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Abstract

A Feminist Dialogic Reading of the New Woman: Marrage, Female Desire and
Divorce in the Works of Edith Wharton and Halide Edib Adivar

Doctor of Philosophy
2012

Seving Elaman
The University of Manchester

This thesis examines the depiction of female cliaracas New Women in a
comparative analysis of the fiction of two authénam fin-de-siécle United States of
America and late Ottoman/early Republican Turkegtitie Wharton’sThe House of
Mirth (1905),The Custom of the Count(¥913) andThe Age of Innocendd920), and
Halide Edib Adivar'sRaik’in Annesi(Raik’s Mother,1909), Handan (Handan 1912)
andKalp Agrisi (Heartache 1924). It argues that these novels can be reakamples
of New Woman fiction, with their challenge to contienal fictional treatments of
womanhood and their depiction of complex femaleolm®s struggling against
restrictive social roles, conventions and moralesod Examining these texts together
opens up a hitherto unexplored area of compariatm how the construct of New
Womanhood was perceived and dealt with differe(dtyd similarly) in the American
and Turkish societies of the era.

The thesis brings a new approach to the analysiBeohovels under question not only
by reading Wharton’s and Adivar’s fiction in a coang@tive perspective but also by
approaching New Woman fiction by means of MikhaalkBtin’s theories of dialogism,
complemented by the work of feminist critics suslDale M. Bauer, Gail Cunningham,
Luce Irigaray and Lyn Pykett. A feminist dialogippmoach informs my reading of the
novels as texts that present a pluralistic exchdmegeeen multiple discourses and that
resist a singular interpretation - instead offermgltiple “readings”, with a surface
narrative and counter narrative: whilst the surfaagative appears as authoritative and
seeks to maintain the status quo (through voices dtempt to stabilise the New
Woman and assert the authority of conventions aadhhtodes), this is disrupted and
destabilised by the subversive marginal voiceshefdounter narrative. By attending in
this way to the juxtaposition of a multiplicity ebnflicting voices on the New Woman
guestion in the texts - particularly as these apressed in the heroines’ inner dilemmas
and conflicts and around the issues of marriagarde and sexuality - | attempt to go
beyond a reading of the texts as reflections oflbiography of the authors or their
views regarding a certain model of female identitgstead emphasising the
problematisation and unfixing of identity in thewvets and their depiction of New
Women that are complex, fragmented and contradictor

Furthermore, influenced by the ideas of feminishkbrs such as Judi M. Roller and
Elizabeth Bronfen, | propose that the unhappy eyxliof Wharton's and Adivar’s
novels can be read as critiques of the oppressigete of hegemonic discourses about
women and a recognition of female agency and skeu@y examining these aspects of
the novels, this comparative thesis aims to couiteitio feminist studies focused upon
the “woman question” and to the growing body ofadaHy work on the New Woman.



Declaration

| declare that no portion of this work has beemsittied in support of an application for
another degree or qualification of this or any otheiversity or other institute of
learning.



Copyright Statement

i. The author of this thesis (including any append@&ed/or schedules to this

thesis) owns certain copyright or related rightstifthe “Copyright”) and
s/he has given The University of Manchester certaghts to use such
Copyright, including for administrative purposes.

. Copies of this thesis, either in full or in ext®and whether in hard or

electronic copy, may be madenly in accordance with the Copyright,
Designs and Patents Act 1988 (as amended) andatemd issued under it
or, where appropriate, in accordance with licensaggeements which the
University has from time to time. This page mustrfopart of any such
copies made.

The ownership of certain Copyright, patents, desigrade marks and other
intellectual property (the “Intellectual Propertydnd any reproductions of
copyright works in the thesis, for example graphed atables
(“Reproductions”), which may be described in thsdis, may not be owned
by the author and may be owned by third partieshSntellectual Property
and Reproductions cannot and must not be madeabiaifor use without
the prior written permission of the owner(s) of theevant Intellectual
Property and/or Reproductions.

. Further information on the conditions under whidactbsure, publication

and commercialisation of this thesis, the Copyrightl any Intellectual
Property and/or Reproductions described in it nade tplace is available in
the University IP Policy (see
http://www.campus.manchester.ac.uk/medialibrarymes/intellectual-
property.pdf, in any relevant Thesis restriction declaratideposited in the
University Library, The University Library’'s regulans (see
http://www.manchester.ac.uk/library/aboutus/redated and in The
University’s policy on presentation of Theses.




Acknowledgments

| am indebted to a number of people who have a&skiste in completing my thesis and |
would like to take this opportunity to thank theith ®ithout their help and support, this
thesis would not have been possible.

| am grateful to Professor Margaret Littler for #iy accepting to take over the supervision
of my thesis, reading it meticulously, making inwale suggestions and sharing her
endless knowledge and support. Her invaluable camsnand feedback have greatly
assisted me in developing my argument. | want aokher for helping me get through this
period, especially over the final year and leadipgto my submission. My heartfelt and

special thanks also go to Dr. Oliver Bast for histinting encouragement, constructive
criticism and appreciative comments during the essc He deserves another round of
praise for believing in this thesis right from theginning and arranging regular meetings
for productive discussions on different sourceatesl to my thesis which greatly helped to
improve my work and increase my motivation. | woaldo like to thank Dr. Fikret Turan

for his advice and comments along the way and nayn@xers, Dr. George Dedes and Dr.
Anastasia Valassopoulos, for their constructivewlsion and insightful comments about
the present study and its future shape. | am imdetat the kind support and friendship of
Keekok Lee and Colin Imber, who have been encongagie during the final year of my

thesis and were there for me on the day of my \vaarticularly warm thankyou is also

due to Dr. Dalia Mostafa who has been a continigagrce of inspiration through her

scholarship, support, constructive comments amausditing conversations about my thesis.

My special heartfelt thanks go to Dr. Gonul Bakdyowhas been generous and helpful in
every possible way from the start of my researdte &ot only provided me with funding
but also helped me to guide my research duringieighvfork in Istanbul. Her scholarship,
wisdom and enthusiasm have always been a greairdatisp for me right from the
beginning of my undergraduate university years.hétit her support, the undertaking of
this project would not have been possible. | alsshwto acknowledge my debt to Dr.
Veysel Kilic and Prof. Gonul Ucele, my undergradutgachers, whose teaching and
encouragement have inspired me to pursue this Rt p

| have also benefited hugely from the friendshise¥eral people for their support, advice
and assistance: | am so fortunate to have suckat fiiend, Emine Korkmaz, my dearest
friend (and sister), who has always been a graatcecof emotional support and strength
for me since our undergraduate university yeavgarit to thank Abdul Pathan, Shams Chy
and Shishir Shahnawaz for being such great collEsagnd supporting me along the way.
My thanks are due also to Ozan for being an inSpimato carry on my study and
supporting me along this path; to Onur for hisrfdship, support and for taking our mock-
viva session so seriously (you grilled me as wellyau grilled the delicious fish); and to
Sophie, my sweet, considerate and supportive friémwidll never forget your so-much-
appreciated-sacrifice by agreeing to swap shifte wie at work only to help me finish my
7



thesis writing. And of course, Farah, my dear “bélsister: we met at the first year of our
doctoral thesis and have remained close friendsedinen. It is my good fortune to have
met her and had the support and encouragementwfdyang the process: Thank you
“habibi” for being in my life.

My heartfelt thanks also go to my parents, Ahmetntdn and Aynur Elaman for always
believing in me and to my siblings, my dearest leotSadik Hakan and my beautiful
sisters, Sevtap and Demet, for supporting me vhtirtendless love all my life. My
acknowledgements would not be complete withoutegigpthanks to my in-laws: Dorothy
Garner (the best English grandma), Michael, Trddyn and Joe Garner, and their lovely
dogs Snooks and Bisou, for sharing their love waité, for their encouraging words, for
cooking delicious food and for making me feel atleovhenever | visited them.

My greatest debts and special thanks go to my gaeats: Oru¢c Yorga and Saniye
Yorga. They have been the source of my happinedsnawtivation since my primary
school years. Although they sometimes complain sughest that | should have a break
from my intellectual curiosity to spare some tinte fdomestic” life, they have always
been supportive and encouraging with their lovdectibn, and delicious Azerbaijan-
Turkish meals they cooked whenever | visited therstanbul.

And last yet always first for me, my dear husbddd,Ben Garner: there are no words that
could express what you added to my life. | am duat® you for always being there for
me, reading every part of my thesis, suggesting msmghts and providing me with an
unending stream of help in every way. | am grate&fufou also for your culinary creations
that have greatly helped me to carry on my wonkilllalways remain indebted to you for
encouraging me with your endless affection and,dareyour innumerable sacrifices and
limitless support without which the completion bistthesis would not have been possible.

This thesis is dedicated to Ben Garner (and ofssmour Ece and Efe) and my grandparents
for their unconditional love.



Introduction

The New Woman was one of the most dramatic symtifdise crisis of gender relations
that occured during the fin-de-siécle period inumber of societies. Her image was
first brought to public attention worldwide in tH890s as she became a subject of
discussion and controversy in magazines, periasli@atl newspapers, gaining the label
“The New Woman” in 1894 in a pair of articles byr&a Grand and Ouida (pseudonym
of Marie Louise de la Ramée), two prominent writersvhat would become the New
Woman canon. The New Woman fiction, as Ann Heilmann remarkso dormed one
of the vital and popular parts of fin-de-siecleel@ture due to “its challenge to and
subversion of the conventional dichotomies betwli@erature and political writing, art
and popular culture® It drew widespread attention for addressing thetemporary
feminist concerns with matters such as inequatitynarriage and professional life, the

moral double standard, sexual violence, and thiégadldisenfranchisement of women.

In fin-de-siécle Americhand late Ottoman/early-Republican Turkey, the Ngaman
came to occupy an important position in public &fed imagination, evoked in visions -
both positive and negative - of a new era assatwaith the emergence of new female
roles and greater independence and educationalrtopgaes for women. However,
with her multiple identities, changing not only rfinoculture to culture but also within
the same society over time, arriving at any unaedefinition or set of characteristics
of the New Woman proves problematic. | would agréid Lyn Pykett who observes
that the New Woman, “both in fiction and in fads][a shifting and contested term [...]
a mobile and contradictory figure or signifiér.in her influential analysis of the
emergence of this figure in America in this peri@dyroll Smith-Rosenberg argues that
the New Woman originated as a “literary phrase”irtyirthe 1880s and 1890s and
frequently figured as a “young, unmarried” characggecting established gender roles
and social conventiorsDue to her insistence on her social and sexuapieddence,

! Sally Ledger points out that “it was Quida whoragblated the now famous — and then infamous —

phrase ‘the New Woman’ from Sarah Grand’s es3de ‘New Aspects of the Woman QuestioBee

Sally Ledger,The New Woman: Fiction and Feminism at the fin idels(Manchester and New York:

Manchester University Press, 1997), 9; Sarah Grande New Aspects of the Woman Questiorithe

North American Reviewl58 (1894), 270-276.

2 Ann Heilmann,New Woman Strategies: Sarah Grand, Olive SchreiMeana Caird (Manchester,

Manchester University Press, 2004), 1.

®When | use “America” in this thesis, | refer t@tbnited States of America.

* Lyn Pykett, “Foreword” inThe new woman in fiction and in fact: fin-giéele feminismg§Basingstoke:

Palgrave Macmillan 2001), xi.

® Caroll Smith-Rosenberdisorderly Conduc{New York: Alfred A. Knopf, 1985), 176. Accordirtg

Smith-Rosenberg, the New Woman in America as adigeas popularised by Henry James’s novels such
9



Caroll writes, the New American Woman was genernaéyceived by American society
to pose a threat to established gender roles argptesent “the symptom of a diseased
society.” But the New Woman as she was seen in Turkey wisretit from her
American counterpart: whilst she was associatedh \mbral decadence and sexual
independencein America in the fin-deiécle, in Turkey in the same period she
appeared as “the emancipated (but chaste) nasgifabften associated with the image
of the “modern but modest” woman. In Aike Early Turkish Novel 1872-190Robert

P. Finn examines some of the prominent Turkish Isogech asSemsettin Sami’'s
Taassuk-i Talat ve Fitna(1875), Ahmed Mithat'$-elatun Bey ile Rakim Efen¢li875),
Namik Kemal'sintibah (1876), to name but a few, and draws attentiothéoway in
which the image of the “moral and asexual” New TslkiWWoman was often linked to
positive aspects of modernity and socially proguesgleals. As Finn aptly observes,
the portrayal of the New Turkish Woman was freglygjuixtaposed to “alafranga (over
Westernised)” or non-Muslim characters who wereerofportrayed as sexualised,
amoral women with “immoral physical passidriut “free in her manners and her

A0

actions™ These characteristics, as Finn indicates, playedruial role in the

construction of the New Turkish Woman in societg anthe later Turkish novels.

In this thesis, | will examine a selection of thaibn of two writers, Edith Wharton and
Halide Edib Adivar, written after the emergencetled New Woman in America and
Turkey respectively, in order to explore their treant of this new female figure and to
bring a more international and comparative apprdadhe study of the New Woman.
In doing so, | also aim to problematise some of rieeived interpretations of these
authors’ work. My choice of writers was first inggd by Wharton’s and Adivar’s
previous critics who have debated the nature dfelaithors’ representations of women
and their treatment of questions related to gendsr.l will discuss in Chapter 1,
scholars often proclaimed them as writers who ermigbathe importance of moral

values and the domestic roles of women for sodietyeneral. Perhaps because both

asDaisy Miller (1879) andThe Portrait of A Lady1881). For a good discussion of the depictionhgs t
figure in these novels, see Smith-Rosenbebgsorderly Condugt176-177.
® Smith-Rosenberg, 245-246.
" Elaine Showalter, “New Women” i@exual Anarchy, Gender and Culture at the FinsSele (London:
Virago, 1992), 38.
8 Deniz Kandiyoti, “Women as Metaphor: The Turkisowel From the Tanzimat to the Republic” in
Urban Crises and Social Movement in the Middle E&st. by Kenneth Brown et al., (L’'Harmattan:
Paris, Proceedings of the C.N.R.A. — E.S.R.C. Ssiymo, 1989), 142.
° Robert P. FinnThe Early Turkish Novel 1872-190Btanbul: Isis Press, 1984), 29.
% pid., 19.
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Wharton and Adivar in their non-fictional writingend statements emphasised the
importance of women’s domestic roles for societyhaiton’s critics have often viewed
her works as anti-feminist or regarded her an matttern author who writes of her Old
New York with an emphasis on the importance andseosation of its conventions,
strictures and norms; for many critics this iseefed in the author’s pessimistic attitude
toward her characters. Some of Adivar’s criticsaisimilar vein, have also suggested
that her worksare consistent with the patriarchal modes of Iierapresentation and
that they promote the conventional roles of wometha guardians of moral values and
nurturers of children fit for the modern Turkishtioa. Other critics have tended to read
her works as ideological statements of her visibfideal” womanhood, rooted within
the dominant Ottoman/Republican ideologies of fnsitcle Turkish societyBy
reading the themes explored by the characters eextdreflections of Adivar’s
convictions, they tend to look for correspondeneéneen Adivar and her characters
and thus restrict their reading of the novels lgcaus on authorial intention. Similarly,
the lack of personal fulfilment of the heroinesAfiharton’s and Adivar’s works is often
read as a “punishment” of their heroines or as ianiwg against those whose actions run

counter to those prescribed within a male-dominateagety.

Some feminist critics, on the other hand, have doeyond these criticisms and they
have written about the tragedy of their female abw#rs. They have argued that
Wharton’s and Adivar's preoccupation with the liedit roles of women and their
portrayals of female characters as “victims of ipathy” meeting unhappy endings
results in wholly pessimistic accounts of societyhey have thus argued that these
authors are drawing our attention to the heroisaffering and personal unfulfilment as
indications of the restrictions of patriarchal stgi However in doing so such critics
emphasise the hopelessness and failure faced loyfémeale characters while de-
emphasising the role of these characters’ agendysémiggle. In short, the focus of
Wharton’s and Adivar’s critics tends to be eithertloe idea that their novels promote a
certain ideology of femininity or that they focua the limitations and restrictions of

womanhood to the exclusion of women’s voice andhage

These contradictory viewpoints lie at the hearthef investigation in this thesis. It is an
attempt to explore these conflicting messages @ir ttexts and examine what these
points of conflict can reveal about the complex awhflicting depictions of their

heroines. At the same time, no literary study heenlbdedicated to Wharton and Adivar

together within the same framework, and so exarginirese Turkish and American

1l



novels opens up a hitherto unexplored area of casgainto how the construct of
New Womanhood was perceived and dealt with diffdyeand similarly in the
American and Turkish societies of the era. | chibsee novels by each author in order
to explore three main themes that are common td\#&w& Woman fiction: marriage,
female desire and divorce. These three themes ifoportant components of the main
plots of the selected novels: marriagd e House of Mirtlf1905) andHandan(1912);
female desire imMhe Custom of the Count(}923) andHeartache(1924); divorce in
The Age of Innocendd 920)and Raik’'s Mother(1909). By exploring these themes, |
aim to provide insight into how these novels, adsteof the American and Turkish
societies of the fin-de-siecle, depict the way imick discourses on women worked to
construct the figure of the New Woman to promote& ferms of female behaviour or to
control women. | also want to investigate how tleNNVoman heroines in these novels
respond and react to these discourses and to whentethey internalise, accept or

challenge them.

The thesis advances three broad arguments. Fitsfiyggest that the texts display
many of the characteristics of New Woman fictionthbthematically and stylistically.
Thematically, they deal with the ways in which centions regarding matters such as
marriage, female desire and divorce impede womeacimeving their potential, while
presenting female characters who challenge suckieotions by seeking sexual and
marital independence, and personal autonomy. Withene differ is in the emphasis
they place on specific aspects of patriarchy: Widmast criticism emphasises sexual
double standards and male hypocrisy whereas Aditakts place more emphasis on
marriage and morality to reveal a feminist critiqoé these discourses as the
reproduction of patriarchal gender roles. Howevbey all depict, as Cunningham
defines the New Woman, “intelligent, individualistiand principled heroines who
refuse to conform to the patterns of traditionahdgs roles. They are all presented as
challenging the conventional expectations andualigis about their roles that are held by
their husbands, parents, lovers, society and nmmogbitantly by themselves. They
guestion the accepted ideals of marriage (as irchlagacters of Lily inThe House of
Mirth, Handan inHandan Ellen in The Age of Innocenc&efika inRaik’'s Mothe},
manipulate marriage (Undine Trhe Custom of the Counjryvelcome sexuality (Zeyno

in Heartachg, or choose to work for a living (Lily). As congsit with the New

' Gail CunninghamThe New Woman and the Victorian Noftedndon and Basingstoke: The Macmillan
Press Ltd., 1978), 3.
12



Woman fiction, these novels deal with the effectsimposed models of female
behaviour, underlining the inequality of genderesylthe sexual double-standard and
exploring the destructive consequences of the agersystem.

Alongside such thematic characteristics of New Worfietion, | suggest that the texts
display important stylistic characteristics: as Lyykett suggests, in the New Woman
fiction, “in place of the wise and witty sayingsidathe moral and social guidance of the
omniscient narrator, we find a decentred narratiameg (particularly in marriage-
problem novels) a polyphonic form in which a mulgpy of voices and views on
current issues are juxtaposeéd.The texts under question are also presented im auc
polyphonic form, juxtaposing a variety of confliogi voices on questions of marriage,
divorce and female desire. In this way, insteadeafling the texts as reflections of the
biography of the authors or statements of theiplmgy regarding a certain model of
female identity (as previous critics have tended dim) we can also find the
“problematization and unfixing of identit}® that is common to New Woman fiction:
like the heroines in the New Woman novels, the depm of New Women in these texts
is complex, fragmented and contradictory. | ardueg such complex and fragmented
presentations of the heroines emerge through #ights that the selected texts provide
into the heroines’ inner conflicts between theiaditional female roles and their

aspirations for a fluid identity outside of thesées required of them by their societies.

To build on such observations | have turned to MikBakhtin’s concept of dialogism
which helps to elaborate on the polyphonic (muttieed) narrative and the fragmented
character of the New Women in these texts. THaeae to the second broad argument
that | advance in this thesis: that critics of Wbarand Adivar have given little
attention to the dialogic properties of their teatsl tended to narrow their focus to a
monologic reading with an emphasis on authoriagt@phy and/or intention. Drawing
on Bakhtin’s ideas about the dialogic novel as @péoonstructed not as the whole of a
single consciousness, absorbing other conscioussiess objects into itself, but as a
whole formed by the interaction of several conssimsses®, | approach the texts as

made up of dialogues between different points eiwbn womanhood in a way that

2| yn Pykett,Engendering Fictions: The English Novel in the Earventieth Centur{lLondon: Edward
Arnold, 1995), 57.
2 Ibid, 57.
4 Mikhail M. Bakhtin, Problems of Dostoevsky’s Poetiasd. & trans. Carly Emerson (Minneapolis:
Univ. of Minnesota Press, 1984), 18.
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reveal the presence of marginal, subversive andnfsimvoices that challenge and

disrupt the dominant, monologic and hegemonic disszs in the text.

Bakhtin’s concepts of “authoritative” and “interhyapersuasive” discourses have been
particularly useful here. By “authoritative” disase Bakhtin simply refers to
monologic, dominant and centralising voices thaeds as Dale M. Bauer puts it in her
feminist literary deployment of Bakhtin, “mascubed or rationalised public
language™® and by “internally persuasive” discourse he referdialogic, marginal and
decentralising voices that disrupt the narrativeaothoritative discourse. Drawing on
these concepts, the central concern of my analydis explore the way in which the
texts orchestrate a dialogue between these twathass of dominance and subversion
through the multiple voices of their characters aagrators. These concepts greatly
aided me in developing the theoretical and methogloal framework in which |
analyse the texts, referring to authoritative digse and the voices that represent it as a
surface narrativethat asserts the dominant ideologies of femalesroif the age and
attempts to define the New Woman within fixed tertiss framework is elaborated in
greater detail in Chapter 1). | use the terounter narrativein reference to internally
persuasive discourse which reveals the explicitrglicit voices of marginal feminist
discourses that puncture the surface-narrativeirgshidate the texts’ feminist critiques

of hegemonic structures.

Bauer’s discussion of feminist dialogics, a conjiorc of Bakhtinian reading with
feminist vision as developed in hEeminism, Bakhtin, and the Dialogialso greatly
assisted me to structure my feminist argument anadlytical framework. Referring to
the power relations between authoritative and matidy persuasive discourses, Bauer
argues that feminist dialogics enables an undedstgnof critical subjectivity “that
shows genders, classes and races in dialogue rétaerin opposition® But this
dialogue, as Bauer notes, is always in processimrulix, and allows the reader to
recognise the way in which authoritative ideologaesl the persuasive resistances to it
come into conflict. It is, Bauer suggests, throtigé recognition of this conflict that a
feminist critic can approach the dialogic, multiced structure of a text that produces
the dominant discourse but at the same time inegadtential resistances to oppressive

conventions. As Bauer contends, “by highlightingesa contradictions [between

!> Dale M. Bauer & S. Jaret McKinstrieminism, Bakhtin, and the Dialogied. Dale M. Bauer & S.
Jaret McKinstry (Albany: State University of New tkdPress, 1991), 2.
' Ibid., 3.
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discourses], a feminist dialogics produces occasfon the disruption and critique of
dominant and oppressive ideologié.”Accordingly, a feminist dialogics draws
attention to the power relations between the aiuiore and internally persuasive
discourses in a text (or, as | will be referringriany analysis, between the surface and
counter narrative) and seeks out the presence eXplored, marginal and resistant
voices. This approach also allows me to explorestiifting subjectivities of the New
Woman as we witness her struggling with the vomfesthers representing discourses
on marriage, female discourse and divorce and sgealew forms to achieve happiness
and autonomy; and hence indicate the resistandbeotexts to the notion of fixed

gender roles and to the patriarchal norms in tmreties.

Thirdly, | argue that a feminist dialogic approaiththese texts opens up different
interpretations of their endings than the conserngm or fatalism that critics have
generally found in them so far. It is certainly ttese that none of the heroines attain the
happiness they pursue - Lily and Handan die, Undimek Refika are entrapped in their
unhappy marriages; Zeyno and Ellen give up on tka they love - and | suggest that
this demonstrates the relevance of Judi M. Rolletiservations about the unhappy
endings that would come to define feminist novelghie twentieth-century as “cry[ing]

out a condemnation of racist, capitalist, sexisiet@es.”®

However, through the texts’
open-ended dialogic narratives on the woman ques#ad in particular the insights
that we gain into the heroines’ internal struggledso argue that we can end the novels
with images of New Women struggling with authosrityd convention, rather than with
images of “failed victims” or the authors’ negatiwglgements on women who have
“strayed from the path” of their ideology of womaall. Reading the endings of the
novels in this “double-voiced” way (a term | wikturn to later) allows me to approach
these novels as a dialogue between various idexdogigarding “the woman question”
and helps to avoid drawing straightforward and liseal messages from the text
regarding the question of “how a woman should Isitavas experienced in this time.
The concept of “doubleness” as representation afflicing perspectives is often

applied by feminist critics in their discussionswdmen’s writing*® This is because, in

7 1bid.

18 Judi M. Roller,The Politics of the Feminist Nov@lew York: Greenwood Press, 1986), 51.

19 See, for example, Sandra M. Gilbert and Susan Giliba Madwoman in the Attic: The Woman Writer

and The Nineteenth-Century Literary Imaginatihew Haven and London: Yale University Press,

1980), 85; Elaine Showalter, “Feminist Criticismthre Wilderness” irCritical Inquiry, 2 (1981), 179-

205, 204; Carla Kaplan, “Women's Writing and FestiiStrategy” inAmerican Literary History2, No. 2

(1990). They suggest that women authors of thetedmeh century employed narrative strategies iir the
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Robyn R. Warhol's words, “to be double is to resiategorisation as one thing or the
other [...] To invoke doubleness is to address binappositions without resting
comfortably in either of the two terms being opmb%®@ Therefore, as critics such as
Suzan Last have argued, the presence of such wogliity and conflicting
perspectives in a text opens up such feminist ng@das it is a mode of writing which is
“inclusive rather than restrictive. It includes miaalised perspectives and allows the
reader a range of interpretation rather than onéedn coherent and ‘authoritative
truth’ in the text.?* In short, a feminist dialogic reading enables darjretation that is
more able to attend to the simultaneous presencersfention and its subversion in the
text and it is through the illumination of the cloets between them, as | will try to
show, that we can observe the struggle of the Newn®h for agency and hear the
suggestion of the texts that the freedom the spanetvhich the heroines live provides

them with is restricted.

Although my study focuses on the selected workg/barton and Adivar, it addresses
the general issue of the fin-de-siécle woman qoesti America and Turkey and aims
to contribute to the existing scholarship on théhars and on the body of New Woman
works. It is an attempt to show that these novellp hus to explore the complex
interactions and conflicts between patriarchal @alvegarding the construction of the
New Woman'’s identity and a strong concern for tleman question in Wharton’s and
Adivar’s societies. Written during a time when pleoprote and spoke about the New
Woman, Wharton’s and Adivar’'s works offer insighitto the inner conflicts of women
in the societies of their period and their experenof patriarchal culture. With such
concerns, this thesis aims to open up and exteadnsights of the existing critical
commentaries on Wharton’'s and Adivar’s texts ancbiaribute to the developing field
of scholarship that examines the complex constyoabdf the New Woman in America

and Turkey during the fin-de-siecle.

works to express their resistance to patriarchibne and forms of male narrative. Although the eeks
inspired me further for my feminist argument on theuble-voiced (surface and counter narrative)
structure of the novels under question, my argumamies beyond their discussion by focusing on the
aesthetic quality of the texts rather than on thin@s’ application of double-voicedness as a tiaga
strategy.
% Robyn R. Warhol, “Double Gender, Double Genrelame Eyreand Vilette’ in Studies in English
Literature, 1500-1900, 4, (1996), 857-875, 857.
L Suzan Last, “Hawthorne’s Feminine Voices: Readihg Scarlet Letteas a Woman” ifThe Journal
of Narrative Technique27 (1997), 349-376, 349.
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Overview of Chapters

Following this introduction, the thesis is dividiedo five chapters:

Chapter 1:

Rereading Wharton and Adivar: The New Woman and Fenmist Dialogics

The chapter is divided into three sections: Inisacbne, | will look at the rise of the
New Woman in fin-de-siecle America and late-Ottorearly-Republican Turkey in
order to provide insight into the ways in which ttexts under question address,
celebrate and complicate the image of the New Womadheir societies. | will briefly
explain the change and improvement in the statddigenconditions of women in these
societies during these periods in order to intrediie main features of the images of
the New American and Turkish Women and the specdittext in which these images
emerged and were transforme@ihe second sectioconsiders Wharton’s and Adivar’s
stances on the woman question and provides a rewgfetihe critical literature on
Wharton and Adivar, respectively. Here, | am conedrespecially to explore the extent
to which these authors’ view of “woman”, as critesggested, was reflected in their
work. In order to contextualise my argument that lovels | consider in this thesis can
be considered as New Woman novels, the third sectighis chapter outlines some of
the general characteristics of New Woman fictidnthen goes on to elaborate the
theoretical and methodological aspects of thisystfua particular, the framework of
feminist dialogics) and how it seeks to contribtdethe existing scholarship on these

authors and the novels under question.

Chapter 2:
Over Our Dead Bodies:
Marriage and Death in theHouse of Mirth (1905) andHandan (1912)

This chapter explores the depiction of the New Wiomath a particular focus on the
theme of marriage inThe House of Mirthand Handan Drawing on Bakhtin’s

dialogism, which enables an in-depth explorationtttd New Woman’s relation to
ideologies of marriage, the chapter argues thamnthesls subvert a certain model of
New Womanhood by disputing the notions that the Newerican Woman rejects
marriage as her ultimate option for a fulfillindeliwhereas the New Turkish Woman
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views marriage more as a social duty than as awithal fulfilment. Further, instead
of reading the tragic deaths of Lily and Handansgasibols of their punishment for
“straying from the path”, or as a mere sign of thectimisation by a sexist society, |
argue that we can read the heroines’ deaths asyangna condemnation of patriarchal
society and an indication of the New Woman'’s regecof her “object” position in her

society - and of her spiritual victory

Chapter 3:
Transitions and Subversions: Female Desire and (Agguality in
The Custom of the Countr{1913) andHeartache(1924)

This chapter examines the treatment of female elemid the way in which it is
represented in the form akexualityin Wharton’s heroine Undinélfie Custom of the
Country) andsexualityin Adivar’s heroine ZeyndHeartachg. By reading the novels as
examples of the New Woman fiction and examiningdbpiction of female desire and
its contradictory versions in each novel, the chaprgues that Undine, in contrast to
the image of the New American Woman who seeks $exmancipation, depicts an
asexual New Woman whose desire is diverted intorthgiage market whilst Adivar’s
Zeyno, unlike the asexual stereotype of the Turkidééw Woman, undergoes a

transition from “asexual” to “sexual” woman.

Chapter 4:
Breaking the Boundaries of the Authoritative Discouse:
Divorce and Love inThe Age of Innocenc€1920)and Raik’s Mother (1909)

This chapter examine€ghe Age of Innocena@ndRaik’'s Mother concentrating on their
treatment of the struggles of the heroines - Eled Refika - in relation to the themes
of divorce and free love, and to the image of trewNAoman in their societies. By
examining the New Women’s inner struggles and tlaifting subject positions in
response to male characters’ attempts to definenaanthge the heroines according to

their own expectations, the chapter suggests thdt beroines defy the voices that
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attempt to maintain them within the boundaries red awuthoritative discourse of the
marriage system.

Chapter 5: Conclusion

The conclusion summarises the main arguments ah®s and its contribution to the
existing scholarship on Edith Wharton and HalidabEAdivar, as well as to the
growing body of New Woman scholarship. It proposeat while Wharton’s and
Adivar's treatments of the New Woman are distiretand unique to their different
social and cultural backgrounds, their novels ats@al the ideological instabilities of
this image. By depicting their New Women heroineshbreinforcing and disrupting
hegemonic representations of female identity inrthespective societies and literary
traditions, each of these six novels, the conclusguggests, can be read as

problematising received models of New Womanhood.
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Chapter 1:
Rereading Wharton and Adivar: The New Woman and Fenmist

Dialogics

The images of the New American and Turkish Womarthat fin-de-siecle share
similarities and differences. The emphasis on thareipation, education and career of
the New American and Turkish Woman constitute ttennsimilarities between them.
However, in American society she was perceived eadecal figure who “challenged

existing gender relations and the distribution @fvpr™

, Whereas in Turkish society the
New Woman emerged as an integral part of the vésminreformers involved in the
modernisation movement as a “social woman” with onigint duties and functions (in
particular, raising the next generation for the awbement of the natiod)These
characteristics were also reflected in fictionapidgons. According to Caroll Smith-
Rosenberg, the New Woman in American fiction wasught to popular attention by
the American writer, Henry James (1843-1916), whwtrpyed her as a young,
unmarried woman who challenges social conventianbk acts independently (such as
Daisy, the heroine obaisy Miller (1878) or Isabel Archer iThe Portrait of a Lady
(1880))3 Although it is often noted that Edith Wharton wimluenced by Henry
Jame$, she is generally viewed as an anti-feminist writdrose female characters
suffer from the consequences of their struggleaiaionomy or are destroyed by the

power of patriarchal society.

In Turkey, the New Woman was perceived as a “mddégure, but this does not
necessarily mean that she presented a radicakagallto established gender roles. The
image of the New Turkish Woman, both in fiction aihe wider social discourse of
politics, newspapers and magazines, was genersglycated with a vision of “ideal” -
modern but modest - Turkish woman. Deniz Kandigogues that although the image
of the “ideal” woman had already appeared in maasfie¥ novels starting with the
work of Namik Kemal/ntibah (1876), “it finds its full-blown expression in theork of

! Caroll Smith-Rosenber@isorderly Conduc{New York: Alfred A. Knopf, 1985), 245.
2 Ayse Durakbaa, “Kemalism as Identity Politics in Turkey” ideconstructing Images of the Turkish
Woman ed. Zehra F. ArgiHampshire: Macmillan Press, 1998), 152.
® Smith-Rosenberg, 176.
* See for example, Q.D. Leavis, “Henry James’s Hesir@he Importance of Edith Whartoin’ Scrutiny
5(1938).
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Halide Edib Adivar.® Defining this female figure as an attempt to createew identity
for Turkish women during the modernisation peri&@ndiyoti contends that Adivar
depicted this female type as a “recurrent” themleannovels to establish the behaviour
and position of the “ideal” woman of her time (llwieturn to the critical reception of
Wharton and Adivar in the second section of thegptér).

One of the aims of this thesis is to challenge sactounts of the work of Wharton and
Adivar by developing a Bakhtinian reading of a sebs of their fiction that allows the
critic to read these works as examples of New Womawels in which we find
complex, contradictory New Women heroines. | wardeémonstrate that these heroines
both conform to and challenge the image of the Ndaman as she featured in the
public imagination and social discourse of Wharsoanhd Adivar’s respective societies.
Before outlining some of the similarities betweeevNWoman fiction and the novels |
consider, | will therefore begin by providing a reodetailed picture of the social
contexts in which the novels under question weriétem, reviewing how the image of
the New Woman emerged and was defined in AmeridaTamkey. The second section
will then focus on the authors’ views on the wontprestion to explore the extent to
which their fiction reflects, as their critics hawtten suggested, their visions of “how a
woman should be”. The third section of this chap@es on to discuss the theoretical
and methodological framework of this thesis and dtstribution to the existing

scholarship on Wharton, Adivar and the New Woman.

®> Deniz Kandiyoti, Cariyeler, Bacilar, Yurttglar: Kimlikler ve Toplumsal Dingiimler (Concubines,
Sisters, Citizens: Identities and Social Transfaiong (Istanbul: Metisyayin, 2007), 150.
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Section 1: Defining the New (American and Turkish)oman

1.1. Defining the New Woman in American Society at theifi-de-siécle

The New Woman in America emerged as a “literaryapér...] transposed into a social
and political phenomenofin the late nineteenth century, challenging irtipatar the
popular American ideal of the “True Woman”. Barb®alter, in her “The Cult of True
Womanhood, 1820-1860", describes the True Womah ér four cardinal feminine

virtues:

[Pliety, domesticity, submissiveness and purityt fiem all together and they
spelled mother, daughter, sister, wife - woman hé{it them, no matter whether
there was fame, achievement or wealth, all was sasWdth them she was
promised happiness and pover.

This patriarchal ideology of womanhood formed thdtwal norm against which
American society judged women. It was formulatethimia social framework in which
women were expected to adopt the idealised ideotitangels in the home”, limited to
the domestic sphere. Yet this view of womanhood ing=lled to change due to the
forces at work in the nineteenth century that steechnfrom factors such as
industralisation, urbanisation and movements faiadaeform. Welter therefore notes
how the image of the True Woman came to fade tosvéind end of the nineteenth

century:

Real women often felt they did not live up to tlieal of True Womanhood:
some of them blamed themselves, some challengestaneard, some tried to
keep the virtues and enlarge the scope of womanh®ochehow through this
mixture of challenge and acceptance, of changecantinuity, the True Woman
evolved into the New Woméh.

During this period of transformation, as Welter gests, some women accepted the
assigned feminine attributes of True Womanhoodairiie same time tried to adapt to
the changing conditions; some women rejected tagsbutes and tried to manage their
own lives free from male domination. Increasinglpnérican women who found their
traditional roles limited and intolerable beganutnite and fight for equal rights and
opportunities. During the 1840s, American womenesaecoming more conscious of

® Smith-Rosenberg, 176.
" Barbara Welter, “The Cult of True Womanhood, 18880” in American Quarterly18, (1966), 151-
174, 152.
® Ibid.,174.
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their oppression and disadvantages both in priaatk public spheres and sought to
break the chains that bound them. They starteduiid larganisations and institutions
for women’s rights and to create networks for musigpport and communication. In
1848, there were two factions within the women’sveraent: The National Woman
Suffrage Association was based in New York and bgdtwo prominent women
activists in the American women’s movement: Susa\ihony and Elizabeth Cady
Stanton; and the American Woman Suffrage Assodaiairganisation was in Boston led
by Lulia Ward Howe and Lucy Stone. These two orgainbns united as the National
American Woman Suffrage - NAWSA - under the leadigrsof Elizabeth Cady
Stantor®. The “declaration” of the women’s movement was laist by Stanton in
pointed language: “We declare these rights to lfees@ent, that all mermnd women

are created equaP (italics in original).

During this period, the demand for women'’s righagngd momentum from hundreds of
women who gave their public energies to women’dragé. Within the next four
decades, there were thousands of separate wonrenigsgholding meetings, collecting
funds, discussing public issues and seeking to dmerthemselveS: Such rapid
progress in the formation of movements for womamnghts and opportunities, in
Charlotte Perkins Gilman’s words, “brought her [Atoan woman] out of the sacred
selfishness of the home into the broader contadtralationship so essential to social
progress.*? These organisations exerted a considerable impacthe lives of the
American women of the late nineteenth-century amavided new fields of action
where women, as O’Neill puts it, “could seek slhreliad find ways to satisfy their

talents and ambitions that domestic life would canitain.*®

One of the important factors that initiated thee rid the New Woman in America was
the foundation of educational institutions. Cafthith-Rosenberg notes that the rise of
the New American Woman is identified “most directyith the new women’s

colleges.*® By the end of the century, women’s opportunitigpamded through the

° See William, L. O'Neill, Everyone was brave: the rise and fall of feminismAimerica(Chicago:
Quadrangle Books, 1969), 58; and Angelique Riclmrd$The birth of national hygiene and efficiency:
women and eugenics in Britain and America 1865-1%13New Woman Hybriditiegd. Ann Heilmann
and Margaret Beetham (London and New York: Route@§04), 242.
19 Jean V. MatthewsThe Rise of the New Woman: The Women’s Movem@médrmica, 1875-1930lvan
R. Dee: Chicago, 2003), 6.
L O'Neill, 44.
12 Charlotte Perkins Gilmafhe Living of Charlotte Perkins GilmgNew York: Ayer Publishing, 1935),
257.
¥ O'Neill, 44.
14 Caroll Smith-Rosenberg, 247.
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foundation of women’s colleges giving them oppotties to play a larger role in
society. The new women’s colleges of Vassar (188B)llesley and Smith (1875) and
Bryn Mawr (1884) were founded with an ideology admomitment to the higher
education of women and played a major role in argathe figure of the New
Woman'® All of these advancements during the late ningteeantury in women'’s life
- particularly the formation of women’s organisasoand the opening of educational
opportunities - were perceived as radical depastdrem the traditional way of
domestic life and gave rise to the figure of theMN\l&Woman questioning the traditional

roles of females both inside and outside the home.

Jean Matthews argues that the most popular imagieeoNew American Woman was
the so-called “Gibson Girl”, named after her creatbhe artist Charles Dana Gibson,
who was drawing her fotife magazine in the 18908.Her dark skirt - which was

17~ made it

“neither full and beruffled nor so narrow that itasvdifficult to walk
possible for her to ride a bicycle, hike and go perg and became one of the defining
features of the New American Woman, along with h@uth, education and
independence, and a reputation for being “highljmgetent and physically strong and
fearless.*® Each edition ofLife published at least one picture of Gibson Girl,indd
new aspects to this image in its attempt “to mieetexpectations of its younger female
and male readers™The figure of Gibson Girl offered a depiction otfaallenging new
female model but at the same time with her “pugenassd carefully shaped lips” she
also communicated a desire “to be looked at andiradtif® With her unconventional
personality and sensual depiction, the Gibson Giiitred a reference point for the
changes in the traditional image of American worrethe public imagination. In an
attempt to define the Gibson Girls’'s independent@eality, Angelika Kohler writes
that if the Gibson Girl had been asked whether exoporary men liked her

unconventional manner or not, she could have amrgiveost honestly:

Whether hdikesit or not makes little difference; he is no longlee one whose
pleasure is to be consulted. The question nowtis'What does man like?’ but
‘What does woman prefer?’ That is the keynote ofdern thought. You see,
I've had a liberal education. | can do everything brothers do; do it rather

!> Matthews, 12.
' Ibid., 13.
' Ibid., 14.
'8 Ibid.
19 Angelika Kohler, “Charged with ambiguity: the imeagf the New Woman in American cartoons” in
New Woman Hybriditieed. Ann Heilmann and Margaret Beetham (London aed Nork: Routledge,
2004), 160.
?%Ipid., 161.
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better, | fancy. | am an athlete and a college gmtel with a wide, universal
outlook. My point of view is free from narrow inffaces, and quite outside of
the home boundari€s.

However, the task of defining the New American Wanagpears more difficult than
such accounts of iconic images like the Gibson @&mply. In her discussion of the
American women’s movement and the emergence ofNeé® American Woman,
Smith-Rosenberg uses the term to refer to a spetgbciological and educational”
group of American women born between the late 1&1900 and defines them as
women who acted on their own, rejected “convenliéemale roles and assert[ed] their
right to a career, to a public voice, to visibleyeo [...]".%? She considers that “new”
American women were associated with “women edusaticeformers, physicians, and
public-health experts, women writers and artistg [and all those women who] lived
economically and socially autonomous livé%.”Smith-Rosenberg continues her
discussion by dividing the first generation of “Né&Women” - educated in the 1870s
and 1880s - from the second generation who wereageld in the 1890%.Referring to
the differences between these two “New Women” gaiars, Smith-Rosenberg argues
that although the first generation challenged tHeai of True Womanhood and
questioned the established gender roles, theyramdito accept the traditional values

such as “honesty, morality, and service to oth&ts.”

The second generation of “New Women” - 1890s an2ZD$9 Smith-Rosenberg says,
demanded more forcefully the right to vote and ipgiéte in public matters, while
raising expectations of employment opportunitied arcreasing aspirations for sexual
emancipation. They placed greater emphasis on-fisdilfment, a bit less on social
service, and a great deal more on flamboyant ptaen of self” and more forcefully
defied “sexual conventiong® Therefore, this period came to associate the ino&gjee
New Woman with a younger generation of women digpta a more open attitude
toward sexuality and a readiness to discuss it.il&ilyy reflecting on the difference
between the late nineteenth and early twentiethucgnn the American women’s
movement, Matthews also indicates that whilst tivet fgeneration of American

suffragists had rebelled against “a familial wonsardomestic culture that they

1 |bid., 166. (ltalics in original)
22 Smith-Rosenberg, 176.
> Ipid., 177.
24 According to Smith-Rosenberg, typical of “the figeneration” are: Jane Addams, Vida Scudder,
Florence Kelley, to name but a few; typical of teecond generation” are: Gertrude Stein, Willa &art
Crystal Eastman etc. See Smith-Rosenberg, 327.
> Ipid., 177.
?® Ibid., 176, 177.
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perceived as a deadly mixture of drudgery andarithe new young feminists were also
rebelling against the earnest homosocial and asearaen’s culture of their elders in
the movement® As Gilenda Riley remarks, “the spirit of the 1928scouraged
women to express themselves as independent, sexushpolitical individual® and in
1920, the activities of the suffragists, ChristiBelt notes, had secured the right to

vote?®

This radical figure of the New Woman, however, @ased the anger and fear of
conservative Americans: “educated and sexuallypeddent, [she] engendered intense
hostility and fear as she seemed to challenge sugdeemacy in art, the professions, and
the home.®° Being confronted by this image of the New Womarowehallenges the
principles of the True Woman, magazines and pesaislireiterated the message of
female duty in an increasingly sharp manner aredltto restore men’s dominance by
ridiculing the New Woman as a threat to the futofethe American nation. The
cartoons published ibife, for example, asserted the role of the femaleieiyl “there

is no place in the world outside the home for a aorto be happy* According to
Kohler, whenever a female graduate is depictedheénnbagazine, she is surrounded by
her books, a globe or golf equipment and Cupidlvgags waiting in the picture,
suggesting the lack of love and companionship elifle of the New Woman; one of
the cartoons ot.ife, for example, published in 1904 and entitled “Qutthe Cold”,
depicts a sad Cupid waiting to be invited by a ypgnaduate woman who is reading
her books in loneliness late at night, the ar@fidrightness of her lamp suggesting a
substitute for the “natural vitality” of domestidfel and exaggerating the physical
coldness outsid&. Another cartoon ofLife in 1915 shows a married couple as
professionals. The wife is reading her books anateroplating “some phenomenon”
while the husband, a painter, fails to concentoatdis job as he is in charge of rocking
the cradle of their crying baby. This humorous riptetation of professional young
women and their striving for self-reliance, as Kayhhotes, was ironically ridiculing

New Women who try to find fulfilment outside therdestic spheré&’

" Matthews, 104.
8 Glenda Gilmanlnventing the American WoméHiinois: Harlan Davidson Inc., 1987), 183.
#9 Christine Bolt,The Women’s Movements in the United States andi@fitom the 1790s to the 1920s
(New York: Harvester: 1993), 236.
% Elaine Showalter, “New Women” iexual Anarchy, Gender and Culture at the Fin DeéclSi
(London: Virago, 1992), 38.
L Kohler, 169.
%2 |bid.
*bid., 175.
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The emphasis of the New American Woman on her psafe, self-reliance and
autonomy continued to create a growing anxiety alsbanges in the Victorian social
order of American gender roles. In his “True Amanism” published in 1925,
Theodore Roosevelt, with his firm Republican appho#o the successful American
nation, emphasised the traditional roles of men wnthen for the betterment of the

country:

[T]he nation’s future greatness depended upon uldplwo related ideals: the
strenuous assertion of American masculinity dematedd as will, work, and
readiness for moral (and mortal) combat; the pttrisupport given by the
American female who dedicates herself to mothestngng song?

The notion of traditional gender roles, as Roodeseafjgests, was seen as the source
from which “True Americanism” derived its power ainidtherefore needed to be
maintained and protected. A woman’s duty to heriljaand in turn to her nation was
seen as the first and foremost virtue of a womahthis could be best achieved by her
fulfilling her domestic roles. In short, the New Wdan, in Smith-Rosenberg’s words,
was seen as a “symptom of a diseased societyteattho established gender roles and

to the “naturalness” and vitality of the social ertf

In fact, by ridiculing, denouncing and attacking thgure of the New Woman, the
periodical press opened a discursive space in wdhehwas debated and discussed and
this space was quickly occupied by feminist wrisingat hailed and praised the New
Woman?® The supporters of the New Woman occupied the cotuin the periodical
press and gave voice to this new female identityis Tndicated that the traditional
Victorian gender patterns were still being chalkshgby young American women’s
exploration of new female role¥” as Kohler puts it. Much of the discussion regagdi
the New American Woman in the periodicals was bagedher rejection of the
institution of marriage and the suppression of fiemsexuality. By the turn of the

8 and viewed it as a life

century, many American “new women [...] distrustedmage
of imprisonment, invalidism and submission. Thegerged the idea that marriage was
enforced on them as their only option for a fulidj life. However, their point here was

not a full rejection of marriage per se but the waywhich marriage suppressed

% Theodore Roosevelt, “True Americanism” Tine Works of Theodore Roose\@lew York: Charles
Scribner’s Sons, 192520, as cited in Kéhler, 168.
% Smith-Rosenberg, 246.
% David RubinsteinBefore the Suffragettes: Women'’s Emancipation én1t890s(Brighton: Harvester,
1986), 24.
" Kohler, 168.
% Matthews, 97.
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women’s individuality and limited them to domesspheres with narrowly defined
roles. As Matthews points out, the dilemma facedh®s New Woman was: “how to
reconcile these two desires [marriage and carasdpal freedom] in real life, that is
the question® Alongside this dilemma new American women begancdasider
marriage not as their ultimate goal in life or @monomic security but for “intimacy and
companionship?® and in their assertion that “a young woman shdeédrained to be
self-supporting and not passively accept marriageher only option in life” they
reiterated a message that the advocates of wommhiss had been delivering for
years? However, although the new generation of womervistsi, like their mothers’
generation, bitterly attacked the sexual doubladsteds, in their greater willingness to
acknowledge and explore questions of sexualitysxdial freedom American women
activists took another major step in breaking daken Victorian restrictions created by
the so-called sexual innocence and purity of wormdre question they increasingly
posed therefore was: “women were indeed human bgeimgt they were also sexual
beings, and should not that sexuality be givenrdbgnition and freedom®”

In summary, the popular image of the New Americaonvén presented a controversial
image in late nineteenth century and early twemteeintury American society: a figure
defined by her challenge to conventions in behavimd dress; her education and
aspirations for greater public and private recognjt independence of spirit;
competence; fearlessness; and a thirst for maatad sexual independence: a
revolutionary phenomenon who paved the way for Acaer women to seek new

female identities.

