.
Benim bu kavramlarla iligkim seninkinden elbette ki
farklidir giinkii hepimiz kendi gegmisimizi tagiyoruz.
Yine de birbirimizle iliski kurabilecegimiz yerler
olacaktir. Isin biiyiileyici kismi tam da burast. Birinci
agizdan paylagilan hikéyelerin 6nyargilar1 yikmada
daha etkili oldugunu ve insanlar1 birer birey olarak
gormeye ve kabul etmeye alan a¢tigini dissiintiyorum.
Ornegin gd¢men krizi gibi biiyiik bir kavrami ele
alalim. Suriye’den yeni gelmis birisinin hikéyesini,
o kisinin bir anne, dansci ya da David Bowie fani
olmasi gibi kimliklerine odaklanarak dinliyoruz. Iste
bu durum, genelde varolan iligkilerden oldukga farkl.
Simdi birbirimizle bagka bir yolla iligki kuruyoruz.

Projenin tigte ikisi bu hikéyeleri deneyimlemeyi,
ticte biri ise sosyal bir mekan yaratmay: iceriyor. Ziya-
retgiler yiiriiytislerini tamamlayip geri déndiiklerinde
bazi konular tizerine konusmak ya da kendi hikayele-
rini paylagmak isteyebiliyorlar. Insanlar bu mekinda
saatlerce kalip birbirileriyle paylagimda bulunuyorlar.
Bu ok 6nemli. Insanlar1 kendi ayakkabilarinin fotog-
raflarmi ¢ekmeye ve bagkasinin ayakkabisiyla yiirii-

menin nasil bir deneyim oldugu hakkinda konugmaya
davet ediyoruz. Binlerce cevabu bir araya getirdigimiz
dev bir koleksiyonumuz oluguyor.

Sergiyi ti¢ kez belli temalar etrafinda gergek-
lestirdik. Ilki Londradaki Go¢ Miizesi ile isbirligi
halinde yirittagimiz ve go¢ hikayelerini konu edin-
digimiz sergiydi. Digeri Iskogya'da diglanan gruplarin
hikayelerine Iskogyali genglerle beraber baktigimiz
bir projeydi. Ugiinciisii ise hastabakicilardan hapis-
hanelerdeki psikologlara ve beyin cerrahlarina kadar
farkli insanlarin hikayelerini topladigimiz saghk hiz-
metleri temali sergimizdi. Bu hikéyeleri, karar verici
pozisyondaki insanlar da gorsiin ve saglk hizmetleri
sunan insanlarin deneyimlerini yagayabilsinler diye
Londradaki Parlamento Binasi'nda sergiledik. Ayak-
kabimla Bir Mil projesinin daha farkli iceriklerle de
kullanilabilecek bir model oldugunu disiiniiyoruz.
Calismamiz hakkinda daha detayli bilgiye sahip
olmak igin, her hafta yeni hikéyeler ekledigimiz bir
podcastimiz' da olan websitemize bakabilirsiniz.
Ayakkab1 giyme deneyimini yasamamiz miimkiin
olamasa da, ayakkab: fotograflarini elinize alarak
paylagilan hikéyeleri dinlerken yiiriiytis yapmanizi
cok isterdik.

1 www.acast.com/amileinmyshoes
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Dialogue for Reconciliation:

Exhibition Concepts

Gaby Franger!

At the conference “Feminist Pedagogy: Museums, Memory Sites, Practices of
Remembrance” in Istanbul 2018, a group of students, teachers, academics, artists
and activists participated in a workshop entitled “Dialogue for Reconciliation:
Exhibition Concepts”. They produced embroidery on topics they found relevant,
the embroidery was then used as exhibition material.

1 Women in One World — Centre for International Exchange and Intercultural Research of

Women’s Everyday Life, Nuremberg; Museum of Women’s Cultures — Regional — International,
Fiirth/Bavaria, www.frauenindereinenwelt.de


http://www.frauenindereinenwelt.de

Uzlagma I¢in Diyalog: Sergi Konseptleri

Gaby Franger'

2018’de Istanbul'da diizenlenen “Feminist Pedagoji: Miizeler, Hafiza Mekénlar1 ve
Hatirlama Pratikleri” konferansina katilan bir grup 6grenci, 6gretmen, akademisyen,
sanatgi ve aktivist, konferans gercevesinde organize edilen “Uzlagma iin diyalog: Sergi
konseptleri” isimli atolye ¢alismasinda, 6nemli bulduklar: konularda ve ayni zamanda
bir sergide de kullanilabilecek el isleri tirettiler.

1 Women in One World — Centre for International Exchange and Intercultural Research of Women's Everyday
Life (Bir Diinyanin Kadinlari — Uluslararas: {letisim ve Kadin Giinliik Yagamun Kiiltiirlerarast Arastirma
Merkezi), Niirnberg; Museum of Women’s Cultures — Regional — International (Yerel ve Uluslararasi Kadin
Kiiltiirii Miizesi), Fiirth/Bavyera, www.frauenindereinenwelt.de
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“Bir kurban — Bir mendil”, Meksiko ¢ “One victim — One handkerchief”, Mexico

Background of the workshop

How can we act as women’s museums to sup-
port, disseminate and transform women’s claims and
resistance against violence, oppression and war to
promote intercultural and international dialogue?
These are guiding questions of the research and exhi-
bitions of the Museum of Women’s Cultures Region-
al - International. A museum is a place of memory, a
place to enjoy art and a place to learn about history
and the variety and richness of cultural expressions
through all eras and societies.

As a women’s museum, we pursue an educa-
tional approach of empowering women and girls
to become conscious of their own wishes and
capabilities. We show the merits of women, their
often-overlooked activities, how they confront top-
ical regional and global conflicts, acts of injustice
and discrimination and how they promote peaceful
developments. We consider our museum to be a
place of cross-cultural communication. So we bring
women of different backgrounds together, with
their challenges in their everyday lives and with
their struggle for a better life. Instead of pointing

© Gaby Franger

out disparities and differences we start a dialogue
based on similarities.

The communication process in the Museum
of Women’s Cultures Regional - International is
marked by a constant exchange of direct and virtual
dialogues with women from different periods and dif-
ferent regions of the world with the aim of discussing
questions such as what kind of structures engender
experiences of injustice past and present, here and
there; how means for mutual support can be found;
how we can build the ONE WORLD which we live
in and which we have to preserve; how this can be
communicated in a tangible, easily comprehensible
way that crosses borders. Museum of Women’s
Cultures Regional - International disseminates
information about social movements and the role of
women in these movements, learning about the pow-
er of peaceful resistance, looking for creative display
formats, searching means for transformation. We also
study women’s biographies to talk about regional and
global developments in history and today.

We look for key situations in which women
activists and women’s movements confront repres-
sion that can serve as examples for other people and



Tek bagina cueca (La Cueca sola) arpillera’s::

Cueca, kadin ve erkegin birlikte oynadigi bir halk
oyunudur. Bu dansta erkek siyah pantolon ve beyaz
bir gomlek giyer ve elinde bir mendil bulunur.
Kadinin kiyafeti ise bol renklidir. Bu arpillera'da,
kryafetleri erkeklerin giysisinin renginde olan
kadinlar tek baglarina oynamak zorundadirlar.
Kaybolmus veya oldiriilmiis erkekler i¢inde olan
kocalary, sadece bluzlarina ilistirilmis bir fotografta
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Arpillera La Cueca sola: The cueca is a traditional
couple’s dance, where the men wear black trousers
and a white shirt and have a handkerchief in their
hands. The women wear colourful clothes. On
this arpillera the women wear clothes in the
men’s colours and they have to dance alone. Their
husbands — men who have disappeared or been
murdered - are only present in the photos attached
to their blouses.

onlarla birliktedir.

Atolyenin arka plani

Kadnlarin siddet, baski ve savas karsit1 talep-
lerini ve direnislerini desteklemek, yaymak, doniis-
tirmek, kiiltiirleraras: ve uluslararas: diyalogu tesvik
etmek i¢in kadin miizeleri olarak neler yapabiliriz?
Museum fiir Frauenkultur Regional — International’in
yurittigi arastirmalara ve hazirladig sergilere bu
digiinceler rehberlik ediyor. Miize bir hafiza mekény,
sanatin keyfine varilacak bir alan ve ayni1 zamanda
tarihi ve farkli zaman ve toplumlardaki kiltiirel ifade-
lerin gesitliligini ve zenginligini 6grenmenin yeri.

Bir kadin miizesi olarak, kadinlarin ve kiz ¢o-
cuklarinin kendi istekleri ve becerileri baglaminda
bilinglenerek giiclenmeleri igin, konuya egitim
perspektifiyle yaklasmaktayiz. Kadinlarin kiymetini,
genellikle unutulmus faaliyetlerini, yerel ve kiiresel
catigmalar, adaletsizlikler ve ayrimcilikla nasil karst
kargiya kaldiklarini ve bariscil gelismeleri nasil des-
teklediklerini gosteriyoruz. Ayrica miizemizin kiltiir-
leraras iletisimin mekan: olmasini amaglhyoruz. Bu
ytizden, her giin ¢esitli zorluklarla karsilagan ve daha
iyi bir hayat i¢in miicadele eden farkli baglamlardan
kadinlar1 bir araya getiriyoruz. Farkliliklar1 ve uyum-
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suzluklar1 6n plana ¢ikarmak yerine, benzerlikler
tizerinden diyaloglar baglatiyoruz.

Yerel ve Uluslararas1 Kadin Kiltirii Miizesi'n-
deki iletigim siireci, farkli donemlerden ve diinyanin
farkli bolgelerinden kadinlarin dogrudan ve sanal
diyaloglarinin siirekli icice gecme halidir. Bu iletisimi
saglarken, diinyanin farkl yerlerindeki, gegmisteki
ve giintimiizdeki adaletsizlik deneyimlerinin ardinda
ne tir yapilar oldugu; karsilikli destek icin ne gibi
araglar bulunabilecegi; i¢inde yasadigimiz ve koru-
makla yitkiimlii oldugumuz BIR DUNYA'y1 nasil
yaratabilecegimiz; bu amaglarimizin, sinirlar1 nasil
asabilecegi; bu konularin somut ve kolay anlagilabilir
sekilde nasil anlatilabilecegi gibi sorular tartisiyoruz.
Yerel ve Uluslararas: Kadin Kiltiiri Miizesi, barigcil
direnisin giicii hakkindaki bilgiyi dolagima sokar,
yaratici sergileme bigimleri arayarak ve doniisiimiin
araglarini aragtirarak toplumsal hareketler ve ka-
dimnlarin bu hareketler i¢indeki yeriyle ilgili bilgileri
yaygnlastirir. Ayrica, tarihteki ve giiniimiizdeki yerel
ve kiiresel gelisimler hakkinda konusmak i¢in kadin
biyografileri konulu aragtirmalar da yapar.

Kadin aktivistlerin ve kadin hareketlerinin bas-
kilara karsi ciktiklari, bagka insanlara rnek olabilecek,
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help them not to lose courage. Examples are: the
embroidery movement against silence in Mexico, the
headscarves of the Mothers of the Plaza de Mayo in
Argentine, Palestinian embroidery as an expression
of cultural resistance and self-esteem, or projects
connected with the destruction of the environment.
These examples show that when talking about such
problems as injustice, persecution or suffering, spe-
cific tools are used to confront these issues as well
as specific wishes and competences of the proactive
women. Museum of Women’s Cultures Region-
al — International creates a space for dialogue but
does not provide definite answers. We suggest ways
to think about — connecting past with current, local
with global processes.

Since our foundation as Women in One World -
Centre for Intercultural Research on Women’s Every-
day Lives and International Exchange in 1989 we have
worked with textile art and studied its role in social
and political movements. Most of the objects in this
context were created to document or confront social
situations that discriminate against women. The
objects talk about violent conflicts that are opposed
by the women’s art of survival. The different ways of
women to act against traditional demands and the in-

“Kayiplar nerede?” arpillera’si. Kayiplarin aileleri
adalet talep ediyor.

Arpillera: Where are the disappeared? Family
members of the disappeared demand justice.

© Gaby Franger

formation about these strategies demonstrate wom-
en’s abilities as well as the subversive use of the space
traditionally granted to them. Needlework such as
embroidery or quilts do not only unfold unexpected
aesthetical enjoyment, but also show specific ways
of describing and reflecting women’s everyday lives,
personal experiences, suffering or resistance. In all
times and cultures women through spinning, weav-
ing, sewing or embroidering expressed what they
were not able to put into words.

The needle is the instrument to express pain and
protest. Using needles women are not only listened
to, but are also able to express emotions and impart
knowledge that encourages others to get involved in
societal conflicts with head, heart and hands. Textile
art does not only express individual pain or violence
suffered, but it can bear witness of a collective mem-
ory of pain, its overcoming and the wish for change.
And this special way of expression in telling stories
can bring people together who do not have the same
language.

An amazing example is the movement of the
Arpilleristas — the needle workers — of Chile, who
created a collective memory of what happened
during the dictatorship of Pinochet 1973-1988. They
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Kadinlar igneleriyle hem sozlerinin duyulmasini sagliyorlar hem de diger
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insanlari zihin, kalp ve elleriyle toplumsal ¢atismalara miiddhil olmaya
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tesvik edici duygu ve diisiinceleri dile getirebiliyorlar.
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cesaretlerini kaybetmemelerine yardim edebilecek
ozel durumlar1 da aragtiriyoruz; 6rnegin Meksika'da
suskunluga karg1 nakis hareketi, Arjantin'de Plaza de
Mayo Annelerinin bagortiileri, kiltiirel direnigin ve
ozsayginin bir ifadesi olarak Filistin nakig inisiyatifi
ya da gevre tahribatiyla ilgili projeler. Bu 6rnekler
adaletsizlik, zuliim ve eziyet gibi sorunlar hakkinda
konusulacagr zaman belirli araglarin kullanilabilece-
gini ve ayni zamanda da eyleme gegen kadinlarin ne
istediklerini ve yetkinliklerini goriiniir yapar. Yerel ve
Uluslararas1 Kadin Kiiltiris Miizesi bir diyalog orta-
mu yaratir fakat nihai cevaplar vermez. Ancak ge¢misi
simdiye, yereli kiiresele baglayarak, bunlar hakkinda
distinme yollar1 6nerir.

1989’da Bir Diinyanin Kadinlar1 — Kadin Giinlitk
Yagamini Aragtirma Merkezini kurdugumuzdan beri,
tekstil sanatlariyla yakindan ilgileniyoruz, toplumsal
ve siyasal hareketlerde tekstil sanatlarinin roliini
aragtirryoruz. Bu gergevedeki nesnelerin pek ¢ogu,
kadinlara ayrimcilik yapan toplumsal durumlar: bel-
gelemek ya da kinamak i¢in tiretildi. Bu nesneler, ka-
dinlarin ancak hayatta kalma sanatiyla basa ¢iktiklari,
siddet iceren gatismalari konu ederler. Kadinlarin, ge-
leneklerin taleplerine kars1 eyleme ge¢mesinin farkli
bigimleri ve bu eylem stratejileri hakkindaki bilgiler,

onlarin becerilerini gostermekle kalmaz, gelenekler
tarafindan kadinlara ayrilmig alanlarin dénistirici
yonde kullanimina da 6rnek olusturur. Nakis ya da
yorgan deseni (quilt) gibi el isleri, belki de hi¢ bek-
lenmeyen bir estetik haz olusturmakla kalmiyor, aym
zamanda kadinlarin giindelik yasamlarini, kisisel
deneyimlerini, stkintilarini ve direniglerini de yansit-
manin ve bu konuda diisiinmenin 6zgil yollarini da
gosteriyor. Farkli donemlerde ve kiiltiirlerde kadinlar
iplik egirme, dokuma, dikis ya da nakis yoluyla keli-
melere dokemedikleri seyleri ifade etmislerdi.

Igne, acry1 ve kargt cikigi ifade etmenin bir
aracidir. Kadinlar igneleriyle hem sézlerinin duyul-
masint sagliyorlar hem de diger insanlari zihin, kalp
ve elleriyle toplumsal catismalara miidéhil olmaya
tesvik edici duygu ve disiinceleri dile getirebiliyorlar.
Tekstil sanatlar1 yalnizca bireysel acinin ya da siddetin
disavurumu degil, acinin kolektif bellegine, bu aciyla
nasil basa ¢ikildigina ve degisim istegine de taniklik
ediyor. Ayrica, hikaye anlatmanin bu 6zel yollari, ayn1
dili konugmayan insanlar1 da bir araya getirebiliyor.

Bu konudaki inanilmaz bir 6rnek, Silideki
Arpilleristas hareketinin isglemeleridir. Bu hareket,
1973-1988 yillar1 arasindaki Pinochet diktatorlugi
sirasindaki olaylarin, kolektif hafizasini olugturdu.
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Using needles, women are not only listened to, but are also able to express
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emotions and impart knowledge that encourages others to get involved
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in societal conflicts with head, heart and hands.
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told their stories at a time when it was dangerous to
talk about what was happening in the country. They
could not write about it because of censorship, but
the pieces of handicraft were powerful means to tell
the world about the events. The Arpilleristas move-
ment was one of the many little stones that brought
down the Pinochet dictatorship.

