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ABSTRACT (DEUTSCH)

Das deutschsprachige Theater der Gegenwart zeichnet sich durch eine
groB3e Bandbreite an asthetischen und dramaturgischen Formen aus. Eine
liberwiegende Mehrzahl von ihnen kann man als Regietheater bezeichnen,
die sich mehr oder weniger auf die Asthetik, Theorie und Theaterarbeit von
Brecht zuriickfiihren lassen. Jahrelang wurde der Einfluss Brechts kaum mehr
bewusst wahrgenommen, dies andert sich seit der Jahrtausendwende, seit 9/11,
Finanzkrise und drohendem Klimawandel. Neben einem aktuellen Uberblick
liber avancierte Formen des deutschsprachigen Gegenwartstheaters soll
aufgezeigt werden, dass sich heute eher gegensétzliche Asthetiken wie der
dramatisch-soziale Realismus auf der einen und postdramatisches Theater auf der
anderen Seite gleichermaBen als Erb*innen Brechts verstehen. Politisches Theater
machen oder Theater politisch machen, der Bezug auf Brechts Schaustticke oder
auf Brechts Lehrstlicke setzt differente Schwerpunkte, die sich auch auf den
Schauspielstil des Gegenwartstheaters allgemein auswirken. Die dialektische
Differenz zwischen Rolle und Schauspieler*in stellt im deutschsprachigen
avancierten Theater eher den Normalfall dar, auch wenn es sich jeweils anders
asthetisch ausprégt. Jingere Theatermacher*innen entdecken zudem vermehrt
den revolutiondren Brecht, etwa im Engagement des Theaters gegen die
zunehmende Ungerechtigkeit und den Klimawandel.

Schliisselwdrter: Brecht, Gegenwartstheater, Theater politisch machen, Sozialer
Realismus, postdramatisches Theater

ABSTRACT

A diverse range of aesthetic and dramatic forms characterizes contemporary
German-language theater. The vast majority of them are directors’ theaters,
which can be traced back to Brecht’s aesthetics, theory, and theatrical work. For
many years, Brecht'’s influence went unnoticed, but that has changed since the
millennium’s turn, with 9/11, the financial crisis, and the threat of climate change.
In addition to providing a current overview of advanced forms of contemporary
German-language theater, this study shows that today, seemingly opposing
aesthetics, such as dramatic-social realism on the one hand and post-dramatic
theater on the other hand, see themselves as heirs to Brecht. Making political
theater or making theater political, the reference to Brecht’s “Schaustiicke” or

This work is licensed under Creative Commons Attribution-NonCommercial 4.0 International License @. BY _NC


https://orcid.org/0000-0002-6202-6551

Politisches Theater oder Theater politisch machen? Brecht im deutschsprachigen Theater der Gegenwart

Brecht’s“Lehrstiicke” establishes different priorities, which influence the acting style of contemporary theater in general.
Evenifitis aesthetically different in each case, the dialectic difference between role and actor is more common in German-
speaking state-of-the-art theater. Younger theater-makers are also increasingly discovering the revolutionary Brecht, as
evidenced by the theater’s commitment to combating increasing injustice and climate change.

Keywords: Brecht, contemporary theater, making theater political, social realism, post-dramatic theater

EXTENDED ABSTRACT

Contemporary German-language theater is characterized by many aesthetic and dramaturgical
forms, for example, creative director’s theater, radical director’s theater, virtuoso actor’s theater,
and author-focused productions. Pop aesthetics, post-humanist theater, narrative theater and
the “authenticity” of the documentary, a theater of experience, and stylistic elements of new
bourgeoisie, post-dramatic theater, performance (art) and installations, video games, overwriting,
and poor theater in empty space, are all available on the stages. The vast majority of them
are directors’ theaters, which can be traced back to Brecht’s aesthetics, theory and theatrical
work. For many years, Brecht’s influence was hardly noticed, but that has changed since the
millennium’s turn, with 9/11, the financial crisis, and the threat of climate change. In the theater,
irony and general relativization have given way to a new seriousness, as opposed to the situation
in the 1990s. Postmodernism appears to be largely pragmatic in its process of historicization,
whereas its achievements, such as the deconstruction of stereotypes and the withdrawal of
expectations of normalcy, have fortunately become somewhat commonplace. Older and younger
representatives of current directorial theater such as Pinar Karabulut, Claudia Bauer, Toshiki
Okada, Jan-Christoph Gockel, Anne Lenk, Nicolas Stemann, Yael Ronen, Dusan David Parizek,
Leonie Bohm, Karin Henkel, Karin Beier, Helgard Haug, Michael Thalheimer, Sebastian
Niibling, and Christopher Riiping all work with and in the Brecht tradition. As is well known,
the viewer should not empathize with Brecht, but rather take a detached, reflective stance. Brecht
felt that the actors had more to tell about their roles than to play them in illusionistic manner,
so that the character in the role did not invite too much empathy. This had an impact on the
director’s work. The approach should be inductive rather than deductive. Thus, in the production
process, especially in rehearsals, the astonished attitude of the actors must be organized, and
the productivity of everyone involved must be aroused. Under no circumstances should the
director arrive at the theater with an idea, a plan, or a vision. The rehearsal should be used to
experiment; it should always open up new perspectives and allow you to try out innovative
ways of playing. This must lead to a dialectical enrichment of the staging in the performance,
which today is the basis of the works of Frank Castorf, Christoph Marthaler, or Leonie B6hm,
kept postmodern openly in deconstruction or in the post-dramatic theater of René Pollesch,
Claudia Bauer, and Alexander Giesche. For Brecht, the director had to create crises to discover
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what was not a solution. The audience should see and feel the performance’s crises, resistance,
mistakes, corrections, and objections. This manifestation of resistance is effectively rooted
in the aesthetics and dramaturgy of contemporary German-speaking theater. Today, opposing
aesthetics, such as dramatic-social realism and post-dramatic theater see themselves as heirs
to Brecht. As Pollesch observes, Thomas Ostermeier and Oliver Reese appear to lean more
toward Brecht’s “Schaustiicke,” whereas Pollesch leans more toward Brecht’s “Lehrstiicke.”
When viewed in this way, Brecht’s gesture precipitated two contradictory developments in
contemporary theater: On the one hand, Brecht defines gesture as a post-dramatic, performative
theater of effectiveness that breaks up the dialectic and makes it impossible to assign meaning
and thus shape to the other. On the other hand, a new social realism attempts to recognize the
typical, social, economic, and political structures dispassionately and convey them in a slightly
alienated manner. A peculiar dialectic difference exists between role and actor in the tradition
of epic theater, which is more the norm in German-speaking advanced theater, even if it is
aesthetically different in each case. Recently, younger theater-makers have been increasingly
rediscovering the revolutionary Brecht, for example, in the fight against inequality, as in Nora
Abdel-Maksoud’s productions, or in the theater’s commitment to combating climate change,
as in the Theater of the Anthropocene.

Tiyatro Elestirmenligi ve Dramaturji Bolimu Dergisi 34, (2022) 3
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Fiir die regelméBige, auch gelegentliche Theatergénger*in erdffnet sich im deutschsprachigen
Theater gegenwértig —und hier wird nur geringfiigig tibertrieben — ein Theaterparadies, zumindest
was Quantitit, Qualitdt und Vielfalt des Angebots an Inszenierungen auf deutschsprachigen
Biihnen betrifft. Zu sehen bekommen die Besucher*innen kreatives Regietheater, radikales
Regisseur*innentheater, virtuoses Schauspieler*innentheater und der Autor*in verpflichtete
Inszenierungen. Die Biihnen bieten Popisthetik, posthumanistisches Theater, Erzahltheater
und die Authentizitit’ des Dokumentarischen, ein Theater der Erfahrung sowie Stilelemente
neuer Biirgerlichkeit, postdramatisches Theater, Performance (Art) und Installationen, Video-
Spiele, Uberschreibungen und armes Theater im leeren Raum." Die in diesem Zusammenhang
interessante Frage lautet, ob das heutige vielseitige deutschsprachige Gegenwartstheater nicht
in Génze oder zumindest in der iiberwiegenden Mehrzahl der Félle als Regietheater begriffen
werden kann, das sich auf die Uberlegungen, Theorien und die Theaterarbeit Brechts stiitzt.
Zumindest kann man die These vertreten, dass im hochsubventionierten institutionellen Feld
des deutschsprachigen Gegenwartstheaters Brecht zum einen immer mehr oder weniger
an den dort entwickelten Perspektiven beteiligt ist. Zum anderen ist er so fundamental
beteiligt, dass man ihn oft gar nicht mehr bemerkt. Doch seit einiger Zeit ist Brecht auch in
der allgemeinen Aufmerksamkeit wieder stark vertreten. Im Vergleich zu den 1990er Jahren,
nach dem 11. September 2001 und erst recht nach der Finanzkrise 2007, wurden Ironie und
allgemeine Relativierungen durch eine neue Ernsthaftigkeit auch im Theater abgelost. Die
Postmoderne scheint sich weitgehend im Prozess ihrer Historisierung pragmatisch einzurichten,
wihrend ihre Errungenschaften wie die Dekonstruktion von Stereotypen und der Entzug von
Normalititserwartungen gliicklicherweise ein Stiick weit selbstverstindlich geworden sind.
Eine wie auch immer sich ausprigende ,Brechtrenaissance’ in den Spielplidnen verdeckt jedoch,
dass, so meine These, Brecht grundsitzlich die Basis des deutschsprachigen Gegenwartstheaters,
sowohl in den Inszenierungen als auch in den Theatertexten wie auch im Schauspielen, immer
war und ist. Altere und jiingere Vertreter des aktuellen Regietheaters wie Jan-Christoph Gockel,
Anne Lenk, Christian Stiickl, Dusan David Parizek, Leonie Bohm, Michael Thalheimer,
Sebastian Niibling und Christopher Riiping arbeiten mit und in der Brechttradition. Leider
scheint man sich dessen gar nicht mehr in allen Féllen bewusst zu sein. Brechts Einfluss ist
auch heute noch so grof3, dass er sowohl die Grundlage fiir ,realistische’ Inszenierungen wie
die von Thomas Ostermeier als auch postdramatisch-dekonstruktivistische Theaterformen
wie Sebastian Hartmanns bildet. Er ist die Folie fiir den gegenwirtig nicht mehr ganz so
aktuellen, eher untergriindig schwelenden Streit um eine den unsicheren Verhiltnissen addquate
Dramaturgie: Soll auf der einen Seite mit mehr oder weniger ,realistischem’ Rollenspiel wie
in den Uberschreibungen von Simon Stone, man denke an seine ,,Drei Schwestern”, oder wie
in Anne Lenks ,,Maria Stuart” reale Welt mehr oder weniger mimetisch représentiert oder soll
auf der anderen Seite in der Priasenz der Performer*in, wie in ,,Show Me A Good Time” von
Gob Squad, inszeniert, (re-)préasentiert, produziert bzw. dekonstruiert werden?

1 Vgl. Andreas Englhart, Das Theater der Gegenwart (Miinchen: C.H.Beck, 2013).
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Bild 1: Gob Squad: Show Me A Good Time. Juni 2020, Berlin, HAU - Hebbel am Ufer; Foto:
Dorothea Tuch.

Wire eine eher traditionell-dramatische oder eine nichtdramatische Struktur zu wihlen? Ist
politisches Theater heute eher in der Vermittlung von politisch wie gesellschaftlich relevanten
und brisanten Themen in einer Konfliktdramaturgie, wie noch bei Stefan Pucher, Martin Kusej,
Mateja Koleznik oder bei Falk Richter zumindest angedeutet, oder in der Unterbrechung von
Bedeutungszuweisung bzw. in einem Theater als Ritual wie in Thom Luz Asthetiken zu finden?

Der unléngst verstorbene Johann Kresnik, Vertreter eines dezidiert politischen Tanztheaters,
meinte auf die Frage zum politischen Theater, dass man, wenn man heute echte Fliichtlinge auf
die Biihne bringt, nicht dariiber reflektiere, wieso es Fliichtlinge gébe.? Dies verweist zumindest
indirekt auf die Frage, ob man gegenwirtig politisches Theater und/oder Theater politisch macht
bzw. ob man, und das wire eine weitere spannende Unterscheidung, politisches Theater und/
oder Theater politisch machen sollte? Selbstverstiandlich lassen sich weder dramatische noch
theatrale Texte, also Dramen bzw. Theatertexte und Auffithrungen bzw. Inszenierungen diesen
beiden polarisierten dsthetischen Positionierungen trennscharf zuteilen. Dies umso mehr als
heute neben allen reflektierenden Grabenkdmpfen an sich alles moglich und in bestimmten
Grenzen (die sich institutionell bzw. lokal am jeweiligen Tendenzbetrieb Theater einrichten)

2 Johann Kresnik, ,, Den Korper in den Kampfwerfen”. Johann Kresnik im Gesprdch mit Ulrike Timm, https://www.
deutschlandfunkkultur.de/choreograf-johann-kresnik-den-koerper-in-den-kampf-werfen.970.de.html?dram:article
id=433708.
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auch erlaubt, wenn nicht gefordert ist. Brechts Gestus initiierte fiir das Gegenwartstheater
zwei Entwicklungen, die sich eigentlich widersprechen: Zum einen den Gestus nach Brecht
als postdramatisches, performatives Theater der Wirksamkeit, das die Dialektik aufbrach
und Bedeutungs- und somit Gestaltzuweisungen gegeniiber dem Anderen verunmdoglichte.?
Zum anderen einen neuen sozialen Realismus, der das Typische, die gesellschaftlichen,
O0konomischen und politischen Strukturen unromantisch zu erkennen wie zu vermitteln
sucht. Postdramatisches oder performatives Theater reagierte seit den 1960er-Jahren auf
die Uberkomplexitit und ubiquitéire Theatralitit der sozialen, politischen, wirtschaftlichen,
biologisch-physikalischen und privaten Welt. Den giiltigen Codes, mentalen Stereotypen sowie
traditionellen Gestaltungen im Rollenspiel wiren das Unperfekte, der Fehler, das Versagen
oder gar psychische und physische Verletzungen bis hin zum Tod entgegenzusetzen. She She
Pop verbiindeten sich in der ,,Relevanz-Show” mit dem gewohnlichen Publikum, forderten in
,»,0 Grades of Shame” in der Tradition des Living Theatres zur Orgie der nicht allzu attraktiven
Korper im Zuschauerraum auf, Gob Squad spielten in ,,Super Night Show” mit auf den Straflen
der Stadt zufidllig angetroffenen Passant*innen dilettantisch Liebesszenen. Alle Beteiligten
erkannten: Der Andere, der sich in seiner Undhnlichkeit in nichts von mir unterscheidet, wére
genauso peinlich und unperfekt wie ich. René Polleschs zentrale Kritik ist dementsprechend
die an der Ahnlichkeit im erkennbar Dramatischen. Wir spielen alle unsere Rollen, aber im
Bewusstsein einer knallharten Normalitit und eines Normalisierungsdrucks irgendwie immer
zu schlecht. Gerade weil jeder gerne relevant wére, einen perfekten Korper hétte und eine
perfekte Rolle spielen wolle, gerate er in die Normalisierungsfalle, was durch die Prasentation
unzusammenhéngender Bedeutungsangebote und das Subvertieren jeder Perfektion und
Professionalitit zu dekonstruieren wire.* Dialektisch gesehen schliige jedoch, so die Kritik
an dieser postmodernen Theaterésthetik, in der gesuchten Unéhnlichkeit der Solipsismus
der reinen Selbstbeziiglichkeit des Subjekts zuriick. Von Thomas Ostermeier (,,Pladoyer
fir ein realistisches Theater”) und Milo Rau (,,Was tun?”) bis hin zu Peter Laudenbach und
Bernd Stegemann (,,Lob des Realismus”, ,,Kritik des Theaters”) wird dieser eine originire
biedermeierliche politische Naivitdt unterstellt. Performer*innen erzeugten nur Aufmerksambkeit
iiber Prasenzeffekte, der performative Freiraum wiirde nach Frank M. Raddatz (,,Das mimetische
Dilemma”), der die Moglichkeit der Grenziiberschreitung im schillerschen Spiel propagiert,
eher das Herrschende bestitigen.® Weder Produzierende noch Rezipierende lernten etwas

3 Vgl. auf Uberlegungen von Richard Schechner bauend und eine Entwicklung seit den 1960er-Jahren
zusammenfasssend: Hans-Thies Lehmann, 7ragédie und dramatisches Theater (Berlin: Alexander, 2013).

4 Vgl. zur ,Normalitit”, die nicht mit der ,,Norm” verwechselt werden sollte: Jiirgen Link, Versuch iiber den
Normalismus. Wie Normalitit produziert wird (Gottingen: Vandenhoeck&Ruprecht, 2009).

5 Vgl. Milo Rau, Globaler Realismus (Berlin: Verbrecher, 2018); Milo Rau, Was tun? Kritik der postmodernen
Vernunft (Ziirich: Kein & Aber 2013); Philipp Ruch, Wenn nicht wir, wer dann? Ein politisches Manifest (Miinchen:
Ludwig 2015); Bernd Stegemann, Kritik des Theaters (Berlin: Theater der Zeit 2013); Bernd Stegemann, Lob
des Realismus (Berlin: Theater der Zeit 2015); Thomas Ostermeier, ,,Erkenntnisse iiber die Wirklichkeit des
menschlichen Miteinanders. Plddoyer fiir ein realistisches Theater”, in Krdfie messen. Das Kérber Studio
Junge Regie. Bd. 6,ed. Kai-Michael Hartig (Hamburg: Korber Stiftung 2009), 48-51; Frank M. Raddatz, ,,Das
mimetische Dilemma”, in Lettre International 114/2016: 76-81.
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iiber tatsdchliche Macht- und Wirtschaftsstrukturen, die erlaubten, dass wenige Macht und
Geld hitten, viele jedoch arm, ohne Einfluss und unwissend wéren. Die Ibsen-Produktion
,Gespenster” des Kollektivs Markus&Markus, in der Performer und betroffenes Publikum
eine alte Frau in den Suizid begleiten, das Publikum ,authentisches’ Sterben im Videofilm
miterlebt, provozierte hitzige Diskussionen. Doch die Attraktion beruhte insbesondere auf
dem schockierenden Prasenzeffekt des Sterbens. Keineswegs versuchten Markus&Markus,
die gesellschaftliche Situation zu erhellen, in der eine alte Frau ,freiwillig’ den Tod suchte,
in der in einer neoliberalen Effizienzgesellschaft ihrer offensichtlichen Altersdepression
attraktive Angebote zur aktiv-leichten Sterbehilfe gegeniiberstanden; wieso verweigerten
Markus&Markus eine wie auch immer gestaltete Darstellung von eindeutigen Machtstrukturen?
Weil, vor postmodern philosophierendem Hintergrund, jede Eindeutigkeit als Reduktion einer
angeblich unendlichen Komplexitit totalitir gegeniiber dem Anderen wére, weil in der Tradition
althusserschem Posthumanismus das leidende Subjekt nicht im Zentrum theatral-postdramatischer
Theoriebildung stiinde. Diesen Posthumanismus in seiner negativen Perspektivierung allen an
der Avantgarde orientierten spannenden Theaterexperimenten unterzuschieben, wére sicher
ungerecht. Aber tendenziell scheinen Denkmuster des Posthumanismus gut anschlussfahig an
dekonstruktivistische Ansdtze zu sein.

Dennoch wire noch mal die Frage Kresniks aufzugreifen, was echte Fliichtende bzw.
Schutzsuchende auf der Theaterbiihne eines politischen Theaters zu suchen hitten. Ostermeier
fordert deswegen ein realistisches Theater, das die soziale Gegenwart nicht eins zu eins
widerspiegelte, sondern das Wesen des menschlichen Miteinanders in der Inszenierung des
Anderen erfasst, insbesondere versteckte Macht- und Wirtschaftsbeziehungen entdeckt,
diskutiert sowie kritisiert. Der Intendant der Schaubiihne bezichtigt postmodern-performatives
Theater der Kapitulation vor einer angeblich zu komplexen Wirklichkeit des Anderen, es bliebe
programmatisch unentschieden; er wiirde gar von einem , kapitalistischen Realismus sprechen,
weil diese Kunstform, dhnlich wie der sozialistische Realismus des Ostblocks, nichts anderes
tut, als das Weltbild des Kapitalismus zu bestétigen und so keine Gefahr fiir die herrschende
Doktrin darstellt.”® In Ostermeiers Inszenierung von Ibsens ,,Volksfeind” (2012), die durch
globale Regionen und Stddte wie Berlin, Moskau, Neu Delhi, Istanbul oder Minsk tourte,
oftneten die Figuren, ohne aus der Rolle zu fallen, die Diskussion iiber Ethik, Moral, Ideale und
lokale Realpolitik fiir das Publikum, nachdem Dr. Stockmann im 4. Akt seine beriihmte Rede,
angereichert mit Ausziligen aus dem situationistisch-linken Manifest ,,Der kommende Aufstand”
des Unsichtbaren Komitees, gehalten hat. In den oft hitzig-engagierten Diskussionen wurde
das realistische Rollenspiel so weit wie moglich fortgefiihrt, wiewohl performative Elemente
stirker betont wurden. Das Publikum war und spielte die von Dr. Stockmann einberufene
offentliche Anhorung, es funktionierte als Kulisse wie als reale lokale Biirgerversammlung.

6  Thomas Ostermeier, ,,Erkenntnisse tiber die Wirklichkeit des menschlichen Miteinanders. Plddoyer fiir ein
realistisches Theater”, 50.
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Bild 2: Henrik Ibsen: Ein Volksfeind, R.: Thomas Ostermeier, Premiere 2012 Berliner Schaubiihne;
Foto: Susanne Burkhardt.

Ostermeier vermied mit seinem realistischen Inszenierungsstil dezidiert, den Handelnden
ihre schon von Ibsen intendierte Grauzeichnung zu nehmen. Die Figuren offenbarten im
Spiel das weite Feld zwischen Auflehnung und Anpassung, ethisch redend und doch in der
Entscheidung die eigenen Interessen nicht aus den Augen verlierend, widerstehend und
angstlich zugleich. Man konnte sich mit einigem Mut zur Selbsterkenntnis in allen Figuren
als das inszenierte Andere spiegeln, erkannte in einem Theater der Neoaufklarung die eigenen
Determinationen und einrichtenden Machtbeziehungen sowie -strukturen wieder. Mit Brecht
ging es in Ostermeiers sozialem Realismus um Widerspriiche, die sich dialektisch zumindest
in der Erkenntnis des Driickenden zur Auffithrung brachten, wiahrend zugleich eine neue
Gesellschaftsordnung gefordert wurde. Neuer Realismus, Gesellschaftskritik und Aufruf zur
Revolution lieBen wieder eine Utopie zu und hatten den Mut zur Aufdeckung von Strukturen
wie zur eindeutigen Benennung der Schuldigen.

Paradoxerweise konnen sich also beide dsthetische Richtungen, der soziale Realismus
wie auch das postdramatische Theater, jeweils auf Brecht berufen. Wenn man den Konflikt
sehr vereinfacht auf den Punkt bringen will, dann geht es darum, ob man den dialektischen
Prozess in den Proben wie auch in der Rezeption der Inszenierung postmodern offen hélt und
darin eine Utopie im Entzug in der unendlichen Semiose und im Einbruch des Realen sieht
oder ob man ihn im Dienste einer dramatisch-reprisentierenden Wiedergabe der aktuellen
Machtverhéltnisse in eine bestimmte Richtung ausrichtet, die wieder so etwas wie eine
dramatisch vermittelte Utopie erlaubt. Idealerweise kombiniert man dramatische Konflikt- und
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Uberschreitungsdramaturgien, wie etwa Dusan David Parizek in ,,Die licherliche Finsternis”

oder Jan-Christoph Gockel in ,,Eure Paléste sind leer” oder Christopher Riiping in ,,Dionysos
Stadt” oder aktueller in dessen ,,Einfach das Ende der Welt”.

F

Bild 3: Thomas Kdock: Eure Paléste sind leer (all we ever wanted), R.: Jan-Christoph Gockel,
Miinchner Kammerspiele 2021, Foto: Armin Smailovic.

Parizek, Gockel und Riiping bieten keine illusiondre Dramaturgie, die Brecht bekanntermaBen
ablehnte; insbesondere der Naturalismus beschréanke sich, so Brecht, auf Milieuschilderungen,
ahme nur die soziale Realitdt nach. Das ist eine der vielen Griinde (neben Theaterreform oder
(Neo)avantgarde etwa), wieso Mimesis und Reprasentation heute so einen schlechten Ruf im
Gegenwartstheater haben und man zum Beispiel die Stiicke von Yasmina Reza, Juli Zeh oder
Lutz Hiibner gerne als Trivialdramatik abtut.

Brecht selbst hitte wohl gestaunt oder es als produktive Dialektik begriffen, wenn er noch
erlebt hiitte, wie weit sich dsthetisch und dramaturgisch seine theoretischen Uberlegungen und
seine Theaterarbeit heute in den verschiedenen aktuellen Inszenierungen weit ausdifferenziert
wiederfinden lassen. Fiir ihn, wie bekannt, verkorpere episches Theater in der Nachahmung
nicht, sondern erzéhle, jede Szene stehe fiir sich und nicht fiir eine abzubildende Wirklichkeit,
die Handlung verlaufe nicht im aristotelischen Sinne dramatisch kausal bzw. linear.” Auch

7  Bertolt Brecht, ,,Anmerkungen zur Oper ,,Aufstieg und Fall der Stadt Mahagonny” (1930)”, in Bertolt Brecht.
Werke. Grofse kommentierte Berliner und Frankfurter Ausgabe, Band 24, ed.Werner Hecht u. a. (Berlin, Weimar,
Frankfurt/M.: Suhrkamp, 1991), 74-86.
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im Schauspielen orientiere man sich nicht an der Stanislawskischule, insbesondere nicht am
Filmacting nach Michael Tschechow, Lee Strasberg oder Stella Adler. In seinem Traktat der
Straflenszene aus dem Jahre 1940 explizierte Brecht seine Vorstellung einer zeitgemafBen
Schauspieldsthetik: In ihr sollten die Protagonist*innen wie bei der Beschreibung eines Unfalls
durch Passant*innen nur so viel andeuten, dass sich diejenigen, die nicht dabei waren und denen
hier gestisch etwas angezeigt wurde, ein Bild machen kénnen.® Wenn man Fabian Hinrichs
sich in René Polleschs ,,Stadt als Beute” oder ,,Ich schaue dir in die Augen, gesellschaftlicher
Verblendungszusammenhang” ausagieren sieht, vermutet man, wie Spielen fiir Brecht heute
aussehen konnte. Mit der forcierten Vermeidung einer einfithlenden Illusion strebte Brecht einen
eigenen ,Realismus’ an, der in der Nachahmung des menschlichen Verhaltens den sozialen
Hintergrund nicht ausspart. Das auf der Bithne Gespielte durfte seinen Zeichencharakter
in keinem Moment verleugnen, eigentlich eine Theaterroutine heute, man denke nur an
die theatralen Installationen Susanne Kennedys oder an die kreativen Ausdeutungen Anta
Romero Nunes. Die immer sichtbar bleibende Differenz zwischen gespielter Realitdt und
Biihnenrealitét arbeitete dem von Brecht geforderten Akt der Verfremdung zu. Damit wurde
eine gesellschaftliche Situation auf der Bithne wie in einem wissenschaftlichen Experiment
untersucht und als grundsitzlich verdnderbar begriffen. Vermieden werden sollte, dass die
theatrale wie die gesellschaftliche Situation als ewig bestehende anthropologische Konstante
gesehen wird, heute wiirden wir von aufzuldsenden Fluchtpunkten in einer grundsétzlich
abzulehnenden Metaphysik der Substanz sprechen. In diesem Sinne spielt Sandra Hiiller bei
Johann Simons einen furiosen ,,Hamlet”, ohne dass dies weiter auffallen wiirde. Die zugrunde
liegenden gesellschaftlichen Strukturen sollten als Konstruktion verstanden werden, daran
kniipfen performative Ansitze wie von Judith Butler und Gender Performances, aber eben auch
dramatisches Theater wie Ostermeiers oder Simon Stones an. Ostermeiers ,, Volksfeind” wird
so0, ohne das erzéhlende dramatische Geriist zu verlassen, eine experimentelle Folie, auf der in
jedem Land, in das man auf Tournee kommt, in jeder lokalen politischen Struktur das immer
gleiche Spiel von Idealismus, Opportunismus, Macht und Wirtschaftsinteressen diskutiert werden
kann. Das eint wohl einen bedeutenden Teil des avancierten Gegenwartstheaters mit Brecht:
Eine Zuschauer*in sollte sich nicht einfiihlen, sondern eine distanziert-reflektierende Haltung
einnehmen. Damit die Rollenfigur nicht zu sehr zur Einfiihlung einlud, hatten fiir Brecht die
Schauspieler*innen ihre Rolle mehr zu erzéhlen als illusionistisch zu spielen. Das hatte auch
Folgen fiir die Arbeit der Regisseur*in, oder, wie sie Brecht 1939 nannte, des Probenleiters.’
Die Regie solle induktiv, nicht deduktiv vorgehen. Im Produktionsprozess, insbesondere in
der Probe gehe es darum, ,,die staunende Haltung der Schauspieler” zu ,,organisieren” und

8  Bertolt Brecht, ,,Die Straenszene. Grundmodell einer Szene epischen Theaters (1940)”, in Bertolt Brecht. Werke.
Grofle kommentierte Berliner und Frankfurter Ausgabe. Band 22.1, ed. Werner Hecht u. a. (Berlin, Weimar,
Frankfurt/M.: Suhrkamp), 1993, 370-381.

9 Vgl hierzu und zu dem Folgenden: Andreas Englhart, ,,Brecht als Regisseur im Theater der Gegenwart”, in Der
Deutschunterricht 6/2015: 52-60.
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die Produktivitit aller Beteiligten ,,zu wecken”.!” Der Probenleiter solle keinesfalls ,,mit einer
,Idee’, oder ,Vision’, einem ,Plan der Stellungen’ und einer ,fertigen Dekoration’” ins Theater
kommen.!! Das kannten wir schon von Peter Zadek, das beobachten wir weiterhin bei Leonie
Bohm. Die Probe soll, so Brecht, zum Ausprobieren werden, es sollen immer viele Perspektiven
eroffnet, mehrere Moglichkeiten des Spielens erprobt werden. Dies miisse dialektisch zu einer
Anreicherung der Inszenierung in der Auffiihrung fithren, anarchisch radikalisiert wire es
heute die Grundlage der Arbeiten von Frank Castorf oder Christoph Marthaler, postmodern
offen gehalten in der Dekonstruktion bzw. im Diskurstheater René Polleschs. Fiir Brecht
miisse der Regisseur ,,Krisen entfesseln”, der Probenleiter miisse zugeben, dass er ,,nicht
immer ,die’ Losung wei3 und parat hat”. Seine Autoritit beruhe eher darauf, dass man ihm
zutraue, herauszufinden, ,,was keine Losung ist”.!> Da die Schauspieler*innen meist den
schnellen Effekt bzw. Rollenzugriff suchen wiirden, hitte die Regisseur*in stdndig Fragen,
Hindernisse, Anldsse zum Zweifel beizusteuern. Die Regisseur®in miisse erreichen, dass sich
die Schauspieler*innen oder die sonstigen Beteiligten fragen: ““warum sage ich das? und warum
sagt dieser das?’ Er muss sogar erreichen, dass sie sagen: ,ich (oder diese) konnte doch besser
dies oder das sagen’”."* , Das anfangliche Stutzen und Widersprechen, wenn eine bestimmte
Antwort erzielt wurde”, solle, so Brecht, ,,nicht ganz aus der Gestaltung” verschwinden ,,beim
weiteren Verlauf der Proben”. Damit auch der Zuschauer ,,Gelegenheit zu diesem Stutzen und
Widersprechen™ habe, sollen die Krisen, Widerstinde, Fehler, Korrekturen sowie Einwénde in
der Auffiihrung sicht- und spiirbar bleiben: ,,Der Zuschauer soll die ,Losung’ als eine besondere,
aber das gewisse Zufillige noch enthaltende sehen, das ja in Wirklichkeit ihr anhaftet”. She
She Pops ,,Sieben Schwestern” tragen in diesem Sinne die aktuellen Ungeschicklichkeiten der
Performer*innen in die Begegnung mit den tschechowschen Figuren. Beispielgebend hierfiir
wiren auch die letzten Arbeiten von Leonie Bohm und Sebastian Hartmann. B6hm versucht
in ihrer ,,Medea”, nach(!) Euripides, theatral und in nicht nur behaupteter Kooperation mit der
Schauspielerin Maja Beckmann und dem Musiker Johannes Rieder, den emotionalen Kern,
das komplexe Innenleben der Figur Medea zu erkunden.