1.2. Defining the New Woman in Late Ottoman/Early Rpublican Turkey

Unlike the New American Woman, which was an outcarha “literary phrase* and
popularised by the women’s movement in America,ithage of the New Woman in

the Ottoman Empire emerged as an outcome of theemisation process that started

%9 |bid., 98.

0 bid.

“1bid., 39.

“2bid., 107.

43 Smith-Rosenberg, 176.
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with the Tanzimat reforms (183%).During the modernisation process, the woman
guestion became a subject of much debate and tekeatuals and reformists of the
period began to criticise the lower status of wonme@ttoman society. Amongst these
intellectuals were three prominent namiésahimSinasi (1826-1871), Ziya Ra (1825-
1880) and Namik Kemal (1840-1888). They were alsogers of the group called the
Young Ottomans who were influenced by Europeanrdiien and nationalistr.
Sinasi’s satirical playsair Evienmesi(The Poet’'s Weddings regarded as one of the
first major works criticising the inferior situatioof women in arranged oppressive
marriage systems in the Ottoman Empire. Similaryhis /ntibah (The Awakening,
1876) andZavalli Cocuk(Poor Child,1873),Namik Kemal attacks the social pressure
on women, the unjust and oppressive system of agarand family life, calling for

reforms in women’s education and emancipation.

A small circle of educated Ottoman women also jditiee battle for women’s equality
through their writing, such as Fatma Aliye (186236 Emine Semiye (1866-1944),
Nigar Hanim (1862-1918), to name just a few. Thes#ers expressed Ottoman
women’s demands for emancipation, education aneec&r Fatma Aliye is regarded
“the first (that we know) to express her criticgions on the ‘woman question’ [...]
[in Ottoman society]®’ She attacked polygamy in hiisvan-i Islam(The Women of
Islam) andTaaddud-i ZevcafPolygamy. In her romantic noveMuhazarat(Stories to

Remembgr shepresents a new type of heroine who did not fallimoor die tragically

due to an unhappy love or marriage but “succeedesliviving slavery to become a

governess in a respectable household [and] wageacinvolved in making a happy

* The Tanzimat (Reorganisation) reforms are regasdethe beginning of the modernisation process in
the Ottoman Empire in the 9%entury. These reforms sought some important afmrig Ottoman
society such as the equality of all persons ofreligions, security of the subject’s life, honourda
property, fair and public trial, and so on. Fomuadnct discussion of the Tanzimat period anddfenms,
see Bernard LewisThe Emergence of Modern Turkgyndon: Oxford University Press, 1968), 76-128;
as well as other contemporary historians suclea Mardin, The Genesis of Young Ottoman Thought
(Syracuse, N.Y.: Syracuse University Press, 200Bihel Bozdgan, Modernism and Nation Building:
Turkish Architectural Culture in the Early Republfgvashington: University of Washington Press.,
2002); FatmaMiige Gogek, The Transformation of Turkey: Redefining State &utiety from the
Ottoman Empire to the Modern Efaondon: Tauris Academic Studies, 2011).
%> Young Ottomans as a term came to be used moréfispty in reference to the next generation of
liberal opponents of Sultan Abdulhamit. Their minvasre filled with new western ideas and beliefs and
they were regarded as the new administrative andrging elite which had been created by the reforms
of Mahmut Il and his successors. For further infation on the Young Ottomans, see for example,
Lewis, 136-174.
8 Tirkan Yailyurt Kayhan,Kadin Sairde Kadin: Suk(fe Nihal'inSiirleri (Woman in Women’s Poem:
The Poem'’s ofSukdfe Nihal) A Thesis Presented to Bilkent University for thegree of Master of Arts
(2005), 13.
" Saliha Paker, “Unmuffled voices in the shade aagohd: women’s writing in Turkish” iTextual
Liberation ed.,Helena Forsas-Scott (London and New York: Routled§61), 278, 279.
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second marriage possible for herself as a senaittlevirtuous woman*® However, her
approach to the woman question was limited in litallenge to convention: although
she was critical of polygamy and the lower statfisvomen in society, she was

nevertheless “respectful of the fundamental Islapnicciples.”

Progressive women’s journals followed a similartgrait in promoting a new mode of
womanhood, advocating education and the equalityashen but also emphasising the
importance of her domestic roles and duties. Thened to enlighten women regarding
issues such as discrimination, polygamy and opmess the family to prepare
grounds for the future improvement of women’s rightkadinlar DiinyasiWomen'’s
World), for example, clearly stated its purpose as “mting women'’s legal rights*
and “paving the way for the women’s moveméhtivith the purpose of putting
women’s conditions and demands on the public agaddaever, as Demirdirek states,
these journals often emphasised the goal of edwgcatomen in their traditional roles
such as mothering and child care, family and spametrk, housework and heafff.
Similarly, Alexander Safarian notes, the refornfigtkish writers and journalists “could
never oppose the fundamental norms and Islamiclaggns concerning women?
Marriage was still regarded as women’s social dapmething which, as Duber and
Behar note, “took place more for social and ecormomproduction than for individual
fulfillment.”> This suggests that, despite these attempts tdecreaw lifestyles for
women, they did little to contribute towards, akdleputs it, “the formation of a new
[...] self-identity of women®® because they maintained a strong emphasis on tiomes
female duties and roles. In this sense the modéhefNew Turkish Woman offered

little room for women to aspire to the kind of sklffilment that was emphasised by

*®bid., 280.
**bid., 281.
%0 Aynur Demirdirek attempts to recover the writirgfsOttoman women and lists important publications
oriented towards women. These publications incl§dkifezar (Bloomed Garden, 1886), Hanimlara
Mahsus Gazete (Gazette for Women, 1895), Dem@tupch, 1908)Kadinlar DinyasiWomen’s World
1913), Kadinlik (Womanhood, 19135ee Aynur Demirdirek,Osmanh Kadinlarinin Hayat Hakki
Arayisinin Bir Hikayesi(A Story of Ottoman Women's Demands for the Rightif&) (Ankara:imge
Kitabevi Yayinlar, 1993).
1 Aynur Demirdirek, “In Pursuit of the Ottoman WoneiMovement”, inDeconstructing Images of the
“Turkish Woman”ed. Zehra F. Arat (Hampshire: Macmillan Press,8)966.
%2 Serpil Cakir, Osmanli Kadin Hareketi(Ottoman Women’s Movementjstanbul: Metis Yayincilik,
1993), 86.
*3 Demirdirek,A Story of Ottoman Women’s Demand for the Rightfe 8.
* Alexander Safarian, “On the History of Turkish Feism” in Iran and the Caucasyd1 (2007), 141-
151, 144.
% Alan Duber and Cem Beharstanbul Households: Marriage, family and fertility880-1940
(Cambridge: Cambridge University Press, 1991), 87.
%% Sirin Tekeli, “Emergence of the feminist movementTiorkey” in The New Women’s Movemgat.
Drude Dahlerup (Sage: London, 1986), 183.
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those advocates of New Womanhood in America, becatigs core it retained a firm
belief in upholding traditional family roles andgeeded these as more important than

women’s individual development.

Although the Ottoman intellectuals came to realise oppression of the Ottoman
family structure within which women had no chanaealévelop their own independent
identity, they would not think about reforming thelations between the sexes in the
family, nor could they think of giving them the clt@ of freeing them from men’s
control. Within this modernisation controversy, wams education became an issue.
The state introduced educational programs and apeew schools for girls. In 1842 a
midwifery program and in 1858 secondary schools dofs were established in
Istanbul>” The most important breakthrough was the opening téachers’ training
college for girls in Istanbul in 1863.In 1911, the first lycée for women was established
and, in 1914, Istanbul University opened to worffelthough Ottoman women
demanded education not only to contribute to tHemestic duties but also “to capture
the sense of self-confidence that they had beekinigi;® the education they received
was “mainly religious in orientation, with the aioh creating good Muslim wives and

mothers.®! The official view of the teachers’ training collewas as follows:

Women should be educated in the same way as mbrawiew toward enabling
them to help and comfort their husbands, on whdseulders rest the
responsibility of earning a living for their fameb. Moreover, education will
greatly help women towards a better understandingelagious and secular
considerations and encourage them to obey thebdmas, to refrain from going
against their wishes, and above all, to protedt ti@nour®?

In this way, the implementation of educational refe reflected the concern of the
Ottoman reformists to strike a balance betweemnmislad modernisation in the creation

of the New Turkish Woman.

" Zehra F. Arat, “Educating the Daughters of the idig” in Deconstructing Images of “The Turkish
Woman”,ed. Zehra F. ArafHampshire: Macmillan Press, 1998),.7.
%8 Kumari Jayawardendeminism and Nationalism in the Third Woildondon and New Jersey: Zed
Books Ltd., 1986), 28.
%9 Nikki R. Keddie,Women in the Middle East: past and pres@hinceton: Princeton University Press,
2007), 81.
%0 Demirdirek, “In Pursuit of the Ottoman Women'’s Mowent”, 68.
®1 Jayawardena, 28.
%2 Emel Sénmez, “Turkish women in Turkish literatarfethe nineteenth centuryDie Welt des Islams
(Leiden), 12, (1969), 25.
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During the second phase of Turkish feminism, whstdrted in the era of “Kemalist
rule” (1920-1950%? the position of women continued to receive indregsttention as
part of the nation-building process. The imagehaf New Woman was considered an
integral part of the nationalist ideologies thastewed a new national and cultural
identity. This is because, as fgyDurakbaa says, for the new Turkish Republic, “the
image of the ‘new woman’ was a marker not only oltwral authenticity but also of
being ‘civilized’ as a nation® In an attempt to become a “civilised” nation aod t
improve the status of Turkish women, the foundatbnhe Turkish Republic in 1923
was followed by several legal and constitution&émas, including the adoption of the
Swiss civil code in 1926 which shook the unquestie authority of the Islamists,
replacing the Shariat. Among other things thedermes abolished polygamy and
granted women the right to choose their spousesaimitiate divorce; prevented child
marriage by imposing a minimum age for marriagel kel to the enfranchisement of
women to municipal elections in 1930 and natiorett®ons in 1934° Such reforms
were crucial steps in granting women opportunitiesocial and political life and in the

development of Turkish feminism.

However, Turkish feminism during the Republicanipemwas different from that of the
late-Ottoman period in its emphasis on “Turkishieather than on religion. Mustafa
Kemal and the other leaders of the Turkish natishatruggle emphasised equality
between the sexes and women’s social responsbildas important elements of this
Turkishness. Within this framework of Turkish nai@ism, the image of the New
Woman became a marker of a “civilised” Turkish oatwhose focus, as Durakiaa
notes, “shifted from Islamic culture to the oridiraulture of the Turks before they
accepted Islam® Ziya Gokalp, the country’s leading nationalisteifectual whose
ideas on Turkish nationalism “provided the startjmgjnt for Kemalist ideology®”

8 Although the Republic of Turkey was officially ebtished on 1923, the leadership and political powe
founded by Mustafa Kemal Ataturk started earlietatArk rejected the terms of agreement of the xgcto
of WWI imposed upon the Ottoman Empire and decldhedWar of Independence against the British,
French, Italians and Greeks in 1919. He presenitaeddif and his associates as an Anatolian altermati
to the government of the Ottoman dynastystanbul. In 1920, the Grand National Assembly wasted
as the “legitimate” legislative body and with tHeoéition of the Sultanate in 1922, Ottoman dynastie
and the Empire were officially ended. We can extéredKemalist period to the 1950s as the principles
the Kemalist regime prevailed over these yearseab Whus, the three decades between 1920 and 1950
are commonly referred to as the “Kemalist” era. $eat, Deconstructing Images of the “Turkish
Woman”, 13.
% Ayse Durakbaa, “Kemalism as Identity Politics in Turkey” ibeconstructing Images of the Turkish
Woman ed. Zehra F. ArgiHampshire: Macmillan Press, 1998), 139.
® Arat, 15.
% Durakbaa, “Kemalism as Identity Politics in Turkey”, 139.
7 K.E. Fleming, “Women as Preservers of the PasDégonstructing Images of “The Turkish Woman”,
ed. Zehra F. AraiHampshire: Macmillan Press, 1998), 127.
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played an important role in the construction ofstimew Turkish feminism and its
related model of new Turkish womanhood. His iddasuaa new Turkish nation were
inspired by the life of the nomadic ancestors @& Turkish nation when “democracy
and feminism were the two principal bases of ariclemkish life.”®® This vision of the
Turkish nation as founded on an ancient past alfssmed his vision of a New Turkish
Woman. He places the woman question at the ceffittkeonationalist discourse by
saying that “the ideal of feminism was born simudtausly with the Turkish movement
in our country [...] [in order to enter modern cig#ition] Turks have only to return to
our [past].®® Thus, democracy and feminism, for Gokalp, shoudd auopted not
because the West advocates them but rather betteyseere essential elements of an
ancient Turkish past. For this reason, Gokalp kee Turkish women must look to
their national history in the search for a modelf@hale identity, not to the West:
“Turkish womanhood certainly will better itself Hyenefiting from the progress of
modern civilisation. But the Turkish woman will nbe a copy-cat of French or of
English or of German womanhoo®.In other words, for Gokalp, Turkish women must
blend modernisation with Turkish culture rather ntheerely imitating European

civilisation.

These nationalist and statist ambitions to reforunkiSsh womanhood and construct a
new female identity have been a subject of del@atenfiny feminist and social critics.
The Kemalist ideology in relation to women’s emgation and its failure to radically
challenge conventional norms of womanhood have Isedject to criticism by some
Turkish writers such as Deniz Kandiyoti, Zehra FatA Ayse Durakbaa andSirin
Tekeli, to name but a few. They argue that the R®public emancipated women in
Turkey by granting and reforming their legal righbsit without actually promoting
their individual liberation in everyday lifé. For such critics, the modernists and
nationalists aimed to maintain a patriarchal idealfemale bodies and sexuality.
Discussing the meaning of Republican reforms formen, they often suggested that
these reforms did not aim at women's liberatiorabee they essentially reinforced the
roles of women as breeders and educators of neerggons of workers, soldiers and

:Z Ziya Gokalp,The Principles of Turkisprans. by Robert Devereux (Leiden: E.J. Brill689115.

Ibid.
© As cited and translated in Niyazi Beskélurkish Nationalism and Western Civilisation: Sedec
Essays of Ziya Gokalprans. and ed. Niyazi Berkes (New York: Columbiaversity Press, 1959), 254.
" Deniz Kandiyoti, “Emancipated but Unliberated? IRetions on the Turkish Case” Feminist Studies
Vol. 13, No. 2 (Summer, 1987), 317-338, 317; Dueghkb “Kemalism as Identity Politics in Turkey”,
139; Jenny. B. White, “State Feminism, Modernizatiand the Turkish Republican Woman”,NWVSA
Journal 3 (2003), 145-159, 153.
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citizens’? For Durakbga, for example, although the New Turkish Republiovjzled
Turkish women with some equal rights in the arddsw, education and political life,

it “did not alter the patriarchal norms of moralignd in fact maintained the basic
cultural conservatism about male/female relatioagt she was therefore “emancipated
but unliberated”® For Tekeli, the new “rights” given to Turkish womécarried a
symbolic meaning™ that sought primarily to strengthen the sense obwa national
identity as being based on a break from a “backivaadt, in a way that left women’s

subjugation largely unaffected in practice.

With their criticisms of Kemalism concerning thenfdion and purpose of the “new”
reforms in the process of liberating women, thesekish feminists draw a similar
conclusion in that although Kemalist reforms proadbta form of “public
egalitarianism” that granted formal rights and a&ka women to enter into political and
economic arenas, in practice they brought neitqaakty nor liberation to women and
their effects remained largely symbolic (to “shoemhmodern the new Turkey had
become”, in the words of Zehra Araf)A related point, and one which sets the New
Turkish Woman apart from her American counterpextfhat she represents a less
“challenging” figure for society in the sense tisdite forms a part of - rather than a
threat to - the governmental projects of nationaegration and reform and its
ideological vision of modernisation. We might addrén that the new discourse of
nationalism was not so different from the ideolafythe Tanzimat period in the sense
that the Kemalists continued to impose women’s grjrcontribution as being within

the domestic sphere and performing their dutiesiass and mothers.

In light of the above points, we can begin to drawt some of the defining
characteristics of the New Turkish Woman. Firstatif as Durakbga observes, she
must be a “modern woman...[which] means social womathe first place. She is the
woman of a vigorous society. These vigorous instiis are science and industry.

Modern woman is a woman who is cultivated in satemnd industrial culture’®

2 See, for example, Deniz Kandiyoti, “Emancipated Unliberated? Reflections on the Turkish Case”,
317-339; Ayse Durakiza, and Aynudlyasgslu, “Formation of Gender Identities in RepublicanrRey
and Women'’s Narratives as Transmitters of ‘HerstofyModernization” inJournal of Social History35
(2001), 195-203;Sirin Tekeli, “Emergence of the feminist movement Turkey”; Zehra F. Arat,
“Educating the Daughters of the Republic”.
3 Durakbaa, “Kemalism as Identity Politics in Turkey”, 14D41.
™ Tekeli, “Emergence of the Feminist Movement inKay”, 184.
S Arat, “Educating the Daughters of the Republic; Durakbaa, “Kemalism as Identity Politics in
Turkey.”
8 “Kadinlarimiz ve Spor” (Our Women and Sporidsam Spor20 (1938), as cited and translated by
Durakbaa, “Kemalism as Identity Politics in Turkey”, 144.
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Referring to the New Turkish Woman’'s modern outloakd appearance, Aeg
Durakbga and Aynurilyasgslu observe that “what to wear and how to wear @hath
plus the presentation of the body within a new fena outlook with short style hair,
smart suit [...] became important to mark the digiorc of the new women and
transformations within the women's sphete.However, alongside these “modern”
characteristics is the emphasis on traditionalsraleline with the Kemalist vision, and
so the New Turkish Woman is therefore usually assed with the role of a dutiful
mother and wife. Mustafa Kemal for example asseirieone of his speeches that “the
most important duty of woman is motherhood. The dngnce of this duty is better
understood if one considers that the earliest dducadakes place on one’s mother’'s
lap.”’® By referring to the duty of women as “mother”, Mafsa Kemal also drew
attention to the importance of marriage and sexirle: in sharp contrast to the figure
of the New American Woman, the sexual morality @NTurkish Womanhood “was
not ever radically questioned within the Kemalishi@””® As Kandiyoti suggests,
control over female sexuality was one of the imaatrtcultural factors that has
influenced and limited Turkish women'’s roles andréiore legal emancipation should
not be confused with social mores and women'’s ditien®® Instead, the virtue of the
New Woman was presented as a sign of female madesgnother of his speeches,

Mustafa Kemal emphasises this aspect of the NewiJuiWoman:

The [New] Turkish woman should be the most enlighte most virtuous, and
most reserved woman of the world...The duty of thekiBlh woman is to raise
generations that are capable of preserving andeging the Turk with his

mentality, strength and determination. The womaiw vehthe source and social
foundation of the nation can fulfill her duty orifyshe is virtuou$?

Such an ideology of female modesty as a strateggotdrol female sexuality is
expressed in the “asexual” ideal of the New Turkigbman. Kandiyoti draws attention
to this aspect of the New Woman in Turkey and st#iat she was defined not only as
an “enlightened [wife and mother] in the privatdepe” but also as an “asexual” and

“masculinised social actor” in publfé. As Durakbga andilyasgslu remark, even

" Durakbga andilyasaslu, 199.
8 From Atatiirk’s speech in lzmir, 1923, as cited arahslated by Zehra F. Arat, “Educating the
Daughters of the Republic”, 175.
" Durakbaa, “Kemalism as Identity Politics in Turkey”, 150.
8 Kandiyoti, “Emancipated but Unliberated?”, 317831
81 Atatiirk'iin Soylev ve Demeclefitatirk’s statements and speeches) 2, (1989), ad2ited and
translated by Arat'®econstructing Images of “the Turkish Woman’
8 Deniz Kandiyoti, “Ataerkil Orintiller: Tirk Toplumada Erkek Egemerflinin Céziimlenmesine
Yonelik Notlar” (Patriarchal Patterns: Notes Rethte the Analysis of Man’s Domination in Turkish
Society) in1980’ler Tirkiyesi'nde Kadin Bakis Acisindan Kadrn(women from Women’s Perspective
in 1980s Turkey) ed. b§irin Tekeli (istanbul: lletisim, 1995), 25.
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during occasions of social mixing with men, “newman had to preserve basic codes

of female virtue and be very cautious of not beiaductive.®®

Jenny B. White uses the term “Republican Womarcategorising the New Woman of
the Republican era in Turkey and argues that RegarbWoman'’s activism focused on
two things: “conservative morality and the requiegimnto remain true to the state’s
modernisation project and state interests”, nativag the Republican Woman dressed to
suppress her sexuality and femininity, wearing &evsuits and a no-nonsense
demeanor® The idea here is that she must repress her sgximlher relationships
with men in order to be accepted in public andwoici becoming an object for male
gaze. White summarises the general characteristicthe Republican Woman as

follows:

Since the new Republican Woman represented the rmaoskecular, Westernized
state, she was expected to behave and dress in théhadtate defined as a
modern, Western manner [...] The ideal Republican amnwvas a “citizen

woman”: urban and urbane, socially progressive, ddsib uncomplaining and
dutiful at home. Modernity, as defined by the Talkistate, included marriage
and children as a national duty for women [...] Thil® Republican woman
was,gg)y definition, a bourgeois urban woman, ad a®la symbol of the new
state:

All these perspectives on the image of the Repabld/oman reveal the parameters of
the space created within the project of modermoty furkish women’s emancipation:
respect for the community over the individual, Haih education (in order to be a
“good” wife-mother) and repression of sexualityieBly, in Pinar llkkaracan’s words,
the Republican Woman is identified with an imageaof “emancipated and active
[woman] in the founding of the new republic as nesthwife, daughter and political

activist, yet also modest and chast.”

Although the Kemalist modernization project crea@dhew discursive space that
advocated women’s emancipation and equality inndé@e of pre-Islam Turkishness,
the image of the New Woman often shared similaritéh the image of womanhood
that was projected by the reformers of the latex@#n period. Duraka explains the

similarity between these two images as follow:

8 Durakbaa andilyasaslu, 199.
8 White, 153.
% bid., 146, 147.
8 Pinar ilkaracan, Deconstructing sexuality in the Middle Ea@tlampshire; Burlington: Ashgate
Publishing, Ltd., 2008), 44.
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In the modernist views of the late-Ottoman peritte image of “the new
woman” was defined as the “social woman”; thathg, contribution of women
to the community and to society in general wasssted [...] Kemalists also
defended the idea that women should participasoaial life and take on social
responsibilities and roles as professional womengdide their traditional sex
roles of mother and wif&.

This image has also served as a vocabulary thraingth the questions of cultural and
national integrity had been debated during thesitemm from the Ottoman Empire to
the Turkish Republic. Although the Turkish Repubpitaced a new emphasis on
feminism that was based on secular Turkish natiematather than Islamic modernism,
as Kandiyoti perceptively observes, both Islamid aationalistic discourses aimed at
establishing a figure of New Turkish Woman who gsrigruent with the ‘true’ identity

of the collectivity and constitutes no threat t6%ft The defining attributes of the New
Woman in both discourses, hence, were compatiliethe one hand she is modern,
educated, intellectual and plays a greater rolguhlic life; on the other hand, she
remains within socially acceptable and traditiomatms as a dutiful wife, good mother
and virtuous woman. In this sense, unlike her Aoaerisister, the New Turkish Woman
was not all that “new”: beneath her veneer of moiigr she was still the same old

“ideal, moral,” woman who was, to a large exterfjmed by and in the service of men.

8" Durakbaa, “Kemalism as Identity Politics in Turkey”,14234

8 Deniz Kandiyoti, “Women as Metaphor: The Turkistowdl From the Tanzimat to the Turkish
Republic”, 140.
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Section 2: Edith Wharton’s and Halide Edib Adivar’'s Perceptions of the Woman
Question and Their Critical Reception

2.1. Edith Wharton (1862-1937)*They’d [women] much better stay at home
and mind the baby{®

Edith Wharton, as Susan Goodman points out, “naltexd herself with the feminist
movements of her day® Developments such as the opening of educational
opportunities in America did not seem to excite toer much. Ironically, coming from
an aristocratic family, the education Wharton reedi at home shows that she had
passion for education and learning: “she learnethé¢tr, German, and Italian before she
was nine. By the time she was in her early teersnsds reading Goethe, Balzac, even
medieval German and French poetsBut despite her desire for reading and learning,
Wharton seemed to hold herself aloof on the questib women’s education and
liberation. Her anti-feminism was articulated egjtly in her personal letters and non-
fictional statements. In 1919, for example, Whantaposed her opinion on women in
her French Ways and Their Meaningy saying: “Women are generally far more
intelligent listeners than talkers [...] for intekigt women will never talk together when
they can talk to men, or even listen to them [.%3]in 1923, she wrote an unpleasant
letter to her ex-sister-in-law, Minnie Jones, irspense to a request to provide a
scholarship for women: “I'm not interested in triivey scholarships for women [...]
they’d much better stay at home and mind the babgtich statements seem to support
Richard Lawson’s argument that Wharton believedrf@a were made for pleasure and
procreation.®® In 1933, writing about her feelings about Amerisgomen’s struggle
for emancipation, Wharton confirms this suggestgrindicating her negative view of
the American women’s movement and expresses thertamre of women’s domestic

roles in her autobiographyA Backward Glanceas follows:

8 Edith Wharton, (A Personal Letter, 1923), as citetiermione LeeEdith Wharton(London: Vintage,
2008), 608.
% Susan Goodmaikdith Wharton’s Women: Friends, Rivglsondon: University Press of New England,
1990), 35.
°I Richard H. LawsorEdith Wharton(New York: Frederick Ungar Publishing Co., 1977),
%2 Edith WhartonFrench Ways and Their Meanirfiyew York: Appleton, 1919), 25.
% As cited in Hermione Leé&dith Wharton(London: Vintage, 2008), 608.
% Richard LawsonEdith Wharton(New York: Frederick Ungar Publishing Co., 19739,
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| have lingered over these details [describingabeking she enjoyed as a child
and young woman] because they formed a part - at nmogortant and
honourable part - of that ancient curriculum of $ekeeping which [...] was
soon to be swept aside by the monstrous regimergnmdncipated: young
women taught by their elders to despise the kitcaed the linen room, to
substitute the acquiring of University degrees floe more complex art of
civilized living [...].%
Wharton’s conservative remarks about the positibwamen, according to Hermoine
Lee, were “commonplace among upper-class Anglo-Acaes” in her time and
indicate her fear of “social disintegratioffor which new ideas on the role of women
were held responsible. For Robert Peel, howevermtgh’s anti-feminism stems from
her desire to secure her position as an artist nmake-dominated literature world and

97 These features, Peel

from her fear of being categorised as “emotiona eminine.
suggests, implied incompetence and vulnerability aere attributed to the “allegedly
soft, second-rate work” of her tinfeIn his collection of essay criticism on Wharton,
Irving Howe emphasises Wharton’s image as an atifamed realist by stating that she
“described life as a succession of pitiful compreesi with fate, of concessions to old
traditions, old beliefs, old tragedies, old failstd” In a similar way, regarding
Wharton’s wish to dissociate herself from other veomE. K. Brown suggests that
Wharton was “at ease in a man’s world [...] she tptdasure in the remark that she
was a self-made man [...] She was called ‘John’ yhlneband and characterized as an
intellectual tomboy*° As Amy Kaplan suggests, perhaps it is for thissoea- that
Wharton felt no connection with feminisf - that the studies of women in literature
that were written until the 1970s paid very litH#ention to Wharton. Even if they did,
they have often viewed her works as anti-feminfgharton’s pessimistic themes and
unhappy stories about women in her fiction receinethy complaints from her critics
who often accused her of representing her femadgackers from the perspective of
conventional narratives. Referring to her negatittéude towards her heroines, Q.D.
Leavis for example underrates Wharton as a writdrramarks that not even Wharton’s
“greatest admirer” would proclaim her a great nstdlecause the key to the success of

% Edith WhartonA Backward GlancéNew York: Scribner’s, 1933), 59-60.
% Lee, 607.
:; Robert PeelApart from ModernisngMadison, N.J.: Fairleigh Dickinson University Pre2605), 145.

Ibid., 146.
% Irving Howe, “Introduction: The Achievement of BuiWharton” inEdith Wharton: A Collection of
Critical EssaygNew Jersey: Prentice Hall, 1962), 16-17.
190 E K. Brown, “Edith Wharton: The Art of the Noveih The Art of the Novel: From 1700 to the
Present Timé&d. Pelham EdggiNew York: Macmillan, 1933), 196.
191 Amy Kaplan,The Social Construction of American Realigicago: Univ. of Chicago Press, 1988),
14; see also Shari Bensto®p Gifts from Chance: A Biography of Edith Whar{dwistin: University of
Texas Press, 200865; Katrine JoslinEdith Wharton(New York: St. Martin press, 1991), 203.
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a writer, for Leavis, is the question of “what thevelist has to offer us [...] in the way
of positives.*® Lionel Trilling perceives Wharton’s treatment ehfale characters and
their unhappiness as an outcome of her crtféltwhile for Harry Hartwick, the

essential motive of Wharton’s fiction is the old#figoned morality of the Old

Testament: punishment for every breach of converfibMary Suzanne Schriber’s
essay in 1983, “Convention in the Fiction of Edittharton” follows a similar line and
suggests that her idea of woman is “the complenwnthe male, as innocent,

1% Janet Malcolm echoes these views in her artidlbe®

dependent, intuitive, spiritua
Woman Who Hated Women” and describes the world bakén’s novels as a “dark,

nightmarish place peopled by [...] destructive, path@arcissistic women*®

One of the bitterest attacks comes from Ranijit Kieapoor, a professor of English at
Punjabi University. He argues that Wharton was derdry anachronism”, a
spokeswoman for a dying, old-fashioned aristoceawy tradition. For Kapoor,

To regard her [Wharton] a feminist just because fletional world is replete
with the female of the species or just becauseisipeeoccupied with women
and their problems in relation to their deep asi@ing and anguish in an unjust
system, amounts to tilting the balance of Whartdic®onal world in their own
favor. They seem to be blind to the fact that ebeugh Edith Wharton presents
the helpless plight of women effectively, she rurie an impasse when it comes
to offering alternate solutions [...]she glorifiesethole of women as the safe
keepers of culture, guardians of moral values amturers of childrert®’

Some critics have interpreted Wharton’s pessimistidook regarding the plight of
women in relation to her personal life. Cynthiaf@Briwolff's A Feast of Words: The
Triumph of Edith Whartgrfor example, indicates the impact of Wharton'sspeal life

on her works and points out that Wharton’s fearhef mother and her unhappy
marriage resulted in the pessimism in her fictiShMarius Bewley also perceived

Wharton’s fiction to be “projected from some deegnter in herself, from some

102) eavis, 261.
193 ionel Trilling, “The Morality of Inertia (Edith Warton: Ethan Frome)h Great Moral Dilemmas in
Literature, Past and PresenEd. Robert M. Maclver (New York: Institute for Rgous and Social
Sciences, 1956), 37.
1% Harry Hartwick, The Foreground of American FictiofNew York: American Book Co, 1934), 385-
387.
195 Mary Suzanne Schriber, “Convention in the FictidrEdith Wharton” inStudies in American Fictign
11 (1983), 189-200, 189.
196 janet Malcolm, “The Woman Who Hated WomenThe New York TimeéNovember 16, 1986).
107 Ranijit Kapoor, “Edith Wharton's Feminism: Rovimga Blind Alley” in SikhSpectrum.com Quarterly
16 (2004), 1.
198 Cynthia Griffin Wolff, A Feast of Words: The Triumphs of Edith Whar(®few York: Oxford
University Press, 1997), 357.
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concealed hopelessness, frustration, or private thgt we are never allowed to see

except at several removes in the disguising medifiner art.*%°

Wharton’s non-fictional statements and the way Isag been presented by the critics
considered above suggest that Wharton’s evaluatiadhe role of women was in line
with traditional gender roles and the customs aof $eciety. However, by reading
Wharton'’s texts with an emphasis on her “anti-matierews and categorising her as a
conservative writer, such critics arguably underpthe significance of the social
criticism that is contained in her novels regardimg problems of women in a changing
society. They tend to interpret the unhappy endingser novels as symptoms of her
personal bitterness or pessimism, often to sugfesthis diminishes the artistic merit
of her work or to emphasise that she remains tedddminant, male literary
conventions. The painful stories of Wharton’'s heesi - who very often end in
compromise, violence, torture or death - leads$hsrdics to conclude that Wharton
advocates and/or reinforces a patriarchal ideolotpgt “bad” women deserve

punishment.

Despite such negative commentary, some feministicerihave changed the
understanding of Wharton’s works through their ge@$, focusing particularly on
Wharton’s insights into the social structures andventions that shaped and limited
women'’s lives in this period. They have interprei#harton’s pessimism either in
terms of the theme of the powerlessness of thevichakl in the face of society/nature,
or as a reflection of her naturalistic depictionwadmen’s life in her society. Margaret
McDowell’'s essay, “Viewing the Custom of her CoyntEdith Wharton’s Feminism”
in 1974 was a breakthrough work that points to sofmihe feminist implications that
can be drawn from Wharton’s novels. McDowell emjdess the feminist aspiration of
Wharton'’s fiction, arguing that it calls attentismwomen’s desires and the difficulties
and restrictions that they face in patriarchal styci*® Katherine Joslin similarly,views
Wharton’s works with an emphasis on the idea tleatcharacters are caught up in what
Wharton called “the web of customs, manners, celftt, resulting in the “unhappy

endings” of her novels as individuals are portragedunable to achieve freedom from

199 Marius Bewley Masks and MirrorgNew York: Atheneum, 1964), 146, as citedkiatherine Joslin,
Edith Wharton(New York: St. Martin press, 1991), 134.
10 Margaret McDowell, “Viewing the Custom of her Camn Edith Wharton’s Feminism” in
Contemporary Literaturel5 (1974), 521-538.
11 Edith WhartonA Backward Glance(New York: Scribner’s, 1933), 35.
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societal bond$!? Sandra M. Gilbert and Susan Gubar’s account ofthaalso draws
attention to her feminism, arguing that “despitetak evidence that Edith Wharton was
neither in theory nor in practice a feminist, heajon fictions, taken together, constitute
perhaps the most searching - and searing - femamatysis of the construction of
‘femininity’ produced by any novelist in this cemp ' Singley Carol’sA Historical
Guide to Edith Whartofollows the critics who view Wharton’s fiction fno a feminist
perspective by noting that: “Western culture repeeswomen’s powers by dividing
them into mutually exclusive categories of good dadl [...] Wharton criticizes
Western culture’s repression of women and showséeel to integrate the multiplicity
of feminine energies [...]***

Elizabeth Ammon’s bookEdith Wharton’s Argument with Americégs another
illuminating work that draws attention to Whartorfeaminist vision. She considers
Wharton’s work alongside the feminist texts of ety and argues that Wharton’s
unhappy stories in her novels stem from her coiondhat “no matter how privileged,
nonconformist, or assertive [American women werg] [they] were not free to control

their lives.™*®> Ammons writes that:

Wharton was never able to write a happy, positieeygbecause] the culture, in
Wharton’s opinion, offers them no means of reagizitheir dreams |[...]
[Wharton’s heroines] all end up in bondage to tlestpnot because Edith
Wharton was cruel but because the liberation, gedress” that America
boasted of for women was, in her view, a mir&§e.

For Ammons, although Wharton agreed that the mwsitf women was the critical
issue in American society at that time, she didstatre the optimism that positive and
progressive changes in women’s life were occurrifberefore, Ammons argues,
Wharton’s pessimism in her works is not so muclinaication of her “cruelty” or will
to punish her female characters but more an indicatf her portrayal of the tragedy of
women’s situation as Wharton had come to see fte “waste, the crippling, the

curtailment.*!’ This is where, as Ammons puts it, Wharton differedm her

112 Katherine JoslinEdith Wharton(New York: St. Martin press, 1991), 131,132.
113 sandra M. Gilbert and Susan Gub@he Madwoman in the Attic: The Woman Writer and The
Nineteenth-Century Literary ImaginatigNew Haven and London: Yale University Press, J988.
114 carol J. SingleyA Historical Guide to Edith WhartoNew York: Oxford University Press, 2003),
25.
115 Elizabeth AmmonsEdith Wharton’s Argument with Ameri¢athens: University of Georgia Press,
1980), 3.
18 Ammons, 48, 49.
17 bid., 3.
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contemporaries. Henry Jamedieie Portrait of A Lady(1881), Kate Chopin’'sThe
Awakening(1899), Robert Grant'®Jnleavened Bread1900), Ellen Glasgow’'sThe
Wheel of Life(1906), for example, are some of the importantet®ypublished at the
time Wharton was writing and they also exploredwlmenan question: dealing with the
situation of contemporary women and addressingessuch as the victimisation of
women by an oppressive masculine society, thegvekral definition of femininity, and
inequality in gender roles. But perhaps becaussetheriters, although in varying
degrees of commitment, were supportive of the Wdmériovement, they often
portrayed bold, admirable versions of New Womanhsach as James’s IsabelThe
Portrait of A Lady(1881) or Chopin’s Edna ihe Awakening1899). Reflecting on the
novels written about women at Wharton’s time, Amshobserves that “there was new
pride in women and great optimism about the futurgd Brave new women were
invading fiction in the 1890s, and authors, by dmde, had happy tales to telf®

Ammons goes on to write:

But not Edith Wharton. In sharp contrast, most@f Wwork in the 1890s focuses
in one way or another on the pain of being a worklar.governing themes rise
from the recurrent situation of a heroine percejvam enormous and cruel lack
of fit between her persona; expectations of lifel &ime social reality. Where
there is rebellion it almost always meets withufes**®

Through such readings, Wharton has been broughfront her categorisation as the
author of the “novel of manners” and into the ditenof feminist literary critics. By

raising the theme of women’s restricted place irietyg and emphasising how
patriarchal society acts as a destructive forcewfomen in her fiction, Wharton has
been re-appraised as expressing the cruelty osbaety towards women. However,
critics discussed above such as Ammons ultimatehg tto reinforce the image of
Wharton’s heroines as victims caught in a hoped@sation, and their criticisms remain
within a limited understanding that the unhappyrie® about her heroines stemmed
from the author’s wish to depict with accuracy liwes of women of her time - a theme

that | will return to later.

18 pid., 5.
119 |pid.
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2.2. Halide Edib Adivar (1884-1964)‘No matter how high the knowledge that
women possess, this should be in harmony with theiomanly

responsibilities®*°

Unlike Wharton, Adivar - “a writer of fiction and mewspaper columnist, a public
speaker, a translator and a soldier, politicalidess [...] and a woman of educatiof®

- showed much greater concern with women’s rights @ducation. Her life covers the
turbulent years leading to the First World War, otigh the Turkish War of
Independence and the period of extraordinary sadiange in the early twentieth
century that would establish the Turkish Repuldibe fought for the emancipation of
women and for their access to education and paitt,vemd wrote articles on women'’s
issues propagating emancipation and equal edudatiomomen*?* Her commitment to
education for girls led her to establish the worsaolub in 1908, Teali-i Nisvan
Cemiyeti (Organisation to Improve Women'’s Stafdd)which provided classes for
women to learn housekeeping, childcare and helpediurse Turkish soldief?
However Adivar defines Turkish feminism differgnttom Western feminism. In her
Conflict of East and West in Turkeshe refers to this point explicitly by saying ttha
Turkish feminism “differs from Western feminism its democratic aspect [...] it
[Turkish feminism] was not the revolt of one sexaagt the other’s domination. It was

a part and an integral part of Turkish reform§’[:2°> As she wrote:

| see that those very clever Turkish women advodag¢erise of a feminist
movement [...] Such a movement could be worthy oéest [...] But women
should not see men as their enemies! Thgse young men among us are as
willing to help women achieve their equality as wmThus, it would be much
better for women to receive help from these meherathan viewing them as
their rivals [...] Women need to learn about evenmythas much as men do. In
this case, women are no different than men...Yesdameeds should not distract
women from their household duties such as mothehlegmatter how high the

120 Halide Edib Adivar, “Mehasini Okuyan Karderime” (“To My Sisters Who Read Mehasin”),
Mehasin 6 (1908), 418-421, as cited in Aynur Demirdireksmanli Kadinlarinin Hayat Hakki
Arayisinin Bir Hikayesi(A Story of Ottoman Women’s Demands for the Righif&), 39. All translations
in this thesis are mine unless otherwise indicated.
121 Emel Dgramacl, Tirkiye’de Kadinin Diinii ve Yarini (Woman in Turkégsterday and Today)
(Ankara: Dgus Matbaacilik ve Ticaret Ltdti, 1992), 53.
122 See Berna Morarfjiirk Romanina Elgirel Bir Bakis (A Critical Review of Turkish Nove(istanbul:
fletisim Yayinlari, 2007), 155.
123 Frances KazarHalide Edib ve Amerika (Halide Edib and Ameridedns. Bernar Kutly (istanbul,
Baglam Yayincilik, 1995), 72.
124 Reina Lewis and Nancy MicklewrigiBender, Modernity and Liber{.odnon: I.B. Tauris & Co Ltd,
2006), 199.
12 Halide Edib AdivarConflict of East and West in Turkéyahore: S. M. Ashraf, 1935), 197.

44



knowledge that women possess, this should be imdray with their womanly
responsibilities [.. }?°

This passage clearly shows that Adivar’s feminisfers to equality between the sexes.
But this “equality” is emphasised within the corttex political and social rights and
more addressed to the ideals and responsibilihat @re endorsed by the project of
modernisation (such as household chores, motheringd other “womanly”
responsibilities) than to women’s individual freedofrom conventional societal
constraints. In this sense, like Wharton, Adivisio aappears to emphasise women’s
domestic roles and their contribution to societygeneral (although in a different
manner and for different reasons - Wharton for pheservation of Old New York
values, Adivar for the betterment of the Turkishiord. Adivar's view of an “ideal”
woman and her emphasis on the domestic roles ofemdmraise the future generation
of the Turkish nation are explicitly outlined inrhexhortations to Turkish feminists to
be mindful of their national duties: “The right tife nation is a thousand times more
important and sacred than a woman'’s right; for tleaison, when women raise their
voice (for their rights) today, they should rememib&at this is not for themselves but to

be able to raise generations for their natit.”

Adivar also believed in the idea that educationviomen is essential not only to be
able to raise healthy and educated generationghéofurkish nation but also to learn
and assimilate some principles of Western modetiaisdor the betterment of Turkish
society. However, aBogramaci notes, she also criticised those who “bjinditate the
Western people’s lifestyle’® Similarly, Jayawardena states that for the sucobsise
Turkish Republic, Adivar believed in the importaméesynthesising “the two prevailing
ideologies of the time, Turkish nationalism and Westernisation ideal®® Adivar's
“ideal” woman, then, is largely analogous to thewN&urkish Woman who is, as
discussed earlier, defined as “educated [...] dressdtie new styles and attuned to
Western ways - [...] yet whose role was primarilytiie home [...] [T]hey still had to
act as the guardians of national culture, indigenaligion and family traditions - in
other words, ideal woman means to be both ‘modand ‘traditional.”*° Similarly,

Adivar’s ideal woman is viewed as being educatatieargaged in a professional career,

126 Adivar, “Mehasini Okuyan Kargkerime” (“To My Sisters Who Read MehasinNlehasin 6 (1908),
419, as cited in Aynur DemirdirekQsmanli Kadinlarinin Hayat Hakki Araynin Bir Hikayesi(A Story
?2f70ttoman Women’s Demand for the Right to)Lifankara:imge Kitabevi Yayinlari, 1993), 39, 40.
Ibid.

128 Dogramaci, 56.
129 Kumari Jayawardendeminism and Nationalism in the Third Wofldondon and New Jersey: Zed
Books Ltd., 1986), 40.
*1bid., 12-14.
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an equal partner of man in the project of reformsogiety and creating a new way of
living. At the same time, she reinforced her visafrihe ideal woman as an agent of the
creation of harmony in the household and as a mdatk&ring her responsibilities to her
nation. She stresses the importance of “firmer mdissoluble marriage” and urges
women to view it not “from a selfish, individualistpoint of view, but as the organic
bond of society®*' For these reasons, when | use the term Adivarsalidwoman in
this thesis, | shall also be referring to the fegof the New Turkish Woman.

As Robert P. Finn points out, the figure of theeatl woman as a synthesis of Eastern
and Western cultures had already appeared in marigrenovels before and during
Adivar's time such as Semsettin Saniraassuk-i Talat ve Fitnat(The Romance of
Talat and Fitnat 1875), Ahmed Mithat'$~elatun Bey ile Rakim Efendirelatun Bey
and Rakim Efendi1l875), NamikKemal's Intibah (Awakening 1876), Halit Ziya
Usakligil's Ask-1 Memnu (Forbidden Love 1900), Yakup Kadri Karaosmagio's
Kirallk Konak (Mansion for Rentl922) to name but a fewWhen we study these
novels, we realise that they focus on the elitésianbul of that era in which European

influence was increasing. Finn summarises this éhenTurkish fiction as follows:

Traditional manners and mores were disappearingréehe inroads of life
alafranga A society which had accepted itself with equatymibegan to

examine every aspect of its own life in comparisath the West [...] Increasing
European influence in the [Ottoman] Empire had maden ordinary residents
of Istanbul aware of the great variations in soctiduct

The central theme in these novels, as Finn suggedhe difference between two

different types of Westernisation, each represgniivo opposite ideological positions

in the Turkish society of the era: a dandy, alajeafover-Westernised) character from
an upper-class, wealthy, Westernised family an@t twinter-images who are depicted
as “hard-working, conscientious and an exempliiccabf the ideal synthesis of Eastern
and Western cultures®® The dandy male figure like Felatun “whose sole airtife is

to obtain a veneer of European culture with whichimpress his peers and delude

himself34

or Mihriban who is the “first instance [in Turkiglction] of the alafranga
young girl” in Ahmed Mithat'sFelatun Bey ile Rakim Efendippear in later Turkish

fiction quite frequently.

131 Halide Edib AdivarConflict of East and West in Turk@éyahore: S. M. Ashraf, 1935), 197.
132 Robert P., FinrThe Early Turkish Novel 1872-19QBtanbul: Isis Press, 1984), 10.
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Serif Mardin has also commented upon the portrayahe over-Westernised figure of
the elite class in Istanbul at that time and tha&c@lof women in the early Turkish
novels. Referring to Bihruz Bey in Recaizade EkeAraba Sevdas(The Carriage
Affair, 1896), for example, Mardin argues that the Herdhe archetypical Westernised
fob” that represents the ridiculed “stereotype wémWesternised Ottoman® Such
characters, aSerif Mardin observes, are treated satirically tavdrattention to the
“dangers” of excessive Westernisation and to dsgidhose who were “aping social
mannerisms of the West®® In his discussion of women'’s position in socieardin
also points out the depiction of the “ideal” Tutkimoman in early Turkish fiction such
as the heroine, Canan kelatun Bey ile Rakim Efen¢frelatun Bey and Rakim Efendi
1875).As Mardin aptly observes, Canan - who learns hove&a and write along with
French and piano and at the same time still maiatdie salient features of her culture -
represents the “ideal of womanhood” that was preshat Turkish society at that time.
However, although these novels provide insight® itite formation of gendered
national identities and contribute significantly tour understanding of the
modernisation period as it was experienced in fierclass of Turkish society at that
time, they appear to be deeply connected to the’'stiaeology rather than questioning
its fundamental principles. Furthermore, the characin these earlier Turkish novels
are often restricted to such dichotomies of “ideal” “dandy/alafranga” characters
rather than presented as characters with the kintbmplexities and ambiguities in

emotions, motivations and status that we findguay in the work of Adivar.

In making this argument, my reading of Adivar dépafrom conventional
interpretations which often see her novels as ptmmoher vision of “ideal”
womanhood and articulating the discourse of the Nenmkish Woman. A number of
literary critics such as Deniz Kandiyoiinci Enginiin, Berna Moran, Ozgiin Basmaz,

Hilya Adak, Muzaffer Uyguner, Goniilghabat®’

to name but a few, have approached
Adivar’s novels in this way. Deniz Kandiyoti, foxample, argues that Adivar’s novels

depict nationalist and asexual women who represieatauthor’'s “ideal” woman:

135 Serif Mardin, “Superwesternization in Urban Life the Ottoman Empire in the Last Quarter of the

Nineteenth Century” ifurkey: Geographical and Social Perspectijved. by Benedict, P., Tumertekin,
E. and Mansur, F. (Leiden: Brill, 1974), 142.
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137 See Hillya Adak, “Otobiyografik Begiin Cok-Karakterlilgi: Halide Edibin ilk Romanlarinda
Toplumsal Cinsiyet” (Multi-ldentities of Autobiogpaic Self: Social Sexuality in Halide Edib’s Earlie
Novels), 161-178, 162http://research.sabanciuniv.edu/5302/1/Hulya Addfk.gMuzaffer Uyguner,
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describing the female characters in her novelsaaeXual and devoid of their essential
femaleness”, Kandiyoti suggests that in these owa see that “the love of heroines
transcends individual, sexual love and represemtgeeting of minds in the nationalist
ideal.”>*® Kandiyoti concludes her argument by saying thi ih a “recurrent theme
throughout [Adivar’'s] novels” which suggests thatmen could be accepted into public
life in Turkey only if they are “asexual and devaifl their essential femaleness®
With her emphasis on this image, Kandiyoti saysivaAd played the leading role in
Turkish literature for creating the image of “trd@ughters of the Republi¢*°

Along similar lines,inci Enginiin argues that Adivar reflects her peioegton the
woman question through her female characters imbeels. Enginiin remarks that in
her novels, Adivar generally depicts a female attaravho is conscious, looking after
her home, earning [money] and managing househdldsdand this, argues Enginun, is
the female model that Adivar respects nfésBerna Moran stresses the same point by
saying that the heroines in Adivar’s novels - intipalar her earlier novels - are loyal to
traditional values and follow a path of sexual uand virtue whilst being independent

and self-reliant. He continues his discussion Hdevis:

This (ideal) womanhood is one of the new narratived Adivar introduced to
the Turkish reader. This image was important iimterof combining some
values (of the East and West) that were seen assdppto each other in
(Turkish) society [...] Because these charactersrésgmting Adivar’'s “ideal”

woman) are moral women who are Westernised buteasame time loyal to
their national values, both educated and indepdnden also keen to maintain
their sexual purity*?