The workshop “Dialogue for Reconciliation:
Exhibition Concepts”

The concept of the workshop in Istanbul
was to use embroidery to think about topics that
touched the participants, topics they wanted to
talk about, personal messages that could be trans-
ferred to exhibitions. After talking about different
approaches of women’s movements that work with
textile art to show resistance against oppression
as well as demonstrating their desire to overcome
these situations, we worked with the technique of

the Mexican movement: “One victim — One hand-
kerchief”. Since 2011 women and some men have
been gathering in the streets of various Mexican
cities to rescue from oblivion victims of violence —
men, women, children who had been murdered or
had disappeared: Stitched in red are the names of
murdered persons and the circumstances of the
murder, in green occurrences of disappearance, and
in purple victims of femicides.

The participants of the workshop started to
stitch and to express their desires for a peaceful
world. The pieces of embroidery produced at the
workshop now form part of the collection of the
Museum of Women’s Cultures Regional - Inter-
national and they were shown at the exhibition
“RUCKBLICK NACH VORNE. 1989-2019-2030"
(Retrospective Back to the Future. 1989-2019-2030)
from May to October 2019. Thus, visitors were given
the opportunity to learn about what moves young
people in present day Turkey.
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Ulkede neler olduguna dair konugsmanin ¢ok tehli-
keli oldugu bir donemde, kendi hikéyelerini anlatt.
Yasananlari sansiir yiiziinden yaziya dékemiyorlard:
ama “el isi” ile urettikleri seyler olup bitenleri diin-
yaya anlatmanin ¢ok giiclii bir araci haline gelmisti.
Arpilleristas hareketi, Pinochet diktatorliigini sona
erdiren pek ¢ok kiigiik direnis hareketinden biri oldu.

“Uzlasma i¢in diyalog: Sergi konseptleri” atolyesi

Istanbul'daki atélyenin konsepti, katilimcilart
ozellikle mesgul eden konularda disiinmek, kati-
Iimailarin tartismak istedikleri igerikleri ve sergilere
aktarilabilecek kisisel mesajlar1 dile getirmek tizere
nakis iglerini kullanmakti. Grupta, baski karsisindaki
direnisi ve baskiyla basa ¢ikabilme istegini 6rnekle-
mek icin tekstil sanatlariyla ¢aligan kadin hareketle-
rinin farkli yaklagimlarini tartigtiktan sonra, Mek-
sika’daki “Bir kurban — Bir mendil” isimli hareketin

GABY FRANGER « UZLASMA ICIN DIYALOG: SERGI KONSEPTLERI

bff TS Uzlagma igin diyalog:
oMK Adfizd Sergi konseptleri atdlyesi, Istanbul.
anlatampocun
Wt 20 Workshop in Istanbul
e

“Dialogue for reconciliation: Exhibition concepts”

(from left to right)

“Peace — Collective memory — Words are not enough”
“I cannot stay and I cannot go.”

“Reliable relationships make strong.”

“Ineed more colours in my bag.”

© Gaby Franger

teknikleri ile caligtik. Meksika'nin ¢esitli sehirlerinin
sokaklarinda 2011'den bu yana kadinlar ve erkekler;
oldirilen ya da zorla kaybedilen erkek, kadin ve
cocuk siddet kurbanlarimin unutulmalarimni engelle-
mek i¢in bir araya geliyorlar: Kurbanlarin isimlerini
mendillere, oldirilme durumunda kirmizi renkli,
zorla kaybedilme durumunda yesil renkli ve kadin
cinayetleri baglamindaki 6liimleri de mor renkli iplik
kullanarak igliyorlar.

Atolyenin katilimcilar1 da, daha barigcil bir diin-
ya arzularini ifade etmek icin el isleri yapmaya bagla-
dilar. Bu atélyede tretilen nakis igleri artik Yerel ve
Uluslararas: Kadin Kiltiiri Mizesi koleksiyonunun
bir pargasi oldu ve Mayis-Ekim 2019 tarihleri arasinda

“RUCK BLICK NACH VORNE. 1989-2019—2030"
(Gelecege Retrospektif Doniig 1989-2019—2030) ser-
gisinde gosterildi. Boylece bu serginin ziyaretgilerine,
bugiiniin Tirkiyesinde geng insanlar1 hangi konula-
rin mesgul ettigini 6grenme firsat1 verilmis oldu.
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To Break the Silence
and Take a Stand for Truth and Justice

Mina Watanabe'

1

The Women’s Active Museum on War and Peace (WAM) was established in Tokyo in
August 2005, during the 60™ summer after Japan’s defeat in WW II. WAM is a private
museum which focuses on violence against women in war and conflict situations,
particularly on the issue of Japan’s military sexual slavery, or, euphemistically, the
“comfort women” issue. WAM holds exhibitions, keeps testimonies and evidence,
conducts fact-finding projects and organizes activities in solidarity with the survivors
of Japan’s military sexual slavery in the Asia-Pacific region.

The initial impetus to establish WAM was to save the documents of the “Women’s
International War Crimes Tribunal on Japan’s Military Sexual Slavery” held in
Tokyo, 2000. The “Women’s Tribunal” was, rather than a public hearing to listen
to the voices of victimized women, a people’s court held by the global civil society
to make clear not only the damage suffered but also who was responsible for the
crimes and to bring to justice the parties responsible, both individuals and the state.
Women from five continents were involved in the preparation, and 64 “comfort
women” survivors from eight countries participated in the Women'’s Tribunal. In
the final judgement delivered in the Hague after a year, 10 high-ranking officials,
including Emperor Hirohito, were found guilty for establishing Japan’s military
sexual slavery system. The portraits of these responsible persons are among the
permanent exhibits of WAM.

Director of Women’s Active Museum on War and Peace (WAM), www.wam-peace.org/en


http://www.wam-peace.org/en

Sessizligi Bozmak, Gergegi

ve Adaleti Savunmak

Mina Watanabe'

Women's Active Museum on War and Peace, WAM (Savas ve Barisa Dair Aktif Kadin
Miizesi) Japonyanin Ikinci Diinya Savagi'ndaki yenilgisinin 60. yilinda, Agustos 2005'te
Tokyo'da kuruldu. WAM,; savas ve gatisma durumlarinda kadina yonelik siddete,
ozellikle de Japon ordusundaki seks koleligi ya da tistii kapal sekilde soylendigi gibi
“rahatlatic1 kadinlar” konusunda calisir. Miize sergiler diizenmekte, tanikliklar: ve
kanitlar1 bir araya getirmekte, delil toplama projeleri yiirtitiilmekte ve Asya Pasifik
bolgesinde Japon ordusunun seks kéleligi uygulamalarindan hayatta kalmig kadinlarla
dayanigma etkinlikleri organize etmektedir.

WAM'in kurulmasindaki ana amag 2000’de Tokyo'da yapilan Japon Ordusunun Cinsel
Kolelik Sistemi Konulu Uluslararasi Savas Suglar1 Kadin Mahkemesi’nin (Women's
International War Crimes Tribunal on Japan's Military Sexual Slavery) belgelerini
mubhafaza etmekti. “Kadin Mahkemesi” magdur edilmis kadinlarin seslerini dinlemek
i¢in kurulmus halka acik bir yargilamadan ziyade, kiiresel sivil toplum tarafindan,
sadece yasanan acilar1 degil, bu suglarin sorumlusu kisileri de ortaya ¢ikarmak ve hem
bireyler hem de devlet baglamindaki sorumlular: adalete teslim etmek amagli bir halk
mahkemesiydi. Mahkeme hazirliklarina bes kitadan kadinlar d4hil oldu. “Rahatlatici
kadin” uygulamasindan hayatta kalan sekiz tilkeden 64 kadin, Kadin Mahkemesi'ne
katilds. Bir y1l sonra Lahey'de verilen nihai kararda Imparator Hirohito dahil on st
diizey yetkili, Japonya'nin askeri seks koleligi sistemini kurmaktan suglu bulundular.
Bu sorumlularin portreleri miizenin siirekli sergisinde yer almaktadr.

1 Women’s Active Museum on War and Peace, WAM direktorii, www.wam-peace.org/en
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Establishment of WAM

The Women’s Tribunal as well as a women’s
museum was first conceived by the late Yayori Matsui
(1934-2002), a Japanese journalist and feminist activ-
ist. She held a very strong conviction that as Japanese
citizens we have a responsibility to pass on to the
next generation the official records related to Japan’s
military sexual slavery system, including testimonies
of the survivors whose voices had been silenced and
virtually erased from “history” for half a century. The
Comfort Women issue started appearing in history
textbooks only in the late 1990s in Japan, yet, these
references were erased due to the campaigns by
rightists supported by politicians. Any meaningful
reference was gone by the early 2000s. The civil
society initiative to remember has become crucial
guaranteeing that similar crimes will not be repeated,
a strong demand from the survivors.

‘War memories in post-war Japan

After Imperial Japan’s defeat in August 1945,
Japanese people developed a collective conviction to
denounce war, as is clearly written in Japan’s post-war
constitution. However, Japanese people have only

been concerned about the suffering of their own
people. Soldiers remained silent about the crimes
they committed or witnessed during the war, and the
public was kept uninformed of Japan’s wrongful acts
during the war it waged in the Asia-Pacific region.
After the post-war Tokyo Tribunal held by the Allied
Forces, Japanese people have never tried to bring to
justice any war criminals at their own hands. On the
contrary, those individuals who had been convicted,
and those who should have been prosecuted and
punished were too often given high ranking posts
including those of the minister of justice, the foreign
minister and prime minister. This tendency is deeply
rooted in post-war Japan, and the current administra-
tion seems even more overtly eager to whitewash the
country’s past.

Government control over wartime memories
started as early as the mid-1950s, including the
screening of history textbook contents by the Minis-
try of Education. National history museums in Japan,
including the ones in Hiroshima and Nagasaki, make
almost no reference to the crimes Japanese troops
committed in the regions of the Asia-Pacific colo-
nized or occupied by Japan. At the national memorial
ceremony held on August 15 every year, the Prime
Minister’s statements refer only to the number of



MINA WATANABE « SESSiZLiGi BOZMAK, GERGEGI VE ADALETI SAVUNMAK

Sergimizde, bir olayin ne kadar farkl sekillerde hatirlanabileceginin
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ve kaydedilebileceginin ziyaretgiler tarafindan farkedilmesi amaglaniyor.
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Savas ve Barisa Dair Aktif Kadin
Miizesi'nin kurulusu

Kadin Mahkemesi ve kadin miizesi kurulmasi
fikri, Japon gazeteci ve feminist aktivist Yayori Matsui
(1934-2002) tarafindan tasarlandi. Matsui, Japon or-
dusunun seks koleligi sisteminin resmi kayitlarini ve
seks koleligi sisteminden hayatta kalanlarin yaklagik
yarim ytizyildir “tarihten” neredeyse silinen ve sessiz-
lestirilen tanikliklarini, gelecek nesillere aktarmanin
vatandaghk gorevi olduguna inamiyordu. Ayrica
Japonyada tarih kitaplarinda “rahatlatici kadinlar”
konusuna 1990’larin sonlarinda yeni yeni deginilme-
ye baglanmus olsa da, bu referanslar politikacilarin da
destekledigi sagci kampanyalar nedeniyle kaldiril-
maktaydi. 2000’lerin basina gelindiginde, tarih kitap-
larinda konuyla ilgili bilgi kalmamugti. Bylece ayni
zamanda hayatta kalanlarin da 1srarla talep ettikleri
sekilde, bu tiir olaylarin bir daha tekrarlanmamasimin
teminati olan, hafiza ¢alismalar1 yapan sivil toplum
girisimleri 6zel 6nem kazand.

Savag sonrasi Japonya’sinda savasi hatirlamak

Japonya Imparatorlugu’nun Agustos 1945’teki
yenilgisinin ardindan, Japonyanin savas sonrasi

anayasasinda da agikea belirtildigi gibi, Japon halk:
kolektif bir savas karsitlig egilimi gelistirdi. Ne var ki,
Japon halki yalnizca kendi halkinin acisiyla ilgileni-
yordu. Askerler savag sirasinda igledikleri ya da tanik
olduklar1 suglarla ilgili sessizliklerini koruyorlard:
ve kamuoyu da Asya Pasifik bolgesinde Japonyanin
savasta uyguladigi yanhs eylemler hakkinda bilgi-
lendirilmiyordu. Miittefik Devletler’in savas sonrasi
kurdugu Tokyo Mahkemelerinden sonra, Japon
halki savas suglularii kendi girigimiyle adaletin
kargisina ¢itkarmay: hi¢ denemedi. Bunun yerine,
Tokyo Mahkemeleri'nin mahkdm ettigi ve cezalan-
dirdig1 ya da bu sekilde yargilanip cezalandirilmas:
gereken kigilere Adalet Bakanligi, Disisleri Bakanhig
ve Bagbakanlik da dahil olmak tizere 6nemli gorevler
verildi. Bu egilim, savas sonrasi Japonyast icin gegerli
ve su andaki yonetim de tilkenin ge¢misini temize
cikarmaya daha da hevesli gériinmekte.

Savag donemi anilarinin hitkiimet tarafindan
kontrolii, tarih ders kitaplarinin igeriklerinin Egitim
Bakanlig: tarafindan denetlenmesiyle daha 1950’lerin
ortasinda baglamusti. Hirosima ve Nagazaki'dekiler
de dahil olmak tizere Japonya'daki ulusal tarih mii-
zelerinde Japonya'nin somiirgelestirdigi ya da isgal
ettigi Asya-Pasifik bolgesinde, Japon birliklerinin
isledikleri suglardan neredeyse hi¢ bahsedilmiyor.
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Our exhibition will make the viewer realize just how divergently

an event is remembered and recorded.
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Japanese dead. Other Asian victims are never men-
tioned, as if to maintain the image of the glorious and
“sacred sacrifice” of Japanese soldiers.

Exhibitions

The exhibits at WAM have contributed to
letting Japanese society become aware of the faces of
Asian women who were sexually abused by Japanese
soldiers during the war from the 1930s to 1945. At
WAM’s entrance, visitors are met with the 179 faces
of Comfort Women survivors who have given their
permission to have their photographs displayed at the
museum. These women are those who survived the
war, survived more than five decades before they fi-
nally came forward as a victim of sexual violence. The
portraits also remind us that behind these faces there
are innumerable women who were unable to survive.

During the past 14 years, sixteen special exhi-
bitions have been carried out. Nine have focused on
specific countries/areas, namely North and South
Korea, East Timor, China, the Philippines, Okinawa,
Taiwan, Indonesia, Burma and Japan, while the other
seven were thematic exhibitions. All the exhibitions
were memorialized in catalogue form and are avail-
able to the Japanese audience.

To help visitors encounter the life of individual
women, WAM makes “testimony panels” for each
survivor. The panels are written in the first person,
in order to give the visitors the feeling that they are
listening to the woman’s testimony. “Testimony pan-
els” cover not only the time of sexual enslavement
by the Japanese military but also the period starting
before the war up until the post-war years when the
survivor broke her silence and took a stand for truth
and justice.

To counter the current revisionism sweeping
in Japan, we juxtaposed the survivors’ testimonies
of their ordeal with the accounts of former Japanese
soldiers. This exhibition style challenges the dis-
course that prevails in today’s Japan, which brands
the testimony of victimized women as “lies” and
accepts only what can be found in Japanese soldiers’
testimonies and official documents. In this way, our
exhibition makes the viewer realize just how diver-
gently an event is remembered and recorded. It also
leads viewers to ask themselves where they stand and
from which perspective they look at the events. The
exhibition imposes no answer to these questions.
While we would be selective regarding which pieces
of memoirs/testimonies we would present to the
audience as an exhibition, we can still leave open the
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Basbakan her yil 15 Agustos’ta diizenlenen ulusal
anma téreninde sadece 6len Japon askerlerinin sa-
yisina deginiyor. Japon askerlerinin sanh ve “kutsal
tedakarlik”larinin imaji stirddrilmek istenircesine
diger Asyali kurbanlar goz ard ediliyor.

Sergiler

WAM'daki sergiler, Japon toplumunun, 1930-
1945 arasindaki savagta, Japon askerlerinin cinsel
istismarina maruz kalan Asyali kadinlarin yiizlerini
tanimalarini sagladi. Ziyaretgiler miizenin girisinde
“rahatlatic1 kadinlar” uygulamasindan sag kalmig ve
fotograflarinin miizede sergilenmesine izin veren 179
kadinin portresiyle karsilagiyor. Fotograflardaki yiiz-
ler, savagtan sag ¢ikan ve elli yildan uzun siire yagam
miicadelesi verdikten sonra, cinsel siddet kurbani
olarak seslerini duyuran kadinlar. Bu portreler bize
ayni zamanda bu yiizlerin arkasinda, hayatta kalama-
mug sayisiz kadinin oldugunu da hatirlatiyor.

