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TAL (Tiyatro Arastirma Laboratuvari) Modeli Uzerine Bir Inceleme
Sila Can Budak!, Fatih Pazvantoglu®

Makale Bilgisi 0Oz

DOI: 10.21612/yader.2025.007 Tiyatro sanati, ozii geregi siirekli arastirma ve gelistirmeye agik bir disiplindir.

Evrensel olan deneyimlerin yaminda tiyatroda kiiltiirel miraslarim da katkisiyla
Makale Gegmisi edim saglanmaktad: Bu durumun insan ile toplumun baguun kurulmasinda en
Génderim: 28.02.2025 etkili araglardan birisi oldugu yadsimamaz bir gergektir. Konvansiyonel tiyatro
Kabul: 20.06.2025 vapumlarindan ayri olarak egitim ve arastirmaya yénelik ¢alismalar yapan Tiyatro
Arastirma Laboratuvari, kendi oz kaynaklarindan yola ¢ikarak evrensel bir tiyatro

anlayisi arama yolculugunun baslangict olarak kabul edilebilir. Tiyatro Arastirma

Anahtar Sozciikler Laboratuvari, ¢ikis noktasi olarak tiimel olani yaratimda kullanp simdi ve burada
Tivatro arastirma laboratuvar ilkesiyle oyuncu insani arastirmaktadir. Tiyatro Arastrma Laboratuvari, tiyatro

sanatina olan katkilari disinda kendi alaninda odenekli bir arastirma tiyatrosu olarak
Beklan Algan

b ilk olma ozelligi tasimaktadir. Laboratuvar, déneminin prodiiksiyon amagh tiyatrosunun
eneme aksine sahneye oyun koymayr degil, denemeyi ve arastirmayr éncelemistir. Ancak

mevcut tiyatro algisinin ve politik engellerin yarattigi baskilara ragmen ¢alismalarina

Makale Tiirii devam eden Laboratuvar, iilke tiyatrosunda degisime ve gelisime sebep olacak

Derleme makale calismalarimin engellenmesi amaciyla politik organlar tarafindan lagvedilmistir.
Calismalarim siirekli bir gelisim yolculugu olarak devam ettiven ve insan varligin
konu edinen Tiyatro Arastirma Laboratuvar, giiniimiizde bir arastirma konusu olarak
onemini korumaktadw: Bu ¢alismanmin amaci, Tiyatro Arastirma Laboratuvari nin
Tiirkiye tiyatrosundaki yeri ve katkilarini ortaya koymaktir. Bu baglamda, TAL’in
alternatif tiyatro anlayisina nasil katkida bulundugu sorgulanmistir. Bu ¢alismada
nitel arastirma yontemlerinden anlati deseni kullanilmistir. Calismaya konu olan TAL
(Tiyatro Arastirma Laboratuvari) igin yazili kaynagin azligi nedeniyle kuruculart
olan Beklan Algan ve Ayla Algan ile yapilan réportajlar birincil kaynak olarak
kullanminigtir. Elde edilen bulgular, TAL in oyuncu merkezli yaklagimi ve arastirmact
tivatro anlayisivla dénemin tiyatro yapisina alternatif sundugunu gostermektedir. Bu
calisma, TAL in arsivlenmesi ve gelecek kusaklara aktarilmas: agisindan bir bellek
calismast niteligindedir.
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TAL (Tiyatro Arastirma Laboratuvar1) Modeli Uzerine Bir Inceleme

Giris
20. yiizyil, Tiirk tiyatrosunun modern anlamda gelisme gosterdigi bir ¢ag olarak
adlandirilabilir. Yerli oyunlarin yani sira yabanci eserlerin tiyatro repertuarlarina alindigi, oyunculuk
iislubu agisindan diinya tiyatro tarihinde tartisilan yaklasimlarin denendigi, yonetmenlik anlaminda
yeni yorum yontemlerinin ¢alisildigi donemi kapsamaktadir. Bu gelismede yurt disinda Actor’s
Repertory Theatre (Oyuncularin Repertuvar Tiyatrosu), Yale Universitesi gibi ¢agdas tiyatro ve
oyunculuk egitimi veren okullarda egitim goren Tiirk tiyatro sanatgilarinin katkisi tartisilamazdir.

Tiyatronun gelisimi i¢in egitimciler kadar oyuncularin, yonetmenlerin, yazarlarin ve tiim
tiyatro emekgilerinin kendilerini gelistirip caglarin1 yakalamaya c¢aba gostermeleri gerekmektedir.
Tiyatronun canli bir sanat dali olarak deneyimlenmesi sebebiyle siirekli arastirilmasi gerekmektedir.
Cag degistikee insan iliskileri de degisecek, bu durum da tiyatroya baska sekillerde yansiyacaktir.

TAL (Tiyatro Aragtirma Laboratuvar1) adindan da anlasilacag: gibi tiyatronun gelisimi i¢in
bilimsel arastirma ve uygulama alan1 bi¢iminde Beklan Algan onciiliigiinde Sehir Tiyatrolarinin alt
birimi olarak 1988 yilinda Istanbul’da kurulmustur. Tiirk tiyatrosunda dncii bir deneme alan1 olarak
oyuncunun yaraticihigimin kiskirtildigi, ayn1 zamanda beden, ses, duyular gibi enstriimanlarinin
gelistirildigi bir okul niteligi tasimaktadir. Sadece oyuncunun degil, tiyatronun vazgecilmez iki
Ogesinden digeri olan seyircinin de yaratict olma kismina dahil edildigi arastirmalar yapilmistir.
Tiim bu caligmalari, arastirma ve deneyimleme yoluyla gelistirmeye ¢aligan TAL, iilke tiyatrosunun
kiiltiirler ve disiplinlerarasi gelisimi i¢in 6nemli bir yapidir. Diinyada birgok 6rnegi olan tiyatro
arastirma enstitiileri arasinda sayilabilecek bu ¢alisma laboratuvarinin Tirkiye’de kurulmus ve
uzun yillar 6gretici ¢alismalar yiirlitmiis olmasi Tiirk tiyatro tarihinin gelisimi agisindan 6nem arz
etmektedir.

Yontem

Bu ¢alisma, nitel arastirma yontemi kullanarak tasarlanmistir. Nitel aragtirmada, degiskenler
analiz edilerek sonuca ulagilmaktadir. Sayisal verilerden ¢ok, insan goriigleri ve bunlarin arasindaki
baglant1 ve yorumlar ¢alismanin temelini olusturmaktadir. Bu nesnel olmayan veriler aragtirmaci
tarafindan islenerek kaynaklarin referansiyla sonuca ulasilmaktadir (Ataizi, 2018). Nitel arastirma
araglarindan biri olan anlati-yagam Oykiisii deseni arastirmada kullanilan en 6nemli araglardan biridir.
Anlatilar, gegmiste yasanmis herhangi bir olay ya da deneyimi deneyimleyen kisilerden birebir
goriisme araciligiyla kayit altina alinarak yorumlama saglanmamaktadir. Bu desende amag, anlati
yoluyla sosyal baglam ve igerik analizi yapilabilmesidir. Kigilerin deneyimleri, bilgi ve belgelerle
desteklenerek ulasilmak istenen sonug net bir bicimde ortaya konabilmektedir (Demir, 2024).

Veri Toplama Aracglari

Nitel arasgtirma yontemlerinden anlat1 deseni (narrative), kisilerin dykiilerine dayanmaktadir.
Bir olguyu anlati yoluyla arastirmaciya aktarir ve yontem olarak bireylerin deneyimlerine
dayanmaktadir. Narrative calisma, olay-eylemler dizisini bir tiir arastirma tasarimi olarak
desenlemektedir. Kronolojik ya da sirali olmayan bi¢imde, ¢alismaya konu olan kisilerin aktarimi
yapilandirilmis ya da yar1 yapilandirilmis bigimde soru-cevap ya da 6ze odaklanan sdylemlerden
ortaya cikmaktadir. Anlati ¢aligmasi, sosyal bilimlerin arastirma alanina odaklandigi gibi sanat
alaninda da deneyimlerin aktarilmasi, bu yasantilarin ve uygulamalarin bilimsel ¢aligmalara konu
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olmasi icin oldukga kullanigh bir aragtir. Bu disiplinlerarasi yaklasim ayni zamanda calismanin
yOniinil pozitif anlamda etkilemektedir (Creswell, 2013).

Calismada TAL ile ilgili yazili kaynaklarin smirliligi nedeniyle TAL iiyeleriyle yapilan
roportajlar ve nehir sdylesilerin basili kaynaklarina ulagilarak buralardaki veriler toplanmistir. Sila
Can Budak tarafindan 10.11.2021 tarihinde Ayla Algan ile yapilan yiiz yiize roportajin ses kaydi
desifre edilmis ve desifre edilen metin {izerinden alinan cevaplar, olusturulan temalar1 destekleyen
dogrudan referanslar olarak kullanilmistir. Ayla Algan’nin ¢alismanin yayimlanmasi i¢in sozlIii izni
almmis ancak hastalig1 ve akabinde vefati nedeniyle yazili beyanina basvurulamamistir.

Verilerin Analizi

Veri analizi yapilirken TAL iizerine yazilmis yazilar, analiz ¢aligmalari ve yayimlanmig
diger soOylesiler taranmis ve ulasilan tiim dokiimanlara igerik analizi yapildiktan sonra {izerine
caligma yiiriitiilmiistiir. Beklan Algan ve Ayla Algan’in TAL’da yapilan ¢aligmalar1 daha ¢ok sozle
aktarmis olmalar1 ve TAL a ait hafizanin yazili hale getirilmemis olmasi, anlat1 deseninde yapilan
caligmalari 6nemli hale getirmektedir. Ele alinan yazili kaynaklarin biiylik bolimii de bu bigimde
ortaya cikartilmistir. Kayit altina alinmis roportajlar ve yazili kaynaklardan ulagilan verilere igerik
analizi yapilarak kisilerin sdylemleri birebir ¢alismaya aktarilmis ve uygulamalara dair analiz, yazili
kaynaklardan alinan bilgilerin tiyatro literatiirii ile karsilastirmasi yapilarak yorumlanmistir.

Bulgular
TAL Kuruluyor: “Ihtiya¢c Duyduk”

TAL, tiyatroyu olusturan tiim 6gelere yaklasimi ile estetik ve etik bir bakis acisi ortaya
koymasi agisindan uzun yillarmm birikimi ve tecriibesinin bir yansimasidir. Beklan Algan’in
Amerika’da aldig1 tiyatro egitimi ile baslayan, LCC (Language and Culture Center Ozel Tiyatro
Okulu), Bakirkdy Halkevi, Tepebast Deneme Sahnesi ve Bilsak’dan edindigi tecriibeler, yurt disi
caligmalar1 ve bu yolda biriktirdigi ve zenginlestirdigi arastirma- deneme yolculugunun 6nemli bir
duragidir. Bu laboratuvar, bir yolculugu igerir; bir varigi ya da sonu degil, yani devam edecek ve hig
bitmemesi gereken bir arayisin asilanma yeridir.

Tiyatro Arastirma Laboratuvari (TAL) Istanbul Biiyiiksehir Belediyesi Sehir
Tiyatrolari’na bagli bir birim olarak kuruldu ve 1988 yilmin Nisan ayinda
caligsmalarina basladi. Tiyatro Arastirma Laboratuvari, batili iilkelerde bile eksikligi
duyulan, simdiye kadar insan varligi iizerine yapilan, diisiinsel- sanatsal- bilimsel
disiplinlerin toplami1 diginda, cagdas insana 6zgii bir bakis agisi1 getirmeye ¢aligan,
bu nedenle de insanin heniiz ele alinmayan zengin varliksal kaynaklarimi diistinsel-
sanatsal- bilimsel konumda, ‘yaraticilik’ agisindan yeniden ele alarak ve giiniimiizde
yaratict 0z benligini arayan tiyatronun genis olanaklar iginde, ¢agdas insani,
biitiin zenginlikleriyle ortaya koymay1 kendine ugras edinen biitiiniiyle egitsel ve
arastirmaci bir amaca yoneliktir: Bu da INSAN varhigidir... (Tomru, 2008, s. 136-
137).