Ozgiin Basmas concurs with these interpretations ianceflecting on the similarity
between Adivar’s heroines and the New Turkish Womaaintains that “Halide Edib’s
model [of “ideal woman”] flawlessly reproduces temalist construction of the ideal
Turkish woman as enlightened ‘daughters of the kguand at the same time

‘mothers of the nation.*?

%8 |bid., 149.

9 1bid., 149.
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Saliha Paker, on the other hand, provides a difteapproach to Adivar's works and
draws attention to the inconsistency of viewpoiats “the woman question” in her
novels. Paker correctly observes that, in dealiitg #ihe contemporary interest in the
theme of “Western-in-East” in Turkey, Adivar “folle the contemporary mainstream
of male fiction™** an indication of her search “for a synthesis ofsférn and
traditional values™° However, Paker says, Adivar's feminist perspectvel her
search for alternative female models change aaugrtlb the “reactions from the
readership or by political/ideological trendé4®In order to prove her argument, Paker
writes that Adivar received threats on her lifedaese of the “inappropriate” themes in
her novelSeviye Talip such as female sexuality or the freedom of wonmetheir
choice of marriage. Due to the reactions Adivaeiresd from her readers, Paker says,
she changed her writing strategy in her followingans and depicted these
unconventional themes through the representatioronfTurkish female characters (as
in the case of Dora iHleartachg. Paker’'s reading of Adivar’s works challengesstno
critics mentioned above who generalise the authi@nsale characters. However, by
suggesting that Adivar’s contradictory depictionhef heroines is modified according
to the reactions from the readership or politid&dlogical trends, Paker ultimately
emphasises, like the critics considered above,oaiathintention in her reading of

Adivar’'s novels.

The discussions of these critics are studded wigights that contribute to our
understanding of many important facets of Adivadsels - in particular their accounts
of the experience of Westernisation in Turkey irs theriod. However, these studies
tend to be preoccupied with a normative ideal ofkialn femininity and to offer
readings that approach the works as documents efatithor’'s vision of “ideal”
womanhood and normative prescriptions of the pemgarding “how a woman should
be” - rather than on how they problematise womadhad open up new perspectives
on the question of “what it is to be a woman”. Thapproach also tends to
underemphasise the way in which the heroines teatie limitations that the vision of
New Turkish Womanhood places upon them and howitbgyond to living in a society
where women are perceived to be inferior to meguBimg on the female’s morality in
these works simply as a sign of the novel's depicdf the author’s “ideal” woman, or

interpreting the novels’ unhappy endings as théatig warning against those who

144 saliha Paker, “Unmuffled voices in the shade aagohd: women’s writing in Turkish” ifextual
Liberation ed.,Helena Forsas-Scott (London and New York: Routed®91), 282.
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challenge or deviate from this female model iBakhtin words, “to reduce [the novel]
to a systemically monologic whole, thus ignorinds]i fundamental plurality of
unmerged consciousnesses” while emphasising insgeathgle and unified authorial
consciousness*’ Furthermore, interpreting these heroines only bsans of dress
code, the class they belong to, their educatioelland their domestic life style is to
present an over-simplified image of the heroines aeglects, as | aim to demonstrate
over the following chapters, the construction of tdew Woman as a complex and

contradictory phenomenon as revealed through thlegic narrative of the texts.

147 Mikhail M. Bakhtin, Problems of Dostoevsky’s Poetied. & trans. Carly Emerson (Minneapolis:
Univ. of Minnesota Press, 1984), 9.
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Section 3: Theoretical and Methodological Framework The New Woman Fiction

and Feminist Dialogics

3.1. Wharton’s and Adivar’s Novels as examples ofélv Woman Fiction

| aim to bring a number of contributions to thestixig literature on Wharton, Adivar
and the New Woman in this study. In particularcantrast to the critics considered
above | want to argue that, despite Wharton’s add/@’s non-fictional writings and
public statements concerning the importance ofttaditional roles of women in the
domestic sphere, the novels considered here disglgyificant elements of New
Woman fiction. Referring to the multi-voiced naivat of New Woman fiction, Ann
Ardis argues that some of the New Woman novels ala “the monologic [single-
voiced] structuring” of conventional narrative ardisplay what Bakhtin terms
“polyphonic form” in their languag&?® Following this idea, rather than reading these
texts as statements of authoritative ideologiesandigg women or as presenting a
certain “type” of feminine identity that reflecteet views of their authors (as previous
critics have suggested), and against the view thabugh their “unhappy endings”,
these texts are severe in their treatment of teas@en who “stray from the path”, |
propose that these novels offer complex images etv NWomen that challenge
conventional fictional frameworks of female reprastéion, and that their unhappy
endings can be read both as indictments of theaishs that their respective societies

place on women and a recognition of female voigenay and struggle.

What points of connection do Wharton’s and Adivaitsels under study have with the
New Woman fiction? Before considering this questitins important to review the
general characteristics of the New Woman fictione@f its defining features was its
challenge to the era’s hegemonic definitions of wohood and related prescriptions on
“how a woman should be”. In an attempt to reas#es®ld clichés and moral codes of
femininity, feminist writers began to think aboudtet formulation of new codes of
female behaviour, a new morality and new sexuatetilhis made the New Woman
fiction a source of controversy as it sought toetihs conventional images and accounts
of women and add momentum to the push for politesal social change. The close

link between literature and social reform, as Haiim notes, was seen as the backbone

198 Ann Ardis, New Women, New Novels: Feminism and Early Moderiiiéew Brunswick: Rutgers
University Press, 1990), 3.
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of feminism and this link was essential to the N&teman writers of the fin-de-siecle
who considered the novel an important tool for ab@form*° In the 1890s, a group
of popular writers such as Sarah Grand, Mona Cdreélporge Eagerton and Olive
Schreiner took up this cause and began to writeutabmpics associated with New
Woman fiction such as unhappy marriage, sexuastyassion, divorce, death, “fallen”
women, seduction, betrayal and adultefySarah Grand wrote for example in 1896
that: “Thanks to our efforts, the ‘novel with a pase’ and the ‘sex novel' are more

powerful at the present time, especially for gaben any other social influenc&?*

Cunningham also points out that, although the astbbNew Woman novels were not
consciously creating a distinctive category of wwgi their work displays some
common characteristics. Defining the fictional eg@ntation of the New Woman as an
“intelligent, individualistic, and principled pens§ she notes that “heroines who
refused to conform to the traditional feminine rothallenged accepted ideals of
marriage and maternity, chose to work for a livieg,who, in any way argued the
feminist course, became the commonplace in the svofk...] writers [of New Woman
fiction] and were firmly identified by readers amdviewers as New Women™
Cunningham continues her discussion by saying ttriatNew Woman in fiction is
represented as:

[A] symbolic figurehead for a type of social relb@tl which many women might
concede to be generally desirable but personakytaimable; yet since the New
Woman rebelled essentially against personal cirtamees, the most effective
way of portraying her was not in journalistic surmiegs of her principles, but in
novels. It was the novel which could investigatedetail the clash between
radical principles and the actualities of contenappiife, which could portray

199 Ann Heilmann,The New Woman Strategies: Sarah Grand, Olive StreMona Caird(Manchester
University Press: Manchester, 2004), 2.
%0 Gail Cunningham,The New Woman and the Victorian Nowebndon and Basingstoke: The
Macmillan Press Ltd., 1978), 21. There are manymtogent studies of the New Woman and New
Woman fiction. For example, see Elaine Showaltégwards a Feminist Poetics” ithe New Feminist
Criticism, ed. by Elaine Showalter (London: Virago, 1989nnAArdis, New Women, New Novels:
Feminism and Early ModernisfiiNew Brunswick: Rutgers UP, 1990); Sally Ledgéne New Woman:
Fiction and Feminism at the fin de siedlanchester and New York: Manchester UniversitgsBr
1997); Lyn Pykett, ed.The new woman in fiction and in fact: fin-giéele feminismgBasingstoke:
Palgrave Macmillan 2001).
131 sarah Grand to Professor Viétor, 15 December 189@&rnst FoersterDie Frauenfrage in den
Romanen Englischer Scriftstellerinnen der GegenwafMarburg: N. G. Elwert’sche
Verlagsbuchhandlung, 1907), 56, rep. LNMQ, V., as cited in Ann HeilmannThe New Woman
Strategies: Sarah Grand, Olive Schreiner, Mona @&Wanchester University Press: Manchester, 2004),
1.
132 Cunningham, 3.
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most convincingly the stifling social conventiomsrh which the New Woman

was trying to break free [.13
Cunningham lists other important characteristics NBw Woman fiction as “the
education and reading [of the heroine]”, “franknedsout sex”, “strictures against
marriage”, “heavy emphasis placed upon nervousrdisty “disease and deatf*
Such features signify a questioning of domestic aadial arrangements and their
implications for women and indicate some of the svay which the New Woman
fiction addressed issues of marriage, sexualitypale victimisation and women’s
independence. The kinds of themes addressed in Wewan fiction were already
common in novels throughout the nineteenth centasyCunningham notes, “all the
data of the New Woman novel were present in earfietion.”*>> However,
Cunningham adds that it was the treatment andprégtation of such themes which “so
radically differed” and set New Woman fiction apdrom earlier fiction>° For
instance, in earlier fiction of the mid nineteen#ntury, the fallen woman, Cunningham
suggests, was read as a “stain” on society anduféering and death were interpreted
as her punishment. The same subject, the fallenamnpmas expressed later by some of
the New Woman novelists, such as Thomas Hardy,itands suggested that “women
conventionally ‘fallen’ might actually have choséheir state on moral grounds”,
indicating that the death or suffering of the heeoidoes not always refer to her
condemnation in the nov&’ Further, Lyn Pykett has pointed out that many New
Woman novels challenge conventional fictional actsuof domestic reality,

particularly the marriage plot:

Marriage, the destination of the plot of the mametn Victorian novel, and the
resolution of all of its (and supposedly the heetsih problems, became, in the
New Woman novel, both the origin of narrative ahd source of the heroine’s
problems:°®

In such ways, as Heilmann points out, New Womatioficopened a space for heated

discussion between feminists and traditionalistofag others), particularly as it

%3 pid., 16, 17.
% |pid., 46-49.
%% pid., 20.
%8 pid.,
7 pid., 21.
138 | yn Pykett,Engendering Fiction: The English Novel in the EaFlyentieth Century57.
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touched a social nerve by challenging and subwgdonventional narratives about the

private and public roles of womérr,

As | argue over the following chapters, we can ols¢hese general characteristics of
New Woman fiction in Wharton’s and Adivar’s textsder question. In the following
chapters | will draw on some of the above obseowatiabout New Woman fiction to
explore the way in which the issues of marriage/oie and female desire (and
sexuality, love, death, mental breakdown in retatmthese issues) are addressed in the
novels, examining the portrayal of their heroinad assessing the extent to which the
texts challenge hegemonic definitions of womanhawod related prescriptions on “how

a woman should be” in Wharton’'s and Adivar’s time.

3.2. Feminist Dialogics

| argue that a Bakhtinian reading helps to elueiddte dialogic construction of
Wharton’s and Adivar’s heroines in these novelthayg are depicted as sites of struggle
between the conflicting discourses of their timegoiestions such as marriage, divorce
and female desire. Although Bakhtin did not consigender in his discussions of
dialogic analysis, his insights are useful in depelg a feminist reading of the texts
under question. Judi M. Roller, in her discussidrth@ theme of “fragmentation” in
feminist novels argues that the multiple narrapeent of view is a common feature of
feminist novels which “are sometimes split intotawts focused on different characters
or on different parts of the same person or [...piferent stories*° Roller contends
that such fragmented and de-centralised narratvesessential to the feminist novel
because they contribute to the evocation of theatihg quality of the female
characters’ lives [and] elucidate points of viewdsparating them*** Wharton’s and
Adivar’s selected texts display such “fragmentedfratives, and in order to draw this
out | have made use of Bakhtin’s dialogism andcirecepts related to it - authoritative
and internally persuasive discourse, double-vodisdourse, hybridisation, polyphony,
interior dialogue (microdialogue) - as analyticabls because they permit a reading that
Is attentive to the presence of different voicdeplogies and discourses in the text and

the exchanges that take place between them.

%9 Heilmann, 1.
180 Judi M. Roller,The Politics of the Feminist Nov@lew York: Greenwood Press, 1986), 68.
161 [|i;
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Given that it is Bakhtin’'s term of dialogism that the principal influence on my
feminist dialogic reading, it is important to dedfirthis term and the other related
concepts that | will be using in this study. As Ml L. Guering remarks, Bakhtin’'s
dialogism “emphasizes language as an area of sowmmlict, particularly in the ways
the discourse of characters in a literary work rdeyupt and subvert the authority of
ideology as expressed in a single voice of a marfat? Bakhtin’s dialogism however,
cannot be reduced simply to the exchanges thateedaking place between different
characters; rather it refers to the novel as a ¢exnprchestration of different voices
understood as representations of particular sulgesttions, social “speech types”,
discourses and ideologies. Such a diversity oédpeaypes creates what Bakhtin calls
“heteroglossia” (varied-languagedness):

[T]he novel can be defined as a diversity of sospech types (sometimes even
diversity of languages) and a diversity of indivatluvoices, artistically
organised. The internal stratification of any senghtional language into social
dialects, characteristic group behaviour, professigargons, generic languages,
languages of generations and age groups, tendenfoguages, languages of
the authorities, of various circles and of pasdaghions, languages that serve
the socio-political purposes of the day, even ef hiour (each day has its own
slogan, its own vocabulary, its own emphases) s thternal stratification
present in every language at any given momentsdfigtorical existence is the
indispensable prerequisite for the novel as a géire

One of the benefits of Bakhtin’s work on dialogismd the novel is to sensitise the
critic to places in the novel where the languadesoaflicting discourses do not cohere
and to explore what those conflicting voices areldbntradictions of discourses can tell
about the theme(s) of the novel. In this way, tacept of dialogism also draws
attention to marginal female voices and their dja® with dominant voices as well as
with each other in the texts, and helps to prowdgght into the way in which these
ideologies influence the New Woman's identity indalogic way, situating the
characters as part of this process of discursichange and negotiation, as subjects of

context and condition.

Bakhtin’s concepts of “authoritative” and “interhalpersuasive discourse”, and his
theorisation of the dialogic relationship betwedrem, have further informed my
analysis. The texts under question display muiced narrative through the presence

of authoritative discourses (canonical knowledgbealrefs on how a woman should be)

82 wilfred L. Guerin & et al. A Handbook of Critical Approaches to Literatuiiéew York and Oxford:
Oxford University Press, 1999), 350.
183 Mikhail M. Bakhtin, The Dialogic Imaginationed. Michael Holquist. trans. Carly Emerson and M.
Holquist, (Austin: U of Texas Press, 1981), 263.
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and internally persuasive discourses (language thatverts and destabilises
authoritative discourse). When referring to autiadine discourse | will study the
“surface narratives” of the texts (powerful, commiigug, centralising language
expressed through the voices of characters andtoesrwho represent the status quo);
when referring to internally persuasive discoulseijll study the “counter narrative”
(the marginalised, resistant, decentralising voioéscharacters and narrators that
challenge and subvert authoritative discourse).hBakrefers to these two terms and

their significance as follows:

[A]n individual’'s becoming, an ideological processcharacterised precisely by
a sharp gap between these two categories: in d¢me,atithoritative word
(religious, political, moral, the word of a fathef, adults and of teachers, etc.)
that does not know internal persuasiveness, inother internally persuasive
word that is denied all privilege, backed up by aathority at all, and is
frequently not even acknowledged in society (notpoyplic opinion, nor by
scholarly norms, nor by criticism), not even in tegal code. The struggle and
dialogic interrelationship of these categories d#alogical discourse are what
usually determine the history of an individual itbepcal consciousnes§?

Such observations about the dialogic nature of ladgcal discourse inform my
approach to the texts and in particular my analgdishe heroines. In contrast to
previous critics who have suggested that Whartand Adivar’s fiction advocates a
particular, monologic ideology (be it of authorgw or a certain type of womanhood),
| emphasise the dialogic nature of their texts tedireatment of their heroines as New
Women engaged in ongoing struggles between thpiradi®ns for independence and

the dominant ideologies of femininity of the time.

My Bakhtinian feminist analysis in this thesis walso inspired by Dale M. Bauer’'s
discussion of feminist dialogics and the way itvasattention to the dynamics of power
relations and the presence of politically subversharginalised voices within a text. In
her Feminism, Bakhtin and the DialogidBauer argues that Bakhtin’s notion of
dialogism opens up an exploration of the relatignsetween feminism and dominant

patriarchal discourse. She continues as follows:

Feminist dialogics, thus, works to uncover not jostsculine bias but a more
subtle and seemingly neutral rationality, an impea&dity that pervades all social
life, depriving both males and females of recogmitirom each other [...] The
larger issue is the failure of a masculinised tioralised public language (what
Bakhtin would call the authoritative voice) that &plit off in cultural

representations from the private voice (Bakhtinsteinally persuasive

184 Bakhtin, The Dialogic Imagination342.
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language). A feminist dialogics would bring theseo tlanguages together in
dialogue®®

Bauer’s discussion of feminist dialogics here edterBakhtin’s theory to feminist
criticism and explains how it allows the reader lie critically aware of those
“seemingly neutral” forces (here it refers to hegem forces) that assert a
“monological” (single-voiced) rationality and denyecognition to alternative

perspectives. In this way, feminist dialogics hetpsopen up an exploration of the
interconnections and tensions between “authorgéatisnd “internally persuasive”
discourses and to approach the encounter betwesn #s an opportunity for the
disruption (or, perhaps, reinforcement) of dominaarid oppressive patriarchal
ideologies. A feminist dialogics approach thus e a means by which feminist
critics might open up new readings of texts withtipalar attention given to what
Bakhtin calls “internally persuasive discourse” ucls as the voices of marginal
characters or the presence of subtle narrative @ntary (in the form of irony,

sarcasm, parody and so on) - that respond to ardpdithe monological, dominant,

hegemonic voice of “authoritative discourse.”

Having laid out the main contours of my methodatagframework, | will now explain
briefly some of the other Bakhtinian analytical cepts related to dialogism (double-
voicedness, hybridisation, polyphony, interior d@le) and their relevance for the
analysis of the texts. Although in the followingscussion | will make a broad
distinction between the way that | apply these epixto particular features of the work
of Wharton (notably hybridisation and double-voicesls) and Adivar (polyphony,
interior dialogue), it is important to note that,practice, each of these concepts proves
useful for analysing features of the work of botithars.

| draw in particular on Bakhtin’s understandingdoiuble-voicedness and hybridisation
to examine Wharton’s novels as dialogic texts bseatlney are presented by extra-
diagetic narrators. This means that, in conti@shé first-person narrators that we find
in Adivar’'s novels, there is often a more completypocality at work in Wharton’s
novels as the voices of characters can be entwiméd that of the narrator. In
addressing this feature of Wharton’s novels, dowbieedness and hybridisation draw

explicit attention to the ways in which the voicketlee omniscient narrator fuses with

1% Dale M. BauerfFeminism, Bakhtin, and the Dialogf@lbany: State University of New York Press,
1991), 2.
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the speech of another and places the ideology amgubges of different characters,

groups, or publics in dialogue.

In his essay “Discourse in the Novel” publishedrlime Dialogic ImaginationBakhtin
explores the double-voiced discourse which contain® separate voices or
consciousnesses (of characters, groups or gengi@bo) that exist together in one
utterance yet remain in tension or conflict. Oné&c@anay be stronger and may try to
control or overcome the other, yet they are bo#s@nt and separate, contributing to the
presence of diverse voices and ideologies in tkieaed often allowing for the subtle
commentary of one voice upon the other. The in&icmship of different voices and
the existence of these voices are made manifestidghrshifts in tone, punctuation and

other linguistic, ideological, or idiolectical manis'°® As Bakhtin notes:

Double-voiced discourse is always internally digted. Examples of this would
be comic, ironic or parodic discourse, the refragtiiscourse in the language of
a character and finally the discourse of a whotmiporated genre - all these
discourses are double-voiced and internally dialedyi A potential dialogue is
embedded in them, one as yet unfolded, a concedtdialogue of two voices,
two world views, two languagée§’

In this way Bakhtin’s double-voicing offers a patiarly useful way to analyse the
interactions and tensions between idioms, langyagedeologies within novels and, in
Jassinski's words, to “help subvert various forrheionologic interpretation by leading
the critic and historian to the recovery of thelaligc moments or elements inscribed in

the text. %8

Bakhtin introduces hybrid-construction as a paléicuform of the double-voiced
discourse in a novel. He defines a hybrid constracas “an utterance that belongs, by
its grammatical (syntactic) and compositional meskdéo a single speaker, but that
actually contains mixed within it two utterancesptspeech manners, two styles, two
languages, two semantic and axiological beliefesyst*®® This concept sensitises the
reader to the presence of multiple voices in a ggess(and, therefore, different
perspectives, ideologies or belief systems), inditdy signals such as exclamation and
quotation marks; shifts in idiolect; the choicepafticular words that represent a certain
social group, a particular character or the voi€épablic opinion”; changes in the

intonation and tone of the speech or narratiomi@osarcastic, sympathetic, critical);

%% hid., 447.
“Ibid., 324.
168 James Jasinski, “Heteroglossia, Polyphony, and-tteralist Papersh Rhetoric Society Quarterly
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189 Bakhtin, The Dialogic Imagination305, 306.
58



and so on. Attention to such hybrid constructienables me to explore the complex
arrangements of characters’ and narrators’ voigesthe novels (particularly in
Wharton’s texts with their omniscient narratorsylam particular, the formation of the
ideological consciousness of the New Woman heraiisese see them struggling with
the conventions and constraints of patriarchal lages. When | study Wharton’s
novels, | will therefore pay close attention toIsdnybrid constructions: examining the
way that characters act as both the narrator amcplctator of the story, and paying
close attention to the range of perspectives amays that are brought to bear on the

New Woman and her struggle for independence.

Bakhtin’s concept of polyphony, which relates innypavays to the concepts considered
above, is relevant in analysing the novels of bathors in this study - particularly
Adivar. Bakhtin develops this concept in Riroblems of Dostoevsky’s Poetieghere
he refers to polyphony (multi-voicedness) as a erypof a novel that results from the
juxtaposition of the voices of different characters such a novel, we are led to
consider themes in counterpoint to one another tandiew characters from the
particular viewpoints of other characters or namsivho are given their own relatively
autonomous socio-ideological perspectives (as peddent and unmerged voices and
consciousness”). The result is that the polyphooiel allows for a more open-ended,
dialogic exploration and juxtaposition of themesd adeas than is possible in a
“monologic” novel, where they are generally suboated to the author’'s overall
ideological vision. As Bakhtin writes in his ansily of polyphony in the novels of

Dostoevsky:

The character is treated as ideologically authtorgégsand independent [and] he
is perceived as the author of a fully weighted Idgal conception of his own,
and not as the object of Dostoevsky’s finalisingséic vision [...] as if the
character were not an object of authorial discquibse rather a fully valid,
autonomous carrier of his own individual wdrd.

| draw on Bakhtin’s concept of polyphony when addmreg Adivar's novels in
particular because they are presented by firstepersarrators (often through the
epistolary form as in the case blandan and Heartach@ who are given relative
autonomy to speak for themselves and to preseirtpghedicular point of view on the

world and others around them.

170 Bakhtin, Problems of Dostoevsky’s Poetibs
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Elizabeth Campbell, in her discussion of women’simg, underlines the significance
of the epistolary form as follows‘\Women's writing and the epistolary style are
generally the responses of those who have beeresggat and silenced. This writing is
emotional, angry, radical, and markedly differemtstyle and form from that of the
dominant culture®* Emphasising its fragmented narrative, with its tiple
subjectivities and points of view, and its interraonologues, Campbell suggests that
the epistolary style of writing “reaches out awaks inward, opening up and presenting
a consciousness to a specific sympathetic listelfédudi M. Roller also emphasises
the significance of the presence of multiple poifs view and the theme of
fragmentation in women’s writing, where we oftemdi “the fragmentation of an
individual female character or of woman generatipimany characters” Reflecting
on the divided sections of novels that focus ofed#nt characters or on different parts
of the same character, Roller suggests that thisidn in a novel reflects a “chaotic,
complex” world and “the battle in women themselxedween the old ways and the
revolutionary spirit, between one’s ambitions anesicks and a restrictive social
structure.®”* To extend these observations, the epistolary faltows the reader a more
intimate insight into the divided subjective worldfstheir female characters and to hear
their frustrations and repressed voices and feglinga society which attempts to limit
and silence them. Furthermore, the epistolary haesawith its fragmentation and
multiple perspectives, and its refusal to posiirele dominant and monologic voice
that works toward unifying closure, challenges tlamguage and norms of the

authoritative dominant culture.

Adivar's novelsHandanand Heartachedisplay these characteristics of the epistolary
novel, with their fragmented narratives and mudtipbints of view: they are written in
the form of letters through which we see the fentdlaracters’ personal development
either by writing to other characters in the nowelvriting in the form of diary entries.
Reading Adivar's novels in this way as instancestltd epistolary form, with
polyphonic narratives, allows me to depart fromvpoes critics of Adivar by focusing
less on the role of characters as reflections @& #uthor's biography or as
“mouthpieces” for her “ideal woman” but rather agressions of particular narrative

voices and distinct points of view on the womanggio@. It also helps me to appreciate

171 Elizabeth Campbell, “2DCentury AD”, Twentieth Century Literature(Fall 1995), available at:
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that even if the characters may express opiniots which the authors agree, in a
polyphonic novel what is important is to explore tiextual representation of various
ideological stances which interact with and areag@iinst each other dialogically.

The related concept of interior dialogue (or midatmbue, which Bakhtin uses
interchangeably) is also useful here for openirgrédading to a close exploration of the
conversations and struggles that take place betdifenent voices within the heroines’
consciousnesses (conflicting thoughts, un-recodicigivings, competing discourses
regarding their roles in a patriarchal society, likeoine’s reflections on the judgements
of others, and so on). Here, it is important toriffaBakhtin’s use of the word
“consciousness” as | will be using this term in thealysis of the novels. In his
discussion of DostoevskyGrime and PunishmenBakhtin writes of consciousness as
“the hero’s discourse about himself and his world”subjective world where “his
[character] consciousness of self lives by its nadfzability, by its unclosedness and its
indeterminacy.*”> Examining interior dialogue in the texts drawseation to the
ongoing engagement between different voices thastidate the consciousness of the
hero as “everything that [s]he sees and observdsjerything is drawn into dialogue,
responds to [her] questions and puts new questmfiter], provokes [her], argues with
[her], or reinforces [her] own thought§® Interior dialogue, then, refers to the structure
of the characters’ discourse about themselves lagid world and is an expression of
their subjective formation as this is generatedrigagement with different perspectives,
opinions and attitudes circulating in their socjety such, it provides a window into the
way in which their points of view are formed by sbedialogised thoughts and the way

they relate to others.

With the above points in mind we are able to gaiml@se appreciation of how
Wharton’s and Adivar's New Women'’s subjective fotima (and their ultimate fates at
the ends of the novels) occurs in an ongoing disogith the discourses of their
societies. To elaborate on this point it is uséfureturn briefly to Bakhtin and his
discussion in “The Hero, and the Position of theh®du with Regard to the Hero in
Dostoevsky's Art.” Here Bakhtin writes of “the rélee freedom and independence

enjoyed by the hero and his voice under the camdbtiof polyphonic design”, noting

178 pid.,53.
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that “we see not who he is but how he is conscigfusimself.”>’’ He continues his

discussion as follows:

The hero interests Dostoevsky not as some martifastaf reality that
possesses fixed and specific socially typical diviidually characteristic traits,
nor as a specific profile assembled out of unantdaiguand objective features
which, taken together, answer the question ‘Whbe® No, the hero interests
Dostoevsky as a particular point of view on the ld/@nd on oneself, as the
position enabling a person to interpret and eveldas own self and his
surrounding reality. What is important to Dostogvsk not how his hero
appears in the world but first and foremost how wweld appears to his hero,
and how the hero appears to himself. This is a wenyortant fundamental
feature of the way a fictional character is perediy...] because what must be
discovered and characterized here is not the spepifstence of the hero, not

his fixed image, but the sum total of his conscmmss and self-consciousness
[...].1"8

Bakhtin's polyphony and his interpretation of Dastsky’s hero not as a “fixed image”
but “the sum total of his consciousness and seltcmusness” offers a useful
framework for my feminist analysis of the novelfis'way of reading the novels frees
us from the monological finalisation of the heranas “fixed images” of female
identity (as is often suggested by the critics) andourages us, instead, to focus on the
shifting subjectivities and multiple identities thie heroine and her “particular point of
view on the world and on herself” - along with inbe dialogues and discursive
struggles that form her consciousness and througbhwve see her struggling towards

self-awareness and her ultimate fate at the entdwaifovels.

A final point to note here however regarding Baikisti observations about the
polyphonic novel is the open-ended nature of itdirep Since the polyphonic novel
presents a “plurality of consciousnesses, with kgights and each with its own

world”t"®

, there is no unambiguous resolution to conflicdwieen the ideological
perspectives presented in the novel and the diseamfrcharacters “cannot be exhausted
by the usual functions of characterization and pgetelopment, nor does it serve as a
vehicle for the author's own ideological positidi*Drawing on this idea, | aim to
question any definitive interpretation of the emydirof the novels under question and
suggest that - in particular in reference to Ads/aovels - their heroines present no

“fixed image” of femininity nor assert a clear mbfaessage”.My reading of the
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endings of the novels takes cue from Judi M. Rallebservations about the endings of

many twentieth century novels which:

[by ending in] flight and escape or death, litesakymbolic [...] the authors cry
out a condemnation of racist, capitalist, sexistiettes [...] The flights and
deaths reflect the belief evident in most of thaseels that a change for the
better in modern societies is highly unlikely. Thaypport the observation that
at this time mediation between the self and thddvsrimpossible [...] Feminist
novels ending with the heroine's flight away fromr Isociety usually do not
point out weaknesses in the heroine's charactetheRathey condemn the
society which forces her to flé&*

Drawing on the framework of feminist dialogics thstoutlined above, as well as the

observations of critics such as Roller, | arguet tiie endings of Wharton’s and

Adivar's novels can be read both as condemnatidngatsiarchal societies and as

testaments to female struggle.

Conclusion
Section 1:

There are several concluding points | would like deaw out from the earlier
discussions of the New American and Turkish Wonterst of all, although the New
Turkish Woman was influenced by the process of Bfagation, she was not a copy of
her Western counterpart and displayed distinctasdtaristics in several aspects. Firstly,
the image of the New Woman in Turkey was hardly tmet Turkish women had
selected for themselves; gisin Tekeli states, it was an “ascribed orf&® While it was
the active participation and mobilisation of Amarncwomen that achieved legal rights
in areas such as to vote or to be elected (in 19R@kish women were effectively
granted these rights by the state (in 1930 and 188dectively) in what was a much
more “top-down” process. Through the discourse e New Woman, the Turkish
government of this period was effectively able toraw the boundaries of the debate
on the woman question to a debate around the ocreatia modern and civilized nation,
to the exclusion of questions of women'’s individdakires and personal fulfilment. As
a result, the New Turkish Woman was more in linghwiatriarchal norms than her

American counterpart regarding subjects such asiagarand sexuality: while the New

181 Judi M. Roller, “The Endings” iThe Politics of the Feminist Nov@llew York: Greenwood Press,
1986), 102.
182 Tekeli, “Emergence of the feminist movement inKay’, 185.
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Turkish Woman was an “emancipated but unliberaféeglire, held up as a model of
modern duty, chastity and virtue, the New Ameri¥doman stood for everything that
was regarded as a threat to the hegemonic sodat of the era.

Section 2:

This section noted that Wharton and Adivar wergdbrin agreement in their emphasis
on the importance of domestic female roles for llederment of society, and in this
sense their views on “woman” remained conservatiWharton’s conventional
perception of the role of women is in radical dismace with the unconventional
aspirations of the New American Woman. She did syohpathise with the ideas of
independent-minded New Women and believed thatPes notes, “the kitchen is
women’s natural domain® In contrast, the “ideal” woman that we find in thiews of
Adivar agrees with the image of the New Turkish Vdonthat emerged during her time.
In harnessing domestic values to civic duty, Adivgproduces the concept of New
Woman by both politicising and glamorising its naspects under her “ideal” female
identity.

This section also presented an overview of crittcehmentary on Wharton and Adivar.
It drew attention to two limitations that have dheterised the existing scholarship on

the fiction of these authors:

a) A tendency to read their novels as reflections tdirt personal lives, their
ideologies on the woman question, and/or the dombiifteologies of their time
in their art.

b) Interpreting the novels as pessimistic or consamatccounts of female
weakness and ‘“victims of society” - in a way whidlas tended to
underemphasise the critical aspects of the novedstlaeir accounts of female
agency and struggle.

Section 3:

The last section of this chapter discussed thergtieal and methodological framework

of this thesis. Informed in particular by the warkMikhail Bakhtin and feminist critics

183 peel, 146.
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such as Dale M. Bauer and Judi M. Roller, femimigtlogics offers an analytical
approach through which, | believe, it is possildeopen up new interpretations of
Wharton’s and Adivar’'s novels and in particularexplore their presentation of the
image of the New Women. This feminist dialogics ra@gh provides analytical tools
relevant to approaching the novels in this studysi#ss of conflicting ideologies
regarding womanhood, opening up an exploration haf tensions within the texts
between authoritative discourses - such as marrsgeiality, divorce - and internally
persuasive discourses in a way which provides catitinsights into the novels’
portrayals of the patriarchal cultures of their éilmnd the diversity of discursive

positions that contested the roles and identitie@gomen.
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Chapter 2:
Over Our Dead Bodies:
Marriage and Death in The House of Mirth(1905)and Handan (1912)

This chapter examines the depiction of the New Wonm relation to the themes of
marriage and death ifhe House of MirttandHandan | have chosen these two novels to
examine in this chapter because, despite thekréifices, they present a similar critique of
marriage as a source of women’s problems - rathan tas a resolution of them. As
mentioned earlier, Lyn Pykett has pointed out timainy New Woman novels challenge
conventional fictional accounts of domestic realigrticularly the marriage plot: instead of
depicting marriage as the ultimate goal and regwiutf their female characters’ problems,
they emphasise marriage as “both the origin ofatae and the source of the heroine’s
problems.® In her discussion of the anti-marriage sentimerfitthe New Woman fiction,
Sally Ledger also points out that the New Womathatfin-de-siecle was perceived as a
“challenge to traditional marriageéand cites the commentary made by Mona Caird, éne o
the radical New Woman writers, on the way in whiebmen are depicted as imprisoned
within marriage: “[like a] a chained dog who ‘hast heen used to liberty or happiness, and
he cannot stand it*These comments regarding the New Woman fictioniratane with
the critical views on marriage that we find Tine House of Mirt(1905) andHandan
(1912).

The tragic depiction of the heroines’ deaths istlagosimilarity between the New Woman
fiction and the novels discussed in this chaptail Gunningham suggests that “the heavy
emphasis placed upon nervous disorder [...] and temthcommon features of the New
Woman novel$. Similarly, both novels in this chapter explore tt@nsequences of the
pressures exerted by the discourse of marriage.ifgrio get married and on Handan to

remain within marriage) and that leads the herotoasrds their deaths by the end of the

! Lyn Pykett, Engendering Fiction: The English Novel in the Eaflwentieth CenturyLondon: Edward
Arnold, 1995), 57.

2 Sally Ledger,The New Woman: Fiction and Feminism at the Fin i@el&(Manchester and New York:
Manchester University Press, 1997), 11.

® Ibid, 21.

* Gail CunninghamThe New Woman and the Victorian Noyiebndon and Basingstoke: The Macmillan
Press Ltd., 1978), 49.
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novels. WhileThe House of Mirthquestions the purpose of marriage and explores the
difficulties of not marrying for a single Americamoman of the early twentieth century,

Handanexplores the prices and pitfalls of marriage forkish women of the same period.

This chapter also explores the extent to whichtétés’ depiction of New Women conform
to or challenge the images of the New American aockish Women as they were
represented in the popular imagination in theirnetges. As | discussed in Chapter 1, the
typical image of the New American Woman was as @a-canformist female who rejects
marriage as her only and ultimate option for ailfuify life: “After all, the New [American]
Woman could work outside the home in dignified guations, she could marry whom she
pleased [...].°> The New Turkish Woman, on the other hand, wasrpgetl as a “modern
but modest” figure for whom marriage was more aaatuty than a source of individual
fulfilment and her traditional sex roles of motterd wife were important alongside her
social responsibilities and educatidr.will challenge these images The House of Mirth
and Handan by arguing that the New Woman'’s identity as pgehin these novels is
multiple and contradictory and that her approacimtaoriage in fact shifts throughout the

novel and is fraught with dilemma.

In exploring these themes, | will draw on Bakhtin@ncept of dialogism which highlights
the presence of a multiplicity of competing dis@as on marriage and the woman question
in the text, giving insight into the contested matof the institution of marriage and the
processes of struggle through which the heroinegzas her search for independence. |
focus in particular on the unsettled dialogue thkes place in the texts between the surface
(authoritative discourse, here marriage) and coumi@rative (internally persuasive
discourse, here, the heroines’ struggle for autonorBakhtin’s concepts of double-
voicedness and hybridisation are particularly usefexaminingThe House of Mirtlas it

is presented by an extra-diagetic narrator whodeevis often fused with that of the
characters. The Bakhtinian concepts of polyphony iaterior dialogue (microdialogue)
are useful when examininglandan because it is presented by first-person narrators

(through the characters’ letters) with less diiattusion by another narrative voice. | will

® Elizabeth AmmonsEdith Wharton’s Argument with Ameri¢athens: University of Georgia Press, 1980), 2,
3.

® Ayse Durakbaa, “Kemalism as Identity Politics in Turkey” iPeconstructing Images of the ‘Turkish
Woman ed. Zehra F. ArgiHampshire: Macmillan Press, 1998), 142-143.
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also make use of the ideas of various feministcstitsuch as Elizabeth Bronfen, Judi M.
Roller and Luce Irigaray in order to argue thatea® read the depictions of the heroines
deaths at the end of the novels as condemnatioassekist society and indications of the

New Woman’s rejection of her objectification and bpiritual victory.

2.1. Critical Reception of The House of Mirth and Handan and Finding a New
Approach

The critics ofThe House of Mirtlhave often read the novel either in relation toaWtn’'s
personal life or in terms of its theme of the weadshof the individual against the wider
forces of society and nature. David Holbrook’s iiptetation of Lily’s story, for example,
concentrates on the similarity between Lily and Wra and approaches the novel as
reflecting the author’s personal life. Holbrook aeg that Lily represents the author herself
and he points out that “Lily’ was a name used ley im her early days [...The House of
Mirth is [...] deeply involved with Edith Wharton’s own gaticament. She, too, had to

endure the triviality and nastiness of the New Yadk.”’

Other critics suggested that the
novel shows Lily as a powerless individual who @ibd to her fate and beyond rescue.
Katherine Joslin reads Lily’s tragic death as adidation of Wharton’s concern for the
bond between the individual and the social grospt appears to demonstrate that when an
individual is separated from “the web of customsnmers, culture” Wharton saw no
possibility of life as this is to deny the basis“bfiman nature® Along the same lines,
Elizabeth Ammons suggests that Lily “dies totalaspive” in a way that shows “the leisure
class's complete (and appropriately absentee) ryicaver her desire for autonomy.”
Cecelia Tichi read3he House of Mirtlin relation to theme of Herbert Spencer’s “survival
of the fittest” and views the novel as suggestihgt tLily's death is “preferable to
degeneration and that in it Wharton expresses tefengnce for ‘extinction over eugenic
degradation.”® Some critics have viewed Lily as an “object” tofngchased in a savage
marriage market or as a “victim” of a patriarcttiless society. Judith Fryer, for example,

" David Holbrook Edith Wharton and the Unsatisfactory Méew York: St. Martin Press, 1991), 22.

8 Katherine JoslinEdith Wharton(New York: St. Martin press, 1991), 29.

® Ammons, 42.

10 Cecelia Tichi, “Emerson, Darwin, affdhe Custom of the Countrin A Historical Guide to Edith Wharton
ed. by Carol J. SinglefOxford: Oxford University Press, 2003), 25.
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claims that Lily has to accept her status as “aeief property available for purchase by
the highest bidder™ For Robert Peel, Lily is “the woman as decoratilsect [...] a
flower who is ruined by the society that excludes Richard H. Lawson reads the novel
from a similar perspective and suggests that Lilstery signals the way in which
Wharton’s society “victimises women far more grigsty than it does men”; he concludes
his discussion by saying that as a single womaly, iki “an almost completely helpless
ornament. Married, she would be less helpless by less ornamentat® A common
theme in these interpretations is that Lily is eftlan individual whose fate is to be
destroyed by her society as she rejects beingtapdr or that she represents a powerless,
passive, “victimised” woman and her death marksdestruction by society. By indicating
the novel's account of men as the source of allggoand reading Lily as “a piece of
property”, these critics in general place their bBags on the lack of opportunities women

were provided with to express themselves.

However, Wharton’s critics pay little attention taly’s personal development and the
effect of the plurality of consciousnessed e House of Mirththrough which we can read
the presence of a counter narrative in the textthedubjective development of the heroine
as she struggles with the authoritative discouc$esarriage. In this sense, they follow the
path of monologic reading by emphasising the elésmehpatriarchal themes and holding
onto the idea of women as helpless, passive vicams outsiders of the stifling and
demeaning conventions of sexist societies. In dsmgthey neglect the complexity of the
novel in which we can observe the depiction ofidolp voices and the way in which these
voices reveal the heroine’s unfolding awarenedseofstatus as an “object” and her gradual

path toward death as accounts of her strugglegency.

Handanhas usually been read as an autobiography of AdDree reviewer said the author
depicts herself through the heroine and suggeatsthie novel is about “unhappiness [...]

[and] the ultimate fate of a thinking, educated vaonjin sexist societies]-* Referring to

11 Judith FryerFelicitous Space: The Imaginative Structures ottE@harton and Willa CathgChapel Hill
and London: University of North Caroline Press, @98.25.

12 Robert PeelApart from ModernisnfMassachusetts: Rosemont Publishing & Printing,Qf05), 288.

13 Richard LawsonEdith Wharton(New York: Frederick Ungar Publishing Co., 19739, 39.

1 fnci Enginiin,Yeni Tirk Edebiyati: Tanzimattan Cumhuriyet'e (18323) (Modern Turkish Literature:
From Tanzimat to Republi¢jstanbul: Dergah Yayinlari, 2006), 396.

69



the similarity between Handan and Adivar, anotleetewer wrote, “for me, Handan and

15 others considered her

Adivar were like two sisters who lived in the sahwmise [...]
work as the outpouring of her personal marital elgpees indicating that writinglandan
was a means for Adivar to relieve the tension #mase from her first marriag@.Cevdet
Kudret, on the other hand, points out the theméenfale psychology and morality and
states that itdandan the main emphasis is on “the suffering [of Harjdena result of her
love [for Refik Cemal] which has been suppressed ttu[her] respect and humanistic
responsibilities.”” Selimileri concurs with this argument by stating that Hemis ravings

and monologues are “apparent signs of a woman'éocyer personal desire&®”

Several critics interpreteblandan as an anti-feminist novel or as an affirmationtiod
author’s “ideal” woman. For one critic, “her [Advg| strategies of constructing femininity
and womanhood are in harmony with the patriarchaties of literary representatidr”
another suggested that Handan is a traditionalackerr who is “utterly dependent on the
acceptance and confirmation [of the men in het.1if€ Handan’s presentation as a devoted
wife is interpreted by one critic as an image bieaoine who “prefers domestici§"while

for another it is interpreted as “a sign of hercplg home-life values above the pursuit of
her personal goafé.For some critics, the death of the heroine atethe of the novel is
variously interpreted as a sign of the author’scireation of the phallocratic representation

of women™® a warning against the possible consequencesnapfiropriate behaviour

%6

against the moral values of sociéfy™the elimination of a threat (the heroine’s deida

5 Rusen Bref Unaydin,Turk Yurdu(Turkish Homelang(istanbul: Tibitak Yayinlari, 1917), 153-54.

16 See, for example, Yakup Kadri Karaosmglnp Genglik ve Edebiyat HatiralarjYouth and Literature
Memoirg, (Istanbul:iletisim Press, 1990) 240-247; 4¢ Durakbaa, Halide Edib: Tiirk Modernlgnesi ve
Feminizm (istanbul: iletisim Yayinlari, 2009), 233ipek Calslar, Halide Edib Adivar: Biyografisine
Sgmayan Kadin (Halide Edib Adivar: A Woman Who Exsdger Biography) (Istanbul: Everest Yayinlari,
2010), 93.

7 Cevdet Kudret,Tirk Edebiyatin’nda Hikaye ve Romafl.1 (Story and Novel in Turkish Literature)
(istanbul: Varlik Yayinlari, 1981), 73.

18 Selimileri, Kamelyasiz Kadinlar (Women Without Camel(isjanbul: Yazko Yayin, 1983), 152.

9 Beyhan Uygun Aytemizalide Edib-Adivar ve Feminist Yazin (Halide Edidrfar ve Feminist Yazinj
Thesis Presented to the University of Bilkent Unsity for the degree of Master of Arts ( 2001), iv.

% Nazan GinturkiinHalide Edib ile Adim Adim (Step by Step with HallEib) (istanbul: Cgretmen
Yazarlar Yayinlari, 1988), 58.

2 Muzaffer UygunerHalide Edib Adivar: Ygami, sanati, yapitlari, secmeler (Halide Edib diHer life,
art, works, selectiongAltin Kitaplar Yayinlariistanbul, 1992), 113.

#jnci EngintinHalide Edib AdivafAnkara: Kilicaslan Matbacilik Sanayi Ligti., 1989), 54.

% Uyguntemiz, iv.

% Emel Dgramaci, Tirkiye’de Kadinin Dunii ve Yarini (WomariTirkey Yesterday and Today) (Ankara:
Dogus Matbaacilik ve Ticaret Ltdsti, 1992), 61.
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from the appropriate female behaviour) to sociaty’the author's message of “how a
woman can only preserve her honour through thesliskmatrimony®®; and as Adivar’s
vision of the “ideal woman” with whom “the femaleader will identify and [...] try to

change herself in line with this model of the ideaman.”®

It is noteworthy thatHandan clearly gives more weight to the voices that repré
patriarchal discourse: as such, it appears to daiother voices in the novel and this may
explain why critics often considered the text ggresenting the didactic, monologic or
phallocratic message of the author in regard tadleeof women in society. Yet, similar to
the readings of Lily’s story seen above, theserpmégations of the novel also have the
effect of finalising the heroine by disregarding ttepiction of Handan’s complex character
(or paying inadequate attention to) growing selismousness; instead they attempt to fit
her into restrictive categories (be it either arf'eentional” or “ideal” woman type). As a
result, although they indicate their acknowledgemenh the text's success in its
representation of female oppression and drawirengétin to the limited roles of women,
they all share a similar contention that the nayMé&rs no radical break with patriarchal
narration; that is, although Handan fails in hepestation to experience a romantic “fairy-
tale marriage”, they suggest that she continueacttept the espoused societal code of

gender roles in marriage.

My reading of The House of Mirtrand Handan both incorporates and goes beyond the
critical receptions considered above. Instead ofis;ng on the heroines’ depictions merely
as signs of female objectification or as reflecsiaf the authors’ views on the woman
guestion, | will focus on the aesthetic properbéshe texts and draw on Bakhtin’s theory
of dialogism (and the concepts related to it sush palyphony, double-voicedness,
hybridisation and interior dialogisation) to attetedthe interactions between the voices of
the different characters that exist in the texiMy central focus will be on the way the
heroines are perceived from diverse perspectivdshaw their subjectivities are presented

as the focus of an ongoing conflict between thspirations for independence and the

% Deniz Kandiyoti, “Women as Metaphor: The Turkisbvel From the Tanzimat to the Republic”limban
Crises and Social Movement in the Middle Eastl. by Kenneth Brown et al.(UHarmattan: Paris,
Proceedings of the C.N.R.A. — E.S.R.C. Symposilg89), 146-149.

% Ozgun BasmazThe Rebellious Daughter of the Republic” or “Theother of the Turks”: Re-considering
the Late Ottoman Empire and the Early Turkish Répubhrough the Politics of Halide Edip AdiyaA
Thesis Presented to the University of Acron fordegree of Master of Arts (2008), 31.
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various opinions and discourses that pass judgementhem and seek to define and
contain them. To do this | will examine in partenu the surface narratives(or
“authoritative discourse” in Bakhtinan terminologigat assert established gender roles and
the importance of marriage (as in the case of Ldy)that dictate the role of “ideal”
wifehood (as in the case of Handan); and ¢banter narrativeg“internally persuasive
discourse”) through which we gain insights into tNew Woman’s experiences and
struggles. In these ways we can develop a senige gfolyvocal, dialogic and inconsistent
depiction of the New Woman in these texts, whilawdng out the texts’ critiques of the
conventions of marriage and their effects on women.