10  Bertolt Brecht, ,,Haltung des Probenleiters (bei induktivem Vorgehen) (1939)”, in Bertolt Brecht. Werke. Grofe
kommentierte Berliner und Frankfurter Ausgabe. Band 22.1, ed. Werner Hecht u. a. (Berlin, Weimar, Frankfurt/M.:
Suhrkamp, 1993), 597-599, 598.

11 Bertolt Brecht, ,,Haltung des Probenleiters (bei induktivem Vorgehen) (1939)”, 597.

12 Bertolt Brecht, ,,Haltung des Probenleiters (bei induktivem Vorgehen) (1939)”, 597.

13 Bertolt Brecht, ,,Haltung des Probenleiters (bei induktivem Vorgehen) (1939)”, 598.
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Bild 4: (Nach) Euripides: Medea, R.: Leonie Bohm, Schauspielhaus Ziirich 2020, Foto: Gina Folly.

Hartmann bricht mit seinen Schauspieler*innen den typisch deutschen Roman ,,Der
Zauberberg” von Thomas Mann assoziierend auf, um die Krise vor dem ersten Weltkrieg
gewinnbringend auf die Krise vor dem drohenden Klimawandel zu iibertragen, oder er
demonstriert in seinem ,,Lear / Die Politiker” die hohle Form der Macht des alten weillen
Mannes, indem er unter anderem die Hauptrollen als Dialoge vollig streicht. Die Verantwortung
fiir die am Abend gespielten Textfragmente werden zu einem uniiblichen groflen Teil an die
Schauspieler*innen {ibertragen, die Krise in der Gesellschaft wird als Krise im Spiel korperlich
getragen und (mit)erfahrbar. Damit demonstrieren die Probenarbeiten bei Bohm und Hartmann
die gelungene Ubertragung einer Forderung Brechts: Die Montage der Inszenierungsarbeit solle
nicht zum Ergebnis eines ,,nietenlose(n) Ineinanderschweilen(s) der Details” fiihren, sondern
,als eine logische Kette von Details, die noch Detailcharakter” aufweisen, erscheinen: ,,Gerade
so kommt die Logik ihrer Aufeinanderfolge und ihres Ineinandertibergehens zur Geltung”.'
Diese dialektische Praxis grundierte auch die dann nicht mehr dialektisch in der Synthese
schlieBende Montage etwa im heutigen dokumentarischen Theater von Rimini Protokoll
oder in den Doku-Mashups von Jan-Christoph Gockel bzw. Uberschreibungen (wenn es
denn welche sind) von Nicolas Stemann. Sogar das Weihnachtsmarchen kommt in Stemanns
,.Schneewittchen. Beauty Queen” nicht ohne stiindige Uberblendungen aus anderen Stiicken
auf die lebendige Biihne, nicht ohne Kommentare der selbstbewusst gewordenen Figuren,
deren Verweigerung eines stereotypisierenden Auftritts als bekannte Marchenfigur. Geboten

14 Bertolt Brecht, ,,Haltung des Probenleiters (bei induktivem Vorgehen) (1939)”, 598.
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wird stattdessen der revolutiondre Gestus Schneewittchens, die sich weigert, den Zwergen
oder irgendeinem Prinzen, schon gar nicht dem Theaterbetrieb zu Diensten zu sein.

Bild 5: Schneewittchen. Beauty Queen, R.: Nicolas Stemann, Schauspielhaus Ziirich 2020, Foto: Zoé
Aubry.

Und Gockels historisch-systematische Erkundungen der togolesisch-bayerischen
Partnerschaft, ,,"Wir Schwarzen miissen zusammenhalten’ — Eine Erwiderung” (so ein
Originalzitat Franz Josef Strauf3 aus dem Jahr 1983), bricht Zeiten, Raume, Blickordnungen,
Identitidtszuweisungen so radikal an den kulturhistorischen Ndhten auf, dass dahinter in
der theatralen Recherche entlarvende strukturelle Ahnlichkeiten zwischen beiden, also den
togolesischen und bayerischen, nur vordergriindig verschiedenen Gesellschaftssystemen
deutlich werden.

Heute ist den meisten Zeitgenoss*innen Brecht vor allem durch seine Stiicke und seine
theoretischen Reflexionen bekannt.'> Nur: Machen wir uns vielleicht ein falsches Bild, wenn
es um den Theatermacher und Regisseur Brecht geht? Die Brechtschauspielerin Regine Lutz
behauptete, als sie in meinem Seminar zu Gast war, dass Brecht gar nicht brechtisch inszenierte,
im Zweifel den auf Wirkung bedachten Theaterpraktiker dem dialektisch argumentierenden
Theaterdsthetiker vorzog. Wenn wir diese Aussage an den filmischen Aufzeichnungen des

15 Einen guten Uberblick bieten aktuell: David Barnett, 4 History of the Berliner Ensemble (Cambridge: University
Press, 2015), und: Stephen Brockmann, ed., Bertolt Brecht in Context (Cambridge: University Press, 2021).
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gerade 17-jdhrige Hans Jiirgen Syberberg 1953 im Berliner Ensemble iiberpriifen (meines
Wissens nach das einzige filmischen Probendokument aus Brechts Lebenszeit), darin Teile
von Proben und Auffithrungen aus Brechts ,,Herr Puntila und sein Knecht Matti” sehen, in
denen Regine Lutz die Tochter Puntilas spielt, dann bemerken wir, dass etwa Curt Bois als
Puntila in Kostiim an Chaplin erinnernd im Spiel mit dem Attaché ein pragnantes Beispiel fiir
angewandte Meyerholdschen Biomechanik présentiert.' Aber(!): Im Vergleich zur Spielpraxis
im Gegenwartstheater, etwa mit den Arbeiten von Pinar Karabulut, Susanne Kennedy, von
Thom Lugz, Yael Ronen, Karin Beier, Anti Romero Nunes, Florentina Holzinger, Doris Uhlich,
Toshiki Okada oder Anta Helena Recke wirkt Brecht 1953 doch erstaunlich konventionell.
Dies bestitigt sich auch in den unldngst ver6ffentlichten Tondokumenten'’, die Brecht 1955
und 1956 in der Probenarbeit an seinem ,,Galilei” horen lassen, wobei sich das dialektische
vor allem im typisierend Komischen auszuprigen scheint. Wie man mit aller quellenkritischer
Vorsicht den filmischen Zeugnissen Syberbergs und den Tonquellen Suschkes entnehmen
kann, bleibt die Handlung auch in der Inszenierung kausal nachvollziehbar, Ort und Zeit des
Gespielten bleiben eindeutig erkennbar. Die Schauspieler*innen proben und agieren jede fiir
sich immer in der Rolle, ihr Spiel ist, wenn auch auffillig gestisch-typisierend, weiterhin
im deutlich gemachten Rahmen des Sozialen figurencharakterisierend, die Abstraktion im
Bithnenraum hilt sich in einem beschrinkten Rahmen, die szenische Kohédrenz bleibt etwa
im Vergleich zur Asthetik René Polleschs, Sebastian Hartmanns, Leonie BShms oder Nicolas
Stemanns erhalten. Nun: Sehen bzw. horen wir in Syberbergs Film und in den Aufzeichnungen
Suschkes den Brecht, den Brecht eigentlich wollte? Wahrscheinlich nicht.'® Auf die Frage:
,,Aber Sie arbeiten doch nicht mit eigentlichen Verfremdungen, wie Sie es in [hrem ,Kleinen
Organon’ anraten?”, antwortet Brecht: ,,Nein. Wir sind nicht weit genug”.' Das Theater sei
wie ein ,,Schwimmer, der nur so schnell schwimmen kann, wie es ihm die Stromung und seine
Krifte erlauben.” Um seine Ziele zu erreichen, miisste er ,,die Schauspieler vollig umschulen”.
ODb das besser mit dem Brecht der ,,Lehrstiicke” als mit dem Brecht der ,,Schaustiicke”
geldnge, wie es heute René Pollesch differenziert, wobei Pollesch sich in der Tradition der
,Lehrstiicke” sieht, wihrend Oliver Reese als gegenwirtiger Intendant des Berliner Ensembles
von Pollesch in die Ecke der weniger revolutionéren ,,Schaustiicke” gestellt wird, mag fiir
uns hochst relevant sein. Ob es auch Brecht interessiert hétte, wissen wir nicht. Brecht meinte
zumindest, dass die Theatermachenden wie die Zuschauenden erst noch ,,einen ziemlich hohen

16  Hans Jiirgen Syberberg, Syberberg filmt bei BRECHT, Berlin, (1953/1970).

17  Brecht probt Galilei. 1955/56. Ein Mann, der keine Zeit mehr hat. Originaltonaufnahmen. Ausgewihlt und
kommentiert von Stephan Suschke, Berlin speak low, 2020. Vgl. auch Florian Vaflen, Brecht — der ,,Probenleiter”.
Uberlegungen zu Probe und Schauspielkunst, in ,, einfach zerschmeissen”. Brecht Material. Lyrik — Prosa —
Theater — Lehrstiick, 350-354 (https://www.schibri.de/978-3-86863-218-7/einfach-zerschmeissen).

18 Vgl hierzu im Detail: Andreas Englhart, Brecht als Regisseur im Theater der Gegenwart, in Der Deutschunterricht
6/2015, S. 52-60.

19  Bertolt Brecht, ,,Anmerkungen zur Oper ,,Aufstieg und Fall der Stadt Mahagonny” (1930)”, 430.

20 Bertolt Brecht, ,,Anmerkungen zur Oper ,,Aufstieg und Fall der Stadt Mahagonny” (1930)”, 430.
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Bewusstseinsstand bendtigen, Verstandnis fiir Dialektik usw.”?! Da sollte definitiv noch etwas
wirklich Veranderndes kommen, sowohl auf édsthetischer wie auf politischer Ebene — Brecht:
,,Jch wollte auf das Theater den Satz anwenden, dass es nicht nur darauf ankommt, die Welt zu
interpretieren, sondern sie zu verdndern”.*? Zitiert wird hier bekanntermafBen die elfte These
iiber Feuerbach von Karl Marx: “Die Philosophen haben die Welt nur verschieden interpretiert;
es kommt drauf an sie zu verdndern”.?® Daran wiirde das Zentrum fiir politische Schonheit
direkt anschlieBen, nichts sei so wirksam wie die Feststellung von Verantwortlichkeit und die
performative Tat, auch wenn diese, wie in der Aktion ,,Fliichtlinge fressen”, hochst umstritten
bleibt und die Frage provoziert, ob das iiberhaupt noch Theater wire. Auch Milo Rau dréngt
uns wie in seinem ,,Neuen Evangelium”, das die knallharte Ausbeutung bzw. Sklavenarbeit
von Gefliichteten in der siideuropédischen Landwirtschaft, deren Produkte wir alle essen, zeigt,

in die reale Verantwortung fiir das reale Leid.

21 Bertolt Brecht, ,,,,Katzgraben”-Notate (1953)”, in Bertolt Brecht. Werke. Grofie kommentierte Berliner und
Frankfurter Ausgabe. Band 25, ed. Werner Hecht u. a. (Berlin, Weimar, Frankfurt/M.: Suhrkamp), 1994, 399-
490, 430.

22 Bertolt Brecht, ,,,,Katzgraben”-Notate (1953)”, 401.

23 Karl Marx, ,,Exzerpte und Notizen Sommer 1844 bis Anfang 1847. Notizbuch aus den Jahren 1844-1847, 1)
ad Feuerbach”, in Karl Marx/Friedrich Engels Gesamtausgabe (Mega), Vierte Abteilung, Bd. 3 (Berlin: De
Gruyter, 1998), 19-21, 14.
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Politisches Theater oder Theater politisch machen? Brecht im deutschsprachigen Theater der Gegenwart

Im Rahmen dieses Beitrags kann man kaum im Detail auf die vielfdltigen Spuren von
Brecht eingehen, nur nochmal betonen, dass Brecht direkt und indirekt, bewusst und unbewusst
sowohl politisches Theater machen wie Theater politisch machen im deutschsprachigen
Gegenwartstheaters entscheidend mitbestimmt. Auch im Schauspielen hat sich Brecht auf
breiter Ebene, auch hier oft unbewusst, eingetragen, stellt doch das Die-Rolle-neben-sich-
Stellen im deutschsprachigen avancierten Theater eher den Normalfall dar, auch wenn es sich
jeweils anders dsthetisch auspriagt. Und wie halten wir es mit der Revolution oder zumindest mit
realen gesellschaftlichen Transformationen? Auch wenn Brecht sowohl die dsthetische Basis
in der Regie wie im Schauspielen der mehr oder weniger dramatischen oder performativen
Theaterarbeiten von Boéhm bis Stemann, Karabulut bis Haug, Riiping bis Lenk, Gob Squad
bis Parizek, Henkel bis Okada bildet, bedeutet das noch lange nicht, dass sich etwas zum
Positiven verdndert — die passive Reaktion des Publikums von Riipings ,,Trommeln in der
Nacht” mit neuem revolutiondren Ende bestitigt dies aufs Neue. Aber es scheint tatsdchlich
gegenwirtig einiges in Bewegung zu geraten. Brecht scheint heute einige Theatermacher*innen
neu zu motivieren — so fordert und erwartet Milo Rau in seinem globalen Realismus die
Revolution; wir seien, so Rau, in Europa alle satte und dekadente Adelige, die den kommenden
Umsturz aus dem marginalisierten ,,Rest” der Welt nicht kommen sehen. Nora Abdel-Maksoud
experimentiert in ihrer politischen Farce ,,Jeeps” mit dem theatralen Modell, dass Erbschaften
neuerdings per Los zugeteilt werden, um die Welt gerechter einzurichten. Vor allem auf einer
anderen, gegenwartig aufgrund der Pandemie etwas in den Hintergrund geriickten Folie, der
des Klimawandels, wird man, wie uns Alexander Eisenach und das Theater des Anthropozén
zeigt, um radikale Verdnderungen nicht herumkommen.
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ABSTRACT

This article aims to argue that Zinnie Harris's This Restless House, which is a
rewriting of Aeschylus’ The Oresteia, is an attempt to give voice to Clytemnestra’s
and Electra’s disregarded wounds, claiming that overlooked and/or suppressed
traumas demand to be communicated on stage, seeking justice and solace.
The act of rewriting by women is also interpreted as an act of reckoning for the
trauma of the negation/misrepresentation of the female voice in the canon.
Thus, rewriting a classical play functions on two levels, it helps moving female
characters and their traumas centre stage, and with the attendance of the
live audience the play experiments with the experience of bearing witness to
and transmission of women'’s traumatic stories. In the light of trauma theory,
acting-out & working-through, hauntology, bearing witness and testimony,
this article explores staging uncommunicable traumas and the transmission
of traumatic experience through retelling and re-enacting.
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Rewriting Women and Trauma: Zinnie Harris's This Restless House

1. Introduction

Elie Wiesel suggests that “/i]fthe Greeks invented tragedy [ ...] our generation invented a
new literature, that of testimony™"; in her feminist and distinctive rewriting of Aeschylus’ The
Oresteia, Zinnie Harris is able to synthesize Greek tragedy with our literature of testimony. In
This Restless House, she relocates the play to the present time and decentres the male characters

to give voice to Clytemnestra and Electra as traumatized characters who are haunted by the past.

In the Attic tragedy of Aeschylus, Clytemnestra and Electra are important characters, yet
they are not central to the play, their stories and traumas are ignored to depict them as the
counterimages to the idea of the ideal woman in patriarchal Greek society. Clytemnestra’s
challenging power and sexuality, whose last lines in the first play of the tragedy are “/y/ou and

2 or Electra’s aggressive melancholy

1,/ Joint rulers, will enforce due reverence for our throne,
are all depicted from a prejudiced, hostile, and even misogynistic male point of view. As Rachel
M. E. Wolfe also suggests “Clytemnestra combines her masculine political power with her
destructive feminine sexuality” and is abhorred for her actions that destruct the gender roles
introduced by the patriarchal system, and while Electra is siding with her (dead) father and
the patriarchal order, she is depicted as a hysterical female figure and ignored, even omitted
from the play while Orestes is proven right, justified, and freed by the gods. Therefore, these
women are not only depicted as evil or mad but are also denied a more realistic representation
of their stories, as Petros Vrachiotis also underlines, “/t/here is no place for tragic heroines, in
a patriarchal society. Their acts needed to be devalued and these women had to be presented
as crazy witches, prostitutes, or murderesses of their relatives. [...] In order to marginalize
women, the newly established man-dominated society tried to suspend these figures [...].”*
It can be suggested that specifically Clytemnestra and all the other female characters are
victims of being represented by male authors who choose to depict women either as evil or
docile beings. Sarah Wood Anderson in Readings of Trauma, Madness, and the Body, draws
attention to the way male and female authors differ in writing about “the mental condition of
women.” While male authors tend to depict women as child-like, destructive, “dangerous,”
and “hysterical,”® female authors focus more on the “repression [...] of trauma,” being “made

useless and unproductive.”” Thus, it can be suggested that female authors strive to present a

1 Elie Wiesel, “The Holocaust as a Literary Inspiration,” in Dimensions of the Holocaust, ed. E. Wiesel &
L. S. Dawidowitz, et. al. (Evanston: Northwestern University Press, 1977), 9.

2 Aeschylus, The Oresteian Trilogy, trans. Philip Vellacott (London: Penguin Books Ltd., 1974), 100.

3 Rachel M. E. Wolfe, “Woman, Tyrant, Mother, Murderess: An Exploration of the Mythic Character of Clytemnestra
in All Her Forms,” Women s Studies 38, no. 6, (2009): 700.

4 Petros Vrachiotis, “Medea, Clytemnestra and Antigone: A Psychological Approach According to the Tragedies
and the Myths under the Frame of the Patriarchal Society,” in Tragic Heroines on Ancient and Modern Stage,
ed. M. de F. Silva & S. H. Marques (Coimbra: University of Coimbra, 2010), 27.

5 Sarah Wood Anderson, Readings of Trauma, Madness, and the Body (London: Palgrave Macmillan, 2012), 113.

Ibid., 114.

7 Ibid., 114.
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more insightful and realistic picture of women suffering from trauma by eluding the patriarchal
prejudices one encounters in male author’s works. The same problem can be traced in the
history of playwriting, specifically in tragedy as a sub-genre that remains predominantly male.
Elaine Aston suggests that “feminists have been critical of tragedy ‘as a genre preoccupied
with the heroics of masculine overreaching, ”* and she thinks about the “feminist uses of
tragic conventions: to examine how women playwrights might be moving ‘complex, flawed
female characters’ centre stage.” Zinnie Harris, by deconstructing and rewriting the Oresteian
Trilogy by “moving complex”'° Clytemnestra and Electra centre stage, gives voice to women’s
disregarded wounds claiming that their traumas demand to be voiced, seeking justice and
solace. Thus, the act of rewriting by women can also be interpreted as a reckoning for the
trauma of the negation/misrepresentation of the female voice in the canon.

2. Trauma Theory and Representing (Women’s) Trauma

In her attempt to define trauma, Cathy Caruth chooses to retell the story of Tancred’s
“wounding his beloved in a battle and then, unknowingly, seemingly by chance, wounding her
again”" as Freud uses this story to define “traumatic neurosis,” the “reenactment™'? (1996, 2)
of a traumatic event. Caruth, building her definition of trauma on Freud’s ideas, underlines the
importance of terms such as wound, repetition, and belated responses to trauma. Moving from
the word trauma which means “wound” in ancient Greek, she explains the term as follows:

In its later usage, particularly in the medical and psychiatric literature, and most centrally
in Freuds text, the term trauma is understood as a wound inflicted not upon the body but
upon the mind. [...] the wound of the mind [ ...] is not, like the wound of the body, a simple
and healable event, but rather an event that [ ...] is experienced too soon, too unexpectedly,
to be fully known and is therefore not available to consciousness until it imposes itself again,
repeatedly, in the nightmares and repetitive actions of the survivor."

As Caruth’s influential book’s title also suggests, the traumatic experience is an unclaimed
one due to its imperceptible and obscure nature. However, it is not only an experience that
eludes the victim/witness but also one that is consciously or unconsciously buried deep inside
as an act of the mind’s defence mechanism. Judith Herman opens her Trauma and Recovery
by saying that “the ordinary response to atrocities is to banish them from consciousness.
Certain violations of the social compact are too terrible to utter aloud: this is the meaning of

8  Elaine Aston, “Moving Women Centre Stage: Structures of Feminist-Tragic Feeling,” Journal of Contemporary
Drama in English 5, no. 2, (2017): 294.

9  Ibid., 294.

10 Aston, “Moving Women Centre Stage,” 294.

11 Cathy Caruth, Unclaimed Experience: Trauma, Narrative, and History (Baltimore: Johns Hopkins University
Press, 1996), 2.

12 Ibid,, 2.

13 Ibid., 3-4.
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the word unspeakable. Atrocities, however, refuse to be buried.”"* Thus, the traumatic event
is not acknowledged properly and as a result of the mind’s self-preservation, knowing the
traumatic event and the proper reaction to it are suspended by the victim/witness. Yet, at the

same time, the uncommunicable trauma seeks its own voice to speak out, thus, as Caruth also
»15

EENT3

suggests, it revisits or haunts the survivor in the forms of “repetitive actions,” “nightmares,
“hallucinations and other intrusive phenomena.”'® Because, as Dori Laub suggests, the victim/
witness feels the need to tell their own story, “/¢/he survivors did not only need to survive so
that they could tell their story, they also needed to tell their story in order to survive. There is
in each survivor, an imperative need to tell and thus to come to know one's story, unimpeded
by ghosts from the past against which one has to protect oneself.”’'” Telling one’s own story
becomes crucial to recovery and survival, yet the victim/witness is caught in a double bind due
to the “impossibility of telling,”* trauma wants to be claimed and needs to be narrated, however,
remembering is either difficult or painful, therefore the survivor refrains from remembering
and (re-)telling which may eventually lead to more symptoms as well as self-doubt, as Laub
indicates “/t/he longer the story remains untold, the more distorted it becomes in the survivor s
conception of it, so much so that the survivor doubts the reality of the actual events.”" This
idea of self-doubt, which leads to the victim/witness’s questioning of the veracity of the
traumatic event, is one version of the denial of trauma. Doubt also works in an opposite way,
as the outsiders, the public opinion question the veracity of the victim/witness’s story which
leads to the retraumatization of the survivor due to “the absence of an empathic listener (...)

an addressable other.”*

This is a condition that specifically affects traumatized women or children as the patriarchal
society is preconditioned to disregard and deny their traumatic experiences and testimonies.
Judith Herman indicates that “/T]he study of psychological trauma must constantly contend with
this tendency to discredit the victim or to render her invisible,” because “the more powerful the
perpetrator, the greater is his prerogative to name and define reality.”*' Thus, representations
of women’s trauma are either misconstrued or misrepresented by the dominant discourse
and the victims are not given the right to be heard which is crucial for their recovery and
survival. As Herman underlines, “[ W]hen the victim is already devalued (A woman, a child),
she may find that the most traumatic events of her life take place outside the realm of socially

14 Judith Herman, Trauma and Recovery: The Aftermath of Violence — From Domestic Abuse to Political Terror
(New York: Basic Books, 2015), 1.

15 Ibid, 2.

16 Ibid., I1.

17 Dori Laub, “An Event Without a Witness: Truth, Testimony and Survival,” in Testimony: Crises of Witnessing
in Literature, Psychoanalysis, and History, ed. S. Felman & D. Laub (London: Routledge, 1992), 78.

18  Ibid., 79.

19 Ibid., 79.

20 Ibid., 68.

21 Herman, Trauma and Recovery, 8.
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validated reality. Her experience becomes unspeakable.”” Therefore, trauma, specifically
women’s trauma, does not only call for acknowledgment but also for a voice of its own that
will be heard by “an addressable other”* who will bear witness to the trauma victim/witness.

Theatre, as a space that enables the staging and representing of stories and actions of human
beings, provides a place for the representation of trauma with its intrinsically re-enacting-based
and audience-based nature. Thus, the stage provides a fertile ground for the exploration of trauma
through/in performance. The audience of any performance that deals with trauma inevitably
becomes the voluntary yet “involuntary witness” to a trauma narrative or the re-enactment
of a traumatic action; Patrick Duggan and Mick Wallis argue that “witnessing in the context
of performance is typically second-order: we bear witness to on-stage witnessing.”” This
second-order witnessing to trauma functions on many different levels, first of all, witnessing
trauma narratives/performances prepares the audience for similar catastrophic experiences.
This preliminary function of performance, which is related to the idea of child’s play, helps
the audience/witness to familiarize themselves with traumatic experiences through acting out
and/or spectatorship. Bearing witness as a member of the audience also poses the threat of
transmission as trauma is considered to be contagious, seeing trauma in action or listening to
trauma narratives may contaminate the audience who will be a part of the performance and
may even trigger the audience’s own traumas, as Laub suggests “/fJor the listener who enters
the contract of the testimony, a journey fraught with dangers lies ahead. There are hazards
to the listening to trauma. Trauma — and its impact on the hearer — leaves, indeed, no hiding
place intact.”* However, this uncanny encounter may be curative for the audience, performing
or representing trauma may offer these second-order witnesses an alternative way to face
and deal with their own unclaimed experiences. As Duggan and Wallis argue, “the theatron
suggested by the idea of trauma [...] may be a tool with which we can read, contemplate and
reflect on a structure of feeling and potentially thus progress from it, as well as rehearse for
or work through our own traumata.”” From the playwright’s standpoint, predominantly in
contemporary female playwrights’ works, “the theatron” is a fitting space to excavate and
deal with the traumas of women, including the “discredited”™ victims of the past, as well as
making these unseen or unacknowledged traumas visible with the participation of the audience,

the “/inJvoluntary witnesses.””

22 Ibid., 8.

23 Laub, “An Event Without a Witness: Truth, Testimony and Survival,” 68.

24 Shoshana Felman, “Education and Crisis, or the Vicissitudes of Teaching,” in Testimony: Crises of Witnessing
in Literature, Psychoanalysis, and History, ed. S. Felman & D. Laub (London: Routledge, 1992), 4.

25 Patrick Duggan and Mick Wallis, “Trauma and Performance,” Performance Research 16, no. 1, (2011): 7.

26  Laub, “An Event Without a Witness: Truth, Testimony and Survival,” 68.

27 Duggan and Wallis, “Trauma and Performance,” 8.

28 Herman, Trauma and Recovery, 8.

29  Felman, “Education and Crisis, or the Vicissitudes of Teaching,” 4.
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3. Clytemnestra and Electra Reimagined

In her rewriting, Harris changes the play by diverting it from Aeschylus’s celebration of
matricide and devaluation of women, and although she focuses on the female characters and
their traumatization, she equally treats Agamemnon and Orestes by showing the audience their
sufferings as well. To be precise, she depicts these tragic characters firstly as human beings, thus
she eludes promoting the historical gender bias. This Restless House, the title, which replaces
the Oresteian Trilogy, rejects the reclamation of patriarchal authority and the celebration of
masculinity and diverts the attention to the house as a space that has its own memory which
bears witness to the generational vicious cycle of violence and trauma.

3.1 “Agamemnon’s Return”

The first play is named “Agamemnon’s Return” rather than “Agamemnon,” and shifts the
focus from Agamemnon to his “return.” The play opens in a city that has been under the rule
of'a female ruler, Clytemnestra, for ten years, but the city is in a neglected state as if to reflect
the Queen’s mental state. Similar to the original text, the Chorus undertakes an important
responsibility of bearing witness to the traumatic events and recounting the backstory to the
audience, specifically the story of Agamemnon’s sacrificing his daughter, Iphigenia. However,
this “Chorus of old and dishevelled men* is in no way similar to the seemingly respectable,
influential yet prejudiced chorus of the elders in the Attic tragedy. They are a group of old and
invalid men paralleling the state of the city and are friendly towards the Queen until bearing
witness to her crime. Contrary to the original text they recount the death of Iphigenia with all
the tiny and grotesque details without being able to make their minds up about Agamemnon’s
justifiability:

but the knife was in her back and now watching how

she flailed

he put it in and in and in

and again

a frenzy now

a thin line of sweat on his upper lip from all his work

and in and in

until she —
Pause

then lifeless and limp

And covered in blood, he put her on the sand
[...]

oh the mother should have buried but the father was
alright to slaughter her? It'’s the mother s fault that
she can't rest?!

30 Zinnie Harris, “Agamemnon’s Return,” in This Restless House (London: Faber and Faber, 2016), 19.
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the gods asked it, of course he was right
we saw him anguish, didn 't we??!

As the Chorus retells the scene of sacrifice, the audience sees the event being re-enacted
on the stage hearing the screams of Iphigenia who will appear again as a ghost only visible
to Clytemnestra, and then Electra. While Harris gives Iphigenia, who was non-existent in the
original text, a chance for ghostly appearance, she also investigates the waters of bearing witness
through the narrative of the Chorus and the witnessing of the Chorus and the spectators. These
“outsider-witnesses™** to the event say that they have “watched it every night for ten years”*,
reminding the audience of the heaviness of this burden. Thus, the very beginning of the play
not only introduces Iphigenia as a child who is struck by betrayal trauma but also performs
the never-ending process of traumatization through witnessing.

Clytemnestra is the main character of the first play who is suffering from repressed trauma.

She spends her days “singing a song as she drinks too much** and is caught up in time, suffering
from aporia in a state of melancholy. As Herman suggests “Traumatized people feel and act
as though their nervous systems have been disconnected from the present,” thus, it can be
suggested that, rather than anger or denial, Clytemnestra is stuck in the depression stage of
the grief cycle after the loss of Iphigenia and her ties are cut with the present, her drinking is
a sign of her desire to forget the traumatic past whereas her singing is a form of incomplete
trauma narrative. Laub suggests that “/T]rauma survivors live not with memories of the past,
but with an event that could not and did not proceed through to its completion, has no ending,
attained no closure,”® and van der Kolk and van der Hart argue that, “[A]s the trauma is
fixed at a certain moment in a person’s life, people live out their existences in two different
stages of the life cycle, the traumatic past, and the bleached present. The traumatized, fixated,
inflexible part of the personality has stopped developing.”?’ Moving from these ideas, it can
be suggested that Clytemnestra is also caught between the past and present, as a mother who
witnessed the sacrificing of her daughter by her husband she is a witness to and a victim of a
catastrophic event, and until the return of Agamemnon, she is in Limbo as she has not been
able to go through a healthy mourning and healing process due to the unfathomable nature
of the traumatic loss.

31 Ibid, 28,29, 31.

32 Laub, “An Event Without a Witness: Truth, Testimony and Survival,” 30.

33 Harris, “Agamemnon’s Return,” 30.

34 Ibid., 36.

35 Herman, Trauma and Recovery, 35.

36 Dori Laub, “Bearing Witness or the Vicissitudes of Listening.” in Testimony: Crises of Witnessing in Literature,
Psychoanalysis, and History, ed. S. Felman & D. Laub (London: Routledge, 1992), 69.