Son on dort yilda, miize on alt1 6zel sergi hazir-
ladi. Dokuz sergi Kuzey ve Giiney Kore, Dogu Timur,
Cin, Filipinler, Okinawa, Tayvan, Endonezya, Burma
ve Japonya gibi belirli tilkelere veya bolgelere odak-
liydi. Diger yedi sergi, tematik sergilerdi. Sergilerin

hepsi katalogland1 ve Japon ziyaretgilerin kullanimina

acik tutuluyor.

Ziyaretgilerin her bir kadinin hayatiyla kargilag-
masina yardimer olmak i¢in, hayatta kalmis her kadi-
na 6zel “taniklik panolar1” olusturuldu. Ziyaretgilere
kadinlarin tanikliklarini dinliyorlarmis hissi vermek
amaciyla da panolarda birinci tekil sahis anlatimi
kullaniliyor. “Taniklik panolari” kadinlarin sadece
Japon ordusu tarafindan seks kolesi haline getirildik-
leri donemi kapsamuryor, savagtan 6nceki donemden,
kadinlarin sessizliklerini bozduklari, hakikat ve adalet
talep ettikleri savag sonrasi yillarina kadar uzaniyor.

Japonya'da hizla yayilan revizyonizme karg1 koy-
mak i¢in, hayatta kalanlarin yagadiklar1 acilara dair
tanikliklarini, aynmi dénemdeki Japon askerlerinin
agiklamalariyla birlikte yerlestiriyoruz. Bu konseptle,
kurban héline getirilmis kadinlarin tanikliklarini
“yalan” olarak niteleyen ve sadece Japon askerlerinin
tanikliklarini ve resmi belgeleri kabul eden giiniimiiz
Japonyasindaki baskin séylemler sorgulanabiliyor.
Boylelikle sergimizde, bir olayin ne kadar farkli se-
killerde hatirlanabileceginin ve kaydedilebileceginin
ziyaretciler tarafindan fark edilmesi amaglaniyor.
Sergi ayrica, izleyicinin kendisine kendi konumunu
ve olaylara hangi perspektiften baktigini sormasini da
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conclusion as to how these pieces may be knit togeth-
er in the writing of history.

Research project

Along with holding exhibitions and related
seminars, we have conducted research projects. One
of the well-known research outcomes is a Map of
“Comfort Stations.” We had scrutinized testimonies
of survivors, soldiers and witnesses, as well as offi-
cial documents of the Japanese military and Allied
Forces. Then, we put the information together and
mapped the locations. The quality or precision of
the information varies. For example, in the case of
testimonies from local women and girls in the oc-
cupied territories, they were taken from the nearby
community, so the survivors remembered the exact
locations or buildings. On the other hand, women
and girls who were taken from colonized Korea or
Taiwan, many of them travelling along way to the bat-
tlefield in occupied territories in Asia-Pacific could
not identify their location. They did not know the
local language, so they only remembered the town
name they heard from the soldiers. Therefore, even
though the same town was identified from varying
sources, it is almost impossible to match the data and
locate the exact place. Furthermore, the information
we were able to obtain was limited to the areas or

countries where the research had been done. What
a Map of “Comfort Stations” shows is limited to the
available sources, but it does show the magnitude
of sexual enslavement of women conducted by the
Japanese military in the whole Asia-Pacific region.
After 10 years from the initial project in 2009, we
conducted a follow-up project which was published
in the Autumn of 2019.

Archives for the future

History has been a major source of political
conflict in Asia, mainly due to the chronic “amnesia”
of Japan about its own past wrongdoings. In order
to build peace in Asia, it is indispensable that Japan
acknowledge the crimes it committed during the
war, restore the sense of dignity and human rights
of victimized women and men in Asia, and pass on
these historical facts to the next generation to guard
against repetition. WAM has now launched the Com-
fort Women archiving project to keep the testimonies
and related documents, along with the records of the
movement by and for the Comfort Women survi-
vors, for the next generation. We believe this to be the
responsibility of a women’s civil society group in the
country which perpetrated the crime, in solidarity
with the survivors and their supporters in other parts
of the Asia-Pacific region.
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hedefliyor. Sergide bu sorulara herhangi bir yanit
verilmiyor. Hangi anilarin ve tanikliklarin sergide
ziyaretgilerle bulusturulacag: konusunda segici olsak
da, tarih yazarken bu pargalarin nasil bir araya getiri-
lecegi sorusunun cevabini agik birakiyoruz.

Arastirma projesi

Sergilerin ve sergilerle ilgili seminerlerin
yani sira aragtirma projeleri de yirtitmekteyiz. En
iyi bilinen aragtirma projesi ¢iktilarimizdan biri
“Rahatlatict Istasyonlar” Haritasi'dir. Hayatta kalan
kadinlarin, askerlerin ve diger sahitlerin yani sira
Japon ordusunun ve Miittefik Devletler’in taniklik
belgelerini inceledik. Tiim bilgileri bir araya getir-
dik ve istasyon konumlarinin haritasini ¢ikardik.
Bilginin kesinligi ve niteligi degiskenlik gosteriyor.
Ornegin, isgal edilmis topraklardaki yerli kadin ve
kiz ¢ocuklar1 genelde yakinlardaki topluluklardan
alinmuglardi, bu ytizden hayatta kalan kisiler, yer-
leri ya da binalari tam olarak hatirliyorlardi. Ote
yandan, somiirgelestirilmis bolgeler Kore ve Tay-
van'dan alinan kadinlar ve kiz ¢ocuklari, Asya-Pa-
sifik bolgesinin isgal edilmis topraklarindaki savag
alanlarina dogru uzun bir yolculuk yapryorlard: ve
bu bolgelerde yon tespit edemiyorlardi. Yerel dili
bilmiyorlardi, akillarinda sadece askerlerden duy-
duklar:1 kasaba isimleri kalmisti. Bu sebeple, ayni
kasabaya farkli kaynaklar tarafindan isaret edilse
bile, veriyi eslestirmek ve kesin bir mekén belirle-

mek neredeyse imkéansizdi. Alabildigimiz bilgiler de
sadece aragtirmanin yapildigi bolgeyle ya da ilkeyle
sinirlrydi. “Rahatlatici Istasyonlar” haritasinin bil-
gileri salt erisilebilir kaynaklarla sinirh olsa da, bu
harita Asya-Pasifik bolgesinde Japon ordusunun
kadinlar: seks kolesi olarak kullanma uygulamasinin
boyutlarim1 gésteriyor. 2009°daki ilk projeden on
yil sonra projeyi giincelledik ve bu kaynaklar 2019
sonbaharinda erigime sunuldu.

Gelecek icin arsivler

Ozellikle Japonya'nin gegmisteki hatalariyla
ilgili kronik “bellek kayb1” ytiziinden, tarih Asya'daki
siyasi catigmanin temel sebeplerinden biri olmustur,
Asyada barigin tesis edilebilmesi i¢in Japonyanin
savas sirasinda igledigi suglari kabul etmesi, Asya'da
magdur edilmis kadin ve erkeklerin onurunu ve
insan haklarini teslim etmesi ve bu hatalarin tekrar-
lanmamasinin bir teminati olarak, tarihsel gercekleri
gelecek kusaklara aktarmasi zorunludur. Bu sugu
isleyen tilkedeki bir kadin sivil toplum grubu olarak;
Asya-Pasifik bolgesindeki diger iilkelerde hayatta
kalan kadinlarla ve onlar1 destekleyenlerle dayanisma
icinde olmak sorumlulugumuz vardir. Bu nedenle
WAM gelecek kusaklar igin tanikliklarin ve ilgili
belgelerin saklanmasinin yami sira, hayatta kalmug
“rahatlatic1 kadinlar”in kendileri tarafindan ve onlar
icin diizenlenen hareketlerin de kaydini tutacak “ra-
hatlatic1 kadinlar” argivleme projesini de baglatmigtur.
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Sites of Girlhood:

A Global Memory Project

Ashley Remer!

1

2

At Girl Museum?, we celebrate the girl: the one who takes the world on her
shoulders, who may or may not ever get to grow up, to become a woman, but
who contributes to the world anyway. Girl Museum is the first — and still the
only — museum in the world dedicated to girlhood. We focus on being a girl
through art, stories and material culture through our research, exhibitions,
education and advocacy. Our online museum gives a voice to girls of the past,
so modern girls can create a better future.

Head Girl of Girl Museum, art historian, writer, editor, curator

Girl Museum www.girlmuseum.org


http://www.girlmuseum.org

Kiz Cocuklarinin Mekanlari:
Bir Kiiresel Bellek Projesi

Ashley Remer!

Girl Museumda® (Kiz Cocuklar1 Miizesi) hayatin yiikiinii omuzlayan kiz ¢ocuklarin
antyoruz. Bu kiz ¢ocuklary, yetiskin bir kadin olacak kadar uzun yagamis ya da kisa bir
hayat stirmiis olabilirler ancak hepsinin diinyaya katkis: oldugu bir gercek. Diinyada
kiz ¢ocuklari i¢in agilmug ilk ve halen tek miize olan Kiz Cocuklar1 Miizesinde sanat,
hikéayeler ve maddi kiiltiir 6geleri araciligryla kiz ¢ocugu olma haline odaklaniyoruz,
aragtirmalar yuriitiiyor; sergiler, egitimler diizenliyor ve hak savunuculugu yapiyoruz.
Sanal miizemiz, giinimiizde yasayan kiz cocuklarinin daha iyi bir gelecek olustura-
bilmeleri i¢in, ge¢miste yagamus kizlarin sesini duyuruyor.

1 Girl Museum y6neticisi, sanat tarihgisi, yazar, editor

2 www.girlmuseum.org
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Our work for Girl Museum focuses on four
streams: Girlhood in Art (which looks at girls in fine
arts), Art of Girlhood (which looks at the tangible
and intangible culture of girlhood), Girls in the
World (which examines the historical origins of
social issues girls face today), and GirlSpeak (our
collaborative, community-oriented projects). In
2017, we carried out a project called “s2”, which was
inspired by the Neil MacGregor/BBC/British Mu-
seum project, A History of the World in 100 Objects.
Each week, we introduced an object that represented
an aspect of girlhood in world history. A component
of this project was to map these objects in an effort
to be inclusive and to visualize what girls in world
history looked like. Alongside this, we were putting
together a heritage trail in the United States as a sort
of “girls’ road trip” called Great Girls of the USA. As
frequently happens, we decided to expand this pro-
ject and roll it out globally. Thus “Sites of Girlhood”
was born.

“Sites of Girlhood” is a global project begun in
2018". It is designed to put girls on the map. Girls
around the world have been flashpoints for signif-
icant events, either through their own efforts or ac-

tions done to them. We will identify sites associated
with gir] history and add them to our map - and
you can, too. This is an opportunity for community
collaboration both as a celebration of girls in history
as well as sites of memory in their honor. Girls often
fall through the cracks and land in grey areas of
traditional feminist and historical discourse. Society
prefers a girl who achieves something notable to be
older, a young woman rather than a girl, to lend her
accomplishments credibility. But for feminism to be
inclusive and represent all females, and for history to
truly represent all of us, we must realize that it is not
bad, wrong, or less to be a girl.

The Vision

“Sites of Girlhood” is essentially a digital
mapping project. However, because people learn or
choose to experience information in many different
ways, we will supplement the map with other com-
ponents. It is not enough to offer just one way to see

1 “Sites of Girlhood” is slated for launch in mid-2020.
For more information, visit our website or contact us:
www.girlmuseum.org/project/sites
share@girlmuseum.org
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Kiz Cocuklar1 Miizesi'nin ¢aligmalar1 dort alani
kapsar: Sanatta Kiz Cocuklugu (giizel sanatlarda kiz
cocuklar1 konusu); Kiz Cocuklugunun Sanati (kiz
cocuklugunun maddi ve maddi olmayan kiiltiirii);
Diinyadaki Kiz Cocuklar1 (kiz ¢ocuklarinin giinii-
miizde karsilastigi toplumsal sorunlarin tarihsel
kokenleri) ve Kiz Cocuklar1 Konuguyor (GirlSpeak;
katilimei, yerel gruplar temelli projeler). 2017'de
yaptigimiz “52” isimli projede; Neil MacGregor, BBC
ve British Museum ortak yapimi olan “100 Nesneyle
Diinya Tarihi” projesinden esinlenerek, miizemizin
sitesinde her hafta diinya tarihinde kiz ¢ocuklugunun
bir yoniinii temsil eden bir nesne sunduk. Projenin
bir boliimii de diinya tarihi boyunca kiz gocuklugu-
nun farkli tezahiirlerini gorsellestirmek ve kapsayici
anlayigla bu nesnelerin haritasin1 ¢ikarmakti. Ayni
projede ABD’nin Muhtesem Kizlar1 adiyla, ABD'de
bir kiltiirel miras giizergihi olusturduk. Her zaman
yaptigimiz gibi, bu projeyi de genisletme ve kiiresel
diizeyde yayginlastirma karar1 verdik. “Kiz Cocukla-
rinin Mekanlar1” projesi béylece dogdu.

Kiz Cocuklarinin Mekanlar1 2018'de’ baglayan
kiiresel bir projedir. Proje, kiz ¢ocuklarini haritada
konumlandiracak. Kiz ¢ocuklari, kendi ¢abalariyla ya

da maruz kaldiklar1 eylemlerle pek ¢ok kayda deger
hadisenin merkezinde oldular. Kiz ¢ocuklarinin tari-
hiyle ilgili mekénlar1 tespit edip, bunlar1 haritamiza
ekleyecegiz. Bunu tabii ki, siz de yapabilirsiniz. Bu
calisma, hem kiz ¢cocuklarinin tarihteki yerini anma
hem de kiz ¢cocuklar1 onuruna hafiza mekanlar1 olus-
turmak i¢in bir toplumsal dayanigma firsatidir. Kiz
cocuklar1 genelde geleneksel feminist séylemin ve
geleneksel tarih soyleminin gri alanlarinda gézden
kaybolurlar. Bir kiz ¢ocugunun basarilari, toplumda
ancak bu bagarili kiz gocugunun, bir geng kadin ola-
rak algilamasi kogululuyla kabul edilir.

Fakat feminizmin tiim kadinlari temsil etmesi ve
kapsayic1 olmas, tarihin de hepimizi ger¢ek anlamda
temsil etmesi igin kiz ¢ocugu olmanin kéti, yanlis ya
da eksik olmadigini fark etmemiz gerekiyor.

Hayaller

Kiz Cocuklarinin Mekanlari, 6ziinde bir dijital
haritalandirma projesidir. Ancak insanlar bilgiyi cok

1 Kiz Cocuklarinin Mekénlar1 projesinin 2020’nin ortasinda
hayata gegirilmesi planlanryor. Daha detayh bilgi i¢in web
sitemizi ziyaret edin ya da bize ulagin:
www.girlmuseum.org/project/sites
share@girlmuseum.org
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the data. While our map will be the primary entrance
point, there will be a gallery with links to blogs that
will make the information even more accessible.
There will also be guides on how girls can become
active in commemorating their unique history. These
components will be rolled out in phases. We'll start
with the map, with the ability for the public to suggest
girls and sites for inclusion. Next, we will build a visu-
al gallery, with images and narratives of the girls and
sites. As always, we will produce educational guides
for kindergarten through grade 12 classroom engage-
ment, aligned to USA and UK standards. We want to
open this project up to other standards as well and
hope to recruit teachers and education interns from
across the globe to help produce curriculum-aligned
activities for their countries. We also intend to devel-
op resources for helping designate sites as National
Historic Landmarks (or other similar designations)
and for advocating and incorporating girls’ history
at the site so that girls can become active in com-
memorating their history. Finally, we will produce an
episodic podcast, with each season exploring themes
that link different sites together. For example, Season
1 will focus on eight “Sites of Violence,” where girls
were significantly affected by violent acts in history
that deserve commemoration.

“Kiz Cocuklarinin Mekénlar1” logosu. Cizim Nazli Eda Noyan
The “Sites of Girlhood” logo, design by Nazli Eda Noyan

Further materials are subject to funding and
sponsorship. These include a range of publications,
including mini-brochures, road trip diaries, walking
tours, a photography book, scholarly contributions of
short essays exploring sites and their meaning today,
and children’s books. The dream, if the financials can
be secured, is to make a documentary film about the
project itself and visit some of the sites we discover.
We are still looking for sponsors or investors to help
us see the project become big, bold, and inclusive.

Whois a “Girl?”

When you see the word “girl,” what do you think
of? Defining “girl” can be tricky. And why girls? Why
do girls matter? Because girls don’t do important
things, right? Of course, they do. And we know for
feminism to be inclusive and represent all females,
it is not bad, wrong, or insignificant to be a girl. To
be called a girl has for so long been considered de-
rogatory, but that is not implicit or necessary. Society
chooses to imbue “girl” with a positive or negative
value.