My reading of the heroines’ deaths also goes beybednterpretations of the critics seen
above. The critical voices of Elizabeth Bronfen ahali M. Roller have informed my
argument that their deaths can be read as accofittigir resistance to traditional female
roles and their transitions from “victims” - as itheritics suggested - to “victors”. | was
influenced here by Elizabeth Bronfer®er Her Dead Bodyvhose discussion of Lily’s
story informed my reading of the heroine’s deatla aspresentation of her release from the
strictures of convention and as a testament tosheiggle for an independent identity.
Bronfen suggests that Lily’s body has no fixed posi outside marriage and thus no
socially recognised rof€. This means Lily is in an ambiguous position: oa tme hand,
she belongs to nobody - nobody’s wife, mothergsist daughter - therefore she is nobody
to her society. On the other hand, belonging toodghb(in particular) could mean she
belongs to everybody, be anything and anybody.tkisrreason, Bronfen argues, Lily is
indefinable and presents a danger to a culture lwisidorcing her to be defined within
fixed terms. Bronfen concludes her argument byrgpyhat “death is the only viable

choice” for Lily who chooses “real death” insteddiving “a social death

I concur with Bronfen’s emphasis on the theme aofidke oppression in the novel and the
struggle of a woman to establish herself as anpedgent “subject” in a society where she
is seen as an “object”. But such an interpretatdtiough supportive of my suggestion of

the heroine’s spiritual victory, can go much furtlie consider the dialogues between

%" Elizabeth BronfenQver Her Dead BodyDeath, Femininity and the Aesthetianchester: Manchester
University Press, 1992), 269.
%8 |bid.
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different voices in the text and their role in thevelopment of the heroine’s subjectivity. In
doing this | aim to provide a deeper understandihthe complex construction of Lily’s
character and her ambiguous attitudes towards aggri

Judi M. Roller’'s discussion of the endings of twetht century feminist novels in her
article “The Endings” also informed my readingstoé endings o he House of Mirttand
Handan In her discussion of twentieth century feministibn, Roller states that an ending
of “flight, escape or death” in such novels “siggséf that dealing with society is impossible.
[...] Feminist novels ending with the heroine'gtii away from her society usually do not
point out weaknesses in the heroine's charactéheRahey condemn the society which
forces her to flee? Roller's account here chimes with the argumerthisf chapter that the
death of Lily and Handan can be read as the repiasen of the texts’ feminist critiques of
capitalist and sexist societies and of their hegirstrong personalities rather than their

weaknesses.

Together with Bakhtin’s theory of dialogism, Rol&erargument above and Bronfen’s
theorisation of Lily's death open up a feminist lgas of Wharton's and Adivar’s
characterisation of their heroines, Lily and Handasaccounts of New Women emerging
from romantic fantasies of happiness in marriaga ttate of conscious struggle with the
authoritative discourses of their time on questioihwomen and marriage.

2 Judi M. Roller, “The Endings” iThe Politics of the Feminist Novg@lew York: Greenwood Press, 1986),
102.
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2.2.The House of Mirth
2.2.1. Summary of the Plot

The House of Mirthells the story of Lily Bart, a woman of high seiyi in early twentieth
century New York. When the novel begins Lily is 28ars old, a clever, sensitive and
frivolous woman in pursuit of her romantic domestite in marriage. Because she is still
single, and therefore with no clear social positisime is viewed with unease according to
the strict norms and conventions of the societyisHeing in. Born to the upper-class of
Old New York, she was raised to behave in accomelamith the stereotypes of women
acceptable to members of her class. After the defaltier parents, her wealthy aunt Mrs.
Peniston agrees to look after her. When her aumtshidat Lily is gambling and receiving
money from Trenor, a wealthy married man, she hetsallowance and reduces her share
of inheritance. Rejected by her aunt and friendly, dtarts working as a secretary, then as a
worker at a millinery shop. Having almost no assatsskills but her beauty, she is
eventually laid off. Struggling to survive, sheus®es her contact with Simon Rosedale, an
opportunistic and wealthy businessman in search béautiful wife. He had previously
proposed to Lily as part of his plan for acceptanée upper-class society. Although she is
in a constant search to find a rich suitor, whemradmes to the decisive moment, she
hesitates - only to lose her catch. She remainsaided whether she wants a romance with
a young lawyer (Lawrence Selden) or a mercantileriage with Rosedale. At the end of
the novel, alone and with little money, she diesrfran overdose of chloral, a drug she had

been using to help her sleep.

2.2.2. Analysis

The novel opens with an encounter between Seldeh Ldy at the Grand Station,
establishing the surface narrative (authoritatiiecalrse, here male discourse) by
presenting Lily the way Selden sees her. With ¢ipening, the narrator alerts the reader to

the gender roles of the period: male as an obsderaale as a decorative object:
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Selden had never seen her more radiant. Her vigat hrelieved against the dull
tints of the crowd [...] and under her dark hat amil ghe regained the girlish
smoothness, the purity of tint, that she was beggqto lose after eleven years of
late hours and indefatigable dancing [Ag a spectator, he had always enjoyed Lily

Bart’ (my italics, 4)*

The hybridisation of this passage - “a mixtureved social languages within the limits of a
single utterancé® - sets up a commentary on the male perspectivéde @elden’s free
indirect discourse invites us to observe Lily fraéhe male point of view as if she is an
object of aesthetic pleasure, there is also a eounarrative (internally persuasive
discourse) which casts a critical light back ontiede point of view through the italicised
portion at the end of the passage. This portiongsrian ironic tone to the passage by
referring to Selden’s role “as a spectator” enjgyiine surface beauty of this “decorative art
[Lily]” and through this we sense the narrator'sithdf critical judgement of his point of

view.

The following episode - a dialogue between Lily abelden at his lodging - builds a
powerful tension around the subject of marriagesenting the conflicting points of view
of male and female and revealing the clash betweeauthoritative discourse of Old New
York, with its exertion of the ideology of the iitation of marriage, and the feminist

counter narrative of Lily that calls this ideologyo question:

[Lily] “What a miserable thing it is to be a womai!..] “I've been about too long.
People are getting tired of me; they are begintongpy | ought to marry.”

[Selden] “Well, why don’t you? [...] Isn’t marriageouyr vocation? Isn't it what
you're all brought up for?”[Lily] “I suppose so. Vdhelse is there?”

[Selden] “Exactly. And so why not take the plungel dave it over? [...]”

[Lily] “I threw away one or two good chances whefirst came out — | suppose
every girl does; and you know | am horribly poaard very expensive. | must have
a great deal of money [...]” She drew a sympathetgath. “But do you mind
enough—to marry to get out of it?”

[Selden] “God forbid!” he declared [...]

%0 Edith Wharton,The House of Mirtf{New York: Penguin Group, 1985). All subsequenatiins from the
novel are to this edition and will be given withirackets.

31 Mikhail M. Bakhtin, The Dialogic Imaginationed. Michael Holquist. trans. Carly Emerson and M.
Holquist. (Austin: U of Texas Press, 1981), 358.
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[Lily] “Ah, there's the difference—a girl must, aam may if he chooses [...] Your
coat's a little shabby—but who cares? It doesrépkgeople from asking you to
dine. If I were shabby no one would have me: a womasked out as much for her
clothes as for herself. The clothes are the backgtpthe frame, if you like: they
don't make success, but they are a part of it. Waots a dingy woman? We are
expected to be pretty and well-dressed till we drapd if we can't keep it up
alone, we have to go into partnership.” (7-12)

Lily’s outlook in this passage begins as convergioin contrast to the figure of the New
American Woman, who wants marriage “for real intijaand companionship? rather
than for economic security, Lily perceives marriageher ultimate purpose and solution for
her financial needs. Through Selden’s suggestian rirarriage is her “vocation” and that
women “are all brought up for” this “vocation”, ThEassage exposes the way in which
marriage is viewed as the only means through wivaimen can gain an identity and status
in the eyes of Old New York. However there are atgtications of Lily’s unease with this
situation (“I suppose so. What else is there?t) laer questioning of his assumptions about
marriage (“Ah, there's the difference-a girl mustman may if he chooses”), combined
with her wry observations of the imbalance in tha&imtus as she subverts the “general
opinion” (the incorporation of general opinion afcgety into narration, in the Bakhtinian
sense¥’ of Old New York through ironic comments aboutjitdgments of single women
(“Your coat's a little shabby-but who cares?..Whants a dingy woman?”). Such
comments disrupt the surface narrative (the genepahion of Old New York) and
challenge its authority, calling the double standdaand gendered ideologies of Old New
York into question. This way of reading the passdigen, suggests that Lily represents not
only a “capitalist commodity” on the market for hicsuitors, as the critics that were
considered earlier have suggested, but also angamgeeminist consciousness aware and

critical of the limitations that her society impasgpon her.

The way that marriage is asserted as a “vocationivomen (authoritative discourse in the
text) is illustrated further when we learn thatylslview of herself as an “ornament” started
as a family investment. The double-voiced passa@bbegins with Lily’s mother’s free
indirect discourse and the italicised portion swgethe narrator’s point of view

(recognisable by the narrator’s formal languagéesand its ironic tone as it describes

32 Jean V. MatthewThe Rise of the New Womg@Bhicago: Ivan R. Dee, 2003), 98.
33 Bakhtin, The Dialogic Imagination303, 304.
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Lily's beauty as a “weapon”, “asset”, “nucleus”) saich a way as to reveal a critique of

Lily's mother for seeing her daughter as their anlyestment after they lost their wealth:

Only one thought consoled her [Lily's mother] amttwas the contemplation of
Lily's beauty. She studied it with a kind of passias though it were some weapon
she had slowly fashioned for her vengeance. It tivadast asset in their fortunes,
the nucleus around which their life was to be ré&bny italics, 34)

Portraying Lily as her family’s investment in theamage market also echoes the American
sociologist Thorstein Veblen’s observation thaesure-class wife in American capitalist
society in this period was constructed as an ornégahereature who is raised to be a
“conspicuous consumer” to indicate her husband’altheand power. Making an analogy
between slaves and wives of the era, Veblen nbts'Women and other slaves are highly
valued, both as an evidence of wealth and as n&fasmscumulating wealth [...] They are
the usual form of investment for a profif.’Similarly, we see how Lily has been trained to
think of herself in such a way as an investmentpiofit, a consumer of luxury goods and
raised with the skills of her trade - beauty, lditg- manners - in order to fulfil these

expectations.

In the passage below, we continue to find the sigime of the authoritative surface
narrative of patriarchal ideologies on marriage #relwoman question. The presentation
of Selden’s point of view as a liberal male perspecon “personal freedom”, and his
encouragement of Lily to question her (lack ofleftem stands at odds with his previous

comment suggesting that marriage is a “vocationtsfomen:

[Selden] “My idea of success,” he said, “is persdreedom.”

[Lily] “Freedom? Freedom from worries?”

[Selden] “From everything - from money, from poygftom ease and anxiety, from
all the material accidents. To keep a kind of rdjputfl the spirit - that’s what | call
success.”

[Lily] “I know - | know - it's strange; but that’sust what I've been feeling today.”
He met her eyes with the latent sweetness of his.

[Selden] “Is the feeling so rare with you?” he sdtthe blushed a little under his
gaze. [Lily] “You think me horribly sordid, don'toy? But perhaps it’s rather that |
never had any choice. There was no one, | mede|ltme about the republic of the
spirit.” (68)

3 Thorstein Veblen in hi§he Theory of the Leisure Class: An Economic Safdystitutions(New York
City: The Modern Library, Inc., 1934), 53.
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Through these different points of view, the texmtbaues to highlight the disparities in the
situations of male and female. In reply to Seldex@sount of “personal freedom” and his
vision of a “republic of the spirit”, Lily repliethat she “had never had any choice. There
was no one, | mean, to tell me about the repullithe spirit”: here the text reveals not
only Lily’s perception of Selden as a romantic he#wo can show her the way to freedom
(a perception which, as we will see, will later beown in the novel to have been
misplaced) but also a nascent awareness of hetetinsituation and her aspiration to

achieve such a republic of the spirit.

The depiction of Lily’s changing femininities ane@rhpersistent questioning of patriarchal
traits of her society is another indication of ttmunter narrative revealing the feminist
discourse in the text. With Selden, she is outspaked feels comfortable as he is not
wealthy enough to marry her, so she does not ne@detend the “marriageable girl”: “I
shouldn't have to pretend with you or be on my dugainst you.” (9) However when she
encounters a wealthy potential suitor, Simon Rdse@as she is leaving Selden’s lodgings,
she plays the role of an innocent girl and telfa that she had visited her dress-maker (14).
For Percy Gryce, a rich and dull bachelor who iss@arch of an appropriate wife for
himself, she wants to present herself with theuestof the image of ideal True American

35 When she encounters him

Womanhood: “piety, domesticity, submissiveness aunaty.
on the train, for example, she pretends that sles d@t smoke (23) and “hinted to Mr.

Gryce that [...] she regularly [attended] church” %1 order to present herself to him as a
suitably demure marriageable woman living a piofs. IShe gives a performance of

sensual femininity with Guy Trenor, a wealthy besisman and husband of her good
friend, Judy, when she asks him to lend her someeméor her debts because “It was part
of the game to make him feel that her appeal ha lam uncalculated impulse, provoked

by the liking he inspired [...].” (85)

Switching between these multiple female roles,téx¢ suggests both the shifting nature of
Lily's persona and the challenge that she posepatdarchal ideology. Through the

counter narrative’s persistent destabilisationhef $urface narrative, an ongoing conflict is

% Barbara Welter, “The Cult of True Womanhood, 18880” in American Quarterly18, (1966), 151-174,
152.
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created between the heroine’s threatening New Waspait and her socially-imposed duty
to play the role of a “leisure-class wife”. Despiter implied criticism towards her society
in her dialogue with Selden and her negative oladEms about women’s place in
marriage, Lily is still in search of a rich husba@he is constantly put to the test for her
independence, constantly at war with herself, céifig on her obligation to market herself
to wealthy suitors as “a hateful fate—but how escipm it?” (25) and facing the reality
that life for women of her time is like “an intrigadance, where one misstep would throw
[her] hopelessly out of time.” (48) There are moisenhen she wants to break free from
the boundaries of social expectation and has ¢fitangry rebellion against fate, when she
longed to drop out of the race and make an indegrgride for herself’ (39); and there are
moments when she is locked into the materialistiites of her society and says, “lI want

admiration, | want excitement, | want money—yes, NEY!” (166)

This running tension that we see in Lily’s charattetween accommodation and resistance
to the roles and expectations of Old New York (oefween the surface narrative of
patriarchy and the counter narrative of the New \A)nis perhaps most overtly
exemplified in the following dialogue between Ldayd Judy, an upper-class “leisure-wife”
who tries to include Lily in their world and fix hén a static position by the only means

available to her: marriage to Percy Gryce:

[Judy] “You know they say Gryce has eight hundredusand a year - and spends
nothing, except on some rubbishy old books. Andntigher has heart-disease and
will leave him a lot more. OH, LILY, DO GO SLOWLY,her friend adjured her
[.-]

[Lily] “Why don’t you say it, Judy? | have the refation of being on the hunt for a
rich husband?”

[Judy] “Oh, | don’t mean that; he wouldn’t belieteof you, at first,” said Mrs.
Trenor, with candid shrewdness. “But | must givekland Gus a hint - and if he
thought you were what his mother would call fasih; well, you know what 1
mean.” Lily pushed aside her finished work withrg simile.

[Lily] “You're very kind, Judy: if you are reallynterested in my career, perhaps
you'll be kind enough not to ask me to play bridggin this evening.” (45)

Old New York’s point of view and its ideology onetlobligation of marriage for women is
filtered through Judy’s voice, asserting the soctae that women are expected to marry.
Judy implies that Lily is seen as “fast”; an implion that she has been observed by

society and seen as a threat to the social codeoofen’s stabilisation through marriage.
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But this is the very reason that those oppressiveeg around her are trying to give fixture
to her body: because she is unstable. That is,istbody’s wife, mother, sister, or
daughter; therefore she is inconsistent, indetaataiand incalculable and that is why, for
Old New York, she is with no identity and “sociatipwhere” (as Bronfen puts ftj.Lily,

on the other hand, understands her “socially nog/hposition very well and she knows
that in order to gain an “identity”, she needs éorbcruited in her role as wife and mother
in the bedrock of domesticity; an attitude than@t consistent with the New Woman’s
independent spirit: “she determined to be to himyf@] what his Americana had hitherto
been: the one possession in which he took suftipede to spend money on it.” (49) At
work in this double-voiced passage is, as Bakhtiuld put it, “two speech manneré™
Lily's and the narrator’'s - both incorporated withLily’s indirect discourse. If we
recognise the shift from the character-like dicttonsarcastic narrator-like diction (that
begins after the colon), Lily’s determination toplece Gryce’s Americana (the book-
collection that he is obsessed with) interactsogiigllly with the narrator’s subtle mockery
of Gryce’s perception of his future-wife as a “pession” and object of leisure. Lily's
allegiance to this ideology (as indicated by “ské&dmined”), however degrading, can also
be read as calling attention to the way in whichm&a internalise their need to adopt the

status of “commodities” in such a context.

However, alongside such depictions of Lily’s in@isation of this “woman as object”
ideology, there are also episodes through whicholaserve her character as subversive:
Lily seems to assume her society’s view of womarioagect” naturally, but we also see
her struggling with this ideology and regrettingrigein this position. On the one hand, she
does not reject the world of luxury that Gryce ffeas we see in a passage where she
retreats to her bedroom and reflects on the pdsgilof life in a “cramped flat,
with...cheap conveniences and hideous wall papersshi® was not made for mean and
shabby surroundings, for the squalid compromisgsootrty. Her whole being dilated in
an atmosphere of luxury; it was the background relgeired, the only climate she could
breathe in” (25, 26). On the other hand, she itatere and not willing to go ahead with
this marriage decision. She recoils at the ideaarfriage to Gryce: “She had been bored all

the afternoon by Percy Gryce - the mere thoughhsdeto waken an echo of his droning

% Bronfen, 269.
37 Bakhtin, The Dialogic Imagination358.
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voice - but she could not ignore him tomorrow, shest follow up her success, must
submit to more boredom, must be ready with freshpgi@nces and adaptabilities, and all
on the bare chance that he might ultimately detoddo her the honor of boring her for
life.” (25) By showing Lily in such a dilemma, thext demonstrates how marriage is a
source of conflict and suffering for the heroinéeTirony in Lily’s indirect speech - Gryce
doing “her the honor of boring her for life” - al$@s the effect of mocking of the world
Gryce represents and Lily’s unwillingness to mahign. These contradictions in Lily's
mind indicate the text's attempt to call attentitunthe constant struggle between the
discourses of marriage and individual aspirationiioBakhtinan terms, authoritative and
internally persuasive discourses) that lie at tharhof her dilemma. Lily’s discourse also
suggests her feelings that, whether she is happptrshe has to comply with the dictates
of her society since “[l]ife was not the mockery [.There was room for her, after all, in
this crowded selfish world of pleasure whence, Bortsa time since, her poverty had
seemed to exclude her” (50). Again, we observartb@poration of two voices: the formal
narrator-like diction (as if addressed to the repdgthin Lily’s indirect discourse unmasks
the text's critical glances at a society that eiplavomen like Lily with no economic
independence.

The text’s dialogic structure proceeds to presamtBakhtin’s words, a “plurality of
independent and unmerged voices and conscioush&sbgsshifting its focus from the
point of view of Lily to other male characters thgh whose eyes we begin to see the
constructions of the New Woman. Simon Rosedale, ealttwy Jewish businessman,
represents the “other” in the eyes of Old New Ybdcause he was not born into this
system. He has already mastered the principlesatif Stteet and become wealthy but he is
“still at a stage in his social ascent” (6) andda®m guarantee his ascent by marrying an
upper-class woman who will give him the prestigd pawer of Fifth Avenue. He perceives
marriage to Lily as a business and communicatepdrispective to her:

If I want a thing I'm willing to pay: | don't go u the counter, and then wonder if
the article's worth the price [...] I'd want somethihat would look more easy and
natural, more as if | took it in my stride. Andakes just two things to do that, Miss
Bart: money, and the right woman to spend it. (175)

3 Bakhtin, Problems of Dostoevsky's Poetiesl. & trans. Carly Emerson (Minneapolis: Univ.\ihnesota
Press, 1984), 6.
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I want my wife to make all the other women feel 8nmla never grudge a dollar
that was spent on that. (176)

Rosedale here clearly characterises marriage asestment, primarily for his benefit, and
he views Lily as a commodity that can demonstragefinancial power and augment his
social standing, an instance of the reduction afmew to the status of objects of exchange

in capitalist society as observed by Luce Irigaray:

[In the patriarchal social order] women are “pragiicised and exchanged by men.
Their status is that of merchandise, “commodities’] Commaodities, as we all
know, do not take themselves to market on their pwhSo women have to remain
an “infrastructure” unrecognized as such by ounetgcand our culture. The use,
consumption, and circulation of their sexualizedibs, underwrite the organisation
and the reproduction of the social order, in whilkhy have never taken part as
“subjects.®”

This is the world Rosedale represents and the eetisp from which Lily is viewed by
others in the novel. In this view, Lily becomes,Bakhtin would say, a “represented image
[...] therefore the ided® of male power, which never sees her as “subjddt& text does
not offer a solution for Lily, however. Rosedalgposal is tempting for her as she is in
need of financial support, especially after shedothe legacy she had expected to inherit
from her aunt. But at the same time we see hezatifig on her “repugnance” at Rosedale
and his character - that, for example, “Yes, he rhaykind...[but] kind in his gross,
unscrupulous, rapacious way, the way of the pregai@ature with his mate”. (249) Lily's
rejection of Rosedale is not only her rejectiomaiiriage but also of the male perception of
her as a “commodity” to be bought in the marriagerkat and possessed as an object of

male display and leisure.

Another point of view from which we see Lily is Glisenor, another representative of
patriarchal society in the novel. Through Trenbge text makes use of its double-voiced
structure again by presenting and then subvertiegntale’s tendency to create fantasies

around the heroine. Trenor feels he has alreadshpsed Lily because he lends her a large

39 Luce Irigaray,This Sex Which Is Not Onieans. Catherine Porter with Carolyn Burke (Ithaéaw York:
Cornell University Press, 1977), 84.
“0 Bakhtin, Problems of Dostoevsky’s Poeti@.
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amount of money and expects her sexual servicetumr. He successfully tricks Lily into
visiting his house alone at night and tells heit téll you what | want: | want to know just
where you and | stand. Hang it, the man who paygthe dinner is generally allowed to
have a seat at the table [...] you've got to pay .uj’[(145) Lily, on the other hand,
“flames with anger and abasement” and rejects énsia advancement by saying “I can't
stay here talking to you at this hour [...]" (145)i3tconfrontation between these two
characters presents the sexual politics in the Inova very effective and powerful way:
women with no social position - with no traditiorfalife-mother” role - are easier targets
for men’s sexual desire than those who are martiggnow becomes a sexual object, an
easy catch, and her sexual service, for Trenaraisral because as people have gossiped
about her since her visit to Selden’s lodgingshia opening scene, he says she “go[es] to
men’s houses fast enough in broad day light”. (148gre the text provides a critical
perspective on the way in which women who are brgataboo are easily stigmatised and
made legitimate targets of male predation: Lilyeot$ Trenor’s sexual advance and
promises that she would pay him back; however tobees clear that Trenor is not
interested in money and attempts to claim his tlegite entitlement” by trying to rape her.
From the perspective of a dialogic reading, this loa read as an example of the assertion
of the surface narrative which implies the requieeimfrom a woman to assume a
patriarchal position or else she is doomed. We aéso the text suggests later again the
same issue — single women as being gossiped aodiyeEnt as a sexual object for male
gaze - through Jack Stepney; another upper-clagsere who speaks about Lily: “ When
a girl's as good-looking as that she’'d better mathen no questions asked” (157).
However, as a counter narrative, Lily’'s rejectidnTeenor’s sexual advancement and her
willingness to pay back his money, despite her enoa dependence, can be read as a
feminist rejection of this assertion (or male faylaand a challenge to this system. With
this episode between Lily and Gus, the novel aignats Lily's move from her denial of

her being perceived as “nobody” to confronting thegic reality.

The scene where Lily exhibits herself in a tableaant as Reynolds’s “Mrs. Lloyd” is a
further example of multi-voicedness of the texgrahg the reader to the perception of the
female as an object of male gaze. Mr. Ned Van, éelepced connoisseur” reads her as an

example of a “deuced bold thing to show herselthat get-up” (135), referring to her
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courage to reveal her sexuality, while Jack Stepaegther upper-class member, reads it as
a way of selling herself for marriage: “a girl slamg there as if she was up at auction.”
(157) Rosedale merges the economic with the aastligtl could get Paul Morpeth to
paint her like that, the picture’d appreciate adred percent in ten years.” (158) The sight
of Lily's presentation provokes him to propose ¢o &s she seems reducible to a token of
wealth and would wear the crown he could give lasrif it grew on her”. (176) Gus Trenor
believes his gift - the money he lends to her { gularantee him her body, and he reads
Lily's presentation as an invitation for his caBlelden “was roused by the pressure of
ecstatic fingers” (135), reading Lily’s performara an object of his fantasy. Through this
polyphonic narrative, the reader is invited to aobeeand judge Lily from the various
perspectives of other men as they consider her lagdgn object for exchange, violation
and possession. Each voice gives a different forixily, suggesting the way in which she,
as a commodity, becomes the embodiment of each’'sméatasy and is denied
participation in proceedings as a “subject”; ati#tr‘this was the world she lived in; these
were the standards by which she was fated to beuned” (135)

After her theatrical performance - and her dedimthe marriage market - the text presents
Lily's attempts to develop a new female identity aswvorking woman. Although her
financial outlook deteriorates further after as hent cuts her out of her will and she
continues to get older, she persists in her refokaharriage; so the only way for Lily to
survive is to work. Her friend, Carry Fisher helpsr find employment in the millinery
sewing-room.As Lily describes her new position, she has “joiried working classes”
(290). Although Lily wants to govern her own caairs life without depending on others,
she fails to do so. Since she has never workeeirife before, she cannot carry on living
in the role of a “working woman” and eventually égsher job. With no immediate family
or husband to rely on, Lily moves one step closehér tragic end. Her descent from
aristocracy to loneliness is marked by her moverfremt house to house, until she moves
into a boarding house. This episode is importanabse we can read the narrative of Lily’'s
fall from upper-class lady to working-class womant aonly as a passage that aims to call
attention to Lily's tragedy - or to emphasise heage, as Robert Peel argues, as a weak
and “victimised*' woman - but as a covert criticism towards the etycivhere Lily is

41 peel, 288.
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raised and equipped for no other life except beairiteisure-wife” of a wealthy husband.
Therefore it is not surprising that Lily fails irehnew “working-woman” role “since she
had been brought up to be ornamental, she coultlyhalame herself for failing to serve
any practical purpose.” (295) In such accountsibf attempting to take on different roles
to that which have been imposed by her societytegkepresents a counter narrative of a
New Woman engaged in exploding the authoritativigigoahal discourse of the era that

requires women to remain within the domestic realm.

The challenge to the patriarchal construction oimen is further emphasised when the
focus of the narrative shifts toward Selden’s pahview, incorporating a feminist voice
within his discourse to criticise him for his blimess toward the hypocrisy of his society:
“[H]is views of womankind in especial were tingeg the remembrance of the one woman
who had given him his sense oflues’ It was from her [Selden’s mother] that he inkexdi
his detachment from the sumptuary side of life [.({ly italics, 152) Here, we are given
the suggestion that, as a product of his upbringingd social discourse, Selden would
expect women - thus, Lily - to be like his mothBut reading this passage as a hybrid
double-voiced narrative highlights the dialogisedsion between two clashing points of
view: male and female. Although we are given thee findirect discourse of Selden who
inherited his conventional values from his motlleis is revealed to us through the voice
of the narrator whose ironic tone is indicated wita use of tags for the word “values”, that
Selden cherishes so much. The hybridised desaniptib Selden’s discourse below
continues this theme through the narrator’s sutritecism (counter narrative) of Selden’s

illusion to view himself as Lily romantic hero:

On his table lay the note: Lily had sent it to liems. He knew what was in it
before he broke the seal - a great seal bayond!beneath a flying ship. Ah, he
would take her beyondbeyond the ugliness, the pettiness, the attriio
corrosion of the soul.(154, the italics are my own, except for the ilic the first
“beyond?, which are in the original)

There are two voices in this passage: it begink #élden’s free indirect discourse (surface
narrative) up to the part | have italicised. Thelden shift in the language from Selden’s
informal language to a formal diction (such as ‘fe¢tiness”, “the attrition and corrosion”)

that are attributable to the narrator rather thendharacter suggests the counter narrative

85



which, through its satiric effect, implies the texsubtle critique of Selden’s culturally
conditioned perception of seeing himself as Lilyaviour because, as we are informed a
few pages later, Selden realises that “it was hdy'§] weakness which had put the
strength in him” (159). But, very soon, the textlcdhe account of him into question,
implying his biased perception of her: “How coulkllift Lily to a freer vision of life, if his

own view of her was to be coloured by any mind hlick he saw her reflected?” (159).

By shifting its focus onto Lily’s point of view, &étext reveals Lily’s realisation that Selden
has no faith in her (referring to her notorious gaan the eyes of Old New York). She also
understands that a marriage with Selden will plameback to what she has been avoiding:
becoming what others want her to be: “it had takemto build the nest: the man’s faith as
well as the woman’s courage [...] it is so easy favaman to become what the man she
loves believes her to be! [...] [but] he [Selden] vimsapable [...] of an uncritical return to

former states of feeling” (320). Here, we gain ghgiinto Lily’s understanding that Selden

will never be able to see her from outside the eatienal framework of Old New York on

women. That is why she lets him - and her othelossi- go. The reader is already given
signals earlier in the novel that if Lily had waditeshe could have become one of the

middle and upper-class “leisure” wives, or “consjpigs consumers”, of Old New York:

She [Lily] would have smarter gowns than Judy Treamd far, far more jewels
than Bertha Dorset. She would be free forever fthenshifts, the expedients, the
humiliations of the relatively poor. Instead of hay to flatter, she would be
flattered; instead of being grateful, she woulceiee thanks. (49)

But, these material advantages of marriage aravhat Lily ultimately desires: she wants
to rescue herself from the stifling conventions angectations of marriage. From a
dialogic perspective, we see her discourse as a\Neman continue to defy the attempts
of the authoritative discourses of male fantasyp@riarchy) to stabilise her. Although her
circumstances conspire to compel her to return bat¢ke world of convention, she insists
on her independence. She could have married weBkhgy Gryce, who would deliver her
a life of “conspicuous consumptidli” or might have found shelter in the arms of Gus
Trenor who would play the stock market for her ktheange for sex; or she could have
used her beauty to manipulate and steal GeorgeeD&nm@m Bertha, the woman who

42\/eblen, 68.
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accused her of “trying to marry [her husband] GeoRprset” (224) and caused a bad
reputation for her. She could have used the lotterte written for Selden by Bertha to
blackmail her in order to stop her from gossipirmpw@ her and to secure her place in
society; and finally she could have married Roseddaho was still willing to marry her
even after her fall from her “upper-class” positidmy of these men could provide her with
the income she needs “to arrange her life as sbasetl, to soar into that empyrean of
security where creditors cannot penetrate.” (49)veler she refuses them all because of
her refusal to submit to the role of man’s possgssas Lily exclaims: “Such a marriage is
a desecration [...] | can’t make that kind of mareag’s impossible” (83, 84). In contrast
to her depiction earlier in the novel as a womai wieks a wealthy husband to marry for
a luxurious life, Lily now tarries and hesitatesying to escape from the imperative to
marry and realises that, like the New American Wonas depicted in the public
imagination of the era, she will not be able to m&or economic security because what the

New Woman desires is “real intimacy and companiiish

The last chapter is more concerned to show howva Weman’s bid for emancipation is
challenged with full force by patriarchal discourBeing forced to perform the feminine
role as entertaining and beautiful for men disghsts but what she finds unbearable now
is that, as she has ruined all her marriage oppivies, there is no other option for her to
validate her existence in her society. Death set#masonly option for her escape. The
tension between the discourse of patriarchy andlieenative of death as a way of escape
is an implicit theme of Lily’s internal conflictsdm the early scenes in the novel, but it is
not until her confrontation with the reality thaete is no other option for her but marriage
that this is ignited and comes to the fore. Wegven a hint of her impasse for example
when she reflects on the option of marriage witlhg8rthat Judy was trying to arrange and
says she cannot “go on living as all the women ynset do”. (83, 84) However, these hints
suggesting Lily’s frustration and her lack of wil live do not necessarily depict a “weak”
woman or a mere symbol of women’s victimisationsbgiety: paying close attention to the
language that reveals Lily's growing recognitioratthrshe cannot follow the life of
traditional women of her time - her counter nauatagainst male discourse - signals her

struggle for independence and the challenge trepebkes to convention. We are given the

43 Matthews, 98.
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hints of the consciousness of a determined New \Kowizo decides to refuse to live in
this society because such a life for her is likentj in a “rubbish heap”. She says to
Selden:

I have tried hard - but life is difficult [...] | wasist a screw or a cog in the great machine |
called life, and when | dropped out of it | founavas of no use anywhere else. What can
one do when one finds that one only fits into oée® One must get back to it or be
thrown out into the rubbish heap - and you donbwnwhat it’s like in the rubbish heap!
[...] (308). “The one hole” here into which Lily waliffit refers to marriage, designed to
govern the lives of women, regardless of their tahsituation. As a single woman, she
finds herself with no place in which to conduct hier and validate her existence. For her,
life becomes a dangerous game and circumstances lier to recognise that her position
in the symbolic order of society is contingent oalenrecognition. Her social acceptance is
withdrawn once it becomes clear that she will natmyn For her, death seems the solution
to her dilemma as it will prevent the shameful deedlling herself for marriage - required
of her.

In this sense, with reference to Bakhtin’s dialogig is helpful to consider the constant
battle that takes place in the novel between adifly discourses to understand the way in
which these discourses shape the New Woman. Itealables an interpretation of Lily’s
death from a positive perspective (“in a polyphonarld the hero must always struggle to
destroy that framework of other people’s words abom that might finalize and deaden
him.”)** Lily refuses to be “finalised” through marriagedastruggles to be the subject of
her own discourse. Rather than seeing her as a areaktimised character, we can read
her story as a dialogic narrative which tells @& thscourses - the ideas that are represented
through the characters about marriage, woman’'sardestatus, and so on - with which she
is in constant struggle and that finally lead heher death. As Cunningham noted, “the
New Woman [experienced] the clash between radicaciples and the actualities of
contemporary life, which could portray most conugty the stifling social conventions
from which the New Woman was trying to break fraed which could present arguments

for new standards of morality, new codes of behayion the context of an easily

*4 Bakhtin,Problems of Dostoevsky’s Poeti&®.
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recognisable social world” Further, a feminist dialogic analysis of the nowpkns up a

critical appreciation of the ongoing dialogues ttae place between different ideologies
on “woman” and “men” and that create the tensioat ties at the heart of how these
themes are addressed. In this way we are lefttiwehmage of an unstable New Woman; or

n46

as Bakhtin might say, a character who represeptsuhfinalizability”™ and inconsistency

of her subject position.

The novel ends with Lily’'s death; but her story,Stsowalter maintains, does not end with
her death “but with the vision of a new world ofrfale solidarity, a world in which women
[...] will struggle and hopefully and courageouslylyldies [...] so that these women may
live and grow.*” The representation of Lily’s death is only the ineing of her story that
creates dialogues about the meaning of her deatthi$ sense, rather than reading the
ending “pessimistic” which, according to Ammons,ggests that “Lily dies totally
passive®® we can also view it as the text's challenge todueiety where Lily is seen as
“commodity”, a “product”, nothing more. It is thrgh this presentation of Lily’'s counter
narrative that she becomes a symbol of women’s eggpn, drawing attention to the
dilemmas of their frustrations and struggles, drelway in which she is transferred from
being an object of the male gaze into being thgestilof her own story: of a woman who,
at the beginning of the novel, is portrayed wittoaventional approach to marriage and as
a mere product of conventional Old New York and,tby end, presents an image of a
conscious New Woman who struggles against the anhattempts of other voices around
her to contain her within the limits of the authative discourse of Old New York; a New
Woman who comes to realise that death for her ®fféae only dignified route to
independence.

“5 Cunningham, 16.

“6 Bakhtin,Problems of Dostoevsky’s Poeti&S.

“" Elaine Showalter, “The Death of the Lady (Novéii¥harton’sHouse of MirtHi in Representation®
(1985), 133-149.

8 Ammons, 48.
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2.3.Handan

2.3.1. Summary of the Plot

Handan is Cemal Bey's daughter from his previousriage. She is an educated,
intellectual and modern woman. Refusing the propotaer teacher, Nazim, she marries
Husnd Pga who is a rich man old enough to be her fathezitdawho is arrested by the
government for political reasons, commits suicideprison. Refik Cemal, married to
Neriman, Handan’s cousin, goes to London due tdtigal reasons and there he meets
Handan and Husni Bawho have been living in Europe for years. Althouge finds
Handan very cold and unapproachable at first, Rééknal later falls in love with her. He
also discovers that Husnu is unfaithful to his witéisnii abandons Handan and lives with
one of his mistresses, Maud, an English woman.rAfteng rejected by her husband,
Handan falls seriously mentally and physically3he gets some respite from her suffering
when Refik Cemal, on the advice of a doctor, tdkeson a holiday to help her recovery.

However, she descends rapidly into madness whadslber ultimately to her death.

2.3.2. Analysis

Like The House of MirthHandanalso presents the friction between male and female
discourses as orchestrated by its polyphonic stracihe use of multiple points of view in
a polyphonic structure in the text contributes te@ @f the central motifs of the novel: the
fragmented character of the New Woman. Whilst tleéces of the male characters
represent the surface narrative that enforces dbelagy of marriage and principles of
“how a woman should be”, the counter narrative eesahe heroine’s inconsistent persona
and her struggle for autonomy. My central argumemiat the novel presents Handan with
the three cardinal features of the New Turkish Wort@ Adivar’s “ideal woman”) - an
asexual woman, an ideal wife and moral woman - émlgleconstruct each in turn and to
reveal her challenge to this model of womanhoodtarttie marriage system that operates
to stabilise her.
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The novel begins with Refik Cemal’s letter, estsitnlng the surface narrative (authoritative
discourse) to show the way in which the constructbthe New Woman is undertaken by
the male voice in the novel. The opening letterdgtewr by Refik Cemal also serve to lay
down the parameters of “modern but modest” New Wdmad and the way in which she

is perceived as an “ideal” woman of the era. R€fmnal writes to his friend, Server:

| am getting married [...] to one of Cemal Bey’s adaiga (westernised) daughters
[...] But | am still somewhat conventional [so] thaeol chose is the calmest, the
most quiet of all! (9%

Refik Cemal defines Neriman as an alafranga womadrabthe same time he views her as
“the most quiet” of her sisters. In other wordse $ the “marriageable” one because she
seems to fit Refik Cemal’s definition of a “moddyat modest” female figure. The attempt
of the male voice to construct the female continiretheir early months of marriage, Refik
Cemal emphasises the image of “ideal woman” by ril@ag Neriman as “an angel in
white”, with “innocent eyes” and “represent[ing #ile features of] womanhood, love and
happiness” (11-12). His description of marriageN&riman - “the most quiet of all” her

sisters - seems to portend his vision of the damephere and Neriman’s role within it:

In her [Neriman’s] soul, there is something thatlévoted to obeying the man she
loves. If | become a cruel husband, [I know] | ¢grannise her. She would put up
with everything [l do] with [the same look in heédnder, shiny eyes [...] | look at

my wife as a life partner [...] a healthy mother whiould raise children in order to

make [our generation] continue [...] a wife who canduiet [and] give me peace
and comfort. (20-22)

This passage makes the reader conscious of theligessions of the period regarding the
role of “ideal woman”: wife and motherhood. It debes the roles of the era women are
expected to play and the way they are definedlatiom to marriage. Refik Cemal clearly

seeks to confine Neriman within his vision of heraahealthy mother and undemanding

wife.

Soon after, as the polyphonic narrative allows, abserve the way in which the text

undermines the discourse of the male in his attémputealise the female. By having Refik

9 Halide Edib AdivarHandan(istanbul: Can Yayinlari, 2007). All subsequent its from the novel are to
this edition and all translations are mine unlgberwise stated and will be given within bracketshe text.
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Cemal complaining about his wife’s lack of intetleality several months after his
marriage, the text highlights Refik Cemal’s conicsmly points of view on Neriman to
expose the ambiguity in his character, and thualdxd the reader to the unreliability of the

narrator. Eight months after his marriage, Refikn@kewrites to Server:

I find Neriman indifferent to my interests. She gybbred of sociology, [but] likes
history a little bit. She even falls asleep if &deher philosophy. She likes literature
more or less, and it is mostly [because of] théuarice of Handan Hanim. This
woman must have a very strong personality, | think Neriman is not one of those
souls this country raised, but [like] a plant, @xfer! [...] She does not want to know
about anything other than her quiet home. She wariige and die peacefully like
her mother, and grandparents, unaware of the shgrdnd diminishing of a whole
race due to poverty and all kinds of social diseba&®2-23)
This passage can be read as a form of satiricaintent of the male discourse: Neriman,
who was earlier praised by Refik Cemal is now @sgd because of her lack of interest in
social, cultural and political subjects. She islikd to a “plant” and “flower” to indicate
her indifference to the social and cultural issagéshe country. His complaints about his
wife’s lack of awareness of “poverty and all kind$ social diseases” convey his
disappointment regarding Neriman’s ignorance ofhsumportant social matters. By
depicting Refik Cemal in this way, the text alséeod indirect criticism of the expectations
of men regarding simple domesticity on the partvoimen in marriage, while also being
suggestive of the significance of education in adsing questions of women and marriage

in the period.

The above passage also provides an initial glimp&gethe New Woman'’s “admirable”
qualities: here, her education and intellectualitye alafranga woman’s (Neriman) lack of
intellectuality and indifference to social and ocudtl issues (she does not want to know
anything other than her quiet home) is set agait@hdan’s knowledge and strong
personality. Through Neriman’s letter, we learnttHandan has passion for reading and
learning: “[F]or her [Handan], learning has beepassion. She has a mind with an endless
desire for knowledge [and] to learn things forevest only about books, but also about
nature [and] people” (41). This theme is furtheceatuated by the other characters’ points

of view, which pointedly draw attention to Handaimtellectuality.
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After these brief glimpses into Handan’s charadtes, text begins to present her in all her
ambiguity and thus reveals initial signs of its ldrage to the construction of the New
Turkish Woman. The first sign of the text's chaliento the New Turkish Woman is
revealed when Handan spurns Nazim’s proposal. Na&nts to marry Handan in Deniz
Kandiyoti’s words, “for his (political) goal, noof love.”®® He tells her: “Perhaps, there
will be big changes in this country, perhaps wd mihke big changes. Perhaps fire, blood,
fog and death, many deaths [will occur]. Would ymuone of those [with me] who would
make these fire, blood, fog and death?” (70). Bahdthn wants love and romanticism in
her marriage. She tells Neriman that “there is wodwof tenderness, nor of affection [...] |
should not be the only one who feels love in theanage” (71). Her rejection of Nazim’s
proposal indicates on the one hand that she doesvaat to be an object or tool for
Nazim’s socio-political objectives, and on the otfeveals her desire for a relationship that
recognises and fulfils her at a personal levebetland intimacy. By portraying Handan’s
perception of marriage as a union that fulfils personal feelings rather than as a duty
toward her family (or nation), the text deconstsutiis image of the “ideal” (or New)
Turkish woman (and Adivar’'s “ideal woman”) for whotfove is associated with duty
toward family [...] [and] nation rather than persorddsire. Sacrifice for these values

becomes a major moral responsibility [..°}".

This is also one of the features that typicallfedéntiates the New Turkish Woman from
her American contemporary: that is, whilst the ghréthe New Woman” in the West, as
Patricia Stubbs notes, was coined “in an effortiéscribe women who had either won or
were fighting for, a degree of equality and persdneedom®? for the New Turkish

Woman, personal freedom must be sacrificed for rfegion and family. Both Lily and

Handan seek romance and mutual understanding imiager This means that, while
Wharton’s representation of Lily later in the nowensforms into an image that fits the
image of the New American Woman (Lily first wantaumage for her economic needs, but

later she refuses her suitors because she redhaes'such a life could never satisfy

Citizens: Identities and Social Transformafigistanbul: Metis Yayin, 2007), 159.

1 Ozgiin BasmasThe Rebellious Daughter of the Republic” or “Theother of the Turks”: Re-considering
the Late Ottoman Empire and the Early Turkish Répubhrough the Politics of Halide Edip AdiyaA
Thesis Presented to the University of Acron fordegree of Master of Arts (2008), 35.

%2 patricia Stubbd/Vomen and FictiofBristol: J.W. Arrowsmith Ltd, 1979), 54.
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[her]”3), Adivar’s depiction of Handan with her insisteroreher personal feelings is more
of a challenge to accounts which attempt to sittiaeheroine as an instance of Adivar’s

“ideal” woman or the model of the New Turkish Woman

The polyphonic narrative’s effect of demonstratangd then subverting the ideologies of
the surface narrative (authoritative discourse)tiooes: from various points of view, the
text emphasises Handan'’s “asexual” image as astrédition of the New Woman who is, in
Kandiyoti's words, defined as an “enlightened womianthe private sphere and a
‘masculinised’ social actor® Similarly, in his letter, Refik Cemal reflects dnis first
encounter with Handan in France and stresses howasefascinated by her knowledge
rather than her femininity: “We talked about evhmy [...] sociology, economics,
philosophy and even politics [...] Slowly, the eff@fther shining eyes, of her glowing hair
[...] have lessened in my eyes; | could no longdrce her white chest [...]". (36) Sabire
Hanim, Handan’s step-mother, also implies Handd&asexual’ character when she
complains about her “unwomanly” manners: “I havedombt that this girl [Handan] has
too much intelligence, this is not what is lackindher [...] | am afraid her manners are not
like that of other girls [...]” (60); and again, anfepages later, we read Neriman'’s letter:
“Nobody thinks about Handan’s sexuality much, skeai girl like a man” (65). By
presenting these multiple accounts of Handan'sliettual” and “asexual” character, the
text seems to reproduce the construction of the Newkish Woman that was defined by

the discourse of the Turkish modernisation of ttee e

However, in contrast to these voices (of the serfaarrative), the counter narrative of the
text reveals itself, suggesting the seductive amaswsal character of the heroine; and
therefore exposing the text’s challenge to this ehaaf the “asexual” New Woman. As
Durakbga andilyasgslu point out, the New Turkish Woman was expectedptieserve
“basic codes of female virtue” and be “highly caug of not being seductivé> But
reading Refik Cemal’s letter further, we observattHandan’s sensual depiction subverts

this definition. Refik Cemal reflects on his sugariwhen Handan presents herself in

3 Wharton,The House of Mirth294.

** Deniz Kandiyoti, “Ataerkil Oriintiiler: Turk Toplunmala Erkek Egemergiinin Coziimlenmesine Yénelik
Notlar’ 1980’ler Turkiyesi'nde Kadin BakAcisindan Kadinlaf* Patriarchal Patterns: Notes Related to the
Analysis of Man’s Domination in Turkish Society” iWomen from Women’s Perspective in 1980s Tirkey
Sirin Tekeli (stanbul: lletisim, 1995), 25.

%5 Durakbaa andilyasaglu, 200.
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opposition to her previous “asexual” position (heeferring to her suppressed femininity)
and instead she assumes a seductive manner. Caridydeer contradictory manners, he
ponders:

She stood up coyly [...] she was wearing a thin biaek | do not know the colour

beneath it [black net] but it goes well with bladkwas surprised that she was
revealing her arms, her neck completely. But heoliété was beautiful [...] her

big eyes with black eyelashes under her two thigbeyws [...] | found her very

attractive with her arms and chest that are shdweugh her black silk [dress] [...]

[then she] sat with her legs crossed and smoked I[.wbnder if Handan is a

seductive woman? Is she one of those women whal cattlact everyone; some
with her mind, some with her spirit and educati@r?s she a counterfeit creature?
(35-37)

The readings which emphasise Handan’s “asexualf@nas previous critics have done, is

challenged further when her seductive manner iBustrated again at the scene where she
shows her sexual desire for her husband. Handaonssng Refik Cemal but at the same

time she is stroking “Husnu Pasha’s lips with theaty tips of her fingers” (37). Being

aroused by her sensual behaviour, Refik Cemal atelchis sexual attraction toward her:

| think it [her costume] is too revealing, but alridécolleté, her shiny hair was tied
up randomly with a hair-clip with pearl above hekead neck; with her silk-like
wavy hair that fell down to her temple, with heresythat were shining with
radiance and her smiling lips, the woman who loodkezla deep and quiet shadow
for a while changed completely. (97)

Thus far, the text presents a conflicting portodithe New Woman, which has the effect of
problematising her commonly received image. When regch the parts that narrate
Handan’s marriage, the text shifts its focus to témesion between the New Woman and
marriage. The portrayal of this tension also shdiks,her American sister Lily, Handan’s
intensifying frustration with the restrictive norna$ marriage and the way in which the
dictates of marriage are depicted in both novela aource of the New American and
Turkish Women’s frustration. For example, the exde below between Handan and
Husni presents this tension and raises the isspevadr relations in marriage as these are
expressed in the dialogue between male and fensdeuwtses:

[Hisnd] You know what, | am tired of your jealousyandan. [...] Look at your
face now. Your hair is all messed up [...] A man vebgbmmit to one woman,
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where did you see this, my dear? Sure that maati;me, madame. | am going, yes,
but not to Juliette.

[Handan] Why should | care? [go to] whoever you tvdeing jealous after you
go? Very strange, even if [you be with] all the wemin the world, | would not be
jealous [...] | am going to the village [to stay wiRefik Cemal and Neriman]!
Whether you come or stay!

[Hisnd] Oh, your voice is shaking, your eyes slezals, why then?

[Handan] Because of my anger. You are treatingikeed worn-out piece of cloth.
Going? Yes, | am going to the village. Come or ,stig@yto you!

[Hasnd][...] I did not tell you that you must go teetvillage [...] You are flirting
ostentatiously with Neriman’s husband.

[Handan] Me? This is too much. Please go. | wiltgdstanbul tomorrow, to my
father.

[Hisnd] I am tired of this same old story [...] Refllemal would see you off!
[Handan] Stop it! Enough. You are dirtying everyidi|...]