37 Bessel A. van der Kolk, “The Intrusive Past: The Flexibility of Memory and the Engraving of Trauma,” in
Trauma: Explorations in Memory, ed. Cathy Caruth (Baltimore: The Johns Hopkins University Press, 1996),
177.
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738 as well as the

Dominick LaCapra stresses the “distinction between absence and loss
interaction between the two. According to his line of thought, absence can be seen as something
that is never possessed or obtained whereas loss is losing something that existed before. As

3% and loss which is related to the past is

he suggests, absence is “the absence of an absolute,
“correlated with lack” and related to “the present and future.”* It will not be wrong to suggest
that Clytemnestra is still suffering from the loss which happened ten years ago but still very
much existent in the present, in the shape of Iphigenia’s ghost. Iphigenia, who was non-existent
in Aeschylus’ play, appears as a ghost in a cadmium yellow dress with a red ribbon and a blue
suitcase and triggers Clytemnestra’s traumatic memory. Her ghost, to borrow a term from

Derrida, can be interpreted under “hauntology, !

something visible yet invisible that comes
from the past to point out a problem: “In this mourning work in process, in this interminable
task, the ghost remains that which gives one the most to think about- and to do. Let us insist

and spell things out: to do and to make come about, as well as to let come (about).”*

Kate Shaw, in Hauntology, indicates that “/r]eceiving the specter is not a passive act—the
‘performativity’ of the specter is not a signal to sit and watch but a call for responsibility.”*
Thus “[t]he first rule of hauntology does not focus on the specter at all, but rather underscores
the responsibility of the haunted subject to welcome, and speak to, the specter.”* In the first
play, the ghost of Iphigenia haunts Clytemnestra as if asking her to take action; however, the
seeing of a ghost, as Herman also suggests, is a way of traumatic memory’s rejection to be
“buried.”® The traumatic memory of Iphigenia’s death appears as a ghost as “/t/raumatic
memories lack verbal narrative and context; rather, they are encoded in the form of vivid
sensations and images.”*® In the beginning, Clytemnestra tries to avoid the ghost saying “/
can't do it” but then calls her back: “I am spineless, a spent force. Any power I had I lost.”"
These lines parallel the ideas posed by Derrida and Shaw, and Gordon’s argument that “it is

an animated state”:

Haunting is not the same as being exploited, traumatized, or oppressed, although it usually
involves these experiences or is produced by them. What's distinctive about haunting is that it
is an animated state in which a repressed or unresolved social violence is making itself known
[...] L used the term haunting to describe those singular yet repetitive instances when home

38 Dominick LaCapra, Writing History Writing Trauma (Baltimore: Johns Hopkins University Press, 2014), 48.

39  Ibid., 50.

40  Ibid., 53.

41 Jacques Derrida, Specters of Marx: The State of the Debt, the Work of Mourning and the New International,
translated by Peggy Kamuf (New York: Routledge, 1994), 10.

42 Ibid., 122.

43  Kate Shaw, Hauntology: The Presence of the Past in Twenty-First Century English Literature (London: Palgrave
Macmillan, 2018), 11.

44 Ibid., 9.

45 Herman, Trauma and Recovery, 1.

46 1Ibid., 38.

47 Harris, “Agamemnon’s Return,” 46.
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becomes unfamiliar, [...] These specters or ghosts appear when the trouble they represent
and symptomize is no longer being contained or repressed or blocked from view. The ghost
[...] has a real presence and demands its due, your attention. [...] Haunting [...] always
registers the harm inflicted or the loss sustained by a social violence done in the past or in the
present. But haunting, unlike trauma, is distinctive for producing a something-to-be-done.*

Although Gordon'’s interpretation of revenants suggests the reappearance of the past asking
for compensation or redemption without being limited to trauma, it is also important to note
that, in this context, Harris is using the ghost as a reminder, a very lively image of the repressed
traumatic memory as well. Thus, the demanding of taking action is applicable to the ghosts
that haunt Clytemnestra and also Electra as they are reminders of the past as well as traumatic
memories. Near the end of the second Act, Iphigenia “climbs on her mother’s back,” and in
Act Three Clytemnestra is crushed under the weight of the ghost, her “back goes again. She
falls down on to hands and knees. / She has to crawl up.”> These references to the ghost as
a burden strengthens the idea that Iphigenia is a vision of the Queen’s trauma that lies heavy
on her shoulders or spine, at first, she feels powerful yet when she is testing Agamemnon it
starts to hurt her as if to remind her to act or not to act in a certain way.

This scene in which Agamemnon is put to the test is influential as Harris tries to pay tribute
to a wronged woman or an unjust depiction of women, she does not depict Clytemnestra as a
woman who is plotting the death of Agamemnon from the very beginning. She is depicted more
as a woman who questions the possibility of forgiving and moving on. When the impossibility
of forgiving and forgetting is doubled up by suspicion, Clytemnestra cannot believe that he
suffers at all, this pushes her to test his loyalty to the gods. When Agamemnon walks on the
purple cloths that are exclusive to gods, Clytemnestra decides that he sacrificed their daughter
in vain and this decision leads to the act of killing, an act she thinks she is pushed by Iphigenia’s
ghost. As we do not see Clytemnestra claiming her traumatic experience or openly talking
about it at all, killing Agamemnon looks like her only solution to heal her wound. Stabbing
him multiple times is a re-enactment of the murder of Iphigenia, in terms of trauma studies,
this act can be read as the repetition compulsion as well as “acting out” defined by LaCapra.
He defines acting out and working-through as two processes of dealing with trauma while
acting out means being “caught up in in the compulsive repetition of traumatic scenes-scenes
in which the past returns and the future is blocked or fatalistically caught up in a melancholic
feedback loop™" working-through is “an articulatory practice: to the extent one works through

48  Avery F. Gordon, Ghostly matters: Haunting and the Sociological Imagination (Minneapolis: University of
Minnesota Press, 2008), xvi.

49 Harris, “Agamemnon’s Return,” 94.

50 Ibid., 109.

51 LaCapra, Writing History Writing Trauma, 21.
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trauma.” He also underlines that due to “fidelity to trauma” or as Laub suggests due to a
“feeling of belonging to a ‘secret order’ that is sworn to silence,”** traumatized people may
show resistance to working-through.% LaCapra also adds that “mourning might be seen as a
form of working-through, and melancholia as a form of acting out.”’> Following this definition,
it can be suggested that Clytemnestra is acting out as she is stuck in the moment of the event
which comes back in the shape of the ghost and reliving the experience, something that she tries
to repress by numbing her senses and memory with the use of alcohol. However, her inability
to work through her trauma and killing Agamemnon, when doubled with the unintentional
murder of Cassandra, makes her realize that violence is recursing thus retraumatizing rather
than freeing her of her burden. The death of Cassandra, the Trojan princess who is also a
trauma victim, serves as evidence of the impossibility of ending this vicious circle. The same
goes for Clytemnestra’s desire to keep Electra in her room on the day of the celebrations:

1 told you to keep her inside
[...]

now close your eyes my darling
sweet Electra
turn your head

[...]
shut your eyes I said
this I don t want you to see

[-]
The ghost of Iphigenia [ ...] puts her hand over her eyes.”’

Clytemnestra does not want Electra to see the scene of the murder, because she wants to
protect her from bearing witness to the death of her father, she does not want to traumatize her.
However, the first play ends with the witnessing and re-traumatization of the Chorus as well
as Electra. In the play, most of the characters are involuntary witnesses to traumatic events,
Felman suggests that “/t/he contemporary writer often dramatizes the predicament [...] of
a voluntary or of an unwitting, inadvertent, and sometimes involuntary witness: witness to
trauma, to a crime or to an outrage; witness to a horror or an illness whose effects explode
any capacity for explanation or rationalization.”® Electra cradles the dead body of her father
and Iphigenia’s ghost stays with her hugging her and smoothing her hair, which clearly show
that Electra’s is also contaminated by the trauma of loss (the loss of the father) like her mother.

52 Ibid., 22.

53 1Ibid., 22.

54 Laub, “An Event Without a Witness: Truth, Testimony and Survival,” 82.
55 LaCapra, Writing History Writing Trauma, 22.

56 1Ibid., 65.

57 Harris, “Agamemnon’s Return,” 123-125.

58 Felman, “Education and Crisis, or the Vicissitudes of Teaching,” 4.
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3.2 “The Bough Breaks”

In the second play “the Bough Breaks” (not “Libation Bearers”), Electra is depicted as the
exact opposite of Aeschylus’ Electra, she says she loves her mother, needs her and is anxious
about her death-like sleep.” Clytemnestra is not able to wake up from her unexplainable sleep
which can be interpreted as an aftereffect of her part in the violent act of killing Agamemnon and
Cassandra, thus, as a sign of the perpetrator’s trauma. Electra thinks that it is a haunting,*® and
the Butcher, her best friend and the man who carried her to bed on the night of the catastrophic
event, reminds her that the “¢alk of ghosts is outlawed.”® The mentions of haunting and ghosts
become clear tokens of the repression of trauma. However, Electra becomes the libation bearer
and wants to visit her father’s grave to be able to break the curse that puts her mother to sleep. The
father is dead, buried after being cut into pieces as Orestes recounts, his grave is unmarked, and
in a place where only thieves and murderers are buried. This does not only recall Agamemnon’s
murderous/criminal past, but the unmarked grave which is impossible to find is also important
in terms of mourning and working-through, as Derrida indicates “/n]othing could be worse,
for the work of mourning, than confusion or doubt: one has to know who is buried where-and
it is necessary (to know-to make certain) that, in what remains of him, he remains there. Let
him stay there and move no more! "> However, finding the father’s grave is mostly important
for Electra to save her mother from this haunting. In the ancient play, Electra, as Jill Scott also
suggests, “chooses anger over sorrow and stops at nothing to ensure that her mother pays”
and she both encourages and supports her brother in murdering their mother “and her reward
is the restitution of her father’s good name.”® Although the undertone of the ancient tragedy
is about power and obtaining the throne as the rightful heir, “Electra’s story is not obsessed
with power”®* even in this new context. Harris’s Electra has a bond with her mother rather
than being stuck in anger and hatred towards her because of the death of her father, and she
openly and honestly utters that she does not know him at all, a truth that is overlooked for the
sake of strengthening the patriarchal bonds in Aeschylus. On her second visit to the grave, she
meets Orestes for the first time, he says that he loves his mother, but he has to do something
as he slowly turns into his father:

1 hardly sleep now because
of the itches

[...]

he was always itchy

he had scabs on his feet

59  Zinnie Harris, “the Bough Breaks,” in This Restless House (London: Faber and Faber, 2016), 146.
60 1Ibid., 146.

61 1Ibid., 146.

62  Derrida, Specters of Marx, 9.

63 J. Scott, Electra after Freud: Myth and Culture (Ithaca: Cornell University Press, 2005), 1.

64 1Ibid., 2.
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it used to drive him crazy

[...]

if it was just the itches well okay but

he had a scar on his side where they took his appendix
out

[...] my appendix has not been taken out but look —

He lifis up his top.

He has a scar.”®

The itch, and the scar of a wound that is not inflicted on him are all physical symptoms
of trauma that are suffered mutually by Orestes and Electra. These symptoms can also be
interpreted as the signs of intergenerational trauma or postmemory which is another form
of transmission. In Marianne Hirsch’s words, “postmemory” is “the relationship that the
‘generation after’ bears to the personal, collective, and cultural trauma of those who came
before — to experiences they ‘remember’ only by means of the stories, images, and behaviors
among which they grew up.”*® In Harris’s rewriting, Electra and Orestes are not only inflicted
by bearing witness to traumatic events as outside witnesses (and later as perpetrators), but
also are infected by the traumatic background of the house of Atreus as well as the traumas
experienced by their parents; as Sinem Yazicioglu suggests “/t/he problem of generational
transmission in postmemory also demands a return to familial structures.”®” Electra and Orestes
have to bear the burden of the entangled traumatic memories of their familial history, and as
they are not yet first hand victims/perpetrators in the experience, they are actually contaminated
by witnessing as well as postmemory, as Duggan and Wallis suggest “Bearing close witness
to a perpetually unresolved trauma can install second-hand memories that are so powerful
as to become traumatic in their own right. Moreover, such ‘collective traumatic memory’
can become installed across a culture.”*® However, although these visions and symptoms
turn into signs of “collective traumatic memory” and demand that Electra and Orestes claim
these unacknowledged traumatic memories of their ancestor, they fail to recognize the signs
and claim their traumatic background. Orestes is also haunted by the ghost of the father and
confesses to Electra that they must kill Clytemnestra to avenge the death of their father which
will eventually cure him/them, so he seeks a cure that will heal the wound. The revenge plot,
in this context, is a faulty way of liberating themselves from the trauma of witnessing and/or
loss and postmemory.

In Harris’s version, it is Orestes, rather than Electra, who tries to persuade his sister to
kill the mother, similar to the Queen’s actions in the first play, they decide to test her first.

65 Harris, “the Bough Breaks,” 196-197.

66 Marianne Hirsch, The Generation of Postmemory: Writing and Visual Culture after the Holocaust (New York:
Columbia University Press, 2012), 5.

67 Sinem Yazicioglu, “Intergenerational Transmission in the Age of Postmemory: Rebecca Makkai’s Music for
Wartime,” Litera 31, no. 1, (2021): 77.

68 Duggan and Wallis, “Trauma and Performance,” 7.
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Although Clytemnestra wakes up from her long sleep, she starts smelling a terrible smell,
seeing flies, and other hallucinations which are of course reminders of her repressed trauma.
She does not only suffer from the loss of her daughter but now also suffers from perpetrator
trauma. To keep the flies away she wants to close the windows and does not want anyone to
go out, a symptom which will also be visited upon Electra in the last play. She tries to stop
anything that recalls the memory of the event. Her sleep, hallucinations, and the flies the others
cannot see are like the symptoms of Lady Macbeth, they are signs of her guilty conscience
and suppressed memories trying to make their way out. This is also represented in her fear
of knives after waking up and her fear of her own son who turns into a snake that bites her in
her dream. As Caruth indicates “trauma describes an overwhelming experience of sudden or
catastrophic events in which the response to the event occurs in the often delayed, uncontrolled
repetitive appearance of hallucinations and other intrusive phenomena.”® Therefore, these
fearful visions, hallucinations, dreams are all seen as the forces of the supernatural, yet they
are belated responses to trauma that calls the victim/witness/perpetrator to face her traumatic
experience.

Electra’s transformation in this second play is also significant. It can be suggested that
as she does not remember anything about the day of the death of her father, she forgot her
witnessing and repressed her memories as a common reaction/response to trauma. To use
Caruth’s description, she carries “an impossible history within”’® her. Orestes’ return and his
retelling of the traumatic events of that night trigger her trauma, she is, in a sense, contaminated
as a listener to trauma, as well. After testing Clytemnestra, Orestes is not sure about moving
forward with his plan yet this time Electra, whose trauma is triggered by the narrative of
Orestes and Clytemnestra’s inability to cry when she is told that her son is dead, encourages
him to kill the mother. Although Clytemnestra shows a loving and caring reaction when she
sees Orestes and he realizes that he cannot stab his mother, “the bough breaks” with Electra
taking the knife and killing Clytemnestra in a moment of impulse, which destroys the last
chance for reconciliation and working through trauma. As the audience learns later in the last
play, this act will lead to Orestes’ suicide and the bough, which stands for the bond between
mother and daughter, peace and reconciliation’ and a branch of the family tree, is broken,
symbolizing the end of the house of Atreus. Yet, it also leads the way to the re-traumatization of
Electra who not only becomes a perpetrator but also a witness/victim as she loses all her family.

69  Caruth, Unclaimed Experience, 11.

70 Cathy Caruth, “Trauma and Experience: Introduction,” in Trauma: Explorations in Memory, ed. Cathy Caruth
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3.3 “Electra and Her Shadow”

“Electra and Her Shadow,” the last play of Harris’s trilogy, contrary to the original play,
centralizes Electra’s story after the death of Clytemnestra, rather than Orestes’ story. As Jill
Scott also underlines Electra is an important figure in the “Attic tragedy” yet “was largely
ignored by authors in subsequent periods. And when she did make an appearance [...] it was
in the guise of Orestes’ helper or Agamemnon's daughter rather than as a heroine in her own
right.”” Scott also suggests that she becomes a central figure in the twentieth century and
Harris’s twenty-first-century play reimagines Electra not only as a “heroine in her own right”
but also as a character not driven by hysteria and anger, in a sense this reimagining of Electra
challenges both Aeschylus and Freud and even Jungian Electra Complex as she is not hysterical
or melancholic about the loss of the beloved father. Harris abstains from recreating the female
character that supports the patriarchal order with her hatred for the mother and yearning for
the father figure, she depicts her as a more realistic character that suffers from trauma.

While in the Attic tragedy this third play is about Orestes being driven crazy by the Furies,
and the judgement scene in which Apollo and Athena vote for him to reimburse the patriarchal
order by trespassing the maternal rights, Harris turns this part into a play happening in a
psychiatric ward where Electra is hospitalized for a mental illness that made her kill her mother™
and suffers from hallucinations, such as seeing the ghosts of Agamemnon, Clytemnestra, and
Orestes and hearing the screeching voices of the Furies. She is afraid of open windows and
doors, and in a way, she repeats the patterns of her traumatized witness/perpetrator mother.
In this play, Electra is not able to communicate her trauma yet obsessively repeats her fears
concerning the coming of the creatures of hell and underlines the fact that they are sent by
her murdered mother.” These references inevitably point out Electra’s traumatized self, for
that matter, her inability to communicate her trauma which reveals itself through ghosts and
voices without bodies.

This part also introduces Audrey, a therapist who aims to cure Electra before leaving for
another hospital in the United States of America. The inclusion of a relationship between a
patient who is the victim and perpetrator of a traumatic event, and a therapist/listener to trauma
enables us to talk about the possibility of healing and further contagion. As Audrey strives to
remain scientific, medical, and distanced at first, her distance makes it impossible for Electra
to open herself as no one believes her story. As Laub suggests “/t/he absence of an empathic
listener, or more radically, the absence of an addressable other, an other who can hear the

anguish of one s memories and thus affirm and recognize their realness, annihilates the story.””
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However, after a while, Audrey inevitably forms a bond with her patient on the ground that
they share a similar background. Yet, this time, Electra’s recounting of her hauntings by the
ghosts and the voices of the Furies starts showing its effects on Audrey, slowly taking her over
and transforming her into Electra’s shadow. Audrey is also traumatized as a child and has been
through treatment’, however, her trauma is not cured but suppressed as she was not able to
reveal and claim the truths about her traumatic background. Electra, as a patient who lost her
siblings and father and killed her mother, triggers Audrey’s own trauma of losing a sibling,
being a witness to the death of her victimizer father, saying that “he’s sent them [the Furies]
to you like my mother sent them to me.”’” Audrey not only denies the similarity between their
cases but also sees this as a very natural act of projection by her victimized patient.” Although
it may be true in the sense that Electra tries to protect herself from further suffering through
projection, Audrey is also forced to face her trauma as she also starts suffering from similar
hallucinations. In Laub’s terms “/t/he listener” becomes “a witness to the trauma witness
and a witness to herself.””

The Furies, who are not seen but heard and felt only by the traumatized women, visit
Electra and then Audrey repeatedly, as Iphigenia visits Clytemnestra, and Clytemnestra visits
Electra. As Derrida also indicates while discussing hauntology, these visits turn into “visitare,”
“[V]isit upon visit, since it returns to see us and since visitare, frequentative of visere (to
see, examine, contemplate), translates well the recurrence or returning, the frequency of a
visitation. The latter does not always mark the moment of a generous apparition or a friendly
vision; it can signify strict inspection or violent search, consequent persecution, implacable
concatenation.”® In the case of Electra and Audrey, these frequent visitations are not friendly
but more sinister as these audial and visual hallucinations are symptoms of trauma seeking
recognition as well as justice.

The third play of Harris’s trilogy also stages a trial scene between Electra and the ghost
of Clytemnestra, while the Chorus serves as the judge and Audrey as an outsider witness. As

99

Aydogmus suggests, in “Eumenides,” “/a/fter the trial, the generations of curse and revenge
ends. The case of Orestes is considered as the first court of justice in the Athenian democracy. [...]
the decision of Athena gives men superiority over women. In conclusion, Clytemnestra doesn t
become successful. Giving more credit to Orestes represents the transition from matriarchy
to patriarchy.”®" However, the judgement in Harris’s play differs from the one presented in

Aeschylus. The deciding vote in the trial is given by the ghost of Iphigenia who reveals that
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she is not the vengeful spirit, it has been their traumas haunting them all along, rather than her
ghost, and her verdict is reconciliation rather than picking sides. Iphigenia, who replaces the
masculine goddess Athena in this play, votes for peace and shows the possibility of a different
future. Thus, Harris introduces an alternative ending to this tragedy, however, the outcome of
the trial is followed by Electra’s suicide. Electra commits suicide as she cannot escape or heal
her trauma because she cannot succeed in putting it in words and finding an empathic listener
who would understand her. It can be suggested that she sees this as the only way out of this
vicious cycle of trauma. The curse/trauma can be said to come to an end, however, with the
fall of the house of Atreus and not with the cleansing of Orestes and his line. Audrey, who
similarly is on the verge of committing suicide during the trial scene is able to free herself
from this shadow as she is saved from the rope:

Jordan

They said

a patient died and if the nurse hadn't been there,
you would have to

Audrey

1 know

Beat.

I'm glad she was there

that she found me in time

I watched my father die, and I didn 't help him
I’ll always have to live with that

but I can live

1 can live with it

and look, the window is open.®*

Learning to live with the ghosts is offered as the cure to the haunting, and at the end of
the play Audrey not only claims her traumatic experience but also acknowledges her ghosts,
and seemingly overcomes her fear of windows, something Electra was not able to achieve.
However, the very last stage directions of the play, “[S)he looks out. / She leans right out,”®
leave the interpretation to the director/audience as her action is ambivalent, when she leans
out of the open window it is possible to see it as a courageous act of overcoming her fear or
as another attempt at suicide. If it is a suicide attempt, then it means that Audrey also fails
to achieve coming to terms with her trauma. It can be said that Harris, eventually represents
the difficulty of healing trauma as well as living with its burden which mostly lies heavily
upon women.

82 Harris, “Electra and her Shadow,” 318-19.
83 Ibid., 319.
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4. Conclusion

Harris, contrary to the patriarchal propaganda of Aeschylus, focuses on women’s trauma,
yet she is not picking sides or treating her characters unequally. She not only gives an insight
into the misjudged and misrepresented characters of the past but also shows all the characters
in a different light with their weaknesses which comes as a female playwright’s approach to
violence and trauma; rather than focusing on power and patriarchal expectations she tries to
see and represent her characters as human beings who suffer and seek justice and redemption.
Everyone is traumatized in the play in different ways, including Iphigenia and her betrayal
trauma, and Aegisthus who is a living witness to the murder of his brothers. Harris carefully
conveys their traumas in her text. Each has her or his own case, although it physically appears
in the form of a bag in the play that holds the personal belongings of Iphigenia, and is later
mentioned individually by all the other ghosts, it refers to their individual psychiatric cases
that contain their case histories.

Harris’s rewriting is influential in the sense that it comes as a counter-narrative that moves
women and a variety of marginalized mental states centre stage, as Aston suggests “/c/
ountering the gender bias that militates against women-centred narratives moving centre stage
is important to feminism's renewal of ‘progressive over-coming’or ‘becoming’.”’* Rewriting
is not only an act of overcoming but also an act of deconstructing the past and can be seen as
a way of communicating with the ghosts of the past. Shaw indicates that ““/d]econstruction
raises the specter of doubt as its central tenant: nothing is fixed, firm or stable in the hands
of deconstructionists. [...] Deconstructionists are concerned with moving concepts from the
margins to the centre—as in the privileging of writing over speech, for example— in order to
examine the creation of power and meaning.”® Moving from Shaw’s ideas, it can be suggested
that deconstruction is also a form of raising spectres, ghosts that demand to be heard and need
to communicate a message from the past. In the context of Harris’s rewriting, these spectres
need to communicate their own traumas as well as the traumas of the haunted living beings.
It can be said that Harris as a twenty-first-century playwright is communicating with the
ghosts of Clytemnestra and Electra who seek the help of a female playwright to retell their
story as theatre is a medium that helps them to be heard/seen by a large group of witnesses,
who carry the potential to be contaminated, haunted or cured by these stories because “/#/
raumatic narrations both heal and plague not only the narrator and listener characters but
also the audience in the theatre, stemming from the interactive nature of enacted staged
drama.”®® Therefore, Harris’s use of theatre for this purpose, which remains predominantly
male, functions uniquely as it both challenges the authority of a classical playwright and calls
for a live audience to bear witness to the trauma narratives of women.
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ABSTRACT

The 'memory boom' has promoted a wide array of plays among a large amount
of literary output in Western literature. Among these, Jonathan Lichtenstein’s
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the fall of the Berlin Wall; and the last in Bethlehem, 2006, as the Apartheid
Wall was rising. Whilst connecting these separate stories at the intersection of
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the past, and drawing on established trauma theorist Dominick LaCapra’s terms
‘acting out’ and ‘working through; it discusses how traumatic memories and
one’s relation to them shape the present. The study then reflects on Marianne
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Living in the Past, Living with the Ghosts: Trauma and Postmemory in Jonathan Lichtenstein’s Memory

Introduction

Freddie Rokem in Performing History (2000) evaluates Marcellus’s question, “What,
has this thing appear’d again tonight?” in Shakespeare’s Hamlet as deeply evocative of the
operations of the theatre itself. Emphasizing the theatrical representations of the past, he says,
“On the metatheatrical level, this question implies that the repressed ghostly figures and events
Jrom that (‘real’) historical past (re)appear on the stage in theatrical performances.” Echoing
Rokem, Marvin Carlson remarks concordantly, “theatre, as a site of the continuing reinforcement
of memory by surrogation, is not surprisingly among the most haunted of human cultural
structures.”, “All theatre,” Carlson further argues, “is a cultural activity deeply involved with
memory and haunted repetition.”, As Carlson and Rokem propose, theatre, among all other
literary and artistic forms, retells, again and again, the stories of the past; hence, by means of
re-enacting, it activates the memory and resurrects the past and its ghosts.

Memory and theatre, two closely associated words, have been sharing a common ground
for centuries. The fact that theatre has exclusively been dominated by memories, has made
this affinity more manifest. Together with this, Western playwrights have been at the forefront
of the memory boom, the upsurge in social and scholarly interest in individual and collective
memory in the last four decades, and stages around the world have hosted a wide array of
plays bringing expunged or ignored memories to the spotlight. Among others, the ravages of
two World Wars and the Holocaust legacy have been widely enacted on world stages. One
such play, Jonathan Lichtenstein’s Memory, is an aptly named memory play in the literal sense
since it was inspired by the memories of the playwright’s father, who escaped Nazi Germany
as a child with the Kindertransport, as well as his own relationship with these memories.
Informed by modern trauma theories, this paper reflects on how traumatic memories of
the past penetrate the whole lives of the traumatized and what unworked through traumas
amount to, as manifested in Lichtenstein’s play through the central character Eva’s Holocaust
memories and Israeli-Palestinian conflict that continues to wreck people’s lives. In line with
the unworked traumas, drawing on Marianne Hirsch’s concept of ‘postmemory’, the present
study also discusses the possibility of bearing the burden of traumatic memories even though
one is not a first-hand victim of the catastrophic incidents, namely Eva’s grandson Peter and
Lichtenstein himself.

Memory in Trauma, Trauma in Memory

Alluding to the challenges literature faces in embodying traumatic memories, Anne Whitehead
in Trauma Fiction (2004) notes, “impact of trauma can only adequately be represented by

1 Freddie Rokem, Performing History: Theatrical Representations of the Past in Contemporary Theatre (Iowa
City: University of Iowa Press, 2000), 133.

2 Marvin Carlson, The Haunted Stage: The Theatre as Memory Machine (Ann Arbor: University of Michigan
Press, 2003), 134.

3 Ibid., 134.
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mimicking its forms and symptoms, so that [in the works of trauma] temporality and chronology
collapse, and narratives are characterized by repetition and indirection.”, As an exemplary
trauma narrative, Lichtenstein’s Memory, manifesting this resistance to direct representation,
interweaves three trauma stories on a metatheatrical level and demands a critical reading by
presenting the stories’ interrelationship in a non-linear fashion. The play opens in a rehearsal
room where a group of actors is preparing the play Memory. The first story opens in 1990, just
after the fall of the Berlin Wall. Seventy-eight-year-old Eva is visited by her grandson, Peter,
who lives in the UK with his parents. Peter tries to reveal his family’s past, which unsettlingly
prepossesses him, by questioning his estranged grandmother. The second story, set in 2006
in Bethlehem, is not directly related to the main plot. Unlike the previous scene which starts
following the fall of a wall, in this one, a new wall, the Apartheid Wall between Israel and
Palestine, is rising. A Jewish soldier, Isaac, talks with a Palestinian, Bashar, whose house will
shortly be pulled down for the construction of the wall. With a flashback, the third story goes
back to Holocaust-era Berlin, around 1933, where twenty-one-year-old Jewish German Eva
marries another Jew, Aron, leaving his best friend Felix jealous. Eva and Aron attempt to run
away from Germany with their son and two other children whom Eva tries to save from the
Nazis. However, Felix, who becomes an SS soldier, gives them away.

Lichtenstein’s Memory, whilst interweaving these stories, raises a discussion of various
ramifications of traumatic memories. At the very outset, the central figure of the two stories,
Eva, stands out as a Nazi victim in one story and an old woman trying to cope with the traumatic
memories of her past in the other. One of the corollaries of trauma speculated by theorists is
that it creates impairments in a person’s ability to adapt and make meaningful connections
with other people, ultimately leading to isolation from society. The prolonged feeling of
detachment from others eliminates the feeling of love, and as a result, the victims cannot
commit themselves to any kind of relationship. As a witness and first-hand experiencer of the
atrocities, Eva is heavily traumatized and estranged from other people, even her family. As
her story unfolds, it is understood that while she, her husband, and two boys, the couple was
looking after, cannot leave Germany, they succeed in sending their own son to the UK via the
Kindertransport. Afterward, however, even though Eva survives the war and the Holocaust,
she cannot reconnect her son and his family. As trauma theorist Judith Herman proffers,
“Traumatic events call into question basic human relationships. They breach the attachments
of family, friendship, love, and community. They shatter the construction of self that is formed
and sustained in relation to others.”  This explains why Eva, the only surviving witness and
owner of the traumatic memories in the play, withdraws from social engagements and leads
an excluded life. As she cannot find any close relative for a prolonged time, she turns into
herself and when her grandson shows up years later, she refuses to talk to him about the past.

4 Anne Whitehead, Trauma Fiction (Edinburgh: Edinburgh University Press, 2004), 3.
5 Judith Herman, Trauma and Recovery: The Aftermath of Violence— From Domestic Abuse to Political Terror
(New York: Basic Books, 1997), 51.
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Putting trauma into words has been the subject of a long-lasting debate among scholars.
Mainly due to the “speechless fiight”, trauma creates and an ensuing inability to put horrible
experiences into words, many survivors of catastrophic events either prefer or are coerced to
remain silent. Nevertheless, some trauma theorists accept the importance of putting traumatic
suffering into narration and believe in the need to verbalize the incident for easing its detrimental
after-effects while some others insist that words do not suffice to convey the enormity of
these experiences. In order to clarify the underlying causes of this linguistic incompetence,
neurobiologists Bessel A. van der Kolk and Onno van der Hart identify two forms of memory
drawing on pioneering French psychologist Pierre Janet’s studies. They classify them as
‘normal’ or ‘narrative’ and ‘traumatic’ memories. Singling out traumatic memories from
others, they argue that

In contrast to narrative memory, which is a social act, traumatic memory is inflexible and
invariable. Traumatic memory has no social component; it is not addressed to anybody, the
patient does not respond to anybody, it is a solitary activity. In contrast, ordinary memory
Jundamentally serves a social function.,

In this context, Eva’s silence can be explained by her experiences being stored in traumatic
memory. Because of their overwhelming nature, these experiences cannot have a place in
normal memory; hence, they cannot find expression by way of speech. Her prolonged silence,
thus, compels her to live with the buried memories of these experiences.