Biitiiniiyle egitsel ve arastirmaci bir kimlik edinen laboratuvar, insanin varlik sorunu tizerinde
hareket etmektedir. TAL’da; ‘var olan varlik’ fikri 6Gnemsenir. Var olan varlikta anlatilmak istenilen
ise; “var olan varlik demesi, yegane... onun bir esi yok (...) Yeganeyi yaratmak, benzerini degil.
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Sen ¢ocugunu yaratirsin ama sana benzer. Mona Lisa hicbir giizel kadina benzemiyor. Niye Mona
Lisa? Yegane yaratilan ne? Bir bilgi var bir de yeni teknik getiriyor. Biitiin ressamlar sonra kullaniyor
(Algan, roportaj, 2021). Beklan Algan disinda laboratuvarin kurucular1 arasinda Ayla Algan, Erol
Keskin, Cetin Ipekkaya, Haluk Sevket Ataseven de vardir. Daha sonra yurt i¢inden ve yurt disindan
birgok egitmen ve alaninda uzman kisiler de TAL’da egitim vermeye gelmistir.

“Tiyatroda arastirma alanina nasil girdiniz?” sorusu yoneltildiginde Ayla Algan (2021), bu
siirecin dogrudan bir ihtiyactan dogdugunu su sdzlerle anlatmistir: “Ihtiyac duyduk (...) Beklan
basladi International School of Theatre Anthropology’e, Barba’ya gidip gelmeye; ¢iinkii ben her
gece oynadigim i¢in bir yere gidemiyordum. Haberlerle geliyordu. Bedeni baska tiirlii kullaniyorlardi
onlar. Biz tekst bedeni kullaniyoruz. Onlar orada sifirdaki bedeni tutturuyorlardi.” Diinyada, tiyatro
pratiklerinde var olan sinirlara ve eksikliklere tepki olarak gelisen Eugenio Barba, Jerzy Grotowski,
Bertolt Brecht gibi teorisyen ve uygulamacilarin ¢alismalar1 ve denemeleri yanki uyandirirken,
Tiirkiye’de tiyatro alaninda “denemeler” yapip, bunlarin ¢iktilari ile kendi cografyasina, kiiltiiriine
ait bir tiyatro yaklasimi gelistirme istegi elbette ki bir “eksiklikten” kaynaklanmistir. Tiyatronun
yalnizca bir temsil sanati olmasi, kalibim1 kirip, arastirmalara dayali bir sanat oldugu algisini
yerlestirmek, diinyadaki drnekleri takip edip yaraticiligi 6nceleyerek; sadece metnin verili kosullart
ile sinirlandirilmis, otomatiklesmis beden algilarindan siyrilmak, “6zgiin” ve “benzeri olmayan™1
kendi kiiltiir / geleneklerinden beslenerek bulma istegi TAL'in Oncelikli amac1 olmustur. Ayla
Algan’in yukarida bahsettigi “Yeganeyi yaratmak, benzerini degil.” sozleri tiyatroda taklitten ¢cok
Ozgiin iiretim halini beklediklerini, yaratic1 oyunculuk ve deneysel bir yaklasim igerisinde olduklarini
da gostermektedir. Benzerlerinden ayr1 “yeganeyi” yaratmak; oyuncunun veya yonetmenin kendi
gercekligini, zamanint ve bu zaman iginde onu smirlayan dig etkenlerin farkinda olmasimi da
gerektirmektedir.

12 Eyliil 1980 sonrasinda Tiirkiye’de, siyasetle ilgilenmekten korkan, bireysel ¢ikarlarini
kollamaya kosullandirilmig, yasal haklarini bile korumaya g¢ekinen, sindirilmis bir toplum vardir.
Bu toplumsal bakisin, tiyatroda yazilan ve gdsterimi yapilan oyunlarda siklikla otosansiir seklinde
kendini gosterdigi goriilmektedir. 1980-2000 yillar1 arasindaki donemde &zel tiyatrolara devlet
yardiminin yapilmasi, Sehir Tiyatrolari’nda bdlge sahnelerinin agilmasi gibi Devlet Tiyatrolari’nin
da bolgelere yerlesik tiyatrolar agmasi, tiyatro egitimi veren yiiksek dgretim kurumlarimin sayisinin
artmasi, yerel yonetimlerin belediye biinyesinde Sehir Tiyatrolar1 agmis olmasi, 1991°de Uluslararasi
Tiyatro Enstitiisiiniin (ITI), Tiirk tiyatrosunun tanitildigi bir sempozyumun da iginde oldugu genel
kongresinin Istanbul’da yapilmasi, Istanbul Kiiltiir Sanat Vakfinin diizenledigi istanbul Uluslararasi
Tiyatro Festivali’nin 1989’da baslatilmas1 gibi birgok yenilik yapilmaya baslanmis olsa da Bati
tiyatrosunun post-modern donemi yasadigi diisiiniiliince, Tiirk tiyatrosunun politik ve toplumsal
sebeplerle geride kaldig1 goriilmektedir.

Diinya tiyatrosu, o donemde deneysel ve degistirici farkli yaklasim uygulamalarini denemekte,
bu yaklagimlarin bagin1 da Eugene Barba, Sergei Grotowski gibi tiyatro insanlar1 cekmektedir. Bati
Tiyatrosu’nun benimsedigi deneysel- degistirici- doniistiiriicli yaklasimi Tiirkiye’de TAL’1n (Tiyatro
Arastirma Laboratuvari) baslattigi soylenebilir (Yiksel, 2019, s.188-201). Alganlar agisindan
bakildiginda; onlar, oyun metninin temsili olarak ilerleyen, donemin Tiirk Tiyatrosu uygulamalarina
karsilik, oyunculuk sanatini aragtirmayi, oyunculuk egitiminin kaliplasmis yaklagimlarina bir
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alternatif olusturmayi, tiyatronun arastirmaya dayali bir siire¢ oldugu diisiincesini vizyon haline
getirmislerdir.

Yaratima Yeniden Bakis: “Deneme Fikri”

TAL’in pesine diistiigii sey; en genel anlamda yeniyi ve biricik olan1 denemek, oyunculuk
sanatinin 6ziinde var olani diisiinsel ve fiziksel bir ¢aligma alani yaratarak arastirmaktir. Beklan Algan
(2011), tiyatroda “deneme” fikrini, ¢cagin araglarina ve diislinsel siireclerine uyumlu bir bigimde
bilimsel ¢aligmalara kosut, birlesik bir aragtirma yapilmasi ile cagdas tiyatronun yaratilabilecegini
agiklamaktadir:

(...) Teknoloji ve bilimde oldugu gibi, tiyatroda da ¢agdas olabilmenin yol ve yontemi,
planli aragtirma ve denemeden gegecektir. Planli ¢alisma, tim bilim kollarinin
cagdas goriislerini tiyatro potasinda toplayip, o 6ze uygun big¢imi aramaktir. Bu
yalniz tiyatrocularin istesinden gelen bir ¢aba olamaz. Cagimizin gittik¢e hizlanan
degiskenligini kavramak icin bilim adamlar1 ve diger sanat kollarinin yapimecilartyla
cok siki bir ig birligine gereksinme dogmustur. Tiyatro, oyunculuk, oyuncu-seyirci
ilintisi gibi kendine 6zgii dgelerin yenilenmesini de bu birlesik arastirmanin 1s18inda
bulacaktir. Tiyatro giderek, en azindan bu amaglari gerceklestirdigi derecede deneme
gorevini yapmis olacak ve denemelerde giiniimiiz ¢agdas tiyatrosunu doguracaktir.

Beklan Algan’in Tepebasi Deneme Sahnesi Dergisi’ne verdigi roportajda belirttigi gibi
TAL1n ¢aligmalart oyuncu, oyuncu-seyirci iligkisi {izerine odaklanmaktadir. TAL 1n arastirma ve
deneme ¢alismalari, disiplinler aras1 bir deneme yolculugu olarak tanimlanabilir. Beklan Algan mikro
Olcekte tiyatroda, makro 6l¢ekte sanatta fikir olarak “deneme” ye dort adet soru ile baglamaktadir. Bu
yaklagimini Algan (2012, s. 163-164) su bigimde acgiklamaktadir:

“Bir tiyatro olusumunda ya da herhangi bir sanat olusumu i¢inde dort sual ortaya
koyarim. Ne, ni¢in, nasil, kim i¢in? Bunlar hiyerarsik bir siralama i¢inde degildir.
I¢ ice gecer. Ne yapiyorsun? Soyle bir projem var. Nicin yapiyorsun? Sunun, sunun
icin. Estetik boyutu: Nasil? En 6nemlisi: Kim i¢in? Burada “kim i¢in?” suali ¢ok
o6nemli.”

Ayla Algan, Beklan Algan’in yukaridaki sdylemini destekler. TAL’in amaglarindan biri
olan oyuncu agisindan iiretimin nasilina dair climleyi kendi deneyiminden yola ¢ikarak su sekilde
kurar: “... Ben yazarin felsefesine sadik kalarak dogaglama yapiyorum. Bunu yapmak ¢ok zor ben
arastirma yaparak yapmaya calistyorum. Yazar hayatinin hangi devresinde yazmis, seyircisinden
ne bekliyormus, bugiin yazsa idi bugiinkii seyirciden neler bekleyecegini gbz Oniinde tutarak
dogaglamalari iiretiyorum (...) Beklan Algan’in kurdugu (TAL) Tiyatro Arastirma Laboratuvari’nin
da amac1 bu” (Evren, 2016, s. 84).

Beklan Algan, tiyatroda deney yoluyla iiretim yaptiklar siireci 6zetlerken aslinda bu siirecin
nasil formiilize edilecegini de agik¢a ortaya koymaktadir. Ozgiin arayislarindan TAL'1n ¢alisma
yonergesinde de bahsetmektedir. 1988 yilinda yayimlanan Tiyatro Arastirma Laboratuvari’nin
calisma yonergesinde, Sehir Tiyatrosu’na bagl olarak yevmiyeli ¢alisacak on laborant (TAL’in
oyunculuk egitimi ¢aligmalart igin kursiyerler oyunculari hakkinda kullandigi tanim) oyuncunun
oldugu agiklanmustir.
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Laborant, TAL’ da girismis oldugu herhangi bir arastirma siireci boyunca bir
baska vadide tiyatrosal dahi olsa bir baska eyleme yonelmemelidir. Yani laborant,
laboratuarin akip gidecek pratik ve diigiinsel siireci boyunca gerek hazirlik, gerek
uygulama zamanin ve mekanin her tiirlii fiziksel ve diisiinsel durumlarindan bizzat
sorumludur. Ciinkii genel Tiyatro 06zeni yalnizca gorece konuyu degil baz alan
mekan ve dolayisiyla objeleri de icermektedir. Bu 6zende kendine 6zgii bir etki var
eder (Keskin, 2025).