[Hisni] No Madame, you cannot dirty something tisablready dirty. But you,
Handan (shouting) are not a Woman! [...] May God ews you. (102)

The male voice here seeks to assert the disco@itbe tdisobedience” of the female, thus
drawing attention to his attempt to reconstruct &erthe “ideal” woman in marriage. In
other words, by having Hiisn reminding his wifdaok after herself (“look at your face”,
“your hair is all messed up”) and accusing herwiwomanly” behaviour (“you are not a
woman”), the novel shows the discursive strategthefmale in attempting to contain the
female within patriarchal expectations regarding ttontrol of her body and behaviour
within marriage. However, the passage also hasfthet of drawing attention to the male’s
double-standard of gender roles in marriage: Hiswértly mentions the name of his
mistress (Juliette) and we understand that thistsa secret between the married couple.
He also ironically tells her that committing hinfstl a woman is not possible and normal
in their society. However he accuses Handan dfrfgjrwith another man, insulting her as
“something dirty”. This passage exposes the natirgender roles in late nineteenth
century Ottoman society, which as Duben and Bela&e lobserved, was marked by an
imbalance regarding appropriate sexual behavioaving an affair “for ‘proper women’,
that was out of the question. For men, love affairsexual escapades with non-Muslim
women, withcariyes(servant-slavesr prostitutes and other ‘loose’ womeagifte) were
an accepted part of the dual standafdhlerting the reader to this “accepted dual stantlard

of the period, Handan’s challenging language witbstgions and imperatives (“why should

%% Alan Duben and Cem Behastanbul Households: Marriage, family and fertilit80-1940(Cambridge:
Cambridge University Press, 1991), 96.
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| care?”, “why”, “stop”) and accusing her husbandtreating her like a “worn-out piece of
cloth” present the feminist discourse, calling ¢femder roles in marriage into question and
revealing a feminist critique of male hypocrisy. this respect, the text presents a
challenging scenario by depicting the female rajgcthe male authority, seeking to escape
from the confines of the role that he forces heplay. Further, we are given an early
indication of the New Woman’s revolt against mageahat will come in full-force later in

the novel.

Reading the text as a polyphonic narrative opeesites of the reader further to the ways
in which the text continuously brings the voicesttd male and female into dialogue and
reveals conflict over the subject of marriagjlee House of Mirthas we have seen eatrlier,
show the relativity of the view on marriage betwefemale and male characters in
Wharton’s society: whilst marriage is imposed, ieldén’s words, as a “vocation” for
women, men do not feel the same obligation. Thes id also expressedhifandanthrough
the way in which women’s view of marriage differerh men’s. Consider the following

passages. For Handan,

Marriage is a bond that ties a woman and man imtbst sacred and spiritual way
and those men and women who betray this bond anmetd, let them be damned!
There should not be another [lover] in women’s @nfs, especially in women’s,
life [...]. (136)

And for HUsn{,

You think love or marriage is eternal. For me, nage is the most meaningless
word. | assure you that | never felt any strongest towards marriage in the way
you felt. | lived with Marion for eight years betoyou. With you, for seven years,
and when | married you, | lived with Juliette fora years. [...] They were all just ‘a
woman’ to me! | loved you most [...] Never doubatihBut | loved you not because
you represent that thing called family. | belieuvels a thing does not exist at all [...]
| don't want you to come to me [...] because | livehaanother woman [...] But |
know you are mine and will remain so. You will nex® another man’s woman.
(140, 141)

The importance of these passages lie in their iseversed gender roles to express the
conflicting ideologies of patriarchy and feminismthe text: while the female character is

depicted with a high esteem and commitment to tigitution of marriage, the male
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character is used to attack the ideals of thisr&sHcunion between couples. This can be
seen as a narrative strategy indicating the teattsmpt to alert the reader to the male
hypocrisy: HisnlU sees no fault in his action ofralmmment and betrayal and he thinks
marriage is meaningless; and yet he expects Hatodeamain loyal to their marriage and
wait for him. At the same time, such a depictioavas attention to the conventional male
mentality that perceives women as personal objedie® owned, while revealing a feminist
perspective in the novel that draws attention ® uhequal nature of gender roles in the
Turkish society of the period. It shows how the artpance of marriage, considered to be a
central foundation of the social structure, is dssad by males while women are expected
to remain faithful and virtuous and view marriage asacred unquestionable structure.
These passages also indicate the similar problaoeifby Lily inThe House of Mirthin
both novels, we observe thay in which marriage operates as a way of comtglivomen
and seeks to confine them within the boundarieghef authoritative - here, male’s -

discourse.

The force of the authoritative discourse (the n@mdent of view regarding, in particular,
marriage), however, is further challenged when ea&cih Handan’s letters written in the
form of a diary. They suggest powerful counter ataves and reveal the point of view of
the heroine who has hitherto been presented asofiject of other characters’
commentaries. As such, her voice comes as a powasiwption to the surface narrative
that has predominated in the narrative so far.letézrs reveal her emotional state from her
own perspective and allow the reader to gain furthsight into Handan’s fragmented
character and her conflicting viewpoints on marmia§imilar to the depiction of Lily’s
fragmented character ifihe House of MirthHandan also becomes the focus of a conflict
between two competing discourses: her domestieslatnd roles on the one hand, and her
aspirations for personal freedom on the other. &ssaw earlier in the analysis of Lily in
The House of MirthHandan also continuously shifts back and forttwben these two
positions (in Handan’s case, from the model of NBwkish Womanhood to that of a
challenging New Woman seeking personal independandédulfiiment) and demonstrates
further the inconsistent and complex subjectivityh® heroine and her relationship to the
idea of marriage. This is illustrated when she egrithat: “I have endured such long,
miserable and at the same time sublime sacrificeghjs marriage]!” (120); “What a
strange man you are Husnd! You are cruel and tweefayou want to keep me as your
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possession, but at the same time, you push me a®6); and a couple of pages later,
she expresses her respect for marriage: “I havie auaig respect and affection for what
you represent in my eyes [marriage] [...]" (136). Bdiwstration conveys her sense of the
way in which her conditioning to play the “wife-wam’ role has been enforced by the
weight of received morality and social traditiomeSs caught between the rival sides in her
consciousness (in a Bakhtinian sense, conscioutieessefers her discourse about herself
and the world around H¥): her culturally constructed respect for the insidn of
marriage and her desire for personal freedom. dlewing is a striking example of her
interior dialogue (microdialogue) that makes up leensciousnesss. She writes with

reflection that:

| have been thinking what the reason was that yewewiot happy in our life
together. First of all, it was the ignorance of sgyenteen years-old age, and a little
bit of vanity, was it not? | confess, [my familydised me with such extraordinary
and abundant love that | used to see myself as lsamiyewvho could never make a
mistake [...] Whatever you do Husnu, even if you cdmaek, nothing will erode
this deep despair in my heart [...] (120).
In this passage, the transition in Handan’s charasttelling. The questions addressed to
HusnU suggest her interior dialogue (thus her gteudetween the female and male
discourse) and her use of “| used to see mysetficates her awakening to a “new” image
of herself. Reading the passage in this dialogig highlights the heroine’s awareness to
her objectification and how she is moving from fussition of the woman who believed in
the culturally conditioned view of marriage as s$ful domestic sphere to the position of a
woman who can now see the stifling nature of mgerialhe commentary in the below
passage on the way in which marriage functions aseans to oppress women echoes
Wharton’sThe House of Mirthn moments such as when Lily likens marriage\tmg in a
“rubbish heap” (284). It demonstrates further Harslahanging thoughts on marriage:
through her interior dialogue below, we can see Bbe is becoming critical of all those
notions that her society and her husband indod¢ethaer regarding how to be an “ideal”

woman:

During our early years of marriage, you implied [that a woman’s soul, like her
body, must be her husband’s area [...] And |, who kraelvn many things that were
too much for my age, did not know life then, sodsafooled by you. This [was] my

5" Bakhtin, Problems of Dostoevsky’s Poeti&s.
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first belief [in you] and had so much influence e that | [continued to] believe it
for years. Still I, as a woman who is 24 years @dd)] that influence, that obligation
[...] You convinced me that if a man looks at me,courts me [...] [or] if | feel
something for any man, even a little bit, | mudt yeu. And if | hide [...] small
things from you, you told me that this would betepsonto a slippery slope and
[that] | would slowly go towards my fall. My soulhich was shaken by the word
“fall” more than others, accepted this as a duty [132-133).
Reflecting on the role of the interior dialoguetl® novel as a window into the character’s
growing self-consciousness, Bakhtin suggests tleabhgerve “a battle and the interruption
of one voice by another [...] all possible evaluasi@md point of view on [her] personality,
[her] character [...] are extended to [her] own comssness and addressed to [her] in
dialogues [...].”® Similarly, in Handan’s discourse above, we obserimttle between her
and another’s voice (here, Hisni’s: “a woman'’s sliké her body, must be her husband’s
area”; “this would be a step onto a slippery slgpehich creates a powerful tension
between the male and female discourses that dhedeconsciousness and through which
we are provided insight into her growing challengehe idea of the “ideal” woman that
has been enforced on her. Her use of past terfser istatements - “I was fooled by you”,
“l [continued to] believe it for years” - illustatfurther the impact of the discourse of
patriarchy on the construction of her domestic ig@mnd her challenge to this discourse:
one which has been imposing the enslaving ideolafgizer culture, that it is women’s
“duty” to be “chaste” and “loyal”; a discourse thialls women they “would slowly go

towards [their] fall” if they do not follow estalshed patterns.

The polyphonic narrative of the novel also reveatonflict between the discourses of free
love and morality of the era. Reflecting on how amtic love was seen “as a threat to
family stability by modernist thinkers® Duben and Behar argue that,

The corruption of the female in the novels of tlaelyetwentieth century [such as
Yakup Kadri Karaosmargu’s Kiralik Konak (A Mansion for Refjtand Sodom ve
Gomore(Sodom and Gomorradhsymbolises the moral degradation which it was
felt penetrated into Turkish society [...] Women unicolled and uncontrollable by
their families and the moral community have alwbgen the nightmare of Turkish
society, and those who advocate such libertinisenpartrayed as morally corrupt,
even traitorou$§’

%8 |bid., 75.
% Duben and Behar, 103.
% |bid., 103.
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Such observations concerning the enforced ideoloigyvomen’s morality in Turkish
society perhaps explain why previous critics hafteroread Handan'’s internal conflict and
ultimate death as signalling the author’s assentiothe morality and honour of the “ideal”
New Turkish Womari! These interpretations are apt and provide insigtet women’s
position in the Turkish society of the era. Howewvezading the novel’s emphasis on
Handan’s inner conflict simply as a sign of thediation of social morality is to miss the
complex characterisation of the heroine and thaipdigy of reading the way in which her
self-consciousness, to quote Bakhtin, is “represkand not merely expressed, that is, [...]

does not become the mouthpiece for [the authoo#jes/®?

Reading Handan’s narrations
in light of Bakhtin allows the reader to observe thay in which the heroine’s suffering,
along with her confusions and contradictions, révea “represented” discourse, with the
conflicting voices that make it up (rather thanhaine voice that asserts her “morality”).
For example, consider Handan'’s interior dialoguewehat narrates her inner conflict as it

approaches climax towards the end of the novel:

But this is not right, is it? One isn’t supposed®in love with her sister’s husband,
just like one cannot fall in love with one’s brother son [...] Go away Handan, |
cannot bear you [...] Refik Cemal, you [must] go fag] You two take your love to
hell [...] Dear Neriman [...] | must die, right? [...] H&ltsna [...] why did | suffer
on the edge of your heart for years? | becamereesin..] Now all of them [...] are
standing in front of me [...] Refik Cemal, please Kaat me with all the affection
and love you've got. No | do not regret darling [.Ydu must die Neriman, Go
away [and] leave us alone! [...] Father, take me daryarms [...] What are you
saying? Is there a stain of my sin [on my face] [l.Will pray for Neriman, for
father, for Refik Cemal [...] (204-210).

Handan'’s discovery of her feelings for Refik Ceraatl her intimacy with him triggers a
release of her suppressed emotions and raise tewsio her status as a “moral” woman.
Such a depiction also marks a further instancefefranist discourse (counter narrative) in
the text in its attempt to disrupt the image of theral” New Turkish Woman (surface
narrative). Handan'’s hysteric state here can atgusbread as an indication of a discourse
of femininity addressed to domestic oppressiomiBiong, through her voice, the protest

that her society made unspeakable in words witrersthHence, she transfers these

®1 See, for example, Moran, 155; Basmaz, 31.
62 Bakhtin, Problems of Dostoevsky’s Poetiéd..
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“unspeakable” words through her hysteria into Iméernal speech which has echoes of the
“extreme internal dialogisatiof® that Bakhtin identifies in his reading of Dostoley's
tormented hero ofrime and PunishmenRaskolnikov, where “each individual [...] enters
Raskolnikov’s inner speech not as a character typa [...] but as a symbol of [...] an
ideological position* Similarly, we observe in Handas'’s discourse edwracter entering
with their clashing “ideological positions” that restitute her consciousness and provide
insight into her struggles against these voices gbak to tell her what is right or wrong.
Handan’s dialogue with these voices in her mindui of conflicting and passionate
confessions prompted by her feelings and thoudtdas she had been forced to suppress;
but perhaps more importantly it also reflects heultiple, competing, shifting self-

perceptions: moral, immoral, sinful, passionatédeh, suffering etc.

Towards the end of the novel, we see Handan’s raudfentensify and she conveys her
deepest feelings - passions, yearnings, desinestrdtions, confusions, anger - through a
series of angry, almost rambling passages of tinel khat we have seen above. Her
dilemma between love and morality begins to leadifte a state of deep turmoil and she
feels that she is “going crazy” (201). Handan'dexirhg is even more acute towards the end
of her diary. Having descended into a realm whée ®nsciously perceives herself as
potentially “crazy”, her feelings of desperationdafnustration reach new heights and we
see her displaying signs of hysteria and nervossrder (“a feature common to New
Women novels®> as Gail Cunningham has pointed out). In her dsionsof madness in
New Women novels, Ann Heilmann argues that theesgrtation of hysteria in feminist
writing was often a way of drawing attention to ttepression of women’s desires as it
offered an outlet and form of protest in contexteve the roles and conventions available

to them deprived them of expressive possibilitfess Heilman writes:

A synonym for femininity in nineteenth-century meali textbooks, hysteria was
frequently associated with women’s transgressiveebellious desires in Victorian
literature [...] [hysteric heroines] draw their engrigom their rage, the hysterical
mise-en-scenef which enables them to invert patriarchal posiuctures, albeit
within tightly regulated parameters and for limigetiods of time onl$’

% |bid., 237.
% |bid.
8 Cunningham, 49.
% Heilmann, 66.
7 Ibid. (Italics in original)
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These observations about the role of hysteriatémaiure and its relationship to repressive
patriarchal culture can be drawn on here to throaremlight on Handan’s nervous
breakdown as she struggles towards subjectiveftnanation and attempts to realise her
“rebellious desires”. In this sense we can readimer turmoil, mental breakdown and
ultimate death as expressions of her desire tesgrass the conventions of her society.
Subsumed by the love she holds for Refik Cemalthaduilt it elicits, Handan, just like
her American sister, Lily, realises that her sqcieffers her no means of realising her
dreams. Towards the end, when she is contempldgath and says “I will not be able to
bear [my sin] and | will go [to death], leaving pything] behind” (205) (echoing Lily
who says she cannot “go on living” any moféte House of Mirth83), she indicates the
devastating weight of social pressure upon herrandvish for a cathartic release: in this
sense death appears as the only escape for hewas for Lily. Handan’s death does not
come as a surprise for the reader as the textdglfeaeshadows this ending earlier in the
text through Server who suggests that “Handan’shdisathe best solution”, not only for

others in the novel but also “for herself” (161).

The last chapter presents a series of differenttpaf view on Handan’s death as different
characters scrutinise the heroine and offer thelggments of her, creating a polyphonic
effect that ends the novel with a sense of morddiguity. Haci Murat, one of Handan’s
neighbours in Istanbul, feels sorry for her andssédylay Allah forgive her sins” (212); in
response, his twenty-three year old songitdasays, “I believe Allah has already forgiven
her. Poor woman!” (212). These voices draw symp#tim the reader before we hear Haci
Murat’s wife, Lutfiye, burst out: “Is she not thdlest of Cemal Bey’s alafranga daughters?
This is the end of being immoral, sir. | am surpdighat you feel sorry for her. Do you
think Allah will provide a place in heaven for h&f215). We are also given the voices of
other characters such as Husnu, who insists ogiggrHandan’s coffin alone, and says to
other people “Leave it! | can carry the coffin adoWVho carried her as much as | did when
she was alive?” (214), indicating the pain that ¢haris “unwifely” attitudes caused him. In
this way the novel ends with no single authori@tnarrative voice and leaves it to the
reader to choose which voice to identify with. éflecting on this conclusion to the novel

here | would like to refer briefly to Roller’s digssion of the twentieth century novel,
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where she argues that the theme of ending witthéneine’s death serves as the novels’
critique of patriarchal societies: she observes ttia deaths reflect what is evident in most
of these novels in that a change for the betteseixist societies “is highly unlikely®
Drawing on Roller’s observations, | suggest thather than reading the depiction of
Handan’s death as a sign of conservatism on theopdhe author or an assertion of the
morality of the “ideal” New Turkish Woman who retgedeeply for falling in love with a
married man, Refik Cemal (as some of the critiass@ered earlier have suggested), it can
also be read as offering a feminist criticism o fratriarchal Turkish society of the era in
which women are offered no means of realising tpersonal desires. In this sense, the
text's portrayal of Handan’s death, like that ofr femerican counterpart Lily, can be
viewed as a challenging gesture of New Woman fictiat condemns the objectification of
women and the restrictions that they face in teewiety, while portraying the heroine’s
struggle for independence and her refusal to betagswed by restrictive roles and

conventions.

Conclusion

This chapter analyseflhe House of Mirthand Handanas dialogic texts containing two
competing narratives: that of the marriage plotféae narrative representing authoritative
discourse) and the subplot, the heroines’ strugmlgersonal freedom (counter narrative
representing internally persuasive discourse). atehargued that the counter narrative
provides a feminist point of view in the text's éx@ations of the theme of marriage and
death and this allows the critic to observe theettgpyment of the heroines as challenging
figures of New Woman fiction. | have attempteddemonstrate that both Wharton’s and
Adivar’s novels offer similar criticisms of sexistciety and provide powerful indictments
of the marriage system. | have argued that theyigeoaccounts of a tragic demise of
heroines that begin their narrative existence fandrto establish themselves in patriarchal
subject positions until they realise that nonehafse positions provide the happiness that
they pursue. Lily inThe House of Mirthmerely wants an independent life for herself yet
finds that she is labelled as a “nobody” as sodiegys her ambiguous status and condemns

% Roller, 102.
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her. Similarly, Handan irHandan does not want to be bound by the conventions of
marriage that society foists upon her in order ¢ek her in an oppressive marriage in
which she is, like her American sister, seen asodglbut a mere “object”. Read in this

light, the portrayals of both Lily and Handan oftechallenge to the traditional discourses

on femininity and the ideology of marriage.

| have also argued that the novels, through thelogic structure, present ambiguous and
contradictory versions of the New Woman and thysosg their feminist critiques of the
ways in which imposed gender roles and double demaality have the effect of
positioning women as objects defined in relatiomin. In this sense, it can be argued that
both Lily’s and Handan’s stories can be viewed @sdemnations of the victimisation of
women by society, and the hypocrisy of patriarck@iety in its insistence on creating

categories and assigning fixed gender roles.

The novels also differ in the emphasis they placetle tragedy of their heroines.
Compared with Wharton’s more sardonic - at timesebi- account of the position of
women in Old New York, Adivar’s text is more conoed to emphasise the depth and
seriousness of the suffering and tragedy of hesiherin the face of the particularly stifling
restrictions of marriage in the Turkey of this pekiHandancreates a marital prison for the
heroine and puts her to test in order to explose her New Turkish Woman behaves when
she faces oppression that is enforced upon herebymarriage and society. Like Lily,
Handan too gains awareness of her restricted positi the patriarchal social code. It
would perhaps have been too radical a gesture imafd Turkey to allow her heroine to
reject married life altogether like her Americastsr and as a result Adivar’s text seems to
hold less hope than Wharton’s. However, by refusm@ct the way her husband wants -
and, like her American sister, by insisting on imglividuality - Handan’s character breaks
the mold of the New Turkish Woman (Adivar’s “idealloman) for whom marriage was
imposed as a social duty for social and econonpecoiction rather than for individual

fulfilment.®®

% Duben and Behar, 87.
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TheHouse of Mirth on the other hand, is more concerned to showdiffieulties faced by
the heroine as Lily insists on her independent, ldad to demonstrate how a single
woman’s bid for dignity and emancipation finallysti®ys her in a society where there is
little room for such women. Although Lily, unlikearddan, insists on her freedom from
marriage to die as a single woman, the two heroiogsther nevertheless demonstrate a
resistance to their subjection to the ideology afrnmage and in this sense both texts offer
images of challenging female heroines in the stylBlew Woman fiction. In this respect
another important similarity between these novéds lin their dialogic structure (in
particular double-voicedness and hybridisationTime House of Mirth polyphony and
interior dialogue irHandar) which is able to convey the tensions and conttanfis at the
heart of the woman question - and at the heartthaf heroines - by giving voice to
conventional ideologies on “woman” and “marriagdiil® simultaneously giving voice to
experiences of the restrictions that are placednupmoman” through the marriage
institution.
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Chapter 3
Transitions and Subversions:
Female Desire and (A)sexuality imThe Custom of the Countr{1913) and
Heartache(1924)

Female desire and sexuality are common themeseanNgw Woman fiction and they
represented new ground for New Woman writers. Aa Bykett points out, the New
Woman writers “were seeking to tell a new storywthwomen, and they sought new forms
in which to do it.? In herThe Daughters of Decadenaecollection of short stories by the
writers of New Women novels, Elaine Showalter coti@ges on one version of New
Woman (a sexual, sensual being) and explains tlatNew Woman writers sought to
“rescue female sexuality from the male decadentsages of romantically doomed
prostitutes or devouring Venus flytraps, and repmés female desire instead as a creative
force in artistic imagination as well as in biologii reproduction® However, the New

Woman is not always necessarily depicted as a §sgdaharacter.

In referring to the contradictory depictions of tNew Women’s desire in fiction, Sally
Ledger argues that “whilst moral decadence and adizcence were supposed by some
critics to be her [New Woman] hallmarks, elsewhstee figured in discourse as a
‘mannish,” asexual biological ‘type®.The figure of the New American and Turkish
Woman as constructed in the public imaginatiorheféarly twentieth century is indicative
of Ledger’s observation: as discussed in Chapteéhel New American Woman perceives
sexual autonomy “as the right to sexual experint@ntaand self-expression”. Elaine
Showalter remarks that at the turn of the centurythe United States, the figure of the
“sexually independent” New Woman “engendered irgemsstility and fear as she seemed

to challenge male supremacy [...] Politically, theAN&oman was an anarchic figured who

! The writer of this thesis is aware that Adivar teranother novelZeyno’nun @lu (Zeyno's Son) in 192&s
a sequel toHeartache(1924).However, for the purpose of this thesiss tthapter has focused only on
Heartache
2 Lyn Pykett, Engendering Fiction: The English Novel in the Fafiwentieth Centur§London: Edward
Arnold, 1995), 56.
% Elaine Showalter, “New Women” iBexual Anarchy, Gender and Culture at the Fin D&cl8i(London:
Virago, 1992), xi.
* Sally Ledger,The New Woman: Fiction and Feminism at the fin idels (Manchester and New York:
Manchester University Press, 1997), 16.
® Caroll Smith-Rosenber@isorderly Conduc{New York: Alfred A. Knopf, 1985), 284.
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threatened to turn the world upside down and torbéop in a wild carnival of social and
sexual misrule [...]® The New Turkish Woman however was defined as aestp@sexual
figure devoid of any hint of femininity that wouekpress her sexuality or create, explicitly
or implicitly, sexual excitemeritAs Jenny B. White notes, “conservative moralitydsw
one of the essential features of the image of tae M/oman in Turkey who was expected
to wear “severe suits and a no-nonsense demednioudrder to repress her sexuality,
especially in her relationships with men. In thisapter | want to problematise these
accounts of the New American and Turkish Womanjsefauality, exploring the extent to
which The Custom of the Count(}913) andHeartache(1924) conform to or challenge

these notions about the New Woman in their respestcieties.

Lyn Pykett points out that “the New Woman fiction.] constructed a new version of
reality shaped to a woman’s desires [...] The New Almwriting consistently
problematised, deconstructed [...] or rethought wdinass.” The Custom of the Country
and Heartacheillustrate the relevance of these observationsuablew Woman fiction.
These novels, | argue, can be read as New Womaglsogt only because the depiction of
their heroines upsets conventional gender rolesraceived notions of womanliness but
also because they invite a problematisation, dengston and rethinking of the place of
female desire in the depiction of New Womanhoodn#&le desire is presented as taking
different forms in these novels, and on this pdintas inspired further by Ariel Balter’s
discussion of the theme of desire The Custom of the CountrnReferring to the
presentation of Undine’s female desire in the n@asbeing “inseparable from the fervor
for consumer goods” and created by “a capitalistnmodity culture”, Balter argues that
the novel shows that “there is no hierarchy oredéhtiation among various types of desire
because, finally, all desire stems from the subjadt is mediated by another person,
material goal or object:® My argument builds on these observations. By mgBalter’s

discussion to my argument of New Woman’s differertsions of female desire, | want to

® Showalter, 38.
" Deniz Kandiyoti, “Women as Metaphor: The Turkisbwél From the Tanzimat to the Republic”litban
Crises and Social Movement in the Middle Edst. by Kenneth Brown et al. (LHarmattan: Paris,
Proceedings of the C.N.R.A. — E.S.R.C. Symposil#89), 149.
8 Jenny B. White, “State Feminism, Modernizationj &#ime Turkish Republican Woman” MWSA Journal3
(2003), 145-159, 153.
° Pykett, 57.
19 Ariel Balter, “What Does XXX Want? Desire and Can®rism in Edith Wharton'§he Custom of the
Country' in American Literary Realispil870-1910, 3 (1995), 19-36, 19.
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suggest that by depicting Undine’s desire as mediéity sexist and capitalist Old New
York and directed towards the “marriage” market,ileshpresenting her as a fierce,
ambitious New Woman who exploits the marriage syster her personal goal§he
Custom of the Countrgeveals its critique of the discourse of marriag&Vharton’s time
and its related objectification and commodificatiohwomen. Similarly, inHeartache
Zeyno is portrayed as a New Woman with contradictattitudes towards sexuality. By
showing the way in which her sexual desire is ntedidby a male character, Hasan, the

novel challenges the received notions of New Wornadhn Adivar’s society.

In light of the above points, and in contrast tesemg critical accounts of these novels that
have tended to view the heroine Die Custom of the Countfyndine) as a “cocktail
bitch”*! or a “one-sided, defectivE character, and the heroine ldéartache(Zeyno) as
the prototype of asexual New Turkish Womanhood g®rAdivar’s “ideal” womanj? |
argue that we can disrupt such readings of theimesdoy approaching both New Women
characters in the novels as representations of lesmghifting subjectivities. (I will return
to the discussion of the critical reception of thesvels in more detail later in this chapter)
| suggest that these novels portray their heroimésansition out of a state of inexperience
to one of awareness: for Undine, this refers to inéral ignorance of the marriage
“market” in Old New York to an adept marriage caigteand an awareness of the
exploitative nature of marriage; and for Zeynorefers to her awakening to her sexual

desire.

Cora Kaplan’s discussion of subjectivity as beirdways in process and contradiction”
assisted me further in developing my argument iis tthapter. Kaplan argues that

subjectivity is:

[A]lways in process and contradiction, even fenslbjectivity, structured, divided
and denigrated through the matrices of sexualréiffee. | see this understanding as
part of a more optimistic political scenario thdm tones | have been part of, one

1 Edmund Wilson,The Wound and the Bows: Seven Studies in Literg@aenbridge: Houghton Miffin,
1929), 202.
12 Richard H. LawsorEdith Wharton(New York: Frederick Ungar Publishing Co., 19748,
13 See for exampldnci EnginiinHalide Edib Adivar'in Eserlerinde Qi ve Bati Mesele¢The Issue of East
and West in the Works of Halide Edib Adjvéstanbul: Dergah Yayinlari, 2007), 203. It shoutdnoted that
my use of the term, the New Woman, also refersdovdt’s “ideal” woman as outlined by the scholars i
Chapter 1 of this thesis.
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that can and ought to lead to a politics which witl longer overvalue control,
rationality and individual power, and which, indedries to understand human
desire, struggle and agency as they are mobilizenigh a more complicated, less
finished and less heroic scheffa.
Dale M. Bauer’s discussion of feminist dialogicéoirmed my methodological framework
of these novels. Bauer points out that a femidiatogics enables an understanding of
multi-voicedness in a text in such a way as to vacdpotential resistance to oppressive
conventions.*® Drawing on this, along with Bakhtin's dialogisrhetoverarching argument
of this chapter is that both novels under study lbanread as dialogic texts presenting
multiple points of view on the woman question, ey the reader to the tension between
the surface narrative (the authoritative discourkere, referring to morality, marriage and
their prescriptions on “how a woman should be”) #imel counter narrative (the internally
persuasive discourse - here, those aspects of dhatime that indicate the heroine’s
struggle for personal freedom and her attemptsilfd fier personal desire). | suggest that,
through their depictions of New Women riddled wibntradictions, these texts can be
read, to use Bauer’s words, as offering “potenealstance to oppressive conventions” of
authoritative discourses and a challenge to theeard patterns of behaviour of the
(a)sexual New Woman as she is defined in Amerigach Burkey. These are the main

aspects of the novels that constitute the focukisfchapter.

14 Cora Kaplan, “Speaking/Writing/Feminism” dn Gender and Writinged. Michelene Wandor (London:
Routledge and Kegan Paul, 1983), 181.
> Dale M. Bauer and Susan Jaret McKinstReminism, Bakhtin and the DialogigNew York: State
University of New York, 1991), 4.

11C



3.1.The Custom of the Country

3.1.1. Critical Reception ofThe Custom of the Countrand Finding a New
Approach

The most common criticisms dfhe Custom of the Countmggard Wharton’s hostility
towards her heroine and the extreme nature of Wrsliselfishness and destructiveness.

R.W.B. Lewis argues that:

Wharton introduces the most restless and devagtafitner heroines [...] a crude,
unlettered, humourless, artificial, but exceedinigbdautiful creature, with the most
minimal moral intuitions and virtually no talent atever for normal human
affection. Undine did, undoubtedly, stand for eweiryg in the new American
female that Edith despised and recoiled from [.].

In the same line, other critics viewed Undine abaracter “Wharton hates too muci;a
monster-heroine” and “symbol of dehumanizatidh‘the prototype in fiction of the ‘gold-
digger,’ of the international cocktail bitch*“a soulless woman with no substané®#

“serpent-woman [with] no self [...J* “the spirit of competition imbued with a vorac®u

22 u; n23

appetite;““ “ignorant and insensitive, devoid of [...] materivatinct [...]”” Blake Nevius

summarises effectively all these negative respotsEsdine:

[Wharton] clearly despises her protagonist [...] As story unfolds, Undine Spragg
becomes more visibly an inhuman abstraction [...] ©ae watch the novelist’s

prejudices defeat her judgement and trace the slitdrawal of sympathy which,

even at first, seemed tentative and forced.

6 R.W.B. Lewis Edith Wharton: A Biograph{New York: Harper and Row, 1975), 37.

" Louis AuchinclossEdith Wharton(Minneapolis: University of Minnesota PamphletsAmerican Writers,
1961), 24.

18 Christof Wegelin, “Edith Wharton and the Twiligbt the International Novel,” iThe Southern Review,
(1969), 403.

Y wilson, 202.

2 Carol J. SingleEdith Wharton’s The Age of Innocenéa.

% Helen Killoran,Edith Wharton: Art and AllusiorfTuscaloosa and London: The University of Alabama
Press, 1996), 53.

22 cynthia Griffin Wolff, A Feast of Words: The Triumph of Edith Whar{dlew York: Oxford Univ. Press,
1977), 253.

2 Lous AuchinclossEdith Wharton: A Woman in Her Tinfeondon: Michael Joseph Ltd., 1971), 101, 102.
% Blake NeviusEdith Wharton(Berkeley and Los Angeles: University of Calif@r®ress, 1953), 152.
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John Jay Chapman reads the novel as an accouleaf York society and its manners”,
focusing on the subject of a society in transiteord “the impact of new money on old
values.?® However, he arrives at the same conclusion astoge critics by arguing that
“Undine is one of the terrible engines of destmtithat horrified Wharton [...]J**
Although such descriptions of Undine are apt, theglect the way that Undine’s character
and her actions are presented as outcomes of aatiores to the capitalist and sexist
society in which she finds herself. By focussing Wndine as a selfish and insensitive
femme fatalethese reviewers develop monologic accounts of tbeeln judging and
marking the heroine, and paying little attentionthe complexity of the heroine and the
novel’s critique of the institution of marriage atite effects that it has on women in Old
New York.

Other critics, however, have sought to look beythednovel’s negative portrayal of Undine
and have emphasised the author’s satiréherinstitution of marriage. Katherine Joslin, in
her Edith Wharton,emphasises that “Wharton offers a bitingly sadiriportrait of a lady’
whose success serves to reveal to the reader @ipoft a corrupt social and economic
system.?® Likewise, Elizabeth Ammons points out that Undindestructive and cruel
depiction “reflect the author’s criticism [...] oféhcultural attitudes implicit in leisure-class
marriage.?® Although these critics’ studies of the novel diffeom the other readings seen
above, they too overlook the dialogic propertieghe novel in which, to use Bakhtin’'s
words, “the author speaks not about a charactérwith him” and the way in which
Undine can be read as “a carrier of a fully valiordvand not the mute, voiceless object of
the author’s words® In doing so, such criticgive less attention to the role of other voices
in the novel and their effects on the ways in whighdine is presented as the active
product of her upbringing and culture. And finaltyne of these critics have considered in
depth Undine’s asexual characterisation and how télates to the image of the New

American Woman who is generally depicted with a sfjoaing attitude towards the

zz John Jay Chapman, “Social order and Restraifits& Custom of the Count($913)”, 197.

Ibid.
" Ibid., 203.
% Katherine JoslinEdith Wharton(New York: St. Martin press, 1991), 74.
2 Elizabeth Ammons, “The Business of Marriage in tEdWharton’s ‘The Custom of the Country”,
Criticism, 16:4 (1974) 326-338, 326.
30 Mikhail M. Bakhtin, Problems of Dostoevsky’s Poetiesl. & trans. Carly Emerson (Minneapolis: Univ. of
Minnesota Press, 1984), 63.

112



restrictions that marriage can place on her desiresexual pleasure and sexual self-
expression. By exploring these aspects, | will alemonstrate that Undine’s character
challenges the notion that the New American Womalvoeates female sexual

emancipation and seeks individual fulfilment outsmdarriage.

Against those critics who view Undine as the aughoegative portrayal of a destructive
female identity, | would like to suggest anotheryved reading the novel. | argue instead
that Undine offers a site for the critical explovat of a number of themes relating to the
position of women in Old New York: by depicting thransition that Undine undergoes in
the novel, the text urges the reader to observestreggling and taking on different

identities and roles in order to survive within @pitalist and sexist society; through the
depiction of her character’s absence of sexualreglesher desire is channelled into the
pursuit of gain within the marriage market - anddhpwing her attempts to exploit the
marriage system, the text can also be read asrgffarpowerful indictment of the marriage

institution that is designed to exploit her.

Bakhtin’s dialogism provides the analytical toots imy analysis. Attention is given to
passages that present the surface narrative (&atha discourse) and counter narrative
(internally persuasive discourse) reflecting oppgspoints of view on the subjects of
woman and marriage, particularly where these cam@ ¢onflict in the New Woman’s

consciousness as the novel follows her encountdr thie structures and forces of an

exploitative social systerit.

Before proceeding with the analysis of the texis ivorth commenting briefly on Undine’s
name, which serves as an allusion to an aspetteofidvel that will be highlighted in the
analysis, namely the shifting female identities tbé heroine. Wharton's use of the
German/English form o/ndineto name her heroine has been a subject of debaiag

Wharton’s scholars. In the novel, Undine’s motirs. Spragg tells Ralph that “we called

her after a hair-waver father [Mrs. Spragg’s fatimrt on the market the week she was

31 Bakhtin's use of “consciousness” refers to therabizr's discourse about herself and the world rmatdher.
For a discussion of Bakhtin's understanding of camssness in the novel, see section 3 of Chaptdrthis
thesis.
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born” and then she says: “It's from undoolay, yoww, the French for crimping® (57).

However, for Richard Lawson, Wharton was actualgpired by German Friedrich de La
Motte-Fouque’s romantic fairy-tale novelladhding a water-nymph who assumes human
form and soul after marrying a huméinLawson’s account of the Undine water-nymph’s

story is as follows:

The water-nymph, after assuming human soul, fallfove with and married the
knight Huldbrand [...] In her human role Undine isncerned to forestall the
malevolent designs of her uncle, the water spirithléborn (“the spirit of
coolness”) on human beings, especially on thoselabes - including her human
rival for her husband’s love, the lady Bertalda. &'tthe three take an ill-advised
boat trip [...], Undine impresses on Huldbrand thanfiust not express the slightest
displeasure against her here on the water, wherekindred spirits are most
powerful. At his failure to heed her warning, Unglireturns to her native element,
her human role no longer bearable. Shortly aftesywituldbrand, at the point of
marrying Bertalda, die¥.

Unlike the water-nymph, the story of Wharton’s Umalis neither emotional nor romantic,
but as Lawson suggests, Fauque’s Undine with heerwaature and her adoption into the
human world provides important insight into ourdieg of Wharton’s Undine regarding
her fluid nature and crafty ability to fit herseito different social groups and adopt a new
identity each time she marries. Irigaray’s notidmomicry is utilised to explore Undine’s
fluid nature and shifting femininities in the novét This Sex Which is Not Onkigaray
writes: “There is, in an initial phase, perhapsyaoe ‘path,” the one historically assigned
to the feminine: that omimicry. One must assume the feminine role deliberately.cWhi
means already to convert a form of subordinatidn ean affirmation, and thus begin to

thwart it.” Irigaray continues by stating that:

To play with mimesis is thus, for a woman, to triydarecover the place of her
exploitation by discourse, without allowing herstdf be simply reduced to it. It
means to resubmit herself ... to “ideas,” in pargécub ideas about herself that are
elaborated in/by a masculine logic, but so as t&araisible,” by an effect of

%2 Edith Wharton, The Custom of the Countrftondon: David Campbell Publishers Ltd., 1994). All
subsequent citations are to this edition and vélptven in parenthesis in the text.
% Richard H. Lawson, “Undine” ifEdith Wharton / edited and with an introduction tgrold Bloom,ed.
Harold Bloom (New York : Chelsea House 1986), 30.
3 Lawson,“Undine”, 30.
% Luce Irigaray,This Sex Which Is Not Oneans. Catherine Porter with Carolyn Burke (Ithadaw York:
Cornell University Press, 1977), 76.
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playful repetition what was supposed to remaingiike: the cover-up of a possible
operation of the feminine in languaie.

Irigaray here refers to mimicry as a strategy add for a woman to subvert exploitative
gender roles through the deliberate acting outre$gribed patriarchal femininity. | draw
on Irigaray’s observations here to develop my feshidialogic framework, reading Undine
as a female “mimic” caught in a dialogue betweea sgemingly opposing discourses and
calling attention to the complex construction ofdihe’s character as she appears to be
both exploiting and exploited by the status quo.il&/liigaray and Bakhtin may seem to
share little else in common, they are neverthatesst directly connected through the pre-
eminence they grant to difference, which, in myeca®fers to the differences of New
Woman’s identities. As a result, mimicry and diasmg together offer fertile ways of
examining the novel’s challenge to the essentiibnmf fixed femininity and the diversity

of meanings that are ascribed to the New Woman.

3.1.2. Summary of the Plot

The Custom of the Countiy about an ambitious and determined young Amengaman
who advances through and derives her power fronmintéution of marriage in Old New
York. She moves from Apex - where she was marmegltmer Mofatt, an ambitious but
unsuccessful businessman, but had divorced him tafte weeks due to pressure from her
parents - to New York with a hope of reaching thghhechelons of society through a
wealthy husband. In New York, she matrries firstdRaMarwell, a descendant of one the
aristocratic families, and has a child by him, P&uustrated with the difference between
what she thinks marriage ought to be and whatritstwut to be, she abandons him and
threatens Ralph that she would take custody of Hu#i unless he pays her a sum of money.
In his agony, Ralph falls seriously ill and finatpmmits suicide. Undine’s next marriage is
with Raymond de Chelles, an aristocratic Frenchnbam,she divorces him too because,
just like Ralph, he also fails to provide her wéhuxurious life. She finally re-marries

Mofatt, now a millionaire.

% Ibid.
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3.1.3. Analysis

The opening offThe Custom of the Counthas the echoes of traditional Old New York’s
gender roles (surface narrative) and alerts thderetp the way in which female desire is
channelled towards the marriage market. The opestame also functions as the first
indications of Undine as an outsider who is leagrtime conventions of gender relations in
Old New York. We begin with a dialogue between UWedand Mrs. Heeny, the manicurist
and masseuse of the society, and they conversd Himletter written by Mrs. Fairford,

Ralph Marwell's sister. She invites Undine to dwéh the Marwells, one of the high

ranking families of Old New York society, to intnace Undine to her brother, Ralph

Marwell. Mrs. Heeny teaches Undine the rules of‘tharriage market” in Old New York:

When a young man in society wants to meet a galrade gets his sister to ask her
[...] Don’'t you know it's the thing in the best sotido pretend that girls can’t do
anything without their mothers’ permission? Youtjismember that, Undine. You
mustn’t accept invitations from gentlemen withoouysay you've got to ask your
mother first” (8, 9).

Soon, the narration shifts to Mrs. Heeny’s freergat discourse and presents its counter
narrative by exposing a satire of the rules andocos of Old New York imposed upon
women. “Mrs. Heeny looked at her hostess [Mrsaggl with friendly compassion. She
was well aware that she wa#ise onlybright spoton Mrs. Spragg’s horizon. Since the
Spraggs, some two years previously, had moved #pex City to New York,they had
made little progres establishing relations with their new envirommg..]” (my italics,

10, 11). What begins as the character's free intidéscourse is interrupted by the
narrator’s ironic definition of Mrs. Heeny as “tbaly bright spot” (not quite character-like
diction) implying a critique of the way she assigngh high importance to herself as the
only link between upper-class of Old New York ahd Spraggs. While the last sentence
can be wholly attributable to the narrator, throitghronic tone that describes the Spragg’s
failure of establishing their link with upper-clgssople as “little progress”, it also seems to
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suggest an indictment of the Spraggs who expect Megeny to undertake the task of

introducing Undine, the Spragg’s product, to beested in the “marriage market”.

The channelling of female desire towards the mgeriamarket is illustrated further through
the life of the Spraggs who represent the “nouveahes”, the newly rich classes of
Wharton’s time. The Spraggs have moved from ApeMéw York but “without any social
benefit to their daughter, and it was of coursethat purpose that they had come” (11).
Mrs. Spragg has “transferred her whole person#itiier child” wishing that Undine can
“have what she wanted” (11). Similarly, Undine’shier, Abner Spragg also agrees with his
wife when he says: “I am bound to have her [Undige]round with these people she
knows. | want her to be with them all she can” (43hdine’s mother hopes that “Mrs.
Heeny,who crossed those sacred thresholds so familianight some day gain admission
for Undine” (my italics, 11). The account of Mrspragg’s indirect discourse (surface
narrative) is given a hint of the narrator’s ussatcastic style (italicised part, the counter
narrative) in a hybrid construction that has thieetfof mocking the role of Mrs. Heeny
and Mrs. Spragg’s ambition for her daughter to emt® the “sacred thresholds” of Old

New York. This effect is reinforced in the follovgmpassage:

It was Mrs. Heeny who peopled the solitude of thvegl ghostly days with lively
anecdotes of the Van Degens, the Driscolls, theuftey Ellings and the other
social potentatesvhose least doings Mrs. Spragg and Undine hadv@tbfrom a
afar in the Apex papersand who had come to seem so much more remote sinc
only the width of the Central Park divided motherdadaughter from their
Olympian portals(my italics, 10-11)

The italicised portions of the passage have the twihirony toward the Spraggs. The
passage first alerts the reader to the author@adiwa of Old New York’s upper class by
defining them as the rulers (potentates) of théetp@and then mocking the reverent vision
that they have of Old New York’s “Olympian portaldh so doing, the text reveals its
subtle critique of the mother and the daughter Waee been trying to learn and adapt to
the Old New York's values so that Undine can aohi&er social advancement. These

depictions of Mrs. Spraggs’ thoughts reveal the wawhich Undine’s voracious appetite
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for luxury begins as a family investment and prewvidsight into her upbringing as a girl in

a culture that is fixated on marriage as a busiaadsoute to social status.

It is after this point that the narrator shiftsfidgus to Undine’s point of view and we begin
to gain insight into the way in which the New Womanpresented as coming to pose a
threat to the marriage market in Old New York. Vh#r growing sense of the game called
“how a woman should act” in Old New York, we legat Undine: “was going to know the
right people at last - she was going to get whatwhnted!” (23). Despite her “desire to
appear informed and competent” (65), Undine doe&mow how to play the “female role”
that is required by Old New York. But it does nake long for her to understand that in
order to be successful in her career, she hasitatérthem. Before she attends the dinner at
the Marvells, she practices her new role in franthe mirror: “For a while she carried on
her chat with an imaginary circle of admirers, twg this way and that [...] She [...]
watched herself approvingly [...] as she passed frmme attitude to another” (18).
Practicing her role many times, Undine acts itwith facility when she joins the Marvells

for dinner:

Her quickness in noting external differences hadady taught her to modulate and
lower her voice, and to replace “The I-dea!” and Wouldnt wonder” by more
polished locutionsand she had not been ten minutes at table beferéosihd that
to seem very much in love, and a little confused smbdued by the newness and
intensity of the sentiment, was [...] the becominifade for a young lady in her
situation. The part was not hard to play [...]. (rtalics, 65)

The passage presents Undine’s free indirect diseasuggesting her growing awareness of,
and desire to play, the “becoming attitude for ang lady” that Old New York expects
from her. The language in the first italicised s®tTtsets up a satirical account of this
encounter between Undine and Old New York, settimgline’s comically naive idiom
(“The I-dea! and ‘I wouldnt wondef) against the more formal idiom (“polished
locutions”) of Old New York. While we are inviteditially to participate in a mocking of
Undine’s attempts to mimic the manners of Old NewkY towards the end of the passage
it is hinted that Undine’s growing desire to le#ne “attitude for a young lady” in Old New
York will lead her to become, as we will see latghat her society has been trying to

avoid: a woman with the potential to upset theinvantions, skilled at mimicking their
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mannerisms and “playing the part” in order to b&edb exploit the social system that is
designed to exploit her.

Thus far, the text illustrates the way in which #ystem of marriage and courtship in Old
New York works and shows how Undine’s desire isnctedled towards this system. In the
process of learning the role of the “ornamentahttnee” in marriage, Undine illustrates the
relevance of Thorstein Veblen’s observations regarticonspicuous consumption”: in his
discussion of the middle and upper-class Americarriage in the late nineteenth-century,
Veblen argues that women were constructed to “beddw ceremonial consumer of goods
[...]"*because their “conspicuous consumption” was anesswn of men’s wealth and
power. Knowing that marriage is her only vehiclel d&er beauty is her only “asset”, she
begins to define her desire by watching Old Newk¥os to learn how to become a
“conspicuous consumer” for a wealthy husband. Fnguout how to capture the upper-
class men in Old New York, Undine comes to redlisd she should present herself as a
valuable prize and desirable “object” for the mgdaze to become, to use Irigaray’s words,
a woman that offers a “use-value for man, an exgbamlue among men: in other words, a
commodity.®® This is also what the depicted Old New York desias Mr. Dagonet from
the upper-class says to Undine: “My child, if ytmok like that you'll get it” (68),
indicating that as long as she looks desirablecsineachieve her goal: a wealthy husband.
As she is learning the customs of Old New York “aon to her girlish categories” (136),
Undine becomes more compulsive in using her feratitactiveness to her advantage. Her
success at playing her role is illustrated welihat Driscoll ball which helps her carve her
way through the Old New York ranks of the Marvellsd Dagonets, two powerful New
York families. The passage voices the differencevben the way women and men

perceive Undine and reveal her desire to be eydcdmired by her society:

The ball was as brilliant as she had hoped, andwer part in it as thrilling as a

page from one of thesbciety novels|...] What could be more delightful than to

feel that, while all the women envied her dress,rten did not so much as look at
it? Their admiration was all for herself [...] (mwlics, 160).

3" Thorstein VeblenThe Theory of the Leisure Class: An Economic Safidgstitutions(New York city: The
Modern Library, Inc., 1934), 83.
# Irigaray, 31.
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With this passage, we are provided a glimpse imordle of men and women of Old New
York: women'’s jealousy focuses on Undine’s dresarasbject of desire whereas for men,
she herself becomes an object of desire. Thersasaasubtle mocking of Undine’s thrill at
being part of a scene “from one of the ‘societyeaisV (a type of novel that Undine loves
reading) - the quotation marks create a parodyhefcharacter’s language and heighten a
sense of her naivety. However, part of the pointhed parody is also to dramatise how
perfectly - and perhaps dangerously - the New Woisadapting to her new society only

to triumph by means of it:

Undine had been perfectly sincere in telling Indi&olliver [her friend from Apex]
that she was not diimmoral woman”. The pleasures for which her sex took such
risks had never attracted her, and she did not ersare the excitement of having it
thought that they did. She wantgmissionately and persistentigvo things which
she believed should subsist together in any welexad life: amusement and
respectability [...] She must make the best of wha sould get and wait her
chance of getting something better [...] (my itali246-247).

Undine’s insistence that she is not an “immoral &airhints at a tension here between the
discourse of female sexuality (counter narratived ¢he moral codes of Old New York
(surface narrative): it indicates the way in whismerican women of the era who follow
their desire and enjoy the pleasures [of sex og]lave stigmatised as “immoral women”.
What Undine desires “passionately and persistemslyhowever, not the pleasures of sex,
romance or love but the “amusement and respedidbiihich can be gained through
wealth and power in Old New York. If we read thaidised words as Undine’s language
rather than the narrator’s - as suggested througding’s typically “ambitious” tone
(“passionately and persistently”) - we can see Hetunderstanding of the importance of
the “sense of reviving popularity” (279) grows insely. But this is not only because she
seeks a luxurious life but also because, as thatoarsuggests later, it is “her [Undine’s]
only notion of self-seeing” (279). In a deeper sershe realises that she has no self and no
identity without the admiration of her society whi¢was necessary to her personal
enjoyment” (382). By making Undine withdrawn fromerh sexual desires and
simultaneously emphasising “her violent desires hed cold tenacity” (301), the novel
shows, as Cynthia Griffin Wolff notes, how Undire led to view “sexuality in cold-
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blooded capacity for calculating® Given the fact that marriage is her only option to
achieve recognition and a sense of identity inetyes of her society, it is not surprising that
the New Woman is led to the direction of becominghsa “cold-blooded” female who is

learning how to play according to this capitaliature of upper-class marriage in Old New
York where women “sold themselves to the Invaders [and] bought their husbands as

they bought an opera-box” (56).