One of the key figures of modern trauma theory Cathy Caruth, on similar lines, formulates her
definition of trauma, based on the elusiveness of traumatic memories in narrative representation.
As she puts it, trauma “describes an overwhelming experience of sudden or catastrophic
event in which the response to the event occurs in the often delayed, uncontrolled repetitive
appearance of hallucinations and other intrusive phenomena,”, as “the event is not assimilated
or fully experienced at the time, but only belatedly, in its repeated possession of the one
who experiences it.”  Caruth’s formulation emphasizes the suddenness of the event and the
belatedness inhering in the traumatic moment itself. Rather than being remembered as a past
experience, trauma thus becomes a part of a survivor’s life, being compulsively repeated in
the present and maintaining its ungraspable nature.

In the light of these arguments, Eva comes to the forefront as an epitome of trauma. No
matter how untouched she seems and acts, she relives traumatic memories of the past belatedly
by various repetitions. As she breaks her memories to Peter, she confesses that she offered

6  Michelle Balaev, “Trends in Literary Trauma Theory,” Mosaic: An Interdisciplinary Critical Journal 41(2) 149
(2008): 149-66.

7  Bessel van der Kolk, Otto van der Hart, “The Intrusive Past: The Flexiblity of Memory and Engraving of
Trauma,” in Trauma: Explorations in Memory, ed. Cathy Caruth 163 (Baltimore: JHU Press, 1995), 158-182.

8  Cathy Caruth, Unclaimed Experience: Trauma, Narrative, and History (Baltimore: JHU Press, 1996), 49.
Cathy Caruth, Trauma: Explorations in Memory (Baltimore: JHU Press, 1995), 5.
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her body to Felix to buy her family’s freedom and later Aron hanged himself believing Felix
would save the children and Eva. In the meantime, ghosts of Aron and Felix appear:

Peter: Tell me. I am like him
Eva: You are. You have come home. (Felix enters. Eva breaks away from Aron.) No! No! Not
again! Not that memory again. I will not remember that!

This hallucination proves that Eva has been haunted by the compulsively repeated memories
and ghosts of the past as she has been unable to assimilate the overwhelming experience of
rape and her husband Aron’s death. That being the case, rather than being remembered or
communicated as a past incident, these traumatic memories, thus, become a part of her life
recurring belatedly.

As these memories unveil, her grim past justifies Eva’s persistent silence to an extent.
This silence, albeit understandable, is not an ultimate escape way for trauma victims, though.
While deliberating the challenging question of addressing and representing issues related to the
trauma experience specific to the Holocaust, Dominick LaCapra draws a distinction between
‘acting out’ and ‘working through’ as possible responses to trauma. LaCapra interprets acting
out as compulsive and repetitive re-living of the trauma, which keeps the survivor haunted
by the past event and withholds them from re-engagement in life. | Working through, on the
contrary, functions as “a kind of countervailing force” , in which the traumatized person can
take a critical distance to the event they experienced. Turning back to the traumatic event and
constructing a complete narrative, which is strongly supported by the theorists, is a rather
effective working through tactic for enabling a step towards detraumatization. However,
besides the enormity of the incidents that render her speechless, Eva cannot find anyone who
can support and listen. On that account, she grievously stays bound to live with traumas and
to act them out, diversely and indefinitely.

Eva’s resistance to verbalize her pain and share it with others traps her into a loop of acting
out which arises in form of distorted narratives, too. She occasionally talks of Eli and how she
saved both him and Joshua from the Nazis by lying on them. , Peter reads one of the letters
which were written by Eli, as Eva claims, yet he realizes that they seem to be written by Aron
who definitely died a long time ago. In the culminating scene, she changes this long-standing
story of saving boys from the Nazis by lying on them and states that the boys are both dead.
Just as Eva begins her revealing speech, Lichtenstein disrupts the illusion of reality and turns
the scene back to the rehearsal room. Actor Vivien, as Eva, forgets her lines, and a prompter
helps her. This way, they complete the real story.

10  Jonathan Lichtenstein, Memory (New York: Dramatists Play Service, 2008), 50.

11 Dominick LaCapra, Representing the Holocaust: History, Theory, Trauma (Ithaca: Cornell University Press,
1996), 174.

12 1Ibid., 174.

13 Lichtenstein, Memory, 10, 12, 13, 41.
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Eva: The two boys in green hats were with me, squeezing my hands. One of them was crying.
“You boy, stop crying, " says some of the guards ... (as Vivien.) [ can't go on. ... I don 't know
this speech. I told you at the beginning.
Chris: I'll feed you the lines. His tears would not stop.
Vivien: His tears would not stop.

Chris: He held my hand tight.

Vivien: He held my hand tight.

Chris: Stop crying the guard says.

Vivien: Stop crying the guard says.

Chris: But he couldn 't

[...]

Chris: If you do not stop crying

Vivien: If you do not stop crying

Chris: 1 will kill you.

Vivien: I will kill you.

Chris: Then his brother started to cry.
Vivien: Then his brother started to cry.
Chris: Quiet tears.

Chris: Kneel down said the guard.

Vivien: Kneel down said the guard.

Chris: Gently.

Vivien: Gently.

Chris: And your brother.

Vivien: And your brother:

Chris: The boys were confused.

Vivien: The boys were confused.

Chris: Their lips were blue.

Vivien: Their lips were blue

Chris: The guard helped them.

Vivien: The guard helped them.

Chris: He arranged them

Vivien: He arranged them

Chris: So that the older boy was kneeling alongside the younger one |...]
Chris: He levelled their heads

Vivien: He levelled their heads

Chris: So that they were at the same height.
Vivien: So that they were at the same height.
Chris: He took out his gun.

Vivien: He took out his gun. [...]

Chris: He was precise.

Vivien: He was precise.

Chris: Then he shot them

Vivien: Then he shot them

Chris: One bullet ...

Vivien: One bullet...
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Chris: Through both their heads.

Vivien: Through both their heads.

Chris: The guard said.

Vivien: The guard said.

Chris: Why waste two bullets?

Vivien: Why waste two bullets... (Silence),,

Rendering one of the most poignant scenes in Memory, this part both offers recognition for
the audience and Peter, and it unveils the real extent of Eva’s trauma withal. Frozen in time, the
memories of the traumatic events are so vivid that for Eva they are like now. Tense shifts from
past to present, in this context, attest to the freshness of the memories and their “durational
time”  that never passes. Lichtenstein’s twist by taking the scene back in the rehearsal room,
on the other side, primarily breaks audience identification and requests witnessing. Repetition
of Eva’s lines, disclosing the enormity of Nazi atrocities, intensifies pathos and evokes an
echo. This, in that case, can be interpreted as an echo of that unprecedented violence that still
reverberates today and will possibly reverberate for some more time.

Getting back to Eva’s response to trauma by distorting the painful realities and fabricating
positive scenarios that the above-mentioned scene reveals, Eric Santner’s term “narrative
fetishism” can render a better interpretation, since it meets Eva’s situation in full measure.
Santner in his paper titled “History Beyond the Pleasure Principle” defines narrative fetishism
as the “construction and deployment of a narrative consciously or unconsciously designed to
expunge the traces of trauma or loss that called that narrative into being in the first place.”
As a matter of fact, working through, as a healthy response to a loss or a traumatic happening,
necessitates ‘work of mourning” which embodies a process of accepting and integrating the
traumatic loss by repeating and remembering it. Unlike mourning, narrative fetishism, Santner
writes, is “the way an inability or refusal to mourn employs traumatic events; it is a strategy
of undoing, in fantasy, the need for mourning by simulating a condition of intactness, typically
by situating the site and origin of loss elsewhere.” , This means, while mourning necessitates
acceptance of the loss and the trauma it causes, narrative fetishism invalidates the trauma,
therewith, the need to mourn.

Eva, who focused on survival after the loss of her husband and two boys, cannot have a
healthy mourning process either due to her inability or refusal and due to the lack of people
who could support and listen. Unable to cope with the reality of trauma, she stalls herself and

14 Ibid., 52-54.

15 Lawrence L. Langer, “Memory’s Time: Chronology and Duration in Holocaust Testimonies,” in Admitting the
Holocaust: Collected Essays 16 (New York: Oxford University Press, 1995), 13-24.

16  Eric Santner, “History Beyond The Pleasure Principle: Some Thoughts on the Representation of Trauma,” in
Probing the Limits of Representation: Nazism and the “Final Solution”, ed. Saul Friedlander 144 (Cambridge:
Harvard University Press, 1992), 143-154.

17 Ibid., 144.
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others to alleviate her pain utilizing a fabricated story. Very tragically she witnesses the death
of two boys she was supposed to protect. Yet, even though she remains aloof and rarely talks
to her family, in her letters to them and during her conversations with Peter, she frequently
mentions Eli and Joshua and how she saved them from Nazi persecution. On the one hand,
this distorted story ensures her a pseudo relief as it secures a persistent trauma, on the other
because she cannot face real trauma and, therefore, cannot have a healthy working through.
However, undervaluing the arduous process of coming to terms with the past and trauma,
Lichtenstein awkwardly upties Eva’s story. She concedes the past when she starts talking to
Peter; because as she starts recalling her memories, other traumatic memories also bubble to
surface and reveal themselves cascading back. Hinting at the power of speaking of the haunting
past, Lichtenstein erroneously boils it down to a moment similar to an epiphany.

Postmemories, Post-victims

Eva: They happened to me. Not to you.
Peter: They are like salt. They 've salted me. A few white crystals affecting everything. ,

This interaction between Eva and her grandson encapsulates the very essence of Lichtenstein’s
dramatic work as well as winking at the vicarious forms of trauma. As she puts it, Eva witnessed
and suffered unspeakable horrors with other victims; however, as Peter avows, these horrors
have plagued a lot more people who had no experience of them. This is because the Holocaust,
as John McCumber posits, is “the master rupture” , of the twentieth century, and its magnitude
is beyond the comprehension of the human mind. It happened to a small minority in proportion
to the whole world, yet as one of the most inhumane and darkest episodes of history, it created
arift that has not yet been sealed. On this account, its legacy continues to plague contemporary
consciousness and vicariously traumatize a growing number of people.

It has been revealed that trauma that is too serious and large in extent does not stay confined
to its real victims but can be transferred to subsequent generations. In order to define this
poignant phenomenon of trauma’s continuing effect across generations, Marianne Hirsch,
in her 1992 article, “Family Picture: Maus, Mourning and Post-Memory,” coined the term
‘post-memory’. The term refers to the memory “that of the child of the survivor whose life
is dominated by memories of what preceded his/her birth.”, Hirsch argues that in cases of
post-memory, descendants of survivors (victims as well as perpetrators) of massive traumatic
events connect so deeply to the previous generation’s remembrances of the past that they
need to call that connection memory. Thus, in certain extreme circumstances, memory can

18 Lichtenstein, Memory, 54.

19 John McCumber, “The Holocaust as Master Rupture: Foucault, Fackenheim, and ‘Postmodernity’,” in
Postmodernism and the Holocaust, eds. Alan Milchman and Alan Rosenberg (Atlanta: Ropodi, 1998), 239-64.

20 Marianne Hirsch, “Family Pictures: Maus, Mourning, and Post-Memory,” Discourse 15(2), Special Issue: The
Emotions, Gender, and the Politics of Subjectivity 8 (1992): 3-29.
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be transmitted to those who were not actually there to experience an event.,, Given this, in
Lichtenstein’s play, it is apparent that Peter, who has never been to Germany before and has
no experience of the Holocaust, inherited catastrophic memories of his ancestors. As he has
grown up with inherited memories, not through direct experience or recollection but mediated
images, stories, and behaviors, he turns up as a ‘post-victim’.

The purpose of Peter’s visit, likewise, verifies that for a very long time he has been grappling
with the handed-down memories. Raised with the stories that his father told him, he wants to
face them both by learning the details and by visiting the sites of these traumatic happenings
before his grandmother dies. He wants himself, as well as Eva, to “Make peace with the past”
by facing its baggage no matter how hard it would be; so that both could get rid of its haunting
traces. Even though Lichtenstein leaves the ending open, the ghost of Aron’s putting out the
menorah that Peter has lighted as Eva starts talking about what really happened to her and
her family suggests a closure. It implies that Eva’s dormant suffering has been alleviated after
being ignited. Yet, this unsatisfactory attempt, unfortunately again, runs the risk of trivializing
the trauma and underestimating the tough process for the closure of this ever-crying wound.

Actually, Jonathan Lichtenstein himself comes to the forefront as a paragon of post-
memory. His father Hans Lichtenstein escapes from Germany alone when he was twelve with
Kindertransport, yet his parents die there. Even though Lichtenstein’s father does not talk
about his childhood, family, Germany, or the Holocaust, Lichtenstein proclaims that he has
been imbued with memories of them throughout his life. In “Writing Through the Silences of
a Lost Family”, he asserts:

Over many years I came to understand that I had been infused part of my father s traumatic
history. Why this happened I do not know. All I do know is that it became the dark ghost
inside me, the lining of my heart, the stones of my kidneys. His unspoken pain surrounded
me, then settled inside me—and despite my battles with it, it gripped me.

Haunted with this ghost and unable to cast it aside, Lichtenstein decides to trace this
trauma his father endured by taking him to Berlin where Hans Lichtenstein had lived as a
child. Recreating the journey from Berlin to Wales backward, father and son visit places in
Berlin where Hans had lived, shopped, eaten, played, and said goodbye to his mother for the
last time. Playwright’s book Berlin Shadow (2020) narrates their trip to Berlin and thus brings
Lichtenstein’s postmemories to light. Besides attesting to the playwrights’ postmemories of
the Holocaust, Berlin Shadow also evinces their traces in the Memory. Much like Peter’s,
Lichtenstein’s father comes to the UK as a Kindertransport evacuee leaving his parents

21 Marianne Hirsch, “The Generation of Postmemory,” Poetics Today 29(1) 105-6 (2008): 103-28.

22 Lichtenstein, Memory, 13.

23 Jonathan Lichtenstein, “Writing Through the Silences of a Lost Family,” Literary Hub. Accessed on 8 June,
2021. https://lithub.com/writing-through-the-silences-of-a-lost-family-history/
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behind in Berlin. Avoiding conversations about the past, he hides his father’s suicide until
Jonathan’s eighteenth birthday.,, Although Hans Lichtenstein loses both parents, his grandmother
survives whom Jonathan cannot talk to. In this respect, Peter can be regarded as Lichtenstein’s
spokesperson while penning Memory and later paying a visit to Berlin manifests to his real
attempts of coming to terms with the past.

From Victim to Perpetrator

Set in Bethlehem, in 2006, the third duologue between Israeli Isaac and Palestinian Bashar
seems very loosely connected to the main plot. Some critics even remark that the play would be
better without this third plotline.,, As a matter of fact, through critical reading, it is conspicuous
that these three plotlines share a common ground. Apart from the names, the stories are the
same yet in a reversed order; in another part of the world, in another time, another wall is being
built and other people are being displaced from their birthplaces. A noteworthy difference is
that former victims become the very perpetrator, at this instant.

Bashar and Isaac’s confrontation ostensibly delineates the Palestinian and Israeli conflict,
yet weaving this conflict with two other plotlines, the play facilitates a correlation between
these disparate stories on the basis of memory and trauma. Hence, when read beyond the lines,
the play implies a cause-and-effect relationship alongside a similarity between two traumatic

incidents. One is overshadowed by the Holocaust and the other by the Nakba;, Israelis and

’ 26
Palestinians are two nations suffering from personal and collective traumas. No matter how
incommensurable with the Holocaust, the ongoing prolonged and violent conflict caused both
parties to inflict harm on one another, and to demand recognition of their identity and legitimate
rights as well as suffering. In Memory Bashar’s proposition “We are the Jews of the Middle

1)
’ 28

similitude. In addition to this similarity, their failure to recognize each other’s suffering is
also highlighted.

East”,, and Isaac’s “I am just carrying out orders,” , echoing Nazi SS soldiers, embody this

Isaac: They will make you move. [...] You were born in this house?
Bashar: And my father and his father.

Isaac: You lived in this house?

Bashar: All of us. Yes.

Isaac: You will be buried in this house.,,

24 Jonathan Lichtenstein, The Berlin Shadow: Living with the Ghosts of Kindertransport (London: Scribner, 2020).

25 Tom Williams, “Memory,” Chicago Critic. Accessed on 10 June, 2021. https://chicagocritic.com/memory/
Philip Fisher, “Memory,” British Theatre Guide,2008. Accessed on 12 June, 2021. https://www.britishtheatreguide.
info/reviews/memoryPF-rev

26  Also known as Palestinian Catastrophe or Exodus, The Nakba refers to the expulsion and displacement of more
than 700.000 Palestinians during Palestine War in 1948.

27 Lichtenstein, Memory, 39.

28 Ibid., 34.

29 Ibid., 33.
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This speech embodying Bashar’s grief over leaving the house, he and his ancestors have
lived for decades, is mirrored in Aron’s reluctance to leave Germany, which is his and his
forefathers’ home.

Felix: Take my advice and go.

Aron: Felix, I'm a German. My father was a German and his father and his father. You know
all this. I love Germany, so why? Why?

Felix: I don't know. Truly, I don't. But. It may get worse before it gets better.,;

No matter how similar their sufferings are, both Bashar and Isaac fail to empathize and
continue to blame one another. Thus, the conflict between them, just like several others between
communities, becomes unsolvable.

Several scholars contend that major collective traumas fatally impair a group’s sense of
security, self-worth, and future creating a perpetual sense of victimhood.,, Since the group is
preoccupied with past traumas, this sense of victimhood shapes their worldviews, values, practices,
and relationships with other people. If they stay fixed on their past traumas and cannot get rid
of them, they stay alert to defend themselves from any threat leading them to easily turn into
perpetrator.,, Those who are victims of trauma fail to recognize and accept others’ victimization.
In this context, the duologue of Bashar and Isaac can be seen as a corollary of the unworked
trauma of the preceding one. Besides, it is probable to see this new Apartheid Wall and never-
ending walls visible and invisible across the world as evocative of unworked traumas of conflicts
between nations and generations. This story, in these lines, also shows how unworked through
traumas of victims turn them into perpetrators creating new traumas and victims, anew.

Conclusion

Multiplication of collective catastrophes maintains the proliferation of memory studies and
enables umpteen artistic and literary responses. Among others, the memory of the Holocaust,
punctuating a watershed in human history, is still a politically, socially, culturally, and artistically
loaded subject. In parallel with this, whilst the Holocaust’s impact on individuals and communities
constitutes one of the most influential strands of research within memory studies, its painful

30 Ibid., 37.

31 Daniel Bar-Tal, Sabina Cehajic-Clancy, “From Collective Victimhood to Social Reconciliation: Outlining a
Conceptual Framework,” in War, Community, and Social Change: Collective Experiences in the Former Yugoslavia,
eds. D. Spini, G. Elcheroth, and D. Corkalo Biruski (New York: Springer 2014), 125-136; Maya Kahanoff,
“Collective Trauma, Recognition and Reconciliation in the Israeli—Palestinian Conflict,” in Recognition as Key
for Reconciliation: Israel, Palestine, and Beyond, eds. Yoram Meital and Paula Rayman (Boston: Brill, 2018),
59-92; Joseph V. Montville, “The Healing Function in Political Conflict Resolution,” in Conflict Resolution Theory
and Practice Integration and Application, eds. Dennis J. D. Sandole and Hugo van der Merwe (Manchester and
New York: Manchester University Press, 1993), 112-27.

32 Ervin Staub, “Reconciliation after Genocide, Mass Killing, or Intractable Conflict: Understanding the Roots of
Violence, Psychological Recovery and Steps toward a General Theory,” Political Psychology 27 871 (2006):
867-94.
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legacy that dominated post-war literature preserves its relevance in the contemporary world, too.
Exceeding spatial and temporal limits, it still haunts a wide array of people and finds manifold
artistic expressions perpetually. Thus, even artists, who are born much later after the War and have
no direct experience of the Holocaust with the brunt of postmemory produce works manifesting
trauma of this transnational phenomenon.

Exemplary of the Holocaust literature, Jonathan Lichtenstein’s play Memory engenders
specific manifestations of traumatic memory through three intertwined stories, each engaging
in various ways with the pathologies of trauma. One story sheds light on the overwhelming
incidents in 1930s’ Berlin that will cause tremendous personal and collective traumas for many
decades to come. Protagonist Eva, her husband, their son, and two other children experience
Nazi persecution. Eva is separated from her only child, her husband commits suicide, and two
little boys she is trying to protect are executed before her eyes. Besides keeping an account of
unspeakable horrors, people suffer in Nazi Germany, this part also facilitates interpretation of
the second story as it encapsulates underlying causes of the characters’ trauma.

The second story, set in 1990s Berlin as a follow-up to the first, embodies the traumatic lives
of the people arising out of the preceding catastrophes. Eva, now a woman of seventy-eight,
lives in total isolation with the haunting memories of the past. As she cannot find anyone to
support and listen to her, she lives fixed to her traumatic past and perpetually acts them out.
Moreover, she tries to expunge traces of trauma by fabricating false memories which prevents
her further from working through. In addition to Eva’s trauma, this story also offers insights
into the notion of postmemory through Peter. Eva’s grandson, Peter is similarly haunted by
the traumatic memories of his grandmother although he has no experience of them. Having
been brought up with the images, stories, and sufferings of his father and grandmother, he
is heavily traumatized and becomes an epitome of postmemory. It can also be argued that
Peter is the spokesperson of Lichtenstein as the playwright himself is a Holocaust survivor’s
son. Vicariously traumatized for he was brought up with the harrowing Holocaust memories,
Lichtenstein becomes a post-victim as an owner of postmemory and to verbalize his own
trauma he creates this affinity in his play.

The last story manifests the heavy cost of the unworked through traumas in the form of
new traumas on personal and national levels. Through a duologue between an Israeli soldier
and a Palestinian, evacuated from his house, this story brings the persistent Isracl-Palestine
conflict to attention. Subsequent to the former two stories, this part renders a conflicted and
traumatized relation to the past and its catastrophic consequences apparent.

Caruth asserts that trauma “is always the story of a wound that cries out, that addresses

EE)

us in the attempt to tell us of a reality or truth that is not otherwise available,”

Literary and

33  Caruth, Unclaimed, 4.
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artistic works attempt to verbalize these various wounds, in this wise, bring untold traumas into
relief. Among others, dramatic works provide fruitful ground for such traumas to be voiced and
enacted anew. It can even be claimed that just like traumatic memories haunting their survivors,
the past and its figures repeatedly haunt the dramatic works and theatre stages, as intrusive
ghosts, in order to find expression by re-enacting what has happened earlier. Epitomizing
this affinity, Jonathan Lichtenstein’s Memory incorporates harrowing memories of the past
that permeate the lives of the owners and plague many others. Enabling these memories to
be remembered and communicated in one story, it deliberates on the possibilities of working
through and alerts its audience against the risks of acting out former traumas time and again.
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ABSTRACT

This paper examines the impacts of the plagues in dramatic literature
and performance art beginning with ancient Greek Theatre and ending
in Contemporary Theatre. It addresses the traditional application of the
metaphorical employment of the plagues and a shift towards the pronunciation
of the space in Contemporary Theatre. This research exposes the existential
concerns that threaten humanity, such as fascism, marginalization, and the
catastrophic consequences of climate change. To clarify the main argument,
the classical and modern texts, along with the opinions of legendary theater
theoreticians, directors, and artists, are examined. These sources range from
Sophocles’ Oedipus the King, Daniel Defoe’s A Journal of the Plague Year, Albert
Camus'The Plague, and Ann Bogart, to Robert Wilson. These existential concerns,
along with possible artistic responses to the current problems of climate change
and COVID-19, inspired them to start a discussion through more ecologically
concerned theater practices..
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Introduction

Plagues have been one of the sources that have empowered the imagination of theater
artists throughout history. The main reason for this creative force is the context of the diseases,
such as the physical and psychological manifestation of the plagues, contamination, and the
methods of treatment. This article examines the traditionally metaphorical application of the
plagues to address existential issues of humanity, and a shift through physical and even virtual
space in Contemporary Theatre due to COVID-19.

The recent COVID-19 pandemic encouraged art makers to find new aesthetic methods
to reflect social, political, and ecological issues and emergencies. Historically, plagues have
fired playwrights and artists’ imaginations metaphorically. Artists investigated the question of
“who are we” in their new surroundings.! For example, Sophocles wrote Oedipus the King as
a “plague character.” In fact, the play wasn’t literally about the plague that hit Athens in 430
B.C.E. Regardless, the dramatist applied the disease as a metaphor of devastation to articulate
the tragic destiny of an innocent man, Oedipus.

In the 1940s, Albert Camus wrote The Plague, employing a fictional plague as an analogy to
criticize rising fascism, Nazis, and other dictatorial regimes. Nowadays, the emerging aesthetics
of art, such as Eco-Theater, concentrate on the question of “where are we?? This question
is linked to climate change, as well as the current and future environmental catastrophes that
threaten the environment. Ecological issues are predominantly related to physical space. Fires,
droughts, hurricanes, dislocation, and exodus significantly affect living organisms, endangering
them in their habitats. The catastrophic effects of climate change are a big issue that we are
and will be dealing with globally. After all, both aesthetic approaches are interested in the
existential emergencies of humans and ecology. Comprehension of these aesthetic perceptions
can assist art makers in creating dialogues to explore options while reflecting on contemporary
social, political, and ecological issues.

COVID-19 destabilized and paused human lives for a while. Loss, unrest, uncertainty,
fear, anxiety, isolation, and violence highlighted this tragic period. The consequences of crises
have been traumatizing as well as opening doors for hope. This temporary pause has allowed
artists to stop, to think, and to reconstruct. It has paved a way to communicate and to share
both among the art makers, and between art makers and audience in terms of responding more
effectively to the issues of the current pandemic or plague environment. In a recent interview,
Richard Schechner states, “This virus gives an opportunity to think between the end of the
virus and the climate catastrophe. Artists can participate in this. Because an artist’s job is

1 Kristin Idaszak, “ECODRAMATURGY”, Kristin Idaszak, accessed February 7, 2022, https://www.kristinidaszak.
com/ecodramaturgy.
2 Ibid.
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imaginary and participatory... So, I do feel that we have the opportunity, locally as artists, to
reconfigure the aesthetic structures. And then to elaborate social and political world to world
to deep structural changes.” Schechner’s hopeful approach as socially and politically active
members of the art community remind us of Brecht’s activism. Anne Bogart also gives credit
to Brecht with this quote from him: “New times need new forms.”™ Clearly, Schechner and
Bogart see the future, which is embedded in activism, as hopeful, as did Brecht. In terms of
possible changes in theater ecology, Bogart believes it is necessary to rethink the basics of
theater. She reminds us of the value of listening, which allows us to cultivate ideas. Artists
must be aware of the issues as well as fragmented words and pay attention to them. Bogart
views the artists as the voice of the problems and happenings in life.

Therefore, Bogart is less interested in using the virtual platforms as a means of self-
expression and critically approaches the way people use social media platforms. She shares
Tina Landau’s definition of self-expression on virtual platforms as a “form of mourning” and
Bogart argues with this statement by stating, “The theatre is not self-expression... If anything,
it’s a eulogy. It’s actually giving voice to dead people.” This profound perception of theatre
has a dimension of social and community consciousness.

As theater makers, she wants to see that people are using virtual platforms to project deeper
issues that connect with one another through understanding and empathy. Bogart illustrates her
point with a story. American prisoners at camps during the Vietnam War, and during WWII
in Japan and China, created a communication method by tapping. The story continues, “they
would be separated and enforced not to actually speak to one another. And so, they figured out
a very elaborate way of tapping to one another, either through the walls or against the pipes.
They figured out elaborate messaging systems that would go from one cell to another. And
I thought, ultimately, that is interesting because it’s one person trying to reach out to others
or a group of people trying to stay together amidst horrifying circumstances.”® What Bogart
suggests is a way of communication that has a deeper understanding and sense of each other,
rather than shoddily expressing oneself in virtual reality. This is like earlier artists who used
plague as a metaphor— a metaphor of touching ever-existing issues such as marginalization
and violence. Ultimately, plague urges artists to search for their own way of reaching out, as
Bogart expressed, “[A]re you there, do you hear me, and I have something to say than just

297

kind of showing off.

3 The Segal Center, “SEGAL TALKS Richard Schechner (NYC)”, Video, YouTube, April 22, 2020, https://www.
youtube.com/watch?v=0znSzKhiw8c&t=1763s.

4 The Segal Center, “SEGAL TALKS: Anne Bogart (New York, USA)”, Video, YouTube, May 29, 2020, https://
www.youtube.com/watch?v=E38Ft3pQGlJg.

5 HowlRound Theatre Commons, “Directors Lab West Connects - Anne Bogart and Jessica Hanna on Sunday 24
May 20207, Video, YouTube, May 24, 2020, https://www.youtube.com/watch?v=UUHOSjT5SHXS8.

6  Ibid.

7  Ibid.
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There is an undeniable shift from pre-pandemic to during and post-pandemic aesthetics and
our means of communication. Zoom became a popular platform connecting people locally and
globally. Eco-theater is gaining great currency across the globe by pointing out emerging current
and future climatic catastrophes. The predicted future environmental disasters will manifest
more horrifying effects on the planet than COVID-19. Richard Schechner warns, “New York
will not have 250 thousand cases and 15 thousand deaths but be under 10 feet of water where
258

Amsterdam and London will have disappeared where Bangladesh will be flooded out etc.
As evidenced here, the question of “where we are” is more highlighted than “who we are.”

This approach has two points related to Eco-Theater. Firstly, Eco-Theater is primarily
focused on ecology-based issues rather than human-centered problems. Secondly, space has
crucial importance in Eco-Theater. Yet the theater world is diverse. A number of performance
companies still center on human conditions such as alienation, marginalization, violence, exodus,
human trafficking, love, loss, and isolation, which are as urgent as the growing concerns of
Eco-Theater. Hence, it is worthwhile to study the plagues in their historical and contemporary
conditions. Examining the metaphorical applications of plague, and its relations with space,
will allow us to understand the deeper relationship between plague’s political and social
dimensions, such as minorities, scapegoating, pollution, and purification. The metaphorical
comprehension of plague may help us to examine horrifying historical and current events such
as Hitler’s “Jewish Plague,” violence against minorities, and even deportations at the borders.

Pharmakos, Scapegoating

A healthy body is a powerful metaphor in Western literature. It refers to the wholesomeness
of'the city or nation. In ancient Greece and its colonies, scapegoating or pharmakos rituals were
practiced, purifying the city from plague and other environmental disasters. The plague was
pollution and it needed to be purified by exclusion, extermination, containment, and isolation
for curative purposes. Therefore, the annual pharmakos or scapegoating rituals symbolized the
purification process of the city. The ancient Greek dramatists used the metaphorical applications
of the healthy body. One of the greatest plague dramas was Oedipus the King.

The scapegoat ritual was based on human sacrifice. In this ritual “a man of the poorer classes
used to offer himself as a scapegoat for the city which in return, supported him, for a year upon
the best quality food.” His service as a scapegoat was meant to benefit the community. Then,
“at the end of the period, dressed in sacred garments, he was led through the whole city, while
prayers were uttered that all the evils of the people might fall upon his head. He was then cast
out of the city or stoned to death by the people outside the walls.”!® The pharmakos maintain

8  The Segal Center, “SEGAL TALKS Richard Schechner (NYC)”.
9  Jennifer Cooke, Legacies of Plague in Literature, Theory and Film (London: Palgrave Macmillan, 2009), 77.
10 Ibid., 77.
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two binary functions: curative and transmitter of the plague. Thus, removing the scapegoat
from the city or community meant eradicating the disease and bringing the cure. Hence, the
sacrificed person was both considered poisonous and curative. In fact, this binary is consistent
both in the formal and natural religions. Later on, we will see that there are attributions against
Jewish people as plague carriers in the Old Testament, and even more recently. In ancient
Greece, along with several of his duties, Apollo is considered the one bringing plague and the
cure, as in Oedipus the King. In formal religions, God is also believed to be both the beneficent
and the bringer of diseases to punish sinners. Albert Camus extensively talks about God’s
role in delivering the plague in his well-known novel The Plague, which criticized Nazism,
fascism, and dictatorships.