For the workshop at the conference in Istan-
bul “Feminist Pedagogy: Museums, Memory Sites,
Practices of Remembrance”, we chose from “Sites
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“Kiz Cocuklarinin Mekanlar1” sergisi

The “Sites of Girlhood” exhibition

Source: www.girlmuseum.org

farkli bigimlerde 6grenip deneyimledikleri igin, bu
haritay1 bagka bilesenlerle de tamamlayacagiz. Veriyi
gormenin, yalmizca bir yolunu 6nermek yeterli olma-
yacaktir. Projeyle ilk karsilasma haritamiz olacaksa da,
bilgiyi daha da erisilebilir yapmak i¢in bloglara bag-
lant1 linkleri veren bir galeri de olusturacagiz. Ayrica
kiz cocuklarina kendi benzersiz tarihlerini anmak i¢in
etkin olmanin yollarini gésteren kilavuzlar da olacak.
Bu bilegenler, agamalar halinde agilacak. Kapsayici
olma amaciyla, herkesin kiz ¢ocuklar1 ve mekénlar
onermesine firsat veren bir haritayla projeye basla-
yacagiz. Daha sonra kiz ¢ocuklarinin ve gocukluk
mekénlarinin goérsellerinin ve anlatilarinin oldugu
gorsel galeriyi kuracagiz. Her zamanki gibi ABD ve
Birlesik Krallik standartlarina uygun, okul 6ncesi
egitimden 12. sinifa kadar siniflar1 dahil eden egitim
kilavuzlari iiretecegiz. Bu projeyi baska ilkelerin
standartlarina da agmak istiyoruz ve kendi iillkelerinin
miifredatlarina uygun etkinlikler iretmek tizere diin-
yanin her yerinden &gretmenler ve egitimcilere staj
olanagi vermeyi umuyoruz. Ayrica 6rnegin Ulusal
Tarihi Semboller gibi isimlendirilebilecek alanlarin
belirlenmesine yardimci olmak ve kiz ¢ocuklarinin
tarihini bu alanlarda savunabilmek, onlar1 bu alanlara
dahil edebilmek i¢in kaynak olusturmay planliyoruz;
boylece kiz ¢ocuklari kendi tarihlerini anmada aktif

rol alabilecekler. Bir podcast serisi de yapacagiz. Bu
seri her donem farkli mekanlari birbirine baglayacak
temalardan olusacak. Ornegin ilk dénemde, tarihsel
stiregte kiz cocuklarinin siddet eylemlerinden ciddi
anlamda etkilendigi “Siddet Mekénlar1”na odaklana-
cagiz.

Gelistirilecek diger malzemeler arasinda fon
ve sponsor kaynaklarma bagl olarak; minik bro-
surler, yolculuk hikéyelerinin giinlikleri, yurtyts
turlari, fotograf kitab, belli mekanlarin kesfedildigi
ve giiniimiizde ne anlama geldiklerinin tartigildig
akademik makaleler ve cocuk kitaplar1 gibi ¢aligmalar
olacak. Mali konular halledilebilirse, kesfettigimiz
bazi mekénlar1 yerinde gorerek, projenin belgeselini
yapmay1 hayal ediyoruz. Projenin daha detayli, daha
ctiretkdr ve daha kapsayic1 bir hale geldigini gormek
i¢in sponsor arayisimiz suriyor.

“Kiz ¢ocugu” kimdir?

“Kiz ¢ocugu” sozciigiint gordigiiniizde aklimiza
ne geliyor? Kiz ¢ocugu tanimi hassas bir konu olabilir.
Peki, neden kiz gocugu? Kiz gocuklar: neden 6nemli-
dir? Aslinda kiz ¢ocuklari cok da 6nemli seyler yapmi-
yorlar, 6yle degil mi? Elbette yapryorlar! Biliyoruz ki
feminizmin kapsayici olmasi ve tiim kadinlar1 temsil
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Start your own local “Sites of Girlhood” project, share on social media,
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tell colleagues, and let the world know you support girls by using their
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history and culture to inspire the next generation of changemakers.
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of Girlhood” project seven sites of violence towards

girls (here defined as females under 21 years of age) in

Europe and Asia from past and recent history. Repre-

senting a broad range of girls and their experiences,

we included:

. St. Eulalia, Barcelona, Spain, 303 CE: killed by
the Roman authorities for her religion

. Catherine Howard / Lady Jane Grey, Tower of
London, London, UK, 1542/1554: killed by the
King/state for treason

. Steilneset Witch Trial Memorial, Varde,
Norway, 1660s: commemorates witches killed
by the state, due to religion

. Anne Frank House, Amsterdam, Netherlands:
commemorates Anne Frank persecuted and
killed in Germany during WWII (state violence)

. Malala Yousafzai, Swat district, Pakistan, 1997:
attacked by occupying terrorists (Taliban)

. Nigerian girl refugees/drowning victims,
Mediterranean Sea, (Italian Coast, Port of
Salerno) 2017: died while being trafficked to
Europe, possibly for sex work

. The Menstruation house dead, Turmakhand,
Nepal, 2018: commemorates girls dying due
to illegal social custom (perpetuated by the
women themselves)

Going through this list of girls, different chal-
lenges for the project emerged. First, how do we
name the sites? Using the Tower of London example,
there are two girls who died on the same site at dif-
ferent times. So here, we would separate the entries
for each girl. There may not be specific names to
attach to the site, as with the Nigerian girl refugees
who died in the Mediterranean. The solution is to
make a group name until we can discover individual
names. Second, how do we date the sites? For some
girls, there will be recorded birth and death dates, or
at least an estimated time frame during which they
lived or the event occurred. For others, we may know
only the century. Other obstacles include a general
lack of information or image of the girl. In these cases,
a picture of the site can be used instead of the girl
herself, and we present what information is available
in the hopes that it inspires greater research into their
lives. As mentioned before, language barriers are a
challenge. We currently rely on Google to translate
pages into local languages. If we get a submission we
cannot accurately translate, we will source a translator.

The other challenges are bigger. Issues of privacy
and data handling are very sensitive and becoming
more regulated, especially in Europe. We have not
and would never give or sell any private information,
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Kendi yerel “Kiz Cocuklugunun Mekdnlari” projelerinizi baslatin,

© © 0 0 0 0 0 00000000000 0000000000 000000000 00000000000 0000000000000 O

bunlari sosyal medyada paylasin, is arkadaslariniza anlatin.

© © 0 0 0 0 0 000000000000 00000000 0000000000000 0000000000000 000 o

Gelecek nesillerin degisim onciilerine ilham vermek i¢in kiz ¢ocuklarin,
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onlarin tarih ve kiiltiirlerini desteklediginizi diinyaya gosterin.
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etmesi i¢in kiz gocugu olmanin kétii, yanhs ya da ek-
sik bir sey sayilmamasi gerekiyor. Kiz gocugu olarak
hitap edilmek ¢ok uzun zamandir asagilayic bir sey
gibi diisiintilmekte. Fakat bu bir doga kanunu ya da
yapilmasi mecbur olan bir sey degil. Kiz gocukluguna
olumlu ya da olumsuz degerler atfetmeyi tercih eden,
sadece toplumsal anlayiglardir.

Istanbul'da diizenlenen Feminist Pedagoji:
Miizeler, Hafiza Mekanlar1 ve Hatirlama Pratikleri
konferans: i¢in Kiz Cocuklarinin Mekénlar1 proje-
mizden, uzak ve yakin gegmiste Avrupa ve Asyada
kiz ¢ocuklarina yonelik siddeti iceren yedi mekéani
sectik. Cok farkli arka planlar1 olan kiz ¢ocuklarini
ve onlarin deneyimlerini temsil eden bu yedi mekan
soyleydi:

« Azize Elulalia, Barcelona, Ispanya, M.S. 303: Dini
inanci sebebiyle Roma Imparatorlugu yéneticile-
ri tarafindan 6ldirilmesini hatirlatiyor.

« Catherine Howard ve Lady Jane Grey, Londra
Kulesi, Londra, Birlegik Krallik, 1542/1554:
Ihanet suglamastyla kral tarafindan (devlet
siddetiyle) oldiiriilen iki geng kadin1 hatirlatiyor.

« Steilneset Cadi Mahkemeleri Aniti, Varde,
Norveg, 1660’lar: Dinsel gerekgelerle (devlet
siddetiyle) dldiiriilen cadi kadinlar1 hatirlatiyor.

« Anne Frank Miizesi, Amsterdam, Hollanda:
Ikinci Diinya Savagi sirasinda Almanya'da (devlet
siddetiyle) 6ldiiriilen Anne Frank’ hatirlatiyor.

«  Malala Yousafzai'nin vurulmasi, Swat Bolgesi,
Pakistan, 1997: Isgalci teroristlerin (Taliban'in)
saldirisina ugramasini hatirlatiyor.

«  Nijeryal miilteci kiz ¢ocuklar1 / bogulan kur-
banlar, Akdeniz (talya Kiyilari, Salerno Liman)
2017: Insan ticareti yapanlarca, muhtemelen seks
isciligi yaptirmak icin Avrupa’ya getirilirlerken
olenleri hatirlatiyor.

o Menstriiasyon evi 6limleri, Turmakhand, Nepal,
2018: (Kadinlarin siirdiirdiigii) yasadisi bir gele-
nek ytiziinden 6len kiz ¢ocuklarini hatirlatiyor.

Bu listeleri aragtirirken proje i¢in yeni zorluklar
ortaya ciktr. Ik olarak, bu alanlar1 nasil adlandiraca-
g12? Ornegin Londra Kulesinde farkli zamanlarda
o6lmiis iki kiz ¢ocugu var. Bu mekanin bilgi girdilerini
her kiz ¢ocugu igin ayirmamiz gerekiyor. Ornegin
Akdeniz'de 6len Nijeryali milteci kiz ¢ocuklarinin,
bu mekéinla O6zdeglestirilmis isimler olmayabilir.
Buldugumuz ¢6ziim, her bir kiz ¢ocugunun ismini
tespit edinceye kadar grup ismini kullanmak oldu.
Ikincisi, bu mekanlar1 nasil tarihlendirecegiz? Baz1
kiz ¢ocuklarinin bilinen dogum ve 6lim tarihleri ya
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but how we store this data must be organized and ad-
here to current government regulations for any of our
contributions. So this will need constant monitoring.
There are also social and political barriers to the pro-
ject. Abig question is, “Will anyone be put in danger if
this information is made public?” If the answer is yes,
we do not want to use it. Girl Museum is above all a
safe space for girls and their allies, so we will deal with
this sort of data on a case by case basis. One method
we have implemented is allowing contributions to be
submitted anonymously. Additionally, we do not list
contributors’ names on the public side of the project.

Since the conference workshop in Istanbul, this
project has continued to develop, using suggestions
and ideas discussed there and beyond. But right now,
our biggest challenge is information, and getting

that information into an accessible format. We want

museums, other organizations, and individuals to

participate. There are several ways to do this. First,
submissions through our online form. But just as

important is to join us as collaborators, partners, or
ambassadors. Start your own local “Sites of Girlhood”
project, share on social media, tell colleagues, and
let the world know you support girls by using their
history and culture to inspire the next generation of
change-makers. Create a world where every girl is

guaranteed her human rights and, most importantly,
the right to pursue her dreams. Together we will cre-
ate a new history of the world - one that is inclusive

of girls, both their triumphs and tragedies — in order
to foster greater understanding, scholarship, and a
better tomorrow for all of us.
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da en azindan yagadiklar1 veya olaylarin gerceklestigi
doneme dair bazi tahminler var. Digerleri iginse
yalmzca yiizyih biliyoruz. Bir diger engel, kiz gocu-
gunun gorselinin olmamasindan ya da ona dair genel
bir bilgi eksikliginden kaynaklanryor. Béyle durum-
larda, kiz cocugunun resmi yerine, mekanin resmini
kullaniyoruz ve bu gocuklarin hayatina dair daha
genis kapsamli bir aragtirmaya ilham kaynag1 olmasi
umuduyla elimizdeki mevcut bilgiyi paylasiyoruz.
Dil engeli de 6nemli bir zorluk. Sayfalar: yerel dillere
terciime etmek igin simdi Google’dan faydalaniyoruz.
Dogru ceviremeyecegimiz bilgi gonderilirse, terci-
manla ¢alisacagiz.

Daha da biiyiik zorluklar var: Ozel hayatin
gizliligi ve veri yonetimi ¢ok hassas meseleler ve bu
konular 6zellikle de Avrupa’da daha siki denetlenir
hale geliyor. Ozel bir bilgiyi hi¢bir zaman satmadik
ve satmayacagiz ancak bu verilerin diizenli bir
sekilde muhafaza edilmesi gerekiyor ve sundu-
gumuz katkilarin her birinin hitkiimetlerin yasal
diizenlemeleriyle uyumlu olmas: gerekiyor. Bu da
yaptiklarimizi siirekli denetlememizi gerektirecek.
Projenin karsilastig1 toplumsal ve siyasal engeller de
var. Asil soru “Bu bilgiler kimseyi tehlikeye atacak
m12” Eger cevap “evet” ise, bu bilgiyi kullanmay1
istemiyoruz. Kiz Cocuklar1 Miizesi, her seyden
once, kiz ¢ocuklar1 ve onlarin dostlar: igin giivenli
bir alandir. Bu yiizden de bu tiirden bir veriyle, vaka

bazinda degerlendirme yapryoruz. Uyguladigimiz
yontemlerden biri, bize gonderilen verilerin ve
yazilarin isimsiz gonderilmesine izin verilmesi.
Ayrica projenin kamuya acik kisimlarinda katkida
bulunanlarin adlarini vermiyoruz.

Istanbul'daki konferanstan bu yana, konferans
sirasinda ve bagka yerlerde yapilan 6neriler ve tarti-
silan fikirlerle proje gelismeye devam etti. Fakat su
anda kargilagtigimiz en biyiik zorluk, bilgiye ulasma
ve bilginin erisilebilir bir formata donigtiirilmesi.
Miizelerin, bagka kuruluglarin ve kigilerin bize
katilmalarini istiyoruz. Bunu yapmanin birgok yolu
var: [1ki, sitemizdeki online form yoluyla veri ve yaz
gondermek. Fakat en az onun kadar énemli bir sey
de destekgi, birlikte caligan ya da temsilcimiz olarak
aramiza katilinmasi. Kendi yerel “Kiz Cocuklugunun
Mekanlar1” projelerinizi baglatin, bu projeleri sosyal
medyada paylasin, is arkadaglariniza anlatin ve gele-
cek nesillerin degisim énciilerine ilham vermek igin
kiz ¢ocuklarini, onlarin tarih ve kiltiirlerini destek-
lediginizi diinyaya gosterin. Her bir kiz gocugunun
insan haklarma, en 6nemlisi de hayallerine ulagma-
sinin giivence altina alindig: bir diinya yaratin. Hep
birlikte bu konunun daha iyi anlagilmasini saglamak,
bu konudaki bilgi tiretimini arttirmak ve hepimiz i¢in
daha iyi bir yarin olusturmak igin, kiz ¢ocuklarinin
hem zaferlerinin hem de trajedilerinin dahil edildigi
yeni bir diinya tarihi yazacagiz.
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The World that We Hope to Create

Lindsay C. Harris'

1

Brooklyn Museum is one of the oldest and largest art museums in the United
States. Its roots date back to 1823. It presents art from antiquity to the present,
originating from around the world. Brooklyn Museum’s mission is to create
inspiring encounters with art that expand the ways we see ourselves, the world
and its possibilities. Brooklyn Museum’s vision: to be a place where great art
and courageous conversations are catalysts for a more connected, civic and
empathetic world.

In 2007, the Elizabeth A. Sackler Centre for Feminist Art was founded within
the 4™ floor of the museum as a gallery space; a permanent installation of Judy
Chicago’s The Dinner Party, 1974—79, an iconic feminist artwork of second-wave
feminism; and an education and programming space. With the creation of the
Sackler Centre for Feminist Art — one of the only feminist art centers within a
museum in the world — intersectional feminist programming and curation has
expanded and pushed the entire museum forward.

Audre Lorde, a black lesbian feminist poet and activist, said: “There is no such
thing as a single-issue struggle because we do not live single-issue lives.” This
is crucial to our understanding of feminism and social justice. All of us carry
multiple identities and for me — as a queer person, as a mixed black person, as a
woman, as gender nonconforming, as young — all of these form my experiences.
We must be intersectional and radical in our feminisms, and at Brooklyn Museum
that extends from exhibitions to education programming.

Teen Programs Manager, Brooklyn Museum, New York, media artist, educator



Yaratmay1 Umdugumuz Diinya

Lindsay C. Harris'

Brooklyn Miizesi, Amerika Birlesik Devletleri'ndeki en eski ve bityiik sanat miizelerinden
biridir. Antik cagdan gliniimiiz sanatina tiim diinyadan 6rnekleri kapsayan miize 1823’te
kuruldu. Miize sanatla kendimizi, diinyay ve diinyanin sundugu farkli olasiliklar:
algilamanin sinirlarini genisletecek, ilham verici kargilagma firsatlari yaratir. Miizenin
vizyonu, harika sanat eserlerinin ve cesur konugmalarin; daha yakin iligkiler kurulan,
daha st diizeyde yurttaghk bilincine sahip ve daha fazla empati duyulan bir diinya
i¢in, katalizor rolii oynamasidir.