The dialogic structure of presenting and then srtimge traditional ideologies (or
authoritative discourse in Bakhtinian terms), witlihe novel is illustrated more explicitly
when we begin to see Undine from multiple pointsvigfw. The text shifts its focus to
Undine’s marriages and to her husbands through evhges we begin to see her. First we
see her from the angle of Ralph for whom Undines\stll at the age when the flexible
soul offers itself to the first grasp” (59); expwogihis intention to construct this raw
material — to define Undine - according to his owartistic creativity. With all his
intellectual capacity and vitality (he had studetdHarvard and Oxford), Ralph might be
above his group but just like other male charaaterssidered in this thesis (SeldenTine
House of Mirth Newland inThe Age of Innocencédlisni inHandan Siren inRaik’s
Mother, Hasan inHeartach he is shown to be still very much part of his sEnvative
character with a romantic idealisation of womenlpRa romantic fantasy is illustrated
again when we are given his perception of Undinéaakvely rock-bound Andromeda
with the devouring monster Society careering upnttke a mouthful of her; and himself
whirling down on his winged horse [...] to cut hembis, snatch her up, and whirl her back
into the blue” (60). By imitating the diction of Weducated Ralph, we sense here the
narrator's mockery of the male’s feelings of hemoiand superiority towards the female
and his romantic fantasy of rescuing of her fromditate of ignorance and vulnerability to
Old New York.

What follows is the counter narrative that reveatsindictment of this male vision of
femininity - Undine as the fantasy of the “lovebck-bound Andromeda” and water nymph
(as her name ironically suggests) - as Undine'siage to Ralph comically subverts all his

preconceptions about her. Paradoxically, while dads going to build her new female

39 Cynthia Griffin, A Feast of Words: The Triumphs of Edith Wharfbiew York: Oxford University Press,
1997), 253.
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identity on being a consumer of an appropriate thgahusband, her marriage to Ralph
Marwell repositions her within the conventions diilew York and she is depicted as a
“selfish, indifferent” wife who begins “to resent Ralph the slightest sign of resistance to
her pleasure” (71). Feeling frustrated with hertéd social and financial opportunities, she
thinks to herself: “Always the same monotonousaietr[...] Ralph seemed to have money
on the brain: his business life had certainly detated him. And [...] he hadn't made a
success of it after all [...]” (198). Clearly, Undifieels cheated of her marriage prospects,
namely power and luxury. Not only does Ralph lao& tash, he also has such a strong
sense of proprietorship towards his wife. She teginsee his attempts to adapt her to his
values and his imposed belief in the essentiabrigif “vulnerable” female who needs to

be rescued from the “monster Society” (60).

As the dialogic structure allows, the text shiftsfocus back to the surface narrative (male
point of view) and we are presented with Ralphikifa to grasp the elusive nature of the
heroine (a quality that is suggested in her nanteimvites us to think about her fluid, and
thus dangerous, New Woman character as a chaltengale discourse). Ralph eventually
comes to a painful realisation: “it was admiratioot love, that she [Undine] wanted”
(157). In other words, Undine does not desire razadout, as Ralph realises, “wants to
enjoy herself” and her vision of enjoyment is “galty” (157). Undine’s lack of desire for
her husband, for example, is illustrated when wedr&alph’s following free indirect
discourse: “he [Ralph] knelt beside her and la&l d¢tieek against hers. She seemed hardly
aware of the gesture; but to that he was also yisedhe felt her resign herself like a tired
child” (107-108).In such moments Undine is presented as an asexumam; indifferent to

her husband’s sexual advances. Irigaray, inlhes Sex Which is Not Ongaims that:

Woman [...] is only a more or less obliging prop filve enactment of man’s
fantasies. That she may find pleasure there inrtiat by proxy, is possible [...]

But such pleasure is above all a masochistic pudistn of her body to a desire that
is not her own [.. 4

Irigaray’s suggestion of woman as an object for anfantasy is relevant to Undine’s
depiction in the above scene where Undine appearbet detached and cold to her

husband’s desire “that is not her own”. On the @yt her desire for “publicity” rather

“OIrigaray, 25.
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than “romance” suggests that her sexual life iy am element in her desire to be admired
by others (here, referring to Ralph), and relatdke Ito her sexual passion. Undine’s
asexuality, in this sense, can be read as a daepicfia particular American view of sex that
is voiced by Charles Bowen, an upper-class New Yibrkracter: “in the effete societies
[referring to Europe] it's love [which is the ematial center of gravity] while in our new
one it's business. In America the reaime passionnels a ‘big steal’ — there’s more
excitement in wrecking railways than homes” (14@liés in original). With such
indications of the way in which business is valneare by Old New York (and by Undine
as a product of this society) than love or romamaph’s insistence on forcing his wife
into the role of “romantic” wife of his male fantasomes to appear as out of place. During
her marriage, we are not given any hint regardiag gassion, love or sexual desire; as
Ralph ponders, “a stranger - that was what she dhadys been to him. So malleable
outwardly, she had remained insensible to the taic¢he heart” (157). Undine’s elusive -
and thus dangerous - nature is emphasised once asotee passage indicates Ralph’s
understanding thathe changes her external presentation in accordarthe desires of the
male gaze but lacks any sense of the “touch oh#eet”. Ralph is finally awakened from
his dream-like trance: “At last the bandage wasaoff he could see. And what did he see?
Only the uselessness of driving his wife to subiget that were no longer necessary”
(157). Thus Ralph, partly because of his consergatipbringing and partly because of
seeing himself as the romantic hero of Undinesfalley to and becomes a victim of a
“devious society” from which he wanted to rescue fiaally, he commits suicide and the

attempt of the male (Ralph) to construct the fenfdiedine) through myth ends in failure.

Ralph’s suffering and tragic death are narratesuich a sentimental way that we may find
ourselves condemning Undine’s cruelty or selfisenésd yet, reading further, we are
presented a dialogue, between Charles Bowen armghRaister, which contains different
points of view on American marriage. By giving ma@pace to Bowen’s narrative, the
novel also brings in a feminist critique of Amencanarriage, and hence, dhé custom of

the country.

[Bowen]: “The fact that the average American lo@@vn on his wife [...] It's
normal for a man to work hard for a woman—whadlsnormal is his not caring
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to tell her anything about it [...] Because itgamstthe custom of the country
And whose fault is that? The man’s again [...]”

[Mrs. Fairford] sinking back into her chair, satzgey at the vertiginous depths
above which his thought [Charles Bowen] seemedatglk her. “YOU don't [think
that] [...] The American man [is] the most slavingself-effacing, self-
sacrificing—?”

[Bowen] “Yes; and the most indifferent [...] The rgadradox is the fact that the
men who make, materially, the biggest sacrificestlieir women, should do least
for them ideally and romantically. And what's thesult—how do the women
avenge themselves? All my sympathy’s with them,rpeuded dears, when | see
their fallacious little attempt to trick out the alengs tossed them by the
preoccupied male—the money and the motors and ltitees—and pretend to
themselves and each other that THAT'S what reallysttutes life [...] [and] she’s
[Undine] a monstrously perfect result of the systgimy italics, 145-147)

The importance of this dialogue between Bowen amsl FMairford lies in the fact thatHe
custom of the counttys presented from two conflicting perspectivebeTplay of different
subject positions in this dialogue, however, is no#rely a reproduction of gendered
binaries, but rather presents a conflict betweestalirses of feminism and patriarchy.
While the female perceives American men as “sedfiBaing” in marriage, ironically, it is

a male character who argues against the system asfiage in which women are
suppressed. Although the focus in this paragrapimseo be on the hypocrisy of Old New
York’s perspective of marriage, it also indicatles tonstruction of female identity and her

sexuality - as Bowen says, Undine is “a monstropsiyect result of the system.”

The novel continues to present shifting narratieents of view on the role of wife and
husband, particularly as we see Undine perceiveth fanother perspective: her third
husband, Raymond de Chelles. Raymond embodiesiéadised “charming specimen” of
the Frenchman with “discriminating taste and transiardour [...] [and] intelligence of
which no other race has [...] but [...] one felt thghti hold of two or three inherited
notions, religious, political, and domestic, inaotontradiction to his surface attitude”
(193). The account of Raymond contains a tensitwdsn the discourses of the character
(surface narrative) and the narrator (counter tigea we first gain an impression of his
“taste” and “intelligence”, but this is then undetevith a hint of sarcasm from the narrator
that has the effect of satirising his “civilizedttimde and his attachment to religion,
politics and domestic life. Raymond’s hypocrisys@n revealed as we see him changing

after he marries Undine. At first Undine is happybe Raymond’s wife: “After her bitter
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two years of [marriage to Ralph and] loneliness hadhiliation it was delicious to find
herself once more adored and protected” (335). Weweéher view of “happy” marriage
does not last long because what she desires fromage (financial gain and social
approval) does not match with what Raymond warfaymond seemed to attach more
importance to love, in all its manifestations, thweas usual or convenient in a husband; and
she gradually began to be aware that her dominat@n him involved a corresponding
loss of independence” (335). Undine’s view of rizaye as a means for social approval
rather than romance does not change with RaymdhdreHer satisfaction with Raymond
comes to an end for the same reasons she endedahngage with Ralph: Raymond too
fails to pay her shopping expenses or provide h#r & luxurious life. As if this is not
enough, he turns out to be a possessive husbanwvams to control her rigorously: he
requires her “to give a circumstantial report oésvhour she spent away from him” (335-
336) and attempts to enforce upon her the strlesrand norms of the upper-class French
society which dictate that “a woman must adopt Imesband's nationality whether she
wants to or not. It's the law, and it's the cusfonj” (338). A feminist counter narrative
reveals itself again as Undine is shown to findsekértrapped by “extreme domesticity”
(338) and feels “the impossibility of breaking thglh the mysterious web of traditions,
conventions, prohibitions that enclosed her inrtimapenetrable network” just as strongly
in French culture as she did in the culture of Q& York (359). Finally, refusing to be
the woman Raymond wants her to be, she seeks diand solace in the company of a

more profitable choice: Elmer Moffatt

Undine finally remarries her first husband from hiere in Apex, Elmer Moffatt, now a
successful and wealthy businessman and “the gteaiksctor in America” (405) (as one
of the newspapers in the novel refers to him), whesalth has carried him to the heights
of New York society and who has transformed himgeHt like Undine, from a pitiable
outsider to an ambitious insider. He seems the omgpatible match for Undine not out of
love or passionate desire but because he “usedxdetly as she would have used it in his
place” (392). For Undine, Mofatt embodies the cosoof Undine’s culture: “Here was
someone who spoke her language, who knew her ngmanaho understood instinctively

all the deep-seated wants [...] It seemed to herttieagreat moment of her life had come
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at last” (373). But, as the below passage sugg¥sidine is attracted to her husband only

because he can provide her with wealth, jewelsgesl, “everything she wanted”:

Even now, however, she was not always happy. Stiewerything she wantedut
she still felt, at times, that there were othengs she might want if she knew about
them. [...] At first she had been dazzled by his succesd subdued by his
authority. He had given her all she had ever widbedand more than she had ever
dreamed of having [...But there were other [moments] when she saw hisctief
and was irritated by therp..]. (my italics, 411)

The clash between the surface and counter narrgtiggposed through the way in which
two voices (the narrator's and Undine’s) are juptsgd to each other, presenting
contradictory points of view on Undine’s marriagéthwMofatt: despite the narrator’s
critical commentary on Undine’s fickle and greedshlviour, the presence of Undine’s
voice also conveys her point of view (as revealaugh the italicised portion in the
passage) and this ending, with its clashing pahtgew, leaves the novel open to various
interpretations: one may think she may abandon Wdf@o if she finds a better
opportunity; for another reader, she may appeax asong, ambitious young woman or
perhaps, in Edmund Wilson’s words, as an “inteomatl cocktail bitch” or, as Christof
Wegelin suggests, “a monster-heroiffe.But our orientation as reader is limited to
Undine’s self-portrayal unless we listen more dttehy to the multiple and contradictory
voices that make up the heroine’s shifting subyégti It is this ambiguity - the heroines’
shifting subjectivity and her mixing of diverse fal®a roles - that creates the New Woman'’s
“unfinalisability” and her challenge to hegemoniergeptions of “what a woman should
be”.

To conclude, dialogism enables the reader to obshe way in which Undine is presented
in a process of transformation from a naive “inedgeed” woman to an ambitious
marriage careerist. She is a complex, contradicfmistrayal of a challenging female
mimicry who, as lIrigaray would say, “still subsiststherwise and elsewhere than there
where she mimes so well what is asked of ffe€apable of adapting to and mimicking the
roles required of her, her character shifts throughous female identities. Reading the

novel through Bakhtin’s eyes also opens our eydbhdalialogic construction of Undine’s

“ Edmund Wilson, 202; Christof Wegelin, 403.
“?Irigaray, 152.
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femininities in relation to her desire to achiewrusement and respectability”: things she
can achieve only through publicity and power by nseaf marriage. And finally, by
portraying Undine as devoid of her sexual desiré demonstrating, instead, the way in
which her desire is channelled into the pursupublicity and power through marriage, the
novel offers an image of the New Woman as a prodifctliscourse with multiple
subjectivities rather than a certain model of Nemekican Woman who seeks sexual

emancipation and rejects marriage for economicpgeddence.



3.2.Heartache
3.2.1. Critical Reception ofHeartacheand Finding a New Approach

Thus far, Heartachés unique qualities as a feminist text have notnbegamined in
significant depth. Adivar’s critics occupied thefwss either with Zeyno’s portrayal as the
representation of the New Turkish Woman or Adivadeal” woman, or with the theme of
the clash between East and West. The novel haoeived the attention it deserves with
the exception of two reviewdnci Enginiin'sThe Issue of East and West in the Works of
Halide Edib Adivaf”® and Bahriye Ceri'sWoman in the Turkish Nov& Referring to
Zeyno’s asexual image and her depiction as Adivdeal woman, Enginlin argues that the
novel is about “a sportive, intellectual, [and] urval [woman who] received Western
education, but is still loyal to her traditionabte [...].”*> Although Bahriye Ceri's account
of Heartacheis much broader than Enginin’s, Ceri too readshdeas the representation of
the author’s “ideal-asexual” woman who shows “tixéeet to which the West should be
taken as an example [..*f" a “sportive, strong [woman] not a mere symbofasfcy and
beauty”?’ an example of “the New Woman that is created kyRepublic.*® Ceri roots her
discussion of the novel mainly in the problem ofiqyimterpretation of Westernisation
represented through Adivar’s depiction of femalarahters in the novel. She divides her
writing into three sections, each dedicated toglmmale characters in the novel: Zeyno,
Azize and Dora. Her review concludes with this ebagon:

[...] Zeyno utilises Westernisation in the right wayre is the epitome of a woman
who, with her freedom to choose, can see what & b& her [in regard to
marriage]. Azize, on the other hand, interprets Heredom by imitating
Westernisation only in her dress code, mannersbahdviour. Dora represents the
Western woman whose opinions and behaviours ragaittie role of woman are
presented by the author as inappropriate in Turkstiety”

“3 Enginiin, 203-208.
4 Bahriye Ceri,Tirk Romaninda Kadin (Woman in the Turkish Nogistanbul: Simurg Yayinlari, 1996),
42-60.
“> Enginiin, 203.
“% Ceri, 67.
" Ibid., 47.
*® Ibid., 67.
* bid., 43.
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Muzaffer Uyguner, the writer dflalide Edib Adivar: Her Life, Art, Works, Selectsoaso
approaches the novel, although briefly, and sharesnilar reading to Engintin and Ceri,

suggesting that the text promotes the author’sliggoon the “ideal woman™

These critics, by categorising Zeyno as the aushdideal” woman, overlook the
significance of the heroine’s sexual awakeningha hovel and the way in which her
subjectivity is presented as shifting and changisga site of conflicting discourses - in
particular the clash between female sexuality &edniorms of New Womanhood imposed
by the modernisation of the period in Turkey. Fartharguing that the author creates the
heroine to stress her ideology on the New Womadisl¢éawards a monologic reading of the
text, finalises and, as Bakhtin would say, “clos#®swvn the represented world and
represented person3-Their analyses tend towards a one-dimensionalingaahd deny
those aspects of the text which invite us to erteyse Bakhtin’s words, “into the great
dialogue of the novel as a whol&by overlooking the way that the novel opens up an
exploration of contending ideologies and pointsvaw within and between different
characters.

It is true that Zeyno’s character as an “ideal” vemmand her asexuality are often
emphasised in the early chapters of the novel girdwer athletic body, boyish voice, short
hair and habit of smoking. | also agree that immterof the novel's emphasis on the
heroine’s moral values, it appears to promote ttrébates of the author’s “ideal” woman
in her approach to marriage and sexuality. But esenZeyno as a fictional character
stands alone and the representations of her chgnggmtity, her conflicting approach to
marriage and in particular her growing sexual awess throughout the novel must be
explained in terms of her own growing subjectivitshich is revealed through her
dialogised consciousness rather than defining hetirwa certain type of “womanhood”.
My aim, however, is not to demonstrate that theehgimply ignores or disapproves of the
ideologies of New Turkish Womanhood completely tauairgue that although it explicitly
emphasises these themes throughout the novelothed also places emphasis on Zeyno’s

sexual feelings and her agency as a self-constietmne. Therefore, where these critics

0 Muzaffer UygunerHalide Edib Adivar: Ygami, sanati, yapitlari, secmelgHalide Edib Adivar: Her life,
art, works, selectiongAltin Kitaplar Yayinlariistanbul, 1992), 113, 114.
*1 Bakhtin,Problems of Dostoevsky’s Poeti@93.
52 |hi
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and | differ is that, rather than viewing Zeyno asnere reflection of Adivar’s “ideal’
woman or of the asexual New Woman, | argue thatcsimebe read as a complex female
character whose identity is presented in transiteriransition from an “ideal-asexual”

woman to “sexually-aware” woman.

My methodology derives from Bakhtin’s concept ofyptony which informs my reading
of the epistolary structure éfeartacheasit alternates between omniscient and first person
narration and presents the voices of its differelmracters across its sixteen chapters,
detailing the diary of the heroine and letters o tharacters to each other. Attending to
this polyphonic structure allows us to appreciae multiplicity of “points of view on the
world and others” that are presented in the wofdeevarious characters and the way they
are brought into dialogue with one another. lhiotigh this multi-voiced narration that we
can observe shifts in narrative authority as characvoices compete for influence and
justification. In these ways the narration providesights into the diverse experiences of
and perceptions of women, sexuality and marriagetla@ ways in which the various points
of view influence and are influenced by each othéith this in mind, the focus of my
analysis will be on the tension that exists in tlo¥el between the surface narrative (the
dictates of the New Woman and her morality) anddtenter narrative (female desire for
sexuality) and how this generates the heroineistiview of sexuality and her transition
from an “ideal-asexual” woman to a “sexually-awam@man”. By analysing these aspects
of the novel, | will attempt to show the way in whithe text reveals its challenge to, and

feminist critique of, the norms of the New Turkiloman.

3.2.2. Summary of the Plot

The central narrative ddeartache(1924) focuses on a triangular love relationstaween

two girls (the intellectual and smart Zeyno, wh&affet’s fiancé and independent daughter
of a doctor; and Azize, the daughter of a wealdayify) and a handsome soldier (Hasan,
Azize’s cousin). Zeyno and Hasan fall in love wighch other and Zeyno breaks her
engagement with Saffet. Azize, on the other hattdyrgots to attract and lure Hasan into

marriage with her. However, his love for Zeyno @aukim to avoid getting closer to Azize
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and he finally proposes to Zeyno. Although Hasaestto hide his feelings for Zeyno,
Azize finally becomes aware of this and attemptsaimmit suicide by drowning herself at
sea. However she is rescued and falls ill for mani#teyno rejects Hasan who finally
agrees to marry Azize. Zeyno, on the other handpsfs to marry Muhsin Bey, a well-
respected, wealthy general and a friend of herefatas her husband. At the end of the

novel, Azize dies whilst she gives birth to her.son

3.2.3. Analysis

Like The Custom of the Countifeartachebegins with the surface narrative which draws
attention to the authoritative discourse on howaman (here, the New Turkish Woman)
should be. We begin to read the novel from Zeypo®t of view, defining the alafranga
woman (Azize) whose “blind westernization” Zeynoclearly mocking: Azize has “short
blonde [hair] blue eyes, childish face, [...] withaggerated fashion [in her dress] [...]
[and] ridiculously beautified [...] with golden haibaby face [...]” (21). In the following
sections, the text stresses the main featureeeoNew Woman - here, referring to her
asexual and intelligent character - through Zeyrdescription of herself as “sarcastic,
cold, and proud with her intelligence in a way than would not like at all [...]" (14);
“[with a] voice which is not clear whether it iseslor he” (16); “plain [face with no make-
up]” (22); “looking a little like a man” (44). Witthese definitions, the text depicts Azize as
the representation of the “excessively” westernmlaffanga woman, with her “ridiculous”
exaggeration in her mode of dress, make-up andshdé& and her emphasised sexuality.
By having Zeyno, on the other hand, show a strorgysion to Azize’s sexualised and
excessive appearance through her disapproving tbeeext lays the foundations of the
surface narrative (Bakhtinian authoritative dissajrand establishes the main normative

categories of the New Woman.

Zeyno’s depiction above, however, refers not owytite New Woman’'s education and

change in her style of dress “to suppress her digxaad femininity’™?

as Jenny White
notes in her discussion of the New Turkish Womaut atso draws attention to the idea that

this asexuality is the condition “under which womewuld be accepted into public life

53 White, 153.
131



[...]">* during the era of modernisation. Referring to Hem-feminine” outlook, for
example, Zeyno indicates how she felt comfortahlgublic, both “in Germany and in
Istanbul, when | was going to school, | never safgar my male friends from my female
ones [...] we raced in plays and games many timashang around together, but we never
felt that it was unnatural” (30). Although Zeyn@peech here only reflects on her student
years, it has the echoes of Mustafa Kemal’s proonotif the “asexual” image of the New
Turkish Woman during the modernisation period,rathe following example from one of

his speeches:

If our women present themselves with a proper dies$ and comportment
required by moral prudence and participate in s$iéierand artistic activities of the
nation [...], | assure you that even the most corater® member of our nation will
hardly keep himself from appreciating this situafio

The first signals of female desire and the presaidhe counter narrative are revealed
when we observe the early stirrings of the New Waisnaexual desire during the days that
Zeyno and Hasan spend in Ayastefanos. We obseugoZesexual awakening through her
recognition of her erotic feelings and this recdtigni also reveals a different aspect of her
character that is generally overlooked in the @lticommentary that was considered
earlier. She writes in her diary after the day §bends with Hasan:

He [Hasan] has such a rudimentary but natural pdlagrif he proposes to me next
morning, | have decided that | will accept [Hasaoffer] and leave everything

[Saffet, Azize] behind, [...] | went to sleep [in @dto] forget the power of his

fingers when he held my fingers, the warm and pasde cruelty in his voice, the
painful memory of his desire in his burning eyes|[(43)

Zeyno's interior dialogue (microdialogue) aboveeodf the first insights into her struggle
with her desire for Hasan and signals the beginnofigthe New Woman’s inner
fragmentation and the growing tension in the testiMeen female emotion and morality.
Although, only a few pages later, Zeyno asserts ‘ihaall my life, | made my decisions
based on logic instead of emotion” (47), her indéspeech above hints at the strength of

her female desire in overcoming the social dutres expectations that are required of her

> Kandiyoti, “Women as Metaphor: The Turkish Novebf the Tanzimat to the Republic”, 149.
%5 A speech made by M. Kemal in Kastamonu, in 1928. djted in Age Durakbaa, “Kemalism as Identity
Politics in Turkey” in Deconstructing Images of the ‘Turkish Womad. Zehra F. Ara{Hampshire:
Macmillan Press, 1998), 149.
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(particularly as a woman engaged to be marriedhigisense, the text begins to develop its
counter narrative to the authoritative discourseth New Woman’s dutiful denial of

sexuality and desire that has been asserted frerortbet of the novel.

The more we observe Zeyno's growing awarenessraddyaiality, the more our attention is
drawn towards the clash between female desiresnamdl decisions and the emotional
havoc that this can cause. The implication is thatheroine’s shifting point of view on her
desire and her despair over a possible future agerio Saffet is exposed effectively when
Zeyno begins to question the lack of excitemenitan relationship with her fiancée. She
comes to realise that she is driven to Saffet gdbbe or passion but by her conventional

perception of man as woman'’s protector:

He [Saffet] is a young father, a doctor, a brotlefriend; in short, his personality
consists of all that is necessary to support oriéeirj...] | am attached to Saffet, not
because of his craving for love that sometimes afgp®m his eyes, but because the
feeling of bondage and loyalty, which is temporand ephemeral for everyone,
seems unceasing in him. Nobody seemed to me ableelind unchangeable as he
did [...] For this reason, perhaps, the feeling afiement toward him was lacking
in my heart. | was still attached to him with alfieg of devotion and need that was
above the sense of excitement. However, despitefdhis, | was feeling empty,
very distressed, and unhappy [...] | was on the exfge nervous breakdown [...]
(53).

Zeyno's inner turmoil above illustrates further thwedications of the female dilemma
between “desire” and “morality”. However, her demisto leave Saffet is less an indication
of the victory of love over logic than of the texteminist critique of the male ideology that
men are the protector of women and they continuaamtain the importance of morality
in marriage over woman'’s individual fulfilment. Bhaspiration is also articulated by Ayse

Durakbga who perceptively contends that, during the Keshalia of Turkey:

Progressive men [...] offered paternal protectiotheonew women and established
a supposedly egalitarian [...] environment. However tain normative categories
of traditional patriarchy such asgref (family reputation) andamus(honor) were
perceived without much individual reformulation rbrality for these men, while
women were required to internalise strict self-ghlsce and adaptive strategies to
cope with modernity and tradition at the same tfitagics in original)®®

*Ayse Durakbsga, “Kemalism as Identity Politics in Turkey” iBeconstructing Images of the Turkish
Woman ed. Zehra F. ArgiHampshire: Macmillan Press, 1998), 149-150.
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In a similar context, we see Zeyno’s realisatioat ther feelings for Saffet, far from
representing love and excitement, were initiallaedd by his intense sense of care and
“paternal” protection for her (as Zeyno’s choicewbrds - “young father”, “brother” -
clearly suggest) and were guided by her culturadigditioned “need” to take refuge in his
protection and longing for an attachment to a mBhes assumption, however, is disrupted
when the heroine is forced to confront her desinéclvleads her to “the edge of a nervous
breakdown” (a state which, for Cunningham, is aatiee common to all New Woman
novels”, as considered earliéf)Zeyno now sees the limitations that force herefress
her sexual desire, and it is through this strugjgie she realises that her marriage to Saffet
would be “without excitement [...] [and] nights wille boring [...]" (58). This tension
between female desire and morality accentuate®Néve Woman’s dilemma and brings a
realisation that her role as Saffet's wife would readily accommodate her emerging sense
of self. Zeyno as the narrator here thus constmmetgiage as a practice that excludes her
freedom and sexual satisfaction, the forms of esgpoms which she desires to identify

herself with.

However the text’s dialogic structure also begmghart Zeyno’s ambivalent approach to
her desire and emotions when she becomes concebwed her future with Hasan, who
now seems to represent an untrustworthy and eaBgrdonservative figure. Yet there is
more to it: deep down, her suffering from the dikan between her desire and New
Womanly “virtue” begin to intensify. Like her Amean counterpart Undine, who insists
that she is not an “immoral woman” (246), Zeynmatssists being defined as an “immoral
woman”, and it is suggested that those women whlowotheir desire are, like in the

American society that is depicted ihe Custom of the Counfrjrowned upon by the

Turkish society of the era. Consider the followpagssage:

| was a happy and a calm girl who had a directrofife [...] If Hasan Bey and |

had met without Azize and Saffet being in our livasd [if we had] married, despite
a very strong and substantial enticement, | wostdl][ have been very unhappy.
Perhaps, he would have chased every fancy womangwies him excitement and
desire. After a while, | would have found him bagriand simple. He would have got

" Gail Cunningham;The New Woman and the Victorian Noyebndon and Basingstoke: The Macmillan
Press Ltd., 1978), 49.
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tired of me perhaps because | am simple and lookrtoch like a man. We would
have been heading towards a disaster. If | was mamowho would refuse moral
values, Hasan Bey could have been my lover fooat $ime. But | am not like that.
(48)

Such passages draw our attention once more to #ve Woman’'s struggles between
emotion and morality that have been generated byrdiationship with Hasan. In this
interior dialogue we gain insight into Zeyno’s egiag doubts over the relationship until
she ends her narration with a reaffirmation ofrti@ality of the New Woman. Towards the
end of the passage, we sense the tension in tlogdeabetween Zeyno and - to paraphrase
Bakhtin - “the reflected discourse of another” @ghereferring to “immoral” women who
refuse moral values) as expressed in the negaisge of her self aa“woman whavould
refuse moral values” (to which she responds “I ash like that”). In evoking such an
image we see her attempting to lessen the signdeaf her desire (what she refers to as
her “very strong and substantial enticement”) andjext herself to the authoritative
discourse of the “moral” woman (an effect whicthesghtened by her contrasting herself to
an image of Hasan “chasing every fancy woman whkiesghim excitement and desire”). In
such ways therefore, we are alerted to the dileratrihe heart of the heroine’s shifting
subjectivity (as she notes to herself referringh® time before she met Hasan, “l was a
happy and a calm girl who had a direction in lifgidd the destructive impact of her

ongoing struggle with desire and morality.

The episode considered above raises a further adbiatit the novel's account of early
twentieth century New Turkish Womanhood throughdbemmentary on the internalisation
of the discourse of marriage. As Zehra F. Arat putafter the foundation of the Turkish
Republic, “[Turkish] women’s primary contributioroctinued to be seen as being in the
domestic spheré®, and nowhere in the text does Zeyno’s view of fage as an obligation
come into focus more explicitly than in her dialeguith Hasan when they go for a walk in

Ayastefanos:

[Zeyno] Hasan Bey, why don’t you announce your gegaent with Azize?
[Hasan] | am not engaged to Azize, Zeyno Hanim!

%8 Zehra F. Arat, edDeconstructing Images of “The Turkish Woma(fampshire: Macmillan Press, 1998),
175.
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[Zeyno] The whole world thinks you are; and if twoung people, like you and Azize,
get very close and attached but do not get engayedybody would think that one of
you is immoral [...].

[Hasan] Do you believe that every couple who fagagh other should marry?

[Zeyno] If it is more than fancying, of course [...].

[Hasan] | am against marriage Zeyno Hanim [...].

[Zeyno] Sooner or later, you will marry Azize, juite | will marry Saffet... Let us not
be busy talking about such predetermined things.

[Hasan] I will not marry, Zeyno Hanim. Marriageaslisaster for everybody. (65-66)

As in the episode iThe Custom of the Countwhere the male character Charles Bowen
gives voice to a feminist critique of women’s oljgcation in marriageHeartacheuses a
similar strategy through Hasan’s critical perceptadf marriage as a “disaster” while the
female’s point of view asserts a naturalised actofimarriage reflected in her comments
about the sanctity of engagement and its “predeteafi outcome. This dialogue is
important also because we learn that although Zegfies male ideals of feminine beauty
and charm in terms of her appearance, she conflaritie image of the New Woman with
her view of marriage that is ideologically consntavith the voice of, in a Bakhtinian
sense, “general opinion” (as she says, every cowtlese feelings are “more than

fancying” should “of course” marry).

However, as we see Zeyno’s beliefs about the “pesdened” nature of her marriage
changing during her romantic excursions with HagsaAyastefanos, the text signals its
counter narrative and insight into the heroine’sbmmous character and her growing
critical awareness. Zeyno’s assumptions about ntprahange over these days as she
begins to question herself: “Why have | put myselé grave, [and] closed it with a marble
box [so far]? Life is very nice, very enticing [..His eyes, his lips, his arms were creating
sinful fire in my heart [...] from all his existeneelife force that was elevating the pleasure
of living to the level of exuberance was coming’d@b). Zeyno feels “an ecstasy that
would not fit into deserts, constantly boiling aoderflowing hot and spiritual, and in a
state of happiness that was a complete trancalieamn” (68). On their last couple of days
in Ayastefenos, Hasan stirs in Zeyno even deepeantic and erotic feelings when he tells
her “You should marry me, you should be mine!” (8)d attempts to kiss her. Reflecting
on these romantic moments, Zeyno writes: “our §pddenly approached each other with

[a sense of] fire [...] We were in a daze for a mothéB). Diverting from her principle of
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sexual virtue, Zeyno now becomes acutely consaobuble split in her identity. As such,
the text presents the heroine becoming more comaltek hesitant with indecision by
flitting unpredictably between the discourses of Hesire and her culturally conditioned
morality. The following passage is one of Zeyna'portant interior dialogues in which we
see her reflecting on what Saffet and Hasan meaheioand it is through the Saffet/Hasan
pairing in her interior dialogue that we are pr@ddmore insight into her ongoing inner
turmoil. The importance of this passage lies irattempt to show the heroine’s subjective
development in all its complexity as it fluctuatestween the internal world of the heroine
and the external world she observes, conveyingdahsion between the surface narrative
(authoritative discourse of morality) and the ceunnarrative (internally persuasive

discourse of female desire):

Now | know that it was not possible for me to b@yawhether | married Saffet or
Hasan; | would always desire for the other [on@} i8 missing in my life. One of
them [Saffet] is my heart, my head in my life, tbéher [Hasan] is my nervous
system, weakness and guilt [...] the only fire ofyallth, passion and perhaps sin.
So, that means, it is not love that makes me migmrany heart is aching not
because the one | love [Hasan] is not mine; my mige.] was because of my
heart’s hypocrisy. If | was one of those women vdoold accept the existence of
two men in their lives, there would be no probldmould be as complex, strange
and vulnerable to committing sin as they are. Bui imy heart and my head always
have a direction, a principle which [would not teé be one of them] [and if | do,
this principle] would make my heart suffer for litgpocrisy. (88)

In a comparable way, Zeyno's realisation here (tlather Saffet nor Hasan would fulfil
her expectations and that she should reject therhdp personal freedom) also suggest a
similarity with her American sister Undine: in batbvels, the men who attempt to control
and construct the female ultimately discover thdweseto be redundant and challenged by
the counter narrative of female consciousnesshik gdense, both Undine and Zeyno as
radical females invade the male space and remasie itiasculine authority. However,
through the dialogic narrative of the text the egads, once again, alerted to the
contradictory depiction of the heroine. Zeynoew fpages later, reflects once more on her
passion for Hasan when she thinks about their “lWgbout touching the lips [which
penetrated] so powerfully our lips melted and werawn to each other like a steel and
magnet.” (91) Her sexual desire reaches a pedkeitficintasy that she reveals about Hasan

in her diary:



My heart beats with such an excessive and stramgdle, is this joy? In Hasan
Bey’s heart, being the dominant one, the one hdsvanst forever gave me such an
indescribable enthusiasm! (90)

[-.]

He is waiting for me, | am removing my clothes;igulling the duvet over me, |
am spreading my arms and pulling his head towards lra is bending, but is it
possible to let him kiss [only] my forehead? Whabach that creates both heaven
and hell in one’s soul, what a flame, what a fimed what a sweet torture! (91)

Such descriptions about the way Zeyno feels foraHagve us insights into the ecstasy of
female passion harboured by the New Woman who bBes borced to repress her sexual
desire. Ultimately she decides to be with Hasan tandell him this before he leaves
Ayastefanos. By tracing Zeyno's recognition of kexual desire and her decision to follow
it, the text thus diverges from the model of theM\lWoman and presents instead Zeyno’s
process of becoming a sexually-awake woman. Ragdfler dull and routine days as a girl
engaged to Saffet, Zeyno finally confesses hereésibe with Hasan and vows never to
return to her previous life (“No, | will not thromyself again into the hopeless and empty
days that | endured [...] if the storm and painmy heart won't go away [...] | will
definitely go to those quiet and remote places widsan Bey” (95). Such a statement
appears to indicate that Zeyno has decided to ehbes personal romantic and sexual
fulfilment over her commitment to conventional mdya At this crucial moment however,
when the reader expects Zeyno to break the rastr&cplaced upon her by morality and
follow her heart. Hasan receives news of Azize'sxpected attempt to commit suicide and
leaves Ayastefanos immediately to be by her sidénowt leaving any note for Zeyno. We
see Zeyno enter another period of subjective turama transformation as she re-evaluates
her commitment to morality once more, resigningsbérto a life without Hasan and

committing in her diary “never to go after a feglilike this again” (145).

The novel then picks up the plot one month lateghai letter written by Azize to Zeyno,
and from this point on we gain a series of perspeston the woman question from other
characters, further contributing to the polyphoesfiect of the novel. Azize is now married
to Hasan and they live together in Vienna. ThroAgize’s letter to Zeyno, the text creates
a polyphonic effect in its account of the charactethe alafranga woman (Azize) and the

Western woman (Dora: Hasan’s secret lover and thgliter of Azize’s father’s friend,
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Goldsmith) - and their worldviews on “how a womamosld behave”. Azize’s point of

view is as follows:

What a strange girl she [Dora] is [...] If she waadgul, she would remind me of
you, she has strange ideas. She is this so-caltatbrm woman of Europe! She
avoids first-class places, entertainments, alwayesgo second-class places, does
not sit in a box in theatres, does not use makedeppite her father's immense
wealth, she earns her own money. Apparently, modermen [in Europe] are like
her. However, in our society, the modern womanoislike this, [a modern woman]
is the one who beautifies herself with make-up thest, always goes to the
entertainment places, throws tea parties, welcomieg, [organizes] dancing
nights and has the ambition to wear the best castanthese parties, is that not
correct? [...] There is no pleasure in making onateflike an Arab [here, referring
to suntan, dark skin], looking like a man, wearmegird clothes [...] But | am not
jealous, my dear Zeyno, no matter how much [Tuikmsén are influenced by such
new women, they would never give up on beautifild asmartly-dressed women
like us. (147)

Dora’s point of view is then given by Azize in teame letter:

Only those people who became rich during the veaieiginers and silly people hire
a box [in theatres] [...] | spend the money my fatbetes me for poor people in
Vienna, but | earn my own money [...] | used to thithlat Turkish women who
have contributed to the revolution (in Turkey), etxwith the public, are more
democratic than us. But you want to use make-upspetid money in vain. Okay,
so far the ones [Turkish women] | met are rich aaglitalist. You are the wife of a
soldier who joined the revolution, why are you stk on wasting money in vain?
(149)

The first passage reflects the discourse of thigasga woman of early twentieth century
Turkish society through Azize who expresses hewwié the Western “modern woman”
and how the modern Turkish woman should be (usimdterup, throwing extravagant
parties or wearing the best costumes). In conttasiugh Dora’s speech, we observe the
way in which modern Turkish women of the era arec@iged from a Western woman’s
point of view. The conflict between these voicesvokes the reader into assessing the
points of view on modern womanhood that they regmme<y having Azize suggesting that
women are the symbol of beauty and ornament, wees#me text's satire of alafranga
Turkish woman. Dora’s depiction, on the other hasmlan asexual and working woman,
conveys the text’s attempt to evoke the readeriiedion for the Western woman.

However, the perspectives of the two charactersalaoe presented in a polyphonic way,
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as conceptualised by Bakhtin: the juxtapositiontwbd entirely different but equally
coherent points of view on the world are presemetdialogic way with the result that the
reader is allowed to perceive the discourse ofdf@racters without the interruption or
mediation of the author. In this way, the pointsvadw of the characters are presented
rather than expressed and, to draw on Bakhtinaditieor’s “surplus” of vision (the author’s
monologic evaluation of the characters) does ntgriere in the speech between the

characters®

In Azize’s letter, we are also made aware that o Zeyno are similar in their character,
but in contrast to Dora, Zeyno’s beauty is empleakig\zize says, “If she was beautiful,
she would remind me of you “; and she ends hegréty saying “you [Zeyno] are the most
beautiful, most smartly-dressed of all new womei4g). According to Bahriye Ceri’'s
analysis of the novel, the reference to Zeyno'aibemdicates Adivar’s view that the New
Turkish Woman should take example from Western wometerms of studying, working
and contributing to society in general; howeveni@dds, the New Turkish Woman should
also maintain her beauty and womanliness becatisaugh men may admire her, they will
still desire “attractive and decorative womé&Ate might develop a different reading from
Ceri here by attending once more to the polyphaatcare of the text and the inconsistency
that this creates in its depiction of the New TahkiVoman. Considering the text’s earlier
accounts of Zeyno as “sarcastic, cold, and prouti er intelligence in a way that men
would not like at all [...]” (14); with a boyish vo# (16); and “looking a little like a man”
(44), the text reveals the contradictory ways iniolwhthe heroine is perceived from
different points of view (in the above passage, dgample, Azize emphasises Zeyno’s
femininity) and how multiple, often conflicting, noeptions of New Womanhood are held

together in the identity of the same character.

The text continues to present different narratmeshe New Turkish Woman but this time
with a focus on gender roles in the Turkish socityhe era through the male point of
view, in such a way as to draw attention to malpdayisy. Hasan was presented earlier in
the novel as a type of progressive Turkish manwassaw him suggest for example,

“marriage is a disaster”); however this image is/iwought into conflict with an image of

%9 Bakhtin,Problems of Dostoevksy’s Poeti@®.
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him as adhering to a conventional morality regagdimarriage, as we see in his narrative
when he says to Dora (with whom we are made awar@zize's correspondence with

Zeyno, that he is having an affair):

| cannot bear [even] the idea that my wife, orwltenan | love, has the shadow of a
man in her mind, let alone in her life (154); [. fJmy wife cheats on me [...] how
can | bear that? [...] Okay, we [men] are more stupidre egoistic, more malicious
[than women],but of course we are stronger. Thiesywill make the rules and will
make them for us. (223)
In this way, by portraying Hasan to be deeply camgsed by the hypocrisy of the society
in which he lives, the novel draws attention todioeble standard of gender roles of the era
in which women’s subjugation is the norm. The okleging hero, who had previously
believed that “marriage is a disaster for everyong’now portrayed as a conventional
figure who speaks for the “general opinion” of Tigtksociety of the period which insists
that “men make the rules” for women in order thegytfit the image of the virtuous New
Woman of reformist ideology. In this sense, Hadam ¢haracter represents the point of
view of an old morality; a morality which, as $& Durakbaa states, was “preserved by
Kemalist reformers, the ‘emancipators’ of Turkisbmen, because they felt that they might
lose control of their women if the women discoveréloeir own potential of
emancipation® Further to that, by having him reveal his inapilib extricate himself
from conventions and his failure to pursue his lemeZeyno, the text’s resistance to male
discourse is indicated further through a counterati@e that comically mocks his “soldier-

like” pride and exposes the ambivalence of marnitude to morality:

Zeyno's pain, with all its tragedy, suddenly enteir@o Hasan’s heart [...] Whilst he
was thinking about their love [Zeyno and Hasans]was feelinghe shame of a
soldierwho leaves his friend [Zeyno] at a crucial momafithe danger they entered
together [...] He is definitely going to write a lkettto Zeyno this night. He is going
to confess how cowardly and how worthless a manishdand] ask for her
forgiveness for leaving her alone with her pai®2,1Imy italics)

Here, the narrator shifts from the first-personato omniscient narrator with an internal
focalisation on Hasan'’s discourse. In doing so,téx¢ effectively incorporates its feminist

voice within the male voice, creating a tensionnaein the male and female points of view.

Hasan's free indirect discourse (beginning aftehitst he was thinking”) here not only

%1 Durakbaa, 151.
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reveals his increasing despair and guilt at lead®yno with her heartache but also
exposes the text's feminist critique of his hypsgrand unreliability: Hasan implies that,
by asking for Zeyno's forgiveness, he can leavenlis and his marriage behind, but at the
same time he continues to seek compensation iarthe of Dora. From this perspective,
by depicting Hasan cheating on his wife and conmngitsexual misdemeanours but at the
same time voicing his conventional morality, thet teeflects a clash between patriarchal
and feminist points of view and offers a criticissh the old morality and commonly
accepted norms and prejudices that reinforce taguiality of gender roles in society and
marriage.

Following this discourse of the old morality thatdonsidered above, the text in the same
episode then presents a contrasting female pointeof on the (a)sexuality of the Turkish
woman, this time articulated the voice of Westerodern woman (Dora). Through her
speech below the text again provides a counteatnagr pointing to how this old morality
and double-standard in marriage might lead wometotamit “sins” due to the pressure
that they were, to use Duralgazs words, expected “to be extremely careful inirthe

» 62

interactions with men and strictly repress thekusdity [...]"° in order to maintain their

“namus$ (honour). With a similar effect, Dora says,

[The Turkish] woman [...] conforms to the norms oé tworld [and] plays the role
all women play: [that is] if she cannot deal witiehdship or love affairs she has
[outside her marriage, then] she covers her sitls @ontrivance [and] trick; or if
she wants an honest life, she marries a man fi.the condition that they have both
equal freedom and control over their personalibd]adesires. (154)
Of course, the kind of freedom Dora suggests inseeond option (equality in marriage)
for women could not possibly have been achievetthénpatriarchal Turkish society of the
era that is depicted in the novel. But that is tieg point here. The point is that, by
juxtaposing these male and female points of vidw, ¢haracters Hasan and Dora, as
Bakhtin notes in his account of the characterspolgphonic novel, become “person[s] of
the idea’ [...]®® and set up a tension between two conflicting disiee positions
(conventional sexual morality and its resistantcdisse, respectively). At the same time,

this decentralised narrative has the effect oftinetang the authoritative discourse (in this
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case, the old morality that Hasan represents) guathinog up possibilities for a feminist
critique of it.

After this point, the text shifts its focus to Zeysdiary, and we are presented with insights
into the heroine’s ambivalent attitude to marriagke text build its narrative with great
care in order to depict the ongoing and shiftimgggle between the discourse of “reason”
and the female’s acute “yearning” for sex. Zeymstfperceives Muhsin as a “life buoy”
(210) that she desperately needs to hold ontogatéfly that “Lately, perhaps because |
have been alone for a long time, | see Muhsin Begemebody fallen from the sky” (187-
188); then, she successfully transforms hersedt finto a victim, “I was a victim of an
ordinary man [Hasan], of an ordinary game that bepk playing with every woman”
(197); later, in odd contrast, she desires a lovariage and fantasises about sex,
undermining the image of the New Turkish Womansxitgal virtue”: “I still feel Hasan’s
burning breath in my soul. Many times | regret @saog from [his] delicious and killing
lips that would make me tremble [...] | asked myselfy | didn’'t elope with Hasan! [...]
(205)"; then again she tries to align herself viite received model of womanhood seeking
happiness in the arms of her “ideal” match: “CajMehsin Bey] not take me in his palms
completely? Can | not, in a secluded life with HiMuhsin Bey] forget Hasan completely?
[...]” (205-206). Here, the discourse of the New Wonwalls for companionate marriage
based on logic and reason, conforming to the moid&tlivar’s “ideal woman”. This idea -
Adivar's message regarding the question of compatémarriage - is also indicated by
Emel D@ramaci who points out that “Halide Edip repeatsrhessage [in her fiction] that
happiness can be achieved in marriage only if @uplve similar worldviews [...f*
Zeyno's decision to marry Muhsin Bey - despite bid age - in this sense, illustrates
Dogramacli’s observation in terms of her reasonablecggh to a life with Muhsin Bey
which, for Zeyno, will be “a never-ending happingkat has got [...] a dim light that
dazzles [but] does not tire eyes” (201). Withirstdilemma we observe the way in which
the construction of the New Woman’s identity is jsgb to the collision of different
ideologies on womanhood. In this context, Adivédsw Woman is similar to Wharton’s

Undine because, with her shifting and contradict@gives Zeyno, like Undine,

% Emel Dgramaci, Tiirkiye'de Kadinin Diinii ve Yarini (Woman in Turkegterday and Todaypnkara:
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demonstrates her challenge to men’s attempts ttaicoher within certain definitions and

thus undermines their narratives.

However, like Undine, Zeyno’s radicalism as a Nevoritdn is not limited to this
representation of her multiple selves. Her chakeng the received image of the New
Turkish Woman resides also in her undermining miasewertainties by treating the male
body as an object. Similar to the depiction of Uradwho we see observing and evaluating
her suitors for the most part of the novel, Zeynalso presented as an observer of males.
This is where the text reaches the heart of itecadidm, and perhaps the peak of its counter
narrative. The episodes where we see Zeyno saiminiMuhsin Bey for his potential
sexuality not only invert conventional genderednpmiof view (the female as an object of
male gaze) but also challenge conventional nagstnf female characters’ attraction to
men: Zeyno is attracted to Muhsin not only becawsés an ideal match for her but also
because of what she has projected upon him, héc elesire. This manifests itself when
Zeyno describes his “vigorous, thin [...] very strdmgdy in a tidy and tight uniform”, his
“wide shoulders [...] seductive [look]” (210) and ‘yemanly face” (210), and then goes
on to fantasise “a passionate love story” (207hwiim after he kisses her hand in the
garden, reflecting on “the touch of his lips withsaange trembling in bed” (210). It
becomes clear that Zeyno’s infatuation with Muhdoes not have a basis solely in seeing
him as her “rescuer” from her heartache when halfirkisses her, passionately and “with
such a heat [...] our lips united [and] | did not &se from his arms” (208). The once
“ideal” woman who was against kissing her fiancéd@ not kiss Saffet”, (62) as she says
earlier in the novel) is now revealing her femadgumlity and enjoying her erotic fantasies
with a man who is not even her fiancé; an indicataf the text’s challenge to the

conventions of male responses to women of the era.