The sacrificial ritual symbolizes the distinction between outdoor and indoor borders. By
placing the scapegoat outside the city borders, the community contains itself as a city or nation.
In this way, “the scapegoat who the city casts beyond its walls is supposed to secure the city by
placing outside what is actually part of the inside and its constitution.”"" The insider-outsider
binary and scapegoat has been practiced throughout history in different forms. In his book, 4
Journal of the Plague Year, Daniel Defoe talks about shutting down houses by marking their
doors with cross signs. Later, Hitler stigmatized the Jewish people as a “Jewish plague” and
exterminated them. Even today, we witness deportation tragedies at the US borders, to protect
the so-called healthy body of the nation. In terms of the dramatic text, Oedipus the King is
the most notable plague-driven play in Western drama. In the play, Oedipus, like a scapegoat,
blinds himself and exiles himself from his kingdom of Thebes to reestablish stability.

The classical Athenian drama was immensely influenced by the Great Plague that appeared
in 430 B.C.E. The plague fostered the Athenians’ imagination and language. The tragedians
were inspired by the characteristics of the plague to profoundly express “the tragedy’s concern
with social conflict and stability through a particular system of metaphors.”'* Sophocles’
Oedipus the King is more concerned with the curative factor that rebalances and heals the
social systems through pharmakos. Thebes purges Oedipus to restabilize the healthy body
of the polis. While setting up the dramatic elements of this tragedy, “Sophocles maintains
an active interest in the dramatic implications of disease yet seems reluctant to extend these
implications as openly as Euripides to the realm of metaphorical.”'* Sophocles makes the
audience work hard to understand the function of his dramas.

However, Oedipus the King is a post-plague play. When it was written, the audience was
familiar with the Great Plague and its effects. It was probably easier for the spectators to sense

11 Ibid., 79.

12 Robin Mitchell-Boyask, Plague and the Athenian Imagination: Drama, History, and the Cult of
Asclepius (Cambridge: Cambridge University Press, 2007), 5.

13 Ibid,, 6.
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the supporting relationship between the plague and the well-known myth of Oedipus. The
catastrophic force of the plague powerfully enforces the original myth to the point of catharsis.
The plague adds urgency and tension to the text.

The language of plague and pharmakos is deeply embedded in the story as driving and
resolving factors. Oedipus, the king of Thebes, is dealing with a big problem: plague. He is a
responsible king, and vows to erase the disease from Thebes. He sends Kreon, his brother-in-law,
to Delphi to receive a message from an oracle of Apollo. Meanwhile, the Thebans congregate
and wait for Oedipus in front of the palace at dawn. Oedipus is distressed to see his people
in misery. The Priest explains the reason they are convened and urgently pleads with him:

Lord Oedipus, right there,

In front of your eyes-this city-

1t reads under a wild storm of blood, wave after
Wave battering Thebes.

We cannot breathe or stand.

We hunger, our world shivers with hunger.

A disease hungers,

Nothing grows, wheat, fruit, nothing grows
Bigger than a seed"

In these lines, the plague defines the language. The disease crisis affects the choice of
emotionally charged images and words like wild storm of blood, disease hungers, and so on.
The physical reality of plague becomes both a metaphor itself and it shapes the language to
form diverse metaphors to express the destruction of the physical condition.

The plague is embedded in the language throughout the story. We never lose sight of it.
Plague words like suffering, disease, and fear constantly remind us of the calamity of plague
and the tragedy of Oedipus. In fact, plague is the reason Oedipus finds out who he really is.
As a fair and responsible king, he vows to find the murderer of the former King Laios. This
action will supposedly eradicate the plague from the land as Apollo had declared. Oedipus says,
“Follow me. Join me in fighting this sickness, this plague, and all over sufferings may end,
like a dark sky.”'* The constant repetition of the disease-related words turns into metaphorical
expressions of Oedipus’ wretched situation as a king who has fallen into blind exile. From
now on, he will wander beyond the city borders like a dervish.

There are two pharmakos in the play: Oedipus and Apollo. Oedipus leaves his kingdom
to restore the healthy body of Thebes. This means metaphorically, he carries this disease,
and his departure will be the cure for his people. Apollo is known as the God of disease and
healing along with his other specialties. In Oedipus the King, he sends the plague to Thebes

14 Sophocles, Oedipus the King (Oxford: Oxford University Press, 1988), 24.
15 1Ibid., 33.
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due to the corruption that Oedipus has caused in killing Laios unwillingly. Apollo instructs
Oedipus to find the murderer, since the plague is rooted in murder. Thus, the murderer needs
to be removed. Thereby, Apollo enacts a pharmakos. Kreon brings the news from Delphi. In
his news, Apollo commands:

“Cleanse the city of Thebes, Cleanse the plague from that city
Destroy the black stain spreading everywhere (...)

A man must be banished. Banished or killed.

Blood for blood. The plague is blood,

Blood, breaking over Thebes'

Clearly, the characteristics of the plague and the bodily sense of the disease determine the
language of the dramatic text, and how to apply it. Moreover, it creates disease metaphors.

Later, these metaphors varied in literature depending on the type of plague experienced.
For instance, William Defoe’s 4 Journal of the Plague Year takes the reader into the Bubonic
Plague that struck London in 1665. It is also called the Great Plague of London. It began in
1664 and lasted through late 1695. The Bubonic Plague terrorized Londoners and swept away
68,590 people out of a population of 460,000. The symptoms of Bubonic were “buboes and
inflammatory swelling of lymph glands.”!” Usually, it killed its victims in a most horrific way,
as is heartbreakingly illustrated in A Journal of the Year. Centuries later, these experiences
were metaphorized by playwrights like Albert Camus.

William Defoe was a merchant, and a journalist in essence. His novel narrates the plague
year of 1665. Essentially, a narrator named H.F. walks through parishes of London and reports
on the terrifying plague environment by blurring reality and fiction. The novel compiles the
regulations of the authorities: shutting up infected houses, mortality bills, death carts, and short
stories. The text has an episodic structure because it is made up of short stories. Other prominent
plague writers also applied the episodic structure, such as Boccaccio in The Decameron, and
Camus in The Plague. Decameron refers to the Black Death in Florence in 1348. Ten men and
women express their lamentations through one hundred short stories while they are escaping
the Black Death. In The Plague, the Bubonic Plague hits the Algerian town of Oran through
rats. The town closes its doors and militaristic measures are taken to eradicate the plague. The
novel tells the stories of the individual characters rather than one big dramatic narrative. In
its conclusion, the untimely ending of individuals’ lives reflects on the episodic structure of
the texts from Boccaccio to Camus.

As in Oedipus, the language of plague is prevalent throughout 4 Journal of the Plague Year.
But unlike in Oedipus, language is not the driving force of the novel; rather, it is descriptive.

16 Ibid., 27.
17  Daniel Defoe, 4 Journal of the Plague Year: Easyread Edition, Dover Thrift Editions (2001; repr., London:
Dover Publications, INC., 2020), iv.
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This difference might be related to the episodic structure of the text: unlike the dramatic
structure of Oedipus that rises through crises, it resolves. In this context, plague-related words
and expressions are prevalent throughout 4 Journal of the Plague Year and present in the
novel as one big horrific experience of Londoners. Some of the words and phrases are terror,
delirious, cries and shrieks, burial pits, murderers, watchmen, horrible, exile, grief, shutting
up houses, death, and death carts. The horrifying, heartbroken images drawn through language
impacted Camus’ The Plague and The State of Siege deeply, and they became a perfect tool
to express the madness of Nazism, fascism, and dictatorial regimes.

The nature of the Bubonic Plague drove people to delirium. The lymph nodes were swollen.

The body took on absurd shapes to get rid of the pressure of the virus. The plague was so

violent that “the power of man was baffled and ended. So, the plague defied all medicines.”*®

Once infected, men and women would drop dead in the marketplace and on the streets within
just a few hours. The horror and pain of the plague led people to take extreme actions to ease
the pain. Hence, the stories in the novel seem exceedingly absurd and almost unbelievable.
The accounts are brief because the lives of the infected people are incredibly short— like one
breath. Daniel Defoe uses the idea of a human life cut short as a literary technique. He tells a
story of an infected man in one sentence, as if in one breath:

1 heard of one infected creature who, running out of his bed in his shirt in the anguish and
agony of his swellings, of which he had three upon him, got his shoes on and went to put on
his coat; but the nurse resisting, and snatching the coat from him, he threw her down, ran
over her, ran downstairs and into the street, directly to the Thames in his shirt, the nurse
running after him, and calling to the watch to stop him; but the watchman, frighted at the
man, and afraid to touch him, let him go on; upon which he ran down to the Stillyard stairs,
threw away his shirt, and plunged into the Thames, and, being a good swimmer, swam quite
over the river, and the tide being coming in, as they call it (that is running westward) he
reached the land not till he came about the Falcon stairs, where landing, and finding no
people there, it being in the night, he ran about the streets there, naked as he was, for a good
while, when, it being by the time high water; he takes the river again, and swam back to the
Stillyard, landed, ran up the streets again to his own house, knocking at the door, went up the
stairs and into his bed again; and that this terrible experiment cured him of the plague, that
is to say, that the violent motion of his arms and legs stretched the parts where the swellings
he had upon him were, that is to say, under his arms and his groin, and caused them to ripen
and break; and that the cold of the water abated the fever in his blood."

The poorest classes were the ones most affected by the plague. The government’s regulations
against the disease were strict. Some regulations closed up and marked the houses of infected
people, placing two watchmen, one for day and one for night; these houses would be watched
and no one would be allowed to go in or out. Two orders seem especially cruel: closing up and

18 Ibid., 27.
19 Ibid., 123.
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marking the houses. Even though it seems necessary due to health reasons, it is confinement
and imprisonment of people by isolating them. According to Defoe, ““...shutting up of houses
was at first counted a very cruel and unchristian method, and the poor people so confined
made bitter lamentations.”?® Ultimately, the upper classes fled London, but the poor had to
deal with harsh regulations to protect the healthy body of the city. Closing borders during
COVID-19 presents a similar mentality, shutting foreigners out and protecting the nation’s
healthy body. This regulation reminds us of the ancient Greek ritual scapegoat. Foreigners
are considered pharmakon: both the transmitter of the disease and the cure by staying out of
the country. Londoners presumably protected themselves by containing the infected ones in
their homes, outside the social borders.

The images became a powerful tool to express the militaristic measures that the government
took, and the horrifying and unthinkable results of the plague. Because of the rage and intolerable
agony of the swelling, people became crazed and violent, even toward themselves, including,
“...throwing themselves at their windows, shooting themselves; mothers murdering own children
in their lunacy... some into despair and lunacy, others into melancholy madness. .. some broke
into streets, perhaps naked and would run directly down to the river if they were not stopped
by the watchman or other officers, and plunge into the water wherever they found it.”?! There
were cases where the infected died, and their children would be “found sucking the breasts of
their mothers, or nurses after they have been dead of the plague”.?

Furthermore, death carts carried the dead to the burial pits, which were like mass graves.
The officials carried the dead bodies during the night. The graves had to be six feet deep.
Men and women, rich and poor, were dumped to the burial pits like sacks of potatoes. Once
a farcical event happened with a drunk piper and death cart carriers. A locally known piper
would go from door to door piping around ten o’clock, and people would take care of him by
providing food and drink. As the story goes, he became drunk, laid down in a stall, and fell
asleep. Someone saw him and thought the piper was dead. They called the death cart, which
took him to the burial pit, where he woke up. The frightened piper yelled, “Hey! Where am
1?... But I ain’t dead though, am 1?”"* Greatly inspired by Defoe, Camus uses the drunk piper
character directly, along with death carts and other images, as an analogy to criticize the
political upheavals of his time.

As amatter of fact, the authorities’ militaristic attitude towards the Great Plague, and Defoe’s
response to the disease and regulations align with Camus’ political concerns, in which he uses
plague as an analogy to address the emerging, existential issues of humanity. Camus’ novel,

20 Ibid., 37.
21 Ibid, 62.
22 Ibid., 90.
23 Ibid., 69.
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The Plague, dwells on growing dictatorships which threaten the natural growth of humanity.
Suddenly, the rats start to come out and die in Oran, a French Algerian city in the 1940s. Soon
after, in the novel, the Bubonic Plague begins to spread. The government cremates the rats
and takes militaristic and tyrannical steps to prevent the spread of plague, like closing the
borders for quarantine. These measures leave its inhabitants feeling trapped and exiled. The
novel is interested in questioning existential issues in the context of plague. Camus applies
plague metaphorically to make an analogy between the disease and the Nazis and fascism.

The Plague is written in an episodic structure. It relates the lives of the characters who are
imprisoned in Oran, struggling to fulfill their personal goals and desires under “the reign of
terror.”?* For instance, Dr. Rieux is separated from his beloved wife. She has health issues, and
leaves Oran for treatment. Rambert, a French Journalist, makes every effort to reunite with his
wife in Paris. Grand tries to perfectly write the first sentence of his dream novel, and he longs
for his ex-wife. Rambert dreams of a big success. He exclaims, “What I really want, doctor,
is this. On the day when the manuscript reaches the publisher, I want him to stand up? After
he’s read it through, of course, say to his staff: ‘Gentlemen, hats off!”’* Father Phaneloux is
torn between God and his consciousness. The Plague moves the reader from one character’s
life to another’s. Meanwhile, all these figures interact with each other, mostly in conjunction
with Dr. Rieux’s professional efforts. The episodic structure of The Plague reminds us of
Defoe’s A Journal of the Plague Year, which inspired Camus greatly.

The Plague is set in the uninspiring, dull city of Oran, where the only concern is to make
money and be rich. There are no gardens, trees, or flowers. It has a dusty, gray air which is
truly unpleasant. People spend their free time with short-lived, ephemeral pleasures. There is
no intimacy among the business-minded inhabitants of Oran. Oran is “treeless, glamourless,
soulless, the town of Oran ends by seeming restful and after a while, you go complacently

to sleep there.”

The images are like the ones in Defoe’s text, since Camus chose the same plague as Defoe
did, with such word choices as grief, delirium, agony, buboes, blotches, suffering, death carts,
and so on. Furthermore, Camus uses additional images that suggest to the reader political
connections. The author encourages the reader to create connections between Nazis, fascism,
and existential issues by using the plague’s symptoms and outcomes. The following images assist
the audience in experiencing the state of existentialism: “the feeling of exile, that sensation of a
void, and the prisoners of the plague.””” Camus also employed expressions that may be related
to the Holocaust, for instance, “a systematic extermination of the rat population by injecting

24 Albert Camus, The Plague, n.d., accessed February 7, 2022. 144.
25 Ibid., 50.

26 Ibid., 2.

27 Ibid., 34.
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poison gas into the sewers, and a strict supervision of the water supply.”?® He also mentions
mass burials, “the heaps of corpses,” collective punishment, and the military.?* Most of these
images and the other illustrations in The Plague might also connect to any other dictatorial
regime, such as Stalin’s. However, the choice of words like Holocaust and extermination
immediately leads us to recall the Nazis. Moreover, the depiction of the environment, lack of
individual freedom, and business-minded military state lead us to think that Oran is governed
under fascism. Therefore, it is safe to say that Camus mostly criticized Nazis and fascism in
The Plague.

The Nazi’s extermination of the Jews, a marginalized community, leads us to inquire about
the relationship between Jews and the plague. Where did Hitler ground his allegation of a
“Jewish plague?” Moreover, Camus’ account of the extermination of rats raises the question:
is there any supposed connection between the rats and the Jews? To answer these questions, a
presumed connection between disease and otherness/foreignness needs to be explained. This
supposed link is cardinal since it leads groups to conceive of others as “non-us, the alien,”
which underlies the source of all anger against Jews and other marginalized groups of people
or individuals in history.*® Sontag refers to Aristotle’s definition of metaphor in Poetics.
Aristotle says that metaphor, “consists in giving the thing a name that belongs to something
else.”! Metaphorization engages the mental process of analyzing and exploring the common
characteristics of two unrelated things. Disease is a literal name for the soma deviating away
from the healthy, normal state of the body. Treatment processes involve separation, confinement,
isolation, and other methods, which all have military features. The diseased body is polluted.
Society stigmatizes a polluting individual and finds that person is always wrong and harmful.
This conception distresses society, so the individual needs to be isolated from the community.
Essentially, the body is a metaphor. Plague disrupts the body by contaminating it. The solution
is to segregate the body from society for the benefit of society.

The connection between plague and pharmakos expresses the Jewish people’s experiences
through history. Historically, Jewish people have been stigmatized and cast out as pharmakos
by being accused of being plague carriers. This idea became part of anti-Semitic discourse by
fascists and Nazis, and it gained a number of supporters. The strongest and earliest basis for
anti-Semitism appears in a story in the Old Testament, where the Jewish people were punished
by God “with plagues of different kinds,” so Jews were thought of “as plague- bringers or
plague carriers... [T]hese views linked Jewishness to plague.”? Secondly, a plague emerged
in “a small village in the Bavarian mountains” during the early 1700s.** Following 1634, the

28 Ibid., 26.

29 Ibid., 145.

30 Susan Sontag, lllness as Metaphor and AIDS and Its Metaphors (Macmillan, 2001). 136.
31 Ibid., 93.

32 Cooke, Legacies of Plague in Literature, Theory and Film. 116.

33 Ibid., 116.
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villagers began to stage The Oberammergau Passion Play every ten years as a “theatrical pledge
to avert plague” by reciting their rescue story.** However, the play was strictly associated with
being Jewish. The villagers also portrayed Jewish people negatively for their connection to
Christ’s death. This celebration became very popular. People visited the village as pilgrims.
Hitler saw this performance two times. Furthermore, most of the villagers became supporters
of the Nazis. In addition, during the second half of the fourteenth century, the plague of Black
Death emerged in Europe. Jewish people were blamed for poisoning and spreading disease.
According to the accounts, God was displeased with Jewish actions and sent a plague. Hence,
“Jewish families were hounded and ostracized... whole Jewish communities burnt alive or
chased from towns, with thousands dying, particularly in Germany.”’

The so-called sickness that is inherited in Jewish people was seen as impure and jeopardized
the pure, healthy body of the Aryan Germans. Therefore, the body became property of state
politics, and scapegoated Jewish people once again. As bringers of the plague, rats and Jews
were associated with each other. It was considered that “the rat and the Jew are the physical
manifestations of disease”.’® They both carried the plague, and their removal would cure the

whole nation, as it was practiced in the Greek rituals of pharmakos. Hitler said:

“If somebody tells us, ‘The future will demand sacrifices,’then we say, ‘Yes, indeed it will!”
National Socialism is not a doctrine of inertia but a doctrine of conflict. Not a doctrine of

happiness or good luck, but a doctrine of work and a doctrine of struggle, and that also a

doctrine of sacrifice”’

Consequently, Camus’ The Plague leans on these painful historical facts, and uses them to
question the Nazis and fascism, which do not value love, wisdom, or democracy. Therefore,
their mindset creates irrational politics, and the consequence of irrationality is madness, like
the Holocaust. Hence Camus applies plague as a metaphorical analogy to criticize Nazis and
fascism. Susan Sontag states, “The plague metaphor was common in the 1930s as a synonym
for social and psychic catastrophe.”®

Eco-Theater and Space

Nevertheless, contemporary theater, reframed as Eco-Theater, diverts from the traditional
view of plagues as being a source of metaphorical inspiration to address the existential issues
of humanity. Eco-Theater is mainly concerned with ecological issues that threaten the living
environment, or “environmental justice.” The physical space, site-specific settings for plays,
and immersive interaction with space are essential to create living and breathing plays.*

34 Ibid., 117.
35 Ibid., 118.
36 Ibid., 124.
37 Ibid., 126.
38 Sontag, lllness as Metaphor and AIDS and Its Metaphors, 145.
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Eco-Theater is immediate and urgent. It aims to relay the message directly and efficiently
by connecting the audience with the specific environment of the drama, and with each other.
Lately, environmental performances such as The Wolf Project and Sila have impacted audiences’
theatrical experiences somatically and intellectually. In particular, The Wolf Project creates
an immersive opportunity for the audience to engage with the site-specific location of the
performance that was staged. Furthermore, the artistic views and practices of legendary theater-
makers, such as Anne Bogart’s actor training technique of Viewpoints and Robert Wilson’s
space-oriented vision, have become more alive than ever due to their timely responsiveness to
our current environment. Their art, along with that of others, looks for reciprocal, immersive
relationships with the environment.

Eco-Theatre artists are politically aware. The artists respond to the pressing issues of their
times by investigating the most effective ways to transmit their messages. However, their
methods have a profound tradition in the avant-garde theater movements. Traditionally, avant-
garde artists have shown great interest in the environment, racism, inequality, and other issues,
and have been in search of new art forms and site-specific performances. Distinctively, Eco-
Theater is more concentrated on ecology and climate change. The Eco-Theatre Manifesto states:

“The future of our ecosystems — the network of relationships that make up our earth, our
society, and by extension our theatre — depends on a radical and immediate change in
our culture. The combined legacies of capitalism, colonialism, and white supremacy have
manufactured a world of mass extinction, vanishing coastlines, displacement, and inequality.
Climate change is not an issue to overcome but our new global reality. Eco-Theatre is a
movement of artists compelled to make work in the context of this new reality, toward a
collective goal of environmental justice... A just society can only be achieved by shifting
culture; by shaping our values through artistic practice and imagining alternative futures
through stories... Theatre thrives on cultural diversity: intersectional, collaborative spaces
produce great art. Eco-Theatre amplifies underrepresented voices, includes people from all
fields as artists, and features a myriad of performance forms.”*

Clearly, the Eco-Theatre Manifesto addresses the current momentous problems around
the globe, but climate change is exceedingly pronounced. The matter of climate change is
closely related to physical space, such as in “vanishing coastlines, displacement.”* Calling
attention to physical space in Eco-Theater is a departure from the inquiry of “who are we”
to the contemporary approach of “where are we.” In addition, contemporary artists highly
regard virtual platforms to present their art. These new trends in theater represent a shift from
the traditional metaphorical application of plague to the significance of the physical or virtual
space, which has gained prominence due to plague and isolation. “Who are we” has more
existential implications, as in Oedipus being in search of his identity, or Camus’ characters,
who are trapped by plague/fascist circumstances. The answer changes from person to person.

39  “What Is Ecotheater?,” Superhero Clubhouse, http://www.superheroclubhouse.org/what-is-ecotheater/.
40  Ibid.
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On the other hand, “where are we” is more direct, and gives an impression of urgency to find
solutions right away.

Richard Schechner, who is one of the most ardent advocates of Eco-Theater, points out the
gravity of the consequences of climate change. He warns that the outcome of climate change
will be much more catastrophic than the current plague. Climate change is going to lead, and
already leads, to complex environmental problems such as:

“Extreme weather, shifting wildlife populations and habitats, rising seas and a range of other
impacts... lost crops, and drinking water shortages...some species-including mosquitoes,
ticks, jellyfish, and crop pests-are thriving.” Moreover, “Booming populations of dark

beetles that feed on spruce and pine trees, for example, have devastated millions of forested

acres in the U.S."

Schechner observes that COVID-19 is temporary, but climate change isn’t. Therefore, art
makers must take the responsibility to reflect these issues to create awareness.

Despite the scientists’ apprehensions about current and future expected disasters, Eco-Theater
is hopeful. The loss is unavoidable, but Eco-Theater suggests that we must acknowledge and
work through it to solve the problems. The Eco-Theatre Manifesto asserts, “There is a better
future, Eco-Theatre counters narratives of futility by centering stories of resilience, innovation,
and interconnection.”* The upshot of all this guides the artists to pause and rethink the events
that endanger living environments and evaluate the new tools that technology offers for
creativity to respond to the issues.

The temporary state of the plague has given an opportunity for art makers to pause and
think about their art, and to explore the possibilities of new tools. The COVID-19 plague
and its environment have introduced us to new possibilities of creating an reaching a wider
audience through digital platforms. Universally, Zoom has become the most common virtual
place for a wide range of practices to share ideas and work. However, it is still an unknown
land for many artists who used to do live theater. Anne Bogart argues that technology and the
soul of the theater should be in balance. High reliance on technology can cause the loss of the
original soul of theater. At the same time, technology like lighting, sound systems, and Zoom
contribute greatly to drama. This resembles the high-tech train example in Thomas Friedman’s
The Lexus and the Olive Tree, which Bogart shares as an anecdote, “The South of France. You
have this incredible countryside and then you have a high-speed train running through it.”*

41 “Global Warming Effects,” National Geographic, January 14, 2019, https://www.nationalgeographic.com/
environment/article/global-warming-effects.

42 “What Is Ecotheater?,” Superhero Clubhouse.

43 HowlRound Theatre Commons, “Directors Lab West Connects - Anne Bogart and Jessica Hanna on Sunday 24
May 2020.”
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Virtual spaces, which are the latest internet technology, have contributed to theater by
impacting its accessibility and audience participation. Through the internet, theater makers can
reach the audience and expand it globally. Now they create a production in a small intimate
theater, and reach a wide range of audiences around the world. The easy accessibility creates
global interconnection and participation. The possibilities of the new digital platform can
serve superbly to the benefit of immersive theater and create a “collective experience.”** The
online environment also provides instant feedback.

However, it is doubtful that the virtual environment by itself is capable of creating a soulful,
collective heartbeat among spectators. In an online environment, audiences are connected
globally, yet they are still on their own couches, in their safe environments. There is not an
organic inter-connectedness, as in live theater. There is no communal laughter, tears, anger, or
thought sharing. Thus, the possibilities of virtual space may serve theater better if they are in
conjunction with the physical state. At the same time, the participatory and liberal characteristics
of virtual space align with the immersive nature of Eco-Theater.

The immersive quality in Eco-Theater is achieved mostly through space, making it an
active participant of the performance. The settings in Eco-Theater are mostly site-specific, and
more diverse. It is intended to create superior ecological awareness in the audience through
experiencing nature’s bequest to the performance. Environment is no longer considered a
setting that serves human-centered concerns, as it is in naturalism. Now, the ecological issues
are central. Furthermore, the interactions between audience and performers and between
audience and nature are encouraged in Eco-Theater. The Wolf Project (the prologue The
Princess of the Stars and epilogue And Wolf Shall Inherit the Moon) is an Eco-Theater
interactive performance set in the wilderness of Canada by R. Murray Schafer, “a librettist,
educator, writer, and soundscape theorist.”* It is a one-week project that includes performance
and camping. Nature is incorporated into the work; it seeks to “erase the line between life and
art.”® For example, the setting of an opera affects the audience’s experience distinctly from
outdoors from a concert hall. The view, sounds, and smells of nature incorporate music and
human sounds. The environment, humans, and music blend together. Nature is a participant
in the performance too. In this mobile and immersive performance, the audience travels to
the cliff singing, and sits. In the performance, “The Princess paddles down the lake slowly
singing all the way.”’ This continues about thirty to forty minutes until it gets dark, and her
voice gets softer. Then, people walk back to the camping area and sleep. The Wolf Project is
like a ritual, taking a moment from life, submerging oneself in nature, remembering being a
part of nature, breathing with it, staying quiet, and contemplating.

44 Ibid.

45 R. Murray Schafer, Eleanor James, and Sarah Ann Standing, “Eco-Theatre,” PAJ: A Journal of Performance
and Art 36, no. 1 (January 2014): 35-44, https://doi.org/10.1162/pajj _a 00174.

46 Ibid.

47  1Ibid.
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Similarly, Anne Bogart uses current COVID-19 as an opportunity of space and time to
contemplate and acquire “the quality of the energy in the moment before you move or before
you act...As Eugene Barba said it is the moment before the release of the arrow that determines
the success of the arrow.”*® Even though Bogart’s statement seems relatively apart from the
dynamics of the performance and space, it is still in the context of the current living environment
and artist’s response to it through contemplation before s/he acts, as in The Wolf Project.

In addition to site-specific performances, space and architecture also suit the intentions
of Eco-Theater. Space and architecture are two of the techniques in Bogart’s Viewpoints that
function to create spatial interactions and multiply the meanings of the existent or non-existent
text. The actors are affected by where they are, and influence the environment they are in.
These spatial relationships pronounce more spontaneous and evolving interactions within the
theater ecology.

Regarding the “social distance” rule of the COVID-19 pandemic, Bogart asserts that the
expression should be rephrased as “physical distance.” She illustrates how people are superbly
considerate about the people around them. Now individuals need to learn how to move by
respecting each other’s space. Her view is closely associated with people’s current experiences
globally, and the Viewpoints. Therefore, Bogart’s Viewpoints become more immersed in life
and they seem to be more responsive to our current conditions.

Correspondingly, Robert Wilson enjoys creating art projects pronouncing the space, either
site-specific or by relying on media technology. Plastic arts such as sculpture, objects, and their
interactions with theatrical elements such as light, color, space, architecture, set design, and
actors are the landmarks of Wilson’s art. His performances are a poetic composition of vivid
and intimate interactions between these elements —which have the flavor of dreams— where
all participants fluidly interact with each other in a magical sense.

Wilson believes in blending art and life. He looks at life as if it is already a piece of art, for
example, sitting in the park and observing that the wind is blowing, the leaves are moving, and
there is a smell of flowers in the air. He thinks these momentary experiences of living things
can be taken as they are and reframed as art. Wilson thinks this approach makes art exciting,
living, and breathing. Thus, he breaks the barriers between the environment and the art.

Both artists value space and time, community, presence, social responsibility, and architecture.
They celebrate pluralism and openness, as in Eco-Theater. For instance, Wilson has an open-
door policy on his property in Long Island at the Watermill Center where he gives residencies
to artists every year. Wilson explains, “You can walk into the property. You can walk into
the building. In the past few years, it’s been difficult to bring certain people in, a Muslim

48 The Segal Center, “SEGAL TALKS: Anne Bogart (New York, USA).”
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or someone who has different religious beliefs than your political ideas, a different color of
skin.”* Thus, the open-door policy has both the literal and symbolic value of inclusiveness.
Wilson’s perception of inclusivity goes beyond what theater institutions offer their students
or state in their productions.

It is also striking how Wilson is inspired by the events happening in life. He advocates for
being a responsible citizen. He reacts to life, sees the creative potential in it and turns it into
an extraordinary project that reflects his interaction with the ecology of life, but he doesn’t
directly present his point of view in his performances. He takes the realities and transforms
them into a unique representation of the issue, forcing the audience to think harder by creating
associations between the elements in theater ecology.

In conjunction with this, Wilson’s first play was based on his involvement in protecting a
Black boy, who presumably was mute, and thought “in terms of visual signs and signals.”°
One day, Wilson was walking in New Jersey. He witnessed a policeman who was about to beat
the boy with his club. Wilson grabbed the policeman’s arm and stopped him. This conversation
occurred between Wilson and the policeman;

Wilson: Why do you hit the boy?
The policeman: It s none of your business.
Wilson: I am a responsible citizen.>'

After this altercation, Wilson wrote his first play with this boy. He says, “It was not something
I was planning to do or necessarily even wanted to do it. It’s something that happened.”? Thus,
Wilson’s productions are inspired by the events in the ecology of life and presented in the
ecology of the theater through the vivid interactions of theatrical elements. Wilson’s views on
art also show that he is deeply interested in the issues of communities around the world such
as Afghans, Aborigines, and Eskimos. He believes understanding of the global community
will enrich the local community and make the work of art timely.

Bogart also emphasizes that we have an intentional civic responsibility to the wellness
of our community and social system. At this time of uncertainty, Anne Bogart’s technique of
the Viewpoints, specifically space, becomes more alive. In the Viewpoints, the environment
and the actors’ interaction with and within are prioritized. Actors’ awareness, attention, and
spontaneity in the space are highlighted. In the Viewpoints it is explained as, “The physical
environment of the space through which the actor moves, be it the rehearsal studio or the stage
set, its shape, dimensions, furnishings, textures, light levels, entrances and exits, and actor’s

49 HowlRound Theatre Commons, “Segal Talks with Robert Wilson at the Martin E Segal Theater Center on
Thursday 8 April 2021,” Video, YouTube, April 8, 2021, https://www.youtube.com/watch?v=KDY SPXp0Zc0.