2007'de miizenin dordiincii katinda Elizabeth A. Sackler Centre for Feminist Art (Elizabeth
A. Sackler Feminist Sanat Merkezi) bir sanat galerisi ve miize egitim mekani olarak acilds.
Galeride, Judy Chicago’'nun ikinci dalga feminizmin ikonik feminist sanat 6rnegi olan
The Dinner Party (1974—79) isimli enstalasyonu siirekli olarak sergileniyor. Bir miizenin
biinyesinde diinyadaki tek feminist sanat merkezi 6rnegi olan Elizabeth A. Sackler
Feminist Sanat Merkezi'nin acilisi ile kesisimsel feminist programlar ve kesisimsel
feminist kiiratorlitk galismalari artti ve bu da miizenin gelismesine yol agtu.

Siyah lezbiyen feminist sair ve aktivist Audre Lorde’nin dedigi gibi: “Tek giindemi
olan miicadele olamaz ¢iinkii tek giindemli hayatlar yasamiyoruz.” Bu yaklagim, bizim
feminizm ve toplumsal adalet anlayisimiz i¢in 6zel 6nem tastyor. Her birimiz birden ¢ok
kimlige sahibiz. Benim queer, melez, kadin, toplumsal cinsiyet kaliplarina uymayan bir
birey (gender non-conforming) ve geng bir kisi olmam, tiim yagam deneyimlerim igin bir
anlam ifade ediyor. Feminist yaklagimlarimizda kesisimsel ve radikal olmaliyiz. Brooklyn
Miizesi'nde organize edilen sergilerden egitim programlarina dek bu yaklagim gecerlidir.

1 Brooklyn Miizesi (New York) Genglik Programlar1 yoneticisi, medya sanatgisi, egitimci
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© Brooklyn Museum

I'was hired four years ago in a newly grant-fund-
ed position at Brooklyn Museum to launch two new
teen programs, which I will outline here as well as
other initiatives centering on gender and sexuality.
Brooklyn Museum’s teen programs more broadly
are paid teen internships and public programs which
have existed for 20 years, focusing on youth leader-
ship, equity, inclusion, art and social justice. They
directly serve working class, immigrant, LGBTQ+'
young people of color, and are paid — which is im-
portant, given the issue of equity pay needed in New
York City and elsewhere. Our focus on feminism
and queer art history has largely been inspired by
the creation of the Sackler Center for Feminist Art.
For the last 10 years we have created more specific
programs about examining the collection, talking
about gender, talking about feminisms, and working
to create tools such as publications and websites built
by young people for young people.

1 I'musing “LGBTQ+” (lesbian, gay, bisexual, transgender,
and/or queer, with a + to indicate the many terms not listed)
and “queer and trans” as contemporary and New York-
specific umbrella terms to reflect the variety of gender and
sexual identities. Language is important and I acknowledge
that these terms are constantly evolving, not universally
embraced, and vary by country, context, and community.

Dinka kiiltiiriinden bir sanat¢inin iiretimi. Erkek korsesi (malual), 20. yy. Giiney Sudan,
Afrika. Boncuk, sicim, tel, 47.5 X 40.6 cm. Brooklyn Museum, Carll H. de Silver Fund,

Dinka artist. Man’s corset (malual), 20™ century. South Sudan, Africa. Beads, fiber, wire,
18 X 16 in. (457 X 40.6 cm). Brooklyn Museum, Carll H. de Silver Fund, 1997.1.1.

InterseXtions, our annual paid LGBTQ+ teen
internship in community programming and queer
art history, along with LGBTQ+ Teen Nights, free
large-scale art events for LGBTQ+ youth and allies,
began its first iteration in 2012, and expanded with
funding in 2015. Designed for New York City youth
aged 14 to 19 and self-identified as LGBTQ+, these
programs meet a critical and essential need for young
LGBTQ+ people who are often isolated in their com-
munities and without access to creative and artistic
spaces to shape their identity. 2018/2019 is the fifth
year I've been running this program, and our Teen
Night in June 2019, which is also World Pride in NYC
and the 50" anniversary of the Stonewall uprising, is
the 6" annual.

Each year has seen a tremendous increase in the
numbers of and interest from young people seeking
opportunities to explore their gender and sexuality
with art in a space that is welcoming of gender and
sexual differences and to be amongst other young
people who share their identity. During the intern-
ship of around 14 young people, we look at art, we
talk about art, read texts on queer history, queering
art, museum pedagogy, feminist art history. We
also partner with community-based organizations,
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Her birimiz birden ¢ok kimlige sahibiz. Benim queer, melez, kadin,
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toplumsal cinsiyetlere uymayan ve geng bir kisi olmam,
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tiim deneyimlerim i¢in bir anlam ifade ediyor.

© © 0 0 00 0000000000000 0000000000000000000000 0 00

Feminist yaklasgimlarimizda kesisimsel ve radikal olmaliyz.
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Dort yil 6nce finansmani yeni bir fonla saglanan
kadroda, Brooklyn Miizesinde gengler igin asagida
tanitacagim iki programi gelistirmek i¢in ige alindim.
Bu programlari tanitirken, miizedeki toplumsal cin-
siyet ve cinsellik odakli diger girisimlerden de bah-
sedecegim. Herkese agik olan ve ticretli staj yapma
olanag: veren Brooklyn Miizesi genglik programlar,
yirmi yildir genglerin liderligi, esitlik, kapsayicilik,
sanat ve toplumsal adalet konularinda ¢aligmaktadir.
Bu programlar is¢i smmifindan, gé¢men kokenli ve
farkli renkteki LGBTQ+' genglere dogrudan hizmet
verir. Stajin maagh olmasi, diger kentlerle birlikte
New York kentinde de gerekli olan, ayn ise esit ticret
konusu agisindan 6nemli bir konudur. Feminizm ve
queer sanat tarihi konulu ¢aligmalarimiz, ilhamin
buyik ol¢iide Elizabeth A. Sackler Feminist Sanat
Merkezi'nin varhigindan aldi. Son on yilda, miizenin

1 Yazimda “LGBTQ+” (lezbiyen, gay, biseksiiel, transseksiiel,
ve/veya queer, “+” ise bu listede yer almayan diger bir
cok terim olduguna isaret ediyor) ve “queer ve trans”
ifadelerini kullaniyorum. Bu terimler toplumsal cinsiyet ve
cinsel kimliklerin gesitliligini vurgulamak i¢in kullanilan
giincel ve New York’a 6zgii gat1 kavramlar. Dil kullanimi
¢ok 6nemli. Biitiin bu kavramlarin siirekli degistiginin,
evrensel olarak sahiplenilmediginin ve iilke, baglam ve
topluma gore degisiklik gosterdiginin de farkinda oldugumu
belirtmeliyim.

koleksiyonlarmni inceleyen, toplumsal cinsiyet ve
feminizm(ler) hakkinda konusan, gengler tarafindan
gengler icin yapilan websiteleri ve yayinlar planlama
gibi daha 6zgtin programlar olusturduk.
InterseXtions isimli proje 2012’de basladi ve
yeni bir fon sayesinde daha da gelisti. Bu proje, her-
kese a¢ik programlarda maaglh stajyer olarak aktif rol
alan LGBTQ+ genglik programini; queer sanat tarihi
programini; LGBTQ+ gengler i¢in organize edilen
eglence gecelerini; LGBTQ+ gengler ve onlarin
destekgileri igin yapilan genis gapli ve ticretsiz sanat
etkinliklerini icermektedir. New York’taki 14-19 yas
arasindaki ve kendini LGBTQ+ olarak tanimlayan
gengler igin tasarlanmig bu programlar, ¢ogunlukla
kendi topluluklarinda diglanmig ve kimliklerini ge-
killendirecek yaratici ve sanatsal alanlardan mahrum
birakilmis gen¢ LGBTQ+larin 6nemli bir ihtiyacim
kargiliyor. Haziran 2019'da LGBTQ+ gengler igin
organize edilen eglence gecesi, bu programn altinc
yildénimiydii ve New York World Pride etkinligi ile
Stonewall Ayaklanmasi’nin so. yilina da rastladi.
Toplumsal cinsiyetlerini ve cinselliklerini sanat
yoluyla kesfetmek ve bunu toplumsal cinsiyet ve
cinsel farkhiliklar1 hos géren bir alanda, kendileriyle
aynu kimligi paylasan genglerle bir arada yapabilmek
icin firsat arayan genglerin sayis1 ve bu programa
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All of us carry multiple identities and for me, as a queer person,
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as a mixed black person, as a woman, as gender nonconforming,
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as young — all of these inform my experiences.
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We must be intersectional and radical in our feminisms.
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such as those that provide housing and support
for LGBTQ+ youth experiencing homelessness
and those that organize around specific campaigns
affecting queer and trans communities in NYC.
Community-based organizations are really crucial to
this work and create more holistic support for young
people. Meeting with LGBTQ+ artists is also central
in the internship for young people to learn from
living, working artists and see themselves reflected.
For example, in 2015, we met with the black lesbian
South African visual activist Zanele Muholi in con-
nection with her solo exhibition Isibonelo/Evidence,
which highlights LGBTI+ activism and love against
violence in communities within black South Africa.
Our large-scale LGBTQ+ Teen Nights, planned
by LGBTQ+ teens for LGBTQ+ teens and allies, are
evening events that feature opportunities to cele-
brate, make art, experience performances, learn and
build community. It’s also an opportunity for those
who are not LGBTQ+ identified to be able to learn
and advocate for greater inclusion within all of our
communities. Smaller scale events offer opportuni-
ties to rethink iconic works such as The Dinner Party.
During one such event, they used The Dinner Party
as a jumping off point to talking about the inclusion
of queer and trans people of color within women’s

history — something that is not fully represented
within the work. Through artmaking, a film screen-
ing, gallery tours, and a literal dinner party, they were
able to lead discussions for their peers ranging from
intersectionality to stereotypes, to coming out.
Young people are really driving our programs
and request that they continue. We are consistently
thinking about how young people are continuing to
shape our programs and to be leaders within them,
to be peer mentors to each other. That is crucial to
how we develop the future that we are trying to build.
Discussions around gender and sexuality can happen
with every artwork more broadly, but it helps to have
work that is focused on those topics and made by
LGBTQ+ artists. The first exhibition that sparked
this programming opened in 2011 and was called
“Hide/Seek: Difference and Desire in American
Portraiture” It looked at gender and sexuality within
American portraiture and was the first major exhi-
bition of that kind. Over the years other exhibitions
have helped to support some of the programming
that we’ve developed, and this is most exemplified
in this year’s Nobody Promised You Tomorrow: Art 5o
Years After Stonewall, a contemporary art exhibition
of 28 LGBTQ+ artists and collectives making work
within the legacy of the Stonewall uprising. It is



gosterdikleri ilgi her gecen yil artiyor. Staj stirecinde
ortalama 14 kigiyle sanat eserlerini inceliyor, sanat
hakkinda konugsuyor, queer tarih ve sanatin queer-
lestirilmesi, miize pedagojisi ve feminist sanat tarihi
baglamlarinda okumalar yapryoruz. Evsiz LGBTQ+
gengleri destekleyen ve onlara barmak saglayan ya
da New York’taki queer ve trans topluluklarini etki-
leyen konularda kampanyalar diizenleyen ve genglere
kapsamli destek vermekte 6nemli rol oynayan diger
orgiitlerle de isbirlikleri yapiyoruz. Staj siiresince,
LGBTQ+ sanatgilarla tanigmak ve halen hayatta olan
sanatgilardan bir seyler 6grenmek ve bu sanatcilarda
kendi yansimalarin1 gérmek gengler i¢in ¢ok 6nemli.
Ornegin, 2015’te LGBTT aktivizmini ve Giiney Afrika
siyah toplumlarinda siddete kars1 sevgiyi vurguladig:
Isibonelo/Evidence (Isibonelo/Kanit) isimli solo ser-
gisi sayesinde, Giiney Afrikal gorsel sanat aktivisti ve
siyah lezbiyen Zanele Muholi ile tanigtik.

LGBTQ+ gengler tarafindan, LGBTQ+ gengler
ve onlarin destekgileri i¢in planlanan zengin igerikli
LGBTQ+ Genglik Geceleri, eglenmek, sanatsal tire-
timde bulunmak, performans yapmak, 6grenmek ve
sosyal ¢evre olusturmak icin firsatlar sunan etkinlikle-
rinden oluguyor. Bu etkinlikler kendilerini LGBTQ+
olarak tanimlamayan kisilerin de bilgilenmeleri ve
onlarin da tiim toplumda kapsayici anlayisin savunu-
culugunu yapabilmelerine firsat veriyor. Daha kiiciik
caph etkinlikler, Dinner Party (Aksam Yemegi) gibi
ikonik caligmalar tizerine digiinme firsati sunuyor.
Ornegin, gengler Dinner Party yerlestirmesini, bu
calismada yeterince temsil edilmeyen farkli renkteki
queer ve translarin, kadin tarihine dahil edilmesi
konusunda tartigmak icin kullandilar. Boylece
gengler yagitlarryla sanatsal tretim, film gosterimi,
sergiyi gezme ve gercek bir aksam yemegi gibi bir
dizi etkinlikte, kesisimsellikten kaliplagmis yargilara
ve cinsel yonelim konusunda agilmaya kadar uzanan
tartigmalar1 yonetme firsati buldular. Programlari-
muz1 gercek anlamda gengler yonlendiriyor ve bu
programlarin devam etmesini onlar talep ediyorlar.

LINDSAY C. HARRIS « YARATMAYI UMDUGUMUZ DUNYA

Genglerin bu programlari sekillendirmeye nasil
devam edecekleri, programlar1 yonetme roliinii nasil
tistlenecekleri, birbirlerine nasil yol gosterecekleri
hakkinda stirekli digiiniiyoruz, ¢iinkii bu konseptin
inga etmeye ¢alistigimiz gelecegi nasil yaratacagimiz
baglaminda biiyiik 6nemi var. Toplumsal cinsiyet
ve cinsellik temali tartigmalar tabii ki her sanat eseri
orneginde yapilabilirse de, bu baglamdaki konular
isleyen ve aym zamanda da LGBTQ+ sanatcilarin
trettikleri eserler bu tiir tartigmalar i¢in daha uygun
oluyor. $imdi yurattigim programmn baglangici
2o1'de Saklambag: Amerikan Portre Resminde
Farklilik ve Arzu (Hide/Seek: Difference and Desire in
American Portraiture) sergisine dayantyor. Bu sergi,
Amerikan portre resmindeki toplumsal cinsiyet ve
cinselligi inceleyen ilk ve en biiyiik sergiydi. Yillar
icinde bagka sergiler de yiruttigiimiiz programlari
destekleyici islev gordi. Bunun en giizel Ornegi
2019'daki Nobody Promised You Tomorrow: Art 5o
Years After Stonewall (Sana Kimse Yarinlar Igin S6z
Vermedi: Stonewall'dan 50 Yil Sonra Sanat) isimli ve
28 LGBTQ+ sanatgi ve kolektifin Stonewall isyaninin
mirasini temel alarak hazirladig1 giincel sanat sergisi
oldu. Aralarinda benim de oldugum, miizenin bes
kisilik kiiratoryel kolektifinin diizenledigi bu serginin
planlanma siirecinde gengler biiyiik rol oynad.
Kapsayicit konseptli ¢aligmalar, temel ihtiyag
alanlar1 da dahil olmak tzere, miizenin her bolii-
miinde uygulanmakta. Tuvaletler, her zaman trans
ve toplumsal cinsiyet kaliplarina uymayan (gender
non-conforming) bireyler i¢in ayrimeilik ve siddet
mekanlari oldu ve olmaya devam etmektedir. Herkes
bu temel insani ihtiya¢ baglaminda mahremiyet, say-
g1 gorme ve giivende olma hakkina sahiptir. Kamusal
tuvaletlerin tamaminin tabelasinda, bu mekanin tim
cinsiyetler i¢in oldugunun belirtilmesi ya da tuvalet
tabelalarinin  cinsiyetsizlestirilmesi, eger tuvaletler
kadin ve erkek tuvaleti olarak isaretlenmigse, kisinin
secme hakkini kullanabilmesi kurali, New York’ta
insan haklari temelinde kanunlastirilmigtir. Bu kanun
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organized by a curatorial collective of five across the
museum, including myself, and our teens have played
an integral part in planning the exhibition.