Tiyatroda Yeni Oyuncu Arayisi: “Laborant”

TAL1n kurulus amaglarindan biri de oyuncu kavraminda degisiklige gitmektir. Tarihsel
acidan bakildiginda oyuncunun degisimi ve iizerine yapilan arastirmalara karsin donemin {ilke
tiyatrosunda konvansiyonel bakis disinda bir yenilik gbze carpmamaktadir. Genel amag tiyatroyu
yayginlastirmanin otesine gecememistir. 1960°larin Yale ekolii disinda oyunculuk iizerine yeniyi
insa edecek birtakim adimlar atilmamigtir. TAL kurulduktan sonra sira oyuncunun degisimi ve
egitimi i¢in yapilacaklara gelmistir. Ayla Algan, TAL’1n egitim anlayisina getirmek istedigi yenilik
konusunda ve kendilerinin o donemdeki egitime bakis acilar1 hakkinda sunlari sdylemektedir (2021):

Cok boliinmeler oldu egitimde. Biz YOK iin sistemine karsiydik. Mesela eskiden
doktorlar ne oldugunu hemen anlarlardi. Bir yakinimiza simdi kalp dediler, safra
kesesinde tas ¢ikti. Boyle bir egitim; ama biliyorduk bdyle olacagini (...) her bolim
var, biri biyoloji biliyor biri kimya biliyor, birlesim noktast da yok; ama 6grendikleri
insan. Biz ontolojiye niye girdik? insan ontiktir. Sanat ontiktir. Birbirine benzemeyen
her sey bir arada isler ve andadir. Kan1 al simdi, biraz sonra al, bambaska seyler
sOyler.

TAL egitimcileri, aragtirmanin olmadig1 bir yerde yeni kimliklerin kazanilamayacagi
noktasindan hareketle, var olan konvansiyonel tiyatronun karsisinda dururken, verdikleri egitim ile de
bir kars1 durus sergilerler. TAL1n oyuncu alt yapisi olusturulurken, konservatuvarda okumus uzman
oyuncular degil, hi¢ egitim almamig fakat sezgileri giiclii, yaraticiliklarini gelistirebileceklerini
diisiindiikleri gengleri secerler. Yiizlerce basvuru arasindan iki asamali eleme yapilir. Ik asamada
kirk yedi aday ikinci asamaya kalir. Bu kirk yedi aday ile haftada alt1 giin, giinde yedi saat yapilan
bes aylik calisma ve egitim sonrasinda ise asil kadroyu olusturacak on iki kisi secilir (Karakog, 2015,
s. 79-80).

Bizim tiyatromuzda bir oyuncunun egitimi ona bir sey dgretme sorunu degildir;
onun organizmasinin bu ruhsal siirece olan direncini ortadan kaldirmaya ¢aligiyoruz.
Sonug itkinin dnceden dis tepkime olmasi yoluyla ic itkiyle dis tepkime arasindaki
zaman araligindan kurtulmaktir. itki ve edim birlikte ortaya ¢ikar; gévde kaybolur,
yanar ve seyirci, yalnizca bir dizi gézle goriiniir itkiyi goriir (Grotowski, 1990, s.74).

Asil adaylarin hemen ilk elemede secilmeyip, bes aylik zorlu bir egitim sonrasinda
aragtirma laborantlari olarak secilmesi, dogru tercih yapma konusunda ve daha sonra yasanilacak
pismanliklarin 6nlenmesi agisindan ciddi bir yeniliktir. TAL, arastirma kimligini laborant se¢iminde
de gostermis, adaylarla segme degil de atdlye ¢alismasini andiran 6gretme odakli bir yaklasimla
calisilmistir. “Bizi tramplen yapiyorlard: (...) herkes laborant olmak ister mi? (Algan, roportaj,
2021)”. Gelen oyuncu adaylarinin arasinda gergekten isteklilerin alinmasi ve Sehir Tiyatrolari’na
geemek icin TAL’1 basamak olarak kullanmamalari adina bu zorlu eleme siireci secilmistir. On kisi
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ile sinirlandirilmasint Algan (Roportaj, 2021), “Ancak o kadar kisinin parasini verebiliyorduk, baska

2

yerlerde calisiyorlardi, siirekli gelebilsinler diye sabahtan aksama kadar...” sozleri ile egitimin

devamliligina baglamistir.

Insan, kendini anlamaya calismasi agisindan diger canlilardan ayrilirken; sanat, bu anlama
cabasina katki saglar. “An”da gerceklesen tiretim hem seyirciyi hem de oyuncuyu her defasinda
baska bir diinyaya gotiirebilmektedir. Egitimin tasariminda temele inilecek, oyuncunun “ben-
self’ine odaklanilacaktir. Grotowski’nin oyuncunun tiim kosullardan armndirilmis, eklektik ¢alisma
yerine sadelesmeyi odagina aldig1 via negativa (ters yol) kavraminin TAL’1n ¢aligmalarina kaynaklik
ettigi sdylenebilir. O halde bizimki negatif bir yol- bir hiinerler toplam1 degil ama engellerin sokiiliip
atilmast (Grotowski, 1990, s.74). Oyuncuya ait hiinerleri bir araya getirmek ya da yeni hiinerler
kazandirma gabasi, yanlis sonuca gotiirmektedir. Var olan, kendini tekrar eden oyuncudan bir fark
goriilemez. O nedenle oyuncuyu Zen diisiincesinin de ana motiflerinden biri olan bir sey yapmay1
istemekten ¢ok yapmamaya razi olmak diisiincesinden sekillendirecektir (Karaboga, 2010, s.102).
Karaboga’ya (2010) gore asil paradoks “ne yapmaliyim” yerine ‘“neden kacinmaliyim”dir. Bu
dogrultuda bakildiginda Grotowski, oyuncuyu sadelestirecek, kaba, kirli ne varsa ondan uzaklasarak
yaratici benligine odaklanacaktir. TAL bu yaklasimdan hareket ederek, oyuncusunun kendine igkin
olan oyuncuyu bulmasi i¢in aragtirmaya girmistir. Bu arastirmaya konu olacak oyuncunun egitimli
olmamasi tam da bu nedenlerden 6tiirii 6nemlidir.

Daha 6nceki tecriibelerinden edindikleri dogrultuda uzun siire ¢alismalar yapan ve maddi
bir karsilik almayan oyuncular; belli imkanlarla gozetilmeye, korunmaya baslanmistir. TAL, cagdas
insanin yaraticilik gilictinii harekete gegiren bir drama anlayigina yonelik hareket ederken, 6teki tiyatro
anlayislari icerisinde kendine 6zgiin bir boyut kazandirma pesindedir. Bireyin yaratici islevselliginden
yola ¢ikarak, kendi 6z benligine ulagsmaya calisirken ¢agdas tiyatronun gercek yaraticilik kaynagini
arastirir. Yazili metnin tasarimsal diinyasindansa, ‘simdi ve burada’ yaklagimindan hareketle oyuncu
ve seyirciyi de yaratim malzemesi anlaminda aktiflestirmeyi amaclar. Iletisimsiz dramatik yapmnin
kirilmasina yonelik hareket eder. TAL, diisiinsel-bilimsel-sanatsal alt yapisi ¢ercevesinde uygulama
yapmalari i¢in gerek yurtiginden gerek yurtdisindan zengin ve yaratici kisileri biinyesine katmayi
hedeflemektedir. Genglerle ¢alismayi da ilke olarak benimseyecektir (TAL, 1988).

Oyunun Kurallar1 Degisiyor: “Yaratan Seyirci”

TAL’1n yonergesinin “ilkeler” boliimiinde, insanin yaraticilik giiciinii ortaya ¢ikarmak icin
neler planladiklari agiklanir. Bireyin ‘yaratici’ islevselliginden yola ¢ikilir, kendi 6z benligini bulma
asamasinda hizla degismekte olan ¢agdas tiyatronun gercek yaraticilik kaynagi aranir. Cagdas insani
iletisimsizlik kiskacindan kurtaracak yeni dramatik anlatim olanaklarina odaklanilir. Toplumda eksik
olarak gordiikleri diisiinsel alt-yapiyr olusturma ve buradan dogan estetik diisiince ¢ergevesinde
yeni bir tiyatro anlayisi belirlenmesi temel amacgtir (TAL, 1998). TAL'in kurulus asamasinda da
bulgulanmis problemlerden biri olarak sdylenen ‘iletisimsizlik’ durumu, hem sahnede oyuncular
arasinda hem de seyircinin izleme bigimlerinin iizerinde etkili olacaktir. Tiyatro’nun her dgesi
icin ortaklasa bulgulanan sorun ise “yaraticilik” konusudur. Beklan Algan; “Tiyatro Yaratici Oz
Benligini Artyor” sloganiyla TAL 1n diisiinsel alt yapisim belirlediklerini dile getirmektedir. insanin
sonluluk bilincinden hareketle sonsuzlugu ararken “yaratma edimi” ile 6limsiizligli var etmeye
calistigim da soylemektedir. TAL'1n hedefini de oyuncu ve seyircinin yaraticiligina dayanan bir
tiyatro anlayisi olarak tasarladiklarini agiklamaktadir. Oyuncu ve seyircide gergegi derinlestirmek,
yaraticl oyuncunun yanina yaratici seyirciyi de eklemek hedefleri arasindadir (Erayda, 2008, s.75).
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“Yaratici seyirci” sdyleminin gercekei tiyatronun yansitma yolu ile 6zdeslesme-yaratma hedefine
kargi durdugu goriilmektedir. Seyirci, dramatik olay orgiisii icerisinde her seyi oldugu gibi kabul
eden ve diisiinmek yerine sahneden ona gosterilenleri oldugu gibi kabul eden, edilgen durumdan
uzaklastirtlmak istenmistir. Bertolt Brecht’in ‘Bilim Caginin Tiyatrosu’ olarak nitelendirdigi Epik-
Diyalektik Tiyatro’da da seyirci “yaratici” konumdadir. “Sahne sanatlari, sanat yapitinin seyirciye
iletiminde yeni bir bigcim gelistirmek 6deviyle karsi karsiya bulunuyor. Seyircinin kiiciik ¢aptaki
itirazlariaambargo koymaktan ve her tiirlii elestiriye kulak tikayarak seyirciyi pesine takip siirtiklemek
istemekten vazgegmek zorunda” (Brecht, 2011, s. 56). Brecht, bu yolla tiyatro yapimindan yola
c¢ikarak seyirciye aktif bir konum addederek bir 6neri sunmaktadir. TAL’1n yapicilart olan Alganlar
da Brecht’in bu yaklagimina benzer bir problemi ¢6zmek i¢in seyircinin konumuna yonelik fikirler
olusturmuslardir. Brecht’in diisiince agirlikli tiyatrosunun temel amaci izleyiciyi etkin kilmakti
(Ipsiroglu, 2016, s. 27). “Dramatik tiyatroda seyirci, sahnedeki durumlari kabul eder, kendisini
rol kisilerinin yerine koyup pasif bir konuma tasir. Oysa Brecht’in Epik- Diyalektik tiyatrosunda
seyirci, ona verilen higbir seyi oldugu gibi kabul etmeyip, kendini etken konuma tagir. Seyirci, ona
gosterilen durum ve olaylara elestirel bir yaklagimla bakar ve bunlarin degistirilmesindeki yollarin
neler oldugunu diisiinerek yaratict olmay1 kabul eder (Sener, 2014). Seyirci konusunda ortaklasilan
bu fikirler biitiinii, TAL’1n diinyadaki ¢agdaslarimi takip ettiginin kanit1 niteliginde kabul edilebilir.

Ozelde tiyatronun, genelde sanatin yaratma edimi ile liime karsi durmasi fikri, Prof.
Dr. Siileyman Velioglu’nun diisiincelerine kosut sekillendirilmistir. Velioglu, insanin Resmi adli
kitabinda soyle der (2010, s. 7):

Ben Psikopatolojik Sanat Laboratuvari’mi kurduktan sonradir ki; psikiyatri ile
sanatin, yani bilimle sanatin hi¢ de sanildig1 gibi ayr disiplinler olmadigini fark
ettim. (...) Varlik kategorilerine iligkin kalitsal, yapisal, islevsel 6ziirler, bozukluklar
yetersizlikler, doyumsuzluklar ve uyumsuzluklarin yani sira yasamin biyolojik
saatle smirli olmasi olgusu insani biitiinlesememelere, 6liime ve yokluga yenik
diisiiriir. Ama, canl varliklar i¢inde yalnizca insan varligidir ki bu yazgiya direnir.
Reel alandaki yenilgiye teslim olmaz. Yaratma edimi yoluyla 6liime ve yokluga kars1
durur.