50 Ibid.

51 Ibid.

52 Ibid.
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relation to them.”>* Bogart asserts that this type of relationship became more viable in social
life under the COVID-19 circumstances. She says, “Social distancing is really a misnomer.
Physical distancing is true.””** Physical distancing is about the space between people, and how
much they care about this distance. Bogart asserts, “With intentional civics that we intentionally
take care of people around us. We move together more gracefully.”> In Bogart’s technique,
space is considered an element of theater that has a community function through experimenting
with “how to get along” by spatially engaging the physical space.*

In Wilson’s works, space is not a main concern between the actors, or the actors and the
audience, or audience members or actors and their surroundings. He widely uses different
locations. Once he created a performance in an area with seven hills in Shiraz, Iran. Each day,
they performed on a different hill. Wilson stated that when he looked out from an airplane, he
saw infinite space. Both Bogart and Wilson are interested in being present, which is associated
with eliminating the distinction between art and living. The active participation of space in
a production is the main point of Eco-Theatre— that is, being interested in the question of

“where we are.”

This inquiry is reflected in the design of contemporary performance centers, their immersion
in the surroundings, and what they are including in it. There is a fluidity between the architectural
style and theater ecology. These contemporary performance spaces allow communication
between sound and architectural design. The fluidity in design breaks the audience’s usual

perception of art and paves a way for immersive experiences.

One of the most cutting-edge, high tech, contemporary performance venue spaces is the
DOX Centre for Contemporary Art in Prague. It is a multifunctional, complex, and dynamic
building that includes sections such as a music hall, school of architecture, film, dance halls,
and rehearsal places. The parts are unified into a single body through the fluid interaction of
the buildings. The unity of the architecture is expressed in that, “the buildings are a single
unit from the architectural aspect and this principle is symbolically expressed by the unified
gray color and fluid interaction of all parts into one whole... The hall has variable acoustics
and can be compared to a musical instrument which can be tuned depending on the needs of
the specific performance.”’ Moreover, “The three-walled panels are supported by a sound
absorbent, diffuse and reflective surface and can be rotated to modify the acoustic properties

53 Scott T. Cummings, Remaking American Theater: Charles Mee, Anne Bogart and the SITI Company (Cambridge:
Cambridge University Press, 2006). 113.

54 The Segal Center, “SEGAL TALKS: Anne Bogart (New York, USA).”

55 Ibid.

56 Ibid.

57 Daniel Tapia, “Centre for Contemporary Art DOX+ / Petr Hajek Architekti,” ArchDaily, December 13, 2018,
https://www.archdaily.com/907565/centre-for-contemporary-art-dox-plus-petr-hajek-architekti.
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of the ceiling, thereby changing the acoustic parameters of the entire hall.”*® The features of
the music hall “modifies the acoustic properties of the ceiling, thereby changing the acoustic
parameters of the entire hall”.> Another striking feature is the ring of foyers that surround
the main hall. This creates a substantial lengthening of the fadeout part during the lower
numbers. Seemingly the architectural design of the complex and the interactive features of the
contemporary performance center, are focused on the exploration of the space and the ecology
of the performance. This reminds the audience that they are not central in the performance
environment, but a part of it.

Conclusion

Plague has been a force for the imagination of artists since ancient times. Predominantly,
plague was applied as a metaphor to express the political, social, and existential concerns of
humanity, as in Sophocles’ Oedipus and Camus’ The Plague. Plague images stir the audience
and readers’ imaginations as well as intellect. Traditionally, human issues have been the central
focus of art makers. In contemporary theater, the perspective of art has begun to shift from
the human-centered aspect to an ecology-centered one. This shift celebrates the immersive,
reciprocal relationship of the elements of the performance with their surroundings and encourages
politically-driven ecological consciousness. The current COVID-19 pandemic has opened up
the possibilities of virtual space reaching a global audience. Even though the resonances of
plague changed from the metaphorical application of it to directly addressing the issues of
Eco-Theater, the traditional way of employing plague images as metaphors is still valid, since
human suffering continues. The deportations and marginalization of people, and therefore
scapegoating, are as alive as they used to be in ancient Greece, and throughout history.
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Kanto 19.ylizyil istanbul’'unda popiilerlesen bir sahne gsterisidir. Bicimsel olarak
genellikle bir kadin sanatginin sahnede dans ederek sarki sdylemesi olarak tarif
edilir. Kanto halkin biiyiik bolimunin ilgisini kazanmis ve kanto gosterilerine
¢ikan kadinlar genis hayran kitleleri edinmislerdir. Ancak kanto bazi kesimler
tarafindan hafif bir gosteri olarak da nitelenmis, kadinlarin sahne tizerinde cilveli
hareketler icra etmeleri bayadi ve ahlaksizca bulunmustur. Kanto gosterilerine
ve kantoculara yoneltilen elestiriler, ddnemin Osmanli toplumunu sekillendiren
kulturel baglamdan kaynaklanmaktadir. Bu calismada 1880-1920 yillari arasinda
kadinlarin tuluat gosterilerinin bir parcasi olarak sahneledikleri kanto gosterileri,
icra ve kiilttirel baglam cercevesinde incelenecektir. Calismada kanto sanatinin
onde gelen isimlerinden Peruz Terzekyan, Samram Kelleciyan, Kiigiik Virjin ve
Amelya Hanim'in yasam Oykaiilerine ve calismalarina odaklanilacaktir. Bu yasam
oykilerindeki ortaklasan unsurlardan yararlanarak, kanto sanatgilarinin kadin
kimliklerinin kanto icrasina ve kantonun seyirciler tarafindan alimlanmasina
etkileri ortaya konacaktir.

Anahtar Kelimeler: Kanto, Kantocu Kadinlar, TulGat Tiyatrosu, Peruz Terzekyan,
Samram Kelleciyan

ABSTRACT

Kanto is a stage performance that became significantly popularin 19th-century
Istanbul. Kanto may also formally be defined as an actress singing and dancing
on stage. Kanto performances gained the attention of many people, and big fan
groups gathered around kanto artists. Meanwhile, some groups described kanto
as alight banal type of performance and accused these women singers of being
meretricious as they stood on stage behaving flirtatiously. The criticisms directed
at the kanto performances and artists stemmed from the cultural context that
had shaped the Ottoman society of the period. This study will analyze women’s
kanto performances between 1880-1920 in tul(iat [improvisational] theater with
regard to the performance tools and social-cultural context surrounding the
artists. The study will discuss the biographies and works of leading names in
kanto such as Peruz Terzekyan, Samram Kelleciyan, Kiictik Virjin,and Amelya in
terms of the commonly encountered aspects and will reveal the effects artists’
female identities had on kanto’s performance and reception.

Keywords: Kanto, Kantocu Women, TulGiat Theater, Peruz Terzekyan, Samram
Kelleciyan
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EXTENDED ABSTRACT

Kanto is a stage performance that became significantly popular in 19th-century Istanbul.
Kanto can be defined as an actress singing and dancing on stage. At the end of the 1800s,
kanto was performed in tulilat [improvisational] theaters and music halls in Istanbul’s Galata,
Direklerarasi, and Kadikdy districts. At the end of the 19th century, kanfo singers mostly
involved actresses dancing and singing on stage accompanied by music composed of Western
instruments and traditional magams.

Tuliiat theater is a specific form of theater based on improvisation with no written theatrical
text. The origin of this form is related to the privilege given to Giilli Agop, which stated that
performing Western-style, Turkish text-based theatre would not be allowed to any but Giilli
Agop’s company. The rest of the theater people began to look for alternative ways to do theater
and make money. That privilege included neither improvisational theater nor musical theater,
so tuliiat was developed based on traditional improvisation in the performing arts. The main
concern in this type of theater is to attract spectators’ attention to the performance, so the theater
players had a series of strategies, with one of these being the inclusion of kanto performances
in the show. One of the fundamental functions of these performances is to attract spectator
intention. In that sense, having women perform the kanto increased the fuliiat’s attractiveness.

The kanto performances achieved their goal: The public liked these performances so much,
and big fan groups gathered around the kanto singers. However, some groups labeled kanto as
a light form of performance and accused the female artists of being meretricious for standing
on stage and behaving flirtatiously with obscene stage costumes. This approach is related to
the opinion that describes tuliiat theater as lacking seriousness and devoid of art. Once women
had gotten on stage in inappropriate costumes, critics inevitably became violent toward them.
Women who appeared in the public sphere with clothes they would not have been allowed to
wear in daily life, despite not committing any illegal crime, had passed beyond the commonly
accepted social rules and boundaries and as such became a threat to social order. The violence
the artists faced was not limited to verbal critics. They were also frequently exposed to male
violence. Cases occurred very often such as fans invading backstage and physically attacking
one another or the kantocus (kanto artists).

In addition to being accused of inappropriateness and meretriciousness, kanto performances
were also described as banal because singers developed a wishy-washy image onstage and did
not sing known songs. In terms of vocals, the melody of the singer’s voice and the melody of
the instrument were not always in harmony, and the singers, being non-Muslim, were unable
to pronounce the words in the “proper” dialect. However, the performances were consistent
within themself, with the inconsistency of the performance being part of the rules that create
the original characteristic of kanto performance. Kanto songs tells a story, with stage props
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such as sounds, instruments, movement, and costumes being unusually brought together to
construct an atmosphere typical of the representative/expressive level. In that sense, one must
consider consistency within kanto itself and follow the action executed on the stage in order
to understand the fundamentals of kanto as a performing art.

This study analyzes women’s kanto performances between 1880-1920 in tuliiat theater in
terms of the performance tools and social-cultural context surrounding the artists. The study
will discuss the biographies and works of leading names in kanto such as Peruz Terzekyan,
Samram Kelleciyan, Kiigiik Virjin, and Amelya in terms of the commonly encountered aspects
and will reveal the effects the artists’ female identities had on kanto’s performance and reception.
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Tuliiat Tiyatrolarinda Kantonun Yeri

Kanto 6zellikle Osmanli istanbul’unda 1800’lerin sonlarinda tuliat kumpanyalariyla
beraber popiilerlesmeye baglamis bir sahne gosterisidir. 19. ylizyil sonunda sahnelenen seyirlik
kantolarda', gogunlukla bir kadin sanat¢1, batili enstriimanlar ve geleneksel makamlarin
birlesmesinden olusan bir miizik esliginde, sahne iizerinde sarki soyleyerek dans eder. Kantolar
bu dénemde genellikle Galata, Direklerarasi ve Kadikdy’deki gazinolar ve tulfiat tiyatrolarinda
sahnelenmistir. Ancak ilk olarak Pera’da bahgeli birahanelerde, italyan komedilerinin oynandigt
tiyatrolarda ve kahvelerde ortaya ¢iktigi séylenmektedir.? Kanto formu dogrudan tultat
tiyatrolarinin bir iiriinii degildir ancak tulfiat tiyatrolarinda yayginlagmustir.?

1839 yilinda Sultan Abdiilmecid doneminde Tanzimat Ferman1’nin ilaniyla beraber Osmanlt
toplumunun ekonomik ve sosyal yagami, toplumu sarmalayan batililasma riizgariyla bir dizi
degisiklige sahne olmustur. Bu degisikliklerden tiyatro alani da nasibini almistir. Tanzimat
doneminde Batili tarzda Tiirk¢e oyun oynama imtiyazinin Giillii Agop’a verilmesi lizerine
tiyatrocular oyun oynayabilmek ve gelir elde etmek amaciyla ¢ikis yolu arayigina girmislerdir.*
Bu arayis tulfiat tiyatrolarinin ortaya ¢ikmasi ve yayginlasmasi sonucunu dogurmustur. TulGiat
tiyatrolari imtiyaza kars1 gelmeden, kapali salonda oyun oynamanin yéntemini sunar. Ciinkii
bu tiyatroda bir metin, sufldr ya da ezber yoktur. Tulfiat, bir tiyatro oyununun hikayesinin
ya da olaymn belirlenmis kabataslak hatlarini esas alinmakta ve oyun belirli tipler iizerinden
dogaclama bir sekilde oynanmaktadir.® Tulfiat tiyatrosunun bir gecelik programi yalnizca tek
bir oyundan olusmaz. Programlarin igerdigi cesitlige bir 6rnek, Ikdam Gazetesinde 22 Subat
1912 yilinda yayinlanan bir ilanda gériilebilir:

“Sehzadebasi 'nda Pathé Freres’in sinematograf fabrikast idaresinde bulunan Ferah
Tiyatrosu 'nda sinematograf ve Abdi Efendi Kumpanyasi tarafindan Subat in 9 'uncu persembe
giinii giindiiz hanmimlara gece beyefendilere “Kethiida Kadin” giiliinglii milli piyes 4 perde,
kantolar, diietler. “Cingene Kizi” nam 1.200 metreyi havi biiyiik dram ile sdir renkli, renksiz
mendzir-1 muhtelife irae edilecektir. Perde aralarinda miikemmel ince saz takimi icray:
ahenk edecektir. "

Rekabetci bir tiyatro ortaminda gelir elde etme kaygisi tulfiat tiyatrolarinin seyircinin
ilgisini ¢ekmeye yonelik bir tutum gelistirmesine yol agmustir. Refik Ahmet Sevengil, Tiirk
Tiyatrosu Tarihi kitabinda tipik bir tul(iat tiyatrosu girisini s0yle tasvir eder: “Binanin éniinde,

1 Ergun Higyilmaz 19. yiizy1l sonunda sahne iizerinde icra edilen kantolar: seyirlik kantolar olarak kategorize
etmektedir: Ergun Higyilmaz, Istanbul Geceleri ve Kantolar (Istanbul: Sabah Kitapgilik, 1999), 16.

2 Ruhi Ayangil, “Kanto”, Diinden Bugiine Istanbul Ansiklopedisi, c. 4 (Istanbul: Tarih Vakfi, 1994), 419.

3 Selguk Alimdar, “XIX. Yiizyildan itibaren Osmanl Devleti’nde Bat: Miiziginin Benimsenmesi ve Toplumsal
Sonuglar1” (Doktora Tezi, Istanbul Teknik Universitesi, 2011), 370-380.

4 Metin And, Baslangicindan 1983 e Tiirk Tiyatro Tarihi (istanbul: fletisim Yaymlar1, 2022), 86.

5 Refik Ahmet Sevengil, Tiirk Tiyatrosu Tarihi, (Istanbul: Alfa Yayncilik, 2015).

6  Alimdar, “XIX. Yiizyildan Itibaren Osmanli Devleti’nde Bati Miiziginin Benimsenmesi ve Toplumsal Sonuglar1”,
276.
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sokakta kapinin iki tarafina elle yazilmus, tistiine dikkati ¢ekecek resimler ¢izilmis ve tahtaya
ilistirilmig biiyiikcek el ilanlart konur. Bunun adi karteladw. Oyun saatine yakin tiyatro binasinin
oniinde orkestra yer alir.”” Orkestranin temel islevi seyircinin dikkatini ¢ekmek ve miisteri
toplamaktir. Sevengil tiyatro salonu i¢indeki atmosferi de soyle aktarir: “Halk parterde kibarlar
locada yerlerini alir. Kahve, ¢ay, gazoz, findik, fistik satisi yapulr. Biifecinin adamlart perde
aralarinda salonda ve localarin arkasinda yiiksek sesle bagirarak dolagir...””* Bazi kanto
sarkilarinin tiyatrodaki bu yiyecek i¢ecek satigini artirmak amaciyla seyirciyi aligverise tesvik
eden igerikleri oldugu goriilmektedir. Kantocularin tiyatrolara seyirci gekmek igin halkin farkli
kesimlerini ve meslek gruplarimi konu edinen sarkilar sdyledikleri de bilinmektedir. Mesela
Galata Tiyatrosu’ndan Kiiciik Amelya “Ta’ife (tayfa) Kantolar1” sdylemesiyle meshurdur.
Kantocu kadinlar gecenin repertuarini gelen seyirci profilini de géz oniinde bulundurarak
belirlerler. Arabaci ve tursucu kantolar1 esnaf kantolarina drnek olarak gosterilebilir:

Arabact Kantosu Mahiir/ Cela
Bizim araba bostur / Yine de ¢ayira kostur / Ne giizel eglenistir / Cdne safd vermistir / Hopla
hopla hey / Kayikla gitmeyiniz / Arabaya bininiz / Geliniz a geliniz / Hopla hopla hey

Tursucu Kantosu Hiizzam/ K. Virjini

Biber tursusu yaparim / Sokaklart gezmek kdrum / Lahana patlican katarim / Domates
salatalik satarum / Lahana biber tursusu / Hani ya bunun eksisi / Lezzetlicedir biberim /
Mahalleleri gezerim®

Esnaf kantolarinda goriildiigii gibi, kanto gosterileri tulfat tiyatrolarinda “seyircinin ilgisini
¢ekme” isleviyle yerini almaktadir. Kantonun kadinlar tarafindan icra edilmesi ilgi ¢ekiciligi
artiran bir unsurdur. Ancak ¢esitlilik igeren bir program kapsaminda sarkili gosteriye yer
veren ilk tiyatro gosterimleri tulfiat tiyatrolar1 degildir.'* Giillii Agop idaresindeki Gedikpasa
Tiyatrosu’na ait 1871 yilindan bir ilanda programda kanto gosterisine yer verildigi goriilmektedir:

(Gedikpasa’'da vaki Tiyatro-i Osmani)
Isbu sehr-i Subat’in dordiincii Persembe aksami yani Cuma gecesi saat iki bucukta bed’
olunacaktir: Icra edilecek lubiyat

Tosun Aga, komedi, ii¢ perde.
Zor Nikah, bir perde.
Coban Oglu ve Coban Kizi, kanto ve raks, bir perde"

7 Sevengil, Tiirk Tiyatrosu Tarihi, 408.

A.g.e., 408.

9  Esra Aydmlioglu, “Udi Samh Selim’in Kanto Mecmuas1” (Yiiksek Lisans Tezi, Ege Universitesi, 2021), 105-
383.

10 Sevengil, Tiirk Tiyatrosu Tarihi, 408.

11 Alimdar, “XIX. Yiizyildan itibaren Osmanli Devleti’nde Bat1 Miiziginin Benimsenmesi ve Toplumsal Sonuglar1”,
380.

o]
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Kanto sarkilarinin tiyatro programlarindaki varligi hedefine ulagmuis, kantolar halkin ilgisini
¢ekmeyi basarmis, sarkilar biiyiik bir popiilariteye kavusmuslardir. 19. yiizyil sonunda ve
20. yiizy1l baslarinda kanto sarkilar1 herkesin dilindedir, kantocularin baslarindan gegenler,
cogunlukla 6zel hayatlarina dair bilgiler, sohbetlere konu olmaktadir. Ancak kanto halkin biiyiik
bir kismi tarafindan begenilirken kimileri igin de sanattan yoksun ve bayagi bir gosteri olarak
kabul edilmektedir. Kanto, tulfiat tiyatrolar1 dncesinde icra edildigi kahvehanelerin ziyaretci
kitlesi ve hitap ettigi kitle sebebiyle bir alt kiiltiir gosterisi olarak nitelenmektedir. Tulfiat
tiyatrolar1 dncesinde kahvehaneler ve gazinolarda sahnelenen kanto gdsterilerinin izleyicisi
genellikle alt siniftan insanlardir. Bu anlamda elit bir kesime hitap eden bir sahne gosterisi
degildir.'” Kantonun baslangigta boyle bir kitleye hitap etmesi, kimileri tarafindan tiiriin agag1
bulunmasinin arkasinda yatan sebeplerden biridir. Kantonun tulGat tiyatrolarinin bir pargast
olarak sahnelenmeye baslamasi da bu goriisti aksi yonde degistirmemistir. Nitekim tulGat
tiyatrosu, batililagsma hareketlerinin etkisini arttirdigi Osmanli toplumunda yayginlagmaya
baslamig Batili tarzda tiyatronun karsisinda asagi bir tiir olarak goriilmektedir. Bat1 tarzi
tiyatronun taraftarlarindan ve bu tiirden eserler verme kaygisiyla ¢aligan Namik Kemal, tultat
tiyatrosunun dayandig1 ortaoyununun tiyatro olmadigini ve seyircinin ahlakini zedeleyen bir
eglence tiiri oldugunu savunmaktadir.'

Osmanli’nin Tanzimat déonemindeki kiiltiirel atmosferi ekonomik ya da toplumsal sinif
fark etmeksizin kadinlarin pek ¢ok haktan yoksun birakan, bu anlamda erkeklerin toplumda
ayricalikli bir konuma sahip oldugu bir yapilanmaya dayanmaktadir. Dolayisiyla kadinlara
yonelik siddet eylemlerinin caydiriciligina yol agacak toplumsal diizenlemeler yoktur. Bu
toplumsal yap1 kantocu kadinlarin siddet olaylarinin dogrudan hedefi olmasini kaginilmaz
kilmaktadir.'*

Kantocular sahne yasamlar1 boyunca erkek siddetine ¢ok fazla maruz kalmislardir.
Hayranlarinin kulislerini basmalari, birbirlerini bigaklamalari, zaman zaman kantocu kadinlart
da yaralamalari siklikla goriilen olaylardandir. Hatta kantocu Agavni erkek bir hayrani tarafindan
oldurtlmiistiir.’> Metin And, tulGat tiyatrosunun aydin ¢evrelerde hos karsilanmamasinin
sebebinin, diisiik diizeyde bir faaliyet olmasinin yaninda kantocularin “bicak ¢ekilmesi,
yaralama, silah patlamasi gibi polis olaylarina yol agmalarindan” da kaynaklandigini ifade
etmektedir. Kantocularin maruz kaldiklar1 siddet olaylar1 bu olaylarin sorumlusu kendileriymis

12 Kantonun tuluat tiyatrolari ncesi sahnelemelerinde hitap ettigi seyirci kitlesi hakkinda detayli bir ¢alisma igin
bkz. Erik Blackthorne-O’barr, “Song and Stage, Gender and Nation: The Emergence of Kanto in Late Ottoman
Istanbul” (Yiiksek Lisans Tezi, Sabanci1 Universitesi 2018).

13 Nilgiin Firidinoglu. “Actors of the Ottoman Stage & Walk-Ons of Dramatic Texts: Representation of Non-Muslim
Ottomans in the Western-Style Drama” Tivatro Elestirmenligi ve Dramaturji Boliimii Dergisi 30, (2020): 1-16.
https://doi.org/10.26650/jtcd.742928.

14 Serpil Cakir, Osmanl Kadin Hareketi, istanbul: Metis Yaynlar1, 2016.

15 Higyilmaz. Istanbul Geceleri ve Kantolar, 19.
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16 Donemin

gibi anlatilmakta ve hatta “genc kizlara kotii 6rnek” olduklari igin suglanmaktadirlar.
inlii kantocularindan Samram Kelleciyan, Hikmet Feridun ile ger¢eklestirdigi bir roportajda
sanat hayatinin biiyiik tehlikeler i¢inde gectigini, sahneye ¢iktiginda localardan kendisine anlami

“senin i¢in kan dokerim” demek olan kirmizi ipekli mendil gosterildigini ifade etmektedir."”

Kanto sanatcilart belki de kendilerini siddet olaylarindan korumak i¢in ¢ogunlukla tultiat
kumpanyalarindan erkeklerle evlenmisler ya da belali sevgililerden medet ummuslardir. Pek
cok kaynakta Peruz Terzekyan’in sevgilisi olarak bahsedilen Bigakg1 Petri de bu belalilardan
biridir.!® Resat Ekrem Kogu’nun “Galata Canavari Bigakei Petri”!” tefrikasina gére annesi 13
yasindayken Peruz’u Bigake1 Petri’ye satmistir. Sermet Muhtar Alus da Onikiler romaninda
Peruz ve Petri iliskisine dair detaylar paylasir: “Galata 'nin en azginlarindan Bigakg¢i Petri,
Peruz’a gigek atan birinin basina sandalye vurmus, kafatasini dért béliik etmis. Kacarken bir
adamin da burnunu kesmis. Ustelik caka olarak, kap oniinde alti el tabanca atmig. ™ Petri,
Peruz’un hayranlarina korku salmasinin yaninda, Peruz igin de bir tehdit haline gelmistir.
Azil1 bir suglu haline gelen Petri’nin yerini sahnede sdyledigi bir kanto sarkisinin sdzleri ile
Peruz’un ihbar ettigi ve onu tutuklattig1 sdylenmektedir.

Peruz gibi sahne yasaminda siddete maruz kalan bir baska iinlii kantocu Amelya Hanim’dir.
Amelya Hanim kantocu Kiigiik Virjin’in kiz1 ve “komik-i Sehir” olarak bilinen Nasit Ozcan’m
esidir. Nasit’ten iki gocugu vardir: Selim Nasit Ozcan ve Adile Nasit. Amelya Hanim Nasit
ile evlenmeden 6nce onun kumpanyasinda ¢alismaktadir. Nasit kendisine fena halde asiktir
ancak o sirada evli oldugu igin, her ne kadar hukuki olarak miimkiin olsa da etraftan gelecek
tepkilerden c¢ekindiginden Amelya ile evlenememektedir. Ancak Amelya’nin hayranlariin
artmasi Nasit’i kiskandirmaktadir. Bir giin gosteri sonrasi kiskanglik krizine girerek kulise
gidip seni baskasina yar etmem diye silahla korkutmaya ¢aligirken Amelya’yr “yanlighikla”
vurmustur.?! Daha sonra Amelya ile evlenmek isteyen bir kisiyi korkutmak ve bu fikirden
caydirmak icin fotograf¢iya gidip elinde silahla fotograf ¢ektirmis ve Amelya’nin talibine
gondermistir. Nihayetinde Amelya ve Nagit evlenmiglerdir. Bu hikaye evlilik amagl bir iliskide
dahi siddetin son derece mesru oldugu bir kiiltiirel ortamda, kantoculara herhangi bir baglilig1
olmayan hayranlarin yapabileceklerinin sinirsizligi konusunda fikir vermektedir.

16 Metin And, Kisa Tiirk Tiyatrosu Tarihi (Istanbul: Yap1 Kredi Yayinlari, 2019), 126.

17  Samram Kelleciyan, “Tiyatromuzun Eski Bir Emektari: 34 Seneden Beri Kanto Soyliyen Samram Hanim
Tiyatroculuga Nasil Basladi?”” Roportaji yapan Hikmet Feridun, 001525847006, Dosya No: 175, Taha Toros
Arsivi.

18  Gokhan Akgura, “Peruz Hakkinda Calisma Notlar1”, manifold. https://manifold.press/peruz-hakkinda-calisma-
notlari#ref05 (30.05.2022 tarihinde erisilmistir).

19  Resat Ekrem Kogu, “Galata Canavar1 Bigake¢1 Petri”, Terciiman, 1972, tefrika.

20  Sermet Muhtar Alus, Onikiler (Istanbul: iletisim Yaymlari, 1999), 166.

21 Higyilmaz. Istanbul Geceleri ve Kantolar, 46.
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Kantonun icrasi

“Direklerarasi 'mn iinlii eglence mekdni, Samram Hanim sahneye ¢ikacagi zaman kirmizi
renklere biiriintirdii. Kantocu ise kipkirmizi dekor iginde san ki bir ates par¢asidwr. Ellerine
ziller takmus singir mingir oynadiginda, seyircileri de yakacaktir. Sahneyi dolanarak yaptigi

bu giristen sonra, is gobek fashina gelir: “Yangin var, yangin var / Ben yaniyorum / Yetisin a

dostlar / Tutusuyorum” dedik¢e salon bu ask atesini sondiirmeye can atacaktir.

Kanto gosterileri, tanikliklarda seyircilerin iizerinde yogun bir etki biraktiklar: ve cosku
yarattiklari yoniinde tespitler igermektedir. Cemal Unlii tarafindan popiiler miizigin ilk drnegi
olarak nitelenmektedir.* Akilda kalic1 ve eglendirici bu sarkilar, dsnemin Istanbul yasayisindan
giincel olaylari konu edinirler. Ancak kantolar bir yandan da sarkicilarin sarkilari kuralina
uygun sdylenmedigi ve sahnede hafif bir imaj ¢izdikleri gerekcesiyle bayagi bulunmaktadir.
Kanto gosterilerinin icra siireglerinin bilesenlerine bakmak bu yorumlarin temellerini anlamak
bakimindan gereklidir. Bu boliimde tulfiat tiyatrolarinin bir pargasi olarak sahnelenen kantoyu,
sahne tizerinde miizik ve dans araglarini kullanarak hikaye anlatilan bir sahne gosterisi olarak
ele alacagim.

Tiyatro ansiklopedisinde kanto; “sahnede hareket ederek sarki séylemeye, bu yolda yazilmig
ozel sarkilara denir** seklinde, Refik Ahmet Sevengil tarafindan ise “...saknede bir kadin
sarkicinin dans edip sarki séylemesidir, fakat sarkici hareketlerini sarkinin konusuna gore
ayarlar.”® seklinde tanimlanmistir. Kanto sanatgisinin icra ettigi dans, soyledigi sarkinin
sozlerinin anlattig1 hikdyenin atmosferine ve bu hikdye araciligiyla temsil edilen hayali kiginin
davranislariyla uyumludur. Kantocunun kostiimii de sahne iizerinde yaratilmak istenen tasviri
destekler niteliktedir. Mesela ¢ingene kantosu sdyleyen kantocu ¢ingene gibi, goban kantosu
sOyleyen kantocu ise kantoda sdyledigi boliime ya da aldigi role gore, coban, cobana asik kiz
ya da kizin babas1 gibi giyinmektedir.?® Kanto gosterisinde sarki sozlerinin anlattigi hikayenin
gectigi diinyanin bir taklidi yaratilir. Kantoda icra taklide dayali olmasi bakimindan, tultat
tiyatrolarindaki icra ve sahne davranisiyla benzerlik tasir, bu anlamda sadece bir sarki sdyleme
faaliyeti degil, teatral yonii baskin bir sahne gosterisi oldugu sdylenebilir.

Kanto sarkisinin konusu 6ncesinde ya da sonrasinda sahnelenen oyunun konusuyla ve
gosterimin biitlinsel yapisiyla baglantilidir. Kantoyu “teatral” bir tiir olarak tanimlayan Murat
Belge, dansta jest ve mimiklerin 6n plana ¢ikmasinin giiftelerin vurgusunu pekistirdigini
diigiinmektedir.?” Sarkicinin sahne hareketleri kantoyu tanimlayan 6nemli bir unsurdur. Kanto
bir kadin sarkici tarafindan tek basina sahnelenebildigi gibi iki kisi olarak da sahnelenebilir.

22 A.ge.,38.

23 Cemal Unlii, Kantolar, CD- Kitap¢ik. Istanbul: Kalan Miizik Arsiv Serisi, 1998.

24  Tiirk Tiyatrosu Ansiklopedisi, Ed. M. Nihat Ozén ve Baha Diirder (istanbul: Remzi Kitabevi, 1967), 240.
25 Sevengil, Tiirk Tiyatrosu Tarihi.