Towards the end of the novel, this New Woman withtie feelings is presented more
explicitly than before. Zeyno gets married to MuhBiey and we see her fully flowered
with her husband, an indication of her emergenoenfa place of darkness to a life of
growth, and in particular of her sexual fulflme@Zieyno’s sexual maturation is brilliantly
conveyed in the following narrative through imageugch as “the white and purple grapes
[...] the flowers with the color of flame [in Muhs®i'garden] [...] the passion of summer

which embraced the newly married couple just like way it embraces the garden and
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nature” (261). These images not only symbolise B&ygrowing sexuality but also place
Heartachefirmly within the narrative trend of New Women ras (where such “passages
of sexual analysis [...] abound [..°f). The passage below incorporates Zeyno's free
indirect discourse, giving insights into how shews her new identity and experiences her
blossomed sexuality:

The girl whose passionate desires have been delay#dthe age of twenty-five,
believed that her body, like her heart, would ndeet excitement with the touch of
another person after Hasan. But even in those galdgs, a primitive fear that was
mixed with morality and loyalty protected her frahe fire of life whose full force
she was not yet aware. Now they [Muhsin and Zeyet]for each other [...]
Fifteen days had passed since the moment MuhsiniBey her white bridal veil
and kissed her lips that were apart like a scadetellia, and the excitement and
shivering [of their bodies] [...] had continued sirtben [...] Zeyno was fantasising
about the man in white who was writing at the tahl@oking at him in his shirt with
open collars, his strong neck tanned under the &isjron muscles and thinking
about how, when he holds her, these muscles casagdfect in her body similar to
an electric device with one hundred volts, she datth a strong shivering in her
body [...] Her lips were smiling at this strong passiwhich she could feel from
head to toe(263, my italics)
This double-voiced passage begins with the voicthefnarrator, describing not only the
way Zeyno perceives her new life after her marringealso her journey from a woman
who suppressed her sexuality to a “sexually-awareinan. When we reach the phrase
“Zeyno was fantasising”, the diction of the passhgeomes more personal and candid in a
way which suggests that we are witnessing Zeynes indirect discourse as she casts her
eyes over Muhsin. This technique of stepping oetsile narrator's discourse and
providing glimpses into the heroine’s consciousresps to bring Zeyno’s experience of
sexuality into the foreground, and this is givenamost orgasmic element through the
comparison of the effect of Muhsin’s body to “aeattic device with one hundred volts,

she felt such a strong shivering in her body.”

The final chapters of the novel have the unfinalisajuality of the polyphonic novel. The

depiction of the main characters in the last chiapteeates an ambiguous ending, firstly by
conflicting with their images as they are presengedlier in the novel, and secondly
through the presentation of their different perséipes in such a way that the novel ends

with no single authoritative voice but rather aier of different perspectives, inviting a
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problematisation of received accounts of the (ateda and New) Turkish Woman. For
example, one may view Azize’s death, like BahriyeriCas a negative commentary on the
alafranga woman. According to Ceri, through Azizesith the text shows the “death of an
understanding that woman is only a symbol of orm#raad beauty” and suggests that such
women are not welcome, “neither in our society imthe world.®® Reading the text as
polyphonic, however, invites a greater degree obiguity in interpreting aspects such as
the presentation of Azize’s character towards the @f the novel. The earlier image we
have of Azize’s alafranga, selfish and childishrelster is disrupted in the final chapters as
we gain insight into her strong attachment to midtbed: the reader is made aware of how
Azize senses that delivering her baby might caesel@ath, and a glimpse into her heroism
is given when she addresses Zeyno in her lettey:rfidtter what happens, | will deliver my
baby [...] You would come immediately if you couldedeow weak [referring to her illness]
I am [...] [But] I am very happy [...]” (257). Hasanharacterisation is also depicted in
ambiguity: his situation by the end of the noveygests the voice of a male who falls
victim to his own conventionality. The thwarted makgrets losing his wife and this, as
suggested through the voice of Dora, “was a pungstinj...] that he deserved” (278),
invoking a criticism of sexual immorality. At therme time, he suffers from his lack of
hope of being with Zeyno after observing her hapgpinwith Muhsin Bey. His indirect
discourse reveals this hopelessness: “Marriages [ov] all of them hid a hope in the
corner of Hasan’s heart, a hope that he could maltyae [...] and now he was leaving that
hope to his commander [Muhsin Bey]” (273) - a sugiga that the male is left with a
sense of loss in the face of a heroine that refteség the construction of male discourse.
Then, a few pages later, we hear the voice of reaSaffet, who asks Hasan an ironic
guestion: “Why, Hasan, do you feel a little guiltpw?” (277). The knowing, penetrating
tone of his question here indicates not only Saffetwareness of Hasan’s sexual
immorality but also his implicit criticism towardss earlier neglect and mistreatment of
Azize. By referring to Hasan’s uncontrollable passfor other women, Saffet seems to
suggest that Azize’s death is a destructive coresazpl of the male’s hypocrisy. Saffet’s
sentiments can also be read as voicing the opwiidhe era on the harmful implications of

uncontrolled love, which were, as Duben and Belritp seen as “a force that might get
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out of hand [...] as immoralistic behaviour couldveey destructive [...].%" As for Zeyno,

in marked contrast to her “asexual” image and cothweal approach to sexuality that is
presented at the beginning of the novel, the terteys her awakening to her sexuality and
her erotic feelings. She is depicted both as aadhar who embodies the accepted social
role for women in her society and a heroine withgrawing sense of independent
womanhood. As a result, she leaves an image dlleaging, contradictory heroine of
New Woman fiction that disrupts the received modél&deal” and asexual New Turkish

Womanhood that have been seen by the novel’s preaotics.

In light of the above points, dialogism enablesuaderstanding offeartacheas a radical
novel in its presentation of the heroine’s recdgniand expression of her sexuality by the
end of the novel; a superb novel which abounds vethinist insights and in-depth
explorations into a heroine on a journey of sefir@ftion through sexual awareness. It
explicitly focuses on the restrictive choice fatgdwvomen between sexual and social roles,
and its exploration of the heroine’s attempts teroeme the limitations placed upon her
offer a feminist questioning of ideal woman idegloBrawing on Bakhtin’s dialogism, |
argued that Zeyno is neither the victim of the Iplat nor the virtuous moral guardian of
society; nor is she simply a prototype of New Womlayn examining the way in which
various voices compete to form and alter the idgwoti Zeyno, we observe her rejection of
a certain established female identity and gairclzeriand more complex appreciation of her
story. We see more clearly not only the heroineigmey - from being restricted by the
limitations of her modesty and sexual “purity” tonman with a desire to achieve her
sexual freedom, welcoming her desires and celelydier sexual fulfilment - but we also
gain insight into the contingent and unstable aowsibn of the New Woman'’s identities

and the complexities of the heroine’s experienaesiruggles as a woman in this period.
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Conclusion

In this chapter, | have tried to demonstrate howhldndine and Zeyno are presented as
complex female characters affected by their situtirather than demonstrations of a
certain model of femininity. Bakhtin’s dialogismdHKaplan’s discussion of “subjectivity in
process” assisted me in exploring the tensionsdmtvihe surface and counter narratives as
these are expressed in the characterisations ah&aahd Zeyno and the plurality of voices
in the texts that bring different ideological pasiis into dialogue. | argued that these
aspects of the novels are indicative of the ongodialogue between unifying and
disunifying tendencies within the texts, deployiageminist dialogic method, which, as
Kay Halasek notes, “provides a means by which feshicritics might pursue their work
[...] in response to the dominant [...] male postufeFrom this perspective, | argued that
feminist dialogics and the view of “subjectivity jorocess” helped me to observe the
feminist insights of these novels and enabled itntove these novels from male

ventriloquism to feminist subversion.

I have argued that in their transitions from “inexpnced” women - Undine as ignorant of
New York’s marriage rules, Zeyno as unaware of abtyu- to “experienced” women, we
are shown their ongoing dilemmas and strugglesnagdahe norms of “how a woman
should be” and we observe the way in which theurggles for personal freedom generate
and shape their female desires, although in diftsiems. However, there is a fundamental
difference between the types of female desire tepyesent. Undine desires respectability
and recognition but the only way she can achiei® iththrough publicity and power by
means of marriage: her desire is channelled in¢opilrsuit of gain within the marriage
market and towards the pursuit of publicity and powConsequently, we see the way in
which her view of marriage (as a business contiaud)) (lack of) sexual desire (in the sense
that she understands the uses of sex but has nioealdnterest in the practice of sex) is
generated as a result of the experience she ureterfyothis sense, the novel challenges the
common notions that the image of the New Americasmah, as Showalter points out,

seeks sexual emancipation and “sought opportunfoesself-development outside of
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marriage.®® Heartache on the other hand, defies the figure of the aaseXew Turkish
Woman by revealing Zeyno'’s sexual feelings. Unlilex American sister, Zeyno wants a
romantic marital union and her desire is influentgdher sexual feelings and personal
expectations from marriage. In this respect, theehohallenges the hegemonic account of
the New Turkish Woman’s approach to marriage aecéakduty rather than a source of
individual fulfilment. In this sense, Adivar’'s Zeyndepicts a heroine of New Woman
fiction who appears more radical than her Americannterpart. However, the depiction of
these differences in the characterisation of thieihes creates a point of similarity between
The Custom of the CountgndHeartachein that both characters prove to be inconsistent
with the images of the New Woman of their societ$ering instead images of diverse

female subjectivities that are, in Kaplan's worgways in process and contradictioff.”
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Chapter 4:
Breaking the Boundaries of the Authoritative Discouse:
Divorce and Love inThe Age of Innocenc€1920) andRaik’s Mother
(1909)

Edith Wharton'sThe Age of Innocendé&920) and Halide Edib AdivarRaik's Mother
(1909)are further tales of female oppression and theicgshs that New Women face
in their respective societies. Like the other nev&ludied in this thesis, these novels
present both a surface narrative (here, the refleaf the texts through the prism of
male eyes) and a counter narrative (the subvefahguage of the novel, resisting the
attempt of masculine monologic voice to define NMew Woman and revealing the
feminist critique of the text). The central focustbis chapter will be on the novels’
treatment of the struggles of the heroines - Eled Refika - in relation to the themes
of divorce and free love, and to the image of teavNVoman in their societies. | have
chosen to examine these two novels together inctiapter for two main reasons: first,
because both texts present their New Women preduottiynthrough male eyes whose
reliability readers are implicitly invited to quest; thus New Women'’s shifting subject
positions reflect their rejection of male attemfasconstruct the heroines according to
their own expectations. Second, because theretakeng resonances between these
two novels in subject matter: both Ellen and Reféka unhappily married and both
challenge social norms by leaving their husbandissaeking divorce. Finally, they both

fall in love only to give up on their lovers by tead of the novels.

4.1. Critical Reception of theAge of Innocenceand Raik’s Mother and Finding a

New Approach

Critical debate ormhe Age of Innocendeas changed over the years. When the novel
first came out, Newland's decision to give up os Hesire for exotic Ellen and to
honour his married life was supported by the reaginblic. This was demonstrated
when the novel was awarded the Pulitzer Prizeiferature in 1920 by the Colombia
Board of Trustees because they found the novel'ssage “sanguineous and
pronounced the novel morally upliftind.For the committee, the novel best presented
“the wholesome atmosphere of American life and lighest standard of American

! Richard H. LawsorEdith Wharton(New York: Frederick Ungar Publishing Co., 19739,
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manners and manhoo@ X¥Vharton, however, was surprised that reviewelsdao see
the irony of the novel and her social criticism1&70s New York society. She wrote:
“When | discovered that | was being rewarded - bg of our leading universities - for
uplifting American morals, | confess | did despdifFor Cynthia Griffin Wolff, the
novel presents a “Portrait of a Gentleman”, emiagiNewland’s conflict between his
desire and the constraints of societ®.B. Lewis, on the other hand, points to the
parallelism between Ellen and Wharton: “In the egule, via Ellen Olenska’s later life,
Edith Wharton described what had in fact becoméeastelf: permanently expatriated
and living in [...] Paris; separated once and forfadm her husband [...}"James W.
Tuttleton brings a different insight into the navEbr him, the novel emphasises the
matriarchal nature of Old New York society: “It ot the men who dictate the
constraining forms and terms and conditions ofaqmiopriety in New York society; it

is the women?

Feminist critics, however, offered a new way ofdieg The Age of Innocencécusing
on the way Wharton constructed a feminist socialisen in its narrative. With the
developing critical interest in Wharton during the870s and 80s, feminist scholars
consistently addressed the representations of draalé characters and the ways in
which these figures revealed an oppressive soaigrdor women. However, it is ironic
that perhaps because she was often perceived &asreate conservative”, feminist
critics often overlooked the celebratory and hopefote in the novel’s conclusion.
According to Hermione Lee, for example, Ellen istcaway from New York society
and this is seen as reflecting a typically gloomggnosis regarding the fate of women
in Wharton’s work: “it is the women in Wharton whave to suffer betrayal and social
punishment [...]* For Elizabeth Ammons, the novel is a tale of thetory of the
“angel” over the “dark lady”: one in which the ompaog qualities of Ellen and May
serve to reinforce patriarchal representationsaafél” and “monster” female identities.
She further argues that the novel is about the mhte prefers the innocent “fair-haired

child woman” (May) to the experienced, dark-hairegxually vibrant, passionate” one

2 |bid., 90.
% Edith Wharton,The Letters of Edith Whartored. R.W.B. Lewis & Nancy Lewis (New York:
Scribner’s, 1988), 445.
4 Cynthia Griffin Wolff, A Feast of Words: The Triumphs of Edith Wharidtew York: Oxford
University Press, 1997),147.
® R.W.B. Lewis,Edith Wharton: A BiographyNew York: Harper & Row, 1975), 432.
® James W. Tuttleton, “The Feminist Takeover of Edfitharton” inThe New Criterior(1989), 6-14, 6.
"Hermione LeeEdith Wharton(London: Vintage, 2008), 186.
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(Ellen), suggesting the theme of “male fear of matwomen.® For David Holbrook,
Ellen is “a guileless temptres$3he has to leave because for Newland, she “betongs
a fantasy world*® Each of these critics demonstrates their disapm@nt at how
Wharton appears to begin the novel in a feminish vanly to revert to a more
conventional (patriarchal) account of the positadmwomen at the conclusion of the
novel. Thus, their conclusion is similar: the riesive effects of society upon its
members, and the sacrifice of the individual far slake of society.

Raik’s Mother on the other hand, has not received adequatetiatiefrom literary
critics except forinci Enginiin’sHalide Edib Adivar,which argues that through the
medium ofRaik’s Mother Adivar expresses “the tension and suffering thaserfrom
her first marriage and declared a war against Sadiki's [Adivar’s first husband]
affairs and his relations with other womén.in her another workThe Issue of East
and West in the Works of Halide Edib AdiManginin highlights the theme of Adivar’s
“ideal” woman inRaik’s Motherand argues that the novel is a tale of a mother w
raises “a well-mannered and healthy child” and mtes her child with the education of
national culturé? Through this novel, Enginiin suggests, Adivar cgaveéhe
importance of women as transmitters of nationatucelto their children. Engintin’s
reading of the novel, however, is restricted byataphasis on how “motherhood”
showcases the “ideal” woman and the theme of ng@rés a sacred institution. Mehmet
Rauf’s “Raik’s Mother” inServet-i Finuns another brief review of the novel worthy of
mention; however he focuses more on what he rédeas the novel’s “very new, very

delightful” languag®® rather than developing any character or themeysisal

Although the above critics contribute to our untkmding of these two novels, they
have little or nothing to say regarding the diatodeatures of the works, and in
particular the conflict that takes place betweeffiedint discourses - above all the

patriarchal, counter-patriarchal and feminist. Sehaspects, and their implications for

8 Elizabeth AmmonsEdith Wharton’s Argument with Amerig@thens: University of Georgia Press,
1980), 143.
° David Holbrook Edith Wharton and the Unsatisfactory Méxew York: St. Martin Press, 1991),13.
10 i
Ibid.
1 fnci Engirin, Halide Edib Adivar(Ankara: Kilicaslan Matbacilik Sanayi Ltti., 1989), 65.
12 Enginiin, The Issue of East and West in the Wofkilalide Edib Adivar (Istanbul: Dergah Press,
2007),417.
13 Mehmet Rauf, “Raik’in Annesi” irBervet-i Fiiniin936, (13 May 1909), 405-406. As cited in Engindin,
83.
' Lee, 580.
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our reading of the works as New Women texts, vl dt the heart of the analysis

presented in this chapter.

The following questions still need further elabarat for The Age of Innocenceghat
does Ellen’s flight, away from conventional New Korto which she once referred to
fondly by stating “this dear old place is heaved)1 - to a life in Paris, convey? Is it,
as Lee maintains, an unhappy ending that showse‘iiseno escape*?or, as Elizabeth
Ammons suggests, the “failing” of the heroife€an we go beyond these pessimistic
interpretations and read the endings as an inditadf the heroine’s struggle for
independence? Similarly, fétaik's Mother what does Refika’s fragmented self, caught
in particular in the dilemma between (and her amlent approach to) divorce and love
suggest? Is it merely out of her duty as a mothat Refika returns to her unhappy
marriage and to what extent does this return sygaifeinforcement or a challenge to

the ideology of the marriage institution?

Bearing these questions in mind and in contrashdse critics considered above, this
chapter argues thathe Age of Innocencand Raik's Motherare examples of New
Woman novels, notably in their examinations of fh@ssures and prejudices of
patriarchal society against those women who seekck; one of the key themes that is
central to the New Woman novels. Referring to tlemvNAVoman writers, Cunningham

argues that:

[T]he New Woman'’s ideals were far too advancedtfi@ir environment. These
novelists were trying to [...] show how firmly entdred were the creeds and
conventions which oppressed women. In the firstamse they were putting
forward high-minded principles, in the second diésag the stark reality of
practice. Since the system is so pernicious, thds @ab heavily weighted, it
would be absurdly utopian, the argument goes, tdrgo a New Woman
succeeding in her aims. Thus the common pattetheoNew Woman novels is
to show the heroine arriving at her ideal of fread@and equality from
observation of her society, but then being broutiitough the miserable
experience of trying to put them into practice fooaition of weary disillusion’

14 Edith Wharton,The Age of Innocend®erkshire: Penguin, 1996), 14. The subsequegteates of the
novel will be to this edition and indicated witthnackets within the text.
15| ee, 580.
1 Ammons, 127.
" Gail CunninghamThe New Woman and the Victorian Nofteindon and Basingstoke: The Macmillan
Press Ltd., 1978), 49, 50.
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The composition ofThe Age of Innocencand Raik's Motheris consistent with this

account of New Woman fiction: they present theirolrees as entrapped within the
conventions of their society and follow their atfgmto achieve their “ideal of freedom
and equality”, as Cunningham would put it. By tinel ®f the novels, both New Women,
after going through “miserable experiences,” sa&itheir love, although for different
reasons: Ellen for her freedom, Refika for her d8y.exploring these aspects of the
novels, this chapter aims to contribute to our wsid@ding of these New Woman

novels and of Ellen’s and Refika’s complex chanas#gion as New Women.

To do this | examine the dialogic structure of tievels through which they present
multiple narratives and points of view pertaining the role of woman within and
outside marriage. | focus on how the narratorthauty in the novel is complicated by
this presentation and how this creates greater regomty for dialogues to take place
between the voices of the different subject pas#tithat are contained in the novel. For
my feminist dialogic reading | draw on Dale M. Baweho suggests that “the novel’s
polyvocality can indicate potential resistance ppr@ssive conventions in interpretive
or discourse communities - such as an individuaratter’s response to that social
dictate, or a disapproving narrative ton®.In light of this, | argue that these novels can
be read as feminist texts that critically interregthe variety of ideologies of the time
on the New Woman question and that challenge cdiorexi accounts that attempt to

define and fix female identities.

Because both novels present their stories maioiy tthe perspective of male characters
as surface narrative (or authoritative discourse,Bakhtinian sense) a particular
emphasis will be given to the double perceptionsWdfarton’s and Adivar’s male

narrators - Newland and Siren - regarding womandinorce because their narrations
reveal the male tendencies as depicted in the saeelcreate fantasies about the
heroines and control them at the same time. Newlandxample, an ostensibly caring

and responsive man supportive of the New Womamnstout to be as ambivalent and
unstable a character as Ellen herself due to mgadictory views on women'’s freedom

and divorce. Likewise, Siren’s attitude toward Raft especially when he realises that
he is in love with her - changes and becomes ardnitas he both emphasises her

“morality” and at the same time desires recipragatior his love. The purpose of

18 Dale M. Bauer and Susan Jaret McKinskgminism, Bakhtin and the Dialog{blew York: State U of
New York, 1991), 5.
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examining their conflicting perceptions of the hees is to demonstrate how these
male characters - Newland, as a member of Old Nevk ¥ociety, and Siren, as a
member of late-Ottoman society - perceive the Neamdh and how biases and
pressures against divorce serve to reproduce pEtalagender relations. In addition, |
will demonstrate how the counter narrative, throtigé presentation of the heroines’
multiple female selves, acts as a counterpart i rtfale tendency by allowing New
Women characters to act within and outside patmardoundaries. In other words,
Ellen’s and Refika’'s performances of inconsisteglves - the rebel who is seeking a
divorce, the unfortunate victim of an unfaithfuldand, the lover who desires a new
life - suggest the subversive counter narrativethd texts (internally persuasive
discourse) that resist the attempt of masculineatogic language of surface narrative

(authoritative discourse) to restrict New Womenhiitfixed frameworks.

Through close attention to the novels’ dialogicraaon, it also becomes possible to
recognise the voices of Ellen and Refika not onhewthey are directly articulated but
also when they are placed in the position of ththéd within the naratives of the
novel. With its repeated references to these hesaamd their stories through the voices
of other characters, the novels represent what skeeyn to repress: the female voice.
The heroines’ voices prevail in the narration asagers who both interrupt and are
interrupted, and through whom the voice of the éoth(here, the female voice) is
heard. Added to this narrative mode are also Hland Refika’s direct reporting (and
in Ellen’s case, also her indirect free discourd®y. presenting the contradictory
discourses that are in a constant attempt to défimé&lew Woman, the novels invite the
reader to observe Ellen and Refika’s conflictingcpptions of divorce, marriage, love;
gain insight into their struggle for personal freed and into how, in the end, they are
led to their ultimate decisions to sacrifice lowa tifferent reasons: Ellen for her
freedom, Refika not only for her son’s well-beingf lalso for her recognition that there

is no freedom in her society for her to fulfil resire for love.
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4.2.The Age of Innocence
4.2.1. Summary of the Plot

In The Age of Innocend@920) Wharton takes the reader back to 1870s YW, full

of lies, intrigues and conspiracies and the effeutsstly negative, that they have on the
lives of individuals. In reference to the “vanidhbBlew York society of Wharton’s
adolescence”, this novel, as Richard H. Lawsonaruiy, is a “palpable reaching back,
a bridge” to the conventions of the New York societ the 1870s? The novel begins
with Ellen Olenska’s return from Europe to Ameriaaabout age thirty, to live with her
aunt, Mrs. Mingott, after scandalously separatiagsélf from her marriage to a wealthy
but unfaithful Polish Count. She falls in love wiNewland Archer, a young lawyer
from one of New York City’s best families. Howevé is engaged to her cousin, a
typical product of Old New York society, May WelthnEventually Newland falls in
love with Ellen whose presence makes him wondérwreifshould go through with his
marriage to May. As his admiration for Ellen grows, does his doubt about marrying
May. Viewing Ellen as a threat to this marriages Mingotts and Archers try to prevent
them from consummating their love and try to seed &way from Old New York.
Finally Newland marries May and becomes unhappyl shé dies whilst Ellen leaves

for Paris to live on her own.

4.2.2. Analysis

The novel begins with the surface narrative (authtive discourse) introducing the
conventions of Old New York and the social ordergde of conduct and superficial
values of the “conservative” strata of Americanistc

[T]he world of fashion was still content to reas&derevery winter in the shabby
red and gold boxes of the sociable old Academy.s€vatives cherished it for
being small and inconvenient and thus keepingloittew people” whom New
York was beginning to dread and yet be drawn to [T.hie people that] the daily
press had already learned to describe as “an esnefly brilliant audience”

had [arrived] through the slippery, snowy streetpiivate broughams, in the
spacious family landau, or in the humbler but mosavenient “Brown coupe”

(1),

19 Lawson, 35.
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With this introduction the novel sets the sociatkgaound of Old New York society,
drawing attention quickly and effectively to “theorkd of fashion” with details of the
place and its customs. The narrator’'s remote yetdnaus voice strikes a satirical tone
and creating the effect of double-voiced discousb®n it switches to imitating the
speech of the era through the quotation marks drdle references to “new people”,
“exceptionally brilliant audience” or “Brown coupejiving the reader a first hint at the

hypocrisy of this social milieu.

The text soon reveals its counter narrative (thgatien of unconventional female) that
disrupts the surface narrative (the voice of OldvN¥ork) as revealed through the
narrator’s discourse in the previous passage. Blbgrears at this old Academy in May’s
opera box wearing a dress more daring than thatditof New York fashion in that
year. Upon seeing this, the people at the Acadeawe la troubled reaction. She is
introduced to us first, as the “wearer of unusuakd” (7) through the direct reporting
of Sillerton Jackson (a descendant from old wealtig then from the angle of a biased
conventional male observer through whose eyes weke see the novel, Newland

Archer (a member of one of the big families in Qlew York):

It was annoyind...] [that Ellen was sitting in the same box witts Hiancée]
that the boxwhich was thus attracting the undivided attentibmasculine New
York should be that in which his betrothed was seattd/den her mother and
aunt; and for a moment he could not identify thadylan the Empire dress, nor
imagine why her presence created such excitemeftNa, indeed; no one
would have thought the Mingotts would have triednt (9, my italics)

This hybrid construction, as Bakhtin would describebegins with Newland’s free
indirect discourse (surface narrative): it expreshes irritated intonation - “it was
annoying” - suggesting his conventional perceptidrwomen. The italicised portion
that is incorporated within Newland’s discourse dmwedins with the linking words
“which”, “thus” (as Bakhtin says, offering indicatis of the subordinate conjunction
and linking words that signal “someone else’s lamguin hybrid construction®)
reveals a counter narrative through the narrasarsastic tone by referring to people at
the Academy as “masculine New York” while indicatithe patriarchal perception of
Newland and mocking his fear that his society Waitlk down on his bride-to-be in the
same way as they do on Ellen. What follows is Nedk indirect discourse again,

% Michael M. Bakhtin,The Dialogic Imaginationed. Michael Holquist. trans. Carly Emerson and M.
Holquist. (Austin: U of Texas Press, 1981), 305.
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exposing his disapproval of this “lady in the Enepiiress” in an ironic tone. The last
sentence in the passage continues to reveal Newlandught which is signalled
through its character-like diction - “No, indeedin order to emphasise a biased male
perception of women. This is complicated further dnother emphasis through the
exclamation mark at the end of the passage, whinkeys not only Newland’s shock at
seeing this apparently “improper” lady but also tharrator's subtle mocking of
Newland’s response. From this opening scene abpleea, the novel also places the
conflict between “pure”, “proper” May who represemie values of Old New York and

“sensual”, “unconventional” female, Ellen, who & David Holbrook puts it, seen as

21

an “intruder™” to the conventions of Old New York.

In order to develop Ellen’s “unconventional” chaecsation, the novel shifts its focus
to her counter-image, May, a representation ofgaré whom we might describe,
following Barbara Welter’'s “The Cult of True Womaodd, 1820-1860", as a “True
Woman” with four cardinal feminine virtues: “pietgomesticity, submissiveness and
purity. Put them all together and they spelled reptdaughter, sister, wife - womaff.”
May’s depiction evokes this traditional Americanmanhood as she is referred to as an
“angel in the home”, with “this whiteness [in drgsadiance, goodness” (21), the
daughter of the Mingotts and Newland’s wife-to-b@wever we hear the text's subtle
indictment of this womanhood and the enforced va&loe her when we read, for
example, the ironic tone in the language that dessrher marriage to Newland. Their
marriage seems to suggest the uniting of “the twematgfundamental groups of the
Mingotts and Mansons and all their clan, who caeolut eating and clothes and money
[...]” (25). The sarcastic tone in this passage iaths the narrator’s criticism toward

the material values of these two “great”, “fundataénfamilies which are then referred
to with the belittling “and all their clan.” This anriage also aims to emphasise that the
union of a couple in the Old New York society alwaylies on the suitability of the
match: “Mrs. Archer felt [...] [she] had been altdget glad of her son’s engagement
[...] There was no better match in New York than Mglland [...] young men are so
foolish and incalculable - and some women so emggand unscrupulous - that it was
nothing short of a miracle to see one’s only sdie $a.] in the haven of a blameless
domesticity (7). The introductory words Mrs. Archer felt- clearly indicate that we are

given the indirect discourse of Newland’s motherosd words the narrator imitates

1 Holbrook, 13.
2 Barbara Welter, “The Cult of True Womanhood, 18860”, American Quarterly1966), 18, 151-174,
152.
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humorously and who is criticised for her doubleadt&d view of gender roles: the
references “foolish men” and “ensnaring women” cadié that Mrs. Archer perceives
men as prey to the trap of “ensnaring” women. Ttakcised portion is the one that
ultimately predominates, unmasking the narratorsctsm by emphasising the way in
which May, the representation of “blameless” domed#e, is seen by Mrs. Archer and
Old New York as the “angel in the house” who wdlve Newland from the entrapment

of “ensnaring women.”

In contrast to May’s angelic depiction, Ellen isepented as a nonconformist, re-
emphasising the text’'s depiction of the tensiomien the discourses of “True Woman”
and “New Woman”. The references in the novel teiEl defiant characteristics (her
New Woman attributes) are numerous: she is modemative and interested in
literature, painting, dance and music. She criggi®ld New York society for its “blind
conformity to tradition” (242). She is seen “paragliup [...] at the crowded hour with
Julius Beaufort” (29), a married man, in an actcdegd as “a mistake” for Old New
York (29). All these features, her education angegience in Europe, her challenge to
social norms of her society, have made her a é@iftewoman than American society has
produced. But in the eyes of Old New York, shenes ‘black sheep that their blameless
stock had produced” (10), a woman with an “unscloysl’ life (25); in short, a threat
to the hegemonic social system of Old New York. &mmple, when she asks Newland
to “come and see [her] some day” (29), Newlandiaalyct of Old New York, finds this
irritating because “she ought to know that a mamw’sviust engaged doesn’t spend his
time calling on married women” and he thinks to &&fh how glad he is to be a New
Yorker and that his bride-to-be, May is “one of bisn kind” (29), indicating his view
of Ellen as “other” and “improper.” Ellen’s depam from convention is re-emphasised
when, during a party, she leaves her company, thlee@f St. Austrey and sits next to
Newland, talking to the young man. Ellen’s depictim this episode echoes Sally
Ledger’s observations on the New Woman in that fib#ing-on ‘masculine’ attributes
(having ‘straight talks to young men’) was thorolygtharacteristic of the textual New
Woman.”® But this action creates further tension between discourse of the New
Woman and authoritative discourse of Old New YdBien receives comments of
disapproval because “it was not the custom in NenkYdrawing-rooms for a lady to

get up and walk away from one gentleman in ordesetek the company of another”

% sally LedgerThe New Woman: Fiction and Feminism at the finidels(Manchester and New York:
Manchester University Press, 1997), 13.
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(60). These scenes portray Ellen as the New Wontemmakes her own decisions and

repeatedly defies Old New York’s rules.

The New Woman’s defiance of the authoritative disse of Old New York (or the
challenge of the counter narrative against theaserharrative) through which we have
seen her as an “improper” female earlier in thenope scenes of the novel is
demonstrated further through the impact she hasemadhe male view of her. Ellen’s
rejection of convention and her question to him hstle an impression on him as she
“had stirred up old settled convictions and senthdrifting dangerously through his
mind” (40). He begins to question his perceptiorsatiety after he had met Ellen. He
thinks she brings rich European culture to ‘th@amnably dull” Old New York society
which has “no character, no coloumo variety” (242). He believes “women should be
free - as free as we are” (39). His feelings aldday (the True Woman) also begin to
change as he “felt himself oppressed by this aveatf factitious purity [May] so
cunningly manufactured by a conspiracy of motherd aunts and grandmothers and
long-dead ancestress [...]" (34); a woman of “the eya@ss, like one of those dolls cut
out of the same folded paper” (59). These ideadlavang through Newland’s mind
and create a constant tension between his wayirditlyg of old and new society and
women. The conflict between these discoursesustithited in the passage below, this
time by referring to the gender roles in marriageyealing the dilemma and

contradictions in Newland’s mind further:

What could he and she [May] really know of eachegtkince it was his
duty, as a decenit fellow, to conceal his past from her, and hers,aa
marriageable girl, to have no past to conceal? He]perceived that
such a picture presupposed, on her part, the equa; the versatility,
the freedom of judgmentyhich she had been carefully trained not to
possessand with a shiver of foreboding he saw his maei®decoming
[...] a dull association of material and social ietds held together by
ignorance on the one side and hypocrisy on the.qéh, my italics)

Thus far, it seems that we are witnessing Newlama#sception of women being
released from convention. However, through its d®wbiced narrative, the novel
repeatedly presents counter-discourses that eXgesdand’s contradictory positions -
and his hypocrisy. The italicised portion of the@wa passage, for example, with the use
of quotation marks and through its ironic tone ec¢dnt fellow”, and with the use of

“which” as a linking word, which, for Bakhtin, irhis case, indicates “someone else’s
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language®* suggests the narrator’s (and the counter narfg}isabtle criticism toward
Newland and Old New York society (here, authomgtdiscourse) concerning the
double-standard of sexual morality and of the oflenen and women in marriage. The
following hybrid passage exposes these ideas furtheNewland’s mind. When
Sillerton Jackson, a conventional, gossiping mamhefupper-class, accuses Ellen of

living with M. Riviere, her former lover, Newlan@yys:

Living together? Well, why not? Who had the rightrhake her life over if she
hadn’t? I'm sick of the hypocrisy that would buriva a woman of her age if
her husband prefers to live witharlots [...] Madame Olenska has had an
unhappy life: that doesn’t make her an outcast, if3@italics)
Although on the surface Newland appears to sugpet’s freedom to live her life as
she wishes, on closer examination he is again showold conventional views when
he refers to other women who live with Ellen’s hasth as “harlots.” Newland’s
assumption that he has come to represent a libeti@tBllen is then undercut in the
following sentence: “Women ought to be free - eefas we are,” he declared, making
a discovery ofwhich he was too irritated to measure the terrgmnsequencég39).
The italicised commentary of the narrator herersfén insight into Newland’s internal
conflict: he adopts Ellen’s claim that women shohél free, but with irritation and a
sense of its “terrific consequences”. By revealinig tension between the surface and
counter narrative (Newland’s specious attitude tovwaomen’s freedom and then his
fear of the consequences of this freedom), the ésxpioses his ambiguity, and its

feminist critique of male hypocrisy.

The novel further unmasks male hypocrisy regardiisgapproach to women through
Newland’s reflecting on his past sexual experieane his pride to be marrying a “pure”
and “innocent” girl. Although he seems to be prafdmarrying May, he also takes
pride in his own sexual experience in a lengthy &amltated two-year relationship”

with a married woman, Mrs. Rushworth. This is refdrto earlier in the text when he
contemplates May and wishes that “his wife showdab worldly-wise and as eager to
please as the married lady [Mrs. Rushworth] [...] eihhad so nearly marred that
unhappy being’s life [...]” (5), an implication thAtewland gained experience from this
relationship whereas Mrs. Rushworth was left witmatorious reputation. But for

Newland, this is not a big deal because:

24 Bakhtin, The Dialogic Imagination305.
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[T]he affair, in short, had been of the kind thaishof the young men of his age
had been through, and emerged from [...] an undistutielief in the abysmal
distinction between the women one loved and respeamd those one enjoyed -
and pitied [...] when “such things happened” it waslaubtedly foolish of the
man, but somehow always criminal of the woman [.h¢Dnly thing to do was
to [...] to marry a nice girl, and then trust to betook after him. (69)

In this hybrid passage we see incorporated, in Bakhtinian sense, the “general
n 25

opinion” <> of Old New York: attitudes derived from the geneypinion of Old New

York society and expressed through Newland’s dism(‘good” women to love and
“bad” women to enjoy; cheating makes man “fooligimd women “criminal”; marrying

a nice girl to look after him). The narrator’s usfewords here - “undisturbed belief in
the abysmal distinction”, “such things happened[hiad women are] pitied” - casts a
sarcastic, critical glance at this general opiraol throws its hypocrisy into relief. In
the following passage, we observe a similar, doubleed account of Newland’s pride

in his “masculine initiation” and mastery over bisde:

He contemplated her [May’s] absorbed young facé withrill of possession in
which pride in his own masculine initiation was gied with a tender reverence
for her abysmal purity. “We'll read Faust togetheby .the Italian lakes [...]” he
thought, somewhat hazily confusing the scene opfrogected honey-moon with
the masterpieces of literature which it would be mianly privilege to reveal to
his bride [...] (57).
With the use of “he contemplated”, the narratomnalg that we are given Newland’s
mode of thought. However, the passage also infiegt®arrator’s voice which adds a
sarcastic tone with words such as “thrill of posg®s’, “masculine initiation” and
“manly privilege”, subtly mocking Newland’s pride his “masculinity” and his view of
May as a symbol of “abysmal purity”. We then heawiand'’s direct speech, indicated
by the speech tags, expressing his sense of stperamd duty to enlighten his
“ignorant” bride-to-be with “the masterpieces otefature.” Such double-voiced
passages draw attention to Newland’s ambiguity laybcrisy regarding the role of
women and introduce a counter narrative that dsttine male accounts of women in

the novel.

In what follows is a polyphonic structure that feea on two conflicting discourses: the
New Woman as the “other” and as the “victimised’mam. Discussing the perceived
challenge of the New Woman to the status quo atfithele-siécle, Sally Ledger

explains that the view of New Woman as “a threathi institution of marriage” was

%5 Bakhtin, The Dialogic Imagination304.
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one of the defining features of the dominant dissewn the New Womaf.This view

is also reflected in the passage below: by assogi&llen the character as the “other”
for Old New York, the novel depicts her as a thiteasociety, invoking a patriarchal
discourse. But Newland does not see her in this: gy initial view of her as the
“improper” woman turns into pity and he begins égard her in the light of a “victim”
of a cruel husband that treats a wife as one opbssessions. His perception of Ellen
here suggests a feminist consciousness, inviting riader's sympathy for the

“victimised” female:

For the New York society, the subject of Ellen Glem was too fresh and too
absorbing [...]

[Janey] “It's odd,” Janey remarked, “that she skdobhve kept such an ugly
name as Ellen. | should have changed it to Elaine.”

[Newland] Her brother laughed. “Why Elaine?”

[Janey] “I don’t know; it sounds more—more Polish,” saahay, blushing.

[Mrs. Archer] “It sounds more conspicuous; and tbah hardly be what she
wishes,” said Mrs. Archer distantly.

[Newland] “Why not?” broke her son, growing suddeafgumentative. “Why
shouldn’t she become conspicuous if she chooses?sbuld she slink about
as if it were she who had disgraced herself? Spe& Ellen’ certainly, because
she had the bad luck to make a wretched marriagel ¢hon’t see that that's a
reason for hiding her head as if she were the ittilpr

[Mr. Jackson] “That, | suppose,” said Mr. Jacksgpeculatively, “is the line the
Mingotts mean to take.”

[Newland] The young man reddened. “I didn’t havevtt for their cue, if that’s
what you mean, sir. Madame Olenska has had an pghip: that doesn't
make her an outcast.”

[Mr.Jackson] “There are rumours,” began Mr. Jackgencing at Janey.
[Newland] “Oh, | know: the secretary [...] They sajgn’t they,” he went on,
“that the secretary helped her to get away frombinete of a husband, who kept
her practically a prisoner? Well, what if he didRope there isn't a man among
us who wouldn’t have done the same in such a cfsqg.”

[Janey] “I hear she means to get a divorce,” sary boldly.

[Newland] “I hope she will"” Archer exclaimed. Theord had fallen like a
bombshell in the pure and tranquil atmosphere efAtcher dining-room [...]
(37-38).

These various points of view identified above réw@la New York’s contrasting views

of Ellen in a polyphonic fashion, with the narratppearing as the conductor of the
different voices. The passage begins with theatars emphasis that Ellen is the
subject of gossip in New York society and then nsot® a direct presentation of

societal perspectives and judgements on her. Tlowsaus to listen to different points

% Ledger, 11.

162



of view and observe how Old New York, excluding Neawd here, disapproves of
Ellen’s “improper” behaviour and her desire to do® her husband. The way in which
Ellen is represented from the characters’ pointsviefv above also echoes Elaine
Showalter’'s account of the New Woman as a disraptmthe social order, a female
type against whom, the voices of Old New York (be tauthoritative discourse as
Bakhtin would define), “united in condemnation b&tNew Woman and in celebration
of the traditional female rolé” Despite all the negative perceptions of her, thoug
Newland supports Ellen’s desire to divorce her lauasb His voice offers the only hope
for Ellen in a society where even the mention oivodce” creates the effect of a
“bombshell” and where change, or more precisely wom freedom, is beyond

guestion. With this dialogue, the text appearsfter &llen’s side of the story, implicitly

inviting us to question and interpret the viewskllen and evoking her voice asiif

absentia

As the New Woman who repeatedly defies the bouadani the authoritative discourse
(here, social norms of her society), Old New Yodgins to see her as a “rebel” whose
desire to divorce her husband must be stopped.i$hisvealed through the dialogue

below between Newland and his sister, Janey:

[Janey] “Mother’s very angry [...] Your friend Madan@enska [...] went there
(Mrs. Sturthers’s party) with the Duke and Mr. Biati” [...]

[Newland] “Well, what of it? | knew she meant t¢.”.]

[Janey] “You knew she meant to - and you didn’'tttnstop her? To warn her?”
[Newland] “Stop her? Warn her?” [...]

[Janey] "You are marrying into her family.”

[Newland] “Oh, family!” he jeered.

[Janey] “Newland - don’t you care about family?”

[Newland] “Not a brass farthing.” [...]

[Janey] “You don’t seem to understand how mothelsfe(84).

This passage provides insight into Old New Yorkixiaty regarding the status of the
New Woman. For Old New York, Ellen is still a “tlat® to the social order and she
must be “stopped” as Janey, representative of aldeg, asserts. Newland’s view of
Ellen, though, is still wavering. In the above @ags by suggesting that he does not
care “about family,” Newland seems to be statirgyfeelings for Ellen and his support
of her in her decision to divorce her husband. &uthe novel proceeds, we realise that
Newland’s attachment to her remains only at theellef fantasy because he is a

conventional man at heart. This is revealed whéenkl family enlists his service as a

2’ Elaine Showalter, “New Women” iSexual Anarchy, Gender and Culture at the Fin DeclSi
(London: Virago, 1992), 40.
164



lawyer in an attempt to persuade her to remainigdrthis that is, to keep her within
the order of social norms, or to use a more Baldntirphrase, within the limits of
authoritative discourse. Despite his feelings Etlen, he yields to his clan: he may
have “read more, thought more, and even seen a dgaldnore of the world” (6) than
the men in his society, but, “grouped together ttegyesented ‘New York™, and as part
of this “New York”, the narrator reveals to the dea that, “the habit of masculine
solidarity made him [Newland] accept their doctriore all the issues called moral”.
Here, the use of “masculine solidarity”, “doctrine&nd “issues called moral” suggest
the sarcastic tone of the narrator and of textlstlsuindictment of the way in which
people in Old New York are led to believe all itsrms and rules in the name of

“morality”. Newland, in this case, is no exception.

It is after this point that Ellen’s position becosmaore elusive than before as she begins
to oscillate between rebellious female and subwms$d social convention. Newland
warns her about the negative consequences thatvsukel face if she divorces her
husband. When she asks “what harm could [her hd&jaaccusations [...] do me

here?” he answers:

My poor child - far more harm than anywhere elsel] New York society is a
very small world compared to the one you livedAnd it's ruled, in spite of
appearances, by a few people with - well, rathdrfashioned ideas [...] Our
ideas about marriage and divorce are partially fastioned. Our legislation
favors divorce - our social customs don’t (108-109)

Feeling as if she has been “dead and buried [..r] fenturies and centuries” (14) in
her marriage, Ellen bursts out with fear and fatgin: “But my freedom - is that
nothing” (110). She questions the prevalent dostdedard in gender relations whereas

Newland can only resort to traditional doctrinesjrathe following words to her:

Think of the newspapers — their vileness! [...] Oaa’'tmake over society [...]

The individual, in such cases, is nearly alwaysiseed to what is supposed to
be the collective interest: people cling to anywaariion that keeps the family
together - protects the children, if there are any(110)

Newland’s assertion on the “convention that kedgsfamily together” indicates a final
blow that breaks Ellen’s spirit and she finally lgie to this doctrine with her “so faint
and desolate” tone (110). This dialogue between lalevand Ellen draws attention to
the mechanism of a patriarchal ideology that sésn@women’s threat to the institution

of marriage by seeking to assert the unchangeakmfitconvention and “collective
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interest”. It appears here that Old New York hdensed the New Woman. Ellen
changes her mind to pursue divorce against heramastas the double strain of
struggling to achieve her freedom while at the stime bearing the full force of family
and society disapproval weakens her challenge dietyo In other words, she dutifully
obliges what is expected of her, transforming Hefsem the “victimised” female to
the “self-sacrificing” female. It is also after shpoint that Ellen’s depiction as a “self-
sacrificing” female for the sake of collective centment, yielding to the pressure of her
society - the voice of authoritative discourse edraes inconsistent with the self-reliant

and independent image of the American New Woman.

However the irony here is that, although it is Neewd who persuades Ellen to remain
married to her husband, he still wants to be wién; lanother indication of male
hypocrisy depicted in the text. Both Ellen and Navd know that he cannot go beyond
the constraints of his community that forces hinmtarry May; that is, forces him to
remain with the boundaries of Old New York sociaktoms by choosing the True
Woman, representation of the values of Old New Yuvk observe Newland oscillating
between these old and new ideologies (May and Ellda is to marry May, a suitable
bride for his class, a woman who will allow himftdfil the social expectations that he
was trained to respect; yet, he is attracted ter&lfree spirit; that is, to the New
Woman, to a new community, one which lives on id&ad art, not on money and fine
clothes, a community into which Newland cannot Fitnally coming to a realisation
that release from the “web of customs”, the wordeavtbn uses to refer to social
customs’® seems impossible, he tries to push Ellen to thsitipa of another female
role, one that suits his interest: “mistress.” Hereasks Ellen to run away with him.
But Ellen has come to realise his hypocrisy, angease of indignation towards the
constraints that Old New York places upon womereusked when she reflects to
Newland: “Isn’t it you who made me give up divorgingive it up because you showed
me how selfish and wicked it was, how one mustieerone’s self to preserve the
dignity of marriage [...]” (122). This tension conties in the following dialogue
between Ellen and Newland, inviting us to obserlie tifferences between their
contrasting perceptions and demonstrating Elleejection of his offer to be his

“mistress”, an instance of the female’s rejectibher construction by patriarchal-myth:

8 Edith WhartonA Backward GlancéNew York: Scribner’s, 1933), 35.
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[Ellen] “We’ll look, not at visions, but at reakfs.”

[Newland] “I don't know what you mean by realitieBhe only reality to me is

this.”

[Ellen] “Is it your idea, then, that | should livéth you as your mistress - since |
can't be your wife?” she asked.

[Newland] “I want - | want somehow to get away witbu into a world where

words like that - categories like that - won't éxi&/here we shall be simply two
human beings who love each other, who are the wdfdiée to each other; and

nothing else on earth will matter.”

%El'l]en] “Oh, my dear - where is that country? Haeoel ever been there?” she

asked; [...] “ know so many who've tried to find &nd, believe me, they all

got out by mistake at wayside stations: - and gnitaat all different from the

old world they'd left [...].” (293)
The passage articulates a feminist critique of tkee point of view's tendency to
weave fantasies around the New Woman. Newland igslsts on making Ellen his
mistress: he appears willing to challenge thosegrahal myths and “categories” that
confine their identities within the authoritativéscburse and suggests running away
with Ellen to escape them, yet at the same timgivess no indication that he is ready to
depart his position as May'’s future-husband. Asnidweator informs the reader at earlier
points in the novel, he is still “at heart a didette” (5); still the “terrifying product of
the social system” (36); incapable of making therifaes necessary for their freedom.
Ellen, on the other hand, is realistic: she becoaware of Newland’s position as a
“product of his society” (she tells him for exampleaat: “You've never been beyond.
And | have” (294)) and understands that there issnoh place free from those
“categories”. This implies that she rejects living Newland’s mistress, or in other
words becoming the object of male fantasy.

All the female roles that have been presented lenkh the novel she has rejected; in
doing so, she seems to persistently defy convenaoNew Woman who refuses to
conform to the categories that are prepared forbye©ld New York. Her rebellion
against conventional obligation reaches its climdven she finally begins to search for
new ways to live her life, a life that will allonehto escape from the restrictions and
conventions of Old New York. She is aware of thet that she is seen as a threat to
Newland/May’'s marriage and she uses this situatioher advantage to convince her
wealthy grandmother Catherine Mingott to provider h&th money to live an
independent life in Paris. She convinces her grantden to see that “if | return to
Europe | must live by myself” (234). The voice bahithis sentence is adamant,
suggesting her choice to rely on herself, not andthers around her; suggesting that
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she has chosen, not Newland, not her husband, Censka, who has been waiting
for her to return to him, but a life in Paris, && glescribes, with “its splendour and its
history [...] the riches of Paris” (363); a life whiecneans she will have the chance to

meet artists, musicians, writers, philosophergeanhich, for her, means “freedom”.

In the following chapters, the focus shifts to thetion between marriage (represented
by Newland’s discourse) and feminist discourserésgnted by the narrator). Newland
yields to his New York clan and finally is marri¢d May. He easily adapts to the
requirement of his conventional marriage. This nglicated through the following
hybrid-construction in which we can explore the ptew arrangements of the narrator’s
and the character’s voices: “Archer had revertedltchis old inherited ideas about
marriage. It was less trouble to conform to thditran and treat May exactly as all his
friends treated their wives than to try to put imgracticetheories with which his
untrammelled bachelorhood had dallted 96; my italics). This hybrid-construction (a
particular form of double-voicing referring to tircorporation of two different voices
in the same syntactical ufflt, starts with Newland's free indirect discourss, the
passage indicates by using his name (“Archer”), ginds insight into his conversion
back to his “old” and “traditional” ideas about mage. His viewpoint here echoes the
authoritative discourse of marriage suggesting¢batorming to the norms of marriage
for Newland is a better option not only for himglelit also for the sake of others (May,
Ellen, and perhaps for all his family). The itadied part, through its ironic tone
(“theories with which his untrammelled bachelorhdwt dallied”), reveals a counter
narrative against the male discourse by implyirg tie has forsaken the progressive
ideas of his youth and reverted, out of expedietxya conventional approach in his
treatment of May. Through this conflict between talashing points of view, the text

alerts the reader to the male’s hypocrisy.