Inclusive work extends to all parts of the muse-
um, including basic facilities. Bathrooms have been
and continue to be sites of discrimination and some-
times of violence, especially against trans and gender
nonconforming people. Everyone has the right to
privacy, respect, and safety around this basic human
need. In New York City it is human rights law that
all public spaces allocate single stall restrooms as all
gender or gender neutral, and that segregated multi-
stall men’s/women’s restrooms be self-identified.
Although these laws and increased restroom options
for people may not guarantee safety, they can provide
ways to make these spaces more accessible and wel-
coming to people of all genders, sexualities, ages, and
abilities. A few years ago, thanks to the work of sev-
eral staff members, especially those in the education
department, we were able to advocate for single all
gender restrooms, and this year in connection with
the exhibition we are working towards greater inclu-
sion in our signage and creating the first multi-stall
all gender restroom for visitors. Welcoming, inclusive
options should be the norm, not the exception.

“Gergeklige Miisaadeler” Genglik Gecesi'ni organize
eden gengler, Brooklyn Miizesi, 15 Mart 2019.

Teen staff at Teen Night “Permissions of Truth’,
Brooklyn Museum, March 15, 2019.

© Kolin N. Mendez

To conclude, I wish to point back to ways that
topics of gender and sexuality can happen no matter
what collection we work with: The Dinka corset’ is
part of our African art collection and was designed
for men within the Dinka community as a status
symbol of their age and position. Having discussions
in front of this object, paired with references to
European understandings and histories of corsets
as it relates to femininity, allows for new ways to talk
about gender, formation of gender, gender roles and
sexuality in society and communities with even our
youngest visitors. By activating our collections and
special exhibitions through programming with tod-
dlers, families, adults and intergenerational groups in
small and large ways, we use arts to understand how
gender and sexuality are constructed and then work
collectively to deconstruct that. Through explicit
programming created by and for LGBTQ+ youth of
color, we can use our resources to imagine and build
a better more inclusive tomorrow.

1 Dinka. Man’s corset (malual), 20" century. Beads, fiber, wire,
18 X 16 in. (45.7 x 40.6 cm). Brooklyn Museum, Carll H.
de Silver Fund, 1997.1.1. Creative Commons-BY (Photo:
Brooklyn Museum, 1997.1.1_PS6.jpg)
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Program hazirlama grubu gengleri, Kehinde Wiley’in “Napolyon
ordunun baginda Alpleri gegerken” isimli tablosunun 6niinde, 200s.
© Kehinde Wiley

Teen staff in front of Kehinde Wiley, Napoleon Leading the Army
over the Alps, 2005. © Kehinde Wiley

Photo © Lindsay C. Harris

ve tuvalet segeneklerinin genisletilmis olmasi, giiven-
ligi garantilemiyor olsa da bu alanlar1 farkl cinsiyetli,
farkli cinsel kimlikli, farkli yastaki ve farkli engeli olan
insanlar i¢in gtivenli ve rahat mekéanlar yapmanin yo-
lunu agabilir. Birkag y1l 6nce 6zellikle miizenin egitim
bolimiindeki bir grup personelin ¢alismasi sayesin-
de, tabelasinda tiim cinsiyetler tanimi olan tuvalet
konseptini miizemiz i¢in savunabildik ve 2019’daki
yeni sergiyle de baglantili olarak tuvalet tabelalarin:
kapsayici hale getirmeye ve miizenin ziyaretgileri igin
ilk cinsiyetsiz tuvaleti olusturmaya calistik. Ciinkii
kucaklayic1 ve kapsayici secenekler istisna degil,
kaide olmalidur.

Bitirirken vurgulamak istedigim son konu,
miizemizin hangi koleksiyonuyla ¢alisirsak galisalim,
toplumsal cinsiyet ve cinsellik konulariyla her zaman
kargilagilabilecegidir: Afrika Sanati koleksiyonumuz-
daki Dinka korsesi, Dinka erkekleri igin tasarlanmus,

onlarin yagini ve toplumdaki konumlarini yansitan
bir statii semboliidiir. Bu nesneyi Avrupa'da disillikle
iligkilendirilen korse anlayig1 ve korse tarihi ile yan
yana getirerek konusmak; cinsiyet, toplumsal cin-
siyet ingasi, toplumsal cinsiyet rolleri ve cinselligin
toplumdaki ve toplumsal gruplardaki yeri hakkinda
en geng ziyaretgilerimizle bile tartigmamiza olanak
veriyor. Cocuklar, aileler, yetigkinler ve farkli nesil-
lerin bir arada bulundugu gruplar i¢in hazirladigimiz
programlarimizda, kiiciik veya genis ¢apta miizenin
koleksiyonlarindan ve 6zel sergilerimizden faydala-
nryoruz. Sanat yoluyla, toplumsal cinsiyet ve cinsel-
ligin nasil insa edildigini 6nce anliyor ve sonra ayni
konular1 yapibozumcu pratikle hep birlikte yeniden
dustniiyoruz. Farkli renkteki LGBTQ+ genglerin,
yine bu grup i¢in hazirladigi somut programlarla
kaynaklarimizi, daha iyi ve kapsayici yarinlarin tahay-
yiliinde ve ingasinda kullanabiliriz.
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Vulnerability: Reaching an Audience

through Musical Performance

Michiko Saiki®

1

The vocalizing pianist genre makes the performer’s body and gender an integral
element of the performance. The performance draws the audience’s attention
to the corporeality of the performer and reveals the performer as a vulnerable
gendered being. Because of these characteristics, I suggest that this genre enables
the audience to experience such aesthetics as sensorial. Such performances
create a female-centric space which challenges the audience’s unconscious
gender stereotypes.

I began the project The Vocalizing Pianist: The Voices of Women with the hope of
creating a better environment for girls of the future generations. I commission
and collaborate with female composers from all over the world to create works
that are about women and for women. By sharing women’s stories through a
musical form, I intend to challenge historical aesthetics long established under
patriarchy, as well as to break stereotypes and prejudices surrounding the idea
of “woman” and her body.

Pianist, multimedia artist, www.michikosaiki.wordpress.com


http://www.michikosaiki.wordpress.com

Kirilgan Bir Miizik Performansiyla
Dinleyiciye Ulagmak

Michiko Saiki®

Piyanistin seslendirme yapmasi nedeniyle, seslendiren piyanist (vocalizing piyanist)
janr1 adi verilen bu performansta, sanat¢inin bedeni ve toplumsal cinsiyeti performansin
ayrilmaz bir parcasidir. Performans, seyircinin dikkatini sanatginin bedenselligine ¢eker
ve sanatcty1 kirilgan, cinsiyetlendirilmis bir varlik olarak sunar. Bu 6zellikleriyle bu janr,
dinleyiciye estetigi duyusal olarak deneyimleme firsati verir. Boylesi bir performans,
izleyicinin toplumsal cinsiyet kliseleri baglamindaki bilingsizligine meydan okuyan,
kadin merkezli bir alan yaratur.

Seslendiren Piyanist: Kadinlarin Sesleri projesine, gelecek nesil kiz ¢ocuklarina daha
iyi bir ortam yaratabilme umuduyla basladim. Kadinlar hakkinda ve kadinlar i¢in
yaratilmig ¢alismalar yapabilmek i¢in diinyanin her yerindeki kadin bestecilere parcalar
ismarliyorum ve onlarla birlikte calistyorum. Kadinlarin hikéyelerini miizikle paylasarak,
ataerkil sistemin olusturdugu tarihsel estetige meydan okumak ve “kadin” kavrami
ve kadin bedeni etrafinda sekillenmis kliseleri ve 6nyargilari kirmayr amagliyorum.

1 Piyanist, multimedya sanatgisi, www.michikosaiki.wordpress.com
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I hope to make this project into a platform where women can share
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their stories and celebrate their own unique modes of expression.
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I re-imagine the theoretical framework of l'ecrit-
ure feminine (feminine writing), a concept developed
by the French post-structural feminists Helene
Cixous and Luce Irigaray, as a new aesthetic con-
cept realized through musical performance. These
philosophers encourage women to write their selves,
which means to write something deeply rooted in the
female body and female sexuality in order to explore
and develop women’s own language which cannot be
defined or standardized in patriarchal terms'.

Due to the pianist’s vocalization, the vocalizing
pianist genre makes the performer’s body and gender
an integral element of the performance. The audi-
ence’s attention is drawn to the corporeality of the
performer and reveals the performer as a vulnerable
gendered being.

Combining the aesthetic of l'ecriture feminine
and the genre’s unique characteristics, I suggest that

1 Luce Irigaray (1985): This Sex Which Is Not One (Translation:
Catherine Porter), New York: Cornell University Press,
23-33; Ping Xu (1995): “Irigaray’s Mimicry and the Problem
of Essentialism” in Hypatia 10, no.4: 76-89; Héléne Cixous
(1976): “The Laugh of the Medusa” in: Signs 1, no.4, 875-893.

the performance enables the audience to experience
the aesthetic as sensorial. The audience is immersed
in a female-centric space which challenges their
unconscious stereotypes and normative conceptions
about women.

Turkish composer Beste Ozgelebi’s For Them...
is based on the story of a child bride who endures
a physically and emotionally traumatic experience.
When her memory is embodied and retold through a
musical performance, it offers an opportunity for the
audience not only to learn the sad facts but also to
deeply empathize with her. The composer hopes to
provoke the audience to take action to help such girls.

I hope to make my project The Vocalizing Pia-
nist: The Voices of Women a platform where women
can share their stories and celebrate their own unique
modes of expression. In order to achieve this goal,
I will continue to dedicate myself, using my body
and my voice, to embody women’s stories, memories,
pain and joy in order to move the audience to em-
pathize and recognize each other. This is my feminist

pedagogy.



MICHIKO SAIKI

KIRILGAN BiR MUZIK PERFORMANSIYLA DINLEYICIYE ULASMAK

Bu projeyi, kadinlarin kendi hikdyelerini paylasabilecekleri ve kendi benzersiz
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ifade bicimlerini takdir edebilecekleri bir platforma doniistiirmeyi umuyorum.
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Fransiz post-yapisalct feministler Hélene
Cixous ve Luce Irigaray’in estetik bir konsept olarak
gelistirdikleri I'écriture féminine (disil yazin) kav-
raminin teorik cercevesini miizikal performansla
yeniden kurguluyorum. Bu iki filozof, kadinlari
kendilerini yazmaya tegvik eder. Bu yazma eylemi,
ataerkil kavramlar tarafindan tanimlanamayan ya
da standartlagtirilamayan kadinlarin dilini kegfet-
mek ve gelistirmek i¢in, kadin bedeninin ve kadin
cinselliginin derinlerine kok salmis seyler yazmak
anlamina gelir'.

Piyanist seslendirme yaptig1 igin, seslendiren
piyanist janrinda da, piyanistin bedeni ve toplumsal
cinsiyeti, performansin ayrilmaz bir pargas: héline
gelmektedir. Performans, seyircinin dikkatini sanat-
ciin bedenselligine geker ve sanatgry: kirilgan, cin-
siyetlendirilmisg bir varlik olarak gosterir. Disil yazin
estetiginin ve seslendiren piyanist janrinin benzersiz
ozelliklerinin harmanlanmasiyla olusan bir estetigin,
dinleyicinin hissederek deneyimlemesine olanak

1 Luce Irigaray (1985): This Sex Which Is Not One (Translation:
Catherine Porter), New York: Cornell University Press,
23-33; Ping Xu (1995): “Irigaray’s Mimicry and the Problem
of Essentialism” in Hypatia 10, no.4: 76-89; Héléne Cixous
(1976): “The Laugh of the Medusa” in: Signs 1, no.4, 875-893.

verdigini diigtiniyorum. Dinleyici, kadin merkezli
bir alanin etkisindedir. Bu odaklanma, performans
sirasinda dinleyiciye bilingaltindaki kadinlarla ilgili
basmakalip ve normatif algilari yeniden distindirir.

Tiirkiyeli besteci Beste Ozgelebi'nin Onlar igin...

adli eseri, fiziksel ve duygusal anlamda travmatik
bir deneyim yasayan bir ¢ocuk gelinin hikéyesini
anlatir. Cocuk gelinin bellegi, miizikal performansta
cisimlestiginde ve yeniden anlatildiginda, dinleyici
salt tiziicti gergekleri 6grenmekle kalmaz, ona aym
zamanda ¢ocukla empati kurma firsati da verilmig
olur. Ozgelebi, bestesiyle, kiz cocuklarina el uzatma-
lar1 i¢in dinleyiciyi harekete gegirmeyi umut ediyor.

Seslendiren Piyanist: Kadinlarin Sesleri projemi,
kadinlarin kendi hikéyelerini paylasabilecekleri ve
kendi benzersiz ifade bicimlerini takdir edebile-
cekleri bir platforma déniistirmeyi umuyorum. Bu
amaca ulagmak icin bedenimi ve sesimi kullanarak
kadinlarin hikéyelerini, anilarin, acilarini ve hazlarim
cisimlestirmeye ve bu anlattiklarimla iligki kuracak,
empati gelistirecek ve birbirlerine duyarli dinleyici-
lere ulagmak i¢in, tim enerjimi bu projeye vermeye
devam edecegim. Ciinkii bu, benim feminist pedago-
ji yontemim.
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For them... (2018)
Beste Ozgelebi

For solo vocalizing pianist, fixed electronics and video
This music is dedicated to all young girls all over the world who are forced to get married.

Daddy woke up this morning,

“C’'mon we're going to your husband’s”

He said.

What, what!?

It shall, it shall be, it shall be. What daddy says.

Please, no, no, no!

For, for, we, no right to decide

We have no, no, decide, no right! No, no, no mouth
We have no, no mouth to speak.

He is, he is three times my age....

The dowry was paid, sold off!

The dowry was paid, marriage was arranged.

Must feel lucky!

Mum said; the man is a good man and that I'll not regret marrying the man
It’s for the best as well as for my future so that,
Ishould, I should understand it.

Lucky! She wouldn’t want me to suffer.

Happy! There he is! He! is

My husband! My husband! He! My...

He got what he wants!

They, no, no, hit me, Held captive! Servant! That’s all I am to them.
My hands are broken and my eyes bruised,

Suffering whackings!

No one helped me

Everyone remained silent.

I could not eat... Sick...Dizzy... Pain, pain, beaten, could
not,

Dizzy... Baby, I, my, baby, pain, beaten by my husband,
dizzy, baby,

He has right to get his demands,

To get what he wants... Pain, my baby, in my, baby,
stopped moving... My, why, they, silent, I, alive....
Death...

FOR THEM, it’s just a tradition...
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Onlar igin... (2018)
Beste Ozgelebi

Seslendiren solo piyanist i¢in, elektronik miizik diizenlemeleri ve video
Bu miizik, diinyanin her yerinde zorla evlendirilmeye ¢alisilan geng kizlara adanmugtur.

Babam bu sabah uyand:

“Hadi kocanlara gidiyoruz”

Dedi.

Ne? Kocamlara mi1?

Babam ne buyurursa,

Ne derse o olacak

Litfen, hayir, hayir, hayir!

Bizim hakkimiz yoktur ki karar vermeye,

Ne de konusmaya agzimiz, séziimiiz gegmez, hakkimiz yok!
Konusacak agzimiz yok.

Kocamin yag1, benim yagimin ti¢ kat1.

Baglik parasi 6dendi, satildim!

Baglik 6denmis, evlilik diizenlenmistir.

Kendimi sansli hissetmeliyim!

Annem dedi ki; adam iyi bir adam ve ben, bu adamla
yapacagim evlilikten asla pisman olmayacagim.

Hem boylesi, gelecegimin i¢in daha iyi, Bunu anlamaliyim.
Sansliyim! Annem zaten niye ac1 gekmemi istesin ki.
Mutluyum! Iste burada!

O!Kocam! Kocam! O! Benim...

Istedigini aldi!

Onlar, hayir, hayir, bana vurdu, Tutsak edildim!

Hizmetgi. Onlar i¢in ben sadece buyum.

Ellerim kirik ve gozlerim ¢iirtimiis: Dayaktan muzdarip!
Kimse bana yardim etmedi. Herkes durumuma sessiz kaldu.
Yemek yiyemiyorum... Hastayim... Basim dontiyor... Agri,
aci, dovillmiis, yapamiyorum. Basim doniiyor... Bebegim,
bebegim, aci, kocasi tarafindan doviilmiis... Bagim...
Bebegim... Kocamin ne isterse onu yapmaya hakk var,
istedigi her seyi elde etmeye... Bebegim... Icimde, bebegim,
hareket etmiyor artik ... Benim, neden, onlar, sessiz, ben,
Canli muymm... Oliim nedir...

ONLAR ICIN, bu yalnizca bir gelenek....

(Ceviri: Beste Ozgelebi, 2018)
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Opening Address to the Conference

Sirin Tekinay

Sabanci University Vice Rector

As Sabanci University, we are very proud of
our collaboration with Istanbul Women’s Museum.
I'would like to say a few words about the significance
of this collaboration for us.

We are a university with an expansive under-
standing of pedagogy. We are a small but pioneering
university. Innovation is very important for us. And
in the sphere of education our approach and our
method are unique among Turkish universities. We
summarize this approach as “solid roots and strong
wings.” Our “roots and wings” program is about put-
ting this approach into action. We strive to bring out
the creativity in all of our students. As a university at
the beginning of the 21% century, our responsibility
is to spread the capacity to create throughout the
country and all around the world. In order to make
this possible, conferences and collaborations such as
this are vehicles of extreme importance.