26 Higyilmaz, Istanbul Geceleri ve Kantolar.

27 Murat Belge, Sanat ve Edebiyat Yazilart (Istanbul: Tletisim Yayinlari, 2009).

80 Tiyatro Elestirmenligi ve Dramaturji B6limi Dergisi 34, (2022)



Dila Okus

Iki kisi tarafindan icra edilen kanto gosterilerine diietto denmektedir.® Samram Kelleciyan
sahneye ilk kez Peruz’la beraber sdyledigi “Pembe Kiz Diiettosu” ile ¢ikmistir ve sonraki
yillarda da pek ¢ok diiettoya beraber ¢ikmiglardir.? Diiettolarda sarkilarin sdzleri bir diyalog
da icerdiginden bu gosterilerdeki “teatral” yon daha da baskindir:

Peruz’la Samram 1 Hicaz diiettosunda bir arada gérmek miimkiindiir. Burada da ¢ingenenin
adi Pembe dir. Diietto Cingene diinyasindan bir kesit verir. Peruz diiettoda Samram 'in deyimi
ile ‘Giizel Beyaz dir: Pesinde kiiciik beylerin dolastigi kadife cepken giyen Peruz, izgara
magsa yapan Samramla kapigir.>

Kantocularin sarki sdylerken sahne iizerinde icra ettikleri fiziksel skor da asagt yukart her
sarkida benzerdir. Sermet Muhtar Alus, kantonun; “aranagmeden sonra giiftenin baslamasiyla
beraber keman solosuyla dans etme, gerdan kirma, sahnenin ortasinda hoplayip sahneden
ayrilmaktan ibaret ' oldugunu ifade etmektedir. “Sahnenin ortasinda hoplayip sahneden
ayrilma” Alus’un kantonun basit bir gosteri oldugunun altini ¢izmek icin kullandig bir ifade
olsa da gosterinin icrasina dair yaptig1 genelleme, kantolarda ortaklasan bir yapt oldugunu
diisiindiirmektedir.

Kanto sarkilari, diger sarkilardan miizikal icra bakimindan da farklilagmaktadir.
Kantocularin sarkiy1 séylerken agizlarindan ¢ikan ezgiyle enstriimanlarin ¢aldigt ezgi her zaman
ortigmemektedir. Bu durum kimilerince “dogru sarki séyleyememe” olarak yorumlanmaktadir.
Kantonun icrasinin o dénemde makbul bulunan sarki séyleme kurallarinin digina ¢ikiyor
olmasi elestiri konusu haline gelmektedir. Kantonun dogru olmayan bir icraya dayandigi tespiti
giiftelerin telaffuzunda da kendini gostermektedir. Gayrimiislim kadinlar tarafindan Tiirkce
sozlerle sdylenen bu sarkilar “dogru olmayan” bir Tiirkge telaffuzla icra edilir. Bu “kirik”
Tiirkce sarkilarin karakteristigini olusturur ve ilerleyen yillarda anadili Tiirkge olan sanatgilar
da kanto soylerken sarkiy1 dili bozarak icra ederler.?? Giilriz Sururi bu icra bi¢iminin kantonun
temel bir karakteristigini olusturdugunu ifade eder:

Kusursuz bir kanto sahnelemek diye bir sey yoktur. Zaten kanto kétii bir dille sdylenen ancak
sempatik bir sahne gosterisi, Ermeni ¢engilerinin ortaya ¢ikardigi marifetti. Eger ayni sarkiyt
giizel bir sekilde seslendirirseniz o ‘sarki’sdylemek olurdu ‘kanto’degil. Kanto sanat¢ilarinin
stkistig yerlerde ‘e’ koyup derin bir nefes alip, sarkimin final kisminda sesleri yetmedigi icin
feryatlarla bitiren kantoculara ve kantolara bayiliyorum.>

28  Ozge Sen Tuncel, “Kantonun Tanimi ve Déniisiimii”, Kanto Kitabi, Ed. Emine Giirsoy Naskali, (Istanbul:
Kitabevi Yayinlari, 2018), 13.

29 Samram Kelleciyan, “Herdem Taze Bir Sanatkar Kadin: Samram Hanim, Muharririmize Hayatin1 Hatiralarin
Anlatiyor”, Roportaji yapan Hikmet Feridun. 001525846006, Dosya No: 175, Taha Toros Arsivi.

30 Higyilmaz. Istanbul Geceleri ve Kantolar, 24.

31 Sermet Muhtar Alus, “Kantocularin Kadinnesi Peruz”, Yedigiin Dergisi s.70, 1934, 10.

32 Sen Tuncel, “Kantonun Tanimi ve Dontisiimii”, 20.

33 Giilriz Sururi, Kildan Ince Kilictan Keskin istanbul: Milliyet Yaymlari, 1978).
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Kantocularin sarkilarin bazi yerlerinde feryat edercesine seslerinin incelmesinin sebebinin
seslerinin yetmemesi oldugu da sdylenmektedir.** Oysaki sarkilarin cogunun bestesi sarkiy1 icra
eden kantocular tarafindan yapilmaktadir ve bu kadinlarin seslerinin yetmedigi besteler yapmalari
cok akla yatkin degildir. Bir diger yorum bedensel hareketlerin vokallerini etkilemesi yoniindedir:
“Muhtemelen ayak hareketlerinden kaynaklanan uzatmalar... Bu daha olas1 bir agiklamadr,
c¢linkii bedensel aksiyon ile vokal aksiyon arasindaki iliskiyi ima etmektedir. Kantodaki
dogru bulunmayan vokale ve telaffuza dayali icra, kendi i¢inde bir tutarlilik tagimaktadir
ve kantonun kendisine has yapisini olusturur. Kanto sarkilari bir hikaye anlatmaktadir; ses,
enstriiman, hareket, kostiim gibi sahne araclar1 alisildik olmayan bir bigimde bir araya gelerek
bu hikayenin kendine has diinyasini kurarlar. Bu nedenle sanatgilarin kantoyu icra etme
bigimlerini alisilagelmis dogruluk 6lgiitlerine gore degil, kanto gosterisinin kendi i¢indeki
tutarliligina bakarak, sahnede yaratilan aksiyonu takip ederek degerlendirmek ve incelemek
icray1 daha derinlemesine anlamamizi saglamaktadir.

Buna dair bir 6rnege Tarik Bugra’nin, /bis 'in Riiyasi*® romaninda rastlariz. Tulfiat sanatgist
Nasit Ozcan’in hayatindan esinlenerek yazilan romanda kantoculara yénelik ortaya konulan
algi donemin beklentilerini yansitmaktadir. Romanda tiyatro sanat¢isinin kantoculara dair
beklentisi sdyle anlatilir:

“...ti¢ mii beg mi kag kantocu olacakt: tiyatroda? Bunlarin hepsi de ¢ok giizel sesli ve oyunun
en ustalart arasindan se¢ildi diyelim. Iste o zaman hapi yutard: tiyatro. Ciinkii nerede idi
bunun sesi ¢atallis1? Kantosundaki ah’lar, of ’lart notaya, duyguya gore degil de simitgisine,
terzi ¢iragina bakkalina da ah ¢ektirecek, of cektirecek ve “‘Sen of cekme canim ben ¢ekeyim’
diye nara attiracak olani? ‘Amma da kiviryor’ dedirteni degil de baska seyler diisiindiiren
ve umdurani?” 3

Kantonun seyirci lizerinde yaratmasi beklenen etki onun kendine has icra bigimine
dayanmaktadir. Ayrica bu etki sadece bedensel beceriye degil, seyircide belli duygular ve
cosku yaratmasina baglidir. Bu anlamda kanto gosterilerinin anlattig1 hikdyenin dans, sarka,
miizik, kostiim, dekor gibi sahne araglartyla kurdugu sahnesel gergekligin izleyiciyle kurdugu
iligki de ayr1 ve 6nemli bir inceleme konusudur. Buradaki asil konu kantonun bu etkiyi salt
icracinin bir kadin olarak sahnedeki varligiyla ve kisi olarak sergiledigi cilveli tavirlarla
mi, yoksa kanto gosterisiyle temsil edilen hikayedeki hayali asik/¢ingene/vs. tipinin sahne
davranigtyla mi1 yaratacagidir. Kanto gosterisinde anlatilan hikayenin yarattig1 diinyanin temsili
ile kantocularin gergek varliklari izleyici nezdinde geciskendir. Sahnedeki kanto sarkicisi
cingene kantosu sdylerken o kantoyu sdyleyen “cingeneyi” ve o “gingenenin askini” temsil
etmektedir. Nitekim ayni kantocu bir sonraki gosterisinde tursucu kantosu da sdyleyebilmektedir.

34 Higyilmaz. Istanbul Geceleri ve Kantolar.

35 Sen Tuncel, “Kantonun Tanimi ve Dontisimii”, 20.

36  Tarik Bugra, Ibis 'in Riiyas: (Istanbul: Otiiken Nesriyat, 2013).
37 A.ge., 48-49.
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Ancak seyirciler gene de sahnedeki asik ¢ingenenin kisi olarak kendilerine seslendigine
inanabilmektedirler. Bu durumun iki sebebi olabilir: Birincisi, kanto gosterisinin izleyiciyle
kurdugu iliskiyle ilgili olan bu durum, insanlarin (¢ogunlukla erkeklerin) ge¢cmisten getirdikleri
kanto seyretme aliskanliklariyla baglantili olabilir. Kahvehane ve gazinolarda bir tiyatro
gosterisinin pargasi olmadan icra edilen bu eglence bigimi dogrudan erkeklere yoneliktir ve
erkekleri eglendirme iglevi tagimaktadir.’® Kurulan bu dogrudan iliski tulat tiyatrolarina da
tastnmus olabilir. Ikincisiyse acik kiyafetlerle sahneye ¢ikan kadinlarin seyirci cekmesi sebebiyle,
kanto gosterilerinde tiyatro patronlar ve tiyatrodaki temsil aligkanliklarinin yonlendirmeleri,
sahne iizerindeki kantocularin kadinlik durumlarinin altin1 ¢izmektedir. ileride bahsedecegimiz
gibi, tulliat tiyatrocularinin kantoculardan biiyiik bir 6vgiiyle bahsederken, kantocu kadinlar1
ve dolayisiyla kendi tiyatrolarini, ahlaksizlikla suglayan kisilerden koruma kaygisi tagidiklarini
diisinmek miimkiindiir. Bu anlamda bir sahne gosterisi olarak kantoyla, a¢ik kiyafetlerle
sahneye ¢ikan kadin kantocu arasindaki dengeyi kurmaya calisiyor olmalari da muhtemeldir.

Kantocu Kadimnlar ve Sahne-i Alem: Peruz Terzekyan, Samram
Kelleciyan, Kii¢iik Virjin

Kantoyu ilk olarak Italyan gezgin tiyatrocu gruplarinin Yogurtcu Parkinda oynadigi
soylenmekte, ilk kantocunun ise Aranik Hanim isminde biri oldugu iddia edilmektedir.*® Fakat
kanto mecmualarinda karsimiza ¢ikan ilk isim Peruz Terzekyan’dir. Peruz’un ardindan Samram
Kelleciyan, Kii¢iik Virjin, Mari Ferha, Flora, Amelya, Biiyiilk Amelya gibi bircok gayrimiislim
kantocu yetigmistir.** Kantonun popiilerliginin doruk noktasina ulastigi 19. yiizy1l sonlarinda
Miisliiman kadinlarin sahneye ¢ikmalari hala yasaktir. Yalnizca gayrimiislim kadinlarin sahneye
¢ikabildigi donemde Kadriye isimli bir kantocu Pasakopriilit Amelya takma adiyla Nazilli’de
sahneye ¢ikmigtir. Fakat Miisliiman oldugu anlasilinca sahne yagamina son vermek zorunda
kalmustir. 19. yiizy1l sonunda tiim kantocularin gayrimiislim olmasinin yani sira, kantoya eslik
eden orkestralar da genellikle gayrimiislimlerden meydana gelmektedir.*!

Kantonun Osmanli’daki en fazla sarki bestelemis ve popiiler sanat¢ist olarak goriilen Peruz
Terzekyan’in 1866 yilinda dogdugu ve 14 yaslarinda sahnelerde kanto yapmaya bagladigi
soylenmektedir. Musahipzade Celal bir donemin adeta bir “Peruz devri” olarak anildigini
belirtmektedir.*> Peruz’un baz1 kaynaklarda Sivas’ta, baz1 kaynaklarda ise Istanbul’da dogdugu
annesinin de Ziirafa Sokak kadinlarindan oldugu bilgisi yer almaktadir.*® Peruz Hanim 19.
ylizy1l sonunda Sehzadebasi’nda Sahne-i Alem adli bir sahne grubu kurmustur. Bu toplulukta

38 “Kanto” http://www.istanbulkadinmuzesi.org/en/kanto, (30.05.2022 tarihinde erigilmistir.)

39 Higyilmaz, Istanbul Geceleri ve Kantolar, 60.

40  Aydmlioglu, “Udi Samli Selim’in Kanto Mecmuas1”, 8.

41  Ahmet Fehim, Sahnede Elli Sene (istanbul: Mitos Boyut Yaymlari, 2002).

42 Musahipzade Celal, “Kafesler kafi goriilmedi, localara birer de tiil gerildi”, Roportaji yapan Hikmet Feridun,
Aksam, 16 Kasim 1936.

43 Sermet Muhtar Alus, Istanbul Kazan Ben Kepce (Istanbul: iletisim Yaymlari, 1995).
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Samram, Amelya, Kii¢lik Virjin, Violet, Flora gibi kantocularla birlikte ¢aligmistir. Sahne-i
Alem bir egitim kurumu gibi de islev gormiistiir.

Sahne-i Alem’e katilan kadinlarin ¢ogu Peruz’un akrabasi ya da tanidigidir. Peruz bu
kadilari yetistirmis, tulGat¢ilarla tanigtirmig ve onlara is olanagi saglamistir.** Ermeni asilli bir
diger Osmanli kanto sanat¢isi Samram Kelleciyan, Peruz’un teyzesinin kizidir ve kantoculuga
onun sayesinde baslamistir. Hikmet Feridun’un yaptig1 roportajda kantoya nasil basladigini
sOyle anlatir: “Ermeni patirtist ¢ikmisti, bu yiizden zevcime iftira ettiler isten ¢ikardilar...
Peruz o zaman meshur bir aktristi lakin o zaman sanatgilarin kiymetini bilmezdik, biz bile
aktris oldu diye Peruz hamimla konusmazdik...” Peruz ile arasi ¢ok da iyi olmayan Samram
onunla bir giin yolda karsilagsmustir. Peruz, o siralarda ekonomik olarak biiyiik bir sikinti iginde
olan Samram’a “yazik degil mi sana aktrislik biiyiik meslektir gel aktris ol” demistir. {1k
once evli oldugu i¢in buna itiraz eden Samram’1 ikna etmistir. Samram gibi Kiigiik Virjin de
Peruz’un sayesinde sahneye adim atmistir. Peruz, bir giin Kiigiik Virjin’i, kendi kendine sarki
sOylerken duymus ve sesini ¢ok begenmistir. Yazmis oldugu kanto bestelerinden bazilarimi
seslendirmesini teklif ederek sahnelere ¢ikmasina vesile olmustur.* Kanto hayatina bu sekilde
adim atan Kii¢iik Virjin ayrica kendisi gibi kantocu Amelya’nin annesi, Adile Nagit’in ve kadin
kiliginda sahneye ¢ikan erkek kantoculardan Niko’nun anneannesidir.

Kantocu kadinlar 6zellikle Peruz’un da tesvikiyle kantoyu bir meslek olarak icra etmeye
baslamislardir. Bu isi profesyonel olarak yapmalari kendilerine ekonomide de bir yer agtiklart
gergegini ortaya koymaktadir. Ancak kantoculuk mesleginin bu kadinlar i¢in ne dereceye kadar
bir se¢cim oldugu tartigsmalidir. Nitekim kanto genellikle zaten son derece yoksul ve ekonomik
olarak gli¢ durumda kadinlarin icra ettigi bir sanattir.*’” Dolayisiyla kadinlarin kantoyu bir
meslek olarak icra etmelerinin, kadinlara agik mesleklerin sinirli oldugu bir dénemde bir segim
degil dolayli bir mecburiyet oldugu goriilmektedir.*

Kisa Fistan Cagi’na Elestiriler

Kantocular, kadin olarak sahneye ¢ikip cilveli bir edayla sarki sdylemeleri sebebiyle agir
elestirilere maruz kalmslardir. Ornegin Peruz Terzekyan tarafindan kurulan ve cok sayida kadin
kantocunun yetismesine olanak saglayan Sahne-i Alem toplulugu, cogunlukla bir “rezalethane”

44 Blackthorne-O’barr, “Song and Stage, Gender and Nation: The Emergence of Kanto in Late Ottoman Istanbul”,
40-50.

45 Samram Kelleciyan, “Tiyatromuzun Eski Bir Emektari: 34 Seneden Beri Kanto Soyliyen Samram Hanim
Tiyatroculuga Nasil Baslad1?”.

46  Higyilmaz. Istanbul Geceleri ve Kantolar.

47 Kadmlarin kantoya baslama hikayeleri i¢in Ergun Higyilmaz’m Istanbul Geceleri ve Kantolar kitabindaki
biyografilere ve Kadin Eserleri Kiitiiphanesi ve Bilgi Merkezi Vakfi tarafindan hazirlanan Istanbul Temasa
Hayatinda Kadinlar kitabina bakilabilir.

48 Hasmik Khalapyan, “Theatre as a Career for Ottoman Armenian Women, 1850 to 1919”, 4 Social History of
Late Ottoman Women : New Perspectives, Ed. Duygu Koksal ve Anastasia Falierou, E-book: Brill, 2013.
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veya bir genelev olarak goriilmektedir. 1899°da tiyatronun ad1 iyice kotiiye ¢ikmistir ve devlet
tarafindan kapatilmistir. Sahne-i Alem’in bir rezalethane olarak gériilmesinin en biiyiik sebebi
kadinlarin sahnede acik kiyafetlerle cilveli danslar yapmalaridir. Bu yaklagimin tuliat tiyatrosunu
da ciddiyetsiz ve sanattan yoksun olarak tanimlayan alginin bir devami oldugu diisiiniilebilir.
Buna bir de sanat¢ilarin kadin olarak o doneme gore agik sayilabilecek kiyafetlerle sahneye
c¢ikmalart durumu eklendiginde, kendilerine yonelik sert elestiriler kaginilmaz hale gelmektedir.
Kamusal alanda giindelik yasamlarinda giymedikleri agiklikta kiyafetlerle yer alan kadinlar,
hukuki olarak sug islemeseler de alisilagelmis toplumsal kurallarin disina ¢ikmakta ve toplumsal
diizen i¢in bir nevi tehdit unsuru olugturmaktadirlar.

Serpil Cakir, Osmanli déneminde tesettiiriin ve drtiinmenin bazi kadinlar tarafindan kamusal
alandan uzaklastirilmayla baglantilandirildigini ifade eder.* Giyim kusam konusundaki
diizenlemeler Osmanli Kadin Hareketi i¢indeki kadinlar tarafindan toplumsal yasama katilim
baglaminda sorunsallastirilmaktadir. Ayrica sokakta ve erkeklerin yaninda viicudu kapatan
giysiler giyilmesi gerekliligi miisliimanlar ve gayrimiislimler i¢in ayrim yapmamaktadir.
Mesele kadinlarin toplumsal hayattaki goriiniirliikkleri oldugunda benzer kurallar gegerli
olmaktadir. Bu anlamda giyim kusam diizenlemesi de kiiltiirel bir arka plana sahip olmakla
birlikte, toplumsal diizeni saglamaya yonelik, bir bakima devlet idaresine ait bir konu haline
gelmektedir. Cakir’a gore “fesettiirle bigimlenen giyimden sadece mahremligin, cinselligin
korunmasi, gosterilmemesi degil, toplumsal diizenin de korunmasi” amaglanmaktadir.*

Kanto gosterilerini aktaran tanikliklarda bu sanati icra eden kadinlarin seyirciler igin
erotik cagrisimlarda bulunduklarina dair yaygin bir anlayis karsimiza ¢ikar. Birgok kaynakta
“acik sacik kantocular” tabirine rastlanmaktadir. Salah Birsel, kantocularin agik kiyafetlerle
sahneye ¢iktiklart donemi “kisa fistan ¢agi™' olarak nitelemekte ve kanto izleyen seyircilerin
kantocular karsisinda tezahiiratlar yapma sebeplerinin o donem icin “agik” sayilabilecek kanto
giysileri giymeleri oldugunu diisiinmektedir. Esra Aydilioglu’nun hazirladig1 Udi Samli
Selim’in Kanto Mecmuas: baslikli Yiiksek Lisans Tezinde aktardigina gore; “Hiiseyin Cahit
Yal¢in da kantocularin dar bir salvar iginde tiim viicudunu titreterek dans etmesinin seyircileri
heyecanlandirmak icin oldugunu ifade etmektedir. Nazim Giines de (1974), kantocularin isveyi

sanat haline getirdiginden, dikkat ¢ekici ve davetkar oluslarindan bahsetmistir. ">

Elestirilere bakildiginda Direklerarasi’ndaki kanto gdsterileri Galata’dakilere gore
daha seviyeli bulunmaktadir. Ancak burada da kanto gdsterisi izlemeye gelen seyircilerin
motivasyonlari arasinda kadinlarin bedenlerini gérmek beklentisi devam etmektedir. Hiiseyin
Cabhit Yalgin, “Kanto bir perde anonsunun” kendiliginden kadin bedeni gérme vaadini beraberinde

49  Cakir, Osmanli Kadin Hareketi, 244.

50 A.ge.,?244.

51 Salah Birsel, Kuslar: Ortiinmek: Giinliik 1972-1975 (Istanbul: Ada Yayinlari, 1976).
52 Aydinlioglu, “Udi Samli Selim’in Kanto Mecmuas1”.

Tiyatro Elestirmenligi ve Dramaturji Bolimu Dergisi 34, (2022) 85



1880-1920 Arasl istanbul'daki Tuldat Tiyatrolarinda Kantocu Kadinlar

getirdigini 6ne siirmektedir.® Bu nedenlerle kanto gosterileri Ahmet Rasim ve baska kisiler
tarafindan da “fuhusun tahrik bolgesi” olarak isimlendirilmistir.** Kadinlarin agik kiyafetlerle
sahneye ¢ikmalari ve kamusal alanda bu sekilde goriiniir olmalari bir bakima toplumsal diizenin
bekasi i¢in bir tehdittir. Kantoculara ahlak iizerinden yapilan suglamalar toplumsal diizene
yonelik bir tehdit olusturmalart kaygisina dayanmaktadir.

Kantocu kadmlarin ahlaki degerini sorgulayan bakis, kantocularin sanatsal birikimlerinin
giindeme gelmesinin de dniine gegmektedir. Ancak hem kanto mecmualarini inceledigimizde
karsimiza ¢ikan giifte beste sayilarindan hem de tiyatro patronlarinin belki de kendilerini
yoneltilen asagi ve ciddiyetsiz elestirileriyle basa ¢ikmak igin 1srarlt bigimde kantoculart
ovdikleri agiklama ve yazilarindan, bu kadinlarin hi¢ de hafife alinmayacak bir sanatsal
birikime sahip olduklar1 gériilmektedir.

Musahipzade Celal Peruz Hanim’m miizik bilgisinin ¢ok kuvvetli oldugu belirtmektedir.
Ayrica Udi Samli Selim’in kanto mecmuasinda Peruz’a ait 131 adet giifte bulunmaktadir.*
Ismail Diimbiillii; Peruz’u dénemin en iyi kantocular1 arasinda saymaktadir. Nasit anilarinda
Peruz’u “Tuliiat tiyatrosunda yetisen kadin sanatkarlarin en yiiksegidir.” diye nitelemekte,
mitkemmel nota bildigini ve herkese hocalik ettigini sdylemektedir.’® Kemani Yorgi Biiyiik
Sevki’nin kumpanyasinda Peruz’la ¢alistigi giinleri onun miizik bilgisini 6verek anlatir:

“... O hakikaten iistad bir kantocu idi. Ona keman ¢almak miihim bir meseleydi. Yanlis ¢ald:
mi ya perdeyi kapattirir yahut insani rezil ederdi. Hi¢ unutmam bir giin, Bakirkoyii ' nde
calarken kiigiik bir kusur yapmistim. O kadar kiginin i¢inde: ‘Maestro, mi fe sol fa mi re do

olacak’diye ihtar etti. Pancar gibi kizardigimi hissettim. Yan gozle notaya baktim, hakikaten
257

dedigi dogruydu.
Kantocularin sahne tizerindeki faaliyetlerinin elestirildigi bu donemde aslinda kadinlarin
miizik bilmesi kantocular1 elestiren kisiler tarafindan da karsi olunan bir durum degildir.
Ancak kadilarin bu bilgilerini agik kiyafetlerle sahnede sergilemeleri degil, evde kocalarim
eglendirmek icin kullanmalari istenmektedir. Nitekim ayn1 déonemde kadinlarin miizik
bilmelerinin aile hayatlarinin devamu igin gerekli olduguna yonelik yazilar kaleme alinmaktadir.

I

Bu yazilardan birinde “...aile huzurunun saglanmasi icin aile konserlerinin tesis edilmesi
onerilmektedir. Boylece erkegin tek basina digsaridaki eglence yerlerine gitmesinin ontine
gecilmis olacaktir.” *® Yani kadinlarin miizik bilmesi degil, bunu kamusal alanda icra etmeleri

sorun yaratmaktadir. Kantocularin miizik bilgilerini gelir saglayan bir faaliyete doniistiirmiis

53 Tiirk Tiyatrosu Ansiklopedisi, Ed. M. Nihat Ozén ve Baha Diirder, 240.

54  Higyilmaz. Istanbul Geceleri ve Kantolar, 17.

55  Aydinlioglu, “Udi Samli Selim’in Kanto Mecmuasi”.

56  Nasit, “Hayatim. Peruz’un parlak giinleri”, Son Posta, 28 Ocak 1939.

57 Nusret Safa Coskun, “Halk sanatkarlar1 arasinda”, Son Telgraf, 29 Aralik 1937.

58  Alimdar, “XIX. Yiizyildan Itibaren Osmanl Devleti’nde Bati Miiziginin Benimsenmesi ve Toplumsal Sonuglar1”,
319.
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olmalari da tepki ¢ekmelerinin nedenlerinden biri olabilir. Bir donem Peruz tulfiat sanatinin en
fazla kazanan sanatgisi olarak bilinmektedir. Birden fazla evi, arabasi ve hizmetgileri oldugu
soylenir. Gazetede yayinlanan bir réportajda Ismail Efendi’nin kumpanyasinda oyun basina 3
Ingiliz aldig1 ifade edilmektedir.®® Samram Hanim hakkinda da geliri konusunda dedikodular
¢ikmistir. Bu dedikodularda Samram Hanim’1in ramazan ayidaki gosterileri ile gosteri bagina
60 altin alarak geliri en yiiksek olan kantocular arasinda yer aldigi sdylenir. Ancak Samram
bunu reddetmekte ve en fazla 5 lira aldigin1 sdylemektedir.®® Pek ¢ok kantocu kadin, tuliiat
tiyatrocularinin biiyiik bolimi gibi hayatinin son giinlerini aglik sefalet i¢inde gegirmistir.*!
Peruz’un sahne yasaminin sona ermesinin ardindan birikimi tiikenmistir, herhangi bir ekonomik
gilivenceye de sahip olmadigindan son giinlerini yokluk i¢inde gecirmistir. Musahipzade
Celal, Peruz’un son giinlerini sefalet icinde gegirdigini, kendisine eski bir hayraninin yatacak
yer verdigini ve Peruz’un bu eski hayraninin ona yatmasi i¢in agtig1 hamaminin kiilhaninda
hayatini kaybettigini aktarmaktadir.®

Sonuc¢

Kantonun halk arasindaki popiilaritesinin sona ermesi ve icrasinin giderek azalmasi,
Direklerarasi’ndaki tiyatrolarin kapanmastyla baglantilidir. Kantocu kadinlar sahne yasamlari
boyunca sert elestirilerle ve fiziksel siddetle siklikla kargilagmislar, oldukca zorlu yollardan
geemislerdir. Popiiler olduklar1 donemlerde hayatlarini gegindirecek bir gelir elde etseler de
sahne yasamlari sona erdiginde genellikle ekonomik olarak gii¢liik cekmislerdir. Her ne kadar
son giinlerini zorluk iginde gegirseler de kantocular bir donem tulGat tiyatrolart i¢inde, ekonomik
ve toplumsal yasamda kendilerine yer edinmislerdir. Kantocu kadinlar hem ekonomiye katilarak
hem de yasayis, giyim kusam adetlerinin sinirlarint zorlayarak toplumsal yasamda kendilerine
uygun goriilen siirlarin disina ¢ikmiglardir ve kendilerine yoneltilen elestirilerin temelinde
yer alan rahatsizliklar bu durumdan kaynaklanmaktadir. Yazilan kantocu biyografilerinde,
istisnalar olmakla birlikte, genellikle kadinlarin sanat¢1 kimlikleri arka planda kalmaktadir,
daha ziyade bedenleri, giyimleri ya da 6zel yasamlart konu edilir. 19. yiizyilda kendilerine
yoneltilen ahlaki sorgulama bir bakima giiniimiize kadar bu sekilde devam ettirilmistir.

Kantocularin yagam 6ykiileri arastirmalara konu olmakla birlikte, kantonun sahne lizerindeki
icrasi, kendisini sarmalayan toplumsal baglamin icray1 belirlemesi bakimindan yeterince
incelenmemistir. Oysa kanto gosterileriyle anlatilan hikdyenin anlatilma bigimi ve yarattig1
etki, i¢inde gelistigi kiiltiirel ortamla dogrudan baglantilidir. Kantocu kadinlar sarkilarinda
kisa hikayeler anlatmaktadirlar, bu hikayelerin icerikleri ve sarkida temsil ettikleri karakterler

59  Nasit, “Hayatim. Peruz’un parlak giinleri”.

60 Samram Kelleciyan, “Tiyatromuzun Eski Bir Emektart: 34 Seneden Beri Kanto Soyliyen Samram Hanim
Tiyatroculuga Nasil Baslad1?”.

61 Higyilmaz. Istanbul Geceleri ve Kantolar.

62 Musahipzade Celal, “Kafesler kafi goriilmedi, localara birer de tiil gerildi”, Roportaji yapan Hikmet Feridun,
Aksam, 16 Kasim 1936.
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cesitlilik gostermektedir. Sahnedeki kanto icrasinin teknigi, tulfiat tiyatrosundaki icranin
ozellikleriyle de benzerlik tagimaktadir. Ancak sahnelemenin yarattigi etki, genellikle erkek
seyircilerin tanikliklarindan okudugumuz kadariyla, cogunlukla erotizmle iliskilendirilmektedir.
Bu iliskilendirmenin sebeplerini anlamak ve yorumlamak i¢in, kantonun sahne tizerindeki
icrasi, ses, beden, miizik, s6z, kostiim, dekor gibi sahne araglarina odaklanan ve bu araglarin
kantonun icra edildigi kiiltiirel baglamla iliskisini ortaya koyan daha detayli bir incelemeyi
hak etmektedir.

Kantoculara yoneltilen ahlaksizlik suglamalari, kendilerine yonelik siddet olaylarinin
temelini olugturmustur. Kantoyu sanattan yoksun, ahlaksiz bir faaliyet olarak goren sert
elestirilere karsilik, tuldat tiyatroculari kantocularin sanatsal birikimlerini yazdiklari anilarda ve
yaptiklari agiklamalarda siklikla 6vmiislerdir. Ancak tuliat tiyatrolarinin patronlarimin yaptiklart
aciklamalar, kadinlara yonelik siddet olaylarini engellemekten ziyade, tiyatrolarini koruyacak
bir savunu diizeyinde kalmistir. Keza siddet iceren eylemlere zaman zaman tiyatrocu erkekler
de dahil olmusglardir. Bu da agikca gostermektedir ki, kantocularin ¢aligtiklart tiyatrolarin
patronlar1 da kadinlara sinir belirleyen anlayistan bagimsiz degillerdir. Ancak yasadiklari tim
zorluklara ragmen kantocular onlarca sarki bestelemis, giifteler yazmislardir. Kantocularin
sahnede var olmak adina verdikleri miicadele, ilerleyen yillarda kadinlarin sahneye daha sik
¢ikabilmeleri i¢in uygun kiiltiirel ortamin insa edilmesi adina son derece 6nemli olmustur.
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AMAC-KAPSAM

Tiyatro Elestirmenligi ve Dramaturji Bolim Dergisi — Journal of Theatre Criticism and Dramaturgy,
arastirmaci, yazar, akademisyen ve yiksek 6grenim 6grencilerinin Gstln nitelikli orijinal bilimsel
calismalarini yayinlamayi ve bu alandaki bilgi birikimine katki sunmayi amaclar. Yilda iki kez Haziran
ve Aralik aylarinda yayimlanan, hakemli, acik erisimli, bilimsel bir dergidir.