Insan, 6liimle sonlanacagm bildigi yasamini devam ettirebilme itici giiciinii, yaratma
ediminden almaktadir. TAL, 6liime sanat yoluyla direnen insanin biitiinliiklii iiretim siireclerini
ve yaraticl oyuncuyu arastiran bir birimdir. Dénemin kosullarinda var olan tiyatronun, diinyayi
yorumlama konusunda yetersiz kaldigini fark edip yeni arayiglarin pesinde kosan TAL kurucularindan
Beklan Algan sunlart soyler (2008, s. 129):

Konvansiyonel tiyatro, insan1i gerek makro gerekse mikro planda kavramakta
zorlaniyor. Meyerhold da bunu soyliiyordu. Daha etkili, daha kuvvetli bir arag, bigim
bulmam gerekiyor insani anlatabilmek igin, diyordu. Iste alternatif tiyatro bunun
anahtarini verebilecek bir alandir. Ama hangi amagla bu yola girdigini bilemezsen
alternatif olamazsin. Yetmiyor demek i¢in kafanda bagka bir diinyanin olmasi gerekir
(...) Tiyatronun, bir iletisim araci olarak dilin 6tesindeki varligini arastirmamiz
gerekiyor.

TAL, seyircinin de yaratimda olmasini hedeflemistir. Bu konuda Ayla Algan goriislerini soyle
belirtir (rdportaj, 2021): “Siileyman Velioglu derdi ki ‘Iyi oyuncu, coklukta birlik, birlikte ¢okluktur.’
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bir andan sana yiiz bin seyi anlatabilir. Hi¢bir sanatta yok bu. Hep siire¢ var. Resmi yaparken, bilmem
neyi yaparken, her sanatta siire¢ var. Anda bir biz boyleyiz. Seyirci- oyuncu”. Siire¢ igerisinde
seyirci ile bulugma anlarinda yaratici bir tek oyuncu olmamalidir. TAL’da seyircilerin daha yaratict
kilinmas1 i¢in de bazi denemeler yapilmistir. Beklan Algan seyircinin daha yaratict kilinmasi igin
neler yapilabilecegi konusunda sunlari séylemektedir (2012, s. 165):

Seyircim ve ben nasil karsilasabilirim? Provalara mi ¢cagiririm arada bir? Seyirciye
onceden 6n bilgi mi dagitinm, dnceden okuyup gelsin diye. Oyun baslamadan
herkese oyundaki meseleler iizerine bir sey dagitip veyahut da konugma m1 yaparsin
(...) bir siirii sekilde seyirci toplulugunu daha aktif, daha diisiinsel olmaya davet
edecek hazirliklar (...) biz TAL’da daha 6nceden denedik. Ama siirekli olmadig:
vakit deneylerin neticesini alamiyorsun.

TAL 1, oyunculuk sanatini ¢agdaslikla esdeger gordiigiinii sdyleyen Birkiye (2007),
diisiinsel altyap1 olarak onerilen seylerden biri olan ¢agdaslik kavraminin dinamik diislinceyle siki
bir iligki i¢inde oldugunu dile getirir. Bu diisiince, oyuncuya uygulandiginda ise kiiltiirleraras: bir
tiyatro dili olusturmak hedeflenmistir. Cagdaslasmanin getirisi de duragan oyuncu yerine yaratici
oyuncu olacaktir. Yaratici oyuncunun temel 6zellikleri de evrensellik, bireysellik ve toplumsallik
olarak sayilabilir. Calisma yoOntemi ise, dogaglamalar, montaj ve bos alanlarin belirlenmesidir
(Birkiye, 2007, s. 276-277). Bos alanlarin belirlenmesi konusu ve bos alanin ne oldugu konusunda
Beklan Algan sunlart soyler (2012, s. 9):

Bos alanlari seyircinin doldurmasini davet ettigi vakit; her bir seyirci kendince, kendi
biyografisi i¢inde, o geceki olusumu i¢inde dolduruyor. Peki bunu, bu bos alani
nasil hazirliyorsun? Bu dramaturjik yap1 i¢inde kurgulanacak bir alandir ki o anda
seyirciye birakiyorsun hikdyeyi ve ondan sonra yine yiiriiyiip gidiyorsun. O alan
icinde seyircinin, Stanislavski’nin “if” yani “eger” hikayesi gibi diyecek ki “Eger
ben bu durumda olsaydim ...” gibi kendi kendine bir hesaplasmasina, en azindan
buna yol agmalisin. Burada igin kurgusu ¢ok énemli. Bunun ¢ok temel 6rneklerinden
birini, geleneksel Uzak Dogu, Hint Tiyatrosu’ndaki dramaturji c¢aligmalarinda
gordiim. Bos alani onlar nasil kurguluyorlar, belirliyorlar? Cok giizel bir sey ki
olay bittigi yani performans son buldugu vakit yine herhangi bir yerde baglanmiyor
hikaye, yine bir siirii bos alanla birakiyor, hi¢ bitmiyor olay.

Oyuncu- seyirci iligkisi s6z konusu oldugunda, iki 6genin de islevselligi disinda yeniden
bicime kavusmasi i¢in 6ziinde yapilacak degisiklikler, ortaya atilan fikirler biitiinii evrensel tiyatro
yapicilarin ortaklasa pesine diistiigii konu olarak goriilmektedir. Buradan hareketle TAL’1n “yeni
seyircisi”, oyunun icinde izleyen degil, yaratan konumuna geger ve iiretimi ortaklastirir. Ogelerin
iligkisi kurulduguna gore sirada tiyatro yapmanin paradigmasina odaklanmak s6z konusudur.

Tiyatroda Yeni Paradigma: “Yerelden Evrensele”

Seyircinin de bir sekilde yaratict konuma getirildigi TAL diisiincesi i¢in Ayla Algan, “TAL’in
yegane iyiligi, bize bilgi objelerini 6gretti. Ne kadar bilgi objelerine sahip olursan, insan yaratici
dogdugu icin seyirci de oyuncu da birlestikleri i¢in, ikisi de yaratict oldugu zaman, o tiyatrodan
baska tiirlii ¢iktyor, hayata baska tiirlii bakiyor. O tiir mii bu tiir mii fark etmez ne biliyorsa seyirci,
hangi kiiltiirden geliyorsa” (Algan, 2021). Kiiltiiriin; yaratima ve insan algilayigina olan etkisinin
daha iyi anlagilabilmesi i¢in; “Bizde ¢ok karmasik genetik kiiltiirler var. Kiirt’ii var, Bulgar’1 var,
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Cerkez’i var, biitlin bunlar bedene bir sey yapmiyor mu? Daha yedikleri bir sey yapiyor bedene,
anltyor musun? (...) o geliyor cocuga. Ne yedirdinse onun semeresini altyorsun” Algan (2021) bu
climlelerini kurar. Algan, TAL da ger¢eklesen projelerde ise kiiltiirlerin getirdigi zenginliklerden
nasil faydalandiklarini su sekilde anlatir (2021):

Troya’da ben kendi folklorumdan yaralandim. Niye? Eugene Barba’ya gidiyorum,
bakiyorum, Kathakali var, Japon tiyatrosu var, oyuncunun istiinde kiiltiirlerin
getirdigi (...) onlar Oyle oyunlar ¢ikariyordu, dogaglamalardan. Ciktiktan sonra
dogaglamalar sonra isim takiyorlar. Oyle yapmaya ¢alistim (...) Dogrudan oyuncuya
bagli olarak... Oyuncunun enerjisi, yasi, her sey isin igine giriyor (...) Barba diyordu
ki bize ‘sizin folklorunuz ¢ok zengin, Kathakali kadar zengin. Ondan istifade edin
physical action olarak; bedeniniz onu taniyor ¢iinkii’ Troya icinde semah yaptim
mesela.

International School of Theatre Anthropology’in temellerini atan ve c¢agdas tiyatronun
onemli isimlerinden olan Eugene Barba’nin, folklorumuzun zenginligini fark edip, kullanilmasi
gereken bir malzeme olarak nitelendirmesi, elbette ki uygulama alanina alinmasimi gerektirecektir.
Barba konuyla alakali olarak koklere donmenin 6neminden su sekilde bahsetmektedir (1989, s. 21):

(...) “kokler” terimi birbirine karsit ikili bir anlam (paradoks) icermektedir. Bu
kavram, bizi bir yere baglayan bir bagi kastetmekten ¢ok, bizim yer degistirmemize
izin veren bir toplumsal 6zellikler ¢cergevesini (ethos) kapsamaktadir. Daha dogrusu,
bizi bir merkeze bagladigi i¢in ufkumuzu degistirmemize yol agan giicii temsil eder.
Bu gii¢ en az iki kosulun varliginda kendini ortaya koyar: kisinin kendi geleneklerine,
kendi kendisi i¢in yeniden tanimlama gereksinimi ve bu bireysel ya da kollektif
gelenegi, ona baska farkli geleneklerle birlestiren bir baglamda yeniden yerlestirme

giicii.

Her ne kadar ¢cagin tiyatrosunun yapisal yenilik arayis1 siirse de burada vurgulanmasi gereken
nokta, kendi geleneklerinden kaynak almayan bir tiyatro bigemi 6zgilinliigiinii kazanamaz. Tiirkiye,
cografya itibartyla interkiiltiirel acidan zengin bir yapiya sahiptir. Brecht, Meyerhold gibi tiyatro
yapicilari bu tiir zenginlikleri malzemeye doniistiirmek i¢in nasil dogu geleneklerinden beslenmigse,
TAL’da en az dogu gelenekleri kadar zengin olan Anadolu cografyasinin kiiltiirel uygulamalarin
kendine kaynak edinmistir. Bu durum sentezciligin yani sira kiiltiirel miraslarin yagatilmasi konusunda
da biiyiik bir is basarmaktadir.

Dogaclamanin ve ¢alisilacak kisinin 6nemini de vurgulayan Ayla Algan, kiiltiiriin oyuncunun
imgesel diinyasinda neleri degistirebileceginin de aciklamasini da su sekilde yapar (2021):

Ben bu arastirmalara Beklan’la girdigim icin ¢ok mutluyum. ikimiz de ayni isi
yaptyorduk ama o rejisor, ben oyuncu olarak. Yani tamamliyorduk birbirimizi. Ben
sahnede ata biniyordum mesela, at yoktu, ¢ocuk oyunu gibi. Beklan ¢ok iyi oyuncu
rejisoriiydil ve dedi ki 6ldirdiigiin askerlerin iizerinden atin yiiriiyor. Evet... ben
oynarken o fisildardi hep (...) o sirada selvi agaglar1 gordiim. Tabi Tiirk’tim. Jan Dark
olsa mege agaci gorecek. Kiiltiirler imgesel anlamda nasil fark ediyor (...) Bu baska
bir oyun kurma. Bu tekstle ilgili degil. Biitiin rejisorler olsun tiyatrocular olsun, hep
oyuncuya dogaglama yaptirmalarinin sebebi, anda yakalamak onu. Nerdeyse orda
olmak onunla. Onu okumak ve bu tabii bedenle oluyor.
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Kapilarin Disinda: “TAL Kapatilyyor”

Yaratic1 oyuncu- yaratici seyirci is birligi ile tiyatronun kiiltiirleraras1 dilini arayan TAL, bir
prodiiksiyon tiyatrosu degil, bir aragtirma birimidir. Bu konuda pek ¢ok elestiriye maruz kalmistir.
Elestirilerin karsisinda TAL’1n yapmak istedigini Beklan Algan, 2012 yilinda Duygu Seda Tomru ile
yaptig1 sdyleside su sekilde anlatir (2012, s. 2):

Mesela TAL kapandiktan sonra dedim ki benim elimde ne firsatlar vardi, grubum
vardi ve ben bir seyler ¢ikartmayi nedense bir tiirlii 6ne almiyordum. Ciinkii
cocuklart egitiyorduk, laboratuvar olmasini temin etmeye calisiyorduk, yani sira
ugrasilmast gerekenlerle ugrasiyorduk ama bugiin olsa hizlandirirdim. Bize de en
biiylik hiicum zaten bu konuda, prodiiksiyon yapmiyorsunuz diye geliyordu. Mesela
obiir binadayken bir geng adam gelmis cocuklarla atdlye calismasi yaparken,
“Istanbul’un sesleri iizerine bir proje yapmak istiyorum” deyivermisti. Istanbul’da
her tiir ses kayitlar1 yapmis; ezan sesi, kus sesi, satici sesi filan... O seslerin esliginde
gelisen bir gdsteri ¢ikartip, tim grubu Berlin’e gotlirmiistii.