As an innovative university, we are very proud to
advance our position in the Times Higher Education
Impact Ranking System. As proud as we are about
the numbers of our projects, articles, research awards

and other successes as a university, we also wanted to
see where we stand in terms of the Sustainable De-
velopment Goals of the United Nations. One of the
most important of these is gender equality. Women
in this world are not a “problem” to be solved, they
are the solution. And we would very much like to
promote this solution and make it visible. Gender
equality is one of the most significant among the
United Nations Sustainable Development Goals, and
as a university, we chose gender equality as a goal for
ourselves.

We are a university that approaches arts and
social sciences as fields that utilize solutions provided
by engineering to make social impact. As a university,
we may have a special prominence in engineering,
technology and natural sciences, but we are aware
that the advances in these fields mean nothing unless
they are brought to the service of society to advance
civilization at large.

Therefore, it gives me great pleasure and excite-
ment to have come together with you today in this
important event.



Sabanci Universitesi olarak Istanbul Kadin
Mizesi ile yaptigimiz isbirliginden dolay1 ¢ok gu-
rurluyuz. Bu isbirliginin bizim i¢in 6nemini kisaca
agiklamak istiyorum:

Biz pedagojileri ¢ok genel anlamda alan bir
Universiteyiz. Kigik bir tniversiteyiz ama Oncii
bir iiniversiteyiz. Inovasyon, yenilikgilik bizim icin
¢ok ¢ok onemlidir. Egitim alanina yaklagimimiz ve
yontemimiz tlkemizin tniversiteleri arasinda tektir.
Biz buna kisaca “Saglam kokler ve giigli kanatlar”
diyoruz. “Roots and wings” programimiz tam olarak
da bunu yansitiyor. Biitiin 6grencilerimizin yaratici-
liklarinin ortaya ¢ikmasini saglamaya galigtyoruz. Ama
bir tiniversite olarak 21. yiizyilin baginda sorumlulugu-
mugz, bu yetinin biitiin tilkemize, biitiin diinyaya yayil-
masi saglamaktir. Bunu yapmak i¢in de igte bu tiir
isbirlikleri ve etkinlikler bizler icin ¢ok ¢ok onemlidir.

Yenilik¢i bir tniversite olarak Times Higher
Education Universiteler Arasi Etki Siralama Siste-
minde daha yukarida yer aldigimizi bilmekten gurur

BELGELER

Konferansin A¢ilis Mesajt

Sirin Tekinay

Sabanci Universitesi Rektor Yardimcisi

duyuyoruz. Ciinkd bir tniversite olarak kendimiz
aragtirma projelerimizden, makalelerimizden, fonla-
rimizdan, bagarilarimizdan ne kadar gurur duysak da,
Birlesmig Milletler’in Siirdiiriilebilir Kalkinma He-
deflerine yonelik ne yapiyoruz sorusunun 6lgiisiini
almak istedik. Bu 6lciitler arasindaki ¢ok 6nemli he-
deflerden bir tanesi cinsiyet esitligidir. Diinyada ka-
din sorunu degil ¢6ziimii var ve biz bu ¢6ziimii ortaya
¢ikarmak istiyoruz. Birlesmig Milletler Stirdiirtilebilir
Kalkinma Hedefleri arasinda en basta cinsiyet esitligi
geliyor. Biz tiniversite olarak bu hedefi sectik.

Sanata, sosyal bilimlere, mithendisligin sonugla-
rin1 uygulayarak etki yaratan alanlar olarak bakan bir
tniversiteyiz. Mithendislik, teknoloji, temel bilimler
agirhikli bir tiniversite olabiliriz ama bu alanlardaki
aragtirma gelistirmenin toplumun hizmetine ve uy-
garhigin ilerlemesinin hizmetine sunulmadig siirece
hi¢bir anlama gelmedigini de ¢ok iyi biliyoruz.

Bu yiizden sizlerle birlikte bu 6nemli etkinlikte
bir araya gelmis olmak bana biiyiik heyecan veriyor.
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Message of Greeting

Suay Aksoy

Director, International Council of Museums (ICOM)

The Istanbul Women’s Museum, this tiny online
museum, adds another great event to its timeline as
well as to that of the country’s, and here we are today.

What more we can do? Museums are known
for delivering unbiased information through their
exhibitions and learning programs. But do we provide
multiple perspectives on the past, especially on the
less pleasant aspects of society? Whose stories do we
tell? Do we build platforms that invite people to tell
and hear stories that spark discussion and motivate
people to collaborate for a better tomorrow? Mu-
seums, through many and varied stories, can assist,
both locally and globally, to build bridges in societies
divided by social fault lines and can help to advance
harmony.

We collaborate and contribute to the democra-
tization of society. This task is not, of course, simple
or easy. There are histories and aspects of identities
that are neglected or overlooked by museums because
of political circumstances. There are non-official
histories. The past can be quite effective in creating

a sense of belonging or non-belonging within smaller
communities or within countries. In fact, there has
been a strong affiliation between museums and the
status quo. Actually, it is generally believed that a
museum takes a neutral, a non-politicized stance if
it sustains the status quo and does not actively crit-
icize it. When, on the other hand, a museum fosters
social or institutional criticism, this is perceived as
politicization.

Women’s museums have largely assumed a po-
liticized approach and discourse in sometimes subtle,
sometimes direct ways. Many women’s museums pio-
neer in telling manifold stories, in promoting inclusion
and in defending human rights. This background is a
very inspiring context for our conference. I wish you
many fulfilling conversations and discussions that will
further support a humane approach for tackling issues
pertaining to women, and, beyond that, to other issues
of our day from war to migration to sustainability.
This is an approach we cherish highly at ICOM, the
International Council of Museums.



Agcilis Mesajt

Suay Aksoy

Uluslararas1 Miizeler Konseyi (ICOM) Bagkani

Cevrimigi bir platformda kurulmus kiigtik bir
miize olan Istanbul Kadin Miizesi hem kendi tarihine
hem de tilkedeki miizelerin tarihine harika bir etkinlik
daha ekledi ve simdi, burada, bir araday1z.

Miizeler, diinyada giivenirligi en yiiksek ve sayg1
duyulan kurumlar arasinda. Bu elbette bizim lehimize,
fakat daha fazla ne yapilabilecegini disiinmeliyiz.
Yapabilecegimiz baska neler var? Miizeler, sergileri ve
egitim programlariyla tarafsiz bilgi sunan kurumlar
olarak taninir. Fakat gegmise ve tatsiz gelismelere
dair farkh perspektifler sunabiliyor muyuz? Kimlerin
hikéyelerini anlatiyoruz? Insanlarin kendi hikayelerini
anlatabilecekleri, bagka hikayeleri dinleyebilecekleri,
tartigmalar yiirttebilecekleri ve daha iyi bir gelecek igin
isbirligi yapma motivasyonunu bulacaklar: platformlar
olusturabiliyor muyuz? Miizeler, hikéyelerin cogullugu
yardimiyla toplumsal fay hatlarinin ayirdigs insan toplu-
luklar: arasinda, yerel ve kiiresel kopriiler kurulmasina
ve birliktelik yaratilmasina katkida bulunabilir.

Toplumun demokratiklesmesi amaciyla igbirlikleri
kurmakta ve bu gelismeye katkida bulunmaktayz. Tabii
ki bu kolay bir is degil. Siyasi nedenlerle hikayeleri mii-

zelerde yer bulmayan ve gormezden gelinen kimlikler
ve resmi tarihin yer vermedigi hikayeler var. Ulke ya da
daha kiigiik topluluklar bazinda, kendini ait hissetme ya
da hissetmeme duygusunun olugmasinda, tarih oldukga
etkili olabilir. Aslinda miizeler ile statiiko arasinda her
zaman ciddi bir iligki de vardir. Statitkoyu siirdiiren
ve etkin bi¢imde elestirmeyen miizelerin tarafsiz ve
apolitik olduguna inanilir. Halbuki politiklestirme
olarak goriilen toplumsal veya kurumsal elestiriler igin,
bunun tam tersi gegerlidir.

Kadin miuzeleri, acik ya da ustii kapali ifade
bigimleriyle politiklesmis bir yaklasim ve séylem
benimsemistir. Bu miizelerin bir ¢ogu; su anda ¢esitli
hikayeler anlatan, kapsayicilig1 ve insan haklarini sa-
vunan miizelerin 6nciileridir. Kadin miizelerinin bu
gecmisi, bu konferans i¢in gercekten ilham verici bir
temel olusturuyor. Bu nedenle, kadinlarla ilgili mese-
lelerin de &tesinde gog, savas ve stirdiiriilebilirlik gibi
konularda da insancil yaklagimi destekleyecek verimli
tartigmalar diliyorum. Bu tiir yaklagima, Uluslararasi
Miizeler Konseyi olarak biz de biiyiik 6nem veriyoruz.
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Message of Greeting

Mona Holm!

Chairwoman, International Association of Women’s Museums (IAWM)

This is the first European-Asian Women’s Mu-
seum Conference ever and, thus, a historic event! I
speak today on behalf of our colleagues in women’s
museums all around the world. For AWM, this
conference is of great significance. All women’s and
gender museums have a common aim: we want to
create a better future. We work to make a more demo-
cratic world where women’s voices and stories — both
from the past and from the present — are heard. In
this context, opportunities like this to meet and work
together are of the highest importance.

This conference happens to mark the 10™ anni-
versary of our women’s museum network, the JAWM!
In 2008, we had the very first opportunity to meet in
Merano, Italy. For many of the women’s museums, this
was the first time they learned about the existence
of the others. Until then we had worked mostly on
our own and did not know that there were so many
of us, striving for the same goals with the same tasks
in all parts of the world. The 2008 conference was
organized by the women’s museum in Merano in
collaboration with the women’s museum in Senegal.
An enormous effort was made to reach out to and
invite women from all continents. When we met, we
instantly understood the importance of keeping in
contact through a network.

In 2012 in Alice Springs, Australia, we founded
the IAWM as an official international organization.
It was registered in Bonn (Germany) by our first

1 Curator, Women’s Museum Norway

president, Bettina Bab. Our administrative head-
quarters has been located in Merano since 2015, and
a lot of our resources are provided by the women’s
museum there through its director Sissi Prader, who
deserves special thanks from all of us. Our coordi-
nator and driving force since the very beginning has
been Astrid Schénweger, also from Merano. These
three women and several members of the first and
the present board of IAWM are present here at the
Istanbul conference. Many of them will participate
in the panels and workshops. Afterwards, some will
also attend an IAWM meeting here in Istanbul on
October, 21% and 22",

Today, there are, as far as we know, 88 women’s
museums? around the world. Seventeen of these
are virtual and there are 44 initiatives planning to
set up new women’s museums. These museums are
quite different from one another, but we all have
something in common: we are striving and struggling
to give women their due place in history and a place
(A room of their own!) to find cultural expressions
by women from women’s own perspectives. The
aim of this conference is to make another future
possible — a gender-democratic one — by exploring
the possibilities of our creativity. The conference
program is extremely relevant, varied and of high
quality. Let us take this opportunity to advance our
common goal. Let us go home strengthened and
prepared to continue our work.

2 The number of the women’s museums one year after the conference in October 2019 has increased to 9s.

19 of them are virtual museums and there are 47 women’s museums initiatives (M. A.).



Agcilis Mesajt

Mona Holm!

Uluslararasi Kadin Miizeleri Birligi, (IAWM), Bagkan

Bu bulusma, Avrupa ve Asya Kadin Miizeleri
Konferans’'nin ilki ve bu agidan da tarihi bir olay!
Bugiin, tiim diinyadaki kadin miizelerinde ¢alisan
meslektaglarimiz adina konuguyorum. Bu konferan-
sin, Uluslararas: Kadin Miizeleri Birligi icin 6nemi
buyiik. Biitiin kadin ve toplumsal cinsiyet miizelerinin
ortak amaci, bagka bir gelecek yaratmaktir. Diinyayn,
kadinlarin seslerinin ve ge¢misteki ve giinimiizdeki
hikéyelerinin duyuldugu, daha demokratik bir yer
héline getirmek igin ¢aligiyoruz. $imdi oldugu gibi,
bir araya gelme ve birlikte ¢aligma firsatlar1 yakalamak
bizim i¢in ¢ok 6nemli.

Bu konferans, ayn1 zamanda, kadin miizeleri
agimiz Uluslararas1 Kadin Mizeleri Birligi'nin de
10. yildéntimiine denk geliyor! 2008'de Merano'da
(Italya) ilk kez bir araya gelme firsat1 bulmustuk.
Pek ¢ok kadin miizesi, bu bulusmada, diger kadin
miizelerinden ilk kez haberdar oldu. O zamana kadar
kendi bagimiza ¢alistyorduk; diinyanin farkl yerlerin-
de ayni1 gaye ve ayni1 hedefle ¢aligan bu kadar buyik
bir grup oldugumuzun farkinda degildik. 2008'deki
konferans, Senegal’deki kadin miizesi isbirligiyle,
Merano’daki kadin miizesi tarafindan diizenlenmisti.
Tiim kitalardan kadinlara ulagabilmek, onlar1 davet
edebilmek i¢in biytik emek harcanmigti. Tanigir
tanigsmaz, bir ag yoluyla iletisim halinde olmanin
Onemini kavramigtik.

2012'de, Alice Springs’de (Avustralya) kayith
bir uluslararasi kurulug olarak, Uluslararasi Kadin

1 Kiirator, Kvinnemuseet (Norveg Kadin Miizesi)

Miizeleri Birligi'ni (IAWM) kurduk. Kurulusun kay-
diny, ilk bagkanimiz Bettina Bab Bonn'da (Almanya)
yapt1. Yonetim merkezimiz 2015’ ten bu yana Merano'da
bulunuyor. Kurulusumuza, Merano'daki kadin miize-
sinde, direktorii Sissi Prader yoluyla, genis olanaklar
saglandu. Sissi Prader, 6zel tesekkiiri hak ediyor.
Kurulusumuzdan itibaren gene Merano’daki kadin
miizesinden Astrid Schénweger koordinatérimiz ve
yuritici gicimiiz oldu. Bu ti¢ kadin ve IAWM nin
hem ilk hem de simdiki yonetim kurulunun bir¢ok
iiyesi, Istanbul'daki konferansta bizimle birlikte. Pek
¢ogu konferansin panellerinde ve atolyelerinde yer
alacak. Bazilari, konferansin ardindan 21-22 Ekim'de
Istanbul'da yapilacak AWM toplantisina da katilacak.

Bildigimiz kadariyla simdi diinyada 88 kadin
miizesi var. Bunlarin 17’si sanal miize. Kadin miizesi
kurmak i¢in olugsmus 44 girisim grubu bulunuyor.”
Bu miizeler birbirinden farkli olsa da, hepimizin ortak
noktasi, kadinlara, kadinlarin kendi bakis a¢ilarindan,
kadinlar tarafindan anlatilmug kiltiirel ifadelerin yer
bulabilecegi bir tarih, bir yer (kendine ait bir oda) olus-
turmak i¢in ¢aba gostermemiz ve miicadele etmemizdir.
Bu konferansin amaci, yaraticihgimizin imkanlarini
kesfederek bagka bir gelecek, toplumsal cinsiyet agi-
sindan demokratik bir gelecek yaratmaktir. Konferans
programi, bu amaca uygun, gesitli ve mitkemmel. Bu
firsat, ortak hedefimize yaklagmak icin degerlendirelim.
Evlerimize giiclenmis ve ¢alismalarimizi siirdiirmeye
hazir olarak donelim.

2 Konferanstan bir yil sonra, Ekim 2019'da, kadin miizelerinin sayisi, 19’u sanal olmak tizere, 95’ ytikseldi.

Ayrica 47 kadin miizesi girisimi de bulunmaktadir (M.A.).
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A Statement on Women’s Museums

Astrid Schonweger!

During the First Asian and European Conference of Women’s Museums “Feminist Pedagogy: Museums,
Memory Sites, Practices of Remembrance” (Istanbul, 18—20 October 2018) the participants of the workshop
“How do Women and Gender-Oriented Museums Differ from Other Museums and Places of Memory”
listed the main differences between women’s and gender museums on the one hand and other museums
and memory sites on the other, as well as the defining concepts of women’s museums. The results were

shared with the audience at the final meeting of the conference by the chairwoman of the IWWM.

Women’s museums differ from other museums and memory sites in that

=
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they are not about objects, but about people;

social inclusion is at the centre of their work;

they try to re-write history from bottom-up;

they use transparent story-telling;

their work is process-oriented, not goal-oriented;

they see women as agents instead of victims;

they believe in a strong continuity between the past and the present;

they show different perspectives of the world instead of mainly male perspectives.

Women’s museums try to realize the following goals:

=
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commemoration

gender equality

inclusion

exhibition of fragments of history

diversity / intersectionality

empathy

participation

interdisciplinary approach

making the unimportant important, the invisible visible
supporting processes of subjectification

Coordinator, International Association of Women’s Museums, IAWM. Astrid Schonweger was the instructor for the
workshop “How do Women and Gender-Oriented Museums Differ from Other Museums and Places of Memory”.
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Kadin Miizelerine Dair Bildirge

Astrid Schonweger!