Derginin konu kapsaminda tiyatro tarihi ve elestirisi, tiyatro teorileri, dramaturji, oyun yazarlidi,
yaratici yazim, Osmanli-Tiirk tiyatrosu, uluslararasi ve ulusal tiyatro sahnesindeki cagdas gelismeler
yer alir. ingilizce, Almanca ve Tiirkce dillerinde orijinal arastirma makaleleri ve derleme yazlari
dergide yayinlanir.

EDITORYAL POLITIKALAR VE HAKEM SURECI
Yayin Politikasi

Dergiye yayinlanmak Uzere gonderilen makalelerin icerigi derginin amacg ve kapsami ile uyumlu
olmalidir. Dergi, orijinal arastirma niteligindeki yazilari yayinlamaya 6ncelik vermektedir.

Genel ilkeler

Daha 6nce yayinlanmamis ya da yayinlanmak tzere baska bir dergide halen degerlendirmede
olmayan ve her bir yazar tarafindan onaylanan makaleler degerlendirilmek tzere kabul edilir.
On degerlendirmeyi gecen vyazilar iThenticate intihal tarama programindan gecirilir. intihal
incelemesinden sonra, uygun makaleler Editor (Bas Editor) tarafindan orijinaliteleri, metodolojileri,
makalede ele alinan konunun énemi ve derginin kapsamina uygunlugu acisindan degerlendirilir.

Bilimsel toplantilarda sunulan 6zet bildiriler, makalede belirtilmesi kosulu ile kaynak olarak kabul
edilir. Editor, gonderilen makale bigcimsel esaslara uygun ise, gelen yaziyi yurticinden ve /veya
yurtdisindan en az iki hakemin degerlendirmesine sunar, hakemler gerek gérdugi takdirde yazida
istenen degisiklikler yazarlar tarafindan yapildiktan sonra yayinlanmasina onay verir.

Makale yayinlanmak tizere Dergiye gdnderildikten sonra yazarlardan higbirinin ismi, tim yazarlarin
yazili izni olmadan yazar listesinden silinemez ve yeni bir isim yazar olarak eklenemez ve yazar sirasi
degistirilemez.

Yayina kabul edilmeyen makale, resim ve fotograflar yazarlara geri gdnderilmez.
Yazarlarin Sorumlulugu

Makalelerin bilimsel ve etik kurallara uygunlugu yazarlarin sorumlulugundadir. Yazar makalenin
orijinal oldugu, daha 6nce baska bir yerde yayinlanmadigi ve baska bir yerde, baska bir dilde
yayinlanmak tizere degerlendirmede olmadigi konusunda teminat saglamalidir. Uygulamadaki telif
kanunlari ve anlasmalari gozetilmelidir. Telife bagl materyaller (6rnegin tablolar, sekiller veya buytik
alintilar) gerekli izin ve tesekkurle kullanilmalidir. Baska yazarlarin, katkida bulunanlarin ¢alismalari
ya da yararlanilan kaynaklar uygun bicimde kullaniimali ve referanslarda belirtilmelidir.
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Gonderilen makalede tim yazarlarin akademik ve bilimsel olarak dogrudan katkisi olmalidir, bu
baglamda “yazar” yayinlanan bir arastirmanin kavramsallastirilmasina ve dizaynina, verilerin elde
edilmesine, analizine ya da yorumlanmasina belirgin katki yapan, yazinin yazilmasi ya da bunun
icerik acisindan elestirel bicimde gézden gecirilmesinde gérev yapan birisi olarak gorilur. Yazar
olabilmenin diger kosullari ise, makaledeki calismay planlamak veya icra etmek ve / veya revize
etmektir. Fon saglanmasi, veri toplanmasi ya da arastirma grubunun genel stipervizyonu tek basina
yazarlik hakki kazandirmaz. Yazar olarak gésterilen tim bireyler sayilan tim o6lcutleri karsilamalidir
ve yukaridaki 6lcttleri karsilayan her birey yazar olarak g&sterilebilir. Yazarlarin isim siralamasi ortak
verilen bir karar olmalidir. Tim yazarlar yazar siralamasini Telif Hakki Anlasmasi Formunda imzali
olarak belirtmek zorundadirlar.

Yazarlik icin yeterli Slcutleri karsilamayan ancak calismaya katkisi olan tiim bireyler “tesekkiir /
bilgiler” kisminda siralanmalidir. Bunlara érnek olarak ise sadece teknik destek saglayan, yazima
yardimci olan ya da sadece genel bir destek saglayan, finansal ve materyal destegi sunan kisiler
verilebilir.

Butiin yazarlar, arastirmanin sonuglarini ya da bilimsel degerlendirmeyi etkileyebilme potansiyeli
olanfinansaliliskiler, cikar catismasi ve ¢ikar rekabetini beyan etmelidirler. Bir yazar kendiyayinlanmis
yazisinda belirgin bir hata ya da yanlislik tespit ederse, bu yanhshklara iliskin diizeltme ya da geri
¢cekme icin editor ile hemen temasa ge¢me ve isbirligi yapma sorumlulugunu tasir.

Hakem Siireci

Daha 6nce yayinlanmamis ya da yayinlanmak lizere baska bir dergide halen degerlendirmede
olmayan ve her bir yazar tarafindan onaylanan makaleler degerlendirilmek tzere kabul edilir.
Gonderilen ve 6n kontrolli gecen makaleler iThenticate yazilimi kullanilarak plagiarizm icin taranir.
Plagiarizm kontrolliinden sonra, uygun olan makaleler bas editor tarafindan orijinallik, metodoloji,
islenen konunun énemi ve dergi kapsamiile uyumlulugu acisindan degerlendirilir. Editdr, makaleleri,
yazarlarin etnik kdkeninden, cinsiyetinden, cinsel ydneliminden, uyrugundan, dini inancindan ve
siyasi felsefesinden bagimsiz olarak degerlendirir. Yayina gonderilen makalelerin adil bir sekilde ift
tarafli kor hakem degerlendirmesinden ge¢melerini saglar.

Secilen makaleler en az iki ulusal/uluslararasi hakeme degerlendirmeye gonderilir; yayin karari,
hakemlerin talepleri dogrultusunda yazarlarin gerceklestirdigi diizenlemelerin ve hakem sirecinin
sonrasinda bas editor tarafindan verilir.

Hakemlerin degerlendirmeleri objektif olmalidir. Hakem sireci sirasinda hakemlerin asagidaki
hususlari dikkate alarak degerlendirmelerini yapmalari beklenir.

- Makale yeni ve dnemli bir bilgi iceriyor mu?

- Oz, makalenin icerigini net ve diizgiin bir sekilde tanimliyor mu?
- Yontem bitiinlGkla ve anlasilir sekilde tanimlanmig mi?

- Yapilan yorum ve varilan sonuglar bulgularla kanitlaniyor mu?

- Alandaki diger calismalara yeterli referans verilmis mi?

- Dil kalitesi yeterli mi?
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Hakemler, gonderilen makalelere iliskin tim bilginin, makale yayinlanana kadar gizli kalmasini
saglamali ve yazar tarafinda herhangi bir telif hakki ihlali ve intihal fark ederlerse editére
raporlamalidirlar. Hakem, makale konusu hakkinda kendini vasifli hissetmiyor ya da zamaninda
geri donis saglamasi mimkiin goriinmiyorsa, editdre bu durumu bildirmeli ve hakem siirecine
kendisini dahil etmemesini istemelidir.

Degerlendirme siirecinde editor hakemlere gézden gecirme icin gdnderilen makalelerin, yazarlarin
ozel mulku oldugunu ve bunun imtiyazl bir iletisim oldugunu acik¢a belirtir. Hakemler ve yayin
kurulu Uyeleri baska kisilerle makaleleri tartisamazlar. Hakemlerin kimliginin gizli kalmasina 6zen
gosterilmelidir.

TELIF HAKKINDA

Yazarlar dergide yayinlanan calismalarinin telif hakkina sahiptirler ve calismalari Creative Commons
Atif-GayriTicari 4.0 Uluslararasi (CC BY-NC 4.0) olarak lisanslidir. CC BY-NC 4.0 lisansi, eserin ticari
kullanim disinda her boyut ve formatta paylasiimasina, kopyalanmasina, cogaltiimasina ve orijinal
esere uygun sekilde atifta bulunmak kaydiyla yeniden diizenleme, donlstiirme ve eserin lizerine
insa etme dahil adapte edilmesine izin verir.

ACIK ERIiSiM iLKESi

Dergi acik erisimlidir ve derginin tim icerigi okura ya da okurun dahil oldugu kuruma ticretsiz olarak
sunulur. Okurlar, ticari amag haricinde, yayinci ya da yazardan izin almadan dergi makalelerinin
tam metnini okuyabilir, indirebilir, kopyalayabilir, arayabilir ve link saglayabilir. Bu “https://www.
budapestopenaccessinitiative.org/translations/turkish-translation” BOAI acik erisim tanimiyla
uyumludur.

Derginin acik erisimli makaleleri Creative Commons Atif-GayriTicari 4.0 Uluslararasi (“https://
creativecommons.org/licenses/by-nc/4.0/deed.tr” CC BY-NC 4.0) (https://creativecommons.org/
licenses/by-nc/4.0/deed.tr) olarak lisanshdir.

ISLEMLEME UCRETI

Derginin tiim giderleri istanbul Universitesi tarafindan karsilanmaktadir. Dergide makale yayini
ve makale siireglerinin yurUtiilmesi lcrete tabi degildir. Dergiye gonderilen ya da yayin igin kabul
edilen makaleler icin islemleme Ulicreti ya da gonderim (creti alinmaz.

ETIK

Yayin Etigi ilke ve Standartlari

Tiyatro Elestirmenligi ve Dramaturji Bolim Dergisi — Journal of Theatre Criticism and Dramaturgy,
yayin etiginde en yliksek standartlara baglidir ve Committee on Publication Ethics (COPE), Directory
of Open Access Journals (DOAJ), Open Access Scholarly Publishers Association (OASPA) ve World

Association of Medical Editors (WAME) tarafindan yayinlanan etik yayincilik ilkelerini benimser;
Principles of Transparency and Best Practice in Scholarly Publishing basligi altinda ifade edilen
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ilkeler icin adres: https://publicationethics.org/resources/guidelines-new/principles-transparency-

and-best-practice-scholarly-publishing

Gonderilen tim makaleler orijinal, yayinlanmamis ve baska bir dergide degerlendirme siirecinde
olmamalidir. Yazar makalenin orijinal oldugu, daha 6nce baska bir yerde yayinlanmadigi ve baska bir
yerde, baskabirdildeyayinlanmak tizere degerlendirmede olmadiginibeyan etmelidir. Uygulamadaki
telif kanunlari ve anlagsmalari gézetilmelidir. Telife bagli materyaller (6rnegin tablolar, sekiller veya
blyitk alintilar) gerekli izin ve tesekkurle kullaniimalidir. Baska yazarlarin, katkida bulunanlarin
calismalari ya da yararlanilan kaynaklar uygun bicimde kullaniimali ve referanslarda belirtilmelidir.
Her bir makale editérlerden biri ve en az iki hakem tarafindan cift kor degerlendirmeden gecirilir.
intihal, duplikasyon, sahte yazarlik/inkar edilen yazarlik, arastirma/veri fabrikasyonu, makale
dilimleme, dilimleyerek yayin, telif haklari ihlali ve ¢ikar catismasinin gizlenmesi, etik disi davranislar
olarak kabul edilir. Kabul edilen etik standartlara uygun olmayan tiim makaleler yayindan cikarilir.
Buna yayindan sonra tespit edilen olasi kuraldisi uygunsuzluklar iceren makaleler de dahildir.

DiL
Derginin yayin dili Tiirkce, ingilizce ve Almanca'dir.
YAZILARIN HAZIRLANMASI VE YAZIM KURALLARI

1. Aksi belirtiimedikce gonderilen yazilarla ilgili tiim yazismalar ilk yazarla yapilacaktir.

2. Makale génderimi online olarak https://dergipark.org.tr/tr/pub/teddergi lizerinden yapilmalidir.

3. Gonderilen yazilar, makale tiriini belirten ve makaleyle ilgili detaylari iceren (bkz: Son Kontrol
Listesi) kapak sayfasi; editore mektup (varsa), yazinin elektronik formunu iceren Microsoft Word
2003 ve Uzerindeki versiyonlari ile yazilmis elektronik dosya ve tiim yazarlarin imzaladigi Telif
Hakki Anlasmasi Formu eklenerek gonderilmelidir.

Makale ile birlikte 100-150 kelimeyi gecmeyecek Tiirkce ve ingilizce 6zet verilmelidir.
Makale dilinde 5, ingilizce 5 anahtar kelime olmalidir.

Tiirkce ve Almanca makaleler icin 600-700 kelime genisletilmis ingilizce 6zet verilmelidir.

N o oA

Makale icindeki alintilar italik olarak yazilmaldir, atiflar sayfa alti dipnot verme biciminde 10
punto olarak belirtilmelidir.

8. Metin bastan sona kadar Times New Roman 12 punto normal olmalidir.

9. Metinde satir arahgi 1,5 (bir bucuk) olmalidir.

10. Paragraf basi bosluklari 1,5 (bir bucuk) olmalidir.

11. Makale bashgi Times New Roman 14 punto koyu biytik harflerle yazilmahdir.

12. Yayinlanmak Uzere gonderilen makale ile birlikte yazar bilgilerini iceren kapak sayfasi
gonderilmelidir. Kapak sayfasinda, makalenin bashgi, yazar veya yazarlarin bagli bulunduklarn
kurum ve unvanlari, kendilerine ulasilabilecek adresler, cep, is ve faks numaralari, ORCID ve
e-posta adresleri yer almalidir (bkz. Son Kontrol Listesi).

Referans Stili ve Formati


https://publicationethics.org/resources/guidelines-new/principles-transparency-and-best-practice-scholarly-publishing
https://publicationethics.org/resources/guidelines-new/principles-transparency-and-best-practice-scholarly-publishing
https://dergipark.org.tr/tr/pub/teddergi
https://dergipark.org.tr/tr/journal/48/file-manager/15369/download
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Tiyatro Elestirmenligi ve Dramaturji Bolimu Dergisi — Journal of Theatre Criticism and Dramaturgy
referans sistemi olarak “Chicago Manual of Style (CMOS) kullanir. Ayrintili bilgi icin: https://www.
chicagomanualofstyle.org/tools_citationguide/citation-guide-1.html

Kaynaklarin dogrulugundan yazar(lar) sorumludur. Tim kaynaklar metinde belirtilmelidir. Kaynaklar
asagidaki 6rneklerdeki gibi gosterilmelidir.

Ornekler:

iR: ik referans, SR: Sonraki referans, K: Kaynakca

Kitap

iR Kerem Karaboga, Oyunculuk Sanatinda Yéntem ve Paradoks (istanbul: Habitus Kitap, 2012), 73.
SR Karaboda, Oyunculuk Sanatinda Yontem ve Paradoks, 44.

K Karaboga, Kerem. Oyunculuk Sanatinda Yéntem ve Paradoks. istanbul: Habitus Kitap, 2012.

iR Toby Cole ve Helen Krich Chinoy, Directors on Directing: A Source Book of the Modern Theatre
(Chicago: Echo Point Books and Media, 2013), 37.

SR Cole ve Chinoy, Directors on Directing: A Source Book of the Modern Theatre, 65.

K Cole, Toby ve Chinoy, Helen Krich. Directors on Directing: A Source Book of the Modern Theatre
Chicago: Echo Point Books and Media, 2013.

Ceviri Kitap

iR Joachim Latacz, Antik Yunan Tragedyalar, cev. Yilmaz Onay (istanbul: Mitos Boyut Yayinlari, 2012), 24.
SR Latacz, Antik Yunan Tragedyalari, 32.

K Latacz, Joachim, Antik Yunan Tragedyalari, cev. Yilmaz Onay. istanbul: Mitos Boyut Yayinlari, 2012.

Hazirlayani/Derleyeni/Editorii Olan Kitapta Kitap Boliimii

iR Oguz Aricl, “Poetikada Zaman ve Mekan Diisiincesi’, Tiyatroda Zaman/Mekan icinde, Ed. Kerem
Karaboga (istanbul: Habitus Kitap, 2018), 20.

SR Aricl, “Poetika'da Zaman ve Mekan Dustincesi’, 24.

K Arici, Oguz. “Poetika'da Zaman ve Mekan Disiincesi’, Tiyatroda Zaman/Mekan. Editér Kerem
Karaboga, 11-34. Istanbul: Habitus Kitap, 2018.

Kitap icindeki Ons6z, Sunus, Giris vb. Kisimlar

iR Ozdemir Nutku, William Shakespeare’in Othello adli kitabina sunus (istanbul: Remzi Kitabevi,
2006), XVII.

SR Nutku, sunus, XVI.

K Nutku, Ozdemir. William Shakespeare'in Othello adl kitabina sunus, I-XXI. istanbul: Remzi Kitabevi,
2006.


https://www.chicagomanualofstyle.org/tools_citationguide/citation-guide-1.html
https://www.chicagomanualofstyle.org/tools_citationguide/citation-guide-1.html
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Elektronik Olarak Yayimlanmis Kitap

iR Fakiye Ozsoysal, Tiyatro Metinlerinde Alimlama ve Metin Stratejileri (istanbul: Altkitap, 2002) Erisim
14 Mart 2018, https://www.altkitap.net/tiyatro-metinlerinde-alimlama-ve-metin-stratejileri/.

SR Ozsoysal, Tiyatro Metinlerinde Alimlama ve Metin Stratejileri, 39.

K Ozsoysal, Fakiye. Tiyatro Metinlerinde Alimlama ve Metin Stratejileri. Istanbul: Altkitap, 2002. Erisim
14 Mart 2018. https://www.altkitap.net/tiyatro-metinlerinde-alimlama-ve-metin-stratejileri/.
Online basvurulmus kitaplar icin URL ya da veritabaninin adi verilir. Eger sayfa numarasi yoksa,

bolim ya da kisim basligi referans verilebilir.

Telif Dergi Makalesi

iR Nilgiin Firidinoglu, “Faruk Nafiz Camlibel'in “Kahraman Destani” ve Yazinsal Metnin Uretim Siirecinde
ideolojik Zorunlulugun Roli’, Tiyatro Elestirmenligi ve Dramaturji Béliim Dergisi 17 (2010), 87.

SR Firidinoglu, “Faruk Nafiz Camlibel'in “Kahraman Destani,” 89-90.

K Firidinoglu, Nilgiin.“Faruk Nafiz Camlibel’in “Kahraman Destani” ve Yazinsal Metnin Uretim Siirecinde
ideolojik Zorunlulugun Roli’, Tiyatro Elestirmenligi ve Dramaturji B6liim Dergisi 17 (2010), 85-97.

Ceviri Dergi Makalesi

iR Charlotte Rea, “Kadin Tiyatro Gruplarl’, cev. Aysan Sénmez, Mimesis Tiyatro/ Ceviri- Arastirma
Dergisi 12 (2006), 22.

SR Rea, “Kadin Tiyatro Gruplari’, 25.

K Rea, Charlotte. “Kadin Tiyatro Gruplar’, Ceviren Aysan Sénmez. Mimesis Tiyatro/ Ceviri- Arastirma
Dergisi 12 (2006), 21-37.

Elektronik Dergi Makalesi

iR Ali Artun, “Bauhaus: Modernlesmenin Tasarimi” Skop Dergi 14 (2019): 12. Erisim 27 Mart 2019.

SR Artun, “Bauhaus: Modernlesmenin Tasarim1”, 17.

K Artun, Ali."Bauhaus: Modernlesmenin Tasarimi” Skop Dergi 14 (2019): 9-21. Erisim 27 Mart 2019.
Online bagvurulmug makaleler icin URL ya da veritabaninin adi verilir. E§er mevcutsa DOI (Digital
Object Identifier) numarasini belirtin.

Tez

iR Yavuz Pekman, “Cagdas Tiirk Tiyatrosunda Geleneksellik’, (Doktora tezi, istanbul Universitesi,
2001), 28.

SR Pekman, “Cagdas Tiirk Tiyatrosunda Geleneksellik’, 76.

K Pekman, Yavuz. “Cagdas Turk Tiyatrosunda Geleneksellik” Doktora tezi, istanbul Universitesi, 2001.

Ansiklopedi Maddesi

iR Aziz Calislar, “Belgesel Oyun,’ Tiyatro Ansiklopedisi, (Ankara: T.C. Kiiltiir Bakanhdi Yayinlari, 1995), 70.
SR Calislar, “Belgesel Oyun,” 70.

K Calislar, Aziz."Belgesel Oyun,’ Tiyatro Ansiklopedisi: 70-72. Ankara: T.C. Kiiltiir Bakanhgi Yayinlari, 1995.
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Kitap Tanitimi

iR Ridvan Turhan, “Mali Krizler Tarihi: Cinnet, Panik ve Cokiis", istanbul Universitesi Sosyoloji Dergisi,
16 (2008), 241.

SR Turhan, “Mali Krizler Tarihi: Cinnet, Panik ve Cokus,” 243.

K Turhan, Ridvan. “Mali Krizler Tarihi: Cinnet, Panik ve Cokis’, istanbul Universitesi Sosyoloji Dergisi, 16
(2008): 239-244.

Web Sitesi

iR Carl Tollef Solberg ve Espen Gamlund, “How Should We Evaluate Deaths?,” Practical Ethics,
erisim 03 Temmuz 2019, http://blog.practicalethics.ox.ac.uk/2019/05/guest-post-how-should-we-
evaluate-deaths/

SR “How Should We Evaluate Deaths?”

K Solberg, Carl Tollef ve Gamlund, Espen. “How Should We Evaluate Deaths?” Practical Ethics.
Erisim 03 Temmuz 2019, http://blog.practicalethics.ox.ac.uk/2019/05/guest-post-how-should-we-
evaluate-deaths/

Basili Gazete Makalesi

iR Takiyettin Mengiisoglu, “Egitimde Tarihi Cevre ve insan,” Cumhuriyet, 14 Aralik 1971, 2.
SR Mengiisoglu, “Egitimde Tarihi Cevre ve insan,’ 2.

K Mengiisoglu, Takiyettin. “Egitimde Tarihi Cevre ve insan” Cumhuriyet, 14 Aralik 1971.

Elektronik Gazete Haberi

iR“What Consent? Hungary, Poland & Czech Republic Deny Sealing Migrant Deal with Merkel’, Russia
Today, 30.06.2018, erisim 30.06.2018). https://www.rt.com/news/431382-hungary-poland-czech-
migrants/

SR“What Consent?”

K“What Consent? Hungary, Poland & Czech Republic Deny Sealing Migrant Deal with Merkel’, Russia
Today, 30.06.2018, erisim 30.06.2018). https://www.rt.com/news/431382-hungary-poland-czech-
migrants/

SON KONTROL LIiSTESI

Makalenin tirlnin belirtildigi

Baska bir dergiye gonderilmemis oldugu

ingilizce yéniinden kontroliiniin yapildigi

Yazarlara Bilgide detayli olarak anlatilan dergi politikalarinin gézden gecirildigi
Referanslarin derginin benimsedigi Chicago Manual of Style’t temel alan referans sistemine
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search, or link to the full texts of the articles in this journal without asking prior permission from the
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2. Manuscpript is to be submitted online via https://dergipark.org.tr/tr/pub/teddergi
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Reference Style and Format

Journal of Theatre Criticism and Dramaturgy - Tiyatro Elestirmenligi ve Dramaturji Bolim Dergisi
has adopted “Chicago Manual of Style (CMOS)". Detailed information is available on https://www.
chicagomanualofstyle.org/tools citationguide/citation-guide-1.html

Authors are responsible for the accuracy of references. All references should be cited in text. Below
given examples should be considered in citing the references.

Examples:
FN: First note, SN: Subsequent note, B: Bibliography

Book

FN Kerem Karaboga, Oyunculuk Sanatinda Yéntem ve Paradoks (istanbul: Habitus Kitap, 2012), 73.
SN Karaboda, Oyunculuk Sanatinda Yontem ve Paradoks, 44.

B Karaboga, Kerem. Oyunculuk Sanatinda Yéntem ve Paradoks. istanbul: Habitus Kitap, 2012.

FN Toby Cole and Helen Krich Chinoy, Directors on Directing: A Source Book of the Modern Theatre
(Chicago: Echo Point Books and Media, 2013), 37.

SN Cole and Chinoy, Directors on Directing: A Source Book of the Modern Theatre, 65.

B Cole, Toby and Chinoy, Helen Krich. Directors on Directing: A Source Book of the Modern Theatre
Chicago: Echo Point Books and Media, 2013.

Translated Book

FN Joachim Latacz, Antik Yunan Tragedyalari, trans. Yilmaz Onay (istanbul: Mitos Boyut Yayinlari,
2012), 24.

SN Latacz, Antik Yunan Tragedyalari, 32.

B Latacz, Joachim, Antik Yunan Tragedyalari, Translated by Yilmaz Onay. istanbul: Mitos Boyut
Yayinlari, 2012.

Chapter of an Edited Book

FN Oduz Arici, “Poetika'da Zaman ve Mekan Dustlincesi’, in Tiyatroda Zaman/Mekan, Ed. Kerem
Karaboga (istanbul: Habitus Kitap, 2018), 20.

SN Arici, “Poetika'da Zaman ve Mekan Dusiincesi’, 24.

B Arici, Oguz. “Poetika’da Zaman ve Mekan Dislincesi.” In Tiyatroda Zaman/Mekan. Edited by Kerem
Karaboga, 11-34. istanbul: Habitus Kitap, 2018.

Preface, Introduction, Etc. of a Book
FN Ozdemir Nutku, foreword to Othello by William Shakespeare (istanbul: Remzi Kitabevi, 2006),
XVII.
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SN Nutku, foreword to Othello, XVI.
B Nutku, Ozdemir. Foreword to Othello by William Shakespeare, I-XXI. istanbul: Remzi Kitabevi, 2006.

E-Book

FN Fakiye Ozsoysal, Tiyatro Metinlerinde Alimlama ve Metin Stratejileri (istanbul: Altkitap, 2002),
https://www.altkitap.net/tiyatro-metinlerinde-alimlama-ve-metin-stratejileri/.

SN Ozsoysal, Tiyatro Metinlerinde Alimlama ve Metin Stratejileri, 39.

B Ozsoysal, Fakiye. Tiyatro Metinlerinde Alimlama ve Metin Stratejileri. istanbul: Altkitap, 2002. https://
www.altkitap.net/tiyatro-metinlerinde-alimlama-ve-metin-stratejileri/.

FN Brooke Borel, The Chicago Guide to Fact-Checking (Chicago: University of Chicago Press, 2016),
92, ProQuest Ebrary.

SN Borel, Fact-Checking, 104-5.

B Borel, Brooke. The Chicago Guide to Fact-Checking. Chicago: University of Chicago Press, 2016.
ProQuest Ebrary.

For books consulted online, cite the URL or the name of the database. If no page numbers are
available, cite a section, loc number (kindle) or chapter title.

Journal article

FN Nilgiin Firidinoglu, “Faruk Nafiz Camlibelin “Kahraman Destani” ve Yazinsal Metnin Uretim
Surecinde ideolojik Zorunlulugun Roli, Tiyatro Elestirmenligi ve Dramaturji B6liim Dergisi 17 (2010), 87.
SN Firidinoglu, “Faruk Nafiz Camlibel'in “Kahraman Destani,” 89-90.

B Firidinoglu, Nilgiin.“Faruk Nafiz Camlibel'in “Kahraman Destani” ve Yazinsal Metnin Uretim Siirecinde
ideolojik Zorunlulugun Roli’, Tiyatro Elestirmenligi ve Dramaturji B6liim Dergisi 17 (2010), 85-97.

Translated Journal Article

FN Charlotte Rea, “Kadin Tiyatro Gruplari’, cev. Aysan S6nmez, Mimesis Tiyatro/ Ceviri- Arastirma
Dergisi 12 (2006), 22.

SN Rea, “Kadin Tiyatro Gruplari’, 25.

B Rea, Charlotte. “Kadin Tiyatro Gruplari’, Ceviren Aysan Sonmez. Mimesis Tiyatro/ Ceviri- Arastirma
Dergisi 12 (2006), 21-37.

Online Journal Article

FN Ali Artun, “Bauhaus: Modernlesmenin Tasarimi” Skop Dergi 14 (2019): 12. 27 Mart 2019.

SN Artun, “Bauhaus: Modernlesmenin Tasarimi’, 17.

B Artun, Ali.“Bauhaus: Modernlesmenin Tasarimi” Skop Dergi 14 (2019): 9-21. 27 Mart 2019.

For articles consulted online, cite the URL or the name of the database. If available, specify the
DOl (Digital Object Identifier) number.

Thesis or Dissertation
FN Yavuz Pekman, “Cagdas Tuirk Tiyatrosunda Geleneksellik’, (PhD diss., istanbul Universitesi, 2001),
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28.

SN Pekman, “Cagdas Turk Tiyatrosunda Geleneksellik”, 76.

B Pekman, Yavuz. “Cagdas Tiirk Tiyatrosunda Geleneksellik” PhD diss., istanbul Universitesi, 2001.
Encyclopaedia Entry

FN Aziz Calislar, “Belgesel Oyun,” Tiyatro Ansiklopedisi, (Ankara: T.C. Kiltir Bakanligi Yayinlari, 1995),
70.

SN Calislar, “Belgesel Oyun,” 70.

B Calislar, Aziz. “Belgesel Oyun,” Tiyatro Ansiklopedisi: 70-72. Ankara: T.C. Kulttir Bakanligi Yayinlari,
1995.

Book Review

FN Ridvan Turhan, “Mali Krizler Tarihi: Cinnet, Panik ve Cokiis’, istanbul Universitesi Sosyoloji Dergisi,
16 (2008), 241.

SN Turhan, “Mali Krizler Tarihi: Cinnet, Panik ve Cokus,” 243.

B Turhan, Ridvan. “Mali Krizler Tarihi: Cinnet, Panik ve Cokiis’, istanbul Universitesi Sosyoloji Dergisi, 16
(2008): 239-244.

Website Content

FN Carl Tollef Solberg ve Espen Gamlund, “How Should We Evaluate Deaths?," Practical Ethics,
erisim 03 Temmuz 2019, http://blog.practicalethics.ox.ac.uk/2019/05/guest-post-how-should-we-
evaluate-deaths/

SN “How Should We Evaluate Deaths?”

B Solberg, Carl Tollef ve Gamlund, Espen. “How Should We Evaluate Deaths?” Practical Ethics.
Erisim 03 Temmuz 2019, http://blog.practicalethics.ox.ac.uk/2019/05/guest-post-how-should-we-
evaluate-deaths/

News or Magazine Article

FN Takiyettin Mengiisoglu, “Egitimde Tarihi Cevre ve insan,’ Cumhuriyet, 14 Aralik 1971, 2.
SN Mengiisoglu, “Egitimde Tarihi Cevre ve insan,’ 2.

B Mengtisoglu, Takiyettin. “Egitimde Tarihi Cevre ve insan. Cumhuriyet, 14 Aralik 1971.

Online News or Magazine Article

FN“What Consent? Hungary, Poland & Czech Republic Deny Sealing Migrant Deal with Merkel”, Russia
Today, 30.06.2018, erisim 30.06.2018). https://www.rt.com/news/431382-hungary-poland-czech-
migrants/

SN “What Consent?”

B“What Consent? Hungary, Poland & Czech Republic Deny Sealing Migrant Deal with Merkel’, Russia
Today, 30.06.2018, erisim 30.06.2018). https://www.rt.com/news/431382-hungary-poland-czech-

migrants/
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