Beklan Algan’in geng¢ adam betimlemesi ile bahsettigi kisi Yonetmen Karl Mayer’dir.
Istanbul’u Dinliyorum ismi ile dogaglama bir gsterim yapilir. Yonetmen, Istanbul’un giiriiltii ve
seslerini kaydeder ve bu sesler lizerinden dogaglamalarla gelisen bir gosterim kurgulamay1 amaglar.
Oyuncularin sesler tizerine yarattiklar1 dogaclamalara kendi sectikleri siirler eklenir. Ayla Algan bu
dogacglama ve laborantlar hakkinda sunlari soyler: “Cok degisik seyler ¢ikardilar. Bir Alman geldi
Istanbul’un seslerini toparladi. Onlar1 dogaglama yaptilar bizimkiler, harika bir oyun ¢ikt1. Disardan
gelenler de laborant kimligine giriyordu (Algan, 2021)”. Béyle denemeler ve TAL 1n aldigi elestiriler
hakkinda ise; “Ar-ge’ye inanmiyorlardi, ¢alisma siirecine inanmiyorlardi. On bes dakika oluyordu
¢linkii... O oyun bekliyor”. Oysa TAL, felsefesi olan bir arastirma alan1 agmaya ¢aligiyordu (Algan,
2021):

Insan varligini ¢ok arastirdik. On bes dakikadan uzun sey yapamiyorduk. Bedeni
sokunca o kadar tekste ihtiya¢ duymuyorduk; ¢ilinkii beden dili vardi. Ondan sonra
oyuncu yaratici oldu ve ondan sonra karakter yaratiyor oldu (...) Ortaoyununun bos
alanindan da ¢ok faydalandik. Sahneye ¢ikiyorum ve bir seyi goriiveriyorum hemen.
Daha ¢abuk yaratabiliyorum. Dogac¢ladigim igin.

TAL, aktif olarak ¢aligmalarina devam ettigi on dort y1l boyunca bir¢ok seminer, performans,
yaz kampi, toplant1 ve atdlye calismasi yapmistir. Eugenio Barba gibi 6nemli tiyatro insanlarini
iilkemize davet ederek, onlarla atolye caligsmalari, konferanslar gergeklestirmistir. TAL, uluslararasi
bir¢ok festivale davet edilmistir. Uluslararas1 Tiyatro Antropolojisi Okulu’nun daimi davetlisi
olmustur. Uzman uygulayicilar ve akademisyenlerin is birligi ile Geleneksel Tiirk Tiyatrosu ¢aligmasi
baslatmuslardir. “Anadolu Insanminmn Kiiltiirel Kimligi”, “Oyun ve Kiiltiirleraras1 Karsilastirilmali
Tiyatro” bagliklari altinda saman, gélge oyunu, meddah, karagéz, ortaoyunu, tuluat, tarikat, seyirlik,
destan-efsane-masal, taziye metinli oyunlarin incelenerek Tirk Tiyatrosunun cagdas temellere
oturtulmasi hedeflenmistir (Birkiye, 2007, s. 277).

Donemin tiyatro ¢evresi, yapilan aragtirma caligmalarini ve yaratilmak istenilen bu yeni
tislup denemelerini yadirgamistir. Donem, prodiiksiyon dénemidir. Metne bagli, rejisi belli, hikayesi
acik, oyuncuyu denenen bir seyin i¢inde degil de bitmis bir seyin i¢inde gérmeye alismis bir algi,
TAL 1n yapmak istediklerini kolay kolay kabul edemeyecektir. TAL'in 6nemsedigi “Seyirci ve
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oyuncu yaratiminin saglanabilmesi i¢in daha fazla kars1 karsiya gelmeleri gerekmez mi?”” sorusunun
ve “Prodiiksiyon seklinde bir siirii yapim, imkanlar da verilmisken, yapilmaliydi.” elestirilerinin,
0z-elestirilerinin yaninda, 6denekli bir tiyatro tarafindan destek géren bir tiyatro arastirma biriminin
varlig1 ve yurt diginda birgok gosteri yapmis olmasi, Tiirk tiyatrosu agisindan 6nemli goriilmektedir.

TAL, doneminde tiyatro arastirmalari yapmak isteyen ve 6denekli bir tiyatroya bagli bir
kurum olarak varlik gosteren ilk ve tek kurumdur. Tiyatro 6grenmek isteyen birgok genc¢ insana
faydali olmustur. Ayla Algan, “Tiyatro ve oyunculuk 6grenmek isteyen bir¢ok insana gercek anlamda
faydali olmussunuz.”, denildiginde “Ama onlarin da meraki vardi, yani bir laboratuvar ilgisi meraki
yoksa (sessizlik)” (Algan, 2021) ciimlelerini kurarak miitevazi kimligini devam ettirmistir.

TAL, arastirmalarini sadece tiyatro disiplini ¢er¢evesine hapsetmemistir. Arastirmalarinin
kapsaminda TAL-Dans grubu da olusturulmustur. Sehir Tiyatrolari’na dansgi olarak katilan
Mustafa Kaplan’in, Ayla ve Beklan Algan’in arastirmalarina ilgi duyup TAL calismalarina katilmasi
sonucunda, dansin da TAL igerisinde aragtirma alani olusturulmasi fikri dogmustur. “Beklan ve
Ayla Algan’in dansa olan ilgileri ve TAL stiidyosunu dans ¢alismalarina agmalar1 sayesinde (...)
serbest galigmalar yapan bir grup olustu (...) Farkli egitimlerden gelenlerin olusturdugu bu grup,
dans deneyimini paylagmak, birlikte 6grenmek ve projeler yapmak tizere kuruldu.” (Kaplan, 2008,
s. 148).

TAL, 2002 yilinda kapisinin kilidi degistirilip kapatildiginda TAL-Dans olusumu da
kapatilmis olacaktir. TAL 6grencilerinden Erol Babaoglu, “2002 yili sezonun son giinlerinden biriydi.
Calismayi bitirmistik (...) O zamanki genel sanat yonetmeninin Ankara’ya gitmesini firsat bilerek
yonetime el koyan, darbeci masalardan biri geldi. ‘Ayla Abla ve Beklan Beye soyle, esyalarini alip
gitsinler.” dedi” (Babaoglu, 2008, s. 146) climleleriyle TAL’1n kapanig hikayesini aktarir.

Tiyatro icin, arastirma ve gelistirme cabasi icerisinde olan TAL’in kapatilis sekli bu mu
olmaliydi, iizerine diisliniilmesi tartisilmasi gereken bir konudur. Ayla Algan, kirginligini hem
yonetime hem de daha once yetistirdigi baz1 6grencilerine su ciimlelerle dile getirmistir (2021):
“Ogrencilerimiz Macit Koper, Taner Barlas bile kapatamazsiniz demediler, ne yapiyorsunuz dediler.”
TAL, Tiirkiye’de tiyatro adina yeni kapilar agmaya calisirken, kendi kapisinin kilidi degistirilmistir.

Sonug¢

Tiirkiye’de tiyatro adina arastirma alani olusturmaya galigmak bagli basina bir yenilik olarak
goriilmektedir. TAL, Tiirkiye’de 6denekli bir tiyatrodan destek alarak agilan ilk arastirma alanidir.
TAL’a giden yol ise bir¢ok birikimin siizgecinden ge¢mesi ile gergeklesmistir. LCC, Bakirkoy
Halkevi, Tepebast Deneme Sahnesi, Bilsak Tiyatro Atolyesi ve yurt dis1 tiyatro ¢aligmalart bu birikim
noktalaridir.

TAL’daoyuncuyerine laborantkelimesinin se¢ilmis olmasi, oyuncununsiirekli gelisim halinde
olmasi ve arastirma hedefinden ayrilmasini istemediklerini gdstermektedir. Dénemin tiyatro yapisi
ve dolayistyla seyirci profili, konvansiyonel tiyatronun alicis1 konumundadir. Oyunculuk anlayisi
kendini tekrar eden, yeniyi aramaktan ziyade verili kosullarin i¢inde hareket etmektedir. Kurum
tiyatrosu anlayisi, oyunculuk bigemlerini aragtirmadan uzak pratikler uygulamak {izerine kuruludur.
Dolayisiyla seyircinin konumu salt edilgen ve sadece sunulan bigemi kabul eden konumdadir. Bu
anlayisa karsi ¢ikan TAL uygulayicilari, yeniyi ararken iilke tiyatrosunun bakisindan uzaga gitmistir.
Uluslararasi alanda arastirma yapan Grotowski, Barba gibi isimlerin kurdugu tiyatro merkezlerinin
bir benzerinin Tiirkiye’de de olusturmasi TAL tarafindan amag olarak belirlenmistir. Laborantlarla,
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uzun denemeler yapilmis, donemin yaygin metin odakli tiyatro anlayisindan uzaklasilarak yaratimin
“anda” yakalanmasina oncelik verilmeye calisiimistir. Oyuncunun yaninda seyircinin de iiretime
katilip yaratic1 konuma taginmasi ile ilgili denemeler yapilmis, seyirci anketleri ve konugmalart ile
oyuncunun biraktig1 bos alanlar1 seyircinin doldurmasi beklenmistir. TAL denemeleri, en fazla on
bes dakikalik performanslardan olusmasi nedeniyle, prodiiksiyon agirlikli Tiirk tiyatrosu ¢aligmalart
yapan kesim tarafindan anlasilmayip olumsuz yonde elestirilmistir. Tiim bu olumsuz bakisa karsin
TAL’1n anlayisi, statik oyuncu karsisina yaratict oyuncuyu koymaktir. Tiyatronun basat 6gelerinden
biri olan oyuncu; beden, ses, emprovizasyon, anda iiretim ve yaraticilik gibi enstriimanlarinin
yaninda kendi kiiltiirel zenginliklerinden ve uluslararasi tiyatro arastirmalarindan yararlanarak
deneyimsel bir alana yonlendirilmektedir. TAL’da oyunculuk arastirmalari biitiinlin bir pargasidir.
Devaminda ulagilmak istenen tiime varildiginda, kendi geleneginde olan tiyatro bigimlerinin yeniden
insa edilmesidir. Burada kaynak olarak geleneksel Tiirk tiyatrosu ve Tiirkiye nin ¢ok kiiltiirli yapisi
tizerinden sentez bir arastirma modeli yaratilmaya ¢alisilmistir. Gelenegi konvansiyondan ayirmanin
yegane yontemi, farkli tiyatro disiplinlerinin araglarinin arastirmaya entegre edilmesi olarak
goriilmiistiir. Grotowski’nin saf yaraticilikla desenlenmis oyuncusu, Barba’ nin kiiltiirlerarasi tiretim
amagl tiyatro yaklasimi, Meyerhold’un anlatim araglarin1 gelistirme odakli bakisi ve Brecht’in
seyirciyi doniistiirme fikrinden hareketle alternatif ve Anadolu’ya has yeni bir tiyatro anlayisi ortaya
koymak istemislerdir.