Feminist Pedagoji: Miizeler, Hafiza Mekanlari, Hatirlama Pratikleri — 1. Asya ve Avrupa Kadin Miizeleri Konfe-
ransi (18—20 Ekim 2018 Istanbul) gercevesinde, kadin ve toplumsal cinsiyet odakli caligan miizelerin, hatirlama
kiltiirlerine yaptiklar katkilar baglaminda “Kadin ve Toplumsal Cinsiyet Miizelerinin Diger Miizelerden ve Hafiza
Mekanlarindan Farki Nedir?” isimli atélye diizenlendi. Katilimeilarla birlikte, kadin ve toplumsal cinsiyet miizeleri
ile diger miizeler ve hafiza mekanlar1 arasindaki en 6nemli farkhiliklar ve kadin miizelerinin belirleyici kavramlar
listelendi. Bu belgeyi, IAWM baskani konferansin kapanig oturumunda katilimcilarla paylasti.

Kadin miizeleri, diger miizelerden ve hafiza mekéanlarindan alttaki hususlarda farklilagir:

o Nesne merkezli degil, insan odaklidur.

« Toplumsal kapsayici olma amaghdir.

« Tarihi agagidakilerden baglayarak yeniden yazar.

«  Seffaf hikéye anlaticihg: yapar.

o Hedef amagli calismak yerine, siire¢ hedefli ¢aligir.
 Kadinlari kurban olarak degil, aktif 6zneler olarak goriir.

«  Gegmis ile giintimiiz arasindaki siireklilige isaret eder.

« Diinyayi eril bakis agisiyla degil, farkli perspektiflerden sunar.

Kadin miuizeleri agsagidaki hedefleri gerceklestirme amacini giider:

« Hatirlayicihk

« Toplumsal cinsiyet esitligi odaklilik

o Kapsayialik

«  Gegmisin kesitlerinde yogunlagmak

o Cesitlilik ve kesisimsellik

« Empati olusturmak

o Katilmcilik

o Disiplinleraras: ¢caligmak

«  Onemli olmayan: 6nemli kilmak, gériinmeyeni goriiniir yapmak
«  Oznelesme siirecini desteklemek

1 Koordinatér, Uluslararas: Kadin Miizeleri Birligi (International Association of Women’s Museums, IAWM). Astrid Schonweger,
“Kadin ve Toplumsal Cinsiyet Miizelerinin Diger Miizelerden ve Hafiza Mekanlarindan Farki Nedir?” isimli at6lyenin yoneticisiydi.
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Konferansa Katilan Kurumlar

Organisations Represented at the Conference

Animasyon Kadinlari, Tiirkiye « Women in Animation, Turkey

Antalya Kadin Miizesi, Tiirkiye « Women’s Museum Antalya, Turkey

Bonn Kadin Miizesi, Almanya « Frauenmuseum, Germany

Brooklyn Miizesi, ABD « Brooklyn Museum, USA

Cins Adimlar: Toplumsal Cinsiyet ve Hafiza Yiirtiytsleri, Tirkiye « Curious Steps: Gender and Memory Walks, Turkey
Empati Miizesi, Ingiltere « Empathy Museum, England

Glasgow Kadin Kiitiiphanesi, Iskogya « Glasgow Women’s Library, Scotland

GORiinmeyen Kadinlar, Ingiltere « inVISIBLEwomen, England

HASAT Think Tank, Tiirkiye « HASAT Think Tank, Turkey

Iran Kadin Hareketi Miizesi, Hollanda'da diasporada aildi « Iranian Women’s Movement Museum, opened in the Netherlands in the diaspora
Istanbul Kadin Miizesi, Tiirkiye « Istanbul Women’s Museum, Turkey

Isvicre Kadin ve Miize Girigsim Grubu, Isvicre « IG Frau und Museum, Schweiz

Kadin Eserleri Kiitiiphanesi ve Bilgi Merkezi, Ttirkiye « Women’s Library and Information Centre, Turkey

Kadin ve Hafiza Forumu, Misir « Women and Memory Forum, Egypt

Kiz Cocuklar: Miizesi, Laos & Yeni Zelanda « Girl Museum, Laos & New Zealand

Kiiresel Kadin Fonu, ABD « Global Fund for Women, USA

Merano Kadin Miizesi, Italya « Museo delle Donne, Italy

Mor Cat1 Kadin Siginag Vakfi, Tirkiye « Purple Roof Women'’s Shelter, Turkey

Norveg¢ Kadin Miizesi, Norveg « Kvinnemuseet, Norway

Piemonte Kadin Arsivi, Italya « Archivio delle donne in Piemonte, ArDP, Italy

Sabanci Universitesi Toplumsal Cinsiyet ve Kadin Caligmalar: Mitkemmeliyet Merkezi (SU Gender), Tiirkiye « Sabanc1 University
Gender and Women’s Studies Center of Excellence (SU Gender), Turkey

Savag ve Bariga Dair Aktif Kadin Miizesi, WAM, Japonya « Women’s Active Museum on War and Peace, WAM, Japan
Ulusal Kadin Sergi Galerisi, Giiney Kore « National Women’s Exhibition Hall, South Korea

Uluslararast Hikéye Anlaticiligi Merkezi SEIBA, Tiirkiye « SEIBA Storytelling Center, Turkey

Uluslararast Kadin Miizeleri Birligi, IAWM, Italya « International Association of Women’s Museums, IAWM, Italy
Uluslararas1 Miizeler Konseyi, ICOM, Fransa « International Council of Museums, ICOM, France

Yerel ve Uluslararas: Kadin Kiiltiirii Miizesi, Almanya « Museum Frauenkultur Regional-International, Germany
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TESEKKUR

Bu kitabin basiminy, Friedrich Ebert Stiftung Dernegi Tiir-
kiye Temsilciligi ve HEKS - Hilfswerk der Evangelischen Kirchen
Schweiz destekledi.

Kitabin igerigini olugturan “Feminist Pedagoji: Miizeler,
Hafiza Mekanlar1 ve Hatirlama Pratikleri adli 1. Asya ve Avrupa
Kadin Miizeleri Konferansi’nin (Istanbul, Ekim 2018) yapil-
mast ise; Rosa-Luxemburg-Stiftung (Berlin), Agtk Toplum Vakfi
(Istanbul), Global Fund for Women (San Francisco), SU Gender
(Istanbul), Anne Frank Fonds (Basel), SALT Galata (Istanbul)
kuruluglarinin katkilartyla miimkiin oldu.

. SU Gender’in miithis yaratici ekibiyle beraber hazirladi-
gimiz konferans, bizim i¢in kiymetli bir deneyim ve tiim
katilimeilar i¢in de unutulmaz bir etkinlikti.

. Cihan Koral Malak (Hasat Think Thank), feminist
pedagojiyi konferans siirecine de mitkemmel yansitan
kolaylastiric1 destegi verdi.

. Getronagan Ermeni Lisesi, piyanist Michiko Saiki'nin
performansini okulun konser salonunda cémertge
agirladi. Saiki, modern Ermeni klasik miiziginin kurucusu,
besteci ve miizikolog Gomidas Vartabed'in (1869-1935)
piyanosunu kullanma firsatina sahip oldu. Konferans
paralelinde sunulan “Ifsa Etmeden? / unEXPOSED?”
sergisine okulun sergi salonunu sundu ve 6grencilerle
gelistirilen ve uygulanan miize pedagojisi projesine olanak

sagladi.

. Cins Adimlar, konferans katilimcilarina feminist
pedagojinin hayata gecirildigi 6zgiin bir hafiza yurtyusi
deneyimi sagladilar.

Adi gegen tiim kisi ve kuruluglara ¢ok tesekkiir ediyoruz.
Ozel tegekkiirlerimiz ise sadece kitabin yazarlarina, cizerlerine
ve gevirmenlerine degil, aymi zamanda isbirligi yaptigimiz diger
kurumlara ve eger coskulu destekleri olmasaydi ne konferansin
ne de bu kitabin gerceklesebilecegi tiim goniillilerimize gidiyor.

Istanbul Kadin Miizesi

NOTE OF THANKS

We are grateful to Friedrich-Ebert-Stiftung Turkey and
HEKS - Hilfswerk der Evangelischen Kirchen Schweiz for making
this publication possible.

We are also thankful to the supporters of the First Asian
and European conference of women’s museums “Feminist
Pedagogy: Museums, Memory Sites, Practices of Remem-
brance” (Istanbul, October 2018), on which this book is based:
Rosa-Luxemburg-Stiftung (Berlin), A¢tk Toplum Vakfi (Istanbul),
Global Fund for Women (San Francisco), SU Gender (Istanbul),
Anne Frank Fonds (Basel), SALT Galata (Istanbul).

Our special thanks goes to

. the amazing SU Gender team. Preparing the conference
with all the creative members of SU Gender was a valuable
experience, and the result was an unforgettable event for

all participants.

. Cihan Koral Malak (Hasat Think Thank) for her excellent
support as a facilitator at the conference in a way that the
concept of feminist pedagogy came alive.

. the Getronagan Armenian High School, Istanbul, for
generously opening the school’s concert hall to host the
performance of Michiko Saiki. For her concert Saiki was
given the opportunity to use the historical piano of the
composer and musicologist Gomidas Vartabed (1869
1935), the founding father of Armenian modern classical
music. The school also helped us to present the exhibition
“Ifsa Etmeden? / unEXPOSED?” in the exhibition hall
of the school and to develop and implement a museum

pedagogy project with the students.

. Curious Steps for offering the conference participants a
unique memory walk from a gendered perspective, thus
giving a concrete example of feminist pedagogy.

Finally, we wish to express our gratitude not only to the
authors of this book, the graphic illustrators and the translators
of the articles, but also to our partner institutions and all the
volunteers without whose enthusiastic work neither conference
nor book would have become reality.

Istanbul Women'’s Museum
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Ahusevi Dino

Alen Tascloglu

Alex Miskin

Ani Paylan

Asena Giinal

Ashi Aygiines

Astrid Schonweger
Ayse Giil Altinay

Asli Odman

Aylin Vartanyan
Aysecan Terzioglu
Bagak Urkmez

Birsen Atakan

Begiim Acar

Cansu Alara Aysu

Cem Demirayak
Cemile Nihan Turhan
Cemre Zekiroglu
Ceyda Evci

Dalida Tutiinciyan
Deniz Penzkofer

Deniz Uludag

Duygu Asik

Eda Cagil Caglarirmak
Eda Erig

Ege Zeytun

Elif Aksakal

Emirhan Deniz Celebi
Esen Kunt

Fatma Artunkal

Feyza Akinerdem

Foti Benlisoy
Frauenmuseum, Bonn
Fulya Kama Ozelkan
Gizem Damla Cakmak
Gizem Tag

Global Fund for Women, San Francisco
Group Women and Museum Switzerland, St. Gallen
Giilnaz Bingol

Hazal Ince

Hiilya Adak
Hans-Martin Dederding
International Association of Women’s Museums, AWM
Irmak Uyan

ipek Tabur

Irem Efe

Irem Kulaber

Janin Bolak

Jbid Luys Gezer

Judith Cederblom

Kadriye Tezcan Akmehmet
Karin Karakagh

Kerem Bitgiil
Kvinnemuseet, Kongsvinger
Lara Suluoglu

Larisa Kotan

Larissa Tagkiran

Laura Elise Neumann
Margaret Fearey

Maria Demirci

Mariam Ocal

Martha Beery

Mary Waegner

Meltem Ahiska

Merve S. Oztiirk
Moscheh Bokle

Mualla Gorkey

Museo delle Donne, Meran
Museum Frauenkultur Regional-International, Fiirth
Nar Mina Celayir

Nayat Karakose

Nazli Eda Noyan

Nazli Hazar

Nora Mardikyan

Nora Tataryan

Nurgiil Ozz

Oguz Can Ok

Regat Saban

S. Gilimser Yildirim
Seckin Erdi

Selin I¢

Sema Semih

Sena Bayraktar

Senem Donatan

Serhat Kagan

Sevim Sancaktar

Silva Kuyumcuyan
Sungur Savran

Susan Strane

Sehlem Kagar

Sirin Tekinay

Talya Okke

Tugba Nur Dogan Faitour
Tugba Yavuz

Tiilay Kolak

Yasemin Ahi

Yasemin Inceoglu

Yeliz Selvi

Zeynep Basak Kiititk
Zeynep Ozgiil
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Definition of a women' museuim
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LINKLER « WEBLINKS

Feminist Pedagoji: Miizeler, Hafiza Mekanlar1 ve Hatirlama Pratikleri -
1. Asya ve Avrupa Kadin Miizeleri Konferansi’nin blogu

Blog of the 1** Asian and European Conference of Women’s Museums
“Feminist Pedagogy: Museums, Memory Sites, Practices of Remembrance”

www.feministpedagojikonferansi.wordpress.com ¢ bitly/2nBkG6M

Feminist Pedagoji: Miizeler, Hafiza Mekanlar1 ve Hatirlama Pratikleri -
1. Asya ve Avrupa Kadin Miizeleri Konferansi’'nin program kitap¢igi

Program booklet of the 1** Asian and European Conference of Women’s Museums
“Feminist Pedagogy: Museums, Memory Sites, Practices of Remembrance”

www.feministpedagojikonferansi.files.wordpress.com/2018/10/fp-conference-booklet-as.pdf
bit.ly/2mG1lmp3

Feminist Pedagoji: Miizeler, Hafiza Mekanlar1 ve Hatirlama Pratikleri -
1. Asya ve Avrupa Kadin Miizeleri Konferans’nin belgesel filmi

Documentary film of the 1™ Asian and European Conference of Women’s Museums
“Feminist Pedagogy: Museums, Memory Sites, Practices of Remembrance”

youtu.be/B--4gwjlywc

Konferansin tiim oturumlarina, istanbul Kadin Miizesi'nin
YouTube kanalindan erisilebilir

All sessions of the conference are available on the YouTube channel
of Istanbul Women’s Museum

www.youtube.com/user/istanbulkadinmuzesi/videos ¢ bit.ly/20dgtXu

303


http://www.feministpedagojikonferansi.wordpress.com
http://www.feministpedagojikonferansi.files.wordpress.com/2018/10/fp-conference-booklet-a5.pdf
http://www.youtube.com/user/istanbulkadinmuzesi/videos
https://bit.ly/2nBkG6M
https://bit.ly/2mG1mp3
https://youtu.be/B--4gwj1ywc
https://bit.ly/2odgtXu
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Heggeldiniz i Welcome

Sergi katalogu: “ifsa Etmeden? / unEXPOSED?”
Exhibition catalogue: “Ifsa Etmeden? / unEXPOSED?”

www.feministpedagojikonferansi.files.wordpress.com/2018/12/
all-exhibition-posters-for-the-press_info.pdf

bit.ly/2kVunMz

Kadin Miizesi: Toplumsal Bellek Merkezi ve Kapsayict Mekan

Women’s Museums: Center of Social Memory and Place of Inclusion. Istanbul: Giildiinya
Yayinlar:

bit.ly/2kfdmNb

“Kadin Miizesi: Toplumsal Bellek Merkezi ve Kapsayic1 Mekéan -
Uluslararasi Kadin Miizeleri Konferansi”nin (20-22 Ekim 2016, Istanbul) blogu

Blog of the International Women’s Museums Conference: “Women’s Museums:
Centre of Social Memory and Place of Inclusion”, 2022 October 2016, Istanbul

www.inklusionvekadinmuzeleri.wordpress.com < bit.ly/2nxkEgn

istanbul Kadin Miizesi

www.istanbulkadinmuzesi.org + bit.ly/20bEEp7


http://www.feministpedagojikonferansi.files.wordpress.com/2018/12/
http://www.inklusionvekadinmuzeleri.wordpress.com
http://www.istanbulkadinmuzesi.org
https://bit.ly/2kfdmNb
https://bit.ly/2nxkEgn
https://bit.ly/2obEEp7
https://bit.ly/2kVunMz
www.feministpedagojikonferansi.files.wordpress.com/2018/12/all-exhibition-posters-for-the-press_info.pdf




Toplumsal hafiz de feminist ped

rolii nedir? Kadi insiyet miizeleri
hafiza mekanlarinda hangi feminist pedagojik ya
uygulaniyor? Ziyaretgilerle sergilerin iliskisi ve zi
kendi aralarindaki iligki sergilerle nasil saglanryor
iki tilkeden farkli feminist hafiza ¢caligmalar1 ve fe

pedagoji deneyimlerini sunuyor.

What role does feminist pedagogy play in transforming social
memory? What feminist pedagogical approaches are implemented
in women's and gender museums and sites of memory? How can
visitors be helped to respond to an exhibition and how can an
exhibition lead to communication amongst visitors? This book
presents various approaches to feminist memory work and

feminist pedagogy from 12 countries.
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