In odd contrast to the image of Newland that wepaesented in the above episode as a
conventional husband reverting to the “old inheriteleas about marriage”, the
following episode goes on to reveal his awarenesshis life is shaped and controlled
by the force of his community. This he finally seesl understands:

“I AM dead - I've been dead for months and months’] What if it were SHE
who was dead! If she were going to die - to diensoand leave him free! Yes,

29 Bakhtin, The Dialogic Imagination305, 306.
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May might die - people did: young people, healtbgple like herself: she might
die, and set him suddenly free. (298)

This paragraph begins with Newland’s direct repgrtiwithin quotation marks,
suggesting how Newland feels entrapped in his ageti What follows is a hybrid-
passage that reveals Newland’s indirect discoursmuigh the narrator’s voice as it is
signalled through the use of Newland’s idiolectpita letters and the exclamation
marks; exposing the narrator’s emphasis on therw#ste effects of marriage on
Newland. The narrator’s voice however does not gutligwland but provides more
insights into his mind, revealing his understandthgt he is entrapped within his
conventional marriage. Rather, the attack to cotiweal marriage comes from another
point of view, Newland’s son Dallas, the productaiewly evolved generation of
American youth. During a discussion of his parentariage, he blurts out to Newland,
revealing the text's feminist critique of gendetesin conventional marriage: “You
never did ask each other anything, did you? And iyever told each other anything.
You just sat and watched each other, and guessaetiatwas going on underneath. A
deaf-and dumb asylum in fact!” (255). Following $bkepassages that reveal a feminist
consciousness, the novel presents the voice ofiagaras a counter-discourse through
Newland’s indirect discourse, promoting “the dignitf a duty” - that is, one’s social

duty toward society - over romantic love in mardaag

Their long years together had shown him that it dad so much matter if
marriage was a dull duty, as long as it kept tlgnitly of a duty [...] Looking
about him, he honoured his own past, and mourned.féfter all, there was
good in the old ways (350).
With this passage, which reveals Newland’s shiffiegception of marriage again, we
are given a summary of the decency of his life assées it from within the moral
frameworks of Old New York, whose conventions hganed authority in his mind
again, suggesting to the reader that even if higiage was “a dull duty”, at least he
kept his “honour” and respect for “his own pastddmally asserting the superiority of
“the old ways” (May and convention) over new comityiiEllen and freedom from

the constraints of convention).

Near the end of the novel, we learn that Ellen Iesn single and living in Paris for
years. Newland’s wife has been dead for severalyaad Newland, who kept Ellen’s

memory like “a relic in a small dim chapel” (365 now fifty-seven years old. On
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discovering his father’s passion for Ellen, Dalleisanges a meeting between the two of
them in Paris. Dallas tries to encourage his fatbego upstairs and meet Ellen but
Newland refuses and sits on a bench instead. He 48y more real to me here than if |
went up” (259); in other words, he finally understa that he has never been able to put
his so-called liberal ideas into action; instead Hees lived a “shy, old-fashioned,
inadequate life” (365). When Dallas asks “But whbat earth shall 1 say?” Newland
smiles: “Say I'm old-fashioned” (365); an acknowgeaent of his conventional
character and a sharp contrast to Ellen’s new iealggnt feminist role, a woman of her

own, one that breaks the limits of the authorigmtiiscourse.

One wonders at the end of the novel what promigenEl story holds. For Hermione
Lee, it is “extremely hard to reatihe Age of Innocencas a novel with a happy
ending,” because it shows “there is no escape, latepor time, for the person
(especially the woman) who has been stigmatid®di’ one sense, Lee is right: the
novel speaks of women who are stigmatised and seplace to escape. But it is
misleading to view the novel’s ending as necessarpessimistic one. By placing Ellen
in such a rigid society and showing the heroindisiggle to survive, first in an
oppressive marriage, then in an oppressive andatest society, and finally leading
her to her freedom in Paris, the novel not onlyegpounds Ellen’s determination to
achieve her freedom, but also heightens its powex eminist criticism of the society
that has driven her away. The Bakhtinian concepli@lbgism helps us to elucidate the
way in which the subversive language (counter tiagpof the text is revealed through
the multiple points of view and the generation lué heroine’s multiple selves which
underline the conflicting ideological positions agrhble the reader to observe Ellen as
a New Woman to be rewarded with her freedom atetiteof the novel. By reading the
novel as a dialogic narrative, we are given varipesspectives through which we
observe the New Woman’s movement in the guise t#nEOlenska, repositioning
herself in relation to the voices around her, ares@nting this figure in multiple guises
such as the rebel who is seeking divorce, the turfate victim of a brutal husband, the

sensual lover, only to challenge each in turn.

30 ee, 580.
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4.3.Raik’s Mother
4.3.1. Summary of the Plot

Raik’s Mother(1909) is the story of Refika, an unhappily mafrigoman, presented
through the narration of Siren, one of the malerattars in the novel. He begins his
story by explaining that upon hearing the news filaeicousin Mihri that his uncle is
planning to marry him off to their wealthy neighlbaiNecibe) who is no more than
fifteen years old, he decides to leave Istanbul speind the autumn on holiday in
Heybeliada®* This is where he meets Refika, a young married aorvho abandons
her philanderer husband and begins to live withférer and her son, Raik. Eventually,
after Siren’s influence on her and for the welldgeof her son, she agrees to return to

her husband.

4.3.2. Analysis

Like The Age of Innocenceshich begins with the surface narrative revealdld New
York’s perspectives on the True Woman and New WqrRaik's Motheropens with the
voice of the surface narrative exposing the “curaginion”, as Bakhtin would say, of
the Turkish era about the “alafranga” and “idealbrman. The opening episodes
demonstrate “how a woman shoulddt be” (my italics), referring to alafranga woman
and presented from the perspective of its maleat@r{surface narrative). Siren begins
his story by recounting why he left Istanbul andneato Halki Palas Hotel in
Heybeliada. He explains that he escaped from “tegdr” in Istanbul, referring to
Necibe whom his uncle has chosen for him to m&teydescribes her with a reflection
that:

Her [Necibe] morality is as ugly as her [ready-mag#pensive clothes] [...] This
harmless little girl is becoming a very boring ygumnvoman. After the
foundation of shops that sell ready-made clothelgease of gramophones, our
society began to lose its modest [clothing], natlocustoms [...] Perhaps in
terms of her age and wealth, she [Necibe] is aaeasi friend [...] she has been
learning French for one year [...] and so and so. Kiéh protect humble and
modest men like us from such women who welcomer thesbands with

%L An island off the coast of Istanbul, Turkey.
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“bonjour”, bargain in French while shopping in Bglg teach their child to call
them “mama” rather than “anne” in Turkish [...] (13%)

This disapproving presentation of Necibe servea asflection of the ideology of the
“ideal woman”: for Siren, Necibe typifies the sujpaality of a new generation cut off
from Turkish traditional values, with their dressdes and pretensions for speaking
French. Here we have an illustration of the alajessharacter who, as Kandiyoti notes,
is viewed as a negative type and provokes the corefeout extreme westernisation.
Kandiyoti argues that these characters are depfotatie guise of foolish and feckless
young men and ‘fashionable’ loose women [who] etier home corroding the moral
fabric of the family and by extension of societyaawhole.®® Although Necibe is only
a minor character in the novel, she marks an inapbrteference point in Siren’s
narration as a representation of this alafranga avonin this respect, the novel
continues to present the voice of dominant ideoliogthe novel that prescribes how a
Turkish woman should ndite, revealing the tension between the discoursakbbinga

and ideal woman:

Before me a barrel [referring to a woman] who musrisomething] in French,
[with] corset [...] big hat [...] is walking, a barréiat is made of a meat pile that
my eyes [look at] in disgust. There are two childreext to her, two beautiful
puppets! [They are wearing] white pongee clotheswben four and six years
old. The barrel [the woman] is perhaps their gogesn They speak in French,
but | cannot tell the nationality of the childref.bit further a car stopped. A
woman in yellow cloak was leaning out of the cdreThildren ran towards the
car [...]

-Mama, mama ...
The woman in yellow had a long conversation with governess in French. She
pampered her children in French. | felt anger [.s.}He word “mamma” more
lovely, more sincere than “anne”? Here she is,&i$h woman | always want to
avoid! | was walking in rage [...] Let me tell you athkind of woman | want. If
she wants to learn [another] langue, let her leaven two, three [languages];
but she should never bargain in French while shappi Bey@lu. In an attempt
to imitate French women, she should not fake smilds her hands and nod her
head in such a strange weird manner, show herrigatsounds of amazement
in French, or say “oh, mon pere” when she seeddtleer to show that she is a
Westernized woman, [a Turkish woman should] belieme God, should
sometimes go to the mosque [...] a woman who cowddhtell these things to
her children [...] (138-139).

% Halide Edib AdivarRaik’in Annesi (Raik’s Motheistanbul: Ozgiir Yayinlari, 1973). The subsequent
references of the novel will be to this edition amdicated within brackets within the text.
% Deniz Kandiyoti, “Women as Metaphor: The Turkisbvel From the Tanzimat to the Republic” in
Urban Crises and Social Movements in the Middle tEdsd. by Kenneth Brown et al.,
(L’Harmattan:Paris, Proceedings of the C.N.R.A..S.R.C. Symposium, 1989), 143.

172



By using Siren’s voice as a surface narrative athéncase of the above passage, the
novel constantly draws attention to society’s judgatal attitude and approach to those
women who do not fit the image of “ideal” womanre®i's disdain towards the woman
in the yellow cloak, for example, is expressed i& domments about her appearance
and mannerisms that mark her out as “westernisByg”’generalising his comments
about this lady to other women in Turkey, his digse also incorporates the voices of
the era regarding alafranga women as symbols ofmbeal decadence threatening
Turkish society: their habits in wearing make-updress, in their demands for equality
with men, in sexuality and in love. They are wormndro fall into traps of modernisation
and acquire undesired characteristics such as iedeger and a neglect of their role in
society’s well-being. His mockery of the (mis)wesised woman as an example of
“false” modernisation, and his didactic tone whishndicated with the frequent use of
auxiliary modal verbs (“should”), embody the auitaiive voice of his society which

seems to warn women against transgressing fromighaen of the “ideal” womanhood.

Our first impression of Refika as an “ideal” womiargiven in Siren’s interior dialogue
below in which we observe the conflict between thgcourses of “alafranga” and
“ideal” woman. The passage displays what Bakhtiierseto as heteroglossia (“the
internal stratification of any national languagé&isocial dialects, professional jargons,
generic languages, languages of generations andgemgps [...] languages of
authorities, of various circles, and of passindnifass [...]").3* This is evident in Siren’s
dialogised discourse below is indicated in particuhrough the text's use of “ideal”
woman’s language - “nenéom” and “anne” - in juxtaposition to the languagé o
alafranga woman - “mama”. The authoritative disseuhere is that of the views of
Siren’s society which emphasise the role of “mdibed” as one of the important
features of an “ideal” woman; also a characterisfithe image of the New Turkish

Woman. When Siren sees Refika in the groves of Qaeni, he says:

| heard a cheerful, excited, sweet voice of a clsié&ying: “Nened@im” [a
traditional way of saying “mother” in Turkish], dwt look for [me] any more,
look Raik is right here [...] | felt gratitude towds this mother [...] who makes
her child say “anne” instead of “mama” [...] Is tlEBm young woman in blue
yeldirme his mother? [...] She has no ornament [on her] afrarh a small
collar of her largeyeldirme[...] What a lovely sight that is surrounded by
endless blue! [...] What a lovely woman who pushes dield to her heart!
(140).

% Bakhtin, The Dialogic Imagination262-263.
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Siren’s use of “what a lovely sight” for Refikajgeldirmé® in this passage suggests
another feature of the “ideal” woman’s image: hbaastity and modesty. Through
Refik’'s approval of Refika’s “modest” clothing witmo ornament”, the novel appears
to be praising her for maintaining the conservatibaracter of her clothing. In this
context, the first impression of Refika through Hgood mother” and “modest”
clothing sharply contrasts with Ellen’s sensualrahterisation and her “unusual dress”
at the opening ofge of InnocencerThis may suggest that, by depicting Refika as the
representation of an “ideal” woman for populariéot Adivar’s fiction seems more
concerned with employing the forms of dominant ative structures in order to gain
access to credibility in a patriarchal society. lo@r, by reading the various points of
view below on Refika we can problematise such aattarisation and gain more of an
appreciation of the complexity of her representatid@he following exchange between
three male characters, who are discussing thewsvien “good” and “bad” women,
portrays a direct presentation of societal perspesiand judgements on Refika, the so-
called “ideal” woman, transforming her from the éal” woman to the “victimised”

woman, and then to the “defiant” woman:

[Salim] - This lucky dog [Rauf] lives with suchb@autiful woman.

[Siren] - Well, so his mistress is very beautiful.

[Ihsan] - Yes, a fair beauty.

[Siren] - Do you know Rauf’s wife?

[Ihsan] - People say she is not beautiful.

[Salim] - Women always find their neighbours ugly.

[Ihsan] - | saw her once when she got out of a car.

[Siren] - What was she like?

[Salim] - Is she more beautiful than Rauf's mistfes

[Ihsan] - She is no longer a big catch.

[Siren] - This is not an answer to Salim’s question

[Ihsan] - My dear friend, beauty is in the eye bé toeholder. | was not even
thinking about her beauty. | have a friend who kadwer very well, according to
him, the more Rauf becomes rude and inconsidetage more she becomes
emotional, sweet [and] clever. The most strangegtis, she is not upset because
of her husband['s adultery]. They have a child l&e angel. She went to her
father’s at the end of last winter after she goédiof Rauf's long-lasting
disappearances, unfaithfulness (146-147).

% Nora Seni describggeldirmeas “a kind of coat worn during summer holidaystia country [and it]
confirm[s] the new look of Turkish women.”; see ldoBeni, “Fashion and Women’s Clothing in the
Satirical Press of Istanbul at the end of th& C&ntury” inWomen in Modern Turkish Societg. by
Sirin Tekeli (London and New Jersey: Zed Books | 8f).
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While these male characters consider Rauf “lucky”living with a beautiful woman,
they degrade his mistress, Ogistin, by viewing &&a sexual object which manifests
itself in their description of her as “fair beautyRefika, on the other hand, is seen as a
victim of a “rude and inconsiderate” husband. Hogrethere is another point to notice
in this passage: that Refika has abandoned hemahddbecause he is having an affair
with Ogistintin and refuses to be in the positidraanistreated and betrayed wife (as
Ihsan notes, “she got tired of Rauf’s long-lastthgappearances, unfaithfulness”). It is
after this point that we begin to see Refika iniffeent role: a defiant woman whose
challenge of her husband, thus her marriage, iilitess her strong personality and
demonstrates her resistance to the social normdrd@s a wife as the property of her
husband with no rights of her own.

Refika’s experience in some measure reflects whagipéns to Ellen. She too
destabilises her image in the eyes of others byimgfthe norms of the marriage
institution. However, given her role not only asvie but also as a mother, in a more
conservative society, Adivar's New Woman seemsetddfying the conventional norms
more so in fact than Wharton’s New Woman, EllerkeTain this light, Refika’s attempt
to free herself from the control of her husband whampenly flaunts his adultery can be
read as a sign of her strong and rebellious cheradtt, in the following pages of the
novel we are reminded of the voice of authoritathiscourse again and made aware of
the fact that, however much Refika defies her ede “wife”, she cannot avoid being
defined in relation to her domestic roles. Considerexample Siren’s account of her
below, even after he finds out that she left hesblamd, and thus her role as a wife:

Refika is a perfect representation of a respectablman, of an ideal wife and
mother [...] an affectionate friend, a woman witha#tHful and soft heart, loyal
to her marriage vowdespite her unfaithful husband who has forgottes hi
promise a woman who waits for her family [...] Awoman whons a blind eye
to the cruelty of men [...] She is a woman who deseno be loved by a sister,
friend, lover, child, mother, and father (my italid59).
By establishing a surface perspective through reges which refers to Refika as “a
perfect representation of a respectable and faitidman”, and then by incorporating a
counter narrative with a female point of view whigminds the reader of Raik as
Refika’s “unfaithful husband”, the text creates@uble-voiced discourse, revealing its
critique of the double-standard in gender rolesvaell as of male hypocrisy. For Siren,

Refika is “perfect” not only because she appearddy the role of “ideal” woman well
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but also because she “turns a blind eye to theltgroé men”; a further reference to
double standard in gender relations. Consequenm#lyare told that in Refika’s society
where woman’s existence is restricted to the pmsivf “wife-mother”, women are

defined as “good” or “bad” according to how weléthplay these roles.

This idea - that women are judged according to @il they fit the role of “ideal”
woman - is demonstrated in a more explicit way wliSren juxtaposes Refika to
Ogistin in the following episode. Siren observedilke accidentally encounter her
husband and his mistress while they are alightingrfthe same boat. He first defines
Ogistin as a sensual woman: “a tall, chubby, b&adwind blonde woman, a bit grumpy,
with heavy make-up on her face and in a purplesdfes] she attracts too much
attention while she walks in a seductive manner9jl then defines Refika by
emphasising her “modesty” and maternal instina@sydman in black walking with her
head held high, as if she has gathered the pridd efomen in the world in her elegant
and young body [...] holding tight her son’s hand$44). By demonstrating Siren’s
perception of two different types of woman, thettprrtrays a tension between the
discourse of a fashionable European womanhood whadewed as a sensuous and
sexualised object and the discourse of “ideal” wormaa a dignified and respectable
mother which stems from the dominant ideology omanhood of the era.

In such ways, the text invites us to begin to qoasthe authority with which Refika
has been depicted thus far from the perspectitkeoale characters in the novel. This
invitation becomes stronger when we read of Sireajsual attraction to Refika. He is
simply afraid of her refusal and is quite willing tell all: “Refika is the type of woman
that | can love dearly. [...] But how can | know tisdite will welcome my approach?”
(159): an indication that he can break the rulesfefika. His desire to be with her is an
ironic inversion of his previous narrations thahstantly remind the reader of Refika’s
“loyalty” and “chastity”. His comments on her “slimnd graceful body” (140); “so
attractive that [no one] has ever seen” (144),catdi that his chivalric intention to help
her, and his commitment to a stable world of masnkeave now been displaced. But
the voice of the male point of view cannot let New Woman ruin her “ideal” female
depiction, or she might pose a threat to her spcRealising that Refika “would not
reciprocate his approach,” Siren assumes his pusviole as a spokesman for his
society and “swore to make peace between [RauRagiitta] and bring them together”
(159).
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After this point, the polyphonic mode of the nobeihgs another voice to the story and
draws our attention to Refika’s husband, Rauf, la@opatriarchal perspective through
which we see Refika. When Siren, after assumingnbig “peacemaker” role, meets

Rauf and confronts him, the following dialogue hepg between them:

[Rauf] - “I have such an angel-like wife, young amdnderful who is better than

women like Ogistin [...] But still, I could not hefalling into her trap.”

[Siren] - “If so, then why are you wasting your &nn hotels with this creature

[Ogistin]? [...] Why then don’t you finish with youmistress and go back to

your wife?”

[Rauf] - “No, no, you are a man, don’t you undemstany weakness?” (165).
The surface impression given by the charactersibaghat Rauf is not to blame because
he is a “man”; it is the woman, Ogistin, tfeanme-fatalewho lures men into her trap.
Even Refika’s father supports Rauf on this mattedo not blame Rauf. He cannot
resist his natural needs as a man” (165). Yet,lasec examination, between these lines
lurks a subtle criticism towards the patriarchalttmgaking of female sexual morality
(the view that, while men’s disloyalty can be jtisti because of the “weakness” of
their nature, there can be no excuse for womernsamal behaviour). All these voices,
in other words, attempt to stabilise Refika in lpesition of “wife-mother” role; an
implication that it is inappropriate and even sisipg for a married woman, regardless
how much she is hurt or humiliated by her husbamdistreatment, to accuse her

husband for his adultery and refuse to return taneriage.

However, these attempts are in vain because Redigaatedly defeats these voices’
attempts at positioning her. Her father reflect tiRauf has sent letters to make peace.
| thought [...] she would forgive him [Rauf]. But skde@es not even bother to read his
one or two letters [...]. This girl is like a puzziet only to her husband but to all of us”
(169); for Siren, she plays like “an actress” (16Bauf, on the other hand, “never
expected such resistance, tenacity from Refid6) This section of the novel not only
illustrates Refika’'s challenging characterisatiant &lso, as Cunningham would say, her
“high-minded principles® By standing up against the pressure of her faraiig
society to make her go back to her husband, Redjaears, in this context, more
rebellious than her American sister, Ellen, whoeagrto give up on divorcing her
husband when she faces a similar pressure thatfasced on her by her family. In
addition, by presenting these various perspectitress,novel draws attention to those
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voices who constantly try to define and categoRséika as a “good wife” or a “good
daughter”, relativising their perspectives and legdus to question the taken-for-
granted frameworks in which the narrator has presethe heroine so far. In this
respect, Refika’s “wife-mother” identity emergestres a social fact but a social
construct, imposed, enforced, and sustained byetheses who tell her stories to the

reader.

Toward the end of the novel, the novel makes ahéurtradical move in its
representation of Refika and presents her as a Weman in love. When Siren
accidentally sees her with her lover, Mansur, oboat, we are presented with a
different, perhaps more fulfilled, image of Refikdno, with “a slightly sarcastic [...]
smile” (177), tells Siren: “Do not forget to giveavisur's and my regards to Rauf’
(178). Her wry statement here gives a glimpse nbt of the heroine’s challenge to the
authority of her husband but also to the narratib8iren, the vehicle of the patriarchal
discourse in the novel. He is irritated and shockedause of seeing this so-called
“ideal”, “loyal” woman in a threatening, adulterofemale position: “I am losing my
mind [...] if she [disgraces herself by] destroyitng {“ideal”’] womanhood that | saw
[...] in her, [then] | will lose all respect [and] lpef that | have been feeding inside me
for all humanity, all goodness [...] There is stithe to stop her fall from the position of
the most respectable womanhood” (180-181). Thigesig that the voice of the male
point of view (or authoritative discourse) will agattempt to maintain Refika, the so-

called “ideal” woman, within the prescriptions bfs womanhood.

This is also where the novel begins to portray lefas a female seeking for her
independence and free love. She is now seen dhreatening to the patriarchal norms
of her society and this portrayal contradicts teealion and loyalty to home that late-
nineteenth century Ottoman society associated wighimage of the “ideal” New
Woman. Of this free love during the late Ottomaniqd, Alan Duben and Cem Behar
comment, “[free] love was a dangerous business lpedause [...] it [...] undermines
the moral foundations of society. Clearly it wastheeat to authority, but it also
jeopardized family honour, family boundaries andspeal identity, hence social
order.”®” Viewed in this light, and given the vehement puess that we see brought to
bear on Refika regarding her “loyalty” and “chagtiin the novel, we can understand

that her desire to establish a new identity forsekrrepresents a radical step. Yet,

37 Alan Duben and Cem Behatstanbul Households: Marriage, family and fertilit1880-1940
(Cambridge: Cambridge University Press, 1991), 92.
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however much she may struggle to establish a newtitgt for herself, she is still torn
between her domesticity (in her case particulady ‘imotherhood”) and her desire for
love. The following dialogue between Mansur andileéffectively reveals her anger

and frustration and the suffering that her sodietysts upon her:

[Mansur] - You give up on all your individual peaes for such a man like
Rauf. | would not call it self-sacrificing, but yoweakness! | would not have
bothered you had | not believed that | can love gsunuch as you deserve, my
heart can answer your heart [...] Why do you sa@&ifiourself for a selfish man
with a stone heart, a man who ignored your teard @mished your most
respectable rights? Why should he come and go di&kdee and have such a
beautiful rare woman like you without [showing amglspect and admiration
[towards you]? [...]

[Refika] - Why do you tell me all these things? Doiou see | am torn between
that child and you? [...] As you know very well, Rawbuld never accept
divorce! Are not all our attempts turned out toibezain? How can | love you
then, as Raik’s mother? (188-189).

In this passage, we see Refika struggling with ¢eotrasting aspirations - motherhood
and love - and the dilemma that she faces as é.reBiere the novel casts a critical
glance at the rigid patterns into which Refika’'sisty tries to fit her by depicting her
torn between her domestic identity and desire fas@nal freedom: the implication is
that release from the structure of patriarchy see@insost impossible. This idea
anticipates what a later critic, Sirin Tekeli hagdsin referring to the life of Turkish
women in late-Ottoman society: “Their [women’s] pmesponsibility was housework
and child-rearing [...] Giving the chance of devetaptheir own independent identity
and freeing them from men's control was never desarof.”® Living in a similar
society depicted in the novel, Refika’s questicinew can | love you then, as Raik’s
mother?” - demonstrates her awareness that shalwdlys be seen as a “mother” rather
than as an individual. Her depiction as a femadppged within the marital snare
suggests that society would not allow her to dgvéler own independent identity, let
alone experience free love, because that societyalh@ady confined her, as the title of

the novel suggests, into the role of “Raik’s mother

In the following section of the novel, attentionf&hto the tension between Refika and
Siren, demonstrating the clash between femalealésidove and the male’s attempt to

re-construct her as an “ideal” woman. After shekewaway from Mansur, she comes

% Sirin Tekeli, “Emergence of the feminist moveméntTurkey” in The New Women’s Movemesd.
Drude Dahlerup (Sage: London, 1986), 182, 183.
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across Siren who has been watching her with Maasdr finally gives vent to her

anger:

Go and tell your friend [Rauf] to let me be freeld®e with the man | want [...] |

met him [Rauf] during the best years of [my] liletime when my heart believed
the most in happiness, goodness [...] people. Heedirmy most clean ideas,
turned my most sincere beliefs into disbeliefadtimy trust in my friends and
began to consider everyone as degraded creaturesakehthe slaves of their
own weaknesses. To love [Rauf] killed my desireny life, to have pleasure.
Like a trouble thunder that appears suddenly arnskgsathrough the most
productive place, he ruined, destroyed all my geatings; now here he is, after
all those years of disloyalty, humiliation, arroganas if my existence, my
happiness and my peace is not important, he isxgdkr my forgiveness and
loyalty...Is that so? | think it is too late [now]in8e the day | met him, he
[always] fancied immoral, cheap women [...] now itiree for me to accept that
[a person’s] honour is only based on “a word” (189)

With this account of Refika’s story through her owsice, the novel presents perhaps
the most explicit and powerful feminist discoursdhe novel. It is here that we see the
extent of her frustration with her entrapment ia tharital snare - something of course
which we never fully see through Siren’s narratiRefika’s hurt and indignation come
to the surface in these verbal snapshots, as wheisays, “he [Rauf] dirtied my most
clean ideas, turned my most sincere beliefs intbaliefs.” With her demand to “let me
be free and be with the man | want” we see hekistriback at Rauf and articulating her

refusal to remain in her marriage and be expecded shame and regret.

But in the eyes of her society, she remains a ehgd to the hegemonic structure.
Therefore, Siren makes his final attempt to shaee back into her “respectable”

position by reminding her of the importance of nestiood and chastity:

You are the most respectable of all women [...] The@ small child who is not
even able to ask you; “What are you doing to me®’child who cannot
understand the cruelty and weakness of people [.bélieve it is not worth
destroying the life of this delicate, not grown-exxistence [of Rauf] yet. Raik,
this speechless, poor pitiful child, is not stragpugh to understand his pain.
But you are, because you raised him as an emotiseasitive child with your
own soul. Are you parenting him so that you widishim like this7191).

The import of Siren’s message here is clear: tieditkR must sacrifice her happiness for
her son. He warns her that she cannot be happyeitisrorces her husband because “as
long as you stay away from your house and husbandwill always be exposed to this

threat. Even a slightest idea that might be crgsgour mind [about divorce] is more
18C



shameful than Rauf’s unfaithfulness” (189). Agaim, hear from Siren the doctrine that
women in her society cannot exist outside of tHesrthat society expects them to play
- and that they are expected to remain loyal whilen can get away with their
unfaithfulness. When she finally loses control aséls “Why, why, why?”, Siren, with

his didactic voice, answers:

Because, he [Rauf] cannot fight against his neeub saich serious pleasure
[here, referring to his sexual pleasure] as thiakmess is in his nature. He is at
least unpretentious! But you surrender to your eoréchd arrogance [...] You
cannot be happy with something wrong. Eventualiig, temorse and misery in
your heart and conscience will be more painful thaimg with Rauf. Think,
you cannot be happy even in heaven if you make reommnistake that will
shame Raik! [...]Let the woman whom | believe is therest, the most
respectable of all women not fall. Let that littley be happy.” (194)

Similar to the episode ifihe Age of Innocencghere Newland, just like Siren, acts as
the spokesman of his society and tells Ellen toae“can’t make over society” (110),

we are presented with an episode which exposesaiict between the aspiration of

the individual and the claims of tradition, faméynd community. We see how Siren
attempts to contain Refika within these claimsstfilby speaking with the voice of

society so as to belittle and suppress her vome tlaen by asserting her maternal duty
to her son which is, he reminds her, more importlaah her personal freedom. Aware
of the implications of this - that if she leaves hasband to be with her lover, she will

not be able to her enjoy her freedom and her sdiralso suffer from social pressures

and stigma - Refika finally yields: “Send me Ra(f94), implying that she agrees to
unite with her husband.

When we finish reading the novel, the reader mayebepted to ask: how could the

novel, after presenting all the suffering and reistment that Refika undergoes, still
create a marital prison for her? What will happeext when she returns to her
marriage? Should we pity her or condemn her? Ansf@rthese questions may vary.
However, to read the ending as the defeat or sdereof the heroine is to impose too
definite a conclusion onto all the conflicts thakte place throughout the novel between
the various discourses that are represented andytteamic changes through which the
heroine undergoes. In this sense the novel offeithar a straightforward message that
tells of how a “good wife” must behave nor a taléhe tragic fate of a victim who fails

to pursue her personal desire. It is a representafia heroine’s trial of different female
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roles until she realises that each role eithes fal provide her with fulfilment or is

ultimately impossible to bear beneath the pressufrpatriarchal society.

In addition, reading Refika’s return to her homeaasonventional theme that tells of
how women ought to act is also a limited perspecti&ks Cunningham notes in her
reflections on New Women literature, “the fact titdéw] women [...] are forced back
into humiliating surrender is presented as yethentproof that the social fabric is
rotten.”® In this sense, we can argue that it is a novelftiraes us to re-evaluate the
social norms that seek to place a woman in theduniole of “wife-mother” regardless
of her individual desire; a novel that details whatould be like to be the women in a
society where they are objectified and how a wos#fers when she accepts the status
of idealised object. As a result, even if the heeomay not have achieved the freedom
she aspired to and is ultimately pushed back tdldwe of convention, we observed her
struggling to challenge the ideal of the feminimdes in her society; and to some
degree, she has succeeded. Although she neveresearh external place for her
individual adventure, she has preserved a spatewierself; a space of independence
and defiance. Readingaik’s Motherin the light of feminist dialogics thus opens our
eyes to the continuous conflict between the sunfeceative (male voice that constantly
attempts to define and stabilise Refika) and counterative (the depiction of her
resistance to these attempts) and draws atterdidhnet text’s critical interrogations of

the ideology of “ideal” womanhood.

%9 Cunningham, 50.
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Conclusion

This chapter has analysed the New Woman in reladdhe theme of divorce and free
love in The Age of Innocencand Raik’s Mother.l have attempted to show that these
novels are penetrating studies of New Women whstead of putting up with their
repressive marriages, decide to risk social ostnadoy leaving their husbands and
attempting to establish new identities for themsglMMy feminist dialogic analysis of
the texts showed that each novel presents bothrfacsunarrative (authoritative
discourse that is represented through the eyes alé roharacters) and a counter
narrative (the subversive language of the textrimsists male attempts to restrict, define
and stabilise the New Woman). By exploring the ipldt subjectivities of Ellen and
Refika and their shifting and contrasting attitutti®sard divorce and love, this chapter
attempted to highlight the ambiguities of the nevedgarding the image of the New
Woman in their respective societies.

This chapter also explored the question of whatetiding of the novels (Ellen’s flight
from Old New York to Paris, Refika’'s return to henhappy marriage) suggest. In
contrast to those critics considered in the intotidun of this chapter who suggested that
The Age of Innoceniseending suggestéhere is no escapé” or the “failing” of the
heroine?* and those who argued tHaaik's Motheris a statement of the importance of
motherhood and the “ideal” womé&h| have argued that the endings can also be read as
indications of the heroines’ realisation of theiaboorms that try to restrict and define
them: this realisation, | suggested, can be ingdedr as an account of the fraught
struggle for female independence rather than alsim@ssage of the “failure” of the

heroine (Ellen) or of submission to the role of ‘therhood” (Refika).

The similarities and differences of the novelsamis of their accounts of divorce, love
and the New Woman “question” in their respectiveekitan and Turkish contexts, can
be summarised as follows: In both novels, we seec&ty where women are expected
to be passive and dependent on their husbands anobserve the hostility that the
heroines receive for attempting to live outsidenafrriage, seeking love and equality. In

both novels, each time the heroines want to putfooieforward for their freedom, they

“0Lee, 580.
“L Ammons, 127.
42 Enginuin, The Issue of East and West in the Works of Halidié Bdivar (istanbul: Dergah Press,
2007), 417.
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are hampered by men. While the novels recognisenElland Refika’s idealism in
cherishing a love that supersedes legal marridgsy, @also address the problems which
befell them when others condemn them for theimateto live outside marriage and

convention.

Where these novels differ is their commentary airtheroines’ approach to divorce.
Ellen and Refika interpret differently their siticat and the options that are available to
them at the end of the novels: while Ellen is abldwio free herself by sacrificing her
love for Newland, Refika by contrast is led to fem her love for her son and return to
her marriage. Viewed in this wayhe Age of Innocendeolds out the possibility of a
more positive, flexible social order in which Newnarican Women can be active
agents, whileRaik's Motherpresents a New Turkish Woman who can envision no
alternative to her lot (or else the alternative Hvang with her lover - is too costly for
herself and her son). In other words, whilst Whaigtanovel is more suggestive and
hopeful by letting her New Woman achieve her peat&reedom, Adivar’'s has a less

hopeful tone toward her heroine’s individual freedo

However, if The Age of Innocenceeems more optimistidRaik's Motheris more
realistic in representing the situation of an urgilgpmarried woman of the period who
would be stigmatised as a divorcee and probablynieee oppression than she would
feel in her marriage. Nevertheless, the endinBaik's Mother with its apparent return
of the heroine to a domestic femininity, does redsen or dissipate the power and
energy of the parts that reveal the heroine’s feshiaspirations: her challenge to her
husband (which at some points is even more ratheal Ellen’s, such as her resilience
in bearing the pressure of her father and husbamdttirn to her marriage), her desire
for a new life and for her freedom in love all staas testament to her inner
determination and her challenge to the ideolog{defal” womanhood.
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Chapter 5:

Conclusion

This thesis has examined the dialogic depictionthef New Woman in a comparative
analysis of the work of Edith Whartoifi{e House of Mirth(1905) The Custom of the
Country (1913)and The Age of Innocengd920)and Halide Edip AdivarRaik's Mother
(1909),Handan(1912) andHeartache(1924) Instead of reading these novels as endorsing
authoritative discourses regarding “how a womanukhde”, or as expressions of the
authors’ views on femininity (as previous criticavie suggested), this thesis has
approached the novels as examples of New Womaarfidthave attempted to demonstrate
that, by portraying complex, inconsistent and fragtary New Women characters and by
presenting a diversity of discursive positions estihg the roles and identities of women,
these novels offer polyphonic accounts of expegenaf womanhood in their respective
societies that reveal a feminist resistance to riwological definition of femininity
enforced by patriarchal discursive structures. dikerse depiction of the New Woman was
the main focus of my reading of the novels and deiction, | argued, alerts the critic, to
borrow Jean V. Matthews’ words, to the idea thdte“tmore thoroughly a woman is
classified the more easily is she controlléd.Further, in contrast to critics who have
suggested that through their “unhappy endings’sdtexts are asserting the importance of
preserving the moral and social values of the lgpagposed that the endings of the novels
can be read both as critiques of hegemonic disesufisere, marriage, divorce, female

desire) and a recognition of female voice, agemcysdruggle.

Previous analyses by Wharton’s and Adivar’s critiese generally focused either on the
relationship between their biography and theiraaron the authors’ views on the woman
guestion (their emphasis on the importance of wdndaomestic roles for the sake of
society). Although such readings do important warktracing the dominant cultural
discourses of Wharton's and Adivar’s era on dorodstinininity, they remain limited by
their tendency to approach the novels as reflestminthe author’s personal lives and/or

views on the woman question, or as pessimistic arservative accounts of female

! Jean V. MatthewsThe Rise of the New Woman: The Women’s Moveméménmica, 1875-193(Q(van R.
Dee: Chicago, 2003), 106.
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weakness and “victims of society”. Through a femstindialogic framework | have
attempted to move beyond such readings and dematmstrow conflicts between
competing and contrasting discourses generate #ve Woman'’s identities in the texts,
while approaching the novels less as records ohtileors’ attempts to assert certain codes
of female behaviour but as polyphonic texts thateginsight into the New Woman’s
potential for diverse constructions and deconswast With this in mind, | have analysed
the texts through close study of their dialogicraives and brought a new methodological
approach to the novels by privileging textual assyver questions of authorial intention

and/or ideology.

The main arguments of this thesis and its mainrdmuttons to the existing literature on

Wharton, Adivar and the New Woman can be summassddllows:
1. Wharton’s and Adivar’s Texts as New Woman Novels

One of my central aims in this comparative studyg wademonstrate that both Wharton’s
and Adivar’s novels under question display featwfeew Woman fiction. | have argued
that, in all these novels, the discourses of mgeriaivorce and sexuality are presented as
imposing certain female models on the heroinesigng them psychological turmoil and
threatening them with individual suffocation. Thavestigation of the selected novels,
which has provided interesting material for compaeastudy of Western and Eastern
culture, has drawn out parallels and similaritissaell as differences in the way in which
female characters responded to authoritative disesuand the strategies that they
developed in dealing with the tensions they creafte of the most striking similarities
between each of the novels examined in this thedlsat, by casting this figure in various
guises through their fragmented, decentralisedatisess, their New Woman heroines
challenge existing structures of femininity. Withims struggle, each of the New Women
transform themselves into new roles, trying on selé after another, only to reject each in
turn. As Judi M. Roller perceptively observes, “wisamost central to the feminist novel
[...] is that the fragmented point of view delineates splitting of the modern female

personality.? Examining the texts under question as New Womarelsohas therefore

2 Judi M. Roller,The Politics of the Feminist Nov@lew York: Greenwood Press, 1986), 69.
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allowed me to explore the image of the New Womaat tihey present as a diverse
phenomenon with multiple and fragmented subjeatisjtconstantly in flux and engaged in

ongoing dialogue with the different discourses g&ak to fix and define her identity.

2. New Approach to Wharton’s and Adivar’s Texts: Festibialogics

Second, in order to explore the New Woman’'s slgftsubjectivities and the texts’
fragmented narrative structures, | linked the NeanVan fiction to the Bakhtinian concept

of dialogism and Dale M. Bauer’s discussion of feisti dialogics.

Dialogism sensitised my reading to the polyphomigpprties of the texts and the often
subtle presence of voices within voices, as exprkgs forms such as double-voicedness,
hybridisation and interior dialogue, and throughickhwe can identify the subversive
language, or counter narrative, of the texts (eafdrm, for instance, of humorous, ironic or
satirical undertones). Bauer’s discussion of festiiialogics enabled me to develop my
feminist argument in that we can read the subverEnguage of Wharton’s and Adivar’s
selected texts as signals of feminist critiquehaf oppressive institutions that limit women
and that seek to contain the heroines within figatégories. | have sought to demonstrate
that all six heroines - Wharton’s Lily, Undine agdlen; Adivar’s Refika, Handan and
Zeyno - are represented as New Women engagediaiogule with authoritative discourses
(here, regarding marriage, sexuality, divorce) atrdggling with the roles enforced by

these discourses.

Methodologically, | have analysed the novels aslodia texts with two colliding
narratives: the surface narrative which presemsBakhtinian terms, the “authoritative
discourse” of patriarchy and its prescriptions tomen regarding marriage, divorce, sexual
purity; and the counter narrative (“internally pgasive discourse”, in Bakhtinian terms)
which challenges these prescriptions and decesgmlithe surface narrative, revealing
feminist challenges to the ideologies of marriagigprce and sexual purity. Within this
context, | have tried to show that the polyphoriticture of the novels alerts us to the
dialogues and tensions that take place betweersulface and counter narratives. The
narrators of the novels - either omniscient, a&/lmarton’s texts, or first-person in Adivar’s

- maintain a push-pull relationship with the donmhaleologies of their time in the texts on
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the questions of “womanhood” (one moment they atligmselves with their patriarchal
society, the next they condemn it). These are #isonarrative features of these novels
through which, as | have sought to demonstratesaeea variety of points of view on the
New Woman. It is through this attention to the pre= of multiple and contradictory
ideologies and perceptions of (New) Womanhood, iager divorce and sexuality in the
texts that a dialogic analysis derives its greatggpeal, opening the reading to an
appreciation of the ambiguity of the moral “messigm the texts, their unresolved

conflicts and the constructions of their heroindshtities.

Further, a feminist dialogics proved helpful antevant for an analysis of the multiple
voices that inhabit the consciousness of New Woantwmacters: they are depicted as part
of a restrictive social structure whose voice erdarits values and norms while at the same
time they are voices of opposion that reveal womieamnbitions and desires. The
contradictory positions of the New Woman and thedagdjic narrative features of the texts
thus allowed an interpretation that focused on tlosvsubversive language that enters the
characters’ and narrators’ discourses expose&xt& tritique of hegemonic structures that

victimise women.

3. Unhappy endings of Wharton’s and Adivar’s TextdNesv Woman'’s struggle for

agency

In contrast to previous feminist critics who havigeon tended to interpret the unhappy
endings of Wharton’s and Adivar’s texts as advoaaicthe preservation of the status quo
or indications of female weakness and victimisatibis thesis has attempted to show that
these texts, through their ambiguous and open gadoan be read as feminist critiques of
a unified definition of the New Woman. | have draam the accounts of some feminist
critics who have allowed me to argue that althotighnovels have unhappy endings, they
can nevertheless be read as texts that contairtiyeograces of feminist hope and

aspiration: in particular, Judi M. Roller’s argumehat the theme of flight or death in

feminist novels are indications of a criticism ofeXist, racist, capitalist societiés”

informed my interpretation of the endings of the&le as condemnations of their societies,

rather than castigations of females who “deviat@ht the path. Roller’s observations,

® Roller, 102.
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along with Elizabeth Bronfen’s theorisation of Ldydeath as the female character’s
rejection of objectification in her societynfluenced my analysis of the deaths of Lihé
House of Mirth and HandanHandan as indications of New Women'’s desire for self-
preservation rather than as indications of weakridssve argued that Undin€l{e Custom

of Country and Zeyno Kleartach@ are portrayed as females whose desire leads them
towards their own personal expectations, althoungtifferent forms: Undine’s desire is led
towards success in the marriage market while Zeydesire is channelled towards her
sexuality which seems to blossom more with her ia@er to intelligent, educated and
affectionate Muhsin Bey. | have also suggested ttatrepresentation of the sacrifice of
love through RefikaRaik's Mothe} and Ellen The Age of Innocengeeflects the New
Women heroines’ sexual withdrawal more for the sak&hat they believe is important
(Ellen for personal freedom, Refika for her sorgrttout of any submissiveness or frigidity
in their nature. Of all these novelEhe Age of Innocencgeems to have the most positive
ending as | argued that, by depicting the noveirendith the New Woman'’s flight from
traditional Old New York society, the text appe#osrealise the hope of the female’s
individual fulfilment. Thus, | have argued, all smovels end with their heroines having
reached a critical awareness of their situationsouety and in the way | suggest that they
can be read as indicating the possibility of theadke's awakening to her problems that
stem from their lives in capitalist and sexist stiess. In this sense we can read these texts
as New Woman novels and their female characterbleag Woman heroines who are

struggling for personal development against the@ggon of their socially assigned roles.

My feminist dialogic approach to the endings of thevels also demonstrated that the
process by which the heroines in the examined t@slseve their awareness is strikingly
similar. They endure difficult personal journeysiagach heroine begins her journey in the
darkness of her conventional perceptions beforfesng from some traumatic realisation
that she has no identity outside the norms of cotime: she is either “wife”, “mother”,
“daughter” in a family, all defined by and in retat to men. In this sense, the heroines all
seem to either conform or fall victim to the heg&mostructures of their societies. For
example, Refika’'s return to her husband, Handareskmsubmission to her husband’s

unfaithfulness, Lily’s “feminine” efforts to find 6ch husband and Ellen’s giving up on her

* Elizabeth BronfenQver Her Dead BodyDeath, Femininity and the AesthefManchester: Manchester
University Press, 1992), 269.
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lover may suggest that they all act in a convemtiéfeminine” way. Nevertheless, despite
their differences in tone, they all demonstrateharad rejection of conventional female
identities. The heroines contradict most of thaamst of traditional femininity fostered by
their society. In this way, borrowing Diaz-Diocasetwords, “the monologic, self-
proclaimed authoritative word of patriarchy is mod can never be the last wordThey
all assert their resistance either by leaving tlmier when required to compromise their
individual principles (as in the cases of Lily, &l Refika, Handan or Zeyno) or by
manipulating man-made female roles to serve them purposes (Undine). By depicting
their heroines in this complex and ambiguous wdyeseé texts offer no typical
representation of the New Woman, and are suggestiharton’s and Adivar’s refusal to
allow their heroines to settle into stable femabées defined according to patriarchal
conventions; an indication of the novels’ resisemnto traditional female categorisation.
Reading these ambiguous endings as a double-veicegy demonstrates the complexity
of the image of the New Woman in the fin-de-siécletheir societies and helps us to
appreciate their critiques of female oppression #r&r accounts of the construction of

feminine identity.

4. Differences between Wharton’s and Adivar’s New WorNavels

The comparison between Wharton's and Adivar’s textabled an understanding of the
particular features, and therefore differencesthaf image of the New American and
Turkish Woman of the era and its diverse manifestatin the novels. The image of the
New American Woman during the era was identifiedhwdisruption and rebellion, and
with ideas that women “should be trained to be-seffporting and not passively accept
marriage as her only option in life"Due to her struggle for independence and sexual
emancipation, and her questioning of marriage asuttimate goal for women, the New

American Woman was seen as a threat to the status q

With her “modern but modest” portrait, the New Tisgtk Woman was more in line with
patriarchal norms of femininity beneath her veneemodernity. Unlike her American

sister who emerged as a result of the women'’s glieuig America, the model of the New

® Myriam Diaz-Diocaret, “Bakhtin, Discourse, and Feist Theories” inCritical Studies 2 (1989), 121-
139,131.
® Matthews, 39.
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Turkish Woman was presented to Turkish women bygtheernment and associated with
the modernisation movement which imposed the béfiaf “the best interest of society
came prior to the best interest of the individualamy groups of individuals [...]””
Although she superseded the old generation in iétyato educate her children and serve
as her husband’s partner in life, the New TurkisbnVen, unlike her American sister, was
represented with an emphasis on the importance eof domestic responsibilities in

marriage and motherhood for the creation of a lieed” and modern Turkish nation.

Based on these observations, this thesis has démi@asthat Wharton’s and Adivar’s texts
differ from each other in their emphasis of theitigues of specific aspects of patriarchy in
the societies they were written: Wharton’s novelasc@ more emphasis on the sexual
double-standard and male hypocrisy (in particutarpugh the portrayal of the male
characters such as SelderTime House of MirthandNewland inThe Age of Innocent&
undermine the authoritative discourse that attertgptiefine the New Woman within fixed
terms and limit her struggle for independence. ¥hitduring the modernisation period in
Turkey, the novels of Adivar that have been stutiiec however seem less individualistic
by appearing to privilege those qualities of Newkish Womanhood - such as morality,
motherhood, an educated wife - that it was sugdesteuld benefit society overall.
Nevertheless, although Adivar’s novels seem toeptaocre emphasis on the domestic and
maternal responsibilities of women than Whartottigy also expose, as feminist dialogics

allows, a feminist critique of these discourses armdll for personal development.

Perhaps the most striking difference between Whartand Adivar’'s depiction of New

Women is that Adivar's New Women at times appearemebellious and radical than
Wharton’s. Given that Adivar's novels were writtém a more conservative society
compared to Wharton’s and that her texts, when etethrough the eyes of a feminist
dialogics, offer a challenge to a model of New Wahw@od that is more in line with

patriarchal norms than modernisation, Adivar’s m®yperhaps stand out from Wharton’s as
more radical responses to the position of womememsociety. For instance, her depiction

of the New Woman'’s questioning of marriage, ashim ¢ase of Handan (who is depicted in

" Yesim Arat, “The Project of Modernity and WomeriTiarkey” in Rethinking Modernity and National
Identity in Turkey ed. Sibel Boz¢an and Rgat Kasaba (Seattle and London: University of Wagtoin
Press, 1997), 104.
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an unhappy marriage with an oppressive husbandtharsd receives double pressure - both
from society and her husband - unlike Wharton’s/)L&ind of divorce as in the case of
Refika (who is denied the right of divorcing hershand by the end of the novel, unlike
Wharton’s Ellen) or Adivar’s portrayal of sensuadyfio (who questions and asserts her
erotic female desires in a more radical way, unlike asexual American sister Undine) all
seem at odds with the image of the New Turkish Woasan asexual “ideal” wife-mother.
By paying close attention to these aspects of Aivaovels, this thesis has also aimed to
provide new insights into Adivar's work and to demswate that her novels subvert
received notions of femininity as powerfully as Wtba’s and, at times, offer a more

challenging account than her American counterpart.

Despite their differing modes of writing addressedlifferent target audiences, the attempt
to put the images of Wharton’s and Adivar’'s New Véoninto comparative perspective, |
believe, provides more insight into the contingeany fluidity of the discursive strategies
and performative acts of New Womanhood across mdtand how women have been
contested as symbols of identity and visions ofetgcin these ways this thesis attempted
to contribute to the developing field of New Womscholarship and to provide a new

analytical and comparative perspective in the owrtig debates over her significance.
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