TAL’da prodiiksiyoncu ve piyasaci olan tiyatro anlayigia kars1 egitim odakli, oyuncunun
merkeze alindigi ve hiinerinin ortaya ¢ikarilmasmin oncelendigi bir tiir “yeni tiyatro bigemi”
yaratilmak istenmistir. Giiniimiizde TAL benzeri bir arastirma alani olusturabilmesi i¢in maddi
kaynaklarin yeterli sekilde sunulmasi gerekmektedir. Bunun yaninda TAL ve benzeri ¢alisma
alanlar1 olusturulmasi i¢in bir kiiltlir politikasinin ve yapisal desteklerin varliginin elzem oldugu
aciktir; fakat salt kurumsal ya da politik destek yeterli degildir. Ayn1 zamanda evrensel bir bakis
acist ile arastirmanin pargasi olan topluluk iiyelerinin yaratim siireglerinde aktif rol oynamasi
gereklidir. Sanat kurumu, {ireticisi ve destekleyicisi ile bir biitiindiir ve bunlardan herhangi birinin
tek basina varligi boyle bir ¢alisma alani igin yetersizdir. En biiylik 6rnegi de kapilarinin kilidinin
degistirilmesiyle kapandiklarini 6grenen TAL emekgileridir. TAL 1n tiyatro anlayisinda gosterdigi
deneme cesareti, bugiin i¢in her ne kadar 6rnek teskil etse de kolektif yap1 icerisinde dayanisma
kiiltiirii yaratarak bunun siirdiiriilebilirligini de saglamaya yonelik ayr1 bir yonteme ihtiya¢ oldugu
aciktir. Yeni bir tiyatro anlayisinin yaninda ¢alismalarin siirdiiriilebilirligi i¢in kosullardan bagimsiz
pragmatik olasiliklar yaratilmalidir.

Nedensiz bir sekilde kapatilmasina ragmen, tiyatro adina arastirma yapip, gelisimine katki
saglamak isteyenler i¢in TAL, diisiinsel altyapisi ve deneme calismalari ile Tiirk tiyatrosu adina
onemli bir Ornektir. Tiyatro Arastirmalart Laboratuvari’nin mirasindan elde edilen deneyimler
giiniimiiziin tiyatro alanindaki arastirmacilara cesaret kaynagi olarak goriillmektedir.
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A Review of the TRL (Theatre Research Laboratory) Model.

Introduction

The 20th century can be seen as a period during which Turkish Theatre underwent significant
modernization. It was a time when, alongside local plays, foreign works were integrated into theatre
repertoires, various approaches discussed in the history of global theatre regarding acting styles were
experimented with, and new interpretive methods in directing were investigated. The contributions of
Turkish theatre artists who received contemporary theatre and acting education abroad at institutions
like Actor’s Repertory Theatre and Yale University, are undeniable in this advancement.

To advance theatre, not only educators but also actors, directors, writers, and all theatre
practitioners must strive to develop themselves and stay attuned to their times. Since theatre is a
living art form, it necessitates ongoing research. As eras change, human relationships will also
evolve, inevitably reflecting on theatre in various ways.

TRL (Theatre Research Laboratory) was founded in 1988 in Istanbul as a sub-unit of the
Municipal Theatres under the leadership of Beklan Algan, focusing on scientific research and
experimentation to enhance theatre. As a pioneering trial in Turkish theatre, it served as a school
that stimulates the creativity of actors and develops instruments such as the body, voice, and senses.
In this work, creativity expanded not only to the actors but also to the audience, one of the two
indispensable theatrical elements. Through research and experimentation, TRL aimed to elevate
national theatre with an interdisciplinary and intercultural approach. Like many theatre research
institutes worldwide, this laboratory is significant for its establishment in Turkey and for conducting
impactful work over several years.

Method

This study employed qualitative research methodology. Qualitative research derives
conclusions from the analysis of variables. Instead of relying on numerical data, the study primarily
focuses on human opinions and their relationships and interpretations. The researcher analyzes this
subjective data, drawing conclusions with reference to resources (Ataizi, 2018).

The study employed a narrative-life story approach, which is a qualitative research method.
Narratives are not interpreted solely through interviews with individuals who have experienced
events or situations in the past. The purpose of this design is to facilitate social context and content
analysis through narratives. By supporting individuals’ experiences with relevant information and
documents, the intended results can be presented clearly (Demir, 2024).

Data Collection Tools

Narrative design is a qualitative research method based on individuals’ stories. It conveys
a phenomenon to the researcher through narratives and relies on individuals’ experiences as its
foundation. Narrative research organizes a sequence of events and actions as a research framework.
The accounts of the individuals involved in the study, whether presented chronologically or not, are
based on structured or semi-structured questions or discourses that focus on essence.

Narrative research is an invaluable tool for conveying experiences and positioning these
lived experiences as subjects of scientific inquiry, not only in the social sciences but also in the arts.
This interdisciplinary approach positively shapes the trajectory of the study (Creswell, 2013).
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Due to the limited written resources on TAL, interviews with TAL members and printed Nehir
interviews were utilized in the study. The audio recordings of the face-to-face interview conducted
by Sila Can Budak with Ayla Algan on October 11, 2021, were transcribed, and the responses to
the structured and semi-structured questions were considered the study data. Ayla Algan’s verbal
permission was obtained for the publication of the study; however, her written consent could not be
secured due to her illness and subsequent death.

Data Analysis

During data analysis, documents, analytical studies, and other published interviews regarding
TRL were reviewed, and content analysis served as the foundation for the study. The fact that Beklan
Algan and Ayla Algan primarily presented their work at TRL orally, along with the absence of
written documentation about TRL, underscores the significance of the studies conducted within the
narrative design. A substantial portion of the written sources examined in this study were produced
in this manner. Recorded interviews and written resources were assessed using content analysis.
Individual statements were included verbatim, and the theatrical practices were interpreted through a
comparative analysis of the data collected from written resources in the theatre literature.

Findings
TAL is Established: “We had a need for it”

Withits approach to all elements that constitute theatre and its aesthetic and ethical perspective,
TRL reflects years of accumulated knowledge and experience. It represents a significant milestone
in the research and experimentation of Beklan Algan, which began with his theatre education in the
United States and continued through his experiences at LCC (Language and Culture Center Private
Theatre School), Bakirkdy Community Center, Tepebas1 Experimental Stage, and Bilsak, as well as
his work abroad. This laboratory embodies a journey—not a destination or endpoint—but rather a
space for nurturing an ongoing and endless pursuit of discovery.

The Theatre Research Laboratory (TRL) was established as a unit affiliated with
the Istanbul Municipality City Theatres and began its activities in April 1988. TAL
aimed to introduce a perspective unique to contemporary humanity, transcending
the intellectual, artistic, and scientific disciplines previously focused on human
existence. Its goal was to reexamine humanity’s unexplored existential resources
concerning creativity and utilize theatre’s vast possibilities to reflect the richness of
contemporary human beings. The laboratory was entirely educational and research-
oriented, devoted to exploring the essence of human existence (Tomru, 2008, pp.
136-137).

Due to its role as an educational and research institution, TRL focused on the existential
questions of humanity. The concept of “being” was central. As Ayla Algan explained: “Being is
unique... it has no equal. Creating the unique, not the similar. You create your child, but they resemble
you. The Mona Lisa doesn’t resemble any beautiful woman. Why the Mona Lisa? What is the unique
creation? There is knowledge, and it introduces a new technique. Then, all the painters use it” (Algan,
interview, 2021).
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Apart from Beklan Algan, the founders of the laboratory included Ayla Algan, Erol Keskin,
Cetin Ipekkaya, and Haluk Sevket Ataseven. Over time, many educators and experts from both
Turkey and abroad joined TRL as teachers.

When asked how she became involved in theatre research, Ayla Algan responded: “We felt
the need... Beklan started attending the International School of Theatre Anthropology and studying
with Barba, as I couldn’t travel because I performed every night. He would return with news. They
utilized the body differently. We engaged with the textual body. They worked with the zero-state
body” (Algan, 2021). While the works and experiments of theorists and practitioners such as Eugenio
Barba, Jerzy Grotowski, and Bertolt Brecht, who responded to the limits and problems in theatrical
practices, resonated globally, the desire to conduct theatrical “experiments” and their related
outcomes have led to the development of a unique theatrical approach specific to the geography
and culture of Turkey, stemming naturally from a “problem”. TAL’s primary goal was to break the
mold of theatre as solely an art of presentation and to establish the perception that it is based on
research, following global examples that prioritize creativity, breaking away from stereotypical
physical perceptions limited by the text, and finding the “original” and “unique” based on Turkish
culture and traditions. In Ayla Algan’s words, to create the unique, not the analogue, demonstrates
that they expected original productions rather than theatrical imitation using creative acting and an
experimental approach. Creating the “unique” also requires the awareness of the actor or director
about their reality, time, and the external factors that limit them.

Following the military coup of September 12, 1980, Turkish society became characterized
by a fear of political engagement, an emphasis on personal interests, and reluctance to defend even
basic legal rights. This societal climate was reflected in theatre through widespread self-censorship
in plays written and performed during this time.

Between 1980 and 2000, Turkish theatre experienced various advancements, including
increased government support for private theatres, the establishment of regional stages by Municipal
and State Theatres, a rise in higher education institutions offering theatre programs, and the creation
of new theatre festivals, such as the International Istanbul Theatre Festival in 1989. However, while
Western Theatre was undergoing its postmodern phase during this time, Turkish Theatre fell behind
due to political and social factors.

During that period, the global theatre explored various experimental and transformative
approaches, spearheaded by figures such as Eugene Barba and Sergei Grotowski. Globally,
experimental and transformative approaches have been embraced, spearheaded by Eugenio Barba,
Sergei Grotowski, and Peter Brook. TAL can be regarded as the pioneer of these experimental-
transformative theatre approaches in Turkey (Yiiksel, 2019, pp. 188-201). Algans’ vision included
research on the art of acting, the development of an alternative to the stereotypical approaches in
acting education, and a research-based approach to theatre.

Revisiting Creation: “The Idea of Experimentation”

What TAL sought was to explore the new and unique in the broadest sense and to examine
what is inherent in the art of acting by establishing an intellectual and physical workspace. Beklan
Algan (2011) argued that the concept of theatrical “experimentation” can be based on multilateral
scientific research compatible with the tools and intellectual processes of the age:
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“(...)As with technology and science, the path to contemporary theatre is rooted
in planned research and experimentation. This planned work entails integrating
contemporary perspectives from various fields of science into the theatre and
pursuing a form that reflects its essence. Such efforts cannot be undertaken solely by
theatre practitioners. To understand the rapid changes of our time, close collaboration
with scientists and creators from other artistic disciplines is crucial. Through this
interdisciplinary research, theatre will experience renewal in its unique elements,
such as acting and the actor-audience relationship. By achieving these objectives,
contemporary theatre will emerge through experimentation”

As Beklan Algan stated in his interview with Tepebasit Experimental Stage Magazine, TRL’s
work centered on the actor and the actor-audience relationship. TRL’s research and experimental
efforts can be characterized as an interdisciplinary journey of discovery.

Beklan Algan based the “essay” as a theatrical idea on a micro scale and the “arts” on a
macro scale on four questions (2012, pp. 163-164):

In any artistic formation, I pose four questions: What? Why? How? For whom?
These questions are not hierarchically ordered but interwoven. What are you doing?
Here’s my project. Why are you doing it? For this and that reason. The aesthetic
dimension: How? And most importantly, For whom? The question ‘For whom?”’ is
crucial.”

Ayla Algan supported Beklan Algan’s above statement and discussed the production by the
actor, which is one of the aims of TAL, based on her own experience as follows: “... I improvise by
remaining loyal to the author’s philosophy. This is quite difficult; I try to research. I improvise by
considering in which period of their life the author wrote this, what they expected from the audience,
what they would expect from today’s audience if they wrote it today. (...) This is also the aim of the
(TAL) Theatre Research Laboratory founded by Beklan Algan (Evren, 2016, p. 84).”

Beklan Algan, while summarizing the production process through experimentation in the
theater, effectively revealed how this process was formulated. He also mentioned his original research
in TAL’s directives, which were published in 1988 and included ten laborants (the term used by TAL
to identify acting trainees) who worked full time at the Urban Theater.

The laborants should not be involved in another, even theatrical, project in a different
valley during any research they have undertaken in TAL. In other words, the
laborant is personally responsible for all physical and intellectual conditions of both
development and application in time and space during the practical and intellectual
processes conducted in the laboratory. This is because general theater care includes
not only the relative subject but also the space; therefore, it involves the objects as
well. Such care would lead to a unique effect (Keskin, 2025).

Search for a new actor: “The Laborant”

One of the missions of TAL was to change the concept of the actor. From a historical
perspective, despite changes in the actor and related research, no innovation beyond the conventional
perspective was prevalent in the national theater of the period. The general outcome was limited to
the popularization of the theater. Aside from the Yale school of the 1960s, no steps were taken to
construct anything new about acting. TAL’s foundation centered on change and training the actor.
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Ayla Algan stated the following about the innovation that TAL aimed for in its educational approach
and their views on education at that time (2021):

There were several disagreements about education. We opposed the YOK system.
For example, in the past, doctors would immediately understand what was wrong.
They diagnosed one of our relatives as having a heart problem, but in fact he had
gallstones. With such an education, we knew it would end up like this (...) there are
several departments; one is trained in biology, another in chemistry, yet there is no
connection; but they are trained on humans. Why were we interested in ontology?
Human beings are ontic. Art is ontic. Everything that is not similar works together
and exists in the moment. For example, take some blood now, then take some later,
and it will tell a completely different story.

TAL educators, based on the idea that new identities cannot be acquired without research,
opposed conventional theater and reflected this stance in their teaching. As they built the actor
infrastructure in TAL, they preferred young individuals without any vocational education but with
strong intuition over seasoned conservatory-graduate actors, believing this could enhance their
creativity. A two-stage elimination method was implemented on hundreds of applications. Forty-
seven candidates reached the second stage. From these forty-seven candidates, twelve, who were
included in the main cast, were selected after five months of training, seven hours a day, six days a
week (Karakog, 2015, pp. 79-80).

In our theatre, training actors does not involve teaching them something; we aim to eliminate
their organisms’ resistance to this psychic process. The result is the removal of the time interval
between the internal impulse and the external reaction, achieved by the external reaction preceding
the impulse. Impulse and act occur simultaneously: the body disappears, burns away, and the spectator
sees only a series of visible impulses (Grotowski, 1990, p. 74).

The fact that the final candidates were chosen not after the first stage but after rigorous
training demonstrates a significant innovation in making informed decisions and avoiding future
regrets. TRL showcased its research identity in its approach to selecting laboratory participants,
focusing on a teaching-oriented method resembling workshops rather than simple auditions. As Ayla
Algan explained, “They used us as springboards (...) does everyone want to become a laboratory
participant?” (Algan, interview, 2021). The thorough selection process ensured that only truly
motivated individuals were chosen and that TRL would not be used merely as a stepping stone
for gaining access to Municipal Theatre. The limitation to ten participants was due to financial
constraints, as Algan (2021) explained: “We could only afford to pay that many people; they were
working elsewhere, so they could attend full-time from morning to evening.”.

While humans differ from other living beings because they strive to understand themselves,
art aids in this comprehension. The momentary production can transport both the audience and the
actor to a different world. The training design will focus on the fundamentals and emphasize the
actor’s “self.” It can be suggested that Grotowski’s concept of via negativa (by way of denial),
where the actor emphasizes simplification rather than eclectic work free of all conditions, serves as
the foundation for TAL’s approach. Therefore, it is not a negative path or a collection of skills, but
rather the removal of obstacles (Grotowski, 1990, p.74). The effort to combine the actor’s skills or
to acquire new skills often leads to an unfavorable outcome. This would be analogous to the self-
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repeating conventional actor. Thus, the actor should “be content with not doing something rather
than wanting to do something, one of the main motifs of Zen philosophy” (Karaboga, 2010, p.102).
According to Karaboga, the real paradox is “what should I avoid” instead of “what should I do.”
Consequently, Grotowski simplifies the actor, avoids the rough and dirty, and focuses on the creative
self. Based on this approach, TAL initiated research to uncover the actor inherent in self. This is why
they preferred untrained actors for the research.

Chaning Rules of the Game: “Creative Audience”

The “principles” section of the TAL directive discusses their plan to reveal the creative power
of humans. The individual’s ‘creativity’ is considered a baseline, and they searched for the real source
of creativity in the rapidly changing contemporary theatre during the phase of finding one’s true self.
They focused on new possibilities for dramatic expression that would save contemporary humans
from the grip of discommunication. The main goal was to create the intellectual infrastructure that,
in their view, was lacking in society, and to develop a new theatrical approach based on aesthetic
philosophy as a result (TAL, 1998). The ‘discommunication,” which was also mentioned as one of the
problems discovered during the establishment of TAL, would impact both the actors on stage and the
viewing styles of the audience. The common problem in every theatrical element was “creativity.”
Beklan Algan reflected the intellectual infrastructure of TAL with the slogan “Theatre Searches for Its
Creative Self.” He also stated that while humans search for eternity with their finite consciousness,
they try to create immortality through the “act of creation.” He argued that they designed TAL’s
objective to develop a theatrical approach based on the creativity of the actor and the audience.
“Its goals included deepening the truth in the actor and the audience, and combining the creative
audience with the creative actor” (Erayda, 2008, p.75). The term “creative audience” contrasts with
the goals of realistic theatre, aiming to foster engagement and reflection. It seeks to shift the audience
away from passively accepting the dramatic plot without critical thought. In epic-dialectical Theatre,
which Bertolt Brecht described as the ‘Theatre of the Age of Science’, the audience is also in a
“creative” state: “The performing arts face the task of developing a new form in the presentation
of the work of art to the audience. They must give up embargoing the audience’s minor objections
and dragging the audience along by turning a deaf ear to all criticism (Brecht, 2011, p. 56).” Thus,
Brecht suggests considering the audience as an active element of theatre production. The Algans,
founders of TAL, also had thoughts on the audience’s role in addressing a similar issue: “The main
objective of Brecht’s philosophical theatre was to activate the audience (ipsiroglu, 2016, p. 27).” In
dramatic theatre, the audience accepts the events on the stage and identifies with the protagonists,
adopting a passive stance. However, in Brecht’s epic-dialectic theatre, the audience does not accept
anything, taking an active stance. The audience observes the situations and events on the stage with
a critical approach and embraces creativity by contemplating ways to change these situations and
events (Sener, 2014, p.268). This set of ideas about the audience evidences the consistency of TAL
with its global contemporaries.

The idea that theater, in particular, and art, in general, should resist death through the act of
creation is in alignment with the ideas of Prof. Dr. Siileyman Velioglu. In “The Picture of Man,’ he
wrote the following (2010, p. 7).:

It was after I founded the Psychopathological Art Laboratory that I realized
that psychiatry and art, that is, science and art, are not separate disciplines as is
commonly thought. (...) In addition to hereditary, structural, functional disabilities,
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disorders, inadequacies, dissatisfactions and incompatibilities related to categories of
existence, the fact that life is limited by the biological clock makes people succumb
to inability to integrate, death and nothingness. However, among living beings, only
human beings resist this fate. They do not surrender to defeat in the realm. They
stand against death and nothingness through the act of creation.

TRL also aimed to engage the audience in the creative process. Ayla Algan noted, “Siileyman
Velioglu used to say, ‘A good actor is unity in multiplicity and multiplicity in unity.” In one moment,
they can convey a hundred thousand things. No other art form possesses this. In every other art
form, there is always a process. Whether painting a picture or creating something else, a process
is involved. But in the moment, we exist like this: audience-actor” (Algan, 2021). In the creative
interactions between the audience and performers, the emphasis was not solely on the actor. TRL
conducted experiments to enhance audience creativity. Beklan Algan explained how this could be
achieved (2008, p. 129):

How can my audience and I meet? Should I invite them to rehearsals occasionally?
Should I provide preliminary information for them to read before attending? Should
I offer materials or give a talk about the themes of the play before it begins? There
are many ways to encourage the audience to be more active and thoughtful. We
experimented with these at TRL before. However, when these experiments are not
sustained, consistent results cannot be achieved.

Birkiye (2007) argued that TAL regarded the art of acting as equal to contemporaneity. The
concept of contemporaneity, seen as part of intellectual infrastructure, is closely tied to dynamic
thought. Applying this to the actor aims to create an intercultural theater language. The outcome of
contemporaneity would produce the creative actor rather than the static actor. The essential traits of
the creative actor include universality, individuality, and sociality. The practical methods involve
improvisation, montage, and the identification of empty spaces (Birkiye, 2007, pp. 276-277). Beklan
Algan described the empty space and made the following observation on the identification of empty
spaces (2012, p. 9):

When they invite the audience to fill in the empty spaces, each audience member
fills it in their own way, based on their own biography that night. So how do you
create this empty space? It is constructed within the dramaturgical structure; at that
moment, you leave the story to the audience, and then you walk away. In that space,
you should at least encourage the audience to come to terms with themselves, like
Stanislavski’s “if” story, “if I were in this situation...” The construction is very
important. I have seen one of the most basic examples of this in the dramaturgy
of Traditional Far Eastern and Indian Theatre. How do they construct and identify
the empty space? It is a beautiful thing that when the event ends, that is, when the
performance ends, the story does not go anywhere; it leaves a lot of empty spaces,
and the event never ends .

Regarding the actor-audience relationship, the essential changes in both elements are
considered vital to regaining their functionality, along with the overarching ideas that universal
theater makers collectively pursue. Thus, TAL’s “new audience” becomes a creator rather than a
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spectator in the play, mutualizing the production. Now that the relationship between the elements is
established, it is time to focus on the paradigm of theater making.

The New Theatrical Paradigm: “From Local to Universal”

In discussing the concept of fostering creativity in the audience, Ayla Algan stated, “TRL’s
greatest contribution to us was teaching us about objects of knowledge. The more objects of knowledge
you possess, the more creative you are, for humans are inherently creative. When both the audience
and the actor embrace creativity, the theatre experience transforms, leading to a different perspective
on life. The specific type of theatre doesn’t matter; rather, it hinges on the audience’s knowledge and
cultural background” (A. Algan, interview, 2021). Emphasizing the influence of culture on creativity
and perception, she added, “We have a very complex genetic culture. With influences from Kurds,
Bulgarians, and Circassians, don’t these all impact the body? Even dietary habits shape the body,
don’t you see? (...) Those influences are passed on to children. Whatever you provide them, you will
see the outcomes” (Algan, 2021). She elaborated on how TRL projects benefited from this cultural
richness (2021):

In Troya, I drew from my own folklore. Why? I went to see Eugene Barba, observed
Kathakali and Japanese theatre, and noted the cultural influences on the actor. They
created performances that arose from improvisations. After improvising, they would
give them names. That’s what I aimed to do (...) It was directly connected to the
actor. The actor’s energy, age—everything plays a role (...) Barba used to tell us,
“Your folklore is as rich as Kathakali. Use it as physical action; your body knows it.’
For instance, in Troya, I incorporated the semah dance.

Eugene Barba, a prominent figure in contemporary theatre and the founder of the International
School of Theatre Anthropology, acknowledged the depth of Turkish folklore, considering it a
valuable resource for theatrical practice; naturally this would be required in practice. Barba discussed
the importance of returning to roots as follows (1989, p. 21).:

(...) The term “roots” is a paradox. This concept does not indicate a bond that ties us
to a place, but rather to a framework of social characteristics (ethos) that allows us to
change places. More precisely, it represents the power that enables us to broaden our
horizons because it connects us to a center. This power manifests itself through the
presence of at least two conditions: the need to redefine one’s traditions for oneself,
and the ability to re-embed this individual or collective tradition in a context that
connects it to other, different traditions.

Although contemporary theatre continues to seek structural innovation, it should be
emphasized that a theatrical method that does not draw from its traditions cannot achieve originality.
Turkey boasts a rich intercultural geography. Similar to theatre makers such as Brecht and Meyerhold,
who drew upon Eastern traditions to transform this richness into original material, TAL has also
employed the cultural practices of Anatolia, which is at least as rich as Eastern traditions. This, in
addition to synthesis, also does an excellent job of keeping cultural heritage alive.

Ayla Algan highlighted the significance of improvisation and an actor’s participation,
illustrating how culture influences an actor’s imaginative realm (2021):
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I am very happy to have participated in these studies with Beklan. We were both
doing the same work—he as the director and I as the actor. We complemented each
other. For example, I would ride a horse on stage; there was no actual horse, like
in a children’s play. Beklan was an outstanding director for actors, and he would
say, ‘Your horse is walking over the soldiers you’ve killed.’ Yes... he would always
whisper things to me while I was acting. At that moment, I saw cypress trees. Of
course, I'm Turkish. If it were Joan of Arc, she would see oak trees. How cultures
differ in terms of imagination. This is a unique way of creating a play. It’s not about
the text. All directors and theatre practitioners encourage actors to improvise to
capture that moment, to almost be there with it. To experience it, and, of course, this
happens with the body.

Outside The Doors: “TAL is Shut Down”

Searching for an intercultural theatrical language through the collaboration of innovative
actors and engaged audiences, TRL was not a production theatre but a research institution. This
approach drew criticism.

Addressing these criticisms, Beklan Algan explained during an interview with Duygu Seda
Tomru in 2012 (p. 2):

After TRL closed, I reflected on the opportunities I had. I had a group, but for some
reason, I didn’t prioritize creating something. We were educating the children, trying
to ensure it remained a laboratory, and addressing everything else that required
attention. But if it were today, I would have accelerated the process. The biggest
criticism we received was that we weren’t producing. For instance, when we were in
the other building, a young man came while we were conducting a workshop with
the kids and said, ‘I want to do a project on the sounds of Istanbul.” He had recorded
all kinds of sounds in Istanbul—calls to prayer, birds, street vendors, etc. He created
a performance based on these sounds and took the whole group to Berlin.

The young man Algan referred to was director Karl Mayer. A performance titled *“ Listening
to Istanbul “was created as an improvisational piece. The director recorded the noises and sounds of
Istanbul, structuring a performance based on improvisations developed by the actors in response to
these sounds, incorporating poems of their choice. Reflecting on this improvisation and the laboratory
participants, Ayla Algan stated, “They came up with very different things. A German man collected
the sounds of Istanbul. Our group improvised on those sounds and created a wonderful play. Even
outsiders took on the identity of laboratory participants” (Algan, 2021). Addressing the criticisms
and lack of understanding for such experiments, she remarked, “They didn’t believe in research and
development; they didn’t believe in the process. It was only fifteen minutes long, you see... The
play was waiting” (Algan, 2021). TAL sought to establish a research space with a philosophy. Algan
explained (2021):

We extensively explored human existence. We couldn’t produce anything longer than
fifteen minutes. Once the body became involved, there was less need for extensive
text, as body language took over. After that, the actor became creative, and then they
began developing characters (...) We also greatly benefited from the open space in
traditional Turkish theatre. I step on stage and immediately perceive something. I
can create much more rapidly because I improvise.
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The theatre community of the time found TRL’s research activities and attempts to create a
new theatrical style challenging to accept. It was an era of production theatre, where audiences were
accustomed to finalized plays with defined texts, clear direction, and complete stories. TRL’s efforts
to emphasize creativity in both audience and actors faced resistance; however, the existence of a
state-funded theatre research unit and its international performances remains significant for Turkish
theatre.

Ayla Algan, concerning the educational innovations that TRL aimed to introduce and their
views on education at the time, stated (2021):

“There were many divisions in education. We opposed the YOK (Higher Education
Council) system. For instance, in the past, doctors would immediately grasp what
was wrong. Now, for a relative of ours, they first diagnosed it as a heart issue, but it
turned out to be gallstones. This reflects the current state of education; we anticipated
it would lead to this outcome (...) each department exists—one knows biology,
another chemistry—but there’s no point of convergence. Yet, the subject they’re
studying is human. Why did we delve into ontology? Humans are ontic. Art is ontic.
Everything that is different operates together and in the moment. Take blood now,
and if you take it again later, it will yield completely different results”.

While humans differentiate themselves from other living beings through their efforts to
understand themselves, art enhances this process of understanding. The act of creation at the moment
can potentially transport both the audience and the performer into a different world each time.

TRL organized numerous seminars, performances, summer camps, meetings, and workshops
throughout its fourteen years of active work. It invited prominent figures in theatre, such as Eugenio
Barba, to Turkey for workshops and conferences. TRL was featured at many international festivals
and became a regular participant in the International School of Theatre Anthropology. TRL initiated
studies on Traditional Turkish Theatre in collaboration with expert practitioners and academics. Under
themes like “The Cultural Identity of Anatolian People” and “Play and Intercultural Comparative
Theatre,” they analyzed and sought to modernize the foundations of Turkish Theatre by exploring
shamanic rituals, shadow plays, storytelling (meddah), Karagdz, ortaoyunu, improvisational
performances, religious rites, spectacle-based performances, epics, legends, fairy tales, and plays
featuring taziye themes (Birkiye, 2007, p. 277).

The theater community of the period found the research and efforts to create a new style to
be strange. This era was marked by production. A perception that depended on the text, a specific
mis-en-scéne, and a clear story led to the view that the actor should act something complete rather
than merely an experiment, making it difficult to accept the TAL method. In addition to questioning
whether the audience and the actor should collaboratively create, as TAL aimed for, and the self-
criticism regarding the possibility that several productions could have been staged with the funds
allocated to TAL, the existence of a theater research department in a funded theater, which produced
several shows abroad, is considered important for Turkish theater.

TRL was the first and only institution of its kind in Turkey dedicated to theatre research
while operating under a state-funded theatre. It offered invaluable opportunities for several young
individuals interested in learning about theatre. When Ayla Algan was informed that she and TRL
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had greatly benefited those interested in theatre and acting, she humbly responded, “But they were
curious too; if they didn’t have a laboratory interest or curiosity (silence)” (Algan, 2021).

TAL did not limit its research solely to the theatre discipline. The TAL-Dance group was
also established. The idea of incorporating dance as a research area in TRL originated when Mustafa
Kaplan, a dancer who joined the Municipal Theatre, became interested in the research of Ayla and
Beklan Algan and began participating in TRL’s activities. As Kaplan explained (2008, p. 148).:

Thanks to Beklan and Ayla Algan’s interest in dance and their establishment of the
TRL studio for dance practice, a group engaged in independent studies was formed.
This group, comprised of individuals from diverse educational backgrounds, was
created to share dance experiences, learn together, and develop projects.

In 2002, when the state shut down TRL, locked its doors, and altered the keys, the TRL-Dans
group was also dissolved. Erol Babaoglu (2008, p. 146) a TRL student, shared his memories of the
closure:

It was one of the final days of the 2002 season. We had completed our work (...)
Seizing the opportunity presented by the General Artistic Director’s absence in
Ankara, one of the coup conspirators who had taken control of the administration
came and said, ‘Tell Sister Ayla and Mr. Beklan to gather their belongings and leave.

Whether such a closure was appropriate for TRL, an institution dedicated to research and
development in theatre, is a question that invites reflection and debate. Ayla Algan (2021) expressed
her disappointment with both the administration and some of her former students:

Even our students, such as Macit Koper and Taner Barlas, didn’t say, ‘You can’t shut
this down.’ They simply asked, ‘What are you doing?’

While TRL aimed to open new doors for Turkish Theatre, its own doors were locked due to
changing circumstances.

Conclusion

Efforts to establish a field of research in theatre are considered an innovation in Turkey. TAL
was the first organization to create such a field with the support of a government-funded theatre
in Turkey. The path to TAL was based on a timeless accumulation of knowledge. LCC, Bakirkdy
Community Center, Tepebasi Experimental Stage, Bilsak Theatre Workshop, and international
studies were some of these experiences.

The fact that the term “laborant” was used instead of “actor” in TAL demonstrates that the
actors constantly improve and do not want to deviate from the goals of the research. The theatre
structure of the period, and thus the audience profile, was in the position of being a recipient of
conventional theatre. The understanding of acting was self-repeating, acting within given conditions
rather than seeking newness. The institutional theatre approach was based on applying practices far
from research into acting styles. Therefore, the audience’s position was merely passive and only
accepting the presented style. Opposing this understanding, TAL practitioners went beyond the
perspective of national theatre while seeking newness. TAL aimed to establish a theatre center similar
to those established by Grotowski and Barba in Turkey. Long experiments were conducted with
laborants to capture creation “in the moment” by distancing the process from the text-oriented theatre
approach of the period. These experiments included the audience in the production, allowing them
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to be creative. The audience was expected to fill the empty spaces left by the actor through surveys
and conversations. Because TAL’s experiments featured performances lasting no more than fifteen
minutes, they were not understood and were criticized by those who adopted a production-oriented
theatre approach in Turkey. Despite these challenges, TAL consistently prioritized the creative actor
over the static actor. The actor, a primary element of theatre, was guided into an experiential field
based on local culture, international theatre methods, and personal instruments such as body, voice,
improvisation, in-the-moment production, and creativity. Acting research at TAL was part of a whole,
aiming to reconstruct unique theatre forms when the whole was achieved. They sought to develop
a synthetic research model using traditional Turkish theatre and Turkey’s multicultural structure.
The only method that separated tradition from convention was the integration of tools from various
theatre disciplines into the research. They aimed to create an alternative and new theatrical approach
specific to Anatolia, based on Grotowski’s actor with pure creativity, Barba’s theatrical approach
aimed at intercultural production, Meyerhold’s focus on the development of narrative tools, and
Brecht’s idea of transforming the audience.

At TAL, a kind of “new theatre style” was aimed to be created, one that was education-
oriented, actor-centered, and prioritized bringing out the actor’s skill, as opposed to a production- and
market-oriented theatre approach. Today, establishing a research institution similar to TAL requires
abundant financial resources. Furthermore, a cultural policy and the existence of structural support
are necessary for the creation of workshops like TAL; however, mere institutional or political support
is not sufficient. At the same time, community members who are part of the research must play an
active role in the creation processes with a universal perspective. An artistic institution relies on
both the producer and the sponsor, and neither is sufficient alone. A significant example is the TAL
employees who learned of the institution’s closure when their keys did not work because the locks on
the doors had been changed. Despite the experimental courage TAL showed in its theatre approach
serving as an example today, it is clear that a separate method is needed to ensure its sustainability
by creating a culture of solidarity within a collective structure. In addition to a new theatre approach,
pragmatic possibilities independent of conditions should be created for the sustainability of the work.

Despite its unexplained closure, TAL represents a significant example of Turkish theatre due
to its intellectual background and experimental efforts that support future research in theatre. The
legacy of the Theatre Research Laboratory serves as a source of encouragement for contemporary
theatre researchers.
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